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AND IT'S WHAT GOES
INTO HPM SPEAKERS THAT
MAKES THEM SOUND GREAT ON
EVERY PART OF THE MUSIC.
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Most speaker companies try to impress
you by describing the "wonderful” sound
that comes out of their speakers.

At Pioneer, we think the most believable
way to describe how good HPM speakers
are is to tell you what went into them.

THE HPM SUPERTWEETER:

with the same materials that were being
used in 1945.

Every woofer in the HPM series,
however, is made with a special carbon fiber
blend that's allowed us to decrease the
weight of the cone, yet increase the strength
needed tor clarity. So you'll hear the deepest

SPEAKER TECHNOLOGY RISES TO NEW HIGHS. notes exactly the way the musician recorded

In many speakers, you'll
tind that the upper end of the
audio spectrum is reproduced
oy an ordinary tweeter.

In HPM speakers, you'll
tind that the high frequencies
are reproduced by a unique
supertweeter.

It works by using a
single piece of High
Polymer Molecular film, thence the name
HPM ) that converts electrical impulses into
sound waves without a magnert,
voice coil, cone, or dome.

And because the HPM
supertweeter doesn't need
any of these mechanical parts,
it can reproduce highs
with an accuracy and
definition that surpasses
even the finest conventional
tweeter.

As an added advantage,
the HPM film is curved for
maximum sound dispersion.

So unlike other speakers, you don' have to
plant yourself in front of an HPM speaker to
enjoy all the sound it can produce.

MID-RANGE THAT ISN'T
MUDDLED.

For years, speaker man- -
ufacturers have labored over "'
mid-range driver cones that g

The High olymer Ma ecu ar Supert=« eter.
So incredible, we named a whote line ot speakers alter it.

You'll never hear a sound out of these
die aast aluminumn speaker frames.

wrm-ee

them.

3 And because every HPM
woofer also has an oversized
magnet and long throw voice
coil, they can handle more
power without distorting.

@ OTHER FEATURES YOU
RARELY HEAR OF

Every HPM speaker has
cast aluminum frames, in-
stead of the usual flimsy stamped out metal
kind. Sc that even when you push our
speakers to their limit, you only
hear the music and never the

frames. In fact, our competitors
were so impressed, they
started making what look like
die cast frames, but arent.
HPM speaker cabinets
are made of specially com-
pressed board that has better
acoustic properties than ordi-
nary wood.
Their speakers have level
controls that let you adjust
the sound of the music to your living room.

And these features are not just found in

our most expensive HPM speaker,
but inevery speaker in the

) HPM series.

- All of which begins to ex-

".!. plain why, unlike speakers

that sound great on only part

are light enough to give you
quick response, yet rigid enough
not to distort.

Pioneer solved this problem by creating
special cones that handle more power, and
combine lower mass with greater rigidity. So
our HPM drivers provide you with cleaner,
and crisper mid-range. Which means you'll
hear music, and not distortion.

WOOFERS THAT TOP EVERY OTHER BOTTOM

Conventional woofers are still made

¢ 1978 U S Pioneer Electronics Corp 85 Ostord Drive Moonachie, N | 07074

Level controls that let you adjust the sound
to your listening area.

of the music, HPM speakers
sound greaton all of it.

At this point, we suggest you take your
tavoriie record into any Pioneer Dealer and
audition a pair of HPM speakers in person.

If you think what went into them
sounds impressive, wait till you hear what
comes out of them.

WPIONEER

We bring it back alive.

Circle 37 On Page 93
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WHAT COMES OUT
OF A SPEAKER IS ONLY
AS IMPRESSIVE AS
WHAT GOES INTO T,




A Revolutionary Record Care Breakthrough
P From Stanfton... I I N

eliminates record static

permanently with only

one application!

UNTREATED RECORD

Stanton introduces Permostat, the only record
Care product that eliminates record static perma-
nently with just a single application. Permostat is a
new and uniquely formulated fluid, which with just
one application to a record totally eliminates static
without any degradation in sound quality .. .and pro-
longs the life of your record

Static electricity draws airborne dust particles
onto the record where they can be pushed along
the groove creating various degrees of audible
distortion. Now, Permostat eliminates this problem
permanently.

To demonstrate Permostat's unique anti-static
qualities, Stanton engineers constructed a dust
chamber to perform accelerated dust pickup tests
In this test, three records were suspended vertically

For further information contact. Stanton Magnetics Inc.. Terminal Drive, Plainview, New York 11803

STANTOIN

THE CHOICE OF THE PROFESSIONALS ™ ' =

&
T,
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BRAND X

PERMOSTAT

within the chamber, the first untreated, the second
treated with anti-static products currently available
(piezo electric guns, fluids, cloths and conducting
brushes) and the third treated with Permostat

Under test conditions, only the Permostat treated
record showed no visible evidence of dust pickup
and no residual charge

Each Permostat kit provides protection
for 25 records (both sides). Just spray it
on, buffitin and eliminate static for the life
of your records

Now available at your local dealer

Suggested Retail:
Complete Kit...$19.95
Refill...$15.95

anhi-stalic record
preservative
from STaNTON

net contents

3 oz. (85g)

©Stanton 1979

I
/)

-



JULY 1979

VOLUME 29

HIGH FIDELITY

Leonard Marcus Abram Chipman
Editor John Culshaw
R.D.Darrell

Shirley Fleming
Editor, Musical America Harris Goidsmith

David Hamliiton

RobertLong Dale Harris

Audio-Video Editor Paul Henry Lang
Gene Lees

Kenneth Furie irving Lowens

Classical Music Editor Robert C. Marsh
Fred Miller

Susan Eillott

Editor, Backbeat Contributing Editors

Rebecca Abbortt Sarina Bromberg
Associate Editor Art Director
Lynda Cariotta Wayne Armentrout

Cynthia Pease Production Director
Assistant Editors

David Lee
Isabel Parker Circulation Director
Editoriai Assistant

John D. Kalimann
Edward J. Foster Circulation Manager

Consulting Audio Editor

William P. Johnson
Circulation Service Manager

Edward Greenfield

European Editor
Warren B. Syer

RobertS. Clark Publisher

Editorial Director

HIGH FIDELITY is published monthly at The
Publishing House, Great Barrington, Mass 01230
by ABC Leisure Magazines, Inc., a subsidiary of
American Broadcasting Companies, inc. Copy-
right © by 1979 ABC Leisure Magazines, Inc. The
design and contents are fully protected by copy-
right and must not be reproduced in any manner.
Second-ciass postage paid at New York, New
York, and at additional mailing offices. Authorized
as second-Class mail by the Post Office Depart-
ment, Ottawa. and for payment of postage in
cash Yearly subscriptionin U.S.A. and Possessions
$11.95; elsewhere $15.95. Single coples $1.50.
Subscribers: Send subscriptions, inquiries, and ad-
dress changes to High Fidelity, | Sound Ave., Mar-
ion, Ohio 43302. Change of address: Give oid and
new addresses, including ZIP Code. Enclose ad-
dress label from iast issue and allow five weeks for
change to become effective. Postmaster: Send
Form 3579 to High Fidelity, 1 Sound Ave.
Marion, Ohio 43302. Postal Identification
Number 243820.

Aifred Frankenstein

H.C.RobbinsLandon

25

28

34

39

115

62

72

79

80

Audlo/Video

High Fidelity News

Bose electronics

Cizek speakers

Whither metal-tape cassettes?

Soundings
RFI and the nickel fix
by Edward J. Foster

Autophile
Alpine hits the high road
by Rabert Angus

Too Hot to Handle

Equipment Reports
Harman Kardon HK-3500 cassette
deck

Fisher RS-2007 receiver

ADC 1700DD turntable
Rotel RA-2030 amplifier
Sherwood S-7450CP receiver
Special Speaker Section:
JBLL-110

KEF 105

Rogers LS3/5A

Speakerlab 30

Visonik Euro 7

The Listening Room
The final component
by Alan Fielding

Backbeat

Steve Forbert
Takes a bite of the big apple
by Stephen Holden

Producing Steve Forbert
by Steve Burgh

input Output
by Fred Miller

Discotech |
How they fix the mix
by Crispin Cioe

Pop-Pourri
Space-age pop
by Stephen Holden

Einstein on the Beach
by Don Heckman

NUMBER 7

80

103

104

121

127

128

134

138

157

93
108

158

Backbeat Records
Evelyn “Champagne” King
Patti Smith

Bill Evans

Music in Print
Natalie Cole
The Who

Hall and Oates

Jazz Spinoffs
by Don Heckman and
John S. Wilsqn

Music/Artists

Rigor Antiquarll

The great “performance-practice”
muddle

by Paul Henry Lang

Bach on the Plano?
Yes!
by Harris Goldsmith

Gigli "Complete”

Some reflections on what might
have been

by David Hamiiton

Classical Records
Solomon’s Beethoven
Busoni sonatinas

The Freni/Pavarotti Toscd

Critics’ Cholice

The Tape Deck

Two leaps forward for musi-
cassettes

by R. D. Darrell

Et Cetera

Editorlal
by Robert S. Clark

Reader-Service Cards
Letters

Adbvertising Index



e How close can
hi-fi get to an
authentic musical experience?

Slip on new Audio-Technica
Stereophones and
® hear for yourself.

If you want to find out how good the new Audio-Technica
Stereophones really are, don’t just compare them with
other headphones. Put them up against the very finest
speaker systems. But don’t just listen to the equipment.
Listen to the music. And be ready for a surprise!

Judged on the basis of flatness of response, freedom
from distortion, transient response, sensitivity, and
independence from room acoustics, these new dynamic and
electret condenser models are perceptibly better sounding
than speaker systems costing hundreds of dollars more.

And if you think that great performance can only
come from heavy, bulky stereophones, get ready for another
surprise. Our heaviest model is less than 7% ozs. and our
lightest is an incredible 43 ounces light. Comfort that
lasts an entire opera if you wish,

For all the facts, send for our catalog. But for the
revealing truth about stereophone performance, listen and
compare at your nearby Audio-Technica showroom.

It will be a great musical experience.

Model ATH-7 Model ATH-1 Z

Our tinest Electret Condenser The moving coil dynamic stereo-
with LED peak level indicators hone that weighs just 4% oz.
$149.95 29.95

‘audio-technica@

INNOVATION o PRECISION o INTEGRITY

AUDIO-TECHNICA U.S., INC., Dept. 79H-1 33 Shiawassee Avenue, Fairlawn, Ohio 44313
Available In Canada trom Superior Electronics, Inc.
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{Roger] Sessions
Questions About Music

Since the composer was naively regarded as a
rysterious and romantic figure who worked under a quasi-
upernatural force called “inspiration,” people seidom fo-
eused on the fact that his craft has 1o be cultivated not
®rough “theory,” but through practice.
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When you consider the prices of many metal-tape cassette

decks, it's hard to consider them at all. But consider this:

With Technics RS-Mé3 younot only get matal tapz recording,

you also get three heads and double Dolby?* fo- only $450.
That means you'll get a lot of performance, :00. Take the

RS-Mé63’s extended frequency response.With stardard CrO,

tape it's incredibly high; with metal tape it's simply inaredible.

Wow and Flutter Frequency Response SN
20Hz- 20kHz (metal)
0.05% WRMS 20Hz-18kHz (FeCa/CrC2) €7 dB Dolby in
20Hz-17kHz (normal}

The RS-Mé63's separate HPF record and playback heads not
only result in a very wide frequency response, they also work
together so you can check the quality of your tape while
recording it. There's also a sendust /festite erase head, powerful
enough to erase highly resistant metal tape.

When it comes to Dolby NR, the RS-M&3 oifers plenty of
versatility. Because there are separate Dolby circuits for
recording and playback. And that means ycu can nonitor your
tapes with the benefits of Dolby Noise Reduiction.

To help you make recordings with plenty of dynamic range,
the RS-Mé63 adds fluorescent (FL) bar-graph metexrs.They're
completely electronic and extremely fzst with a device attack
time of just five millionths of a second.They're also accurate.
So accurate that deviation from the O VU Eve is no more than
0.1dB. And that means the recording levels you see cre the
recording levels you get.

The RS-Mé63 also has separate three-pcsition bias and EQ.
selectors for normal, chrome and ferrichrame tapes. A separate
metal tape selector. Fine bias adjustment. And memory
features including auto rewind, auto play and rewind auto play.

The RS-Mé3.The only deck to corsides wh2n you consider
its performance and its price.

*Technics recommended price, but actual retail price will Je set by dealars.
tDolby is a trademark of Dolby Laboratories.

Technics
SiveER €difion

Everyone’s talking about metal tape

recording, 3 heads and double Dolby.

Technics lets you hear it all for *450;

x ® »2
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»




& HIGH FIDELITY NEWS

Bose returns to electronics

The Bose 550, one of two receivers that represent the company’s first
new electronics in several years, is rated at 40 watts {16 dBW) per channal and features

R
what Bose calls source and room compensation instead cf conventional tone controls.
The low-frequericy control has two settings: NARROW Boosts or cuts frequencies near
150 Hz, wIDE acts on frequencies below 250 Hz. Though it may be used with any >
speaker, the 550 incorporates an equalizer that works automatically with the Bose 901
Series lll or IV. Price of the receiver is $349.
Qircle 141 On Page 93
->
ot s SD IO Cizek speakers 1
T TIT] i
<t e are Classic
Spenaw Heading Cizek’s new Classic Series
et speakers is the KA-1, abookshelf model "
ﬁ-”?—\?’ 'ﬁ“ said to have a power-handling range of
- | S L 15 to 200 watts {1 1% to 23 dBW). The
. S, system’s drivers, 6%z-inch woofer and 1-
o X inch dome tweeter, are mated via a
= " newly developed crossover. Nominal im-
pedante of the system is 4 ohms; rated
- frequency responseis +1 dBfrom 100 Hz
A meta' ready tWO-Speed deCk to beyond audibility and -3 dB at 70 Hz.
Among the products that Marantz expects to deliver later this year is the The KA-1s cost $590 per pair.
SD-9000 two-speed Dolby cassette deck This front-loading deck also offers metal- Circle 142 On Page 93
tape capability and incorporates microprocessor programming and selection circuitry.
Its many other featuresinciude a multipurpose clock, builz-in time, mike/line mixing, out-
put level control, multiplex tikker, peak LED display, and removable head cover. The SD- —
9000 is expected to be priced at $775 _
Cirde 144 On Page 93 o S £ e
* o ESSEENENN v i
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7 :
Onkyo’'s tuner:
second-
generation
servo-lock
Onkyo’s T-4040 FM/AM tuner of-
fers circuitry that defeats the servo-lock at
a touch of the tuning knob. LED:s indicate
Diamond Dmerentia' amp all major functions, including signal -
strength. ProVided along with a stereo
The AU-919 integrated amplifier employs Sansui’'s Diamond Differential noise filter {for the FM mode only) are a
DC circuit to avoid the compiomise that usually must be made between high negative muting/lock switch and an adjustable
feedback levels and high slew rate. The amp is rated to deliver 110 watts (20% dBW| output level control. Rated harmonic dis-
into 8 ohms from 5 Hz to 20 kHz with no more than 0.008% 1otal harmonic distortion. tortion, for stereo FM, is 0.3%; frequency
Slew rate is said to be 200 volts per microsecond. A switchable phono input allows use response is 30 Hzto 15 kHz, +%, 12 dB. A
of moving-coil pickups. The rack-mountable AU-919 costs $300. The T-4040 costs $229.95.
Circle 146 On Page 93 Circle 148 On Page 93

Continued on page 11



EYE FIDELITY.

Any audia professional will tell you. The fidelity of
your recording depends on the quality of your record-
ing level meter.

That’s why Sony Audio created the fastest, most
accurate, most versatile, most reliable, brightest, and
easiest-to-read recording level display meter in tape
deck history. Period

Our Liquid Crystal Peak Program Meter IC re-
sponds in an incredible 1 millisecond. That gives you
the quickest measurement possible, even on the most
sudden transient signals.

To demonstrate, clap your hands in front of a
microphone. Watch any ordinary VU meter as it tries to
respond. Not very much will happen. Now try the same
thing with our LCD meter and you’ll see that total burst
of sbund compietely displayed

And speaking of displays, you get a Double Indi
cation System which displays peak levels in two ways:
Auto mode, which holds peak levels for approximately
1.7 seconds, or Manual mode, which maintains peak
level readings over the entire length of your recording

Unlike other displays, our LCD meter gives you
33-step accuracy over a wide —40 to +5dB range. It
changes color above 0dB, so you never miss an over-
load reading. And it even has an element life span of
more than 50,000 hours.

Finally, the tremendous brightness and logical
design of the LCD meter make precise comparisons be-
tween left and right channels easier. In any kind of light
R But not only does Sony Audio have the LCD
& meter. We've got the cassette deck to deserve it.

- The TC-K60.

LW U T Y Y T

: L
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LIQUID CRYSTAL
PEAK PROGRAM METEF

With our own hesitation-free brushless/slotless
BSL motor, our own newly developed Dolby* IC, our
own Ferrite-and-Ferrite head, and our own micropro-
cessor-controlled Automatic Music Sensor that iets you
preselect any of up to nine recorded program segments.

Enough talk. The TC-K60 with Liquid Crystal Peak
Program Meter is one Sony Audio product you've got
to see for yourself.

So look. Then listen

You'll never be satisfied with anything less

/ Y ) ‘—
f & r ( )
: c CEL RN
” = ©Sony Industries, 9 West 57th Street, N.Y,, N.Y. 10019
*TM Dolby Laboratories Inc Cirsle 45 On Page 93 Sony Is a registered trademark of Sony Corporation



Introducing the Bose"Spatial Control“Receiver.
The first and only receiver to let you control the spatial image of sound.




The importance of Spatial
Properties of Sound
Imagine you are ata live
performance. The music
which reaches your ears
comes not only directly from
each instrument, but from
every surface which reflects
the sound. This combination
of reflected and direct sound
creates the spatial image of
sound; it provides the ambi-
ence that makes music
sound lifelike.

The Bose®Spatial Control™
Receiver is the first and only
receiver that creates, in your
living room, a variable spatial
distribution of sound, allowing
you to adjust the spatial image
for different kinds of music.

'-I_I.Llj_.ll.l.l w

Controlling the Spatial
Image

When you are listening to
orchestral music, move the
spatial slide control to the
wide postition. Special Cir-
cuitry directs middle and high
frequencies to the rear outside
drivers and the front drivers of
the Bose 901®Series lll or IV
loudspeakers. This creates a
broad, dispersed pattern of
reflections. You experience
the breadth and spaciousness
of a symphony orchestra.

Should you be listening to a
soloist or small group, slide
the control toward the narrow
position. Now more sound
energy is directed to the
inside rear drivers to create
the focused sound image you
associate with intimate
performances.

Built-in Bose 901 Equalizer
The Bose 901 Series IV equal-
izer, built into the Spatial
Control™ Receiver, gives you
substantial savings when pur-
chasing 901 loudspeakers
since you don't need to buy a
separate equalizer.

The third speaker connection
terminal on each Bose 901
Series il or IV loudspeaker
makes it possible to control
different sets of drivers inde-
pendently. It is the key to
varying the spatial properties
of sound

The Spatial Control™Receiver
is a complex combination of a
stereo preamplifier and equal-
izer, switching circuits, com-
pensation circuits, and four
main power amplifiers. Bose-
developed logic circuitry,
using CMOS components,
controls the complex inter-
connections among these
elements, for ease of operation
and great versatility

Simply program the receiver
for your speakers by setiing
the switches on the rear panel;
the rest happens automat-
ically as you operate front
panel switches. Programma-
bility gives you several
options. For example, the
spatial slide controls can also
be used as a balance control
between two sets of speakers,
one equalized and the

other unequalized

Six Power Amplifiers Offer
Extraordinary Versatility
Four Direct-Coupled Fully
Complementary power ampli-
fiers drive the different arrays
of 901 drivers when the re-
ceiver is in the spatial mode.
Two fully independent power
amplifiers drive the head-
phones with an unequalized
signal, regardless of the
speakers in use, Each ampli
fier is individually accessible;
you can, for example, enhance
the realism of your system
with a time delay accessory,
without adding a separate
amplifier.

Source and Room Compen-
sation Controls Give More
Accurate Overall
Frequency Response

Bose has made precise
measurements of the acoustic
properties of different rooms
and recording techniques and
found that conventional tone
controls are simply inade-
quate to compensate for the
problems that occur in

typical listening environments.
The unique Source and Room
Compensation Controls found
on the Spatial Control
Receiver approach the effec-
tiveness of a more comoli-
cated graphic or parametric
equalizer but are as easy to
use as standard tone controls.

The Source and Room Com-
pensation Controls embody
the basic characteristics of
the 901 Series IV equalizer
controlsand extend theirrange
of control to lower frequencies.
In acoustically "dead" rooms,
they help restore brilliance
and clarity to the high fre-
quencies. They can also
largely eliminate boominess
in poorly mixed records with-
out affecting bass funda-
mentals and they can restore
much of the fuliness lost when
room surfaces absorb
excessive sound energy.

The Resuit: Unparalieled
Performance and Versatility
The Bose Spatial Control™
Receiver offers discriminating
listeners an unequalled sys-
tem for the realistic reproduc-
tion of sound. No other
receiver lets you control the
spatial aspects of recorded
music. No other receiver has
been designed to take full
advantage of the unique
sound-producing character-
istics of the world-renowned
Bose 901 loudspeaker system.
And no other receiver gives
you such extensive control
over the acoustic variables
found in widely different room
environments and recordings.

No other receiver offers the
total listening experience of
the Bose Spatial Control™
Receiver.

MOSE

100 The Mountain, Framingham, MA 01701



We'll match the toncarm
on our lowest-priced turntable

against the tonecarm
on their highest-priced turntable.

We'd like to be very clear about what we have in mind. By
“their” we mean everyone else’s. And, our lowest-priced
turntable is the new CS1237.

The CS1237's tonearm is mounted in a four-point
gyroscopic gimbal—widely acknowledged as the finest
suspension system available. The tonearm is centered,
balanced and pivoted exactly where the vertical and
horizontal axes intersect.

From pivot to tonearm head, the shape is a straight
line, the shortest distance between those two important
points. (Curved tonearms may look sexier, but at the cost
of extra mass, less rigidity and lateral imbalance—none
of which is consistent with good engineering practice.)

Tracking force is applied by a flat-wound spring coiled
around the vertical pivot, and this force is maintained equally on each groove wall whether or
not the turntable is level. The tonearm’s perfect balance is maintained throughout play.

By contrast, tonearms which apply tracking force by shifting the counterweight forward are
actually unbalanced during play and prone to mistracking. For example, on warped records the
stylus tends to dig in on the uphill side of the warp and to lose contact on the way down.

Vertical-bearing friction in the CS1237 tonearm is astonishingly low—Iless than 8 milligrams.

It can track as low as 0.25 gram—which means it will allow any cartridge to operate at its own
optimum tracking force.

There’s still more. The counterweight is carefully damped to attenuate tonearm resonances.
Anti-skating is separately calibrated for all stylus types. Cueing is damped in both directions to
prevent bounce. And because the CS1237 can play up to six records in sequence, the stylus
angle can be set for optimum vertical tracking in either single-play or multiple-play.

To find any other tonearm that seriously matches the CS1237's, you have two choices.

You can consider one of the more exotic
separates. But you'll find they cost as much as the
entire CS51237. (Price: less than $180, complete
with base and cover.)

Or you might compare it with one of the higher-
priced Dual turntables. You'll find a few additional
refinements, but no difference in design integrity
or manufacturing quality. Which is why no other
turntable quite matches a Dual. Any Dual.

For the life of your records m
United Audio. 120 So Columbus Ave . Mt Vernon. NY 10553
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Ben Bauer

Last March 31, Benjamin B. Bauer,
former vice president and general man-
ager of the CBS Technology Center and a
major figure in the development of HIGH
FIDELITY'S equipment testing program,
died of a heart attack in Stamford, Con-
necticut. A prodigious inventor, Bauer
had been awarded seventy-five U.S. pat-
ents, from the single-transducer cardioid
(directional] dynamic microphone-
whose acoustical phase-shift principle is
still widely used and which he invented
when only twenty-four-to the SQ matrix
for four-channel recording and playback
and the recent Ghent quadriphonic mi-
crophone. He first came to prominence in
audio circles as director of engineering for
Shure Brothers and was later a president
of the Audio Engineering Society.

Bauer was the third head of the
CBS installation, formerly CBS Labora-
tories, to die within a period of less than
sixteen months. Kenneth Moore, Bauer’s
successor for only six months, died Febru-
ary 21; their most prominent predecessor,
Dr. Peter Goldmark, was killed in an au-
tomobile accident on December 7, 1977.

Those elusive
metal-tape
cassettes

Last fall it appeared that super-
cassettes, prerecorded on the new metal-
particle tapes, were just around the cor-
ner. In subsequent months we had dis-
cerned no move in that direction, despite
the interest of at least one duplicator in
offering such a product. Announcements
of the equipment availability for making
such copies seem to have been prema-
ture, and as far as we can discover no
tape manufacturer has yet sold (or even
made pians to sell) a single pancake of
metal-particle tape for the purpose.

Meanwhile, the supply of finished,
blank metal-tape cassettes continues to
be very meager. A few retail stores have
been able to showcase them, but even
equipment manufacturers that need them
if decks capable of handling the new
oxide are to pass muster and reach the
same dealers find that adequate stocks
are almost impossible to round up. By the
time you read this, however, the situation
may be easing up; TDK has announced re-
tail distribution in Japan, and first ship-
ments to this country are scheduled for
about the time this issue appears.

HIGH FIDELITY NEWS

The Stanton
approach to
static control

Permostat, a new compound to
prevent (rather than just ameliorate) sta-
tic-electric buildup on discs, is being sold
here bv Stanton Magnetics. Its tests of the
fluid, which is applied to the record witt a

plush ‘brush,” show that it not only neu-
tralizes existing static charge, but pre-
vents any from forming. And, Stanton
adds, accelerated record wear tests show
better results with Permostat than with-
cut. The protection is said to be perma-
rent aslong as the disc is not washed,
tnat willremove the antistatic film.

Tests comparing it to piezoelectric
antistatic "guns” {which generally pro-
cuce both negative and positive charges
and rely on the record’s charge to attract

We know
this new
Matrecs
speaker

has guts...

|

¥ Model MA-130

12" 3-way system with 1solated midrange

We make the guts.

Listen to Matrees. You'll not only hear the ditference —you'll practically
feel it the power of the bass, the caress of the mid-range, the tingle of the

bell-like highs.

Sound this good doesn’'t come by accident

-but by attitude. At Matrecs,

we care about craftsmanship—enough 1o make our own drivers, assembling
them component by component with hand-crafted care; enough to use
only aluminum voice coils; 1o do our own magnetizing; and to incorporate
Liqui-Flex™ ferro-fluid precisely where it improves pertormance

We care enough about our richly grained walnut vinyl enclosures to
double-seal every joint tor total acoustic isolation. We care about design
specifications ¢nough to develop excellent dispersion, smooth response
from 35 to 22,000 Hz, higher efficiency, and power handling capucity ot

75 watts RMS.

With our gutsy approach, we aim to please your eyes, vour ears and your
pocketbook. We've got six models, priced from $50 10 $180 suggested
retail. Matrees. . at the best hi-fi dealers

0

mstrecs indusieies inc.

805 WOOOMAN AVENUE

WINSLOW. ILLINOIS 61089
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& 1279 TDK Edectroncs Corp.

At TDK, we’re proud of our reputation as thz1:sder in
recording tape technology. We got that repuetam by peying
attention ty all the little details other mar. ufac: 1r=r3
sometimes skim over But there’s more to a cassett - than just
tape. There’s a shell to house that tape, and 1 rechanism
that has the function of transporting the tape a--o3s the
heads. Unlass that mechanism does its job e vea1ly =nd
precisely, tae best tape in the world won'’t per-o~m properly,
and you won't get all the sound you paid fo-

The TDK cassette shell and mechanism ase ever bit as
good as our tape. And when you begin to uncerstand the t me
and effort we’ve spent in perfecting them, vcu’. iforeciate
that our engineers wouldn't put TDK tape ir amythirg less
than the most advanced and reliable cassetts avaikt le.

The Shell our precision-molded cassette sh21ls are mede
by continucusly monitored injection molding t1et -reates a
mirror-image parallel match, to insure ageiast signal

-

overlap, channel or sensitivity loss from A te 3 3 d=s. We nake
these shells from high impact styrene, whi:}
resists temperature extremes and sudden
stress better than regular styrene or

clear plastic.

The Screws Our cassettes use five
screws instead of four for warp-free mating
of the casse:te halves. We carefully

TheTDK machine
because it moves

torque those screws to achieve computer-contro_led stress
equilibrium. That ‘»ay, the shell is impe~viaus to dust, and
the ha.ves are parallel to a talerance of a fe'v mic-ons.

The Liner Sheet our ng2nious ard unique bubble
liner sheet makes tke tape follow a consistent running angle
with gentl2 fingertip-like embossed cust ions. It prevents

: uneven tasze winding and
minimizes the friction
tkat can lead to tape
damage. Alsoour
cassetes will not
scueak or squeal
duriag operation.

The Rollers Our Delrin rollers are tapered and flanged,
so the tare won’t move up and down on its path across

the heeds. This assires a smaota transpcrt and 2-events
tape demage.

The Pins In every
cassette we make, we use
stainless steel roller pins to
mirim:ze friction and avert
wow ar.d “lutter and channel
loss. Scme other manufac-
turers “ckeat” by using
plastic pins in some of their
less expensive cassettes.
Wedon't.




- sounds better

 better.

The Pressure Pad

Our sophisticated pressure pad
maintains tape contact at dead
center on the head gap. Our
interlocking pin system
anchors the pad assembly to
the shell and prevents lateral
movement of the pad, which
could affect sound quality.

The Shield We use an expen-

sive shield to protect your recordings from stray magnetism
that could mar them. Some manufacturers try to “get by”
with a thinner, less expensive shield. We don't.

The Window Our tape checking window is
designed to be large enough for you to see

all the tape, so you can keep track of your
recordings.

The Label we've even put a lot of thought

into the label we put on our cassettes. Curs

is made from a special non-blur quality

paper. You can write on it with a felt-tip pen,

a ballpoint, whatever Its size, thickness and
placement are carefully designed and executed

s0 as not to upset the cassette’s azimuth alignmert.

The Inspections When it comes 10 qual ty
control, TDK goes to extremes. Each cassette is sub ect
to thousands of separate inspections. If it does ¥t
measure up on every one of these, we discard i:. Cur
zeal may seem extreme, but it is this commitmren-

to quality which allowed us to offer the first full lifetime
warranty in the cassette business—more than 10 years
ago: In the unlikely event that any TDK cassette ever fails
to perform due to a defect in materials or workmanship,
simply return it to your local dealer or to TDK for a free
replacement. It took guts to pioneer that warranty, but our
cassettes have the guts—and the reliability —to back it up.

A Machine for All Your Machines Now that
we've told you how we move our tape, let usremind you about
our tape. SA, the first non-chrome high bias cassette, is the
reference tape most quality manufacturers use to align their
decks before they leave the factory. It’salso the number
one-selling high bias cassette in America. For critical music
recording, it is unsurpassed. AD is the normal bias tape
withtlk.e "hot high end.” It requires no special bias
setting, which is why it is the best cassette
for use in your car, where highs are
hard to come by, as well as at
home. Whatever your recording
needs, TDK makes a tape that
offers the ultimate in sound
quality. But it’s our super
precision shell and mechanism
that make sure all that sound
gets from our tape to yourears,
year after year TDK Electronics
Corp., Garden City, NY 11530

STDIKK

The machine for your machine.
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whichever is needed for neutralization)
were repeated for our benefit to demon-
strate the exterit of the improvement the
“ion guns” actually affords. When ex-
posed to large quantities of airborne dust,
records that had been pulled from their
sleeves without treatment and those that
had been neutralized by a piezoelectric
device both attracted massive layers of
dirt. pretreatment with Permostat left
records as pristine-looking after the dust-
ing as before. It was an unusually impres-
sive demonstration.

Circle 145 On Page 93

A Wasp fliesin
from Britain

AIM Ltd. has a new miniature syn-
thesizer called the Wasp. It features two
oscillators, adjustabie filter, two envelope
generators, and a two-octave keyboard.
The Wasp, which can be powered by a
battery or AC adapter, is supplied with a
headphone jack, an interconnect jack for
use with up to 50 {l} more Wasps, and, of
course, a main output jack to feed an am-
plifier. The suggested list price is $695.
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Sony
announces
two new lines

Last spring, Sony Industries created
the Audio Lab designation for its high-
end specialist equipment, including the
PCM-1 digital processor, the TA-N88B
Class D switching amplifier, the TA-N868B
three-mode [Class A, Class B, mono)
power amp, and the TA-E86B duai-mono
prearmp. Shortly thereafter, Sony Audio
announced that it would introduce a
complete line of microcomponents here
in June, making it the first company to do
so since the Technics and Mitsubishi
micros sampled in our June issue.

HIGH FIDELITY NEWS

In case the

drummer doesn’'t show

Rotel of America offers a stereo amplifier designed for disco use. In addi-
tion to all the standard cross-fade, preview, and talkover features, the RZ-8 has a built-
inrhythm generator and “echo chamber.” There are two stereo turntable inputs, two
line inputs, and three microphone inputs, each with its own impedance selector. The

unit can be rack mounted. Retail price is $6 20.

Circle 150 On Page 93

Denon offers
automated
turntables

Two single-play turntables from
Denon, :he DP-50F {shown here) and
DP-40F, come with a servo-controlled
tonearm that is operated from the front
panel, START, STOP, and REPEAT may be en-
gaged wvith the dust cover closed. The S-
shaped arm is statically balanced and its
motion magnetically powered. A dial on
the front panel adjusts antiskating bias
The DP-50F offers preset cueing buttons
for 12- and 7-inch discs, an illuminated
strobe, and a standby mode at a price of
$690; the simpler DP-40F costs $495

Circle 147 OnPage 93

Lots of power
from Crown's
new amp

Each channel of the Crown SA-2
power amplifier has its own power supply
and associated circuitry. The output de-
vices are regulated by a self-analyzing cir-
cuit that limits output when a built-in
“computer” signals that the power tran-
sistors are approaching the fimits of safe
operation. The signal-level display of the
amp extends to 42 dB below full output,
rated at 220 watts [23%: dBW) per chan-
nel, or 700 watts {28Y: dBW/| strapped for
mono use, into 8 ohms. The price of the
Crown SA-2is$1,595.

Circle 143 On Page 93
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WHICH NEW HIGH BIAS
TAPE WINS WITH MAHLER’S
FOURTH SYMPHONY?

Choose eight measures of Mahler’s Fourth
that are really rich in the high frequencies.
The type of passage that high bias tapes are
designed for.

Record it on your favorite high bias casseite,

using the Chrome/Cr0, setting. Then again
on new MEMOREX HIGH BIAS.

Now play back the tapes.
We're convinced you'll have a new favorite.

New MEMOREX HIGH BIAS is made with
an exclusive ferrite crystal oxide formulation.
No high bias tape delivers greater high
frequency fidelity with less noise, plus truer
response across the entire frequency range.

In short, you can't find a hngh blas cassette
that gives you truer !
reproduction. - ‘rﬁ'”'},i\

MEMOREX

Recording Tape and Accessories. Sl
Is it live, or is it Memorex?

: MEMOREX 90

HIGH BIAS
Original manuscript sketch far the first Memorex
movement of Gustav Mahler's Fourth
Symph Caur?e\syor The nNewberry
/cago : ‘

@ 1979. Memorex Comoraticn, Santa Clara, Caitornia 95¢




Teac offers
aretrofit

Owners of Teac’s C- 1 cassette
deck can have it adapted to record on
metal-particle tapes at any of the com-
pany’s three factory service stations lo-
cated in California, lllinois, and New Jer-
sey. The modification involves replacing
the erase head and altering the bias cir-

cuitry. It takes about two to three weeks,
according to Teac, and costs $150 includ-

ing shipping. Arrangements with the

service station should be made in advance

of shipping the deck.

A versatile
guitar
processor

Electro-Harmonix’ Attack Decay is
an AC-powered processor suggested for
use by guitarists and electric bassists to
produce tape-reverse effects, slap echo,
complex envelope modulation, and
“sharp chops,” plus synthesized violin,

HIGH FIDELITY NEWS

cello, string bass, toy piano, banjo, and
horns. Five pots on the faceplace control
SENSITIVITY, HARMONICS, ATTACK, DECAY,
and BLEND. A footswitch bypass is in-
cluded; jacks are provided for DIRECT and
EFFECT outputs. The Attack Decay costs

$89.
: Circle 147 On Page 93

Empire
imports tape

The so-called EMI tape line, made
by the Britain-based EM| group and long

astaple of European home and studio
recording, will be distributed in the U.S.
and Canada under a recent agreement
with Empire Scientific. Empire, originally
identified with phono cartridges and
turntables, recently expanded into
record-care and similar products, includ-
ing the Watts line, which it now distrib-
utes here. As aresult of the EMI contract,
it is adding blank audio and video cas-
settes to its lists.

Osawa
introduces
midpriced
cartridge

Filling in the middle of Osawa’s line
of phono cartridges is the 1 1TOMP, an in-
duced-magnet design with an elliptical
stylus bonded to a cantilever damped by
synthetic rubber. Rated frequency re-
sponse of the cartridge is 20 Hz to 20 kHz,
with separation of 25 dB at | kHz. Price of
the 1 10MP is $45.
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FIRST TIME EVER!

Direct-To-Disk

19005008 1 11U

LE NGEY NS

ANY AUDIO DIRECTIONS ALBUM!

We want to give you the chance to hear just how great our
Direct-To-Disk and Digital recordings are!

Digital

BITS OF PERCUSSION AND
JAZZ— FARRELL MORRIS

State

Zip

DEALER: Your Audio Directions Distributor will credit your phonograph record account in the amount of one doliar for each valid coupon it receives

days after the expiration date shown. This coupon is valld when recelved by you from a consumer purchasing one Audio Directions album. Consumer

v any sales tax. Good only n U.S.A. Cash value 1/20¢. Offer not transferable. Ary other use constitutes fraud.

CONSUMER: Present this coupon to a participating dealer for a one dollar discount off his regular retail price of any Audio Directions album. Coupon

presented on or before the expiration date shown. Only one coupon per album. Good only In U.S.A. This offer void where prohibited by law.
IS B B h— NS D
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Mind-boggling are the ways of bureaucracy. Last year, news of Senator
Barry Goldwater’s bill (S. 864) to give the Federal Communications Commission author-
ity over consumer-electronics susceptibility to radio frequency interference (RFI)
prompted HIGH FIDELITY to send me to testify before the Senate subcommittee on com-
munications. Essentially, our concerns were and are twofold: We neither look with fa-
vor on bureaucratic “fixes” for technical problems nor deem it fair that high fidelity con-
sumers be penalized - both economically and technically - to eliminate a problem not of
their making. Our position is based upon an extensive FCC study, which convinced us
that, for the most part, RFlis traceable to CB operation at illegally high power levels.

Following the committee’s instructions to the letter, | arrived at its June
1978 hearings armed with 100 copies of my 19-page report, having shipped another
15 on ahead for its predigestion. With the exception of Harry J. Dannals, president of
the American Radio Relay League (an amateur-radio organization), and one Wash-
ington ham-radio operator, all the witnesses seemed opposed to the legislation. Ham-
radio operators are understandably concerned with being blamed for RF! they did not
create, but I was astounded by the ignorance of high fidelity technicalia demonstrated
by the ARRL president, who dramatically waved a five-cent capacitor over his head
and assured the good senators that it would solve all the problems!

Testimony by the chairman of the FCC indicated the commission’s under-
standing of the economic impact of the proposed legislation. If the FCC were required
to certify the RFl immunity of each consumer product, the regulatory bottleneck would
be horrendous, and manufacturer certification could be prohibitively expensive for
small companies. But absent from his testimony was a clear recognition that illegal
transmitters are the main source of RFl and that his commission currently has the au-
thority (if not the manpower) to clamp down on them.

All this occurred more than a year ago. This past January, Senator Gold-
water invited previous witnesses to a progress-report hearing. This time, the TV boys
were there in force, assuring the senator that they had complied voluntarily with his
wishes by festooning their new sets with RFl filters. By some miracle, the filters seem to
work retroactively: The FCC aiready reports a dramatic decrease in the number of RF)
complaints. More germane for audiophiles (and certainly easier to swallow) was Sena-
tor Goldwater's assertion that he would not reintroduce his bill in the current session of
Congress, but would continue “encouraging” consumer electronics manufacturers to
reduce RFI susceptibility.

There is a difference between RFI as it affects television (TVI) and its be-
havior in stereo gear. Filters are indeed effective in eliminating some TVI. The Citizen's
Band lies below the VHF TV band, and CB harmonics fallinto TV Channels 2, 5, 6,9,
and 13.If the CB transmitter generates a “clean” signal, free of distortion, it should
cause no interference in a well-designed TV tuner. If the interfering signal is strong
enough to overload a TV tuner, and thus cause harmonics and interference, a high-pass
filter at the TV antenna input will keep it out. If the CB transmitter itself generates har-
monics, however, no amount of filtering at the TV will help.

Except for tuners, stereo equipment is not desigred to receive RF signals,
and most high fidelity FM tuners have sufficient selectivity to reject interfering signals
without additional traps. RF! usually is picked up on the low-level phono leads or via the
speaker leads. Placed across the phono-input terminals, Mr. Dannal’s five-cent capaci-
tor would upset phono-cartridge loading and reduce performance with many high-
quality pickups to the level of a cheap compact; across the output terminals of some
power amps, the capacitor could cause instability. And in neither case is the “fix” certain
to eliminate RFI. There are ways to minimize a component’s RFI susceptibility so that it
will withstand somewhat greater levels of RF, but they are much more sophisticated
(and expensive) than the inclusion of an extra capacitor and not always consistent with
best sound quality.

But creative engineering characterizes high fidelity componentry, and it is
all to the good that such creativity has now been directed against potential RFl prob-
lems. Government-mandated universal “fixes” fly in the face of creativity and give us
cause for alarm. Undoubtedly there are some cases of RFI that, despite Senator Gold-
water's “encouragement,” defy cure; but they will not be cured by legislation either. To
the extent that they are traceable to illegal transmitter operation-and we believe that
most are —the FCC would be better directed to enforce the rules it already has on the
books. HF
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RFI and the
Nickel Fix
Pushing simplistic
solutions can do

more harm than good,

as our envoy to
Washington sees it.

by Edward J. Foster






Bravo!

That’s the Jensen R430

Car Stereo Receiver.
That’s the thrill of being there.

Bravo indeed for the superlative
erformance of the 60 watt Jensen R430 Car
tereo Receiver. The top-of-the-line of six

receivers that boast a compliment of features
found only on better home receivers.

Features like a separate trunk-mounted
Power Amplifier unit as well as a twin
amplifier section in the main unit.

The advanced Bi-Amp capability of the
R430 makes it possible to selectively send
high frequency power information to a car's
front speakers, and low frequency info
through the Power Amp to the rear speakers.
This bi-amplification allows for greater
volume and less distortion.

Jensen has refined the R430 with other
unique features like feather-touch electronic
switches. And an automatic tape alarm.

Dolby® Noise Reduction processes out
tape hiss and improves the dynamic range of
Dolby-encoded tapes and FM broadcasts.

A Fader control adjusts levels front to
back; separate Balance control adjusts left to
right. There's even a Loudness Compensation
function and for the extra-sensitive FM tuner,
Interstation Muting.

But all the features in the world don't
mean a thing if they don’t combine to do one
thing a receiver is built to do ... recapture and
deliver to you all the power and intensity that
went into the original performance.

That’s the thrill of being there.

That's the Jensen R430 Car Stereo
Receiver.

JENSEN

The thrill of being there.

For more information, write Jensen Sound Laboratories.
4136 N, United Parkway, Schiller Park, lllinois 60176

®Dolby” and “Dolby System” are registered trademarks of
Dolby Laboratories, Inc.




Alpine Takes the High Road

by Robert Angus

Alpine Model 7203

Jut of the closet. Press kits bulg-
ing with glossy photographs showing the
latest car stereo goodies cross my desk
every day. Most receive only cursory at-
teftion, but the other day one arrived
from Alpine Electronics that | looked over
very carefully indeed. Alpine isn‘t just an-
other manufacturer or importer, but don‘t
feel bad if the name rings no bells. Most
people have never heard of the company,
though the chances are that you already
own one or more of its products.

The name is a bit misleading. Alpine
Electronics’ car stereo units never saw
the Matterhorn. Like most other highway
componentry, they're made in Japan-by
Alpine’s parent company, Alps/Motorola.
As the name implies, A/M has lots of ex-
periente turning out car audio equipment
for Motorola in the U.S.

But that's not A/M’s only claim to
fame. If you own one of the B.L.C. two-
speed home cassette decks, you own an
Alps/Motorola product. Your TV set may
very well contain a VHF or UHF tuner
manufactured by Alps, or your cassette
deck may contain one or more of its mag-
netic heads. Alps also produces many less
glamorous parts used by other manufac-
turers in their products.

And last season, it surprised the
rest of the Japanese television industry
with the introduction of a low-cost ($900)
color camera, which it offered to supply
to other manufacturers for sale under
their brand names. In other words, Alpine
is the kind of company that has the re-

sources and the imagination to be more
than just another supplier of car stereo
equipment.

At first glance, its initial automotive
offerings don’t look appreciably different
from other good-quality units. Power
output for all five models is rated at 8
watts and 0.8% distortion; FM specs in-
clude sensitivity of 1.4 microvolts, selec-
tivity of 75 dB, capture ratio of 12 dB, and
channel separation of 35 dB. The cassette
section is rated for wow and flutter of
0.13%, frequency response with chrome
tape of 40 Hz to 15 kHz -good figures,
but ali obtainable elsewhere.

Features include automatic local/
distance switching, automatic cassette
eject when you turn the ignition off, a
touch-pressure cassette seating and eject
system, switchable chrome tape EQ,
memory logic electronics, and a
noise switch. The rewind/fast forward
locks so you don't have to hold it; there
are a loudness contour, a stereo indicator,
a mute switch, and an auto replay fea-
ture on all five models.

Model 7201 is a basic stereo
FM/AM receiver with side-entry cassette
deck; Model 7202 adds Dolby and sep-
arate fader and balance controls. Model
7203 has a noise-eliminator switch and
chromefferrichrome equalization in addi-
tion to Dolby and separate fader and bal-
ance controls. Models 7212 and 7213
are identical to Models 7202 and 7203
with the addition of auto reverse.

The people at Alpine have made it
clear that this is only the beginning - and
that presumably has the people at B.1.C.
nervous. Besides talking about a car deck
with metal-tape playback capability
{(which sounds very much like B.I.C.’s Alps-
built C-1), the company plans to offer
cassette decks for the home. B.I.C. offi-
cials, naturally, are wondering how much
of the engineering they did on their two-
speed series may show up in Alps models
later this year.

B.L.C. stole a march on the rest of
the industry when it introduced its first
two-speed cassette decks late last year.
Japanese equipment makers were for-
bidden the second speed under the terms
of their licensing agreements with Philips,
which holds the basic cassette-format
patents. The question now is whether
Alpine will be the first Japanese manufac-
turer to follow the B.L.C. lead. [Yamaha
already has shown two-speed proto-
types.)

HIGH FIDELITY

Alps/Motorola started life (as
Katoka Electric) in 1948, making rotary
switches. As it grew during the 1960s, it
began building car radios for Motorola
and others and, in 1967, established
Alps/Motorola with the American com-
pany. Three years later, it entered into an-
other joint venture with one of Korea’s
largest consumer electronics factories; in
1971 it did the same with Nortronics to
manufacture recorder heads in Japan.
Then came the B.L.C. contract, the $900
color video camera, and (at the end of
1978) the plan to become a significant
factor in the rapidly expanding U.S. high-
way high fidelity market.

g Alpineisn‘t the
only car stereo manufacturer that may be
offering a player engineered for metal
tape. Already Sanyo is making the claim
for a number of its existing models, and
most other manufacturers, when they
talk about new or existing car decks, will
perforce deal with the question.

In theory, every car cassette deck
will be able to play back the metal tape,
since the salient compatibility problem
with current circuitry lies in the high bias
and erase currents required for recording
only. As things stand now, the standard
playback equalization for metal tape is
likely to be 70 microseconds, the same as
for chromium dioxide and ferrichrome
cassettes. But as every auto audiophile
knows, you can play chrome cassettes
perfectly satisfactorily with 120-micro-
second EQ, in the car-with road
noise masking any increase in hiss levels
and the added brightness of the record-
ing actually making the music sound
better than playback that is correctly
equalized. Preliminary tests with metal
tape suggest that for car use it sounds
even better than chrome when both are
played with the 120-microsecond equali-
zation.

It's not going to take the marketers
long to discover this simple truth. For the
time being, when manufacturers say that
a deck is metal-tape-ready, they seem to
mean that it has 70-microsecond play-
back equalization. There is some indica-
tion that metal tape may prove more
abrasive than chrome or standard tapes
on the soft mumetal or laminated heads
used in less-expensive car decks. For that
reason, some new models {including the
B.LC. C-1) are using permalloy, ferrite, or
sendust.

Continued on page 33
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The world’s
most powerful

o watt receiver.

Wave Form Comparison of Conventional Bipolar Power Transistor
vs. Power Doubling Class G Amplification.

Clipped and Maximum linearity
distorted sine and no clipping
wave form at distortion above
rated output ratec output
power power

Bipolar trans stor

Hitachi's Class G

Graphic lllustration: Simulated oscilloscope data from Hitachi Toyokewa Laboratory

Power Doubling

Class G

The beauty of the SR-604
stereo receiver:

In normal operation,
it delivers 35 watts per
channel, both channels
driven at 8 ohms, from 20
20,000 Hz, with no more
than 0.05% total harmonic
distortion. But when it’s confronted
with a demanding musical peak, it switches over'to L 3 —
power doubling Class G amplification, becoming a super power 3
auxiliary amplifier delivering a massive 70 watts per channel.

The result? Clean, unclipped musical peaks and outstanding dynamic range.
You'll also like what it does to the tuner section, in critical areas like sensitivity, selectivity
and signal-to-noise ratio performance.

The amazing SR-604 —super-power, low distortion, all the
good things you're looking for in stereo.

@ HITACHI

The New Leader in Audio Technology
Hitachi Sales Corp. of America 401 West Artesia Bivd. Compton. Calif. 90220



84 reasons toge
toa Pioneerdea

A lot of people pick out a
car stereo with their eyes
closed. Because, for them,
what they hear is all that
counts.

rest, we've gathered 83 more
reasons (besides great sound)
why you should be down at a
Pioneer dealer now, instead
of reading this ad.
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KE-5000. A digital electronic tuner/cassette deck.

Which is all right with us.
Because when sound decides,
Pioneer wins every time.
Maybe that’s why we're num-
ber one in car stereo.

A lot of other people,
though, come into the market
with both eyes open. Fine
with us, too. Because what
you see will win you over.

So in the interest of a
totally unfair comparison be-

Reason #2. The KE-5000.
Does everything but drive
your car. A totally electronic
AM/FM Supertuner® car
stereo with cassette deck.
Has a digital station display.
Digital electronic tuning. It
automatically seeks out and
locks on to a station. Even
has a digital clock. So you
wont be late for work.

TS-XE
surface mounted
2-way speaker.
TS-M2 tweeter. i
TS-168 flush mountedy3=way speaker.

3 through 35. An ear-
dazzling array of speakers.
Built with extraordinary
attention to design and
materials. 32 different
deck-mounts,

" 3\ surface-mounts,
door-mounts,
dual-cones, two-ways,

three-ways and tweeters.
36. Supertuner FM

circuitry. The inspired bit

of electronic engineering

that makes our FM signals

come in so crisp and clear.
37. Success with women.

(Or men, as appro g priate.)

Pioneer tank top.
Shows what you got.

Scientific tests
ave proven the awe-
some amorous effects of a
Pioneer Supersystem. Please
do not take un-
fair advantage
of this feature.

Steve Tillack
displays himself
and his collected
works.
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38 through 59. Integrated
supersystems. We offer 21
different systems with built-
in amplifiers. In-dash or under-
dash. AM/FM & Cassette.
AM/FM & 8-Track. AM/FM
only. FM/Cassette combo.

Or 8-Track or Cassette alone.
Now that's freedom of choice.

60. Autosound fashions:
Owning a Pioneer Car Stereo
requires a suitable wardrobe.
Check out our T-shirt and
tank-top collection. Featuring
Pioneer L.D. on the flip side,
so people will know where
your sound is coming from.

HAVE All EARGASM.

oy
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PIONEER SUPER TUNER CAR STEREO.

62. Dolby**Found in seve-
ral of our models, Dolby elimi-
nates tape hiss.

Get in touch with a whole other dimension
in sound.

63. Bodysonic. Car stereo
you can feel in your bones.
The first major breakthrough
in autosound since stereo
itself. Test feel it.

64. Audio decor? There's
a whole collection of Pioneer-
aphernalia. Including our
much-beloved Eargasm pos-
ter, a celebration of aural
ecstasy.

65. Have a fit. With the
world’s broadest line of quality
car stereo, Pioneer fits in
perfectly whether
you drive ~
a Rolls
ora VW.

Your walls can have ears. This poster
now in fifth printing.
61.The highway library? .
There's an impressive
body of literature to go
with Pioneer Car Stereo.
Our renowned resident
auto stereo authority, Steve

Tillack, has authored four best-

sellers on the subject.

ears down

66 through 84. Pioneer
component car stereo. Build
a car stereo that puts most
home systems to shame. 18
different separates—tuners,
cassette decks, and seven-
band graphic equalizer. Plus
amplifiers powerful enough to
drive the hottest string of
speakers.

comgoaent
amplifizr. 30 watts
per channel. KPX-9000.
A cormponent tuner/cassetteWith pre-amp.
CD-7 component 7-band graphic equalizer

O.K.Weve been reasonable
enough. Now you've got to hear
Pioneer. Go to a Pioneer dealer.
It'll ke the most rational thing
you ever did.

Find your nearest dealer,
toll-free: (800) 447-4700.
In Htinois: (800) 322-4400.

. 2 PIONEERR

The best sound going.

©1979 Pioneer Electronics of America, 1925 E. Dominguez St., Long Beach, CA 90810.
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with convenient order coupons for posters, books, T-shirts and visors. **Dolby is a registered trademark of Dolby Laboratories. Inc

Participating Pioneer dealers will provide you



Wharfedale. Remember the name.

In the future you'll be hearing
a lot about Wharfedale. Maybe
you already remember the name.
Because Wharfedale has been
making some of the world’s finest
speaker systems since the turn of
the century.

We're the best-selling brand
in Britain. And in many other
parts of the world. Now some of
our best speakers are available
in America. They're called the
Wharfedale E’s.

The E’s achieve that elusive
combination of clarity, strong bass
response and extremely high

kﬁv

efficiency. They can make an
inexpensive 20-watt receiver
sound like 200.

No matter how loudly you play
them, the E70, E50, new E90
and compact new E30 retain their
highly musical character. With
crisp, tight, accurate reproduction
of the entire frequency range
And none of the roughness or
harshness that causes listening
fatigue with other speakers.

How did we do it? We spent a
king’s ransom on research using
computerized design technology.
The result is a series of speakers

RANK HIFl Inc.. 20 Bushes Lane, Eimwood Park, New Jersey 07407 {201) 791-7888

with the perfect combination of
performance characteristics. In
your choice of cabinet size.

Visit a Wharfedale dealer
and audition our magnificent E’s.
It's an experience you won't
soon forget.

The new E90 measures 45-3/8"H x 15-3/16"W
x 14-3/4"D and has a frequency range of 43
18,000Hz =3dB. The E70is 32" x 13-1/2" x 14
with frequency response from 50 to 18,000Hz +3dB
The E50 measures 25" x 13-1/2 x 13-1/2” with a
frequency response of 55 to 18,000Hz =3dB

The new E30 is 22-3/4” x 13-3/16" x 10-5/16"" with
a 63 to 18,000Hz =3dB frequency response

1 watt and 1 meter for
WHARFEDALE

the E30, and 95dB for
the other models.
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continued from page 28

Hluminating graphics. Fujitsu
Ten’s latest is a five-band graphic equal-
izer/preamp [+ 12 dB at 60, 250, 1,000,
3,500, and 15,000 Hz) on which an illum-
inated red line shows the frequency re-
sponse curve you've plotted. The CA-
200F costs $145 and claims response from
20 Hz to 40 kHz, total harmonic distor-
tion of 0.1%, and signal-to-noise ratios of
60 dB or more. It includes a fader control
that adjusts volume of front and rear
speakers individually, a level attenuator
system switch, and remote control for
tape reversing and search tuning. Al-
though the model is designed specifically
for use with Fujitsu’s own component
line, it can be used in virtually any mobile
system.

Pulllng it in. Audiophiles are will-
ing to spend hundreds of dollars for an
extra tenth of a microvoilt of sensitivity or
1 or 2 dB more FM signal-to-noise ratio or
selectivity. But then they try to save
money by connecting their tuner to a
folded dipole or TV antenna at home or
to a cheap AM car antenna. The result, of
course, is that only in exceptional circum-
stances is the home or car tuner actually
able to deliver the performance buiit into
it

At $88, Harada’s TX-20 is by no
means the cheapest antenna you can
buy. it's a powered retracting model us-
ing a 10-pole motor that enables it to op-
erate smoothly and easily even in coid
weather when icing is a problem. lts
watertight design has a noiseless clutch
and chrome-plated stainless steel mast.
The TX-20 is suitable for CB and AM as
well as for stereo FM, according to the
manufacturer.

The motor can be activated by the
car ignition, the radio ON switch, oraCB
ON switch. The antenna retracts com-
pletely when not in use; if the mast is
damaged, it can be replaced easily with-
out dismantling the entire assembly. Body
and cables are shielded against electrical
interference either from the car’s ignition
or from outside sources. Mounting heads
are available for GM, Ford, and Chrysler
cars, and there is a universal mount that
fits many foreign models.

Who needs a retractable antenna?
You may, if you live [or park your car)in
an area where vandalism is common. And
while ice, high winds, and snow aren’t
likely to occur for another few months,
they do put a premium on aretractable
with plenty of power. HF
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Scotch Recording Tape...

it sounds like money well spent.

r-

SCOTCH MASTER Il FeCr 3IAS

AIASTER 111

0 DISCOUNTERS

Car Steseo Systems and
Accessaries, Cameras, Records
and many more special
features

Stereo Discounters new
Hi-Fi Catalog

now available — FREE!
Fea:uring 80 pages cf top
quality, brand name Hi-Fi
equipment from our $6
million inventary at

guaranteed lowest prices!
Write for your free n
catalog or call
TOLL FREE for

" 1-800-638-3920

Over 100 Bamous name manufacturers —
$6 million@nventory. 11 TOLL FREEWATS
lines for f=st service. Fast service, lowest
prices, wicest selection — Guaranteed by
the Hi-Fi mail order leader!

Send for o.r free 80-page Hi-Fi
Catalog arsd combdare our selection and
prices

HF7-79
Name
Address
State City Zip

Stereo Discounters
3730 Santa E arbara Ct., Balto., Md. 21227
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0 I would appreciate your com-

B ments concerning an apparent
problem with some B.l.C. changers. | have
owned both a Model 980 and a Model
960 in which the tonearm frequently
skips the entry grooves of LPs. This occurs
in the automatic mode and when using
the cueing lever manuaily as well. The arm
appears to exhibit considerable resist-
ance, causing the stylus to bend lateraily
in the entry groove. This is very annoying
sonically and hard on the stylus. What
can be done?-David Holiman, Mount
Clemens, Mich.

The B.L.C. Modeis 960 and 980

B have a brake mechanism that
prevents the arm from moving laterally
until the stylus is very close to the groove.
The mechanism eliminates side drift
caused by the antiskating bias during the
cue cycle. Apparently, the brake is not re-
leasing soon enough and the arm is being
restrained as the stylus enters the groove.
This can occur, for example, if in the car-
tridge being used the distance between
stylus and mounting surface is greater
than normal. A simple adjustment can be
made to reset the release point. B.L.C. will
provide details and the adjustment tool.

Q Your lab report on the Kenwood
m KX-1030 cassette deck [May
1978] was the key factor in my buying it,
so I hope you can help me with its bias
and EQ settings. The EQ switches on
other decks usually have three settings
labeled 70, 70, and 120 microseconds. Is
mine the same except that the CHROME
and RESERVE settings represent 70 micro-
seconds and NORMAL represents 1207
Why do manufacturers even bother with
three EQ settings if two are the same?

In the tests of twenty-one C-90
cassettes in your August 1976 issue, you
used the terms “standard,” “high,” and
“chrome” bias. Would that he the same,
respectively, as NORMAL, RESERVE. and
CHROME on the KX-1030 bias switch? For
each of the tests, you show the recom-
mended bias and EQ for the specific tape
in question. On TDK’s AD you have high
bias; TDK, however, recommends NOR-
MAL bias. Where should | set my deck?
Maxell recommends high-level bias for its
UDXL-Il, butin your terminology that
would be a RESERVE and not a CHROME
setting on the KX-1030, right?-Michael
J. Crossley, Camarillo, Calif.

We regret that, due to the volume
of reader mail we get, we cannot
give individual answers to all
questions.

TOO HOT TO HANDLE

The RESERVE on the Kenwood KX-

m 1030 isintended for a ferri-
chrome tape. The playback equalization is
the same (70 microseconds) for both
chrome and ferrichrome tapes, and some
manufacturers therefore mark both of
these switch settings “70 ps.” But there is
adifference (and one that Kenwood has
recognized with its nomenclature) in
recording equalization for the two tape
groups.

Inour 1976 cassette-tape roundup,
we used the terms “standard” and “high”
bias to distinguish between two groups
of ferric tapes that were common at that
time. Since then, tape formulations have
changed and more of the premium ferric
products have gravitated toward what,
in 1976, we called high bias. But chrome
and similar tapes (such as ferricobalts) re-
quire even higher bias than any of the
current regular ferrics. As aresult, some
manufacturers of nonchrome tapes that
require the chrome bias have adopted the
high-bias rubric for this group. (Memorex
is the most obvious example.)

Our 1978 cassette-tape tests did
cover ferrichrome tapes as a group, distin-
guishing them from the ferrics and the
chrome/ferricobalts. Specifically, on the
Kenwood KX-1030, aferricobalt such as
Maxell UDXL-Il should perform best with
CHROMEbias and EQ; TDK AD, aferricin
what we have called the high-bias group,
will probably perform best with Ken-
wood’'s NORMAL bias and EQ.

Why do you cling to the Shure V-
| 15 Type il cartridge in your re-
views of turntables and arms? Do you
consider it superior to the Type IV?-Jack
Daiton, Columbia, S.C.

For listening, we prefer the Type

IV Its built-in damping system
would, however, inhibit clear measure-
ments of tonearm resonance in measuring
separate arms and turntable ensembles.
Staying with the Type Ill not only gives us
the data we need, but allows perform-
ance comparison with tests run right back
to the time we started using that car-
tridge for this purpose in 1973.

lown two KLH Model 6 speakers

@ and recently purchased a pair of
Micro-Acoustics MST-1 auxiliary tweeters
to go along with them. While | am
pleased with this combination, | find that |
still have to make large boosts in the mid-
range with my graphic equalizer. Is it pos-
sible to replace the tweeters in the KLHs
with midrange drivers to create a three-

HIGH FIDELITY

way combination? How would | go about
doing this? What type of midrange
should I select? Will | need to make
changes in the crossover?-Robert Bien-
stock, New York, N.Y.

Sounds to us like you're doctoring

adead horse. The KLH Model 6
was a good speaker in its day, but its day
was quite some time ago. If you're not sat-
isfied with its sound, buying a new system
shouid be less trouble and give you better
results than trying to find a midrange and
crossover that willmate smoothly with
the KLH woofer and the Micro-Acoustics
tweeter array.

lown a JVC KD-85 cassette deck.
W In an effort to improve on my

recording, | purchased a Pioneer RT-707
open-reel model. After making A/B com-
parisons with the decks on Maxell and
TDK tape, | have come to the conclusion
that for normal listening the cassette deck
has come of age.

The KD-85 reproduced both adi-
rect-cut disc and FM hiss better than the
reel deck at 3% ips. At 7% ips the reel deck
improved, but | honestly could not assert
that it had any better reproduction. Is it
possible that technology will produce
cassettes that will soon replace open
reels, or is my Pioneer in need of a
checkup?-Bill Agreste, Norfolk, Va.

We'd agree that the cassette has

come of age and can give 3%-ips
open-reel equipment a good run for its
money. However, your poker game was
played with a stacked deck. The cassette
had the benefit of noise-reduction cir-
cuitry; the open-reel deck did not. And
are you sure the Pioneer RT-707 was
properly adjusted for the tape you used?
(The “reference” tape suggested by Pio-
neer is Scotch 206, although our experi-
ence suggests that there may be better
choices.)

At 7%2 ips, the open-reel deck
should be clearly superior to the cassette,
but only if the program material is so diffi-
cult to record that it will tax the capabili-
ties of the cassette. Specifically, music with
a wide dynamic range and lots of high-
frequency energy will record better on an
open-reel tape than on a cassette. For
many less demanding recording jobs,
however, it'll be hard to tell the differ-
ence. HF
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Qur recorcing tade
&considered by most
audiophiles to be the
world's fivest tape.

Qur tape window
is welded in to-keep
dust out

Qur pressure
pad is locked into
o special four-sided
retainer to maintain

perfect tope-to-head
contact
Our slip sheet is

made of a substance
that's so slippery, even
glue can't stick to it.

Our leader
not only keeps '\, ummmms
you from making
recording errors,
it also keeps your
tape heads clean

Our special guide
rollers makz sure our
tape stys perfactly

Qur cassette is held align=d wit your tase
together by steel head:s
screws to assure precise
alignment and even

Qur icpe is anchored
to our tuo by e special

distribution of pressure Otr standard cassette shell clomping pin that makes
on all sides of the 15 finshed to highzr tolerances | = i

slippoge impossible
cassette ton ndustry standards

There's more
the world’s best tape than
the world'’s best tape.

Our reputation for making the  and mors work inc cu- casse~es we believe in a simpls philosophy.
world's best tape is due in part to  than most marutacturars put intz "o get gr=at sound out of @
making the world's best cassettes.  their taoe. -assefte tak=s a lot more “hon just

In fact, we put more thought We do all this, secause at Maxdd  puting grect tape into it

0 XE 0O 10O



Yourdeckisn'treadyfor
the ultimate cassette tape.




Introducing

25-18,000 Hz + 3dBat-20VU with
metal tape, 70dB signal-to-noise ratio.
6dB hotter output than ferrichrome.

The reason we can offer you SIX

the first line of decks that are.

==

—o : P
.‘ 3 ‘14 ‘im ’. = )\ =
sensitivity to tape

in less than 30 seconds.
Spectra-Peak and Multi-Peak L.E.D.
indicators react 100 times faster than

metal tape-compatible decks with specs meters so you can make perfect, un

like these, isall inour heads. Sen-Alloy
heads. With better high
frequency characteristics ==
than the Sen-Dust most g
of our competitors use,
Sen-Alloy just happens
to record and erase metal
tape perfectly.

So while our competi
tors have had to struggle
with little problems like
designing heads that
could handle metal tape.
we've had a head start
towards packing our metal decks with
more state-of-the-art features.

Our new “"X-cut” Sen-Alloy record
head extends bass response to lower
than your woofers may go: 25Hz!

Our unique double-gap Sen-Alloy
erase head gets 60dB erasure on metal
tape at the critical 400 Hz level.

Our B.E.S.T. computer automatically
finetunes deck bias, equalization and

The X-cat Sen-Alloy record/ piay head and
Doudie-Gap Sen-Alloy erase head.

distorted recordings.

. How much does it
cost to replace the weak
link in your system with
a JVC metal deck?

As little as $299, and
no more than $750,
suggested retail price.

After all, now that
your ears are ready for
metal tape, your pocket-
book ought to be too.

For the name of your
nearest JVC dealer, call
800-221-7502 toll-free (in NY State
call 212-476-8300). Or write to US
JVC Corp., 58-75 Queens Midtown
Expressway, Maspeth, NY 11378.

Shown: KD-AB. 2hd. 2mot. MP| LE.D.'s. B.E ST, X-cut SA rec/play head. SA erase
head. solenoid cantrols. Super-ANRS. Freq. resp.. 25-17K": S/N. 60dB**: waf,
0.35%. KD-AS. 2hd. 2mot. MPI LE.D.’s. SA rec_erase hds. sol cont.. Super-ANRS,
freq. resp. 30-16K": S/N, -600B**: wSf 0.04%. KD-A6 2hd. 2mot. X-cut SA Rec
play & SA erase hds 2 » 10.MPI LE.D.’s: Super-ANRS. pitch cont. 25-17K* freq. resp.
S/N. -60dB"**. wif 0.04%. Not Shown: KD-77, 3 SA hds. 2mot. sol contr, Super:
ANRS: KD-A7. 2hd. 2mot. X<ut SA rec/play 8 34 erase hds. sol cont.. 2<ir fluores
10-bank SpectrcPeak mtrs.. Super-ANRS: KD-A3, 2hd, 2mot. MPI LE.D.'s, SA rec
erase hds. Super-ANRS.

*+ 3dB @-20VL **Without noise reduct ANRS adds 10dB @5kHz

JVC

US JVC CORP

Now you're ready for JVC.

Circle 24 On Page 93



INTRCDUCING THIZ IEMPIREE 1ZDRY PIHICNS CARTRIDGI:.

IT SCUNIDS AS GCCTID ON A RECCRID AS IT 1DTIZS ON PAPIER.

It was inevitable . . .

With all the ropid developments
being made in today’s high fidelity tech-
nology, the tremendous advance in audi-
ble performance in Empire’s new EDR.9
phono cartridge was bound to happen.
And bound to come from Empire, as we
have been designing and manufacturing
the finest phono cartridges for over 18
years.

Until now, all phono cartridges were
designed in the lab to achieve certain
engineering characteristics and require-
ments. These lab characteristics and re-
quirements took priority over actual listen-
ing tests because it was considered more
important that the cartridges “measure
right” or “test right”—so almost everyone
was satisfied.

Empire’s EDR.9 (for Extended Dy-
namic Response) has broken with this tra-
dition, and is the first phono cartridge that
not only meets the highest technological

and design specifications—but also our
demanding listening tests—on an equal
basis. In effect, it bridges the gap between
the ideal blueprint and the actual sound.

The EDR.9 utilizes an L. A. C. (Large
Area Contact) 0.9 stylus based upon—and
nomed after—E. I. A. Standard RS-238B.
This new design, resulting in a smaller
radius and larger contact area, has a
pressure index of 0.9, an improvement of
almost six times the typical elliptical stylus
and four times over the newest designs
recently introduced by several other car-
tridge manufacturers, The result is that less
pressure is applied to the vulnerable rec-
ord groove, at the same time extending
the bandwidth—including the important
overtones and harmonic details.

In addition, Empire’s exclusive, pat-
ented 3-Element Double. Damped stylus
assembly acts as an equalizer. This elimi-
nates the high “Q” mechanical resonances
typical of other stylus assemblies, produc-
ing a flatter response, and lessening wear

and tear on the record groove.

We could go into more technical de-
tail, describing pole rods that are laminat-
ed, rather than just one piece, so as to
reduce losses in the magnetic structure, re-
sulting in flatter high frequency response
with less distortion. Or how the EDR.9
weighs one gram less than previous Empire
phono cartridges, making it a perfect match
for today’s advance, low mass tonearms.

But more important, as the EDR.9 car-
tridge represents a new approach to car-
tridge design, we ask that you consider it
in a slightly different way as well. Send for
our free technical brochure on the EDR.9,
and then visit your audio dealer and listen.
Don’t go by specs alone.

That's because the new Empire EDR.9
is the first phono cartridge that not only
meets the highest technological and de-
sign specifications—but also our de-
manding listening tests,

Empire Scientific Corp.

Garden City,N.Y.11530 WIE
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NEW
EQUIPMENT
REPORTS

A Consumer's Guide

Preparation supervised by Robert
Long and Edward J. Foster. Labora-
tory data {unless otherwise noted)
suppliied by CBS Technoiogy Center
and Diversified Science Labora-
tories.

IN THIS ISSUE: Harman Kardon HK-
3500 cassette deck, Fisher RS-2007
recelver, ADC 1700DD turntable,
Rotel 2030 amplifier, Sherwood S-

7450CP recelver, JBL L-110 speaker,

KEF 105 speaker, Rogers L§3/5A
speaker, Speakerlab 30 speaker kit,
and Visonik Euro 7 speaker.

A Solid, Fiexible
Cassette Deck

& *-“\.‘\ ‘u A
WS
MR .

i

Harman Kardon HK-3500 stereo cassette deck in metal case. Di-
mensions: 16% by 7% inches [front), 10% inches deep pius clearance for con-
trols and connections. Price: $549. Warranty: "limited,” one year parts and
labor. Manufacturer: Harman Kardon, 55 Ames Court, Piainview, N.Y.
11803.

Though, historically, Harman Kardon has been primarily an electronics
company, its cassette decks have been among its most interesting products. There
haven’t been many decks-nothing like the perennial parade of introductions else-
where~-but when the Harman Kardons do arrive, they generally are striking in their
freshness as well as their technical qua'ity. The 3500, which now tops the line, is a good
example,

it is, for one thing, exceptionally versatile in its controls. Dolby tracking and
bias current both have fine-tuning controls that permit adjustment for a wide variety of
tapes, and a built-in dual-frequency oscillator makes best use of these adjustments.
Mike/line mixing is permitted by the level controls, each of which has separate ele-
ments for balancing of channels and is fitted with a preset escutcheon to aid in fast,
accurate fade-ins. Two pairs of line inputs, of different sensitivity, offer a choice of
working ranges so that offbeat output levels in associated equipment won't force the
LINE control to be used at either extreme of its rotation.

Then there are niceties like recording mute, which kills the input signal so
that the timing between numbers will be more fiexible than use of PAUSE alone to kill
radio announcements would allow. Dolby noise reduction can be had with or without



THE DIGITAL READOUTS .
ON THE NEW SANSUI RECEIVERS -
ARE NOT WHAT COUNT. |







ife like, crisp and clean.
ELECTRONIC LED POWER METERS

The cll-new peak power level LED dis-
olay gives you an instantanecus reading of the
oower output of each channel, so you can con-
tinuously monitor the pow=ar you're sending to
your speakers. This electronic indicater responds
much faster and more accurately than any con-
ventional needle-type meter.

ALL THE EXTRAS, TOO

The new Sansui receivers are high tech-
yology through and through. So we've de-
signed them with special protection devices to
orevent any mishap. Protective circuits save the
output transistors from excessive current and
keep too much direct current from your speakers

And we haven't forgotten about the con-

G-7700 G-6700
+ 120 watts per channal. min. RMS. both '@ 90 watts per channel with no more
-hannels driven into 8 ohms. from 20 than 0.025% THD under the same
10 20.000Hz with no more than 0.025% conditions

o Power Amplifier Fiecuency Re
sponse: DC to 200.C00z +0, -3d8

Total Harmonic Distortion
» Power Amplifier Frequency Re

spense: DC to 200,000Hz 3de » FM Sensitivity: 10.8dBf (1.9uV IHF T
» FM Sensitivity - 9.8aBt [1.7uV IHF T- < FM Signal-to-Noise Ratio: 7508
» FM Signal-to-Noise Ratio: 764 * FM Spurlous Response Ratio: 73d8

» FM Spurious Response Ratio: 908

trole and features that make it possible for you tc
fine-‘une the music. Like the bass and treble cor
trols, which operate with an absolute minimum
of distortion. And tona defeat switch plus audio
muting on our top three models. The volume con-
trols with 41 click-stogs, and ultra-smooth tuning
knadbs, are large and centrally placed for ease
of aparation. Taping. too, is simple, with versatile :
and complete facilities. 353
Everyone is proudiof a great-sounding,
high performance recsiver. But you should be
proud of its looks as well. With Sansui, you will be.

Ask your authcrized Sansui dealer to
show you one of our Double-Digital recelvers.
Ask him to tum it on. Youil see that your music
never had it so good. And you never heard it
better. That's something you can count on.

G-5700 G-4700

* 75 watts per channel with no more * 50 watts per channel with no more
than0Z3% THD under the same than 0.05% THD under the same
conditons. conditions

* Power Amplifier Freguency Re-
sporse: DC to 200.000Hz +0. -3dB
® FM Sangtivity: 10.808f (1.9uV IHF T80}

* FM Signal-to-Noise Ratio: 75aB
® FM Spunous Response Ratio: 70dE

* FM Senisitivity 10.8aBf (1.9uV IHF T-100)
* FM Signal-to-Noise Ratio: 7508
* FM Spunous Response Ratio: 7008

SIGNAL BunBIERy

TUE B o 4 FH!UB-S MHz

SANSULI ELECTRONICS CORP.

yndhurs:, New Jersey 07071 - Gardena, Ca. 90247
Sansu Electric Co., Ltd.. Tokyo. Japan

Sansw Audio Europe S.A.. Antwerp, Belgium

In Canada. Electronic Distributors
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DIGITAL READDUTS
While digital readouts may improve the looks
of a recelver and make it easer to use, only digi-
tal circuitry can improve the recelver’s perform-
ance. That's why all the new Sansui Couble-
Digital receivers use our patented Digitally
Quartz-Locked Tuning System, too.

DIGITALLY QUARTZ-LOCKED TUNING

To meet its rated distortion specifica-
tions, a receiver’s tuner sectlcn must be perfectly
center-tuned. The slightest mistuning causes dis-
tortion of the final signal to increase rapidly. And
evan if a tuner is accurately tuned initially, it may
drift away from the desired fraquency within a
short time.

Sansui’s Digitally Quartz-Locked Tuning
System automatically providas optimum tuning
that not only remains perfect while you listen, but
stays on the same center frequency even If the
receiver is tumed off and back on again Iater.

Conventional quartz-controlled tuners
use an analog phase reference circuit that may
lose accuracy as a result of harmonic interfer-
ence. Sansui’s patented digital tuning system

K

OUR PATENTED DIGITALLY QU

actually counts the vibratlons of a quartz-crystal
time-base and cecmeares it to the tuned-in
frequency for instant corrections.

When you listen to any of the new Sansui
Double-Digital receivers, you'llimmediately hear
the difference that perfect tuning makes.

You'll also see the difference In the
specs. The tuning sections are extremely sensi
tive, with unusually high signal-to-noise and
spurious response ratios.

PURE POWER DC AMPLIFICATION

A great receiver needs more than a
superb tuner section. The amplifler must be first
rate, too. That's why Sansui uses our own unique
Pure Power DC amplification system in all of our
Couble-Digital receivers.

While some other receivers have low
Total Harmonic Distortion (THD), a Sansui DC re-
celver can achieve lowest Transient Intermod-
ulation Distortion (TIM) simultaneously. That's
because our high slew rate, fast rise time DC
circuits provide sufficient drive current to respond

nstantaneously 10 even the most fleeting musical
transients. The music reproduction is remarkably

B W
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PLAYBACK RESPONSE (TDK test tape; -20 dB DIN)

DB
0
-5

53
R

HZ20 SO 100 200 SO0 IK 2K  SK
Lch: +1%, 2% dB, 40 Hzto 12.5 kHz

----- Rch: +%,-5dB, 40Hzt0 12.5kHz

10K 20K

RECORD/PLAY RESPONSE, “CHROME" TAPE (-20 d8)

DB
0 7‘ N
-5
LY
HZ 20 50 100 200 500 IK 2K SK 10K 20K
Lch: +%,-3dB, 20Hz to 13.5 kHz
----- Rch:+1,-3dB, 20Hzto 16.5kHz
with Dolby noise reduction
Lch:+%,-3dB,20H2to 105 kHz
Rch:+1,-3dB,20Hzto 12.5kHz
RECORD/PLAY RESPONSE, FeCr TAPE (-20 dB)
[o.:]
[ ~
5 o ™
HZ 20 SO 100 200 S00 K 2K SK 10K 20K

Lch:+1,-3dB,20Hzto 13.5kHz
---- Rch: +%,-3d8B, 20Hzto 18.5 kHz

RECORD/PLAY RESPONSE. FERRIC TAPE {-20 aB)

D8
0 /N S
5 3
HZ 20 S0 100 200 500 IK 2K SK 10K 20K

Lch:+1%,-3dB,20Hzt0 15.5kHz
----- Rch:+1%,-3dB, 20Hzto 18.5kHz

S/N RATIO (re DIN 0 d8; A-weighted)

“chrome” ferric
playback 60%d8 57%dB
Dolby playback &7%: a8 66dB
record/play 57d8 53%d8
Dolby record/play 64 a8 61% a8
METER READING FOR DIN 0 DB +1% d8

METER READING FOR 3% DISTORTION {at 333 Hz)

“chrome” tape +4d8
ferrichrome tape >+6dB*
ferric tape +5ad8

“beyond the end of the meter scale

EQUIPMENT REPORTS HIGH FIDELITY

the multiplex filter-which measurably (though only just audibly, and only with signals
that have appreciable energy at 10 kHz and above) lops off a bit of the top-end re-
sponse. Because of the exceptionally extended bass response of the deck, a switchable
infrasonic (“subsonic”) filter was included to block any record warp information that
otherwise would increase distortion and perhaps force lower than optimum recording
levels. And the speed adjustment, accessible through a back-panel opening covered by
aremovable rubber plug, allows pitch alteration by well over a half-tone in either direc-
tion and returns to normal at an easily felt detent.

A key design feature is the monitoring system: separate recording and
playback elements in the main head, separate encode and decode elements in the
Dolby system, and the TAPE/SOURCE switch. Not only does the system allow aural eval-
uation of recorded signals during recording, but it simplifies the bias and Dolby-tracking
adjustments. Without it, the test-tone recordings would have to be rewound, played,
evaluated, and adjusted for; with it, the adjustments can be judged immediately.

itis not, however, quite as brisk & business as it might at first appear. While
we have found no tape whose senisitivity is too low to be encompassed by the Dolby
adjustment, some, like Memorex High Bias, require the full clockwise rotation. More im-
portant, bias adjustment with the 8-kHz tone is not altogether unequivocal. The man-
ual says to stay within 3 dB of maximum output, which is not easy with the reference
tone at 20 dB, where the meter calibrations are fairly cramped. The monitoring feature
to the rescuel You can use musical signals that are fairly complex and sustained-or FM
interstation noise, though its unpredictable effect on Dolby circuits precludes setting
bias with the noise reduction on. You can hear the increase in distortion as you move
toward underbiasing and the dulling of the sound as the bias becomes excessive—even
before the meter tells you unequivocally that you are off-target. We found that we
could get just about the best that any tape in our varied collection could give by corre-
lating visual and aural evidence and by checking bias and Dolby tracking alternately a
few times before accepting our adjustments as optimum.

The specific tape brands suggested by Harman Kardon and used by DSL in
measuring the deck are Maxell UDXL-! ferric in the LOW-NOISE settings, UDXL-li ferrico-
balt as our “chrome,” and BASF Pro-lll fesrichrome. All the measurements were made
with the bias control in its detented center position. (Note that if you switch from
UDXL-I to, say, Ampex Grand Master-which requires considerably less bias-as your
ferric, you must return the bias knob to the detented position each time you use UDXL-
II, since the knob “tunes” all three positions of the main bias switch.) As often happens
in comparing tapes in our deck tests, we find the sound with the ferrichrome as ex-
tended as that with a chrome or a chrome substitute, but a bit “grittier.” The distortion
curves (which we recently expanded to include all the “tapes of record”) show why:
The ferrichrome curve, though lowest of the three in midbass, is highest from the mid-
range up. Response is excellent in all the tests; though the curves show a consistent
droop of the right channel below the left at the extreme top end, the “imbalance”
never made itself known in our listening tests and, in other respects, the channels are
very well matched. Noise, flutter, and speed all are very well controlled.

OUTPUT LEVEL ADJUST
LINE LEVEL ADJUST.
MIKE LEVEL ADJUST

INFRASONIC FILTER (ON/OFF)
MEMORY REWIND [ON/OFF)

e 3500

—-DOLBY RECORDING
LEVEL ADJUST

- MONITOR
(TAPE/SOURCE)

\l
q~Douz\r N/R [OFF/

AC PO\X/ER-J

EJECT

RECORD INTERLOCK ONAWITH MPX FILTER)
REWIND MIKE INPUTS
PLAY/RECORD TEST TONE (400 HZ/B KHZ/OFF]
FAST WIND EO (LN/FeCr/CHROME)

STOP BIAS [LN/FeCr/CHROME)

BIAS FINE ADJUST.
HEADPHONES
RECORDING MUTE (ON/OFF)

PAUSE

&



everything you ought fo know to get the best sound from your system

Dictionary of Audio & Hi-Fi
By Howard W. Sams Editorial Staff

Contains the definitions of over 2,000 audio
and hi-fi terms relating to mono, stereo and
quadraphonic sound. 168 pgs

#21084 $5.95

Easy Speaker Projects
By Len Buckwalter

Explicit, nontechnical instructions on how to
make speaker systems from simple
shelfboard to more advanced ones. lll. with
photographs. 96 pgs. #21104 $3.95

Official Guide to High Fidelity
{2nd Edition)

By the Institute of High Fidelity

Comprehensive sound system book to help
you attain the best of the sound of music. Will
familiarize reader with components for
superior high-fidelity music reproduction. 208
pgs. #21531 $5.50

From Tin Foil to Stereo
{2nd Edition)

By Oliver Read and Walter Weich

Traces the history of the phonograph from
Edison's crude tin foil phonograph up through
modern video discs. Contains dozens of rare
and historic photographs. 608 pgs
Softbound #21205 $9.95

Hardbound #21206 . . . $19.95

How to Build Speaker Enclosures
By Alexis Badmaieff and Don Davis

A “do-it-yourself” information source on con-
struction of high-quality, top-performance
speaker enclosures. Detailed drawings on
infinite-batfle and bass-reflex types and more.
144 pgs. #20520 $4.95

99 Ways to Improve Your Hi-Fi
By Len Buckwalter

Smple, helpful projects fo enhance hi-fi en-
joyment. Covers installation, fm stereo,
phonos, amplitiers and more. 128 pgs
#20876 . .. $3.50

Hi-Fi Stereo Handbook
{Sth Edition)
By William F. Boyce

Informative handbook for hi-fi enthusiasts and
technicians. Will help in planning, selecting
and installing hi-fi equipment to suit any taste.
488 pgs. #21564 .. $11.95

Electric Guitar Amplifier Handbook
{4th Edition)
By Jack Darr

Explains all functions of guitar related to elec-
tronic circuitry. Contains complete schematics
of the most popular commercial amplifiers
384 pgs. #21443 ... $10.50

Stereo High-Fidelity Speaker
Systems
By Arthur Zuckerman

For both audiophile and neophyte, gives
broader understanding of design and de-
velopment of stereo high-fidelity speaker sys-
tems. Includes shopping tips for best equip-
ment. 160 pgs. #21514 ... $5.95

ABC's of Hi-Fi and Stereo
(3rd Edition)

By Hans Fantel

Amplifiers, tone arms, tumtables, cartridges,
tuners, speakers, record changers and tape
recorders! All are discussed in detail. A must
for present or prospective hi-fi and stereo
owners. 112 pgs.. #21044 $395

SAVE 10% when you order 3 or more!

Examine any book(s) at NO RISK for

15 Days! 323
B B e

Clip Out-Mail Today! I

¥ YES —Please send me the book(s) indi-
cated below. If I'm not completely satistied, | _
may return any or all within 15 days of receipt
for full credit or refund. Add sales tax where [§
applicable 21205

y (121564
& 21084 21206 (121443 E
4 021104 20520 121514
i 21531 20876 {J21044

] | have checked 3 or more titles and de-

g ducted my 10% savings. E
_ Name (Please Prnt) — -
Address B

t City -

: Total: $-
i State Zip Code

® [J Check [J Money Order [J Master Charge '

m ([ Visa/BankAmericard

§ Exp.Date l

* Account No S
Interbank No. i

{Master Charge only)’

MAIL TO
®Q Indianapoilis, IN 46206

Signature: _— ==__=
Howard W. Sams & Co,, Inc. i
Prices subject 1o change 6 months after issue date

Minimum credit card purchase ;10.00
4300 W. 62nd St.
NS NN NEN GHE NN

i
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DISTORTION {third harmonic; at - 10 dB DIN)

20 S0 100 200 500 1K 2K SK

“chrome~tape =0.79%.50 Hzto SkHz

----- ferrichrome =<2.16%.50Hzto SkHz
— - — fernc tape <0.59%. 50 Hz 10 5 kHz
ERASURE (333 Hz; re DIN O dB) 63dB

CHANNEL SEPARATION (at 333Hz)  52dB

SPEED ACCURACY 0.27% fast at 105 VAC
0.37%fast at 120 VAC
0.30%fastat 127 VAC

SPEED ADJUSTMENT RANGE +9.9.-8.4%

WOW & FLUTTER {ANSI/IEEE weighted peak)

average maximum
playback +0.04% $0.07%
record/play +0.05% +0.07%
SENSITIVITY {re DIN O dB: at 333 Hz)
highline 225mv
low line 66mvV
mike 0.15mv
MIKE INPUT OVERLOAD (clipping) 7.1mv
OUTPUT {from DIN 0 vU) 1.42v

A Studio
Standard
Receiver

Tuner Section

MONO FREQUENCY RESPONSE
+ 1dB, 20 Hz to 15 kHz

STEREQ FM RESPONSE. CHANNEL SEPARATION

Frequency response + 1dB, 20Hzto 15 kHz

Channel separation >35dB, 20Hz to 2 kHz
>25dB. 20 Hzto | 1 kHz

EQUIPMENT REPORTS HIGH FIDELITY

The meters are calibrated from -40 to +6 dB-an excellent range, in our
opinion. They also respond well to transients, coming within 3 dB of true values for
puises of only 4 milliseconds and overshooting by only 1 dB when “slapped" hard. With
meters that accurate, the peak LEDs above them seem almost redundant, though they
will respond to pulses of only 2 milliseconds. But the system takes a little getting used
to: While the LEDs remain in sync with the music, the meters lag a little behind fast-
changing signal levels, however accurate the ultimate indication.

If you work with the deck, you may notice one peculiarity. When the
recording elements of the head are live, their signal feeds through somewhat to the
playback elements. You should be aware of two practical, if minor, consequences of this
fact. First, if you are preadjusting levels with the deck in PAUSE and ready to record, you
must be sure to monitor SOURCE. If the monitor switch is at TAPE (which, with the tape
stopped, normally has no output), you can mistake the feed-through for the real signal-
thoughiitis some 30 dB down in level and noticeably distorted-and crank up the gain
accordingly. When you release the PAUSE, the real signal comes booming through. Sec-
ond, when you are recording speech and monitoring the tape, you may hear a ghostly
pre-echo of feed-through in the “holes” between syllables; music, in which rever-
beration tends to fill whatever sonic holes exist, gives very little opportunity to hear the
effect. This feed-through in no way affects the tape itself or normal playback, but casual
discovery of the phenomenon could mislead the user into assuming malfunction.

The controls allow you to go back and forth between the fast-wind
modes ad lib, but you can get from them to playback [or recording) only viaSTOP-a
sensible precaution, in our view, against jammed or stretched tapes. Sources can be me-
tered (though not monitored via the deck) even in the stop mode when you want to
presetlevels. The PAUSE is very swift and leaves minimum audible evidence of its use. A
recording pilot between the meters starts blinking when you press PAUSE; the counter’s
reset button doubles as an illuminated tape-motion indicator.

All this adds up to the kind of deck we have come to expect from Harman
Kardon. Excellent capability combines with a freshness of approach that makes using
the product an all-around pleasurable experience. Moreover, it’s reassuring to know
that someone has really thought about design alternatives; re-examination doesn’t as-
sure improvement, but without it there can’t be improvement at all. \While there is
nothing essentially radical about the 3500, anyone who has used it will understand
thatitis far from a “me too” product.

Circle 134 On Page 93

FM MUTE {ON/OFF)
EQUALIZER [ON/OFF)

MOODE {STEREQO/MONO)
LOUDNESS CONTOUR {ON/OFF)

AC POWER Y ek Lk r) r: Y -~

_j REEE J'Of"'”\ ' t
HEADPHONES l TUNING
SPEAKERS ({OFF/A/B/A+B) SELECTOR {PHONO/FM/AM/AUX
GRAPHIC EQUALIZER VOLUME : T
{50 HZ, 250 HZ, 1 KHZ, 4 KHZ. 15 KH2) BALANCE

FM BLEND/FILTER

TAPE 2 MONITOR {SOURCE/TAPE)
INFRASONIC FILTER

TAPE | MONITOR {SOURCE/TAPE)

Fisher RS-2007 stereo FM/AM receiver, in case with simulated
wood-grain cabinet. Dimensions: 20% by 6": inches [front), 14% inches deep
plus clearance for controls and connections. AC convenience outlets: 1
switched (60 watts max.), 1 unswitched (120 watts max.). Price: $550. War-
ranty: "limited,” two years parts and labor. Manufacturer: made in Japan
for Fisher Corp., 21314 Lassen St., Chatsworth, Calif. 91311.

Fisher has long been known for feature-packed receivers, and the RS-
2007 certainly fits that description, with such extras as a five-band graphic equalizer
lincluded, as well, in Fisher’s other Studio Standard Series receivers), dual power meters,

Circle 35 On Page 93 p



THE BETTER YOUR HIGH FIDELITY SYSTEM,
THE NOISIER IT WILL SOUND.

It's astrange, buttrue fzect—the better
your hi fi equipment, the more 1iss, hum
and rumble you will hear. Just as aquality
high fidelity system provides richer music
through its wide frequency -esponse and
greater dynamic range, it alsd has a better
ability to reproduce irritating flaws con-
tained in the source materia . You can
make a major improvement ir your system
by eliminating much of the h ss, hum and
rumble that's inherent in the sounce
material itself.

Many noisz reduction systens have
some success, but only one can slently
remove 10dB of the hiss, hum and rumble
that is contained in unencoded records,
<apes and FM. That one system is the
Phase 1000 Series Two.

As ycu reproduce recorden music,
e 1000 Series Two analyzes tre m llions
of incoming waveforms to find sigrals
amilar to a sine wave—a highly ‘care-
lated" waveform with periodic repetition.
Like a guitar note. Or a piano note. Dr
avozal note.

The 1000 Series Two electronically
amalyzes the signal to find fundamertal
musical tones, and their harmonacs.
Wrere these are missing, there i3 no
music. The 1000 can then safely 2sstme
there i1s noise.

THE PHASE 1000 SERIZS TWD

If the 1200 Series Two identifes a
funcamental waveform, itins-antlyorders
one of its si ent bardgass ga-es to open.
If no music s present, the gates ramain
shut.The 1020 remcves afull 10dB >f hiss,
hum and rumble-—w thout affectingmusic!

The 1000 Series Two ovarcomss
anott er flaw—dynamic compr=ssion. Live
music has gr2at dynamic range, wita as
much as 100dB between the Ioudest and
the guietest massages. But tape reco-ders
have ['mited range, s2 studio engineers
comprass the- dynamic range to less than
50d3. FM broadcasters compress the
signal &ven more, in erdzr to facilitale
transm ssion. ~“he 1000 is the o1ly Noise
Reduction System that can correct tris

{fcompression on unencoded ma:erial. It
expands dynamic range by a ful 7.5d3,
for a mcre open, lively sound.

ThePhase “000 Se~ies Two may very
well improve ycur sourd more ttan ary

other single component you could add,
regard?ess of “he quality or price oi your
hi fi sy=tem. Tre 1000 is an improved ver-
sion of the Fhase Linear Autocorres:ator,
now w ~h second generation, low roise,
high sl=w rat= ntegrated circuitry “or
quiet, d stormon-free performance. It's
easy to utilize with any stereo rece ver,
integrared amp or preamp/amp, and is a
valuable addi-icn to Dolby* and db» sys-
tems. (These systems are very effective
in preventing 1eise from being added in
the re-recording stage, but don't recuce
noise in the orig nal recording.) When
you play convenzional records through
the 1000. you cut tape hiss. (Expens.ve
direct-todisc records are cut directly
cnto a master, pramarily to avoid the
taping stege with its inherent hiss.)

Ask yzur Phase dealer to play anv
record, tage or wuner through the 1000
Series Twa Then | sten to the music. Not
the noise.

Dinse Lroe.

THE POWERFLL DIFFERENCE

PHASE LINBAR CORPORATION,_2C121 48TH AVENUE NVEST, LYyNNWCOD WASHINGTON 98(36
MALCE IN USA. DISTRIBUTED IN CANADABY H ROY GRAY LTD AND IN AUSTRALIA BY MMEGASCUND FYY. LTD. ©COPYRIGHT 1379, PHASE LINEAR CORPORATIGH
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FM SENSITIVITY & QUIETING
DB/

10}

~

BFO 10 20 30 40 SO 6 70 80 90 100

— — stereonoise lquieting)

-=~-- == mono noise [quieting}

Stereo sensitivity {for 50-dB noise suppression}
36Y dBf at 98 MHz, for 1.1% THD+N
{35% d8f at 90 MHz; 36% dBf at 106 MHz}

Mono sensitivity {for 50-dB noise suppression)

14 % dBf at 98 MHz
Muting threshold 14% dBt
Stereo threshold 16% dBf
Stereo S/Nratio [at 65 dBf} 68% dB
Mono S/Nratio {at 65 d8f) 73%d8B
CAPTURE RATIO 2% d8

ALTERNATE-CHANNEL SELECTIMVITY  60% d8

HARMONIC DISTORTION {THD+N)

stereo mono
at 100 Hz 0.25% 0.090%
at 1kHz 0.18% 0.095%
at 6 kHz 0.26% 0.090%

STEREO PILOT INTERMODULATION  0.13%

IM DISTORTION {mono) 0.047%
AM SUPPRESSION 57d8

PILOT {19 kHz} SUPPRESSION 66% a8
SUBCARRIER (38 kHz} SUPPRESSION -85 dB

Ampltfier Section
RATED POWER 18% dBW {75 wattsl/ch.

OUTPUT AT CLIPPING {both ¢hannels driven]

8-ohmload 19% dBW {92Y; watts)/ch
4-ohm load 19% dBW {84Y%: watts)/ch
16-ohm load 17%d8W (58Y: watts)/ch.
DYNAMIC HEADROOM 1v:dB

HARMONIC DISTORTION {THD+N; 20 Hz to 20 kHz}
at 18%d 8W {75 watts} <0.044%
a0 dBW (1 watt) <0.075%

FREOQUENCY RESPONSE (at 0 dBW/}
+0, -2 d8. 10 Hz to 20 kHz
+0.-3dB,6Hzto41.5kHz
RIAAEOQUALIZATION +%,-1dB,20Hzto 20kHz

INPUT CHARACTERISTICS [re 0 dBW: A-weighted)

sensitivity S/Nratio
phono 0.28mv 7748
aux, tape 15.9mv 82d8

PHONO OVERLOAD {1-kHz clippingl 320 mV
PHONO IMPEDANCE  51.3kohms at 1 kHz [complex)

DAMPING FACTOR [at 50 Hz} 64

EQUIPMENT REPORTS HIGH FIDELITY

and a “paneliogic” display to indicate which of six functions are in use. More important,
these features are easy to manipulate {or to ignore, if you've a mind to}; you are not just
left adrift in a sea of mysterious controls.

Most obvious of these extras is the equalizer. Designed as a multiband
tone control, rather thari as an instrument for fine-tuning system response, it puts about
two octaves on each of its sliders, which control both channels simultaneously. Its sim-
plicity of control and its presence on the receiver’s own front panel rather thanin a
separate box make it both easy and inviting to use. In our listening tests, we found our-
selves frequently making slight adjustments to obtain the best sound from one record
or another; the capacity for subtle adjustment, in fact, encouraged us to use the equal-
izer rather more often than we might have used conventional tone controls. Fisher
evidently expects that approach; the equalizer is "on stream” when its buttonisin the
normal {out) position. All continuous controls except the tuning knob have detents: ev-
ery 2 dB for the equalizer sliders, approximately every 1 dB for the volume knob, and at
the center for the concentric balance control. Feel Is pleasant and positive for ail knobs
and switches except the flywheel tuning knob, whose slight backlash gives it a rubbery
quality.

In other respects, FM tuning is a pleasure. The dial’s markings, though too
sparse for precise tuning by eye, are easily visible even when the tuner is below eye
level. The channel-center meter reads the tuning point quite accurately for minimum
distortion, and the signal-strength meter is nicely calibrated, giving a clear reading on
any signal strong enough for even marginal reception. FM sensitivity is fairty high. In
listening to the relatively weak stations that the high sensitivity pulisin, adjacent-chan-
nel neighbors of roughly equal strength can produce a slight “ticking” of breakthrough
when the next-door channel signal approaches full modulation.

The muting cuts in and out smoothly, without thumps or clicks, though it
has little resistance to fluctuating signal strength and therefore can sputter in and out
on borderline stations and can unmute prematurely on strong ones, allowing a brief
burst of distorted sound before the center frequency is reached. The multiplex filter
{blend] progressively reduces separation above 2 kHz by about 6 dB per octave. Surpris-
ingly, it does relatively little to reduce audible noise and distortion on weak stereo sig-
nals. Ultimate quieting is rather better than specified. AM suppression, though perhaps
better than that of many receivers in this price range, did allow some noise (for ex-
ample, from electric motors| to get through with weak stations in our listening tests. In
case you need it for Dolby broadcasts, there is a 75/25-microsecond FM equalization
switch on the back panel.

AM performance is, as in most component receivers, disappointing in view
of the apparent imminence of stereo AM broadcasting. Frequency response is limited,
even on wideband stations, and the AVC allows wide variations in sound volume from
one station to another. On the other hand, interference rejection seems excellent.

The amplifier section meets its power rating comfortably, with about half
the rated distortion and with 1% dB of dynamic headroom. In practice, the sound is
clean right up to the point where the meters indicate close to full power, and some-
times even beyond. As usual, they really read volts into 8-ohm loads, not true power.
They are fairly accurate at full power (where, if anywhere, accuracy counts), but the
readings at lower levels are far from the mark.

The phono section has ample headroom. How closely the effective RIAA
equalization will approach the ideal with any given cartridge is hard to say, since the
impedance presented to it by the input is complex. Though, in listening, we noted no
evidence of mismatch with our test cartridges, a low-inductance model {making it rela-
tively insensitive to loading) might be the best choice. The equalizer controls meet or
surpass their rated +10-dBrange. (In practice, you may rarely need the full range | The
actual center frequencies of the bands are close to those marked on the panel (50 and
250Hz, 1,4.5,and 15 kHz), and overlap between bands is moderate.

The loudness compensation is fine at background-music levels, but we
considered it a bit overrich with the vOLUME turned up. This effect will be more promi-
nent, of course, with high-efficiency speakers than with less efficient ones, for which
the VOLUME would have to be higher. The circuit includes some high-frequency com-
pensation (about 6 dB per octave above 7 kHz) as well as the usual low-frequency en-
hancement {rising below 1,600 Hz and shelving at about + 10 dB below 100 Hz). The
equalizer section makes it easy to touch up the loudness contour. The unusually sharp
“subsonic” filter has no audible effect but visibly limits woofer cone excursions due to
infrasonic signals, which is exactly what the filter's there for. The two tape monitors
allow dubbing in one direction: from TAPE 1 tO TAPE 2.
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A Fine First
Semiautomatic
from ADC

SPEED ACCURACY (at 33 or 45 rpm)
no measurabie error at 105, 120.0r 127 VA(

SPEED ADJUSTMENT RANGE
at33 ~3210+7.8%
at4s 59t0+9.0%

WOW & FLUTTER (ANSI/IEEE weighted peak)
+0.05% average; + 0.09% max. instantaneous

TOTAL AUDIBLE RUMBLE (ARLL} -60dB

TONEARM RESONANCE & DAMPING

vertical 8.2 Hz, 47:-dBrise
lateral 7.0Hz; 2-dBrise
ARM FRICTION negligible in either plane

MIN. STYLUS FORCEFOR AUTO TRIP 230 mg
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The RS-2007 seems to embody a Fisher tradition that reaches back into
the Forties: that engineering must be at the service of music listening. At its inception,
the approach seemed elitist; in the intervening decades, it has spawned the high fidel-
ity industry as we know it and has come to seem anything but elitist. Considering its
price, power rating, and extra features, the RS-2007 may be too much receiver for Ev-
eryman. But it aims squarely at the music listener rather than the engineer in every ele-
ment of its design, with the exception of the pcwer meters {a subject on which we
repeatedly have expressed our possibly jaundiced view]. The equalizer section is partic-
ularly successful in this respect. As a whole, we find the receiver both a pleasure to listen
through and a pleasure to use.

Circle 140 On Page 93

VTF ADJUST

CUEING
— ANTISKATING ADJUST.

QUARTZ SPEED
LOCK [ON/OFF)

SPEED SELECT.
{33/OFF/45)

SPEED FINE ADJUST

ADC 1700DD, a two-speed {33 and 45 rpm) automated single-
play turntable assembly, with base and removable dust cover. Dimensions:
18%: by 15 inches (top plate), 6% inches high with dust cover closed; clear-
ance of 15% inches vertically and 1% Inches at back with cover set in vertical
position. Price: $249.95. Warranty: “limited,” 2 years parts and labor. Manu-
facturer: ADC Professional Products, Div. of BSR Consumer Products Group,
Route 303, Blauvelt, N.Y. 10913.

The dichotomy between separates and integrated componentry is delin-
eated with special clarity when you are deciding between an “integrated” tonearm/
turntabie combination and the separate species of each. In many ensembles, the arm is
distinctly less impressive {usually because of relatively high mass} than its independent
cousins. But choose the latter, and you must boih undergo the sometimes traumatic
hassle of mounting the arm and forgo aii {or almost all) automatic features. Thus, it was
with considerable interest that we approached the ADC 1700DD, a semiautomatic
turntable with an antiresonance base and a low-mass shell and arm closely akin tothe
ADC LMF-2 separate.

When we reviewed the carbon-fiber LMF-1 arm (January 1978) we
found it to be a highly competent separate: The virtually identical LMF-2's removable
headshell affords greater convenience in swapping cartridges at the expense of a slight
increase in mass. The arm on the 1700DD resembles the LMF-2: a straight, tapered,
aluminum tube with ADC's removable, offset headshell of molded carbon fiber. The
stylus force and antiskating settings offer greater ranges than those of the separates-
to 3%, as opposed to 1Yz grams.

The tracking-force gauge is accurate within 0.1 gram to a 2-gram setting,
and though it indicates 3 grams when the actuai stylus force is 2.8 grams, the resulting
error of 5% or less in the most-used range (1-2 arams) is negligible. Over its useful
range, the antiskating force varies linearly with the setting and creates an outward
thrust equivalent to 15% of the tracking force.

The 1700DD is fitted with 4 1-inch cables that, together with the tonearm
wiring, constitute a capacitive load of 195 picofarads on the cartridge-somewhat
greater than average, suggesting best match with a preamp of low input capacitance
or acartridge that will be “happy” with a greater-than-average capacitive load. You
adjust stylus overhang by loosening the mounting screws and positioning the cartridge
so that the distance between the stylus and the center of the mounting siotsis 10



New Measurement Standards: In
making comparisons between current re-
ports and those published in the past,
readers are cautioned to pay particular at-
tention to the reference levels and similar
test criteria cited. S/N ratios for electron-
ics, in particular, are measured very differ-
ently now that we have adopted salient
features of the new IHF amplifier-meas-
urement standard. While we believe that
the new technique (which also implies a
saner approach to loading of all inputs
and outputs) will result in measurements
that more perfectly reflect audible, in-use
effects, they cannot be compared directly
to the numbers resulting from the former,
more conventional lab measurements.

An Integrated
Amp
“Does It All”

EQUIPMENT REPORTS HIGH FIDELITY

millimeters (approximately % inch). No overhang gauge is provided. A tonearm-height
adjustment is tucked away at the back of the arm mount.

The motor, whose speed is phase-locked to a quartz crystal, drives the
platter directly. No inaccuracy in either drive speed could be measured at any test line
voltage. With the lock off, the pitch adjustment range runs from about a quarter-tone
flat to a half-tone sharp at 33 and from about a half-tone flat to three-quarters of a
tone sharp at 45. Lighting displays show which of the two speeds you have selected
and whether the phase-locked loop is engaged. (A strobe also is supplied, though it
seems largely redundant.)

Weighted peak flutter of the magnitude measured here-better than
+ 0.1%-canrarely be heard and is likely to be submerged in the speed perturbations of
the average (imperfect) record pressing; off-center spindle holes and record warp can
easily create much greater levels of “flutter.” Suffice it to say that we could not hear the
ADC’s flutter in piano music-a stringent “real-life” test. Weighted rumble measures
good to very good and also went unnoticed in our listening tests.

Tonearm resonance (measured, as always, with the Shure V-15 Type ill
cartridge) is well placed in frequency-especially in the more important vertical plane-
and the arm damping seems adequate. With the Shure V-15 Type IV, we find the ADC
arm to be exceptionally adept at tracking warped records; checked with the tonearm-
resonance tests of the Shure ERA IV disc, the stylus and arm behave extraordinarily
well. Thus-however jazzy the carbon-fiber arm of the LMFs may have seemed-the
switch to aluminum has not compromised performance.

Between uses, the ADC 1700D's power switch can be left on in either
speed. As you move the arm from the rest (where it can be clamped) the drive comes to
life. You must position and lower the arm manually (with or without the cueing feature),
but at the inner spiral the arm lifts and returns to the rest, and the unit turns itself off. A
switching “pop”is likely to occur whenever power is applied or shut off.

The cueing action is superb: well damped in both directions and with vir-
tually no sidedrift. The isolation feet seem very well matched to the mass of the system.
The dust cover can be raised and lowered and the surface on which the 1700DD rests
can even be pounded strenuously without disturbing the stylus. The undersized record
mat facilitates disc removal, though it fails to support the disc’s outer bead.

The strong points of the ADC 1 700DD vastly outweigh its very minor
weaknesses. Specifically, flutter and rumble are inaudible, and the suspension provides
excellent isolation; the tonearm gives a near-ideal support for a high-quality cartridge,
rivaling many a separate. These constitute the sine qua non of record-playing perform-
ance. What puzzles us is how ADC can offer an entire semiautomatic system, with an
arm and drive of this quality, at a price barely more than that of the LMF-2 arm alone.
But why look askance at so handsome a gift horse?

Circle 131 On Page 93

RECORDING SELECT.
(2»1/1»2/OFF/
PHONO/TUNER/AUX)
MAIN SELECT.

MONITOR [TAPE 1/SOURCE/TAPE 2]
VOLUME
LOUDNESS COMPENSATION [ON/OFF)
FILTERS {INFRASONIC. ULTRASONIC)

(TUNER/PHONO/AUX|
PEAK LEVEL DISPLAY E
SPEAKERS (A, Bl N\
d ] MUTING
[ON/OFF)
AC POWER ———#—' ]
HEADPHONES PHONO SELECT: 1/2/3{MC}

PHONO 1 IMPEDANCE
{35K/50K/70K OHMS)
PHONO 1 CAPACITANCE
{+0/100/200 PFI
BALANCE

BASS

TREBLE
TONE {ON/DEFEAT}
MODE {REV /STEREO/MONO)}
INDICATOR {OFF/NORMAL/-20 DB}

Rotel RA-2030 stereo integrated amplifier in metal rack-mount
enclosure. Dimensions: 19 by 5% inches (front), 17%: inches deep plus clear-
ance for controls and connections. Price: $680. Warranty: "limited,” two
years parts and labor. Manufacturer: Roland Electronics, Japan; U.S. distrib-
utor: Rotel of America, 1055 Saw Mill River Rd., Ardsley, N.Y. 10502.
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RATED POWER 19 d8W (BO watts)/ch.

QUTPUT AT CLIPPING [both channels driven)

8-ohm load 20 dBW (98 wattsl/ch.
4-ohm load 21% d8w 140 wattsl/ch.
16-ohm load 17% dBW {58 watts)/ch.
DYNAMIC HEADROOM 1d8

HARMONIC DISTORTION (THD; 20 Hz to 20 kHz|
at 1998w (80 watts| <0.021%
at0dew {1 watt) =0.013%

FREQUENCY RESPONSE (at 0 d8W)
+0,-%dB, < 10Hzt027.2 kHz
+0,-30B, < 10Hzt0 79.3 kHz
RIAA EQUALIZATION + % dB. 20 Hz t0 20 kHz

INPUT CHARACTERISTICS {re 0 dBW: A-weighted)

sensitivity S/Nratio
moving-coil phono 21pV 75% dB
fixed-coil (MM)phono  0.22mV 79% dB
aux. tape 14.9mvV 81%d8
PHONO OVERLOAD {1-kHz clipping)
moving-cotl (MC) 28mv
fixed-coil [MM) 280 mv

PHONO IMPEDANCE

phono 1 (MM] 34,4k 48.1k &%65.4k ohms;
220.310,7410pF

phono 2 (MM) 49.4kohms; 170 pF

phono 3 (MC) 42 ohms

DAMPING FACTOR (at 50 Hz) 94

ULTRASONIC FILTER -3 dBat 26 kHz; 12 dB/oct.

INFRASONIC FILTER -3 dBat 15 Hz: 12 dB/oct
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After years of simmering on the back burner, the design needs of the tape-
recording enthusiast are beginning to influence a broad range of amplifiers and receiv-
ers. We see anincrease in selectors for the program to be taped, independent of that
for audition. In the Rotel RA-2030, independent program selection is but one example
of acomplex, rational, flexible control system.

The three separate phono inputs use goid-plated jacks. One is earmarked
specifically for a moving-coil pickup and provides the additional gain and low input im-
pedance necessary for these “insensitive” cartridges. The other two are for fixed-coil
pickups and thus bypass the moving-coil pre-preamp. PHONO 2's input termination
seems reasonable for many moving-magnet or moving-iron designs; PHONO ! offers a
choice of three termination resistances and three capacitances to accommodate pick-
ups that require higher capacitive loads than average. Since the minimum capacitance is
on the high side, however, the typical fixed-coil cartridge is likely to perform best with
PHONO 1’s minimum capacitance setting or with PHONO 2. In all cases, the phono
preamp is equalized accurately and provides more-than-adequate headroom for the
type of cartridge likely to be used. Noise level is notably low, and the sensitivity is ap-
propriate to the task.

Note that the combination of PHONO SELECTOR and the two overall selec-
tors {for recording and listening), pius the tape-monitor buttons, offers far greater flex-
ibility than usual; about all Rotel has overlooked is that it doesn’t permit recording from
one phono input as you listen to another. An CFF position disconnects the tape-
recorder inputs and prevents the distortion that can occur when decks connected to
the tape jacks are turned off. Thus no resistive isolation network is needed between the
source program and the tape-recorder feed, the TAPE source impedance is minimized,
and high frequencies are better preserved through the recording chain-a most wel-
come bit of foresight. The output at the TAPE jacks is identical to the AUX or TUNER input
levels; in PHONO, it is well chosen to provide a suitable recording level from average
discs.

The infrasonic (“subsonic”) filter induces a smooth and steep rolloff below
15 Hz. Since it has virtually no audible effect on the music, it may simply be left in the
circuit to reduce the possibility of overload from warps or other disturbances. The high-
cut "supersonic” filter duplicates the smooth, sharp rolloff of the infrasonic filter but at
ultrascnic frequencies. Presumably its purpose is to reduce the possibility of transient-
intermodulation distortion since the cutoff frequency is too high to take a noticeable
bite out of audible hiss. But the RA-2030’s already very low high-frequency inter-
modulation distortion renders the ultrasonic filter a mere flourish.

In the practical sense, the Rotel is free of distortion. At the 0-dBW level,
harmonic components lie below our abllity to find them at frequencies greater than
100 Hz; they inch up only to 0.013% at 20 Hz and are predominantly of the "soft”
second-order type. At rated power (19 dBW, or 80 watts), only negligible amounts of
the second harmonic can be found from 40 Hz to 4 kHz. Traces of third and fourth har-
monics appear closer to each end of the audible band, but their total never exceeds a
minuscule 0.021%.

Tested on both a continuous and a dynamic basis, the ampiifier delivers !
dB of headroom over its 8-ohm rating, which is to say that it will pump out about 100
watts per channel without distress. With 4-ohm loads, it produces almost twice the 8-
ohm-rating output power. Being close to the theoretical limit, this suggests a gener-
ously designed power supply and perhaps explains the RA-2030's substantial size and
weight for an amp in this class.

Catering to the current vogue, an LED indicator displays the output of
each channel. We find the break point between its two sensitivity ranges poorly cho-
sen: In typical use, the peak output level frequently exceeds the 2%-watt (4/2-dBW/) up-
per limit of the more sensitive range but, with approximately equal frequency, drops
below the 1%-watt (1-dBW) minimum indication of the NORMAL mode. Yet the indica-
tors respond uniformly to all audio frequencies and are reasonably accurate in their
markings. In NORMAL, the 0-dB LED correspords closely to the onset of clipping, and
the display responds fairly rapidly {to within 1 dB on a 1 7-millisecond puise) and with-
out overshoot. It might be noted that, though there are thirteen LEDs for each channel,
they differentiate only nine power levels.

Used with a cartridge requiring a 220-picofarad load and mounted in an
arm with 100-picofarad leads, the sound is acmirably clean and open whether we
choose PHONO 2 (for a total loading of 270 picofarads) or PHONO 1 set for no additional



Sherwood
Keeps the
Moderate-Price
Faith

Tuner Section

MONO FM FREQUENCY RESPONSE
+%, ~1%dB, 20 Hz 1o 15 kHz

STEREQO FM RESPONSE. CHANNEL SEPARATION

Frequency response +%.-2dB, 20Hzto 15kH2

Channel separation =36 dB, 20 Hz to 4.5 kHz
>26dB.20Hz1o ! | kHz

FM SENSITIVITY & OQUIETING
DBy

10 t

201~

\
\
30| ‘

.
30 40

DBFO 10 20 S0 60 70 80 90 100
stereo noise [quieting]
_____ mono nolse {quieting}
Stereo sensitivity {for 50-dB noise suppression}

36Y%: dBf at 98 MHz, for 0.33% THD+N

{37% dBf at 98 MHz; 36% dBf at 106 MHz)
Mono sensitivity {for 50-dB noise suppression)

13%: dBf at 98 MHz

Muting threshold 20Y: dBf
Stereo threshoid 20%: dBf
Stereo S/Nratio (at 65 dBf} 69v: dB
Mono S/Nratio at 65 dBf) 74%dB
CAPTURE RATIO 1dB
ALTERNATE-CHANNEL SELECTIVITY  54% dB
HARMONIC DISTORTION [THD+N)

stereo mono
at 100 Hz 0.12% 0.11%
at 1 kHz 0.082% 0.082%
at 6 kHz 0.16% 0.095%
STEREO PILOTINTERMODULATION  0.15%
IM DISTORTION {mono) 0.097%

EQUIPMENT REPORTS HIGH FIDELITY

capacitance {320 picofarads total). The loudness contour gives reasonably plausible
balance atlow listening levels, and the tone controls-each of which is of the shelving
type-are quite accurately calibrated in dB of boost and cut.

The Rotel RA-2030 makes an imposing impression on the shelf and offers
anunusually wide range of control flexibility plus virtually flawless sound. The multiplic-
ity and grouping of the controls require some assimilation, but they permit access to a
design in which-if we are to judge, for example, by the generous headroom built into
the power supply-littie has been spared to implement its exceptional intentions.

Circie 132 On Page 93

Sy o SELECTOR
(O

AC POWER—=) OEVE DR cCee m%%?go
FM/PHONQ/
AUX]

HEADPHONES MONITOR (TAPE/SOURCE)

SPEAKERS FM MUTING {ON/OFF)

{OFF/A/B/A+B| HIGH FILTER [ON/OFF)

BASS LOUDNESS COMPENSATION

TREBLE [ON/OFF)

BALANCE VOLUME

Sherwood S-7450CP stereo FM/AM recelver, in wainut-grain vi-
nyl-clad particieboard case. Dimensions: 18% by 5% Inches (front), 12%
inches deep plus clearance for controis and connections. AC convenience
outlets: 1 switched (100 watts max.), 1 unswitched {150 watts max.). Price:
$325. Warranty: "limited,” three years parts and labor. Manufacturer: made
In Korea for Sherwood Trading Corp., 4300 N. Callfornia Ave,, Chicago, Iil.
60618.

Sherwood's components have atways been notable for their clean, crisp
styling, and its S-7450 is no exception, with an elegance of line (echoed, in several re-
spects, by elegant performance) that belies its pricing. The CP model suffix specifies
Sherwood’s Certified Performance Series, for which performance documentation is sup-
plied with each sample. As you'd expect for receivers in this price class, power is only
moderate, at 14% dBW (30 watts) per channel. But that rules out only inefficient speak-
ers, not good performance. With 1% dB of clipping headroom and 2 dB of dynamic
headroom, the S-7450 can follow complex music cleanly at levels equivalent to aimost
50 watts. Distortion, frequency response, and the like are all weill within specification.

Those features that contribute to sound quality have been reasonably well
thought-out, too. The tone controls leave the midrange (between about 375 Hz and 3
kHz) relatively unaffected, with a mildly shelving characteristic in the bass control to
avoid bass boom. There is ample range for bass and treble adjustment. The noise filter
nibbles audibly into the program material, but its slope (12 dB per octave) is steep
enough to be effective. The phono input is fairly flat and quite quiet-as are the high-
level inputs. Input and output impedances, sensitivities, and levels seem carefully cho-
sen, and distortion is kept well in hand, atless than 0. 1% in any significant measure-
ment.

The two channels can be mixed for mono listening only in FM and, of
course, AM; there is no mono setting for PHONO or AuX. The loudness contour switch,
which introduces a vVOLUME-dependent boost in the bass plus a much smaller one at the
extreme high end, has very little effect unless speaker efficiency and/or phono-car-
tridge output is relatively high. (Sherwood has, incidentally, forsaken its long-standing
habit of making LOUDNESS the standard position of its VOLUME/LOUDNESS switch.) The
placement of the volume control, though in a group of equail-sized knobs, automaticaily
recommends itself to the right-handed user. Its detents are marked in 1-dB steps; the
BALANCE has a center detent, and the bass and treble are detented at each of 10 num-
bered graduations, corresponding roughly to 3-dB steps in the ranges of maximum ef-
fect. One detail of the control setup strikes us as unfortunate: the large tuning knob,
which obscures the SELECTOR's input markings when viewed from above, though AM
and FM pilots on the dial face confirm these two settings.

The tuning dial is clearly calibrated every even 200 MHz, which means
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AM SUPPRESSION 52%: a8
PILOT {19 kHz) SUPPRESSION 77%: a8
SUBCARRIER (3BkHz) SUPPRESSION ~ >BS5d8
Amplifier Section

RATED POWER 14% dBf (30 wattsl/ch

OUTPUT AT CLIPPING {both channels driven)

8-ohmload 16%: dBW {45 watts)/ch.
4-ohm load 1BY dBW (65% watts)/ch
16-ohmload 14% dBW {2B% watts)/ch
DYNAMIC HEADROOM 2d8

HARMONIC DISTORTION {THD+N; 20 Hz to 20 kHz)
at 14% dBw (30 watts) <0.058%
at0dBwW (1 watt) 20.044%

FREQUENCY RESPONSE {at 0 dBW)
+ % dB, 10 Hz to 20 kHz
+%, -3dB, < 10 Hzto 70 kHz

RIAA EQUALIZATION £ ¥ dB, 25 Hz to 20 kHz
+%, - 1% dB, 20 Hz to 20 kHz

INPUT CHARACTERISTICS Ire 0 dBW: A-weighted)

sensitivity S/Nratio
phono 04Bmv 7808
aux, tape 2B5Smv 85a8

PHONO OVERLOAD (1-kHz clippingl 160 mV

PHONO IMPEDANCE 47.8k ohms, 260 pF

DAMPING FACTOR (at 50 Hz) 48
HIGHFILTER -3dBat 7.5kHz; 12 dB/oct.
LOW FILTER -3d8at 15 Hz 18dB/oct.

A Bookshelf
Speaker
With a Heritage

ANECHOIC RESPONSE CHARACTERISTICS {0 dBW input)

HZ 20 50 100 200 500 IK 2K 5K 10K 20K
boundary-dependent region

average omnidirectional response

_____ average front hemispheric response

— = — ON-axis response

AVERAGE OMNIDIRECTIONAL QUTPUT
1250 Hz to 6 kHz)
84 dB SPL for 0 aBW (1 watt) input

CONTINUOUS ON-AXIS OUTPUT (at 300 Hz)
112 dB SPL for 20 dBW {100 watts) input

PULSED OUTPUT fat 300 Hz)
126% dB SPL for 34% dBW (2.604 watts| peak

“NOMINAL " IMPEDANCE 6.0 ohms

APPROX. TWEETER CONTROL RANGE (re “flat”}
+3,-408B, 310 7kHz [see text)

APPROX. MIDRANGE CONTROL RANGE (re “flat”)
+2,-50dB.1.2to 3 kHz
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that U.S. stations will be found in the spaces between calibration lines, never on the
lines. The calibration is fairly accurate: within a nalf a channel width (100 kHz} across
the band. The signal-strength meter has a fairly limited range, being readable for signal
levels between roughly 30 and 60 dBf. The tuner can handle far weaker signals; 50 dB
of mono quieting (at 13% dBf) and the stereo and muting thresholds (20%: dBf] all are
below the useful range of the meter. The tuning knob has little backlash, but thereis a
slight time lag between your turning the knob and the tuner’s response.

FM performance is a bit better than average for this price class in many key
respects. Channel separation is a commendable 30 dB or better out to 7 kHz. Mono FM
frequency response is reasonably flat (and simifar between the two channels), though
careful A/B comparison with another tuner reveals a slight dullness in the Sherwood'’s
sound. Sometimes a mild thump occurs as the tuner mutes itself, and the muting can be
overridden at times by strong signal on an adjacent channel. Al in all, however, the
section’s behavior is at least as good as we expect in a moderately priced receiver

A few rear-panel details are worth noting: There are both pinand DIN
connections for the single tape monitor. {The unusually comprehensive and compre-
hensible instruction manual suggests that best fidelity will be obtained by forgoing the
DIN socket's convenience, presumably because of reduced shielding and potentially in-
creased crosstalk.) The phono ground is placed at the opposite end of the input section
from the phono input, a mild inconvenience. An FM de-emphasis switch has positions
for the European standard (50 microseconds) as well as for the U.S. (25 microseconds
with Dolby noise reduction and 75 without ith The speaker outputs are fused for pro-
tection against amplifier malfunction, but the high fuse values (3.5 amps per channel)
and the Sherwood’s modest power suggest that in normal use they'll probably never
burn out.

Qverall, the S$-7450 projects intelligent moderation: neither a profusion of
features nor a paucity, no area of performance overemphasized at another area’s ex-
pense. This is, to us, the hallmark of good design in the face of the price squeeze that the
designer must face in this class of equipment. While it doesn’t prompt exclamations
over any particular aspect, it obviates potential exclamations over any decided limita-
tion. And that’s far more important in an inexpensive receiver.

Clrcle 139 On Page 93

JBL Model L-110 loudspeaker system in walnut-veneer cabinet.
Dimensions: 14% by 23": inches (front), 11% Inches deep. Price: $410. War-
ranty: "limited,” five years parts and labor. Manufacturer: James B. Lansing
Sound, Inc., 8500 Balboa Bivd., Northridge, Calif. 91329.

In basic outline, the L- 1 10is a classic JBL “"bookshelf” model (though, typi-
cal of the genus it personifies, it will fit on few bookshelves). It is a three-way system
with a vented woofer enclosure, a cone midrange, and a dome tweeter. Its personality
is warm and appealing, and its sound finely delineated. Yet itis not a rehash of old ideas.
The bottom-end “bloom” to put it kindly) that once was typical of vented models, par-
ticularly in this size, has been tightened up, and the response flattened out by contrast
to the “presence bump” that some once deemed characteristic of the "West Coast
sound.” It is, in 3 word, a modern speaker with a sense of tradition.

JBL rates it at 8 ohms, and indeed the measured values stay very close to
this figure from below 100 Hz to beyond 20 kHz (implying good transfer characteristics
even with a fussy amplifier), and the CBS nominal rating (6 ohms] is the minimum value
at any frequency in the audio band. Thus many amps will not take paralieled pairs of L-
110s amiss, though the combined impedance will fall to 3 ohms at some frequencies.
The relatively high efficiency puts no premium on amplifier power, yet the speaker han-
died both the 20-dBW ({ 100-watt] continuous tone and the full power the test ampli-
fier could deliver to it over 2% kilowatrs peak) in the pulse test-for an ear-shattering
1 26Y dB SPL in the latter-without serious distortion, measurable loss of input/output
linearity, or other sign of distress. The cutput-power rating of the driving amplifier is of
very little importance, given this combination of sensitivity and ruggedness (though
JBL warns against serious underpowering because of the tweeter-threatening har-
monics that a clipped drive generates).

Distortion at more reasonable levels is very well controlled, and the less
annoying second harmonic predominates at its maxima. When the lab drove the L-110
to 100 dB SPL at 300 Hz, the third harmonic remained under 1% from 60 Hz up, while
the second generally remained below 1% from 75 Hz up; both average well below
0.5% throughout the midbass, midrange, and treble. With the drive at 0 dBW, all the
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figures fall even farther. The 300-Hz puises are very well reproduced; at 3 kHz, the
scope trace shows a series of low-level "echoes” that may, indeed, represent reflections
from the grille trim but that are not pronounced enough to warrant concern.

Response was measured in the CBS anechoic chamber with the tweeter
and midrange controls at their midpoints-the standard setting when the manufacturer
indicates no “normal” or “flat” position, and JBL's suggestion as a starting point from
which departures can be made for "most pleasing overall results.” The test yielded a
distinct lower-midrange emphasis [the "humps" centered at around 400 Hz), but for
which omnidirectional response would be within about + 3 dB to beyond both fre-
quency limits for the curves. Increasing both controls raises the entire upper range by a
few dB without adding more than a fraction of a dB in the 400-Hz range, and much of
our listening was conducted with them two-thirds to three-quarters of the way up.
Decreasing the treble from its midpoint, incidentally, introduces a severe high-end roll-
off and makes the L-110 sound very old-fashioned indeed.

On the basis of the curves, the bass appears a little weak by contrast to
the upper ranges and might prompt setting the speakers on the floor to get the woof-
ers near a surface to which they can couple. JBL recommends a vertical placement, with
the woofers down, but the manual makes no other specific recommendations. With the
L-110s raised off the floor (and verticall, however, we considered the bass excellent.
There still is a little extra gutsiness to the sound, even in this position, that can be con-
sidered either attractive or a bit exaggerated, depending on the listener’s taste. Below
63 Hz fwhere our curves end) the rolloff is more gradual than it is just above, and the
bass therefore is more solid and extended than you might assume from the bottom end
of the curves.

Dispersion is exceptionally good, which keeps the tonal balance consistent
over a wide listening area. The stereo image, which we judged to be good, also holds
up well as you move about in the room. These properties usually are regarded as de-
siderata of speaker design in this country [{though not elsewhere, as witness two other
reports in this issue), as are the open, airy quality of the sound and even what we have
called its gutsiness. JBL has buiit on the values that have made its speakers so successful
in the past and given us, in the L-110, a contemporary model that surely will delight a
great many listeners.

Circle 136 On Page 93

KEF Model 105 ioudspeaker system in wood enclosure. Dimen-
sions: 16% by 40 inches [front), 18 inches deep at base. Price: $950. War-
ranty: “limited,” flve years parts and labor. Manufacturer: KEF Electronics,
Ltd., England; U.S. distributor: Intratec, Div. of British Aerospace, inc.,
13850 McLearen Rd., Herndon, Va. 22070.

Ray Cooke, the doyen of KEF, is an ardent proponent of modern com-
puter-assisted analysis techniques in loudspeaker design, and the Model 105 repre-
sents the culmination of some groundbreaking work in this field that, if not unique with
the company, is characteristic of its individualistic energy. We have tested a few speak-
ers employing KEF drivers in recent years, but this is the first KEF-designed system we
have chosen. Consequently we looked forward to this report. And the 105 turns out to
be a plum.

Itis a floor-standing system with separate chambers for its three drivers.
The tweeter and midrange chambers constitute a single assembly that mounts atop the
woofer’s enclosure via a swivel spindle allowing horizontal angling, along with what
appears to be a rack-and-pinion adjustment for vertical angling. The supplied leads run
from the floor up through a tube within the woofer enclosure and attach to binding
posts behind the woofer; leads from the terminal board {which also holds a series of
fuses, for which spares are supplied) connect via banana plugs to jacks above the
woofer and power it.

KEF strongly recommends purchase of matched pairs, distinguished by
identical serial numbers with A and B suffixes. The woofers and midrange/tweeter as-
semblies are packed one system to a carton; a third carton contains both grille struc-
tures. Once the systems have been assembled and the leads attached, you must aim the
upper assemblies. To do this you turn dials at the back of the tweeters to LISTENING WIN-
DOW and apply a reasonably constant signal. {The manual suggests FM interstation
noise.) This lights an LED located on each system between tweeter and midrange, and
recessed behind a siot so that it is visible only in the area toward which these drivers’
on-axis sound is projected. Thus you should be able to see both LEDs from the listening
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position; if you can’t, you must adjust the angle cf the midrange-tweeter sections. That
done, you can either turn the LEDs off or switch them to fire at 40, 50, 60, 80, 100, 125,
150, or 200 watts of peak input power-whichever is closest to the clipping point of
your amplifier-to signal when itis running out of steam.

The importance of aiming the uppet assemblies correctly is a direct con-
comitant of the 105'sinherent design philosophy: that, insofar as possible, the sound
should be directed straight from the drivers to the listening ears, offering minimum op-
portunity for the room to color the sound or blur or otherwise distort the sterec image.
Hence dispersion is not considered a virtue, and -he listening area is deliberately limited
(though the 105's casters make it easy to rearrange it). This attitude, accepted in Britain,
is in sharp contrast to the American penchant for wide dispersion-let alone the so-
called omnidirectional designs that deliberately bounce much or most of their sound off
room boundaries.

KEF’s design puts a severe strain on the CBS test technique, which en-
circles the speaker with a spherical net of thirty-six microphones to catch the entire
radiated energy from the model under test. Normally it does so; exhaustive tests-albeit
generally with speakers designed for maximum, rather than minimum high-frequency
dispersion-have shown that tightening the net by adding mikes does not significantly
raise the technique’s ability to catch extra lobes of beaminess that would otherwise slip
through. But the mikes are one meter from the enclosure, and the “on-axis” mike is mid-
way between the top and the bottom of the overall height. In that position, not even

maximum adjustment of the beam angle will bring the mike within KEF’s "listening win-

Furthermore, in such a speaker the on-axis response is considered the cri-
terion of merit; using the CB8S technique [which in this respect follows U.S. design think-
ing) it is the total energy radiated into the room. as expressed by the average omnidi-
rectional curve, that is usually considered the most useful and, in most speakers, gives us
the best correlation with listening quality. In this instance, it seems to us that the design
has managed to beam some high-frequency energy through a “hole” in the CBS net
since we simply can’t hear the top-end rclloff that the curves suggest.

Though the on-axis mike is not looking into the window, it still delivers an
anechoic response curve that is both flatter and smoother than those of many speakers
typicai of the sort used in proving out the test technique. And the 105 sounds excep-
tionally flat and smooth as long as it is used appropriately. Peripatetic listeners will, of
course, hear changes in tone color and stereo imaging as they move out of the win-
dow, but the changes are much.less than we might have imagined, considering the
design intent. The sound is certainly listenable from an “incorrect” vantage; it's just no
longer superb if you aren‘t sitting where KEF tells you to.

The sealed woofer enclosure suggests, and the data document, that the
105 is not very efficient; a fair amount of power-amp muscle is needed to getits full
potential impact. And the speaker can take it. It wasn't even breathing hard in the 20-
dBW [100-watt} continuous-tone test, and it handled pulses to peak power of just over
a kilowatt before showing discomfort. Since it tops off at around 115 dB of sound pres-
sure level, the dynamic range is exceilent for any home application where sufficient am-
plifier power is available. And even at close to 100 dB SPL the harmonic distortion aver-
ages only about 1%, with relatively little (generally 0.5% or less) third harmonic
content. At the acoustic output equivalent toa 0-dBW (1-watt) input at 300 Hz, the
third harmonic remains below 0.5% from below 60 Hz, and the second harmonic aver-
ages about the same as the third.

Which is to say that the sound is dean. it is also wonderfully detailed and
solid, with excellent stereo imaging, missing only a little of the depth delivered by some
speakers that are exceptional in thisrespect. The bass is extremely impressive-capable
of shaking the room when the signal demandsit, but without the blur thatinduces the
effect even when it isn't called for in speakers whose woofers are less well controlled.
Transients, consequently, are cleanly defined, with real impact. And there is very little
coloration to the sound. Soprano tone blurs a bit in the upper range on fortissimos and
piano passages, for example, take on some roughness in the same range-but very little
compared with many speakers.

Some low-level “echoes” visible in scope photos made during the high-fre
quency pulse test may relate to this observation. Normally we would attribute the de-
layed energy to diffraction from the cabinetry, but this is an area with which KEF has
taken exceptional pains (as witness the rounded edges of the midrange/tweeter as-
sembly and the damping foam atop the woofer enclosure). Perhaps the test frequency
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(3 kHz) shows the KEF at its worst since the impedance curve (which fluctuates a good
deal across the frequency range) here drops abruptly from its maximum (over 20 ohms)
to about 9 ohms. In any event, the transient response is better than these “echoes”
[small though they are) would suggest, and the sound generally so smooth and flat as
to seem, if anything, alittle remote by contrast to “punchier” (usually meaning less accu-
rate) speakers.

For many listeners the 105 will be a serious contender for “world’s great-
est speaker.” In this country, where we are so accustomed to hearing the virtues of
wide dispersion extolled on the ground that first arrival (the direct radiation) will take
care of the stereo imaging thanks to the Haas effect and that an off-axis listener should
be almost as well served as those whose seating is ideal, the British approach may come
as something of a shock. All we cansay is that the 105 is superb, and its delights should
not be forgone for mere want of conceptual familiarity. The serious listener owes it to
himself to give KEF's premier model a fair hearing.

Circle 133 On Page 93

Rogers L$3/5A speaker system, in wood cabinet. Dimensions:
7% by 12 inches [front), 6% inches deep. Price: $499 per pair finished in teak
or walnut veneer; $550 per pair finished in rosewood or studio black ve-
neer (sold only in matched pairs). Warranty: “limited,” five years parts and
labor. Manufacturer: Swisstone Electronics Ltd., England; U.S. distributor:
Reference Monitor International, inc., Suite 309, 4901 Morena Blvd., San
Francisco, Calif.92117.

The reputation that preceded the LS3/5A-via the so-cailed underground
high fidelity press-was formidable: It appeared the virtual equal in all but ultra-deep
bass reproduction of speakers that may run roughly ten times the price and bulk. So we
decided to hear for ourselves, and what we hear is astonishing. Though the systemis
on the borderline between a mini and an extremely compact booksheif design, the
quantity and quality of its bass are sufficient to satisfy many listeners and the remainder
is smooth and uncolored by anyone’s standard.

The design is the result of collaborative work of Rogers and the BBC
toward the building of a small but true "monitor” speaker-a word that in this context
(and for once) has real meaning. If a monitor is to be used as an evaluative tool, it must
be as accurate as possible; in a studio control room, which typically is smaller and
deader than a home listening environment, placing the speakers so that they will de-
liver their most accurate sound to the listener/engineer has far higher priority than de-
cor. So flat on-axis response in small spaces (where little sound is lost due to propaga-
tion distances) is the overriding concern. And these monitors are spec’d at + 2 dBon-
axis of the tweeter throughout the operating range from 45 Hz to 20 kHz in anechoic
environments.

The CBS measurement substantially confirms that spec even though the
anechoic chamber is not rated as low as 45 Hz and the CBS technique does not put the
“on-axis” mike exactly on the tweeter's axis. {To allow, as much as possible, for any
combination of muitiple drivers without prejudicing its technique toward any one de-
sign preconception, the lab puts its axis through the physical center of the entire sys-
tem.) In a system this small, the two are ciose together, so this similarity of result is not
surprising. With a speaker intended to deliver its “"payload” toward the front, diver-
gence between on-axis and omnidirectional curves is to be expected; indeed the om-
nidirectional measurement is well outside the + 2-dB rating, but the divergence is very
gradual and the sound remarkably free of beaming in the usual sense of a nasty high-
end roughness that appears when you move about the listening space

The greatest limitation of the LS3/5A for home use, as we see it, lies in
none of these areas, but in its dynamic range. It is an unusually inefficient system [basi-
cally, there is no other way to get flat response from a tiny speaker) and therefore soaks
up alot of amplifier power in trying to fill listening rooms larger than it is designed for.
And its impedance is high, reducing the moderate-power distortion but hastening the
clipping point as power demands rise in most driving amplifiers. Rogers ratesitat 15
ohms; above the CBS rating point (which here occurs at about 170 Hz) the impedance
rises to beyond 32 ohms in the upper midrange, with the 15-ohm rating an apparent
average of its wide swings. In the 20-dBW (100-watt) continuous-tone test, which
produced 101 dB of sound pressure level, there was no real sign of distress, though for
the distortion tests the lab found it more appropriate to back off to 92 dB SPL [from its
usual 100) at 300 Hz for the high-level measurement. Even so, the second harmonic
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measured above 1% from about 500 Hz down; the more objectionable third harmonic
stayed substantially below 1% down to 150 Hz in the low-level (0-dBW) test, distor-
tion measurements all were below 1% weli into the bass. Overall, this bespeaks a de-
sign whose distortion is well controlled at modetate listening levels but seems to dislike
being pushed. And indeed the puise test produced excessive distortion by the time out-
put had reached 108Y% dB SPL-which is loud, but not nearly as loud as most home
speakers can be driven comfortably.

in the listening room, too, we find that the really excellent balance, clarity,
and stereo imaging of moderate listening levels ail are compromised when we try for
flat-out listening in @ medium-sized [but fairly live) room. But when we set up for amore
intimate listening arrangement-and, particularly, when we adhered to Rogers’ dictum
that the listener must remain on the tweeters’ axes—we consider the sound excep-
tional. Some slight false brightness shows up on male voices, but both the overall sound
and its detail strike us as very natural. It’s true that the deep bass is not there, butin
much program material (and, of course, depending on the listener) it often goes un-
missed. [Rogers and others offer subwoofers, if you would prefer to go that route.) But if
both your listening space and your musical tastes tend toward the intimate, it’s hard to
see how the LS3/5A could be improved upon.

Circle 137 On Page 93

Speakerlab Model 30 speaker kit. Dimensions: 13 by 31 inches
(front), 11% inches deep; base adds 2% inches at front, 1% inches atback.
Price: $330 with walnut-veneer enclosure; also available with walnut-
grain vinyl finish ($285) or with plans instead of enclosure ($245). War-
ranty: “limited,” five years parts and labor, with speclal 60-day return and
factory-help provisions. Manufacturer: Speakerlab, 735 N. Northlake Way,
Seattle, Wash. 98103.

Speakerlab is a very unusual company. In a day whenkits in general are
fading from the high fidelity consciousness, the folks in Seattle seem to have made a hit
with their sizable line for listeners who prefer to assemble, build, or even design their
own loudspeakers. We say “folks” advisedly since. whether you study their literature,
phone them, or visit their plant (they also have a chain of retail component stores inthe
Northwest), you are very much aware that you're dealing with people-individuals, not
just a corporation. In the process of preparing this report, for example, we called the
order department without identifying ourselves as HF and found that the voice at the
other end could quote things like driver impedances without even taking a breath and
even offered some cogent suggestions about enclosure finish. We suspect that this sort
of with-it-ness, unique in our experience of such departments, has contributed a lot to-
ward Speakerlab’s success.

Consistent with that attitude, the kits are covered by a “satisfaction guar-
anteed” policy: If, within 60 days of receiving a kit. you decide that you've overreached
yourself, you don't like its looks or sound, or whatever, you can send the whole thing
back for arefund and pay only the shipping charges. If in the midst of building you
founder, the factory will come to your rescue-again, for the price of shipping. And you
can hedge your bets by choosing a version of your favorite model (the choice runs from
amini to a near neighbor of the classic Klipschorn) that requires as much or as little work
as you think you're up to. Some even come completely assembled. We chose the Model
30 (Speakerlab’s newest and second-biggest full-range) with an unfinished walnut-ve-
neer enclosure to give our constructor the full woikout short of carpentry, but we could
have gone with a vinyl-clad version requiring no furniture-style finishing.

The enclosure comes fully assembled but for the grille, the front panel, and
its braces. We asked our builder to try the oil finish supplied by Speakerlab. He departed
from the instructions to the extent of using 0000 steel wool instead of sandpaper and
of applying more coats of oil and rubbing each off sooner for maximum penetration and
minimum surface buildup. He pronounced the result almost as attractive as his usudl var-
nish (some finishers avoid straight oil on the theory that it will trap dirt and dull the
grain over the years, but any standard furniture finish can be applied to the cabinet)
and was glad he had stuck with the oil (which is easier to repair) when he saw the
scratches that accumulated during our testing.

The kit includes virtually all you'll need to finish the system except a caulk-
ing gun to hold the silicone cement used to glue and seal the cabinet parts, crossover/
terminal board, and driver mounts {[none of which require screws) and a staple gun,
which seems the best way of attaching the cloth to the popoff grille frame. The time
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required to finish the outside-including the front and back panels, grille frame, and base
assembly, for which a flat black finish is provided-will vary with the method, butin no
case should it run more than about three hours plus drying times. Final assembly in-
volves no soldering since all connections are snapon and can be done deliberately in

less than an hour plus curing time for the cement between assembly stages. There cer-
tainly was nothing about the process that should daunt the reasonably handy.

What you appear to be building is a four-way system incorporating a con-
ventional domed tweeter and cone midrange driver plus an 8-inch woofer and 10-inch
subwoofer that share the remainder of the enclosure {which would normaily presup-
pose interference between the two); but appearance deceives. The bass system-de-
signed and patented by, and named after, engineer Mila Nestorovic-parallels the driv-
ers in their upper range but gradually converts to a passive radiator system, in which
the larger woofer is undriven, as frequency drops. According to Nestorovic, this gives
you the best of both bass worlds: the tight, smooth bass of acoustic suspension without
its tendency toward overdamping at very low frequencies, and the extended response
of aloaded-vent system without its peaky response or tendency toward “flapping” of
the passive radiator at ultralow frequencies—typically, in trying to play warped records.

The result is impressive. The bass is rich and firm-and seemingly unre-
stricted. Overall, the Model 30 sounds vivid, full, and excitingly forward. The sound
could be smoother; solo soprano tone can spread or blur on loud notes in the upper
range, for example, though piano runs stay clear and open (which they don’t when
roughness is severe]. And with a good recording, the stereo image is distinct and open,
with plenty of depth. Considering the care that Speakerlab says it has taken with such
things as phase integrity in the design, we had expected sound that impressed with its
accuracy {which sometimes carries with it a certain laid-back qualityl, but it is the drama
instead that gets to us.

The CBS data show the efficiency to be moderate and the dynamic range
excellent. The continuous tone test produced no complaint at 20 dBW (100 watts);
when the amplifier gave up (at aimost 3 kilowatts peak) in the pulse test, the speaker
was beginning to distort, though at that level it was delivering more than 120 dB of
sound pressure level. The impedance curve is well controlled, averaging 8 ohms (Speak-
erlab’s rating) over the band and never falling below the CBS nominal rating (4.7 ohms
at 130 kHz) nor rising above 16 (except slightly, at the upper bass-resonance peak).
Though the curve lies a little below 8 ohms through much of the midrange and midbass,
paralleled pairs probably would not present too low a load for most amps. In the distor-
tion tests, the third harmonic runs around 1% and is only marginally higher in the high-
level (100-dB) test; the second harmonic is generally well below 1% with the 0-dBW/
drive but considerably above 1% in the treble (above 1 kHz) at 100 dB SPL. The 3-kHz
pulse photos show evidence of diffraction “echoes.”

Of the three anechoic response curves, that for average front hemispheric
response probably comes closest to suggesting the listening quality of the 30: its wide-
range response, some roughness in the lower treble, and a moderate prominence in the
upper midrange. With proper placement (we preferred to use the supplied bases), away
from the walls, the bass seems smoother than indicated by the omnidirectional curve,
which usually provides the best correlation. All three ranges can be adjusted by three-
position switches on the back. Those for the treble and midrange reduce response in
these ranges [from the “0-dB"” settings in which the speaker was measured) by margins
that might be called very slight and slight The bass control is even subtler. It has a NOR-
MAL damping position (in which the tests were made), plus MINIMUM and MAXIMUM,
which were almost identical in deep-bass response. The intent, however, is to control
response to infrasonic signals rather than audible response as such. Since we had no
trouble with warp-induced woofer flutter in NORMAL and considered organ pedals ex-
cellently reproduced in MAXIMUM-and could hear only the very subtlest of differences
among the three-we did most of our listening with this, and the other two switches, at
their reference settings.

Speakerlab claims that to equal the 30’s performance you would have to
spend at least $500 on an assembled speaker. We would agree, with the stipulation
that admiring this particular brand of sound is a prerequisite. A great many listeners will
do so, in our opinion, though some will doubtless find the drama of its forwardness and
big, solid bass suspect, preferring the neater, more reticent quality of, say, some Euro-
pean speakers. Perhaps Speakerlab has invented the Puget Sound.

Circle 138 On Page 93



JULY 1979 EQUIPMENT REPORTS 59

A continental Euro 7 loudspeaker system in walnut-veneer enclosure. Dimen-

sions: 13%: by 24 inches (front), 9% inches deep. Price: $300. Warranty: "lim-

sPeaker c°mes ited,” three years parts and labor. Manufacturer: Heco-Hennel & Co., West

Germany; U.S. distributor: Visonik of America, Inc., 1177 65th St., Oakland,

to the U.S. Calif. 94608.

- - - Visonik's Euro 7 raises the question: Can a speaker that frankly identifies
‘Vla Callfﬂl‘llla, itself as European in design find happiness today in our once inward-looking market?
Traditionally, Americans have regarded European systems as cold and shrill, while Euro-
peans have tended to find American speakers blowsy and inaccurate. But times are
changing, and so are speakers. The high-end railoff, once considered necessary for nat-
ural “thirteenth-row" reproduction here, has been disappearing, and listeners the
world over have learned that bass can be both tight and extended-with neither the
“slop” of some old-fashioned American designs nor the bloodless constriction with
which Europeans once contented themselves.

One "un-American” aspect of this speaker is apparent at first glance: It is
shallow enough to fit on a bookshelf. And its sound is, indeed, distinctly on the lean,
neatly groomed side, with extended highs and tightly controiled bass. Some Americans
doubtless will find it a little antiseptic, though a more objective description might be
that it’s a hair brighter in overall tonal balance than most of the speakers we are used
to.

Visonik rates the Euro 7 quite conservatively at 4 ohms. The impedance
curve drops to that value near 3 kHz and to a liztle below it around 12 kHz, butin the
midrange (where much of the energy is in typical music) it rises to about 16 ohms. Since
it is below 8 ohms through much of the midbass, however, you might be wise to heed
Visonik's implied advice to avoid paralleled paits with amplifiers not suited to driving
loads below 4 ohms-particularly since the Euro 7 needs a good deal of power to play
loud, as indicated by the 0-dBW (1-watt) broad-band noise test. The speaker passed
through the 20-dBW (100-watt) continuous-tone test without serious complaint and
did not show signs of flagging until peak input in the pulse test was close to 3 kilowatts!

Distortion at the 0-dBW level measures in the neighborhood of a moderate
1% [except, of course, in the extreme bass) but with a greater proportion of the third
harmonic than the less abrasive second. As the input level rises, the third harmonic con-
tent remains similar above about 400 Hz {the region where it is most pronounced at the
lower level) but rises in the bass; the secand harmonic also rises markedly throughout
pg ANECHOIC RESPONSE CHARACTERISTICS 0 dBW inputl - the range and, when output reaches 100 dB at 300 Hz, is well above 1% below 150 Hz

S;L) ;’_‘(_\ and throughout the treble. Pulses are well reproduced at 300 Hz, though scope photos
75 m:_:;__,“"—{éi\-._/,-:‘\ show appreciable overhang at 3 kHz. In consegquence, complex musical passages, espe-
70 \_,—-»-\‘ cially at high volume levels, are not as cleanly reproduced as we might have hoped and

Wz 20 50 100 200 S0 1x 2k sk 1ok 20« Midrange tone sometimes seems slightly “etched.” But voices are convincingly repro-
duced. with the balance of partials that give individual singers their character well pre-
boundary-dependent region served-thanks, in part, no doubt, to the smooth omnidirectional response measured in
average omnidirectional response the anechoic chamber. The effect is somewnhat forward, and the otherwise good
_____ average front hemispheric response stereo imaging slightly on the shallow side
— = — on-axisresponse n . . . .
Some American listeners will, we suspect, still consider this sort of sound an
AVERAGE OMNIDIRECTIONAL OUTPUT acquired taste, though loudspeakers (and tastes) throughout the world have been con-
(250 Hz to 6 kHz) i i ; i ;
oy W siderably internationalized in the last decade. Both ‘also have gone through marked im-
provement, and the Euro 7 is among the beneficiaries of that progress. It produces @
CONTINUOUS ON-AXIS OUTPUT fat 300 Hz) tightly focused, up-front sound that will please many with its immediacy.
106 dB SPL for 20 dBW { 100 watts) input Circle 135 On Page 93

PULSED OUTPUT (at 300 Hz)
120% dB SPL for 34%2 dBW (2,814 watts) peak
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EDITORIAL

HIGH FIDELITY

With a great deal of pride we de-
liver to you the issue you hold. For the
editorial staff—the departmental editors,
the production people, and all associated
hands—and for our colleagues in the
business of publishing HIGH FIDELITY
and MusicaL AMERICA, the new graphic
format embodied in these pages repre-
sents months of planning, experi-
menting, cogitating, opining, temporiz-
ing, worrying, disagreeing and
sometimes agreeing, and finally finding
consensus and applying the required
shoulders to the wheel. We admit that
we have a lot of ego capital invested in
the results and that our view of them is
therefore hopelessly proprietary, but we
really like what we see. And we are con-
vinced that you, our readers, will be the
beneficiaries.

Why, you may ask, mess with a
good thing? In the treadmill world of
late-twentieth-century America, to re-
main stationary is to lose ground. So it
was that, some time back, many of us be-
gan to share a conviction that the manner
in which HF addressed the eye was in-
consistent with the manner in which it
addressed the mind. When we began to
analyze it, that perception took concrete
formin a number of aims, and what you
see here is the realization of them. We
decided to improve legibility and en-
hance the pictorial and illustrative as-
pects of our vocation, to bring the several
elements of our coverage togetherin a
natural and gratifying order, to make the
editorial and advertising pages—and
thus the publication’s totality—more
nearly contemporaneous in graphic feel-
ing. By these means the experience of
reading HF will be reanimated for our
faithful followers and the character of
the magazine more clearly impressed on
the newcomer toit. [ urge all of you—old
friends, recent converts, casual acquaint-
ances, the merely curious—to write to us
with your reactions. But if we had to sum
up our view of what we have achieved in
asingle formulation, it would be that we
have discerned a new unity in the diver-

sity of our coverage and in our several
distinct reading constituencies, and that
such a unity underlies our outward
changes.

All of this may create anxiety in
some, visions of familiar landmarks top-
pling, bastions crumbling—all the com
forting expectations heretofore aroused
by finding HF in your mailbox or at your
newsstand now to be consigned to the
scrap heap. Forget it. We are surely not
quite the same, but our publishing phi-
losophy and our journalistic standards
are firmly rooted in the magazine’s past.
Our change is in editorial presentation,
not editorial posture: We hereby renew
our covenant with the alert and well-in-
formed consumer of audio goods, the
music lover whose aural excitations
create appetites satisfied only by in-
creased knowledge, widened scope, and
further refinement of taste, and the semi-
pro and serious hobbyist who wants to
stay abreast of the latest technological
wonders of the musical-instrument mar-
ketplace and the recording studio.

In this issue, you will find two new
columns of opinion: “Soundings,” the
candid reflections of our audio-video edi-
tors on the triumphs and follies of the re-
markable (or atleast always attention-
getting) world of horhe-entertainment
electronics; and ““Pop-pourri,” in which,
this month, Stephen Holden, critic, nov-
elist, and canny observer of the contem-
porary scene (his name will be familiar
to readers of Rolling Stone and The Village
Voice), assesses some of the kaleido-
scopic forces that animate rock and pop.
And—just as over the past several years
we have embraced such emerging phe-
nomena as video tape and video disc
technology and the car-stereo boom—
further innovations are inevitable. We
will also continue to search for more ef-
fective editorial formats through which
to deliver on our commitment to our
readers. But all of this will come to you
along with the standbys: lab/listening
reports on leading sound-reproduction
and signal-processing equipment, news

of the audio industry, classical and pop-
ular record reviews that shun formula
and offer real penetration and guidance,
practical cures for the commoniills that
beset componentry, and feature articles
thatinstruct and delight as they examine
the issues and the figures in the audio
and musical firmaments. Not to mention
”The Tape Deck,” “Behind the Scenes,”
"HiFi-Crostic,” Backseat’s “Input Out-
put” and “Breakaway,” MusicaL AMER-
1ca’s ”Artist Life” and “On Education,”
and all the other contributions of our
regulars.

The road to the publication of this
issue has been a long one, and a list of
those whose toil and inspiration have
smoothed it—from our art director Sa-
rina Bromberg, the creative fountain-
head of our fresh graphic style, to the ed-
itorial and production teams, and to the
advertising and circulation staffs of the
magazine, who lent us their support and
counsel-would fill a column itself.
Some of us felt that as the ultimadte deci-
sions about the new format closed in, so
many oddly assorted factors gathered
themselves together into such satisfying
outcomes that they seemed almost fore-
ordained. Perhaps. What was fore-
ordained was that the editors of HIGH
FIDELITY and MusicaL AMERICA, and
the writers to whom we entrust assign-
ments, should persist in ranging widely
in pursuit of information and insight, in
scrutinizing received ideas and jostling
orthodoxies, in disappointing stock re-
sponses and provoking fresh ones, and
through it all doing what we can to sus-
tain the battered canons of literacy. Stay
tuned: The best is yet to come.

RobertS. Clark
Editorial Director

Circle 34 On Page 93 0



tech talk:

45 ‘watts RMS minimum per chahnel, int6 8 Ohms:
From 20 to 20,000 Hz. With not more than 0.08% THD.

The easiest way to decipher amplifier specs like
those above is to look at the first and last figures.
What's in betweefh can be said for just about any
good- stereo. It's there because the Federal Trade
Commission requires it. What you need to know is
this. The higher the wattage, the more power you get.
The lower the THD, the less distortion you get.

But good specs aren't everything. Compare this
MCS Series® 45 Watt System to other audio systems,
and you’ll find it's just as importantto look for great
features. Like the tape dubbing switch on our ampli-
fier, that lets you hook up two tape decks and record
front one to the other. The signal strength and FM tun-

explamned.

ing meters on our tuner. The Dolby® noise reduction
system on our cassette deck. The DC.serve motor in
our direct drive turnfable. And ourbass-reflex 3-way
speaker system.

You don’t even have to understand the technology
to know what you're getting. it all transiates<into
sound. The MCS Series 45 Watt System complete
with rack, only.$999.

Fult 5-Year Warranty on speakers—Full-3-Year-Warranty-on —
receivers, turntables, tape decks, tuners and amplifiers. i
any MCS Series® component is defective in materials and
workmanship during\its warranty period, we will repair or
replace it—just return it to JCPenney.

e e =

Series SV

- —— \
MCS’| /| /| /\ITMAKES EVERYTHING CLEAR.
\ Sold and serviced at JCPenney
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St F b rt One story Steve Forbert tells about his early days as a rock & roll singer in
eve or e Mississippi amusingly illustrates the kind of image mongering that’s dogged him since

Takes a Bite

Out of the
Big Apple

by Stephen Holden

The author has just published his
first rock & roll novel, Triple Platinum,
for Dell.

being hailed by The New York Times as a shining light in “The New Folk Revival” a year
and a half ago.

“Iwas booked to play a club in Laurel. That’s an actual town in Mississippi,
about fifty miles south of my hometown of Meridian. It’s got a big Masonite plant. [ was
in a group called Pudd’nhead Wilson, named for Mark Twain’s novel. The club owner
didn’t particularly care for that, so when we drove down to the gig, instead of finding our
name on the marquee we see ‘White Fox.' And we thought, did we make a mistake? So
we went in and asked the owner, ‘What's with the White Fox?' And he says, ‘Oh, [ didn’t
like that name Pudd’'nhead Wilson. Don’t make no sense. You all're gonna be White
Fox.”So we played and told everybody at the beginning and all during every showthat
we're Pudd’nhead Wilson and not White Fox.”

Forbert, whose late-’78 debut album, “Alive on Arrival,” was greeted with
enthusiastic reviews and went on to a modest commercial success, has been compared
to everyone from Bob Dylan to Elvis Presley to Rod Stewart. [s he folk, or is he rock? A
poet in rock & roll drag or the opposite? Pudd’'nhead Wilson or White Fox? The Dylan
comparison springs from the intelligence of Forbert’s lyrics and the fact that he often
performs his own material solo, playing guitar and harmonica. But cognizant of the less
than scintillating commercial track records of other Seventies “New Dylans” like Elliott
Murphy, Loudon Wainwright I1I, and John Prine, Forbert understandably balks at the
comparison, insisting that his roots are really in classic rock & roll and country music.
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‘Elvis Presley, Jimmie Rodgers, Chuck Berry, Hank Williams, Jimmy Reed,
and Robert Johnson.” he recites. “It may sound ordinary to hear those names over and
over, but those people are great. It goes back before Dylan. | don't think about liter-
ature. | don’t write a lot of poetry. I'm not crazy about printing lyrics with an album. It’s
the whole song, the way it all fits together. | don’t care what kind of stance you take, it's

not going to last two minutes if you don’t have the whole song.”
Forbert has a point. If his songs have an uncommon intellectual vigor, his Forbert has been com-

stage manner is that of a classic rock & roller. He has the swagger, the sneer, and the pa red to everyonefrom
amused-by-it-all humor of a boyish Elvis, while lacking that performer’s cartoonishly in- P
tense sexuality. His voice is a light rock & roll tenor—husky, throaty, with a southern Bob Dylan to Elvis Pres-

twang—whose grain at times suggests Rod Stewart. Occasionally his stage manner bor- Iey to ROd Stewart.
ders on the precious, but most of the time he seems natural and at ease, projecting a

self-assurance and enthusiasm that are amazingly consistent for someone so young.

(Forbert is only twenty-four—a babe in a singer/songwriter league whose heavyweights

are now mostly over thirty.)

Born and brought up in Meridian (also Jimmie Rodgers’ hometown), For-
bert is ambiguous about the details of his family background. He says he always knew he
wanted to be a performer and started playing guitar when he was eleven. In high school,
while singing in different rock & roll bands, he realized that sooner or later he would
have to go solo.

“I think that a band should be democratic,” he maintains. “*And | found
that I'm not very democratic about vocals. | guess you could say I'm a hog for the micro-
phone.”

Forbert began serious songwriting in 1972. Though he cites the work of
Salinger and Fitzgerald and The Picture of Dorian Gray as writing that he admires, he
disclaims literary seriousness, saying that his first love, even beyond performing, is song
writing. Idols in that area include everyone from Rodgers & Hammerstein to Smokey
Robinson. In discussing song lyrics, he'll quote from Neil Young's Tired Eyes one min-
ute and Stephen Sondheim'’s Send in the Clowns the next.

“Leaving Meridian was one of the easiest things | ever did,” Forbert says
about his decision to come to New York inJune, 1976.“The store | was working in went
out of business. | got my last paycheck and figured now'’s as good a time as any to leave.
Ithought there’'d be a scene—coffeehouses and places where you could play by your-
self. But there weren’t that many. | went all over the place—Staten Island, the Bronx,
Queens, everywhere. Starting out wasn'’t too bad. Everybody was in the same boat doing
those Folk City hoot nights.

Initially he supported himself with messenger and mailroom jobs, and on
hot summer nights he'd play on streetcorners in the Village. But after just a year and a “Even when [’m happy’
half his sole source of income was performing. He now lives in New York’s East Village

» . .
and has no plans to uproot. there’s somethmg in the

For several months he played off and on at CBGB, New York's punk-rock back Of mym ind about
mecca, opening for acts like Talking Heads and John Cale. But Forbert is careful to

. eyq o »
point out that he feels no stylistic affinity whatsoever to the New Wave. At CBGB, he met h ow bnef it is.
Danny Fields, the Ramones’ manager, who eventually signed him for management to
his and partner Linda Stein’s firm, Coconut Productions. Not long after, a favorable
reviewin The New York Times sparked record company interest. Spirited bidding by
Warner Bros., Arista, and CBS followed, and Forbert decided to go with Nemperor, the
CBS custom label run by lawyer/impresario Nat Weiss.

*“] wanted my first record to be very simple, very straight, and it came out
pretty much the way | wanted,” he says of “‘Alive on Arrival.” In an era of expensive,
high-gloss albums, it has the refreshingly unvarnished semi-live sound of late-Sixties,
early-Seventies folk/rock records. Its simplicity is very much in keeping with Forbert’s
artistic personality. The album’s theme is arrival—of two different sorts: The country boy
discovering the big city, and a young man's acquiring a kind of wisdom that might be
called disillusionment. The most detailed coming-to-the-city songs, Big City Cat and
Grand Central Station/March 18, 1977, have a cocky know-it-all Huck Finn Hits the Big
Apple view of New York that's dead-on in its observation. “Hell. it's some kinda lunatic
followin’ me /He's down by the john so | can’t take a pee/I'm s’posed t’ be happy, I'm
herewhere it'sat/I'm a face in the crowd, I'm a big city cat.”
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orbert’s lyrics alone don’t scan gloriously, and they're not meant to. On record

and in performance, however, he phrases them with an off-the-cuff, here-comes-

the-punchline sense of humor that makes them come alive. The song struc-
ture—two-chord and three-chord folk ballads for guitar—complement the diction to
communicate a confident, unpretentious amiability in which folkisms like “a-talkin’’
don’t seem awkward or out of place. In fact, such devices help downplay the songs’ seri:
ousness, allowing Forbert to slip in dark observations without sounding portentously
rhetorical. The finest songs on the album—Goin’ Down to Laurel. Steve Forbert's Mid-
summer Night’s Toast, It Isn't Gonna Be That Way, and You Cannot Win if You Do Not
Play—carry the understated moral resonance that comes from a clearly focused this-is-
the-way-life-is view of the world. If forced to describe Forbert's sensibility, I'd callhim a
New South folk realist storyteller.

The songs are quite obviously autobiographical. In Goin’ Down to Laurel,
his first single. and It Isn't Gonna Be That Way, the album’s finest song. Forbert
shows the ability to step back from his own artistic mythmaking and observe himself and
his surroundings with an almost cruel detachment. This facility helps explain his preco-
ciously skeptical view of romantic love: “You've traveled so far, the wind in your face/
You're thinkin' you've found the one special place/Where all of your dreams will walk
out in line/And follow the course you've made in your mind/Well, it isn't gonna be that
way.

“Some people have suggested that It Isn't Gonna Be That Way s sungto a
girl about alove affair. They're right,” Forbert laughs. *1 like love songs as much as any-
body, but | haven't written many. | don’t really believe in happiness anyway. Even when
I'm happy, there's something in the back of my mind about how brief it is. That doesn't
sound very pleasant. But, you know, the best is yet to come, isn't.it?

Even limited success has brought its share of problems. “Things have been
going well for me in a lot of ways,” Forbert muses. “But it’s not all of sudden, everything
is peachy keen and terrific. There’s a lot of responsibility that goes withit. With all the
touring, | just don't have enough time. I've got a number of songs I'm working on. But |
don’t have the time | need to think things through. Still, touring hasn’t been as bad as |
thought. My throat has held up, and | find that if | can sleep a good sleep every three
days, | can go alongfine.” After a springtour of Europe, Forbert plans to cut his second
album. Material is no problem, since he has a backlog of at least sixty songs. The LP
should be out by the end of the year.

Though he is softspoken in conversation and on the stage, Forbert’s songs
show a considerable capacity for anger. “Here’s to all the shitty jobs that | despise;
Here's to two-bit guarantees and other lies,” he sings in Steve Forbert’s Midsummer
Night’s Toast, the closest he’s come to mounting a Dylanesque tirade. But where Dy-
lan and the Sixties folkies insisted on affixing moral blame, Forbert accepts the unfair-
ness of life as an unpleasant fact. Whereas the last generation of folksingers invoked
Old Testament judgment on specific targets, Forbert’s rage is the universal human com-
plaint against death and taxes. Raised a Southern Baptist—he sang in the church choir
for years—he claims not to be religious, and he shares none of Dylan’s or Jackson
Browne's eschatological infatuation. “I see that everywhere,” he shrugs. “But sowhat?
It's just death. That’s something we know will happen.”

Forbert initially bridles at the suggestion that It Isn't Gonna Be That Wayis
acynical song. “What about the verse? ‘You'll just have to live and see what you find/
And take it from there and follow the signs/ You think you can live an’ dream your own
fate/ You think you can wish and walk through the gate.” Isn’t that optimistic?”

Optimistic?

“Well, disillusion is part of my trip,” he hedges. “Henry Miller says the pur-
pose of the artist is to inoculate the world with disillusion. On one hand | agree. On the
other hand. there's entertainment: You Cannot Win if You Do Not Play means exactly
what it says. Those are my two forces, and | feel both of them very strongly.” Armed with
talent and this kind of Mark Twain perspective, howcan Steve Forbert fail to achieve
rock & roll glory? @

Producing
Steve Forbert

by Steve Burgh

Forbert with his producer

The first time | saw Steve Forbert
was in the spring of 1977. [ was playing
guitar with alocal act at Kenny's Casta-
ways in New York. and he was the warmup.
Clad in the standard folkie outfit of denim
jacket and pants. worn flannel shirt. and
cowboy boots, helooked like another
early Dylan imitation, complete with har-
monica rack and acoustic guitar. But as |
listened to him that night and several
other times throughout the year at
Kenny's, it became apparent that he was
more energetic, more determined than
most of the other acts I'd seen around
Bleecker Street. | couldn’t hear his lyrics—
the sound system left alot to be desired—
but his kinetic performing style and strong
rhythm feel made their point.

I'd heard that Steve was looking for
aproducer for a demotape, so one night |
approached him and offered my services.
Two weeks later he came to my apartment
and we played through some of his origi-
nal tunes, all of which impressed me. He
mentioned that he had signed a contract
with Nemperor Records (distributed by
Epic) and was looking for a producer who
had experience but who wasn't an al-
ready-established “big name.” “That's
me,” | said. Sure enough, a few days later
he called to say he definitely wanted me. |

Steve Burgh is a producer, guitarist,
and songuwriter who has recorded with
David Bromberg, Steve Goodman, John
Prine, Willie Nelson, Billy Joel, and many
others. He is currently producing singer/
writer Carolyne Mas's first album.
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AKATs GX-635D. The first 10% reel-to-reel deck with auto-reverse record and playback.

Auto-reverse record and playback on a 104"
deck. With virtually the/same excdlent quality
recording in both directions.

But that's just for starters.

The GX-635D features th-¢ce precision made
motors. An AC servo direct-drive eapstan motor
and two reel motors. Combined w th six long-
lasting heads, including four of ous exclusive GX
glass and crystal ferrite heads; tvo for recording
and two for playback. AKAl's GX Heads are guar-
anteed” for 150,000 hours — the equivalent of
nearly 17V years worth of continueus play.

And there's more.

The real-time tape counter iscalibrated in

GX-635D: Wow/Fluster — less than 0.03% WRMS at 7V2 ips

minutes and seconds. Also, feather-touch solenoid
functivns controls. A flashing pause lamp that
won't lzt you forget. A pitch control good for +6%.
And atimer s-art switc for both record and pl.ny-
hack that can swart the music without you —in
cither directicn — with the use of an external timar.

We've even got a dual-process Dolbyt-
equipped model, the GX-635DB.

Either way, it's a deck serious audiophiles
will want 10 pu: through its paces at an AKAI
dealer. Or weite AKAL P O. Box 6010, Compton,
CA 90224, for more irformation.

The GX-635D. A brand-new tape deck thas
stops the others in their tracks — coming and going.

+ S/N Ratio —

62 dB DIN; Freguency Response — 30-27,00C Hz (* 3 dB using WR tape).
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- 'Untilnow,you had to buy a Lamborghini At

tro- . C the
disving tohearan Alpine car audio. peartof
Alpine: Alpine’s
the car line there
audio that are two types
Lamborghini se- of “master” units:
lected to be stan- the Integral Compo-
dard equipment on nent and the Micro In-
their $85,000 sports ma- tegral. Each type houses
chine. Alpine audio sys- an FM/AM Stereo Tuner
tems are pure-bred, high- and Cassette Deck.The Micro
technology designs for the car Integral models also feature an
listening environment. The new amplifier and are completely self-
Alpine systems offer more features, contained. Alpine accessory equip-
and more combinations of features, /lelNE ment includes Digital Time Delay (for
than ever before available on in-dash car concert hall-like ambience) and Graphic
audio. Features like memory logic electron- Equalizers. And Alpine offers Loudspeakers
ics, music sensor, Dolby® key-off eject, cas- which handle the enormous clean power of
sette glide, loudness contour and a Cr0,-FeCr Alpine car audio systems. Consult your Alpine
switch. These systems also offer high power=20 dealer for professional planning to suit your
watts-per-channel RMS —along with low distortion and particular needs. Alpine: We're new, and every-
unbelievably low wow and flutter (.09 % on many models). thing we do is new. Alpine Electronics of America, Inc.

Dolby is a registered-trademark of Dolby Laboratories, Inc




got very excited. We met at CBS and
spoke to Nemperor's president, Nat
Weiss (who, coincidentally, had managed
my first rock band. Jacobs Creek), to dis
cuss the details.

Overthe nextmonthorso. Steveand
| met several times to decide which of his
songs would go on the album. This was his
first, and he wanted to do it live—no over
dubbing, no punching-in to repair tracks,
no edits, no nothing. “l want it to be like
Elvis' Sun sessions.” he said. “*Maybe just
a string bass. guitar. and a little rhythm
Visions of a very bare. noncommercial
record danced in my head, along with Nat
Weiss's voice saying over and vver again
‘Don’t bring me a folk album!

On the other hand, I'd been
presented with a real challenge: how to
show Steve the ropes in the studio. make
him feel at ease so he could perform at his
best, and make a record that would satisfy
him artistically but also appeal to listeners
who'd never heard of a young skinny kid
from Mississippi

he musicians, studio, and engineer

were all crucial to this. Steve wanted
to work in New York. and that suited me
fine. | have a preference for A&R Studios,
and after he looked several others over,
he agreed to work there. We decided on
Room R-1. a topnotch 24-track facility. |
chose Glenn Berger as engineer because
he is young, bright, experienced. and a lot
of fun, and | knew Steve and he would re
late well

Selecting musicians was more diffi

4 Circle 1 On Page 93

Forbert

cult. Steve was uptight about “big name
studio players, at least the ones he'd

heard of. and shied away when | men
tioned a well-known guitarist. He insisted
that | do all the lead guitar work, which
presented me with yet another challenge:
play live and produce at the same time
The players | selected included string
bassist Brian Torff (Stéphane Grappell's
and George Shearing’s bassist). electric
bassist Hugh McDonald, keyboard player
Robby Kondor (not that experienced in
the studio, but a fine young player), pedal
steel player Harvey Shapiro, and drum
mer Barry Lazarowitz. Lazarowitz is a ver
satile studio pro, but Steve hadn’t heard

of him so it didn't seem to bother him
When Barry began to tune his drums
though, Forbert had a fit: “So loud!

After several rehearsals it was time
for the moment of truth. The first day in
the studio was spent selectingthe right mi
crophones for Steve's voice (and harman
ica) and acoustic guitar and getting him
accustomed to his new surroundings. We
ran down a couple of tunes, but it was
mainly a warmup. The following Monday
we began working with the musicians. A
few tunes—Tonight | Feel So Far Away
from Home. It Isn’t Gonna Be That Way.
and Goin' Down to Laurel—fell into place
right away, but most of them we recorded
several different ways. Since it was live, |
couldn'tjust add a part after the fact. If
something felt wrong, we had to try the
whole thing over again until it worked.
Steve was still very shy about the musi
cians and kept trying things with fewer

Danny Counts

parts than the take before. Slowly he be
gan to accept the electric bass and the
drums (and later David Sanborn's alto sax
on Big City Cat). although he still wanted
them to play next to nothing on some
tunes. | kept reminding him that the rec
ord was for an audience as well as for
himself

inally, | came up with an idea. One

F night | brought in my old cherry red
Fender Stratocaster electric guitar. Steve
played it for thirty seconds and fell in love
After that, he really opened up and began
te rock, making the last few days in the
studio a breeze. We laid down one great
track after another (Settle Down, Big City
Cat. Thinkin') and wrapped up the last
session at 4 am. with You Cannot Win if
You Do Not Play in one take

It was not over vet, however. When
we started mixing, Steve wanted to hear
his guitar way out in front of the band, with
no echo or reverb on anything—not even
on his voice. We tried it. and. as | sus
pected, it just didn’t have enough impact
He finally conceded that bringing out the
drums and adding echo was a lot better,
and we assembled our master tape. Ted
Jensen at Sterling Sound did the disc mas
tering, and, after we rejected at least six
test pressings from the CBS plant (be-
cause of noise and warpage—sound famil
iar?), “Alive on Arrival” was ready toroll

Steve has come a long way since
that first night at Kenny's. and [ think the
chances are good that we'll be hearing
from him for many years to come. &
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The Latest from Moog &
The First from Ursa Major

by Fred Miller

The Multimoog

he Multimoog. Rather than offer

inginnovations in sound production
Moog's newest offspringis designed for
greater versatility than its predecessors.
No STARWARS-SPACESHIP or BIONIC-BAS
SOON presets here; rather the ease of op-
eration usually associated with simpler in-
struments and the routing and modifying
characteristics of earlier (and bigger)
patch-cord / matrix-system synthesizers.
The Multimoog is very similar to the Mi
cromoog—which has been around for a
while—both cosmetically and electroni-
cally. But the Multi is clearly more flexible
than its smaller brother.

The front panel of the Multimoog is
alittle on the complex side but it’s all ex
plained thoroughly in the excellent
owner’s manual. In fact, Moogand the
manual’s author, Tom Rhea, are to be
commended not only for providingde-
tailed functional information, but for ex
plainingwhy the numerous switches, dials,
and patches do what theydo. [ wish all
manufacturers were as considerate of
their clients. It would be impossible to de-
scribe here the full range of the Multi
moog's capabilities, so I'll simply point out
a few goodies. The basic signal derives

from the two independently tunable os-
cillators (marked A and B}, which can be
mixed or operated separately. The FILTER
section contains a low-pass CUTOFF,EM
PHASIS (amplitude of resonant frequency).
and a CONTOUR-AMOUNT pot, which pro-
vides switchable negative and positive
contouring of the signal. The adjacent FIL
TERCONTOUR section is an envelope gen-
erator that produces a rising-and-falling
control signal that is routed to the FILTER
section; ATTACK and RELEASE controls, and
a FILTER-SUSTAIN switch as well, are tied
into it. Another envelope generator, la-
beled LOUDNESS CONTOUR. also has AT
TACK and RELEASE controls and a SUSTAIN
switch.

The lower row of controls on the
front panel contains the complex KEY
BOARD TOUCH and MODULATION sections,
which offer awide variety of routing possi-
bilities that involves not only the keyboard
but its force sensors (the entire keyboard
is force-sensitive: by pressing a key be-
yond a certain point, you activate an addi-
tional control circuit), the sample and hold
circuit. the ribbon controller, and the
modulation wheel. This unusual routing
flexibility—from virtually any source to vir-
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tually any section of theinstrument—is
controllable from a number of points: key-
board, wheel. ribbon, or another control
input. GLIDE controls a glide time of from
one millisecond to 5 seconds. and VOLUME
determines output volume. Enlarging the
Multimoog's selection and modification
capability even further is a section of
three-position switches that includes 0S-
CILLATORS (on, off. or drone), FILTER MOD
(ification] (off, weak, strong), and FILTER
MODE (normal, full. tone). Four more
switches appear at the left of the control
panel and operate with respect to the
glide control. keyboard triggering, and rib-
bon routing. The ribbon controller, modu.
lation wheel {a variable attenuator for all
control voltages fed to it), and power LED
are at the left of the panel. The keyboard
encompasses three and a half octaves: the
entire unit weighs 26 pounds.

The Multimoog's back panel has an
unusually extensive patching capability.
Lo and Hi audio outputs patch to either
stage amps or home components. respec-
tively. The S TRIG(switch trigger) output
plug triggers the contour generators of a
patched slave synthesizer. KBD and RIBBON
jacks provide an external source with the
voltages from the force-sensor mecha-
nism under the keyboard. GLIDE and
MODULATION quarter-inch mono phone
jacks are provided for remote footswitch
operation. Inputs include FILTER. OSC A
and B. S TRIG, AUDIO, and TOUCH MOD EF
FECTS. all of which are designed to receive
signals from an outside source. such as
another synthesizer (FILTER.0SCAandB) a
microphone (AUDIO). or another Multi-
moog (S TRIG). The ACCESS POWER input
supplies 15 volts DC for all standard
Moog accessories. The power section has
a switch for adjusting operating voltage
(115AC 0r230 AC). an ON/OFF switch.
and a three-conductor detachable AC
cord. FINE TUNE tunes both oscillators to a
predetermined or prerecorded pitch for
maximum accuracy.

We spent several hours with the
Multimoog, following the manual's exer:
cises and suggested setups. Its overall per
formance was excellent, and once you be-
come familiar with it, it’s fairly easy to use.
The manual recommends letting it warm
up for five minutes before use to let the
oscillators stabilize, but in my eagerness, |
played it before reading that section and
didn’t notice anydrifting. The FINE TUNE
control is flexible enough to meet any situ-
ation, the extensive patching possibilities
are a bonus. and the basic setup for “get



discover...

The inside story of a classic.

Introducing a new type of record
cleaner. Meet the CLASSIC 1, the only
cleaner of its kind. Developed to satisfy
you, the discriminating audiophile.

Neutralizing the static charges that
attract and hoid destructive micro-
particles of dust and dirt on your
record’s surface is one of the major
problems in record care.

Ordinary cleaners attempt to reduce
static charges by applying fluid directly
to the surface of the record or cleaning
unit. Direct application of fluid involves
an inherent risk of harmful residue
build-up and should be avoided except
in the case of abnormally dirty or
greasy records. In fact, normal mam-
tenance should not involve wetting

the record.

At last, the CLASSIC | has the answer
to safe and effective cleaning. Not
only are static charges reduced, but
the problem of residue formation is
eliminated. Cleaning is safe and effec-
tive because inside the CLASSIC 1 is

the exclusive MICRO STOR SYSTEM
which utilizes a humidification/cleaning
process rather than a ‘wet' technique.

The secret to the MICRO STOR
SYSTEM is a permeable matrix of
many thousands of tiny glass beads
which retain the cleaning fluid.
Through capillary action, a vapor
penetrates the velvet surface creating
a field of humidity sufficient to reduce
static charges. Disc contaminants can
now be removed safely and easily
without wetting the record and risking
residue build-up.

Discover the ultimate in record care.
The CLASSIC 1, a Sound Saver
product

Available at finer audio dealers .

TRANSCRIBER COMPANY INCORPORATED, P.O Box# 473, Attebor
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tinga sound” is very simple—a happy
event for the novice. The oscillators stay
stable over extended periods (eight to ten
hours) and our composer/keyboardist in
residence felt that they sounded richer
than those of other synthesizers he has
used. Overall he felt that the Multimoog
was more diversified than most synthesiz-
ers, and he was especially fond of the ease
with which it could be programmed. He
used the unit's bass to replace an electric
bass on a disco record he’s working on
notingthat it had the same fullness as the
stringed instrument, but a greater degree
of clarity—an essential ingredient for a
clean disco mix. He mentioned that the
brass and string presets on other units
sounded better than what he was able to
get on the Multimoog, but thought its ver-
satilityand durabilitywould make it a per-
fectinstrument for taking on the road
Though the waveforms available
with the Multimoogare not extensive, the
two basic forms, triangle and square. are
variable through filtering and may be
modified to a sharp rectangular wave
(pulse) or to a sine wave. Allin all, at
$1.495 the Multimoog seems to have al-
most everything most performers would
require for a live or studio situation
Circle 122 on page 93

rsa Major Space Station SST-

282, With the virtual ocean of spe-
cial-effects devices on the market today, it
is a rare pleasure to find one that is un-
questionably worthy of a close second
look.

Though the Space Station is prima
rily a digital delay device for signal proc-
essing onstage and in the studio, to cate-
gorize it only as such does it an injustice.
Whereas most digital delay lines (DDLs)
that cost from half to more than twice as
much will give you a variety of delay times
and possibly a feedback controller to
create reverberation, the SST does much
more. Let’s begin with the “taps.” Put sim-
ply, taps are like faucets. Each tap on a
DDL is an output, fixed or adjustable, for
a delayed signal. | know of a couple of
units that offer as many as five taps; the
Space Station offers eight “audition
taps” —four pairs—which can be chosen
independently or in combination and sent

with the direct signal to the stereo outputs.

The Space Station also has sixteen
“audition delay programs.” Four buttons

on the front panel—marked ROOMS 1, 2, 3,
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and 4—permit the signal to be auditioned
in any of four modes that approximate
rooms of different sizes. The range is from
a 70-millisecond delayin ROOM 1 to a 255-
millisecond delay in ROOM 4. When these
are used in conjunction with the feedback
controller, they produce a smooth rever-
beration with no audible bumps in the de-
caytime. Or they can be used without
feedback for vocal doubling or thickening
or for multiple echoes. The COMB push-
buttons, to the right of the ROOMS, switch
in a set of filters to create a succession of
peaks and nulls (cancellations) in re-
sponse by processing the original signal
and several generations slightly delayed
from the original. This effect can be
created with standard flangers but not as
precisely as on the SST. The combed sig-
nal can be regenerated and fed again
through the combs or through ECHO. The
resultant sounds can be truly spacelike—
in fact, the possibilities are virtually infi-
nite.

The section labeled DELAY CLUS
TERS has five switches for effects ranging
from a loudness-enhancing delay of under
40 milliseconds (FATTY) to a very discrete
delay of 250 milliseconds (ECHO). These
can be used in a number of different situ
ations. SPACE REPEATS 2, 3, and 4 provide
two, three, or four repetitions of the origi
nal signal, with selectable delay times of
up to 255 milliseconds, and can be set for
successive repeats that move from left to
right, L-R-L-R, or L-C-R at the stereo out-
puts. They can also be used to bounce
normal reverberation from left to right,
creating a ricochet effect as the reverb
dies away. Another ECHO pushbutton con-
trols an effect similar to a tape loop’s, but
the digital processing allows more precise
spacing—and, of course, there is no tape
noise.

The Space Station has some other
nice touches. With its user-controllable
high and low filters and nine-input mixer,
you don’t need to tie up the faders ona
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The Space Station

console or use elaborate patching. You
can also blend the original signal with the
ones you've created and then equalize the
output, so you'll need one less input mod-
ule than you would in a straight mix. (After
lifting the signal to be processed froma
tape recorder, bring the equalized outputs
of the Space Station back to two unused
pots and patch to buss.) The SSTis a
mono-in/ stereo-out device with peak-
reading LED level indicators to help the
user optimize the amplitude of the input
signal. It has high-impedance inputs and
low-impedance outputs, and it’s nineteen
inches wide.

We put the Space Station through
its paces with a simple bass-drum track
and came up with a dozen separate ef-
fects, some of which I'd never heard be-
fore. We used it on vocals, percussion,
and grand piano and, as an instrument by
itself, with only a click track to trigger it.
The space voices sounded great, particu
larly when used in conjunction with the
SPACE REPEATS, which are repeatable at
will—you don’t “lose the setting.” As for
straight reverberation, we compared it
directly with a $6,000 reverberation plate
and found it sounded at least as good, if
somewhat different in character. As a tape
slap, it was indistinguishable from a tape
recorder, except—as noted earlier—qui-
eter and more versatile.

Specifications for the Space Sta-
tion SST-282 include a frequencyre-
sponse of from 20 Hzto 7 kHz (you won't
miss it, believe me). dynamic range of 80
dB minimum from 20 Hz to 20 kHz, and
distortion and noise at 0.2% maximum in-
cluding quantizing noise; the digital sam-
plingrate is 16 kHz. XLR connectors are
used at the single input and dual outputs.
The price is $1,995.

Ursa Major, the manufacturer, is a
small outfit, and the unit may be a little dif-
ficult to come by, but it is worth the wait.
The Space Station is something else. &

Circle 121 on page 93

Circle 54 On Page 93 b



OIGITAL SYNTHESIZER STEAEO RECEIVER MODEL 34-350

TO BUILD A BETTER RECEIVER,
WE LEFT OUT A FEW UNNECESSARY PARTS.

What you see here isa
sophistication in high fidelity
design that's never been
achieved in a stereo receiver.
The new Toshiba SA 850.

Look for conventional tuning
devices, like a tuning knob, or an
FM/AM band, or signal strength and
center tuning meters.

Youwon't find any.

The reason is Toshiba'’s
unique digital-synthesized tuning.
The most advanced and precise

the next listenable station. Also, 6
FM and 6 AM stations can be pre-set
for instant recall tuning at the touch
of a memory button. The quartz
digital synthesizer locks into each
station's assigned frequency with ab-
solutely no possibility of drift. You get
FM synthesizer accuracy of 0.0025%!

former with twin 10,000 u F
capacitors that virtually
eliminate noise and hum.
Precisely what you
look for in a preamp section.
We give you provisions for
attaching two tape decks. And full
monitoring controls, plus duplica-
tion switching between the decks.
Our special subsonic filter
switch eliminates rumble and other
low frequency noise.

FM stereo S/N ratio is 68 dB. FM A great-looking body and price.

selectivity is a high 80 dB. Frequency re-
sponse is 20t015,000 Hz,+0.2—0.8 dB.

system of tuning available today.
Toshiba was the first to de-
velopdigital synthesizer circuitsin a

Behind our sleek, slide-away
cover is a full range of controls, in-

. ’ “y.
receiver, and now we've utilized

them again. .
Choose either
automatic or manual tuning.

Consider ordinary tuning
systems obsolete. The Toshiba SA
850 allows you to tune automatically
or manually with the ease of push-
button selection.

You get LED digital read-out.

And 5 LEDsignal strength indicators.

In the automatic FM mode,
the tuner will scan until it stops at

If power is what you want,
then power is what you'll get.
Full complementary direct-
coupled power amplifiers provide
50 watts rms per channel into 8
ohms from 20— 20,000 Hz. And
with a THD of only 0.03%. A figure
that receivers many times more
powerful can't match
This s achieved by low distor-
tion differential amplifier technology
and a triple secondary power trans-

cluding tone / defeat switch and a
dual speaker selector.

The entire unit has a clean,
sophisticated look. So you can in-
dulge your eyes as well as your ears.

But we've saved the best part
for last. This digital-synthesized
receiver actually costs only $519.957
less than you'd pay for a digital-
synthesized tuner alone.

Now, that's the part we
thought you'd like us to leave in.

TOSHIBA
Again the first.

Toshiba America, Inc. 280 Park Ave.. New York. NY 10017

PR

#Suggested Retail Value Solely For Purpose of Information.
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DISCOTECH I:

How the Big Boys Fix the Mix

BACKBEAT

- e —

by Crispin Cioe

Even the most casual listener can't
help but notice the current infiltration of
the disco beat into virtually all types of mu-
sic from rock to r&b to country. And
thoughi it is known {perhaps even no-
torious) for its heawy reliance on elaborate
studio techniques, the major considera
tion in disco production is still the dance
floor. Even with the advent of disco radio
it's the dancing experience that deter-
mines its sound, and this stands in marked
contrast to rock and pop production val-
ues. Let's face it, the arresting quality of,
say, the Rolling Stones’ Brown Sugar
{considered to be their most “perfect”
single from a production standpoint) is
the band’s performance. The record
works because it successfully re-creates
the sound of Mick and the boys rocking
out. A successful disco side, however, is
onethat creates an environment to move
within and “gets people off” on the dance
floor. Disco is a participatory experience;
rock, even at its most blaring volume lev-
els, is a spectacle—an event to witness.

Recently, I've been observing and
talkingwith disco engineers, deejays,
remixers, and producers, and, if I've
learned anything, it's that disco is a wide-
open area. Contraryto cynics’ claims that
“it's all the same,” its artistic possibilities
embrace many different styles, ap-
proaches, and personalities. Not all disco
tunes are conceived as such—many start
out as rock songs and are later remixed
specifically for disco play. A remixer usu-
ally works with the song’s master tape,
making changes in equalization and in-
strument balance, adding special effects
and/ or percussion, and, in some cases,
editing. Miss You, What a Fool Believes,
and Do Ya Think I'm Sexy? {bythe
Stones, the Doobie Bros., and Rod Stew-
art, respectively) were all remixed for
disco, and all three have been hits during
the last twelve months, due in large part to
disco acceptance.

From the top: Bob Clear-
mountain at the Power Station,
Marc Berry at Vanguard Stu-
dios, Boris Midney at Eras Re-
cording (note the infinite baf-
fling and the bass traps behind
him).
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Jim Burgess, one of the best-known
disco deejays in the country. has had such
success as a remixer that he works in
clubs only occasionally now and s cur-
rently working on an album of his own. At
thisyear's Billboard Disco Forum, he was
named Top National Disco Deejay and
Remixer of the Year. Born in Florida, Bur-
gess studied classical piano from the age
of four, sang opera professionallyin his
teens, and majored in music in college. He
recentlytold me that he started working as
a spinner in Tampa four years ago “as a
lark. I thought it would be a summer job.
But then | got an offer to work in Atlanta,
and [ ended up in New York, working at
12 West and then at Infinity for a year be-
fore it burned down. As a deejay, | guess |
helped develop a style that the late Jim
Stewart first pioneered at 12 West. This in-
volves long blends from one record to the
next. | determine segue cuts mathemati
cally. in terms of beats-per-minute. [ don't
really get involved with a lot of special ef-
fectswhile a record is playing, like flang-
ing. [Flanging is achieved by playing two
copies of the same record concurrently
and slowing one turntable manually, to
get a slight delay effect.] The secret of a
good deejay is record flow and texture. |
do change the EQ aroundin arecord
that's playing, either because the record
needs it or to surprise people by boosting
the highs in some instrument at a certain
point, for example. But the biggest thing |
learned while being a deejaywas song
structure.”

Indeed. Salsoul Records gave Bur-
gesshis first remixing assignment a year
and a half ago. and since then he’s worked
on at least forty such projects. including
Do Ya Think I'm Sexy?. Rod Stewart’s big-
gest hit to date. Burgess remembered that
“l had the flu when Warners gave me the
master to remix. and they wanted it done
in an afternoon. We did the mix in thirty
passes.” (He means that they ran the tape
down thirty times to perfect each instru-
ment's sound and/or place in the mix.)
“Basically. | changed the balance in the
rhythm tracks of the song. which had
more of a rock sound on the bottom. For
example, the bass had to come up.and |
believe we used a Kepex [noise gate] on
the snare. to make it cleaner sounding. At
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Room ambience just doesn't fit into the disco picture.

the end ofthe song [ extended the vamp
by recycling a few bars and pushed up the
cowbell to make the instrumental section
more effective.”

I spent an afternoon at Sigma
Sound Studios in New York City. watching
Jim and engineer Gerry Block remix a
disco song from a project called Love De-
luxe. originally produced at London's Tri-
dent Studios by Ellen Hawkshaw. In this
situation. it was obvious that Jim had stud-
ied conducting and played in orchestras.
because he has the ability to “see” a piece
of music as a score. even without one in
front of him. He told me that the record
needed to be shortened from seventeen
minutes to nine, and that he was going for
a“cleaner. more balanced sound.” Spe-
cifically. the first change was made inthe
congas. which Jim described astoo
“damp-sounding—they sound asiif they're
overdubbed.” They worked on this and
then turned to the synthesizer, which had
been electronically flanged. Here. Jim
decided to shorten the decay on the echo
to “put alittle distance behind it. When
thereisn't much else happeningin the
mix. you don’t want too much emphasis
on this kind of sound effect. or it becomes
obvious and dominates.”

Likewise. they spent a couple of
hours going over instruments and parts
that either stuck out in the mix or had the
wrong tone for the song. The decay on the
Syndrum [an electronicdrum that sounds
like a pigeon's cooing] was shortened. the
echo on the shaker came down, and the
cellos were mixed to blend better with the
clavinet. Finally they edited the song.
chopping down a couple of long percus-
sion breaks that Burgess felt might be
“boring "to an American audience. Bur-
gess works closelywith Block (a veteran
disco engineer. having been involved with
the first two Village People albums,
amongothers). but it was clear that the
former had a very definite concept in mind
for this mix. They added no instruments
to the song, although Jim recalled that
“with the Doobies’ single, we added seven
tracks of percussion.”

Jim keeps both discos and radio
stations in mind when he mixes but added
that “I really just go for a clean sound. The
bottom has to be clean—each instru-

ment—and the highs must be clear and
crisp. | alsotake the tape to the disc mas-
tering plant myself. to make sure that the
disc comes out the way | mixed the tape.
Sometimes we've had to master a record
six or seven times to get it right.”

Bob Clearmountain, another re
nowned remixer. works out of the Power
Station. a relatively new but prospering
Manhattan studio. While Burgess got his
start as a disco deejay and must translate
his remix ideas to an engineer. Bob s an
engineer by profession. His credits in-
clude the remix on Miss You last year, and
he also works with Chic on all their albums
and related production projects. including
Le Freak. which was ubiquitous last year.

The amiable Clearmountain, who
reterred to himself as “a refugee from
Connecticut bar bands,” said he doesn't
goto discos very often. “But.” he said, *l
have friends who call and tell me what
people are dancing to. [ worked on a lot of
disco projects as an engineer before | was
asked to remix Miss You. but it still shook
me up at first. because my roots as a musi-
cian are in rock & roll. | thought. ‘Oh my
god. the Stones going disco? But then|
realized they've always made dance mu-
sic.”

“As for the mix of Miss You. | kept
the bass drum going alone through the
beginning of the instrumental break. Then
| picked up the Wurlitzer electric piano
part and then the guitar licks, bringing
themin one by one to create an extended
instrumental that builds slowly rather than
happeningall at once. The whole idea of
this kind of ‘breakdown’ in disco isto
create a sudden quiet and pulse, when the
dancers can hear themselves on the floor.
Then. the instruments come in one by
one. and the energy has a chance to build
to an even greater peak.

“With a song like Miss You, | see
myself working as a film director, editing
scenes for maximum effect and pacing.
For instance. in the harmonica solo, [ took
out sections and rearranged it so it would
build to a better climax. For the song's
ending. | decided that it would be good to
bring back the chorus, since, after the long
break. the listener might have forgotten it.
Interms of actual sound and EQ, | worked
onthe drums and bass quite a bit. To the
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bass drum | added high midrange (3.000
Hz) and low (100 Hz) frequencies. to
make it punchier. | added highs (10.000
Hz) and lows (100 Hz) to the snare to
make it fatter. more present. [ com:
pressed the bass and added midrange
(700 Hz) to make it less muddy. more
pointed. and rolled off low bottom (60
Hz). which helped it blend with the bass
drum.! compressed the vocal and added
a slight overall compression. which makes
everythinglouder. Basically. | mix by feel
ing. just going for the sounds | hear. And |
like to experiment. ... When I'm recording
something. | generally prefer live playing
in the studio. The more that musicians
playtogether live. the betterit is.”

Though disco production and
proceduresvary immensely from one pro-
ducer. artist. orengineer to the next. there
is one aspect that figures prominently in
Chic’s funk disco. in Donna Summer's or-
chestral shimmers (created by Giorgio
Moroder). and in the futuristic Eurodisco
of Voyage. And that aspect is a “present”
environment. Room ambience. tradition-
allyan important factor in rock produc:
tion. just doesn't fit into the disco picture.
Whereas a rock. jazz. or pop drummer will
generally play his whole kit throughout a
songto get a good groove going. most
disco producers record each drum sepa-
rately on anindividual track. Again. the
distinction relates to objectives. A good
rock album usually makes the listener feel
like the band was all in one room. playing
together. A good disco album.with itsem
phasis on superarticulated rhythms.
creates a netherworld in the disco itself. a
“present environment” tied to the dance
floor. rather than to wherever the music
may have been recorded. Disco may be
the ultimate musical fantasy in pop culture
today. but it's a fantasy rooted in the body
and its expression through dance.

This concern with “presence” has
led some producers and engineers to
seek total control of the recording envi-
ronment. Marc Berry. an engineer for
New York's Vanguard Records (which has
recentlygotten into the disco business
with the Players Association and Poussez)
generally starts his tracks by putting two to
four bars of steady bass drum on a tape
loop. which he runs (and records) for the
song's duration—sometimes upto fifteen
minutes. Having already set the tempo
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(anywhere between 126 and 144 beats
per minute). he then overdubs rhythm gui:
tar or keyboards to define the song’s form
and structure—where bridges and turn-
arounds occur. etc. He'll then record the
snare separately. then the cymbal
splashes. For the hi-hat cymbal. Berry fre-
quently records one open-close eighth
note pattern and one straight sixteenth
note pattern. which he may use together
or separately.

Onthe snare he uses two mikes.
with padding and heawy limiting to keep
the level consistent. and a noise gate for
minimum leakage. The toms are recorded
with the bottom skins off and EQ boosted
at 5.000 Hz for better attack and “so you
can hear the skins. | also have the drum-
mer use the opposite ends of the sticks
when he hits the toms.”

Marcisolates all instruments except
strings and horns for minimum room am-
bience. maximum separation. and max-
imum punching leverage. He also tends to
synthesize the bass (usually with an Arp
Odyssey) “for consistency mainly. But if
the songisvery funky. I'll use a player.”

Unlike Clearmountain. Marc goes
todiscos frequently. He says that much of
the material he's been working on lately
puts emphasis on “the groove. rather than
melody. so that the groove really becomes
the musical hook for the dancer/ listener.”
In terms of his own production and engi-
neering style. he likes to feature special ef-
fects as hooks, looking for original ways to
process signals. He played me a new ex-
ample of phased handclaps. which in-
volves flanging the repeat of digitally de-
layed claps. “These are the kinds of things
that grab people’s attention on the dance
floor.” he said.

Producer/composer/performer
Boris Midney represents another facet in
the disco spectrum. an area a friend of
mine has dubbed “art-disco.” Midney's
two albums thus far. “USA-European
Connection” and “Beautiful Bend.” have
both gone to No. 1 on the disco charts.
This year he opened his own impressive
forty-eight-track studio in New York—
called Eras Recording—and when lvisited
him there he explained the roundabout
process by which he became a top disco
producer.

“lwas born and raised in Russia
and started studying classical piano at
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four. When [ was twenty-six. | came to
America to continue playing and studying.
I play saxophone also and got veryin-
volved in jazzin New York. where I've
played with Coltrane and Ornette Cole-
man. But also. at home in Princeton [New
Jersey]. | became fascinated with record-
ing. starting on a four-track. borrowing
money. and gradually expanding to eight
and then sixteen tracks. | began scoring
films and theme songs for television. and
then | started getting business from New
York. because | had sixteen different key-
boards in the studio.”

He then opened Alpha studioin
Philadelphia (*you know. Philly has some
very funky musicians™). where several big
hits were cut. including Evelyn “Cham
pagne” King’s Shame. Prospective clients
began asking Boris for demos of his stu-
dio’s sound. He finally decided to produce
an album of his own music for that pur-
pose. “What I'd always been into. even be-
fore disco had a name.” he said. “were
funky rhythms combined with beautiful
strings. | took the tape I'd made to the
Loftin New York. and deejay David Man-
cuso began to play it. TK Records heard it.
and within a few days we had made a
deal.” That tape became “USA-European
Connection.”

Eras Recording has a high-tech de-
sign look. and its most striking physical
featureis the “infinite baffling” (made
from a maze of three-foot slats) on the
rearwall of the control room and on the
studio ceiling. There are big bass traps be-
hind the board. which is a forty-eight-track
Harrison with automated mixing (the abil-
ity to store mixing information as the mix
progresses and then to recall the informa-
tion later). Boris uses Telefunken tape
recorders. A great deal of attention has
been lavished on the huge. custom-made
monitor speakers. which are spring-sus-
pended over the board. aimed like giant
X-ray machines at the listener. Though
their size alone is somewhat intimidating.
their sound is incredible. Each bass
speaker is driven with 800 watts. High vol-
ume levels do not bother the ear at all be-
cause the sound s felt more thanit is
heard. I’s like wearing a bodyphone. As
an Eras engineer put it. “the room has no
reflections. no resonances—nothingex:
cept what's coming out of those speak-
ers.” By contrast, Burgess and Block at



DON'T JUST HEAR ABOUT LUX SUPERIORITY...

LISTEN TO IT—THE R-1070 TUNER/AMPLIFIER

Lux starts its outstanding perfcrmance by featuring a Another tuner feature, the IF bandwidth selector, pro-
Direct Current ‘‘Realtime’’ amplifier section for brilliant vides optimum performance by increasing selectivity
highs, sonorous lows and clear, clean transients. Our (narrow bandwidth) and S/N ratio (wide bandwidth)
Realtime Processing eliminates time lags in the audio Combine these features with a power output of 75
waveform by removing all coupling capacitors which are watls per channel, minimum RMS, both channels driv-
the major cause of phase shift and transient distortion. en &t 8 ohms fram 20-20, 000Hz with no more thamn

The Lux R-1070 incorporates a special output config- 0.015% THD.
uration called EBT (Emitter Ballast Transistor) which dis- Remember that specifications constitute but one part
plays excellent linearity and removes all forms of DC of product excellence, the more important factor being
drift (the only drawback of Direct Current). the listening experience.

In the preamp, Lux's Negative Feadback tone controls Visit your Lux dealer for this listening experience. And
shape sound and eliminates Phase Distortion. Also fea- while you're there, look at other Lux tuner/amplifiers in
“tured is an automatic variable loudness control for low this series...the R-1030 with 30 watts output, the R-1040
level listening. at 40 watts, R-1050 at 55 watts and R-1120 at 120 watts.

Lux FM tuner design includes a dual gate MOSFET in Lux superiority is available in all components to fit
the front end and a specially designed Phase Lock Loop your own special needs and budget—and incorporates
MPX IC insuring low stereo distortion, excellent sonic excellence in design to provide you with the
separation and high S/N characteristics. bestin listening.

LUX AUDIO OF AMERICA,LTD.
160 Dupont Street
Plainview, New York 11803
in Canada: Lux Audio of Canada, Ltd., Ontario.
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STUDIO CIRCUIT

Midney’s huge, custom-built speakers are spring suspended over his

48-track board

Deejay Jim Burgess does a
remix at Sigma Sound. . .

Sigma Sound mix on a twenty-four-track
automated board, but with tiny. modified
ADS 300 speakers, because, as Block
said, “if the balance soundsright onthem,

assisted by engineer Gerry Block

youknow it’s right.”

Midney has designed his studio to
be sonically “dead” all the way around.
When he struck a low chord for me on the

BACKBEAT

nine-foot Steinway grand, its fullness and
resonances were incredibly palpable
Movable baffles create small isolation
rooms for the drums and congas, and
they can also be used to alterthe room
sound and create room ambience, of a
sort, when needed.

Midney’s “Beautiful Bend” album
features inventive, slightly avant-garde
washes of strings, juxtaposed with his own
fluid alto sax solos and Larry Wash-
ington’s thick and rich congas. The album
struck me as original when I first heard it,
and Boris told me that “I never repeat my
own techniques. When you do, you lose
freshness. It was always my dream to write
songs longer than 3%2 minutes, to take a
symphonic approach. When you give
people good quality and innovation, they
arein a ‘listening position’ and are more
receptive to what follows, especially while
dancing.

He showed me a large manuscript
notebook in which he sketches out his
ideas for a project. He'll often work things
out himself on drums, bass, and piano,
changingparts as he goes, experimenting
with grooves onthe rhythm section level.
“Wedo a certain amount of mixing as we
progress through a session,” he said. “1
tryto get subtly different sounds on all the
instruments. To me, disco is emotional,
feeling music, in a way that most rock
hasn’t been foryears. I'm not workingin
formulas, however. For example, I've
been producing a self-contalned band
lately, and my primary question—since
they're all good musicians—is, ‘Are they
original? You see, [ don't believe in so-
called ‘natural sounds.’ As soon as you
put a mike in front of an instrument, the
result on tape is immediately ‘unnatural.
What | am concerned with are beautiful
and original sounds and the feelings they
create.” Midney's studio, being one of the
few forty-eight-track facilities in this coun-
try at the moment, has understandably
been swamped with requests for record-
ingtime

Like rock in the late '50s, disco
seems to be poised on the brink of tre-
mendous long-term expansion. And it will
be bringing with it a plethora of new talent,
some of whomwe’ve talked with here.
Next month we'll be focusing on the disco
recording session and the artist/ pro
ducer relationship. In the meantime,
shake your groove thing, yea, yea. g



Unboxed Sound

minimum diffraction loudspeakers "

by Avid.

In the quest for accuracy, cabinet loudspeakers, regardless of price, still
generally suffer from a common failure —they still sound like loudspeakers,
or more precisely their sound obviously comes from a box.

Your brain hears the box.

Without going too deeply into psycho-acoustics, cabinet speakers tell us
their sound is emanating from a box because the brain has been conditioned
to recognize the characteristics...size, shape, etc....of any sound source.

What creates the boxy effect? Diffractaed or reradiated sound waves, those
that bounce off the sharp edges of the speaker and grille assembly, are the
clues interpreted by the brain as “box-like.”

Less diffraction, less box.

The problem is graphically illustrated in the drawings. By eliminating
sharp cabinet edges and grille panel obstructions, you reduce diffraction
effects ...which means you reduce the boxiness of the sound. And that’s
exactly what we've done with our new line of Avid Minimum Diffraction
Loudspeakers.™

To open the box, we closed the cover.

The solution was deceivingly simple.

By engineering the drivers, cabinet enclosure and, importantly, the grille
assembly to create a totally integrated acoustic system, we reduced
cabinet diffraction and the boxy sound quality inherent in typical cabinet
loudspeakers.

Our new tweeter and midrange drivers have specially engineered
coupling devices (we call them Optimum Dispersion Couplers™) which
transmit sound waves with minimum diffraction.

“Solid front” gritle panels perfectly mate with each coupler eliminating
grilte panel diffraction. And, the grille panels have rounded edges creating
a smooth, gradual transition from the grille to the
cabinet, significantly reducing cabinet edge
diffraction—a major cause of boxy sound.

These three simple, but audibly
significant, features, coupled with
Avid's critically acclaimed accuracy,
assure you a new
level of performance
and sense of
reality.

Of course there's
a lot more to the
Avid story— like
our new drivers and
Q-Span testing.
Write us for literature
and a full descrip-
tion. We invite your
comparison.

Unwanted cabinet/grille diffraction effects (B)
give listener clue as to the size/shape of sound
source —in this case a box. First arrival signals
{A) tocate source, while brain uses delayed room
reflections (C) to identify listening environment

The Problem .‘~,‘
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The careful integration of special engineered
Optimum Dispersion Couplers™ (1), and solid
front grille panels (2) with rolled edge design(3),
significantly reduces unwanted cabinet dif-
fraction effects — a principal contributor to

‘boxy” sound. These design principals are
incorporated in all Avid Minimum Diffraction
Loudspeakers™

AYID

10 Tripps Lane
East Providence
R.1. 02914



FISHER INTRODUCES
THE RECEIVERS
THAT LISTEN TO YOU.

Ever since 1937, when Fisher
introduced the world to the first
high fidelity system, we’'ve been
constantly looking for ways to
make sound even better.

One of our biggest improve-
ments came in 1959 with the
world’s first stereo receiver
the famous Fisher 500.

Now, we proudly announce
our latest major advance: the all-
new RS2000 Studio Standard
series — the receivers that listen
to you.

Sound the way you like it.
With the RS2000 series, you're
not limited to only simple bass
and treble controls like other re-
ceivers. Instead, you tell the re-
ceiver exactly how you want the
sound tailored by setting its
built-in graphic equalizer’s
slide controls. By boosting or
cutting each of the five equalizer
controls, you can transform ho-
hum sound into the most excit-
ing you've ever heard. You get
sound that exactly matches your
taste, your moods, and your
environment.

Say you want to really feel
the drums on a disco record. Just
push up the 50 Hz (low bass)
slider, and you get just the effect
you want — without disturbing
the tonal color of voices and
other instruments. Want to real-
ly bring a vocalist “up front”?
Add a little 1 kHz (midrange)
boost. And so on. In a few sec-
onds, you can make such a dra-
matic improvement in the
sound of all your records, tapes,
and FM broadcasts that you
won’t want a receiver without
this fabulous built-in feature.

There’s logic to our front
panel. Most sophisticated re-
ceivers keep you guessing when
it comes to operating the con-
trols. Not the Fisher RS2000 ser-
ies. We've engineered a unique
‘Panel Logic” system with an il-
luminated, computer-like dis-
play that tells you at a glance
what the receiver is set up to do.

The RS2010, below, has great
performance specs like superb
1.7 uV (9.8 dBf) FM sensitivity,
and plenty of power (100 watts
min. RMS per channel, into 8
ohms, 20-20,000 Hz, with no
more than 0.09% total harmonic
distortion). Other models are
available from 30 to 150 watts
per channel.

Listen to the Fisher RS2000
series receivers. Once you do,
you’ll never be satisfied with the
sound of a receiver without an
equalizer.

The RS2010 is about $700* at
selected audio dealers or the
audio department of your favorite
department store.

For a copy of the new Fisher
guide to high fidelity, send your
name and address and $2 to:
Fisher Corporation, Dept. H,
21314 Lassen St., Chatsworth,
CA 91311.

“Manufacturer’s suggested retail value.

Actual selling price is determined solely by
the individual Fisher dealer.

The first name in hig.h fidelity.

RS2010

1
|
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Space Age Pop by Stephen Holden

This past year, the cycle of Ameri:
can popular music that began a quarter of
a century ago with the birth of rock & roll
and culminated in the late Sixties drewto
a close with the disco deluge. Martin Scor:
sese’s brilliant movie The Last Waltz
served as a moving epitaphto anerain
which electrified American roots music
evolved briefly into an art form. The film
romantically portrayed the rock elite as a
dying breed of hard though ravaged pio-
neer poets, wise beyond their years, ex-
horting a religious vision of American de-
mocracy in the full knowledge that their
ritual was obsolete.

Of course, rockisn’t dead, only as-
similated. It was part of a broader tech:
nological/ cultural revolution that has also
reached the end of acycle. The rise of
rock was the inevitable result of high fidel
ity and guitar amplification, and of the
mass media fusingisolated regional/ eth-
nic wellsprings into an exportable national
pop music. In the Sixties, high fidelity grew
from a luxuryinto a ubiquitous environ:
mental fact. The song became a sublim-
inally perceived sound artifact, and the
recording studio expanded into a starship
console.

Since Western Europe boasts no
vital folk traditions that haven’t already
been absorbed into its symphonic tradi
tion. we can expect no European myth-
ology to animate our pop. And while
rock neopurism has produced the New
Wave. the movement is too self-con
sciously aestheticized for mass appeal. It’s
also too downbeat. Rock’s popularity had
alot to do with its optimistic vision. In the
NewWave, that vision has narrowed to a
stance of defiant self-assertion in a world
assumed to be hopelessly dog-eat-dog.

With rock stripped of its religious
aura, pop’s utopian impulse has been
picked up bydisco. But disco is itself part
of the larger emergent international
“space age pop" defined by Donna Sum-
mer, the Village People, the Bee Gees,
and Abba. Though this European-ori-
ented style has plenty of Afro-American
trimmings, its vision is futuristic. Whereas
rock used technology to resurrect the
past, and its rhythms were blues-based
and rooted inthe rural work song, space
age pop fantasizes a future in whichhu
man beings and machines are inter-
changeable; not only the sound, but the
rapid regularity of its pulse is electronic.

Rock always implied a standoff battle be-
tween man and machine. Jimi Hendrix
and the Who eloquently underscored the
irony of using technological amplification
to defy technocracy by literally assaulting
their instruments. Whereas rock reveled in
earthy “gutsy” sound, space age pop rev-
elsin high-frequency astral display and
shows no interest in aping rock’s ampli-
fied naturalism.

he essential instrument of space age

pop is not the guitar, but the synthe-
sizer—the musical equivalent of the com
puter. Instead of the solo performer pitted
against his instrument, the new maestro is
the producer. a sort of computer pro-
grammer who can select the sounds he
wants from an autormated console.
Whereas rock valued spontaneity as a sign
of naturalness, space age pop values cal
culation as a sign of efficiency. The spiri-
tual assumptions underlying rock were a
trust in emotion and a belief that the path
to self-realization lay in the rediscovery of
our past; our ability to handle technology
was tacitly understood.

Space age pop s no less utopian,
though its vision is almost the complete
opposite of rock’s hip pastoralism. It con-
jures up a sensuous heaven in which we
are biologically perfect specimens living
happily ever after; a technological phan-
tasmagoria where the machines take care
of themselves. Disco s its religious ritual-
an erotic rite exalting physical/tech
nological efficiency—and its myths, like
Superman, are commercially manipulated
images of the man/machine ideal not
rooted to the life cycle.

In this brave new world. Donna
Summer and the Village People are
larger-than-life erotic totems—human toys
in perfect working order—and life is an ad-
vertiser’s dream come true, a science fic:
tion La Dolce Vita, we are all literally “'liv-
ingdolls.” Abba and the Bee Gees preside
over the spiritual side of this utopia as hip
surrogate parent/teacher/older sibling
figures, angelic overseers in this combina-
tion day-care center/disco toyland. Here
there's no violence, illness, old age, or
death. In fact, there’s no real tragedy at all,
and everyone is a star. Superman meets
the Bionic Woman in the Star Wars Com
puter Disco, ard they clone themselves
unto eternity. We are no longer human. &

THE B&W DM2/Il.
A CLASSIC
IN EVOLUTION.

Despite the almost daily claims of
revolutionary breakthroughs, loudspeaker
design is basically an evolutionary process.

Consider the new B&W DM2/Il, for
example. When its predecessor, the original
DM2, was introduced several years ago, it
was widely acclaimed as a classic of impec-
cable design and outstanding performance.

In pursuit of excellence.

Since that time, however, B&W's
unparalleled research and development pro-
gram has yielded new and fascinating insights
into virtually every aspect of speaker design
and performance.

From these uniquely innovative
studies has emerged a completely new design
of surpassing accuracy, the B&W DM2/11.

Each driver of the DM2/1l has been
designed for exceptionally smooth response
over its entire operating range. The crossover
is a computer calculated nineteen element
network employing true third order Butter-
worth filters that result in significantly lower
intermodulation distortion and exceptional
phase and amplitude characteristics.

Listening. The final proof.

Listening to the B&W DM2/Il is, quite
simply, a revelation. It produces completely
natural, uncolored sound of extraordinary
clarity and depth. Moreover, its modest size
and elegant appearance permit advantageous
placement in alimost any listening area.

As with all B&W loudspeakers, each
DM2/Ii is individually tested and shipped with
its own proof of performance chart recording.

However, the uitimate proof of per-
formance is in the listening. Your B&W dealer
invites you to audition this classic contribution
to the evolution of speaker technology and
decide for yourself.

For additional information write:
Anglo-American Audio Co., Inc., P.O. Box 653,
Buffalo, N.Y. 14240. In Canada: Remcron
Electronics Ltd

B&W Loudspeakers.
The next step up.
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Philip Glass:
Too Cerebral
to Be
Musical?

by Don Heckman

Philip Glass

RECORDS

Philip Glass & Robert Wilson:
Einstein on the Beach

Philip Glass & Kurt Munkacsi, producers.
Tomato Tom 4-2901 (four discs)

sthe record-buyingaudience ready for

163 undiluted minutes of Philip Glass's
music? Tomato Records seems to think
so.and with the damn-the-torpedoes-full
speed-ahead attitude with which they have
begun to release John Cage’s and other.
similarly unusual composers’ recordings.
the company has just issued a boxed,
four-record set of the music from Glass’s
remarkable theater collaboration with
Robernt Wilson, Einstein on the Beach.

Glassis perhaps the best-known
composer in what passes these days for
the avant-garde. and he has developed a
respectable audience among many young
fans of “fusion” and “crossover” music.
This may well be because the repetitive.
trancelike qualities of his pieces create a
comfortable environment for drug-moti-
vated tripping of one sort or another. But
what seems like interminable length in
much of hiswork is appropriate for Wil
son's massive theater pieces, some of
which run continuously for days at a time.

For those whowere present at the
performances of Einstein (it toured Eu-
rope in 1976 and had two soldout per
formances at the Metropolitan Opera
later that year), the recording will surely
evoke the bizarre. dreamlike images in
trinsic to Wilson's work. For those who did
not see it (as | did not). the music must
stand on its own. To help things along. a
handsome. well-written booklet describing
the work and analyzing its musical ele-
ments (in a section written by Glass) will
fillin some of the gaps.

Listening on a gut basis alone—
without preknowledge, without reading
the accompanying material—Einstein, like
Glass's other pieces. is an emotionally
engulfing experience. at times lulling, at
times irritating in the extreme. There are,
to be sure. more contrasting elements
here—from spoken narrations to chang-
inginstrumental textures—than in previ-
ousworks. But casual listeners who are
unwillingto commit their psyche to the full
wash Glass demands will find it hard to
staywith him.

Yet Glass would have us believe
that he is concerned with reaching a large
audience. He writes that he is reaching for
an*. .. idiomwhichis, hopefully. acces:
sible to a general public. . . ." His percep-

BACKBEAT

tion of accessible. however, is not exactly
on a level of Mork and Mindy, for instance.
Butwe could use a few more composers
who sing to the accompaniment of their
own muses. And.while he may not be par-
ticularly commercial these days. [ have no
doubt that the techniques he uses even
tuallywill find their way into forms that a
wider audience can understand—though
not necessarily in their present context.

My problem with Einstein is these
verytechniques. It would be inaccurate to
call Glass a minimalist, though he does
start with minimal elements. Compared to
some of the true minimalists. he is a com-
poser in the traditional sense. He takes his
rudimentary elements—fragments of
rhythmically derived melody. fundamental
(and often quite ingenious) harmonic se-
quences, and passacaglialike long
tones—and submits them to mercilessly
repetitive examinations. Over and over
they are played. notes are added, then
taken away: rhythms conflict. then com-
bine. then creepinto conflict again; tex
tures change and evolve. A trancelike ef-
fect may well be what Glass intends. but
too often it sounds overly controlled and
obsessivelyintellectual. The method-
ology. in short. is too obvious and too im-
portant. Techniques, methods, and
theory, should be the foundation from
which music grows. In Glass's case they
seemto represent an end in themselves.

What | do like about Einstein is.
curiously, its most traditional elements
Glass is not afraid of melodies and often
produces delightful, albeit short. ones. He
is perfectly willing to use dramatic-the-
matic elements for character identi-
fication and description. {The train music
that evolves into a spaceship at the work’s
climax would do Duke Ellington or. for
that matter. Harry Partch proud). He un-
derstands the powerful dramatic impact
that can be produced by sudden changes
of rhythm and melody. These are qualities
we would expect in Verdi or Puccini; to
find them in a contemporary composer
identified with the avant-garde is, to say
the least. refreshing.

My reservations aside, | suspect
that Einstein on the Beach will be a signifi
cant contemporary work. An initial part of
that significance will derive fromiits pres
ence on a nationally distributed label and
its acceptance bya number of the more
widely circulated music critics.

Continued on page 83

Circle 47 On Page 93 »



9

b

FM 88 92

100 104 108

54 60

70 80 100§ 130 160

Q >
SPARKOMANC

Auto Reverss "assette AM FM Stereo
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THE SPARKOMATIC SOUND.
CAR STEREO FOR THE TRAVELIN' MAN
WITH EARS OF EXPERIENCE.

Until now, comparing car stereo to-home
stereo was like night to day. Aute sound equipment
was completely in the dark. Powerless to produce
serious audio reproduction. Hopeless'y lacking in
high fidelity specs. For a travelin’ man with ears of
experience, this was the pure “pits™.

But that’s all over now. Now that Sparko-
matic has introduced its radically new High Power
Car Stereo series. With exacting aigh performance
high fidelity credentials. Tuners w.th 2xceptional
FM sensitivity; credible multipath signal rejection;
superb separation; integrated cassette or 8-track
with virtually inaudible distortion and unnotice-
able wow and flutter.

The power: a bone shaking 45 watts,

Sparkomatic’s SK 3300 High Power
AM/FM Stereo with Auto Reverse Cassette has
some other impressive high fidelity touches as well.
Like feather touch clectronic controls and sophisti-
cated tapz handling capabilities. All told, a compo-
nent-looking package that delivers faithful h:gh
fidelity pleasure in its prerist form.

And Sparkomatic High Fidelity Speakers
complete a car sound system that produces the
highest form of earotic experience.

Visit a Sparkomatic dealer and get a
Sparkomatic high power car stereo demonstration

" SPARKOMATIC.

ForlheTrovelln Man w

For our free catalogs on Car High Fidelity write: “For The Travelin’ Man", Dept. HF. Sparkomatic Corporation, Milford, PA =8337




InfiniTesimal!”

Here’s everything you'd expect
from Infinity. (Except the size,
11 x 612 inches.)

Here's the unparalleled clarity,
warmth and smoothness of our
larger speakers; inner details you
never heard before from favorite
recordings; and imaging so accu-
rate you could actually place
where people are coughing in
the audience.

The dual-voice-coil advantage
in an advanced S5-inch woofer.
Our exclusive Infinity/ Watkins
Woofer' uses dual-voice-coils to
smooth out and extend bass
response. And it lets your ampli-
fier develop more power at low
frequencies than any other mini

speaker. All this—and our highly-
acclaimed EMIT™ Electromag-
netic Induction Tweeter, too!

The end of paper cones
and their distortion

Because paper and exotic plas-
tic cones create vibrations of their
own, adding unacceptable colora-
tions to the music, InfiniTesimal
introduces a superior new cone
material: polypropylene.

It adds essentially no sound of
its own, being almost perfectly
acoustically inert. Its low mass
and ideal damping characteristics
result in dramatically improved
musicality.

InfiniTesimal. In total —a small,
magnificent 2-way system with

unusual musical warmth, focus
and transient attack. At about
$175"each, a mini-speaker of
uncompromising quality and accu-
racy for your home or vehicle.

True Infinity sound. From a
definitely finite space.

Manufactured by Infinity under license from Watkins
Engineering. Inc.

*Suggested retail price. optional with dealers. Slightly
higher east of the Mississippi.

 Infinity

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

A toll-free call to (800) 423-5244 —or from
California, (800) 382-3372 —will get you
the nearest Infinity dealer’s name and
address.

© 1979 by Infinity Systems, Inc.. 7830 Deering Ave..
Canoga Park. CA 81304. (213) 883-4800.
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Flash and the Pan

Harry Vanda & George Young,
producers. Epic JE 36018

by Ken Emerson

Not for nothing is one of the bands
that Harry Vanda and George Young cur:
rently produce named A.C./D.C. These
Aussies are past masters of having it both
ways. As the leaders of the Easybeats.
they had a delightful international hit, Fri-
day on My Mind, way back in 1966, and
the album they released in the States the
followingyear was at one and the same
time a celebration and a sendup of the
pop music of that trendytime. Vanda and
Youngwere most conspicuously under
the influence of the Kinks (whose pro
ducer. Shel Talmy. they shared). but they
stole stratagems from all the shock troops
of the British Invasion. The guitars made
little pretense of being in tune or the vo-
cals of being on pitch. and the nah-nah-
nahsin the background sounded suspi
ciously like derisory nyaah-nyaah-nyaahs.
One song—Made My Bed. Gonna Lie in It.
which began. “Tried so hardto be a
man”—even hinted darkly at the sexual
ambiguity that has come into full flower
on “Flash and the Pan.”

The music is manic on “Flash and
the Pan.” and the lyrics are depressive.
Vanda and Young. who wrote all but one
of the songs and play every instrument ex
cept drums. cheerfully exploit every pop-
music cliché coined in the last fifteen
years while Young’s muffled. deadpanvo-
cals pile perversity upon apocalyptic per-
versity. The contradiction is creepy and
catchy at the same time, suggesting an un
holyalliance between Lou Reed and 10cc.

Keyboards-synthesizer, rollicking
piano. and an organ that is sometimes
churchy. sometimes cheesy—predomi-
nate in the instrumental mix, and the ar-
rangements are unfailingly engaging. The
swoopingviolins on Hey. St. Peter are es
pecially witty as they parody a giddy disco
climax. But the most striking song. Walk-
ingin the Rain. is the starkest. Only adis
tant electric bass. ominous synthesizer
chords. and a percussive *chick-chick”
that could be footsteps dramatize the de-
scription of an alienated homosexual
cruising for disaster.

As its title suggests, “Flash and the
Pan” may be a one-shot performance by
two producers already at work on other
projects. but the album casts an eerie and
captivating glow.
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Hall— a virtuoso guitar rocker

John Hall: Power

John Hall, producer

Columbia ARC JC 35790
Orleans: Forever

Orleans & Roy Cicala, producers
Infinity Inf 9006

by Crispin Cioe

Orleans always had a niche of its
own in the pop/rock pantheon. especially
with songs like Dance with Me and Reach.
Although never a consistent Top-20 hit
maker. the band came across with an ap-
pealing and sincere lushness through its
own brand of blue-eyed soul cum latter-
day rock & roll hoedown. Combining
beautywith commercial viability. you'd
have thought Orleans had it knocked.

But oddly enough the band broke
upin 1977, with founder John Hall re-em-
barking on a solo career. (He made one
solo album in 1970.) Now, both heand a
re-formed Orleans have new albums, and,
in retrospect, it’s not so odd that they
parted company. Hall's credits as a writer
(Half Moon, fordJanis Joplin). producer,
and musictan (touring and recordingwith
TajMabhal) prior to Orleans made the
band largely a forum for his compositions
and strong guitar work. Yet it was clear
that others in the band also wrote and
wanted to grow. Ultimately the double
standard could not prevail.

The new Orleans. one of Infinity's
first signings. retains a good deal of its
original lushness. especially on the single.
Love Takes Time. which has already
cracked the pop charts. It’s all there on
this tune: the rich. layered keyboard fab-

rics the optimistic lyrics and believably
sweet harmonies. Even without Hall’s
compositions, Orleans knows how to re-
tain its traditional identity with ease. And
yet.the focus of the rest of “Forever” tends
to wander, mainly because in true demo-
crafic spirit, it features songs and lead vo-
cals by various group members. Pianist
Bob Leinbach tends toward real New Or-
leans r&b. and his Keep on Rollingis con
vincing that way. He shows a more than
passing acquaintance with Professor
Longhair. the dean of this rolling piano
style. New member and multi-instrumen-
talist R. A. Martin has been a studio musi-
cian on some of Gamble & Huff's Phila
delphia productions. He weighs in with a
lyrical rock/ soul influence in his singing
and writing (The Flame and the Moth).
and in his brawny, melodic sax solo. A
couple of collaborations. most notably [
Neuer Wanted to Love You (by Leinbach,
Larry Hoppen. and Marilyn Mason), are
very much easy-listening ballads.

The group can certainly handle
these different styles, but by the same to-
ken. it hasn’t yet transcended its eclecti
cism and influences to emerge with a new
style (not that | was unhappy with its “clas-
sic” style). Still. it is growing musically
while smartly retaining recognizable links
toits past, and if it continues to do so. it
will soon reach the same bracket as those
current champions of smooth rock. the
Doobie Bros

John Hall doesn't have an easily
identifiable sound to fall back on, so he
has cast his lot farther afield on his solo ef-
fort. Stylistically. “Power” runs the gamut
from heavied-up guitar funk (along the
lines of Dave Mason’s more recent work)
to rock/ reggae fusion (on Heartbreaker).
Hall's voice is pleasant enough. although
somewhat limited in range. On the title
cut. he blends beautifully with James Tay-
lor and Carly Simon, and his reading of
the updated Half Moon reveals more of
the spunky. cheerful energy he and wife
Johannaintended in its conception. As
writers. the couple deals sensitively with is-
sues like drug burnout on Cocaine Drain
and the threat of nuclear energy on
Power: “l knowthat lives are at stake
Yours and mine and our descendants in
time/With so much to gain and so much
tolose/Everyone of us has to choose.

Hall's trump card is still his guitar
playing. He is a virtuoso rocker. playing
with a fluid ferocity that has become the
hallmark of upstate New York-based rock



fact: the IV
does more...

much

Era IV begins! The new Shure V15
Type IV phonograph cartridge is
an altogether new phono cartridge
system that exceeds previous per-
formance levels by a significant
degree not merely in one
parameter but in totality. The Type
IV offers:

- Demonstrably improved tracka-
bility across the entire audible
spectrum.

Dynamically stabilized tracking
overcomes record-warp caused
problems, such as fluctuating
tracking force, varying tracking
angle, and wow.

Electrostatic neutralization of the
record surface minimizes clicks
and pops due to static dis-
charge, electrostatic attraction of
the cartridge to the record, and
attraction of dust to the record.

+ An effective dust and lint re-
moval system.

A Hyperelliptical stylus tip con-
figuration dramaticaily reduces
both harmonic and intermodula-
tion distortion.
Ultra-flat response

supéisaType v
TrRackl\/

Stereo Dynetic® Phono Cartridge

individu-

For complete details on this remarkable
new cartridge write for the V15 Type IV
Product Brochure (ask for AL569) and
read the exciting facts on the V15 [V for
yourself.

S SHURE ]

Shure Brothers Inc.
222 Hartrey Ave., Evanston, IL 60204
In Canada:
A. C. Simmonds & Sons Limited
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Hunter—too much parody

musicians. His solos and fills, often voiced
in lightning-fast thirds. are always atten
tion-grabbers. Like Orleans, when Hall’s
singing and direction coalesce, he'll be eli
gible for major recognition

Ian Hunter: You're Never Alone
with a Schizophrenic

Mick Ronson & lan Hunter, producers
Chrysalis CHR 1214

by John Storm Roberts

Mott the Hoople was one of the
more intelligent British bands of its time,
and there’s agood deal of that intelli-
gence in former leader lan Hunter's third
solo album, which comes after a two-year
silence. “You're Never Alone with a
Schizophrenic” is fairly typical late-'70s
fare. with loving but faintly parodic evoca-
tions of the instrumental and melodic
styles of the '50s and '60s coupled with
sour and disillusioned lyrics. The effect is
astrange boundary-blurring. like a haute
cuisine hamburger.

For sustained and simple power,
the best track is Standin’in My Light. a
pseudo-tough and bitter piece backed by
heavy drumming, long organ chords. and
slightly bluesy piano. The same “you can't
hurt me even though you broke myheart”
overtones are even stronger in the follow-
ingcut, Bastard. to which heawy blues
rock keyboards give a naggingtoothache
edge. Impressive. Ships, whose sound
echoes Whiter Shade of Pale and whose
melody echoes contemporary Beatles, al-
most makes it. But too much parody both

Royce and Jeannie Kendall

in the arrangement and in the lyric writing
bringit down. A pity. for Hunter is particu:
larly good when performing the slower
material.

The uptempo cuts are more paro-
dic. more glib. and less ambitious. The oo-
00 Beach Boys harmonies of When the
Daylight Comes have charm. So do the
Fats Domino piano and sax of Just An
other Night and Wild East. But their lyrics
aim for the meaningful and too often fail
to make it

Areturn to classic styles can often
bring about arenaissance. but this doesn’t
happen here. Intoo manytracks, the
Golden Age sensibility upstages the
1970s material, so that Hunter ends up
used by what he's tryingto use. In fact,
“You're Never Alone with a Schizophre-
nic” works best when Hunter acts as reviv-
alist, not as creator

The Kendalls: Just like Real People
Brien Fisher, producer. Quation OV 1739
by Todd Everett

It's not often that you find a father
and daughter recordingtogether these
days. and, if the Kendalls are any indica-
tion. the practice bears further investi-
gation. This isn’t a close-harmonyduo.
and father Royce Kendall's contributions
are not particularly obvious. Instead,
Jeannie's strong. airy mountain voice (not
unlike Dolly Parton’s) is the focal point,
and Royce's vocal bobbing in and out of
the background sounds a little like what
bluesman Jimmy Reed’s wife used to do



fact:
viscous-damping
straightens out

all your records
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your favorite record may be 5 tangle of warps

Your phono cartridge “sees” such records as twisted, heaving surtaces, jolting The Shure V15 Type IV is the first cartridge in the world to
up and down 0.5 1o 8 times a second. Even records that look flat have warps, incorporate effectively the principles of viscous damping
and a warped record can change the cartridge-to-record distance, the The Dynamic Stabilizer acts something like a “shock
tracking force, and the vertical tracking angle. Warps produce frequency absorber,” carrying the cartridge over surtace irregularities
"wow" and distortion, and can dangerously overload speakers and amplifiers without distortion, without bottoming out, and without risk of
What's more, somewhere between 5 and 15 Hz, every tone arm-cartridge damage to records or stylus. It even protects the stylus
system has a resonance frequency—a frequency at which awarp will produce should it be dropped accidentally onto the record

an exaggerated response that may result in mistracking and in extreme cases,

cause serious damage to both the record and stylus. the mle Of the Dynamic
Stabilizer:

The V15 Type 'V's Dynamic Stabilizer makes certain

you hear the recorded information, not the warps. The
viscous-damping system of the Dynamic Stabilizer resists

rapid changes in the cartridge-to-record distance. This
remarkable Shure innovation eases the stylus over warps

without affecting the iracking force on warped or unwarped
portions of the record. And the tone arm-cartridge

OTHER CARTRIDGE resonance is attenuated 10 a subaudible level. As a further
bonus, the Dynamic Stabilizer cushions the stylus from
accidental impacts

CONSTANT DISTANCE Get the straight talk tcday at your dealer’s showroom. Ask for
a tree demonstration of the V15 Type IV.

TURNTABLE Yis T" B¢ Y
T TV the viscous-damped cartridge by. ..

HERNEE

Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204, In Canada: A. C. Simmonds & Sons Limited
Manufacturers of high fidelity components, microphones, sound systems and related circuitry.
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The duo’s materialis culled from
the usual Nashville new guard (Sonny
Throckmorton. Don Schiitz. Bob McDill).
the old new guard (Jerry Foster. Bill Rice).
and Miss Kendall herself. It's simple. gen-
erally hummable. and direct—particularly
the sexy. inviting I Had a Lovely Time.

Allof thisis set off by a tasteful pro-
duction approach that uses acoustic lead
guitar and some of the clearest. cleanest
pickingto be heard on any Nashville
record in recent years. The players. like
the writers. are an appealing combination
ofthe newand the established: guitarist
Fred Carter Jr. (whose work brightened
many Simon and Garfunkel records.
among others), keyboardist Ron Oates.
and steel guitarist Sonny Garrish. Who-
ever decided to give Carter the extra cho-
ruses on Love Is a Hurting Thing deserves
his own 1979 Country Music Association
award.

The Kendalls kicked around for
several years before coming up with the
hit Heaven's Just a Sin Away a couple of
years ago. Since then. they've had anum
ber of fine. underproduced. and tasty suc-
cesses. May that number multiply. and
may father Royce never listen closely
enoughto discover what daughter
Jeannie is singing about

Evelyn “Champagne’’ King:
Music Box

T.Life, producer. RCA AFL 1-3033
by John Storm Roberts

No.Granny, everythingdoesn’t
sound the same these days. disco fever or
nodisco fever. There are still black pro-
ducers like T. Life who can create a very
tight, very irresistible, very commercial
sound that is full of disco trimmings but
also preserves black music's drive and hu
manity.

Of course. it helps to have a singer
whose voice can do the same kinds of
things. Evelyn “Champagne” King's can.
and she pays it outdime by dime without
wasting any of it. She makes Music Box
seem tight and relaxed at the same time,
asif squaringa circle. She puts gusto into
Let’s Start All over Again and backs it with
intelligence. And she approaches both
with initial reserve. allowing room for that
slowbuilding process that creates a stand-
out. On Steppin’Out. the LP’s best track.
she casts off the wraps to reveal her dy-

Parker—coming into focus at last

namic, emotional. and sonic range. as well
as the special rhythmic sense that sepa-
rates the singers from the mere vocalists.
Steppin’Out is just marvelous: it even sur-
vives the stupidity of having been split inro
two parts. one to a side.

“Music Box™ provides evidence
that. despite the regu rgitated schlock by
dollar-happy garbage heads, despite the

growth of a middle-class soul that sounds
like a Kleenex commercial. despite end-
less flatulent productions and cotton
candy chic. the soul of the music hasn't
disappeared. It just takes some tracking
down. Which. being realistic. it always did

Graham Parker and the Rumour:
Squeezing Out Sparks

Jack Nitzsche, producer. Arista AB 4223
by Crispin Cioe

There s brilliance in Graham
Parker. But while he's made some great
music in the past (“Heat Treatment” was,
for me. the strongest rock & roll LP of
1976) his “image” has never been very
clear. “Squeezing Out Sparks,” his Arista
debut, obviously is meant to refocus the
image in sharper detail viaJack Nitzsche's
pared-down production, thick with Martin
Belmont's rhythm guitar. What emerges
is.indeed, a clear portrait of the artist as a
slightly older young man—a reintroduc.
tion to an unflinching, authentically raw
and emotional talent.

Self-castigation (but not self-pity}
and irony are the primary colors in
Parker's scheme of things, with the Ru-
mour (which includes past members of
Brinsley Schwarz and Ducks Deluxe)
never letting the power slip from his dense
lyric patterns. Nobody Hurts You, for ex-
ample, is a vivid portrayal of howParker
has clashed with the music business and
its machinations. The song is rife with
lines like, “Hey baby, I'm out of favor/
Can't always be/Theright flavor.” But the
singer isn’t feeling sorry for himself, for in
the chorus he drives his real point home:
“Nobody hurts you harder than yourself.”
This lyric coupled with Schwarz's nagging,
insistent guitar line make for great rock &
roll pure and simple.

In fact, the ultimate achievement of
the Parker/Rumour axis is its ability to
combine compact, eloquentlywordy
verses with anthemlike rock choruses.
Even on the album’s sole ballad, where
Parker describes an abortion incident, he
manages to make an effective contrast of
clumsyverse (“It’s just a mistake | won't
have to face/Don't give it a name, don't
give it a face™) with starkly real chorus
(“Youcan't betoo strong”). The real gem,
though, is Discovering Japan. Here
Schwarz’s playing and Parker’s oblique,



Ohm’s
Law 7-

Big bass sound can come from
small bookshelf loudspeakers.

Among loudspeaker
manufacturers. traditional
wisdom has it that you need
a big woofer in a big cabinet
for really deep bass.

Once again, Ohm has
defied the traditional laws of
loudspeaker design.

The Ohm L is acompact,
reasonably-priced, vented
loudspeaker which rests
comfortably on a bookshelf.

Yet, its bass response
is absolutely flat to 42 Hz.
And it can be driven to loud
levels with as little as 15
watts rms. (That's only half
as much power as a com-
parable acoustic suspension
system needs.)

But there’s more to an
Ohm L than superlative bass
and high efficiency in an
easy-to-live-with size. Using
time/phase matched drivers,
and Ohm's phase consistent
crossover, the L achieves a
highly coherent sound that
many expensive, widely-
advertised “phase aligned”
systems can only envy.

The Otm L woofer, output capacity unmatched by any otrer
8" woofer we've tested.

Fere’s what the audio from the speakers.”

critics have said about the
Ohm L:

High Fidelity Magazine:

“In listening tests, the
Ohm L’s aspirations ex-

ceedéd those expected of

its price class by a notable

margin. The overall sound

is solid, yet transparent and
detailed. Deep bass is tight,

with a sense of ease that
is maintained to relatively

high listening levels...Stereo

imaging is 2xcellent - to
the point where the sound
seems totally detached

Sound Advice:

“This speaker also
rates high in depth, ambient
reproduction, and airiness...
the L is a very musical
speaker, does a good job
with the delicacy of orches-
tral and choral music, has
great dynamic punch, is quite
efficient (8 watts for 100 dB
at 3'), sounds goodin a small
room... and absolutely
blooms in a large room (out-
put to spare).’

Stereo Review:

“The Ohm L, though
diminutive beside many of
the floor-standing or oversize
‘bookshelf’ speakers we
have seen, sounded in every
way like a full-size system.
Blindfolded, one would never
guess its compact dimen-
sions.” (Copyright 1977 by
the Ziff-Davis Publishing Co.
Reprinted from Stereo
Review June, 1977 by per-
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mission. Allrights reserved.)
Sound (Canada):

*...This is a loud-
speaker which, despite its
small size, manages to sound
large...The high frequencies
are crisp and one listener
remarked that one could
count the wires on the
brushes. The low frequencies
are well-controlled and there
is a very good compromise
between sensitivity
damping, and low bass. The
lows are strong without
deteriorating into the one
note variety and deep with-
out becoming lost by over-
damping.”

For 13 complete reviews,
and full specifications,
please write us at Ohm
Acoustics Corp., 241 Taaffe
Place, Brooklyn, N.Y. 11205.

We make loudspeakers
correctly.



NIKKO RECEIVERS
ARE BUILT AS THOUGH THEY'RE

ONE-OF-A-KIND.

At Nikko, we make sure that every single
receiver we make will live up to our speci-
fications, as well as your expectations.
Which is why we have what we call the
*200% Quality Control” program. Now,
almost ail companies have a “random”
testing program. But that's not good
enough for us. We check every unit be-
fore it leaves our factory. Then we test
each and every Nikko receiver again, be-
fore it's shipped to one of our carefully-
selected dealers. This relentlessly-thor-
ough.program is your assurance that you'll
get ail of the exceptional performance
and reliability we build into our products.

How can Nikko afford to spend so
much time on individual quality control in
these days of mass production? We can't
afford not to, because we back each re-
ceiver with a transferable three-year lim-
ited warranty on parts and labor.
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But the “200% Quality Control”
program is only one side of Nikko. The
other side is what you can see and hear:
meaningful features, superb sound and
outstanding value.

Consider our new NR-819. This ad-
vanced receiver employs a fully com-
plementary, capacitor-free output circuit
and delivers 45 watts per channel,
minimum RMS, at 8 ohms, from 20 Hz to
20 kHz, with no more than 0.05% total
harmonic distortion.

Its phono preamp utilizes high-
speed circuitry for phenomenal transient
response characteristics and low TIM.

A subsonic filter cleans up the bass re-
sponse and helps the amplifier operate
more efficiently.

FM tuning is easy and precise
thanks to an FET front end, a Phase
Locked Loop for maximum stereo sep-
aration and Nikko's T-Locked circuitry,
which automatically tunes in a station for
minimum distortion.

The NR-819 also features the insur-
ance of a sophisticated speaker protec-
tion circuit that utilizes Nikko's famed cir-
cuit breakers.

There are no shortcuts to top qual-
ity and performance. So before you buy
any receiver, think about the persistent
quality control and advanced engineer-
ing that go into every receiver Nikko
builds. It shouid convince you that we
take our stereo as seriously as you do.
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Call toll-free 800-423-2994 for your
nearest Nikko dealer.
Nikko Electric Corp. of America/16270
Raymer St., Van Nuys, Calif. 91406 (213)
988-0105/320 Oser Ave., Hauppauge,
N.Y. 11787 (516) 231-8181/Canada:
Superior Electronics, Inc.
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Luther Rabb—no mere spinoff

fractured style are propelled forward by
Steven Goulding's drumming, perfectly
capturing the buzzing, slightly headachy
emptiness that ultramodern life-styles im-
pose on the individual

Anycomparisons between Graham
Parker and Elvis Costello, vocally or sty-
listically, are totally bogus. Parker is a rock
& roll original working his own turf,and
“Squeezing Out Sparks” should establish
the fact once and for all. Great albums al-
ways write their own reviews, and this one
was easy.

Luther Rabb: Street Angel
Samuel F. Brown lll, producer
MCA 3079

by John Storm Roberts

Luther Rabb is War’s new bassist
and though his basic ethos—heavy-metal
funk with a persistent leavening of light-
heartedness and humor—is similar.
“Street Angel” is no mere spinoff. What
makes it so splendid is Rabb’s sense of
melody. rhythm, timing, and balance, all
of which are just as relevant to disco as to
anyworthwhile genre. There's a lot more
basic musicality here than good solos and
strong lead singing.

The A side is by far the better of the
two. The opening, Whatever, services a
memorable hook with blazing r&b funk

Roxy Music: Manzanera, Thompson, Skinner, Ferry, Tibbs, Mackay

brass, jerk-kick rhythm section, blues-in-
flected lead, and sustained backup vocals.
Make a Little Move is a little lighter and
more trivial, but its disco-oriented bass
drum and backup vocal and strings blend
nicely with tight bass and guitar out of the
War zone, and its hook is even trickier.
Equally beguiling isjNo Bandido!, a some:
what more Latin disco piece with another
charmingly inconsequential hook and a
rather more standard verse. Seattle’s
Disco Groovin ' Tonight moves froma
marvelous synthesizer opening and
charmingly ridiculous birdlike noises from
the backup singers into a splendid re-
peated jazz/blues.

The other side contains perhaps
the best track of all, Everybody Love. It’s
an extraordinarily melodic duet with
Brenda Lee Eager that turns fairly com-
mon and banal balladic elements into an
adhesive whole. Square Dance is as
amiablyloony a piece as its title promises.
The remaining tracks—includingthe title
cut—are far less distinctive. Still, these
days six out of nine s a pretty good value.

Roxy Music: Manifesto
Roxy Music. producers. Atco SD 38114
by Sam Sutherland

Inthe three years since Roxy Music
disbanded to pursue divergent solo proj
ects. the rock community has vindicated

their 2arlier work as truly seminal *70s mu-
sic. not just avant-garde posing: Whereas
this British ensemble’s first records once
seemed willfully abrasive and self-con
sciously artsy to mainstream pop fans,
they now stand as prophecies of, and pro-
totypes for. the best elements of current
NewWave and art rock styles. Brian Eno.
wholeft the band in 1973. has emerged as
a powerful shaper of both instrumental
and production styles for a host of Ameri-
can and English artists from David Bowie
to Devo and Talking Heads: similarly.
Bryan Ferry has transcended his trashy
matinee idol persona and artless vocal
mien to stand as a true influence on Talk-
ing Heads' David Byrne. Mark Mothers-
baugh of Devo. and lesser-known rockers
like Deaf School and Duncan Browne
Less obvious but perhaps more crucial is
the apparent impact of Roxy Music’s point
of view on their younger successors, who
have ‘aken the band's balance of ironic
detachment and stylized decadence-as-ro
mance to the stature of archetype.

The realigned group that recorded
this studio reunion revolves around Ferry.
guitarist Phil Manzanera, and reed player
AndyMackay. While Eno’s legacy survives
in the atmospheric use of electronics and
an often hypnotic rhythmic pulse. on bal-
ance “Manifesto” sounds deceptively con
servative alongside the work of Roxy Mu
sic’'s musical followers. Manzanera's
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growth as a guitarist. like Mackay's as a
sax stylist. has imbued the band’s playing
with a broader range and subtler attack.
while Ferry's underlying affection for clas-
sic pop song form as well as vocal stylings
(increasingly apparent on his solo albums.
especially “The Bride Stripped Bare”).
likewise points up the band’s evolution to
its current power and economy. That
growth. coupled with the canonization of
their style. lends “Manifesto” a potent
stateliness. rather than the once idiosyn-
cratic verve that seemed Roxy Music’s au
ral signature in the past.

The title song opens the album
with a bristling stutter of bass and guitar
and vields to a monolithic undertow of
rhythm section. keyboards. and melodic
lead guitar. This Manifesto offers no star-
tling new shift in sensibility: rather. it en
capsulates the defiant humanism that has
always burned behind Ferry’s various pop
masks. an individualistic credo that ex-
plains the band’s barbed contempt for the
cheery mindlessness of pop conventions.

Equally characteristic of Roxy’s
strengths. but gentler in approach. are
three Ferry ballads that may be his best
works to date as awriter. Dance Away
uses the same cinematic sense that
opened the band’s most successful single.
Love Is the Drug. but whereas that song
worked toward a comic effect, here the
goal is more straightforward. Drug began
with Ferry's footsteps moving toward his
car. the cough of the ignition. and the
squeal of tires: Dance Away echoes that
sense of detail with the sudden snap of a
match and the sharp intake of the singer’s
breath as he draws on his cigarette.
Whereas the earlier song found him prow-
ling for love on a disco floor. now Ferry is
dancing only to obliterate the pangs of
lost love. Evoking that loss are some of his
most carefully balanced romantic lyrics.
especiallywhen he passes his lover with
her new paramour and sees her “dressed
tokill/ And guess who's dying. . .

Spin Me Round and Still Falls the
Rain are equally graceful works that as
sume a more meditative stance. The first.
which closes the album. is an effective
demonstration of both Ferry’s and Roxy
Music’s delicacy with slower songs: its
sighing choral answers and luminous ce
lesta tracings recall John Cale’s classic
“Paris 1919.” as high acompliment as |
can pay any band.

“Manifesto” isn’t dour. though

The Patti Smith Group: getting down to accessibility

Trash pulses with sly. lip-smacking eroti-
cism, while Ain’t That So further revises
our expectations of this band through its
percolating percussion and Manzanera’s
sultry slide guitar. Production. by the
band. is consistently sharp-edged without
overstatingtechnical effects. Whether or
not the band views this as the start of a
second career or a one-shot epitaph.
“Manifesto” is arguably their best album

Patti Smith Group: Wave
Todd Rundgren, producer
AristaAB 4221

by Ken Emerson

Figuratively speaking at least. Patti
Smith has finally shaved her armpits. The
title of her new album,*“Wave,” doesn’t re
fer to a crest of “new” or*'no” music that
Smith is riding: instead. it's a good-by to
all that put people off from buying her last
album, “Easter.” even though they pur-
chased enough copies of Because the
Night (on which she collaborated with
Bruce Springsteen) to make that rousing
single a respectable hit. The discrepancy
between single and album sales probably
bugged Smith as much asit did Arista’s
president. Clive Davis.

*Wave" includes a thumping rendi-
tion of the Byrds’ So You Want to Be (a
Rock 'n’ Roll Star). and Smith has always
wanted to figure in the constellation of
rock stars she used to worship from afar.
Butin the past she demanded stardom on
her own terms. Now. forthe first time, she

has acceded to the standards of a mass
audience and airplay. *Wave” contains no
dirtywords that [ can make out, no talking
in rapt, garbled tongues. and the perform
ances are airbrushed by Todd Rundgren’s
production. As aresult, it is the least ecsta-
tic and inspiring of Smith’s four albums.
though also her most accessible and en-
jovable.

Frederick may not soar like Be-
cause the Night, but it's a pleasant flight
assisted by blithe synthesizer burbles.
Dancing Barefoot is more ominous but
equallytuneful. borrowingas it does
snatches from the melody of Blue Oyster
Cult’'s (Don't Fear) the Reaper. And Bro-
ken Flag, sort of an Onward, Christian
Soldiers for the avant-garde. is an uplifting
anthem that transcends its stodgy ar-
rangement.

Although the smooth profes
sionalism of “Wave” may attract new lis-
teners, doubtless it will dismay old fans of
Smith’s raw edges. ** We carve.” she wrote
in the booklet accompanying “Easter.” ““a
position of danger between construction
and chaos.” Apart from an audacious and
haunting monologue addressed to the
late Pope John Paul | on the shores of
eternity, the new album takes no risks—it's
allworkmanlike construction and no
chaos. For the most part. Smith plays the
role of asinger here. not a seer. and the
field of her visionary music has contracted
to the point where she seems. like the sha-
ven Samson. “eyeless in Gaza, at the mill
with slaves.”
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Introducing _the Apc I700DD turntable.

...and keeps on goin =

The tonearm you'll find on the AGC 170000
reduces mass and resonance to new lows. So the
music you hear comes out pure and clzan

Our engineers have combinedthe latest advance-
ments of audio technology to create the amazing
1700DD, the first low mass, low resorance turntoble

The famous UV carbon fibre tone-
arm was the model for the sleek black
anodized aluminum tonearm found
on the ADC 1700D0. The headshell
) is molded carbon fibre, long known
ﬁ e for its low mass to high tensile strength
= ratio. The viscous cuzing is a gentle
4mm/sec., and the tempered spring cnti-skate adjust
ment is infinitely variable to 3.5 grams. The pivot
system uses stainless steel instrument bearings,
which are hand-picked and perfexctly matched to both
the outer and inner races for virtually frictionless move-
ment. All this makes it the best tanearm found on an
integrated turntable.

// T The base on the ADC 1700DD

turntable is constructed of a highly
y dense structural focm which absorbs
; ond neutralizes resonance and

~

Supporting this resonance-can-
\.\ celling base are energy abserbing,
resonance-tuned rubber suspension
fee:r These suspension feet help

to stabilize the base while con-

\\_/ I‘rO“”T\ resonance

The mator in the ADC 1700DD is also present
standard of excellence: Direct Drive Quartz Prase-
Locked Loop. A quartz crystal is used

o

/{ e N ) inthe reference oscillator of the
( motor. An electronic phase com-
NN > | parator constantly monitors any

€. ) varionce in the speed, making
Y instantaneous corrections. €ven when

~ out of the Quartz-Locked mode, the
optical scanning system keeps drift at belouw 0.2%
Wow and fiutter are less than 103%. Rumble is an
incredible ~700dB Din B3

The result of all these breakthroughs is pure,
uninterrupted enjoyment

Ue invite: yau te o demonstration of this and the
other remarkable ARC turntables at Your nearest
Tanchised deale
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You see, all tapes aren't created equal. Allmanufacturers’
tapes require slightly different bias than the average 3-position
setting for optimum performance, i.e., widest and flattest fre-
quency response and lowest harmonic distortion. Even the
same type of tape from the same manufacturer varies in its
bias requirements. Batches differ. Processing has its ups
anddowns.

The newest, hottest audio tape is metal particle. It can give
performance level equal to or better than open reel tapes. But,
it's SO new that bias standards aren’t set. When they are,
who's 1o say that the same manufacturer to manufacturer
variability will not apply to the metal particle tape?

That’s why Onkyo invented automatic ACCU-BIAS.

Onkyo's automatic ACCU-BIAS uses logic circuitry
centered around built-in reference generators to determine
the optimal settings for bias for any tape you use ...every time
you use it.

Andit's all autormnatic. With Onkyo's automatic ACCU-BIAS
you just tell the logic circuits the kind of tape you're using.
Metal, High or Normal. Push the automatic ACCU-BIAS but-
ton, engage play and record. Within seconds the automatic
ACCU-BIAS computer determines and sets the exact bias
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stops, rewinds and is ready for you to make a perfect recording.

That's not an average setting. Nor a compromise setting
But the precise setting for any cassette you use every time you
record. So, unless you want a factory technician to make your
decisions for you, there's only one way to go.

Onkyo's TA-2080 with automatic ACCU-BIAS.

What kind of performance can you expect with ACCU-BIAS
and metal particle tape? Frequency response of 20-20,000Hz
And a SIN ratio of 62dB with Dolby* out

Other features that add to the flexibility are 2 sendust alloy
heads, plus a special laminated erase head for new metal
tapes, feather touch solenoid transport, PLL DC servo motor
drive, dual capstans, line mic mixer and 10 segmented peak
level LED in columnar array between VU meters.

Another feature is the “Fadeout” which gradually erases
portion of the tape during playback while you listen for those
times when the tape runs out before the music...easing and
simplifying editing chores

Overall specifications and features make Onkyo's TA-2080
something special. Automatic ACCU-BIAS makes it even
more. Check it out at your Onkyo dealer and see what it means
by Onkyo's motto of being a step ahead of state-of-the-art
*Dolby is a trademark of Dolby Laboratories. Inc

ONKYO.

Eastern Office: 42-07 20th Avenue, Long Island City, NY 11105 (212) 728-4639
Midwestern Office: 935 Sivert Drive, Wood Dale, IL 60191 (312) 595-2970
West Coast Distribution Center: Damark Industries, Inc., 20600 Nordhoft Street, Chatsworth, CA 91311 (213) 998-6501
Canada: Sole Distributor, Tri-Tel Industries, Ltd., Ontario, Canada
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HIGH FIDELITY'S
Free Armchair
Shopping Service

On the card opposite, circle the number indi-
cated at the bottom of the ad or at the end of
the editorial mention of the product you're
interested in. (Key numbers for advertised prod-
ucts also appear in the Advertising Index.)

Type or print your name, address, and zip code
on the card. Postage i1s prepaid.

Mail the card today. You'll soon recewve free
product literature and specifications from
manufacturers.

MAIL ORDER
BUYER'S SERVICE

Three Great Buyer’s
Guides From

HIGH FIDELITY

Order Now!

ey T aal

$3.95
Circle

Guide to
Stereo
Components

$2.95
Circle
162

To order, circle the number on the attached card
that matches the number of the Buyer's Guide you
want. Enclose payment plus $1.00 for postage
with your order and mail to:

L]
HIGH FIDELITY
One Sound Avenue
Marion, Ohio 43302

[Enclose payment. No credit orders.)

JULY 1979
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Martha Wash, Sylvester, Izora Rhodes: Two Tons o’ Fun plus one

Sylvester: Stars

Harvey Fuqua & Svlvester, producers.
Fantasy F9579

by Crispin Cioe

The main reason disco has been
slowto be accepted as a “valid™ art formis
that too much of it needs a dance floor to
be emotionally convincing. Donna Sum-
mer. Gloria Gaynor. and Cardi Staton are
among the few singers that can sound
truly expressive within its thump-thump-
thump-thump musical format. Add to that
select list San Francisco-based Sylvester.
His third album on Fantasy. “Stars.” is
completelywithin a disco framework and
is also a fully realized. eloquently soulful
statement.

Sylvester is emergingas disco’s first
major male star, and. like that of his afore-
mentioned female counterparts. his music
confidently mixes the contemporary with
the rootsy. His distinctive sopranois a
near-falsetto head voice (slightly reminis-
cent of Eddie Kendricks' when he was with
the Temptations). and he sings in a florid.
full-bodied coloratura style that dates
back to his youth on the national gospel
circuit. His backup singers. Martha Wash
and lzora Rhodes (accurately dubbed
Two Tons o'Fun). have equally deep gos-
pelroots. Together the trio brings awild
ecumenical flavor to the music.

Trueto disco standards. “Stars”
hasjust four long cuts. But each uses its
length to fully explore its own mood. mak-
ing each song as palatable for listening as

it is for dancing. | (Who Have Nothing) is
by far the most devastatingly effective ren-
dering of that Leiber-Stoller chestnut
since Ben E. King's 1962 original. It be-
gins with a churchy. faintly haunting piano
set against nothing but the thumping bass
drum. perfectly effecting the gospel/disco
fusion that Sylvester embodies. Patrick
Cowley adds tasty synthesizer touches.
while coproducer Harvey Fuqua (a Mo-
town staffer in the '60s) keeps the rhythm
tracks stately and refreshing. never relying
onoverlong and obvious string or rhythm
breaks. On Body Strong. which is essen-
tially a disco chant. the combination of ro-
bust. soaring vocals. gospel-inflected
chord changes. and synthesizer fillips ren-
ders “You make.you make. you make my
body strong” more than a mere catch-
phrase.

The shortest cut. I Need Somebody
to Love Tonight.is a relaxed. misterioso
groove that compares favorably with Da-
vid Bowie. circa Low. Bass. sequencer.
and guitar set up an interlocking pattern
of countermelodies. Cowley's synthesizer
weaves in and out. and. by the time Syl-
vester'svocal arrives. the mood has been
firmly established. Structurally. it's all very
subtle.

've heard "Stars” three ways now:
live. through the speakers at Studio 54,
and sitting on my couch at home:. It holds
up equally well under all three conditions.
which means it can be watched. danced to.
and listened to. If this is where disco’s
headed. then | say more. more. more.
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CASSETTE TAPES
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Amper Grang Master 1C-90  $2 79

THE ONE-STOP
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Alan Tarney and Trevor Spencer—every track a clever crazy quilt

The Tarney Spencer Band:
Run for Your Life

David Kershenbaum, producer
A&M SP 4757

by Ken Emerson

Lacking a musical culture of their
own (Tie Me Kangaroo Down. Sport
hardly counts). Australians from the Easy:
beats to Olivia Newton-John and the Bee
Gees have often had a flair for manipula
ting pop-music conventions with a detach
ment begotten by distance. On their first
album, last year’s “Three's a Crowd.”
singer cum multi-instrumentalist Alan Tar
neyand drummer Trevor Spencer came
on like a latter-day addition to the Scottish
tradition of pop duos like Stealer's Wheel

and Gallagher & Lyle. They've set their
sights higher on “Run for Your Life " This
time around. they've drawn a bead on the
Beatles and Fleetwood Mac. Thus No
Time to Lose.the opening cut. compares.
contrasts. and finally combines the stately
guitar chords of George Harrison and Eric
Clapton with a trotting chorus right out of
Lindsey Buckingham

But the Tarney Spencer Band (all
two of 'em) s far too eclectic ever simply
to ape their antecedents. As if to acknowl-
edge the secondhand nature of their mu
sic. they cover Lies. the Knickerbockers
1965 imitation-Beatles hit. but they synco
pate the rhythm so that the song sounds
utterlyunlike the Fab Four (much less the
Knickerbockers). Far Better Man purloins
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Performance. Power. Period.

Mitsubishi Car Audio. It's Poveer by the Pair.
The CV-21 Control Power Amplifier has

20 watts RMS per channel and features
separate volume, treble, bass and fader
controls and high/low inp ts. It can be used
as a control amplifier with a -uner or tape
deck, or as a power booster for existing
car stereo radios.

For the ultimate in contro , its the CV-23
Graphic Amplifier/Equal zer It is a perfect
match with car audio components or exist-
Ing car stereos.

©1979 Melco Sales, Inc., 7045 M. Ridgeway Ave., Lincolnwood, IIl. 60645, 800-323-2216 (Cutside IiL

The CV-Z3 features 30 watts RVS per
channel, “acer and balance controls, two-
channe! LED power indicators, sz2lector
switch, high/low inputs and a 6-position
gredhic =qualizer for complete sound cor-
tour control.

Well definec lows. Transparent nrid-ranges.
Sh mmering highs
The CV-21 and "he
CV-23 are the Grue-
some Twosome

MITSUBISHI®

CAR AUDIO
SOUND UsS QUT

312-973-2000 (Within Il
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lNitlntosh

"R Technological
Masterpiece...”
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Mcintosh C 32

“More Than a Preamplifier”

Mclntosh has received peerless ac-
claim from prominent product
testing laboratories and outstand-
ing international recognition! You
can learn why the “more than a
preamplifier” C 32 has been
selected for these unique honors.

Send us your name and address
and we'll send you the complete
product reviews and data on all
Mcintosh products, copies of the
international awards. and a North
American FM directory. You will
understand why Mcintosh product
research and development always
has the appearance and tech-
nological look to the future.

Keep up to date.
Send now - - -

Mcintosh Laboratory Inc.
Box 96 East Side Station
Binghamton, NY 13904

Name

Address

City State Zip

If you are in a hurry for your catalog please
send the coupon to Mcintosh. For non-rush

service send the Reader Service Card to the
magazine.
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Paul McCartney's bass line from Rain but
uses it to underpin chipper Crosby, Stills
& Nash harmonies. Every track is a clever
crazy quilt. Live Again, for example, sports
avaguely reggae rhythm, synthesized
echoes of Caribbean steel drums, a disco
kick-drum. and bustling, jazzy traps. A
Heart Will Break Tonight begins with a
wimpy, tremulous vocal that smacks of
Bread's David Gates. but itis oddly ac-
companied by muted kettledrums and fol-
lowed by a startling, oogity-boogity chorus
of classic rock & roll piano triplets.

Although the ingenuity of “Run for
YourLife” is delightful, the album is more
impressive than exciting. In a word. it lacks
oomph. Even when he overdubs har-
monies, Tarney’s vocals sound thin,and a
real live band might create more electricity
than he and Spencer can conjure up by
their lonesomes in the studio. Ultimately
their record is an elegant exercise, a series
of deft miniatures. If they ever blowtheir
music up to life-size and infuse it with
some meaningful emotion, Tarney and
Spencer will no longer be talents to trifle
with

== JAZZ ==:i

Ernie Carson and His Capital City
Jazz Band: Brother Lowdown
George H. Buck Jr., producer. GHB 95
byJohn S. Wilson

Despite some listeners’ impression
that Ernie Carson sounds like Wild Bill
Davison. Frank Powers states in his
“Brother Lowdown™ liner notes that Car-
son’strue roots are in the roughand rug-
ged West Coast tradition of Lu Watters
and Turk Murphy. True as this maybe,
one can hear a variety of sources coming
together in this cornetist’s lively, bristling
attack. Most noticeable on this disc is the
similarity of his urgent, jabbing punch to
Muggsy Spanier’s.

Carsonis in fine form—crisp and
crackling, growling, swaggering—and he is
surrounded by some particularly worthy
companions: Charlie Bornemann, a trom-
bonist with a big, gruff sound and a loose
and easy manner; Robbie “Dusty”
Rhodes, a pianist with a romping ragtime
attitude; and banjo player Bill Rutan. Ru-
tan also sings, sometimes with a nasal slur

that takes him to the borders of Jolson on
an easy '20s song like My Sunny Ten
nessee, and sometimes with a muttering
grumble, as on the tongue-twisting Bor-
neo. This last is a fascinating, oddly struc-
tured tune remembered today only be-
cause Bix Beiderbecke recorded it

All of the material is adventurous.
Two Lu Watters numbers, Emperor Nor-
ton’s Hunch and Big Bear Stomp. are as
close to traditional as Carson comes.
They're followed by a wonderful, rarely
plaved 1938 Irving Berlin tune, My Walk-
ing Stick, on which Carson swings and
sings with a dry but exuberantly outgoing
voice. Polish Love Song sounds as though
it might have been a polka transformed
into a NewOrleans march; and I'm Look-
ing at the World Through Rose-Colored
Glasses provides a bit of high-spirited
vaudeville for Bill Rutan’s voice and banjo.
Fats Waller's Georgia Bo Bo does not
work out verywell, despite the fact that
Louis Armstrong once made a celebrated
record of it, and Herman Foretich’s clari-
net seems relatively thin and wan in this
company. But for the most part, “Brother
Lowdown™ is good times all the way.

DukeEllington: Unknown Session
Irving Townsend, producer

Columbia JC 35342

DukeEllington and His Orchestra:
Up in Duke’s Workshop

Duke Ellington, producer

Pablo 2310815

Sometimes Duke Ellington would
call a session to hear things he had written
or just to make use of musicians on salary
when the band was laying off. These two
discs are culled from those odds-and-ends
sessions, and since Duke squirreled them
away over the years, none of this material
has been released before. “Unknown Ses-
sion” is devoted to one session held on
July 14, 1960, when Duke led a small
group that included Ray Nance, Lawrence
Brown, Johnny Hodges. and Harry Car-
ney. “Up in Duke's Workshop,” like the
earlier “The Intimate Ellington™ on Pablo,
is a miscellany played in this instance by
the big band in various manifestations be-
tween 1969 and 1972.

The Columbia set focuses primarily
on Ellington the melodist bylooking back
at some of his loveliest songs but avoids



The sound is familiar.
The PRICE is the SURPRISE!
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Minimus-7

This amazing little hi-fi
speaker costs only about a
third as much as some mini
speakers, but we think they
compare very favorably. How
could they? Well, we gave
ours a heavy-magnet large-
excursion 4" woofer, a soft-
dome wide-dispersion 1"
tweeter, a precise L-C cross-
over network, and a diecast
aluminum enclosure. The re-
sult is astonishing bass and
crisp highs from a 7-1/6" tall
system that fits on any book-
shelf. Audio response is 50-
20,000 Hz and
& power capacity is
40 watts RMS. All
for only 49.95* each.
; Now listen to
i this! Just 14.95*
|- buys you a pair of
4} , the fully adjustable
~_=> mounting brackets
pictured here, so
you can install two Minimus®-7s
in your car. Or van or pickup or
RV. Discover Minimus -7, the
mini-size, maxi-value speaker
for home or mobile use. Sold
only at Radio Shack.

* Retal prices may vary at individual stores and dealers
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at most Radio Shack stores
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The better your ear,
the more you
need new
Audio-Technica

VITAL
LINKS!

Every wire, every connection in your
stereo system is a source of trouble, a chance
for losses which can keep your system from
achieving its full potential.

Introducing three new Vital Link wire sets
from Audio-Technica...each a positive step
toward ideal performance and trouble-free

Vi
"

Start at the cartridge with the AT609 Head
Shell Wire Set. Color-coded, insulated wires
with 14 strands of pure sliver Litz wire, termi-
nated in corrosion-free gold terminals. No
losses, no intermittents. Easy to install. Just
$6.95 and worth every penny.

Between turntable
and amplifier{or any two
stereo components) use
new AT610a High Con-
ductlvity Cable, A stereo
palr 60~ long, plus an
independent ground wire
with lugs. Each gold-

1 plated plugis color-

9 coded. Both resistance
and capacitance are far

below ordinary cables, Only $9.95.

For the most
critical installations
use our AT620 Super-
conductivity Cable
Set. Two individual
cables, each 48~ long,
with heavily gold-
plated plugs. Inside
the wire shield is a
second conductive
layer of polypropylene shielding. Special foam
dielectric keeps capacity low, while superb
conductivity is assured by using Litz-wire
inner conductors with maximum surface area
which reduces high frequency losses. The
set lists for $29.95.

From phonograph cartridge to toud-
speaker, each audio system is a chain, no
stronger than its weakest link. Connect your
system with Vital Link cables from Audio-
Technica. At your A-T dealer now. Or write
tor our complete audio accessory catalog.

audio-technica

INNOVATION o PRECISION O INTEGRITY
AUDIO-TECHNICA U.S., INC.
Dept. 79H-2, 33 Shiawassee Avenue
Falrlawn, Ohlo 44313
In Canada: Superior Electronics, Inc.

Circle 5 On Page 93

-

-

100

BACKBEAT

© 606, 0 0 0, 0 0 0 0.0 0,00 00 0,0 0 06 06 0.0

the obvious. The only exception is Mood
Indigo. but even this is heard in new dress
as a solo showcase for Brown, who was
not featured as frequently as some of the
other Ellington stars in the band’s heyday.
In fact Brown carries most of the first side
with his warm, dark tone, singing through
Black Beauty and All Too Soon and devel-
oping Creole Blues (one of Creole Rhap-
sody's themes) in a high lyrical voice. Car-
ney also gets more solo space than usual.
while Hodges. one of Duke's most ubi-
quitous soloists. plays a relatively secon-
daryrole. Still. the set stays within the
lush. romantic mood that was Hodges'
particular domain.

The Pablo discis colored by the
thick-textured ensembles that Duke was
creatingat the end of the ’60s and in the
'70s, along with the Latinesque rhythms
that he used more and more frequently.
The combination is epitomized on
Dick. with the presence of organist
Wild Bill Davis and trombonist Malcolm
Taylor bringing an added dimension of
ruggedness to the band. Though most of
“‘Duke’s Workshop™ is unfamiliar, all of it
has the Ellington touch. One exception is
an arrangement of Love Is Just Around
the Corner, which (according to Stanley
Dance) had been in the Ellington book “a
longtime” when it was recorded in 1970.
Butthe ensemble writing has a bulk
solid sound that—except for some won-
derfully brassy, gritty shouts interjected by
trumpeter Cootie Williams—would not
suggest Ellington. JSW

Bill Evans, Toots Thielemans:
Affinity

Helen Keane, producer

Warner Bros. BSK 3293

I've often felt that Bill Evans is the
last unreconstructed romantic left in jazz—
the last player who can unembarrassedly
milk a harmony for every last rich drop of
feeling. But | forgot about Toots Thiele-
mans, that underrated virtuoso of the gui-
tar, harmonica, and—that most unex
pected of jazz instruments—the lips.
puckered whistle. Toots is a romantic, too.
He has to be. No one could have com-
posed such an enduring bit of jazznos-
talgia as his classic Bluesette without the
benefit of a heart filled with moonbeams
and roses.

19
Bill Evans—a romantic sorely
in need of a new producer

So. for better or worse. what we
have on “Affinity” is an encounter be-
tween two romantics. It easily could have
become mired in treacly sentimentality,
butinstead itis a classic (and class) ex-
ample of how jazz players can bring life
and spirit to musical attitudes that have
virtually been given up for dead. The best
tunes. in fact. are those that seem to
present the most moribund possibilities: /
Do lt for Your Love, This Is All | Ask, The
Days of Wine and Roses. Body & Soul.
One could hardlyimagine a list more cal
culated to make the average listener grab
forthe latest Rolling Stones record. No
matter. Evans and Thielemans do things
with melody and harmony and feeling that
Mick Jagger couldn't do with a 100-mega-
watt sound system.

But there are problems. Apparently
unwillingto let these two superb players
carrythe recording on their own, pro-
ducer Helen Keane has added drums.
bass, and saxophonist Larry Schneider to
a few of the tracks. It was a poor and to-
tally unnecessary decision. Aside from
MarcJohnson’s excellent (and discreet)
bass. Evans and Thielemans need addi
tional help like Jimmy Carter needs more
peanuts. The solution is easy enough:
Simply lift the needle and move onto the
next track when you hear the first few
notes of braying-mule saxophone. For
Evans. the solution is a bit trickier, but a
new producer might help. DH

Circle 8 On Page 93 P
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MADE FOR EACH OTHER.

Earphones are made for ears.
Yours. That's why the Beyer DT 440
has sound so natural and is so
light and comfortable you don’t
even know it's there, even after
many hours.

At 9.6 ounces, it is cne of the
lightest headphones available.
Anditsweightis evenly distributed
among the sponge-padded ear-
cups and air-filled headband.

DT 220 DT 302

There's no great weight suspend-
ed from your head, and your ears
never get squeezed.

Some people complain about
the isolation of headphones that
close them off from the world. So
we built the DT 440 witn a high
velocity open design, to allow a
natural mixture of recorded music
and environmental sound.

How does it sound? Mast

DT 441

ET 1000/ N 1000

people say “spectacular.” A great
combination of impact and inti-
macy. The overall sound is won-
derfully smooth and transparent.
With clean, rich bass response.
Powerful, lifelike midrange. Crystal-
clear, undistorted highs. And per-
fect stereo imaging.

For sound — and fcr comfort —
nothing beats a Beyer. \We'd like
to make one for you.

Bever))

Dynamic

BURNS AUDIOTRONICS, INC.
5-05 Burns Avenue, Hicksville, NY 11801
(516) 935-8000
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Lionel Hampton, circa 1960

ArtTatum-Lionel Hampton-
Buddy Rich: The Tatum Group

Masterpieces . . . Again!
Norman Granz. producer
Pablo 2310775

Benny Green has referred to Nor-
man Granz’s current series of reissues as
a “Napoleonic campaign to get as much
of Art Tatum on tape as would satisfy pos-
terity.” But this set. unlike the “Tatum
Group Masterpieces” that preceded it. is
not a reissue. Except for one cut. Body
and Soul. the material on “Again'” has
never been released before. adding seven
new performances (including two takes of
Love for Sale) to the Tatum repertoire

One of them. a roaring, uptempo
This Can't Be Love. ranks with the best of
Tatum’srecords. Onit, he and Hampton
swing hard and chase each other for
chorus after chorus. with Tatum becom:
ing more involved as the challenges
tighten. Their pursuit is climaxed by a
chorus in which they virtually race each
other. kicking their heels as they come
down the stretch. And just as they get
there. Rich takes off on a burst of drum
mingthat erupts into a spasm of musical
and vocal excitement. Apparently. the mu-
sicians felt that moment could not be
topped. since in the anticlimactic chqrus
that follows they have relatively little to say.

The rest of the pieces are ballads

RECORDS
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Tony Williams—a summit meeting of jazz titans

taken at that easy pace in which Tatum
plays as though he were relaxing in a rock
ing chair but thinking exciting thoughts. In
this mood. Hampton tends to stay close to
the melody. at times (as on Lover Man)
clutchingit so tightly that only Tatum'’s fil
teringruns can loosen his grip. The two
takes of Love for Sale were included
apparentlyto fill out the disc. The solos on
the shorter onevirtually repeat part of
those on the longer. which. overall. is the
better of the two: Tatum has an extra solo
chorus on it and provides Hampton's
solos with unusually airy support. JSWw

Tony Williams: The Joy of Flying
Tony Williams. producer
ColumbiaJC 35705

Drummers—from Gene Krupato
Max Roach to Tony Williams—all share
one problem when they come out front to
guidethe band: Drums are not a lead in
strument. Krupa solved the problem by
putting together a dynamite big band to
frame his percussion work: Max Roach
formed a productive liaison with trumpe
ter Clifford Brown. And nowWilliams, rec-
ognizingthe problem. has gotten together
with some of the brightest lights in con-
temporary jazz—Jan Hammer. George
Benson, Herbie Hancock. Cecil Taylor,
Stanley Clarke. Tom Scott. Brian Auger.
and others.

The results are as mixed as the
qualities of the musicians. With Hammer's
synthesizers, Williams plays in an aggres.
sive. hard-pounding style similar to that of
his jazz/ rock salad days in the early Sev
enties. With Clarke, Hancock. and Scott
heis looser. apparently more relaxed. and
content to provide powerful energy for the
other players. With a large ensemble
(which includes the Brecker Brothers,
Dave Sanborn. and most of the other New
York City jazz faces) Williams demon-
strates—for anyone who cares—that he.
too. can play competent, studio-style jazz
drums.

Heis much better on Coming Back
Home, where Benson plays the kind of
guitar solo one rarely hears on his own
recordings these days. He is equally good
on the entirely different Open Fire. play-
ingwith Mario Cipollina. Ronnie Mon
trose. and Brian Auger in a high-powered
track recorded “live” in concert in Japan
And he is at his best and most creative in a
startling duet with pianist Taylor titled
Morgan’s Motion. To be sure. there are a
few moments when Williams sounds al
most as confused with Taylor as the au
dience frequently is. But for the most part.
he accepts Taylor’s energetic musical
challenge and respondsin kind. It's a kind
of summit meeting of jazz titans, and it.
more than anything else. makes *Joy of
Flying” worth yourtime. DH
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by Elise Bretton

Natalie Cole: Songbook.
Cherry Lane, 29 songs, $7.95.

Natalie Cole’s printed repertoire
has undergone considerable cosmetic
surgery at the hands of Drs. Okun and
Fox, stalwarts of the Cherry Lane oper-
ating rooms. Removing the wrinkles of
overnotation from last year's “Our Love
(a collection of Marvin Yancy/Chuck
Jackson songs. most of which had at
tained chart status as a result of Cole’s
recordings) has given new life to these
soul/ disco favorites (/'ve Got Love on My
Mind, Inseparable. No Plans for the Fu-
ture). The good doctors have even sup-
plied several pages of performance notes.
With the new, two-line piano-vocals sup-
plemented with a discography, a biogra-
phy, and photographs, the sales prog-
nosis looks good.

10cc: Bloody Tourists.
Warner Bros., 13 songs. $6.95.
The Who: Who Are You.
Warner Bros.. 9songs, $6.95.

Neither the Who nor 10cc works on
an assembly-line basis: Quality control is
the hallmark of both. On this month’s ex-
cursion with 10 cc, we travel on Air Ja-
maica (From Rochdale to Ocho Rios) and
London’s Bakerloo subway line (Shock
on the Tube) at breakneck speed, touch:-
ing down at Tokyo in between. A strange
itinerary, but it works. “Who Are You” is
heavily cargoed with Pete Townshend’s
personal creative traumas (Guitar and
Pen. New Song). but he and copilot John
Entwistle manage to get us off the ground
before we have time to complain to the
FAA (Folio Administration Agency, what
else?). Both collections are turbulence-
frée and should provide enjoyment for
professional and home musicians alike.

Kenny Rogers

Kenny Rogers: The Gambler.
Cherry Lane. 11 songs. $6.95.
Crystal Gayle Songbook.

Big 3. 36 songs. $6.95.

Country Music’s Greatest Hits.
Times Books, 93 songs, $16.95.

Country music aficionados will re-
joice in these three issues. “The Gam
bler,” adapted from Kenny Rogers’ excel-
lent album, has the advantage of those
natty, two-line piano-vocal arrangements
by Milt Okun and Dan Fox. two gentlemen
whose music editing always depletes my
stock of superlatives. The “Crystal Gayle
Songbook” is more universal in concept,
with such old friends as I Still Miss Some-
one. Don't It Make My Brown Eyes Blue.
and Talkin" in Your Sleep.

“Country Music’s Greatest Hits,
which has a flat-lying spiral binding, is de-
signed for family participation. It must be
stressed, however, that these are nuclear-
family country tunes—no Hank Williams,
Roy Acuff, or Tex Ritter. Included are
such numbers as | Fall to Pieces, Ruby,
and Don’t Take Your Love to Town.

Seals and Crofts: Takin’ It Easy.
Warner Bros.. 10 songs, $6.95.

Hall and Oates: Along the Red Ledge.
Cherry Lane. 10 songs. $6.95.

Herewith two tasty offerings from
two expert duos, each garnished with
color candids. (The camera always seems
to catch these dedicated musicians con
centrating on the half-finished song for to-
morrow's session.) “Takin’ It Easy” is soft.
bayou-moody, “Along the Red Ledge”
more urban and insistent. Material by out-
side writers is included, as are individual
contributions by Messrs. Seals, Crofts,
Hall, and Qates. The collaborative credits
per duo are somewhat unusual: Hall and
Qates write lyrics in tandem, Hall is the
composer; Seals and Crofts both write
music, but Seals alone is credited with
words. All four provide a delicious slice of
contemporary rock life.

190 Nice 'n’ Easy Feelings.
Columbia Pictures, 100 songs, $8.95.

This plump volume of standards
contains a well-chosen grouping of mostly
mid-"70s soft rock. Included are Isn’t She
Lovely, A Fifth of Beethoven, After the
Lovin', Three Times a Lady, Theme from

‘Mahogany,” and a myriad of other fine
songs. Editor Tom Debrecht has taken
pains with the piano parts to ensure play-
ability without panic. The folio is marked
“Vol. | of the American Music Library”; of
itskind, it is excellent, and | applaud the
entire project.

Kansas: Two for the Show.
Warner Bros., 12 songs, $7.95.

Five of these songs made their de-
but in last year’s “Point of Know Return”
folio; the other seven are of even earlier
vintage. The sole raison d'étre for this
reissue seems to be the new copyright
owner’s desire to cash in on his recent ac-
quisitions. Despite the transcriber’s heroic
efforts, the notated music does not swing
easily; Kansas composers Livgren, Walsh,
et al. should be heard rather than seen in
print.
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John Klemmer:
Nexus for Duo and Trio

John Klemmer, producer.
Arista/Novus AN2 3500 (two
discs)

John Klemmer has
made his reputation with a
tenor saxophone and an Echo-
plex. This time around he ap-
pears unelectrified, accom-
panied only bydrummer Carl
Burnett and bassist Bob Mag-
nusson. But the two-disc col-
lection, which consists mostly
of standards. is an exercise in
self-indulgence. Unaided by
his Echoplex, Klemmer seems
to feel he must substitute end-
less flurries of notes for his
more familiar cascades of
sound. Before the first of these
four sides was concluded. !
found myself achingto hear
three pure and simple minutes
of Coleman Hawkins working
his way through Body and
Soul. DH

NEXUS

FOR OUO ANO TRIO

)

John Klemmerr
Cari{ Burnett
Bob Magnusson

Ben Sidran:

Live at Montreux
Ben Sidran, producer
AristaAB 4218

Pianist Ben Sidran’s
performance at the 1978 Mon.
treux Jazz Festival is not much
more than a pleasant diver-
tissement. Not aiming for any

particular aesthetic profun
dities. he zeroesin ona mod
est target of pieces that range
from standards (Someday My
Prince Will Come} and rock
pieces (Come Together)to
Zappa-esque originals {Eat It
and Song for a Sucker like
You). His piano playing is
crisply functional. but hardly
up to the performance level of
his sidemen—the Brecker
Brothers. Steve Khan. Tony
Levin.and others. DH

Warren Bernhardt:
Floating

Warren Bernhardt, producer
Arista Novus AN 3011

Pianist Warren Bern-
hardt has been a darling of
New York jazz/rock fans for
years. Unfortunately, his un-
questionable improvisatory
powers are missing in this col-
lection. Considering the ex-
tremely personal quality of his
meanderings, it seems odd
that the better moments here
come on Songs to My Father
and Metrics, both of which
were written by vibist Mike
Mainieri. DH

PatMetheny:

New Chautauqua
Manfred Eicher, producer
ECM1-1131

Pat Metheny describes
this LP as something he's ““al
wayswanted todo .. .an al
bum where I took respon-
sibility for everynote.” And so

PAT METHENY
New Chautauqua

he does via extensive over-
dubbing of six- and twelve
string electric guitars, acoustic
guitar. fifteen-string harp gui-
tar. and electric bass. It'sa
stunning technical achieve-
ment—a whirlwind of musical
sound and fury. How much it
signifies, however, is some
thingelse. Once the initial as-
tonishment over Metheny's
mechanical skills wears off
surprisingly little musical fasci-
nation remains. DH

Slide Hampton: World of
Trombones

Roger Pola, producer
West 54 WLW 8001

Slide Hampton has put
together an ensemble of nine
trombones and given it a wide
range of material. A fascinat-
ing arrangement of ‘Round
Midnight features a solo, duo.
and a trio that interact like an
adventurous jigsaw puzzle.
Sometimes the group goes
jamming, riding a strong
rhythm section: sometimes its
rich sonorities are reminiscent
of Stan Kenton in his Con
certo to End All Concertos pe-
riod. But when it tries to cope
with the fast phrasing of
Charlie Parker’s Donna Lee
its grave concentration pro-

duces an elephant dance. JSW.

Remo Palmier
Carl E. Jefferson, producer
ConcordJazz CJ 76

Remo Palmier’s dark

o _FLOATING
WARREN BERNHARDT

mellow tone on guitar and his
relaxed attack set him apart
from today’s prevalent hectic
guitar twangers. He is a ro-
mantic—as heard on a long,
hauntingly moody develop-
ment of Henry Mancini's Two
forthe Road—but he's a jazz
romantic who conjures up
memories of Wes Montgom:-
erywith the backbeat funk of
QuincyJones’s In the Heat of
the Night and on his own Side
Track. His beautifully polished
guitar work is ably supported
by Lou Lewy on piano, Ray
Brown on bass. and Jake

Hanna on drums. Jsw.
Milt Jackson:

Soul Believer

Ray Brown, producer
Pablo 2310832

Milt Jackson’s venture
into singing on this disc is not
an attempt at something new.
since he sang professionally
with a gospel quartet before
becoming an instrumentalist.
But his vibes have outstripped
his voice since then. He can
summon up a swinging inten-
sityon a blues or project a
grainy sincerity on a ballad.
but on the next piece his voice
turns thin, drained of coloror
texture. The contrast between
his sure touch on vibes and the
uncertainty of his singing sug-
gests that if he were not Jack-
sonthe vibist. he would have
little chance to show off Jack-
sonthe singer. Jsw



(The New Advent Loudspeaker.)

The Standard.

The New Advent Loudspeaker is
the newest version of this coun-
try’s most popular and imitated
speaker system. (More than eight
hundred thousand original and
New Advents have now gone into
people’s homes.) It is the stand-
ard of value in loudspeakers, the
speaker most often used as a ref-
erence by the people who make
and sell audio equipment.

Here are what we feel are the
basic reasons for its popularity:
s For a fraction of the expected
price, the New Advent covers the
entire ten-octave range of music,
with exceptional smoothness and
low distortion.
s It provides the final half-octave
of lowest bass response, supplied
by very few speakers at any price.
(This half-octave isn’t present on
all musicand recordings, but when
it is, the audible difference New
Advents make is something to
hear.)
s Its extended high-frequency
response and excellent dispersion
make for the kind of clarity and
musical definition that helps bring
music alive in your living room.
s Its power handling allows en-
joyment of realisticsound levels in
good-sized listening rooms. It can
be used safely for music listening

with high-powered amplifiers and
receivers, yet its efficiency is more
than adequate for comfortable lis-
tening with moderately powered
amplifiers and receivers. (People
can and do start off with as little
as 15 watts per channel to drive
New Advents, graduating later to
as much as 150 watts in no-holds-
barred systems.)

» Its performance on any kind of
music—rock, classical or anything
in between —isn’t at the expense
of another. Its carefully chosen
(and maintained) frequency bal-
ance across the audible range is
designed to produce natural, con-
vincing sound with the whole
range of music and recording
techniques found on recordings
and broadcasts.

= Its quality is maintained by
painstaking manufacture and
testing. The drivers (designed and
built by Advent) are individually
response-tested before installa-
tion in their cabinets. And after
manufacture every finished sys-
tem is given a thorough response
check before shipment. Speakers
with very small deviations from
the standard are rejected.

s Itsprice! (3155 to $190, depend-
ing on cabinet finish and how far
it has been shipped), makes it one

of the few genuine bargains in
audio equipment. (In its “Utility”
cabinet version, at the lower end
of that price spread, it is a super-
bargain by any standard.)

Behind all these factors is the
basic design intent of the New
Advent: tosupply everything that
has real importance for the great
majority of critical listeners—
with no corners cut, at the lowest
possible cost.

If you are looking for excep-
tional performance, value, and
enjoyment in a speaker, you owe
it to yourself to hear the New
Advent. We think you will have
no trouble hearing why so many
people buy and enjoy it.

For more information, includ-
ing a list of Advent dealers, please
send us the coupon.

Thank you.

A F F N N N N N N N N N N |
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To: Advent Corporation,
195 Albany Street,
Cambridge, MA 02139

Please send full information on

the New Advent Loudspeaker.

Name _
Address.
City

State______ Zip.

Advent Corporation, 195 Albany Street, Cambridge, Massachusetts 02139.

tSuggested price, subject to change without notice.







Listening

1o

And start listening to music
as you've never heard it before.

Completely free of the
spurious vibrations caused by
conventional paper cone
speakers.

Mitsubishi has eliminated
those vibrations by eliminating
the paper.

Instead, we build our woof-
er cones with an aluminum
honeycomb core in a sandwich
of glass fiber.

Unlike paper cones, the
honeycomb structure is rigid
enough to maintain its shape,
vet light enough to be

exceptionally responsive.
So it can put out sound
without adding to it.

C _/

And since the glass fiber is
nNON-porous, it gives our air sus-
pension speakers a perfect seal,
and a lower resonance fre-

quency for better bass response.

Paper.

We've also added a flux
normalizing ring that reduces
distortion by 20dB. And auto-
matic overload protection.

The end result is a speaker
capable of a level of perfor-
mance literally unheard of
until now.

If our honeycomb speakers
sound too good to be true,
test listen to them and judge
for yourself.

It's what you won't hear
that will impress you.

S MITSUBISHI

AUDIO SYSTEMS

Mitsubishi’s Honeycomb Speakers. MS-10 10" 2-Way Bookshelf. MS-20 12" 2-Way Bookshelf. MS-30 12" 3-Way Bookshelf.
For more information write Melco Sales, Inc., Dept. 45 3030 East Victoria Street, Compton, California 90221

Circle 29 On Page 93



We build
a speaker
that sounds

like music .

It can accurately repro-
duce the 120+ dB peaks
that are found in some
live music. That's more
than just being able to
play music loud. It can
accurately reproduce the
music bandwidth — from
below 25Hz to 20kHz.
And the Interface:D's
vented midrange
speaker reproduces
midrange sounds with
the clarity and purity
that allows precise
localization of sound
sources— both lateral
and front-to-back.

The Interface:D is the
only commercially avail-
able speaker we know
of that can meet these
criteria. Audition them
at your Interface dealer.

Ey

EleclroVoice’
a gulton company

600 Cecil Street
Buchanan, Michigan 49107
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108 LETTERS

O i 2 Translating Schubert

> Permit me to reply to a grave
§ )’ though unintentional injustice
: ) implicit in Andrew Porter’s re-
S view of the new Die schine Miil-
lerin recording [April]. The injustice lies in the
fact that Mr. Porter makes it appear as if the
three translations he mentions are the most
worthy of consideration. It has been in print
for only a little over a year, so perhaps he does
not know what is incomparably the finest and
most singable English version of the work,
that by the British poet Basil Swift.

No less an authority than the great ac-
companist Gerald Moore introduced Swift’s
Franz Schubert Song Book. Moore and other lead-
ing musicians have testified to the surpassing
musical accuracy and literary clarity of these
translations. As a classical musician, | can
vouch for this. Dr. Peter Jona Korn, director of
the Richard Strauss Konservatorium in Mun-
ich, has written that they are the best yet.

When there are claims and counter-
claims, there is one effective way of determin-
ing the truth: examine and compare. In fair
play, | ask your readers to compare Swift’s
translations with those mentioned by Mr. Por-
ter, especially his version of “Ungeduld”’ —the
great test piece of translation,

Nicholas Pietroforte

Los Angeles, Calif.

r. Porter replies: | confess that | do not

know Basil Swift's Schubert trans-
lations but confess, too, that my curiosity to
see them was diminished by Eric Sams’s re-
view of them in last January’s Musical Times
After giving examples of faulty accentuation,
scansion, and declamation, of missing
rhymes, and of wrong meanings and inappro-
priate diction (“the vital sparks of the Lied
form are too often dimmed or even extin-
guished by an English style which seems to me
more dated and obscure than the original
text”’), Mr. Sams—who knows English diction,
German poetry, and Schubert songs better
than most men—concludes that the Swift ver-
sions could “‘prove a serious embarrassment
to all performers.”

In any case, Mr. Pietroforte’s inference
that the three translations | mentioned are
those | deem ‘“most worthy of consideration’
is unfounded. Any short list | drew up from
the dozens (scores? hundreds?) of Schubert
English translations available would include
those of Richard Capell and of A. H. Fox
Strangways and Steuart Wilson.

Pat on the Back for AR
Your readers may be interested in my
recent experience with Teledyne Acoustic Re-

HIGH FIDELITY

In Next Month’s Issue

The Stacked Cassette Deck:
Which Features
Do You Really Need?

China Chronicles:
Audio & Music in the
People’s Republic
An Exclusive Report
by Leonard Marcus

Julius Rudel on
Conducting French Opera

Alan Rich Reviews
Sondheim’s Sweeney Todd

search. Having written requesting a recom-
mended method of cleaning the top plate of
my ten-year-old AR turntable, | found that the
suggested cleaning agent removed its original
finish. When AR’s service manager was ad-
vised of this, he offered to install another top
plate at no charge. As a result, | now have a
practically new unit—because the factory also
replaced the tonearm and other parts.

C. L. Parrish

Melbourne, Fla.

Hornet's Nest

John Culshaw's statement in ““Hornet’s
Nest” [April] that “Wagner’s meaning lies in
his music” rather than in the words of The
Ring's text merely echoes the misconception
among musicologists about the verbal and
dramatic dimension of this work. Considered
strictly as a literary work, it is one of the mas-
terpieces of the nineteenth century. If literary
significance depends largely on a dense inter-
play of meaningful verbal and actional pat-
terns, then The Ring yields enormous returns
to extended study. In a short letter [ can only
suggest the topics that the serious literary stu-
dent might pursue (and perhaps even the seri-
ous musicologist).



Even competitors ogree

When competitive companies agree on a
basic concept, it must be sound. That's
why the standards for measuring high fidelity
components developed by the Institute of
High Fidelity are so widely used by manu-
facturers. These helpful guidelines
enable manufacturers to present
their product specifications in a
uniform way. As aresult, you L8
can rapidly compare hi-fi =2 S T
components because George Meyer
everyone’s “audio watts,”
“microvolts,” and “dBs”
mean the same thing

THRESHOLD
Nelson Pass

'OM“Q‘ _

W Soiomon Boucal

They help you and your
MARANTZ audio dealer talk on the
RN same wavelength when

you're discussing the
difference between hi-fi and

e not so hi-fi products.
Bill Kasuga
IHF measurement standards are
now in effect for tuners, amplifiers, and TARAABIA
headsets. Additional standards are now being developed for S— dap

speakers, tape recorders, turntables and cartridges. Look for
them in manufacturers’ literature and in retail advertising. Then
you can buy real high fidelity with complete
confidence. Institute of High Fidelity, Inc.
489 Fifth Avenue,
New York, N.Y. 10017
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High Fidelity’s
Buying Guides

Featuring:

High Fidelity’s
Test Reports
1979 Edition

Available Now—By mail or
at your Newsstand

Here's a convenient way to order the many useful
and informative publications available from HIGH
FIDELITY in the comfort of your own home. It's
easy! Just circle the item(s) you wish and give
us your name and address on the coupon below
along with your check.

No. 201 STEREQ TEST REPORTS, 1979 Edition.

A 176-page reference guide to stereo components,
including performance evaluations of amplifiers,
tuners, receivers, tape decks, turntables, tone
arms, cartridges, headphones, equalizers and ac-
cessories. $2.95 on newsstands. $3.95 by mail,
postpaid.

No. 202 HIGH FIDELITY'S BUYING GUIDE TO
STEREO COMPONENTS, 1979 Edition.

Over 2,500 audio and video products are listed
with full specifications and prices for intelligent
comparison. A must for anyone about to purchase
practically any component or accessory. $2.95
on newsstands. $3.95 by mail, postpaid.

No. 203 HIGH FIDELITY'S BUYING GUIDE TO
SPEAKER SYSTEMS, 1979 Edition.

Complete buying guide to more than 750 speaker
systems. If you can't find your dream speakers
here, they probably don't exist! Plus, several
features on Speaker Performance: What's Really
Important? $1.95 on newsstands. $2.95 by mail,
postpaid.

No. 204 HIGH FIDELITY'S TEST REPORTS, 1979
Edition.

How to get more for your money . . . more than
230 manufacturers’ products evaluated. Experts
help you choose recewers, amplifiers, tuners,
speakers, headphones, turntables, pickups, tape
equipment and system accessories. $3.95 on
newsstands. $4.95 by mail, postpaid.
T R ]
1 Sound Ave.
Marion, OH 43302

Here's my check for $ Please send
me, postpaid. the books I've circled below

201 202 203 204
NAME
ADDRESS

cIy STATE jilg

Payment must accompany order. Please allow

4 to 6 weehs for delivery. DOGF3
e e e e e R =i
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First of all, most of the thirteen distinct
episodes of the cycle include versions of a
single dramatic action, which might be called
simply Gaining Possession. This action comes
in two forms: wooing and stealing. The central
concern of the whole cycle is to show how
these two ways humans relate to one another—
through love or through power—come to
mingle with and corrupt each other. Wotan
wants both love and power, and the comment
of The Ring is that, ultimately, this is impos-
sible.

Secondary patterns that interlace with
these include the following: 1) There are re-
peated occurrences of character A using char-
acter B to perform an action, which usually
backfires on A; and 2) The accretive character-
istics of the German language allow Wagner to
create a text full of repeated phonemes and
morphemes, linking many words as kinds of
quasi-puns (just as the transformation of mu-
sical leitmotivs into one another creates some-
thing of the same thing).

Michael McCanles, Professor

Dept. of English,

Marquette University

Milwaukee, Wis.

S.0.S.

The University of St. Thomas Music
Department Library was severely damaged by
fire on December 3, 1978. The departmeni is
making an appeal for records and scores that
are necessary in an undergraduate music li-
brary. If you can help, please contact me.

Sister Jane Conway, S.5.M.

University of St. Thomas

3812 Montrose Blvd.

Houston, Tex. 77006

(713) 522-7911, ext. 240

Bozak Booster

It was a distinct pleasure to read the
equipment report on the Bozak L1S5-300
speaker |April]. The “musical” sound you
mention is what sold me twenty-seven years
ago, particularly the string tone.

As a season-ticket holder for the San
Diego Symphony with seats in row L of the or-
chestra, | can state that the Bozak sound is in-
deed much the way the music sounds from
there. The perspective, balance, definition,
and detail all are there. If anything, the sound
at home puts me where the conductor stands.

Albert Sadler

San Diego, Calif.

Identity Crisis

In the past, Paul Henry Lang has
staunchly opposed women singing male roles
(even those written for women, like Handel’s
Solomon) and countertenors singing anything.
Now, with his review of Acs and Galatea

HIGH FIDELITY

|April], he takes up arms against the menace
of “unmanly” tenor singing. How heartening,
in these troubled times, to see such a firm de-
fender of the Butch standard! Men are men,
women are women, and Prof. Lang isn’t about
to let anyone forget it.

As for those of us who never took the
Butch standard too seriously in the first place
and who are willing to keep our minds and
ears open as performers continue in their at-
tempts to re-create music of past eras, we'll
continue to enjoy performances of baroque
music sung by countertenors, “falsettists,”
and tenors who fail to meet Prof. Lang's stand-
ards of "“masculine” vocalism. (And while
we're at it, let me put in a good word for the
string playing of the English Baroque Soloists
and the Quartetto Esterhazy, which he finds so
disagreeable.)

Nicholas Deutsch

New York, N.Y.

P rof. Lang replies: The four-part setting
upon which Western music was based for
centuries was modeled on the natural range of
the human voice—soprano, alto, tenor, and
bass. In the baroque era the pro-
viders of music created a fifth category, the cas-
trato and his cult. This artistic lunacy was
eventually abandoned under the merciless
spoofing of the opera buffa, but I almost sus-
pect that some of the stalwart partisans of ab-
solute historical accuracy in performance
would secretly love to reinstate these freaks.
Since they place pitch above theatrical veri-
similitude (and statute books being in the
way), they substitute women, who with their
gloriously feminine voices impersonate Julius
Caesar or Alexander the Great. But remember
that, while the castrato was a soprano, his
voice was not feminine, but “neuter” and
white. It seems to many of us that, since a sub-
stitution must be made, using tenors or basses
in these parts is both musically and dramati-
cally preferable.

As for Handel, when he turned to the
oratorio he gave up the opera seria routine of
using castratos or women (when a castrato
wasn’t available and he didn’t want to go to the
trouble of rewriting the part) in men’s roles.
Just what caused him to make an exception by
giving Solomon to a mezzo is unclear, but it is
well known that Handel was always willing to
compromise, to meet the exigencies of a par-
ticular production; he was both composer and
impresario. Yet for a woman to sing Solomon
or Julius Caesar is as damaging to a dramatic
work as it would be for a bass to sing Cleo-
patra or the Queen of Sheba

My objection to the countertenor is on
purely musical grounds. An English specialty
not welcomed anywhere else until its recent
revival but now very much a la mode, he is
really an outré tenor who trespasses into the



Scott’s unique gold warsanty tard. Indi
—_— i

y =
| Warranty Number: 42631

fully transfzrable,
Model: PRO-1 8 Spmak r3 (29 arp
Serial Number: Tr6sazTemz ¥ five yiT PRIGRES

Expustion Date: Septevser 1 104 | labor-limitad warran-
—_— . _/ | ty is your assurance
of lasting pleasure.

A Scott exclusive. By carefully
contrcling the variation of
impadance over the entire listening
rar.ge, Scott speakers give you
maximum amplifer power outout 3
and minimum speaker distortion. MPEOANCE

Because Scott puts more in.

Deeper, richer lows. Crisper, clearer highs. And an accuracy across
the entire tonal spectrum that’s second to none. That’s what you get
with Scott Controlled Impedance speakers.

No matter what your listening preference, Scott speakers will
make your whole sound system sound better.

At Scott, there’s no such thing as an “off-the-shelf” component.
Unlike many other makers, Scott custom designs and acoustically
tailors every speaker component to give you accurate rrequency
response, high efficiency, and extra power handling capacity. After
all, the sound you get out depends on what we put in.

But listen for yourself. And you’ll hear just how much Scott
speakers really put out.

Ciscle 41 On Page 93

For mere information on Scott speakers, or on
our entire audio line, see your nearest Scott
dealer or write H.H. Scott, Inc., Corporate
Headquarters, 20 Commerce Way, Dept. 15,
Wobum, Massachusetts 01801. In Canada:
Paco Electronics, Ltd., Quebec, Canada.
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range naturally belonging to women. At that
range no man'’s voice can have any resonance
and warmth—hence the typical countertenor
hooting.

Finally, 1 consider lifeless and vibra-
toless string playing also an affront to music. |
grew up in the opera pit, and [ can tell a good
violin from one afflicted with TB. If Mr.
Deutsch, who seems to be a good-natured ad-
versary, reads my article on performance
practice in this issue, he will get more detailed
answers to his implicit questions.

Van Beinum on Disc

Music lovers fortunate enough to have
heard Eduard van Beinum perform regard him
as one of this century’s master conductors.
Philips’ “The Art of Eduard van Beinum,”
warmly reviewed by Abram Chipman [April],
should widen appreciation of his thoughtful
yet dynamic interpretations. 1 hope that Phil
ips will follow Mr. Chipman’s advice and
reissue the conductor’s recordings of Brahms
and Mahler.

Meanwhile, several other wonderful
discs are available. London Records has re-re-
leased Van Beinum’s Symphonie fantastique and
Roman Carnival Overture (RS 23205) and the
Mahler Fourth Symphony with Margaret
Ritchie (RS 23211; also found in Vox VSPS
16). Sine Qua Non markets a collection of his
Beethoven overtures (SQN 7734). And record
collectors with access to import stores may be
lucky enough to find his stereo Water Music on
Philips Fontanaor L' Arlesienne Suite No. 1 with
excerpts from Rosamunde and A Midsummer
Night's Dream on French Decca’s Classique
Royal label.

Van Beinum’s musicianship is equally
evident on his recordings as an accompanist.
Turnabout has issued his 1947 concert per-
formance with Dinu Lipatti of Busoni’s piano
arrangement of Bach’s Harpsichord Concerto
No. 1 (THS 65111). Much better sounding is
the stereo disc of Beethoven’s First and Fourth
Concertos with Robert Casadesus on piano,
on Odyssey (32 16 0056). The Elgar Cello Con-
certo with Anthony Pini is on Everest (314).

David ]. Saemann

Wayne, N.]

HIGH FIDELITY welcomes correspond-
ence from its readers that falls within the scope of our
coverage—music, recordings, audio componentry, and
aspects of the general cultural milieu that relate to
these. Letters may be edited in order to sharpen their
sense and style and to pare their length, and we sug-
gest therefore that correspondents confine themselves
to 400 words. Please keep ‘em comin’ to the Editor
High Fidelity Magazine, The Publishing House,
Great Barrington, Mass. 01230

Circle 10 On Page 93 b
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as good as the records and tapes vou play on it—and
they leave much to be desired. The recording process
does some terrible things to live music, and one of the
worst is robbing it of dy namic range, the key element
which gives music its impact.

Fortunately dbx has developed a whole line of
linear dynamic range expanders which can restore lost
dynamic range.
1BX. The 1BX is the most sophisticated one-band ex-
pander on the market. Its RMS level detector in-
corporates an infrasonic filter to prevent mis-
tracking caused by turntable rumble and
record warp.
2BX. The 2BX divides the frequency
spectrum into two bands and expands
each separately. It doesn’t allow the
bass to influence the vocals or mid-
range instruments, and in strongly
percussive music, that’s important.
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3BX. The 3BX is the state-of-the-art, but with the in-

trcduction of the 3BX-R Remote Control option, it's
more flexible and more fun than ever. The 3BX divides
music into three frequency bands. Low bass will not
influence the midrange. And midrange crescendi will
not boost low level highs, so operation is virtually inau-
dible. For complex musical material, the 3BX is the best
way to restore dynamic range.

All dbx expanders have design features in com-
mon. All utilize true RMS level detection. All feature a
program-dependent release time, for natural, life-like
sound. All are true stereo expanders that mairtain
rock-solid stereo imaging. And all dbx linear expanders
have a pleasant benefit—up to 20 dB
of naise reduction.

The 3BX is still the standard.
But now there is a family of dbx

expanders designed to bring

any system one step closer

UNLOCK YOUR EARS.  cwdiive.

dbx, Incorporated, 71 Chapel Street, Newton, MA 02195 (617) 964-3210.



Incredibly smooth, Well—defined, powerful.
Yet small.

Presenting Yamaha'’s new NS-10M Mini-Monitor. With wide, even dispersion,
high sensitivity and accuracy, the sound is distinctively Yamaha: ¢ rich, solid sound
with a fight, firm bass that respects every nuance of tonal shading.

What you're going to wonder, is where it's all coming from. Because for the
sound, the Mini-Monitor is amazingly small. Weighing in at 13 Ibs., -he speaker
measures only 15.4" high, 8.5" wide. Inside, a 7" cone woofer and a 1.5" dome
tweeter produce 90 dB SPL with 1 watt at1 meter.

The Mini-Monitor was made in the image of the NS-1000. k has an identical
finish, and like its bigger brother, is sold in mirror-image matched pairs. At low volume
levels the soundiis vitually the same. It's a primary monitor with the NS-1000 look and
sound, for places the NS-1000 won't fit.

Dur new Mini-Monitor with the powerhouse sound is currently contending
with the heawyweights at your Yamaha

Aud o Specialty Dealer. And holding % YAM AH A
its own, thank you.
Audio Divison, PO. Box 6600, Buena Park, CA 90622

If you can't find your nearest Yamaha Audio Specialty Dealerinthe Yellow Pages, just drop us aline.
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any stereo shoppers, after giving due care to their choices, take the
M equipment home, plunk the receiver and turntable down on some con-
venient flat surface, put the speakers where they are not in anyone’s way,
hook the whole thing up, and consider themselves “in business.” They don’t
really think about the room or the position of the system in it—after all, what
difference can it possibly make as long as nothing blocks the speakers? Be-
sides, some might object, the way we listen has to fit the rest of our life-style.
Well, friends, it certainly does make a difference—and a big one. If you're se-
rious about listening to music, you’ll have to face the fact that putting your
stereo system in an unsuitable room is as silly as setting up a Ping-Pong table
that measures 9 by 5 feet in a 10-by-8 room.

The Listening
Room:

The Forgotten
Component

It's not just the hardware
you're listening to: You're
hearing the room too.

by Alan Fielding

Standing waves that form
in rectangular rooms because
sound waves bounce off parallel
surfaces are broken up by
furnishings or room irregularities
that either absorb or disperse
the sound. Good listening rooms
generally do both. Canny
deployment of decorative and
functional objects therefore
has much to do with how good
or bad the room will sound,
even if it falls well short
of ideal acoustic proportions
to begin with.

Alan Fielding has been a key editor
for aleading American audio journal.
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Seven ingredients
in successful
listening-room
acoustics:

1. Choose an irregularly
shaped room if you can.

HIGH FIDELITY

Your listening room is part of the audio chain, between the loud-
speakers and your ears; every sound that reaches you must pass through it—
and be altered by it. It should be no surprise, then, that your choice of aroom
may have more influence on the final sound than your choice of loud-
speakers. This is an inconvenient truth, since it’s normally far easier to
change speakers than to change rooms, but there are steps that can be taken
toimprove less than desirable acoustics. And, of course, acoustic options are
open to anyone who is building a house from scratch or heavily remodeling
one.

Like any component, a listening room must have reasonably flat
frequency response in order to avoid screechy highs or boomy lows. Then,
too, it must be free of distortion in the form of loose panelboard or other ob-
jects free to buzz and rattle along with their favorite notes. And just as tran-
sient response is important to a phono cartridge or speaker, it is important to
aroom. If the room sound takes too long to build up—and depending on the
way in which sound is delivered from the speakers to the listener within the
room—sudden attacks, like those of percussion or brass, are dulled; if the
sound takes too long to die away, the “hangover” that results may garble the
utterances of even the finest stereo system. Finally, it is agood idea, especially
in an urban setting, to make a listening room as soundproof as possible. It can
be extremely frustrating when the system cannot be played as loud as you
would like for fear of waking the kids or eliciting complaints from the neigh-
bors.

When aloudspeaker (or any other source of sound) starts to
transfer its output into a closed space, the sound waves are reflected from and
between the boundaries of the space. In some ways, conditions in the room
resemble those in an organ pipe; the frequencies whose wavelengths “fit”
most neatly into the dimensions of the space are reinforced. These are called
the “natural frequencies” of the room and constitute its natural “modes” of
vibration. Conversely, there are frequencies to which the room is particularly
inimical; they, in effect, reflect back to the source out of phase—zigging when
the source is zagging, so to speak—and thus at least partially cancel them-
selves.

A closer look at the details of the way a perfectly reflective room
(which certainly is not the same thing as a perfect room) might behave sug-
gests the means by which the behavior of real rooms can be adjusted. Assume
that aray of sound leaves the source and bounces around the room, losing
none of its energy in the process, and finally arrives back at the source just in
time to cancel the radiation then emerging. The net transfer of energy into the
room at this frequency is now zero. But if the wave’s energy is partially ab-
sorbed in the room, the cancellation cannot be complete. Thus energy will
flow into the room to equal the amount absorbed. If absorption is total, the
source delivers its full output. A room that is totally absorptive at all fre-
quencies (an anechoic chamber) allows sound to propagate exactly as if no
boundaries existed—as if it were outdoors.

he first natural mode of a room of normal residential dimensions is usu-

T ally at alow bass frequency. For example, the first few modes of a rec-
tangular space 23 by 13% by 8% feet fall at roughly 25, 43, 48, and 49 Hz.
Higher modes are progressively closer in frequency, eventually overlapping
to become quasi-continuous. While the broad trend of all modes in any given
region of the higher frequencies affect the coloration of a room (its “bright-
ness” or “warmth”), individual modes are of interest chiefly at low fre-
quencies.

The number of modes to be found in a space of any given dimen-
sions depends essentially on its volume. Thus, a nonrectangular space has
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about as many modes as a rectangular one of similar volume. But they are
distributed in a more complex way, and the fact that they are less likely to
coincide exactly (and thus doubly or triply reinforce certain frequencies) in
nonrectangular rooms makes spaces of this type particularly advantageous—
something that should be kept in mind when extensive remodeling or build-
ing is contemplated. l once realized a major acoustic improvement by remov-
ing the floor of an unused attic to create a cathedral ceiling for the listening
room below. In general, an irregular room shape creates less reinforcement at
the natural frequencies; it effectively broadens the “tuning” of the room
modes and makes them more likely to coalesce.

What we have been considering, albeit in highly simplified form,
is the “steady-state” response of the room—its behavior when a continuous
signal is turned on for a long time and the pattern of sound waves is allowed
to stabilize. Its behavior during the initial buildup and terminal decay of the
sound is considerably more complex and difficult to predict. Fo