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One look at the new Pioneer SX-1250, and even the most
partisan engineers at Marantz. Kenwood. Sansui or any
other receiver company will have to face the facts.

There isnt another stereo receiver in the world
today that comes close to it. And there isnt likely to be
one for some time to come.

In effect. these makers of high-performance
receivers have already conceded the superiority of the
S$X-1250. Just by publishing the specifications of their
own top models.

As the chart shows. when our best is compared with
their best theres no comparison.

160 WATTS PER CHANNEL: AT LEAST 28% MORE
POWERFUL THAN THE REST.

In accordance with Federal Trade Commission
regulations. the power output of the SX-125) is rated at
160 watts per channel minimum RMS at 8 ohms from 20
10 20.000 Hz. with no more than 0.1% total harmonic
distortion.

Thats 35 to 50 watts better than the cream of the
competition. Which isnt just something to impress your
friends with. Unlike the usual S-watt and 10-watt
“improvements; a difference of 35 watts or more is
clearly audible.

And.for critical listening. no amount of power is too
much. You need all you can buy.

To maintain this huge power
output. the SX-125) has a power
supply section unlike any other Lol

receivers.
A large toroidal-core
transformer with split windings i
ON

and four giant 22.000-microfarad
electrolytic capacitors supply
the left and right channels
independently. That means each
channel can deliver maximum
undistorted power at the bass
frequencies. Without robbing the
other channel.

When you switch on the SX-1250. this power supply
can generate an inrush current of as much as 200
amperes. Unlike other high-power receivers. the SX-1250
is equipped with a power relay controlled by a
sophisticated protection circuit, so that its transistors
and your speakers are fully guarded from this onslaught.

PREAMP SECTION CAN'T BE OVERLOADED.

Perhaps the most remarkable feature of the
preamplifier circuit in the $X-1250 is the unheard-of
phono overload level of half a volt (500 mV).

That means theres no magnetic
cartridge in the world that can drive
the preamp tothe point where it sounds
strained or hard. And thats the downfall
of more than a few expensive units.

The equalization for the RIAA
recording curve is accurate within
%().2 dB. a figure unsurpassed by
the costliest separate preamplifiers.

THE CLEANEST FM RECEPTION THERE 1S.

Turn the tuning knob of the $X-1230.
and you'll know at once that the AM/FM tuner
section is special. The tuning mechanism feels
astonishingly smooth. precise and solid.

For informational purposes only, the SX-1250 is priced under $900
The actual resale price will be set by the individual Pioneer dealer at his opt
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Click-stop voiume control calibrated in
decibels. with left/right tracking within 0.5 dB.

The FM front end has extremely high sensitivity.
but that alone would be no great achievement.
Sensitivity means very little unless its accompanied by
highly effective rejection of spurious signals.

The $X-1250 is capable of receiving weak FM
stations cleanly because its front end meets both
requirements without the slightest compromise. Thanks,
among other things, to three dual-gate MOSFETS and a
five-gang variable capacitor.

On FM stereo. the multiplex design usually has the
greatest effect on sound quality. The SX-1250 achieves
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Twin rone-control svstem with step-1ype settings.
permitting 3025 possible combinations.

its tremendous channel separation (50 dB at 1000 Hz)
and extremely low distortion with the latest phase-
locked-loop circuitry. Not the standard IC chip.
Overall FM distortion, mono or stereo, doesn't
exceed 0.3% at any frequency below 6000 Hz. Other
receiver makers don't even like to talk about that.

AND TWO MORE RECEIVERS
NOT FAR BEHIND.

Just because the Pioneer $X-123)
isin a class by itself. it would be
" 4 normal to assume that in the class
i v just below it the pecking order

remains the same.

Not so.

Simultaneously with the SX- 1250,
were introducing the $X-1050 and the
S$X-950. Theyre rated at 120 and 85
watts. respectively. per channel (under
the same conditions as the SX-123))
and their design is very similar.

In the case of the SX-103). you have to take off the
cover to distinguish it from its bigger brother.

So you have to come to Pioneer not only for the
worlds best.

You also have to come to us for the next best.

MUTING

Moonachie, New Jersey 07074

WPIONEER

Anyone can
hear the difference.



PIONEER ~ :
HAS DEVELOPED "7
A RECEIVER EVEN .
MARANTZ, KENWOOD AND
SANSUI WILL HAVE TO
ADMIT IS THE BEST.
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No matter how young or old the recording,
the Institute of the American Musical, Inc.

relies on Stanton for playback.

Miles Kreuger, shows a portion of the extensive collection to a scholar

Mr. Kreuger and Mr. Albert Husted, Vice President
show visitors how a Stanton 681 is installed
on an original Edison Standard phonograph.

Speaking of problems, how would you like to be faced with the
need to acg:urately reproduce the sound from Edison Diamond
Discs, Pathés and Aeolian-Vocalions? That's just what the Institute
is faced with — and that's precisely why they turned to Stanton
cartridges.

The Institute collection consists of approximately 35,000 record-
ings, from just about every American theatre or film musical since
the Berliners of the 1890's through to the latest stereo and
quadraphonic recordings. The collection (not counting hundreds
of cylinders) is roughly evenly divided between 78's and 33 rpm’s.
They have original, historic machines to play these accurately, but
the arms are heavy and the old styli insensitive and somewhat
worn. Furthermore, the acoustic playback does not permit them to
filter the surface noise or tape these rare records.

Miles Kreuger, President of the Institute, discussed his problem
with other famed and experienced archivists. They all agreed that
the Stanton calibrated 681 Series was the answer. Naturally, it is
the 681 Triple-E for critical listening and taping with more recent
discs; the special 681 stylus for LP's; and, for the old ones, a 681

Close-up of the Stanton 681 with
speckal stylus in position on the original
Edison Standard phonograph

Music scholar following the score of Show Boat
while listening to original cast performances.

cartridge, especially wired for vertical response (with a 1 mil stylus)
Today, thanks to Stanton, the scholars, authors and researchers,
who are dependent on the Institute's materials to pursue their
projects, can get perfect to adequate reproduction of any of the
material in the collection. The Institute, which is crowded into small
quarters, is open by appointment only to qualified people. For the
future, it looks forward to the day when it will have the space in its
own building to make its collection more readily available.
The work of the Institute is important work
Stanton is proud to be an integral part
of it
Whether your usage involves archives, re-
cording, broadcasting or home entertain-
ment, your choice should be the choice of
the professionais. .. the Stanton 681 Triple-E.

Write today for turther information to: 2ok y

Stanton Magnetics, Terminal Drive, 1 -
Plainview, N. Y. 11803. Sl aNTon
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W and Other NYC Problems

I live in, and pay my taxes to. the Commonwealth of Massachusetts.
They are pretty hefty taxes. too. for I have a nice job, a nice income.
New York City doesn’t get a cent. But that nice income. that nice job,
those pretty hefty taxes are a direct result of the educational and other
cultural opportunities that were offered to me by New York, the city
in which | was born and raised.

Among those opportunities was WNYC, fiftv-two years old this
month, the only noncommercial municipal radio station in the coun-
try. As I write this. it is still owned by the City of New York, “where
eight million people live in peace and harmony.” as the station’s an-
nouncer always tried to persuade us during the station break before
The Masterwork Hour. 1 grew up listening to The Masterwork Hour,
itselt some fifty years old and the longest-running classical show on ra-
dio. It was on The Masterwork Hour. which came over the kitchen ra:
dio just as we were sitting down to supper, that | heard my first Eroica.
my first New World, my first Tod und Verklarung. It was over WNYC
that I would hear Mayor LaGuardia attack “crooks,” discuss city prob-
lems. and read the funnies, and. later, that | would hear the sessions of
the United Nations. The eftect that the station had on my intellectual
and cultural development was incalculable. Massachusetts is today
reaping the financial benefits.

And now New York City can no longer attord to support WNYC. It is
trying to divest itself of the station as one more emergency measure,
during its present fiscal crisis, wherein the process of deworming the
Big Apple has resulted in throwing away much of the fruit as well. Lis-
teners are being asked for funds. and, as of this writing. Mayor Beame
is about to ask the State Legislature to make the station a public corpo-
ration. Nothing really wrong with that. except as an ideal symptom of
New York's debilitation.

How many of our readers. I wonder, have taken the educational cap-
ital they. or their parents. accumulated in New York and are using it
now to pay the interest to other communities? How many doctors. mu-
sicians, artists. and scientists are todav benefiting the rest of the coun-
try because they attended such unique free public schools as the High
School of Music and Art or the Bronx High School of Science? For gen-
erations New York City has taken tired, poor strangers and trans-
formed them into active taxpaying citizens of other cities. other states.

No, it doesn’t work the other way, for all the famous abundance of
talent in New York that comes from elsewhere. People arrive in New
York less to give than to remove money. They make their living there
and then pay their taxes to Westchester or New Jersey. The Soviets
have a solution, at least for their [ews who wish to leave the counltry:
First hand over five years' salary. to make up for the free benefits our
society has given vou. New York has no such totalitarian option.

So the city will continue to welcome. more and more grudgingly,
outcasts from overseas. from the Caribbean, from the American heart-
land. and within a generation do its decreasing best to make them valu-
able assets to the country. But as New York becomes less able to atford
the necessary special opportunities to accomplish its task—and
WNYC's precarious position spotlights the situation—the rest of Amer-
ica will find itself being offered fewer New York-bred artists and scien-
tists and more of the city's own outcasts. Not many communities. |
wager, will be happy to take on the burden they have always counted
on Manhattan to shoulder.

Bail out New York? President Ford made great political strides when
he proclaimed that he would never do that. But it is not a question of
bail. Every state in the Union already owes New York City more than it
could repay.
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COMING NEXT MONTH

Beat the August heat by giving heed to
HF's cool-headed Survey of the C-90 Pre-
mium Cassette Market: CBS Technology
Center tests will permit easy comparison
of all thé major brands—more than twenty
of them. Then follow the tape medium
into both classical and popular recording
sessions: John Culshaw will tap his many
years of experience for How a Classical
Producer Does tt, and John Woram, an-
other professional, will tell How a Pop
Producer Does it. Royal S. Brown provides
An interview with Bernard Herrmann,
dean of film music composers up until
his death last Christmas Eve, with a dis-
cography of Herrmann as both composer
and conductor. Plus High Fidelity Path-
finder Edgar Vilichur; Gene Lees on Percy
Faith; and more.

SOLUTION TO HIFI-CROSTIC NO. 13

MARSHALL W. STEARNS, The Story of Jazz
When F. Scott Fitzgerald labeled the nine-
teen-twenties the Jazz Age, he was trying
to describe a state of mind. But it made
musical sense, too, for during the Twenties
jazz developed from a few vaudeville acts
to a household commodity.
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Record Riches

No doubt many collectors will voice their
criticisms of the choices made in your
“Record Riches of a Quarter-Century” in
the April issue. And well they might!
Speaking only of the pop selections: It's no
easy job deciding which artists to include,
but one would have expected inclusion of
Jimi Hendrix at least. And how do you jus-
tify the Singers Unlimited choice in light of
your omission of the Beach Boys, whose
“Pet Sounds™ is a true pop classic?
Furthermore., your choices seem ob-
viously biased in favor of current catalogue
items. despite the denial of this in Kenneth
Furie's introduction. How else can one ex-
plain your listing of the Band's “Rock of
Ages" instead of its “Music from Big Pink"?
Is Stevie Wonder's “Inner Vision™ really
better than both "Talking Book™ and “Mu-
sic of My Mind"? Aren't the Modern Jazz
Quartet’s classic recordings on Prestige.
rather than Atlantic’s “‘Last Concert”? Do
you really think that Sinatra on Reprise is
better than he was on the earlier Capitols?
Is Janis Joplin's “Pearl” really a better al-
bum than "Cheap Thrills"? Is Jelferson Air-
plane's “Bark™ better than both “Surrealis-
tic Pillow™ and ""'Red Octopus"? And
certainly Mahalia Jackson’s-best Columbia
disc was her first for them (CS 8759). rather
than the uneven hodepodge that you list.
Doug Pomeroy
Brooklyn, N.Y.

Regarding the film-music portion of your
“Record Riches of a Quarter-Century.” |
would suggest three improvements. First,
though Lionel Newman's album of Korn-
gold on Warner Bros. WS 1438 has been out
of print since 1962, when first issued, it is
certainly more desirable than Charles Ger-
hardt's showier rendering. (The Newman
disc has, by the way. recently been reissued
by an Australian subsidiary.) Second. if
we must acknowledge Gerhardt, why not
choose his disc of Bernard Herrmann
scores, featuring most importantly all the
major themes from Citizen Kune that are
missing from the composer's own Welles
Raises Kune suite on Unicorn? And third,
while the disc of Walton's Shakespearean
film music is an undeniable treasure, I pre-
fer Herrmann's performances (on London
Phase-4 SPC 21132) of Walton, Rézsa, and,
most important, Shostakovich's music for
Kozintsev's Hamlet, which film critic Ver-
non Young rightly deems “the most
profound filming of Shakespeare to date.” |
happen to be of the elitist school that re-
gards a film score as being only as good as
the film it backs: thus the relative impor-
tance of Shostakovich's score over Walton's
for Olivier's vastly inferior Hamlet.

Of somewhat lesser significance. | would
personally choose Mancini's music for
Hawks's Hatari! over that for The Pink
Panther. although the latter score is cer-
tainly the more popular. (Was that your cri-
terion?) And why Mandel's eminently for-
gettable The Sundpiper over Franz
Waxman's magnificent The Nun's Story,
now again available, thanks to—of all
people—Rod McKuen?

I know this is a lot of nit-picking over
what wasn't for oné minute meant to be a
definitive desert-island list, but | take the
matter seriously, as should appear obvious
by now. So. finally. a small selection wor-
thy of commendation: Herrmann's Psycho
and the Polydor Rézsa album are treasures
| shall never part with, and I'm glad to see
someone finally recognizing the greatness
of Alex North's Spartucus.

Dun Bates
N. Hollywood. Calif.

The music editor replies: *"Record Riches of
a Quarter-Century™ hus indeed sparked
some lively comment, and that may in fact
be the most fruitful result of such an impos-
sible compilation. Having devoted the bet-
ter purt of my introduction to explaining
that this wouldn’t be any sort of “best
recordings” list, at least | needn't defend it
on that count. | can only repeat that every
selection on the final list (and you can't
imagine the ugonies of hoiling it down till
you've tried it) had been judged “u unique
ilumination of a vital portion of our musi-
cal legacy” by one or more of our editors
and writers. (It may safely be inferred that
many listings also shocked one or more of
our editors and writers.)

That said, both of these correspondents
speak ably for themselves. though | might
repeat that “many items should be taken as
shorthand symbols.” It is easier to agree
which artists shouid be represented than to
decide which recording best represents
them. The Band, Sinatra, Mancini, and
many other artists plainly demanded inclu-
sion;, most of our choices have at one time
heen defended in these pages, but readers
are free to substitute their own. By the
sume reusoning, however, Mr. Pomeroy is
right about Jimi Hendrix: His exclusion is
indefensible. (Since his name figured in the
original compilation, it apparently disap-
peared into one of those editorial crevices
inevitable in so complex an undertaking as
the preparation of our anniversary issues.)

High Fidelity Pathfinders

As a new subscriber o your magazine, |
congratulate you on your anniversary issue
(April). 1 especially commend the person
whose idea it was to inaugurate the “"High

HiGH FIDELITY MAGAZINE



Is it live,or
is it Memorex?

The amplif ed vaice
of Ella Fitzgera d car shatter
& glass. And anyth ng Ella
can do, Memonex cassette tape
~ith MEX, Cxide can do.

If you record yZur own music,
Memorex —an ma<e all
te differenczin the world.

MEMOREX Recording Tape.

Is it live, or iz t Memrorex?

©1976, Nemorex Corporation, Santa Clara, Csi‘ornia 35052
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Introducing the worlds most powerful
With the world's least distortion.

The Technics SA-5760. 165 watts RMS per channel. That's
more power than any other receiver in the world. And an
even more important specification, 0.08% THD (Max.) .
That’s less distortion than any other receiver in the world
at rated power.

To achieve this unequaled power and uncompromising
performance, we used single-packaged dual transistors in
the differential amplifier stage of each channel. As well as
high capacitance filtering and a bridged rectifier with high
current reserve. And the amplifier is also direct coupled,
with no transformers or capacitors from input to output.
There’s also heavy power supply regulation. So transient
bursts in one channel remain isolated from the other.

And you’ll hear your records precisely the way they
were recorded. Thanks to “current mirror loading’ — a radi-
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Technics

FM/AM STEREO RECEIVER SA-5780

cally new circuit found in the phono equalizer section of the
SA-5760’s pre-amp. The results are impressive. Double the
amplifier gain. An unsurpassed S/N ratio of 78dB. A fre-
quency response that’s accurate to within +0.2dB of the
ideal RIAA equalization curve. And an overload-resistant
input that will sail through high-level signal inputs with
out a trace of distortion.

For FM performance, we didn’t just settle for outstand
ing specifications in selectivity, sensitivity and interfer-
ence rejection. We also use flat group delay filters in the
[F section so that the time delay is constant for all frequen
cies. That means the signal being broadcast is the signal
you'll receive and without phase distortion.

And there’s a Phase Locked Loop IC which improves
tuner performance even more. Like a well-defined 38dB of
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receiver. 165 watts per channel.

Only 0.08% THD:

stereo separation at 10kHz and much higher at mid-band.
Inaudible distortion. A frequency response that actually
exceeds the response of FM broadcasts (+0.2dB —0.8dB from
20Hz to 18kHz with the exclusive delay time switch in the
CONST position). As well as a S/N ratio of 85dB for super-
quiet FM broadcasts.

The SA-5760"s controls are as sophisticated as its cir-
cuitry. A 26-step true attenuator click-stop volume control
Calibrated from —60 to 0dB. Low distortion negative feed-
back tane controls with turnover selectors for both the low
end and high end frequencies. A linear FM/AM dial scale.
A zero-center tuning meter for FM as well as a truly linear
signal-strength meter for AM and FM that works the way
other meters don't: accurately.

There are also multiple speaker and amplifier protection
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circuits, with a front panel overload indicator. Two-way
tape-to-tape dubbing. Two phono inputs with variable im-
pedance selectors for each. And all the inputs and outputs
you d expect from the world’s most powerful receiver.

And to complement the SA-5760, Technics has five othe
receavers. Each with excellent power. Qutstanding perform-
ance. Sophisticated circuitry. And at a good price. The
coacept is simple. The execution is precise. The perform-
ance is outstanding. The name is Technics.

*165 watts per channel, minimum RMS, into 8 ohms frem 20Hz te

20kHz with no more than 0L08% THD (total harmonic distortion).

Technics

byPanasonic
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Fidelity Pathfinders” column. I am one of
those readers who was not present during
the Fifties or Forties, having been born in
1960; hence it is almost bizarre for me sud-
denly to see first names beside the product
names of Fisher, Scott, and Lansing. | espe-
cially enjoyed the biography of H. H. Scott,
who actually lived in my town (and Mr.
Schwann—of the Catalog—also inhabits
this Boston suburb).

I am looking forward to future issues
more than ever so that | can read about
these men.

Evan Davies
Lincoln, Mass.

Thanks for [April's] “High Fidelity Path-
finders.” It filled many gaps in my mind
concerning Avery Fisher and H. H. Scott
But concerning James B. Lansing, you left
out a couple of significant facts.

Before Lansing left Altec he decided its
future, more or less, by putting his talents
into the designing of Altec's superb sectoral
horns and the ever-popular 604 series of
coaxial loudspeakers, which has been a
staple in recording studios for the lifespan
of your fine magazine and has helped many
a home builder construct a fine-sounding
speaker system with minimum effort and
cost

The company he founded after leaving
Altec was not successful. After his death
Mrs. Lansing and William Thomas were in
fluential in building the company that Lan-
sing could not. The people at |BL and Altec
are proud of their relationship with him,

SONY' sreaec casseris oicx | 10-20850 D= wwe)

and perhaps his presence helped determine
their dedication to quality, one that persists
1o this day.
Henry C. Clayton
Temple City, Calif.

Quad and Pseudo-Quad

! must protest your waxing enthusiastic
over Phase Linear’s new Model 2000
preamp (test reports, April), which by
passes any existing quadriphonic system
with its “ambience" circuit. In order for the
pseudo-quad eftects to be fully usable, the
owner must connect four independent
channels of amplification and four separate
speakers, just as with any true quad sys-
tem. Yet the Phase Linear, when so con-
nected, will not (apparently) correctly de-
code any matrix recording made in
currently available systems, nor (appar-
ently) does it offer hookups and switching
to allow use of a true discrete quad source
such as a four-channel tape deck or CD-4
demodulator.

For some time Dynaco has offered a
pseudo-quad system that, although it does
not exactly correspond to any normal ma-
trix parameters, can deliver convincing
“fake" quad from only two channels of am-
plification—an economic plus. [ believe the
dollar savings made possible by the Dyna-
quad system justifies its use, but for what
purpose should anyone be encouraged to
buy a component that does not offer this
savings and does not produce true quad
riphony either?

Pioneer makes a decent quad preamp, the
QC-800A, which offers not one, but both
currently popular matrix decoding systems,
plus jacks and switching to accept any dis-
crete source. It can produce convincing
quad from any stereo source through either
of its matrix decoders and retails for $20
less than the less-versatile Model 2000. |
have used such a preamp since 1 first went
quad and found it totally satisfying.

Congratulations on an otherwise won-
derful issue—and Happy Anniversary!

George R. Androvette
Manchester, N.H.

Mr. Androvette’s protest notwithstunding,
our enthusiusm stands. We did not extol
the Phase Linear’s ambience function as a
substitute for real quad, simply us a bonus
feature in a preamp that is also excellent in
other respects. The Phase is not a quad
preamp—and we did not say that it was.

“The other” Price

The author of the April “"Behind the
Scenes’’ piece on ““The other’ Price"” states
that Margaret Price sang the role of Donna
Anna in Don Giovanni for the first time in
Paris in 1975. I should like to correct this
statement. | have no information about
when she first sang this role, but I do know
for a fact (because | heard her) that she sang
it in the summer of 1973 in Munich. during
the Munich Festival. She sang it several
times that summer, a number of times dur-
ing the regular Munich season that fol-

SONY snaeo casserra okce | 1018850 OON6w its)

o

ALCLIVEL
o ey 1

LU Lt 1ary W TOY

-
wu' ‘"lml
-
o= - e me

ol wl =l

awows WS N8 Lawtrn

[BE] exnmisaeranmrn vmanmuto inut ore




lowed, and again during the 1974 Munich
Festival.

I certainly second the author’s opinion of
her marvelous voice and wish that there
were more recordings of her available do-
mestically. In the meantime, | am looking
forward to hearing her as Desdemona in
Verdi's Otello and the Countess in The
Marriage of Figaro when the Paris Opera
visits Washington this September.

Donald T. French
Arlington, Va.

Mr. French is correct. Though Ms: Frice ex-
plained to us how she came to sing Anna
rather than Elvira, the misunderstanding of
dates is ours. So far, we have traced her
first Anna back at least to Cologne in spring
1972.

The “New” Richter: the Old Richter

As author of the program notes for the
Sviatoslav Richter Chopin/Schubert reci
tal recently issued as Columbia/Melodiya
M 33826, | fear | may have contributed to
Harris Goldsmith’s confusion in reviewing
it (April). I would like to do my best to set
the record straight.

At the time | wrote those notes, which
spoke rather rhapsodically about some of
Richter’s recent recordings, I had not heard
the “new" issue. All | knew was that it du.
plicated the program of Melodiya CM
04165/6, which | had seen listed in a 1974
Melodiya catalogue. | therefore made the
presumption that the recordings were new.

When | received the finished record, 1 was
horrified to hear the murky, echoey, and
distorted sound. (I find it hard to under-
stand why Harris, who does not have a tin
ear, made no comment on the sound quality
of this record. It's really awful.)

At this point, I checked with Dr. Umberto
Masini of Milan, who is engaged in compil-
ing a Richter discography with the direct
assistance of the pianist. I have now
learned that these recordings, far from
demonstrating Richter's recent mastery, are
among the earliest made of him. They were
recorded in 1948, with the exception of the
Schubert A flat Impromptu and the Chopin
F major Ballade. both of which date from
1950. Incidertally, the ballade is taken from
a concert performance, with the last note
artfully faded out to avoid a storm of ap-
plause. (The applause is present on the orig-
inal issue of this performance, Melodiya LP
D 8935/6.)

Needless to say, Columbia was unaware
of the origins of these recordings until after
their publication. For the benefit of those
listeners who wish to hear the degree to
which Richter's mastery had evolved—con-
trary to Harris’ supposition—so early in his
career, | would recommend listening to the
left channel only of the LP, since that seems
to have the original recordings in reason
ably good sound for their vintages. The
echo and distortion are mostly in the right
channel. Leslie Gerber

Phoenicia, N.Y

Mr. Goldsmith replies: | am glad to have

the record straight on Richter’s “evolving”
style! | did find the recorded sound undis-
tinguished by current standards, but as
that is common enough with genuinely re-
cent Soviet recordings | preferred to allot
my limited space to the extraordinary—and
controversial—performances. | would wel-
come any additional examples of artistry
like this, whatever the sonics, though it
would be nice to be told clearly what we
are getling.

RF Interference

Your article “RX for RF Interference”
(March) was very interesting, but it over-
looked a common and increasingly preva-
lent source of RF1 within the home: incan-
descent light dimmers. Such dimmers are
easily installed and commonly substituted
for switches—in apartments particularly,
they are often used for dining area chan-
deliers.

Most manufacturers provide some RFI
suppression, in the form of either a straight
or a toroidal coil in the dimmer circuit
Many of these are only token measures,
however, and some dimmers can and do
raise havoc with audio components.

1 would suggest that the dimmer manu
facturer be asked which of his models has
the best RF1 suppression before buying one.
Consumer Reports has also rated incandes-
cent dimmers and compared RFI levels in
their tests. This is a good guide, for openers.

Don Del.uca
Attleboro. Mass.

FEATURE PRESENTATION:

Dolby* Noise Reduction System
vitually eliminates high frequency
tape hiss. Signal/noise ratio zips up
as much as 10 dB at 5 kHz and
over with Dolby in. That ‘s impres-
sive. There's a 25 us de-emphasis
switch and rear-panel calibration
controls for recording Dolby FM
broadcasts.

Ferrite and Ferrite Head lasts up
to 200 times longer than standard
permalloy. Provides wide, flat
frequency response. And—the high
density of the ferrite and ferrite
material and Sony precision
craftsmanship of the head gap
make possible a feature we call
Symphase Recording. Here, you
can record a 4-channel source
(8" or FM matrix) for playback
through a comparable 4-channel
decorder-equipped sound system
without phase shift. This means that

JuLy 1976

all signals will be positioned in the
same area of the 4-channel
spectum during playback as they
were in the initial recording.

Front Load convenience allows

you to stack with other components.

Solenoid Operated Transport
Controls mean feather-light
operation. Jam-proof Feature lets
you go directly from one mode to
another—bypassing stop —without
damaging either mechanism or
tape. (Available on the 209SD only.)

FeCr Equalization, when used
with the new Sony Feri-Chrome
tape, provides significantly
improved dynamic range and
signal/noise ratio, and optimum
frequency response.

Level Measurement includes
2 VU Meters plus a Peak Limiter.

Together, they eliminate sudden

transient high level input signals
that can cause distortion and tape
saturation—without compromising
dynamic range.

Mic/Line Mixing lets you blend
signals from various sources for

master quality recordings.
(Available only on 204SD, 209SD.)

Sony front load cassette decks
have the features you need for the
recordings you want. Check them
out at your Superscope dealer
soon. He's in the Yellow Pages.

Brought to you by

SUPERSCOPE

Listen to us.

M Dolby Labs. Inc. **TM CBS, Inc
©1976 Supetscope. Inc . 20525 Nordhott St, Chatsworth. CA 431
Paces and models subject to change without nohce.



THE TAPE THAT
FOR MOST

Maxell tapes are not
cheap.

In fact, a single reel of
our most expensive tape
costs more than many in-
expensive tape recorders.

Our tape is expensive
because it'sdesigned
specifically to get the
most out of good high
fidelity components. And
unfortunately, there’s not
much to get out of most
inexpensive tape
recorders.

Second, we're very
careful.

Nothing gets into
ourtape until it's been
tested out.

For example, every
batch of magnetic oxide

we use gets run through
an eléctron microscope
before we use it. This
reveals the exact size and
proportions of individual
particles of oxide.
Because if they're not
perfect, the tape won't

our cassettes and reel-

to-reel tapes. Which is

something no other tape

company bothers to do.
Our cassettes are put
together as carefully

as our fape.
A P Many people don't
We know how good ourtape will '€dlize it, but a cassette

sound because we've listened to it. is actually a part of a

every Maxell tape for tape recorder's drive
magnetic characteristics, mechanism.
frequency response, So we make our cas
noise, dropouts, sensitivity. settes better than we
Then we listen to it: fotally have to.
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So it makes no sense
fo invest in Maxell unless
you have equipment that
can putitto good use.
No other tape sounds

as good as oursbecause

no other tape is made
as carefully as ours.

It's not difficult to make
tape.

What is difficult is mak-
ing great tape. Tape that's
absolutely quiet, has no
dropouts, is free of distor-
tion and covers the entire
audio spectrum flaw-
lessly.

We've found the only
way to make that kind
of tape.

First, we only use the
best quality materials.
(Not only the best poly-
ester, but even the best
screws, hubs and pres-
sure pads.)

sound perfect.

And since even a little
speck of dust can put a
dropout in tape, no one
gets into our manufactur-
ing area until he's been
washed, dressed in d
special dust-free uniform
and vacuumed. (Yes,
vacuumed. From the top
of his head to the soles
of his shoes.)

Unlike most tape-
makers, we don't test our
tape every now and then.
We test every inch of

A

Every employee, vacuumed.

/i {\\

No other tape starts off by cléaning off your tape recorder.

blank, unrecorded tape. So they'll take years
(And if we hear anything, of abuse, we put more
you never get to hear polystyrene in our shells
the tape.) than other companies.
Which is why every For precision, we finish
Maxell tape you buy them fo folerances as
sounds exactly the same. much as 60% higher than
From end to end. From  the standards call for.
tape to tape. From year And we spot-check
to year. Wherever you over 200 separate spots
buy it. on our cassette shells
It's also the reason Every cassette screwed,

why you can't buy three not welded.
Maxell tapes in a plastic : 2§
bag for a dollar. P : '
We clean off the (. N
crud other tapes leave N D 3
behind. «lag g
After all the work we A=
put into our tape, we're - )
not about to let it go to N e
waste on a dirty tape ¢ N (@) )
recorder head. So we put S
non-abrasive head Y SO )
cleaning leader on alll &by 5’/ b
a
N 3




S TOO GOOD

EQUIPMENTL.

before we release them.

Other companies are
willing o use wax paper
and piastic rollers in their
cassettes. We're not.

We use carbon-impreg
nated material. And
Delrin rollers. Because
nothing sticks to them.

A lot of companies
weld their cassettes
together. We use screws.
Screws are more expen-
sive. But they also make
for a stronger cassette.
They act like steel rein-
forcing rods. (They aiso
give you a way fo get
inside in the event that
you ever need to.)

And before any cas-
sette gets a Maxell label,
it gets hit with a heat and
humidity test that you
couldnt tolerate. This is to
make sure you'll never
get stuck with a Maxell
cassette that sticks.

Our $7.50 tape
comes with a better
take-up reel than most
$400 tape recorders.

There are those who
buy their first reel of Maxell
tape just fo get their
recorder a better take-up
reel.

That's because we've
put more time, effort and
polystyrene into our reels
than other companies.
Which has made our reel
stronger, more rigid and
less likely 1o warp than

There's no way dust is going
to get in here.

others.

Also, unlike other take-
up reels, ours has no
holes in it. This not only
keeps dust from getting
on our tape, it keeps the
tape more accurately
cenfered on the reel.

Our 8-track tape can
get more performance
out of any 8-track player.

We've found that
many of our 8-tfrack tapes
end up in underpowered
8-tfrack automobile
players. So our top-of-
the-line 8-frack cartridges
come with high-output
tape. It has a bigger
signal, and a better high
end than any other 8
frack tape. Which means
any 8-track player you
put it in will put out a

A quick way to upgrade your
8-track player.

higher sound level, at a
lower volume setting.

Our tape comes with
a better guarantee than
your tape recorder.
Nothing is guar-
anteed to |ast forever.
Nothing we know of,
except our fape.

We figure, if you've
invested in the kind of
equipment that can
properly use our tape,
you're not apt fomisuse it.

So anytime you ever
have a problem with any
Maxell cassette, 8-frack
or reel-to-reel tape, you
can send it back and
get a new one.

Give our tape a fair
hearing.

-

Our guarantee even covers
acts of negligence.

You can hear just how
good Maxell tape sounds
at your nearby audio
dealer. (Chances are, it's
what he uses to demon:
strate his best tape decks.)

You may be surprised
to hear how much more
music good equipment
can produce when it's
equipped with good
fape.

maxe|lm.35-9
Sound Recording Tape

maxelits.8T-90
8-Truck Carvrdige Tape
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Maxell Corporation of America, 130 West Comimercial Ave.. Moonachie, N.J. 07074
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You're
looking
at our
attitude
about
cassette
decks.

The
HK2000.

harman/kardon

We make only one cassette deck. We certainly
are capable of making more. Perhaps some
day we will. But it's unlikely — unless there are
compelling mechanical or sonic reasons for
doing so.

We have an attitude about high fidelity in-
struments: to give the finest expression to
every function of music reproduction. And
wherever we feel we have something to con-
tribute, to do so without compromise. The
HK2000 (with Dolby*, of course), represents
our attitude about cassette decks.

Its predecessor (the HK1000), was evalu-
ated by High Fidelity Magazine as, “the best
so far.” When our engineering explorations
suggested that improvements were feasible,
we replaced it. With the HK2000.

We consider that the cassette deck has a
definite and honorable utility as a means of
conveniently capturing, retaining and repro-
ducing material from phonograph records,
tapes or radio broadcasts.

With one major caveat. It must perform on
alevel equivalent to the source.

The HK2000's specifications offer measur-
able evidence of its quality. For example. Wow
and flutter: 0.07% NAB WRMS. Frequency
response: 20Hz-16kHz.

But performance specifications are only
one influence on sound quality. Just as in
all Harman Kardon amplifiers and receivers,
the wide-band design characteristic of the
HK2000 produces sound quality that tran-
scends its impressive specifications.

It utilizes narrow gap, hard-faced, permalloy
metal heads (the only heads used in profes-
sional studio tape machines) for extended
frequency response and low distortion. Low
frequency response is so linear that the
HK2000 required the incorporation of a sub-
sonic filter control that can be used to remove
signals issued by warped discs.

These few factors, not individually decisive
in themselves, indicate the attitude with which
we conceived, designed and built the HK2000.

There is, of course, a good deal more to
say. Please write directly to us. We'll respond
with information in full detail: Harman Kardon
55 Ames Court, Plainview, New York 11803.

'Dolby is a registered trademark of Dolby Laboratories. Inc






It's new. It’s exclusive. Its infinitely superior circuitry
provides incomparable performance at realistic prices.

' The Onkyo Quartz-Locked Receiver. Compare it The TX-45C0 does it all. Rated according to FTC
against every known receiver. You'll see there's no specs, the TX-4500 delivers 55 watts minimum
comparison.

RMS per channel, both channels
Succinctly, Quartz-Locked technology 0 N K ! O® driven into 8 ohms over a 20 Hz to

is a dramatic breakthrough 20kHz spectrum, showing less
in automatic drift-free and virtually than 0.1% THD. FM sensitivity 1.8uV.
distortion-free FM reception. In addition, the TX-4500 also

There are no buttons to push, no evidences exceptional transient

switches to throw, nothing extra response, the ability of an amplifier
to do to lock in a signal. Once to follow sudden changes in the
a station is tuned in, it's locked level of sound signals. Dual

oscilloscope traces, with a 50 Hz

in. Quartz-Locked in! And any fac- g
tor which can cause tuner RECEIVER square wave fed through, have

drift is automatically compensated shown less than a 5% tilt (sag).
for so the TX-4500 assures Generally, conventional amplifiers
4 5 h ® ® B have
constant pinpoint FM reception, under the same conditions
maximum channel separation the UItlmate In shown a 25-50% tilt (sag).

and minimum distortion. driﬂ_free/distortion_free The Opkyo Quartz-Locked

%\:t that's onI)I/I the FhM story. F t' Rifﬁ;gri; :tffaecr; ::tggrgore
ere’s virtually nothing you can’t IV‘ . el
accomplish with the TX-4500. recep on ousﬁandlngf; value for
Flawless programs come off SUPENOT PG

records and tapes. Or use the For more information and the
TX-4500 to make your own tapes. name of your nearest dealer where
Or mix your own programs m D] you can see a complete
with multiple tape inputs - demonstration of the

and dubbing. J-BEBERBress Proser B TX-4500, write to Onkyo today.

Onkyo U.S.A. Corporation

Eastern Office: 25-19 43rd Ave,, Long Island City, N.Y. 11101, 212-729-2323 Midwest Office: 935 Sivert Drive, Wood Dale, lIl. 60191, 312-595-2970
Canada: Sole Distributor, Tri-Tel Associates Ltd., 105 Sparks Ave. Willowdale, Ontario, Canada M2H 2S5
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Culshaw

Narge

SOME FIFTEEN YEARS AGO | produced a
recording of Tchaikovsky's Fourth
Symphony with George Szell con-
ducting the London Symphony Or-
chestra. It was not a very happy occa-
sion: Szell was by no means the
easiest of people.

Yet somehow we were friends right
from the first time we worked together
in Amsterdam in the early Fifties.
Maybe it was because of our shared
passion for good food as well as mu-
sic; indeed, almost all my musical
memories of Szell are coupled with
gastronomic experiences of a very
high order. He knew exactly where to
find the best Rijstafel in Amsterdam
and the best oysters in London; in
Stockholm we spent hours over a
great bowl of Ecrivisses; and a few
years later we crossed the border from
Geneva into France to relish poulet a
I’Estragon at Talloires, than which
there can be nothing more delectable
under the sun. He knew precisely
where to get the best food in every city
he visited and was himself a magnifi-
cent cook. (It is said that he was once
asked why on earth he allowed his ex-
clusive recipe for goulash to be
printed in one of those “celebrity”
cookbooks. His reply was in charac-
ter: “I left out the main ingredient.”)

Yet my efforts to help him cook
Tchaikovsky’'s Fourth got neither of
us anywhere. Right from the start he
and the orchestra were in a state of
open warfare. The more the players
sulked, the sharper was the edge of his
sarcasm. I could do nothing to restore
peace, and at the end of it all Szell an-
nounced that the recording would be
released only over his dead body,
which is exactly as things turned out.
Some years after his death and after |
had left Decca/London, Szell’s estate
must have given permission to issue
the Tchaikovsky, and it was almost
universally acclaimed as magnificent.
Well, it isn't, at least not from the as-
pect of clean orchestral playing,
which is what had upset Szell; but
that it was worthy of release [ have no
doubt.

What brought that incident to mind
was the RCA release of “The Com-
plete Rachmaninoff” in 1974. There in-
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Victor de Sabata

Buried
Treasure

by John Culishaw

deed was buried treasure, for some
tracks had never been heard by the
public at all and others offered al-
ternative versions of familiar record-
ings. The enthralling experience of
hearing those treasures set me think-
ing about whether there was anything
like them in my distant past that had
been forgotten in the push and
scramble of our daily toil—and then it
came to me in a flash: Victor de Sa-
bata, of course.

Now the years right after the war
were far too early in my career for me
to have produced any records with De
Sabata, but I clearly remember at-
tending several sessions and a number
of splendid concerts. On the podium
he was incredibly dynamic, whereas
off the podium he was elegant and po-
lite. Even after his enforced retire-
ment through illness many years
later—and after that superb Tosca
with Callas and Di Stefano for Angel—
he continued to send postcards to
Maurice Rosengarten, my chief in
Zurich, year after year, each time ex-
pressing a hope that he might soon be
well enough to make some more
recordings even if his doctors would
not permit a concert appearance.

So | put on my best thinking cap:
What had he made in those postwar

sessions in London? | recalled a daz-
zling performance of Le Carnaval ro-
main, originally issued on a single 78
that became a standard demonstra-
tion record for ffrr. And (could [ be
dreaming?) there was The Ride of the
Valkyries, which took up the fourth
side of Sir Malcolm Sargent'’s record-
ing of the ballet music from Holst’s
The Perfect Fool. Then, of all things
from an Italian conductor, there was
some Sibelius: En Saga and the Valse
triste. But the biggest plum, according
to my recollection, was an Eroica.

My enthusiasm did not exactly lead
to dancing in the corridors of Head
Office, for digging up the past can be a
time-consuming job. It was only when
[ wrote to the chairman, Sir Edward
Lewis, that things began to happen,
but it turned out that some of the mas-
ter plates had deteriorated beyond all
hope. There was one last chance, and
that was the BBC’s gigantic record li-
brary, which had preserved a mint
collection of the De Sabata record-
ings. Thus began the transfer 1o tape,
in some cases from the original mas-
ters and in others from the BBC discs.
It must have been a labor of love,
what with all the de-clicking and fil-
tering; and a very sensible decision
was made to leave the recordings in
the original mono rather than to re-
process for imitation stereo.

I have just heard the first test press-
ings, and if I had a corridor I would
dance in it. The gem of the set is the
Eroica, despite the fact that the first
(78) side suffers more from surface
noise than any other part of the entire
collection. But what a performance! If
anyone says it is too Italian for his
ears, | will pay for hisears to be ampu-
tated forthwith. En Saga, too, is a rev-
elation; and even if Carnaval romain
has lost something of its original sonic
blaze there is still enough left to show
other conductors how to balance the
climax.

To come back to where 1 started, it
strikes me that Szell and De Sabata
had more in common than you might
expect. They were both passionate
about precision, but not cold, me-
chanical precision; both knew how to
“place” a climax; both knew that the
creation of excitement is an essential
ingredient of musical performance,
provided it is kept under control. But
De Sabata makes one mistake that
Szell would never have counte-
nanced, even if he had had to conduct
an orchestra right after the most suc-
culent meal of his life: In The Ride of
the Valkyries, De Sabata consistently
gets the rhythm wrong! Maybe it was
just that he didn't like being the filler,
in those days of long ago, for Sargent’s
Perfect Fool. L ]
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EVERYy so OFTEN, amid the dross of
popular music, you find an album that
is going to be part of your permanent
collection, one of those special treas-
ures. Such a recording is Irene Kral's
“Where Is Love?".

[t is a collection of standard songs,
including “Lucky to Be Me” and
“Some Other Time” (Leonard Bern-
stein-Betty Comden and Adolph
Green), which almost nobody does be-
cause the intervals are so difficult to
sing in tune. Kral handles them with-
out detectable effort, which is one of
the marks of truly great performance.
So clean and clear is her voice, so per-
fect her control of it, so musical her in-
stinct, so literate her presentation of
lyrics, and so direct her communi-
cation and unmannered her style that
the album is classical in its purity.
Conversations end when this disc
goes on.

Kral made the recording with Alan
Broadbent, the young Australian pi-
anist and composer who came to
prominence with the Woody Herman
band. It was issued by the small,
struggling, and all but invisible
Choice label. You will have trouble
finding this company's records in
stores, so the best course is to write to
the owners, Patricia and Gerry Mac-
donald, at 245 Tilley Place, Sea CIliff,
New York 11579. This pair of music
lovers are doing on a minuscule
budget what the rich and powerful
companies should be doing but aren't.
Along with the Kral LP, they have is-
sued an excellent recording by Al
Haig and Jimmy Raney, relative stran-
gers to records in recent years, and
one by the brilliant and powerful
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Irene,
Jackie, Roy

the Others

by Gene Lees

Irene Kral

young pianist Joanne Brackeen, who
lately has been discomfiting the male
chauvinists among musicians.

The name Kral is sufficiently un-
usual that you may not be surprised to
learn that Irene is the kid sister of Roy
Kral, of the duo Jackie and Roy. Irene
recalls that she became interested in
music hearing him practice the piano.

Jackie and Roy, who had already
been working together in Chicago, be-
came well known in the late 1940s,
when they joined Charlie Ventura’s
little band. It was the bebop era, and
experiments in scat singing of diffi-
cult melodic lines were going on all
over the place. Dizzy Gillespie prob-
ably started the revival. Buddy Stew-
art and Dave Lambert were trying out
scal singing with the Gene Krupa
band. (Remember “Lemon Drop”?)

With the fame gained with Ventura,
Jackie and Roy went out on their own
as Jackie Cain and Roy Kral. Later
they married and became simply
Jackie and Roy. This team is one of the
standards by which vocal music has
been judged for many years.

Irene came up behind them, first
singing with Jay Burkart's band in
Chicago, later working in vocal
groups, and then going solo. For a
time, she recorded some superb al-
bums and then, like so many gifted
performers of that period, disap-
peared beneath the waves of rock and
“folk” music. “Where Is Love?" is her
first recording in ten years.

“But,” Irene said recently, “Sarah
Vaughan didn’t record for six years!
Sarah Vaughan!”

[ hadn’t seen any of the Krals in a
very long time when [ dropped by Ir-

ene’s house in Van Nuys, California,
late one afternoon a few months ago.
As luck would have it, Jackie and
Roy—who live in New |ersey—were
visiting her. They were all in the
kitchen, cutting up the components
for a casserole. Irene’s two daughters
were in the living room, watching tele-
vision.

Someone once said that Jackie's in-
tonation is so eerily accurate that it al-
most makes your ears pop. There is a
certain similarity, though by no
means a sameness, to the way [ackie
and Irene sing. Roy pointed out that
they studied with the same teacher, a
Mexican singer named Don Maya,
who still maintains a studio in Chi-
cago.

Irene agreed that that has some-
thing to do with it but added, “We
come from the same place, musically.
... We both think [singing] should be
done a little more artistically than
the blatant show-biz entertainer ap-
proach that labels so many girl sing-
ers. Instead of being musicians,
they're ‘girl singers.” That means
they've got to wear sequined gowns
and rhinestone earrings. We both
tried to avoid that.”

Jackie interjected, ‘I think that
styles become contrivances after a
while. So many singers sound con-
trived and rehearsed to me, as if
they've stood in front of a mirror and
practiced every syllable. They lose the
relaxed feeling and spontaneity that
music should have.

“One of the things I feel is that
sound alone can communicate emo-
tion—that you don’t have to go
through a lot of histrionics. An abso-
lutely pure sound can project a lot of
emotion.”

[ had to leave this discussion to
meet with an arranger friend of mine
who was working on an album with a
certain famous folksinger—one of
those who writes her own songs, sings
in the ghastly, breathy vibrato that
seems to be the vogue in that musi-
cally unlettered set, and accompanies
herself on triadic guitar. She had been
rehearsing and recording seven or
eight hours a day for two weeks and
had not produced a single usable
track. Here she was, laboring to mas-
ter her own song, with the patient
help of musicians infinitely her supe-
riors. At one point, she handed her in-
strument to the back-up guitarist so
he could tune it for her!

The album will cost about $100,000.
It will easily recoup its cost many
times over.

[ finally left the endlessly, mind-
lessly repetitive session with gloomy
thoughts about the triumph of medi-
ocrity. But when [ got home, I put Ir-
ene Kral's album on the turntable, and
it made things all right. L J
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TDK SA. WE DEFY
ANYONE TO MATCH
OUR VITAL STATISTICS.

MAGAZINE A MAGAZINE B

S/N Output S/NindB THD

Ratio @ (re: 3% at O dB
Manufacturer | Brand Weighted indB | 3% THD THD) (%)
TOK SA 66.5 +4.2 66.0 0.9
AMPEX 20:20+ 56.4 +1.9 -
FUJ! FX 60.0 +2.3 — -
MAXELL uo 58.5 11
MAXELL UDXL 62.5 +27 == -
NAKAMICHI EX 60.0 +2.3 55.0 11
SCOTCH CHROME — — 64.0 1.3
SCOTCH CLASSIC 62.5 +2.0 — -
SONY FERRICHROME 64.0 +21 64.0 1.8

Decks used for tests: Magazine A, Ploneer CT-F9191 (cross-checked on DUAL 901, TEAC 450): Magazine 8, NAKAMICHI 1000.

Two leading hi-fi magazines working independently tested a wide
variety of cassettes. In both tests, TDK SA clearly outperformed the other
premium priced cassettes.

The statistics speak for themselves. TDK SA provides a greater S/N
ratio (66.5 dB weighted and 66.0 dB @ 3% THD) , greater output sensitivity
(+4.2dB @ 3% THD), and less distortion (THD 0.9%) than these tapes.

When you convert these statistics into sound, TDK SA allows you to
play back more of the original signal with less distortion and noise.

Put these facts and figures together and TDK SA adds up to the State
of the Art because it provides greater dynamic range. This means cleaner,
clearer, crisper recordings, plain and simple.
Sound for sound, there isn’t a cassette that can

match its vital statistics. seomm s

Statistics may be the gospel of the audio-
phile, but the ultimate judge is your own ear. SA-C90 2TDK

Record a piece of music with the tape you're
using now. Then record that same music at
‘ !
TDK SA defies anyone to match its sound. RS
Or its vital statistics.
Also available in Canada. Wait till you hear
what you’ve been missing.

the same levels using TDK SA. You’ll hear why '
TDXK Electronics Corp., 755 Eastgate éTDK
Boulevard, Garden City, New York 11530. ®
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My Shure V-15 Type !l cartridge calls for a
load capacitance of 400 to 500 picofarads and
my Stanton 681-EEE for 275. The cables of
my AR-XB turntable have only 100 picofarads
of capacitance, and | do not know how much
the phono input of my Marantz 1070 has.
How critical is this matching, and how can |
get things right in each case?—George C. Sar-
gent, Bangor, Maine.

Marantz says the rating of the 1070’s phono
input is 60 picofarads (£ 6), giving you a to-
tal of 160 with the AR. That's a little lower
than Stanton calls for and a good deal below
the Shure spec. Adding shunt capacitors to
the AR for “perfect’” effective values, how-
ever, could prove undesirable; the high gain
of a phono input makes hum and noise
picked up by anything connected ahead of it
particularly objectionable. If you really find
that the mismatch results in ultrahighs that
are too emphasized and peaky to be lived
with—which is, in part, a function of your
speakers’ response at the extreme top—the
safest (though by no means cheapest)
course is to correct the response via an
equalizer.

Do the electronic devices used at airports to
inspect carry-on baggage have any effect on
magnetic tapes? | would like to carry prere-
corded cassettes with me while traveling and
want to protect them from erasure or loss ot
quality.—Neil McKittrick, Minneapolis, Minn.
Most of the baggage-inspection devices we
have seen use X rays, which means trans-
formers that theoretically could—but in prac-
tice probably won't—damage recordings.
But, we hasten to point out, the devices used
for personal screening produce magnetic
fields that have considerable potential for
erasing tapes. Therefore, do not carry tapes
on your person. Perhaps the safest course is
to keep them in a separate container and
request that airport security personnel in-
spect it visually.

Your comment in the March review of the
Technics SL-1500 turntable that its rumble of
-64 dB ARLL is only a couple of dB from the
best you had ever measured is wrong. The
Sony TTS-3000 had an ARLL measurement of

-77 dB.—Henry Alterman, New Orleans, La.

You are absolutely right. In this and several
other turntable reports we gave the -67 dB
measured on a Dual 701 as the best we had
ever seen. The Sony TTS-3000, which we
tested back in 1967 and is no longer avail-
able, is better by 10 dB and has wow and flut-
ter measured at the residual of the test
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record to boot. Therefore, -67 dB is a cham-
pion figure only for the current models we
have tested. Our gratitude to an alert reader.

Is it really necessary fo break in blank cas-
settes by rapid winding once in each direc-
tion? | have seen this advice in several owner
instruction manuals and have practiced it
with generally good results. But since my
present machine, a Harman-Kardon HK-
1000, uses the same motor for record/play-
back and spooling, | am worried about caus:
ing excessive wéar.—Paul Edwards, Beth.
esda, Md.

Generally a cassette that has an even wind tc
begin with (this can be checked visually) will
work perfectly well without such a break-in.
And of course there is no way to be sure that
fast winding will always prevent snagging.

The controls on my extension speakers, con-
nected in parallel with the main ones to my-re-
ceiver—50 watts [17 dBW—Ed.] per chan-
nel—keep burning out, apparently from too
much power. They are of the L-pad type. Is
there any way to avoid this?—N. F. Porto,
Jupiter, Fla.

Yes, instead use a heavy-duty potentiometer
rated at 10 watts or so. L pads are a holdover
from vacuum-tube power-amplifier days,
when it was important that the amp see an
impedance that was not too high, as it might
with the control turned far down. This is not
a problem with a solid-state amp, and poten-
tiometers dissipate (and thereby waste) less
power than L pads. Any resistive control, of
course, isolates the speaker from amplifier
damping.

1 read with interest your article on ‘‘Devices to
Banish Noise'' [March]. However, ail the
noise reduction seems to be aimed at hiss.
How effective are the Burwen Model DNF-
1201 and the Phase Linear Model 1000 at re-
ducing surface record noise?—Marvin Foley,
Portland, Maine.

Insofar as hiss is a component of surface
noise, both are effective. Insofar as it is
crackles and pops, no device we know of is
really effective. In fact, a poorly designed dy-
namic device (filter, expander, or whatever)
can respond very badly to loud clicks, which
may open up the gating and let a trailing
burst of other noise through. The Burwen is
good in this respect, particularly at its less
aggressive settings (that is, those other than
*78") and the Phase Linear is excellent.
Some disc surface noise of the ‘orange peel’
variety has a rumblelike low-frequency com-

ponent that the Phase Linear can reduce sig-
nificantly but that gets little or no help from
most other devices.

I have used ordinary wood alcohol for clean-
ing the stylus tip on my record player, with
good results. Could the alcohol be safely ap-
plied to LPs or old shellac records? Some of
my older LPs were ‘“protected’ at one time
with an antistatic cleaning solution, and this
buildup comes off on the stylus. Is there a
safe, recommended way to remove old an-
tistatic agents?—William Hobbs, Merrillville,
Ind.

First of all, regardless of its effect on the
stylus and records, wood alcohol is very
toxic. We recommend using isopropyl alcohol
instead. Second, the wisdom of using any un.
tested cleaning material on records is doubt-
ful indeed. Alcohol is, for example, a solvent
for shellac (though many "'shellac’” 78s ac-
tually were made of other materials); it will
remove not only foreign matter, but the
grooves as well. This is a bad place to pinch
pennies. Discwasher is among the safest
record-cleaning products we know. If that
won’t do the job, you may have to try washing
your discs (very carefully) with a mild deter-
gent. A clean viscose sponge, applied with
the grooves, will help remove soil.

| have listened to the Bose 901 Series II, the
EPI 400 +, and the Allison One speakers and,
trankly, find them hard to tell apart. Although
| am aware that room placement affects re-
sponse a good deal, | am eager to know the
low-frequency potential of each, particularly
in reproducing the lowest note cleanly. My
room is 12.6 by 22 by 8 feet. Can you help?—
Larry Bisty, White Plains, N.Y.

The lowest note of what? More than the di
mensions of your room are needed for us to
answer this one, especially since its size sug-
gests that the very lowest frequencies will, in
any event, be affected by standing waves. |t
would be better to see if your dealer will let
you try the various speakers at home. If it's
important to you to know that your systems
will reproduce so many Hertz at some given
level, the Allison One, which has its specs
guaranteed within + 2 dB, may be your best
choice.

| presume American companies can offer
equipment comparable to the more popular
Japanese machines for a better price; orisita
false assumption on my part?—Ishtiaq Rah-
man [no address shown].

It is false!
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Now You Can Spend Less
And Get More.

The Advent/2

Both the Advent/2 and Advent/3 speaker
systems are designed to provide a level of
sound quality that once cost—and, for the
most part, still does cost — considerably more.

For well under $100, the Advent/2 offers the
kind of sound that many (and maybe most)
people would never think of improving on in
any respect. And in the $50 range the Advent/3
offers very much the same sound. Both have
the same frequency range —within a half-
octave of the best you can buy at any price.
They also have near-identical detail, accuracy,
and octave-to-octave musical balance.

The Advent/2 can provide more than enough
low-distortion sound to fill a healthy-sized liv-
ing room with all the music most people will
ever want. And it is efficient enough to be used
with amplifiers and receivers that are moder-
ately priced and powered, which makes it an
even better value than its price indicates.

The Advent/3 won’t play quite as loudly as
the Advent/2. (That is the only real difference
in audible performance between the two.) But
it will fill an average-sized living room with a
satisfying amount of sound. And its overall
sound quality is a revelation in its price class.

The Advent/3

If you can’t spend a great deal of money on
audio equipment, but would like expensive
sound, we think you will find the Advent/2
and Advent/3 well worth hearing.

Thank you.

Advent Corporation, 195 Albany Street,
Cambridge, Massachusetts 02139

Please send information on the Advent/2
and the Advent/3.

Name -
Address.

City. e o — =
State_ = - —Zip,

—
The cabinets of the Advent/2 and
Advent/3 are constructed of non-
resonant particle board finished in
walnut-grain vinyl. The Advent/2
is alsc available, at slight extra
cost, in a distinctive white molded
cabinet with a metal grille.

N

Advent Corporation, 195 Albany Street, Cambridge, Massachusetts 02139.
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No More (Compression) Secrets

There may have been a time when even people passion-
ately interested in music recorded on discs were unaware
that the dynamic range of many selections had to be re-
stricted in order to get them onto discs at all. Every now
and then one heard references to an engineer ‘riding
gain’' to keep a tape from being overioaded by loud pas-
sages and to keep soft passages from being lost *‘in the
mud,’’ and later there came the vague awareness that this
process had been finally automated. But few listeners
made the connection between the fact that the solo violin
in a concerto often sounded nearly as loud as the whole or-
chestra and the term ‘‘compression.”

Recently, the appearance on the consumer market of
devices that undo or reverse compression—expanders, if
you will—has let the cat out of the bag. Unfortunately, how-
ever, restoring the original dynamic range of recorded mu-
sic by means of these devices, without audible side effects,
is at present a hit-or-miss proposition, with hits far out-
numbered by misses. This situation results from the fact
that expansion, in order to reverse compression properly,
must be exactly reciprocal. That is, the music can be re-
stored to its original dynamic range and no more and, fur-
ther, the rate at which gain is changed in expansion must
be the same as in compression.

Obviously, the listener attempting to adjust his expan-
der for any particular recording is in a quandary: Since he
does not know the parameters used in compression, or

even if the recording was compressed at all, he must resort
to guesswork. He would be in a far more fortunate position
were the recording industry to adopt some standards for
the attack and release times of compressors and to dis-
close the amount of compression used on a recording.
This is similar, at least in principle, to the use of standard
pre-emphasis/de-emphasis curves for record/play and
broadcast/receive equipment (and what confusion there
was in LPs until that step was adopted!). Live FM concerts
(remember them?) would also, in all likelihood, need to be
compressed before transmission, and it would be advan-
tageous if the same standards were applied. Perhaps best
of all, there is no compatibility problem. The listener who
has no expander is no worse off than he is right now.

Of course, listening to compressed music is not without
some advantages. In a noisy environment, such as a mov-
ing automobile, such treatment can make the softer pas-
sages far more audible. And nothing is better for keeping
music that is intended as background at a fairly constant
level with respect to conversation.

So what we would like to see is a set of industry-wide
standards for compression and expansion, with consumer
devices built to those standards and including (a la the
DBX-119) provision for additional compression as well. If
the listener can alter tonal proportions with his treble and
bass controls and equalizers, why not dynamic propor-
tions as well? This way he would be able to do it right.

Meanwhile . . .
Fresh from the Drawing Board

Sony, Matsushita (Panasonic), and Teac have come up
with a cassette tape system that may approach or equal
the open-reel format in its capabilities. Elcaset (*'El"" for
“L" meaning ‘‘large’), as the new system is called, is
larger than the familiar Philips cassette and will use quar-
ter-inch rather than (approximately) eighth-inch tape. The
tape will run at 3% inches per second, double the present
speed. Recording times are said to be 60 or 90 minutes.

Dynamic range of the system can be expected to exceed
that now available, certainly when Dolby is used. The case
design includes niches that can be used for automatic
Dolby switching. Other niches "provide automatic erase
protection and bias/equalization switching.

The present choice of format is four-track two-channel
stereo or two-track mono. Both of these modes have two
narrow tracks that can be used for control functions, one
track in each direction. But there is another interesting
possibility: Since format restrictions now enforced on
Philips licensees do not apply, Elcaset could be employed
in any mode, including full-track mono, two-track stereo,

Elcaset, left; conventional casselte, right.

or even a four-track quadriphonic, although there are no
present plans to do this. Its design also makes it easier to
use with multiple heads, as the Elcaset case is kept me-
chanically separate from the tape-handling system. At this
writing, JVC, Aiwa, and Superscope, Marantz have adopted
the Elcaset too;, Marantz says it may ofter equipment here
by this fall.
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There has never been anything quite like the new
Nakamichi 600 Cassette Console, either in appearance
or performance. Elegant functional styling, coupled with
world-famous Nakamichi engineering, establishes standards that are un-
likely to be equalled for years to come.
Ey design, the 600 is a study in human engineering. All of the operating
controls, as well as all adjustment and calibration eontrols, are engineered
into the graceful front panel, assuring easé of operation and maintenance.

The shape of the future

Dolb

r‘ But the real news is in the increased

dynamic range of the 600. The Nakamichi
Focused-Field Crystal Permalloy head not
only assures a remarkable frequency re-
sponse of 40 to 18,000 Hz; it achieves
superior penetration of the tape coating,
producing a higher, undistorted signal
level. Special IM Suppressor circuitry
reduces saturaticn nonhnearities and in-
creases dynamic range to an incredible
68dB at the standard 3% distortion figure
with Dolby* on. Program material may be
recorded at levels 3 to 4dB higher than
previously possibie

To take full advantage of this available head-
room, the Nakamichi 6C0 employs precise
peak reading meers wth an unneard of
47dB range. Full reter deflection is an un-
precedented +7¢3.

NAKANVICH

»

— - =D

o .

Laboratories, Inc

That's a big plus any way you” ook at it!

Naturally, this superior dynamic range yields
a vastly improved signal to noise ratio and
impressive openness of sound. The tape
transport, designed especially for the 600,
is light and positive in action, and employs a
pulse controlled DC Servomotor, which cuts
wow and flutier to a minimum and guaran-
tees constant tape speed, unaffected by
fluctuation in line voltage or frequency.

Additional features include puilt-in Dolby*
Noise Reduction, 400 Hz calibration tone,
MPX filter for FM recording, memory re-
wind, and individual record level controls
plus master level control and independent
bias and equalization switches. The 600 is
the first in an innovative group of special
components, The Recording Directors’
Series, designed to provide unequalled per-
formance and exceptional flexibility.

So visit your Nakamichi dealer soon, and get
a glimpse of the future, or for additional
information write Nakamichi Research
(U.S.A), Inc., 220 Westbury Ave., Carle
Place, New York 11814,




New drivers in AR-12

The AR-12 three-way speaker system from Acoustic Research usesa 10-
inch acoustic suspension woofer and incorporates new midrange and
high-range drivers. The midrange driver has its voice coil **floating” in a
magnetic fluid that keeps it centered between the magnet and pole
piece. Among the advantages claimed for this method are better line-
arity and faster transfer of heat from the coil. The level of the drivers
may be tailored to individua! rooms through the use of a pair of three-
position switches. Available in an oiled walnut veneer cabinet, the AR-
12 costs $225.
CIRCLE 138 CN READER-SERVICE CARD

Uher recorder with high flexibility

The SG-520 from Uher of America is an open-reel stereo tape recorder.
It has four speeds (7%, 3%, 17, and 15/16 ips), is driven by a hys-
teresis synchronous motor, and accommodates 7-inch reels. Special
features include remote start/stop capability (including sound activa-
tion), head assemblies that will adapt for either 2- or 4-track operation,
and switched automatic level control. Uher claims a frequency response
from 30 Hz to 20 kHz at 7% ips with no more than 1% THD. The SG-520.
which comes with a plexiglass cover, is priced at $600.
CIRCLE 136 ON READER-SERVICE CARD

Kenwood’s pacesetter

The KR-7600 is the top of Kenwood's new receiver line. Power is rated
at 19 dBW (80 watts) per channel minimum continuous from 20 Hz to
20 kHz driven into 8 ohms, with THD no more than 0.3%. Beside direct-
coupled amplifier output circuitry, the KR-7600 also features a multi-
protection circuit and amplifier ICs that are claimed to cut distortion. A
de-emphasis switch is provided for restoring natural sound contours to
Dolby-processed FM broadcasts. The cost of the KR-7600 is $529.95;
other models in the line range down to $189.95.
CIRCLE 143 ON READER-SERVICE CARD

PRO-3 amp introduced by Bryston

Bryston Manufacturing Ltd. of Canada has announced its new full-com-
plementary power amplifier, the PRO-3. The rack-mounted amp has a
power supply for each channel, LED clipping indicators, and switch that
allows bridging of the two stereo channels into mono. The PRO-3 also
has a protection circuit that is said to allow more than 200 volt-amperes
per channel into electrostatic loads. According to Bryston, power capa-
bility is 20 dBW (100 watts) per channel into 8 ohms. Both harmonic
and IM distortion at rated output are claimed to be less than 0.02%
from 20 Hz to 20 kHz. The PRO-3 costs less than $750.
CIRCLE 140 ON REACER-SERVICE CARD

Criterion polymer headphones

The RP-50 Criterion polymer headphones have been introduced by
Lafayette Radio. The stereo headset is designed to rival the sound qual-
ity of electrostatic headphones. Featured are diaphragms driven
uniformly across their surfaces tc attain linear response and reduce dis-
tortion. Frequency response is rated at from 20 Hz to 20 kHz, maximum
input power at -7 dBW (200 milliwatts). The earpieces, which have
padded cushions, are of the open-air type, and the headband is adjust-
able. The price of the headset is $59.95.
CIRCLE 139 ON READER-SERVICE CARD

CIRCLE 29 ON READER-SERVICE CARD —



The new Sherwood S7910:;
State-of-the-Art for under $500°

In the past few years, good specifications have
become a relative commonplace in the con-
sumer electronics industry.

And, as the statistical gaps between comparably
priced units lessened, other factors gained
more importance. Most nofably, design and
the componentry that's used

Nothing could suit us better. For twenty-three
years, the strength of our reputation has restec
primarily on the excellence of our engineering

The new S7910** is a case in point.

With a power cutput of 60 watts per channel
[minimum RMS at 8 ohms from 20-20,000 Hz]
with no more than 0.1% Total Harmonic Dis-
tortion, the S79810 is clearly equipped to serve
as the center point of the most progressive
music systems.

More to the point, though, is the componentry
that permits this capability. The output devices
are paralleled OCL direct-coupled. This con-
figuration, combined with the high voltage and
current ratings of the output devices, creates
an extremely stable circuit. Additionally, the
massive power transformer and twin 12,000 pf
filter capacitors, backed by a zener regu-

lated secondary power supply, ensure the
S7910's ability to perform well beyond the
demands of normal use

The S7910's IHF FM Sensitivity rating is

9.84 dBf {1.7 uV]. That's one of the finest
ratings attainable—and it can only be achieved
throughthe utilization of superior componentry
4-ganged tuning capaciters. Dual-Gate

MOS FET's. Phase Lock Loop MPX. Ceramic
FM IF Phase Linear Filters. And Sherwood's
newly-developed digital detector, which intro-
duces virtually no distortion to the signal and
never requires alignment

The front panel of the S7910 reflects every
significant function of current hi-fidelity tech-
nology. And again, the component-y behind
the faceplate is the finest available. [For
example, the 3-stage Baxandall tone circuit
employed for the Bass &nd Treble controls.]
Other features, such as the Master Tone De-
feat switch, switchable FM deemphasis and
FM Stereo Only, and two front panel tape
dubbing jacks, contribule to an operational
versatility that is truly outstanding

In every respect, the S7310 demonstrates the
attention to detail, the cn-going effort to refine
existing solutions and discover better ones,
that has characterized Sherwood throughout
the years.

You might be able to find another receiver in
this price range that offers similar
specifications—on paper

8 SHERWOOD

STEREO 3%

But you won't find a receiver that's been more
meticulously designed, or more carefully
produced

At Sherwood, we approach the business of
creating receivers like an art.

Because no approach brings you closer to
1eality.

Sherwood Electronic Laboratories, Inc.
4300 North California Avenue
Chicago, lllino's 60618

For a more complete description of Sherweod's
unique approach to audio equipment engi-
neering, write to the address above. We'll mail
you a copy of eur new brochure, "The anatomy
of high performance design,” along with
detailed information about the new S7910.

K SHERWOOD
\) Everything you hear is true.

*The value shown is for informational purposes enly
The actual resale price will be set by the indivigual
Sherwood Dealsr at his option. The cabinet shown is
constructed of select plywood with a walnut veneer
covering.

“*Model S8910 offers identical specifications and
teatures, but is FM only



HiFi-Crostic No. 14 (Bicentennial)

by William Petersen
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Solution to last month's HIFI-Crostic appears on page 6.
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DIRECTIONS
To sove these puzzles-and they
arent as tough as they first seem
supply as many of the Output words
as you can in the numbered dashes
following the Input. Uniess otherwise
specified in the Input. the Output con-
sists of one English word. ‘Comp.
means compound. or hyphenated.
word

Transfer each letter to the square
in the diagram that bears the corre-
sponding number. After only a few
correct guesses you should begin to
see words and phrases emerging in
the diagram. which when filled in wll
contain a quotation related to music.
recordings. or audio.

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

Try to guess at these words and
transfer each newly decoded letter
back to its appropriate dash in the
Output. This will supply you with
further clues

A final clue: The source of the
quotation — the author and his work
—will be spelled out by the first letters
in the Output. reading down.

The answer 10 HFi-Crostic No 14
will appear in next month's issue of
High Fidelity.




Uncompromised stereo/quadriphony
—Undeniably Shure.

sl

MODEL M24H
STEREO +
QUADRIPHONIC
CARTRIDGE

Th2 new Shure M24H Cartridge offers audiophiles the best of both worlds:
Itis the only cartridge on the market that does not compromise stereo repro-
duction to add discrete quadriphonic capability. It eliminates the need to
change cartridges every time you change record formats! This remarkable
performance is achieved at only 1 to 1% grams tracking force—comparable
to that of some of the most expensive conventional stereo cartridges. Other
M24H features include the lowest effective stylus mass (0.39 mg) in quad-
riphony, a hyperbolic stylus tip design, an exclusive “Dynetic® X’ exotic
high-energy magnetic assembly, and a rising frequency response in the
supersonic carrier band frequencies that is optimized for both stereo and
quadriphonic re-creation. If you are considering adding CD-4 capability, but
intend to continue playing your stereo library, this is the ONE cartridge
for you.

Shure Brothers Inc.

222 Hartrey Ave., Evanston, IL 60204 g.g _HR
In Canada: A. C. Simmonds & Sons Limited Yy | S U E

Manufacturers of high fidelity components, microphones, sound systems and related circuitry.
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Because
good
tracking

't
enlcsr?lgh

List Price: $115.00 | pmmmmmtite
- —

The Micro-Acoustics
2002-e Cartridge.

No matter how much you hear about
tracking ability, it can't tell you everything
about cartridge performance. Because
tracking ability only tells how well a
stylus stays in the groove on loud
passages. at low pressures. Transient
ability is just as important. Without it, no
cartridge can reproduce music with
really lifelike clarity — because music is
mostly transients.

The problem was, no cartridge offered
both. So you had to choose between
low record wear (tracking ability) and

accurate reproduction (transient ability).
Until now.

For the first time. superb transient and
" tracking ability are available in the same
cartridge — the Micro-Acoustics 2002-e.
Designed by the world's leading
manufacturer of record-mastering styli,
with direct-coupled electrets and
low-mass beryllium stylus bar that offer
the most transparent sound your critical
ears have ever heard. Tracking at only
one gram,

But don't take our word for it. We've
prepared a'unique demonstration record
to help you evaluate and compare
cartridge transient and tracking ability.
Just send $3.50, and we'll mail you one
postpaid. For free information, and the
name of your nearest dealer. just write.

Micro-Acoustics Corporation
8 Westchester Plaza
Elmsford, N.Y. 10523

+ Patent Pending. © 1975 Micro-Acoustics Corp
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by Norman Eisenberg
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The Men Who Made an industry

Eighth in a series
NORMAN C. PICKERING

THE MAN WHOSE NAME identifies one of
the oldest, and most respected, lines
of phono pickups wanted to become a
musician more than anything else
and, indeed, throughout his technical
career devoted an unusually large
share of time and effort to music. To-
day, no longer associated with the
company he founded more than thirty
years ago, he is involved in advanced
research in ultrasonics for the medical
profession in a fully equipped labora-
tory at Southampton Hospital on
Long Island, N.Y. And he still devotes
time to the Paumanok Ensemble, a
local string-and-wind group specializ-
ing in baroque and modern music.

Norman C. Pickering was born on
Long Island fifty-eight years ago. His
musical bent asserted itself early, but
at the insistence of his father he also
studied engineering. Having satisfied
paternal demand by earning his E.E.
degree from the Newark College of
Engineering in 1936, Pickering applied
to the Juilliard School of Music in
New York for a graduate scholarship
and got it. Originally a violinist, he
eventually made the French horn his
primary instrument and, in the sum-
mer of 1937, landed a job with the In-
dianapolis Symphony. For the next
three years he earned his living this
way.

But something else was stirring in
this doubly talented young man. In In-
dianapolis he set up a small recording
studio simply, it seemed, because the
work intrigued him. C. G. Conn of
Elkhart, Indiana—then, as now, a ma-
jor manufacturer of musical instru-
ments—"discovered” Pickering and
offered him an attractive research job
in the acoustics of musical instru-
ments. With Conn, Pickering even-
tually concentrated on the develop-
ment of both musical instruments and
recording equipment. The latter grad-
ually pre-empted the former. Picker-
ing became increasingly fascinated by
sound reproduction—and specifically
by the question of why records that
were made with reasonable care and
high-grade equipment still sounded so
far from lifelike when played back.

This phase of his career was inter-

rupted early in 1942, when Conn got
into war production as a supplier of
special instruments to Sperry Gyro-
scope. Sperry offered Pickering a job
that took him back to Long Island,
from 1942 to 1945, working on aircraft
instrumentation.

Of course he had never really aban-
doned his music. While at Conn he
played first horn with the South Bend
Symphony. And at Sperry he became
conductor of the Sperry Symphony,
which performed at—among other
places—Carnegie Hall.

During this period he met the late F.
Sumner Hall, who as recording engi-
neer with the Carnegie Hall Recording
Company was cutting acetate discs of
the concerts Pickering conducted. He
showed Hall some samples of a new
kind of phono cartridge he had been
building experimentally—one that
used “moving iron” as the heart of a
rather sophisticated magnetic ele-
ment. Hall, taken with the idea and
the sound he heard, encouraged Pick-
ering to push this work. Several mod-
els later he announced to his young
friend: “If you can make these things,
can sell them.”

On November 1, 1945, Pickering &
Company opened its doors in Ocean-
side, Long Island. The personnel con-
sisted of Pickering, a girl Friday, and
“two people in the back.” At first the
new company sold only to profes-
sional users who welcomed the new
pickup for its good response and its
relative kindness to the acetate discs
in use in studios. While it gained a
reputation for product performance,
the company was also building up—
through Hall's efforts—a network of
distributors. By 1947 Pickering &
Company began eyeing the consumer
market with a “scaled down” version
of its pickup, but it soon found that it
was not alone. The *“variable reluc-
tance” pickup had been developed by
William Bachman before he left Gen-
eral Electric for Columbia Records.
(For Bachman’s contribution to the
development of the LP, see HF, April )
According to Pickering, he and Bach-
man became ‘‘commercial rivals but
remained good friends.”” The Picker-
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Get more
advantages with our

top prolessional.

Engineering. Features. Styling Every-
thing about the new JVC S600 stereo
receiver is professional. The kind of
professionalism that offers you mare
to do more. Hear more

Advantage #1: More precise
tone controls.

JVC's exclusive SEA graphic equalizer
system has five tone-zone controls
covering the complete audio range
Together, with a tone cancellation
swiich, they help you overcormre the
shartcomings of room acoustics, poor
recording and placement of speakers

Advantage #2: Instant reserve
power when you need it.

The S600 delivers 110 watts per
channel minimum RMS, at 8 ohms
from 20 to 20,000 Hz, with no more
than 0.1% total harmonic distortion

Its advanced toroidal coil power trans
former instantly produces reserve
power for better transient response
What's more. you can constantly
monitor the power being fed into your

Direct-action pushbuttons
simplity source selection and switching.

Instantaneous monitoring of power
with twin direct-reading power meters.

speakers with a pair of direct-reading
power meters. JVC's patented 3-way
protection circuit helps sateguard

power transistors and your speakers
against unexpected surges of power

Advantage #3: The great

performance of a separate tuner.
The FM tuner section of the 5600
brings in stations smoothly and cleanly
witn remarkable channel separation
The reason; advanced design that
incorporates a dual-gate MOS FET
plus a 4-gang tuning capacitor, phase
lock loop IC circuitry and a quadra
ture detector.

Advantage #4: Innovative styling.
S5-500 styling is totally uncluttered

5-zone SEA graphic equalizer system offers
tone adjustment over entire musical range.

NN aaa

oy -

BALANCEL I EEEES DL LR
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Direct-action pushbuttons and slide
controls for all functions and switching
make operation completely simple
and absolutely precise

Advantage #5: Greater versatility.

The S600 gives you 2-way tape
dubbing, electronic phono switching
and sterea/mono switching, high/low
filters, signal strength and center
channel tuning meters, FM muting
loudness contrel. and a switchable
noise reduction circuit for Dolby
FM broadcasts

Call oll-free 800-221-7502 for
your nearest JYC dealer

JVC America, Inc., 58-75 Queens
Midtown Expressway, Maspeth, N Y
11378 (212) 475-8300

\PE cimat ta

Smooth, precision tuning with gyro-bias knob.




ing cartridge (selling then for $15 with

sapphire stylus) and the GE cartridge
(89.95 with sapphire stylus) actually
were the first consumer high-fidelity

phono pickups. (Diamond tips later

became available, adding about $10 to
the price of each.)
These models hit the market just be-

fore the LP disc was publicly intro-

duced by Columbia in June 1948. Pick-
ering had no warning of this
revolution and had to redesign its

pickups overnight to suit them for mi-
crogroove disc playback. The first ef-
fort, says Pickering, was a disaster: “It
produced good sound, but it chewed
up the records.” A redesign finally
produced a satisfactory model, and
Pickering was again on top of the situ-
ation.

In addition to phono pickups, the
company has made various non-
consumer products, such as computer
sensors and instrumentation for air-
craft, and has been involved in esote-
ric technology and research in mag-
netics. Early in the 1950s it also got
into new consumer items relating to
i cartridges and disc-playing, including
a tone arm and a variable equalizer.
One of the earliest “tower” or “col-
umn” speaker systems was developed
at Pickering, and the company was
marketing an electrostatic speaker—
the Isophase—in the mid-1950s. It cut
off below about 400 Hz and was often
shown used in combination with a
Bozak woofer.

Some of the people Pickering hired
in those days included John Bubbers
(now president of Audio Dynamics)
and Walter Stanton (who eventually
became head of Pickering and later
launched a sister company bearing his

...and get ready to hear a fantastic HI-FI stereo

component music system. own name). In 1948 Pickering was one
IN YOUR CAR. of those who helped to start the Audio
The AudioMobile SA500 car stereo system reproduces music with Engineering Society. From 1952 to
astounding clarity and power, and is compatible with 1955 he also found time to serve as a
every car radio and tape player on the market. visiting professor of acoustics at the
THE COMPONENTS City College of New York.
* 50 Watt RMS *Stereo Power Amplifier In 1958 Pickering left the company
* Precision Preamplifier/Equalizer he had started some thirteen years
¢ Two-way Maonitor Speaker System earlier (it now employed about 135
Buckle Up: experience a musical trip you'll never forget. persons) and concentrated on re-

search and consulting work. At the
Southampton Hospital, he has spe-
cialized in diagnostic medical acous-
tics. A recent triumph (which was

AudioMobile, Inc. H
A\\ 3625 W. McArthur Blvd, Santa Ana, Calif., 92704 (714) 549-2730 sNel;a(r;'so'rI]’o'g(\]/y lsnholzve)cf]:;ls)elfltig:osnﬁ;:
| I NS S N A B s to display internal soft tissue with far

HF ] less patient risk and greater yield of
I would like to hear the AudioMobile SA-500 Component Car Stereo System. medical information than previous
Please send me full information and names of dealers in my area. X-ray techniques provided.

NAME Pickering, who maintains his inter-
est in high fidelity, has begun experi-
ments with cassette tape recording.
CITY STATE ZIp. Now approaching sixty, the man who
helped make record playback a high
Mail To: AudioMobile, Inc., 3625 W. McArthur Blvd,, Santa Ana, Calif., 92704 (714) 549-2730 fidelity art may yet be heard from in a

new format. ()

*Typically less than 0.3% THD @ 20 Watts RMS per channel into 3 ohms, over the
entire frequency spectrum from 20Hz —20kHz.

ADDRESS

CIRCLE 2 ON READER-SERVICE CARD

32 HiGH FIDELITY MAGAZINE



LASS 8 X TAL FERRITE MEAD

7 FEEE

N AKAI &S 8728, vecn 20 )

AKAI INTRODUCES ITS
LOADED DECK.

The new Akai GXC-570D is our top-of-the-line stereo cassette deck. And it’s loaded.

It utilizes a 3 head recording system — a GX glass and crystal combination head so you
can source monitor when recording and, if you don't like -
what you've got, an erase head. 41.14 to e

It has a closed loop dual capstan drive system which not = ’
only pulls, but feeds the tape across the heads, smoothly. - oo
That's the best drive system there is.

It has Akai's exclusive Sensi-touch® control system so
you can go from one mode to another without ever pushing a button. You just touch
them, lightly.

[t has 3 motors, dual process Dolby;* remote con-
trol toptional) and as many switches and features
as cassette decks costing a lot more. Plus something
brand new — an electrically operated control panel

cover. ]ust S0 you can impress people.
Plug in our GXC-570D and you'll know you're playing with a loaded deck. That'’s the

strength of the Akai line. Quality. Performance. Loaded. From
top to bottom. AKAI
After all, nobody should be playing with half a deck COMIN’ON STRONG!

GXC-39D.

GXC-710D.
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Bring home a legend.

When you go out to buy a stereo
system, you’ll be matching sophis-
ticated, expensive components
from a vast array of choices.

More important (because good
music means a lot to you), you'll
be selecting an important part of
your personal environment.

So you don’t want to be let
down, not even a little bit. That’s
why the speakers you bring home
should be Bose 901s.

You'll be impressed with your
new 901s as soon as you unpack
them. They’re much more com-
pact than their performance,
reputation, or price would lead
you to believe, and they’re beauti-
tully crafted from fine materials.

By the time you have the
system set up, you’ll somehow be
expecting something new and
better in the music, something
you've never been able to hear
before.

You won'’t be disappointed.

You will hear an extraordi
narily open, spacious sound that
very effectively reproduces the
feeling of a live, concert-hall
performance, a sound that has
been acclaimed by reviewers all
over the world.

Thatunique sound is the result

34

of several interrelated technical
developments.

First, the 901s are Direct/
Reflecting " speakers. Sound re-
flects off the walls of the room,
surrounding you with the correct
proportions of reflected and direct
sound, all frequencies in balance,
almost everywhere in the room.
In contrast, conventional direct-
radiating speakers tend to beam
high frequencies, limiting opti-
muim listening area, and pro-
ducing a sometimes harsh sound.

Second, the 901 has no conven-
tional woofers or tweeters, just
nine identical, 4%-inch, full-range
drivers, acoustically coupled
inside that very compact 901
cabinet. Coupling tends to cancel
out, across all nine drivers, the
small imperfections found in any
speaker (ours included). The re-
sult is a smooth, life-like sound
that’s virtually free of distortion.

Third is the Active Equalizer,
a compact electronic unit that
automatically boosts power at
frequencies that need a boost.

This produces consistent sound
output up and down the frequency
range, with full, clear highs and
solid, powerful lows.

The first time you listen to

your new 901s, you’ll know you'’ve
brought home the right speakers.
Years later you’ll have the con-
tinued satisfaction of owning and
using a product of uncompro-
mising quality.

We invite you to go to a Bose
dealer, listen, and compare the 901
to any other speaker, regardless
of size or price. Then you'll begin
to know why the Bose 901 has
become something more than a
loudspeaker system for thousands

of music lovers all over the world.

For afull-color brochure on the 901 loudspeaker
system, write: Bose, Dept. HF7, The Mountain
Framingham, Mass. O1701. Patents issued and
pending.

A

# ”
_ BOSE—

The Mountain
Framingham, Mass. 01701
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Preparation supervised by

Robert Long and Harold A. Rodgers
Laboratory data (unless otherwise noted)
supplied by CBS Technology Center
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Crown’s New Preamp Really Means Business

The Equipment: Crown IC-150A, a stereo preamp/control
center in metal case. Dimensions: 17 by 5% inches (front
panel), 8% inches deep, plus clearance for controls and
connections. Price: $399; optional wood case, $40. War-
ranty: “full,” three years parts and labor. Manufacturer:
Crown international, Inc., 1718 Mishawaka Rd., Elkhart,
Ind. 46514.

Comment: As its designation implies, the IC-150A is heir to
the illustrious 1IC-150 (HF test reports, December 1971),
and along with its redesigned cosmetics, the new model
boasts improved specifications and a modicum of addi-
tional features. None of the changes could really be called
radical—clearly it was not easy to improve on the IC-150—
but the **A’* version is, in most ways, noticeably ahead of
its progenitor.

One of the new convenience features is a stereo head-
phone jack (its absence was lamented in our earlier re-
view), which is capable of driving any fairly efficient
phones. In addition, the continuously variable volume con-
trol has been replaced by a stepped attenuator that covers
a range of 52 dB in 2-dB-steps. Other changes include a
loudness compensation designed on the basis of new data
accepted by the International Standards Organization
rather than on the old Fletcher-Munson curves and an ad-
ditional switched convenience outlet, making sixin all (one
unswitched). The 25-ampere capacity of the power switch
allows even superamps to be controlled via the IC-150A, as
long as adapters are used when their AC plugs are of the
three-prong, grounding variety. There also is a switch,
placed somewhat out of the way on the back panel, that
reduces the output level of the preamp by 10 dB. The user
who wishes to connect other equipment to the preamp on
atemporary basis will appreciate the extra Aux input (mak-

JuLy 1976

ing three in all), available as a pair of mono phone jacks on
the front panel.

Retained from the IC-150 is the PANORAMA control that,
as it is rotated, progressively blends the two channels until
a mono signal is obtained and then unblends them with
left and right reversed. The position of the PANORAMA con-
trol in the signal path prevents the balance control from
reducing the output of either channel to zero in mono; left-
only or right-only or any blend of the two can be fed equally
to both outputs, but the relative levels of the outputs can-
not then be altered at the balance control.

But the overriding criterion for a preamp is its basic per-
formance, and the testing at the CBS labs turned up num-
bers that range from fine to superlative. The output clip-
ping level, at 12 volts, leaves plenty of headroom for any
normal signal (though it is down slightly from that of the
earlier model), with THD (at 1 kHz) a mere 0.006%—al-
most undetectably small. At rated output (2.5 volts) mid-
band THD has been reduced to 0.005%. But distortion
does increase at high frequencies in the IC-150A (and its
predecessor). Our sample measures 0.048% at 20 kHz, ac-
tually slightly greater—or rather, less superb—than the
older unit. IM distortion measures at 0.002% and remains

REPORT POLICY Equipment reports are based on laboratory measurements
and controlied listeming tests. Uniess otherwise noled, test dala and measursments are
obtained by CBS Technology Center, Stamtord, Connecticut, a division of Columbia Broad-
casting System, Inc., one of the nation’s leading research organizations. The choice of
equipment 1o be tested rests with the editors of HiGH FIcEUTY. Manufacturers are not
permitted to read reparts in advance of publication, and no report, or portion thereof,
may be reproduced for any purpose or in any form without written permission of the
puohisher. All reports should be construed as applying to the specific samples tested;
nesther HigH FIDELITY nor CBS Technology Center assumes responsibility for product
performance or qualty
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PHONO GAIN

essentially as low up to clipping. Frequency response is
ruler flat from 10 Hz to at least 7 kHz. A slight rise at the
top never exceeds + 2 dB, and even at 100 kHz response
is down only Y dB.

Crown’s new phono section—with variable gain, as in the
IC-150—is a real winner. Our test phono cartridge gave
somewhat better definition in feeding this unit than we
had heard from it before, perhaps a direct result of a dis-
tortion-bucking circuit configuration that Crown has
adopted here. Error in RIAA equalization was less than %
dB, 20 Hz to 20 kHz. Set so that 0.73 millivolt at the input
gave 2.5 volts out (maximum gain), the phono stage
showed a signal-to-noise ratio of 68 dB in CBS lab meas-
urements. This is about 6 dB better than specified, pro-
vided that Crown’s figures are translated from the nominal
10-millivolt input reference level. When the phono-stage
gain was set at minimum (7.5 millivolts in for 2.5 volts
out), the S/N ratio was 80 dB. This measurement, equiva-
lent to about 2%2 dB more noise than specified, still sur-
passes just about every phono section we have tested. For
the high-level inputs, which require 230 millivolts of input
for reference-level output, S/N was 90 dB, again a hair be-
low spec. The obvious moral in using the phono stage is
simply to set the gain as high as the overload points (nomi.
nally 33 millivolts with maximum gain, 330 millivoits with
minimum) and your cartridge will allow.

Crown's reputation is based largely on audio gear made
for professional applications, and this preamp falls
squarely into that tradition. The unit is visually attractive,
but obviously it is meant to work, not to dress up your lis-
tening room. And work it surely does. Most of the meas-
ured data reach into the champion class; the rest are
merely excellent. Measurement of parameters such as
those of the IC-150A is a difficult task—so much so that
some discrepancies may well arise from differences in

10KHZ .

Square-wave response

methodology. In any case, allowing for inflation, the new
preamp is as good a buy as its predecessor was, and
maybe even a better one.

CIRCLE 132 ON READER-SERVICE CARD

0.05
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g 0.01
= 0.007 /
80005 Tt -
= 0.003 AT 2.5 YOLTS OUTPUT
0.002 Left channel: <0.048%, 20 Hz to 20 kHz; <0.014%, 20 Hz to 10 kHz
————— Right chanmel: <0.043%, 20 Hz to 20 kHz; <0.013%, 20 Hz to 10 kHz
0.001 1C-150A/1
20 50 100 200 500 1K 2K 5K 10K 20K
FREQUENCY IN HZ
Crown IC-150A Preamp Additional Data
Input characteristics (for 2.5 volts output)
Sensitivity S/N ratio
phono 1, 2 0.73 mv 68 dB*
tuner 230 mV 90 dB
aux 1,2, 3 230 mv 90 dB
tape 1,2 230 mv 90 dB

Frequency response + %, =% dB, below 10 Hz to 100 kHz

RIAA equalization accuracy + % dB, 20 Hz to 20 kHz

*See text.

New Head, New ANRS in JVC Stereo Cassette Portable

The Equipment: JVC Model CD-1636, a stereo cassette
deck/recorder, with Super ANRS noise reduction and bat-
tery/AC power options, in metal and composition case. Di-
mensions: 3% by 14 inches (“'top” panel, with unit slung
from shoulder), 8%z inches deep plus clearance for con-
trols; clearance required at ends for connections. Price:
$350 including shoulder strap; optional CB-4E vinyl carry-
ing case available. Warranty: ““limited,’”” one year parts and
labor, “‘carry-in.” Manufacturer: Victor Co. of Japan; U.S.

distributor: JVC America, Inc., 50:35 56th Rd., Maspeth,
N.Y. 11378.

Comment: Basically the CD-1636 is typical of the high-
quality stereo cassette portables that over the last few
years have been appearing one by one on the U.S. market
(as opposed to the Japanese market, where they are some-
thing of a craze). The JVC, like its competitors in other
lines, is designed primarily for in-the-field use with a bat-
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POWER
CONNECTIONS

METER SW.
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tery power supply (six D cells, not included with the unit,
are required). Options include operation off an external
12-volt DC supply (such as an automotive battery, to which
attachment normally is made via the dashboard cigarette-
lighter socket) and—via a supplied AC cord—from house
current. This latter is important because the unit can be
used as a regular home deck as well. That is, its perform-
ance characteristics are comparable to those of typical
home decks and it offers standard line connections (both
pin and DIN) for this use.

The classical distinction between a deck and a recorder
is that the former relies on an external sound system for
power amplification and loudspeakers while the latter has
these functions built in. The CD-1636 has a singte 10-cen-
timeter (approx. 4-inch) speaker driven by a mono amp
rated at about 0.8 dBW (1.2 watts) for 10% distortion. Ob-
viously, this is not intended as a high-quality monitoring
system. It is, however, a useful aid for such things as tape
cueing in the field. And a headphone jack is provided for
more critical (stereo) monitoring. The built-in amp is
turned off automatically, to prevent acoustic feedback via
mikes, in the recording mode; in playback via a component
system, its level control can be turned to MmIN—which, in
fact, is tantamount to off. The amp's tone control appears
to be of the high-cut variety ubiquitous among, for ex-
ample, automobile radios.

The transport controls have minimum interlocks. Press-
ing PLAY/REC turns on the power supply to the audio elec-
tronics. You can go from there to either fast-wind mode
and back ad lib without pressing STOP. You can press REC
(as long as a cassette with its erasure tabs stillintact is in
the well) and it will stay down, but alone it will not turn on
the electronics or start the transport; if you subsequently
press PLAY/REC, both it and the Rec key will release auto-
matically. There also is an interlock on the eject button,
which cannot be pressed while the PLAY/REC key is down.
The transport shuts itself off completely and automatically
whenever the takeup-hub drive stops rotating—either be-
cause the tape has run out or (in rewind only) has broken.

The meters are of the averaging type. That for the left
channel also has calibration for power-supply voltage; both
have ANRS calibrations, though there are no user-acces-
sible ANRS-level adjustments. The meter switch is spring-
loaded so that it will stay in the BATT[€RY] position only as
long as you press it; the other two positions are for normal
VU operation, with and without the meter lights that pre-
sumably can shorten battery life (rated at 5 hours of
recording for standard cells, 12 hours with alkalines) if
used promiscuously. Recording balances are preset at the
individual channel controls below the meters; over-all gain
is controlled at the REC MASTER knob. The REC MODE switch,
in the mono position, puts the left signal (from any input)
onto both channels of the tape—which makes possible
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single-mike mono recordings with maximum S/N ratios.
The CD-1636 is the first unit we've tested employing

JVC's new Sen-Alloy record/play head. The use of sen-

dust alloy is credited by JVC with combining the superior
magnetic properties of permalloy with most of the wear re-
sistance of ferrites and, at the same time, providing
greater maximum flux densities than either. In other
words, the Sen-Alloy head should have almost the longev-
ity of ferrite without its saturation limitations, keeping the
tape itself the limiting factor in terms of saturation. This is
a difficultclaim for us to verify. Suffice it to say that we can
find no reason whatever to demur, on the basis of either
CBS’s lab tests or our own in-use experience.

The second major newsworthy feature of the CD-1636 is
that its ANRS circuit is of the new, Super variety—again the
first of its type we've tested. JVC's ANRS noise reduction,
of course, is very similar to the Dolby B circuit and can
in fact be accepted as interchangeable with it in terms
of playing tapes made with the one type of noise reduction
on decks equipped with the other. The Super version adds
a second, optional feature to the basic compress/expand
action.

This Super feature (with its own position on the ANRS
switch) is intended to prevent signals with high-level high-
frequency content from overloading the tape—which they
can do more easily with the high-frequency compression
boost inherent in ANRS or Dolby recording than without it.
JVC's solution is to add a second compression affecting
only the very top end of the frequency range (above ap-
proximately 4 kHz; basic ANRS and Dolby affect all fre-
quencies down to about 400 Hz) and acting in a downward
direction (the basic compression is upward, away from the
noise). In playback, therefore, the basic expansion pushes
the entire treble downward once again; the Super feature,
if it is switched in, pushes the upper treble upward once
again. According to JVC's figures it adds some 5 dB of
headroom to the extreme top. And since it operates only
on high-level signals it does not compromise the degree
(actually, about 10 dB) to which ANRS can keep low-level
signals up away from the noise level. The advantage of the
Super feature is not easy to demonstrate on average mu.
sic, which generally makes little demands in this respect;
on synthesizer rock, however, it will allow higher recording
levels than conventional noise-reduction cassette equip-
ment can handle cleanly.

The performance of the CD-1636 is excellent. Speed is
uniform at all tested AC line voltages—as one would expect
with a DC drive system. The wow-and-flutter figures meas-
ured by CBS also are beyond reproach (though marginally
higher than JVC's 0.08% spec). Crosstalk, erasure, and
noise all are squarely in the area we have come to expect
among the better home decks. Distortion figures too
closely resemble those of such decks. Since the meters in-
dicate 7 dB above DIN values (that is, their O VU is 7 dB
lower than DIN), they provide more than average head-
room to allow for instantaneous peaks beyond the re-
sponse speed of the averaging meters. This, of course, can
be a mixed blessing. They make it easy to produce tapes
with no transient overloads (even without using Super
ANRS), but with signals that do not require the extra head-
room they can encourage lower (hence noisier) levels than
meters that, more typically, read 2 or 3 dB lower for the
same signal levels.

Playback frequency response is very fine. So, as far as
the deck goes, is record/play response; but here we en-
countered a problem associated with the tape, rather than
the machine. We require manufacturers to supply us with
a tape recommendation. JVC supplied us with tape—un-
branded tape that, therefore, our readers could not buy for
use on the CD-1636. CBS used this tape for its tests, with

JVC CD-1636 Additional Data

Speed accuracy 0.4% slow at

105, 120, & 127 VAC
Wow and flutter playback: 0.09%
record/play: 0.10%

Rewind time (C-60 cassette) 80 sec.
Fast-forwardtime (same cassette) 80 sec.
S/N ratio (re 0 VU, ANRS off)

playback L ch: 52 dB R ch: 52 dB

record/play L ch: 50'% dB R ch: 50 dB
Erasure (333 Hz at normalt level) 64 dB
Crosstatk (at 333 Hz)

record left, play right 43 dB

record right, play left 43 dB
Sensitivity (re DIN 0 VU)

line input L ch: 150 mV R ch: 160 mV

mike input L ch: 2.8 mv R ch: 3.3 mV

Meter action (re DIN 0 VU)
L ch: 7 dB high R ch: 7 dB high

Total harmonic distortion (at -10 VU)

L ch <1.5%, 50 Hz to 5 kHz
R ch <1.3%, 50 Hz to 5 kHz
IM distortion (recotd/play, -10 VU)
L ch: 6.0% R ch: 6.0%
Maximum output (re DIN 0 VU)
Lch:06V R ch: 0.6 V

obviously fine results. But, when we pressed JVC for the
names of commercially available tapes, we were told to
use Fuji FC for the chrcme and BASF Performance (its less-
expensive ferric formulation) for the ferric. The tab ran re-
sponse tests with these tapes, and those curves are shown
as well. Obviously the BASF Performance formulation is
not a good match to the CD-1636. We did find—as one
might expect after examining the Performance curves—
that hotter tapes perfarmed more like the unbranded fer-
ric sample; we were not surprised, therefore, when JVC in-
formed us, just as this report was being prepared for the
printer, that it was correcting its ferric recommendation to
BASF Studio (the premium ferric). Both the bias switch
and that for equalization were set to normal for all tests of
the ferric tapes (except TDK's SA) and to chrome for the
chromium dioxide formulations plus SA, which we also
found to deliver excellent results.

The CD-1636 is, in sum, a good choice for a combination
portable field recorder and home deck. We found its con
venience and comfort about standard for units of this type
when the shoulder strap is used. if it lacks some features
(end-of-tape indicators, for example) of some competing
models, it has others (for instance, the built-in monitor
speaker) that are not universally available. It also can be
bought with a wide range of accessories—a variety of elec-
tret condenser microphones and mike stands, a six-in/
two-out portable mixer with provision for reverb, and so
on-—that can turn the CD-1636 into the central element of
an elaborate portable system for the enthusiastic field
recordist. And, above all, it performs excellently when fed
an appropriate tape diet.

CIRCLE 133 ON READER-SERVICE CARD
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Technics SA-5550—A Well-Balanced Receiver

The Equipment: Technics SA-5550, a stereo receiver in
wood case. Dimensions: 18 by 5% inches (front panel),
13% inches deep plus clearance for controls and connec-
tions. Price: $479.95. Warranty: “limited,"” two years parts
and labor. Manufacturer: Matsushita Electric Industries,
Japan; U.S. distributor: Panasonic Co., 1 Panasonic Way,
Secaucus, N.J. 07094.

Comment: Some people consider it almost axiomatic that
the hallmarks of a fine receiver are convenience, compact-
ness, and cosmetics. Though we belittle the importance of
none of these, we believe there is a far more profound con-
cept by which this component can be characterized, and
that is synergism: the way in which the subsections of a re-
ceiver—the FM tuner, preamp, and power amp—combine
to form a whole with a personality of its own and a consis-
tent performance capability that need yield nothing to sep-
arates. Judged by this more demanding criterion, the
Technics SA-5550 makes a very attractive impression.
The output stage has sufficient muscle to drive even
inefficient loudspeakers to sound pressure levels in excess
of 100 dB. Its rating of 17.6 dBW (58 watts) places its ca-
pability within 3 dB or so of the most powerful receivers
available. Moreover, the data taken at CBS Technology
Center indicate that the power is very clean. Worst-case

harmonic distortion in the band from 20 Hz to 20 kHz is
less than 0.1% at either full or half rated power. At 1% of
rated power, -2.4 dBW, the THD exceeds this figure just
slightly, but only at 10 kHz and above. For an 8-ohm load,
IM distortion is less than 0.22% at full power and de-
creases continuously to 0.055% at the lower limit of meas-
urement, -9 dBW. Crossover distortion is apparently well
in hand. Switching allows for two speaker pairs.

At the 0-dBW (1 watt) level, the power amp and preamp
exhibit a joint frequency response that departs from per-
fect flatness by no more than % dB between 10 Hz and 40
kHz. Measured noise is, while not outstanding, perfectly
respectable, and the unusually high gain (sensitivity) of
the unit makes the available dynamic range greater in
practice than the numbers would suggest. In listening, we
found no evidence of phono overload. The RIAA equal-
ization curve departs from ideal (insofar as a specification
exists) by no more than 1 dB. (One minor inconvenience:
In our sample the channels are reversed at the headphone
output.)

In the FM section, Technics has taken the unusual
course—well-judged, in our opinion—of aligning for min-
imum distortion in stereo rather than mono. Thus at RF in-
put levels exceeding 100 microvolts the unit is ''quieter”’ in
stereo. We hasten to point out, however, that true random

About the dBW . ..

As we announced in the June issue, we currently are
expressing output power and noise in terms of
dBW—meaning power in dB with a reference
(0 dBW) of 1 watt. We repeat herewith the conver-
sion table so that you can use the advantages of
dBW in comparing current products with those we
have reported on in the past. You can, of course, use
the figures in watts that accompany the new dBW
figures for these comparisons, but then you lose the
ability to compare noise levels for outputs other
than rated power and the ability to figure easily the
levels to which specific amplifiers will drive specific
speakers—a matter explained at some length last
month.

If you do not have the June issue and would like a
reprint of the full exposition, send 25¢ (U.S.) to:
dBW, c/o High Fidelity Magazine, The Publishing
House, Great Barrington, Mass. 01230.

CONVERSION TABLE
FOR POWER OUTPUT

WATTS dBw WATTS dBWwW
1.00 0 32 15
1.25 1 40 16
1.6 2 50 17
2.0 3 63 18
2.5 4 80 19
3.2 5 100 20
4.0 6 125 21
5.0 7 160 22
6.3 8 200 23
8.0 9 250 24

10.0 10 320 25
125 11 400 26
16 12 500 27
20 13 630 28
25 14 800 29
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Technics SA-5550 Recelver Additional Data

Tuner Sectlon
Capture ratio 1% dB

Alternate-channet selectivity 66 dB

S/N ratio 76 dB

THD Mono L ch R ch
80 Hz 0.20 0.16 021
1 kHz 0.14 0.10 0.10

10 kHz 0.14 1.6 1.7

M distortion 0.1%

19-kHz pilot -66 dB

38-kHz subcarrier -68 dB

Frequency response
mono
stereo

+ % dB, 20 Hz to 15 kHz
+ %, -% dB, 20 Hz to 15 kHz

Channel separation =35 dB, 20 Hz to 6 kHz

>25dB, 20 Hz to 12 kHz
Amplifier Section
Damping factor 51

Input characteristics (for rated output at full gain)

Sensitivity Noise S/N ratio
phono 1.9 mV -48.9 dBW 66%: dB
aux 170 mV -66.4 dBW 84 dB
tape 1, 2 170 mv -66.9 dBW 84%: dB

RIAA equalization accuracy
+ 1, ~% db, 20 Hz to 20 kHz

-

CON

PERCENT IM DISTORTION

VENIENCE OUTLETS

SWITCHED
[ UNSWITCHED

Square-wave response

POWER OUTPUT DATA

CHANNELS INDIVIDUALLY

Left at clipping: 19.0 dBW (80.0 watts) for 0.20% THD
Left at 0.3% THD: 19.1 dBW (82.0 watts)

Right at clipping: 19.0 dBW (80.0 watts) for 0.15% THD

g Right at 0.3% THO: 19.1 dBW (82.0 watts) =
a CHANNELS SIMULTANEQUSLY =
= Left at clipping: 18.2 dBW (65.8 watts) for 023% THD S
5 Right at clipping: 18.1 dBW (65.0 watts) for 0.15% THD =
= =
=2
5 POWER BANDWIDTH =

196 91
186 13
For 0.5% THD: below 10 Hz to 58 kHz
176 ~ ==~ For.0.3% THO: below 10 Hz to 48 kHz 58
16.6 46
156 36.5
29
L5 FREQUENCY RESPONSE
{1 watt output)
+5
0
b +%, —0 dB, below 10 Hz to 20 kHz; 4%, —1 dB, below 10 Hz to 70 kHz
SA-5550/3
10 20 100 1 10K 20K 100K
FREQUENCY IN HZ
QUTPUT IN DBW
10 0 3 7 10 13 17 20 23 21 30
0'7 INTERMODULATION CURVES .' l:
0.5 ]
03
02
0.1

0.07

0.05

0.03

0.02 8ohm load: <0.34% to 19 dBW (788 watts)

Ve s 4-0hm load: <0.43% to 20 dBW (100.0 watts)
————— 16-0hm load: <0.44% to 16.8 dBW (47.7 watts)
0.01
SA.5550/5
P 32 5 10 2 50 100 200 500 1K

OUTPUT IN WATTS
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ADS 200: Mighty Miniature

The Equipment: ADS Model 200, a loudspeaker system in
metal enclosure. Dimensions: 6% by 4% by 4% inches.
Price: $100. Warranty: *‘limited," three years parts and la-
bor. Manufacturer: Analog & Digital Systems, Inc., 64 In-
dustrial Way, Wilmington, Mass. 01887.

Comment: To quote Sherlock Holmes, “When you have
eliminated that which is impossible, what remains, how-
ever improbable, must be true.”” A case in point: You enter
a room where the phonograph is playing quite loudly.
There are the drums thumping away, the bass grumbling
forth with authority, the brasses blazing—but where are
the loudspeakers? There aren’t any? Impossible. Then that
sound must be coming from those tiny boxes over there—
those tiny boxes! Right: the ADS 200 loudspeakers.

What you hear is no mere psychoacoustic iliusion, as the
data from CBS testify. The frequency response between
100 Hz and 10 kHz is as flat (+ 1Y2.dB with respect to 79
dB sound pressure level) as that of any speaker we can re-
call. Moreover, throughout the band from 80 Hz to 14 kHz
the variation is just + 4%z dB. Treble rolloff above this is
rapid, while useful bass response extends to 60 Hz or so,
especially if the unit is located properly in the listening
room. The manufacturer recommends limiting bass drive
below 50 Hz with a filter, if available, to avoid possible
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noise (hiss and related aural *‘slag") is still least apparent
in mono. To the best of our knowledge, this state of affairs
is not subject to remedy; but we are pleased to note that at
any reasonable signal strengths the hiss in the SA-5550
fades discreetly away. Its achievement of 50 dB of stereo
quieting at a 50-microvoit RF input is a feat worthy of a su-
pertuner, even if it is mainly attributable to low distortion.
High-frequency distortion in stereo shows the familiar rise,
but, as with other FM sections we have discussed, the
spurious products responsible for the measurement do
not appear to be audible. Capture ratio, ultimate S/N ra-
tio, and IM distortion are in or approaching the champion
class; alternate-channel selectivity is very good.

Frequency response is within £1 dB of utter flatness
both in mono and stereo, and the stereo separation in the
midband is simply phenomenal, as is the match between
channels. Despite some degradation toward the higher
frequencies, this measurement remains quite respectable
almost to the upper frequency limit (15 kHz) of FM broad-
casting itself. Therefore, we conclude that the tuner sec-
tion over-all is very well optimized for stereo performance,
though we regret the omission of a high-frequency blend
control for stereo noise reduction.

As a system the Technics receiver comes together very
handily; the manufacturer's claim of solid performance
with a bit extra in critical areas is justified. In particular,
the amplifier maintains tight control of the speakers right
down to low frequencies (where it is most needed) and
maintains its poise through transient overloads. The SA-
5550 is a component that sounds good, looks good, and is
easy to operate—a worihy product by any standard we can
think of.

CIRCLE 135 ON READER-SERVICE CARD

damage to the woofer, and our observation of severe
doubling below this frequency tends to support the ad-
visability of such care.

The ADS 200 is not the loudest speaker we know, but its
ability to reproduce a steady 300-Hz tone at just below 97
dB SPL without excessive distortion indicates very good dy-
namic range. The amplifier power required for this per-
formance is 13 dBW (20 watts). A pulsed input at the same
frequency is reasonably reproduced at peak levels near
103 dB SPL, with 18.9 dBW (76.8 watts) peak power
needed from the amplifier. Electrical efficiency of the
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speaker is rather low: A 0 dBW (1 watt) input produces an
average output of 84.2 dB SPL in the range between 250
and 6,000 Hz, which is where most of the music is.

Since the ADS is likely to be pushed into distortion more
often than a larger radiator, it is gratifying to find that at
300 Hz the THD is dominated by the second harmonic,
which the ear can accept with reasonable toleration. The
third harmonic, a far more abrasive intruder, is below
0.5% right up to 95 dB SPL. Hard drive at high frequencies
elicits some misbehavior from the tweeter, a slight metallic
hardness that we are inclined to attribute to IM products.
The impedance curve is fairly smooth and reaches its min-
imum (6.3 ohms) at the nominal rating point; it should
pose no loading problems for an amplifier.

This loudspeaker, having no controls, presents just two
difficulties of installation: phasing and room placement.
The former requires some care, as the only indication of
polarity is that one of the amplifier leads (which are per-
manently connected to the speaker) is ribbed. Location
near, but not directly in, a corner will solve the latter diffi-
culty nicely and make things a little easier for the woofer.
(This amazing 3-inch driver works so hard that a hand
brought near it actually-can feel the air moving.)

As a reproducer of music, the ADS 200 is highly compe-
tent and very pleasant to hear. Without a direct compari-
son, one Is scarcely aware that the lowest bass region is
not very strong. Transient response—for which small mov-
ing masses would seem to be advantageous—is excellent,
and the unit is amazingly transparent.

Small size in a loudspeaker does entail performance
penalties (although very few in this case), so we suspect
that the main application of the ADS 200 will be in smalt
rooms. But this model is one of the most elegant solutions
to a space problem we have ever seen; if it won't do for
yours, headphones—-small ones—are all that is left.

CIACLE 134 ON READER-SERVICE CARD

SIGNAL STRENGTH METER

Onkyo T-4055, a
Tuner for City Folk

The Equipment: Onkyo Model T-4055, an AM/FM tuner in
wood case with wainut-grain vinyl finish. Dimensions: 16%
by 5% inches (front panel), 14 inches deep plus allowance
for controls and connections. Price: $220. Warranty: *‘lim-
ited,”” three years parts and labor. Manufacturer: Onkyo
Corp., Japan; U.S. distributor: Onkyo Sales Section, Mitsu-
bishi International Corp., 25-19 43rd Ave., Long island
City, N.Y. 11101.

100
RESPONSE CHARACTERISTICS
(1 watt input)
90 = .
@ _——4' ~\\__':_\--”;-:"~\\\
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S 70
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&
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50 AVERAGE OMNIDIRECTIONAL RESPONSE
(*4% dB, 80 Hz to 14 kHz re 78% dB)
----- AVERAGE FRONT HEMISPHERIC RESPONSE
= == ON-AXIS RESPONSE ADS-200
20 50 100 200 500 1K 2K 5K 10K 20K
FREQUENCY IN HZ
ADS Model 200 Harmonic Distortion*
Qutput Frequency
Level 80 Hz 300 Hz
(dB) % 2nd % 3rd % 2nd % 3rd
70 21 0.70 0.45 0.40
75 2.4 21 0.38 0.25
80 57 7.5 0.45 0.32
85 0.80 0.23
90 15 0.20
95 5.5 0.48

*Distortion data are taken on all tested speakers until distortion exceeds the
10% level or the speaker produces the spurious output known as buzzing,
whichever occurs first.

ANNUNCIATORS
CHANNEL CENTER METER

MUTING SW.
NOISE FILTER SW.

SELECTOR/MODE

TUNING

Comment: In the attempt to characterize a product by a
set of numbers—specifications or lab measurements, if
you will—there often is a tendency to miss the fact that the
over-all design of the product is as much artful and crea-
tive as it is scientific. The designer must in fact form a con-
cept of the equipment and choose specs to match, and
when selling price is a cardinal constraint his job can in-
deed be a challenge. In the case of the Onkyo T-4055, the
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*Hirsch-Houck Laboratories Equipment Test Report, Stereo Review, Jan. 1976.

“The ultimate distortion of the
T-100’s FM section was unevoc-
ally the lowest we have ever
measured. To this can be added
a really first-rate AM tuner sec-
tion, the likes of which wa have
never before encountered in a
product of this type.”*

“There is no doubt that its stereo
channel separation and distor-
tion characteristics surpass
anything in our previous ex-
perience. Its AM frequency
response was not only, by far,
the flattest and widest we have
ever measured on an AM tuner,
it is sufficiently free of distortion
and noise to make it a truly
useful program source even for
high fidelity listening.”*
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Spending more won’t buy a better tuner.

The uncompromising quality of Accuphase makes
the T-100 AM/FM Stereo Tuner one of the finest
available. At any price. No qualifications.

From its unprecedented excellence in performance
to its unusually effective multipath meter, the T-100
is truly superb.

Prove it yourself. We’ve assembled a free 36-page
booklet of independent laboratory reports attesting
to the superior performance of Accuphase. It’s very
convineing. But the best way to be convinced is to
audition the T-100 yourself. Then you’ll understand
why the critical acclaim has been as impressive as
the product itself.

%CCUPLGSG

write: TEAC Corporation of America, 7738 Telegraph Road, Montebello, CA 90640




LOOPSTICK

EXT. ANTENNAS

challenge seems to have been met in fine style.

The data measured by the CBS Technology Center re-
flect well-balanced performance. Alternate-channel selec-
tivity is good enough to embarrass several higher-priced
tuners, and midband mono sensitivity is within 2 dB of the
best of the supertuners. The all-important 50-dB quieting
point is reached at an input of just over 4 microvolts in
mono and at just below 50 microvolts in stereo. The auto-
matic stereo switching is set to complement this nicely—
the unit switches to mono at the point where total hum,
noise, and distortion are suppressed by less than 47 dB in
stereo. For us, at least, listening to stereo any noisier than
that is unrewarding.

In practice, when a strong stereo signal is present the
tuner sounds better than the quieting suggests. We sus-
pect that this is because the distortion components (which
are fairly small, in any case) are masked rather easily by
the signal, leaving true random noise suppressed by a very
respectable 71%2 dB. High-frequency ‘‘total harmonic dis-
tortion'’ (which often includes sundry spurious products of
the multiplex decoder and is a trouble spot for many
tuners) is gratifyingly low in the Onkyo.

The capture ratio is certainly good enough to keep multi-
path signals from being much of a problem, although it
won't win any prizes. However, the unit has a back-panel
switch that causes the distortion and other spurious corn-
ponents due to multipath to be routed to the right channel
in place of the usual signal. This can be a big help in an-
tenna orientation: Rotate your antenna until the right-
channel *‘distortion’” signal audibly reaches a minimum.
This is substantially what one does with oscilloscope multi-
path analysis, but here you require no scope (which saves
money) and can relate the distortion directly to audible ef-
fects (which saves interpretation of the scope trace).
Scope outputs are provided, anyway, along with a detector
output that anticipates approval of a four-channel broad-
cast standard. We do wish, however, that the multipath
switch had been placed on the front panel.

Stereo separation in our sample is adequate, though not
outstanding. The same may be said of the frequency re-
sponse, but the channels are well matched in this respect.
Dial calibration is not particularly fine—nor accurate—
though one is not likely to be left in doubt as to the identity
of the station tuned in, and fine tuning is done with the aid
of a meter that does seem to be very accurate. Muting,
controlled by a front-panel switch, occurs at a reasonable
but fairly high level. The effect of the noise filter is just au-
dible; it seems to have been intended for cleaning up sig-
nals that are already very quiet.

To our way of thinking, the Onkyo T-4055 is a tuner that
accepts its limitations (which most listeners will hardly no-
tice) with good grace. It is not suited for squeezing the last
drop of information out of a marginal signal, but where
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TEST SW.

moderate-to-strong signals are available its listening qual-
ity is excellent. Given this characteristic and unusually
good means of dealing with multipath, this model strikes
us as a natural for an urban environment. Add to this the
tasteful if somewhat cool cosmetics, and the price becomes
a very pleasant surprise.

CIRCLE 131 ON READER-SERVICE CARD

FM SENSITIVITY & QUIETING CHARACTERISTICS

MGNO SENSITIVITY STEREO THRESHOLD
(for 30 dB quieting) (for 47 dB quieting)
1.7 v at 90 MHz 25 ¥ at 90 MHz
\ 1.6 uV at 98 MHz 25 uV at 98 MHz
\‘( L6 ¥ mono) 1.9 1V at 106 MHz 20 uV at 106 MHz

v

[y
A
A
)
|
A

\ e 25 pV (stereo)

T.4055/1
1 10 100 1K 10K 100K
RF INPUT IN MICROVOLTS

Onkyo Model T-4055 Tuner Additional Data

Capture ratio 2.0 dB

Alternate-channel selectivity 80 dB

S/N ratio -71% dB
THD Mono L ch R ch
80 Hz 0.05% 0.18% 0.19%
1 kHz 0.15% 0.18% 0.19%
10 kHz 0.15% 0.61% 0.40%
! IM distortion 0.06%
‘ 19-kHz pilot -66 dB
38-kHz subcarrier -68 dB

Frequency response
mono + %, -1dB, 20 Hz to 15 kHz
L ch +0,-2Y2dB, 20 Hzto 15 kHz
R ch + Y%, -1% dB, 20 Hz to 15 kHz

Channel separation - 35 dB, 60 Hz to 3.5 kHz
=25 dB, 20 Hz to 14 kHz
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by Irving Lowens

MUSIC IN 177:
A Dearth of Diversion, an End to

WE'RE REALLY SIX YEARS LATE in celebrating our
musical bicentennial. In point of fact, our musical
“declaration of independence” took place in 1770,
when a native Bostonian by the name of William
Billings brought out a collection of 126 original
compositions in a book entitled the New-England
Psalm-Singer, or American Chorister. This was a
genuinely revolutionary document, the first book
of music by a single American tunesmith as well as
the first published book of entirely American mu-
sic. Billings, aware of its significance, wrote in the
preface, “For my own Part, as [ don't think myself
confin'd to any Rules for Composition laid down
by any that went before me, neither should I think
(were I to pretend to lay down Rules) that any who
came after me were any ways obligated to adhere
to them, any further than they should think
proper: So in fact, I think it best for every Com-
poser to be his own Carver."”

But things being what they are, we celebrate the
anniversary of our country’s political Declaration
of Independence. In music, 1776 was a “nothing”
year, especially if you conceive of music-making
in terms of professional musicians performing for
ticket-buyers in concert halls. In 1776, there sim-
ply was no public concert life in our cities.

It is not that there had never been any concert
life on this side of the Atlantic. Even if you disre-
gard such isolated musical happenings as the
Philadelphia concert in 1700 at the consecration of
the Gloria Dei Church or the 1710 “Consort at Mr.
Broughton's” in New York noted by the Rev. john
Sharpe in his journal, public concerts can be docu-
mented in Puritan Boston (1730 population: 13,000)
as early as 1729, only a year after the first recorded
public concert in cosmopolitan Vienna (1730 pop-

Irving Lowens, music critic of the Washington Star, is sen-
ior research scholar and visiting professor at the Institute
for Studies in American Music at Brooklyn College, New
York, for the 1975-76 schoo! year.

ulation: approximately 170,000). Our first known
subscription series began in Charleston, South
Carolina (1730 population: 4,000), in 1732. By the
end of the 1730s, concerts were commonplace in
just about every sizable town in the Colonies, with
the notable exception of Philadelphia (1730 popu-
lation: 8,500), which did, for some reason, lag be-
hind. And by 1760, all of our urban centers were
bustling with musical activity. Even a hamlet like
Bethlehem, Pennsylvania, overflowed with music,
as Benjamin Franklin noted in 1757 in his autobio-
graphy: “I was at their church, where I was enter-
tained with good musick, the organ being accom-
panied with violins, hautboys, flutes, clarinets,
etc.”

In the 1770s, however, as the break with the
Mother Country drew closer, public music-mak-
ing slowed its tempo and finally came to a com-
plete stop. American radicals were distinctly un-
happy about the idea of large numbers of people
spending their time in idle amusements while the
country was going to the dogs, and ever-increasing
attacks on concerts and plays in 1773 and 1774
came in the form of a curious combination of Puri-
tan morality and patriotic fervor. The following
letter to the editor of a Newburyport, Massachu-
setts, newspaper, the Essex Gazette, dated Sep-
tember 21, 1774, is characteristic of the general
sentiment being expressed throughout New Eng-
land and the middle Colonies:

“I was very much surprized at reading an adver-
tisement for a public concert in Mills and Hick’s
paper at a time of general distress and anxiety
throughout the whole continent of America, on ac-
count of the late unconstitutional acts of the Brit-
ish parliament, endeavoring to subject several mil-
lions of free-born Englishmen; and to introduce
cruel despotism into this glorious land which our
ancestors purchased for us with their blood and
treasure. It is looked upon by most thinking people
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The Colonies’ thriving Oy
S

concert life was checked
by the Revolution—

but that isn’t the  <xsz.33
whole story. K

that all public Balls, Assemblies and Concerts
throughout the province ought to be suspended
until we are extricated out of our difficulties.”

Meanwhile, in Philadelphia the First Continen-
tal Congress was wrestling with this among other
problems of state. On October 20, 1774—just two
days before it decided to adjourn and to meet
again on May 10, 1775, if by that date American
grievances against the British had not been re-
dressed—it passed the following resolution: “We
will, in our several stations, encourage frugality,
economy, and industry, and promote agriculture,
arts, and the manufactures of this country, espe-
cially that of wool; and will discountenance and
discourage every species of extravagance and dis-
sipation, especially all horse-racing, and all kinds
of gaming, cock-fighting, exhibitions of shews,
plays, and other expensive diversions and enter-
tainments.”

Those “expensive diversions and entertain-
ments’ certainly included public concerts. And,
even though the Congress had no power to enforce
its resolution, the lights of more and more concert
halls and theaters went out.

The last word we have about a public concert in
Philadelphia before the battles at Lexington and
Concord swept the country into the Revolution on
April 19, 1775, was an announcement of post-
ponement on October 7, 1774. The event actually
never took place. The last concert in Charleston
was held on October 24. Boston fell silent on April
3, 1775, and New York on April 27. By 1776, the
only music familiar to townspeople outside their
homes was that of musketry and cannon.

What happened to the professional musicians
during the Revolution? Many of them, closely af-
filiated with dramatic companies, simply left the
country; those who remained were very circum-
spect about their activities and performed, for the
most part, in private homes. It is not generally real-
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ized how intertwined the history of music and
drama in eighteenth-century America was. The
few professional musicians were expected to be
heard in the theater, just as the few professional
actors and dancers were expected to be heard and
seen in the concert hall; such evenings were rather
miscellaneous affairs.

Peyton Randolph, president of the Continental
Congress, wrote to David Douglass of the Ameri-
can Company—perhaps our best assemblage of ac-
tors and musicians—to inform him of the fateful
edict of October 20. Sailing on the Sally out of
New York Harbor on February 2, 1775, Douglass
moved the company to Kingston, Jamaica. Accord-
ing to Douglass, the first Jamaican performance
took place on July 1, 1775. The program began with
a prologue written for the occasion and recited by
Benjamin Moreley, surgeon-general of the island.
It included the lines:

The Muse alarm’d at the loud tempest’s roar,
Seeks an asylum on this peaceful shore.

The theater in Annapolis, Maryland, a regular stop
for the American Company, was among the halls
left empty. Local churchgoers considered this a
terrible waste, particularly in view of the lament-
able state of their place of worship in St. Anne’s
Parish, and in 1775 the vestry and the pastor de-
cided to *take down the organ, pack same in
proper boxes,” and move into the playhouse,
which was to “be fitted up for a Place of divine
Worship. .. .” Eight years were to pass before An-
napolis again experienced a play or a concert.
Oscar G. Sonneck wrote, “Everywhere [in 1776]
fiddle and harpsichord gave way to fife and drum.
Our musical life, which not alone at Philadelphia
but in Boston, Charleston, New York and in cities
of minor importance had steadily been develop-
ing, was crushed and remained crippled for years
after the war. Then indeed conditions were de-
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plorable, and we need not wonder if English,
French and German officers and travelers, with a
few exceptions, invariably entered in their diaries
notes to the effect that very little music was to be
found in the United States. These gentlemen were
good observers, but poor historians, and to apply
their observations to the 10 or 15 years preceding
the Revolution would show absolute ignorance of
the real conditions.”

Though those were dark days for the patriots,
things were not quite so gloomy in music as Son-
neck painted them. Much of the merry-making
came from the British, but not all. While the town
of Norfolk, Virginia, lay in ruins following heavy
naval bombardment a few months earlier, on June

4,1777, cnly fifty miles away, the residents of Wil-
liamsburg were turning out in force for a musical
entertainment and ball, a benefit for one Peter Pel-
ham, who was organist of Bruton Parish Church.

Ebenezer Hazard, surveyor general of the Conti-
nental Post Office, happened to be in town at the
time, and in a diary entry the next day he reported
on the event: “The Entertainment last night was
very fine, the Music excellent, the Assembly large
& polite, & the Ladies made a brilliant appearance.
A Mr. Blagrave (a Clergyman), his Lady, & a Mrs.
Neal performed the vocal Parts; they sang well, es-
pecially Mr. Blagrave. His Lady performed ex-
cellently on the Harpsichord.”

And despite the carnage in New York, a third of
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How Not to
Set Words to Music

by Benjamin Franklin

Benjamin Franklin was an amateur of
music in the best—the original—sense of the
word. As a printer he was responsible for
many musical publications in the 1730s
and 1740s; a string quartet found in Paris
in 1945 is attributed to him (it has been re-
corded by the Kohon Quartet—Vox SVBX
5301): arid, working from the principle of
the musical glasses, an instrument he heard
in London about 1760, he developed the
more practical armonica, the tone of which
resembled the celestu (Mozart wrote an
Adagio and Rondo for armonica, flute,
oboe, viola, and cello, K. 617, in 1791).
Franklin's letters. too, frequently dealt with
music, and the one below is a particularly
notable example. it illustrates his tenden-
tious common-sense attitude and lively
style; it also displays a habit of mind and
discourse shared by educated gentlemen
in the age of Rousseau: that of separating
nature from artifice and ascribing greater
virtue to the former.

Franklin spent the major part of the 1760s
and 1770s in England trying to heal the
Colonies’ breach with the Mother Country.
While he was there his brother Peter sent
him a poem and asked him to find a com-
poser to set it to music. Franklin’s reply
was subsequently published in the Penn-
sylvania Magazine in 1776—a frequent
practice in those days, when material writ-
ten expressly for publication in journals
was scarce. The “additional favorite song”
from Handel’s Judas Maccabaeus is the
soprano ariu *Wise men, flattering.

DEAR BROTHER:

I like your ballad, and think it well
adapted to the purpose of discountenancing
expensive foppery, and encouraging indus-
try and frugality. If you can get it generally
sung in your country, it may probably have
a good deal of the effect you hope and ex-
pect from it. But, as you aimed at making it
general, | wonder you chose so uncommon
a measure in poetry, that none of the tunes
in common use will suit it. Had you fitted it
to an old one, well known, it must have
spread much faster than I doubt it will do
from the best tune we can get composed to
it. I think, too, that if you had given it to
some country girl in the heart of Massachu-
setts who has never heard any other than
psalm tunes, or Chevy Chase, the Children
in the Wood, the Spanish Lady, and such
old simple ditties, but has naturally a good
ear, she might more probably have made a
pleasing, popular tune for you, than any of
our masters here, and more proper for your
purpose; which would best be answered if
every word, as it is sung, be understood by
all that hear it, and if the emphasis you in-
tend for particular words could be given by
the singer as well as by the reader; much of
the force and impression of the song de-
pending on these circumstances. | will how-
ever, get it as well done for you as | can.

Do not imagine that | mean to depreciate
the skill of our composers here; they are ad-
mirable at pleasing practiced ears, and
know how to delight one another; but in
tomposing songs, the reigning taste seems
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which was destroyed by fire after Gen. Wash-
ington evacuated his troops in 1776, musical life
did not really come to a standstill there. Within
four months after the fire, the gentlemen of the
army and navy had formed a theatrical company
that reportedly was at least as expert as their pro-
fessional predecessors who had {led to Jamaica. In-
deed, one historian avers that the theater orches-
tra, composed of various members of the
regimental bands, was superior to that attached to
the American Company.

The first formal concert in New York after the
British takeover occurred on January 24, 1778, and
in spite of the occupation weekly concert series
flourished from 1781 to 1783. Concert life grew at

an accelerated pace following the British evac-
uation from the city on November 25, 1783.

Except for a few uncomfortable months, Boston
was the single principal American town that re-
mained undisturbed by the involuted movements
and countermovements of the opposing forces.
During the period when the city was held by Brit-
ish Gen. Thomas Gage, the only “entertainment”
to be had was at Faneuil Hall, which Gentleman
Johnny Burgoyne had transformed into a theater
for his mocking play The Blockade of Boston. Con-
cert life returned there as early as July 9, 1779; the
principal feature of that event was an ode cele-
brating the third anniversary of the Declaration of
Independence.
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to be quite out of nature, or rather the re-
verse of nature, and yet, like a torrent, hur-
ries them all away with it—one or two, per-
haps, only excepted.

You, in the spirit of some ancient legisla-
tors, would influence the manners of your
country by the united powers of poetry and
music. By what I can learn of their songs,
the music was simple, conforming itself to
the usual pronunciation of words, as to
measure, cadence, or emphasis, etc.; never
disguising and confounding the language
by making a long syllable short, or a short
one long when sung. Their singing was only
a more pleasing because a melodious man-
ner of speaking; it was capable of all the
graces of prose oratory, while it added the
pleasure of harmony. Most modern songs,
on the contrary, neglect all the properties
and beauties of common speech, and in
their place introduce its defects and absur-
dities as so many graces.

I am afraid you will hardly take my word
for this; and therefore I must endeavor to
support it by proof. Here is the first song |
lay my hand upon; it happens to be a com-
position of one of our greatest masters, the
ever famous Handel. It is not one of his
juvenile performances before his taste
could be improved and formed; it appeared
when his reputation was at the highest, is
greatly admired by all his admirers, and is
really excellent in its kind. It is called the
“Additional favorite song in Judas Mac-
cabeus.” Now, among the defects and im-
proprieties of common speech the follow-
ing:

(1) Wrong placing the accent or empha-
sis by laying it on words of no impor-
tance, or on wrong syliables.

(2) Drawling: or extending the sound of
words or syllables beyond their natu-
ral length.

(3) Stuttering; or making many syllables
of one.

(4) Unintelligibleness; the result of the
three foregoing united.

(5) Tautology; and

(6) Screaming without cause.

For the wrong placing of the accent or
emphasis, see it on the word “their.” in-
stead of the word *“vain,” in the following
instances:

JuLy 1976

é%égi‘i_ﬁﬁ%

With their vain_
- ri - ous art__ =

And on the word "from,” and the wrong

syllable, “like":
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God - like wis - dom
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from______ a - bove

For the drawling, see the last syllable of the
word “wounded”:

e
e

heart.

For the stuttering, see the “‘ne’er relieve,” in:
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T

Mag - ic. charms. can
or
= S
e gl'r s |
, -
ne'‘er re - lieve__ you

Here are four syllables made of one, and
eight of three; but this is moderate. | have
seen in another song (that | cannot find)

seventeen syllables made of three, and six-
teen of one; the latter, I remember, was
“charms,” viz: “cha-a-a-a-a-a-a-a-arms.”—
Stammering with a witness! For the unin-
telligibleness, give this whole song to any
taught singer, and let her sing it to any com-
pany that have never heard it; you will find
that they will not understand three words
in ten. It is therefore that, at the oratorios
and operas, one sees with books in their
hands all those who desire to understand
what they hear sung by even our best per-
formers.

For the tautology, you have it in the end-
less repetitions.

As to the Screaming, no one who has fre-
quented our operas but will painfully recall
instances without number.

I send you enclosed the song, with its mu-
sic at length. Read the words without the
repetitions. Observe how few they are and
what a shower of notes attend them. You
will then, perhaps, be inclined to think with
me. that though the words might be the
principal part of an ancient song, they are
of small importance in a modern one; they
are in short, only a pretense for singing. |
am, as ever,

Your affectionate brother
B. FRANKLIN

p.s. I might have mentioned inarticula-
tion among the defects in common speech
that are assumed as beauties in modern
singing. But as that seems more the fault of
the singer than the composer, | omitted it in
what related merely to the composition.
The fine singer. in the present mode, stifles
all the hard consonants, and polishes away
all the rougher parts of words that serve to
distinguish them from each other, so that
vou hear nothing but an admirable pipe,
and understand no more of the song than
you would from its tune, played on any
other instrument. If ever it was the ambi-
tion of musicians to make instruments that
should imitate the human voice, that ambi-
tion seems now reversed, the voice aiming
to be like an instrument. Thus, wigs were
first made to imitate a good natural head of
hair; but when they became fashionable,
though in unnatural forms, we have seen
natural hair dressed to look like wigs.
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Major John André made this pen-and-ink self-portrait in prison
(1780) betore his execution as Benedict Arnold's accomplice.

As for Philadelphia, Sir William Howe's vic-
torious army had transformed it into a sort of pe-
tite Paris during the winter of 1777-78. He im-
ported from New York a theatrical company that
included the charming Maj. John André (who
would be hanged as a spy at the age of twenty-
nine) and a Capt. De Lancey, a young Tory who not
only was a fine comedian, but also painted scenery
and designed costumes.

Lively Rebecca Franks wrote from Philadelphia
in September of 1777 to Mrs. William Paca of
Maryland, “You have not the slightest idea of the
life of continued amusement I live in. I can scarce
have a moment to myself. I have stole this while
everybody is retired to dress for dinner. I am just
come from under Mr. |. Black’s hands, and most
elegantly am I dressed for a ball this evening at
Smith’s, where we have one every Thursday. . . .
Oh! how I wish Mr. P. would let you come in for a
week or two. I know you are as fond of a gay life as
myself. You'd have an opportunity of rakeing as
much as you chose, either at Plays, Balls, Concerts,
or Assemblies. I've been but three evenings alone
since we moved to town. I begin now to be almost
tired.”

And under the date of January 18, 1778, Capt. Jo-
hann Heinrichs of the Hessian Jaeger Corps noted
in his journal that “assemblies, concerts, come-
dies, clubs, and the like make us forget there is any
war, save, that is, it is a capital joke.” But Capt.
Heinrichs was soon to find out that the war was
more than “a capital joke": The Americans, after a
series of brilliant victories in New Jersey, drove
the British out of Philadelphia in 1778.

One of the first things scheduled after the
reconquest of Philadelphia was a performance of
David Garrick’s The Lying Valet, offered “for the
Benefit of Families who have suffered in the War
for American Liberty.” The reconvened Congress

Yale U. Art Gallery

was not amused and on October 16, 1778, adopted
the following: “Whereas frequenting Play Houses
and theatrical entertainments, has a fatal tendency
to divert the minds of the people from a due atten-
tion to the means necessary for the defence of their
country and preservation of their liberties: Re-
solved, that any person holding an office under the
United States, who shall act, promote, encourage
or attend such plays, shall be deemed unworthy to
hold such office, and shall be accordingly dis-
missed.”

On the very day the resolution was passed, the
Marquis de Lafayette, unaware of the action, in-
vited Henry Laurens, then president of the Conti-
nental Congress, to accompany him to the theater.
Laurens tried to refuse gracefully but finally had to
inform the insistent Frenchman of the congres-
sional act. “Ah,” replied the Marquis, “have Con-
gress passed such a resolution? Then I will not go
to the play.”

Although there was little music during the Revo-
lutionary War compared with the steady stream
that preceded it and the flood that followed it, our
country was fortunate in that its great men were
enamored of the art and realized its value. Benja-
min Franklin's keen interest is revealed in the let-
ter he wrote to his brother from London about
Handel's word-setting [reprinted here]. None was
a greater musical enthusiast than Thomas Jeffer-
son, born in 1743 and known to have been a
proficient violinist before he enrolled at the Col-
lege of William and Mary in 1760. Certainly no
music-lover deplored the silencing of music dur-
ing the Revolution more than he, as we learn from
a letter he wrote from Williamsburg on June 8,
1778, to Giovanni Fabbroni, a younhg Italian then in
Paris:

“If there is a gratification which I envy any
people in this world, it is to your country its music.
This is the favorite passion of my soul & fortune
has cast my lot in a country where it is in a state of
deplorable barbarism. . .. The bounds of an Amer-
ican fortune will not admit the indulgence of a do-
mestic band of musicians, yet | have thought that a
passion for music might be reconciled with that
economy which we are obliged to observe. I retain,
for instance, among my domestic servants a gar-
dener (ortolano), a weaver (tessitore di lino e lin), a
cabinet maker (stipeltaio) and a stone cutter
(scalpetino laborante in piano) to which I would
add a vigneron. In a country where, like yours, mu-
sic is cultivated and practised by every class I sup-
pose there might be found persons of those trades
who could perform on the French horn, clarinet or
hautboy & bassoon, so that one might have a band
of two French harns, two clarinets & hautboys & a
bassoon, without enlarging their domestic ex-
penses.”

Some might think Jefferson was music-mad. His
instructions to his daughter, written from Annapo-
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lis on November 28, 1973, a few months after his
“dear Patsy” had celebrated her eleventh birth-
day, tend to bear this out: “With respect to the dis-
tribution of your time, the following is what I
should approve. From 8 to 10 practise music. From
10 to 1 dance one day and draw another. From 1 to
2 draw on the day you dance and write a letter the
next day. From 3 to 4 read French. From 4 to 5
exercise yourself in music. From 5 till bedtime
read English, write, &c. I expect you to write me by
every post. Inform me what books you read, what
tunes you learn and enclose me your best copy in
every lesson of drawing.” At the time he was writ-

ing down this spartan schedule, he was en route to
Paris to serve as minister plenipotentiary, sharing
in the negotiation of treaties of amity and com-
merce with European nations, a position he filled
with greater success than that of being father to a
high-spirited little girl.

As we celebrate our Bicentennial, it is difficult to
think that once upon a time music in our country
was “in a state of deplorable barbarism.” Never-
theless, that was the way men of culture saw the
art as we struggled to free ourselves from the grip
of Great Britain. We've come a long way since
then.
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THOMAS JEFFERSON’S PASSION for study and his under-
standing of history, politics, and philosophies of na-
tional behavior were at the core of his personal creativ-
ity. They alone would have assured his place in Western
history. His intimate relationship with the birth of our
country, the Declaration of Independence, and the Con-
stitution encourages our curiosity about his many other
interests. We find, of course, a dazzling revelation of di-
versetalents and pursuits, from architecture to farming.
These interests show |efferson as the finest representa-
tive of the genuinely aristocratic character that guided
our Founding Fathers.

As for the arts, he wrote to James Madison: “You see
that I am an enthusiast on the subject of the arts. But it
is an enthusiasm of which I am not ashamed, as its ob-
ject is to improve the taste of my countrymen, to in-
crease their reputation, to reconcile to them the respect
of the world and procure them its praise.” But it was not
for America’s prestige alone that he wanted to foster the
arts. That certainly was not the case with music, which
he once referred to as a ““favorite passion.” And volu-
minous documentation shows that he enjoyed it not
only passively as an immensely rewarding aesthetic ex-
perience, but also actively as a nonprofessional per-
former and a student of its secrets.

Jefferson’s library is the finest testimony to the extent
of his musical tastes. Although he lost his first library in
a fire in 1770, his second is well documented in a cata-
logue dated March 6, 1783, which shows that at the time
he owned 2,640 volumes of works on all subjects. The
catalogue, in his own meticulous handwriting. con-
tained numerous listings of desiderata to be purchased
in addition to items that he already owned.

With a few exceptions (the Coronation and Funeral
Anthems of Handel, Pergolesi’'s Stabat Mater, and some
psalms of Daniel Purcell), all the music of his collection
is secular in nature, and it is divided into three groups:

Albert Fuller, the noted harpsichordist, is music director
of Aston Magna, a center for the baroque.
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Thomas Jefferson and Music

by Albert Fuller

theory, vocal, and instrumental. From the listings we
can see that the collection was entirely functional and
represented nearly three-quarters of a century of Amer-
ican musical tasfe. It is not at all surprising that there
are no examples of the music of |. S. Bach. The fact that
Bach spent so much of his life in what the rest of the
world considered to be provincial towns devoid of any
interest, and that he himself was forced to publish his
first works to appear in public, insured his lack of in-
fluence in the cosmopolitan centers of Paris and Lon-
don. There is no evidence that Bach had the slightest in-
fluence on French or English composers, and there was
no continuing public interest in his music until Men-
delssohn’s revival of it in the nineteenth century.

The library contains some of the foremost examples
of music for violin and harpsichord. Jefferson’s study of
the violin began in his earliest years, and throughout
most of his life he continued to play several hours a day.
His ability was much admired by his friends and was
even reported abroad. His wife and eldest daughter
were equally talented at the keyboard, so the sound of
harpsichord with violin must have been the most fre-
queni musical experience in their household. The pur-
chase of harpsichords and violin strings was carefully
noted year by year in Jefferson’s precise account books,
as were many details concerning maintenance and tun-
ing of these instruments,

The professional musician of 1976 can recognize the
Jefferson catalogue with pleasure as consisting largely
of works by composers whom history has acknowl-
edged as creative geniuses. Corelli, Handel. Vivaldi, C.
P. E. Bach, Haydn, and Mozart figure along with many
contemporaries whose images have been dulled by
time. The recent revival of understanding of eighteenth-
century music, however, will eventually restore to our
acquaintance and appreciation many of the other
names listed. Then Jefferson’s interest in such compos-
ers as Gasparini, Boccherini, Geminiani, Abel, Arne,
Schobert, Clementi, Pleyel, and |. C. Bach will seem
complementary to those now acknowledged as giants.
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Three Bicentennial recording
projects aim to embrace the diversity
of American music.

New World’s
Recorded Anthology of

American Music

by Andrew Raeburn
Director

Artists and Repertory

New World Records

THE RECORDED ANTHOLOGY of American Music,
Inc., perhaps better known now by the name of its
label, New World Records, is assembling a com-
prehensive history of American music, to consist
of one hundred discs. The field is dismayingly
huge, of course, so the emphasis in our selection
process is on music that is not already easily avail-
able. About half of the recordings will be new, and
the others compiled from archival material, some
of it dating from the age of acoustic recording.

The company was set up specifically for the pur-
pose through a $4 million grant from The Rockefel-
ler Foundation. The grant covers the three-year
(1975-78) project, including nonprofit distribution
of the recordings to institutions. We hope that
eventually New World will be self-sustaining and
will release the anthology commercially as a set, or
separately—except for archival recordings owned
by other companies.

The first ten items, issued this past April, give an
idea of the incredible scope of the country’s music.
Not surprisingly, the history begins with a new
recording of American Indian dances and songs.

“The Birth of Liberty” is a mixture of military
music, broadside ballads, and quasi-religious cho-
ral works. There are pieces for fifes and for a quin-
tet of two oboes, two horns, and bassoon, includ-
ing the breezy march for General Washington,
once attributed to Francis Hopkinson. There are
also Loyalist and Revolutionary ballads, and four

rough-hewn, powerful choral works with topical
words adapted from Scripture that apparently
have never been recorded before: two by Abra-
ham Wood (1752-1804) and two by William Bill-
ings.

The prizewinning Grand Organ built by Hook &
Hastings for the Centennial Exhibition in Phila-
delphia, recently restored to working order at St.
Joseph's Cathedral in Buffalo, New York, is fea-
tured on another disc. Organist Richard Morris
plays Dudley Buck’s Grand Sonata in E flat (which
ends with a fugue on the theme “Hail, Columbia”),
Eugene Thayer’s Variations on the Russian Na-
tional Hymn, George Whiting's Postlude, and mu-
sic by Horatio Parker and John Knowles Paine.

In the same year that the organ was built (1876),
John Philip Sousa wrote his Revival March. That
piece and The Sesquicentennial March are the al-
pha and the omega of a recording by the Goldman
Band. Other composers represented are George
Chadwick, with his march of the pasha’s guard
from the operetta Tabasco, Victor Herbert, Edwin
Franko Goldman, Alton Adams, Henry Fillmore,
and Roland Seitz.

Charles Tomlinson Griffes (1884-1920) studied
in Berlin with Humperdinck, and his early works
are obviously derived from the German school.
But as his brief career developed he was attracted
o French, Russian, and Oriental styles and man-
aged to synthesize these disparate elements. In a
recording devoted to Griffes’ work, Olivia Stapp,
accompanied by Diane Richardson, sings Four Im-
pressions, the music hauntingly maiching the
gauzelike poems of Oscar Wilde. Jon Spong ac-
companies baritone Sherrill Milnes in pieces in
the German style and a bloodthirsty Romanian
folksong. Griffes’ chamber music is represented by
the impressionistic Three Tone Pictures.

The Boston Symphony Orchestra, which gave
the premiere of Griffes’ The Pleasure Dome of
Kubla Khan in 1919 under the baton of Pierre
Monteux, repeats the performance for New
World. Led this time by Seiji Ozawa, the orchestra
adheres to the original version rather than using
Frederick Stock’'s subsequent revisions. The trib-
ute to Griffes ends with another set of songs, Three
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New World

Poems of Fiona MacLeod, for which Phyllis Bryn-
Julson is soprano soloist.

A collection of experimental piano music is per-
formed by Robert Miller on another of the new
recordings. For the pieces by John Cage, Miller
filled the piano with all sorts of strange objects,
such as screws, bolts, and pieces of rubber; for
some of Henry Cowell's music, he occasionally
disappeared inside the instrument to play the
strings with his hands; and for the sonata by Ben
Johnston, the piano had to be microtonally tuned.
Filling out the disc are three of Conlon Nancar-
row's Canons, recorded on the composer’s player
pianos.

Four recordings in this first release have been
drawn from the archives. David Hamilton, con-
tributing editor of HigH FipELITY, devised an in-
triguing program of American art songs performed
by such legendary singers as Emma Eames, Mary
Garden, John McCormack, and Marian Anderson.
Robert Kimball, music critic for the New York Post
and author of the best-selling Cole and, with Wil-
liam Bolcom, Reminiscing with Sissle and Blake,
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The Library of

Congress’ Folk Music
Collection

by Richard K. Spottswood
Project Coordinator
Archive of Folksong
Library of Congress

To SHAPE A RECORD ANTHOLOGY that purports to be
a sampler of traditional music in the U.S. is not an
easy job. Folk music, as opposed to pop or art mu-
sic, has never been unarguably defined. And the
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Tenor Seth McCoy
and harpsichordist James

Richman recording songs of
the Revolution for
New World Records.

has assembled 78s of Sissle and Blake’s celebrated
black musical Shuffle Along, recorded in the early
Twenties. Lawrence Cohn, formerly of Epic Rec-
ords, compiled “Ragtime in Rural America,” a look
at second-generation ragtime. There is a delicious
1948 performance of The Entertainer by Bunk
Johnson and His Band.

The tenth record is “Bebop,” put together by
jazz historian Michael Brooks and Dan Morgen-
stern, former editor of Down Beat magazine. Con-
iributions come from Charlie Parker, Dizzy Gil-
lespie, Bud Powell, and other giants of the late For-
ties and early Fifties.

We expect to issue the second group of discs
shortly. Future releases will include opera (Virgil
Thomson's The Mother of Us All will be recorded
in August in Sante Fe), folk music, and nineteenth-
century sacred parlor music. Each of the ninety
items to come will illuminate some aspect of this
nation’s musical heritage. We hope consumer ap-
petite will be sufficiently whetted in the process to
permit us to cantinue our search for American
musical treasure.
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states and territories comprising this land contain
a rich, nearly limitless variety of homegrown or
adapted music. Some of it, like Appalachian
string-band music or Deep South blues, has been
well documented and widely circulated. Other
elements, like the Mex-Tex music of the South-
west borders or the wild, abrasive Polish moun-
tain music that survives in Chicago, are nearly un-
known to most Americans. Even though we may
be overburdened with Bicentennial projects and
events this year, it is fitting that the National En-
dowment for the Arts has chosen 1976 to give
matching grants to the Library of Congress for the
production of fifteen long-playing records to cele-
brate the traditional vernacular music of our
country.

That the records are being produced in the li-
brary's Archive of Folksong is particularly appro-
priate. Since 1928 the Archive has been headed by
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The Karo!l Stoch group, photographed in Chicago in 1929.
These immigrants from southeast Poland’s mountains re-
corded fiddle music and songs for both Victor and Columbia.

a distinguished succession of collectors and folk-
lorists. Robert W. Gordon, an avid writer and ex-
perimenter with early portable recording equip-
ment, started it with his own collection of fragile
wax cylinders and aluminum discs. After Gordon
have come John A. Lomax, Alan Lomax, Benjamin
A. Botkin, Duncan Emrich, Rae Korson, Alan Jab-
bour, and now Joseph C. Hickerson. Over the years
they have accumulated a vast treasury of cylinder,
disc, wire, and tape recordings along with books
and journals. [t was evident that some of this mate-
rial should be shared, and in 1941 the library began
to release albums of music and tales. Nearly sev-
enty sets are still available in LP form.

The model for the Bicentennial collection is the
1952 collection released by Folkways Records,
“Anthology of American Folk Music” (FP 251/
253). Harry Smith assembled eighty-four selec-
tions from commercial 78-rpm recordings into
three two-disc sets: ballads, social music (religious
and dance), and lyric songs. It was the first suc-
cessful attempt to give Americans a taste of their
own musical heritage without the aid of profes-
sional interpreters and without tampering by Tin
Pan Alley or by academic composers. The record-
ings Smith chose for inclusion were originally
made between 1926 and 1934, late enough so that
the items were recorded by the electrical process
introduced in 1925, but early enough so that the
music could be heard in a relatively unassimilated
state.

By the early Twenties record companies had
found it profitable to seek out and record the mu-
sic of this country’s various racial and ethnic
groups. Electrical recording made it possible to
capture delicate nuances of stringed instruments
and the singers’ regional accents. In 1925 radio had
only begun its emergence from novelty into a ma-
jorindustry; its melting-pot effects on regional ver-
nacular styles weren't felt until the waning days
of the Depression. These years offered a varied
quantity of good recordings of undiluted folk style

Chester Bachleda/LOC

that served as documents of our musical history.

Smith’s collection was enormously influential,
finding its way into the hands of hundreds of
young city singers and pickers. Such standbys as
the Carter Family, Blind Lemon Jefferson, Missis-
sippi John Hurt, and Uncle Dave Macon were well
represented, and their songs and styles became the
basis for much of the best of the folk revival of the
late Fifties and early Sixties.

The Library of Congress collection is called sim-
ply “Folk Music in America.” Like the Folkways
collection, it contains a number of commercially
recorded examples of music from the Southeast,
which remains the heartland of traditional songs
and styles, but there is much else of interest here.
The peoples of the northern, midwestern, and far
western states possess different songs and styles
equally worthy of documentation. A great fiddler
like Pawlo Humeniuk from the Ukrainian moun-
tains recorded as prolifically in New York as Fid-
dlin’ John Carson did in Atlanta during the
Twenties and Thirties. His music is every bit as ex-
citing and authentic as Carson’s but not nearly so
well known (even though he was a mainstay of Co-
lumbia’s Ukrainian series). And the Mahanoy City
(Pennsylvania) Lithuanian Miners' Orchestra, the
Polish groups of Karol Stoch or Franciszek Dukla,
and the Irish fiddlers Packie Dolan, Michael Cole-
man, and Paddy Killoran are among the many per-
formers who have recorded traditional music of
their countries (and now of ours) with distinction.

One of the important functions of this anthology
is to present some of this music to modern au-
diences for the first time. Field recordings taken
directly from the Archive’s collection will provide
additional examples from diverse sources, includ-
ing songs from the miners of Montana, radio
broadcast and concert material by the Blue Sky
Boys of North Carolina, three-part fiddling by a
Swedish family from Minnesota and Wisconsin, a
ring shout by French-speaking blacks of Loui-
siana, and a disc made in 1890 in the extinct lan-
guage of the Passamaquoddy Indians of Maine.
Certainly not everything can be covered, even
within the generous dimensions of fifteen records,
but the contents direct one toward some fine, un-
justly ignored music to be found within our bor-
ders.

Contrary to myth, the Library of Congress does
not have a copy of every record ever made.
Recordings from other institutional collections
and private sources were among the thousands
auditioned. Original copies, the condition of
which was an important factor in selection, were
remastered on tape in the library’s Recording Lab-
oratory; engineers used styli of sizes and shapes
conforming as closely as possible to the groove
configurations of the older recordings. A sophis-
ticated system of noise filters was used—sparingly
so as to avoid harming the original recorded range
of the music.
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Each disc comes with a booklet containing
background information, bibliographies, discog-
raphies, and pictures. Wherever possible, com-
plete information is supplied with each selection,
including date and place of recording, identi-
fication of performers, original and supplemen-
tary release information, and original master and
take numbers. Texts of all songs are transcribed,
along with translations of those in other languages.

Much of the credit for this project must go to the
many record companies and their representatives
who have given permission to reissue music and to
release recordings never before issued. The com-
panies have also opened up ledgers and card files
for extensive research. Without their cooperation
the dimensions of this anthology would be much
smaller.

The recordings, not available in stores, may be
obtained from the Recorded Sound Section, Music
Division, Library of Congress, Washington, D.C.
20540. They cost $6.50 each, and the complete set
may be ordered in advance for $85. The first two
albums have been released [and are reviewed in

“Lighter Side” in this issue|; subsequent releases
are planned beginning this summer.

LBC 1 Religious Music: Corigregational and
Ceremonial

LBC 2 Songs of Love, Courtship, and Marriage

LBC 3 Dance Music: Breakdowns and Walizes
LBC 4 Dance Music: Reels, Polkas, and More
LBC 5 Dance Music: Ragtime, fazz, and More
LBC 6 Songs of Migration and Immigration
LBC 7 Songs of Complaint and Protest

LBC 8 Songs of Labor and Livelihood

LBC 9 Songs of Death and Tragedy

LBC 10 Songs of War and History

LBC 11 Songs of Humor and Hilarity

LBC 12 Songs of Local History and Events
LBC 13 Songs of Childhood

LBC 14 Solo and Display Music

LBC 15 Religious Music: Solo and Performance
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The Smithsonian

Collection of
American Music

by Martin Williams

Director of the Juzz Program
Division of Perforning Ars
Swithsonian Institution

“Music 1S INVALUABLE,” wrote Thomas Jefferson in
1818. “It furnishes a delightful recreation for the
hours of respite from the cares of the day and lasts
us throughout life.”

What did this violinist and music-lover play and
enjoy? As a Bicentennial project, under the direc-
tion of Albert Fuller [who tells of Jefferson’s abid-
ing lpve of music elsewhere in this issue] and
James Weaver, the Smithsonian Institution has re-
corded “Music from the Age of Jefferson” (Smith-
sonian N 002, $6.50), using the Virginian’s own mu-
sic library at Monticello as one of the sources for
its selection. And the authentic instruments of the
Smithsonian collection were used for the perform-
ance, including the one-keyed flute, an early pi-
anoforte, and a chamber organ. Selections range
from sonatas by Muzio Clementi and Wenceslaus
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Wodizka to a popular air of the day by the English
composer William Linley and a setting of the One-
Hundredth Psalm by Daniel Purcell, Henry's
brother. Orders for and inquiries about this re-
cording, like all of those [ will describe, can be sent
to the Smithsonian Collection, P.O. Box 23345,
Washington, D.C. 20024. [This disc is reviewed by
Irving Lowens in this issue.|

Also proper subjects for celebration are Ameri-
can musical idioms that have gained worldwide
respect and influence. For example, the recent re-
discovery of ragtime has resulted in recognition of
Scott Joplin as an important composer by many
“classical” music critics. In “Classic Rags and Rag-
time Songs” (N 001, $7.50), the Smithsonian de-
cided to draw attention to some lesser-known as-
pects by recording, in their original orchestrations,
the rags of such southwestern composers as Ar-
thur Marshall and James Scott. Marshall’s Kinklets
is a real virtuoso piece, and Scott's Grace and
Beauty is perfectly named. There are some later
orchestrated works by members of the north-
eastern school of ragtime, including James Reese
Europe, Charles “Lucky’” Roberts, and the vener-
able Eubie Blake. Joplin also is represented, not by
his instrumental or keyboard pieces, but by the vo-
cal version of Pine-Apple Rag and by “A Real
Slow Drag” from the final scene of the opera
Treemonisha. Orchestral director for this program
is T.]. Anderson, who did the first orchestrations
for Treemonisha in its 1971 revival. Nathan Carter
directs the chorus and singers.
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~  MIRANDY

( THAT GALO'MINE ) @

This song sheet issued
in 1919 shows

James Reese Europe,
composer and leader
of the Hell Fighters
Band, and Noble
Sissle, siriger and,
later, lyricist in

team with Eubie Blake,
in World War |
uniform. “‘Mirandy’’
was later used in
Sissle and Blake's
Shuffle Along,
produced in 1921,

Licut. JIM EUROPE
Lieut. NOBLE SISSLE
[ 113

Americans probably know less than they should
about the far-reaching effects of their own music.
How many of us realize, for example, that our mu-
sicians have made a major contribution to the de-
velopment of the trumpet, not only in increasing
its range of notes and sounds and timbres, but also
in making it an expressive melodic instrument?
Composers and players of all countries and all mu-
sical categories now use these discoveries.

In all this Louis Armstrong was a pivotal figure.
In one of his most fruitful years, 1928, he and the
still-productive Earl “Fatha” Hines made a series
of recordings that quite literally changed the musi-
cal world. In “Louis Armstrong and Earl Hines/
1928” (R 002, $9.00), we have collected “West End
Blues,” “Muggles,” *“Weather Bird,” “Skip the Gut-
ter,” and twenty-four more of those fruitful colla-
borations, plus four rare Hines piano solos. And to
take Armstrong’s career back a step or two and in-
clude his cornetist-mentor as well, “King Oliver’s
Jazz Band/1923" (R 001, $9.00) contains nineteen
selections by the first great New Orleans jazz en-
semble to record and some tracks featuring Oli-
ver's seminal brass work. (For reviews of these
two albums, see last April's HF.)

The Smithsonian Collection label, which puts
the Institution directly into the production and
mail-order distribution of newly recorded and
reissue albums, is the outgrowth of two previous
activities. First, the Division of Musical Instru-
ments has regularly supplied research and the
means of performance to other labels: for ex-
ample, Nonesuch's well-received Stephen Foster
collection and *“Nineteenth-Century American
Ballroom Music” (H 71313; reviewed in November
1975) and Cambridge Records’' Bach violin and
harpsichord sonatas performed on authentic in-
struments. Second, its own label stems from the
1973 appearance of “The Smithsonian Collection
of Classic Jazz” ($24.50; reviewed in May 1974), a
six-record set that surveyed jazz history in eighty-
four selections from seventeen record companies,
with comprehensive annotation. That set was

Smithsonian

hailed by both critics and the public: “A break-
through for jazz fans,” wrote John S. Wilson in the
Armstrong/Hines/Oliver review cited in the pre-
vious paragraph; “a major accomplishment” and
“an immense contribution,” according to the Mu-
sic Educators Journal.

Our July release is a selection of early jazz, “Pi-
ano Music of Ferdinand ‘Jelly Roll' Morton” (N 003,
$6.50), which includes stomps, blues, tangos, and
even a blues tango. The newly recorded inter-
pretations, with improvisation in the Morton style,
are by James Dapogny of the University of Mich-
igan music department, who also is notating and
editing a complete collection of Morton's piano
music to be published by the Smithsonian Institu-
tion Press.

In the fall, we will issue another tribute to the
American trumpet by reconstructing the early
years of Dizzy Gillespie. It is an intriguing task, for
some developments in his style came during the
1942-44 ban on recordings declared by the Ameri-
can Federation of Musicians, and Gillespie's early
efforts as a composer, soloist, and accompanist
were recorded scatter-shot across almost a dozen
obscure and now-dead labels. Our search for the
current ownership of these recordings has led us
along frequently curious byways. Important big-
band Gillespie recorded under Coleman Hawkins'
name, for example, now belongs to Herbert For-
gash’s Guardian Industries, whose main concern is
international petroleum. And from one especially
fruitful quintet date of January 9, 1945, recorded
for the short-lived Manor label, two titles each be-
long to a major company (Columbia) and a smaller
jazz label (Don Schlitten's Xanadu). Both com-
panies are contributing to our Smithsonian set, as
are several others.

Also in the fall, we will be offering our first Duke
Ellington reissue two-disc set devoted to the cream
of the year 1938 as selected and annotated by Gun-
ther Schuller. More of the recorded works of El-
lington, year by year, will follow.

The Division of Musical Instruments, mean-
while, is at work on a program of Centennial—not
Bicentennial—music: compositions commissioned
for the 1876 celebration. Some of the music seems
quite prohibitive, to be sure, being scored for en-
sembles roughly the size of four augmented brass
bands. But enough is both more modestly con-
ceived and worthy of attention to warrant its re-
covery in this Bicentennial year.

And after that? Possibilities are the authentic
original ragtime recordings made between 1913
and 1919 by James Reese Europe’s orchestra and
never reissued; reconstructions from early record-
ings of some (partially) original-cast albums of
Broadway musicals from the 1930s, 1920s, and
even perhaps the 1910s; and—authentically at
last—the Jelly Roll Morton Library of Congress
recordings. ®
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Record them over and over again.
The life of a Scotch?® brand cassette
is a long one. Even when you record
on it time after time after time.

Because there’s a tough binder
that keepsthe magneticcoatingfrom
wearing off. So even after hundreds
of replays or re-recordings, you get
great sound quality.

We wish you a bong and happy
life. '‘Cause you'll need it to keep up
with your Scotch cassettes.

Play them back without jamming.
The life of a Scotch® brand cassette
is a long one. Even when you play it
time after time after time.

Because there's a Posi-Trak®
backing that helps prevent jamming
and reduces wow and flutter. And
the cassette shell is made with
a plastic that can withstand 150°F.

We wish you a long and happy
life. 'Cause you'll need it to keep up
with your Scotch cassettes.

Scotch Cassettes.
They just might outlive you.
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Fower, features and performarce.
That's what the "ew Sansui 9090
stereo receiver is all about.

Look what it has to offer « A whop-
ping N0 wats of continuous RMS
power per channel driven into 8 ohms
over the 20 o 2,000 Hz range with no
more than 0 2% total harmonic distortion
e Twin power mreters to monitor the
outpit for each channel ¢ Advanced |
PLL IC Multiplex Demodulator for im-
proved channel separation, eliminating
distortion and reducing detuning |
noise ® Twin signal meters for easy, azcu-
rate tuning e 7-position tape play switch
for total creative versatility in dubbing
and monitoring ¢ and many other excit-
ing features « cabinet finished in wclnut
veneer,

All in alf the Sansui 9090 represents
what is probablv the most cdvanced
receiver availakle today. Watt for watt,
featur= for featu-e, dollar for dollar,
ar almost unbelievable value at
under $750.¢ |

Also available is the Sansui 8080 at |
under $650* with 80 watts of continLous
R\S power under the same conditians
with a most all tre same fectures.

Cabinet in simulated walnul grain.

Try. and then buy, one of the new
Sansui receivers at your favorite Sansui
MIC LEVEL SELECTOR franctised dealer today. You will be

FM AUTO glad you did. Far years o come.

OHCNO DOLBY FM
ADAPTOR

) - .
ECK-2 ’ = g *Tre vclue shown is for informational purposes
DECK2 . . only. The actua resale price will be set by the
. indivicual Sansui d2aler gt his option.
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Not everyone can sell you a receiver
that looks as good as this.

The RS4744 is the top stereo Active high- and low-cut filters
receiver in our line. And we think that have a =
it looks good from any angle— sharp12dB/ —
value, performance and specs. octave slope -
Audio magazine said ... we to reduce 1 — ~toa
note that Amplifier Rating noise and 2 == _/ =l <1
most re- Power min RS at80Mms gy, rumble with =1 =y =
ceivers in Total tarmonc disorion oo | minimum 1 L1
this price :::,t:::ower utest Rating effect on music. Tone control action
range offer | vewesensmiyann ., In the tuner section, you'll find
less power oo — features such as a phase-locked
(usually 50 [ “signarnoise ratio 1o0% moa, 6708 loop for long-
or fewer Typical specifications term Stabil'
watts per channel) and don't ity. An IHF
have as many control features as sensitivity of
this top-of-the-line entry from 1.8 uV and a
Sylvania.""* 3.0 nV level ;
But, L | for 50 dB ' -
don't just E “‘HJ““”‘ Tl ! quieting. FM Quieting
take other 5“ 1 1 O 1 And the front panel doesn’t
people’s B 1 11 get by on just its good looks
word for it, | LA T T NP alone. Its functionally designed
check the R pushbutton bank puts a wide
specs out ) ’ il | range of
for you rself. Power from 20 Hz—20 kHz control
Power output of 60 Watts min. capabili-
RMS per channel at 8 ohms from ties right
20 Hz to 20 kHz with no more at your
than 0.25% . A fingertips
total har- for mode Functional design
monic dis- selection, scratch and rumble
tortion. - 2ay filters, three-stage FM muting
Three " Active tone controls and loudness control.
wide-range tone controls that let Listen to the RS 4744 at your
you tailor bass, mid-range and Sylvania dealer’s today. You'll
treble response to your speakers, find its specs sound every bit as
room and ears. good as they look.

SYLVANIA

“Reprinted by permission from Audio, February 1976



by Ilvan Berger

ar
Stereo
Goes the
omponent

Route

CoAXIAL SPEAKERS, biamplification, hefty ampli-
fiers, equalizers, multiplex FM, and Dolby stereo
cassettes are nothing new in home stereo systems.
What is new about them is that now you can have
all that and more in your automobile.

In the car? Why bother? With all the noise, vi-
bration, fluctuating FM reception, and other prob-
lems that rolling sound systems must face, doesn'’t
it all seem ... well, less gilding the lily than trying
to gild a skunk cabbage?

Not really. Take amplifier power, for instance.
The fact that a car is smaller than a listening room
decreases power needs a bit. But the fact thatit's a
lot noisier than the average home increases power
requirements noticeably. Trying to cut through
that noise, especially if the window's open and
there's traffic around, a car radio (typically 0 to 5
dBW*—1 to 3 watts—per channel) or stereo tape
player (5 to 7 dBW—-3 to 5 watts) can’t help but
mush into distortion at least some of the time.

That's where the add-on amplifier comes in. At
least ten manufacturers have announced units that
raise your car system’s power to 9 dBW (8 watts)
per channel—or to as much as 15 dBW (30 watts)
per channel. Ampersand offers 9-, 12-, and 15-dBW
models, and three more companies offer speakers
with built-in amplifiers of about 12 dBW (15 watts)
each. For $475, you can get ADS’s 2001 system,
consisting of biamplified, acoustic-suspension
speaker systems, with 17.8 dBW (60 watts) avail-

*The dBW is a unit of power output expressed in dB and referenced to one watt. For
an explanation of its use and its advantages over watts, see the note in this month's
test reports section or the June issue.
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able for each woofer and 13 dBW (20 watts) per
tweeter. I've heard this one, and it's clean enough
to sound impressive (not just respectable) in a
large room. It's often considered the speaker/amp
system for automotive audiophiles.

Any of these amplifiers should help reduce dis-
tortion at high volume levels. But that reduction
may be limited. For one thing, many of the ampli-
fiers themselves distort more than we're used to in
home equipment. Few manufacturers of amps for
auto use even list distortion figures, but the ones
who do won't leave you optimistic about the oth-
ers. Ampersand, which publishes fairly complete
amplifier specifications, quotes distortion figures
between 3 and 5%; Kraco quotes 10%. ADS does
quote distortion from the amplifiers of its new
2002 system (more about this later) at a phenom-
enally low 0.1%.

In most installations, the signal delivered to the
amplifiers comes from the speaker outputs of the
radio or tape deck and so comes with whatever
noise and distortion are generated there. True, the
amplifiers can give you full volume well below the
signal levels that drive the radio or tape deck into
high distortion, but whatever distortion there is
will be amplified (and distorted) further before it
reaches your ears.

Some of Craig's latest stereos take this into ac-
count. Plug in its Pawer Booster, with 11.8 dBW (12
watts) per channel, and it bypasses the tape unit’s
original output section, turning it from a tape
player into an amplifier-less tape deck. High-qual-
ity tape portables such as those made by Naka-
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michi, Uher, |VC, and Sony already have pream-
plifier-level outputs that can drive an amp cleanly.
But, as with most home decks, these outputs usu-
ally aren’t controlled by a volume knob. and few,
if any, of the car amplifiers have volume controls
of their own.

One exception is the AudioMobile SA-500,
which accepts preamp-level inputs, has volunie
control plus separate bass and treble controls that
offer both boost and cut, and delivers something
close to 13 dBW (20 watts) per channel at a THD
rating of 0.3%. In other words, it really is a compo-
nent-style stereo system (amp, preamp, and un-
mounted drivers) for the car.

[t's unfortunate the market does not offer more
such units, especially when you consider the Uher
Models 134 (HF test reports, January 1975) and 210.
Both are exceptionally compact, have auto-re-
verse playback, and place all controls and their
cassette loading slots on the front panel—ideal at-
tributes for the car. Uher does, however, plan a
slide-out bracket for both models, with an ampli-
fier of its own built in.

In Europe, where car radios frequently come
with DIN plugs for connection to a tape deck, the
Uhers can easily be connected to play through or
record from the radio. And Sanyo has an amplifier
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For $388, AudioMobile offers its SA-500 system: a power amp,
a preamp, two 4-inch tweeters, and two 6'2-inch woofers.
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Uher's CR-210 portable stereo cassette deck costs $605.95
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-
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designed for use with its portables as well as a car
radio and eight-track player with similar inputs.
Your only problem might be locating a source of
mix-and-match pin-style connectors.

If getting a clean tape signal into a car amplifier
is a problem, what about clean FM? There is one
tuner available for car use, the Heathkit CR-1000A,
complete with volume, tone, and balance controls
but without such useful in-car tuning aids as pre-
set station-selector buttons. And some car radios,
especially those built from functional modules,
could probably be adapted for use as tuners, too.
(It would be ironically appropriate if Panasonic’s
CQ-1851 FM/eight-track combination could be so
adapted—it actually looks like a component tuner.)

Volume controls aren’t the only lack. Few tone
controls in car units can match those in home
sound systems, but here and there are glimmerings
of progress. Most car-tape and radio units have a
single tone control—usually the treble-cut type
that gives you more apparent bass by reducing the
treble and the response of which, at full treble set-
ting, is just about flat. But the Ampersand Control
Console 4000, designed for its 15-dBW (30-watt)
per channel car amplifier, has separate, active bass
and treble control, plus a midrange control, a tape-
hiss filter switch, and a headphone jack, as well as
the amplifier's power switch. And Clarion has an-
nounced a five-band graphic equalizer combined
with an amplifier (rated at just 6 watts—7.8 dBW—
per channel, alas).

With cars as noisy as they are, Ampersand’s hiss
filter might seem superfluous, but it's not. Even ig-
noring the pleasures of listening to music in a
parked car, most road and wind noises are too low
in frequency to mask the annoying high fre-
quencies of tape hiss. Dolby would seem to be a
natural (if expensive) answer for cassette systems,
as so many recorded cassettes nowadays are
Dolby-encoded. But Craig and Pioneer seem to be
the only full-line car-stereo makers that offer
Dolby, and only in their respective top models.

HiGH FIDELITY MAGAZINE



Heath's CR-1000A FM tuner kit for the car costs $69.95.

One possibility might be car tape systems with a
switch to cut the highs slightly when listening to
Dolby-encoded tapes, but the limited high-end re-
sponse of most car stereo systems and the almost-
ubiquitous high-cut “tone” control even in inex-
pensive units may render that unnecessary.
Steps are being taken to extend the high-fre-
quency response of speakers, however. At least
eleven manufacturers (including such familiar
component-speaker names as Jensen, Utah, RSL,
and Cerwin-Vega) have announced coaxial speak-
ers with built-in tweeters, a few others make sepa-
rate add-on tweeters, and still others make speaker
enclosures encasing separate woofers and tweet-
ers. Even this isn’'t enough to conquer all of a car’s
treble-response problems. Because speakers have
to be mounted where they'll fit instead of where
they'll sound best, many a car system'’s highs pour
directly into the absorbent sides of the front seat,
or lap around the listener’s ankles, rather than
aiming at his ear. A two-way system with a slightly

The Craig 3507 floor-mounting cassette player, which has
automatic reverse and Dolby noise reduction, costs $239.95.

Jury 1976

Panasonic's CQ-1851 eight-track/FM combination costs $150.

“hot” tweeter and a tweeter level control might
help, but there don't seem to be any.

Low-frequency response is a problem, too. The
small cavities inside the car doors, dashboards,
and other panels that serve as car speaker “enclo-
sures” frequently raise bass resonances (none too
low to start with in small speakers) well into the
midrange, where they add an annoying, thumpy
quality to the sound. (Clarion’s equalizer might
help that.) Rear-deck speakers, using the trunk as
an enclosure (and, | suppose, speakers in the front
“firewall” of rear-engine cars), can develop lots of
deep and easy bass—but high-frequency response
suffers a bit when the speakers aim upward (less
when they aim up at reflective glass than at a soft,
absorbent headlining), and sound coming from be-
hind the listener is a bit unnatural. One solution if
you're custom-installing is to combine door- or
dash-mounted midrange-tweeter or tweeter-only
sysfems with woofers in the rear deck, as does the
AudioMobile SA-500.
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© SLAUPUNKTY

Blaupunkt's $1,200 Berlin system includes a control box
(shown here), a cassette deck, and a separate receiving unit.
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The ADS-2002 stereo amp/speaker system and the Nakamichi Model 250
stereo cassette player are designed to operate together; total cost: about $700.

All of the trends I've been describing, as well as
the features I've expressed a hope for, are strongly
reminiscent of the component systems sold for
home use. But there is another trend: to “anti-
components,” combining as many audio functions
as possible in one unit small enough to fit into the
car's dash. Already common are radio/tape com-
binations, and J.I.L. has radio/tape/Citizens Band
combinations in both eighl-track and cassette ver-
sions. Other companies are following suit, and the
present CB boom should spawn a wide variety of
entertainment/communications hybrids.

For all that component techniques are adding to
sound in the car, this anticomponent approach is
likely to predominate for several reasons. Combin-
ing units saves a little money, and that’s a factor in
what most people consider their secondary sound
system (even if they spend more time listening to it
than to their home systems). [t saves space as well,
and, in the cramped confines of the modern car,
that can be vital. And a single unit, mounted in the
dash, is far less vulnerable to theft than a clutter of
bolted-on underdash units.

All-in-one construction takes its toll, though, in
features that get crowded out. Blaupunkt has a so-
lution to that problem. Its $1,200 Berlin system is
divided into three separate. but not independent,
units. In the dash goes a cassette deck that not only
plays tapes, but can record them from the radio or
a microphone. The radio control is a separate box
on the end of a gooseneck cable, which can be
mounted within reach of the driver, in the back
seat, or between two front (bucket) seats where
passengers in either front or back can reach it. Bars
and buttons on this control head raise and lower
volume, adjust tone and balance, turn the set on

and off, and either choose one of six preselected
stations or scan the dial for others.

But the third piece is the key to the Blaupunkt
system: A featureless box, it contains all the actual
radio-reception and amplifying circuitry, ready to
mount wherever it will be least in the way and
least accessible to thieves. Thus flexibility is in-
sured and risk is minimized.

Most recent is the system introduced jointly by
Nakamichi and ADS. Nakamichi's contribution is
its $275 Model 250 stereo cassette player. Its DC
servo motor system derives power from 12-volt car
and boat batteries, or from an optional $30 AC
adapter for home use, and is switched automati-
cally by the transport controls for minimum cur-
rent drain. The deck has a high-performance play-
back-only head, 120/70-microsecond (ferric/
chrome) equalization switching, and Dolby. Its
built-in preamp is equipped with volume, balance,
and tone controls.

It is supplied with interconnects to match those
for the ADS 2002 stereo amp/speaker system, at
$395 a modified version of the aforementioned
2001. Biamplification with 7 dBW (5 watts) for
the tweeter and 14 dBW (25 watts) for the woofer—
via a pair of strapped amplifiers—is built into the
speaker and derives its power, via the Nakamichi's
switching, through the interconnect. All of the
units are bracket-mounted with easily discon-
nected fastenings that simplify stowing everything
in the trunk to thwart thieves or moving indoors
for use as a component system.

All of which demonstrates that, at least at the
top, the automotive market does appear to be go-
ing to components, though it may avidly eschew
the concept in garden-variety gear.
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The Dual 124
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Ttwill give you

more reasons than ever
toownaDua

Tonearm of Dual 1249 pivots in *our-point
gyroscop-c gimbal, suspended =vithin a rigid frama.
Boch gimbal Is hand-assemblee, 3nd special gougas
cssure that each will conforrn to Ducl’s stringent.
specificafions.

oducts, 120 So. Columbus Ave.. Mt. Vernon, N.Y. 10553

For several years, independent surveys of
component owners—audio experts, hifi editors,
record reviewers, readers of the music/equipment
magazines—have shown that more of them own Duals
than any other turnfable. This is quite a testimonial to
Dual’s quality performance, reliability and fully
automatic convenience.

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

The low-mass tubular tonearm pivots in a true
four-point gyroscapic gimbal suspended within a rigid
frame. All tonearm settings are easily made to the
exacting requirements of the finest cartridges. The
tonearm is vernier-cdjustable for precise balance;
tracking pressure is calibrated in tenths of a gram:
anti-skating is separately calibrated for conical,
elliptical and CD-4 s-yli.

Tracking is flanless at pressures as low as a
quarter of a gram. In single-play, the tonearm parallels
the record to provide perfect vertical tracking.

In multi-play, the PMcde Selector lifts the entire
tonearm to parallel the center of the stack.

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

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

Of course, if vou already own a current Dual, you
won't really need a new turntable for several years.
However, we would understand if you now feel you
must have nothing less than the new 1249. Less than
$280, less base.

Still, we should advise you of two other models in
our full-size, belt-crive series. The 601, single-play,
fully automatic, less than $250. (CS601, with base and
cover, less than $270.) The 510, single-play, semi-
automatic, less than $200.
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Exc usive U.S. Distribution Agency for Dual



Phase Linear starts where
state-of-the-art leaves off.

We build products with state-of-the-art specifications. But we don't stop there. Specifications are
important to us, but equally vital is the achievement of obviously audible improvements in the
reproduction of music with every separate component we make. This is the driving force behind
Phase Linear, the single-minded philosophy that has produced so many innovative features,
advanced circuitry and ultimately, products with more dynamic range and bigger, more lifelike sound
than any comparably priced components available on the market today. Our Research Department,
headed by Robert Carver, is staffed by imaginative design engineers deeply concerned with the
entire spectrum of musical reproduction. Many more new products are in the wings;
in the meantime, we invite you to review the present Phase Linear line and read what the critics have
said. Then ask your dealer for a demonstration, and draw your own conclusions.

The Phase Linear 700B
Stereo Amplifier

Has established performance and power
standards unequalled by any other
amplifier on the market... regardless of
price.

“the lowest distortion, in spite of it's
enormous power capability was on the
Phase Linear 700.." Hirsch-Houck Labs
in STEREO REVIEW.

“"Hum and noise figures were also well
below anything we have encountered
before!" C. G. McProud in AUDIO.

“...interms of sheer power it is the most
impressive we have tested’ HIGH
FIDELITY.

The Phase Linear 400 Stereo Amplifier

Hailed internationally as the undisputed
‘best buy” among all the “super amps”
available today.

"“We were utterly flabbergasted when we
discovered the amplifier, which sounded
dramatically cleaner and more revealing,
turned out to be, when we removed our
blindfold status, the Phase 400... No
other amplifier. . .ever even tied the
Phase 400 for naturalness, clarity, and
lack of distortion!” SOUND ADVICE,
225 Kearny St., San Francisco.

"...a superb amplifier, furnishing the es-
sential qualities of the Model 700 at a
much lower price! Hirsch-Houck Labs
in STEREO REVIEW.

‘Harmonic distortion proved to be almost
unmeasurableonthis amplifier” STEREO
& HI-FI TIMES.

The Phase Linear 200 Stereo Amplifier

The newest addition to our amplifier line
incorporates all we have learned to date

about power amplifier design. The 200
has not been reviewed, but with its
advanced LED metering system, sophis-
ticated protection circuits and excellent
performance specifications, we are
optimistic!

The Phase Linear 4000 Stereo
Preamplifier

The model 4000 illustrates our phi-
losophy of delivering far more than
state-of-the-art specifications. It offers
revolutionary features that make music
sound better by providing greater
dynamic range and a quiet background

.. @ combination of noise reduction and
dynamic-range-expansion circuits whose
sophistication far surpasses anything
previously available on the audio con-
sumer level. .. even without the as-
sistance of its special noise reducing
systems, it would rank as one of the
quietest units we have ever encountered

makes any program played through
it sound better than through any other
preamplifier we have ever used...a most
impressive technical achievement!
Hirsch-Houck Labsin STEREQ REVIEW.

The Phase Linear 2000 Stereo
Preamplifier

Beyond efficient handling characteristics
and excellent specifications, the 2000 is
capable of reproducing more of the
music on your recordings. Its ability to
reproduce ambient signals is a function
found on no other preamplifier.

"Super in the listening as it is smooth in
the handling . . . The extra flexibility in the
tone controls delivers worthwhile
options. We find the ambience recovery
feature a decided plus’’ HIGH FIDELITY.

The Phase Linear 1000

A noise reduction and dynamic-range-
expansion system designed to eliminate
noise from all sources (records, tapes,
FM, etc.) and restore the music we hear
at home to its original dynamic range.

“...for any already top-quality music
system, we doubt a $350 expenditure in
any other component could match the
audible improvement made possible by
the Phase Linear 1000 Hirsch-Houck
Labs in STEREO REVIEW.

“In theory, the circuit (AutoCorrelator)
can make the distinction and reduce the
level of the noise component while repro-
ducing the signal component unaltered.
In practice, its ability to do so is far from
absolute, yet audibly greater {to my ears)
from that of any other noise-remover on
the market”” Robert Long, in HIGH
FIDELITY.

To be released soon—
The Phase Linear 5000 FM Tuner

Loaded with innovations, the 5000 will
feature circuitry capable of increasing
the dynamic range of broadcast signals
up to 9 dB! It will do more than just
reproduce a mediocre broadcast per-
fectly; it will make FM signals sound
virtuallyas good as recorded signals. This
feature alone makes the Phase Linear
5000 FM Tuner worth waiting for!

Phase Linear Corporation, 20121 48th
Avenue West, Lynnwood, Washington,
98036. Manufactured in the U.S A.
Distributed in Canada by H. Roy
Gray, Ltd.
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SAME QUALITY AS LEADING TAPES-UP TO 50% LESS.

Superscope Recording Tape in cassette and
8-track formats is up to 50% lower in price than lead-
ing recording tapes. But there's nothing cut-rate about
its performance. Superscope Recording Tape gives
you the same low distortion, low tape hiss, smooth
frequency response, wide dynamic range and deluxe
packaging as expensive tapes. R

Here's another bonus: Superscope Cassette
Recording Tape gives you two extra minutes for
those few extra bars you might miss with ordinary

cassefte tapes. 62, 92 and 122 minute lengths are
available in both HF (high fidelity) and SHF (super
high fidelity) series. And Superscope 8-Track Record-
ing Tape in 45 and 90 minute lengths has an exclu-
sive, patented, internal cartridge mechanism that
assures constant tape-to-head contact,

Look for "The ‘Great American Bargain” at your
nearest Superscope dealer.
Superscope Recording Tape, SUPERSGOPE.
we want you. Listen fo us.
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The Gregg Smith Singers performing in the Renwick Gallery of the Smithsonian Institution.

“America Sings” and Plays:
From the Age of Jefferson—and Since

The Gregg Smith Singers’ ambitious Vox series and the
Smithsonian’s lavishly packaged disc are fine documents.

by Irving Lowens

WE TEND TO FORGET that ours was essentially a vocal-
choral musical culture, at least until the midpoint of
the nineteenth century. Yes, of course, there were
musical instruments on this side of the Atlantic (as
“Music from the Age of Jefferson” and Albert Fuller's
and my articles in this issue make clear), and their
presence can be documented 'way back toward the
early seventeenth century. But song was the center of
our musical life.

The Pilgrims and Puritans, as well as the Hugue-
nots who preceded them, sang psalms—and probably
folksongs. Voices took up no room in the holds of the
tiny ships that carried the men and women of Europe
to the New World. It was the need for choral song
that inspired the development of the American sing-
ing school, a social institution that dominated the
eighteenth century in New England. It was instru-
mentally accompanied song that led to the estab-
lishment, in the wilderness of Pennsylvania and
North Carolina, of collegia musica, of a vocal-choral
culture that sprang from Central European and not
British roots. And it was the genteel song such as

JuLy 1976

might have been composed by Francis Hopkinson,
signer of the Declaration of Independence, that
echoed in the drawing rooms of the American aris-
tocracy and that became intertwined with the his-
tory of the theater in this country.

It is significant that the first orchestral score to ap-
pear in the U.S., The Death Song of an Indian Chief,
“set to musick by Mr. Hans Gram, of Boston,” was
not published until March 1791, and even that was a
song arranged for strings, two clarinets, and two E-
flat horns with words “by Philenia, a lady of Boston.’
It is perhaps even more significant that not a single
set of orchestral parts is known to have been pub-
lished on this side of the ocean before the nineteenth
century was well under way.

The “America Sings” series, an ambitious attempt
by the Gregg Smith Singers to give us a reasonably
complete overview of our vocal-choral music, is of
particular interest to Americanists and of potential
importance to everyone interested in music. We
know so little about our own heritage that nearly all
of the dozens of selections in these first two volumes

Wwalter Gould
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This one-keyed boxwood flute from the Smithsonian collec-
tion is heard on “'"Music from the Age of Jefferson.” Made
by Heinrich Grenser of Dresden, the instrument Is typical
of the “traverso' late eighteenth-century composers
knew. The extra upper tuning joints, such as the six shown,
were necessitated by the lack of standard pitch in that era.

will come as a surprise to most listeners.

The ultimate structure of “America Sings” remains
a bit unclear. Vol. 1 covers 1620-1800, and Vol. 2,
1850-1900. leaving a gap of fifty years between 1800
and 1850 still to be accounted for, presumably with
Vol. 3. The five sets to follow the third volume are an-
nounced as: “The Transition Years (Late Nineteenth
and Early Twentieth Centuries),” “Between Two
Wars (1920-1950).” “The Contemporary World (The
Traditionalists),” “The Contemporary World (The
Avant-Garde).” and "American Chamber Opera.”
Undoubtedly there will be changes in this arrange-
ment—the description of the series as il appears in
Vol. 1 differs considerably from that in Vol. 2, which
was released first.

| should say before proceeding further that the
Gregg Smith Singers do a first-rate job, from a strictly
musical point of view (and get an admirable assist
from the New York Vocal Arts Ensemble in Vol. 2).
The choral sound is invariably lovely to hear, the
soloists are excellently chosen. and the approach to
this body of literature is always respectful and digni-
fied. On the first two sides in Vol. 1 an attempt is
made to illustrate the variely and beauty of the mu-
sic from the Ainsworth Psalter, the Bay Psulm Book,
and such early classics as John Tufts's Introduction
to the Singing of Psalm Tunes. Thomas Walter's
Grounds and Rules of Musick Explained, and James
Lyon's Urania, and this attempt is. for the most part,
highly successful.

Nevertheless, there are some signs of musi-
cological uncertainty and some misunderstanding of
the music’s social role in this country during the
years hefore the Revolution. In an aural history of
this scope, this kind of misconception can do consid-
erable damage. A basic error is an artificial separa-
tion of our vocal-choral music into sacred and secu-
lar parts—in fact, things did not work that way at all.
Beginning with Tufts and Walter in 1721, American
music was primarily educational in function, even
though religious texts were used. The music was the
product of the singing school, not the church. While
some of the most popular tunes in the singing school
repertory did find their way into congregational
song, most of them didn't and many of them (such as
Daniel Belknap's lovely set of choruses on the sea-
sonsandtheanthemsby Read, Billings, and Lyon) used
secular texts that would have been totally out of
place in a church setting. Indeed. unless one under-

stands the nature of the early American singing
school, it is difficult to account for the choice of so
many texts based on portions of the "Song of Songs,”
many of them with distinctly erotic overlones, or the
choice of individual interior stanzas borrowed in
large part from Isaac Watts because of their secular
implications. Thus, the distinction between “sacred"”
and “'secular” music of the Revolutionary period il-
lustrated on Sides 3 and 5 of Vol. 1 turns out to be
largely specious.

Perhaps of greater consequence is the fact that the
normal choral halance of the early period is largely
disregarded. Our ancestors preferred a bass-heavy
chorus, and the main melodic line was in the tenor
rather than the soprano. These facts of life are fre-
quently disregarded in the interests of tonal beauty a
la 1976, and I'm not at all sure that is the proper way
to approach this music. At any rate, the liner notes
should make it clear that this approach is being used
despite the historical record and not because of it.
Another questionable practice (although the result
sounds good) was the decision to turn two-part set-
tings from Playford’s Brief Introduction to the Skill
of Musick, utilized in the 1698 edition of the Bay
Psalm Book, into four-part settings hecause “four-
part singing was common in England and likely prac-
ticed in the Colonies—especially in informal wor-
ship.”

Surprisingly enough, perhaps the loveliest section
of Vol. 1 is the one that illustrates the music of the
American Moravians with anthems and instrumen-
tally accompanied songs—this was genuine sacred
music—in works by Dencke, Herbst, |. F. Peter, Antes,
and S. Peter. Here the exquisite voice of soprano
Rosalind Rees works real magic. Just as surprising is
the peculiar lack of character exhibited in the eight
songs by Hopkinson. Published in 1788 and dedi-
cated to George Washington, they are among the
monuments of our history, but musically they turn
out to be pretty much a bore.

Even with these flaws, and the occasional histori-
cal misunderstandings and out-and-out errors in the

This Broadwood grand piano (1794) was restored and
used for accompaniment in the Smithsonian recording.
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liner notes, "The Founding Years” is an important re-
lease. And it is an excellent launching pad for Vox's
series.

Vol. 2 opens with Civil War songs, among them a
gem—Walter Kittredge's “Tenting on the Old Camp
Ground”—in a rather tawdry setting of tinsel, with
such items as Root’s “Battle Cry of Freedom™ and
Work's ‘““Marching Through Georgia” glitlering
brightly. But the set focuses largely on the songs of
Stephen Foster and Charles Ives as the twin suns
around which the “great sentimental age” revolves.
As might be expected, the best is Side 2, on which the
New York Vocal Arts Ensemble conclusively demon-
strates that Foster was truly a genius. As the program
notes slate, “The earmark of Foster's ballads, aside
from his remarkable melodic gift which has few
equals, is the simple but completely artful handling
of his musical forces. The voicing for ensemble is
near perfect and, though extremely simple in style,
the piano never fails to reinforce the voice or voices.”
In sheer loveliness, this section challenges the mag-
nificent Foster recording released in 1972 by None-
such that featured Jan DeGaetani.

From this point on, Vol. 2 has few memorable mo-
ments, and I urge listeners to take it in small doses.
Side 3 has the Gregg Smith Singers in campaign and
comedy songs; Side 4, devoted to love songs after
Foster and comic love songs, achieves its high point
with four early Ives songs (“Karen,” “An Old Flame,”
“Marie,” and “Night Song"); Side 5 contains “‘good
times and dances”; Side 6 gets the listener into nos-
talgia, and ends well with fine groups by—Foster and
Ives. “The Great Sentimental Age” was originally
performed as a concert in the Renwick Gallery (a
beautiful reconstruction of the original Corcoran
Museum) of the Smithsonian Institution, utilizing
the gallery's reconstructed 1873 Steinway grand. |
was there, and can testify to the fact that it made for
an unbearably long and tedious evening. But you
don’t have to listen to all six sides one after the other.
and the album does constitute an essential piece of
the jigsaw puzzle thal is the American vocal-choral
tradition.

The title chosen for “Music from the Age of Jeffer-
son’ is quite precise. This is not necessarily music
that was owned, performed, or even heard by |efter-
son, although most of the compositions selected for
inclusion by James Weaver (associate curator of the
Smithsonian’s Division of Musical Instruments) and
Albert Fuller were found in the collections housed
originally at Monticello but now, for the most part, at
the University of Virginia.

How much of this music was actually in Jefterson’s
catalogue of his library, handwritten in 1783, when
he was grieving the premature death of his music-
loving wife? Very little. Daniel Purcell’s psalms for
organ, Thomas Arne's Artaxerxes, and “Wodizka's
solos” are mentioned. But one should be wary of con-
cluding that this music was Jefferson’s own personal,
individual choice. The charming Schobert Sinfonia
in E flat, for example, with which the set begins, is
found in a bound volume that probably belonged to
his eldest daughter, Patsy, who went to live with her
father in Paris in 1784 at the age of twelve; it was un-
doubtedly chosen for her by her music master at the
Abbaye Royale de Panthémont, Claude-Bénigne Bal-
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Another instrument heard on the “Jefferson’ disc is this
chamber organ, made by John Snetzler of London in 1761

bastre. The same can be said of the Clementi G major
Sonata and the French airs by M. Martini (?) and Nic-
cold Piccinni. Songs by Arne and James Hook also
come from a portion of the Monticello collection.

The J. C. Bach A major Sonata for harpsichord
four hands, musically the most interesting piece in
the set, had no connection at all with Jefferson, but
came from the Nelly Custis collection at Woodlawn.
The connection between Jefferson and the songs by
Linley and Light is very tenuous indeed, even though
the former President did buy an expensive guitar for
his granddaughter Virginia in 1816 and two of his
other granddaughters were known to have played
the instrument from time to time.

Except for the Schobert sinfonia and the Bach so-
nata. what is presented is pleasant rather than in-
spired, and this despite excellent performances by
musicians well knawn for their faithful inter-
pretations of early music and despite the utilization
of period instruments from the Smithsonian. I can
find fault only with Carole Bogard's French diction,
which leaves something to be desired.

The disc is lavishly packaged and illustrated and
comes with excellent liner notes by John Fesperman,
curator of the Division of Musical Instruments. (But |
was somewhat puzzled by the long section. based on
Shirley Wynne's research, about “music and dance
at Monticello” since no dance music is found here.)
Charles Fisher's engineering, using the DBX noise-re-
duction system, is first-rate. The recording was taped
at the Smithsonian.

For anybody who wants an accurate idea of the
sort of music Jefferson’s age produced rather than a

Photos. Smithsonian
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survey of the mountain peaks of the literature, this is
a very valuable recording. But don’t labor under the
misapprehension that Thomas |efferson himself was
in the audience for it all.

AMERICA SINGS: Vol. 1, The Founding Years (1620-1800).
Gregg Smith Singers, Gregg Smith, cond. Vox SVBX 5305,
$10.98 (three discs, manual sequence).

Psalms (sixteen from the Ainsworth Psaiter, five from the Bay Psaim Book, ninth
edition, 1968). Standish; Isle of Wight; Psaim 100 Tune New (from Tutts's intro-
duction to the Singing of Psalm Tunes). Southwell New, Windsor; Litchfield;
Psalm 148 (from Walter's Grounds and Rules of Musick Explained). Cambridge
(from Ainsworth Psalter and Bay Psalm Book). Southwell (from Walter and
Lyon’'s Urania). The Lord Descended from Above; Psalm 19 (from Lyon). BitL-
WGs: Thus Saith the High, the Lofty One; As the Hart Panteth; Consonance.

SwaN: China. MoRraGan: Despair and Amanda; Montgomery. BRowNsSoN: Salis-
bury. ReAp: Russia; Down Steers the Bass. INGALLS: Northfield. STEPHENSON:
Behold | Bring You Glad Tidings. SeLBv: O Be Joytul in the Lord; Ode for the
New Year. Dencxe: O, Be Glad, Ye Daughters of His People. HERBST: God Was
inJesus. J. F. PeTeR: | Will Make an Everlasting Covenant; | Will Freely Sacrifice
to Thee. ANTES: How Beautitul Upon the Mountains. S. PErer: O, There's a Sight
That Rends My Heart; Look Ye, How My Servants Shall Be Feasting. Law:
Bunker Hill. Hopxinson: A Toast; My Days Have Been So Wondrous Free; Eight
Songs. VAN HaGew: Funeral Dirge on the Death of General Washington.
BeLkNAP: The Seasons. KeLLy: The Mischievous Bee; Last Week | Took a Wife.
Lyon: Friendship. ANon.: A Cook, My Good Masters; Washington's March.

AMERICA SINGS: Vol. 2, The Great Sentimental Age
(1850-1900). Gregg Smith Singers, Gregg Smith, cond.
Stephen Crout, piano. The New York Vocal Arts Ensemble,
Raymond Beegle, piano and dir. Vox SVBX 5304, $10.9¢
(three discs, manual sequence).

Brown: The Stars and Stripes. FosTeR: We Are Coming. Father Abraham,

Joplin’s Treemonisha: A Patchwork

Betty Allen, Carmen
Balthrop, Cora Johnson,
and Willard White

in Treemonisha

Walter A Frerck/DG

DG’s recording offers the Broadway cast, lots of zest,
and proof that the ragtime numbers carry the show.

by Shirley Fleming

As THE worLD must know by now. Scott Joplin made
a gigantic effort shortly after the turn of the century
to surmount his undisputed reputation as the “King
of Ragtime' and rise into the ranks of operatic com-
posers (not only an arduous musical journey, but an
arduous social one, entailing the move from a bhlack
world into a white one). His first opera score. A Guest
of Honor, is lost. His second, Treemonisha, never got
off the ground in his lifetime and would be moribund
today but for the resurrection accomplished by
American music scholar Vera Brodsky Lawrence,
whose collected edition of Joplin's music was pub-
lished by the New York Public Library in 1971. A
year later, Treemonisha was mounted in a semi-

professional production in Atlanta (the show then
traveled to Wolf Trap), and in 1975 it received a lav-
ish presentation by the Houston Opera Company in
the outdoor theater in Houston's Hermann Park.
That production moved on to the Kennedy Center
and thence to Broadway.

This album is also a lavish production, including
the text and color photographs of the show. And
there is a series of essays, all written in a tone of mis-
sionary fervor, by Gunther Schuller, who orches-
trated the work for the latter production; Frank Cor-
saro, who directed; Franco Colavecchia, who
designed the sets; and Louis Johnson, who did the
choreography. Vera Lawrence writes an apprecia-
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300,000 More; Willie Has Gone to the War; Jenny June; Wilt Thou Be True;
Beautiful Dreamer; Katy Bell; Willie We Have Missed You; Jeanle with the Light
Brown Hair; Little Ella; Ellen Bayne; The Merry, Merry Month of May; Come
Where My Love Lies Dreaming; Somebody's Coming to See Me Tonight; The
Great Baby Show; The White House Chair; Little Mac! Llttle Mac! You're the
Very Man; Mr. and Mrs. Brown; If You've Only Got a Moustache; Wiit Thou Be
Gone Love; Village Bells Polka; Holiday Schottisch; Soiree Polka; Camptown
Races; Merry Little Birds Are We; Whlle the Bow!| Goes Round; Some Folks;
There Are Plenty of Fish In the Sea; The Voices That Are Gone; Old Memories;
Gentle Annie; Eulalie; Old Dog Tray; My Old Kentucky Home. BuckLEY: We'll
Fight for Uncle Abe. RooT: The Battle Cry of Freedom. KITTREDGE: Tenting on
the Oid Camp Ground. Woax: Marching Through Georgia. CaTun: Comrades
Lay Me Gently Down. Baker: Coming Home from the Old Campground. Ives:
They Are There; A Son of a Gambolier; Karen; An Old Flame; Marie; Night Song;
Romanzo di Central Park; In the Aliey; Clrcus Band; Waltz, Canon; Down East;
Memorles; Old Home Day. ANON.: Few Days. ALLEN: The Final Sweepout; Too
Late tor Love. Hays: Put the Right Man at the Wheel; |'ll Remember You in My
Prayers; Beautiful Child; She's the Sweetest of Them All; | Took Her to the Ball;
Alone and at Home. ALLEmAN: On the Town. HuTcHinson: The Horticultural
Wite. BROCKkwAY: Jockey Hat and Feather. Abams: Cupid, Sweet Cupid. WINNER:

Listen to the Mocking Blrd. MuELLEF: Lily Bell. Hansy: Nelly Gray.

MusIC FROM THE AGE OF JEFFERSON. Carole Bogard, soprano;
John Solum, flute; Sonya Monosoff, violin; Robert Sheidon and
Thomas Murray, horns; Howard Bass, English guitar; Albert
Fuller, harpsichord and pianoforte; James Weaver, harpsi-
chord, pianoforte, and organ. [Janet B. Stratton, prod.] SMITH-
SONIAN COLLECTION M 002, $6.50; Tape: #® N 002, $5.50.
(Smithsonian Collection, Box 5734, Terre Haute, ind. 47802).
ScwHoseRT: Sintonia In E flat (harpsichord, violln, two horns, cello). LINLEY: Air
from Othello (voice and pianc). MarTiNi (?): Plaire a celui que j'alme (voice and
piano). D. PuRceLL: Psalm 100 (organ and volce). CLEMENTI: Sonata in G (tiute
and piano). Wooizxa: Sonata (vlolin and basso continuo). T. ARNE:
Artaxerxes; Water Parted trom the Sea (voice and piano). Piccini: Air de Di-
don. Ah! que je tus bien inspirée (voice and plano). LiGHT: Guardian Angels
(volce and English guitar), Hook: The Caledonian Laddy (voice and piano). J. C.
BacH: Sonata in A (harpsichord four hands).

tion of Joplin, and critic Robert jones writes an ap-
preciation of Vera Lawrence.

It is a heavy course of indoctrination, and one
wonders whether the work itself can hear the weight
of so much adoration. The answer, it seems to me. is:
not entirely. But there is still a good deal of touching
entertainment to he had from Treemonisha. even
though the three big hit numbers (“We're Goin
Around,” “Aunt Dinah Has Blowed de Horn.” and
“A Real Slow Drag") don’t—can’t—communicate all
the hot, sensuous exuberance that surged across the
footlights on opening night outdoors in Houston.

Treemonisha. as its fans are quick to point out, is
not a ragtime opera. It is not. in fact. an opera at all,
but something between a musical and an operetta.
made up of an extraordinary patchwork of styles.
Schuller cites Handel and Weber. [ can add Bach (for
one giddy moment the Wohin? chorus of the St. John
Passion looms), Lehar, a bit of Victor Herbert. and a
quick dash of Gilbert and Sullivan. A section of pure
gospel hymn and long stretches of melodious recita-
tive. moving the story along, are just plain boring.
Joplin's set arias vary: The long one for the heroine's
mother, Monisha (Betty Allen), is interminable; a
shorter one for Ned, the father (Willard White), fails
to take hold; but the song for Remus. the boyfriend
(Curtis Rayam), is pure Viennese waltz and suggests
that Joplin might have rivaled johann Strauss if he
had put his mind to it. Another set piece. a harber-
shop quartet called “We Will Rest Awhile,” has ab-
solutely nothing stylistically to do with anything else
but is one of the fetching moments of the score. Still,
no matter how ardently Joplin wished to reach be-
yond ragtime. it is the three ragtime numbers already
mentioned that put Treemonisha across. Anything
else might be deleted and scarcely be missed, but
without the ragtime there would be no show.

Joplin's message. that education offered a way out
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of Styles, Touching and Trying

of destitution for his people, is fortunately one that
need cause no wincing or apology today, seventy
yearsafter he formulated it. The Women's Lib aspect
(the heroine is chosen to be the leader of her com-
rades) also goes down palatably. if we do not make
too much of it. So does Joplin’'s nice little economic
insight—that the conjurors hope to stop the progress
of enlightenment because they depend for a living on
selling their “bags of luck.”

The standouts in the cast are Carmen Balthrop as
Treemonisha, commanding a pure. focused, full-
bodied yet flexible soprano, and Curtis Rayam as
Remus, abounding in vitality and squarely on pitch.
Not so squarely there is Betty Allen. whose vibrato
obtrudes noticeably in the higher register and whose
uncontrolled changes of vocal color seem to he the
result of technical difficulty. (Diction is a problem
with Allen, and to a lesser extent with some others in
the cast. After a single listening with the text, how-
ever. one's ear begins to pick up the words.)

The Ned of Willard White is dependable if not
striking, and Ben Harney as the rascal conjuror Zod-
zetrick projects a marvelously appealing villainy. The
rest of the cast does a fine job, and Gunther Schuller
provides all the zest Joplin could have wished for.

JoPLIN: Treemonisha.

Treemonisha Carmen Balthrop (s)

Monisha Betty Allen (ms)
Remus Curtis Ravam (1)
Ned Willard White (b)
Zodzetrick Ben Harney (b)
Lucy Cora Johnson (ms)
Andy Kenneth Hicks (t)
Luddud Dorceal Duckens (b)
Cephus Dwight Ransom (1)

Simon Raymond Bazemore (bs-b)
Parson Alltalk Edward Pierson (b)

Original Cast Orchestra and Chorus, Gunther Schuller, cond.
[Thomas Mowrey, prod.] DEuTSCHE GRAMMOPHON 2707 083,
$15.96 (two discs, manual sequence).
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Purcell Brittenized. Janet Baker has
re-recorded the role that first brought
her fame on disc: Dido in Purcell’s
Dido and Aeneas. Decca/London has
long wanted to record her in Britten’s
edition of the score, and the sessions
were finally organized at the Malt-
ings during the winter. There was no
question of the convalescing Britten
himself conducting, but as with Brit-
ten’s own Death in Venice Steuart
Bedford led the English Chamber Or-
chestra with a strong cast of mainly
young singers—Anna Reynolds as the
Sorceress, Felicity Palmer and Al-
freda Hodgson as the Second and
Third Witches, Norma Burrowes as
Belinda, Felicity Lott as the Second
Woman, and Robert Tear as the
Sailor.

Those who did not see the stage pro-
ductions of this opera in Britten’s edi-
tion some years ago may be surprised
at the choice of singer for Aeneas—not
a baritone at all, but the veteran tenor
Peter Pears, for whom the part lies
ideally. As producer Christopher Rae-
burn put it, Aeneas’ cries of ‘“‘But
aaarh!” might have been written by
Purcell with Pears in mind.

Also at the Maltings, as our Euro-
pean editor, Edward Greenfield, re-
ports, Pears has recorded a collection
of Britten songs with harp accom-
paniment by Osian Ellis. The songs
will probably fit on a disc along with
the Britten harp suite recorded by
Ellis but never issued for lack of a
suitable coupling.

Philips operas. Janet Baker and
Yvonne Minton will be singing the
roles of Vitellia and Sestp, respec-
tively, in Colin Davis' complete re-
cording of La Clemenza di Tito, his
fifth Mozart opera set for Philips. Fol-
lowing the latest (highly successful)
revival of the stage production, Cov-
ent Garden forces will be used, but
with changes in the cast. Over the
summer Davis will also be conducting
his first Puccini recording, a complete
Tosca with Montserrat Caballé, José
Carreras, Ingvar Wixell-and, again,
the Covent Garden orchestra.

CBS activities. Even with Lorin Maa-
zel's illness preventing his recording
of Brahms's German Requiem with
the New Philharmonia Choir and Or-
chestra, CBS has had numerous proj-
ects going simultaneously.

In sessions linked to a marathon
concert at London’s Royal Albert
Hall, Isaac Stern (with the English
Chamber Orchestra conducted by Al-
exander Schneider) recorded no
fewer than six and two-thirds con-
certos—two Bach, three Mozart plus
the Haffner Concerto from K. 250, the
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K. 261 Adagio, and the K. 373 Rondo.
That was all completed in seven ses-
sions at CBS’s own London studios.

Meanwhile at Henry Wood Hall,
the London orchestras’ new rehearsal
hall constructed out of a disused
church, the BBC Singers under John
Poole were recording an elaborate
program of Gabrieli, Gesualdo, and
Scarlatti, while John Williams was
recording various contemporary gui-
tar pieces as fillers for his latest con-
certo disc—the Guitar Concerto No. 2
of Stephen Dodgson. In place of the
Maazel Brahms project, CBS quickly
set up sessions for a miscellaneous
recital by Ileana Cotrubas including
Mozart and Donizetti arias. John Prit-
chard was conducting the NPO.

In Paris there were also some CBS
sessions—like most of the London
ones directed by Paul Myers—in
which Daniel Barenboim conducted
the Orchestre de Paris in a French
program: Debussy’s L’aprés-midi d'un
faune, Ravel's Daphnis et Chloé Suite
No. 2 and Pavane pour une infante
défunte, Chabrier’'s Espana, and
Ibert’s Escales. For atmospheric mu-
sic an exotic recording studio was
chosen: the Eglise de Liban.

Chung and Solti. For some time
Decca/London has been trying to get
Kyung-Wha Chung and Sir Georg
Solti together before the micro-
phones. A Royal Festival iall per-
formance of the Bartok Second Violin
Concerto with the London Philhar-
monic provided the opportunity, and,
according to producer Christopher
Raeburn, the recording sessions went
even better than the concert.

Chung was characteristically direct
when talking about the balance of or-
chestral details, but there was no
question of Sir Georg claiming such
areas as his own exclusive province.
When Chung asked for broader treat-
ment at one point, he wagged a finger
and said, “We mustn't indulge our-
selves.” But Chung had the art of per-
suading him. “Can’t we indulge our-
selves just a bit?"” she asked. And they
did.

More Barték, impromptu Schoenberg.

Another important Bartok recording—
again after a Festival Hall perform-
ance—came from Pierre Boulez and

the BBC Symphony Orchestra. With
Tatiana Troyanos and Siegmund
Nimsgern he recorded Bartdk's one-
act opera, Bluebeard's Castle. The
CBS sessions at EMI’s St. John’s Wood
studio went so well that the hour-long
opera was completed with a session to
spare.

The extra time was used for
Schoenberg’'s Accompaniment to a
Film Scene, a short but tricky score
that Boulez has wanted to put on disc
for some time. Luckily the publishers,
Universal, had the parts available in
London, and within hours the project
was set up and completed.

Baker’s EMI projects. In addition to
the Decca/London and Philips ses-
sions noted, Janet Baker has been
recording for the company to which
she was long exclusively tied, EML
With Neville Marriner and the Acad-
emy of St. Martin-in-the-Fields she
has been recording Bach and Handel
arias, an answer of sorts to her prize-
winning Philips pair of discs of
Handel, Haydn, and Mozart (which
EMI earlier missed the chance to
record). Other EMI projects include
Wagner's Wesendonk Lieder and a
group of Strauss orchestral songs, and
a complete Bach Christmas Oratorio.

The Bach features the King's Col-
lege Choir, Cambridge, whose choir-
masler, Philip Ledger, conducts. The
other soloists are Elly Ameling, Rob-
ert Tear, and Dietrich Fischer-
Dieskau. (Since EMI has recorded sev-
eral standard choral works in English,
it may be worth noting that the lan-
guage used is German.) Earlier this
year, the King's choir recorded a Pur-
cell disc.

Domingo’s all over. This promises to
be an expensive year for record-buy-
ing fans of Placido Domingo. In addi-
tion to the completed projects already
reported on—most recently Julien in
Charpentier’s Louise for CBS [“Be-
hind the Scenes,” June]—there is a
little of everything in the works. For
DG, he sang Macduff in Claudio Ab-
bado’s La Scala Macbeth. (The rest of
the cast is that of this past season's
opening night, as reported in April:
Verrett, Cappuccilli, Ghiaurov.) Other
Verdi recordings in prospect are a DG
Traviata with Ileana Cotrubas, con-
ducted by Carlos Kleiber, and RCA’s
new Forza del destino with Leontyne
Price and Sherrill Milnes, conducted
by James Levine. Also on Domingo'’s
RCA schedule are Andrea Chénier
and L'Amore dei tre re; farther afield,
he is singing Walther in DG's Meis-
tersinger with Dietrich Fischer-
Dieskau and Edith Mathis, conducted
by Eugen Jochum. L )
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BacH: Motets (6), S. 225-30 (with four cho-
rale preludes). David Lumsden, organ; Louis
Halsey Singers, Louis Halsey, cond. OISEau-
Lyre SOL 340/1, $13.96 (two discs, manual
sequence)

Motets: Singet dem Herrn, S. 225; Der Geist hilft unsrer
Schwachheit auf, S. 226; Jesu, melne Freude, S, 227;
Furchte dich nicht, S. 228; Komm, Jesu, komm, S. 229;
Lobet den Herrn, S. 230. Chorale preludes: Vom Himmel
hoch, S.701; Vom Himmel hoch {from Magnificat, S. 243);
Jesu, meine Freude, S. 713; Freut euch und jubiliert (from
Magnificat, S. 243).

Bach’s motets are not programmed as often
as they should be in this country, although
they are well represented in Schwann.
They are very fine works, consistently more
interesting than a number of the cantatas,
for example, which contain some dread-
fully arid spots. Nevertheless, the mono-
lithic effect of the unrelieved choral sound
can get a bit oppressive, and | would think
that they are best savored one at a time.

Several of the motets—Jesu, meine
Freude and Koemm, Jesu, kemm, for in-
stance—are reminiscent of the choral writ-
ing in the Passions. The dramatically effec-
tive shifts in texture and style in the former
piece, the short contrasted sections, and the
use of the chorale as a refrain are quite like
the crowd scenes in the St. John Passion, a
work whose final chorus is also echoed in
Komm, Jesu, komm. The brilliant double
chorus writing of Singet dem Herrn, on the
other hand, is closer to Bach’s music for the
St. Matthew or, in the case of the final
fugue, the Osanna from the B minor Mass.

The motets are not easy to perform. For
the conductor, it is hard to shape the unend-
ing fugues of Der Geist hilft unsrer
Schwachheit auf and even the shorter Lo-
bet den Herrn so that they do not emerge as
an amorphous mass of sound, uncon-
trollably set off by the initial fugue subject.
For the singers, too, there is little relief,
little chance to catch a breath before plung-
ing once more into the musical flow. The
Louis Halsey Singers cope admirably with
these problems, and the result is a deeply
satisfying performance. Halsey wisely
backs up the singers with a discreet organ
continuo, an authentic practice that has the
advantage of bolstering the singers’ intona-
tion so that they are free to concentrate on
more musical functions.

In order to round off the final side of this
two-disc set, David Lumsden, the able or-
ganist, emerges on his own to play two cho-
rale preludes from the Kirnberger collec-
tion and a pair of little choruses on the
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Hans Wild

Adrian Boult
lluminating Elgar.

tunes Vom Himmel hoch and Freut euch
und jubiliert, originally intended by Bach
for inclusion in the first version of his Mag-
nificat. S.T.S.

BEETHOVEN: Romances for Violin and Or-
chestra—See Sibelius: Concerto.

BEETHOVEN: Scottish Folksongs—See
Haydn: Scottish Folksongs.

BENNETT, W.S.: Sonata for Piano, No. 1—
See C. Schumann: Variations.

DaLLaPicCcOLA: Vocal Works—See Shaw:
Choral Works.

ELGaR: The Apostles, Op. 49. Sheila Arm-
strong, soprano; Helen Watts, alto; Robert
Tear, tenor; Benjamin Luxor, baritone; Clif-
ford Grant and John Carol Case, basses;
Choir of Downe House School; London Phil-
harmonic Choir and Orchestra, Adrian Boult,
cond. [Christopher Bishop, prod.] CONNOIS-
SEUR SOCIETY CS 2094, $20.94 (three discs,
manual sequence).

ELGaR: The Kingdom, Op. 51. Margaret

PHILIP HART

PAUL HENRY LANG
ROBERT LONG

ROBERT C. MARSH
ROBERT P. MORGAN
CONRAD L. OSBORNE
ANDREW PORTER

H. C. ROBBINS LANDON
HAROLD A. RODGERS
PATRICK |]. SMITH
SUSAN THIEMANN SOMMER

Price, soprano; Yvonne Minton, alto; Alexan-
der Young, tenot; John Shirley-Quirk, bass-
baritone; London Philharmonic Choir and Or-
chestra, Adrian Boult, cond. [Christopher
Bishop, prod.] CONNOISSEUR SOCIETY CS
2089, $13.96 (two discs, manual sequence).

The music of Sir Edward Elgar, currently
enjoying -a near-vogue revival in Great Brit-
ain, still commands a much narrower ap-
peal, especially where his major choral
works are concerned, in this country. So if
his great linked oratorios, The Aposties
(1903) and The Kingdom (1906), were left
unrecorded even in England until 1974 and
1969, respectively, Angel Records’ mass-
sales-conscious managers hardly can be
faulted for failing to exercise their contrac-
tual first American rights to these EMI El-
garian milestones. But such caution high-
lights all the more brightly the enterprise of
E. Alan Silver and his Connoisseur Society
in seizing the chance to make sensibly
smaller editions of these quite extraor-
dinary works available.

The mere announcement of their domes-
tic release is all that’s needed by the most
immediately likely purchasers, particularly
since most of them are already familiar
with, or at least aware of, the uninhibitedly
rapturous reception British record review-
ers and collectors have given the Boult-led
performances and the EMI recordings as
well as the music itself. At the opposite ex-
treme, it must be undeniable that a majority
of even serious record buyers in this coun-
try are sufficiently disinterested in or an-
tagonistic to English oratorios in general
(and anything by Elgar in particular) that
they'll simply ignore these releases. But
there must be a considerable middle ground
of Missourians whose minds are not yet
closed and who may be willing to give El-
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gar’s oratorios the chance to speak for
themselves.

For better or worse, my own recommen-
dation has to be an ambivalent one. Yet just
because this music is so aesthetically and
philosophically alien to me, it says a great
deal in its favor—and especially for Elgar's
exceptionally imaginative powers of scor-
ing for both large chorus and very large or-
chestra—that listening to these works I am
almost consistently spellbound into a lit-
eral suspension of disbelief. And it says
much for the recorded production that even
the too pervasive stigmas of British ora-
torio singing, particularly in the vocal un-
steadiness of most of the soloists (John
Shirley-Quirk and Margaret Price are the
only real exceptions for me), aren’t able to
break the spell. While I'm not insensible of
Sir Adrian’s passionately sacerdotal con-
viction, the hard-breathing emotionalism
of so evangelical an approach normally
would be anathematic to me. But again the
superb sonorities with which the composer
enhances his own melodic and harmonic
eloquence numb me into at least momen-
tary acquiescence.

1 can say unequivocally that these rec-
ords warrant hearing—preferably in reverse
order. Since The Kingdom has the pre-
ponderance of symphonic and choral pas-
sages over soloists’ airs and recitatives, and
perhaps also has even more sumptuously
glowing recorded sonics, it is likely to exert
the more magnetic attraction on initially
skeptical listeners. Yet if Elgar is to be given
a genuinely fair chance, The Apostles is es-

sential too, not only for its distinctive con-
tents and for recognition of the over-all in-
tegrity of what are the first two sections of a
great unfinished triptych, but also for its in-
valuably illuminating sixth-side adden-
dum. This is a musically illustrated talk by
Sir Adrian on the most significant of the
many leitmotifs Elgar devised and used so
effectively throughout. Of course the abil-
ify to recognize and identify them isn’t at all
essential to one’s musical enjoyment, but
(as with Wagner's Ring) it can incalculably
enrich one’s understanding. R.D.D.

FauRré: Requiem, Op. 48*; Pavane, Op. 50
(orchestral version). Elly Ameling, so-
prano®; Bernard Kruysen, baritone*; Daniel
Chorzempa, organ®; Netherlands Radio
Chorus®; Rotterdam Philharmonic Orches-
tra, Jean Fournet, cond. PHiLIPS 6500 968,
$7.98. Tape: @@ 7300 417, $7.95.

Fournet's reading of the exquisitely moving
Requiem is thoroughly musical and sympa-
thetic. He maintains a light and flowing line
and has a fine sense of judiciously con-
trasted pacing, a great relief from the pon-
derous approach typified by the Cluytens
and Barenboim recordings. At the same
time, this interpretation surpasses in stride
and sweep the excellent bargain-priced ver-
sions of Willcocks (Seraphim S 60096) and
Ansermet (Richmond SR 33168).

The work of both chorus and orchestra is
solidly dependable. Bernard Kruysen has
the right style and timbre for his two solo

] /
Cr The best classical records
I@ reviewed in recent months

BacH: Brandenburg Concertos (6). Leppard. PHiLiPS 6747 166 (2), Jun.
BEETHOVEN: Quartets, Op. 18. Végh. TELEFUNKEN 36.35042 (3), Mar.

BraHms: Symphony No. 1. Levine. RCA Rep SEAL ARL 1-1326, May.
DuTtiLEuX/LuTOosLAwSKi: Cello Concertos. Rostropovich;, Baudo, Lutoslawski.

ANGEL S 37146, Jun.

GERSHWIN: Porgy and Bess. Maazel. LonDoN OSA 13116 (3), May.
HavyDN: La Fedelta premiata. Dorati. PHILIPS 6707 028, Jun.
Henze: Compases para preguntas ensimismadas; Violin Concerto No. 2. Henze.

HeaDLINE HEAD 5, Apr.

KRENEK: Various Works. Various performers. ORION ORS 75204, Jun.

Ligzr: Hungarian Rhapsodies (19). Campanella. PHiLIPS 6747 108 (3), Jun.
Liszr: Piano Sonata; other works. Berman. CoLumMsiA/MELODIYA M 33927, May.
MONTEVERDI: Vespro della Beata Vergine; other works. Schneidt. ARCHIV 2710

017 (3). May.

MozaRT: Divertimentos (17). N. Y. Philomusica, Johnson. Vox SVBX 5104 (3),

5105 (3), 5106 (3), Apr.

NieLseNn: Wind Quintet; other works. W. Jutland Ensemble. DG 2530 515, Apr.
RocHBeRG: Chamber Works. Concord Quartet. CoMPOSERS RECORDINGS SD 337,
May. Chamber Symphony; Music for the Magic Theater. Oberlin College en-

sembies, Moore. DEsTO DC 6444, May.

SCHOENBERG: Moses und Aron. Boulez. CorumBia M2 33594 (2), Jun.
ScHUBERT: Wanderer Fantasy. SCHUMANN: Sonata in G minor. Gelber. CONNOIS-

SEUR SOCIETY CS 2085, Jun

SHOSTAKOVICH: Preludes and Fugues. Woodward. RCA Rep SeEaL CRL 2-5100(2),

May.

SHOsTAKOVICH: Quartets 7, 13, 14. Fitzwiliam. Oiseau-LyRE DSLO 9, May
WAGNER: Das Rheingold (sung in English). Goodall. ANGEL SDC 3825 (4), Apr.
WAGNER: Siegtried (sung in English). Goodall. EMiI ODEON SLS 875 (5), Apr.
Lynn HargreLL: Cello Recital. RCA ReD SEaL ARL 1-1262, Apr.

JerrreY SoLow: Cello Recital. DEsmar DSM 1006, Apr.

JuLy 1976

movements, though at times [ was painfully
aware of his fast vibrato. Elly Ameling’s
“Pie Jesu is predictably one of the warm-
est on records, though still less effective
than the guileless, loftily sustained singing
of Suzanne Dupont on the wartime
Bourmauck set (once available on a Colum-
bia LP). Daniel Chorzempa is one of the
more aggressive organists the Requiem has
had on disc; reactions to this will vary, but 1
will reiterate my general view that dainti-
ness 1s not a sine qua non of Fauré perform-
ance.

Fournet leads the gorgeous little Pavane
briskly and sensitively, but as with Will-
cocks I am disappointed by the choice of
the orchestra-only version. Barenboim of-
fers the choral version, but his atrocious
Requiem makes that disc (Angel S 37077,
May 1975) an expensive proposition just for
the Pavane. Fortunately the choral version
of the Pavane can be had on a valuable
Fauré disc by Antonio de Almeida (Inédits
ORTF 995 012); that collection, which in-
cludes the Op. 35 Madrigal and the inciden-
tal music to Shylock and Caligula, is defi-
nitely worth tracking down. AC.

Havon: Symphonies: No. 6, in D (Le Matin);
No. 7, in C (Le Midi); No. 8, in G (Le Soir).
Prague Chamber Orchestra, Bernhard Klee,
cond. [Rudolt Werner, prod.] DEUTSCHE
GRAMMOPHON 2530 591, $7.98.

Comparison:
Goberman/Vienna St. Op. Orch. Odys. 32 16 0034
(No. 6), 32 16 0052 (Nos. 7-8)

When Haydn signed a contract with Prince
Anton Esterhazy in May 1761, it was under-
stood on both sides that the orchestra of the
princely establishment was to be upgraded.
Haydn would have been reluctant to accept
the post otherwise, and there was no point
in engaging a Haydn if you were going to
deny him the musicians he required to work
at his best. These three symphonies, which
look back to the baroque (especially ba-
roque opera) and forward to the nearly 100
Haydn symphonies that succeed them,
were intended to show the prince how good
his new orchestra was, that the first chairs
were soloists of the first rank, and that ef-
fects requiring the highest ensemble vir-
tuosity were now possible. They served
that purpose, but for us'they represent mas-
terpieces in the preclassical manner, the
young Haydn at the very peak of his inven-
tive powers.

Many will want just these three sym-
phonies, and for them Vol. 1 of the Dorati
complete edition (six discs containing Nos.
1-19) is overly generous. Bernhard Klee is in
competition with the first recording of this
material from modern texts, the historic
performances of Max Goberman on two
Odyssey discs. The Goberman perform-
ances are not new, but musically and musi-
cologically they are of the very highest or-
der and, in particular, offer beautiful
harpsichord-continuo realizations that
have no counterpart in the Klee renditions.
In a number of places, such as the glorious
slow movement of Le Midi, it makes a very
real difference. But Klee has his points, too:
He provides a much more exciting storm to
close Le Soir, for example, and the crisp,
energetic character of his performances,

Continued on page 81
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In Memory of Faust

Three performances recall the heyday of Gounod’s international repute.

Gounod’s Faust, so lightly regarded nowa-
days that one is tempted to open discussion
of it apologetically, or at least defensively,
is before me in three recorded perform-
ances. All predate World War Il and one
reaches back to the era when Faust and the
same composer's Roméo were not only of-
ten played, but commonly viewed as mas-
terpieces, and when Gounod’s name was
gilded above the proscenium of the old Met
next to those of Mozart, Verdi, Wagner,
Beethoven, and Gluck.

I happen to love the piece. [ even think it
has real musical and theatrical stature. I am
not sure, though, that a very effective case
can be made for it on paper, except at truly
analytical length. Its case resides in the the-
ater, in performances of transcendent
beauty or gut impact that have nothing to
do with analysis or argument. Faust is not
great literature, profound thought, or subtle
music drama. It is, in the performing edition
that has survived, a wonderful five-act
French romantic grand opera—but we have
all forgotten what that is, and so the proof
of its worth is pretty much a castle in the
air.

These recordings afford us partial
glimpses of the musical aspects of such a
proof but are more interesting for their own
attributes as performance and history. So
perhaps the best we can do for what [ am
tempted to call the memory of this work is
to consider the qualities of the perform-
ances.

Two of the recordings are of German
provenance. The Discophilia set is a true
antique, one of the series of Berlin-made
acoustical sets that also includes a Carmen
(Discophilia KS 1/3, February 1975). It was
inscribed in 1908, the year of the Metropoli-
tan debut of its heroine, Emmy Destinn. It
has the expectable lacks in dynamic and

by Conrad L. Osborne

Emmy Destinn

frequency range that go with the acoustical
process. Though its conductor is the distin-
guished Bruno Seidler-Winkler, little can
be said with any confidence about the qual-
ities of his reading.

The performance is heavily cut: Much
recitative, many repeats and transitions go
by the boards (the Garden Scene is a series
of concert numbers, many shortened), as do
important hunks of the prelude and Church
Scene. There is nothing of the Walpur-
gisnacht episode, and the second and third
tableaux of the fourth act (the Church
Scene and the Soldiers’ Chorus, respec-
tively) are transposed, as was once com-
mon. It is probably needless to add that all
three of these recordings omit the seldom-
performed first tableau of the same act (the
Marguerite-Siebel scene).

What the recording does offer is a cast
drawn from among the prominent Ger-
manicsingers of the first two decades of the
century, and the voices are captured as-
tonishingly well for the date. In fact, except
for a few Edison 78s (hard to come by,
harder yet to reproduce well), this is the
best representation I know of the voice of
Emmy Destinn, the great Czech dramatic
soprano. The label “dramatic soprano” is
used advisedly—this was clearly a voice of
greater size and thrust than those of not
only most latter-day Marguerites, but most
contemporaneous ones too (e.g., Sembrich,
Melba, Eames). The recording does not, of
course, realize the impact of this type of
voice, but it is good enough to retain some
of the round, full-bodied tone, the evenness
and solidity of the scale, and the fine cen-
tered poise of the instrument. Destinn's
tone here does not lose all color and vibrato
above the staff, as it does on many trans-
fers, and the top voice shines out brilliantly
at “Il m'aime,” in the final prayer of the
Church Scene, and in the (unfortunately
abbreviated) “Anges purs.”

We can also hear the command of light-
ness and mobility that marks the true dra-
matic soprano as differentiated from a
merely heavy one: the pure and delicate su-
bito piano at the upper E naturals in the
“Roi de Thule,” the airily tossed ruhs to G
in the Jewel Song, the warbled F-sharp trill
and turn to the high B at the end of the same
number. It is all very lovely and impressive.
Stylistically, we must have some reserve,
since the performance is sung in the ex-
tremely awkward and insensitive German
translation that has apparently always
been general in German houses; I suspect it
originated as the final humiliation of the
Franco-Prussian War. Still, it is worth not-
ing that a feature of her firmly bound legato

Gounoo: Faust (sung in German).

Marguerite Emmy Destinn (s)
Sebel Maria Gotze (ms)

Marthe Ida von Scheele-Muiller (a)
Faust Karl Jorn (t)
Valentin Desider Zador (b)
Wagner Arthur Neuendahn (b)
Méphistophéles Paul Knupter (bs)

Chorus and orchestra, Bruno Seidler-Wink-
ler, cond. DiscopHiLIA KS 4/6, $23.94 (three
discs, mono, manual sequence) [from
GRAMOPHONE originals, recorded 1908].
Gounoo: Faust (sung in German).

Marguerite Margarete Teschemacher (s)
Siebel Carla Splefter (ms)
Marthe Elisabeth Waldenau (a)

Faust Helge Roswaenge (t)
Valentin Hans Hermann Nissen{b)
Wagner Alexander Welitsch (b)
Méphistophéles Georg Hann (bs-b)

Stuttgart Radio Chorus and Orchestra, Jo-
seph Keilberth, cond. PReiser FST/3, $23.94
(three discs, mono, manual sequence) [re-
corded from broadcast, December 5, 1937].

GounoD: Faust*

Marguerite Mireilie Berthon (s)
Siebel Marthe Coifiier (ms)
Marthe Jeanne Monttfort (a)
Faust César Vezzani(t)
Valentin Louis Musy (b)
Wagner Michet Cozette (b)
Méphistophélés Marcel Journet (bs)

78

BerLioz: La Damnation de Faust (ex-

cerpts).*

Marguerite Mireiile Berthon (s)
Faust Jose de Treévi (t)
Méphistophéiés Charles Panzéra (b)
Brander Louis Morturier (bs)

*Paris Opera Chorus and Orchestra, Henri
Busser, cond. t*St. Gervais Chorus; Pasde-
loup Concerts Orchestra, Piero Coppola,
cond. Crus 99 OP 1000, $20.94 (three discs,
mono, manual sequence) [from French EMI
originals, recorded 1931* and early 1930st].
(Al distributed by German News Co., 218 E.
86th St., New York, N.Y. 10028.)
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is a strongly traced downward portamento
at the ends of the phrases. It is not an idio-
syncrasy, but a stylistic mark of the era that
also can be heard in the orchestra’s phras-
ing (as on the octave drop between Fs for
the violins in Valentin’s melody in the prel-
ude). I find it expressive, and Destinn does
it perfectly.

The general characteristic of her per-
formance is straightforward and slightly
matronly—there is little probing of the text
or “characterization.” Since her qualities as
an actress were frequently singled out for
praise, I would assume that they proceeded
from a general simplicity and sincerity of
utterance.

Her Faust, Karl Jérn, is also direct and
unaffected, and very good. He was at the
Met during the Destinn years (1908-14—she
returned after the war, but he did not). He
was used primarily in Wagner and as a sort
of mop-up man in the Italian and French
roles, at a time when the competition for
various roles in his wide repertory (Tamino
and Des Grieux right on through to Parsifal
and Tannhiuser) included not only Caruso,
but (sigh!) Slezak, Jadlowker, Urlus, Bur-
rian, and Martin.

Jorn's singing has a superbly steady line
and a bright, full-throated tone that never
becomes weighty. Like Slezak, he had an
easy command of various shades of head
mix in the upper range. This is best demon-
strated on his recording (with Destinn) of
the Grand Duo from Les Huguenots, where
he renders the high, arching phrases of its
final section first in a resonant, reinforced
falsetto (finely blended in and out of full
voice), then in a well-controlled mezzo-
forte. The ability to swell into full voice
from the head, here demonstrated on the B
natural at “Je t'aime” in the Kermesse scene
and again on the A flat at *‘d'une dme inno-
cente” in “Salut, demeure,” represents the
part of his technical armory that enabled
him (and so many other tenors of his time)
to preserve freshness and lyricism of voice
in strenuous music and successfully cover
such a wide range of repertory. He does not
have all the warmth of the best Italian ten-
ors or the poetic elegance of the finest
French ones, but on his own stylistic and
temperamental terms he is splendid.

Paul Kniipfer, the Méphistophélés, is not
so consistently enjoyable, though it's hard
to tell to what degree the recording is re-
sponsible. Between the B natural and E flat
around middle C, his tone at forte often
seems dead and hollow. The middle and
lower range, however, is rich and rolling,
the topmost notes are easily grasped, and
for a “black’ bass he shows an unusual ca-
pacity for lightness of tone, flexibility and
precision of embellishment. His vocalism
has line and format, and at times he cap-
tures an almost Gallic sardonic delicacy.
He loses a great deal by the cuts and, just as
he is settling into his best singing of the set
in the Church Scene, the continuation is ex-
cised (at "“Lorsque tu bégayais”).

Desider Zador, the Valentin, is previ-
ously known to me only via a marvelous
fustian reading of Alberich’'s Curse. His
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voice seems to have had considerable
power and bite, if no special beauty. He
sings honestly and forcefully, with a good
basic legato. His voice sounds best in the
Death Scene, which is where his role is ac-
corded best treatment by the recording in
the matter of pitch. His entrance aria is a
half-step low or high, depending upon
whether the original was in E flat or in the
occasional transposition to D flat. (Tojudge
by the sound of the voice and the technical

Marcel Journet

choices around the break, it was almost cer-
tainly the former.) Both this recording and
the Preiser Stuttgart production place the
aria before the recitative (O sainte me-
daille”), thus preserving the original se-
quence (before insertion of the “Avant de
quitter,” composed for Santley at the first
London performances), with the recitative
and the Siebel/Valentin exchange leading
directly into the Song of the Rat. This 78
side, however, is transferred a full tone
high, vaulting poor Zador's tessitura a mi-
nor third up from the flat transfer of the aria
and transforming Valentin, Wagner, and
Méphistophélés into a corps of second ten-
ors screaming in a scrambled prestissimo.
Pitch also rides noticeably sharp at the end
of the second act and in the latter part of the
Church Scene, and the sloppiness is espe-
cially regrettable in view of the high quality
of the sound (for the date) and of the press-
ings.
The Siebel and Marthe are both adequate
for what is left of their roles. Ida von
Scheele-Miiller, incidentally, created the
part of Margret in Wozzeck seventeen
years later, and it is interesting to hear the
type of voice chosen: a heady, contralto-ish
one. The package includes the discs only,
no booklet or notes of any kind.

The Preiser performance, a broadcast of
December 5, 1937, offers decent if some-
what tubby mono sound of the period. Its
cuts are less extensive than those of the ear-
lier set but still liberal—a particularly
strange one is the touching four-bar chorus

and the postlude after Valentin's death.
Random bits of jetsam from the Walpurgis
tableaux, including three numbers of the
ballet, float to the surface and bob about
forlornly, sending up flares of the feeble
Keilberth model.

Joseph Keilberth is a conductor who
seems to me to have risen honorably to the
occasions of one or two Wagner recordings
but otherwise to have discreetly interred
the works placed in his charge. Here, aftera
rather sinewy reading of the prelude and
first scene, where his slow tempos seem to
be making a point, he settles into a rendi-
tion as colorless and dull as a heavy dump-
ling.

His soloists are a charmless assortment,
and, despite the talent involved, there is a
truly dislikable air to the performance. The
German text's incredible disregard for note
values, vowel sounds, and phrase shapes
goes far beyond the allowable margin for
the admitted difficulties of singing trans-
lations. But whereas Seidler-Winkler's
singers belonged to a generation for whom
French style was an accepted component of
international grand-opera musical under-
standing, and whose vocal polish counts
heavily in an effort to minimize the dep-
redations of the Uebersetzung, Keilberth's
rejoice in every opportunity to create a pro-
vincial parody of the dignity and grace of
Gounod’s vocal writing.

Peculiar graces and variants also
abound. Both here and in the older record-
ing, a brief restoration is made in Valentin’s
death; it is included in Schlusnus’ 1927
recording and in London OSA 1433, by far
the most complete Faust, but otherwise is
very seldom heard and is not included in
current vocal scores—though it does appear
in an undated German vocal score I came
across, published by Ed. Bote & G. Bock.
There is also a rewrite of Méphistophélés’
serenade that | suspect goes beyond either
the ham-fistedness of the German setting or
traditional liberties allowed to German
singers of the role. These are legitimate se-
lections of textual variants, But there is also
a healthy sprinkling of strange turns and
appoggiaturas that, as rendered here, give
the effect of a bison imitating an antelope.

Clearly, the performing edition of this
work common in German theaters has in
the past been different from that known in
France or in other Western houses. A spot
comparison of some of the older recordings
of “Salut, demeure” discloses the same
choices repeatedly made by singers of Ger-
man or Central European origins or per-
forming history, but never by those of
French, Italian, or Anglo-American back-
ground. A turn on the middle C at the first
“d'une dme innocente” and a long-held ap-
poggiatura F before settling back to E flat
on “divine”" at the aria's close are promi-
nent examples, but there are others, too. A
number of these deviations appear in the
Bote & Bock score and may conceivably
have a textual basis (this opera, like other
French works of the period that underwent
rewriting and a comique-to-grand transfor-
mation, is a textual mess), but nearly all of




it sounds to me like local performance tra-
dition, and the appoggiaturas are, to my
ear, stylistic excrescences.

Vocally, too, the performance is a disap-
pointment. The only real quality comes
from Helge Roswaenge, and even he offers
less than his best. From the Garden Scene
onward, his voice assumes some of the lyr-
ical integration and balance familiar from
his brilliant early recordings; his contribu-
tions to the quartet and the duet with Mar-
guerite are the only outstanding vocalism
of the set. The forte top notes are always
solid and ringing. But too much of his work
is labored and gritty, the vocal stickiness
underscored by overenunciation and exag-
gerated vowel forms that are mannered
when not downright ugly. (This is not good
German style—compare Jorn, Urlus, Sle-
zak.) He makes a stab at a piano high B in
the Kermesse, but it emerges as a detached
falsetto.

The other principals are even less
flatteringly represented. Margarete Te-
schemacher is able to summon some attrac-
tive sound in the upper-middle range at
slow tempos and sometimes an impressive
top voice when she has time to mobilize
carefully. But when movement and preci-
sion are called for, her voice is slack and ap-
proximate (the Jewel Song is a fright), the
phrases chopped and garnished with a
rasping breath intake. Georg Hann serves
up Méphistophélés in a smorgasbord of
Sprechstimme of insufficient musicality for
Baron Ochs, let alone Méphistophéles.
Hans Hermann Nissen, a Heldenbariton
who is an excellent Sachs on recordings of
the same age, is dreadfully miscast as Va-
lentin, one of the highest of standard bari-
tone roles; he sings the aria down, but still
gracelessly, and of course no transposition
is possible in the Sword Chorale solo or the
duel trio, where he can only wave hopefully
at the tessitura. Both the Siebel and the
Marthe are acceptable, and Alexander
Welitsch is an unusually impressive Wag-
ner (or Brander), but these roles can hardly
offer recompense for the principals.
Goethe's revenge, late but thorough.

The transfer of the 1931 set by the forces
of the Paris Opera is long overdue; now that
it is here, it seems a shame that its distribu-
tion must be so limited. Lest this remark be
interpreted as a complaint about Club 99,
let me add that this small New York label
has taken all the pains avoided by Disco-
philia: Transfer has been carefully accom-
plished (occasional distortion, heard in part
of Valentin's aria and in the final trio, is
inherent in at least some of the 78 press-
ings), dividing bands separate major sec-
tions, and some biographical notes on the
principals are included, along with a copy
of the label’s extensive historical catalogue.
Finally, this performance, which contains
more of the vocal music than either German
edition, has been contained on five sides,
leaving the sixth for the first LP representa-
tion of the old Damnation highlights set,
competently and stylishly sung and
noteworthy for the sinuous, warm singing
of that fine mélodie baritone, Charles Pan-
zéra.

Despite some cuts (another truncation of
the Walpurgis episode; some little snips to

accommodate side timings; the orchestral
postlude after the final Resurrection Cho-
rale) and the dated (but electrical, not
acoustical) sound, this performance affords
more of the flavor and emotional appeal of
the work than any other recorded presenta-
tion, and in the work of Marcel Journet and
César Vezzani it gives us a twilight view of
the age of heroic French singing.

Journet was sixty-five when this record-
ing was made. He had been singing profes-
sionally for forty years and had recorded
extensive excerpts from Faust with Farrar
and Caruso, when all three were in their vo-
cal primes.

On this recording an occasional spread-
ing of tone or nasality, or a breath where
the younger Journet would have carried
through between phrases, reminds us of his
age. But except for these brief moments, the
voice is intact in all its solidity and plush
beauty, its easy tonal flow and clear, mel-
low formation of the sounds of his native
tongue. The top Es and Fs still sound with
the fuliness and almost effortless poise of
this fine basse chantant, the last of his
breed, and the low notes sit with a lyrical
comfort. Indeed, his age shows most in a
positive way—in the ease and economy
with which the musical points are made,
the utter assurance with which recitative is
weighted and shaped. The scene of the
Serenade will show what sense and point
the music has in the hands of an expert and
what is missing in the work of everyone
else (including some estimable singers) who
has recorded the complete role: the recita-
tive colored and lightly angled without any
extramusical stretching, the song given a
lingering, teasing rendition based on musi-
cal choices founded in a subtle dramatic
logic (and accompanied exactly by Busser
despite its departures from the letter of the
score). When Journet needs simple sus-
tained weight and strength of sound, he can
still summon it, as he demonstrates in the
Church Scene.

Vezzani also represents the end of a
line—the French heroic tenor, of clear, flex-
ible, and brilliant voice and a style at once
headlong and elegant, capable of effective
assumption of such bygone specialties as
Meyerbeer’s Raoul, Vasco, or John of Ley-
den and Halévy's Eléazar, as well as such
still-standard parts as Samson or José. As
with the sort of dramatic soprano exempli-
fied by Destinn, such tenors were expected
to command the finish of line, the mobility,
and the less forceful dynamics for satisfac-
tory undertaking of more lyrical roles (Wer-
ther, Des Grieux, Faust), which then ben-
efited by the vitality, presence, and
climactic capacities of large voices of real
format and “attack.”

The greatest tenor of this sort repre-
sented on records is Léonce-Antoine Es-
calais. Vezzani, a generation and more
later, is not that good, but he represents the
type in some force. His tone always has the
lucidity, the precision of intonation, the
exactness of vowel and consonant forms
traditionally striven for by French singers.
He sings a firmly bound line and, despite his
basically heroic timbre and temperament,
can render a refined mezza voce when
needed (as at “Eternelle!”). He had a

curious technique in the upper register, a
way of “‘gathering in” the voice just above
the break. (Joseph Rogatschewsky, the Des,
Grieux of the old Columbia Opéra-Co-
mique Manon, had a similar approach.)
This usually works well in the more lyrica)
passages but sometimes misfires when he is
singing con tutta forza—the voice seems to
implode, rather than explode, and on cer-
tain vowels can take on an imperfectly
“covered” quality just above the break. At
their best, as in his recording of the air from
Pardon de Ploermel, his high notes have an
exciting penetration; at their worst, their
spin becomes a bleat—the C in this “Salut,
demeure” is a less than unalloyed joy. But it
is always a pleasure to have the clarity and
strength of such a voice in this role. There is
no heaviness or scooping, the French is
beautiful, the proclamatory moments im-
pressive.

Louis Musy, the Valentin, sang long
enough to be a very capable Father in a
postwar recording of Louise, released here
by Epic in the mid-Fifties. His baritone is
strong, warm, and a bit nasal. Valentin's
tessitura is not always without strain for
him, but he surmounts it without any real
mishap and is very affecting in the death
scene.

I have left the women for last because
they are considerably less imposing than
the men. Mireille Berthon is a scrupulous,
honest singer whose voice, bright and clear
in the better French manner, has security
and strength to the top A—her ‘““Roi de
Thulé” is fine, and even the Jewel Song (ba-
sically a middle-voice piece, despite the fi-
nal B) is competent and effective. Most of
the Garden Scene is well done, without the
final ease in give-and-take that would make
it poetic. At the moments of sustained de-
mand on the top voice, however, she is
hard-pressed, and the repeat of the final trio
finds her in real difficulty. I find myself
sympathetic to her performance, but it can-
not be pretended that she is entirely equal
to the music or in a virtuoso class as a vo-
calist. The Siebel has a tremulous light so-
prano that patters along nicely enough in
the middle and quite disappears at *Vic-
toire!” The Marthe is rather better.

The conductor, Henri Busser, is a great
strength in the performance. His reading is
basically brisk and light, sometimes slightly
overquick, but has plenty of weight when
required, notably in the Church Scene.
With Journet’s contribution and choral
singing that is rather closely recorded for
proper impact (the parishioners’ Dies Irae,
as distinct from the off-stage demons, is
marked ff and obviously meant to crush
Marguerite), this scene assumes a central
spot in the performance. Best of all is the
way Busser works with the singers in reci-
tative and arioso sections, which take on an
entirely different aspect than that usually
presented in modern performances, where
they are rushed through perfunétorily or
rendered as exact musical recitations, as if
in unimaginative renditions of Bach inven-
tions.

All told, the resuscitation of this Faust
constitutes one of the most important addi-
tions to the available discography of histor-
ical revivals.
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the quality of his orchestra, and the up-to-
date engineering all can be noted.

Those who have the Goberman records
need feel no necessity to replace them. For
those who are starting fresh, either edition
is acceptable and thoroughly enjoyable, but
the Goberman retains the edge in scholar-
ship. RCM.

HAYDN and BEETHOVEN: Scottish Folk-
songs. Janet Baker, mezzo-soprano; Yehudi
Menuhin, violin; Ross Pople, cello (in the
Beethoven); George Malcolm, harpsichord
and piano. [Christopher Bishop and John
Mordler, prod.] ANGEL S 37172, $6.98 (SQ-
encoded disc).

While these Haydn and Beethoven arrange-
ments of Scottish folksongs are hardly of
great moment, they are certainly skillful
and—especially when listened to in groups
of three or four at a time—exude a genteel
charm that is by no means unpleasing.
Harpsichordist/pianist George Malcolm
and cellist Ross Pople (the latter heard only
in the Beethoven arrangements) are adept
performers, and Yehudi Menuhin, though
not always in tune, is disarmingly affec-
tionate.

As for Dame Janet Baker, I have no doubt
that her many admirers will find this recital
a great pleasure, since not only is she in
good voice, but the music represents an ex-
tension of her repertoire. However, it
would be wrong for me to disguise my
reservations about a singer whom, despite
the almost universal adulation with which
she is regarded, [ find severely limited, par-
ticularly in expressivity and the power to
move. In her work I am too often aware, on
the one hand, of a lack in vocal coloration
and tonal variety and, on the other, of some
annoying, compensatory mannerisms—for
example, her tendency to sing just above
the note for the sake of emphasis. Texts are
included. D.S.H.

JopLIN: Treemonisha. For an essay review,
see page 72.

MaHLer: Symphony No. 2, in C minor
(Resurrection). lleana Cotrubas, soprano;
Christa Ludwlig, mezzo; Vienna State Opera
Chorus; Vienna Philharmonic Orchestra, Zu-
bin Mehta, cond. [Ray Minshull, prod.] LoN-
DON CSA 2242, $13.96 (two discs, automatic
sequence). Tape: #® CSAS5 2242, $15.90.

Comparisons:
Walter/N.Y. Phil.
Bernstein/London Sym.
Klemperer /Philharmonia
Haitink/Concertgebouw

Odys. 230848
Col. M2 32681
Ang. SB 3634
Phi. 802884 /5

Mehta’s first Mahler recording suggests a
solid subscription-series performance that
one would enjoy attending without any
overwhelming desire to . .. well, resurrect
the experience for repeated listening.
There are no egregious falsifications of
Mahler's carefully worked-out tempo
structures. Nothing in the instrumental or
vocal execution ever goes beneath a level of
conscientious professionalism, and much
of it is well above that. A generous amount
of the texture is amply exposed by skilled
miking and balances. In observance of dy-
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namic markings, this must be one of the
two or three best recordings. And the album
has by far the best side breaks: The scherzo
for once leads uninterruptedly into the con-
tralto song “Urlicht”; the finale has the last
two sides all to itself, with the break at No.
29 rather than the more common, but also
more disruptive, No. 21. Christa Ludwig
will be an attraction to many buyers, but |
should point out that she sang “Urlicht”
even more glowingly not once, but twice
(with both orchestral and piann accom-
paniment) in Bernstein’s Des Knaben Wun-
derhorn (Columbia KS 7395).

Why, then, so lukewarm a reaction to the

performance? True, there are numerous mi-
nor blemishes (I filled a couple of index
cards with notes), but they are of the sort
that one can find in nearly any Mahler per-
formance. Perhaps the second movement
will serve as an example of what I miss.
The ending is marked both gehalten (held
back) and morendo (dying out), with these
markings increasingly emphasized in the fi-
nal bars; Mehta makes respectful gestures
along these lines, where others bring the
music to the brink of immobility and
inaudibility. The patiently throbbing triplet
figures that propel much of this movement
fail to get the staccato articulation (espe-
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cially in the string basses) that Mahler re-
peatedly demands, so an impression of
smoothness rather than raptly controlled,
subdued nervousness prevails. Minor
points perhaps, but they largely account for
the degree of intensity and concentration
perceived in the interpretation.

At least half a dozen other recordings of-
fer deeper insights into the work. Perhaps a
near-ideal combination would be Klemper-
er, for his gothic grandeur and inexorable
momentum (even the shockingly deliberate
tempo for the finale's dead march is thrill-
ing), and the recent Bernstein recording, for
its illumination of the music’s sensual and
rhetorical power. The unadornedly natural
Walter account has much going for it, in-
cluding sentimental and economic attrac-

tions. And since my last Resurrection
roundup (January 1975), I have reconsid-
ered my rather too hasty dismissal of the
Haitink, which, gentle and understated
though it be, grows on me for its deeply mu-
sical integrity and the glorious realization
of the score’s beauty and poetry. The di
vergent Haitink, Klemperer, and Bernstein
approaches offer an enormously rich view
of Mabhler’s titanic inspiration. AC

MozaARrT: “Minlatures.”” Elly Ameling and
Elisabeth Cooymans, sopranos”; Peter van
der BIlt, baritone*; Netherlands Wind En-
semble members. PHiLIPS 6747 136, $15.96
(two discs, manual sequence)

Divertimentos tor Three Basset Horns (5), K. 439b (ed.

Next time you plah a tfip

to Europe, make sure you
visit the unique country.

Where can you find: Europe’s largest waterfalls?
Europe’s blondest blondes?
Europe’s highest geysers?
Europe’s greatest glaciers?

And where can you find moonlike craters where the astronauts trained?
More volcanos than_anywhere else on earth? Historic landmarks of the
world’s oldest continuous parliament? Celebrations marking Europe’s

youngest republic?

The answer to all of these questions is—ICELAND. Next time you pian
a trip to Europe, make sure you visit Iceland.

The only thing it may cost you Is time well spent. Because you'll save
enough money on lcelandic's lowest jet fares to Luxembourg to pay for your
stopover in Iceland. Or, you can hop over from New York or Chicago for fonger
tours. See an erupting volcano. Take a cross-country pony trek

Next time you plan a trip to Europe, ask your travel agent about
Icelandic Airlines. Or phone Icelandic Airlines, for folders about Iceland
and lowest jet fares to Europe. In New York State, phone (212) 757-8585.
Elsewhere in U.S., phone (800) 555-1212 for local toll free number.
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Flothuis). Notturnos, K. 436, 437, 438, 439, and 439a;
Canzonetta, K. 549.* Duos for Horns (12), K. 496a.

Don’t be fooled by the deprecatory album
title: Only two of the three musical cate-
gories represented are actually small-
scaled, and they account for less than a
third of this collection’'s 112-minute time
span—if indeed it’s possible to clock an in-
terval of sheer enchantment.

In any case, the “‘miniatures,” six vocal
trios and twelve horn duos, are all fascinat-
ing little tonal jewels. The vocal works—
“Anacreontic flowers of melody,” Alfred
Einstein called them—are linked by texts
(Metastasio poems, printed by Philips only
in the original Italian) and by accom-
paniments (either three basset horns or two
clarinets and basset horn). Except for the K.
549 Canzonetta of 1788, they date from
1783, only a year after the great poet/li-
brettist’s death. Despite the prominent bill-
ing accorded Elly Ameling on the album
cover, she is only first among equals here,
modestly restraining both her voice and her
powers of personality projection to blend
with those of Elisabeth Cooymans and Pe-
ter van der Bilt. The little horn duets were
composed in the summer of 1786—specifi-
cally, according to a note on the preserved
autograph manuscript, on July 27 “while
playing skittles.” Despite so casual an ori-
gin, these out-of-doorsy, mostly viva-
ciously bubbling pieces are deftly crafted
and call for considerable bravura in per-
formance, demands well met by Iman
Soeteman and Jan Peeters.

The most substantial works here, run-
ning from some twelve to twenty-two min-
utes each, are the five five-movement diver-
timentos composed, like the vocal
notturnos, in 1783. The published edition
scores them for two clarinets (or basset
horns) and bassoon; they are sometimes
performed (and once recorded on a now-
OP Musical Heritage Society disc) in a ver-
sion for oboe, clarinet, and bassoon. They
are heard here, however, in a reconstitution
by Marius Flothuis (who wrote the notes
for this album) of the presumed original
scoring for three basset horns. This proce-
dure is justified partly by historical and in-
ternal evidence, but most persuasively by
the basset-horn sonorities (variously coolly
suave, pungently quirky, somberly nostal-
gic, nobly eloquent) and by the infectious
enthusiasm of the Netherlands virtuosos
(George Pieterson, Geert van Keulen, and
Aart Rozenboom), an all-too-rare combina-
tion of artistic and technical excellence vi-
talized by genuine relish.

The far-from-obsolete basset horn—no
more a “horn” than the English horn—is a
tenor clarinet (in F) that extends the ordi-
nary (in A or B flat) clarinet’s distinctively
dark yet rich chalumeau register down to
the F below the bass clef, while still retain-
ing the characteristic agility, an even
sweeter if more diffuse middle register, but
somewhat less brilliant highs. Mozart had a
special affinity for the instrument, making
frequent use of it in his Masonic works, yet
elsewhere, too, realizing the expressive po-
tentials—untapped by any other composer
before or since—of its unique armory of to-
nal characteristics. The basset horn as we
know it today, rescued from desuetude in
part by Richard Strauss’s opera-score de-
mands, is different in form from what Mo-
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zart knew. But the sound’s the thing that
exerts potent tonal magic, capable of evok-
ing the godlike grandeur of Sarastro (the
Adagio of the Divertimento No. 5) or pre-
echoing the jauntiness of Stephen Foster's
“Some Folks"” (the Rondo of No.4). R.D.D.

ORfFF: Carmina Burana. Sheila Armstrong,
soprano; Gerald English, tenor; Thomas Al-
len, baritone; St. Clement Danes Grammar
School Boys Choir; London Symphony
Chorus and Orchestra, André Previn, cond
[Christopher Bishop, prod.] ANGEL S 37117,
$6.98 (SQ-encoded disc). Tape: #® 4XS
37117, $7.98; ® 8XS 37117, $7.98

Comparisons:
Thomas/Cleveland Orch. Col. MQ 33172 (SQ)
Ozawa/Boston Sym. RCA LSC 3161

Anyone who recalls Previn's jazz and pop-
music backgrounds will be well prepared
for the rhythmic verve and elasticity he
brings to Orff's showpiece. What's less ex-
pected is his generally straightforward, ar-
tistically restrained approach to a work in
which the barbaric, or at least melodra-
matic, elements usually are stressed. His
reading is far less idiosyncratically man-
nered than Thomas' recent one for Colum-
bia (May 1975), and it is more warmly and
naturally (i.e., nonspectacularly) recorded
in either stereo or ambience-only quadri-
phony. Baritone Thomas Allen gives a first-
rate performance, as do both choruses, and
tenor Gerald English amusingly caricatures
the Roasted Swan's lament. Sheila Arm-
strong is a tonally brilliant soprano soloist
but one with too much vibrato for my taste.

Over-all, this Previn version seems not
only admirably calculated to please a wide
public, but also shrewdly designed to dis-
arm tender-eared listeners who are usually
repelled by Orff's sometimes brutal vehe-
mence. Hence it effectively supersedes An-
gel's 1966 Frihbeck de Burgos version as
the first choice for what might be termed a
family-entertainment Carmina Burana.
(Even the text, provided here in William
Mann's fine English translation as well as
the Latin-and-German original, can’t possi-
bly be considered risqué nowadays.)

Yet there is considerably more—for bet-
ter or worse—to Carmina Burana than can
be found in this perhaps too pleasing pres-
entation. For the sheer sonic excitement of
provocative spotlighting and panoramic
“surround” quadriphony, the Thomas/Co-
lumbia version remains outstanding. (But
tape collectors should be warned that the
even finer, fully discrete quadriphony of its
Q-8 cartridge edition cuts twelve minutes’
worth of admittedly repetitive passages.)
For a dramatic, imperious grandeur that
some critics can’t imagine Orff capable of,
as well as sonic thrills that some audio-
philes may find hard to believe could be
achieved in stereo-only c¢. 1970, I continue
to find the Ozawa/RCA version unmatched
no matter how often I rehear it or with what
other versions—in either stereo or quad—I
compare it. R.D.D.

PaGanini: Works for Violin and Guitar, Vol.
2. Gyorgy Terebesi, violin, Sonja Prunn-
bauer, guitar. TELEFUNKEN 6.41936, $6.98.

Sonatas (6), Op. 2. Grand Sonata tor guitar with violin ac-
companiment, in A. Centone di Sonate: No. 2,in D; No. 5,
inE
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Saving
the best
for last.

The chances are good that when you first bought a stereo
system, it was a ‘“‘package” that included a receiver, 2 speakers,
and a record player with cartridge. But how much time was spent
selecting the cartridge? Most probably it was just a minor
element of the package. Even if it had a famous name, it
probably was not a truly first-rank model.

Yet the cartridge is more important than that. It can limit the
ability of the entire hi-fi chain to properly reproduce your
records. It can affect how many times you will enjoy your
favorite records without noise and distortion. And it can
determine whether you can play and enjoy the new four-channel
CD-4 records.

Consider the advantages of adding an Audio-Technica AT15S8a
to your present system. You start with response from 5 to
45,000 Hz. Ruler flat in the audio range for stereo, with
extended response that assures excellent CD-4 playback if
desired. Tracking is superb at all frequencies and distortion is
extremely low. The sound is balanced, transparent, effortless.
Stereo separation is outstanding, even at 10kHz and higher
where others fall short. Our Dual Magnet design* assures it.

And the AT158a has a genuine nude-mounted Shibata stylus.
Which adds a host of advantages. Like longer record life.
Better performance from many older, worn records. Exact
tracing of high frequencies, especially at crowded inner grooves.
And tracking capability —at a reasonable 1-2 grams —that
outperforms and outlasts elliptical styli trying to track

at less than a gram.

We're so certain that an AT15Sa will improve your present
system that we’d like to challenge you. Take several of your
favorite records to an Audio-Technica dealer. Have him
compare the sound of your present cartridge (or any other)
with the AT15Sa. Listen. We think you'll be impressed. And
convinced.

*T M. Audio-Technica Dual Magnet cartridges protected by
U.S. Patent Nos. 3,720,796 and 3,761,647,

The AT15Sa.
Very possibly the
last phono ™
cartridge
you’ll ever
need.

[UNI

BEST FOR 1/2/4 CHANNEL

‘audio-technica:

INNOVATION © PRECISION o INTEGRITY

AUDIO-TECHNICA U.S., INC,, Dept. 76H, 33 Shiawassee Ave., Fairlawn, Ohio 44313
Avallable in Canada from Superior Electronics, Inc,
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The $900 Sony Turntable.




Study this page,because we don't
want the price to suck you in.

It would be a shame. Why our tone-arm costs an arm and a leg. ating both the drive system and the return

People responding to something because After conquering the drive system, Sony mechanism. Meaning that the turntable is
it costs $900*. Not because it's worth $900. sped along to the tone-arm. The problem: linked to the tone-arm. And very often, this

People captivated by price, not constructing a light, strong tone-arm that has linkage produces a drag on the arm.
performance. a low resonance guality. The Ps-8750, however, proves that two

We-at Sony don’t want anyone spending A high resonance quality means the motors are better than one. The motor that
good money for a great turntable for a bad tone-arm vibrates — performing a duet with runs the tone-arm is totally isolated from the
reason like an impressive price tag. whatever record is playing. other motor that runs the turntable.

Especially because there's so much tech- Sony wrestled with the arm problem and This eliminates the drag,particularly the
nology in the PS-8750 for you to fall . drag at the very end of the record.
back on. After you spring for the $900. g;'::;:mm J | This drag is really a drag, because the

So before you spend a lot of 4001 I T T : return mechanism is preparing to
money on us, spend at least a little RECORD: CZERNY “25 ETUDES FOR SMALL HAND" \ activate itself, and the friction is
time with us. A therefore increased.

. %|— NR 6 MODERATE SOSTENUTO CHORAL Sony further innovates b
Total;peeg accuracy is mtx)r speed. oty sovptiant [ wiour Sraus Pn:ss|-m[ ' designing pick-up and return gues
peed accuracCy canbe a CARTRIDGE: SONY XL-45 3 i i i
problem for turntables because the STYLUS PRESSURE: 2 GRAMS | | | thatareoptically activated. Like the
, 01 + - — S S - - ! = - doors in a supermarket, if you will

stylus continually puts pressure on With the PS-8750, you get the
the record (and, in‘turn, on our [ { [ le20SEC " ; .’
engineers.) | best of the direct drive manual and

In fact, as little as one gram of
stylus pressure can cause a slow-
down in record speed. A slow-down
that is particularly noticeable in

o B . E— the best of the semi-automatic. With
T none of the worst of either.

Does your turntable give you bad
vibrations?

The same sound waves that

|
WITH STYLUS PRESSURE APPLIED _| 1 | |

| PS-8750 SPEED STABILITY OF SERVO SYSTEM WITH QUARTZ GOVERKED PHASE COMPARATOR

loud passages. 02 T
Up till now, most good turn- ‘ I travel from your speakers to yolur
tables achieved accuracy with a ! ears also travel to your turntable.
direct drive motor and a servo-system |[+o +— — S —J ) This transferer_\ce excites_ the
to control speed variations. ! equipment. Becorpmg acoustic
It was fine for most people. And 1§ | feedback, or IM distortion. And the
it still is. pemsm © | (Ouder you play your record, the
But for those with more ele- WITH STYLUS PRESSU EAPPLIEF WITHOUT STYLUS PRESSURE IR more of it you get. There's cabinet
gantly attuned hearing, it's just not I «208EC resona ndce.Caused by sou nd waves.
good enough. ~0.01 — And there’s something called
That's because the servo-system l repo_rd resonance. Cgused by the
will not serve when it comes to 1 frf|ct|on of (tjhe styl(l;s in the groove
small, low-frequency speed varia- R of a warped record.
; 8 A CHART 8
tions. It is not sensitive enough, and T:ANSIENT RESPONSE OF ALUMINUM TONEARM  PS-8750 TRANSIENT RESPONSE OF CARBON Sonyv. however, deals resonance
the result is there to be heard — if 100 FIBER TONEARM r a resounding blow.

We have built the PS-8750's
turntable base of an inorganic
1 | material that is acoustically dead.

We have also undercoated the
platter with an absorbing material
that prevents it from transferring
any bad vibrations to the good
| vibrations on the record

And we cut down on record

[ resonance by pumping a silicone
damping material into the record
P mat itself. By having contact with

you have the discernment to hear it.

To get around this, Sony took
the conventional servo-system and
revolutionized it by adding a quartz
reference and a phase lock
circuitry.

That mouthful is really easy to
digest. The stable quartz generator
emits a constant frequency. Any
variations in speed monitored by the
magnetic head are converted to
changes in the phase of the signal. se?

w
o

VELOCITY AMPLITUDE cm/$

@

This is then compared against the ol 0% st 0% S e T I the entire record surface, it offers
quartz generator’s phase signal. more support.
If they do not match, our Xtal-Lock corrects came up with a different material: a carbon Not for people who want the latest.
the speed variation instantly. fiber of enormous strength and equally But the greatest.
A conventional servo-system has to wait enormous lightness. Moreover, it has a much The PS-8750 represents a tonnage of
for the error to appear as a change in fre- smaller resonance peak than the aluminum innovation and a couple of real breakthroughs.
quency, and then it takes time to correct it. alloy commonly used. (See Chart B, where the It is not for those who want to spend
Sony can make the corrections 10 times difference is demonstrated.) $300 so they can say they spent it.
faster. And within one cycle. All because The carbon fiber worked so well that it It is for those who want to spend $900 so
Sony uses the phase difference as a source was even incorporated into the head shell of they can hear they spent it.
of information on speed error, rather than the Ps-8750. But Sony didn't stop at the tone-

using the angular velocity. arm’s construction. Next came the actual R
Chart A dramatically illustrates the operation of it.
dramatic difference. Most turntables have one motor, oper-

. . ©1976 Sony Corp of America Sony. 9W. 87 5t.. N Y. 10019, SONY I3 a trademarh of Sony Corp.
Cartridge sold separately. CIRCLE 32 ON READER-SERVICE CARD
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Economy-Priced
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First

Edition of the
BEETHOVEN
NINE
SYMPHONIES.

In

Stereo
S() Quad.

BEETHOVEN
The Nine Symphonies

Munich Phitharmonic
KEMPE

SIH-6093

Rudolf Kempe conducts the
complete cycle of Beethoven
Symphonies —and, as a wel-
come bonus, the Prometheus,
Egmont and Leonore (No. 3)
Overtures. Another performance
milestone in the career of this
great conductor.

To further distinguish the 8 LP
set, it is an authentic quad re-
cording. The first integral set of
the Beethoven works available
in compatible Stereo/SQ 4-
channel sound — to be released
by a budget-priced label.

On musical merits and price at-
tractiveness —an album buy, not
to be passed by.

»

¢

7 SERAPHIM
Ck Angels of the highest order / )

CIRCLE 1 ON READER-SERVICE CARD

André Previn and Vladimir Ashkenazy—Prokofiev concertos in the grand manner.

Paganini wrote twenty-eight works for vio-
lin and guitar. slender in content but ingra-
tiating enough in the elaborate decora-
tiveness of their first movements and the
nursery-rhyme simplicity of the closing
dance movements.

The six sonatas of Op. 2, which Gyérgy
Terebesi and Sonja Prunnbauer include
here complete (duplicating No. 6, which ap-
peared on their previous disc, 6.41300, Feb-
ruary 1975), are two-movement! pieces that
might almost be performed by the violin
alone, so minimal is the guitar contribution.
For the violin part, however, Paganini
knew how to make a little go a long way
and he was not averse to taking something
as simple as a minuet and piling on embel-
lishments to the point of completely dis
guising the original. The elaborate singing
line of the slower movements and the
simple, dancelike fast movements make a
pleasant enough pairing and give the violin-
ist plenty to think about. Terebesi has the
right feel for the music—he is flexible, pure-
toned, and luxuriant where needed.

The two works from the Collection of So-
natas for Violin and Guitar, while keeping
the violin to the fore, give the guitarist a
little more to do. The Grand Sonata in A
relegates the fiddle to the background and
puts the guitar in the spotlight. The part is
idiomatic and demanding: The first move-
ment is full of alarms and flourishes; the
second lives up to its subheading of “Amo-
rosamente”; the third is a lively set of vari-
ations. Prunnbauer falls just short of the ul-
timate rhythmic definition but handles’ the
music convincingly. S.F.

PRrokoFiev: Concertos for Piano and Or-
chestra (5)*; Autumnal, Op. 8%; Symphony
No. 1,in D, Op. 25 (Classical)*; Overture on
Hebrew Themes, Op. 34:. Vladimir Ashke-
nazy, plano; London Symphony Orchestra,
André Previn, cond. * London Symphony Or-
Chestra, Viadimir Ashkenazy, cond.t Viadi-
mir Ashkenazy, piano; Keith Puddy, clari-
net; Gabrieli Quartet.! [Ray Minshull, prod.]
LoNnDoN CSA 2314, $20.94 (three discs, au-

tomatic sequence). Tape: @® CSAS5 2314
$23.85.
Concertos: No. 1, in D flat, Op. 10; No. 2, in G minor, Op

16;No. 3,in C. Op. 26; No. 4, Op. 53 (for the left hand); No.
5,in G, Op. 55.

Comparison—Concertos, Overture:
Béroff, Masur/Lelp2ig Gewandhaus

EMI1C 195 02521/3

This is now the only domestic cycle of the
Prokofiev piano concertos. The gradual dis-
appearance of the Browning/Leinsdorf
RCA discs is a bearable loss, but genuinely
regrettable is Angel’s decision 10 issue only
Nos. 3 and 5 (S 37084, June 1975) from the
marvelous set by Michel Béroff and Kurt
Masur with the Leipzig Gewandhaus Or-
chestra. (The complete set is available as an
import.)

Not surprisingly, Ashkenazy has this mu-
sic well implanted in his fingers. The so-
norous breadth and inflection of his
phrases place Prokofiev squarely in the
grand Russian Romantic line of descent:
Tchaikovsky, Rubinstein, Rachmaninoff.
By contrast, Béroff's playing has a bemused
insouciance that recalls Prokofiev's French
influence and underlines the cooler, ironic,
machine-age aspect of his expressive lan-
guage. The generally stricter tempos of the
EMI set and the less prominent recording of
the piano give those performances a flow,
clarity, and perspective not much in evi-
dence in the new set. Previn provides Ash-
kenazy with an orchestral framework that
is admirably open. in texture, but his work
lacks Masur's tautness and sense of dis-
crimination between essential and unes-
sential details.

Ironically, Ashkenazy and Previn are
most compelling in No. 3, of which the Bé-
roff/Masur and a host of other fine inter-
pretations are readily available. Here Ash-
kenazy shows a lightness of touch, a coiled.
spring thrust in the phrase-molding, and an
intimacy of scale that | miss elsewhere.
Tempos are strongly characterized, and
there is a range of mood and atmosphere
not often encountered in this piece. Con-
trast is also used to interesting effect in No.
1, which Béroff approaches more single-

HiGH FIDELITY MAGAZINE

Decca/London



One reason you may be looking for new speakers
could be the phase distortion
present in those you listen to now.

Phase Distortion Explained. Phase
distortion is heard as a blurred sound
picture and prevents accurate localiza-
tion of instruments. It is most noticeable
in the lower mid-frequency range at
higher volumes. It occurs in most con-
ventional, multi-way loudspeakers at the
crossover point, when the same note is
being reproduced by two drivers. Be-
cause today’s high quality loudspeakers
have virtually solved the problems of
frequency response as well as harmonic
and intermodulation distortion, the
study and correction of phase distortion
is all the more important if you are to
literally recreate the original per-
formance.

o f—

AUDIBLE SUCK OUT

d

Diagram A. When drivers are placed in-phase. a
problem of audible “suck out" is created

Our Research. At the 1973 AES con-
vention in Rotterdam, two Bang &
Oulfsen engineers, Madsen and Hansen,
presented a paper on audible phase dis-
tortion. This paper represented three
years of concentrated research -
within which they developed
an electronic crossover, tri-
amplified loudspeaker that
allowed them to demonstrate
three important facts: 1. Phase
distortiondidindeed exist in
loudspeakers. 2. That it was
audible. (Hundreds of hours
of critical listening tests con-
firmed this.) 3. Thatit could be
effectively eliminated through
sophisticated technology.

RELATIVE AMPLITUOE (8)
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Diagram B. A high quality conventional loudspeaker
(left) and our new Phase-Link loudspeaker (right)
reproducing a square wave. What happens to the
square wave is what happens to music

Our Product. The experimental
speaker developed by Madsen and
Hansen was far too expensive to consider
for distribution to the audio consumer

A practical solution had to be found.

At this point, Bang & Olufsen engineer
E. Baekgaard began his work with
mathematical computer simulation. He
discovered that the fixed phase shift,
present in most conventional speakers
(drivers alternated 180° out-of-phase)
could be “cured” by placing all drivers
in-phase. However, when this was done,
an audible amplitude “suck out” was
created (See diagram A). It was to solve
this problem that an additional narrow
band filler driver —the Phase-Link™
Driver — was developed. Its compensat-

Bang & Olufsen

Bang & Olufsen of America, Inc., 515 Busse Road, Elk Grove Village. lllinois 60007

ing signal cured the amplitude “suck
out” and the variable phase shift. It
made the audible output of the loud-
speaker virtually identical to the
input —the square wave, for example.

Another Refinement. Phase-Link™
loudspeakers have their drivers
mounted on a common acoustic axis

so that the sound from each driver

will reach your ears simultaneously. That
is the reason for our slightly canted grill.

PHASE-LINK =
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Diagram C. Our new Phase-Link filler driver

provides a compensating signal to eliminate
“suck out” and variable phase shift

Your Listening Experience. The
importance of our new Phase-Link™
technology and square wave tests is of
course determined by the fidelity of the
music recreated by our speakers. It is
your sensitivity to the accurate reproduc-
tion of music that will give them their
severest test. It is our technology which
will insure they pass, for rarely has
technology served music so well.

Because the ear is sensitive to phase
distortion mainly in the lower mid-
frequencies, Phase-Link is used between
the low-frequency driver and the mid-
range unit in the high power, 3-way
systems (M-70, S-60) but not between
the mid-range and tweeter. In medium-
power, 2-way systems, one Phase-Link
driver is used in 12dB/oct. filter
combinations (S-45, P-45). Low-power
2-way systems (S-30, P-30) do not

utilize a Phase-Link driver but instead
eliminate phase distortion through a
sophisticated 6dB/oct. filter technique

Bang & Olufsen speakers include the
M-70, shown on trumpet stand
(supplied), three bookshelf models,
the S$-60. 5-45. and S-30. and two wall
panel speakers. the P-45 and P-30
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With the 2000Z, you can
exaggerate highs, accentuate lows
or leave it flat. You can make your
own adjustments without being
tied to the dips and peaks charac-
teristic of most other cartridges.

The extreme accuracy of its
reproduction allows you the lux-
ury of fine-tuning your audio sys-
tem exactly the way you want it.

The Emprie 2000Z.

Already your system sounds
better.

Empire Scientific Corp.,
Garden City, N.Y. 11530

CIRCLE 7 ON READER-SERVICE CARD
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mindedly. The broad crescendo of the cen-
tral Andante assai is here scaled quite mas-
sively—a startling contrast with the acerbic,
featherweight Richter/Kondrashin account
(Monitor MCS 2131, rechanneled) or the
brilliantly propulsive Graffman/Szell (Co-
lumbia MS 6925).

Ashkenazy and Previn are earnest and
serious in No. 2, approaching that work’s
macabre gallows humor with about the
subtlety of King Kong; Béroff and Masur, by
comparison, are in a class with the classic
Henriot-Schweitzer/Munch account (Vic-
trola VICS 1071). In No. 5, Ashkenazy fol-
lows Richter’s lead in pacing rather cau-
tiously; Béroff, tearing impetuously
through the odd-numbered movements
(marked Allegro con brio, Allegro fuoco,
and Vivo), seems to me closer to Proko-
fiev's intention. The performances of No. 4
reflect the general characteristics of the two
sets. Perhaps because the essence of the
piece has not yet gotten through to me, |
find little to choose between them; certainly
neither eclipses Rudolf Serkin’s recording
with Ormandy (Columbia MS 6450,
coupled with my favorite stereo Barték
First Concerto).

Both the EMI and London sets include
the Overture on Hebrew Themes. It is
played cleanly and musically by the Lon-
don team (Ashkenazy, clarinetist Keith
Puddy, and the Gabrieli Quartet) but with-
out the intuitive “Jewish” flavor of the EMI
team (Béroff, Michel Portal, and the Paren-
nin Quartet).

By fitting the concertos and the Overture
on five sides to EMI's six. London is able to
offer a bonus: Ashkenazy conducting the
Classical Symphony and the 1910 rhap-
sody, Autumnal. (With possibly wise mod-
esty, London mentions this unexpected sec-
ond role neither on the box nor on the front
page of the album booklet.) His technical
command in the symphony is rudimentary,
and [ question the musical judgment of tak-
ing the Larghett o at something like a Bruck-
nerian Adagio rather than a Haydnesque
Andante. Ashkenazy does score by starting
the work at a real allegro rather than the
more common moderatolike saunter.
Among current recordings, | would recom-
mend Marriner’s (Argo ZRG 719), despite a
leisurely first movement; but the most vital
and virtuosic performance I have heard is
the mono Ancerl/Czech Philharmonic once
issued here on Parliament. Autumnal is
more successful, emerging in fact as a most
engaging discovery. The sweetly acrid
string harmonies evoke Delius’ North
Country Sketches, written three years later.

Some British reviewers have complained
of thick bass and dull highs in the Decca/

. London engineering. On my equipment, the

undeniably potent lows are clean and well
defined; the highs are there, though they
tend to be overwhelmed by the lower mid-
range and deep bass. (This problem is no
doubt intensified on systems with a tend-
ency to boominess.) Fans of the “grand
manner” in performance and engineering
will be well served by this set, which cer-
tainly provides a convenient way to ac-
quire this repertory. Others should search
out the Béroff/Masur set (or hound Angel to
issue the remainder domestically) or as-
semble the concertos from the best individ-
ual issues. AC.

RaveL: Orchestral Works, Album 3. Or-
chestre de Paris, Jean Martinon, cond. [René
Challan, prod.] ANGEL S 37149, $6.98 (SQ-
encoded disc). Tape: ®® 4XS 37149, $7.98
®: 8XS 37149, $7.98.

Ma Meére I'Oye (compiete ballet), Tzigane (with ltzhak
Periman, violin) [trom S 37118, 1975); Valses nobles et
sentimentales.

RAveL: Orchestral Works. Boston Sym-
phony Orchestra, Seiji Ozawa, cond.
[Thomas Mowrey, prod.] DEUTSCHE GRAMMO-
PHON 2711 015, $31.92 (four discs, manual
sequence).

Bolero; Rapsodie espagnole; La Valse [from 2530 475,
1975). Daphnis et Chloé (complete ballet, with Tangle-
wood Festival Chorus) [from 2530 563, 1975]. Ma Mére
'Oye (complete ballet); Menuet antique; Le Tombeau de
Couperin. Alborada del gracioso; Une Barque sur
I'océan; Pavane pour une intante défunte; Valses nobles
et sentimentales.

Half of Ozawa’s Ravel collection has al-
ready been released singly: 1 grumbled
about the disc of Bolero, Rapsodie espug-
nole, and La Valse in June 1975 and waxed
less than rapturous about the Daphnis et
Chloé in December 1975. The newly re-
leased material includes a few goodies—all,
as it happens, on one disc. (Since it seems
likely that these discs will be issued singly
too, the listings above indicate disc cou-
plings.) Ozawa probably makes the best
case of any conductor on records for the
rather heavy orchestration of the short
Menuet antique, and his uncalled-for but
spectacular ending of the Ma Mére I'Oye
ballet may please those with surprise-sym-
phony proclivities. [ also like the clarity
and lightness of touch in his Tombeau de
Couperin. There is, furthermore, no deny-
ing the excellence of the Boston Sym-
phony’s playing, which is well recorded.

Except for that ending, Ozawa's Ma
Mere I'Oye is quite ordinary. As for the rest,
if there is nothing infuriating about his Ra-
vel, to my taste he is simply outshone by
other conductors.

The late Jean Martinon is one of those
conductors for Daphnis et Chloé (Angel S
31748, March 1976) but certainly not for the
Valses nobles et sentimentales, which
sounds muddy in his hands. (Ozawa gives
one of his better interpretations in this
work.) The Tzigane is not usually included
among the purely “orchestral” music; as a
matter of fact, the Perlman/Martinon per-
formance originally appeared on their
Saint-Saéns/Ravel/Chausson disc (De-
cember 1975). Perlman certainly gets his
soul and a whopping tone into his fiddling.
But I find his approach corny, in spite of
Martinon's  exceptionally well-defined
shaping of the orchestral accompaniment.

Those seeking a complete orchestral-mu-
sic set should turn to Skrowaczewski (Vox
SVBX 5133, July 1975), which also includes
the short Eventail de [eanne Fanfare. To
this should be added the complete Daphnis
of either Martinon or Boulez (Columbia M
33523, December 1975), since Skrowa-
czewski gives only the suites, and Marti-
non's Shéhérazade Overture (Angel S 31747,
March 1976), the only available recording.
Recommended supplements are Paray's
Bolero and Alborada del gracioso (Mercury
SRI 75033) and Boulez’ Ma Meére I'Oye and
La Valse(Columbia M 32838, June 1975).

R.S.B.

RESPIGHI: Ancient Airs and Dances, Suites
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Nos. 1-3. Los Angeles Chamber Orchestra,
Neville Marriner, cond. [Christopher Bishop,
prod.] ANGEL S 37301, $6.98 (SQ-encoded
disc). Tape: ®® 4XS 37301, $7.98; ® 8XS
37301, $7.98

REsPIGHI: The Birds*; Trittico Botticel-
liano*. Prague Chamber Orchestra, Josef
Vlach* and Petr Skvor?, cond. [Pavel Kuhn,
prod.] SuPrAPHON 1 10 1769, $6.98

Much as [ applaud the digging up, in recent
years, of authentic originals to displace
their modernized transcriptions, I'd still re-
gret the complete loss of such truly reward-
ing transcriptions as the best of Sto-
kowski's Bach and Beecham’s Handel—and
Respighi's imaginative orchestrations of
Renaissance lute and harpsichord pieces.
The first new complete recording of all
three suites (1917, 1923, 1927) of Ancient
Airs and Dances is particularly welcome
since it is so well-nigh ideally played and
recorded (gleamingly vibrant in stereo only,
still more airily expansive in quadriphony).
Even Dorati's admirable 1959 version,
recently restored to print in an imported
Mercury edition (SRI 75009), can’t match
Marriner's, which has the advantages of a
smaller-scaled but even more skilled and
enthusiastic performing ensemble and of
more vivid audio technology. The music it-
self has been a favorite of mine ever since 1
heard the then-new second suite conducted
by the composer almost a half-century ago,
but I've never heard it played more
piquantly and zestfully, yet tenderly too,

than by Marriner and his West Coast vir-
tuosos.

Josef Vlach's Supraphen Birds suite is al-
most as welcome as a modern replacement
of Dorati's long-definitive 1958 version
(now imported Mercury SRI 75023). Again,
an appropriately chamber-sized ensemble
plays with engaging grace and spirit (and
more humor than Dorati’s), and it is
brightly, quite closely recorded in light
weight, rather sharp-edged sonics.

The original tone poem on the other side
is another story. The 1927 Botticellian
Triptych has considerable impressionistic
pictorial charm and scoring ingenuity, but
Petr Skvor is a less authoritative conductor
than Vlach. And this score really requires a
larger orchestra—the too few strings here
are forced to sound like more, producing
some unpleasantly overintense highs.
There is, however, no other current version
of the Trittico. Indeed this one is, as far as [
can tell, the first to appear in stereo. R.D.D.

SCHOENBERG: '‘Complete Works for Cham-
ber Ensemble.” London Sinfonietta. David
Atherton, cond. [James Mallinson, prod.]
BRimsH DEcca SXLK 6660/4, $34.90 (five
discs; distributed by London Records).

Verklarte Nacht, Op. 4. Chamber Symphony No. t, Op. 9
Herzgewachse, Op. 20 (June Barton, soprano). Pierrot lu-
naire, Op. 2t (Mary Thomas, speaker). Serenade, Op. 24
(John Shirley-Quirk, baritone). Wind Quintet, Op. 26. Der
Wunsch des Liebhabers, Op. 27, No. 4; Der neue Klassi-
zismus, Op. 28, No. 3 (London Sintonietta Chorus). Suite,
Op. 29. Ode to Napoleon, Op. 41 (Gerald English,
speaker). Phantasy, Op. 47 (Nona Liddell, violin, John
Constable, piano). Ein Stelldichein. Three Pieces for

Chamber Orchestra. Nachtwandler (Mary Thomas, so-
prano). Lied der Waldtaube (Anna Reynolds, mezzo-so-
prano). Die eiserne Brigade. Weihnachtsmusik.

Just what criteria governed the selection of
these ‘'complete” works isn't too clear to
me, but since the contents are listed on the
outside of the box one cannot reasonably
complain of being cheated by the omission
of, say, the string quartets or the other (a
cappella) choral works from Opp. 27 and
28. These recordings were made following a
1973 series of concerts by the London Sinfo-
nietta, which included some Schoenberg
arrangements and orchestrations (of works
by Schubert, Johann Strauss, Busoni, and
Denza') that | would gladly have traded for
Verkldrte Nacht or another of the oft-re-
corded scores in the present set.

The most important pieces here have, of
course, been recorded before, and the first
sides are not very encouraging. Verkldrte
Nacht—the string-sextet version—is rather
uncommittedly played, with some uncer-
tain execution and muddy textures. The
First Chamber Symphony, though fluent,
isn't as well integrated as Gunther Schull-
er's recording (Finnadar SR 9008), with
some unconvincing tempo changes. And
Pierrot [unaire, featuring the same soloist
(and the same cellist) as the superb Fires of
London recording I reviewed last year (Uni-
corn RHS 319, May) is decidedly short on
the clarity and atmosphere that marked
that memorable reading. Part of this may be
due to the recorded sound, which simply
isn't as sharply focused.
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Ve

It's not always the expensive
things you do that help make a

product great.

The acoustic lens on our
tweeter is a case in point.

It’s just one small but
significant part of a very
complex design concept that

makes up the Interface:A vented,
equalized speaker system. One of

the most measurably accurate
speakers you can buy.

uniformly throughout the
listening area.

We could have used a more
expensive device, but frankly, the
results didn’t justify the cost.

That's why we turned to
our 5¢ piece of felt. And as
.. ."“dispersion of the highs was
excellent — easily as good as we
have ever heard from a forward
facing cone driver. .. evidently
the felt acoustic lens does what
is claimed for it.”

A savings? Sure. But more
important, a better product. You
can hear the Interface difference
at your audio dealer. And it won't
cost a nickel to listen.

To maintain this accuracy
over very high frequencies with
our front mounted tweeter, we
searched for a special lens to
disperse sound widely and

Interface: A

Electro-Voice, Inc. a Gulton company
619 Cecil St., Dept. 664!7-1. Buchanan,Mich.
4910

CIRCLE 6§ ON REAOER-SERVICE CARD

JuLy 1976 89



Now things look up a bit, for we hit some
rarities. Ein Stelldichein is a fragment, a
chamber tone poem, like Verkldrte Nacht
based on a poem by Richard Dehmel. The
poem and a translation are given in the ex-
cellent booklet, as are all vocal texts. It
dates from 1905: intriguing, but not very
promising. June Barton sings Herzge-
wdchse, the astronautical Maeterlinck set-
ting, with amazing security—but again the
recording washes most of the exotic color-
ing (celesta, harmonium, and harp accom-
paniment) away in a fog. The brief Three
Pieces for Chamber Orchestra (1910) are
well played and are followed by a rather
stodgy performance of ‘“Nachtwandler
one of the “cabaret songs”: Mary Thomas

sounds strained and uncomfortable here.
More first recordings on the next side. A
1922 chamber-orchestra version of the
“Lied der Waldtaube” from Gurre-Lieder
is spare but effective, somewhat sluggishly
performed. Dje eiserne Brigade is a march
for string quartet and piano that Schoen-
berg wrote when in the army (1916)—some-
thing of a sendup and full of characteristic
details. The Weihnachtsmusik (1921) is a
fantasy on two Christmas melodies, “Es ist
ein Ros’ entsprungen” and “Silent Night,”
for three strings, harmonium, and piano,
relaxed demonstration of contrapuntal
mastery (as tonal as the original melodies).
Now come the important transitional
works of Schoenberg's explicitly neo

STAX ___ADAPTOR tor ELECTRET EANSPEAKER SRO-4

The Stax Legend for $85!
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headphones, has perfected the electret principal.
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At franchised American Audioport dealers.

d American Audioport sos university « Columbia, Mo. 65201
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classical period: the Serenade, the Wind
Quintet, and the Suite for clarinets, strings,
and piano. | am happy to report that they
are rather well played. John Shirley-Quirk
does a really distinguished job on the solo
in the Serenade, Alan Civil joins in one of
the more intelligible performances of the
difficult Wind Quijntet, and only the fuzzi-
ness of the piano sound detracts from a rea-
sonably poised Suite. The two choral
pieces. alas. pretty well vanish in that same
acoustic haze. The two late works are dis-
appointing, the Ode narrator both man-
nered and occasionally inaccurate, the
Phantasy played neatly but without much
panache.

The serious Schoenberg admirer will
doubtless want this set, if only for the

new" works. For those just getting their
feet wet, however, 1 would be inclined to
recommend the individual recordings men-
tioned above as starting points—and of
course Schoenberg's chamber music is
hardly complete without the quartets and
the string trio. works more important than
at least half of the titles in this set. I wish I
could be even more positive about this
laudable venture, but we should be grateful
itaccomplishes as much as it does. D.H.

ScHuBERT: Quartets for Strings. Melos
Quartet [Rudolf Werner and Heinz Jansen,
prod.] DEUTSCHE GRAMMOPHON 2740 123,
$48.86 (seven discs, manual sequence)

Quartets: No. 1, in B flat, D. 18; No. 2, in C, D. 32; No. 3. in
Bflat, D.36:No.4,inC,D. 46, No.5,in B flat, D. 68; No. 6,
inD.D.74;No.7,inD, D.94;No. 8,in B flat, D. 168; No. 9,
in G minor, D. 173; No. 10, in E flat, D. 87; No. 11,inE, D.
353: No. 12, in C minor . D. 703 (Quartettsatz)*, No. 13, in
A minor, D. 804; No. 14, in O minor, D. 810 (Death and the
Maiden)®. No. 15, in G, D. 887. Quartettsatz in C minor, D
103

[“trom 2530 533, February 1976. Also available singly:
Nos. 1-30n 2530322 ]

The Melos Quartet has the field to itseli:
There is, at present, no other complete set
of the Schubert string quartets on the mar-
ket. though both the Amadeus and the Con
cord promise them at dates yet unspecified.
How fortunate we are, then, that the Melos
is up to the job—musically sensitive, well
integrated. never extreme or idiosyncratic
in its approach, never violating the spirit of
the music.

As I remarked in reviewing the single re-
lease of Death and the Maiden (February),
the Melos tends to hew to the middle of the
road. and its caution sometimes results in
missed opportunities—little explorations
into sonority or inner-voice action that give
the listener the sense of reaching as far into
the music as it is possible to go. While the
group doesn’t alwavs do that. its full-length
view of Schubert the quartet writer, from
age fifteen to twenty-nine (within two years
of his death), is an eye-opening experience.

As quartet-lovers know, only the four
“late” works get any exposure to speak of
on the concert stage, starting with the
Quartettsatz of 1820 through the A minor of
1824, the D minor (Death and the Maiden)
of 1826. and the final, miraculous G major
(No. 15) of the same year. What lay behind
this climax is an assortment of eleven
works that are sometimes diffuse. some-
times merely rhetorical. sometimes star-
tlingly prophetic, always alive with mel-
ody. always betraying the full electric
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current of a musical mind simply running
over with expressive impulse. Take Quartet
No. 4, for example, composed in five days,
from March 3 to 7, 1813—opening with
slow contrapuntal introduction of sinuous
chromaticism, moving on to an Allegro that
contrasts dense unison sonorities with
lively melodic discussion and involves it
self in an accomplished development sec-
tion full of variety and tension. The closing
movement is a merry, scherzo-ish Allegro
containing an unexpectedly gloomy detour
into the minor as its center point.

For that matter, consider the preceding
quartet, begun in November 1812: a bold B-
flat opening movement which makes it quite
clear that Schubert had learned in the space
of less than a year how to set free the lower
voices. There is confident counterpoint in
the exposition as well as in the develop-
ment, and an even more notable independ-
ence of parts in the second movement,
where cello and viola are charged with the
opening statements. What a harbinger of
things to come from Schoolmaster Franz
Theodor Schubert’s fifteen-year-old boy!

The listener will never have a dull mo-
ment in the process of tracing the musical
development as it is revealed in these quar-
tets, and he will also enjoy the concise his-
torical notes of DG's booklet, which gives
precise details on dates of composition and
publication. The dates of composition in a
few instances have been revised vis-a-vis
those given in the Breitkopf & Hartel com-
plete edition, and, in the case of Quartet No.
2. two missing movements have been re-
stored. (Listeners following the Dover re-
print of B&H will not, of course, find these
movements included. Nor will they find the
early Quartettsatz. D. 103, also in C minor:
this fragmentary Grave/Allegro of 1814,
compleled by a Schubert editor in 1939, was
recorded by the Juilliard on Columbia M
32596, August 1974. and is included in this
album.) The DG booklet also cites various
Schubert authorities on individual works,
and it is amusing to note Walter and Paula
Rehberg on Quartet No. 7 ("a wonderful in-
spiration ... purest Schubert™) followed
by Jack Westrup (“almost disagreeably
naive’)

In comparison with competing versions
of the late. popular quartets by other en-
sembles. it can be said in general that the
Melos takes a broadish, lyrical, poised ap-
proach, less tight-knit than the Amadeus in
Nos. 9and 13, for example, and with an em-
phasis on flow and a steady pulse. I find the
first violin tone sometimes harsh in the
Melos, but | prefer it (especially in No. 9) to
the more portamento-prone violinist of the
Amadeus (DG 139 194, Nos. 9 and 13),
whose fingerwork is not always pristine. In
Death and the Maiden. the Melos is more
relaxed than the whiplashing Cleveland
(RCA ARL 1-0483). yet keeps things moving
just a shade more freely than the recent
Collegium Aureum version (BASF KHC
22059).

In short, the Melos provides perform-
ances that one can live with happily. And it
is wonderful to have the complete Schubert
so satisfactorily accessible. S F

ScHUMANN, C.: Variations on a Theme by
Robert Schumann, Op. 20; Romances, Op.
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21, Nos. 2-3; Mazurkain G, Op. 6. BENNETT,
W.S.: Sonata for Piano, No. 1, in F minor,
Op. 13. James Sykes, piano. ORiION ORS
75182, $6.98

This disc brings together two lesser-known
nineteenth-century composers deserving
wider recognition. Clara Wieck Schumann
is. of course, well known not only as Robert
Schumann’s wife, but also as one of the
most important pianists of her age. In the
latter capacity she played a significant role
in bringing to the public both her husband’s
piano pieces and those of Beethoven (par-
ticularly the later works, rarely performed
at that time). But Clara Schumann was also
an active composer and, as this record dem-
onstrates, a highly gifted one.

The most ambitious of her pieces in-
cluded here is the Variations on a Theme
by Robert Schumann, based on the first of
the five Albumblatter, Op. 9. (Brahms used
the same theme for his well-known Vari-
ations on a Theme by Schumann, Op. 9.)
Schumann confines herself to elaborate
textural variations on the theme; the latter
is always clearly present and rigidly deter-
mines the form of each variation. Yet the
writing is so pianistically imaginative and
harmonically varied that the work sustains
interest extremely well. (It was a great fa.
vorite of Brahms.)

The other pieces, all relatively short and
lyrical compositions, are also quite straight-
forward in formal design. But again Schu-
mann’s gift for simply, yet pianistically
resonant, melodic and harmonic inven-
tion—especially in the Romances—provides
ample musical interest. The Op. 6 Mazurka,
written when the composer was only sev-
enteen, contains little of the character of
the Polish dance, yet it is an effective piece.
(It is probably most striking to modern ears
as beginning with the music later borrowed
by her husband to supply the opening
“motto” of his Davidsbiindlertanze, Op. 6.)

The Englishman William Sterndale Ben-
nett was also one of the most prominent
musical figures of his age, although his
name is not as well known today as that of
Clara Schumann. (He has no other listings
in Schwann.) As a composer he won the en-
thusiastic praise of both Mendelssohn and
Schumann, and he was also active as a con-
ductor—he led the London Philharmonic
for some years—and pianist. Curiously,
Bennett's compositional career fell off sud-
denly when he reached his thirties (he
wrote little of importance after about 1845),
but the works of his early years are impres-
sive for their musical interest and technical
facility. The F minor Sonata was written in
1837, when Bennett was only twenty-one.
Dedicated to Mendelssohn, it clearly re-
flects a debt to that composer's develop-
ment of the post-Beethoven sonata. Al-
though admittedly a youthful work, the
composition gives evidence of an unusually
precocious and sophisticated musical
mind. And pianistically it is quite dazzling.

Pianist James Sykes, despite occasional
minor technical lapses, plays all the music
with sympathy and understanding. He also
provides excellent introductory notes on
the composers and compositions. Unfortu-
nately, the recorded piano sound is a bit
fuzzy, but not-so much as to be a real irrita-
tion. The disc makes a valuable contribu-

William Sterndale Bennett
Deserving of wider recognition.

tion to the current revival of some of the
“other” nineteenth-century composers.
R.P.M.

SHaw: Choral Works. DaLLaPiCCOLA: Vocal
Works. Various performers. ARGo ZRG 791
$6.98.

Suaw: A Lesson from Eccleslastes; Music, when soft
voices die; To the Bandusian Spring (BBC Singers, John
Poole, cond.). Peter and the Lame Man (Alexander
Young, tenor; John Noble, baritone; BBC Singers and
Symphony Orchestra). DALLAPICCOLA: Sicut Umbra (Sybil
Michelow, mezzo-soprano; London Sinfonietta, Gary
Bertini, cond.). Tempus Destruendi/Tempus Aediticandi
(Julie Kennard, soprano; Cheryth Milburn-Fryer, alto;
BBC Singers, John Poole, cond.).

The English composer Christopher Shaw
writes in a very severe, dissonant, atonal
style. But the rewards of severity can be a
special kind of magnificence, such as
Stravinsky obtains in the Symphony of
Psalms and Shaw obtains in Peter and the
Lame Man, a short cantata for tenor, bari-
tone, and orchestra that is by far the finest
thing on this record. The conclusion of the
work, wherein Peter reaffirms his faith and
that of all Israel, is immensely moving and
strong.

Luigi Dallapiccola’s Sicut Umbra is a
cycle of three songs for soprano and small
orchestra employing poems in Spanish by
Juan Ramoén [iménez. The melodic lines are
based on the shapes of various constella-
tions. The whole thing is exquisitely gentle,
understated, and delicate in effect. A beau-
tiful work, but one that contrasts sadly
with the labored choruses that follow.

A Time to Destroy and A Time to Build,
written for a choral society in Israel, deal
with the symbolism of Solomon's temple.
Regrettably, they lack the drama and the
mastery of idiom one expects of their dis-
tinguished composer. AF.

Siseuius: Concerto for Violin and Or-
chestra, in D minor, Op. 47. BEETHOVEN:
Romances for Violin and Orchestra: No. 1,
in G, Op. 40; No. 2,in F, Op. 50. Pinchas Zu-
kerman, violin; London Philharmonic Or-
chestra, Daniel Barenboim, cond. [GUnther
Breest. prod.] DEUTSCHE GRAMMOPHON 2530
552, $7.98. Tape: ®® 3300 496, $7.95.
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Comparisons—Sibelius:

Heitetz, Beecham/London Phit. Sera. 60221

Heifetz, Hendl/Chicago Sym. RCALSC2435etal.

Chung, Previn/London Sym. Lon. CS 6710

Olstrakh, Rozhdestvensky/Moscow Radio Sym.
Mel./Ang. SR 40020

The knotty Sibelius violin concerto can be
approached with stress on its intensity and
classicism of line, but only by a super-vir-
tuoso capable of keeping his poise in the
face of such demonic difficulties. Not sur-
prisingly, the master of this approach is
Heifetz, both of whose recordings are clas-
sics—the 1935 one (now on Seraphim in a
vivid transfer) with Beecham's solid, more
rhetorical accompaniment, the 1959 one
with Hendl's more impatient pacing of
some of the tuttis. Kyung-Wha Chung man-
ages to incorporate some of Heifetz' purity
and heat into her more lyrical inter-
pretation.

The other basic approach, exemplified by
the late David Oistrakh, is the burly, mus-
cular one, wherein the beads of perspira-
tion are translated into sound. To my ears,
the Zukerman/Barenboim interpretation is
merely the Oistrakh approach—itself lack-
ing refinement, textural variety, and atten-
tion to detail—smothered in sentimentality.
There is nary a phrase that isn't subjected
to some sort of gooey excess: overstressed
accents, gross exaggeration of markings
like espressivo, sensational exploitation of
Sibelius’ murky scoring. This ludicrously
gushy rendition demonstrates that even
good musicians can be guilty of bad taste.

In the Beethoven romances, Zukerman
again uses too much portamento, but his
tone is otherwise lustrous and attractive.
The G major is played rather briskly, the F
major quite broadly. Barenboim indulges
himself less here, but the strings still sound
slightly soupy and underarticulated. H.G

] SmeTana: M4 Viast. Chicago Sym-

phony Orchestra, Rafael Kubelik
cond. MERCURY SRI 2-77006. $13.96 (two
discs, rechanneled, manual sequence) [from
OL3 103, 1952)

E] SMETANA: Ma Vlast. Czech Philhar-
monic Orchestra, Karel Ancerl, cond
VANGUARD/SUPRAPHON SU 9/10
$7.96 (two discs, automatic se-
quence) [from CROSSROADS 22 26 0002
1966)
SMETANA: Ma Vlast; The Bartered
B Bride: Overture, Polka, Furiant,
Dance of the Comedians. St. Louis Sym-
phony Orchestra, Walter Susskind, cond
[Joanna Nickrenz and Marc J. Aubort, prod.]
TurnaBOUT QTV-S 34619/20, $7.96 (two
discs, manual sequence)

Represented here are recordings of three
decades. The Kubelik, made with a single
microphone, is a classic monophonic one-
point take from 1952. [t is regarded by some
as one of the few discs to give an accurate
likeness of the sound of the Chicago Sym-
phony in Orchestra Hall, the room in which
the orchestra plays its concerts but no
longer records. The Ancerl dates from the
1960s, and it can be taken as a typical Euro-
pean stereo product of that period. The
Susskind represents the technolegy of the
Seventies, decoding to provide rear chan-
nels (although they contain little except
hall ambience). The latter also gives you the
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most music for your money, at least quan-
titatively.

All three sets are of value, reflecting the
fact that all three conductors regard this
music as a part of their personal artistic
heritage. Yet, they respond to it very differ-
ently. Kubelik, only recently exiled from his
homeland when he made this recording, is
dealing with an orchestra that contains a
large number of Bohemians. Combining the
intensity of his feelings for his country and
their ability to respond to these emotions,
the performance has qualities Kubelik has
never surpassed. This is probably the most
deeply felt Ma Vlast we have, but—cau-
tion—it shows its age and there is audible
tape hiss.

The best buy for most people would seem
to be the Ancerl, a warm, spacious record-
ing, idiomatic in the manner that only a
Czech orchestra and conductor can pro-
vide. gracious, lyric. and well-engineered.
Ancerl too knew exile: His career with the
Czech Philharmonic ended with the Soviet
crackdown on Czechoslovakia at the close
of the Sixties. But here he is still a patriot af
home, not yet an exile.

Although Susskind gives good perform-
ances, they lack the atmosphere, the intui-
tive sense of style. the distinctive national
feeling that Kubelik and Ancerl provide.
The producers seem fearful about working
close to the orchestra. They resort to pano-
rama microphones, but Mercury was using
this technique more effectively in Chicago
in 1952. Add rear channels, and I get the im-
pression that I am in the upper balcony of a
big hall. Does a $3.98 record have to sound
like a $3.50 seat?

Three quite different performances,
then—none less than good—conveyed in
three kinds of sound. The Kuhelik, I sus-
pect. is the only one that anyone will have
any interest in hearing twenty-five years
from now, but for the here and now, with
price a consideration, you may make your
own decision on the alternative best for
you. You cannot go very far wrong. R.C.M.

TELEMANN: Pimpirione.

Vespetta
Pimpinone

Uta Spreckelsen (s)
Siegmund Nimsgern (b)
Herbert Tachezi and Hans Ludwig Hirsch
harpsichords; Ensemble Florilegium Musi
cum, Hans Ludwig Hirsch, cond. TELEFUNKEN
26.35285, $13.96 (two discs, manual se-
quence).

Pimpinone is a key work in the eighfeenth-
century transformation of opera from a
grand and remote spectacle into a lively
and dramatic theater art. Pergolesi's Serva
Padrona. the most influential of the
catalysts involved, dates from 1733, Pimpi-
none from 1725. Both were originally in-
serted between the acts of opere serie. Tele-
mann’s opera buffa, composed for the
bourgeois citizens of mercantile Hamburg,
was so successful that, amplified by music
borrowed from other composers, it soon
achieved independent status.

The work as heard on this recording is
something of a hodgepodge to modern ears.
The arias and duets—all in da capo form-
are in both Italian and German: the secco
recitative is in German; the overture con-
sists of a violin concerto. not by Telemann,

but by Carlo Tessarini (Op. 1, No. 7). and
the two entr'actes are similarly by other
contemporaries, Albinoni (Oboe Concerto,
Op. 9, No. 8) and Vivaldi (Violin Concerto,
Op. 7, No. 2).

Despite the historical importance of Pim-
pinone, Telemann’s music, though fluent, is
unremarkable. The dramatic situation,
which ends in bitterness and dark disillu-
sion, was beyond his imaginative reach.
Pimpinone and Vespetta are the merest
stock types, untouched by insight or sym-
pathy. The singers can hardly be blamed for
their failure to breathe life into these char-
acters. Siegmund Nimsgern does what he
can. Uta Spreckelsen is perhaps too bland,
even for these proceedings. She is reason-
ably deft at handling the fioritura that has
been introduced into the final sections of
her pieces (the repeats in Pimpinone's mu-
sic have been left unembellished), though
she sometimes has trouble with the rhythm
of fast passages. The orchestral ensemble
under Hans Ludwig Hirsch is admirable.
Actually, the most enjoyable part of the
recording consists of the three concertos,
which are beautifully played.

Text, translation, notes (rendered from
the German into particularly inspissated
English). Pressings and recordings are first-
rate. D.S.H.

WAGNER: Wesendonk Lieder; Tristan und
Isolde: Prelude and Liebestod. Jessye Nor-
man, soprano; London Symphony Orches-
tra, Colin Davis, cond. PHiLIPS 9500 031
$7.98.

Comparison—Wesendonk Lieder:
Nilsson, Davis/London Sym

Phi. 6500 294
Colin Davis’ Wagner as heard on this reci-
tal is a matter of fits and starts—not so
much, perhaps, in terms of tempo as in mat-
ters of rhythm, accentuation, and dynam-
ics. A very sensitive artist, he is so intent on
responding to the demands of each phrase
as it passes before him that he tends to sac-
rifice larger meanings. In isolation the de-
tail is often superb, but for me none of these
sequences is shaped with the kind of over-
all comprehension that would make them
moving and powerful. The weight and col-
oration of the Tristan Prelude, for example,
are very thrilling, but the music falls apart,
logic and comprehension dissolve, because
it is impossible to feel the connection be-
tween phrases.

Davis is clearly attached to the Wesen-
donk Lieder. having recorded them before,
with Birgit Nilsson. (Actually, there is yet
another recording of two of the songs,
“Trdume’ and “Schmerzen,” in the collec-
tion ““Colin Davis at the Last Night of the
Proms,” Philips 6588 011; Jessye Norman is
again the soloist, but there the orchestra is
the BBC Symphony.) That earlier effort
strikes me as unsatisfying too, for much the
same reason. Compared to Nilsson, whose
lapses in intonation [ find on this occasion
hard to overlook, Norman is vocally secure.
Oddly enough, on records Norman's voice
sounds larger than Nilsson's, no doubt be-
cause of the former’s darkness of tone.
There is much, indeed, about Norman's
sound that is rich and lustrous, but the top,
I fear, is still not properly under control,
being either too loud or too soft. and sound-
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ing in the first case too strenuous and in the
second too thin. Moreover, she still has
something to learn about the interpretation
of this music. In *“Stehe stilll"—to take one
instance—she misses the hushed rapture re-
quired by the reference to the lover's si-
lence and the soul's desire for nothing
more. The Liebestod, too, suffers from in-
terpretive immaturity, though there are
times when the voice pours forth with asto-
nishing beauty.

The playing of the London Symphony is
magnificent and has been recorded by Phil-
ips with worthy clarity and warmth. The
pressing, as usual, is exemplary. Notes,
texts, translations. D.S.H.

WoLF: Morike Lieder (selections). Dietrich
Fischer-Dieskau, baritone; Sviatoslav Rich-
ter, piano. [Cord Garben, prod.] DEUTSCHE
GRAMMOPHON 2530 584, $7.98

Die Genesene an die Hottnung; In der Frihe; Fussreise;
Neue Liebe; Der Feuerreiter; Jagerlied; Storchenbot-
schaft; Verborgenhelt; im Frihling; Aut einer Wander-
ung; An die Geliebte; Peregrina I; Peregrina II; Lebe
wohi; Begegnung; Der Jager. Bei einer Trauung; Ab-
schied.

1 couldn’t say why Deutsche Grammophon,
which already offers a nearly complete set
of the Mérike Lieder (2709 053, May 1975)
with Fischer-Dieskau and Daniel Baren-
boim (the latter doing what struck me at the
time as some of the best Wolf playing ever),
should now release a selection of these
same songs by the same singer and an
equally fine—perhaps even finer—pianist.
Though puzzled, | am not unhappy. For one
thing, this disc, recorded at a concert in
Innsbruck in October 1973. demonstrates
that the professional standards of
Dieskau’s recordings are not merely the re-
sult of hard work in the studios—he really
can duplicate that level of singing in con-
cert.

And. fine as was the best of that three-
disc set with Barenboim, some of this is
even better. Dieskau is in good voice. a
shade lighter than with Barenboim; a few
climaxes are barky and strained (the two
"Peregrina” songs fail to come off for this
reason), but most of the singing is very
clean, precise. and well shaped. And Rich-
ter is quite marvelous: passages that
seemed very good in Barenboim's hands
sound just a bit overemphatic when the
Russian pianist’s playing is directly juxta-
posed—although Barenboim’s work still far
outdistances that of all his recorded prede-
cessors in precision of articulation and vari-
ety of color. Particular examples of their
differences are the dotted rhythms in *Auf
einer Wanderung™ and “‘Fussreise”—their
performances of the latter, with its faster,
freer tempo, are perhaps the most distinc-
tively ditferent. in “*Verborgenheit,” Baren-
boim's internal line in the piano part now
seems slightly showy as against the
smoothly balanced polyphony that Richter
achieves. This surely shaped, long-
breathed performance is one of the high
points of the new disc.

There's not always so much difference,
and | am no! convinced but that the
Dieskau/Barenboim “Im Fruhling” isn't
more rapt than the Dieskau/Richter.
There's no doubt that many of these read-
ings demonstrate that it’s the singer who

JuLy 1976

7

LN

EXINRR \
\\“‘ A : \

Y
L4

’4;,%. z=':iF
WYy 7SS \
" L. 9%2 = ~ .

////; YRR
/

By eliminating the static
charges that attract and hold
dust to the records’ grooves!
Onlﬁ Staticmaster completely eliminates static and
whisks away dust in one quick, easy operation. With its
exclusive Polonium 210 element, Staticmaster generates
jonized air which neutralizes both positive and negative
static charges. Staticmaster works in seconds to prolong rec-
ord and stylus life. Suggested retail price $14.95. To find out
more about Staticmaster’s unique Polonium 210 element, see
your audio dealer or write to us.

staticmarster

Nuclear Products Corapany, P.O. Box 5178, €l Monte, CA 91734
The leader in static elimination for over 25 years.

CIRCLE 20 ON READER-SERVICE CARD

'.’/I////

MEET THE FAMILY...

Revox A7C0

QOur companies have
been in the microphone
business now for over 40
years.

In that time we ha
built up quite 8

Revox ATT

Ajl of these producls
are madé to the same high
acoustic and mechanical
quality that has set stan-
dards  throughout the
world. For example, If
your finances do not quite
run to a new Revox tape
recorder, try to tind a
secondhand one — In stock
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I-fi Harmony

crown
IC-150A
D-150A

*80 watts per channel min. RMS into
8 ohms (1 Hz-20 KHz), total harmonic
distortion of .05%.

In any great vocal group, each singer
could make it on his own. Together,
they’re beautitful.

That's how we designed the
Crown IC-150A pre-amp and the
Crown D-150A power amp.

The IC-150A provides precise
control with minimum distortion. The
D-150A provides reliable power* to
drive almost any stereo speakers.
Each one could be a superb addition
to your system.

But together we think they're
incomparably beautiful, whether you
think of beauty as powerful, clean
sound; or honest, uncluttered appear-
ance; or simple, accurate control.

If the receiver or integrated amp
in your current system seems
somehow limited, please consider
seriously the Crown IC-150A/D-150A
combination. You’'ll be pleased at a
new quality of sound, and surprised
at a real bargain.

Write us today for the name of
a dealer near you. it could be the start
of a harmonious relationship.

becomes arm art,

crown

Box 1000, Elkhart, IN 46514
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determines the character of a song perform-
ance, and in no case is either pair as far
apart from the other as from, say, Husch.
Janssen, or Prey: the basic interpretive
stance is not altered. Thus, | would say that
only close students of Dieskau (or of Wolf-
ian accompaniment) need both of these
recordings: others should choose on the
basis of how many Morike songs they
would like to have.

Excellent recorded sound from the live
concert. with the audience applauding only
at the beginning and end; elsewhere. they
are almost superhumanly quiet. Texts and
rather creaky translations. D.H.

s
lcry

EaRLY Music QUARTET: Music of the Min-
strels. Early Music Quartet, Thomas Binkiey,
dir. TELEFUNKEN 6.41928, $6.98

This latest addition to the Early Music
Quartet’s series of stimulating revitaliza-
tions of medieval music—for which the in-
ternational foursome is augmented to seven
versatile performers—is devoted to some of
the earliest known instrumental music, dat-
ing from the late thirteenth century. Pre-
served in rare manuscripts, these nine
works are heard in performing versions (by
the group’s director, the American lutenist-
musicologist Thomas Binkley) using repre-
sentative instruments of the period. The
only noninstrumental presence is a word-
less soprano/tenor duo added to the three
dulzians (early bassoons) and drums in the
lively Ductia.

The selections represent illuminating
varieties of the sequence-type form known
as estampie—the development of an origi-
nally simple “stamping™ dance into an cf-
ten surprisingly complex piece of entertain-
ment music intended to be listened to as
well as participated in. Both the northern
and southern (Mediterranean) musical cul-
tures are exemplified: the former by a fa-
mous estampie in Oxford's Bodleian Li-
brary ms. “Douce 139,” the latter by the
wonderfully named Cominciamento di
gioia (“The Beginning of Joy’), among
others.

Yet the outstanding attraction here is for
me the infectious relish with which the per-
formers and recording engineers reanimate
this ancient but miraculously unfaded mu-
sic. Listen to the fascinatingly exotic
Tierche Estampie Roial or the ‘Douce 139"
estampie with its jauntily catchy Jew's-
harp ostinato pattern, and you'll begin to
realize that, even in the deepest winter af
the so-called Dark Ages, life wasn't always
hopelessly grim.

As we've come to expect in every release
in Telefunken's Das alte Werk series, this
one is handsomely packaged, with exten-
sive trilingual notes by Horst-Peter Hesse
and Binkley himself. All that's lacking are
original manuscript reproductions and de-

tailed descriptions of the instruments used.
R.D.D.

GREGORIAN CHANT: Vespers of the Holy
Trinity; Benediction of the Blessed Sacra-
ment. Claude Gay, organ; Choir of St. Pierre
de Solesmes Abbey, Jean Claire, cond. LON-
DON OS 26431, $6.98.

AMBROSIAN CHANT. Capelia musicale del
Duomo di Milano, Luigi Benedetti and Lu-
ciano Migliavacca, cond. [Andreas Hol-
schneider and Heinz Wildhagen, prod.] AR-
CHiv 2533 284, $7.98.

To many people. Gregorian chant and So-
lesmes are virtually synonymous. So-
lesmes, of course, is the French monastery
where Benedictine monks have devoted
more than a century to the revival of the
chant repertory of the Middle Ages. They
have been responsible for preparing the
chant books used throughout the Catholic
Church, and their smooth unmeasured in-
terpretations have long been accepted as
the standard for chant performances. On
this London disc we are invited to a typical
service as the monks have been chanting it
daily for decades. The experience is quite
wonderful. The men enter and leave to the
sound of the organ playing Sweelinck and
Louis Couperin; the rest of the service is
sung a cappella. The long periods of
psalmodic chanting on a single note are
hypnotic, making the sudden melody of the
framing antiphons {strangely called an-
thems on the label) like the blossoming of a
miraculous flower. The liturgy is the Ves-
pers for the Trinity, not one of the best-
known celebrations, but an appropriate
setting for this glimpse of the intertwining
of music and faith.

In contrast, the Archiv release presents
an assortment of colorful chants. exam-
ples taken from both Mass and office
throughout the church year. The distin-
guishing feature is that they represent a dif-
ferent tradition from the Gregorian main-
stream. Ambrosian chant, named after a
fourth-century bishop of Milan, was once
sung all over northern Italy and southern
Germany, but today its use is restricted to
the area around Milan. To my untutored ear
the Ambrosian-Gregorian similarities are
certainly greater than the differences. The
most striking element is the deliberate in-
corporation of sections for boys’ voices, in-
troducing a dramatic contrast of ranges. Be-
yond this, the chants are almost uniformly
melismatic, ornamental in a fashion that
some commentators have called Oriental or
at least Near Eastern in flavor. This pen-
chant for decoration even applies to the
hymns, a form invented by Bishop Am-
brose himself to divert a besieged flock. A
fascinating and significant recording, this is
one of six discs in an Archiv survey of vari-
ous forms, styles, and repertories of chant.

S.TS.

PauL Esswoob: Baroque Recital. Paul Ess-
wood, countertenor; Vienna Concentus Mu-
sicus, Nikolaus Harnoncourt, cond. TELE-
FUNKEN 6.41929, $6.98.

J. CHRiSTOPH BACM: Ach, dass ich Wassers genug hatte.
BERNHARD: Was betrubst du dich, meine Seele. BuxTe-
HUDE: Jubilate Domino. TELEMANN: Ach Herr, strafe mich
nicht. Ziane: Alma redemptoris Mater
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An opinion from an expert: The ADS 710
is a three-way bookshelf speaker of acous-
tic suspension design. It differs from other
speakers of that genre in that it is very ef-
ficient, and is actually designed for shelf
placement. The efficiency is achieved by
the use of very strong magnetic assemblies
in all of the drivers, substituting two 7 woof-
ers for the more common single, larger unit.
The end result is a speaker that has superb
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frequency response without sacrificing the
equally important transient characteristics.
The sound of this speaker system is in-
credibly open and well defined, and the ef-
fect is that of listening to music, rather than

to a loudspeaker. - Matrtin Clifford.

We couldn’t have said it better.
ADS, Analog & Digital Systems
64 Industrial Way, Wilmington, MA O1887
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The famous Sound of Koss
takes on a new look.

Slipping into the beautiful Sound
of Koss has always been an ex-
citing experience for those who 0
love music. And with the all new y

Koss K/125, K/135 and K/145 r“'
Stereophones, it's an even greater -
pleasure. Because not only are

these new dynamic Koss R
Stereophones lighter and e

more comfortable, but they
also reproduce the

musical program material
with greater accuracy than other
dynamic phones in their price ranges.
Indeed, everything from the lilting enchantment of a

i&\

T i
Koss K/125

Koss K/135 flute solo to the pulsating roll of a kettle drum will

take on an unbelievable clarity and crispness.

But then, the superior performance of these new stereophones isn't all that
they have to offer. Because Koss engineers gave the new Koss “K” series a
distinctive low silhouette shape and slimline styling. They added the exclu-
sive Koss Pneumalite® earcushions that seal out ambient noise and extend
the bass range to below audibility. And they designed the new “K" series with
wide, glove-soft, vinyl headbands for easy wearing comfort
during long listening sessions.

Allin all, the new Koss K/125, K/135 and K/145 Stereo-
phones are in a class by themselves. Not just in terms of
sound quality and superb styling, but in terms of price
value as well. Write for a free full-color catalog,

c/o Virginia Lamm. Or, ask your favorite Audio
Specialist to show you the new look to the

famous Sound of Koss. If the new look RS il oN
doesn’t blow your mind, the sound will. balance controls

IKOSS stereophones

from the people who invented Stereophones. © Koss Corporation

KOSS CORPORATION, 4129 N. Port Washington Ave., Milwaukee, Wisconsin 53212 * Koss International /London, Milon, Dublin, Paris, Frankfurt + Amsterdom - Koss limited /Ontario
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Feast
your ears

I e, Wl

If you're starving for great
sound, it's time to move up to
MAGNEPLANARS. Our
technical features will turn
even ordinary ears into

audio gourmets.

We give you:

* woofer, tweeter, diaphragm
and voice grids all in the
same plane for excellent
phase response.

" 500 square inch midrange/
bass radiating area

* purely resistive amplifier
load

‘ no cabinet resonance

" high power handling

" no external power supply

“ unmatched reliability and value

MAGNEPLANARS are
eye-pleasers, too. Sleek,
six foot panels, they're only
one inch thick.

So, have a banquet on us.
MAGNEPLANAR

e

*MG-TI $625 per pair

II'IIIMAGNEPAN
1" MAGNEPLANAR®PRDDUCTS
P.O BOX 8642 WHITE BEAR LAKE. MINNESOTA 55110
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The middle baroque period has received
relatively little attention from singers. All
the selections on this disc except the Tele-
mann date from shortly before 1700 and are
welcome for themselves as well as for their
function as vehicles for Paul Esswood's ex-
traordinary singing. Buxtehude's imposing
yet cheerful Jubilate Domino, with its
virtuoso gamba obbligato, and the kaleido-
scopic Ach Herr, strafe mich nicht, a re-
markable exercise in word painting by
Telemann, are the major works. The long
Italianate melismas of Ziani's cantata, with
its mellow obbligato for two trombones,
contrast with the echoes of Schiitz’s Kleine
geistliche Konzerte still audible in the work
of his pupil, Christoph Bernhard. A lament
by one of the older Bachs rounds out the
program.

Anyone familiar with the new recordings
of Bach cantatas conducted by Har-
noncourt knows what a marvelous singer
Esswood is. His musical sensitivity is evi-
dent at every turn; the quality and range of
his voice are, of course, perfect for this rep-
ertory. Perhaps one might ask for a little
more joy in Buxtehude's coloratura Jubi-
late, but extrovert bravura is not Esswood's
style. The result is not an exciting record,
but an extremely elegant one, marred only
by an excessively boomy bass and compar-
atively uninformative notes. S.TS.

ALAN ManNDEL: Anthology of American Pi-
ano Music. Alan Mandel, piano. Desto DC
6445/7, $20.94 (three discs).

Alan Mandel and Desto have already pro-
duced four-disc sets of the piano works of
Ives (DC 6458/61) and Gottschalk (DC 6470/
3), to which the present set may be consid-
ered a sort of appendix. This immense col-
lection is almost impossible to discuss be-
cause it is so diverse. lt begins with the
usual tinkly settings of patriotic tunes, none
of any intrinsic musical value but of some
historical interest as reflections of American
taste in the late eighteenth and early nine-
teenth centuries. An exception is the excel-
lent sonata by Alexander Reinagle, who
was a pupil of C. P. E. Bach and knew his
business.

Among the nineteenth-century offerings,
noteworthy selections include Anthony
Philip Heinrich’s delightful Yankee Doodle
Waltz, which belies that composer’s repu-
tation for gargantuan ideas and technical
incompetence, and the first recording of
music by Blind Tom, the famous black idiot
savant who astonished everybody in the
years before the Civil War with his preter-
natural musical gifts. Blind Tom’s piece is a
little Oliver Gallop that looks ahead to the
piano rags of Scott Joplin and his school,
four of which Mandel also includes.

The larger and more modern part of the
anthology starts with MacDowell’s Nordic
Sonata. which begins magnificently but
gets nowhere. Superlatively beautiful pre-
ludes by Ruth Crawford Seeger, Charles
Griffes, and Robert Starer are contrasted
with the more vigorous, concentrated, and
powerful idiom of Benjamin Lees in his So-
nata Breve and a shorter work called Odys-
sey. This is the most mature and impressive
music by Lees it has been my pleasure to
hear.

Carl Ruggles’ Evocations is a bit of a dis-
appointment, but three of the suave and
tuneful Portraits of Virgil Thomson end the
set on an unexpected and delightful note.
Thomson's way with a hymn tune is the
best in American music after Ives. AF.

MusIC FROM THE AGE OF JEFFERSON. For an
essay review, see page 69

ELENA OBRAZTSOVA: Operatic Recital. Elena
Obraztsova, mezzo-soprano; Bolshoi The-
ater Orchestra, Boris Khaikin® and Odyssei
Dimitriadi*, cond. {Valentin Skoblo, prod.]
CoLumBIA/MELODIYA M 33931, $6.98.

DowmzeTTi: La Favorlte: O mon Fernand (in Italian).’ Mus-
sorasxy: Khovanshchina: Marta's Divination.* Rimsxy-
Korsaxov: Kashchei the Immortai: Kashcheyevna's
Aria.* The Tsar's Bride: Lyubasha’'s Aria.® SatNT-Sagns:
Samson et Dalila: Amour, viens alder ma faibiesse'; Mon
coeur s'ouvre a ta voix®. TcHaikovsky: The Maid ot Or-
leans: Farewell, torests.® Verpi: Don Carlos: O don fatal
(in ftalian).t

Elena Obraztsova’s performance of Marina
in Boris Godunov on the opening night of
the Bolshoi's New York season last July is
still a vivid memory to me. Though the role
was reduced to hardly more than the love
duet, Obraztsova realized the character
completely and did so with admirable dra-
matic clarity. Apart from her superb sing-
ing, she brought to her stage appearances
throughout the season an air of utter con-
viction and a largeness of personality that
commanded immediate attention.

Listening to her on records, | find, entails
only a little loss. The authority that was so
startling in the opera house is evident on
records, too. The voice is sizable, strong,
and vibrant—perhaps not always impec-
cably supported and once or twice a little
dubious in intonation, but at every point
imbued with personality and life, even
when, as in the Dalila arias, she fails to
sound as seductive as she should. In the
Russian arias she is at her best, doubtless
because she is impeded by neither linguistic
nor stylistic problems. If only she had a
livelier conductor than Boris Khaikin (who
is responsible for the bulk of these accom-
paniments) she would be tremendous,
rather than merely very fine. Odyssei Di-
mitriadi, who conducts the Donizetti, the
Verdi, and "Amour, viens aider,” is better,
but in the Don Carlos aria his insensitive
phrasing lets Obraztsova down.

Though at first it seems a matter for re-
gret that this latter piece and the aria from
Favorite should be sung in Italian, the re-
sults, I think, justify the inauthenticity.
since Obraztsova’s Italian is better than her
French. In the latter language she is inaccu-
rate about certain nasals and the mute e.
She is also liable to mispronounce some
consonants, and she sometimes adds an in-
trusive i to her vowels, so that “faiblesse,”
for example, turns into “faibliesse.” But
there is much to marvel at in this recital. "O
don fatal” shows a vocal command, espe-
cially above the staff, that few contempo-
rary mezzo-sopranos can rival. With a first-
rate conductor she could obviously be the
Eboli of one’s dreams. Here, however, she
hurries the climactic conclusion (marked
con slancio in the score) and thus makes the
music sound less ardent than it should.

The recording is a little cramped at both
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ends of the dynamic range. Notes. texts,
and translations. D.S.H.

B RENATA ScoTTo: Song Reci-
| tal. Renata Scoftto, soprano; Waiter
Baracchi, piano. RCA GoLb SeaL AGL 1
1341, $4.98

Rossini: La Danza; Giovanna d'Arco. BeELuini: Dolente im-
magine; Per pieta, beil idol mio; Vaga luna, che inargenti
Malinconia, ninfa gentile. DoMIZETTi: Ne ornera la bruna
chioma; Una lagrima; La Mere et I'entant; La Corrispon-
denza amorosa. YERDI: Lo Spazzocamino; Brindisi; Stor-
nello

Renata Scotto's Met appearances this past
season in Puccini's [l Trittico—and espe-
cially her extraordinary Suor Angelica
confirmed what her recent LP recital of
arias by Mascagni. Cilea. Catalani, and
Puccini (Columbia M 33435) had already
suggested: that she is a verismo singer of
rare distinction. Certainly. she has few ri
vals today when it comes to vocal acting.
ter etfectiveness. moreover, is invariably
based on respect for the composer. In char-
acterizing her roles she eschews extra-
musical devices like sobs and parlando,
preferring, rather, to color the tone ex
pressively. to enunciate the text with vivid-
ness, and to shape the musical phrase with
subtlety so that it yields the utmost in
meaning.

By comparison. Scotto's frequent forays
into the bel canto repertory. or even mid-
nineteenth century opera, are much less
successful. Though she came to inter-
national fame by following Maria Callas in
Sonnambula at the Edinburgh Festival in
1957, it seems to me that she has not for
some time now commanded the appro-
priate resources for this kind of music.
where vocal distinction of another sort is a
prime requirement. Notwithstanding her
many excellences, it must be acknowledged
that her tone, except in the middle of her
range. is hardly sweet or pure enough. At
the top of the stall. in particular, the voice
turns distressingly screechy.

None of this, given her other virtues, is
crucial in late-nineteenth- or early
twentieth-century music. In Rossini, Bel-
lini. Donizetti. and Verdi. it is. Con-
sequently, her performance of these de-
lightful songs (of which there are too few
examples on records) gives little pleasure.
There are. to be sure, insights aplenty to be
heard here, especially in the lengthy Rossini
cantata for solo voice and piano on the sub-
ject of Joan of Arc. There are some wonder
ful shadings of meaning in the two French
songs ("Lu Corrispondenza amorosa.” de
spite.its [talian title, is set to a French text).
But there are too many lapses from profi
ciency for comfort: insufficient bravura and
stamina in Donizetti's “Ne ornera” and
Rossini's "Lu Danza.” a frequent recourse
to aspirates rather than legato, vague trills,
and high notes of piercing stridor—espe:
cially one sadly unforgettable high E flat

Walter Baracchi accompanies skillfully,
though the piano tone comes out sounding
very shallow on this recording. Notes, but
no texts. a fact that diminishes one's al
ready incomplete pleasure in these pro
ceedings. D.S.H.

GREGG SMITH SINGERS: America Sings:
Vols. 1-2. For an essay review, see page 69
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l*! ToNY ORLANDO & Dawn: To Be with
L7487 You. Tony Orlando, Telma Hopkins
and Joyce Vincent Wilson, vocals; vocal and
instrumental accompaniment. Cupid; To Be
with You: Caress Me Pretty Music: Selfish
One: Happy Man; Midnight Love Affair; Talk
To Me, You're All | Need to Get By. (You're)
Growin" On Me; When the Party’s Cver
[Hank Medress and Dave Appell prod.]
ELEKTRA 7E 1049, $6.98. Tape: &9 TC5
1049, $7.97, - ET8 1049, $7.97

Whenever a recording artist is awarded his
own television program. the tendency is to
write him ofl as far as musicianship goes.
Usually that judgment proves valid. But
Tony Orlando & Dawn have actually im
proved musically since coming to national
prominence via a weekly CBS-TV “variety"
hour.

The trio’s early hits, such as “Knock
Three Times.,” were formula pop-rock
tunes that might have been churned out a
decade earlier by the Drifters. Tony Or-
lando & Dawn's newest LP, "To Be with
You.” contains middle-of-the-road rock,
done tastelully and with the familiar or-
chestral accompaniment. This engaging
group performs here with much élan and, in
some cases, great imagination. The version
of the old Sam Cuooke hit “Cupid,” for ex-
ample. opens and closes with a swatch of
the melody line from "My Funny Valen-
tine.” played well on tenor saxophone by
Buddy Savitt. Orlando sings well through-
out, adding a touch of soul to his basically
solt voice. His two female cohorts also
sound exceptional, avoiding the tendency
of so many black lady singers to confuse
volunie and emotion.

The LP is dominated by ballads. Among
the best of them is Orlando’s superb read
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Tony Orlando and Dawn—their musicianship survives despite co.

ing of “When the Party's Over,” Janis lan’s
taut little story of human relationships.
Therc is also a fine blues, “"Caress Me Pretty
Music.’

Tony Orlando & Dawn may have become
hot commercial property, but. if this
recording is a true indication, their music
has far from suffered. M.

;* STAIRSTEPS: 2nd Resurrection. Clar-
L8] ence Burke Jr., Dennis, Kenneth, ana
James Burke, vocals, instrumentals, and
songs: Billy Preston, keyboards; Aivin Taylor,
drums: Ivory Davis, background vocals; in-
strumental accompaniment. Theme of An-
gels; Throwin’ Stones Atcha; Pasado: seven
more. |Billy Preston, Robert Margouleff, and
Stairsteps. prod.] DARK HORSE SP 22004
$6.98. Tape: @ 8T 22004, $7.98.

The Stairsteps used to be the Five Stair-
steps and had such classic r&b hits as “Qo
Child.” George Harrison, head of Dark
Horse Records (distribhuted by A&M),
recently “discovered” the Stairsteps and re-
energized things by signing it. Thus the al-
bum titk

This is the kind of group that has the

Explanation of symbols i

* exceptional recording |

Recorded tape
o0 Open Reel

. 8-Ttack Cartridge
se Cassette
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mmercial success.

most difficult time surviving in this can-
nibalistic business. Four black guys, a fam-
ily, are a natural for packaging. Exploit four
for the price of one. There are whole record
companies built and operating on this atti-
tude. Dark Horse is not one of them, and
that is why it's a particular pleasure to see
the Stairsteps on the label. On the other
hand, Dark Horse is bound up with A&M,
which is not famous for its ability to pro-
mole black artists, a situation that has
caused much rage and frustration. Selling
the Stairsteps is a challenge for Harrison
and his able associates. It's gratifying that a
single from this set, “From Us to You,” is
hot in the r&b charts and threatening to
cross over to the Hot 100.

These musicians do everything from
playing and singing to writing and arrang-
ing. Nothing is faked; they work from their
strengths. And their producers have helped
bring out their best

Robert Margouleff is best known for his
work with Stevie Wonder, a trace of which
can be caught here in the synthesizer work
for which Margouleff and old partner Mal-
colm Cecil are famous. Thesynthesizer now
has a name. According to the notes:
“T.O.N.T.O.. the original new timbral or-
chestra, consists of twelve synthesizers
linked together and played simulta-
neously.” It is programmed by Margouleff
and Cecil and played by the other producer.
Billy Preston. Margouleff has engineered as
well. T.O.N.T.O. is used sparingly (at least
that is the effect) and with great taste.

Among the best tracks are a lovely ballad
by Kenneth Burke called “Tell Me Why,"
“Throwin’ Stones Atcha,” and a song for
which I have a real weakness. “Pasado,”
with music by James Burke and English/
Spanish lyric by Clarence and James with
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the help of Ricardo Marrero (who also
plays percussion here).

The Stairsteps is a seasoned, highly mu-
sical, and thoroughly professional group.
This is, 1 suspect, its most creative effort on
records. M.A.

GenNesIs: A Trick of the Tail. Mike Ruther-
ford, guitar, basses, and bass pedals; Tony
Banks, keyboards, guitar, and vocals; Phil
Collins, drums, percussion, and vocals; Steve
Hackett, guitars. Dancer on a Volcano; En-
tangled; Squonk; five more. [David Hentschel
and Genesis, prod.] ATco SD 36 129, $6.98.
Tape: #® CS 36 129, $7.97; ® TP 36 129,
$7.97

Steve HACKETT: Voyage of the Acolyte.
Steve Hackett, electric and acoustic guitars,
instrumental and vocal accompaniment. Ace
of Wands; Hands of the Priestess Part 1, A
Tower Struck Down; five more. CHRYSALIS
CHR 1112, $6.98

Genesis’ seventh LP. *A Trick of the Tail,
has been a subject of major concern for this
English rock group's many devoted fans.
Why? Because, after seven years of effort,
Genesis is finally on the verge of super-star-
dom and this is no time to lose its lead
singer.

Lead vocalist Peter Gabriel has been
credited with most of the touches that have
earned this group its reputation for the the-
atrical. He has utilized mime, masks, and
costume changes, and he has contributed
odd, quirky song-writing and vocal per-
formances—most notably on the well-re-
ceived “concept” LP “The Lamb Lies Down
on Broadway.’

Though “A Trick of the Tail"" is not a
“concept” disc. it maintains the fantasy
quality to which Genesis has always as-
pired. Odd subjects, a variety of composing
styles, and a sense of the unreal permeate it.
Drummer Phil Collins—who sounds some-
what like Gabriel— carries on admirably as
a singer. Genesis' musicianship has always
been exemplary, and the group has an au-
thentic gift for novelty. Nevertheless, the
appeal of this recording depends on one's
tolerance for rock whimsy.

Lead guitarist Steve Hackett's “Voyage
of the Acolyte” will similarly distress those
who like their imaginative wanderings un-
dercut by reality. This disc features a series
of original compositions, each song specifi-
cally related to a certain tarot card. The
melodies are lilting and served well by the
musicians, and the sound in many places
conjures up the distinguished English one-
man rock band Mike Oldfield. But there’s
just so much soundtrack music one can lis-
ten to and enjoy, especially when there’s no
motion picture to use as a frame of refer-
ence. H.E.

[;ki] RaLrH TOWNER: Solstice. Ralph
Towner, twelve-string and classical
guitars and piano; Jan Garbarek, tenor and
soprano saxophones and flute; Eberhard We-
ber, cello and bass; Jon Christensen, drums
and percussion. Oceanus, Drifting Petals;
Red and Black; five more. [Manfred Eicher,
prod.] ECM 1060, $6.98

RaLPH TOWNER AND GARY BURTON:
EEJ Matchbook. Ralph Towner, twelve-
string and classical guitars; Gary Burton, vi-
braharp. Some Other Time, Song for a
Friend; Goodbye Pork Pie Hal six more.
[Manfred Eicher, prod.] ECM 1056, $6.98.
Tape: ®® CF 1056, $7.98, ®:8F 1056,
$7.98

I'm sorry to say 1 had never heard of Ralph
Towner until a friend played me the first of
these two albums, after which I quickly got
hold of the other. ECM’s logo is “The Crea-
tive Label,” and that’s the truth. Both of
these recordings are produced by the small
German company's mastermind, Manfred
Eicher, who runs a classy operation. These
are classy productions that in today’s disco
market stand out like jewels in mud.

One of the joys of these records is the
simple one of listening to decent sound.
They are crystal clear, in terms of engineer-
ing (Jan Erik Kongshaug for “Solstice.’
Martin Wieland for *‘Matchbook”), master-
ing, and even pressing. The quality of
American pressings has sunk to an inexcus-
able low; in pop music nearly all discs de-
feat the purpose of having a quality turn-

e —— —

Cr The best pop records
l@ reviewed in recent months

Louls ARMSTRONG AND EARL HINES /1928. SMITHSONIAN COLLECTION R 002

Apr

COUNT Basie AND ZoOT SiMs: Basie and Zoot. PABLO 2310 745. June.
TomMmY FLANAGAN: Tokyo Recital. PaBLO 2310 724. May

Dosie GRay: New Ray of Sunshine. CaPriCORN CP 0163. May.

GREAT BRITISH FILM SCORES. LONDON PHASE-4 SPC 21149 June
MAMAVISHNU ORCHESTRA: Inner Worlds. CoLumsia PC 33908. June

KiNG OLIVER'S JAZZ BAND/1923. SMITHSONIAN COLLECTION R 001 Apr
PaciFic OverTures. Original Broadway cast recording. RCA RED SEAL

ARL 1-1367. May

Dory PreviN: We're Children of Coincidence and Harpo Marx. WARNER

BRros. BS 2908. June

QuEeen: A Night at the Opera. ELEKTRA 7E 1053. Apr

RAINTREE CouNnTY. Original film score. ENTR'ACTE ERS 6503 ST. June.
D. J. RoGERs: It's Good to Be Alive. RCA APL 1-1099. May.

PHoeBe Snow: Second Childhood. CoLumsia PC 33952. May

KeNNY STARR: The Blind Man in the Bleachers. MCA 2177. Apr

Livine-Room
SoundOn
The Terrace
The

There's no reason you should leave the
intimate enjoyment of music behind
when you move your living room out-
doors.

Bozak's BARD, the standard by which
all other outdoor speakers for home
music systems are judged, has been
designed to provide the kind of
presence outdoors for which Bozak
speakers are famous indoors. There's
no need to turn the volume up to hear
the music; the BARD lets you enjoy
every nuance at levels which will still
let your neighbors enjoy their privacy.

Employing a waterproof wide-range
driver in a weatherproof aluminum
housing, a pair of BARDS can be left
outside all year round providing
party music in the summer and sea-
sonal music through the holidays. On
the other hand, they can be brought in-
side to provide an extra set of speakers
in inclement seasons; it's perfect in an
informal den or playroom setting.

Before you even consider buying any
other outdoor speaker, you should
listen to the BARD at your Bozak
dealer’'s showroom. We'll gladly send
you his name and descriptive literature
on the BARD.

j}’(gﬂé®
L
¢ -
Bozak, inc.
Box 1166 Darien, Connecticut 06820

Jury 1976

105



MANUAL

PARASTAT
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both old and new discs, the Watts Manual
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excessive accumulation of dust, dirt or
residue In their grooves. When held in an
upright position, the Manual Parastat's
special brush of pure nylon bristles {aver-
age tip radius 0.00025”) penetrates the
record grooves to loosen and remove the
accumulated dust and dirt. Since there's
Preener-like material on both sides of the
brush, by tilting the Manual Parastat to
elther side, you get Preener cleaning ac-
tion for the maintenance of new recdrds.
Included with the Manual Parastat is a
long lasting supply of Wafts Anti-Static
Fluid. A drop or two on the Parastat ap-
plied to a record surface provides the
proper degree of humidity to relax static,
which attracts dust into the grooves.

Everything you should
know about proper
record care is con-
tained in Watts' new
“'Just for the Record.”
A $1.00 value, this
Informative booklet

is yours for only 25¢
to cover the cost of
postage and handling.

’,' Just
15T Reclrs

ELPA MARKETING INDUSTRIES, INC.

€ast: Thorens Bldg., New Hyde Park, N.Y. 11040
West: 7301 E. Evans Rd., Scottsdale, Ariz. 85260

106

table—one refines only the surface noise. It
is maddening, unforgivable, and worth an
article by itself. These records are made in
the U.S., and Polydor (which handles ECM
domestically) obviously devoted uncom-
mon attention to their quality.

Ralph Towner plays the twelve-string
steel guitar, an instrument traditionally as-
sociated with folk music. But he plays it
with a six-string-gut attitude, with inclina-
tions ranging from jazz to classical to Span-
ish. I is a striking sound, at times mando-
linlike, then with a flash of flamenco. The
acoustic guitar, in all its forms. is such an
essentially romantic instrument that its
masters always have this sense about it.
Towner is no exception. He might have
funk-ability with an electric guitar, but we
do not deal with that here.

“Solstice” features a rhythm section that
seems to be basically Norwegian (the al-
bum was recorded in Oslo). Although the
music can be classified as jazz, it is not of
the funk-and-groove variety currently pop-
ularized by artists such as Herbie Hancock
and Grover Washington. Towner and his
group think and play in long lines, as a long-
distance swimmer. Underneath, drummer
Jon Christensen plays with steady skill and
often great speed. But his playing sets a
foundation for the colors in the melodic in-
struments, rather than setting grooves to be
followed. All of which allows for high ex-
pressiveness among all four men. The work
is experimental, rather intellectual. Side 2
begins with a dazzling solo display from
Towner playing minor elevenths as only a
twelve-string guitar can play them. It is
possible that “Solstice” represents the fu-
ture channel of jazz, an extension of its best
traditions—technical mastery, thoughtful-
ness, and so on—with the additjon of elec-
tronic ease and the rush of youth.

“Matchbook™ (the title is a perfect fit)
represents a more pastoral side of Towner's
talent. His partner in this set is Gary Bur-
ton, a man responsible for more beautiful
small jazz albums than anyone besides Bil|
Evans (with whom he has also recorded
duet LPs). Indeed, Evans is brought to mind
listening to this disc. Is it because of the in-
clusion of “Some Other Time," a song thal
has become a standard in the form in which
Evans arranged it over a decade ago?

Included is Towner's tune *Drifting Pet-
als,” also heard on “Solstice.” A new read-
ing, easily held. Charles Mingus’ “Goodbye
Pork Pie Hat" is a whimsical choice. (Ro-
land Kirk dusled off the same tune in his
new release—funny how the vibes go
‘round.)

This is an album for making love, for
making peace. If you are as disco'd out as |
am, the talent of Ralph Towner and its tim-
ing on today's rubbed-raw market will feed
your soul. Bon appétit. M.A.

Ek Outiaws: Lady in Waiting. Billy
J Jones, Henry Paul, and Huey Thomas-
son, guitars and vocals; Frank O'Keete, bass
guitar; Monte Yoho, drums; Joe Lala, percus-
sion. Breaker-Breaker; South Carolina; Ain't
So Bad; Freeborn Man; Girl from Ohio: Lover
Boy; Just for You; Prisoner; Stick Around for
Rock & Roli. [Paul A. Rothehild, prod.] ARISTA
AL 4070, $6.98. Tape: #® 5301-4070H,
$7.95; #:8301-4070H, $7.95.

The notion of country rock—that is, coun-
try-style songs played by a rock band—be-
gan a decade ago with such legendary
groups as the Byrds and Buffalo
Springfield, both now defunct. At first the
genre was exciting and somet hing of a relief
from the turgidity of acid rock. But so many
groups joined its ranks that they became
like unto a herd of lemmings: active, per-
haps hyperactive, but essentially unin-
teresting and certainly self-destructive.

By the early 1970s, most listeners tired of
country rock, leaving the field to a hali-
dozen of the better bands. America, the
Eagles, and the Outlaws have done well by
the music, in some cases every bit as well as
the aforementioned patriarchs of the field.
And in “Lady in Waiting,” Outlaws has
created a masterpiece of tasteful rock, well-
crafted country songs, and strident en-
semble singing.

“Breaker-Breaker” is an exciting “‘on the
road” song that makes good use of CB
slang. Songs about truckers and their citi-
zen's band radios are getting to be quite a
fad in country music circles. “Girl from
Ohio” is a nice love ballad, but t he featured
piece is the last one, “Stick Around for
Rock & Roll,” on which Outlaws shows just
how much it can do with those guitars. The
counterpoint achieved by Billy Jones and
Huey Thomasson on this song is awesome.

M.

BiG MaN. A Folk Musical. Music by Julian
and Nat Adderley; lyrics by Diane Lampert
and Peter Farrow; Joe Williamg, Randy Craw-
ford, Robert Guillaume, et al., vocals; orches-
trated by Tom Mdclntosh and Jimmy Jones.
[Julian “Cannonball”’ Adderley, Nat Adder-
ley, and David Axelrod, prod.] FanTAsY F
79006, $8.98 (two discs). Tape: #8160
790062, $9.95.

Big Man is a musical that has never seen the
boards. It has been in various stages of de-
velopment for many years. The only reality
is this album, recorded a year or two ago
and released only recently, after the tragic
death of Julian *“Cannonball” Adderley, its
co-composer and a man with the heart of a
thoroughbred.

Big Man is about the legendary John
Henry, played (sung) by the legendary Joe
Williams. Never has contemporary music
boasted a better voice. An operatic star
once said that Williams could have been
the ultimate Boris Godunov had he been so
inclined. Williams’ voice has grown even
richer, mellower, stronger since the inno-
cence of “Every Day | Have the Blues” with
Count Basie. Big Man's greatest poignancy
owes its power to Williams in a recurring
theme, “Does Anybody Need a Big Man?"
John Henry is a charming boaster of a steel
driver (“You as big a worker as you is a
talker?”), until he is replaced by a steam
drill. As his pride is slowly stolen, he con-
tinues to ask. “Does anybody need a big
man?” until he lands on the chain gang.

John Henry falls in love with Carolina,
played by Randy Crawford, a skillful and
moving young singer who brings to mind
such names as Sally Blair and Nancy Wil-
son. She is plaintive on “Jesus, Where Are
You Now" and soft on “Gonna Give Lovin’
aTry.”
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Among the best moments is a good song
called “Grind Your Own Coffee,” energet-
ically sung by judy Thames, who plays an
amiable whore. But the material is uneven;
throughout, the singing elevates the vehicle.
In such cases as “Next Year in Jerusalem”
the song would not exist at all without Wil-
liams' musicality. Even “Jesus, Where Are
You Now,” which has a strong and well-
written point of view, never develops its
lyric strength.

Cannonball and brother Nat Adderley's
musical settings are moody and change-
able, broad here and funky there. The bulk
of the heavy orchestration was written by
Tom Macintosh, a man whose career has
been plagued by missing credits. Once
again a mixup has occurred, and Macln-
tosh's name is nowhere to be seen on this
album. Nor is Jimmy Jones's (he contrib-
uted to the string orchestrations). These are
serious musicians who deserve better treat-
ment.

The future of Big Man as a show is de-
batable. With work, it could make it. In the
meantime, Williams is scheduled to present
his role in concert at Carnegie Hall this
month through George Wein, of Newport
Jazz Festival fame. | would go hear him sing
“Does Anybody Need a Big Man?” any-
where at any time.

At the very least, Big Man is a worth-
while representation of one aspect of the
endless talents of the Adderley brothers.
That alone gives it permanent merit. M.A.

Taxi Driver. Original film soundtrack
recording. Composed and conducted by
Bernard Herrmann; Dave Bilume, arr. and
cond.; Tom Scott, alto saxophone. [Neely
Plumb, prod.] ARiSTA AL 4079, $6.98.

There is something rather insulting about
this recording. The first side is entirely de-
voted to slick, poppish arrangements (not
used in the film), only vaguely recalling the
Bernard Herrmann sound, of the music
from Taxi Driver. In the opening band of
the second side, the genuine Herrmann
score is almost totally obliterated by ex-
cerpts of Robert de Niro speaking on the
voice track, which sounds even more pre-
tentiously directionless on record than it
did in the film. What remains is a little more
than ten minutes of this last film score to be
completed by the late composer, as orches-
trated and conducted by him.

All grousing aside, the main theme—a
big-city-blues number built around a pro-
gression constantly used by Herrmann—
has its own gripping impact (although
hardly related to the movie). Filling out
Side 2 is some characteristic Herrmann
background gloom somewhat more jagged
and disjointed than usual, with the custom-
ary brilliant instrumentation adding greatly
to the effect. And [ must admit that Dave
Blume's mod reworkings on Side 1 please
the ears well enough, which is just what
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they're supposed to do.

The perfect surfaces and excellent re-
corded sound further sooth the wounds left
by Arista’s concepts on how to *“market”
Bernard Herrmann. R.S.B.

THE MAN WHO WouLp BEe KING. Original film
soundtrack recording. Composed by Mau-
rice Jarre; National Philharmonic Orchestra,
Maurice Jarre, cond. [Carl Prager, prod.]
CAPTIOL SW 11474, $6.98.

An indisputable plus for Maurice Jarre's
score for jJohn Huston's The Man Who
Would Be King is that the parts of it used by
Huston blend in nicely with the film and
lose themselves within its considerable ex-
panses. The composer apparently took
great pains to create some genuinely In-
dian-sounding sequences for this Kipling
tale (the music employs quite a number of
native instruments, listed on the jacket),
and some of his efforts work quite well in
the film, in spite of the less than smooth in-
trusions of a Western orchestra. Jarre also
gets some good mileage out of “Minstrel
Boy,” a British folktune sung in the movie
by its heroes.

But as heard on this disc, most of the mu-
sic adds up to yet another string of un-
imaginative, badly orchestrated backdrops
for the composer’s already staggering list of
mediocrity. Even the title music used in the
film—an uncharacteristically {for Jarre)
subdued brass-chorale piece—is replaced
on the recording by an opening cut of
awkwardly thrown together snippets.

Nobody tries as hard as Maurice Jarre to
be profound, and nobody falls quite so flat.
Unless it is Huston himself when he steps
out from behind his camera and verbalizes,
as he does in the sickeningly pretentious
liner notes for this album. Fortunately, the
warm and lovely Man Who Would Be King
survives both Huston and Jarre. See the
film and skip the soundtrack recording.

R.S.B.

Lucky Lapy. Original film soundtrack
recording. Arranged, composed, and con-
ducted by Ralph Burns; Liza Minnelli and Burt
Reynolds, vocals. [Ralph Burns, prod.]
ARISTA AL 4069, $6.98. Tape: ®® H 5301-
4069, $7.95; ®H 8301-4069, $7.95.

Nothing on the Lucky Lady album jacket
indicates that this is not an original film
score by Ralph Burns; if you want to know
what you're hearing, you have to rotate
your head in tempo with the record label.
This will tell you that the music includes
witty Burns arrangements of such goodies
as “Too Much Mustard.” “Dizzy Fingers,”
“Lucky Lady,” and “When the Saints Go
Marching In,” plus a couple of original
numbers and even some genuine source
music, such as the Bessie Smith “Young
Woman Blues™ and “'Hot Time in the Old
Town Tonight,” well transferred onto this
disc.

As source-music albums go, this one of-
fers its share of good clean fun. The newly
arranged and/or composed numbers are
appropriately played with tongue in cheek.
and the generally bright sound adds its own
zing. However, fans of this type of music
will likely have the originals and may be ir-
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ritated by the campiness of the general
tone. R.S.B.

/

TOSHIKO AKIYOSHI-LEW TABACKIN
BiG Banp: Long Yellow Road. Boboy
Shew, John Madrid, Stu Blumberg, Lynn
Nicholson, Don Rader, and Mike Price, trum-
pets; Charlie Loper, Jim Sawyer, Bruce Paul-
son, Britt Woodman, and Phil Teele, trom-
bones; Dick Spencer, Gary Foster, Joe
Roccisano, Lew Tabackin, Tom Peterson,
and Bill Perkins, reeds; Toshiko Akiyoshi, pi-
ano, Gene Cherico, bass; Peter Donald and
Chuck Flores, drums; Tokuko Kaga, vocals.
Long Yellow Road; The First Night, Opus
Number Zero; Quadrille, Anyone?; two more.
RCA JPL 1-1350, $6.98.
NATIONAL YOUTH JAZZ ORCHESTRA:
11 Plus. David Lord, Martin Bunce,
Guy Barker, Larry Tyrie, Chris Smith, Tony
Hepworth, and Mark Chandler trumpets,
Mick Harding, Michael Innes, Roger Williams,
Darren Critton, Ken Price, and Brian Lynn
trombones; Dick Martin, French horn: Mau-
rice Cambridge, Phil Todd, Cormac Loane,
David Bishop, Ashton Tootell, Jan Bebbing-
ton, and Sue Hynett, reeds; Kevin Saviger, pi-
ano; Laurence Juber, guitar; Andrew Pask
and Phil Cranham, basses; Phil James
drums; lan Chopping, Dick Tait, and Judy
Webber, percussion; Carol Kenyon, vocals:
Bill Ashton, dir. Spaghetti Junction; Good to
Be Here; Marianne; eight more. RCA LPL 1-
5116, $6.98.

In most aspects, these two big bands are as
different as they could possibly be. The Na-
tional Youth Jazz Orchestra, as its name in-
dicates, is young. (How young is never
made clear, although the youngest soloist is
an eleven-year-old trombonist.) The Tosh-
iko Akiyoshi-Lew Tabackin band is solid
West Coast professional. The NY|O is from
Great Britain and has built its reputation
there; except for Akiyoshi, her group is na-
tive American but, until the release of this
record, has been better known in Japan
than in the U.S.

What links these groups is that both have
managed to shake off the sense of same-
ness, of overfamiliarity, that has afflicted
most big bands for many years. The British
band may not sustain this freshness as well
as the Americans, but when the arrange-
ments begin to bog down the NYJO is
picked up by the superb playing of nine-
teen-year-old saxophonist Phil Todd, who
turns **The Threshing Machine” into a hair-
raising tour de force.

The Akiyoshi-Tabackin band revolves
around Akiyoshi's arrangements—richly
colored, strong, and positive, with imagina-
tive use of flutes and reeds—and Tabackin's
virtuosity on tenor saxophone and flute.
There also are strong sax solos by Gary
Foster on alto and soprano, Dick Spencer
on alto, and Bill Perkins on baritone, but it
is Tabackin's tenor that is the solid instru-
mental core. And on “Yet Another Tear,” a
tribute to several saxophonists of the re-
cent past, Tabackin creates a brilliant
solo—a masterpiece—that covers the entire

range of the instrument from flying, hard-
toned Rollins lines to the warm, feathery
bending and stretching of Webster, Haw-
kins, and Hodges. ].S.w.

EpDiE HAZELL Trio: Take Your

Shoes Off, Baby. Eddie Hazell, guitar
and vocals; Bernie Taylor, bass; Lou Slinger-
fand, drums. Love Is a Simple Thing; Shiny

Stockings; Little Girl Biue; ten more. MON-
MOUTH-EVERGREEN 7975, $6.98.

Eddie Hazell is a happy reminder that jazz
used to be and can still be entertainment.
Although he is both a singer and a guitarist,
his performances are essentially instru-
mental because he uses his voice more of-
ten in instrumental fashion than for
straight singing.

This collection, recorded at a perform-
ance at a library in Shrewsbury, New Jer-
sey, captures the relaxed, casual, but highly
concentrated essence of Hazell's work. His
trio is a bright, joyous, swinging group. His
humming and scat singing often create the
effect of a one-man Jackie and Roy, and his
guitar work—single-note lines and chorded
rhythm strumming—takes the trio swirling
through one driving chorus after another.
Inhis husky voice one can hear traces of Joe
Mooney's rhythmic phrasing and subtle
quavers (most noticeably in “Happiness
Is”).

But beyond the underplayed charm of
Hazell's performing is the imagination that
has gone into his repertoire. Gene Austin’s
“Take Your Shoes Off, Baby" has been all
but forgotten since Hot Lips Page sang it
with Artie Shaw's orchestra more than
thirty years ago, but Hazell remembers it.
Slow ballads that might have been sung he
plays as guitar solos (“You've Changed,”
“My One and Only Love") with bits of vo-
calizing running through the guitar lines as
accompaniment or harmony. He gives
“Groovin' High” the King Pleasure treat-
ment and takes “Wave” in and oyt of the
bossa-nova movement, blending it with
“Clear Out of This World.” Bassist Bernie
Taylor and drummer Lou Slingerland have
opportunities to take crisply rhythmic but
unostentatious solos on “Oh, Lady Be
Good” and Hazell's own exuberant “Clos-
ing Blues.”

Hazell has been around for two decades,
and the experience shows. But it is amazing
that he has been able to keep this kind of
talent hidden for so long. ].S.w.

* JEAN-Luc PONTY: Aurora. Jean-Luc

Ponty, electric and acoustic violins,
violectra, and autoharp; Darryl Stuermer,
electric and acoustic guitars; Patrice Rushen,
electric and acoustic pianos and synthesizer;
Tom Fowler, bass guitar; Norman Fearring-
ton, drums. /s Once Enough?; Passenger of
the Dark; Lost Forest; four more. ATLANTIC SD
18163, $6.98. Tape: @® CS 18163, $7.97:
®TP 18163, $7.97

If this disc marks the return of Jean-Luc
Ponty from his dalliance with electronic
rock, then it is doubly welcome. More than
any of the jazz violinists who have pre-
ceded him, Ponty is fascinated by sounds in
themselves, in the same way that Gil Evans
has always been. It was undoubtedly this
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that led him into his electronic-rock ex-
periments; he has emerged from them with
a deeper sense of where he wants to go and
how to get there.

In this collection, using only five musi-
cians, Ponty’s arrangements of his own
compositions are rich, roiling, colorful mix-
tures, drawing on both electronic and
acoustic sounds, mingling them imagina-
tively, and placing them in musical con-
texts that bristle with vivid images. His
own strong lines are mounted on a solid
rhythmic foundation and cushioned
against background figures that give them
an added vibrancy. These are essentially
atmospheric pieces, but the atmospheres
are varied, from the heavy, solemn en-

semble statement of “Waking Dream” to
the light, catchy riff figures of “Between
You and Me"” and the arrogant swagger of
“Aurora.” There are suggestions of country
flavoring, as in Darryl Stuermer’s acoustic
guitar solo on “Renaissance” and the lively
hoedown sense of the opening section of
“Aurora.” If is a world of streaming, vi-
brating, echoing lines, clearly and cleanly
defined, with none of the muddiness of
Ponty's recent work.

It is gratifying to find Ponty once more
playing music that is extremely listenable
and constantly provocative. ].S.W.

JaNE HARVEY: Friends of Fats. Ed Polcer and

John Booker, cornets; Zoot Sims, tenor saxo-
phone; Dick Welistood, piano; Al Casey, gui-
tar, Major Holly, bass; Panama Francis,
drums, Jane Harvey, vocals. Squeeze Me;
Honeysuckle Rose; Ain’t Misbehavin’, seven
more. CLassIC Jazz 15, $5.98.

There is a lot of promise in this strange as-
semblage of music and musicians: songs by
and associated with Fats Waller with a
Waller influenced stride pianist (Dick
Wellstood), a veteran of Waller's sextet (Al
Casey). two recruits from traditional jazz
(Ed Polcer and John Booker), and an un-
quenchable swinger (Zoot Sims). Plus jane
Harvey, a singer who appears to have no
definite personality.
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The aim of the Library of Congress
project, of which the two discs in
hand are the first releases, is to
present a representative collection
of the music that has animated and
nurtured the folk life of America
during its two hundred years by
ranging through the multiplicity of
genres and styles of its various eth-
nic groups. With such a treasure
trove to choose from, the task of the
editor, Richard K. Spottswood [see
“Waxing Patriotic” in this issue],
surely has been a difficult one.

Vol. 1 offers eighteen religious
pieces, including a song performed
by Amish singers in Kalona, lowa,
Pascola dance music by Yaqui In-
dians in Arizona, the Burchas Ko-
hanim chanted by Cantor Isaiah
Meisels and the Obah Zedek Choir
of New York City, and an example of
sacred harp singing, recorded in
1928. The remainder of the record is
devoted to contemporary music by
black and white folk musicians from
the Southern states, creating an im-
balance that leaves the listener won-
dering what was being sung in the
North. I would like to have heard one
of William Billings’ fuguing an-
thems, popular in the eighteenth cen-
tury, an example from the Shakers’
anthology A Gift to be Simple, a

Y

Uncle Alec Dunford and the Bog Trotters, Galax, Va. (1937)

Mormon hymn, and perhaps a song
from the repertoire of the Native
American Church (Peyote Indian
cult). A second recording of religious
music, “Solo and Performance Mu-
sic,”” is planned later in the series,
and one may hope for a more equi
table and even distribution there.

In "*Songs of Love, Courtship, and
Marriage,” the black tunes follow
the traditional blues form and re-
volve around the theme of the infi-
delity of lovers. In a more romantic
mood are the songs of Bill Monroe,
Lydia Mendoza y Cuarteto Men-
doza, and the Carter Family, as well
as two beautiful flute songs recorded
in 1925 by Frances Densmore, pio-
neer in the study of North American
Indian music. Uncle Alec Dunford’s
rendition of "Lily Monroe” repre-
sents the type of British ballad that
was once popular. The humor of
"“The Married Man” and “Three
Nights in a Bar Room” add spice to
this collection. Many of the selec-
tions dealing with the eternal reali-
ties of the male/female relationship
as lovers, husbands and wives ap-
pear to be drawn from material com-
posed within the past fifty years. In
line with the Bicentennial aspect of
this project, it would have been in-
teresting to hear how this subject

From the Library of Congress:

“Folk Music in America’’—

Two Entries in an Aural Catalogue

by Willard Rhodes

was treated throughout the earlier
period of our history.

Though these two records lack
historical perspective and fall short
in their geographic and cultural cov-
erage, they do reveal an immense
amount of information about the
folk culture that produced them,
through the style of singing, the
timbre of the voice, and the use of in-
struments. The editor’s notes are in-
structive and well written and are
supplemented with references and
lists of related recordings. The sound
is good. We can look forward to the
other installments in the series.

FoLk Music IN AMERICA. Voi. 1, Reli-
gious Music: Congregational and
Ceremonial. Down on the Old Camp
Ground; Do You Call That Religion?; |
Am the Vine; Nobody's Fault But Mine,;
fourteen more. LIBRARY OF CONGRESS
LBC 1, $6.50

FoLk Music IN AMERICA. Vol. 2,
Songs of Love, Courtship, and Mar-
riage. Love Is a Song: You Are a Little
Too Small; Three Nights In a Bar
Room; Going to Richmond: Your {sic]
Smalk and Sweet; several more. LI-
BRARY OF CONGRESS LBC 2, $6.50
(Avalable from the Recorded Sound
Section, Library of Congress Music Di-
vision, Washington, D. C. 20540.)
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Harvey throws the project off kilter. She
sometimes affects little-girl mannerisms
that occasionally rise to the level of an im-
mature Lena Horne. Her shallow voice and
tendency toward affectation are completely
out of place with the free and easy, offhand
quality of Waller—not to mention his mock-
ery. But thanks to Wellstood and Sims, in-
teresting things sometimes happen even
when she is singing.

Although there is little suggestion of
Waller's exuberance in this group's play-
ing, Wellstood and Sims are constantly on
the lookout for provocative points. Polcer
and Booker follow fairly straitlaced paths—
Booker on rolling Hackett lines, and Polcer
contributing a sharper, punching attack. Al
Casey is held down to a pair of undistin-
guished solos. One is constantly expecting
the group to pull itself together and take off,
but it is surprising how little it has been
able to get out of such seemingly inde-
structible material. ].S.W

[;k WORLD'S GREATEST JAZZ BAND: Plays

Rodgers and Hart. Yank Lawson and
John Best, trumpets; Carl Fontana and
George Masso, trombones; Al Klink, tenor
saxophone; Peanuts Hucko, clarinet; Ralph
Sutton, piano; Bob Haggart, bass; Gus John-
son Jr., drums. Have You Met Miss Jones?:
Where or When; Thou Swell; Blue Room; nine
more. WORLD JAazz 7, $6.98.

After the World's Greatest Jazz Band’s un-
distinguished treatment of Cole Porter on
its last album (World Jazz 6), this set comes
as a distinct relief. It is back in the groove,
and Bob Haggart is back in his proper slot
as an arranger.

There are spots—in ‘“Mountain Green-
ery,” for instance—when Haggart sounds as
though he is writing for the old Bob Crosby
band once more and when he uses even
more subtle recollections of those days, as
in Ralph Sutton’s piano introduction to
“Dancing on the Ceiling,” which is pure Jess
Stacy. But in general his arrangements have
a bright, original quality, taking the band
through kaleidoscopic changes while most
of the members get a chance to display their
musical personalities.

Some, of course, get more of a chance
than others. Sutton is not heard from as
much as he might be, although he is in high
striding gear in a boiling, all-out finale on
“Lover.” Trombonists George Masso and
Carl Fontana are featured frequently in
a variety of tandem situations. (Haggart
must have used most of the possible two-
trombone variations.) Peanuts Hucko con-
centrates on the low register of his clarinet,
and Al Klink shows an unexpectedly erup-
tive attack on tenor saxophone. The pri-
mary soloist, justifiably, is Yank Lawson,
who gets an astonishing spectrum of shad-
ings in his use of mutes—pushing, squeez-
ing, punching on “Blue Room,” mourning
soulfully on “Bewitched.”

This Rodgers and Hart material gets the
band out of the traditional jazz vein that it
has worked very successfully for years and
brings it into the Swing Era—or, rather, the
latter stages of the Swing Era, with writing
that sometimes suggests the arrangements
Eddie Sauter did for Benny Goodman in the
early Forties. And Sutton’s “Salt Peanuts”
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tag on “Mountain Greenery' hints that the
band may be planning even more advanced
moves. ].S.W.

Brooks Kear: Soda Fountain Rag.

Brooks Kerr, piano; Sonny Greer,
drums. Rent Party Blues; Choo Choo; Sweét
Mama; nine more. CHIAROSCURO 2001, $6.98.
BROOKS KERR-PAUL QUINICHETTE QUAR-
TET: Preview. Paul Quinichette, tenor saxo-
phone; Brooks Kerr, piano; Gene Ramey,
bass; Sam Woodard, drums; Annie Hurwitz.
vocals. Lady Be Good; These Foolish Things;
The Blues | Like to Hear; tive more. FAMOUS
Door 106, $7.00 (available from Harry Lim
Productions, 40-08 155th St., Flushing, N.Y
11354).

There is something both fascinating and
disarming about Brooks Kerr's “Soda Foun-
tain Rag” that makes his technical lapses
seem of minor importance.

The album is a collection of early Elling-
ton compositions (none more recent than
1930). pieces that the Duke himself had all
but stopped playing. Some. such as “‘Choo
Choo.” “Immigration Blues,” and “‘Parlor
Social Stomp."” predate the time when the
Ellington band was taking on its distinctive
character and began to be recorded with
some professionalism. Kerr gives them a
measure of clarification. “Soda Fountain
Rag,” considered Ellington’s first composi
tion, was never recorded by the Duke. The
rest are reminders of how much lovely, in-
viting, melodic music the Duke put behind
him while he was alive by refusing to
draw on his past except for a handful of his
most widely known songs from those days.
Included are the dreamy “Awful Sad,” the
bright and happy “I'm So in Love with
You" (why aren't there more love songs
with this appropriate feeling?), and the gor-
geous tribute to Florence Mills, “Black
Beauty.”

Kerr is no Ellington at the piano. and he
does not try to be—there are none of the
typical Ellington fills or coloring chords.
But these compositions inevitably retain an
Ellington quality. Backed unobtrusively
but helpfully by Sonny Greer on drums,
Kerr is an erratic pianist who can sweep
through a piece with confidence only to get
his fingers tangled on one small phrase. For-
tunately, he does very well by the best
pieces. His only real disaster is “*Doin’ the
Voom Voom,” which is so bad that one
wonders why it was included.

Kerr's record with Paul Quinichette,
“Preview." takes him away from his basic
milieu. which is Ellingtonia, and puts him
out on his own as a pianist. There are none
of the flubs and uncertainties of his Elling-
ton tensions. Quinichette, despite some
thinstrains and fallen-soufflé tones, creates
the echoes of Lester Young that caused him to
be known as Vice Pres. But somehow one
feels that Lady Q (as Pres called him)
should by now be more than an increas-
ingly distant echo of his model. J.S.W.

ILLINOIS JACQUET: Birthday Party. Joe New-
man, trumpet; Art Farmer, flugelhorn; llinois
Jacquet and James Moody, tenor saxo-
phones; Gerry Mulligan, baritone saxophone;
Jimmie Smith, piano; Kenny Burrell, guitar;
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Jack Six, bass; Roy Haynes, drums. On the
Beach; Polka Dots and Moon Beams, Ebb
Tide; two more. JRC 11434, $7.00 (available
from Ray Lawrence, Box 1987, Studio City,
Calif. 91604).

This odd record was made. according to I1-
linois Jacquet, during a tour of Japan—when
or why is not revealed. It presents Jacquet's
hot, squirming tenor saxophone in such
company as Gerry Mulligan's baritone sax,
Art Farmer's flugelhorn, and a tremendous
barreling rhythm section driven by Roy
Haynes with Jack Six keeping pace and
showing skills that were never called on
when he worked with the placid Dave Bru-
beck group.

llliriois goes the whole route. from his
stimulating huzzahs on a long swinger, “On
the Beach,” o his doleful statement of bal-
lads, a jazz treatment of the title tune, and
his more gross distortions. The other mem-
bers of the cast follow much the same rou-
tine. When they are good, they are very
good: when they are not so good, why
bother? There are notable exceptions:
Haynes, Six. and Kenny Burrell on guitar.

It sounds like a birthday-party recording,
with the resultant merits and demerits—
which still puts it several notches ahead of
many carefully thought-out but stilted stu-
dio recordings. J.S.W.

Byiof

Lou Regp: Coney Isiand Baby. RCA APL 1
0915, $6.98. Tape: ®® APK 1-0915, $7.95;
® APS 1-0915, $7.95.

This weary-voiced New York rock poet of
decadence has on many prior occasions
been simultaneously gruesomely self-in-
dulgent and amateurish. Here, however, he
is at his best, creating simple. witty tunes
that showcase some of the creepiest fan-
tasies currently available in the rock-music
canon. H.E.

OLIvia NEWTON-JOHN: Come On Over. MCA
2186, $6.98. Tape @® C 2186, $7.98; # T
2186, $7.98.

The cover (O in a swimming pool) is fetch-
ing. The material is less fetching, but nice in
the style we have come to expect from
Newton-John. Pleasing as punch. M.A.

SERGIO MENDES & BRasiL '77: Home Cook-
ing. ELEKTRA 7E 1055, $6.98. Tape: ® ET8
1055, $7.97

More smooth Latin music mixed with
equally smooth female choral vocalizing.
As usual, it's very good and extremely easy
totake. M.

SPEEDY KEEN: Y'Know Wot | Mean? ISLAND
ILPS 9338, $6.98.

This English rock composer/vocalist was
once a member of Thunderclap Newman, a
now-defunct. generally unknown group
with a small cult following that still sings
its praises. Those fans will adore 'Y Know
Wot | Mean?" as will all others who like
melodious rock singing and playing. Keen,
nevertheless, may be a little too docile for
today's jaded audiences. H.E.

Does Your AM
TunerSoundLike
Quality FM?

Our Dymek AM5 Does!

® Sclid state —FET-IC construction
throughout

® Unusually low distortion—less

than 1.5% @ 80% modulation

® Typical AM "noise and whistles" are
90% eliminated

® Ceramic filters provide remarkable
selectivity

® 4 uv sensitivity pulls in the

distant stations

Audio quality comparable to FM

Factory Direct—Money Back
Guarantee, BankAmericard and
Master Charge. Call or write for
complete specs and details on all of
our products.
cali toll free:
Nationwide 800/854-7769
California 800/472-1783
v McKay Dymek Co.
{ P.0.B0x 2100 - Dept H5
Pomona, Calif. 91766
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HIGH
FIDELITY

CLASSIFIED

130 East 59th St., New York, N.Y. 10022
Phone: (212) 581-7777

CLASSIFIED RATES: 1-time $1.20 per
word per issue, minimum $12. 6 consecu-
tive issues—$1.10 per word per issue. 12
consecutive issues—$1.00 per word per is-
sue. Words in caps—10¢ extra each.

Box Numbers: $1.00 additional per inser-
tion to cover cost of handling and forward-
ing mail. Count 10 extra words for box
number and address.

DISPLAY CLASSIFIED AND DISCOUNTS:
1 inch by 1 column—$230. 2 inch by 1 col-
umn—$460. 3 inch by 1 column—$690
Aiso 6 and 12 consecutive issue discount
rates. Deadline is two months prior to publi-
cation date. Full payment must accompany
All copy for classified ads.

for sale

ULTIMATE—"LIVE"—Operatic, Symphonic—Reel &
Cassette Bargains! BOX 1101, WOODHAVEN, N.Y
11421

CANADIAN DISCOUNT CATALOG. NAME BRAND
STEREO EQUIPMENT, CALCULATORS, CB Gear, Parts
Surplus, Factory close-outs, and dumps. Rush $1.00
ETCO-HF, 521 5th Ave., NYC 10017

THOUSANDS OF LIKE NEW LP's and pre-recorded
tapes. Catalog $1.50. House of Records, Hillburn, New
York 10931,

BUILD YOUR OWN SPEAKERS AND
SAVE UP T0 50%

o speakers te.
o

parable s wr fr

oige catalo ts ¢

SPEAKERLAB
Dept. HF-7, 5500-35th N.E.
Seattle. Washington 98105

STEREO CARTRIDGES AND STYLUS REPLACE-
MENTS FOR: ADC, Audio Technica, B&O, Grado. Em-
pire, Micro/Acoustics, Pickering, Ortofon, Shure, Stan-
ton, Supex. Write for tree catalog: NEEDLE IN A
HAYSTACK, Dept. MH, P.O. Box 17435, Washington,
D.C. 20041

FRESH SCOTCH L/N 10%‘* 3600’ METAL REEL 5 for
$35.00. Soundd, POB 88338, Atlanta, Ga. 30338.

SAVE 50%. CONSTRUCT SPEAKERS AND SAVE
MONEY. SEND FOR FREE CATALOG AND INSTRUC-
TIONS. SPEAKERKIT, Box 12H, Menomonie, Wl 54751

SAVE ON SACRED COWS—BOSE, SAE, REVOX, San-
sui, Kenwood, Marantz, BIC, Dokorder, Sony,
JVC, Pnilips. Over 50 top brands. Write for quotes
SOUTHBOUND SOUND, P.O. Box 52508, Atlanta,
Georgia 30305.

AUDIOPHILES WANTEDII Put your knowledge to use,
earn an excellent spare time income. We need campus
representatives to sell name brand stereo equipment at
substantial discounts in your area. No investment neces-
sary. For information and application please write: ABCO.
Dept. CR, 815 Grand Avenue, New Haven, Conn. 06511

PROFESSIONAL HI-FI COURSE—Instructors include
Len Feldman, Julian Hirsch, Larry Klein and Larry Zide.
Home study course also available. Send $1.00 tor audio
primer and tull information on joining Society Audio Con-
sultants (SAC), 393 5th Ave.. New York City 10016. HF

HI-FI ENTHUSIASTS WANTED! Earn more than just
spare money In your spare time. We need campus repre-
sentatives to sell name brand stereo components at dis-
count prices in your area. High commission, no Invest-
ment required. Serious Inquiries only, please. Contact:
Alan Weisberg, K&L Sound Services Co., 75 No. Beacon
St., Watertown, Mass. 02172. (617) 787-4073.

DYNAKITS, DYNASPEAKERS —lowest prices, fastest
service, large inventory. Underground HiFi Sales 324b
Broadwater Road, Arnold, Md. 21012. (301) 647-0919.
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PERFECTIONISTS*DYNAKITS. BEFORE YOU PUR-
CHASE You Owe Yourself Qur Quote. MAINLINE IIh. 971
Fronheiser, Johnson, Pa. 15902.

BASF TAPE: Studio Series or CrO2 C-60—$33/20; C-
90—848/20; C-120—864/20. Low Nolse/High Qutput C-
60—%26/20, C-90—$38/20; C-120—$64/20. Add ship-
ping-5 Ibs/20 tapes. INTERGALACTIC ENTERPRISES,
1047 Kirts, =134, Troy, Michigan 48084.

ELECTRONIC METRONOME. Loud as your present
metronome yet shirt pocket size. All solid state construc-
tion, rugged and portable. Over 60 hours continuous ap-
eration trom one 9 volt alkaline battery. Beat remains
stable as battery voltage drops. Two dials in one maxe
tempo selection easy and accurate. Penetrating sound,
not a thump. Write for information or send $14.95 for met-
ronome, battery included. Connecticut residents add
$1.05 tax. Money back guarantee. Bambrough Labora-
tories Inc., 206 Cedar Hollow, Rocky Hill Conn. 06067

PROTECT YOUR RECORDS. Treat them like classics.
Paper-vinyl LP liners, 18/$3.00, 100/$12.00, 500/$50.00
shipped free. Cardboard jackets (glossy white)—$.30
each plus $1.50 shipping. QUASI-RATIONAL PROD-
UCTS, P.O. Box 171, Prospect Heights, lIl. 60070.

S o R— i
'I' RADFORD|
Order Radford direct from Engiand!
Immediate despatch by air of HD250
stereo amplifier, ZD22 zero distortion
preamp, Low Distortion Oscillator ser.
3, Distortion Measuring Set ser. 3,
speakers and crossovers. Send for free

catalogues, speaker construction plans
etc.

WILMSLOW AUDIO

Dept. Export H, Swan Works, Bank Square,
Wilmslow, Cheshire, England.

‘DEMAGNETIZING NOTES™ Single Copy Free. Pre-
serve your valuable tapes. Actually measure magnetic re-
siduals and REALLY demagnetize. See page 290 "HIGH
FIDELITY'S TEST REPORTS 1975 Edition” write—AN-
NISCO, 1109 N. Delaware, Indlanapolis, Indiana 46202.
Phone 317 637-9282.

CONTROLI-AUTOMATIC SIGNAL ACTIVATED SHUT
QFF tor Hi-FI components, $49.95. Detalls Electromedia
Design. Inc., Box 26, Livingston, NJ 07039.

FREE SAMPLE ISSUE! Write AUDIOMART, Box 821
Stratford Connecticut 06497

'HOW TO BE A RECORDING ENGINEER" Teaches
how to enter the profession. $6.95 postpaid. Attainment
Research Books. Box 45333HF, Dallas, Texas 75245.

YELLOW PAGES OF AUDIO—$3.95 PROFESSIONAL
and Consumer audio product reference. Free classitied
advertising. Box 94, Colmar, Pa. 18915,

A UNIQUE RAGTIME DISC—AN AUDIOPHKILE PRIZE
Classic & contemporary rags on a 9 Steinway. Real Tran-
sient test for equipment. Superb pressings. $7.50 each
postpaid. Check, BAC, MC. ADVENT RECORDS, 4150
Mayfield, Cleveland, OH 44121

THE ABSOLUTE SOUND®, in its eighth issue, will be
taking extended looks at several much-discussed (con-
troversial) new audio components. For instance, the Koss
Model One (a full-range electrostatic), the German-made
EMT moving-coll cartridge, and Infinity's FET pre-ampli-
fier. We will also be reviewing, in detall, the Audio Re-
search Dual 150 (300 watts of tube power) and Dynaco's
new venture into tubes, the Mk IV. Other major reviews
will include Peter Pritchard’s new Sonus cartridges; Jim
Bonglorno's pre-amp, Thaedra, as well as his low-power
basic amp, Son of Ampzilla; and, tinally, the Intinity Class
D Switching amp. $10 a year tor third class mail USA; $11
a year for third class mall Canada; $14 a year tor first
class mall USA & Canada; $15 a year outside ot North
America. THE ABSOLUTE SOUND™, P.O. Box 5, North-
port, N.Y. 11768.

AUDIOGRAM REVIEWS THAT ARE CLEAR, CONCISE
AND Comprehensive. The Audiogram will not leave you in
doubt as to what a component sounds like. Rate $10.00
12 issues. Write The Audio Advisor, P.O. Box 17202,
Washington, D.C. 20041

miscellaneous
SLEEP-LEARNING—HYPNOTISM! Strange catalog

free. Autosuggestion, Box 24-F, Olympia, Washington
95801

DIAMOND NEEDLES and Stereo Cartridges at Dis-
count prices for Shure, Plckering, Stanton, Empire,
Grado and ADC. Send for free catalog. All merchandise
brand new and factory sealed. LYLE CARTRIDGES,
Dept. H, Box 69, Kensington Station, Brooklyn, New York
11218.

CONGRATULATIONS! YOU ARE NOW READING ONE
OF HIGH FIDELITY'S best read pages! Use it yourself
when you want to sell equipment, or a service, or want to
let the avid music listener know about anything. High Fi-
delity Classified, 130 East 59th St., N.Y. 10022

PROTECT YOUR RECORDS POLY SLEEVES for jack-
ets 8¢ Roundbottom record sleeves 7¢ Poly lined paper
sleeves 15¢ White jackets 35¢ Postage $1.50. Record
Supply House, Hillburn, New York 10931

SEARCHING? WRITE DISContinued RECORDS, 216
NORTH ROSE, BURBANK, Calitornia 91505.

new equipment for sale

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF TAMPA, 1531 SOUTH DALE
MABRY, TAMPA, FLORIDA 33609.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF SARASOTA, 6564 GATE-
WAY AVENUE. SARASOTA, FLORIDA 33581.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF FT. WALTON BEACH, 652-D
BEAL PARKWAY, N. W_, FT. WALTON BEACH, FLORIDA
32548.

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF MOBILE, 1770 BELTLINE
HIGHWAY, MOBILE, ALABAMA 36609.

"BUY DIRECT FROM ENGLAND. Save Money! B & O,
Cambridge, Decca, Goldring, Gold Speakers, Jordan-
Watts, KEF, Leak, Lowther, Ortoton, Revox, Rogerts,
SME, Tandberg, Transcriptors, Whartedale. Price and
shipping list free or send $3 bllis to include literature air-
post. Goodwins, 7 The Broadway, Wood Green, London,
N.22. 6DU. Phone 888 0077. Visitors Welcome.

35% to 55% DISCOUNT ON PROFESSIONAL GUI-
TARS, Amplitiers, P.A. Systems. Free Catalog. Carvin, Es-
condido, Calif. 92029.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF PENSACOLA, 3731 NAVY
BOULEVARD, PENSACOLA, FLORIDA 32507.

DON'T PAY THE HIGH MAIL ORDER PRICES. THIEVES
WAREHOUSE OF MONTGOMERY, 3386 NORMAN
BRIDGE ROAD, MONTGOMERY, ALABAMA 36105.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF ATLANTA, 3164
PEACHTREE ROAD, N.E., ATLANTA, GEORGHA 30303.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF ATLANTA, 4166 BUFORD
HIGHWAY, N.E., ATLANTA, GEORGIA 30345.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF ATLANTA, 1030-3
CHEROKEE ROAD, SMYRNA, GEORGIA 30080.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF NORTH TAMPA, 1441 EAST
FLETCHER AVENUE, TAMPA, FLORIDA 33612.

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF ATLANTA, 2769 LAKE-
WOOD AVENUE, S.W., ATLANTA, GEORGIA 30315.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF ATLANTA, 4162 JONES-
BORO ROAD, ZAYRE CENTER, FOREST PARK,
GEORGIA 30050.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF ST. PETERSBURG, 9151
PARK BOULEVARD, NORTH LARGO, FLORIDA.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF PANAMA CITY, 5220 WEST
HIGHWAY 98, SUITE D, PANAMA CITY, FLORIDA 32401

FORMULA 4 PROFESSIONAL LABORATORY TONE
ARM only viscous silicone damping with low effective
mass (4.50 gm.) can ensure natural sound without "listen-
ing fatigue’ enabling all cartridges to reach thelr ‘Linear
Reglon’ of best performance. Jewelled Unipivot friction
below 0.005 gm Stylus/pivot 224 mm. Bias tontrol. VTF
0-3 gm. Reduced record wear. Leaflet $1, deductible
from purchase price $89 including Airmail. Formula 4,15
Heather Watk, Edgware, Middlesex HA8 9TS England.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF BIRMINGHAM, 123 ROE-
BUCK PLAZA DRIVE, BIRMINGHAM, ALABAMA 35206.
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DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF ORLANDO, 1915 EAST CO-
LONIAL DRIVE, ORLANDO, FLORIDA 32803.

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF ATLANTA # 6, BELVEDERE
PLAZA SHOPPING CENTER, 1203 COLUMBIA DRIVE,
DECATUR, GEORGIA 30032.

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF KNOXVILLE, 5710 KING-
STON PIKE, KNOXVILLE, TENNESSEE 37918.

DON'T PAY THE HIGH MAIL ORDER PRICES THIEVES
WAREHOUSE OF JACKSONVILLE 1239 ARLINGTON
ROAD & LONE STAR JACKSONVILLE, FLORIDA 32211

“DUBIE CD-5 RECORDING SYSTEM IS A MUST FOR
the serious hohbyist”" or anyone owning two or more
recorders. DUBIE CD-5 allows you to be more creative in
multiple taplng, mixing, dubbing, and editing. Avallable at
Olsen and Team Electronics stores for only $59.95 or
write Dubie, Route 4, Box 98, Stigler, Oklahoma 74462.

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF JACKSONVILLE, 6078 OLD
ST. AUGUSTINE ROAD, JACKSONVILLE, FLORIDA
32217.

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF MIAMI, 1756 S. W. 8th
STREET, =201 MIAMI, FLORIDA 33135.

SAVE UP TO 69% ON OVER 100 TOP BRAND AUDIO
components trom Carston Studios, New England’s audio
supermarket, one of the oldest mail order tirms (est. 1962)
and certainly one ot the most rellable. All orders shipped
trom stocked warehouse. Send for price quote and price
llst. Carston Studios, Old Brooktleld Road, Danbury, Con-
necticut 06810.

BRITISH AND EUROPEAN EQUIPMENT DIRECT TO
YOU. CAMBRIDGE AUDIO. CELEF. CELESTION. CO-
NOISSEUR. CHARTWELL (BBC MONITORS.) DECCA
FONS. IMF. KMAL. LECSON. LINN SONDEK. MONITOR
AUDIO. QUAD. RADFORD. REVOX. SME. SPENDOR
(BBC MONITORS.) SUGDEN. TRANSCRIPTOR. OTHER
MAKES AVAILABLE, PRICE QUOTES FREE, BRO-
CHURES SEND $2.00. AUDIO T—DEPT. A, 190 WEST
END LANE, LONDON NW6. PHONE 794-7848. VISITORS
WELCOME.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF MOBILE/VILLAGE
SQUARE, 301 SOUTH CRAFT HIGHWAY, MOBILE, ALA-
BAMA.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THIEVES WAREHOUSE OF BIRMINGHAM, 103 SOUTH
8th STREET, BIRMINGHAM, ALABAMA.

DON'T PAY THE HIGH MAIL ORDER PRICES.
THEIVES WAREHOUSE OF CLEARWATER, 1502 A
GULF TOBAY BOULEVARD, CLEARWATER, FLORIDA.

ta;,'s & records

OPERA TAPES—DISCS OPEN REEL AND CAS-
SETTES—historical performances ot last 40 years—Un-
believable treasure and rarities—ALSO LP RECORDS. Ed
Rosen, 66-33 Saunders St., Rego Park, N.Y. 11374,

FILM-STAGE SOUNDTRACKS. Large free list. A Lut-
sky. P.O. Box 557342, Miami, Fla. 33155.

OLDER JAZZ SWING SOUNDTRACKS Lowest Prices,
Lists. Box, 1138H, Whittier, Calit. 30609.

CUT-OUT RECORDS. HUGE STOCK. ALL NEW. No
catalog. Cohn, 2205 Marylane, Broomall, Pa. 19008.

TAPES. CLASSICAL SINGERS, CONDUCTORS, in-
strumentalists in live pertormance. Emphasis on Superior
Sound. Catalogues. Good Sound Associates, PO Box
489, Planetarium Station, New York, N.Y. 10024

RARE OPERA, SYMPHONIC MUSIC ON OPEN REEL
TAPE. Historic performances. EUROPEAN, DOMESTIC.
Free Catalogue. Underhill, Bellport, NY 11713.

TDK, BASF, Memorex, Maxell, cassettes, reels, 8-
tracks. Lowest prices, guaranteed, new. S&S Audio, P.O
Box 56039, Harwood Heights, Il. 60656.

SHOW ALBUMS—Rare, out-of-print LPs, 52-page list
50¢, Broadway/Hollywood Recordings, Georgetown, CT
06829.

QUADRAPHONIC RECORDS AND TAPES—WORLD'S
LARGEST SELECTION—ALL LABELS, OVER 1000
TITLES—at discount prices! For your free illustrated quad
catalog, write: SOUND CONCEPTS, Box 654-8, Peoria, Il-
linols 61601.

GOLDEN AGE RADIO—YOUR BEST SOURCE for radio
tapes. Box 25215-J, Portland, Oregon 97225.
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DISCONTINUED RECORDS, CLASSICAL, POPULAR,
Lists. Steinmetz, One Seaview, Massapequa, NY 11758.

OBSCURE PREVIOUSLY UNOBTAINABLE SYM-
PHONIC MUSIC on tape: American, Russian, Scandina-
vian, Others. Send for free list. Argus Enterprises, P.O.
Box 1601, Lake Mary, Florida 32746.

SOUNDTRACKS/OC, PERSONALITIES!-FREE
NEWSLETTER! RTSH, 3700 Plaza, F-211, Santa Ana,
Calitornia 92704.

MANY SUPERB OPERATIC TAPES BARGAIN PRICES.
COMPLETE OPERAS, RECITALS, GALAS. FREE CATA-
LOG FROM J.A. GEORGE BOX =140, HIGH FIDEUITY,
130 EAST 59th STREET, NEW YORK, NY 10022.

PROTECT YOUR ALBUMS. WHITE CARDBOARD RE-
PLACEMENT JACKETS 35c. PLASTIC LINED INNER
SLEEVES 15¢. POSTAGE $1.25. RECORD EOXES AND
78 SLEEVES AVAILABLE. CABCO 301-2, BOX 8212, CO-
LUMBUS, OHIO 43201,

LIVE OPERA TAPES. TREMENDOUS SELECTIONS
SATISFACTION GUARANTEED. FREE CATALOGUE. C.
HANDELMAN, 34-10 75th ST., JACKSON HTS. N.Y.C.
11372

"SOUNDTRACKS, SHOW, NOSTALGIA & JAZZ—
FREE Catalog & Auction List—A-1 Record Finders, P.O.
Box 75071-H, L.A. CAL. 90075.

CLASSICS FOR CONNOISSEURS: WE OFFER AN AR-
RAY OF CLASSICAL IMPORTS FROM ALL OVER THE
WORLD. WE HAVE CONTACTS WHICH GIVE US AN EX-
CLUSIVE TO BRING TO OUR CUSTOMERS RARE AND
HARD-TO-FIND CLASSICAL RECORDINGS—OUR SPE-
CIALTY. WE GUARANTEE THE BEST SERVICE POS-
SIBLE ON ALL DRDERS. COPIES OF THREE BULLE-
TINS—$1. AUGUST ROJAZ—-CLASSICAL IMPORTS,
353% NORTH LA BREA AVENUE, LOS ANGELES, CALI-
FORNIA 90036.

AT LEAST % OFF ALL RECORDS AT ALL TIMES, IN-
CLUDING PRESIER AND EURODISC. Write BERKSHIRE
RECORD OUTLET, 910 South St., Pittstield. Mass. 01201
For Details.

RECORDS RESURRECTED. FREE AUCTION LISTS.
Please say whether classical, popular, or both wanted
P.O. Box 143, Radnor, Pa. 19087.

FABULOUS IMPORTED + DOMESTIC SELECTIONS—
HARD-TO-FIND Soundtracks, Shows, Nostaigia. Catalog
$1.00 (Refundable). List Communications, Box 916-T,
NYC 10023.

SOUND TRACK, ORIGINAL CAST, PERSONALITY
Recordings. Unusual items offered never betore. Rare
Records Division, Dored Company, 1508 West Broadway,
Minneapolis. Minnesota 55411,

UNACCOMPANIED CELLO: Schuller, Dallapiccola,
Crumb. & Hindemith compositions. Roy Christensen, Cel-
list. $6.95 prepaid. Gasparo Co., Box 90574, Nashville,
Tenn. 37209.

RARE CLASSICAL, SOUNDTRACKS, SHOWS, person-
alities, imports. Buy and sell. Huge catalog 50¢
GRAMMY'S ATTIC, P.O. Box 181, Blutfton, SC 29910.

RARE, ROMANTIC OPERATIC. ORCHESTRAL,
CHAMBER OWN TAPE. Especially GERMAN, CZECH,
AMERICAN. Free List. SCHWAB, 356 Stuyvesant Ave., Ir-
vington, New Jersey 07111

CLASSICAL LPs OOP/CURRENT. LIST. ARS., 13
Dante Street, Larchmont, N.Y. 10538.

CLASSICAL LP's—CURRENT AND OP, IMPORTS in-
cluding Russlan Melodiyas. Free list. Bennett, 8063 Lang-
dale Street, New Hyde Park, NY 11040.

CASSETTES/LABELS

Plaln white cassette labels, Norelco cassette cleaners,
famous brand cassettes. Send lor opea reel and cassette
discount calsiog 19 10-99 100 1000 10M
Cassette Labels .02 015 .01 .006
Norelco Cassette Cleaner 65 60 55 50 .45

Plus Postage by Weight and Zone Minimum Order $5.00

OPEN REEL STERED TAPE BUYERS!
At Last! An open reel catalog, including titles, songs.
etc. ot 95 long play, 2-3 hour albums by American Air-
lines or Ampex 4-track stereo tapes. Send $1.00—and
we will also mail you a 140-page Harrison Sterec Tape
Guide—so you'll get both for $1.00—and this $1.00 is
refundable on your tirst $10.00 purchase ot open reel
stereo tapes at our 20% discount

WE'VE 60T THE “SPIRIT", THE PRICES

AND THE ADDRESS TD PROVE IT

Saxitone's Bicentennial Tape Shoppe
1776 Columbia Road, N.W., Washington, D.C. 20009

RECORD MART Advertisement

| KING KAROL |

|

'RECORDS !

| _

& TAPES |

| (anvrecorp ] WORLD'S |

| A‘IAILABLS LARGEST |
15 ALWAY

| AVAILABLE SELECTION! :

| FREE I

[ SUPER-FAST |

I MAIL ORDER |

' SERVICE! |

| Anywhere In USA!

| AT '

| MAXIMUM |

| DISCOUNT |

PRICES!
| Send $1 for complete catalog to: Dept. HF, }
|L Box 629, Times Sq. Sta,, NYC 10036
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TAPE WORLD DEALS EXCLUSIVELY IN TAPES so we
must give you the lowest possible prices. Save 30-40% on
TOK, FUJI, BASF, AMPEX, MAXELL and others. Tape
World international, Box 231, Butler, PA 16001

CUT! OUTTAKES FROM HOLLYWOOD'S GREATEST
MUSICALS Limited editlon never before released from
Originzl Studio Archive Soundtracks by Garland, Astaire,
Grable, Nicholson, and more! Album $7.00 plus 50¢ post-
age/handling. Send check/money order QUTTAKE
RECORDS INC., P.O. Box 1066, Ansonia Station. New
York 10023.

EXTREMELY RARE RECORDINGS-INSTRUMENTAL-
Orchestras-operatics. College and University libraries
welcome. (212) 567-1358.

cabiﬁeté

QUALITY WOOD FURNITURE tor your components in
a wide selection of styles. Finished, untinished, and kits.
Sold in fine stores and direct. Send 50¢ tor all new tult
color brochure AUDIO ORIGINALS—546 S. Merldian
St. "H" Indianapolis, Indiana 46225.

services

DYNACO, A-R, TRANSISTORS, REPAIRS-BOARDS-&
units speaker service. Send tor prices & details: BEAR
ELECTRONICS, 177-HF Hillcrest Road, Mt. Vernon, N.Y
10552.

personals
DATES GALORE! Meet singles—anywhere. CALL
DATELINE, toll-tree (800) 451-3245.

disco

DISCOTHEQUES! FREELANCE SYSTEMS. IN-
DEPTH REPORT. COMPLETE PHOTOS, DO'S &
DON'TS, BOOKINGS, PERSONALITY, FORMATS,
EQUIPMENT, ETC. $5.00. "DYNAMIC UNO." BOX 8116
CORPUS CHRISTI, TEX. 78412.

wanted to Buy

CASH FOR UNWANTED LPs AND PRE-RECORDED
ree: to reel tapes. Tapes, Hlllburn Post Office, New York
10831

business opp:)rfur_\itiea_s‘» .

STEREO REPRESENTATIVES NEEDED! LOWEST
PRICE LIST BUYING!! OVER 100 BRANDS! KRASCO,
623 Campbell Ave., West Haven, Conn. 06516.
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Britannia still rules some (sound)
waves. As a Bicentennial gesture to
counteract the emphasis on Anglo-
American hostilities of the distant
past, we well might acknowledge
nearly a century of mutual aid in the
development of the phonograph/
gramophone and recorded music: For
if it is argued that the United States
has led in technological progress, it
has been Britain that has set the high-
est quality standards. No connoisseur
collector needs to be reminded of the
excellence of imported British discs,
but it’s only now that comparably fine
British musicassettes are coming in on
a regular basis. The much-anticipated
first releases of imported london
(English Decca) cassettes comprise
eight classical programs starring Ash.
kenazy, Herrmann, Lupu, Maazel,
Mehta. Munchinger, Solti, and Vered:
six light or pop programs starring
Aldrich, Black. Camarata, Heath.
Mantovani, and Ros. They're all con-
sistently well processed with Dolby-B
noise reduction, accompanied by pro-
gram notes, and listed at $7.98 each.

Perhaps most remarkable in spell-
binding testimony to the current abil-
ity of cassette technology to cope with
even super-spectacular Phase-4
recording is the most recent exemplar
(now tragically one of the last) of
imaginative filin scores: “The Mys-
terious Film World of Bernard Herr-
mann’’ (London SPC5 21137). Musi-
cally it's less notable than the late
American expatriate’s finest achieve-
ments, but the superbly authentic
sound of the National Philharmonic
and the ingenious sound effects. espe-
cially in the engaging Gulliver's Trav-
els score, are an audiophile’s delight.

No less sonically impressive is the
cassette taping of the Mehta/Los An-
geles Scheherazude (CS5 6950). 1 still
can't share the Mehta fans' admira-
tion of his interpretation, but the pow-
erful recording, including the most
tremendous gong roar to date, is noth-
ing short of identical in direct A/B
disc/tape comparisons. And in a very
different (both technically and musi-
cally) third example, present-day
master-tape re-editing and cassette
processing skills combine to bring
new life to the 1962 best-selling
Minchinger/Stuttgart Chamber Or-
chestra program featuring the Pachel-
bel canon in a miscellany also includ-
ing Corelli’s Christmas Concerto.
Ricciotti’s Concertino No. 2, and a
Gluck chaconne (CS5 6206).

Variegated Chopinzees. Today's
young pianists approach Chopin's
music in ways often wholly unlike
those of the keyhoard giants of the
past. Yet their digital skills are if any-
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thing superior and their powers of
personality projection are scarcely in-
ferior—as is persuasively proven in a
remarkably varied trio of all-Dolby-B
cassette recitals. The most “classical,”
crisply articulated. and soberly col-
ored performances are those by Mar-
tha Argerich of the Funeral March So-
nata, Andante spianato and Grande
polonuise brillunte. and Scherzo No. 2
in an appropriately clean and bright
recording (Deutsche Grammophon
3300 474, $7.98). The most “romantic.”
idiosyncratically mannered readings
are those by Antonio Barbosa of all
four scherzos, plus the two most pop-
ular Chopin-Liszt song transcriptions,
the dramatic power of which is in-
calculably enhanced by as thunder-
ously hig piano sonorities as are ever
likely to be reproduced today (Con-
noisseur Society/Advent E 1045,
$6.95: 44 min., B side left blank). And
even more magisterial and more
strikingly individual are Ashkenazy's
Opp. 10 and 25 Etudes—in readings
that have matured notably since he
first recorded them for MK in 1961.
The technically paradigmatic Pollini/
DG and disarmingly engaging Vered/
Connoisseur/Advent versions remain
admirable in their own right, but for
all-round pianistic, sonic, and artistic
distinction, Ashkenazy now reigns su-
preme (L.ondon CS5 6844, $7.95).

At long last, Stokowski’s Mahler.
Hard as it may be to helieve, Leopold
Stokowski, famous for so many years
for his Mahler concert performances,
isonly now making his first Mahler re-
cording—appropriately in the heaven-
storming Resurrection (Second) Sym-
phony (RCA Red Seal CRK 2-0852,
double-play cassette, $9.95). His beau-
tifully integrated conception of the
work and his smoothly contoured, al-
ways richly eloquent performance
with the London Symphony Chorus
and Orchestra would be a triumph for
any conductor, but for one in his nine-
ties it's an almost incredible one. Al-
most incredible too is the reform in
RCA cassette editing. The tape col-
lector's old enemy must have been
fired (or at least whipped into shape),
for here at last the side break comes
between movements as it should, even

at the cost of some six minutes’ dit-
ference in side length. I pray that this
return to artistic sanity is a permanent
one!

Wagner as sensualist—and as philos-
opher-poet. Now that recordings can
and do cope with Wagner’s complete
operas. the once great popularity of
out-of-context excerpts has dwindled
both in concert and on records. But
two such programs command atten-
tion for their exceptional, sharply dif-
ferentiated and polarized qualities.
The preludes to Die Meistersinger,
Parsifal, and the Lohengrin Act 111 are
common to both collections. "Karajan
Conducts Wagner, Album 2,” with the
Berlin Philharmonic, adds to those
Der fliegende Hollander and the Par-
siful Act 111 (Angel 4XS/8XS 37098,
cassette/cartridge, $7.98 each). The
Haitink/Concertigebouw program
adds to them Tristan und Isolde (plus
the Liebestod) and the Lohengrin Act
I (Philips 7300 391, Dolby-B cassette,
$7.95). But there's an almost diamet-
rically different Wagner in each set:
the musical sensualist supreme in
Karajan's ultraromanticized. sump-
tuously played and recorded versions:
the bluff yet tender Hans Sachs phi-
losopher-poet in Haitink's mag-
nificently lucid and eloquent versions.
Audiophiles will relish the former as
sonic spectaculars; connoisseurs will
rank the latter among the most mov-
ing of all contemporary Wagnerian-
excerpt representations.

Old favorites never even fade away.
Not the least fascinating appeal of
GRT's new 4/2-channel-compatible
classical cartridge line (the ingenious
technical characteristics of which
were noted here in May) is that of
welcoming back long absent but nos-
talgically remembered musical
friends. Long out of print in a 1960
open-reel edition are perhaps the
most idiomatically authentic per-
formances of the Sibelius violin con-
certo and tone poem Tapiola by Tossy
Spivakovsky and the London Sym-
phony under Tauno Hannikainen (Ev-
erest/GRT 8059-3045 E, $4.95). And
dating from 1958 are Hermann Scher-
chen’s idiosyncratic readings of such
favorites as the Ravel Boléro, Cha-
brier Espana, and Dukas L'Apprenti
sorcier, and dances from Falla’'s Amor
brujo (Westminster Gold/GRT 8008-
8131E, $4.95). What's worth rehearing
here is partly the still viable recording
itself, but especially the use in Boléro
of almost tomtom-like tambours
basques instead of crisp snare drums.
Scherchen's notion of the composer’s
original intentions is surely wrong.
but ben trovato nonetheless. [ -]
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Miida introduces the “Aud ophile Series”’, anew
line of high fidelity receivers, turntables, speakers
and profess onal electsostatic headphones.

Wt at is the moment of truth? It's the moment you
turn & stereo on and listen t the sound.

Miida has a sound trat adiophiles will fully
appreciate. Ifs clear, cl2an and has more than endugh
power to satisfy the most damanding enthusias..

The Miida3140 AM/~M Stereo Receiver delivers 45
watts per channel minimum RMS, both channe s
driven at 8 onms, from 20z to 20kHz with no more
than 0.5% Totel Harmeric Cistortion, IHF Sensitivity of
2.0, Capture Ratio 1.5 db, and IF Rejection 70 dkt.

Tke T3115 Direct Drve Turntable is more than
equally imprassive. It has a full 1312 platter. Onlv one
other maker has this size tut their suggested retail

MiFda  Am-Fv STERED, FE 2EIV:R

M 88 90 92 94 b

value is adout $100 more. The T3115 has rumble of
-70 cb and with wow and flutter of .03% or less.

Mi da akso offers a comrplete line of speakers and
electostztic headphones

Mide rzceivers, turntabies, speakers and
heacphones are made to 2xacting audiophile
standards and specificatizns.

Take a moment and see a demonstration of
the Miida moment of truth
at ycur a_dio dealer.

‘00 €2 04 106 108 MHz
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Miida makes it at
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For more .nformafion, write {he s{e[eo SpeC/'a/l'Sf ass

Miida Electronics, Inc.,

4 Ny &
0/~

a subsidiary of Marubeni Corp., 205 Chubb Avenue, Lyndhurst, New Jersey 07071 / Telephcne (201) 575-9302




PROFESSIONALS TALK ABOUT MARANTZ HIGH DEFINITION SPEAKER SYSTEMS.

‘“Marantz offers—in one speaker—
both air suspension and ported
design. It’s the ultimate
in flexibility—and
qua]it.y.”

February, 1976:
Marantz engineers invited
audio experts to comment on the new
Marantz High Definition Speaker Systems.
The following remarks were taken
from that taped discussion:

¢1t’s one thing to design an acoustic
air suspension system that will have
low distortion. And it’s another to
design a ported system for high
efficiency. But here, in one unit,
Marantz offers the audiophile the
best of both worlds??

¢¢1t’'s incredible. Marantz calls it
Vari-Q*. Pull out the high density
acoustic foam plug and the system
becomes a tuned port reflex. Push it
back in and the port is absolutely
sealed and the speaker becomes

air suspension??

61t doesn’t matter what kind of
music the listener is into, either
Air suspension with the plug in is
great for full orchestra, because it
damps better and doesn’t peak the
lower frequencies. But when you
listen to rock, pull the plug and you
increase the low end efficiency.

It pumps up the lows at about

76 Hz and really delivers that

low end oomph??

‘Patent Pending. **Manufacturer's suggested list price. Actual selling price at dealer’s discretion. (The enclosures for the HD-88, HD-77 and HD-86 are constructed of particle
board, finished in genuine walnut veneer. The enclosures for the HD-B6 and HD-44 are finished in walnut grain vinyl.



2-Layer Voice
Coil

Barium Ferrite
Magnet

Polyester Film
Diaphragm

Voice Coil Gap Pole Piece

Linear Polyester Film Dome Tweeter

¢Another tremendous feature is the
linear polyester film domes on the
tweeters. The dome shape disperses
high frequencies over & much wider
area. And because the polyester film
is so lightweight, it's more efficient.

€1976 Marantz Co., Inc., a subsidiary of Superscope, Inc., £0525 Nordheff 3t., Chatsworth, CA 91311 In Europe: Supe~secope Euarcpe, S A, Brussels, Belgium. In Canada: Super-
scope Canada, Ltd., Ontario. In the Far East: Marantz Far East, Tokyo, Japan. Prices and models subject t= change withcut notice

It takes less power to do the same job.
And they’re practically indestructible.
And higher efficiency means greater
distortion-free accuracy in repro-
ducing high-frequency transients??

We call them High Definition
Speaker Systems. You'll call them
the ultimate in flexibility and
listening excitement. Five models in
all (three with Vari-Q) ranging from
the bookshelf-sized HD-44 with
frequency response from 45 Hz to
18 kHz (+3 dB — all controls set, flat,)
and power handling capacity of 60
Watts — to the super-powerful HD-88
with frequency response from 25 Hz
to 25 kHz (+3 dB — all controls set
flat) and power handling capacity of
300 Watts. Marantz High Definition
Speaker Systems start as low as
$89.95* Experience the profession-
als’ choice tocay at your Marantz
dealer He's in the Yellow Pages.

g o T = 0 o < 0 o | ¥V &

We sound better.

HD-6€



KENWOOD COMPONENTS

Quality that only precision engineering can achieve

KENWOOD introduces a powerful new stereo amplifier,
_s__ precision-crafted to recreate the fuli range of orchestral sound
4 Ba taite 't with perfect fidelity. Complements the achievement with a
: !1'{7" ? high-performance new tuner, engineered like no other tuner

\ {7 '_,’ iy " inthe world, to deliver broadcast reception limited only by the {
s o4 " quality of the program material transmitted. KENWOOD's
_~f§‘f’“i“-" ! newest, most sophisticated components to articulate your own., ..
A o ¢ ' special need for the living sound of music in your home. R 13
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