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r /Amplifier. ..
ip you expect from Scott
‘ted low price

the panel. The integrity and dedication in ceives innumerable unsolicited letters from
craftsmanship mean quality not just where delighted owners and why leading audio
it shows, but where it counts. experts and critics give Scott products ex-

ceptional plaudits. Audio magazine called
the Scott 340B “a top-notch tuner amplifier
. ..in fact a top-notch tuner and a top-
notch amplifier”. Electronics World said
“... the Scott 340 must certainly be classed
as one of the finest integrated stereo
tuner-amplifiers we have tested.” The new

UNIQUE 2 YEAR WARRANTY Model 345 will merit equivalent praise and
Scott offers a unique two year warranty on recommendation as a triumph even by
all its products. This is one reason Scott re- Scott standards.

The 345 Tuner/Amplifier adds lustre to the
proud Scott tradition. The real distinction, as
with all Scott products, is that it will work
well when new...and continue to work
well indefinitely.

FEATURES
o Tape head input for any popular tape deck.

e Lower-impedance tape output for full frequency re-
sponse on tape recordings.

Unique Scott phase-inverter using compactron tubes
for low distortion, cooler operation, and good over-
load recovery.

Thermodyramically designed vents assure constant
air circulation over tubes for long, trouble-free life.

Aluminum chassis for high conductivity and hum
suppression.

New Series-Gate multiplex section for amazing stereo
separation.

FM and multiplex circuits out of circuit when listening
to phono or tape. (This assures low noise and cleaner
tape recordings.)

Smooth operating ball-bearing flywheel drive.

Effectively four stages of limiting for quiet FM
listening.

DC filaments on all preamplifier tubes for lowest hum.

Fast-acting stereo indicator instantly shows when you
have tuned to a stereo broadcast. Works even in the
monophonic control setting.

A separate tuning indicator reliably shows when you
have tuned station properly. (Ordinary tuner-ampli-
fiers combine this feature with the stereo indicator.)

dL Loud Speakers Power Low Level OQutput Tuning
i for balance)  Compensation On-Off On-0ft (for tape, headphones)

R 100 FOR MORE INFORMATION




New 345 Tune

the engineering leadersh:

The 345 is an exceptional accomplishment
.even for Scott. It combines the features,
the performance, the specifications of sep-
arate tuners and amplifiers costing nearly
$100 more. Achieving this rare combination
of top performance and top value took many
long months of painstaking research and
around the clock work from the most imagi-
native engineering minds in high fidelity . . .
The Scott Advanced Development Group.

Their achievement is based on an entirely
new approach to tuner /amplifier design.
This new instrument delivers better than

AMAZING SENSITIVITY

Scott’'s new “‘pulse suppression hmiting’
circuit provides effectively four stages of
limiting for improved suppression of im-
pulses such as ignition noise, apartment
house elevators and refrigerators. The 345
utilizes the same silver plated front end
as the professional Broadcast Monitor
Scott tuner used in the now famous Telstar tests. Scott tuners
have an exceptional reputation for reliability. This is why they
are selected by the experts for critical off-the-air monitoring,
broadcast relaying and other professional applications. Scott's
high cross-modulation rejection guarantees that strong local
stations will not blot out weak distant stations.

LIFE-LIKE STEREO

The stereo separation of the Model 345 is
probably the greatest of any combined
tuner-amplifier ever produced. Scott-de-
veloped Time-Switching multiplex circuitry
made stereo broadcasting a practical real-
ity. The unquestioned superiority of this
circuit led to its rapid adoption by most
other Ieadlng manufacturers of hi-fi equipment. Now Scott en-
gineers have attained the theoretical limit of possible present
performance with a new Series-Gate version of the Time-
Switching circuit. Stereo separation of the 345 exceeds that of
most FM stereo broadcasts! Once again Scott engineering
innovations and leadership set a new standard for the industry.

FULL POWER

i Scott has developed a completely new cir-
cuit utilizing com pactron tubes, described
| by the engineers as * . low impedance,
symmetrical drive."”’ This means that you
¥ get power enough for any speaker system,
cooler operation, complete stability with

- any speaker load (or even with no load),
and vlrtually unmeasurable distortion. Many amplifiers can
provide plenty of power at the midrange frequencies, but this
is not where the power is needed. It is in the critical bass region
that reserve power is essential. It is here that this new Scott
circuit, combined with massive output transformers, provides
the solid sound that separates the best amplifiers from more
ordinary equipment.

at an unexpe

650-watts of power all the way down to the
lowest frequencies where it is most needed
for true, deep bDass . . . its stereo separation
is better than 30 db ... FM sensitivity is
better than 2.2 uv ... yet the price is less
than $350.00.

HANDSOME NEW STYLING |

The 345 is an extraordinarily handsome
piece of equipment. It will bring you a music
center that adds quiet dignity and pride to |
any home. But, while styling is important,
the real reason for buying Scott lies behind !

CONTROLS Scratch  Tape

{nput Selector Dual Dual Clutche
Filter  Monitor Bass Treble (clutchet
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Setting by George Clark Associates, Boston

A magnificent setting for the superb new Scott 345 tuner/amplifier,
The classic simplicity of line graciously accents the finest

decor, be if traditional or contemporary. At less than $350,

the 345 will truly delight you, your wife, and your wallet.




3 remarkable engineering developments
in the new Scott 345 Tuner /Amplifier
give you more performance
for more years at lower cost

1. Low Impedance, Symmetrical-Drive for more power, ionger life,
cleaner sound.

2. Series-gate time-switching multiplex for the ultimate in
life-like stereo.

3. Pulse-suppression limiting for quiet, noise-free
FM listening.

H. H. SCOTT INC., 111 POWDERMILL ROAD, MAYNARD, MASS. DEPT. 24504
Rush me complete details on the new 345 stereo tuner/amplifier. Be sure to
include your new 1964 Guide to Custom Stereo.

NAME
ADDRESS
CITY ZONE, STATE

Export: Scott International, 111 Powdermill Road, Maynard. Mass., TWX HIFI.
Canada: Atlas Radio Corp., 50 Wingold Ave., Toronto.




consider this...

Whatever the other components—most music systems today
start with a Garrard Autematic Turntable!

7

What makes the Garrard

Is it creative engineering, qualty con-
trol, Garrard's 50 years of experience?
Is it features?
Admittedly—thecounterweight-
adjusted tone arm; the heavy balanced
turntable; the Laboratory Series® mo-
tor; the ability to track your choice of
cartridge at the lightest specified pres-

CIRCLE NO. 7 ON READER SERVICE CARD

sure; the convenience of single and
automatic play, either at your service
when you want it—all play their parts.

But a Garrard is more than the sum
of such parts.

A Garrard is a pleasure to own.

A Garrard is an enduring source of
pride and satisfaction!

so special?

This is why more dealers recommend
Garrard, and more people are buying
Garrard, than any other component!

There is a Garrard Automatic Turn
table for every high fidelity system. Type
A, $84.50; AT6, $59.50; Autoslim,
$44.50. For literature, write department
GD-124, Garrard, Port Washington, N. Y.

arrand’

WORLD'S FINEST
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EDITORIALLY
SPEAKING

by FURMAN HEBB

wouLp imagine that by the tiime you read this, you will have al-
I ready turned to page 51 to examine the paperbase editorial record-
ing that is included in this issue. This is an important milestone in the
life of HiF1/STEREO REVIEW, and, indced, a noteworthy one in the
history of magazine publishing. This is not only the first time a music
magazine has included a recording in its pages, but one of the few times
any publication has done so.

The idea of publishing a recording was first considered about a year
ago, when Music Editor Robert Offergeld was rescarching an article
about the Canadian pianist Glenn Gould. (‘The article appeared in the
June 1963 issue.) In the course of his investigations, Mr. Offergeld saw
Mr. Gould’s CBC television program illustrating aspects of the fugue.
‘The high point of the program was an entertaining and instructive
fugue (written by Mr. Gould) about—of all things—writing a fugue.
Mr. Offergeld was so taken with the picce that he asked permission
to print it in HiF1/Stereo ReviEw, and Mr. Gould assented with en-
thusiasim. Exploration of the best means of presenting the fugue soon

suggested that it be done on an actual paperbase recording—and in a
special issue devoted to Baroque music. Mr. Gould volunteered to write
an article about fugue to accompany the recording, and Columbia Rec-
ords graciously agreed to rerecord Mr. Gould's composition specially
for HiF1/STEREO REVIEW.

Other facets of the projected Baroque-music issue then began to fall
into place. Mr. Offergeld had been working for some time on a re-ex-
amination of the genius of Johann Sebastian Bach, and had. in doing
s0, run across some little-known but fascinating material relating to
Bach’s physical appearance: here were two more articles for a Baroque
issue. lgor Kipnis, our regular reviewer of Baroque recordings, agreed
to do an article that would discuss general aspects of Baroque music
and the best available recorded examples of it. For our front cover,
Peter Adelberg, a New York photographer, was engaged to photograph
a Baroque statue of an angel trumpeter in Augsburg, Germany. After
much scheming and scheduling, the myriad other pieces of our Baroque
jigsaw puzzle were finally fitted into place. The result of our efforts
you now hold in your hands. At this point, we can only say, a little out
of breath, that we hope you like it.

3 ek ek ek e ek e e A Ak A kR Rk ok Ak ok
Coming in May’s HiIF1/Stereo REviEw—On Sale April 20

THE “BASIC REPERTOIRE"
BROUGHT UP TO DATE: PART ONE

THE LEGENDARY JEAN DE RESZKE
ENGINEERING OPINION ON TRANSISTORIZED HI-FI

ROUNDUP OF TRANSISTORIZED HI-FI EQUIPMENT
et Ao e Ak o A e A ARk e A Ak Ak ok e A e ek ek ok ok
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CONCERTORME

REVERSE~O~-MATIC
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And beyond compare it is. There’ssimply  on sound cortrol, twin speakers, three
no other way to describe the new motor system. center capstan drive. And
Caravelle. It's unique in the stereo tape there’s more. In fact, w€ have a bro-
S recorder field. Only the Caravel e has six  chure crammed ~ith fzcts. Send for it
L % heads. (Lets you record or plav in both  You’ll be arr azec that the incomparabi=
directions continuously withot t flipping  Caravelle givas youso much for less than
reels.) Reverse-o-matic® plays any tape  $39S. For details anc 1ame of nearest
automatically to and fro for as long as dealer wri:e to Conczr:one, Box 3227,

you wish. Simple, too. Easy push button  South El Mantz, California E@
operation. Built-in echo cortrol, sound CONCEXITONE
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The easy way to own
three top-rated components.

“The power “An audio “The FM tuner,
amplifiers control center featuring the *Golden
of the Fisher 500-C were ... in addition to the usual Synchrode’ front end, is . . .
noteworthy for their output, complement of audio among the top ranks of
bandwidth, and low controls . . . enables the EM tuners in regard to
distortion.” user to operate, and control, sensitivity.”

— HiFi/Stereo Review, January, 1964 five speaker systems at the — Electronics World, February, 1964

same time; truly an exciting
prospect for audiofans . ..”

— Audio, December 1963

evecocoses
ev0voovsss
.“."..‘...
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THE FISHER

“The Fisher 500-C incorporates a 75-watt (IHF) stereco am-
plifier, an FM-stereo tuner, and an audio control center all on
one 36V2-lb. chassis,” says the "Equipment Profile’ column of
Audio. And, it should be added. the entire unit measures only
17V2" wide by 534" high by 132" deep. That means vou can
have all of the electronics of an advanced stereo system in
less space than you need for a dozen books.

“The FM tuner is rated at 1.8 microvolts IHF usable sensi-
tivity . . . The Fisher GOLDEN SYNCHRODE? front end
uses a low-noise triode RF amplifier and a dual-triode oscil-
lator-mixer. A double-tuned RF transformer (not often
found in home FM receivers) achieves excellent rejection of
images and other spurious signals. There are four IF stages
(which also serve as limiters) and a wide-band ratio detector.
Because of the excellent stability of the front-end circuits,
AFC is not needed . . . . Sterco separation was excellent, ex-
ceeding 30 db between 90 cps and 9,500 cps, and reaching
42 db in the 1,000 cps region. Like all the Fisher tuners I
have tested, the Model 500-C had no detectable warm-up
drift, and its FM hum level measured as low (-61.5 db) as
my test equipment would check.” (Julian D. Hirsch in HiFi/
Stereo Review.)

“The most convenient feature is automatic switching be-
tween stereo and mono FM reception; all one does is tune in
an FM station and the 500-C does the rest: If the broadcast
is monophonic, the receiver sets itself for monophonic play-
back; if the broadcast is stereo, the receiver automatically
switches to stereo playback, and turns on a light to tell you
about it.” (Audio.) This is accomplished by the famous
STEREO BEACON*, a Fisher invention.

“A headphone jack is located on the front panel, with

power or 60 watlts total continuous output with both chan-
nels driven. We measured the continuous output as . . . 70
watts with 1 % distortion . . .. All in all, the unit proved to be
a top-notch sterco receiver, just about as sensitive as they
come, and with amplifiers of sufficient quality and power
output to do justice to anv type of speaker systems.” (Elec-
tronics World.)

*... Itis our opinion that onc would have to pay consider-
ably more to get performance equal to the 500-C in separate
components.” (Audio.)

The Fisher 800-C will be preferred by those who live in
arcas where AM stations are still an important source of mu-
sic. It is completely identical to the 500-C except for includ-
ing, in addition. a high-sensitivity AM tuner section with
adjustable (Broad/Sharp) bandwidth plus a ferrite-rod AM
antenna.

The Fisher 400 is in all important respects similar to the
500-C, with slightly lower power output, at substantially
lower cost.

Prices: The Fisher 500-C, $389.50. The Fisher 800-C,
$449.50. The Fisher 400, $329.50. Walnut or mahogany
cabinet for any modecl, $24.95. All prices are slightly higher
in the Fur West.

#PAT PENDING

FREE! $1.00 VALUE! Ma#d this coupon for
your free copy of the new 1964 Fisher Hand-
book, a lavishly illustrated 52-page reference
guide 10 custom sterco It includes complete
data and specifications on all Fisher high fi-
delity components.

Fisher Radio Corporation

21-40 44th Drive

Long Island City, N.Y. 11101

suitable level pads so that sterco phones will not be over- i
driven by the amplifiers.... The receiver has a unique switch- :
ing system for use with a three-head tape recorder . . .” (Elec- Name 1
tronics World.) The latter is the exclusive Fisher DIRECT ]
TAPE MONITOR*, which permits both recording and Address :
playback with full use of all applicable controls and switches )
—without any change in cable connections. i S 1
» . S . 1 tate
The audio section is rated at 75 watts total IHF music e P — Py ppppepmpp———
DVERSEAS RESIDENTS WRITE TO FISHER AADIO INTERNATIONAL, INC., LONG JELAND CITY, N.¥Y. 11101, CANAL (4N RESIDFNTS WRITE TD TRI-TEL "$SOCIATES, LTD., WILLOWDALE, ONT.
I h I [ h
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Every performance comes alive
on allegra by Grommes
. music you can almost see.

allegra 25

25 watt Stereo Amplifier....$ 89.95*

allegra 40O

40 watt Stereo Amplifier.. $119.95*

*/ess case
Write Grommes for complete informa-
tion and address of your local dealer.

Grommes

Division of Precisien Electronics, Inc.
9101 King Street. Franklin Park, Illingis

allegra
means

saranci.
v

~ O C
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LETTERS

TO THE EDITOR

| High-Style Monteverdi

® Igor Kipnis’ review of the Cambridge

release of the Old North Singers

formance of Monteverdi’s Messa a 4

Voci (November) puzzled me—whar did

he mean when he cited “a generally ap-

parent

classical style,” and noted that the per-

formance suflers M st pacing”? 1
| auditioned this disc rather carefully, and
| have also heard this group perform the
| Monteverdi work, among others. | would
| like to know how Mr. Kipnis applies the
term “neoclassical” to Monteverdi, and
why the pacing bothers him.

Syoxey McEacHERN

. Mass

per-

lack of Monteverdi’s hlg[l neo-

| St

Ir. Kipnis replies: “The stile rappres-

sentativo, originaled | I

g ' oC
le a, [ a-
| tion of classical Greek music—which, of
cou v unkn
time. de th
‘word, rhythm, and then tone, and not
the oth s Caccini pu

1. Mo

followed and expanded (4

tice m

school’s prac-

In his liturgical works, the ‘affection’ or
stylized emotion was derived from the
drama of the liturgical action. The em
phasis in performance should therefore be
on the text, through declamation and

| eclive accentualion; on the shifting
tonalities; and on the intruding disso-
nances, which are a hallmark of Mente-
verdi’s style. On the recording in ques-
tion, Mr. Fesperman’s excellent chorus

performs in a polvphonic manner more
appropriate to Palestrina than to Monte-
serdi. This stvle, which Alonteverdi con-
sciously avoided, consists musically of
harmonic movement of large blocks of
sound and textually of ascetic restraint
i in emolion.

| (o) y!‘zlr plic o IIIFI "'\'EIU 0 REVIEW 1)
ar on 4 nrlish pound a
rup( y: Italian lire rmn) J I)\nncn ven 1
t Afrl WiR edisl nor
shes Ponular Phomnranhv
1nd Drlv . Flylng "Modern Bride, Amazing and Fantastic,

-:&,-"‘.Ala'l" 5 )

“1; 7’ N # ] bt !} '/
Old North Singers, they seem to »
throughout too rapid to catch the subtlet
f Mon 5 fino
Interested readers 1 to the

¢ -Monte 1
Chotr of the Carmelite Priory,

L'Oiseau-L SO1./OL 263),
orge Ma s direction. It illus
better than any verbal explanation, al!
of the points I have mentioncd.

ht listen

London

Record-Cleaning
® lell hath no fury like woman
scorned, and few scorned women have
the screeching wrath of an executive vice-
president, such as Mr. H Bodkin of
Walco Electronies, who begins his Feb-
ruary letter by noting that his firm is a
sporadic” advertiser and concludes with
vagra delicately threatens
Mr. Milder, whose article in the No-
ember indicated something less
tl { ent with Walco's
product, could not possibly be more in
the right, whether he has a degree in
hemistry or not
I am not even a sporadic advertiser in
our magazine, nor do | intend to be

However, [ will stack mv qualifications
as an unprejudiced empiricist (whatever
that is) against Mr. Bodkin's any day. |
do have a degree in chemistry, and am
daily involved in technologv more com-
plex than Mr. Bodkin is likely to encoun-
ter. 1 not only would not use Walco’s
product, I wouldn’t even give it 10 some-
one as retaliation for some grievance.

1U’s a sad thing to contemplate: Mr,
Milder’s humble honest opinion stacked
against the battery of technologists,
chemists, and assorted other scientists
under Mr. Bodkin's command.

Let us hope that 11T /STEREO REVIEW
will never again exposc us to skeptical
comment concerning a potential, or even
a sporadic, advertiser. Mercy, no!

C. Frwin, M.D.
Chicago, 11

issuie

@ We should all be grateful for Mr. Bod
kin’s letter in the February issue. At last
we have the truth about record-cleaning.
Mr. Bodkin’s statement was a most wel-
come antidote to Mr. Milder’s “piece of
shoddy journalism combining truths,
half-rruths, and downright distortions.

It is indeed unfortunate that Mr. Milder
presumed to write such an article without
having doctorates in both chemistry and
physics.

Continued on page 10)
be purcnased . . (2/10): Delgian

neh n ! ers (22)
Philipp pesd (25); h

q m, { ZAfT . Dav T
Popular Eleclromcs, Electronics World, Popular Boating, Car
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(actual size)

® Trade Mark of Pickering and Co., Inc.

APRIL 1964

This is
The NEW

1 V15

g Micro-
Magnetic*

PICKERING'S NEW SUPER-LIGHTWEIGHT PICKUP

Here's a magnetic cartridge that's radically different. You can hear the difference. You can
see the difference. Pick up the V-15. Note its lightness—only 5 grams. Perfect for low mass
tone arm systems. The V-15, because of its high compliance, high output and rugged con-
struction can be used in either manual turntables or record changers. Hear how it outper-
forms pickups two and three times its size. A revolutionary new magnetic structure provides
an exceptionally flat response (20 cy to 20 KC), 7.5 mv per channel output at standard re-
cording levels, low IM and harmonic distortion with 15° vertical tracking angle.

Now, take a close look. See how Pickering's exclusive “Floating Stylus' and patented
replaceable V-Guard assembly protects your record and diamond as it plays.

See the V-15. Hear the V-15. Your local Pickering dealer has it.

- L] [ |
FOR THOSE WHO CAN [HEAR| THE DIFFERENCE Plckerln
Pickering and Company, Inc., Plainview, New York
9
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"“ENOCH LIGHT and his ORCHESTRA ~ Smnt

ROME 35/MM

ROMIN POPs PROVINIDE

=

This album will
reveal the full
potential of
your stereo
equipnent

Not since PERSUASIVE PERCUSSION
has there been a record with
such EXPLOSIVE musical impact as
ROME 35/MM

Remember how Command Records
created a whole new field of musical
recordings with PERSUASIVE PER-
CUSSION?

Remember how Command Records re-
vealed previously undreamed of poten-
tialities in rcalistic, true-to-life sound
reproduction in its first album recorded
on Stereo 35mm film?

Enoch Light was the producer behind
both these milestones in the musical and
technological advance of recording.

And now ... with ROME 35/MM ...
Enoch Light has moved ahead again.

ROME 35/MDM is the ultimate mixture
of:

. . . the great musical creativity that
went into PERSUASIVE PERCUS-
SION starring Terry Snyder and pro-
duced by Enoch Light

. .. the very latest and most advanced
technical achievements of the engineers
who developed Stereo 35mm

... plus the everlastingly gorgeous mel-
odies of the most romantic country in
the world, Italy

... played by the conductor who has cre-
ated an entire new concept of musical
excitement and adventure, Enoch Light.

ROME 35/MM is one more reason why
COMMAND is the most exciting name
in stereo recording.

SELECTIONS INCLUDE:

O SOLE MIO; VIA VENETO; ARRIVEDERCI, ROMA;
PER TUTTA LA VITA (I Want To Be Wanted);
TANGO DELLE ROSE; 'NA VOCE, 'NA CHITARRA,
E'O POCO 'E LUNA; SCALINATELLA (Stairway To
The Sea); PARLAMI D'AMORE, MARIU' (Tell Me
That You Love Me); ANNA; CIUMACHELLA (from
*'Rugantino’’); NON DIMENTICAR (Don't Forget);
NINA.
AVAILABLE IN STEREO,
MONAURAL AND 4-TRACK TAPE

Write for FREE full color
brochure of all COMMAND releases

World Leader
in Recorded Sound_
records

1501 BROADWAY, NEW YORK 36, N.Y.
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Mr. Bodkin states that “the type of ar-
ticle written by Mr. Milder, which
pitches a particutar pet product, is not in
the interest of your readers. It certainly
is not in the interest of vour advertisers,
present and potential.” In the first place,
Mr. Bodkin might have better protected
his interests if he had hired an ad man 10
help him write a less obvious letter, In
the second, T think Mr. Milder's article
was properly in the interest of your read-
ers. as are all of his honest, informed, and
objectively written articles. The anti-
static liquids and dust cloths are. in my
experience, ineffective in keeping records
free of dust. Incidentally, Mr. Milder did
more than “pitch a particular pet prod-
uct.” He mentioned a number of producis
as being effective in cleaning records.

Of course. Mr. Bodkin's statement that
Mr. Milder's article “certainly is not in
the interest of vour advertisers, present
and potential™ is a threat that he may de-
prive you of his business. Bankruptey is
just around the corner. But let me add
my own threat: all the advertising in the
world is worthless if it is not read. and
vour magazine will have no readers if it
caters to its advertisers. HiF1/StEreo RE-
vikw is much more than merely a “sup-
plement to the music and recording in-
dustry,” as Mr. Bodkin calls it. HhFt/
StEREO REVIEW performs a vital serviee
in trying to keep its readers informed
about the technical aspects of high fidel-
ity. Its record critics help the reader 10
select worthy recordings. 1 don’t agree
with them in every case, but they have di-
rected me to many fine recordings.

No, Mr. Bodkin, IIiFi/Sterro Re-
viEW's primary obligation is not to you,
but to its readers.

Jaries L. Ravcn
Chicago, Iil.

Amen, Brother Rauch.

De Gustibus
@ In your December issue was a review
of “Bach’s Greatest Hits,” by the Crea-
tive Swingle Singers, who present Bach
in swing versions. It scems to me that
anvone who would intentionally jazz up
Bach, or, for that matter, the great works
of any composer, is either impossibly
ignorant or insane. [ cannot understand
why fourth-rate crackpots feel the urze
1o drag great music down to their tevels.
It is sacrilegious! Why can’t people leave
music the way it's written—as the com-
poser intended it?

Jiat Crark

Anniston, Ala.

@ I find “Bach’s Greatest Hits,” by the
Creative Swingle Singers, one of the most
delightful records I possess. It is very
seldom that I come across a record that
gives me as much pleasure as this one.
[ hope this letter will encourage M.
Swingle and Philips to make more rec-
ords like this one. One dozen will not

be too many, considering the almost in-
exhaustible source in Bach's composi-
tions. Good luck and congratulations to
both Mr. Swingle and Philips.
Davio Foxseca
Chattanooga, Tenn.

More on Bandwidth

® L.con Kuby and I have been having a
series of letters concerning our conflicting
views on amplifier bandwidth. In his
latest message (February Hili/Stereo
Review), Mr. Kuby tries to show that 1
have inconsistencies and errors in my
thinking. Unfortunately, in this attempt
to discredit my argument, he has com-
pletely ignored the points which should
decide the issue.

Originally, Mr. Kuby made the state-
ment that equipment which had a re-
sponse of 200 ke and higher “sounded
better™ because such response permitted
excellent reproduction of square waves.
Iie claimed that this, in turn, indicated
that the equipment would have audibly
better transient response.

I pointed out that ne program material
can be plaved back without exhibiting a
falling response about 20 ke, due to the
pre-emphasis and  de-emphasis used in
the production of recordings and broad-
casts, Because of this, greatly extended
amplifier bandwidth could not affect the
sound. I mentioned that we had found
that a bandwidih of 10 ¢ps to 40 ke was
adequate to cover the range in which
sound is affected. T have no objection to

wide bandwidth—in fact. our Dynaco
equipment generally has wide bandwidth
—but I object to using ultrawide band-
width as a sales and advertising point
when it is a rather useless attribute.

Again, I repeat my offer to Mr. Kuby
to make a controlled listening test. 1 do
not accept his claims that he has made
these tests and found that “breadband,
low-distortion equipment always sounded
better.” Ie is merely saying that not all
cquipment sounds the same. This is not
the question at issue, which is whether
wide bandwidth makes an amplifier
sound better.

I suggest that Mr. Kuby put his listen-
ing tests on a scientific basis—a basis in
which all factors are held constant except
the one under observation, the band-
width. Mr. Kuby has made the mistake
of comparing one amplifier with another.

(Continued on page 12)
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Smashed sound in your symphony?

...then “bargain” recording tape's no bargain!

How does cheap recording tape get that way? It may be
made cheap 10 sell cheap. Or it may become cheap be-
cause the maker goofed on quality, then sells the tape at
cut-rate prices under unknown names. Dangers for audio-
philes: Poor tape-to-head contact that causes losses or
variations in frequency response. Background
hiss. Squeal from poor tape lubrication. Or |
worse—abrasive wear 1o your recorder. In
short, no bargain at all!

What to de? Easy. Pick SCOTCH® BRAND
Recording Tapes and make crystal-clear re-
cordings a certainty. These tapes must pass a
battery of quality tests that bargain tapes
Just couldn’t—over 100 in all to earn their
“*SCOTCH” BRAND.

APRIL 1964

Scotch

magnetic tape

Uniform, high-potency oxides permit thinner, more
flexible coatings with this result: Intimate tape-10-head
contact, sharp resolut.on, identical full-frequency sensi-
livity, inch after inch, tape after tape. Exclusive lifetime
Silicone lubrication protects against head and tape
wear, assures smooth squeal-free tape travel.
Complete selection— from standard to triple
tape lengths (up to 6 hours recording time
at 334 ips). See your dealer. Ask to see the
new “‘SCOTCH’’ Self-Threading Reel. And re-
member . . . on “'SCOTCH’’ Recording Tape,
you hear it crystal clear.

Magnetic Products Division 3cumPANY
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the Honeywell
Pentax 18L&,

a brand-new model which retains all of the traditional Pentax quality fea-
tures: brilliant eye-level pentaprism viewing, shutter speeds to 1/500 sec.,
short-throw film advance lever, FP and X flash synchronization, “cocked”
indicator, and rapid-rewind crank. These features plus classic, functional
styling make the new Hla the outstanding single-lens-reflex value at just
$169.50. See it at your dealer’s soon, or write for full-color folder to: John

e
a faster lens The new Honeywell Pentax Hla
is equipped with a brilliant new 55mm f/2 six-element
lens. Benefits to you: brighter viewing and focusing,
added versatility under poor lighting conditions!

is for §

automatic diaphragm Standard on the
new Hla is a fully automatic, instant-open diaphragm
with depth-of-field preview feature. Benefits to you:
fewer missed pictures; viewing and focusing at full
aperture, or taking aperture, as you choose.

automatic counter reset on the new
H1a, the exposure counter returns to zero when you
reload. Benefits to you: the counter always indicates
the exact number of pictures you've taken, keeps
constant check on film supply.

Thornton, Honeywell, Denver 10, Colorado.

Honeywell

PHOTOGRAPHIC PRODUCTS
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As a consequence, perhaps instead of
comparing varving handwidths, he has
compared high power s low power; or
transistors s tnbes: or triode s pentode;
and so on. Many factors may account for
differences in sound, but to test the hy-
pothesis that extreme bandwidth is im-
portant, Mr. Kuby should listen to one
amplifier in which the bandwidth is var-
ied. T will be happy to set up this test
(with wagers if Mr, Kuby desires) 1o let
hitn demonstrate his supersonic hearing
acuity.

Aside from the fact tha this discussion
can be resolved by a listening test, there
are some technical points to indicate that
Mr. Kuby is Tetting his doamie belief in
wide bandpass becloud the logie of his
arguments.

He savs that phase shift at supersonic
frequencies will canse phase <hift ar au-
dio frequencies, and consequent deterio-
ration of tone quality. This is a subjective,
unsubstantiated statement that is in con-
flict with many anthorities. Tt has been
demonstrated that phase-shifting a square
wave does not change its sound. Whether
the samie situation exists with true tran-
<ents (again | point out that Mr. Kuby
mistakenly calls o square wave a tran-
sient) 1 do not know, as there seems to be
no conclusive evidenee on thiv point.
However, the phase shift which already
exists in all program material is so much
greater than the amount in the audio
spectrum of most better-quality amphi-
fiers that the effect of the amplifier’s
phase  characteristic might readily be
masked.

Mr. Kuby also tries 1o separate fre-
quency response from phase characteris-
tie. as if these were independent qualities,
e overlooks the fact that conventional
amplilier cirenitry is composed of ele-
ments which approach the elassification
of minimum phase=shift networks, In this
case, the phase is predictable from the
amplitnde, and zice zersa. The square
wave is wholly defined by the frequencey
characteristic. Again T must point owt
that the problem of transient response
cannot be solved by examination of the
amplifier alone. Itis the system™s fre-
quency and phase characteristies that af-
fect the sound.

Mr. Kuby suggests that T am adhering
to an old philosophy white he has
adopted a new one. On the contrary, |
used 1o subseribe to Mr, Kuby's philoso-
phy. and [ changed my viewpoint as 1
extended my experience. Perhaps T will
change again, someday. when new evi-
dence can be brought to bear on the sub-
jeet. Meanwhile, however, 1 offer Mr.
Kuby the chance either to convert me by
demonstration or to learn for himself
that a high-frequency cntoff ac 50 or 60
ke ix inaudible.

Davin Havier, PRESIDENT
Dvnaco, Inc.
Philadelphia, Pa.
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Bravo Magazine’s
high fidelity expert
says:

¥
1
T Y
ITATION
~
FTERLOFMONIC MEIM FIENLITY PFPOWER A MILIFTER

-

“When the sky’s the limit”

“If music is so deeply your passion that it makes
you intolerant of all compromise and able to look
unflinchingly at a four-figure price tag, you may
enter that rarefied area of audio where nothing
matters but the dedicated pursuit of perfection.
Assuming your living room is spacious enough
tolet a sound system of such excellence be heard
to full advantage, you will notice subtle trans-
parencies of orchestral texture normally lost in
reproduced music, an effortless authority in a
sudden sforzando, and a feeling of unrestrained
openness of sound that one critic has described
as ‘sonic bloom’'. The splendors of the orchestra
pass virtually undiminished through this gener-
ous amplifier (Citation Il B) which represents the
ultimate frontier of the audio art, and the
speakers (AR-3’s) are scrupulously respectful of
the individual timbre and character of every voice

and instrument. This is the kind of system that
enables you to tell a Baldwin from a Steinway,
sight unseen.”

HERE’S THE MUSIC SYSTEM
Acoustic Research

turntable and arm ... ................. $ 68.00
The Stanton 481 cartridge ................ 49.50
Harman-Kardon Citation A

solid state preamplifier ................ 350.00
Harman-Kardon Citation 11 B

power amplifier (60 watts per

channel) ...........cococ 269.95
2 Acoustic Research AR-3

speakers (walnut) ........................ 450.00

$1,187.45

For complete literature on these and other fine
components, write to Dept. 101, Stereo Com-
ponents, 444 Madison Avenue, New York 22, N.Y.
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Makes
Every Room
A OFamily Inter-
tainment CenterD

MOSLEY FR-1
TV/FM DISTRIBUTION OUTLET

Mosley FR-1, TV/FM Outlet makes
every room a ‘‘Family Entertainment
Center’'. Designed to put true port-
ability in Your TV/FM Distribution
System. Up to eight outlets make a
complete system without couplers or
boosters. Easy to install, Available
in ivory or brown polystyrene. FR-1
is perfect for home, apartment, motel
use or anywhere the finest TV or FM
reception is needed and ot a *’penny-
pinching price'’,

Please send me information on how
the Mosley FR-1, Distribution Out-
let, will improve my TV/FM enjoy-
ment.

Name

Address
City/State

Mo /ey 0220 5

4610 N, Lindbergh Blvd.,
Bridgeton, Mo. 63044

CIRCLE NO. 39 ON READER SERVICE CARD
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SOUNDAND THE QUERY

Standing-wave Hum
1 have a most peculiar condition
e in my hi-fi sctup. When | adjust
the controls on my equipment and put on
a record everything sounds fine. How-
ever, when 1 go over 1o the easy chair
from which I do most of my listening,
[ hear hum. When 1 «o back to the
cquipment cabinet, the hum disappears.
Am 1 somchow neutralizing the hun
when I'monear the equipment?
Jav TLagrisoxN
Knoxville, Tean.

You aren’t neutralizing the hum;

o it just isn't audible in the arca
of your equipment cabinet. Your listen-
ing chair is prabably situated in an arca
of mavimum sound pressure for a 60-cps
standing wave. If you walk about the
roont you will notice areas where you
can hear the 60-cps hum and others
where you cannot. You may also notice
the hum level differs depending upon
whether you are standing up or sitting
dawn. To cure the condition, | would
suggcst that you first go through the hum-
minimizing procedurcs recommended in
your equipment’s instruction manuals. 1f
this does not achicve sufficient hum-re-
duction. you had best move your listen-
ing chair to a hum-frec arca.

Unbalanced Balance Controls

I have to operate my amplifier (on

e hoth tuner and phono) with the

balance control turned to about the 2

o'clock position. Can you tell me what's
wrong?

AveRY Markr¥L

Quincey, Indiana

First of all. see if the mid-range

o level control (if present) on one

of your speakers may not have been ac-
cidentally turned down. Unlike the
tweeter control, the mid-range—somc-
times called “presence”—control also af-
fects the loudness of the speaker. (1
assume, of course, that you are using
speakers of the same make and model.)
Next check the input level controls of
your power amplifier to determine if they
are sct for equal output from the two
channels. If neither of the above factors
is responsible for your problem, then it
is probable that your problem lies in the
relative gain of the two channels. Since
vour balance control is not offset scvercly,
it may be that normal gain variation be-
ticeen the richt and 1 ft channels of your

PRACTICAL POINTERS
ON THE INSTALLATION
AND MAINTENANCE OF
HOME MUSIC SYSTEMS

BY LARRY KLEIN

preamplificr and basic amplifier arc re-
sponsible. For example, if the right chan-
nels of both the preamplificr and the
powecr amplifier are slightly low, the total
cffeet could result in an audibly lower
gain in that channel. Assuming that the
same factars responsible for the slight
loss of gain are not also causing distor-
tion, you can effect a simple cure by
intcrchanging the two shielded leads con-
nceting your preamplifier and basic am p-
lifier. This will connect one high-gain
channcl to one low-gain channcl and
probably restore the gain balance be-
tween the two channels. Correct right-
and lcft-speaker positioning can be re-
stored by switching  the rvight- and
I ft-channcl spcaker leads at the power
amplificr.

Anode and Cathode Followers

Q I have frequently scen the term
e “anode follower” used. TTow doces
this differ from the “cathode follower,”
and does it have any special advantages?
PETER SWEENEY
Greenwich, Conn.

The anode follower (or plate fol-

o lower) is best described by com-
paring it with the cathode follower, Sim-
ply explained, the cathode follower is a
vacuum-tube circuit in which the output
signal is taken not from the plate of the
tube. as is usual practice, but from the
cathode. When the signal is taken from
the low-impedance cathode rather than
from the high-impcdance  plate, long
shielded cables can be used without caus-
ing the loss of high frequencies (through
cable capacitance). Also, the cathod:
follower usually has a very high input
impedance, which is advantageous when
the load on the preceding stage must
be minimized. These advantages, how-
ever, are realized at the expense of amp-
lificatian, in that the cathode-follower
circuit not only provides no amplifica-
tion, but cven causes a slight loss of gain.
The circuit is called a cathode follower
because the output signal at the cathod
“follows” (is in phase with) the input
signal at the grid of the tube.

The anode-follower circuit, which can
be designed to have the same advantages
as the cathode follower, usually consists
of a single triode with heavy negative
feedback from its output plate to its in-
put grid. The anode-follower configura-
tion is flexible, in that the fecdback cir-
cuit can be desisned to include a certain

(Continued on page 16)

HIFI/STEREO REVIEW




WHERE CAN YOU BUY 40 SOUND QUALITY FEATURES? 1. wmosuisr con-

struction featuring complete plug-in record amplifier, reproduce amplifier, and bias oscillator 2. Fully solid-state
electronics 3. Hysteresis synchronous metering capstan drive 4. Solenoid operated tape gate, brakes and pres-
sure roller 5. Separate reel drive motors 6. Safely handles all tape, including half mil 7. Front panel microphone
jacks 8. Mixing inputs for high level line 9. Frant panel mode switch with tally lights 10. Monitoring from tape or
source. 11. Separate channel monitor and output switches 12. Durable, easily cleaned, easy-on-the-eye profes-
sional vinyl finish 13. Standard readily available American transistors and components 14. Superior tape guiding
15. Military type fail-safe differential band brakes 16. Sturdy die-cast main plate 17. Signal switching available
at remote socket 18. Position for optional fourth head “19. Remote “start-stop” 20. Local-remote front panel con-
trol 21. Pushbutton transport controls 22. Record safety interlock 23. New “cue” transport control 24. Large, rug-
ged hardened stainless steel capstan 25. Ball bearing inertial stabilizer flywheel 26. Payout compliance arm and
tape break shut-off 27. Automatic capstan motor stop for tape run-out 28. Take-up compliance arm 29. Regulated
power supply 30. Emitter follower outputs 31. Stereo- frin =

mono front panel earphone switch 32. Simultaneous
record and playback 33. Double flywheel capstan
drive 34. Switchable equalization 35. Auxiliary
emitter-follower outputs 36. Auxiliary high imped-
ance inputs 37. Standard “hi-fi” connectors 38.
Latge “operator” type knobs 39. Earphone monitor

x - meter for each ch

FULLY SOLID-STATE ELECTRONICS

SOUND-ON-SOUND & SOUND-WITH-SOUND

FOR QUARTER-TRACK STEREO
OR MONAURAL OPERATION

TAPE SPEEDS: 3.75 and 7.5 inches per second

REEL SIZE: 5-, 7- and 8-inch E.I.A. hubs.
HEADS: Four. Selectable Va-track Erase, Va-track B uy the
Record and Va-track Play are Standard.

Accessory two-track Stereo Play available
as fourth head.

DIMENSIONS: 19" wide, 15-%" high, 12" deep. agn ec ord

® /024
Unprecedented in our industry, Magnecord,
America’s first manufacturer of magnetic tape 0 N lY
recorders, now introduces a unique model.
The NEW Magnecord 1024 offers you the
highest possible quality at the lowest con-
ceivable price! For professional sound, design
simplicity, moderate price, engineered per-
formance and quality throughout BUY .
the most versatile of them all . . . BUY the
NEW 1024!
i i N — for further information write ——

MAGNECORD SALES DEPARTMENT

MIDWESTERN INSTRUMENTS, INC.
P. 0. BOX 7509 & TULSA 35, OKLAHOMA
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They call us
“fanatics.

(Because we are.)

We achieved standards of perfection in our $159.00 dangerous book-
shelf speaker that are fanatical. And as soon as we accomplished the impos-
sible, we did it again at $99.50. And again at $69.75.

We even created a professional studio monitor at $249.*

Little wonder they call EMI’s world-famous designer, Dr. G. F. Dutton,
many other names, too, back home in England. “Indomitable.” “Brilliant.”
”Formidable competition.”

Some people complain that our speakers are as relentless as we in
exposing the subtlest musical transients and the slightest flaws in other
components. But EMI’s musical reproduction is pure glory. Live, robust,
thoroughly realistic with smooth, balanced response to beyond audibility.

Other fanatics appreciate this greatly. And we invite one and all to
private demonstrations at their EMI dealers.

*All prices slightly higher in South and West.

EMI

(makers of The Dangerous Loudspeaker)

exclusively from Scope Electronics Corporation
(subsidiary of Lynch Corporation),
235 Fast 42nd Street, New York, N. Y. 10017
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amount of frequency corvection and also
to permit a small amount of tube gain.
Any gain in the circuit, howerer, is ob-
tained at the expense of the low out put
impedance and distortion reduction. An
improved version of the platc-follower
canfiguration uscs a dual-triode  tube
(such as a 12AX7 or 12.10°7). with nega-
tive fecdback [rom the output platc of
the sccond tube to the cathode of the
input tube. This “feedback-pair” ar-
rangement has the advantage of being
able to handle a large amount of distor-
tion-rcducing negative foodback and at
the same time procidc amplification.

Tone-Arm Grounding

Every time [ touch the tone arm
e on my record player a loud hum
comes  through  my  speakers. T've
arounded the arm as outlined in the
mannfacturer’s instructions, but the ham
persists. Do you have any suggestions?
SaNrorp DeNLEy
Palo Ao, Calil,

There ave cortain procautions one
o should obscrie whon sctting up a
To mintmize induced hum,
avoid having the shiclded leads from the
tone arm cross under or alongside the
turntablc motor. You can choek whether

lone arm.

the motor is responsible for hum prob-
lems by leazving the tone arm in the nor-
mal playing position on the rccord and
shutting off the turntable wotor. If the
hum ceases when the motor is turned
off. obriously the hune filld from the
motor is cawsing the trouble If the turn-
table motor or mounting plate has a
arounding point, try soldering a lcad to
it, and then connect the othcr end of
the lead to the chassis of the preampli-
fier under a convenient serewe head. Keep
this lead as short as possible 1o precent
more hwm pickup.

Incidentally, the designated grounding
point on an amplificr (usmally a ground
lug or terminal post) iv not nceessarily
the best place to conneet the ground
lead. In my own particular sctup. for
reasons I've not becn able to aveertain,
there is least hune when neither the turn-
table nor the tone arm is grounded to the
preamplifier through a separate lead.

Of course, along with the connecting
and disconnecting of leads from the turn-
table and tone arm, try reversing the lind
plugs of all your cquipment, including
the tuner. Wien testing for hum reduc-
tion, a clearer indication will be obtained
if your volume and bass controls are both
turned up higher than normal.

Because the number of queries we
receive cach month is greater than
we can reply to individually, only
those questions selecled for this
column can be answered. Sorry!
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A MAJOR BREAK-THROUGH IN SOUND PURITY

N S HURE

THE SOUND FROM THE NEW SHURE V-15 STEREQO DYNETIC® CARTRIDGE
WITH ITS REVOLUTIONARY BI-RADIAL ELLIPTICAL STYLUS

HAS NEVER BEFORE BEEN HEARD OUTSIDE AUDIO LABORATORIES

by S. N. SHURE, President, Shure Brothers, Inc.

The sound from the new Shure V-15
Stereo Dynetic Cartridge is unique. The
unit incorporates highly disciplined refine-
ments in design and manufacture that
were considered “beyond the state of the
art” as recently as the late summer of 1963.
The V-15 performance specifications and
design considerations are heady stuff—
even among engineers. They probably
cannot be assimilated by anyone who is
not a knowledgeable audiophile, yet the
sound is such that the critical listener, with
or without technical knowledge, can ap-
preciate the significant nature of the V-15
music re-creation superiority. It is to be
made in limited quantities, and because of
the incredibly close tolerances and singu-
larly rigid inspection techniques involved,
it is not inexpensive. Perfection never is.

THE BI-RADIAL ELLIPTICAL STYLUS

The outstanding characteristic is that the
V-15 Stylus has two different radii . . .
hence the designation Bi-Radial. One is
a broad frontal plane radius of 22.5 mic-
rons {.0009 inch}; while the actual contact
radii on each side of the stylus are an in-
credibly fine 5 microns (0002 inch). It
would be impossible to reduce the con-
tact radius of a conventional spherical/
conical stylus to this micro-miniature
dimension without subjecting the entire
stylus to “bottoming” in the record
grooves.

The Shure Bi-Radial elliptical stylus, be-
cause of its larger frontal radius of 22.5
microns {.0009 inch), cannot bottom . ..
and as you know, bottoming reproduces
the crackling noise of the grit and static
dust that in practice cannot be eliminated
from the canyons of record grooves.

TRACING DISTORTION MINIMIZED

The prime objective in faithful sound re-
creation is to have the playback stylus
move in exactly the same way as the
wedge-shaped cutting stylus moved when
it produced the master record. This can’t
be accomplished with a spherical/conical
stylus because the points of tangency (or
points of contact between the record
grooves and the stylus) are constantly
changing. This effect manifests itself as
tracing distortion {(sometimes called “inner
groove distortion”). Note in the illustra-
tion below how the points of tangency
{arrows) of the Bi-Radial elliptical stylus
remain relatively constant because of the
very small 5 micron (.0002 inch) side con-
tact radii:

1964
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The Shure Bi-Radial Stylus vastly reduces
another problem in playback known as
the “pinch effect.”” As experienced audio-
philes know, the record grooves are wider
wherever and whenever the flat, chisel-
faced cutting stylus changes directions
{which is 440 cycles per second at a pure
middle “A” tone—up to 20,000 cycles per
second in some of the high overtones).
An ordinary spherical/conical stylus riding
the upper portion of the groove walls
tends to drop where the groove gets
wider, and to rise as the groove nar-
rows, Since stereo styli and cartridges have
both vertical and horizontal functions, this
unfortunate and unwanted up-and-down
motion creates a second harmonic dis-
tortion. The new Shure Bi-Radial elliptical
stylus, on the other hand, looks like this
riding a record groove:

You'll note that even though it has a
broad front face with a frontal plane
radius of 22.5 microns (.0009 inch), and
it measures 30 microns (.0012 inch) across
at the point of contact with the groove,
the small side or contact radii are only
5 microns (.0002 inch). This conforms to
the configuration of the cutting stylus and
hence is not as subject to the up-and-
down vagaries of the so-called “pinch-
effect”.

SYMAMETRY, TOLERANCES AND
POSITIONING ARE ULTRA-CRITICAL

Frankly, a Bi-Radial elliptical stylus, how-
ever desirable, is almost impossibly diffi-
cult to make CORRECTLY. Diamond, as
you know, is the hardest material . . .
with a rating of 10 on the Mohs hardness
scale. I's one thing to make a simple
diamond cone, altogether another to make
a perfectly symmetrical Bi-Radial stylus
with sufficiently close tolerances, actually
within one ten thousandth of an inch!
Shure has developed unprecedented con-
trols, inspections and manufacturing tech-
niques to assure precise positioning, con-
figuration, dimensions and tolerances of
the diamond tip. It is a singular and exact-
ing procedure...unique in the high fidelity
cartridge industry. And, unless these in-
spection techniques and safeguards are
used, an imperfectly formed elliptic con-
figuration can result and literally do more
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harm: than good to both record and sound.

THE V-15 IS A 15° CARTRIDGE

The 15° effective tracking angle has re-
cently been the subject of several Shure
communications to the audiophile. It con-
forms to the effective record cutting angle
of 15° proposed by the RIAA and EIA and
now used by the major record producing
companies and thereby minimizes track-
ing distortion.

The major features, then, of the V-15 are
the Shure Bi-Radial Elliptical Stylus, the
singular quality control techniques and
standards devised to produce perfection
of stylus symmetry, and the 15° tracking
angle. They combine to reduce IM and
harmonic distortion to a dramatic new
low. In fact, the distortion (at normal
record playing velocities) is lower than the
inherent noise level of the finest test
records and laboratory measurement in-
struments! In extensive listening tests, the
V-15 proved most impressive in its “track-
ability.” 1t consistently proved capable of
tracking the most difficult, heavily modu-
lated passages at a minimum force of /s
grams (in the Shure-SME tone arm). The
entire V-15 is hand-crafted and subject
to quality control and inspection measures
that result in space-age reliability. Pre-
cision machined aluminum and a special
ultra-stable plastic stylus grip. Exact align-
ment is assured in every internal detail—
and in mounting. Mu-metal hum shield
surrcunds the sensitive coils. Gold plated
terminals. Individually packaged in walnut
box. The V-15 is a patented moving-mag-
net device—a connoisseur’s cartridge in
everv detail.

SPECIFICATIONS

The basic specifications are what you’d
expect the premier Shure cartridge to
reflect: 20 to 20,000 cps., 6 mv output.
Over 25 db separation. 25 x 10°® cm. per
dyne compliance. 3/« gram tracking. 47,000
ohms impedance, 680 millihenries induct-
ance per channel. 650 ohms resistance.
Bi-Radial stylus: 22.5 microns (.0009 inch)
frontal radius, 5 microns (.0002 inch) sice
contact radii, 30 microns (.0012 inch) wide
between record contact points.

But most important, it re-creates music
with a transcendent purity that results in
a deeply rewarding experience for the
critical ear.

Manufactured under U.S. Patents 3,055.-
988; 3,077,521 and 3,077,522. Other Patents
Pending.

$62.50 net

SHURE BROTHERS, INC.
222 Hartrey Avenue, Evanston, lllinois
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speaking of the
DUAL 1009
Auto/Professional
Turntable

in American Record Guide, Jan. '64
“. .. the only automatic thus far
tested that I feel justified in sug-
gesting for the finest systems . . .
bids fair to reduce the ‘superiority’
of manuals from fact to fiction.”

in Audio, Nov. '63

. . . tracked perfectly well with the
table tiited to almost 90°, with
warped records and with eccentric
records . . . means that the arm is
balanced in all planes .. . the ability
to vary speed is a real asset.”

in Electronics World, March '64

“. .. fully capable of operating
with a tracking force of 0.5 grams,
as rated. The trip mechanism oper-
ated flawlessly at this force, with
no evidence of side thrust on the
cartridge . ..”

in HiFi/Stereo Review, Jan. '64

“. . . will function as well as any
good separate tonearm ... the most
compliant cartridges, operating at
the lowest forces for which they
are designed, can be used ..."

in High Fidelity, Nov. '63

“. .. Variations in line voltage, as
well as in the number of records
placed on the turntable, had very
little effect on the speed, so that
speed accuracy and speed constancy
(under a wide range of operating
conditions) were truly excellent.”

in Popular Science, Feb. '64

“...I can drive a pair of AR3 speakers
with full bass boost on the amplifier
and still not hear objectionable turn-
table rumble. (When I try this with
most record changers, they make a

sound like a subway train ’ ’

rolling through my living
room.)”

Complete reprints of these sensational reviews
are yours for the asking. Better yet, see the

Dual 1009 demonstrated at your audio dealer.
Q outstanding value at $99.50. /

2\
UNITED AUDIO «@}\Nn DUAL

12 WEST 18TH ST., N.Y. Ny, 1001]

CIRCLE NO. 53 ON READER SERVICE CARD
20

JUST LOOKING”

-.at the best in new hi-fi components

@ Concertone announces the Caravelle,
a two-speed, four-track sterco recorder.
The three-motor transport system pro-
vides automatic two-direction record and
play (“Reverse-O-Matic”) through the
use of six heads, three for each direction.
Solid-state record and playback pream-
plifiers are used, and all deck functions
have push-button control with an op-
tional remote-control unit available. The
recorder has dual VU meters, built-in

automatic ccho and  sound-on-sound
switching, and monitoring in both direc-
tions. Mounted in a portable carrying
case with built-in stereo amplifier and
speakers and including two microphones
and reels, the Caravelle Model 801 sells
for less than $399. The Model 802, de-
signed for custom installation (without a
case and amplifier system) sells for
$349.95.

circle 182 on reader service card

® Concord’s Model 884 is a three-
speed, four-track stereo tape recorder
with four separate transistorized preamp-
lifiers. The unit has three heads, illu-
minated VU meters, and a sterco-head-
phone output jack. Switching facilitics
include an A-B switch for comparing

.-

e

source to tape when monitoring, and
built-in sound-on-sound switching. The
15-watt stereo amplifier in the machine
drives two speakers, one built into the
case, the other mounted in the recorder
cover. Specifications list a frequency re-
sponse of 40 to 16,000 cps (1.5 db) at
72 ips, a signal-to-noise ratio of better
than 60 db, and flutter and wow under
0.15 per cent. A jack makes possible the
connection of external amplifiers or ex-
ternal speakers for operation as part of a
hi-fi system. The unit comes with two dy-
namic microphones. Price: under $450.

circle 183 on reader service card

® Eico’s Model 2400 tape deck is a four-
track stereo machine with wwo speeds.
The three-motor transport mechanism
uses electrodynamic braking, and has
wow and flutter figures of under 0.2 per
cent at 7Y% ips. There are separate con-
trols for microphone and auxiliary inputs,
thus permitting mixing. Frequency re-
sponse is 30 to 17.000 cps =3 db a1 7%
ips; signal-to-noise ratio is 15 db. The

unit is designed to feed a hi-fi system,
and each channel has 0.7 volt average
output at 5,000 ohms output impedance.
Size is 12% x 12954 x 6% inches. The
price for the kit is $189.95; the factory-
wired unit is $269.95,

circle 184 on reader service card

® Fisher’s Model 70 Fisher-Lincoln au-
tomatic trntable can be set to play both
sides of ecach record automatically. The
unit handles 7-, 10-; and 12-inch records
intermixed in any order at 33%4 rpm. Up
to ten records can be placed on the ma-
chine, for over 8 hours of continuous mu-
sic, Since the changer mechanism places
cach disc on the tumtable individually
and removes it when it has finished play-
ing, there is no possibility of slipping or
(Continued on page 22)
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NnOow you can

use a triple play tape...

ithout loss
of output

MAGNETIC TAPE

3600 FEET
V2 MIL MYLAR* BASE

if it is this one!

Triple play recording tapes require thinner oxide coat-
ings. Ordinarily, tapes with thinner coatings lose output
or volume. This is not so with Reeves Sounderaft Triple
Play Tape! A special magnetically active oxide coating
on the durable DuPont Mylar base does it! Extra output
is built into the coating...at least 3 db more than other
triple play tapes! Even when you splice Sounderaft
Triple Play with guality standard play tapes, you won’t
hear any change in playvback level hetween the two! A
7" reel of Sounderaft Triple Play contains 3600 feet of
tape...gives you triple the playing time of a recel of
standard tape.

If you want the convenience of greatly extended
recording time without sacrifice in performance, insist

REEVES SOUNDCRAFT

DIVISION DOF REEVES INDUSTRIES INC

on Soundcraft Triple Play Tape. Write for literature.

TYPICAL RECORDING TIMES PER 7" REEL.

1% IPS 7' IPS
Mono single track 6 hrs. 24 min. 1 hr. 36 min,
dual track 12 hrs, 48 min. 3 hrs, 12 min.
four track 25 hrs. 36 min, 6 hrs. 24 min,

Stereo dual track 6 hrs. 24 min,

1 hr. 36 min,
3 hrs. 12 min. __J

‘our track 12 hrs, 48 min.

FOR YOUR VERY SPECIAL RECORDINGS TRY
REEVES COLDEN TONE—the world’s most impress-
ive tape...for the discerning ear and most exacting
cqnipment,

R-217

Main Othice: Danbury, Connecticut o New York e Chicago » Los Angeles « Export: C.B.S. International, N.Y.C, » Canadian Reps Vancouver » Toronto e U.K. Reps: Soundcraft Magnetic Ltd.
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A ceramic
cartridge in a
system like
this?

-

=B Absolutely!

We're talking about the new Sonotone Velocitone Mark IV, Use the high
compliance Mark 1V in the finest tonearm, on the finest turntable, play-
ing through the finest amplifiers and speakers. It has everything the finest
magnetic cartridges have, including a compliance of 15 x 106 cm/dynes
in all directions. Capable of tracking at the low forces required by modern,
professional turntables, it is equally well suited for use in record changers.

What's more, it offers a number of innerent advantages not possible with
magnetic cartridges. There's a stylus that’s virtually indestructible—the
exclusive SONO-FLEX®, There's complete—but complete—freedom from
magnetically-induced hum.

That's why we say: There's one ceramic cartridge that's worthy of the
finest equipment—the Velocitone Mark IV. You don't have to make any
change in your equipment to install it, either. The Mark IV comes
complete with factory-matched equalizers that you can plug right into
any magnetic input.

Mark IV with dual diamond styli, $24.25*; with diamond/sapphire,
$20.25*, Hear the new Velocitone Mark IV at your hi-fi dealer. ssuscesreouist

Sonotone =z
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Division, Eilmsford, New York
. g Aids ¢ Batteries

damage caused by friction between the
records. The turntable is belt-driven by
a SynDuction motor, and the change se-
quence is triggered by a magnetic prox-
imity switch. The tone arm is designed

for standard cartridge mounting; all tone-
arm adjustments are reachable from
above. The unit measures 27 x 153 x
19% inches high. Price: $299.50.

circle 185 on reader service card

@® Hartley is producing the Concert-
master, a full-size multiple-speaker sys-
tem that includes the Model 218MS
18-inch woofer, which has bass response
down to 16 cps. Crossover is at 400 cps;
the middle and high frequencies are

handled by the 10-inch Hartley 220MS.
Both speakers employ the Ilartley-Luth
magnetic-suspension  principle in their
design, and utilize a tri-polymer cone
construction. The Hartley-Luth Concert-
master is available as a Chinese chest
enclosure (40 x 28 x 20 inches) or as
a modern oiled walnut cabinet (36 x 36 x
18 inches). The Chinese chest is priced
at $795; the oiled walnut style at $595.

circle 186 on reader service card

@® H. H. Scott announces its model
370B sterco FM tuner. The unit includes
the Sonic Monitor circuit, a magic-cye

tuning indicator, and a cascode r.f. stage
with three-gang tuning condenser. IHF
sensitivity is 3.5 microvolts, signal-to-
noise ratio is 50 db, harmonic distortion
is under 1 per cent, and drift is 0.02 per
cent. The capture ratio is 6 db, spurious-
response rejection is 75 db, separation is
28 db. Dimensions in accessory case are

15V x 5V x 1314 inches. Price: $159.95.

circle 187 on reader service card
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CIPHER V 4 high-fidelity tape re-
corder of minimum  «ze. com-
plete with dvnamic microphone
and monitonng  carphone,  tape
speeds 3% and 1% 1ps; up 10 5"
reels: automatic pause control;
‘thght luggage” carrying bag; $79.50.

CIPHER I+ a remarkahle high fidel-
ity tape recorder with automatic
push-button cantrol  tape speceds
7' e and 1 ps up to 7T
reels, dvnamic microphone, moni-
toring carphone, digital tape ndex,
pure idler drive (no belts), $139.95.

CIPHER VIl a 4-rrack stereo re-
carder with detachable speakers
and 2 dynamic microphones, tape
speeds 7Y 30 and 17 ps 2 VU
meters,  automanic shutoff,  plays
horrizontally or vertically €274 95
(Also available as the VII-D deck )

CIPHER 800 a professional 3-track
sterea recorder with 3 hysteresis-
ssnchronous matars and 3 heads;
plug-in head assembly 2-track atso
avaifabler. no pressure pads. tape
speeds 7Y and 3. ps o solenond
controlled, 2 VU meters, $499 95,

These are the amazing

Cipher tape recorders from Japan.

Don’t wait for expensive

American or European imitations.

It's no secret that the Japanese tape recorder industry
has made astonishing progress in recent years. Now. with
the unique Cipher line, Japan can be considered to have
passed the rest of the world in tape recorder design and
execution,

The four Cipher models shown here are without ques-
tion the most thoroughly engineered Japanese recorders
seen so far. They differ greatly in purpose. complexity and
cost—but each would have to sell at a significantly higher
price if made in the United States, England, Germany, Hol-
land, Scandinavia or Switzerland. By the same token, com-

APRIL 1964

parably priced recorders from these countries can be ex-
pected to rate signiticantly lower in performance.

Hard to believe? Ask any recording engineer who has
tried the superb Cipher 800. Or any housewife, for that
matter, who has used the little Cipher V. And don't forget
to compare the Ciphers with other Japanese machines,
either!

(For further information, write to Inter-Mark Corpora-
tion, 29 \West 36th Street, New York, N.Y. 10018. In Canada:

Inter-Mark Electronics Ltd., 1550
Avenue Road, Toronto 12, Ont,) c I PH E R
23
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by HANS H. FANTEL

DEFINITIONS-III

NAwWARD with our definitions of basic audio concepts, which will
continue in alphabetical order for the next several months.

e Compliance describes the amount of force that must be applied to
the stylus of a phono cartridge to deflect the stylus a given distance.
Compliance is expressed numerically— for example, 15 X 107 c/
dyne. This means that if 1 dyne (a basic unit of force) is applied to
the stylus, it will be deflected one 13-millionth of a centimeter. When
the one

comparing cartridge specifications, make the first number:
before the multiplication sign—your basis for comparison. As a rough
auide, remember that a compliance of 10 X 107 an/dyne is quite
good, while 20 X 107¢ is excellent indeed.

e Crossover networks are used in loudspeakers to separate the treble
from the bass in order to feed high-frequency tones to the tweeter
and low-frequency tones to the woofer. The sinplest type of cross-
over is a high-pass filter. which merely keeps the bass notes out
of the tweeter, thus preventing tweeter damage. A mors complex
crossover, consisting of onc or more coils and capacitors, also keeps
the highs from entering the wooler, where they might be distorted.
The frequency above and below which the frequencies are routed
to the woofer and the tweeter is called the crossover point. A well-
designed crossover network must be matched to the characteristics
of the speakers so that a smooth transition will occur at the cross-
over point. For speaker systems with a separate mid-range speaker.
a more claborate three-way crossover network is used to divide the
total frequency range into three portions—bass, mid-range, and
treble—each going to its appropriate speaker.

® Crosstalk is a termn originated by telephone technicians to describe
interference between two phone calls on adjacent wires. When ap-
plicd to audio, crosstalk means that some left-channel signal is leaking
into the right channel, or vice versa, thereby reducing sterco separa-
tion. Commingling of the left and right signals is not wholly avoidable,
and is practically unnoticeable if the intruding signal is at least 25 db
lower in volume than the signal rightfully belonging to the channel.
Crosstalk is most often stated in terns of stereo separation, A separa-
tion of at least —25 db (the higher the negative figure, the better)
in the specifications of a cartridge, amplifier, or tuner therefore sig-
nifies that there will be no audible crosstalk between the channels.

e Decibel, abbreviated ““db,” is the standard measure of loudness.
[t is a relative measurcinent, used to compare two different loudness
levels. For instance, if a loudspeaker is “> db down at 40 cycles™
(usually written “—5 db™), the sound it produces at a frequency of
50 cycles per second is 5 db softer than the sound it produces at a
standard reference frequency—usually 1,000 c¢ps. The smallest readily
apparent loudness difference in music is 3 db, though sharp-cared list-
eners may discern differences as small as 1 db.
(To be continued next month)

The New Empire
- ’
henadier

Divergent Lens Speaker System

v e

Exclusive Sonic Column — Totally Rigid
Without Resonance. Two years in the mak-
ing ... the Grenadier’s shape is a function
of its performance . . . its performance, an
achievement of design. Virtually, no matter
where or how you listen, the new Empire
Grenadier gives you acoustically flat fre-
quency response.

oy

. Mass loaded woofer with floating sus-
pension and four inch voice coil.
2. Sound absorbent rear loading.
. Die-Cast Mid Frequency-High Fregquency
Full Dispersion Acoustic Lens.
Polyester Laminate surface.
Ultra-Sonic Domed Tweeter.
Full Presence Mid Range Direct Radiator.
Totally damped acoustic fibre enclosure.
. World's largest speaker ceramic mag-
net structure (18 Ibs.).
9. Front loaded Horn with 360° aperture
throat.
10. Terminals concealed underneath,

(2]

N ms

Freedom From Distortion. A unique combi-
nation of electrical and acoustical cross-
overs and cutoffs avoid woofer cone break-
up and mid range response dips. The woofer,
mid range and tweeter combine at mathe-
matically correct crossover frequencies.

Aesthetically Designed to fit any decor . . .
from warm elegance to stark modern. Fits
in corners or against walls, Truly a beau-
tiful and functional achievement of sight
and sound.

See & Hear the Grenadier today . . . visit
your Hi Fi dealer. Grenadier Price: $180.

Technical Specifications Model 8000 — Fre-
quency Response: 30-20,000 cps ¢ Nominal
Impedance: 8 ohms « Power Handling Capacity
— Music Power: Maximum undistorted 100
watts ¢ Sine Wave Power: 30-450 cps 60 watts
e 450-5000 cps 40 watts « 5000-20,000 cps 20
watts ¢« Components — Woofer: 12 in. High
Compliance with 4 inch voice coil « Mid Range:
Direct Radiator » Hi-Frequency Ultra Sonic
Domed Tweeter « Mid & Hi coupled to Die-Cast
Acoustic Lenses « Overall Dimensions — Dia.
15147 x Ht. 29”7 « Weight 65 Ibs. « Rich Satin
Walnut Finish with Mar Proof and Stain Proof
Surface.

Write for complete literature.

HIEMPIRE
|
4l .
"World's Most Perfect High Fidelity Components™
Empire Scientific Corp. « 845 Stewart Ave., Garden City

Evport: EMEC, Plainview L. I, N. Y. « Canada, Empire
Scientific Corp., Ltd., 1476 Eghington West, Toronto

HIFI/STEREO REVIEW



The New Empire

enadier

Divergent Lens Speake- System

Lets you sit anywhere—
Hear everything

The first speaker system designed
and engineered for stereophonic
sound. Three acoustic lenses
allow you to enjoy phenomenal
stereo separation and the highest
fidelity of music anywhere in
the room. Speaker placement
non - critical.
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RIGIDLY STIFF AND
TOTALLY DAMPED

¢

DIVERGENT
FULL DISPERSION ACOUSTIC LENS POWER

The Empire Grenadier A downward woofer, close The full presence mid- Massive three driver mag-
cabinet gives you disci- to the reflecting floor sur- range direct radiator and netic structure totaling
pline of sound while vir- face, feeds through a frone the low-mass ultrasonic one million lines of forre
tually eliminating cabinet loaded horn with full cir- dnmed tweeter in combi- produces the needed high
vibration. Formed from cle aperrure throat. This nation with the die-cast efficiency, yet handles up
acoustic material and com- provides 360° sound dis- divergent acoustic lens, to 100 wates of music
pletely wrapped with wal. persion and prevents achieve broad sound prop- without overload or burn-

nut to delight the eye.

standing waves, agation, out,

YEMPIRE
““World’s Most Perfect High Fidelity Components” EM[




Are separate
tuners and
amplifiers passé o

An outstanding new combined tuner/amplifier
Nothing duplicates the installation flexibility of separate component . . . the $-770000 AM/FM/

components. This is one of many reasons why Sherwood FM Stereo 80-watt Receiver.
sells so many of them. But for those who do not need this
flexibility, Sherwood engineers have created an outstand-
ing single component, which without compromise of fidel-
ity, combines both functions.

The new S-77000 AM/FM/FM Stereo Receiver combines
the 1.8 microvolt sensitivity and 2.4db capture effect of
Sherwood’'s finest tuner with the 80-watt dual channel
music power of Sherwood's highest-rated high fidelity
amplifier. The size is a space-saving 16);" x 4" x 14”. You
enjoy all the tuning surety of Sherwood's D'Arsonval zero-
center tuning meter and 8" long professionally calibrated
dial scale. And, you have front panel control of all stereo
amplifier functions for phono, tape—plus a stereo headset
jack. As trim as the size, is the less-than-separate-com-
ponents price of $374.50 (slightly more on the West Coast).

Sherwood low-distortion speaker systems
for high fidelity music systems

Ravinia: 3-way[48—17,500 cps/$139.50 « Newport: 2-way[48—17,000
¢ps/$79.50 « Berkshire: 3-way[53—17,500 cps/$99.50 - Tanglewood:
4-way [29—-17,500 cps [$199.50

Take this coupon to your Sherwood dealer and receive: = FM & FM Stereo Station Finder—listing current and pro-

FREE . A $1.00 VALUE w Time-Saver Shopping Guide—detailed comparative speci- floske SHljons.
INFORMATION KIT  fications on components offered by major manufacturers. = Photo file—a pictorial review of how different systems have

AT YOUR SHERWOOD DEALER , ¢ page book, An Introduction to Hi-Fi & Stereo published been installed.
by the Institute of High Fidelity. w Descriptive literature on Sherwood components.

If you prefer, send 25¢ in coin direct to Sherwood, together with your name
and address. Your package will be sent by return mail.

Name

Street.

City State Zip Code

Sherwood Electronic Laboratories, Inc., Dept. R-4
4300 North California Avenue, Chicago, Illinois 60618

IRCL .
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| TECHNICAL /
f >» TALK ¢ ﬁ/

® LOUDSPEAKER MEASUREMENTS: Loudspeaker
performance is ideally measured in a free-field environ-
ment—that is, one that has a negligible effect on the
measured pressure response of the speaker. In practice,
this requires mounting the speaker and microphone on
a tower or boom well away from the ground and ad-
jacent buildings, or in an anechoic chamber (a room
designed to absorb all reflected sound).

However, since we rarely listen to high-fidelity loud-
speakers out of doors or in anechoic chambers, good
measurcments under nonreverberant conditions are
no guarantee of good performance in the home. This
fact is recognized in the IEEE Recommended Practices
on Loudspeaker Measurements (1961), which states
that measurements “are not a complete guarantee that
subjective performance will be satisfactory. Wherever
it is possible, the quality of reproduction should be
checked by means of listening tests. . ..”

Several years ago, I made my speaker-performance
measurcments out of doors. However, I found that,
aside from the difficulties of noise from wind, passing
airplanes, and lawn mowers, plus the vagarics of
weather, this measuring technique was not fair to
speaker systems that depended on corner placement for
bass reinforcement, or that had an omnidirectional re-
sponse, or in other ways utilized wall reflection.

I therefore transferred my loudspeaker-testing oper-
ations to a garage measuring approximately 12 x 30
feet. The variety of shop equipment and other impedi-
menta that scem to find their way into garages was
augmented by numerous panels of felt padding, which
resulted in an acoustic, if not aesthetic, environment
approximating that of many living rooms. A speaker
under test, if its size permits, is placed on a shelf against
onc end wall, simulating a bookshelf installation. Large
speakers are placed on the floor, but not in a corner
unless they are specifically designed for that position.

Anyone who has tried to measure the indoor fre-
quency response of a speaker knows how irregular the
resulting curve is likely to be. Because of room reflec-
tions and standing waves, measurements taken at one

N O by JULIAN D. HIRSCH

0*‘&‘%

point in the room may bear little or no apparent re-
lation to measurements taken at some other point.
At many frequencies, the output rises at some locations
and falls at others. However, if the response is taken
at a number of points in the room (I use from six to
ten locations) and plotted on a graph, a pattern
emerges. Much of the irregularity vanishes, and de-
finite response trends appear. At low frequencies, room
resonances may still overshadow the true response of
the speaker, but placing the microphone close to the
speaker (within one foot) helps to determine whether
room reflections or the speaker are responsible for any
low-frequency irregularity.

This measurement technique is preferable to an axial
pressure response taken in a free field or dead room,
not only because it simulates actual listening condi-
tions, but also because it gives an indication of total
radiated power. Much, ¥ not most, of the sound reach-
ing the listener is reflected from room surfaces. Since
a speaker radiates sound over a wide arc, it is desirable
to measure the total energy output of the speaker rather
than that portion radiated in any single direction.
Mecasuring the pressure response at many locations and
averaging the results gives a curve more representative,
in my opinion, of the speaker’s total output.

I cANNoT emphasize too strongly that this method
of measurement gives relative results. The curves 1
obtain are indicative of trends in frequency response,
they reveal peaks and valleys, and they usually correlate
well with the sound of the speaker. To insure against
missing any sharp peaks or dips in the response, I use
an automatic chart recorder that plots several sets of
data on a single sheet of graph paper. The measure-
ments taken at some fifty discrete frequencies are aver-
aged to produce a single curve.

Harmonic distortion is usually measurably signifi-
cant only at the lowest frequencies, I measure it at
frequencies below 100 cps and with a 1-watt input to
the speaker. The frequency below which the distortion
rises sharply is clearly the lower useful limit of the

Sony TC-500 Tape Recorder

REVIEWED THIS MONTH

o EMI 319 Speaker System
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spcaker’s response, regardless of the shape of its re-
sponsc curve. After all, one can correct for a drooping
response with a tone control, but only up to the point
at which distortion becomes objectionable. Intermodu-
lation-distortion figures, incidentally, are not neces-
sarily meaningful, since it is always possible to pick
some combination of frequencies that makes the IM
distortion of a particular speaker appear to be low.

One of the best indications of a speaker’s perform-
ance is its response to tonc bursts. An audio signal
that drives the speaker is electronically switched on
and off at a rapid rate, such as 20 to 30 times per
second. The acoustic output of the speaker, as picked
up by a microphone placed close to the specaker, is
examined visually on an oscilloscope, while the audio
test frequency is varied between 100 and 10,000 cps.
Since all speakers necessarily have less than perfect
transient responscs, any speaker will ring slightly, or
deliver at least some output in the “off” time between
the bursts of tone. Somectimes the frequency of the
ringing will be different from the frequency of the
original burst.

The tone-burst response of a speaker varies with
frequency—that is, a speaker has a better transient
response at some frequencies than at others. Although
tone-burst tests do not lend themselves to numerical
or graphical expression, they tell me more about the
quality of a speaker than any other test—except ex-
tended critical listening.

The ultimate test, as I have stated previously, is
listening to all types of programs, from records and
FM radio, in my own home. If one of my measurements
suggests an unusual characteristic, I try to identify
it by car. Conversely, if the speaker has any particular
coloration, I look for a corrclation with the mecasure-
ments. Usually there is good agreement between all
the test data, in that a speaker that measures bad
invariably sounds bad, and vice versa. But occasion-
ally T find a speaker that measures fairly well and
sounds mediocre, or vice versa. So far, I have no ex-
planation for these anomalies, but they do help to make
speaker evaluation a fascinating activity.

SONY TC-500 TAPE RECORDER

® Sony’s new Model TC-500 tape recorder is a port-
able four-track sterco machine with built-in dual
3-watt playback amplifiers, two detachable speakers
(which also serve as its cover), and a pair of cardioid
dynamic microphones. Although intended for use in
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the home, the Sony TC-3500 is contstructed in a manner
that would do honor to many a professional machine.

The TC-300 is a two-head machine (erase and com-
bined record-playback) with a single amplifier in cach
channel serving both the recording and playback func-
tions. The auxiliary inputs (one for each channel)
have separate recording-gain controls, thus permitting
mixing of the microphone signal with other program
sources. The microphone-gain controls also scrve as
playback-gain controls.

Twin VU-type illuminated meters indicate both the
recording and playback levels. Individual push buttons
permit recording on either channel or on both together.
By connecting the output of one channel to the input
of the other, sound-on-sound recordings can be made.
An interlock between the REcorp button and the tape-
motion level makes accidental erasure of tape almost
impossible. Red warning lights also indicate when the
unit is in the RECORD mode.

The tape-motion control has FORWARD, sTop, and
REWIND positions. For FAST FORWARD, a scparate con-
centric control is turned while the tape is in normal
forward motion. An automatic feeler-type shut-off
switch turns ofl the transport when the tape has run
through in cither direction.

Other front-panel controls include the speed selec-
tor (334 and 7Y% ips), a paUse lever, a bass-boost
switch for the playback amplifiers, a speaker cut-off
switch, and a tape counter. The counter has a novel
push-button resct

onc press and all digits return to
zero. The microphone jacks (which take miniature
phone plugs) are on the front panel, the headphone
jack is on the side, and the other inputs, outputs, and
power connector are behind a hinged door in the
rear of the recorder. The recorder operates equally
well horizontally or vertically.

Onec of the striking features of the TC-500 is the
detachable speakers, each of which forms half the cover
of the portable unit. The loudspeakers are fully en-
closed, and arc obviously of sinall size, yet when driven
by the TC-500's built-in 3-watt monitor amplificrs they
produce sound of an astonishing quality. Not only are
the Sony's specakers among the best-sounding I have
ever heard in a portable tape recorder, but they com-
parc favorably with some of the low-price bookshelf
systems. With the bass boost switched in, the speakers
appear to go down cleanly to about 50 cps, and have
a nicely balanced over-all sound.

The two Sony F-87 microphones, which are stored

(Continued on page 30)
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THERE ARE FOUR EXCELLENT VACUUM TUBE
STEREO CONTROL CENTERS ON THE MARKET TODAY.

WHY DOES THE NEW CITATION A SURPASS THEM ALL?

Part of the answer is suggested by an authoritative
report which appeared recently in High Fidelity Maga-
zine. Here are some excerpts:

“Marks a major breakthrough in the application of
semiconductors to high fidelity sound.”
O “Superb response characteristic is not matched by
any other known preamplifier.”
O “Citation A literally has flat response to beyond one
million cycles and distortion that is non-measurable by
the usual methods.”
0O “Excellent transient characteristics and virtually no
phase shift throughout its extremely wide range.”
O Harmonic distortion is ““actually less than the resid-

ual distortion of the measuring equipment.”

O “Its listening quality is superb....The overall effect
of listening to Citation A is simply, more music and less
fatigue.”

O “Should meet the demands of the most critical lis-
tener and audio perfectionist.”

1 “It suggests that...a sound path could be set up
that approaches the classic goal of amplifier design—
that is, a straight wire with gain.”

For a complete folio of reports and test evaluations of
this remarkable new instrument, write Citation Division,
Dept. R-4, Harman-Kardon,

Inc., Plainview, New York.

ax 106 Asubsidiary of THE JERROLD CORPORATION
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in the speaker cases, also sounded a good deal better
than the microphones usually supplied with tape re-
corders. They have an excellent cardioid pattern and
do a creditable job of recording music or voice,

The plavback response of the Sony TC-300, meas-
ured with the Ampex 31321-04 (7%, ips) alignment
tape, was =3.3 db from 30 to 13,000 cps. with a slight
droop at the low end and a rise at the high end. The
record-plavback frequency response was very siooth
but not as wide, measuring =3 db between 20 and
12,000 cps at 7% ips, and between 23 and 4,000 cps at
334 ips. Thie signal-to-noise ratio was 15 db, and wow
and flutter were 0.03 and 0.1 per cent at 7%, ips, 0.1
and 0.13 per cent at 334 ips. The FasT-FORwARD and
REWIND speeds were relatively slow, requiring 2 min-
utes and 40 seconds to handle 1.200 feet of tape. Some
caution was needed when switching to REWIND to avoid
tape breakage.

I consider the Sony TC-300 to be very well suited
for portable applications, playing through its own
speakers. For such use, it does as good a job as any
recorder 1 have used. It lacks some features desirable
in a permanent installation due to the lack of separate
playvback monitoring heads and amplifiers and the fact
that the signal voltages for feeding an external hi-fi
system are taken from special windings on the output
transformers rather than from the preamplifiers.

The sound quality of the Sony TC-300 plaved
through a hi-fi system was generally excellent. although
the impossibility of making direct A-B comparison be-
tween the incoming and recorded material made an
accurate deternination of its fidelity rather difficult.
Although the sheen of the upper register scemed
slightly dulled. the over-all sound remained clean and
very much of high-fidelity caliber. At 334 ips the loss
of highs was more apparent, but no other ill effects
were audible.

The Sony TC-500 recorder, complete with speakers
and microphones, sells for under $400.

EMI 319
SPEAKER
SYSTEM

® UxpLike many so-called bookshell speaker systems,
the EMI Model 319 is actually small enough (23 x
11, x 1034 inches) to fit on a typical bookshelf. Like
its well-known big brother the DLSH29, the 319 is fully
enclosed and heavily damped internally. Its 132 x
8g-inch clliptical woofer has an aluminum cone and
a high-compliance plastic suspension. High frequencies
are handled by a 334-inch scaled-back cone tweeter.

My frequency-response measuremnents, taken indoors
and averaged from seven different microphone posi-
tions, showed a generally smooth characteristic (within
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A 9-ke tone burst (left) reveals excellent high-frequency re-
sponse. Tone burst of 120 cps (right) displays some ringing.

approximately =5 db) from about 80 cps to 3,600 cps.
T'he mid-range frequencies between 300 and 2,000 cps
were within 1.5 db, and the frequencies below 90 cps
sloped downward at about 10 db/octave. There was
also a 7-db dip between 6,000 and 9.000 cps. At 13,000
cps the response was back to the 0-db reference level.
A peak at 120 cps appeared at all of the microphone
positions, but it is difficult to separate low-frequency
room resonances from the inherent response of the
speaker systenn.

Transient-response tests performed with tone bursts
revealed excellent high-frequency characteristics and
fairly good response at the low and middle frequencies.
There was some ringing at frequencies between 100
and 1.000 c¢ps, but no spurious frequencies were gen-
crated. Harmonic distortion at a l-watt input level
was under 3 per cent down to 70 cps, but rose sub-
stantially at lower {requencies.

Listening to the EMI 319, with swept sine-wave
test signals as well as musical and vocal programs, con-
finued that it had a very simooth, if somewhat elevated,
mid-range response and plenty of clean, well-defined
highs, even when played at a high level. The low-
frequency output fell ofl smoothly but without distor-
tion at any recasonable volumne. 1 would say the speak-
er's lower limit would be about 60 cps.

One might think that the depressed high and low
ends indicated by the measurements reflected a dulled,
thin. sound. Subjectively, however, the ends of the
spectrum seemed to be well represented. In over-all
sound, the EMI 319 can best be described as having
a tight, clean bass (though it does not extend to the
lowest musical actave). a crisp mid-range with strong
presence, and a bright, well-dispersed treble. To suit
my personal listening taste, 1 had to use bass boost
and some treble cut in my amplifier. The result was
a pleasing and musical sound. The very fact that the
speaker’s response could be successfully modified with
tone controls is a sign that it is basically a good re-
producer. since no amount of cqualization can get
good sound out of a bad speaker. The EMI 319
speaker system, in an oiled walnut finish. is priced at
$99.75. It is also available in unfinished gumwood
for $94.75.

For additional product information, use the reader
service card. Circle number 188 for the Sonv TC-500
tape recorder, number 189 for the EMI 319 speaker.

HIF1/STEREO REVIEW




— - -
% Swereophonic ‘884

h

For Connoisseurs Of Sound

CONCO

-

The Ccncord 884 tramsislorized stereo tape
recorder is designed for the connoisseur
of sound, the collector with tastes aad
demands above the ordirary. No other
recorder, regardless of cost, has all the
Concord 884 professionzl quality feasures.

Three separate heeds —cne reco-c, one
playbeck ard one e-ase—assure profes-
sionai quality reprod action from FV mu-ti-
plexirg, stereo records ard live perform-
ances. Four complet2ly separate preampos
—two record and two 9 aysack—and full
transistorization assare ma<imum re iaktil-
ity. A flip of tke AB mronitor switch lets you
compare source vs. tape while record rg.

A faw of th= other feazures arz: suilt-in
sounc-on-sound switz1 for effects suzh as
electronic echo chamber; stereo head-
phones output; automatic reel-end shutoff;
3 speeds; 2 lighted VYU meters. All sush-
button operation; 15 watt stereo power
amplifier.and separate 7' full range speék-
ers corplete your88-< sterec system Mocel
884 under $450.% Other. models frcm $100.%,

*Prices €lightly higher n Cana

L 4

a

s —

CONCORD ELECTRONICS CORPORATION 809 N. Cahuenga Blvd,, Dept F, Los Angeles 38, Calif./In Canada/Regal Industries Ltd., Montreal-Toronto

THE SIGNATURE OF QUALITY B Tape Recorders/Industrial Sound Equipment|Dictation Systems/Communications Devices/Closed Circuit Television
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“MASS"'REVOLUTION

NOW IN PROGRESS

ADC Achieves Lowest Mass
In Cartridge Design With
POINT FOUR*, 660 & 770

(*Elliptical Stylus Now Available)

What are the characteristics of the ideal
stereo phonograph
cartridge? Stylus
mass will have to
come down ... com-
pliance will be con-
comitantly increased

. vertical tracking
angle will be stand-
ardized . . . tracking
force will be excep-
tionally low.

WHAT ADC HAS DONE

ADC recognized these ideals some time
ago. We knew that marginal upgrading
of existing designs would not attain these
goals. From this decision came the con-
cept of the INDUCED MAGNET TRANS-
DUCER. In short order we had prototypes
of this new class of magnetic cartridge
that shattered old technical limitations.
What followed were three startlingly new
cartridges that incorporated this prin-
ciple: the ADC POINT FOUR, recom-
mended for manual turntables; the ADC
660 and 770, recommended for automatic
turntables and record changers — NOT
YEARS HENCE, BUT TODAY.

YEARS AHEAD PRINCIPLE, TODAY

“Significantly reduced mass" was the key
advantage, we said — months before the
spotlight was turned on this factor. The
use of a fixed magnet, separate from the
moving system, inducing its field into
an armature of extremely light weight,
slashed mass to “‘half or less than that of
systems previously regarded as low-mass
designs’ we also noted. The tubular, alu-
minum stylus arm or cantilever connected
to the stylus to move this negligible mass
was made even lighter, We were then
able to match this low mass with a sus-
pension of exceptionally high compliance.
Minimum tracking force suggested is ¥
gram, but we have tracked the POINT
FOUR perfectly at ': gram. “Obtaining
the now established tracking angle of 15°
is no problem™ with the pivot point of the
arm brought close to the record surface
by the new physical configuration.

OTHER ADVANTAGES

There are others. We stress a few of
the many because they involve factors
designated for an idealized cartridge of
the future. And we ask you to compare
the ADC cartridges AVAILABLE TODAY
with these eventual goals. We believe
you'll agree that these are the most ad-
vanced cartridges available anywhere.
We can only hope that you try them with
equipment that will do them justice.

Price: ADC POINT FOUR ....... $50.00 *
ADC660 ................. $46.50
ADC770 ................. $29.50

(*Slightly higher with elliptical stylus)

hé
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AUDIO DYNAMICS
CORPORATION

PICKETT OISTRICT ROAD,
NEW MILFORD. CONNECTICUT
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THE FUGUE

THE I?':UGUEV is oné of those formidable forms
THE FUGUE is one of those
THE FUGUE is one of those formidable

e fugue is one of those formi-

dable forms with which music
professors like to frighten their stu-
dents. For the average listener, it has
the reputation of being impossibly
complex. Actually, its grammar may
be a trifle complicated, but the lan-
guage itself can be understood by any
music lover. particularly if he takes
the trouble to practice fugal listening
—starting with canonic and fugue-
like passages in Bach’s Inventions,
then proceeding to his Itell-tempered
Clarier and, later. to The Art of the
Fugue. Basically, all fugues are only
an extension of a musical method we
all mastered by the time we were in
the first grade—remember Fiére
Jacques and Three Blind Mice?

Rounds and canons fascinated the
fathers of the fugue in the fourteenth
century, and they delight children
today. perhaps because the whole
sounds greater than the sum of its
parts. Anyonc capable of carrying the
smallest scrap of a tune can join in
this gamne of follow-the-leader and
feel himself part of an intricate web
of harmonies and rhythms. Of course,
this rudimentary kind of counterpoint
is pretty much confined to the chil-
dren’s corner. A round is a round is
a round. as Miss Stein might say, and
is bound to repeat itself after a few
measures. But even the more sophisti-
cated canons, whose voices may enter
off beat and scveral tones above or
below the original, rarely manage to
sustain a long line or to achicve dra-
matic continuity.

In a fugue, the simple devices of the
round and canon are raised to the nth
power and harnessed to the mightiest
of contrapuntal forms. Although the
individual voices still pursue cach
other—fuga, in Latin, means “flight”

By FREDERIC GRUNFELD

~—the rules are modified so that the
sccond line need not imitate the first
continually. This gives composers the
freedom to extend, vary, and develop.

Take-off and landing, as might be
expected, are the most rigidly con-
trolled parts of a fuguc's flight plan.
Once the theme is airborne, the com-
poser can steer a fairly unrestricted
course. At the outset—in the exposi-
tion—the first voice states the brief
but all-important theme, the subject,
on which the entire fugue is based.
Then the second voice enters. usually
five steps higher on the scale, with
what is called the answer. In outline
these two melodies are nearly identi-
cal. Baroque composers referred to
them as dux (the leader) and comes
(the companion).

The third and fourth voices. when
they enter. are again dux and comes.
Any number within reason can play.
but the great majority of fugues arc in
three, four, or five voices. They may
be for instrumental as well as human
voices, and in the great keyboard
fugues, cach is simply a separate
melody line.

As the second voice makes its ap-
pearance. the first proceeds to an ex-
tension of the subject. the countersub-
ject, which all other voices must take
up in their turn. The whole exposi-
tion. then. follows a predictable
course. cach voice entering with the
subject and moving into the counter-
subject as a successive voice takes up
the subject at a higher or lower pitch.

The voices need not enter from top
to bottom—for example, their order
of appearance might just as well be
tenor, soprano, alto, bass. Nor do they
follow each other with the clockwork
regularity of Frére Jacques. Normally,

(Continued on page 34)
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TYPICAL PROFESSIONAL USE
OF ALTEC Y\A\B\C\Q
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: éddddis:
The 360A is used by Dave Sarser's and Skitch
Henderson’s famous *‘Studio 3'* in New York.

Perfect partners! Rack-mounted Altec 360A
wo-ks with Altec 314A Emperor Royale FM
Multiplex Tuner at Sim-0-Rama Sound Record-
ing Studio, N. ).

The film production service at Virginia State
Departrment of Education relies on the 360A
for power in conjunction with other Altec
PLAYBAMCK amplifiers and controls.

United Recording Studics (Hollywood) uses
Altec A-7 “'VOICE OF THE THEATRE®" Speaker
Systems for 3-channel PLANBACK rnonitoring.

ONA B0 2

Interior of Columbia Records Studio (Holly-
wound) and Altec 605A *'Duplex’’ loudspeakers
used for PLANBACK..

APRIL 1964
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Now, Enjoy the

Musical
Perfection of

ALTEC ALL-TRANSISTOR
360A ROYALE Il STEREO AMPLIFIER

FIVE YEARS IN THE MAKING

At a time when most amplifiers were of the
vacuum-tube type, we marketed our first all-
transistor power amplifier for PLAYBACK
applications. Today, the 351B model is cred-
ited as the most advanced single-channel
amplifier of its type in the professional field,
and has earned a reputation for reliability and
quality to the extent that the three largest
manufacturers of motion picture sound equip-
ment have standardized on it for theatre work.
Shortly after the 351, we introduced the now
famous 708A “Astro”—the only all-in-one
stereo center with all-transistor power output
stages. Now, after five years of actual produc-
tion cxperience with solid state circuitry, we
take pride in introducing the 360A all-
transistor stereo pre-power amplifier.

The difference in quality between the all-
transistor Altec 360A and even the finest
vacuum tube amplifier becomes most readily
apparent through comparative A/B listening
tests. Bass frequencies assume life-like solid-
ity seldom heard outside a concert hall.
Transient distortior, background hiss, and
microphonics just aren’t there. Even at loud-
est volumes, hum is so completely inaudible
our engineers have concluded that it is totally
absent. (In fact, we urge you to compare this
feature with that of any other amplifier on
the market!) Highs are so crisp, clean and
transparent that listening to them approaches
a ncw and revealing musical experience. You
hear the highest frequencies in complete pu-
rity for the first time, since this amplifier
neither contains nor needs the built-in bass
boost found in ordinary units —one which
affects the entire frequency spectrum.

NEW CONTROL CONVENIENCE

The new Altec 360A Royalle II Amplifier
contains the first “KEYBOARD?” control con-
sole. This exclusive Altec feature groups oper-
ating controls at one central location to elimi-
nate confusion that is commonly found with
the usual multiplicity of switches. Another
convenience feature: “Proscenium
Hlumination” casts an even glow
across the “keyboard” control
console to provide clear visual
selection of control keys even in
the most softly lighted room.

CIRCLE NO. 59 ON READER SERVICE CARD

PLAYBACK —THE CONSIDERED CHOICE
OF PROFESSIONALS

Genuine PLAYBACK equipment is the consid-
ered choice of famous recording and
broadcast studios—Capitol, ABC, Universal
Recording, Columbia, and many others of
equal stature. Just a few are illustrated at left.
Professional studios depend for their income
on the quality, the technical excellence, of the
equipment they use. Shouldn’t the equipment
you select for your home reflect this same
dedication to quality? If you agree, visit your
nearest Altec Distributor (Yellow Pages) and
hear the finest equipment in the world of
sound: Altec PLAYBACK equipment. Be sure
to ask for your courtesy copy of Altec
PLNXBACK and Speech Input Equipment for
Recording and Broadcast Studios. Though
prepared specifically for the recording/broad-
cast industry, the conclusions to be drawn
about yonr own home music center will be
obvious. Or, for free copy write Dept. SR4.

FEATURES: POWER « 70 watts (IHFM); 35
watts per channel. [J INPUTS « 12, stereo or
mono: magnetic or ceramic phono, tape
head, stereo microphones, tape, radio, auxil.
jary. ] OUTPUTS -« 7, stereo or mono: left,
right and center speaker outputs, left and
right channel recorder outputs, center chan-
rel voltage output for auxiliary amplifier,
headphone output jack. (] KEYBOARD CON-
TROLS - Rumble filter, stereo-mono switch,
tape monitor, channel reverse, hi-low gain,
volume contour, scratch filter, phase reverse,
teadphone-speaker output switch, (J OTHER
FRONT PANEL CONTROLS -« Input selector,
channel reverse, independent bass and treble
controls (friction coupled), blend control, bal-
ance control, volume controi. (] REAR PANEL
CONTROLS « Magnetic-ceramic phono input
selector, speaker impedance selector.
PRICE - $366.00 including cabinet. Only 515"
H, 15” W, 1114” D. (J SPECIAL FEATURES -
Automatic reset circuit breakers for over-
current protection of each channel and AC
line. Di*fused keyboard illumination plus
daylight power indicator. Both headset and
speaker monitoring for tape recording on
front panel. Variable crossover type bass
tone control for bass boost independent of
mid-range.

©1964 ALTEC LANSING CORPORATION

ALTEC LANSING
CORPORATION
&waig:-l,rsgzggvgught. Inc.
ANAHEIM, CALIFORNIA
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NEW!
GRADO TRACER BEAM

STEREO CARTRIDGES

THE GRADO TRACER BEAM STEREO CARTRIDGES
MEET ALL OF THESE REQUIREMENTS!

Eliminate inner groove distortion.

Eliminate completely “Shattering,’” and buzzing
during playback.

Play both stereo and monaural records.

Be completely non-critical to installation problem and
still perform superbly.

Track in a good tone arm at 1 gram or less
(not just make sound but trace with low distortion!)

Work in all record changers and automatic turntables
at up to 6 grams.

Have IM distortion of no more than 2% at she highest
recorded levels and maintain 1% or less IM distortion for
normal recorded levels.

Have a high frequency response to at least
24,000 CPS or better.

Have a FLAT frequency response down ta 10 CPS.
STYLUS ASSEMBLY REPLACEABLE BY CONSUMER!

TRACER BEAM MK | STEREO CARTRIDGE $75.00
TRACER BEAM MK Il STEREO CARTRIDGE $49.50
TRACER BEAM MK Il STEREO CARTRIDGE $37.50
TRACER BEAM MK 1V STEREO CARTRIDGE $27.50

For further informotion please write

GRADO LABORATORIES, INC. 4614 Seventh Ave., B'klyn 20, N.Y.
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short interludes for the other voices
are inscrted before the third and
fourth join the pattern.

The exposition, sounding rather
like a canon, serves to fix the main
theme firmly in our memory. This
theme is then explored and developed
in detail throughout the middle sec-
tion, in which the composer uncovers
the inner possibilities of his theme
much as a sculptor reveals the figure
“hidden” in a block of marble. The
subject returns repeatedly. but always
in somne new role or different manifes-
tation. Alternating with it are free
episodes that follow no particular
protocol. but are usually based on an
idea or fragment taken from the
opening measures

As the fugue draws to a close, its
lines may converge in a strelto
“narrowing” in the flow of counter-
point-—so that the voices secem to
catch up with ecach other. the answer
treading on the subject’s heels. The
fugue. in effect, has reached home
port, and the composer pushes his
thernes together as a sea-captain shuts
up a telescope. Everything is resolved
in the coda. with a last ringing state-
ment of the subject. and no doubt 1s
left in anvone’s mind that something
definite has heen accomplished

And. of course, it has. The finest
fugues contrive to hold us so spell-
bound with their poetry that we are
hardly conscious of the superb tech-
nique that has gone into them
{ugue, like a master game of chess. in-
volves a double triumph of mathe-
matical logic and creative imagina-
tion. And, acain like a chess master.
the composer has a vast choice of
moves and gambits. some unusual
but almost all duly classified in mu
sical literature. They include imita
tion. which has one voice doggedly
mimicking the other ; augmentation
which doubles the time value of the
notes-—eighths into quarter notes. for
example-—thus presenting the theme
in slow motion ; diminution. which
speeds up the theme by cutting the
note values in half; and inversion,
which turns the melody upside down.
This last is rather hard to spot unless
vou have exceptionally well-trained
cars. Even more difficult are the can
crizans or crab canons, which repro-
duce the theme as though it were held
up to a mirror. But it takes very little
practice to hear a fugue in depth. and
to become conscious of how its com
mon devices determine the shape of
cach work

FHIF1/STERFO RLEVIEN
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WHO WANTS TO"
SEE A TAPE RECORDER
IN'A LIVING RooM

YU DO
(if it's Miranda’!)

Two magnificent new stereo tape recorders featuring major
electronic advances...plus the beauty of genuine teakwood cabinetry!

MIRANDA Sorrento Sophisticated solid-state circuitry, com-
prising an impressive array of 21 transistors and 19 diodes.
Electronic matrix-type push-button switching positively and
instantaneously controls every mode of tape transport. Tape-
handling mechanism includes automatic tape lifters and ten-
sion bars. Other features include: built-in 4 x 6" full range
dual speakers, automatic shut-off for motors and ampilifiers.
three motors plus servo motor for remote control, illuminated
VU meters, pause switch, electronic switching delay, 3% and
7V2 ips., records and plays 4-track stereo. Priced ar $400.00

MIRANDA Nocturne Hysteresis synchronous motor assures
unfailing constancy in tape movement. Smoothly operating
push-button controls make it a pleasurc to operate. Each
channel is provided with individual volume and tone controls,
VU meter. two input jacks. output jacks for external speakers.
Single switch allows the Nocturne to be used for either sierco
or mono playback. Ten clean actual watts of audio power (35
per channel) plus matched 4” x 6” speakers give rich, full-
bodied reproduction. The Nocturne records and plays 4-track
stereo and mono in 1% 3*4 and 7V2 ips. Priced at $250.00

SORRENTO REMOTE CONTROL: All tape transport controls plus separate channel volume controls, and 16 ft. cable. Priced at $35.00

At last . . . the first truly practical design in tape recorders. Miranda is housed in genu-
ine teakwood cabinetry that blends with and enhances any decor. No glaring chrome
no jagged outline disturbs its simple, classic elegance. More than a fine tape
recorder, Miranda is also a fine piece of furniture that you can display with pride.

trim . . .

Write for free literature to Dept. HFSR-4.

ALLIED IMPEX CORPORATION, 300 PARK AVENUE SOUTH, NIW YORK 10, NEW YORK

APRIL 1964

G D OY ALLIED imp
CALLAS 7, TEXAS *+ LOS

oRTER

0. EXCLUSIVE U, 5. 1%
e CHICAGO 45, ILLINOIS ANGELES 16, CALIFORNIA
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WILL YOUR ULTIMATE

A JBL
LINEAR-EFFICIENCY

SYSTEM
?

To the concept of long linear cone
excursion James B. Lansing Sound, Inc., adds
JBL precision workmanship, extremely
close tolerances, and the largest voice coils
made anywhere. When Lincar-Efficiency
transducers are mounted in a compact
enclosure, the full-range coverage they provide
is miraculous indeed. And when the same
principles are applied to a full size system,
“ultimate” is a most apt description.

- JBL OLYMPUS

PRECISION LOUDSPEAKER BE

...OR A
JBL HIGH EFFICIENCY
SYSTEM
?

JBL makes the most efficient loudspeakers
in the world, the only transducers with
four-inch voice coils. JBL efficiency is the result of
advanced magnetic circuitry, tight tolerances,
and the large amount of conductor in the
gap provided by large voice coils made of
wire ribbon wound on its narrow edge. This gives
them a dynamic range, transient response,
presence, and an evenness of
coverage without equal.

JBL C37

ALL JBL SPEAKER SYSTEMS ARE AVAILABLE SELF-POWERED

In a JBL Energizer/Transducer,
loudspeakers and power source are
engineered as a unit, perfectly
matched to reproduce a preamplified

signal with a purity that has no precedent.
All-solid-state construction is used

in the energizer. Generating negligible
heat, non-microphonic, it can be

mounted in and become a part of

the acoustical enclosure.

It is without hum, and distortion in
any form approaches the vanishing
point. It is not subject to the creeping
degeneration common in vacaum
tube devices. With custom matching
of energizer and transducers,

exactly the right damping is provided
at all frequences. Transient

response of an Energizer/Transducer
has never been equalled.

JBL OFFERS YOU MORE  WAYS

JBL recognizes the fact that the serious
participant in the art-science of high fidelity

is an enthusiasticindividual. He wants his

very own system, one not quite like any other
he has known. To serve the need of each
individual, JBL offers two basic types of
loudspeakers in many models. They can be used
in large systems or small systems, built-in or

free-standing. JBL provides enclosures for every taste—

JAMES B. LANSING SOUND, INC.

TO MAKE

YOUR SYSTEM YOUR VERY OWN

infinite baffle, bass reflex, folded hom
...acoustically excellent, at the same time
beautiful fumiture. You will find that JBL
makes equipment you will find nowhere clse
—acoustical lenses, a passive radiator, inte-
grated stereo...All have one thing in common: JBL
products are precision built for the talented listener
who is implacably determined to own the finest.
Write for a free copy of the JBL complete catalog.

LOS ANGELES, CALIFORNIA 90039

36 CIRCLE NO. 33 ON READER SERVICE CARD

HIrl/S1EREO REVIEW




by Martin Bookspan

.

R

P AP0
oY

e A,

1k Song of the Blessed Virgin Marv. a hyiun of

praise recorded in Chapter One of the Book

of St. Luke in the New Testament. served several
times to fire the creative imagination of Johann Sc-
bastian Bach. The ultimate demonstration of the
strength of this inspiration is the brilliant and jovous
Magnificat in 1D Major.

Albert Schweitzer, in his compreliensive biography
and guide to Bach’s music, mentions an ecarlier Mag-
nificat for soprano solo, supposed to have been studied
by onc of the first editors of the Bachaesellschaft about
1833, more than a hundred years after Bach's death.
This score disappeared, apparently right froni under
the noses of the Bach scholars of the nineteenth cen-
tury, and to this day its problematical existence defies
and frustrates the best musical steuths. There s also
an earlier version of the D Major Magnificat, com-
posed, it is thought, for the Christmas Day service in
Leipzig's Thomaskirche in 1723, Bach’s first year as
Cantor there. This setting of the text is in E-flat Major,
and sceveral sections have been inserted between the
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Commemorating Mary's meeting
with her cousin Elizabeth—

the oceusion of the Magnificat
uttered in Luke—Alhrecht
Diirer's woodcut, “The Visitation,”
comes from his Great Book of

the Life of the Virgin,
and has heen duted 1503,

verses that are not part of the traditional text. Some
students of Bach have conjectured that he composed
this version as stage music to accompany the repre-
sentation of the scene in the manger at Bethlehem.
Sometime during the next decade Bach completed the
final version of the score, omitting the interpolations
and transposing the music down to D Major.

The Magnificat, which was placed just after the
sermon in the Lutheran service of the time, is a con-
fident.  exultant outburst—the opening  words  are
“Maanificat anima mea Dominum” (“My soul doth
magnify the Lord”). Because it was the climax of the
service. the Magnificat had to be relatively brief to
have the proper effect, and the spare concentration of
Bach's score is one of its most extraordinary features,
Although short in duration, the work creates an effect
of splendor and magnificence. It is written for five-
part chorus. five vocal soloists, and the full, colorful
orchestra of Bach's time: three trumpets, two flutes,
two obocs, strings, timpani, and continuo instruments.

(Continued overleaf)
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The grand and exuberant performance of Bach’s Mugnificat led by Leonard Bernstein and recorded by Columbia in
clear and brilliant stereo sound is outstanding in every way. On both the Deutsche Grammuophon recording (in the
Archive series) and the Vanguard Bach Guild disc. this Baroyue masterpiece is heard in musicianly readings.

In form and substance, the Magnificat may well have
served Bach as a preliminary exercise for the mighty
task of composing the Mass in B Minor.

Of the Magnificat’s twelve sections, five are for cho-
rus, and another—the setting of “Suscepit Isracl” (**He
has helped His servant Isracl in remembrance of His
mercy”)—calls for sopranos and altos in choir. The
opening chorus, written for five parts. is one continu-
ing jubilation, developed and repeated in the spirit
of the first words. Following this is an aria for the
second soprano, “Et exultavit,” accompanied by a con-
trapuntal line of melting sweetness and tenderness in
the strings, and then the aria “Qui respexit,” a mov-
ing dialogue between the first soprano and the oboe.
At its conclusion comes an extraordinary dynamic con-
trast: a headlong intrusion by the chorus intoning the
“Omnes gencrationes” (“Generation after generation
will bless the Virgin Mary™).

Next comes the first appearance of the bass soloist,
in the slow, florid aria “Quia fecit,” and after it the
duet for alto and tenor, “Et misericordia,” onc of the
chief glories of the score. Its gently rocking rhythm
gives it the character of a lullaby. and the flutes and
muted strings of the orchestral accompaniment im-
part to it a particular poignancy. Again there is a
sharp contrast as the music continues without pause
into the brilliant chorus “Fecit potentiam.” a mag-
nificent exposition of the might of the Lord. The mo-
mentum is suddenly arrested, and a descending
chromatic passage for solo violin leads to the tenor
aria “Deposuit potentes” (“He has put down the
mighty from their thrones™). In the accompaniment
of the succeeding number. the alto aria “Esurientes.”
the flutes return to the foreground. Near the end of
the aria the soloist sings the word “inanes” (“empty’)
and Bach at this point dispenses with accompaniment
altogether, leaving the word to be heard unadorned.

The next section is the “Suscepit Isracl.” one of the
most haunting of all the Magnificat’s movements, with
a particularly memorable use of unison oboes above
soprano and alto voices. This is followed by the two
concluding choruses, “Sicut locutus est” and “Gloria
Patri.” The former is the only full-fledged fugue in
the work, and the concluding chorus is again a mag-
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nificently vibrant and exciting expression of unbounded
jov. One of its chief features is the alternation between
the sound of the massed chorus and the imitative entries
of the individual choirs. The concluding words are
“Sicut erat in principio” (“As it was in the begin-
ning”), and here Bach brings back the music of the
opening chorus.

ElGlIT recordings of the Magnificat are listed in the
current Schwann catalog. five of them in mono only,
and three others in both mono and stereo. For a work
of this nature, stereo is a vital ingredient in the over-
all impression, and since none of the five mono-only
versions is in any way outstanding, it is from the re-
maining three that the reader will want to make his
choice. The performances for Vanguard and Deut-
sche Grammophon Archive, conducted respectively by
Felix Prohaska (BGS 5005, BG 353) and Karl Richter
(ARC 73197, 3197), arc solid, tasteful accomplish-
ments. with better solo vocalists in the Archive record-
ing. The technical aspects of both recordings are good
without being exceptional.

For the exeeptional in every respect, one must turn
to the performance conducted for Columbia by Leon-
ard Bernstein (MS 6375, ML 5773) . Together with the
New York Philharmonic, the Schola Cantorum di-
rected by Hugh Ross, and five distinguished vocal solo-
ists, Bernstein turns in a reading of sustained grandeur,
excitement, and exuberance. The choice of soloists is
surprising : the second soprano part is sung by mezzo-
soprano Jennie Tourel, and the alto solos are given
to the countertenor Russell Oberlin. Miss Tourel has
a little trouble with some of the higher-lying passages,
especially in her first solo, “Ef exultarvit,” but it is diffi-
cult to think of another singer who could invest the
part with such perceptive and sensitive musicianship.
The other soloists are soprano Lee Venora. tenor
Charles Bressler, and bass Norman Farrow. All con-
tribute to the success of the performance, and the
Columbia engineers have produced recorded sound of
clarity and brilliance.

Bernstein's Magnificat is not only one of the conduc-
tor’s most impressive recordings : it is one of the finest
performances of Baroque music in the current catalog.
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world’s only

The motor is the heart of turntable system. Unless
it assures smooth, steady, constant motion, the
quality of the remaining mechanism is to no avail.

There is probably no finer motor than the famous
Papst hysteresis-synchronous, used in the finest
studio turntables and tape transports. The speed
of this motor is synchronized to the frequency of
the power line. And it rotates at a constant, accu-
rate rpm, even with extreme variations in voltage
and load conditions.

The Miracord 10H is the only automatic that offers
the speed reliability of a hysteresis motor, and the
only one equipped with a Papst. The smooth,
steady motion this imparts to the turntable is one
of the major reasons for the distinctively natural
quality of sound associated with the Miracord 10H.

] automatic with
hysteresis-synchronous motor

There are other reasons, too: a mass-counter-
balanced, freely responsive tone arm using no
springs—and a heavy, one-piece die cast turn-
table, 12 inches in diameter, precisely machined
and weighted for dynamic balance.

The Miracord is incredibly gentle to your records,
as a manual turntable, an automatic turntable,
automatic record repeater or automatic record
changer. Four FEATHER-TOUCH push buttons re-
duce automatic operation to utter simplicity.

Model 10H with Papst hysteresis motor, $99.50;
Model! 10 with induction motor, $89.50 (less base
and cartridge). Hear the Miracord with the new Elac

cartridge: the Stereo [ ot ioTooT 1
322 or Mono/Stereo ' BEN)AMIN
222. For details, write: | MIRACORD

]
1
1
[}
)
[}
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BENJAMIN ELECTRONIC SOUND CORP.. 80 Swalm Street, Westbury, New York sole U. S. distributor for Miracord turntables, Efac cartridges, and other Electroacustic® audio components
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An FM tape stereo system of comparable
quality would cost up to $850

start with the Eico Receiver Kit — only

You can build a complete, high quality FM tape stereo system from the
new Eico Classic Speed Kit package for only $445. This system includes
the Classic 2400 stereo/mono 4-track tape recorder; Classic 2536 FM MX
stereo receiver and two HFS-8 2-way high fidelity speaker systems.

Completely wired you'd save nearly $300 on this system over other makes
of comparable quality—factory wired price $570. You can also select
any individual component at a remarkably low price.

Here’s why it’s so easy to build these superb components. The 2400 tape
recorder comes with the transport completely assembled and tested—
only the electrical controls and amplifiers need be wired. The 2536, is
without doubt the easiest-to-build receiver ever designed. The front end
and the IF strip of the tuner section are supplied completely pre-wired
and pre-aligned, and high quality circuit board and pre-aligned coils are
provided for the stereo demodulator circuit. Speaker systems are com-
pletely assembled in fine oiled finish walnut cabinet.

EICO CLASSIC 2400 STEREO/MONO 4.TRACK TAPE RECORDER Perform-
ance on a par with recorders selling at twice the price. 3 motor design
enables each motor to be optimized for its particular function.

O 3 heavy-duty 4-pole motors, capstan mator with integral fan o DC
braking of reel motors O Standby operation between all transport modes
prevents tape spillage, provides slur-free starts, permits easy cueing &
editing O Automatic end-of-tape switch & digital counter O ‘Jam-
proof belt shift mechanism selects 7% or 3% ips speed. O Requires no
head wearing pressure pads O New combination erase and record-play

2036 2200

OTHER NEW EICO CLASSI(C SERIES (

Kit £92.50; wired $119.95 (Incl. FET.) 205 0-watt stereo amplificr

Dept.
NENTS 2036—3G-watt stereo amplifier. Kit $79.95; wired $109.95. 2200—FM /MX Stereo Tuner. =
vit $92.50; wired $129.95. 2080—80-watt stereo amplitier. Kit §112,50;

154.95

4-track stereo head O Egqualization selector provides uncompromised
equalization on both speeds. O Mixing mike and line level controls
D Dual electron-ray level imdicator tubes 0 Made in U.S.A. 0 Oiled
finish walnut base incl. in price of both semi-kit and wired versions.
Semi-kit (transport assembled & tested) $199.95; wired $269.95.

EICO CLASSIC 2536 FM-MULTIPLEX STEREO RECEIVER Makes every other
stereo receiver seem overpriced. Combines stable sensitive FM stereo
tuner plus a virtually distortion-free 36-watt stereo amplifier with remark-
able overload, transient and regulation characteristics.

AMPLIFIER SECTION O all program sources—magnetic phono, adapted
ceramic phono, tuner, tape 0O Full control facilities—bass, treble, blend
and balance O Tape moniter switch O Distortion at 10-w/channel 40
¢ps—0.5%; IHF, power bundwidth at 1% distortion, 30 cps—20 kc.
TUNER SECTION O Low noise, shielded & temperature compensated front-
end for drift-free performance O 4 amplifier-limiter stages & ultra-wide-
band ratio detector. O Electron-ray tuning bar & stereo program indicator
O Velvet-smooth rotary tuning O IHF usable sensitivity 3 av (30db
quieting); 1.5 uv (20db quieting). O 1HF distortion 0.6%; IHF capture
ratio 3db. Kit $154.95; wired $209.95 (Incl. FET)

EICO HFS-8 2.WAY SPEAKER SYsTEM Compact 2-way

speaker system in handsome oiled finish walnut cabi-

net. Full transparent bass; clean, smooth middles and

highs. Two speakers: 8” high-gap energy woofer-mid-

range transducer, and matched 2”7 tweeter. Wired

only, $44.95.

2050

FREE 1961 CATALOG
HR-4

)
wired £159.95. Optional oiled finish walnut cabinet for the 2536, 2036, 2200, 2050 and 2080 are available for $19.95.

Eico Electronic Instrument Co., Inc,, 131-01 39th Ave..

T t
2 Add 5% in West @
Flushing, N.Y. 11352 Export: Roburn Agencies, 431 Greeawich St., N.Y. 13, N.Y.
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In the nineteenth century this engraring
was erroneously assumed to he a vouthinl
representation of the great composer.

It is actually « portrait frone life of his
grandson and namesake who was studying
art in Leipzig when it was made—proh-
ably in the year 1770 when he was twenty-
two. Reasons are giren in the acconpany -
ing article and elsewhere in this issue for
supposing that Bach as « hov much re-
sembled this portrait. The artist respon-
sible for it was a highly esteened teacher
of engraring named Stock who had
already instructed the young Goethe.
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THE STRANGE APPRENTICESHIP OF

IN AN IMAGINARY INTERVIEW, 4 BIOGRAPHICAL 1C0O

AND PROPOSES A FRESH ILOOK
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J.S.BACH

NOCLAST ATTACKS
THE POPUTAR IMAGE OF BACH
AT SOME OI.D BEILIEFS

By ROBERT OFFERGELD

MR. OFFERGELD: Rumor savs vou've heen circulating some outrageous
gossip about old Bach, of all people,
Mr. Agonistes: More accurately, about young Bach. .And il my notions
about him are gossip, 1 can only say that all my facts are in the ordinury
Bach sources. I've simply examined them from a new point of view.
AMr. O: What brought on vour “new point of view?”
Aly. A: 1 was suffocating from the old one. So was Bach. The poor man
has been embalmed for two centuries in the wrong kind of veneration,
Ay O: Is this a reflection on Bach scholarship?
AMr. Ad: Theve's no lack of Bach scholarship around. Just a lack of Bach.
He’s the T'en Most Missing Composers. Nobaody seems to have wondered
much about the special nature ol his creative habits. Nobody has even
attempted to penetrate Bach’s sense ol his own identity. And he has
less actual physicality today than (continued overleaf)
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the smile that detached itself from Alice’s cat. Every-
body scems to have settled contentedly for Albert
Schweitzer's dictum that Bach is unknowable.

AMr. O: I take it you disagree with this conclusion.

Afr. A: 1 disagree with it even more when Schweitzer
substitutes for his own “unknowable” Bach a handy
but questionable figure that can only be called Bach-
Schweitzer—a companion picce to his later but simi-
larly constructed Jesus-Schweitzer. I only remind

vou that in order to bring off the latter composition,
Schweitzer had to junk two-thirds of the canonical
Gospels. At any rate, Bach’s persenality has been con-
sidered untaxable church property ever since Schweit-
zer took him in hand. Recently T heard Bach de-
scribed as “the world’s greatest composer of devotional
music.” If that’s all he amounted to, a lot of fairly
devout people wouldn’t cross the street to hear hin.
Mr. O: That may be. but you probably won't deny
that Bach wrote great religious masterpicces.

Mr. A: Bach wrote great music that was designed for
religious uses, which is not the same thing. I believe
it was Ezra Pound who remarked that if Bach had
cared to—which mostly means, if he had been hired
to—he could have written just as fervently about his
dinner being late as he did about losing his Jesu. In
fact, he wasn't always terribly fervent about that, and
Mattheson. Bach's otherwise admiring contemporary,
censures him for his declamation, his perfunctory way
of repeating. “I. 1. I, 1 had much grief, I had much
grief, in my heart, in my heart. I had much grief, etc.”
This particular criticism wasn’t addressed to an early
apprentice work, as it happens, but to the St. Matthew
Passion.

AMr. O : You doubt Bach was sincerely religious?

Mr. A: In any unqualifiedly naive sense. ves. Sincerity
in art and in life are two different things. Hegel rightly
obscrves that in eras of gencral piety vou don’t have to
be religious yourself to write great works of religious art.
All you have to be is a great artist.

Mr. O: How do you explain Bach’s numerous public
allusions to God, all complimentary—not to mention
the cighty-three theological volumes found in his li-
brary? He owned Luther’s complete works in two dif-
ferent editions.

AMr. A: He also owned the mystical sermons of the Do-
minican monk Tauler, not to mention a number of
Pietistic works considered heretical by Catholics and
Protestants alike. Don’t forget that Bach's public role
depended on his gainful employment in a succession of
orthodox Reformation parishes, than which none on
record have been nosier. Under similar circumstances,

people who worked for the Communists used to own
the complete works of Josef Stalin.

Alr. O: Just the same, Bach strikes me as devout.

Afr. A: In their own way, most first-rate minds are. but
when it comes to Bach’s public expressions in such mat-
ters. we must remember that in his day both the social
and religious forms of address were extremely florid and
arc to be scanned with care. Bach even referred his
brief manual of students’ thorough-bass “to the Glory
of God”—an odd gesture on the face of it. Either a
little fulsome or a little simiple. and Bach was neither.
Alr. O: You think it has another mcaning?

Mr. A: 1 .do. I think that at a certain moment in his
apprenticeship

and probably toward its close. 1o
judge by the change in his art—Bach received a daz-
zling revelation of the meaning of thorough-bass for
his personal creative method. For the rest of his life he
kept insisting on the marriage of “harmony in four real
parts” and an expressive counterpoint. Henceforth
*ach of these sciences was to exist only in the other, and
for it. As an outsized intellectual feat, this particular
rapprochement—in Bach's demonstration of it—can be
compared to Aquinas’ marriage of Aristotle and medi-
cval theology. and it gave music the miraculous Bach
texture we marvel at today. So I think that Bach’s grati-
tude was heartfelt but essentially professional—*“of the
craft.” In this sense his whole life work is an Offering,
but his notes on thorough-bass were not dedicated to

the disciplinary God who inspircd Reformation preach-
ers. They acknowledge the rather less moralistic deity
who informs the creative tribe—the original Maker.
Ay, O: In sum, then, vou attribute Bach's collection of
scctarian devotional books to mere social and profes-
sional compliance?

Alr. 4 : Not entirely. Bach was more complex than that.
I believe he really read his tracts—but not, heaven help
us. for the “relaxation” that C. S. Terry so wildly sug-
gests. I've sampled these homilies and most of them are
as lethal as the four-hour church services and the full-
hour sermons they supplemented. They plunge you into
a moral and physical stupor—the kind from which

Topping an unauthorized four-month’s ubsence. Bach dismayed . . .




Bach notoriously blasted his congregations with his un-
secmly pagan thunders on the organ.

Mr. O : To wind up the books : why did he read them?
Mr. A: Since you insist. then. . . . I think that behind his
familiar mask as Cantor and—

Mr. O: Excuse e, there is now a “mask” in here?
Ar. A: There is. We know what an unshakably re-
served person Bach was, unconfiding even with his sons.
And his Meiningen relative, the painter Gottlich Fried-
rich. who made a portrait of him, remarked that there

$2]

was somcething “eficas blod” about his expression. A
possible translation of *“bléd” is “stupid,” but in that
sense the remark, even if thought, would scarcely have
been uttered. 1t also can mean weak-sighted. but we

know that Bach was not myopic. I believe that the

painter’s real sense was “stolid”—a look withdrawn and
inexpressive. As with many unusual minds, 1 think this
expression of Bach's was one aspect of a mask he found
it politic to assume. and I think that one of its functions
—for it had others--was to stand ofl an uncompre-
hending professional and domestic world that was nec-
essarily alien or even hostile to his fantastically ambi-
tious creative intention. You'll recall that a similar
oxlike stolidity about Aquinas got him jeered by his
fellow-students. Behind it was the busy brain that
erected the Summas.

AMr. O: Pl accept your mask provisionally—in the
function you describe for it.

Mr. A: 1 can give vou another one. Behind his mask as
Cantor and paterfamiilias, then, I think that Bach was
by nature an extremely sensual and wilful nan—a con-
tention which remains to be explored, but of the truth
of which I am convinced. Like many another genius
committed to playing a highly virtuous public role, he
no doubt suspected that he really ought to be more
saintly than he in fact was. I suggest that he dismally
ploughed through a lot of the sanctimonious mileage
on his shelves as a form of penance and self-mortifica-
tion—did it sincerely, too, if vou still like the word.
My, O: H you’re serious, and if your theory has any
basis, how could this alarmingly ambiguous image of

.. his Arnstadt church with his wildly unorthodox organ plaving.

Bach have escaped everyone's attention until now?
Mr. A: Tt was the lack of ambiguity in Bach’s popular
image that first made me suspect the biographices.
Genius isn't all that innoecuous and homespun and four-
squarc unless it conspites to seem so. The thing that
disturbs me most in the official Bach literary portraits
is their lack of jarring detail. I miss the discordant, the
irrepressibly lawless human note, especially with regard
to Bach’s footloose carly years, Where is the unoffi-
cial, pre-wig Bach? The over-all picture seems aw-
fully tidied up. and I can give you one very good reason
for that. The carly Bach story was in fact heavily cen-
sored, first of all in the telling of it by Bach himself.
Later it was even more severely pruned. in compliance
with Bach’s expressed wish. in the memoirs of his sons
and their friends. Long after his death they scarcely had

3

the nerve to allude vaguely to the “many other adven-
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tures” of the young Bach. adding apologetically that
the old man sternly disapproved of the tales in question.
The astonishing thing is that twenticth-century biog-
raphers have meekly submitted to the same stricture,
And since they ignore the clues that did escape censor-
ship. they have had to derive Bach's personal character
by means of a back-formation from his music. an opera-
tion piousty conducted on their knees. Terry in fact
begins by complaining about Spitta’s great work that
Bach himself is eclipsed by the writer’s “pitiless™ expo-
sition of the music. Terry then collects thousands of
facts about hundreds of Bachs you never heard of and
declines to speculate at any real psychological depth
about his principal subject.

Mr. O : Which leaves Schweitzer where?

Mr. A: In this “back-formation” sense, Schweitzer is
the most misleading of all. He has neither Terry’s facts
nor Spitta’s selfless dedication. Schweitzer’s book is
primarily a tract demonstrating his theory that Bach
wrote “descriptive” or “pictorial” music. but it also
tends to confirm a dangerous popular impression that
music owes more to ethical forces of sweetness and light
than it does to the less lovely primary energies of hu-
manity. | find this kind of missionary cffort even more
meddlesome than most others, and it forces me to pro-
test with Gide that fine feelings are the stufl of which
bad art is made.

AMr. O: You deny that Bach’s music is “descriptive?”
AMr. A: I deny that Bach wrote it to describe the things
that Schweitzer happens to like two centuries later. No
other Bach biographer puts his own cart that far in
front of the horse. But Schweitzer inflicts the final in-
dignity on Bach with gencral propositions like these:
“Bach himself was not conscious of the extraordinary
greatness of his work . .. his immensc strength func-
tioned without self-consciousness, like the forces of na-
ture....” We apparentiy arc to understand that the
composer with the most conspicuous muscles in music
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didn’t even know he had them, being not only huinble
but curiously unreflective to boot. Any Baroque car-
penter or stonentason well knew his own worth, but the
composer of the Goldberg Tariations didn’t.

My, O : Objections noted. What picture would you put
in the place of the ones you question?

Mr. A: The final picture is necessarily up to you, but 1
can give you sonie fresh subject matter for it. Ever since
Bach’s remains were examined in 1894, leading to the
systematic collation of his portraits, we know a great
deal about his appearance and probable physical his-
tory. Bach was just under five feet seven and unusually
stalwart. He had a rather largish head but it did not
seem so because of his wide shoulders and extremely
powerful anns. Because the back of his skull was much
more developed on the left side than on the right, he
held his head a little to the right and thrown slightly
back in conpensation, Bach's hands were ripely mus-
cled and very plastic, the wrists fairly heavy. but
jointed clegantly. Upon a rather delicate or “lepto-
some” bone-structure inherited from his mother's line,
he displayed the finn and compact body-type that is
known as pyknic, and that appeared generation after
generation in Bach males. The combination is often
seen strikingly in dancers and athletes. Bach had a high
fresh coloration and a dazzling complexion. even in
maturity. Iis eyes were a clear blue in youth, darken-
ing in their background to a greyish hazel as he aged.
His forchead was unusually narrow and so high that
he was probably fairly bald before he was thirty. a con-
dition apparently not due to any dermatological mor-
bidity but resembling the so-called “male-pattern”
baldness that is sometimes ascribed nowadays to an ex-
cess of male hormone. Bach’s forehead sloped back no-
ticeably from a jutting fleshy band just above his eyes,
and this band was so thick just above his nose that it
formed a deep lateral cleft or break there. His nose
was prominent and fleshy but well-modeled, swith the
arched nostrils that were then thought to indicate high
passions, and in combination with firm lips and an ag-
gressive jaw—Bach's “bite,” as dentists say, did not
it gave his face a look of great force.
His throat was full, his neck muscular and rather bull-

overlap, but et

ish, like his father’s. Incidentally, a physiognomnist-as-
trologer of Bach's own day would have spotted him at
a glance as a classic physical type of the Ram, and if
we correct Bach's Eisenach Old Style birth date for the
present Gregorian century, his birthday in fact stands
at the height of Aries in the first week of April. By far
the most striking feature of Bach’s expression was his
glance, and this was due to a hereditary condition—in
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his male line—called blepharochalasis. a pronounced
fullness of the overlid that extends down 1o the lashes
and almost extinguishes the upper lid proper. It is
sotetimes seen temporarily in very young children who
have been sleeping, and in Bach’s boyhood it gave his
face the rather dreamy, aninal look of the just-awak-
ened faun that is beloved by Renaissance painters and
sculptors. You will see a graphic summary of many of
these facts. which were developed from sources unre-
lated toit, in Stock’s profile portrait of Bach’s grandson
and namesake. and for reasons which remain to be dis-
cussed, we may conclude that most Bach males when
voung shared this appearance to a large degree. In view
of popular legend, I should repeat that Bach was defi-
nitely not yopic. He was near-sighted in youth and
far-sighted in age, a normal development. But he prob-
ably bore retinal scars resulting from a scrofulous in-
flainmation in childhood, a condition that would ex-
plain his chronic absenteeism from school and would
result in his “sceing spots™ in maturity, a serious in-
convenience for a musician. And in view of Bach's
domestic history, it mmay also be worth remarking that
tuberculous inflannmations in childhood have been
observed to coincide with a precocious development of
the sexual organization and a subsequent overheating
of the erotic economy.

Mr. O: 1 have noted several times that you seem to
assumc a significant relation between Bach’s physicality
and his character.

Mr. A: 1 do. To observe the roots of this relation, let
us go. as they say, to Thuringia at the close of the Thirty
Years War—a conflict so frightful that historians de-
spair of describing it. The province had lost an esti-
mated three-quarters of its inhabitants, and travellers
reported an uncannily silent landscape that was pale
with the ashes of thousands of burned towns, monas-
teries, and palaces. In this desolation the Bach tribe
inexplicably arose and flourished. a tribe so incredibly
progenitive that within three generations young Bachs
swarmed the countryside like seventeenth-century
Jukes and Kalikaks. It was as if the Bach men had de-
cided to repopulate the country as a family project, and
whereas most families think of offspring in terms of
units, the Bachs thought in terms of dozens. You'll re-
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call that Bach himself had twenty children that we
know of.

Mr. O: That we know of ! Surely you don’t mean—
Mr. 4: Oh, not at all. I'm merely noting that the only
reason for supposing that the number need have re-
mained twenty was disinclination, a rare phenomenon
among Bach males.

AMr. O: What next. . ..

Mr. A: Next we might examine this conspicuously
physical family under the agonizing pressures of Refor-
mation theology, which stated that God dislikes us in-
tensely to begin with and that good works on earth
avail you nothing in heaven. Barring the unlikely inter-
vention of God’s grace, consequently, there was noth-
ing to be done about it but await your doom with resig-
nation. As you might expect, this unlovely doctrine
produced a flood of public sanctimony, a stepped-up
suicicle rate, and a high incidence of outright imibecility,
especially among women exhausted by chronic preg-
nancy. Few Reformation families lacked their quota of
idiots and religious hysterics. Bach’s aunt incurred this
a dazzling example of pastoral tact—in her
funcral sermon: “Our sister was simple, not knowing
her right hand from her left.”” And Bach's son Heinrich,
“a genius who remained a child,” is the real human
wreck behind an apocryphal son David, who is said to
have played the clavier with little art but with a stormy
grief so powerful that it brought tears to listeners’ eyes.
M. O: A while back you mentioned anccdotal “clucs.”
Did you have anything specific in mind?

Afr. A: Not only specific but numerous. We might re-
assess Bach the unconscionable absentee and noncon-
formist, forever in hot water with Rectors, Councils,
and Highnesses, writing long official alibis for his sins
of omission and commission. The raging Bach who
while conducting hurled his wig at an offending musi-
cian, and the choleric Bach who insulted an obnoxious
scholar in the street and went for him with his sword.
Then there is the mulish young Bach whose pig-head-
cdness got him thrown in jail for a month when he de-
fied Duke Wilhelm Ernst of Weimar. I must confess
I’'m rather taken with the picture of Bach as an ex-con-
vict, and T would also like to know a great deal more
about the Bach who at twenty was discovered in the
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choir-loft with the “strange maiden.” Poor Spitta was
so upsct by this last episode that he wrote whole pages
in a desperate try to make it legal, insisting that this girl
later became Bach’s first wife, though there isn’t a shred
of evidence for the notion.

AMr. O: As you are probably aware, certain critics
might accuse you ot simply rummaging the Bach
sources for anything discreditable.

Mr. A: T might even confess to that—but only if they
confess that they find “discreditable” what is in fact
wholly human. Biographers have no business shocking
casily, and I'm prepared to go even further. I observe
that Bach also had a deep streak of the apparently nec-
essary callousness with which genius keeps itself from
being swamped by the more bathetic human sympa-
thies. In the presence of companions, Bach made a
practice of baiting beggars, first engaging their expect-
ancy and then giving them an extremely tiny alms. The
beggars” cries in response were extremely dissonant.
Bach then gave them a little more, the cries now becom-
ing less dissonant. Finally. with a certain additional sum
in an amount that Bach predicted, the crics became a
perfect consonance. This is a perhaps rather amusing
musical experiment performed on human material.
But it is not precisely humanitarian.

AMr. O: 1 grant your point—although, really, the tale
is of the sort ordinarily brushed off as a harmless nrank.
Afr. 4: Harmless pranks when told as such are often
the most revealing ones, especially when the ingenuous-
ness is laid on with a trowel, as in the “good-fortune”
story about the herrings. In his age, Bach told this tale
repeatedly and almost compulsively, apparently under
the impression that he had censored it beyond recogni-
tion. The summer he was sixteen, Bach hitch-hiked to
Hamburg—where among other things he established
that fondness for opera which he indulged unobtru-
sively all his life, even after he had become respectable.
In the course of his trip, he was standing one day ncar
an inn, extremely hungry, when a window opened
noisilv_above him and a pair of herring heads were
thrown at his feet. Bach picked them up and found a
Danish gold ducat in cach. He at once bought himself
a good meal and pocketed the change, with which he
subscquently financed more expeditions of the same
sort. End of story—if you care to believe that.

AMr. O: T must confess that I don’t follow you.

Mr. A : A Danish single ducat contains a little under
four dollars in gold at present rates, but its buying-
power in Germary in Bach’s time, according to numis-
matic guesses, was probably in excess of twenty-five
dollars. Bach’s unseen bencfactor, or benefactress, had
made him a present of at least fifty dollars, a very hand-
some handout indeed. You'll note that Bach obviously
felt he had it coming to him, making no attempt to
return it to its source. Of course. he was not the first—
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or the last—poor but likely youth who has had to ex-
plain a sudden access of wealth to a cynical world. And
if the tenderness of his years distresses vou in this con-
text, recall that this was a picaresque age and read
Tom Jones—or at least sce Rosenkavalier.

Mr. O : 1 think I can now say I've heard everything.
AMr. 4 : Not yet, you can’t, The real scandal about Bach
1s an mtellectual one, and it deserves a book to itself.
It is the story of his professional apprenticeship. and 1
suppose you could say that its moral would be that
genius is always horribly unjust to mere talent, It would
examine the way Bach imperturbably made a trium-
phant and wholly Bachian music from the awkwardly
realized creative agonies of lesser men. He was perhaps
the greatest transmuier of substance in the annals of
art, and in this activity he exercised no more morality
than an alchemist. An acute carly criticism of Bach
observes that he made a brilliant contemporary music
out of his “old dark burrowings”—a marvelous phrase
that hits off his creative method to a T. For Bach
wrested his eraft directly from the body of extant music
as Poussin did his from traditional painting. Like the
timelessly classical landscapes of the latter. Bach's
music sheds a sourceless light that has little to do with
Nature and even less with Personality. Spengler notes,
as have others, that in the arts of Bach's time. “The
destiny of the (art) form lay in the race or school, not
in the private tendencies of the individual.” The mir-
acle is that Bach during his apprenticeship created for
himself the “school™ that trained him. We can watch
him creating it from the outset, for he begins it in the
celebrated tale about the forbidden music. After his
father’s death, Bach lived with his older brother, who
had a collection of clavier scores that he kept locked in
a latticed cabinet. At cleven or twelve vears, Bach de-
fied his brother, extracted the scores. and spent six

months copying them in secret—Dby moonlight, we're
told. His brother discovered the completed copy and
appropriated it—a “disagrecable”™ or tyrannical act
that has much displeased several biographers. Now by
all accounts. Bach’s brother was a kindly man, and I
don’t think his act was punitive in any sense. 1 think
he was worried to death, He was the first man on carth
to have seen the incorrigible will of Johann Schastian
Bach. And he had scen it under the most chilling cir-
cumstances possible, in the eyes of a child.

Mr. O : T know that Reformation family discipline was
severe, but you scem to think that what Bach's brother
saw was more than ordinary disobedicnce.

AMr. A : 1 think it was much more. I think the boy was
already irritated to distraction with his predetermined
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function as an anonymous unit in a clan—with his un-
avoidable attendance at the incredible Bach family
reunions, for example. I ask you to imagine them :
dozens of people all named Bach performing cach
other’s almost indistinguishable compositions amidst a
beery welter of clanging harpsichords. bawling infants,
and bad Thuringian puns. To summarize it briefly : 1
think that when the boy defied his brother, he had
already resolved to stop being @ Bach and to become
the Bach. And I believe that when he left his brother's
home a year or so later. he methodically carried into
effect a plan that was i fact long laid. In his subsc-
quent wanderjahre, he gathered to himself a veritable
muscum of other men’s music and in the realest possible
sense devoured it. North German music and South
Genmnan. Protestant hvinns and Catholic. the Ttalian
style and the French. secular songs and Gregorian chant
—like nobody else in his age he mined it all. With some
of the sane rapacious, stop-at-nothing, trans-European
curiosity that Nictzsche found “sinister™ in Leonardo,
he laid hands on everything valuable that had preceded
him—copied it. digested it. rewrote it. and finally, in
his own mature account of it. managed to render it
superfluous. His youthful self-confidence was so nerve-
less as to be appalling. and he apparently had no con-
cern whatever about contaminating in himself what
today we revere as “originalitv.” The working habits
established in his apprenticeship were conclusive, and
for the rest of his life. unlike later composers. he disliked
to invent anything ab orum. He even disliked to per-
form *‘cold” as an improviser, asking to sce scores be-
fore him, any scores. with which to feed transubstan-
tiating energics so radical that I can only call them
demonic, He particularly delighted in taking the most
shopworn material and reshaping it. In realizing its
aborted possibilities. he of course placed it irretricvably
on the Bachian shelf. one more glowing trophy of his
own prodigious craft. On occasion he did this to other
composers’ usic in their presence. and he was not at
all averse to astonishing the crowd with demonstrations
of his own vast superiority. You will excuse me if 1 am
skeptical when people say that a man with a mind like
this did not know precisely who and what he was. 1
think he knew it before he was twenty, and if you imag-
inc he didn't know it at the end, study the fierce old
Conquistador in the late portraits. when the mask was
all but off. Those are the eves of an cagle used to Him-
alayan forays. I can only smile when T hear him dis-
cussed as if he were a home-loving Thuringian goose,
AMr. O: This is all very interesting, and in fact quite
provocative. But I'm not sure you have convinced me.
AMr. A : T should be rather surprised if I had. After all,
an “unknowable™ Bach is much casier to live with. But
it may be time to get acquainted with another—which
one being vour problem and your opportunity.
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INTRODUCTION:  T'he  musical  quote
of Mr. Gould's fugue
(which can be heard in its entirety on the re-

“subject”

cording on page 31), and the deceptive naiveté of this
genial tune illustrates a paradox of the fugal style. For
the first few seconds of its existence a fugue—any fugue
—is perhaps the simplest looking picee of music there
is. In fact, the subjects of most fugues, from Frescovaldi
to Bach. can be played recognizably on the piano with
one finger. And it is perhaps at this point that any
trusting, one-finger fusue-player who happens to read
these lines should turn to Mr.
primer of fugue on page

Grunfeld's reasuring
32. For after a fugue has
been under way for ten or fifteen seconds, it becomes

a horse of a different color altogether. It is of the

A PORTFOLIO
> ON FUGUE
BY GLENN GOULD

character of fugue that it begins with a tune that any-
one can whistle and winds up with an apparent free-
for-all of several tunes that only an expert can unravel.
But in pursuing this course, fugue also obeys a psycho-
logical axiom common to, let us say. the Dialogs of
Plato, the Ocdipus Rex of Sophocles, Michelangelo's
statrcase in the Laurentian Library, and the Special
Field Equations of Albert Einstein. Like these, and
unlike much Romantic music, fugue moves on prin-
ciple from the known to the unknown, and it explores
the “unknown”
rewarding that it has interested a variety of non-

with a dynamic logic so daring and so

musical observers far from the churches and concert
halls in which fugues ordinarily are heard. In the
twentieth century, fugue has become an intellectual
symbol of absorbing interest to novelists, mathemati-
cians, poets, cybernetics experts, and cultural historians,
among others.

Item: “There has been demonstration.” says Eng-
lish belle-lettrist Sacheverell Sitwell, “of the universal
truth by fugue, and it may be that more wisdom is to
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be found in that than in the religions and religious
books of all the world together.”

Item: “The fugal style was fulfilled.” says Oswald
Spenaler his magisterial two-volume obituary for
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Western culture, “awhen Newton and Letbniz, about
1670, discovered the Infinitesimal Calculus.™

Item : Fugue. says Webster (the noun having been
happily borrowed by the medical fraternity from the
musical one), is a “prolonged pathological condition.
characterized by wandering and other unusual actions,
of which, afterward, the individual is not conscious.”
Nomedico-musical humor is intended there—-and since
the psychiatrists, for their part, were not to be cheated
of any concept so rich in semantic promise, we can
now also read about “fuguing dreams.”

And finally:

Fugue, said ]. §. Bach, is like a well-

conducted conversation between gentlemen—a remark

as demurely ironic as any Bach ever made, since he well
knew that he alone commanded “gentlemen” who
were capable of the kind of cosmic conversation he
wrote: gentlemen with names perhaps more familiar
to poets and medicval mystics than to most others, such
as Raphael, Gabriel, or Istafel. . . .

Meanzehile, as it happens, the poet who wrote the
most literal and accurate description of the “hori-
zontal” fugal style was Milton, who died eleven years
before Bach and Handel were born :

. His volant touch
Instinct through all proportions, low and high,
Fled, and pursu’d transverse the resonant fugue.

In the following pages, Mr. Gould explores some of
the reasons why the “resonant fugue”—the musical
form that is, after all, the most “purely”
any—should for threc centurics have continued to
fascinate, under such various guises, a collection of
—Robert Offergeld

musical of

minds as diverse as these.
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THE MUSIC OF PROTEUS
&2 Being Some Notes on
the Subjective Character of
Fugal Form gesasesesssi

#55%2¢ by GLENN GOULD

N tiE pages ahead you will find a recording that is, in

&

effect, a five-minute, fourteen-second singing commercial.
An ansponsored commercial, let it quickly be noted, and
a rather special one in other ways too, for it light-heart-
edly recommends a product not ordinarily packaged.
What it plugs is one of the most durable creative de-
vices in the history of formal thought and one of the
most venerable practices of musical man, The device in
question is called fugue, and the process in question is

fugue-writing. and since these began a century before

Columbus sailed west. they are almost as old as the
practice of singing rounds, a less sophisticated creative
activity than fuguing but one that somewhat resembles
it in its carliest davs. With its play of words and tunes.
the composition recorded here takes the form of a fugue
about the writing of fugues. Alluding to the joys, satisfactions, hazards, nuisances, and even to the

terrors long associated with this tough but intriguing kind of contrapuntal acrostic, my fugue be-
comes a musical conversation among four vocalists, aided and at moments contradicted by the
comments of a string quartet. As the announcers used to say of forthcoming soap-opera programs,
this chapter Asks The Question, “So you want to write a fugue?” The question is proposed ini-
tially in the bass, and in textbook terms the tune that proposes it is, of course, the “subject” of
the fugue.

As the other voices “answer” or repeat this tunc in a rising sequence (tenor, alto, soprano), a
debate is developed concerning certain special qualities required by this peculiar enterprise. The basso
begins by suggesting that a certain degree of courage is involved: “You've got the nerve to write
a fugue, so go ahead.” The tenor is concerned with the utility of the finished product: “—so go
ahead and write a fugue that we can sing.” The contralto, even though her own contrapuntal de-
meanor is beyond reproach, advocates an audaciously anti-academic method: “Pay no mind to what
we've told you, give no heed to what we've told you, just forget all that we've told you and the
theory that vou've read.” To this point of view, the soprano—though cqually guiltless, at least at
this point, of any offending lapse of fugal discipline—lends her support. These sentiments—*Pay no
mind, give no heed.” etc.—form countermaterial to the original subject, “So you want to write a
fugue.” The latter now appears in a variety of keys identified with this further notion: “For the
only way to write one is to plunge right in and write one, just ignore the rules and write one, have
a try.” The heady intoxication of this radical admonition at last becomes reflected 1o a modest degree
in the musical structure. The vocalists, their parts ever more closely overlapping, plunge into a
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precarious sequence of imitative stretti. And here, at last, the stern hand of academic justice de-
mands forfeit of their freedom. Even as they render tribute to the patron saint of fugue-writing—
“the fun of it will get you, and the joy of it will fetch you, you'll decide that John Sebastian must
have been a very personable guy”—the bass and tenor surrender their self-respecting autonomy to
the hollow ravages of parallel fifths, a contrapuntal debacle that any primer of the art will tell you
is pertectly ghastly. As a gesture of tribute (as well as a summons to sobriety), the string quartet
now renders a quodlibet of four of Bach’s more celebrated themes (vou'll note, among them, the
second Brandenburg Concerto). Then, appropriately, the quartet turns to the contralto for a brief
lecture on the perils of exhibitionism: “—but never be clever for the sake of being clever.” This,
with its attendant warning—"For a canon in inversion is a dangerous diversion and a bit of aug-
mentation is a serious temptation”—creates an entirely new thematic substance. Hereupon the string
quartet renders a grandiose if minor-inflected quotation from Die Meistersinger—the archetypical
example of musical cleverness—after which all concerned engage in a joyous recapitulation. The bass
and tenor return to the thematic substance of “So you want to write a fugue.” The contralto and
soprano accommodate to it the newly exposed counter-theme—“but never be clever for the sake of
being clever.” And the strings keep up their own incessant dialogue of baroque-ish fragments.

Eroke pursuing further some of the larger implications of the fugal
activity of these performers, a parenthesis is in order here regarding
nomenclature. In these paragraphs I use, without defining them, a
number of terms indispensable to the discussion of fugue: “exposi-
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tion,” “development,” “recapitulation,” “subject,” “answer,” et cetera.
I do not define them because they are self-explanatory to anvone
even casually interested in musical form. Certain other terms are
main entries in college-level dictionarics (in addition to having been
in student texts on counterpoint for three centuries).

But as fugue crosses the semantic forests of the twentieth century,

it is increasingly subject to verbal analysis of a much more discon-
cerling sort than was possiblc with the simple and accessible nouns listed above. You will hear it
said, for example, that fugue is not a thing but a process, and even that it is not a form at all,
but a rexture. And if you speak of “tunes” or “melodies” in relation o fugue, you will certainly be
frowned upon down at the fugal equivalent of City Hall. It is true that such terms can be mislead-
ing. In ordinary reference, a tune or melody—Yankee Doodle, let us say—is explicit, self-sufficient,
and complete: it has a beginning, a middle, an end. But fugue does not and cannot use such melo-
dies, because it stops itself dead in its tracks if it does. Fugue must perform its frequently stealthy
work with continuously shifting melodic fragments that remain, in the “tune” sense, perpetually
unfinished. And to bring up an even more critical current issue, what are we to say of contemporary
fugues that arise in that unposted harmonic wilderness where familiar tonality has vanished but is
somehow still remembered, even by those who disown it? Such contingencies recommend our cau-
tion, and we consequently use more abstract but safer concepts, such as “motivic material” in place
of “tunes,” and “linear strands” in place of “melodies”—and even “nonoriented tonality” in place
of the bald “atonality” that was fashionable just ten years ago. Unless we are very careful, such
verbal egg-stepping leads us also to outright jargon, a fancy hermetic language of questionable use-
fulness even to specialists. But the temper of the intellectual times forces this risk upon us, and so
you may be sure that, in just a moment, the word “aleatory” will be upon us with it.

Returning now to our performers, we find that the final result of their labor (except for the
irreverent quotes from Bach and Wagner) is a fairly typical example of the academic fugue tradi-
tion. In its exposition, in its modulative sequences, in the introduction of its counter-theme material,
and in the superimposition of these elements in its recapitulation—throughout its course the piece
rigorously observes the protocol of fugal tradition. Centuries of contrapuntal legislation comprise
this tradition, and if you mean to write a fugue you unquestionably yield to it. Even as the text was
mischievously snooting the requirements of bookish counterpoint, the music was taking refuge be-

APRIL 1964

49




hind the protective cloak of approved academic procedure. This particular wrap is stained and weath-
erbeaten from exposure to generations of unimaginative abuse, but it sl shelters a prodigious variety
of musical activity. Even in our own vigorously anti-academic generation, fugues are blasted out by
jazz combos and improvised or approximated by aleatory charts. Indeed. fugues are even being at-
tempted within the nonoriented wnality of serial composidon. In any of these novel situations, of
course, fugues present something of a contradiction in terms, because the unique organizational
mcethad of fugue has very much to do with the key-signature tonal system, and that system now ap-
pears to be in the process of dissolution. Yet the persistence of fugue is evidence of the degree o
which, acoustically and psvchologically, certain devices peculiar o its structure—devices of subject
and response, of statement and answer—are imbedded within the consciousness of modern man.
Although it was a tonal preoccupation which lent them balance and gravity and a cerwin kind of
equilibrium, they have survived as part of an effective organizational method even bevond the gen-
eral collapse of this preoccupation. And perhaps the main reason for this is that they are not devices
native to tonality at all. Al of the elleets of fugue (except that of the vertical gravitation of key and
key-contrast) were elfects formulated in the early vears of the Renaissance—in the gencrations before
the tonal grammar of tension and relaxation had been made articulate. And their participation in
the poise and bafance of centrifugal harmony, the web-like detentions of cadence structure, scem
fargely the resultc at most, of a synchronicity that was voluntary on their part.
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HUs THE ancient experience of linear antecedents pre-dating tonality
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has enabled fugue w continue to exist in the uncertain vista of our

post-tonal present. And it is the consequent familiarity of these fugal
devices with situations which are not (in the post-Renaissance sense)
tonally committed that provides for fugue its extraordinary relation
to the chronological development of tonality. For the fact is that