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TREBLE BALANCE

LOUDNESS

CHECK THESE IMPORTANT EXTRAS:

w Line-cord antenna eliminates need for outside
antenna except in areas of unusually poor reception.
s New 3-dimensional back-lit dial results in improved
visibility. # New muting circuit eliminates noise
between FM stations. s Plug-in speaker connectors
eliminate phasing problems. m Silver-plated Field
Effect Transistor front end receives more stations
more clearly with less distortion. s Integrated Circuit
IF strip virtually eliminates all outside interference.

CHECK THIS UNBELIEVABLE PRICE:

342C Control Features:

Dual Bass and Treble controls: Stereo balance control;
Input selector; Tape monitor; Speakers #1 On/ofl;
Speakers #2 On/off: Power On/ off: Volume com-
pensation; Muting: noise filter; Perfectune™ automatic
tuning indicator; Stereo indicator light: Precision
signal strength meter: Front panel stereo headphone
output; Volume control; Stereo/ mono mode switch.

CHECK THESE FAMOUS FEATURES

s Integrated Circuit preamplifier reduces distortion

to inaudible levels. m Field Effect Transistor tone
control gives you a wider range of control adjustment.
s All-silicon output circuitry provides effortless
instantaneous power, with maximum reliability.

m Automatic stereo switching instantly switches itself
to stereo operation . . . lets you relax and

enjoy the music.

"5259.05

342C Specifications:

Power: IHF #=1 dB (z 4 Ohms, 100 Watts, IHF +1 dB
(2 8 Ohms, 80 Watts; Continuous Output, single channel,
8 Ohms, .8% distortion, 30 Watts; Selectivity, 40 dB:
Frequency response =1 dB, 20-20,000 Hz; Hum and
noise, phono, —55 dB; Cross modulation rejection, 80 dB:
Usable sensitivity, 1.9 ,V: Tuner stereo separation, 30 dB;
FM IF limiting stages, 9; Capture ratio, 2.5 dB; Signal

to noise ratio, 60 dB; Phono sensitivity, 4 mV;
Dimensions: 1533 ”L x 5”H x 11Y2”D.

Prices and specifications subject to change without notice. Walnut-finish case optional.
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In the
restof .
this magazine,
yourll read about
-~ yesterday’s
receivers.....




six remarkable technical
developments make the new

100 watt Scott 342C the world’s
most advanced receiver.

Scott once again demonstrates its famed leadership and innovation in high fidelity.
Scott’s new 342C incorporates a host of sophisticated solid-state devices and tech-
niques, generated by the latest computer, aerospace, and communications theory.
This is the next generation in electronics for the home . . .
standards for the high fidelity industry.

PERFECT
TUNE

An automatic light that tells you when
you're perfectly tuned: Perfectune®,
Scott’s new automatic tuning indicator,
is actually a miniature computer . . . and
is the world's most accurate and reliable
tuning device. Perfectune is more accu-
rate than a meter; it instantly senses the
FM signal and tells you when you're
tuned for lowest distortion and best re-
ception. A signal strength meter is also
included for orienting your antenna for
best reception.

New IC multiplex section gives better re-
liability and performance in FM stereo:
Scott introduces the world’s first com-
plete high fidelity multiplex section with
an integrated circuit. No larger over-
all than a cigarette filter, this integrated
circuit incorporates 40 transistors and
27 resistors. Scott’s new IC multiplex is
far more reliable and gives much better
stereo separation than conventional
printed circuit construction.

A quartz filter IF section that never needs
realignment: Scott's quartz crystal lattice
filter, a feature never before found in a
receiver in this price range, ends IF
realignment worries. Now, regardless
of age or operating temperature, the
tuner IF section of your receiver will
never require realignment or adjustment.
In addition, this costly feature gives you
the extra dividends of very low distor-
tion and incredible selectivity!
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New F/C/O circuitry gives virtually dis-
tortion-free listening, even at low vol-
ume levels: Scott’s new 342C incorpo-
rates Full Complementary Output, so
no matter how low you adjust the vol-
ume, you still get perfect undistorted
sound. And, Full Complementary Out-
put means that maximum undistorted
power is available at bot/i 8 Ohms and
4 Ohms . .. vital when you want to con-
nect extra speakers.

setting new performance

“Wire-Wrap” . . . a permanent connec-
tion technique that eliminates solder
joints: For the first time in the high fi-
delity industry, here is a successor to the
solder joint, for years the most failure-
prone area of electronics assembly. The
wire-wrap technique permanently bonds
the electrical conductor to its terminal,
and has been reliability-proven in the
most stringent military and aerospace
communic¢ations applications.

Printed circuit modules snap into main
chassis: From the fast-paced world of
computer electronics comes the concept
of the plug-in complete circuit boards.
Now, servicing, if ever necessary, can be
accomplished quickly, rehiably, and in-
expensively. Troublesome solder con-
nections between circuit boards are
now eliminated.

© 1969, H. H. Scott, Inc.
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SL 95 handles them better.
Prove it to yourself...

Here's how an umbrellasp ndle
handles a stack of records

One area support—thre= ratractable
metal “fingers” at the center of the rezord.

I¥'s good...but now t-y this.

Here’'s how the Garrard SL 95

handles a stack of records.

Two point support—at center and edge.
Recognizea as the gentlest, surest

and safest mechanism on the market.

It’s an exclusive
Garrard feature.

World’'s Finest

. AD1-9. WESTBURY. N.Y. 11590.
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TANTA CLAUS doesn’t read his mail ; he gives it to the New York Times to print
S every Christmas. God doesn’t read His either; He gives it to Art Linkletter
to make books out of, or to Gene Kelly to read on TV, We read all of ours, how-
cver-—we print some, answer a lot, and make waves with the rest. Last week's
mail brought umpteen letters complaining about some aspect or other of the record-
ing industry, a good part of them having ultimately to do with distribution, a
problem that record companies are as aware of as any frustrated consumer.

Those of us on the shady side of forty run the risk of losing our younger
audience whenever we try to tell it like it was, but I'll chance it: record buying a
short quarter of a century ago was simpler, more pleasant, more efficient. It was
the heyday of the Friendly Local Record Shop, usually run by a passionate music
lover. staffed with helpful clerks who were walking and talking encyclopedias of
record lore, and offering limitless browsing and listening facilities. This graceful
Adagio came to an end, however, when the conductor of life's symphony launched
into today's Presto Agitato. The recording industry opened the floodgates, and
what was once akin to an art object became simply “"product.” Listening privileges
were the first to go (uneconomic of time and space) and the helptul clerks fol-
lowed. Discount houses and record supermarkets geared, like the industry itself,
to mass production quickly ran the Friendly Locals into the ground; records by
mail finally buried them.

Though these developments may have grown quite naturally out of economic
forces, they seem not to have had a large component of planning in them; the
result is that the industry has its mass market, but it also has a great deal of cus-
tomer dissatisfaction and lost sales to go with it. What the consumer asks for is
quite simple: he wants what he wants when he wants it—and in good condition.
Even the largest of the record supermarkets cannot stock everything; I have gone
to them many times with a list of six discs and come out with none, even when I
could find a clerk to help me. The problem with records by mail is that you pay,
in the end, for the postage; you do have to wait; and our harried postal system
has no tender mercy to spare on delicate phonograph records.

What is needed is a step backward, back to the Friendly Local Record Shops,
with a number of small satellites plugged into a nationwide network of large,
well-stocked supply depots that can respond to special requests, however offbeat,
in a day or so. The satellite shops should be standardized—chain stores or perhaps
even franchises-—with all necessary management expertise and merchandising
know-how available from the central depot. Some such idea seems to be percolat-
ing behind the King Karol organization, which has just opened a pluperfect
example of the record shop of the future on New York's upper East Side. It is not
large, but it is smashingly attractive, elegantly laid out (obviously by someone
who understands record buyers), incredibly well stocked (both discs and all forms
of tape), well staffed, and a distinct pleasure to be in. Tt is also backed up by
King Karol's own warchousing facilitics (this is their second shop in New York)
which can supply practically anything in twenty-four hours. Perhaps the record
industry finally has its very own Howard Johnson.

STEREO REVIEW
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Unique “S.E.A."” Sound Effect Amplifier tone control system of models 5001 and 5003
eliminates conventional bass and treble controls. Provides individual control of the five different
frequencies that comprise the total tonal spectrum; 60, 250, 1000, 5000 and 15000 Hz.

In introducing the striking ali solid state 60 watt
5001 and 140 watt 5003 AM/FM Multiplex Stereo
Tuner Amplifiers, JVC brings the stereo fan a new
dimension in stereo enjoyment—the complete con-
trol of sound effects.

This exciting innovation is made possible through
the incorporation of a built-in Sound Effect Ampli-
fier (S.E.A.), a versatile component that divides the
audio range into five different frequencies. It en-
ables the 5001 and 5003 to be tailored to the acous-
tical characteristics of any room, or to match the
sound characteristics of any cartridge or speaker
system. functions that were once reserved for ex-
pensive studio equipment. But even without the
built-in S.E.A. system, the 5001 and 5003 would be
outstanding values. They offer improved standards
in FM sensitivity and selectivity by utilizing the latest
FET circuitry with four IF limiters in the frontend of
the 5001 and five in the 5003. They both deliver a
wide 20 to 20,000Hz power bandwidth while holding
distortion down to less than 1%. They feature com-
pletely automatic stereo switching with a separation
figure of better than 35dB. They allow two speaker

systems to be usad either independently cr simul-
taneously. Indicative of their unchallenged per-
formance is their refined styling. All contcols are
arranged for conwvenient operation. The attractive
black window remains black when the power is off,
but reveals both dial scales and tuning meter when
the power is on. For the creative stereo fan, the JVC
5001 and 5003 are unquestionably the finest medium
and high powered receivers available today.

How the SEA System Works

Glance at the two charts appearing on this page. In
looking at the ordinary amplifier frequency charac-
teristics where only bass and treble tone controls
are provided, you can see how response in all fre-
quency ranges at the low and high levels is clipped
off. Compare this chart with the one showing the
SEA frequency response characteristics, and the
difference is obvious. No clipping occurs in the SEA
system, It offers full control of sound in 60, 250,1,000,
5,000 and 15,000Hz frequency ranges from —10 to
+10db. For the first time ever, you have the power
to determine the kind of sound you want to hear.

For additional information and a copy of our new full color catalcg write Dept, SR:

IVC America, Inc., A Subsidiary of Victor Company of Japan, Ltd., ¢/o Deimonico international Corp.
50-35 56th Road, Maspeth, N.Y. 11378, Subsidiary of TST industries, Inc.

CIRCLE NO. 29 ON READER SERVICE CARD

1969

—FSF - =14
gt gt ot yasi
\ A %1—#"54' L Al
7 7. 4(; 7311
<t S s _1 -
2077 L T TCT—

250 St Sl T
. " T T
'(‘A T 7 20N Fart S\ i
N— AR TNT
2N BRNFARE
A N AN \

o

g 0rcinary Amp
P

L 1__T
DOz 2004 Gt WRz 2RM  SKHZ 10KAT

Manufactured by Victor Company of Japan, Ltd.



7158-7159. Mahler: Symphony
No. 10; Das Lied Von Der Erde
Ormandy conducts the premiere
recording of this recently com-
pleted symphony; Lili Chooka-
sian, Richard Lewis are soloists
in “Das Lied”
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2911-2912. Bernstein Conducts
Great Romantic Symphonies
Franck’s Symphony in D Minor;
Dvorak’s “New World” Sym-
phony; Mendelssohn’s “Italian”
Symphony; Schubert’s “Unfin-
ished” Symphony

5853-5854. I Can Hear It Now
Here is Edward R. Murrow’s
unique “audible history” of 1919
to 1949. The actual sounds and
voices enable you to relive the
great events of these momen-
tous years

6780-6781. Bernstein Conducts

For Young People

Peter and the Wolf; Night on
Bald Mountain; Carmval of the
Animals; The Sorcerer’s Ap-
prentlce, Till Eulenspiegel's

Merry Pranks; 3 more

-

Now you can save almost 50% on

the great Classical Recordings

of our time!

Savings are off regular Club prices
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10 RECORDS COUNT o
AS 6 SELECTIONS

7160-7161-7162-7163-7164-
7165. Magic Moments From
The World of Great Classics
118 breathtaking selections from
the best-loved works of the
world’s great composers: Mo-
zart, Verdi, Debussy, etc.

6841-6842. Charles Ives:

The Four Symphonies

Three of the finest conductors
of our time — Bernstein, Sto-
kowski, Ormandy — in master-
ful performances of thesc truly
revolutionary works

7 RECORDS COUNT
AS'5 SELECTIONS

2919-2920-2921-2922-2923.
Beethoven’s Nine Symphonies
Eugene Ormandy and the world-
famous Philadelphia Orchestra
capture all the drama, lyricism,
beauty and excitement of these
great symphonies

5 RECORDS COUNT
AS 5 SELECTIONS

6880-6881-6882-6883-6884.
Sibelius: The Seven Symphonies
Powerful performances by
Lconard Bernstein and the New
York Philharmonic — from the
stirring and romantic First to
the mysterious Seventli!

COLUMBIA RECORD CLUB

now invites you to take

ANY 11

. $498

if you join the Club now and agree to buy
only nine more records during the coming year

MUSIC OF OUR

FOUR SONATAS FOR
PIANO AND VIOLIN
GEORGE SZELL, piano
RAFAEL DRUIAN, violin

FASMANNOEE

ISSAC STERN

4 Favorite
Violin Concert

BEETHOVEN,
BRAMMS

TCHAIKOVSKY

BERLIOZ .
SYMPHONIE FANTASTIQUE
SEHI
QZAWA
Lonductar
TORONTO
SYMPHONY

TIME
7082 5839 5532

MUSIC OF JUBILEE
" . Bacll

L ;' Fav:vcitles

» for Organ
. &

" Orchestra

E. POWER

BIGGS |

1605

Trans-Electronic
Musie Productions, Inc.
presents

BACH: THE
WELL-TEMPERED CLAVIER
« Book 1 » <
Preiudes and
Fugues 1-8

GLENN

&

MAHLER =2

“Resurrection”

Symphony (No. 2 '&
LEONARD o

BERNSYEIN "
M. ¥. Philharmenic

Yourel - Venora ¥ g0

Here is a wonderful opportunity to get,
at once, 11 classical recordings for less
than the price of one! Yes, it’s true —
if you join the Columbia Record Club
now, you may have ANY 11 of the
superb recordings offered here — ALL
11 for only $4.98. And all you have to
do is agrec to buy only nine more rec-
ords during the coming year.

In short, within a year you'll have a
sizable library of 20 classical record-
ings of your own choice —but you will
have paid for just half of them . . .
that's practically a 50% saving off reg-
ular Club prices!

Free Music Magazine. You'll have no
problem in selecting records during
your membership, because each month-
ly issue contains up to 300 different
records to choose from. In addition to
a dazzling list of great classical records
each month, you will be able to choose
hit albums from every field of music.
You may accept the monthly clas-
sical selection . . . or take any of the
other records offered . . . or take no
record in any particular month.

o ¥
MENDELSSOHN. GOULD‘E} Colleglate Charale M!
sinia U CoLomeia] A
1940/1941 1264 1:23:8/ 324'?
GINASTERA: K [cormma | LORD'S PRAYER
SOMARZS | | ATk s | | BRUCKNER 11" hwommon | ¥ @ g Beethoven
5 JANAGEK: Sinfonietta vym1phony No.§ | [IASERNACLE CHOl % Fifth
T -— acosce szeut ot orANOY Symphony
“47 S THE PHILATELPHIA ot oe o o ¥ (EnTmBiA)
%[F(wgﬁlggﬂl? ORCHESTRA BATTLE HYMN df THE REPUBLIC
Julius Rudel, Cond i (RECORD SEW cociumial] | THe LORD S PRAYER-0 moRE
62104621d15/()>212 2479 5898/ ?99 1090 1325
3-Record Set (2-Record Set)
TeoremE
Records sent on credit. Upon enroll- A et favomts STRAVINSKY SPECTACULARS!
ment, we'll open a charge account in L'Histoire 1 Offenbach, others
your name . . . you pay for your rec- At Marches duSotdat e U
ords only after you have received them &rcho?nmx LEOROLD STOKOWSK!
—playeq them_?nd are enjpylng them. ¢ a2 OC $ {2-RECOND SET “ ustue oRmanor
They will be mailed and billed to you PHILAGELPHIA ORCHESTAR
at the regular Club price of $5.98 5320/5321 2244
(Popular, $4.98), plus a mailing and {2-Record Ser)
handling charge. RAVI SHANKAR Richard Strauss [t OF CALL
Generous bonus plan. As soon as you IMPRGVISATIONS - f':ga]:eu"e s
complete your enrollment agreement, " s ALSO SPRACH Bolers |
you will automatically become eligible ZARATHUSTRA « :
for the Club's bonus plan — which en- I =
titles you to one record frec for every i ORhfl-.\‘llvl:‘))Yh PHILADELETTA ORCH.
record you buy! There are no ‘“‘savings . Philadelphia Orch.. [y QEAVEI TN To) 08
certificates” to accumulate, no delays 6092 1680 1296
od

no limitations — every time you buy a
record, you get another one free.
Mail the coupon today! Just write in
the numbers of the eleven records you
want, for which you will be billed only
$4.98, plus postage and handling. Send
no money now — just mail the coupon
provided at the right.

Note: Since stereo records may now be
played on monaural phonographs, and cost
no more than monaural records, all of your
records will be sent in stereo.

COLUMBIA RECORD CLUB

TERRE HAUTE, INDIANA 47808
CRC) where classical collectors get the best buy!

QRFF-CARMINA BURANA. |

. and I may canc

COLUMBIA RECORD CLUB, Terre Haute, indiana 47808

Please enroll me as a member of the Club. I've indicated below the
eleven classical recordings I wish to receive for only $498, plus
postage and handling. I agree to purchase
ing the coming year . .
time thereafter. If I continue, I will be eligible for the Club’s gener-
ous bonus plan of cne record free for every record I buy.

SEND ME THESE |i RECORDS FOR ONLY $4.98

nine more recordings dur-
el my membership at any

L |
I

I |
|

(Please Print)

First Name

sggé(;ug\l;ézs SV:AEPEJS?J¥FP7;! VLAD‘x:]BZ 7 " HE Z:::,‘:‘::::;:ﬁ::sm ABArESS. v ottt et et a s e i e e aa s
FAVORNES  porureryyey HOROWITZ 2
N n— i - Chopin - Liszt i
1 tomere R CSEUESon Ractpmaninoff [ State. .......c..... Tip...oovrnns
y :;L:';l‘f.u — Schumann Do You Have A Telephone? (Check One) [] YES. .. ..... NO [
@ APO, FPO addressees: write for special offer 216-3/29 I
6947 4387 1067
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Why a
Servo-Driven
straight-line
arm?

Because the record is cut along
a straight line.

Because the stylus of the modern
pickup is too compliant to cope
with the inertia and the friction
of prior straight line arms.

Because the Rabco SL-8 does not
""skate’’ and needs no anti-skating
gadgets.

Why not write for the complete
story on the Rabco SL-8, the
ONLY CORRECT ARM.

RABCO

11937 TECH ROAD,
SILVER SPRING. MARYLAND 20304

gIRCLE NO. 44 ON READER SERVICE CARD

LETTERS TO THE EDITOR

Serly and Bartok

® Re William Flanagan's review (January )
of my recording of Barték's Piano Concerto
No. 3 with Ditta Pisztory-Bartdk: it is the
reviewer's right to express his views on a
composer’'s work as sces fit, but it is another
matter when an individual's personal charac-
ter is discredited—even though done through
ignorance.

The true story of Bartok’s Third Piano
Concerto, in essence, is this. Shortly after
Bartok's death, his son Peter brought me the
manuscript of the concerto. The task of fin-
ishing the work looked to me so simple that
I requested him not to proclaim publicly that
the last measures were incomplete. However,
Peter later revealed the truth to the trustee
of the estate, who insisted that the adjust-
ments made be clearly defined. Subsequently,
the story leaked out. As dramatized by the
press, it was made to appear as though the
great master had dropped his pen trying to
finish the last bars, whereupon his pupil and
disciple grasped the pen and set down the
remaining portion.

In the meantime, the concerto as 1 had
completed it, including what little cdiring it
needed, went into publication. For this task,
I never asked for or received any compensa-
tion from cither the estate or the publisher.

As to the recording, shortly after Bartok's
death, his wife Ditta, a semi-invalid, returned
to Hungary. There, for some twelve years,
she remained in seclusion, never touching
the piano. Then, through her brother's en-
couragement, she began to play again. A year
or so later, in 1962, while 1 was visiting
Hungary, musical friends of the Bartoks
initiated the idea of our recording the con-
certo as a documentary tribute to Bartok’s
memory. After much dithiculty the recording
took place in Vienna, The final note of irony
was that we had to pay $250 for the orches-
tra’s materials—to record the work with the
composer's widow!

As for Mr. Flanagan's harping on the
Serly work being featured on the disc, this
happened to be the second album of a series
of three (one still to be released) entitled
“The Music of Tibor Serly.” This designa-
tion could not be changed for the one work
that was not by myself.

TiBOR SERLY
New York, N. Y.

Mr. Flanagan replies: “Above all else—
writing now as a composer as well as a crit-

ice—I apologize Jor anything in my review of
the record in guestion thar might be riken
as an artack on Mr. Serly's ‘pervonal cha -
acter. There is no practice in the criticism
of the arts that I find more repugnant. Bur
in re-reading both the liner notes and m)
rerview, L must stand by my complaint that
the annutative material—place the blame
whercrer it may belons—has the "o1ertoney
of martyrdom’ 10 which 1 vefcrred in my no-
tice. My, Serly's concession that bis wngnes-
tionably selfless work on the Bartéb scores
Teaked ont’ and was subseguently ‘dram.-
tized® by the press only strengthens my suy-
gestion that his reputation owes much 1o
bis association with Bariék, and any pub-
lic arowal that bis own work was neglocted
as a result (no matter bow true it may be)
will inetitably appear 1o he at ouce fondling
and biting the hand that in a sense fed bhim.
Furthermore, the statement that My, Serly's
own work lay [ullow due 1o complicationy
m completing and realizing Bartok's unfin-
ished scores (particularly in comncction with
a Burtok-Serly coupling) does a disservice 1o
Mr. Serly's compuositions, hecawse such a
comment immediately invites comparisons—
unfair ones, perbaps—ipringing from the in-
evituble guestion: in which activity will his-
tory (or eren the contemporary obserrer)
judge Mr. Serly 10 bave more taluably spent
bis time? For that matter, I now wonder in
relrospect if the tone (not the estence) of
my own purblished veaction to My, Serly's
concerto would hate becn levs barsh had the
annotative m.aterial not vaised such a ques-
tion i my mind.

“In any case, I am gratcful to Mr. Serly
for bis amplification of the [ucts. And though
sarcasm might Jairly bhe vead into my com-
ment on Mr. Serly's raking “top billing' on
the album corer, T intend none when I now
submit that eren u easoincd yecord veticuer
cannot be expected to commit the Schwann
catalog to memory: since o memtion s
made on the sleere of a0 sccond abum of a
series’y it seens 1o me that the error might
harve been made by utheis av easily as by me.
I have nothing hut apologics 1o offer all con-
cerned (Mr. Scrly and the editors of this
magazine as well) for misspelling “Modus
Lascirns.”

Aesthetic of the Recording Studio

® Doesn't Eric Salzman's excellent article

on the medium of recording ( January) bend
(Continned on puage 12)

STEREO REVIEW



YOU MAY HAVE ALREADY WON

$100.00 a Month For Life!

in The Longines Symphonette’s all-new

INCOME FOR LIFE SWEEPSTAKES

101 Incomes Waiting To Be Claimed ..

* $100.00 A Month For Life « $500.00 A Year For Life
« $100.00 A Year For Life

* $250.00 A Year For Life

BUT—YOU MUST RETURN YOUR PERSONAL LUCKY NUMBER
TO FIND OUT 1F YOU HAVE ALREADY WON!

y—y : .S mphonette SocieY
%F ﬁ@T L,om 1es v
‘r ,‘5\\93 UCKY NUMBER

PAYS

THE SUM OF

“co0

HOW TO BUY ALL
YOUR RECORDS

AT LESS THAN

DISCOUNT

STORE PRICES!

—and save up to 55% on every record
you want... never be disappointed
because a record’s out of stock!

The Longines Symphonette’'s new service, THE CITADEL RECORD CLUB gives yoy any record, any

artist, any label at savings up to 55% off manufacturer’'s suggested price. No obligation to buy
any records « Free Raecord Bonus Certificates « Jet Speed Service = See details below + Special
Money-Back Membership —Just Like a Fre2 Trial!

You've seen the ads Get 10 records FREE, some say Others offer
4.5 6.7 0r 8 "FREE" records. But then in smaller print, only if
you agree to buy as many as 11 more records in (ust one year
They give you your choice of from 30 to 90 records.  and that is
not free choice, for the Schwann Catalog lists more than 30,000
long-play records now availabie tg you The extra records you have
to buy no matter what choice 15 offered you are part ot the offer
More records you may not want. And did you ever try to turn down
a record club selectton of the month? You have to move fast This
kind of club requires you to buy records you may not want

THERE IS A BETTER WAY: The Longines Symphonette’s New Citadel
Club gives you a huge “Discount Record Store” in your own home
.. acts like a “record buyers cooperative.”

The honest sincere CITADEL CLUB way 1s quite simple There are
no comphcated contracts to cost you money. no obligation to buy
any records at all. and you have your FREE choice of any record
available today at discounts of up to 55%. with a mimimum of 35%
guaranteed. Here's how easy it 1S to save on the records you buy

SEND NO MONEY—MAIL CARD OR COUPON TODAY!

CITADEL RECORD CLUB

Division of Longmes Symphonetie Society
Symphonette Square, Larchmont, N.Y. 10538

I Enroll me in the club for ali the privileges described in the advertise-
ment. | get FREE kit including SCHWANN cataiog plus two bonus big
| books. 1AM NOT OBLIGATED TO BUY ANY RECORDS . .

any label.
l trial membership and send the $1 Record Bonus Certiticate which |

to 55¢ on those | really want, any artist,

can use toward my first purchase as a lifetime member.

] Mr.

[J Mrs.
[] Miss
ADDRESS

I [[] NO—Do not enroll me but tell me if | have won. | have copied |

number from card bound in this magazine

I Number
C.S. Inc. (Ptease print carefutly)

APRIL 1969

1 ANY RECORD, ANY ARTIST, ANY LABEL, ANY KIND OF MUSIC!

What do you prefer? Popular? Classical? Broadway Show
Rock and roll” Movie er TV themes? Order Herb Alpert. Barbra
Streisand, Robert Goulet. Dean Martin, Frank Sinatra, Herman s
Hermits. any oniginal Broadway Cast.  you name it, +f it's in print
you have 1t at a guaranteed 35% off manufacturer’s kst price
often as high as 55%. Even includes imported labels and hard to
find specialties

3 IRON CLAD GUARAMTEE: FACTORY-FRESH RECORDS, MOST
SEALED !N PLASTIC Any record that passes our inspection
team and 1s imperfect, 15 replaced without additional ccsl to you
4 24 HOUR SERVICE IN MOST CASES! Your orders mailed
promptly  mostly within 24 hours of receipt of order
No faster service anywhere

YOU ARE NOT REQUIRED TO BUY ANY RECORDS AT ALL! Buy as
many or as few records as you need—records of your choice!

i T

) Nlh ’h'l. M 'lo W AP

certified bY
ol Wnes
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n1e3

THE HRAT OF

FREE MEMBERSHIP KIT INCLUDES 300-PAGE SCHWANN CATA-
LOG PLUS TWO OTHER BIG BOOKS! As a member you get the

famous SCHWANN catatog which ists more than 30,000 long-play
records now available Same book used by the biggest stores

tells you the manufacturers’ suggsted prices and other informa
tion And you get two BONUS BIG BOOK CATALOGS listing specral
bargains and current top sellers Al FREE with trial membership

6 *“MONEY-BACK" MEMBERSH{P—IUST LIKE A FREE TRIAL! In

order to introduce you to the tremendous advantages of mem
bership in The Citadet Record Club. we invite you to accept a three-
month trial for just $1 And—we will even give you a Record Bonus
Certificate wortk $1 toward your firsepurchase when you become a
lifetrme member  just uke a FREE trial Remember—every Citadel
Club membership 1s for the entire family. Your chiidren can order
and save Any member of your family can order records . and
save. Bul—try us out Mail the cougon today for the special
Three-month trial for onty $1

but save up
Bill me for $1

775-022
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TYPICAL CITADEL RECORD CLUB SUPER-BARGAINS
Mormal | Citadel Normal | Citade!
. List Special List | Specia!
' Pertormer Price Price Performer Price Price
' FRANK SINATRA A3 2.29 HERB ALPERT AND
——— — —— - — M SR
MANTOVANI A3 229 THE TIJUANA BRASS _ﬂ 2 19
| CONNIE rRANﬁ LJT’ T 2.29 BERBRA STRE!SAND ﬂ~?-319_ ]
| | LAWRENCE WELK 449 2.29 N, THE MONKEES .A-—?‘Qi 2.29_
(AL HIRT 1T a2 | 229 1 HERRY BELAFONTE 175 | 229 |
I ERICH LEINSDORF 7T 2.89 I"LEDNARD D BERNSTEIN | 579 2.99
| RAMSEY LEWIS 439 2.29 NAT KING COLE = 2.29
- . = = & —
BOBBY DARIN A9 _L 2.29 EDDY ARNOLD MQ'A_ 2'29,__
| TONY BENNETT A9 | 239 HENRY MANCINI w 2.29
l | COUNT BASIE A 2.29 GUY LOMBARDO | A i 32_9_
STAN GETZ AT 1 2.29 ROLLING STONES A 2.29
How sweepstakes works The Longines Symphonette has his magazine or persons less than 21 yea t age sh
reserved the described gifts for holders nv ucky number not oe eligible  Your enlry must 1 the ticial luchy
selected by electron omputers under the direction of number. and must be checked YES or NO Entries must be
the D L Biair Corp ation Each Lu hy Number coupon received by Mat h 31 1970 This sweepstakes 15 s.bject
submitted by an adult 21 years or 1l be checked to Federat, Sfate and local regulations Prize win
against the ofticia ;( of winmng numbers Emp oyees aers will re ihed by mail  You must return you
of The Longines Symphonette and its affiliates, or of Lucky Number t llect your prize
11
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over backward just a bit to make a case

a separate aesthetic of recorded music as op
posed to live music? Certain performing
faults characteristic of “live” music in this

country and in Europe are not found in th
same form or to the same extent in record

ing Inited St for

L /1 Ml

range. I have suffered through many per

formances in which nothing softer than
0 A yrodt d [4

the rule. In recordings this distortion of the
composer’s intent occurs less frequently
perhaps because of the intervention of re
cording engineers who can read the score
In Europe the corresponding fault in all but
the top ensembles is thythmic slackness, and
in this respect recordings are far better. My
point is that musical taste, among both per
formers and public, still has far to go, and
that emphasis on recording
medium would be unfortunate if it vitiated
he ] recti ] i
recordings can have on musical standards
as a whole.

On a different point, Mr. Salzman ref

tc t

g

e

[ Mgl
not be t Nd LoV th

rigidity in some public performances indi

i i tit
ward the music—and that one hears such
performances more often than one would like

because many artists view a concert appear

in which the money and prestige are t
gotten
KENNETH 1. ROTHMAN
Chicago, Il

Looking Backward
@® 1 very much enjoyed Larry Klein’s fine
art y b,

DWW

e 1<

as

-

flection, and timbre of the persons speaking

L'J'\‘vrvr‘ F ROTHMANN

S Wash,

The Home Conductor
@® Now that Arthur Matthews has exposed

o (January)

more dramatic flourishes are just not musi
cally correct. Here 1 was conducting some
C
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This is more amplifier
than you may think you need.

But after you see the price,
settle for less.

b=

_why

The EICO “Cortina 3150" all-silicon
solid-state 150 watt stereo ampilifier is truly
a lot of amplifier. it combines wide-range
preamplifiers, controls, and power ampli-
fiers, all on one uniquely compact chassis. It
delivers clean power to two sets of speaker
systems, stereo headphones (for which
there is a jack on the front panel) and a
tape recorder. The Cortina “3150” gives you
complete control facilities.

Most people think that, while all this
would be very nice to have they don't want
to pay a lot of extra money for it.

We agree. That's why we designed the
“3150.” Fully wired it costs $225.00. If you
want to buy it as a kit — and it is a particu-
larly easy kit to assemble because of our
advanced modular circuitry techniques —
It's a mere $149.95. The beautiful Danish

ragt

BALANCE TREBLE

walnut vinyl clad cabinet is included a: no
additionzl cost. At these prices, the “3150"
is no longer a luxury. It's virtually a neces-
sity. The power delivered by the “3150" is
enough to give faithful reproduction of the
highest p=aks in music even when it is used
with inefficient speaker systems.

The *3150" gives you mrore than  ust
power. W'th both channels driven the har-
monic distortion is /ess than 2.1%, IM dis-
tortion is less than 0.6%, frequency re-
sponse is =£1.5db, 5Hz to 30 KHz, all at full
output, hum and noise 75db below rated
output; cnannel separation is more than
50db; input sensitivity is 4.7MV at magnetic
phono input, 280MV at all other inputs.

Phase shift distortion is negligible cue
to the differential amplifier input circuit
and the transformerless drive-r and output

SPEAKERS

3150I ALIZON B )».;1 ) sTAYE

Main

PEMTS

cortina

circuits. All electronic protection (no fuses)
ot output transistors and speakers makes
overloads and shorts impossible.

The “3150" also provides ten versatile
centrol facilities: volume, balance, full range
bass and treble controls. Input Selector
{chono, tuner, aux), tape monitor, loudness
ccntour, low and high cut filters, and
speakers system selector switches.

See and hear this most advanced of all
silicon solid-state amplifiers at your EICO
dealer. We are confident it will quickly
change your mind as to how much ampli-
fier you really need.

cortina by “£rcoy

De=gned. manufactured In U.S.A. and guaranteed by EICO.

See the complete Cortina® Line at your EICO Dealer.

"'"The EICO Cortina Series are
tow-cost audio components that

N

11 aal

i

Cortina 3570 70-Watt All

Solid-State FM Stereo Receiver

for $169.95 kit, $259.95

wired, including cabinet.

Pre-assembled

look and sound like high
cost components.

Popular Science Magazine.

Cortina 3070 a full capability
70-Watt All Silicon Solid-State
Stereo Amplifier for $99.95 kit,
$139.95 wired, including cabinet.
Cortina 3200 Solid-State
Automatic FM Stereo Tuner for
$99.95 Kit, $139.95 wired,
including cabinet.

Sound n' Color is an exciting
innovation in the home
entertainment field. it adds a
new dimension to your musical
enjoyment. See the music

you hear spring to life as a
vibrant, ever shifting interplay
of colors.

See every tone, every note,
every combination of insiruments
create its own vivid pattern
EICO Model 3440-—Kit $49.95,
Wired $79.95.

and pre-aligned
front end,
multipiex, and
IF circuits
speed and
simplify
assembly
you'll enjoy
building this
deluxe Kkit.

¢

{ B AE N Ral Nl ol § I alx

New Cortirva 3770 70-Watt

All Solid-State AM/FM Stereo
Receiver for $189.95 kit,

$279.95 wired, including cabinet.

EICO Electronic Instrument Co., Inc.

283

Te!l me where | can have a free Cortina demonstratio
Send me free 32-page catalog on EICO’s 200 "best-bu

Malta Street. Brookilyn, N.Y. 11207

Name _ _

Add

City

ress.

State_______



Now you can sit anywhere... hear

- wo Grenadiers can make any
sound like Carnegie Hall...
atter waere you put them.
ecause they’re the only speaker
=ms totally engineered for full-
asion, full-fidelity stereo.
v=u hear lifelike, perfectly-bal-
3 bass everywhere, because

Crenadie- woafers face downward.
Mo other placement gives vou such
instant, full-circle sound cisoersion.
Mo otherdesign el minates standing
wawes for uniform sound throeugh-
cutthe room, full-bodied sound that
doesn’t reed walls or corexs o re-
infcrce it

THE ROYAL GRENADIER 9000

$293.95 Other Grenadier speakes systams from $179.95

You hear all the highs wherever
you are, because Grenadier’s wide-
angle acoustic lens spreads the music
across a 160° arc...-more than
double the dispersion of ordinary
speakers, with no need to aim or
angle.

What you hear is spectacular

sound: music as only Grenadier's
massive drivers can reproduce it.
Bass all the way down to 20 cycles
from a 15-inch woofer built around
an 18-pound ceramic magnet struc-
ture. Living presence from a match-
less midrange directradiator. Crystal-
pure highs through an ultrasonic




everything. Perfectly.

domed tweeter with a low-mas Or to make your living room
“aluminum voice coil. sound like one.
All together, a three-way systam

"with enough magnetic power to lift
a ton of steel. A speaker system that ] I
can turn 100 watts of amplif e~ E EMPIRE

power into enough music to fil a Empire Scientific Corp.
concert hall. 1055 Stewart Ave., Garden City, N.Y.

e
/

INSTITLTE OF

HIGH ﬂcllEllTY




to the finest automatic turntable in the world! ELPA’S

Your records are cut by a stylus with a 15°
vertical tracking angle. Play them back the
same way for optimum fidelity. The ELPA
PE-2020 is the only automatic turntable
especially designed to track a stack
at 15°!

It you're settling for less than the
PE-2020 you're making do with less
than the best! ELPA PE-2020 $129.95
less base

-

Endorsed by Elpa becausz it successfully meets the stringent stand-
ards of performance Eipa demands. Write for full PE details. ‘

Elpa Marketing Industries, Inc., New Hyde Park, N, Y. 11040
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RECORD or TAPE

We on ANY LABEL!

@“""Z‘%’g“" "WORLD'S LARGEST SELECTION
t" AT LOWEST DISCOUNT PRICES |

“Where the Schwann Catalog is a reality and the record buyar |
is king.” IRVING KOLODIN, Saturday Review

e COLUMBIA FREE MAILING AND HANDLING |
(M) ) LONDOX, RECORDS ANYWHERE IN U.S.A.! .
“Sxeaet ® THE PRICE OF THE RECORD IS ALL YOU

EVER PAY! YOUR ORDER GETS INSTANT
&l SERVICE—PROCESSED DAY RECEIVED!
l'nim B KING KAROL RETAIL STORES ALWAYS HAVE ALL THE

RECORDS AND TAPES ALL THE TIME!

WEST SIOE EAST SIDE
111 westa2 ateth ave. @ 940 3rd Ave, at 57 St.

ANY record or tape mentioned or advertised in this
pudlication is available thru KING KAROL'S world
famous mail-order service! |

FREE Shipping Anywhere in USA and APO & FPO Ad-
dresses! (Add 15% for Foreign Shipments-Mini-
mum Charge $1.50) Send check or M.0. with order.

KING KAROL RECORDS

P.0. Box 629, Times Sq. Station, New York, N. Y. 10036

List Prices
$1.89 to 1.98. . . .
2.39 to 2.50. ..
2.79

. FREE Dept. SR-4

SCHWANN

CATALOG 379 ¢ 3.98. e
ith . o 3.98. .. ... Enclosed find .
itial 4.79 to 4.98. ... N;,CWE ed find $ Send to
Order! 5.79 to S.98. .. ., .
Tar compint gt 6.79 to 6.98B. . . . ., . ADDRESS . =
TAPES — Y4 OFF CATALOG PRicE! Jlil c1Tv STATE . zp

*N.Y. State residents piease include local Sales Taxes
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of the finest orchestras in the world—incor
rectly! Afrer studyving the correct method, |
conducted one complete symphony, just to
make sure | had it down pat, but found
that the orchestra did not sound up to par
I then went back to my normal uneducated,
spasmodic method and found it improved
the performance immeasurably. T must con
clude from this that musical education can
be dangerous and should be avoided at all
costs.

Stantey G. NEUFKID

Oklahoma City, Okla

® | can’t remember any article I've ever
read that had me in stitches, but Arthur
Matthews' "Art of Conducting” hit a bulls.
eye. For years, whenever my wife caught me
conducting before my sterco speakers, she'd
wag her head and say, "Oh boy, if the cuvs
with the white jackets saw you now! I
showed the article to her to prove I'm not
the only nut who likes to imagine he’s Tos-
canini or Ormandy or Bernstein.

GrorGE GaUDIO

Palatine, 111

Dorothy Maynor
® Thank vou for William Seward's timely
article on Dorothy Maynor (January). She
sang with a peculiar and personal kind of
passton that communicated itself instantly to

sensitive listencr. Her interpretation of
Were You There? at a concert thirty-five
years ago is something I shall never forget:
it will always be a high point in my listen
ing life.

Maynor's oneness with her audience has
been equalled in my experience only by Gal

-Curci and by Piaf; it has never heen ex
ceeded. T have treasured for many years my
copies of her 78-rpm recordings of both
"Depuiv le jour” and “Ach. ich [ibls," as
well as that of an air from Semele, and 1 am
anxiously awaiting their reissue by RCA

More power to her and her school !

RarpH NATHANSON
Oakland. Cal.

Mozart’s Symphony No. 37

® Tor many months | have enjoved
mensely Martin - Bookspan's "Basic Reper
toire” articles in STEREO REVIEW, They are
extremely interesting, and  an  excellent
guide to the best performances available,

In casually looking through the Schwann
catalog listings of Mozart's music. | discov
ered a most interesting thing. Apparently
Mozart did not compose a Symphony No
37. 1 wondered if, in his research for the
‘Basic Repertoire” articles, Mr. Bookspar
has secn any evidence that there is a Sym
phony No. 37 by Mozart, perhaps an incom
plete sketch for piano or orchestra ?

WILLIAMS \Y
Elmhurst, N Y

JONES

Mozart’s “"Symphony No. 37. K. 444" is.
ar least in part. real and existing. 1t con
sists of a slow introduction to a Symphon
n G Major by Michael Haydn. A recordin
of the composite work is arailible on W es
minster 18146 (mono only) by the Philhar
monic Symphony Oichestra of London un
der the direction of Erich Leinsdor.

Directory of Recordings Collectors

® As an avid collector of soundtrack and

original-cast albums, 1 am wondering if
(Continued on page 18)
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FAIRFA

You will be the one. After you compare, shop, check and evaluate, you
will arrive at the “‘moment of truth” irn high fidelity sound as you select
your speaker system. At that moment, you will find these facts irrefut-
able — “the Fairfax FX-100 speaker is the finest high fidelity value
available togday! It offers sound you'll want 1o live with year after year.
Clear, crisp, balanced sound. Sound that has the natural presence of
the source itself. We think you'll agree after comparing the FX-100
with brands that sell for twice as much and more. Ask your dealer for
a demonstration. Prove it to yourself in your own ‘“‘moment of truth”.

FAIRFAX INDUSTRIES, Inc.

system; freq. response 35-20,000 Hz;
8 ohm impedance; 30 watt rating;
precision narrow band crossover net-
work: oil fillad capacitors; 8" bass/
midrange driver; speclal 312" tweeter;
high frequency and midrange attenu-
ation controls; sealed acoustical wood
cabinet; 21* x 7% x 12"; natural wal-
nut veneer finish; 5 year guarantee.

Sugg. List Price — $89.50

165 Ward Street = Paterson, N.J. 07505 + (201) 684-0669
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there are any other collectors who would
like to exchange correspondence and possibly
records that we have or can fnd dupli-
cates of.
RoBERT HoOLLADAY
Abilene, Tex.

Collectars such as Mr. Holladay now have
arailable 1o 1them a listing of their kind—
and many other kinds—in A Preliminary Di-
rectory of Sound Recordings Collections in
the United States and Canada, Prepared in
1967 by a committee of the Association for
Recorded Sound Collections, the publication
is available for $3.00 (check or money order
must accompany the order) from the Library
Saler Shop of the New York Public Library,
Fifth Avenne and 42nd 1., New York, N. Y.

Cutting Rachmaninoff
® Regarding David Hall's review (January)
of the Weissenberg recording of Rachman-
inoff's Third Piano Concerto, he says that this
recording uses the “revised version . . .
played by the composer . . . with authorized
cuts. . . ." Does Mr. Hall know of a more
complete edition than the one I have, that
contained in the Schirmer two-piano reduc-
tion of the score? I don’t. But I do know that
this recording does not make the cuts the
composer made (ill-advisedly, 1 think) in his
recording with Ormandy. Please, Mr. Hall,
a clartfication.

DonaLp A. SHIPMAN

Los Angeles, Cal.

Mr. Hall replies: I blew 1his one—a

10018.

combination. 1 suppose, of too much mid-

uniGLUIB

saves you more
on more of what you want!

RECORDS TAPES STEREO GEAR BOOKS

Here are 10 facts about uniCLUB.
They are 10 reasons to clip the cou-
pon and join now!

1. Any LP or tape on every US. or foreign
label available. Columbia—Capitol —RCA —
London & 350 more. No exceptions.

2. You save a minimum of 35% on LP’s; 33%
on tapes and 25% on books.

LP's LIST unicLuB
$1.98 $1.35
2,98 1.95
3.79/98 2.49
4.79/98 3.09
5.79/98 3.79

3. You can save even more by taking advan-
tage of the regular extra discount “Specials.”
Save up to 80% off list price. Right now, for
example, the entire RCA Red-Seal catalog is
$2.75 mono; $3.25 stereo. The Vox $4.98 series
is $1.75 mono and stereo.
4. Never a requirement to buy. No monthly
“stop-order” forms to return. You receive just
what you order,
5. LIFETIME MEMBERSHIP
The club membership fee is $5. This is for life-
time privileges which are increasing all the time.
6. FREE CLUB MAGAZINE
Members regularly receive “uniGUIDE" advis-
ing them of the latest releases, recommended
best-buys and extra discount “‘Specials.” When
you join you receive a free 300-page Schwann
record catalog listing every available record
and its price. You receive a free Harrison tape
catalog if you specify.
7. FASTEST SERVICE ANYWHERE
Your orders are not only processed but shipped
the same day we receive them. This unique serv-
ice is possible because your orders are picked
from an inventory of over 250,000 LP’s & tapes.
You get factory-new sealed albums and tapes
only. Defects are fully returnable at no charge.
8. SAVE UP TO 50% ON

STEREO GEAR
Individual components or complete systems—

uniCLUB supplies hi-fidelity equipment of vir-
tually every manufacturer at tremendous sav-
ings. This month’s “Hi-Fi Special” is a Garrard
SL95 turntable; List $129.50, to members only
$83.00. _

9. BOOKS OF ALL PUBLISHERS

The Book Division —only uniCLUB has it — of-
fers members at least 25% off on any book in
print.* You get only original publishers’ edi-
tions. uniGUIDE lists best-sellers, just-pub-
lished works and book *‘Specials.”

*Texts are reduced 10%.

10. FOUR CLUBS IN ONE

uniCLUB is really a time-saver. It makes join-
ing many clubs unnecessary. Now you can buy
all your records, tapes, auto-cartridges, books
and stereo-gear from one convenient source.
We hope you'll join today!

SAVE MONEY EVEN ON YOUR
MEMBERSHIP FEE

Give gift memberships with full lifetime privi-
leges for only $2.50 each. Splitting the cost with
one other person lowers cost to $3.75; enrolling
five at a time brings cost down to only $3 each.

['Send my Free Schwann catalog; orde

my Free Schwann catalog; order

blanks & uniGUIDE by return mail. I
$5 enclosed guarantees me: |
I. LIFETIME MEMBERSHIP in uni- |

CLUB
2. 35%-80% savings on LP albums, ¥4 off |

on tapes, 25% on books. i
3. No requirements ever to buy anything.

Nothing will ever be sent until I order it, |
I must be delighted with uniCLUB or within |
30 days I will let you know and receive a |
full refund.

730 5th Avenue

Dept. HS 49y I
New York, N. Y. 10019

i

NAME |
ADDRESS I
ciTY STATE 1P I

| [ Send gift memberships at $2.50 each to names I
and addresses listed on attached sheet. |

LD I am also interested in pre-recorded tapes,

-
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night oil and having to write the review in
question away from home, ‘on the road’ out
West. A check of the 1910 Gurheil score
shows that Weissenberg does indeed play the
finale complete and uncur. The curs used by
Rachmaninoff himsell in his own recording
are detailed by John Culshaw in bis biograph-
ical study (Dobson, London, 1944).”

Beatling

® [ strongly object to the way the Beatles’
latest album, “The Beatles,” was treated in
your February issue. It was bad enough for
Don Heckman to be so reserved in his praise
for the record, but the height of insult was
its listing under the designation “recording
of special merit,” That's like saying the
Philadelphia Orchestra is a passably good
orchestra.

[, at least, expected ““The Beatles” to be
included among the best recordings of the
month. As a matter of fact, I think it should
be immediately declared the Recording of the
Year, as no recording could ever possibly be
better this year or any year.

Mark M. Urkowirz
Philadelphia, Pa.

® [ would like to say that the review by Don
Heckman of the Beatles' new album in your
February issue hit the nail on the head as
far as T was concerned. This was an excellent
review of an excellent album, about the best
the Beatles have turned out, Now, as was
said after their previous album, where can
they go from here?

PauL VIFIRA

Billerica, Mass.

‘““Switched-On Bach”’
® [lowever Eric Salzman views the album
“Switched-On Bach™ (January)—i.e., campy
—one fact remains: it was the only selection
of a wide diversity of electronic music (rock
to pure, original Moog music) that produced
any request for more information from the
audience at an electronic-music lecture given
at the San Francisco Hi-Fi Show.
STEVEN D. RocGEgrs
Capitola, Cal.

De oustibus!

British Blues

® [ was amused at the contradictions be-
tween two record reviews in the January
issue, that of “An Anthology of British
Blues,” and of “In My Own Dream” by the
Butterield Blues Band. My amusement fled
when [ discovered that the same reviewer,
Don Heckman, had authored both! He at-
tacks the British artists as mere mimickers of
“black  American blues singers” and states
that “the blues .. . is a form of expression
created in a cultural milicu so restricted that
whites can experience it only in the abstract.”
Concerning the Butterfield band, he describes
Paul Butterficld as one of the few whites
capable of performing the blues, a talent he
attributes to Butterfield’s experience with
Chicago blues and “his ability to use the
blues as a truly personal form of expression.”
But Heckman stated in the first review men-
tioned that the form “can be employed by
white performers only in an imitative and
superficial manner.”

Should we choose to believe that Paul
Butterficld is an adequate blues performer
despite his white skin, is it not then conceiv-

(Continued on puage 22)
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@§ Here's an easy and convenient way for you to get addi- BddraRs
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you promptly and free of charge.
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Index.)
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@ This address is for our “Free Information Service”
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Review*, One Park Ave., New York, N.Y. 10016.
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Stereo Review's Free Information
Service can help you select everything
for your music system without leaving
your home.

By simply following the directions on
the reverse side of this page you will re-
ceive the answers to all your questions
about planning and purchasing records,
tapes and stereo systems: how much to
sp2nd, what components to buy first—
and from whom; which records are out-
standing and worthy of a spot in your
music library; how to get more out of
your present audio system; which turn.
table...cartridge...tuner... headphone
... oudspeaker...etc., will go with your
system. All this and much more.



The Cinerama Theatre
sound is Altec.

Here’s a library of all kinds of
sound. Bookshelf speakers. They’re
compact in size, but there’s enough
power here to fill any room with
rich, full-bodied music.

Start with the Corona. It has a
10” speaker, a direct, radiating 4”
tweeter, and it’s just under $90.
(You can’t find comparable sound
in other makes even in the $120
range.)

If you want more expression in
the high frequency end, choose the
Madera with its compression driver
and cast aluminum exponential
horn at only $149.50. It’s driven
by the same 10-pound magnet
structure that's used in professional
studio systems. And if you want
the finest bookshelf available at
any price, select the $179.50
Bolero.

Altec speakers are used in most
theatres, radio, TV, concert halls,
recording and motion picture stu-

dios. You’'ve heard their profes-
sional sound before. Now own a
pair. You can hear the difference
at any Altec Component Dealer.
Or write us for a catalog.

Altec Lansing, 1515 South
Manchester Ave., Anaheim, Cali-
fornia 92803.

[ ALTEC

| LANSINGe

@

A Divic'on of
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New
Releases irom
LONDOX .

RECORDS

Gilbert & Sullivan: THE PIRATES OF PENZANCE (with spoken
dialogue)

The D'Oyly Carte Opera. Company — The Royal Ph:lharmonic
Orchestra — Isidore Godfrey

OSA-1277

Handel: 12 CONCERTI GROSSI (Op. 6)

The Academy of St. Martin-In-The-Fields — Neville Marriner
CSA-2309 «

Schubert: 18 SONGS

Werner Krenn (tenor) with Gerald Moore (piano)
08-26063

MARILYN HORNE — BACH AND HANDEL ARIAS
Excerpts from Magnificat; Christmas Oratorio; St. Matthew
Passion; Messiah; Rodelinda

The Vienna Cantata Orchestra — Henry Lewis
08-26067

GWYNETH JONES — VERDI SCENES
Excerpts from Aida; Don Carlo; Macbeth; Otello
The Orchestra of the Royal Opera House, Covent Garden —

Edward Downes
05-26081

Bach; EASTER ORATORIO

Elly Ameling, Helen Watts, Werner Krenn, Tom Krause — The
Wiener Akademiechor — The Stuttgart Chamber Orzhestra — Karl
Miinchinger

0S-26100

Dvotak: OVERTURES

In Nature’s Realm; Carnival; Othello; Scherzo Capriccioso

The London Symphony Orchestra — Istvan Kertesx
CS-6574

Mozart: PIANO CONCERTO NO. 20 IN D MINOR (K. 466), PIANO
CONCERTO NO. 6 IN B FLAT MAJOR (K. 238)
Vliadimir Ashkenazy — The London Symphony Orchestra — Hans

Schmidt-Isserstedt
CS-6579

Sibelius: SYMPHONY NO. 4 IN A MINOR, TAPIGLA

The Vienna Philharmonic Orchestra — Lorin Maazel
CS-6592

Vivaldi: BASSOON CONCERTO IN A MINOR

Weber: BASSOON CONCERTO IN F MAJOR

Hummel: TRUMPET CONC%RTO IN E FLAT MAJOR

L. Mozart: TRUMPET CONCERTO IN D MAJOR

Henri Helaerts (bassoon), Michel Cuvit (trumpe*) — L’'Orchestre

de la Suisse Romande — Ernest Ansermet
CS-6603

CIRCLE NO. 36 ON READER SERVICE CARD

able that some British musician may acquire
v satisfactory background in the blues and
be able also to express his personal feelings
in a stvle that he finds both comfortable
and usable” 7 In comparison, [ cite John
Mayall, whose ¢nsemble work closelv paral
lels Butterfield's. And few blues fans would
deny that Eric Clapton has contributed more
to music than mimickry of some black meth
od of playing the guitar.
Davip . BRowN
Meadville, P

lmprove Your Tape Library
@ ilurrah for StErREo REvVIEW! You have
included with each month's issue a do-it
voursell  improve-the-look-of-vour-tape-li -
brary kit! All one necds to get started is :
pair of scissors and some rubber cement.
Simply cut out the cover portrait of cach is
sue and glue it to a seven-inch-reel tape box
of vour choice. The February issue’s " Young
Woman with a Violin” cover doesn’t much
resembic Arthur Grumiaux or Isaac Stern
but it fits nicely and appropriately on e
cordings of their masterful performances
Corn? Not at all. In these days when ad
vanced electronic technology has made it pos
sible for the amateur recordist buy
most everything he needs, readv-made, to
support his hobby, STrRFO REVIEW s still
contributing to the imaginative and creative
parts of readers’ psyches.,

Capr. GEOFFREY W. TUPPER

Fort Bragg, N. C

Sibelius
@® \Ve of the Sibelius Socicty of Northern
New Jersev are rather taken aback by Eric
Salzman's out-of-hand dismissal of the sym
phonic venrre of Jean Sibelius. Tt is impos-
sible to agree with this critic’s assertion in
his review ot Elgar’s Second Symphony (Jan
varv) that this work is superior to the sym-
phontes of Sibelius.
fr has become fashionable to downgrade

Sibelius in critical circles. This unjustified
attack on one of the most profound musica
creators of our century is very distressing in
view of the acclaim formerly accorded the
Finnish composer. Your commitment to Si
belius was amply demonsirated in the Sep
tember, 1965, issue, when vour unusually
perceptive writer David Hall contributed
superb article on Sibelius and Nielsen. W
sincerely hope that this commitiment has not
been replaced by modish subservience to fad
dish composers like Tves and Stockhausen.

A. R. CARLSON

ROBERT RUBINSTEIN

Cresskill, N. J.

David Diamond
@ MNMr. Joe R, Feagin's letter in your No
vember issue apropos the insufficient record
imgs of the music of Peter Mennin and others
bronught to mind a very serious indifierence
to the music of one of the top—and to my
mind, the very top—contemporary sympho-
nists who today has only one of his magnif-
icent cight symphonies in the Schwann cata
log. This composer is David Diamond, a truc
individualist in his music. Why hasn’t Or
mandy recorded the Seventh Symphony the
Philadelphia Orchestra has played so bril
liantly? Or Bernstein the moving and beau
tiful Fifth? And how about a Great Ameri-
can Composers proftle on David Diamond?
B. Rosert HURVEY
Bloomington, Ind.
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Equip it with today’s most advanced cartridge, the new
Elac 444-E. The Elac 444-F and the Elac/Miracord 50H
have much in common. Both are made by ELAC of West
GCermany. Both have recently received national recog-
nition. The Miracord 50H is acclaimed by leading high
fidelity editors and experts. Elac 444-E rated superior
by 50 discerning high fidelity salesmen. These experts

tested the Elac 444-F in their home systems and comn-
pared it to their present cartridges. A few comments:

“Agreat groove-tameriforthestraight-from-the-studio
sound lover! All of today’s terms won't describe the
utmost enjoyment | experienced””

“..probably one of the finest cartridges I've had the
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privilege to evaluare. ! find it superior in all respects”

The Miracord 50H automatic turntable with the Elac
443-E cartridge is about the finest record playback sys-
tem available today. The Elac 344-F cartridge is an excel-
lent choice with the Miracord 620 (also highly ac-
claimed by the experts.) Elac offers a complete selec-
tion of cartridges from $24.95 to $69.30. Miracord, a
choice of automatic turntables from $99.50 to $159.50.

Hear them today. Benjamin Eiectronic Sound Corp.,
Farmingdale, N.Y. 11735. Canada: White Electronics, Ont.

ELAC/MIRACORD

.




On July 3, 1916, Peter Jensen
gave man the voice of a giant.

Using a one-inch coil and a nickel-silver three inch cor-
rugated diaphragm, this venturesome young man set out to
give the spoken word carrying power it never had before.
Mounting his goose-neck contraption on a rooftop, and
using a heavy current-carrying microphone system, he
produced a sound that could be heard across California’s
Napa Valley ... an “incredible” distance of one mile!

And so an industry was born,

93 years and*

STEREO REVIEW




The company Peter Jensen founded continues to
thrive on innovation and technical excellence.
We’ve been associated with practically every
major advance in the industry, from the first
direct radiator tweeter to the first bass reflex
enclosure, to the first “triaxial” loudspeaker.

Now comes the newest adventure in lis-
tening—jensen’s TF-25,two-speaker, two-
way loudspeaker system, “The Enticer.”
Only about the size of a breadbox, but
with a hi-performance efficiency.
Dura-syn walnut finish. $89.50. The
Hirsch-Houck independent testing
laboratories describe it this way:

“The Jensen TF-25 has a balanced,
uncolored sound which can be
listened to for hours without fa-
tigue. It never seems ‘bass-shy’,
but rather has a solid non-
boomy bottom end response.
We can only agree with jen-
sen’s statements and claims.”

For the complete Hirsch-
Houck report on the TF-25
and. Jensen’s new catalog,
write: Jensen Manufactur-
ing Division, The Muter

Company, 5655 West 73rd
St., Chicago, lllinois 60638
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v

~

&
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See the man with
the button—your
Jensen dealer—
today.
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NEW PRODUCTS

A ROUNDUP OF THE LATEST HIGH-FIDELITY EQUIPMENT

® Pioneer has introduced the
Model SE-20 stereo headphones.
Specifications include a frequency
response of 20 to 18,000 Hz, an
impedance of 8 ohms, and a maxi-
mum power-handling capacity of
1 watt. The ear cushions are sim-
ulated kid leather. The head-
phones come with an eight-foot cord terminated with a
standard three-conductor sterco phone plug. Weight of
the headphones without the cord is 13 ounces. Price, in-
cluding a satin-lined, leather-grained storage case: $19.95.
Circle 146 on reader service card

® Scott's ncw Model 312C stereo FM receiver uses field-
cffect transistors (FET's), integrated circuits (IC's), and
4 quartz-crystal lattice filter in the if. section. The output
power is rated at 30 continuous watts per channel, one
channel driven, into 8 ohms at 0.8 per cent harmonic dis-
tortion. The amplifier scction has a frequency response of
20 to 20,000 Hz #=1 dB, and a signal-to-noisc¢ ratio of 55
dB at the low-level phono inputs. The FM-tuner section

has a sensitivity of 1.9 microvolts (IHF), a capture ratio
of 2.5 dB, and a signal-to-noisc ratio of 60 dB.

The controls include a four-position input-selector switch,
volume, balance, and separate bass and treble for each
channel. A row of pushbuttons controls main and remote
speakers on/off, high-frequency filter, loudness compensa-
tion, tape monitor, mono or sterco mode, and interstation-
noise muting. In addition to a signal-strength tuning meter
and a stereo-broadcast indicator, there is a “perfect-tune”
light that goes on when the receiver is tuned to the exact
center of a broadcast channel. Overall dimensions of the
unit are 5 x 115 x 15%, inches. An optional walnut cn-
closure is available. Price: $259.95.

Circle 147 on reader service card

® Tapesonic has intro-
duced its new Model 70-
TRS stereo tape deck. The
all-solid-state, three-speed
(15, 715, and 3%, ips)
machine has a 10l4-inch
reel capacity. Its specifica-
tions include a frequency
response of 35 to 26.000
Hz =2 dB at 15 ips, 30
to 20,000 Hz =2 dB at
714 ips. and 30 to 10,000
Hz =3 dB at 3%, ips. The
signal-to-noise ratios at the thice specds are, respectively,
56 dB, 53 dB, and 50 dB. The pushbutton-operated trans-
port is solenoid controlled and is adaptable to remote con-
trol. Each channel has mixable microphone and auxiliary
inputs. The -{15-inch VU meters that are used to set record
levels can be switched to check bias levels. The deck is
available with either half- or quarter-track sterco heads
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and comes without a case for rack mounting or custom
installation. Price: $615. The portable carrying case (shown)
costs $3-1.50.

Circle 148 o yeader service card

s

® Eastman Sound has intro-
duced the Martin “Prismatic Re-
flector” speaker system. The three-
way system uses internal divergent
reflective lenses and mixing cham-
bers to control dispersion of its
various elements. The system is
designed so that sound is also re-
flected from the foor and wall. A
total of five drivers are used: a
9-inch woofer, a 6-inch mid-range,
two 31h-inch twecters, and a 2-
inch tweeter. The crossover frequencies are 170 and -i,500
Hz. and controls are provided for the mid- and high-fre-
quency response. Overall frequency response of the -i-ohm
system is 30 to 18,000 Hz. Minimum recommended ampli-
fier power is 15 watts. Overall dimensions of the system
are 16V4 x 1614 x 25 inches. The enclosure is finished in
Formica and is available in cither wood grains or solid
colors. Price: $300.
Circle 149 on reader service card

® Sylvania's SCI120 “Sterco Cube” comprises an AM/
sterco FM receiver, a Garrard record changer, and two
air-suspension speaker systems. Receiver and changer arc
installed in a wood-finish cabinet mounted on casters. The
speakers can be stored, when not in use, atop the central
equipment cabinet. The receiver’'s amplifier section has an
output power of 20 watts IHF music power, a frequency
response of 15 to 10,000 Hz, and harmonic distortion of

fess than 2 per cent at 5 watts per channcl. The FM tuner
has a sensitivity of i microvolts and a capture ratio of
3.5 dB. The controls include loudness, bass, treble, and
balance. Jacks are provided for a tape-recorder input and
for the remote speakers. The cabinet measures 185 x 2334
x 23% inches. Each speaker system has a 6-inch woofer
and a 3-inch tweeter. The enclosure dimensions are 8 x 11
x 7 inches. The entire system is available in either walnut
or rosewood finish. Price: $229.95.
Circle 150 on reader service card

©® Olson Electronics is importing the new Model RA-999
AM/stereo FM receiver, rated at 150 watts total music
power output (IHF). Other amplifier-section specifications
include a frequency response of 30 to 20,000 Hz +=3 dB
and a signal-to-noise ratio of 55 dB at the low-level phono
inputs. The FM-tuner section has field-cffect transistors
and integrated circuits, Tuner specifications  include a
(Comtinued on page 28)
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press
comment ..

-~
AMERICAN

record
g"'de (Larry Zide)

“In choral works and other music of relatively ‘heavy’ content, the AR-3a simply
eliminates any mid-range lack of clarity . . . | find myself repeating what | said in 1959
{about the AR-3}. The AR-3a. . . easily succeeds its prototype as a speaker that

| consider ‘as close to musical realism in the home . . . as the present state cf the

art permits.” In a word, it's superb.”

HIGH FIDELITY {Norman Eisenberg)

“Our reaction on first hearing the AR-3a was {an] . . . enthusiastic one which has

not diminished after weeks of listening ... in normal use, predominantly fundamental
bass is evident to about 30 Hz .. . Tones in the 13 to 14 kHz region can be heard
clearly at least 60 degrees off axis . . . at [high] levels, the speakers sounded
magnificent ... On any material we fed to them, our pair of AR-3a’s responded
neutrally, lending no coloration of their own to the sound.”

HiFi/SerCOROVIEW  orech srouek Labororories

“ .. the best speaker frequency response curve we have ever measured using our
present test set-up . .. virtually perfect dispersion at all frequencies — perhaps the
most non-directional forward-facing speaker we have ever tested. . .

AR speakers set new standards for low-distortion, low-frequency reproduction,

and in our view have never been surpassed in this respect.”

CHICAGO DAILY NEWS (Bernard Jacobson)

“_..I'have heard many stereo setups, both professional and non-professionat,
in my time, but this is the most unobtrusive. .. the most faithful, record
reproduction I've ever heard.”

The AR-3a is priced from $225 to $250, depending on cabinet finish. Literature is available
for the asking.

ACOUSTIC RESEARCH, INC., 24 Thorndike Street, Cambridge, Mass. 02141,

Overseas Inquiries: Write to AR International at above address
CIRCLE NO. 1 ON READER SERVICE CARD
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NEW PRODUCTS

A ROUNDUP OF THE LATEST HIGH-FIDELITY EQUIPMENT

sensitivity of 1.5 microvolts (IHF) and sterco scparation
of 30 dB.

In addition to volume, balance, bass, and treble, the
controls include a four-position speaker-selector switch,
tuning, and a five-position input selector. Six flip switches
control sterco or mono mode, tape monitor, loudness com-
pensation, interstation noise, muting, and high- and low-

frequency hiters. A hinged plastic door on the front panel
conceals an extra sct of tape input and output jacks. There
is also a front-panel headphone jack. Overall dimensions
of the receiver are 1815 x 1415 x 5%, inches. The remov-
able top panel of the receiver’s oiled-walnut cabinet can
be cut out to accept a turntable. Price, including the cabi-
net: 8§250.
Circle 151 on reader service card

® Craig has added the
Model 3116 to its line of
automobile tape-cartridge
players. The 3116 plays
both four- and eight-track
tapes. Track switching s
automatic for all cight-track cartridges and for those four-
track cartridges that have a sensing-foil strip. A front-
panel pushbutton permits manual program changing. A
jack on the rear of the unit is provided for connecting a
remote-control switch. Specifications of the unit include a
frequency response of 70 to 10,000 Hz, a signal-to-noisc
ratio of better than 10 dB, wow and flutter of less than
0.25 per cent, and adjacent-channel crosstalk of better
than —40 dB. The built-in stereo amplifier is rated at 22
watts total “peak” power output.

The controls include volume, balance. tone, and a
cartridge-cject pushbutton. Program-indicator lights show
which pair of stereo tracks is playing. Overall dimensions
of the unit are 105 x 7%, x 27 inches. List price:
S109.95.

Circle 152 on reuder service card

; ® Sony has introduced the
| PS-1800 turntable/tone-arm
system. The two-speed turn-

| table (3314 and 45 rpm) is
g driven by a servo-controlled
motor, the speed of which is
independent of hoth line fre-
quency and voltage. Wow and
: W flutter arc less than 0.08 per
cent rms and the signal-to-noise ratio is better than 60 dB
(NAB Standard). A pitch control permits varying the
turntable speed by =4 per cent. The tone arm is of static-
balance design and has a skating-force adjustment. Track-
ing force can be adjusted from 0 to 3 grams. The arm has
a plug-in cartridge shell and accepts cartridges weighing
up to 11 grams. At the end of the record, a special mag-
netic-diode sensing device activates the tone-arm lift, re-
turns the arm to its rest position, and shuts off the turn-
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table. The arm can be lifted from the record during play

by pressing a pushbutton on the front of the turntable

base. Overall dimensions of the turntable are 7'44 x 1954

x 164 inches. Price, including base and dust cover: $199.50.
Circle 153 on reader service card

® Orrtronics has introduced the Automate 8 cight-track
stereo tape-cartridge player. The unit comes with a gimbal
mounting bracket for installation cither under the dash
board or on top of the transmission hump. A switch on
the rear of the player permits it to be used with either
12-volt negative- or positive-ground electrical systems.
Specifications of the unit include a frequency response of

50 to 10,000 Hz, flutter and wow of 0.25 per cent, and a
signal-to-noise ratio of 40 dB. The built-in stereo amplifier
has an output power of 3 watts rms per channel. The con-
trols include volume, balance, a pushbutton manual pro-
gram selector, and a three-position tone-control switch. An
indicator light shows which pair of tracks is being played.
Overall dimensions of the unit are 7 x 84 x 315 inches.
Price, including two 3 x S-inch speakers in plastic enclos-
ures: $89.95,
Circle 154 on reader service card

® Allied's Model 2370
is a three-way speaker
system available cither
assembled or in kit form.
The drivers include a
12-inch  acoustic-suspen-
sion  woofer with re-
sponse down to 20 Hz,
and compression-type mid-range and tweeter, both using
diffraction horns. The crossover frequencies are 1,000 and
5,000 Hz. System power-handling capacity is 35 watts and
impedance is 8 ohms. Tweeter and mid-range level con-
trols arc mounted on the rear of the enclosure. The kit
version of the speaker includes oil for finishing the walnut-
vencered panels. Overall dimensions of the enclosure are
14 x 25 x 13 inches. Price: $99.95 in kit form, $119.95
assembled.

Circle 155 on reader sertvice curd

® Panasonic has announced
the Model RQ-209S “Allendale”
portable cassette recorder. Pow-
cred either from four “C” cells
or the a.c. ling, the unit has a
built-in 115-watt amplifier and a
315-inch speaker. The recorder
~ . is controlled by six piano keys.
=” There is no manual record-level

control; levels are set by an auto-
matic record-level circuit. Fast forward and rewind time
for a C-60 cassette is about 90 seconds. Overall dimensions
of the recorder are S5 x 2% x 1014 inches. The weight
is 3 pounds. Price, including an earphone and a remote-
control microphone: $49.95.

Circle 156 on reader service card
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The only way
to stop it
is to turn it off.

The Craig 2402 can be programmed to continuously repeat the
forward/reverse cycle. Automatically. Until you turn it off.

It can also be programmed to go forward and reverse automatically
and return to the starting position. And stop.

Or, just go forward and stop.

The Craig 2402 Auto Reverse Stereo Tape Recorder is all you'll ever need. It has everything. It
does everything. All automatically. Besides a more sophisticated ard flexible reversing system,
it features built-in sound-on-sound and sound-with-sound, three speeds,
detachable hi-compliance speakers and streamlined styling for opera-
tional convenience. The Craig 2402 is unegualled performance at just
$349.95*. The beautiful deck version (model 2405 shown at left) fits
into any component stereo system. Just $289.95*. Visit your Craig dealer
now for a full demonstration.

T :EA I G
‘

CRAIG CORPORATION, Products Division, 2302 E. 15th St., Los Angeles, California 90021

CIRCLE NO. 11 ON READER SERVICE CARD
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BOGEN
THE END OF
DIAL-TWISTING.

B BOGEN

TUNING
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This is the receiver that tunes itself. Touch one
button to tune stations to the left; touch the other
to tune to the right. Raise your finger, and the
DB240 stops at the next station on the dial and
locks it in perfectly—better than you can tune
by hand. No knob-twiddling or meter-watching
needed. Another “first” from Bogen in a receiver
that anyone can afford.




Now—an all-electronic tuning system, including the dial. Electronic remcte control enit

No dial cord to slip or tear, no gears to wear. A state- provides volume controls for
of-the-art breakthrough offers you this extra measure of each channel and perfect
precision in this price range—exclusive with Bogen. control of balance, push-buttan

tuning right and left, even a
synchronous station-selectar
dial. WR-1 optionail, extra.

Manual tuning, too—with a

Get stations you never got before: Strong stations. difference: the tuning knob PRI
TUMNG

Weak stations. Stations crowded together on controls an electronic tuning
the dial. Because the new DB240 has an FET circuit, not atangle of
front end, for wide sensitivity range ... an mechanical parts. And if you q

: Integrated Circuit IF section for exceptional leave the manual knob pre- ) 3 @.':'aoeen
interference rejection and capture ratio . .. tuned to your favorite station,

/ revolutionary solid-state resonant ceramic IF that station will pop right in as V?‘LA";“
filters that give the DB240 its whopping 60 db soon as you switch from auto- L
selectivity—without realignment, ever. matic back to manual tuning.

0B 240 MANUAL /TUNING

R

1 2 3 RIGHT

=~ RS

Professionally precise control: Professional recording Mo accessory cab\inets
consoles use linear controls that slide insteac of turn. te buy: The Bocgen DB240
So does the DB240. You can adjust them more precisely— FM Stereo Receiver comes
and their positions indicate their settings graphically, complete in cabinet with
even from across the room. wa:nut side penels for

55 watts of power (IHF) Music Power onky $279.95.

-+ 1 db into 8 ohm speaker load.

RMS: 18 watts per channel at 0.7%
harmonic distortion. Electronic B o G E N

protection circuit provides full First name in high tidelity . . .
protection without need for dediczated to dependability
bothersome replacement of S~
speaker fuses. /LS- T—— )
\\/L ————— The team: LS! stands for Lear Siegler,Inc.
LEAR SIEGLER INC [ oo o MUNICATIONS DIVISION —and the latest in electromci
PARAMUS. NEW JEESEY 07652 rasearch. Bogen stands for 36 years

in pioneering ssund experience.
The DB240 is the result.
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You can tell it’s the Markgrafliches Opernhaus

The ultimate rest of a stereo cartridge isn’t the The acoustical characteristics that distinguish one hall
sound of the music. from another, or any hall from your listening room, represert the
It’s the sound of the hall. subtlest frequency and phase components of the recarded waveform.
Many of today’s smoother, better-tracking cartridges can They end up as extremely fine undulations of the record grocve,
reproduce instrumental and vocal timbres with considerable even finer than tke higher harmonics of most instruments.
naturalism. But scmething is often missing. That nice, undistorted When a cartridge reproduces these undulations with the utmost
sound seems to be coming from the speakers, or from nowhere in precision, you can hear the specific acoustics of the Markgrifliches
particular, rather than from the concert hall or opera stage. Opernhaus in Bayreuth, or of any other hall. If it doesn’t, you can't.
It’s easy to blame the recording, but often it’s the cartridge. The Stanton does.




The tracking was
excellent and distinctly
better in this respect than
any other cartridge we have tested...
The frequency response of
the Stanton 681EE was the
flattest of the cartridges
tested, within ==1dB over most

of the audio range.”
Hirsch-Houck Laboratories,
HiFi/Stereo Review, July, 1968. §

The specifications.*
Frequency response, from
10 Hz to 10kHz, =1/2 dB.
From 10kHz to 20kHz,
individually calibrated.
Nominal output, 0.7mV,‘cm/sec.
Nominal channel separation, 35dB.
Load resistance, 47K ohms.
Cable capacitance, 275 pF.
DC resistance, 1K ohms.
Inductance, 500mH.
Stylus tip, .0002"x .0009"elliptical.
Tracking force,3/s to 11/2 gm.
Cartridge weight, 5.5 gm.
Brush weight (self-supporting), 1gm.

*Each Stanton 681 is
tested and measured against the
laboratory standard for frequency
response, channel separation,
output, etc. The results are
written by hand on the
specifications enclosed with
every cartridge.

The 681EE, with elliptical
stylus and the “Longhair” brush
that cleans record grooves
before they reach the stylus,
costs $60. The 681T, identical
but with interchangeable
elliptical and conical styli
both included, costs $75.

For free literature, write
to Stanton Magnetics, Inc.,
Plainview, L.I.,, N.Y. 11803.

when you
listen with a
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Subjective Speaker Terminology
I have been following the speak-
e cr-system test reports in the
various high-fdelity magazines for about
six months, and T am puzzled by the
terms that keep reappearing in the re-
ports. What do expressions such as
“smooth,” “peaky,” "balanced,” “warm,”
“presence,” and so forth really mean?
And how do they relate to a speaker’s
measurcd characteristics?
WALTER BrivL
San Francisco, Calif.

We are running into the same
A. problent bere that icience has al-
ways faced: how to relare objectively
medsured  phenomena with subjective
hunan reiponse. Some of the terms used
to describe  speaker  somnd. snch  das
“snmooth” have veference io the shape
of the [requency-responie curve as well
as describing the effect on eur ears. The
oppasite of smooth wonld be "peaky.”
nredaning that theve are jagged peaks (or
dips) in the response cuvre that have
andible ffects. Peakiness in the bass is
winally beard as a boomy. hollow gual-
ity: peakiness in the mid-range is heard
as a nasal, “honky’ coloration: and
peakiness in the treble is winally heard
as shrilliess.

When a speaker is referred to as
“balanced” or producing baianced sound,
this wreans that a listener has the sub-
jective hupression of relaiive ervenness
of the bigh. middle. and low [requen-
cies. I other words. no part of the [re-
guency spectrum veceives undiue enphi-
sisc b Twarm” gquality would wsually
indicate an emphasis of the lower [re-
quencies. a qialny of “prevence” would
indicate an entphasis of the wid-range,
and a  Cbright” sound would indicate
enmphasis of the higher [requencies. The
termis “rranspasent” or “open” winally
refer to the lack of certain types of dis-
tortion and a swoothness in the tran-
Any blurring of the
sounds produced by triangles. cymbals,
or the initial attack of stringed or per-
cussion instrunients tends to credte a
sonic “reil which wonld canse the op-
]101/'18 of tram parency.

Alneovt all of the variows distortions
that prevent absolute fidelity in a speak-

sient  reiponse.

By LARRY KLEIN

er system ave veflected in the spedker’s
freaunency-response curves. if the curves
are taken by a microphone located in
front of and ar variows off-axis angles
ar the sides of the speaker.

Loudness Controls

Over the years T have read in
Q. your magazine what scems to
be a variety of snide comments in rela-
tion to loudness-compensation controls.
Exactly what is your stand on such
controls?

CHrsTER GUINAN
Detroit, Michigan

L don't think they are neceisary—
A. and the mannfacturers of hico
of the nost expemive preaniplifiers on
the narket seem to agree with me. The
story iy this: The pioneering studies of
the aconsticians Fleicher and Munson
shewed that at lower volunie levels the
ear’s vesponse to frequeincy extremes—
especially to low [requencies—is greatly
diinished. This nieans that. at low
listening levels. in order to hear the
sarie  velative  balance of bais  and
treble beard at normal listening lervels,
the treble shonld be boosted slightly and
the bass subitantially. The loudness-
conpensation control iy intended to do
this automatically as volume is reduced.
Usfortunately. since the Fletcher-Mun-
sor curves (whose accuracy has been
put i question by more recent experi-
ments, though their principles still hold
trree) are based on the averaged hearing
characteristics of nany people—and the
odids are that they will not exactly match
the volume-vs.-frequency-response curre
of any one brdividial's car.

Moreover, the usual lowdness control
bas no way of “knowing'” how lond the
or.ginal material was: it yesponds only
to the setting of the amplifier's volunre-
control knob. For example. an orches-
trel dise recorded ar a low level niay
have to be played ar a rvolune setting
tow high [or the loudness compensation
to take effect. yet it may still need it. Ou
the other hand, a bhigh-level vecording
of a string quartet (to which we nor-
mally listen at a lower level) nay re-

(Continued on next page)
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Another new stereo?
No!

This is the new stereo.
See it, hear it, read the price

tag, and stereo won't be a toss-up
any more. The difference? Grundig RTV 320 Receiver has '
automatic multiplex stereo FM plus short wave and AM. Plus every
control-panel refinement from switchable automatic frequency '
control to VU meter and stereo indicator light. Plus matching

: hideaway hi fi speakers. A/l included at $259.95*, today’s solid value ’
; in solid state. Listen at your Grundig dealer’s. With Grundig,
/. - hearing is believing.
: #SUGGESTED RETAIL, WEST COAST SLIGHTLY HIGHER

GRUNDIG ELECTRONIC SALES, INC.

355 Lexington Avenue, New York, New York 10017

_ 7238 Atoll Avenue, North Hollywood, California 91605
In Canada: Perfect Manufacturing & Supplies Corp., Montreal

CIRCLE NO. 24 ON READER SERVICE CARD

Build this magnificent
Schober Theatre
Organ for

only $1550!*

You couldn’t touch an organ like this in 3
store for less than $3500—and there hasn’t
been a musical instrument with this
vast variety of genuine Theatre Organ
voices since the days of the silent
movies! Haunting tibias, biting strings,
blaring reeds—the whole A to 7 gamu-
of real pipe sounds that make the sim-
plest playing a thrilling experience and
give the professional organist every-
thing he needs. If you've dreamed o-
the grandeur of authentic big-organ sound ir
“Includes finished walnut console. Amplitier, your own home, you won’t find a more satis-

speaker system, optional accessories extra. . . . .
Only $1150 50 1f you buiid your own console. fymg lnstrument anyWhel’e—klt or no k|t

'l

i I . L
| Thez%'»/mé{??mgan Corp., Dept. HR-28 : You can learn to play it. And you can build it,
I 43 West 61st Street, New York, N.Y, 10023 | from Schober Kits, world famous for ease of
| O Please send me Schober Organ Catalog and | assembly without the slightest knowledge of
| free 7-inch “‘sample” record. | electronics or music, for design and parts qual-
| O Enclosed please find $1.00 for 12-inch L.p. | ity from the ground up, and—above all—for
I record of Schober Organ music. l the hlghest praise from musicians eVenyhel’e.
| |

| NAME | Send right now for your copy of the full-color
T | Schober catalog, containing specifications of
| | the five Schober Organ mcdels, beginning at
| ciry. STATE 21| $599.50. No charge, no obligation—but lots of |
L

——— e e e e\ fo0d for a healthy musical appetite! |
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ceire too  much compensation. Mot
critical listeners have found that a judi-
cions amnount of tone-control bass boost
provides all  the compensation that i
needed, with none of the muddiness as-
sociated with many londness controls,

Impedance Mismatch

I'm interested in exactly what
Q. happens electrically with an im-
pedance mismatch in cases of : mismatch
of high-impedance phone jack with low-
impedance headphones, preamplifier and
power-amplifier mismatch, phono car-
tridge and preamplifier-input mismatch.

I would imagine that on a theoretical
basis the lower the impedance the great-
cr the clectron flow, but that doesn't
give me any information on how it will
affect sound quality.

FRANK JOHNSON
Far Hills, N.J.

Your confusion is understandable.
o becanse many beginners who are
didre o[ power-transfer I/Jeory canwot
understand. for example, why a magnet-
ic-phono cartridge with a 300-0hn ont-
pur impedance is  designed 1o work
properly into a 47.000-0hm input im-
pedance on a  preamplifier. In andio
we are a0t concerned  primarily with
the maxinium transfer of power, but
MUSE concentrate on maintaining wide
Jreqicency response, niinimum distortion,
and (running a weak last) keeping the
signal level as high as possible. Im-
pedance differences between varions com-
ponents ina steveo systent will affect any
or all of these [actors for reasons that
differ from component to component.
As an example of ubar might take
place. if the impedance at the tuner-in-
put jacks of a preamplifier is too low,
i will frequently interact with  the
coupling capacitors at the outputs of
the tuner. cansing a roll-off in the low
bass response. Or if the wmpedance at
a /)/]()110 /'///)//f 01 d /)1'e¢1/1//)/iﬁer 5 too
bigh or too low for a nagnetic car-
tridge, it will canse, reipectively, a peak
or a dip in the high-frequency response.
On the other band, too low a load in-
pedaice for a ceramic cartridge plugged
o a bigh-level input will canse a loss
12 bass response.

The effects that occur always depend
on the specific characteristics of the two
components and are therefore difficult
to predict. If in doubt as to the com-
patibility of any particular contponents

—and in the vait majority of cases there
will be no difficulty—your best bet i to
query the nannfacturers involved.

Because the number of questions we
receive each month is grealer than
we can reply to individually, only
those questions selected for this
column can be answered. Sorry!

STEREO REVIEW



Contrary to popular opinion, this is all you need to recognize a great stereo.

Most people think buying a stereo requires
at the very least a degree in electronics. It
doesn’t.

If a stereo sounds clear, if you can hear all
the instruments and if the singer sounds like
she’s singing to you, you're listening to a
great stereo. That's all there is to it.

Now that you kncw how to look for a great
stereo, we'd like to tell you about one. The
Sony* HP-480 Compact Stereo System.

The HP-480 has an all-silicon transistor

amplifiar. An FM stereo/FM/AM tuner. (The
HP-480 also comes without a tuner, but we
call that the HP-460.) A Dual Automatic
Changer. A Pickering Dusteamatic magnetic
cartridge with a diamond stylus. Sealed
speakers with 6” woofers and 3" tweetears.
And an OTL circuit for better sound qual-
ity and less distortion.

However, if you don't understand what
any of that means, don’t worry.

Your ears will.

The Sony HP-480 Compact Stereo System

@ 1968 Sony Corp. of Ameriza. Visit our Showroom, 585 Fifth Avenue, N.Y.




Plunking

down

$600 or so

for a

Tape-
Recorder
you’re not
familiar with
seems a lot

to expect,

even if you

do know

other people
have compared it
very favorably
with a

$3500 machine.

20 0 -meone.
*e 4 oo ¢ ..

Hence this
50¢ offer:

t B N B N N 3 N B BN N N B |
(Clip and Mail to:)

KLH Research and Development
Corp., 30 Cross St., Cambridge,
Mass. 02139

Dear KLH:

I enclose 50¢. Not toward one of
vour Model Forty Tape Record-
ers (with Dolby Svstem), vou
understand, but for the 26-page
Owner's Instruction Manual.
This wayv I can familiarize myvself
with it first and buy it later.
Maybe.

Name

Address

City

State Zip

:IA::::'. | I;g:uu!

® A TRADEMARK OF KLH RESFARCHM AND OEVELOPMENT CORP

.
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By HANS H. FANTEL

AUDIO BASICS

LOUDSPEAKER PLACEMENT

N IMPORTANT asset of component stereo, in contrast to all-in-one consoles, is
A that it permits you to locate the speakers at that place in the room where they
sound best. It is surprising how many component owners don’t take full advantage
of this fact. Since “optimum” placement in a given situation depends on the sizc,
shape, and furnishings of your listening room and the sonic characteristics of your
speakers, there can be no hard and fast rules to fit all cases, The major consider-
ation, of course, is getting the most natural and balanced sound possible from your
speakers.

You can get relatively more—but not lower—bass, for example, just by moving
the speakers into corners. Putting the speakers right down on the floor, if they are
bookshelf models (the woofer end of the cabinet should be in the lower position),
also reinforces bass. The reason is that the adjacent wall and floor surfaces help
project or “couple” the lower frequencies more efficiently into the room. You can
achicve the same bass-boosting effect by mounting your speakers in ceiling corners
—a handy arrangement in small rooms with a shortage of floor space. Wall brack-
ets serve nicely for this purpose.

Bass-reinforcing placement may be a boon to inexpensive systems whose smaller
woofers tend to be bass-shy. However, with amply powered full-size speakers, such
placement may result in an overly heavy unbalanced bass. In that case, it is best to
keep the speakers out of corners and perhaps off the floor, putting them up on
center-wall shelves if they arc physically small enough.

Since the better speaker systems available today have good high-frequency dis-
persion—they radiate the treble frequencies over a broad angle—placement is not
super-critical as far as the higher treble frequencies are concerned. However, if
your speaker system seems to losc highs as soon as you sit down, you had best set
up the speakers so that the tweeters are at ear level,

There is a sccond factor to be considered when placing speakers: room reso-
nances. In addition to their effects on the overall balance of highs and lows, these
resonances color to a greater or lesscr degree all the sound produced by your speak-
ers. Every room has resonant peaks and dips at certain frequencies and locations,
depending on the room’s dimensions. So, to achieve the most natural sound, try to
place your speakers where they will be least likely to provoke undesired resonances
and/or arrange your preferred listening chair so that it is not in a resonant area.

«Ihis may mean shifting the spcakers and the chair along the long walls of a room

(or moving them away from the walls) until you find the location at which therc
are the fewest problems.

The last factor to consider is stereo separation. The spcakers should be at least
six feet—or more—apart in very large rooms. You'll get the best stereo spread if
your listening chair is about equidistint from both speakers. But you can still get
a fine stereo effect even if you're sitting off-center. In fact, with good speakers
you'll notice the sterco spaciousness almost anywhere in the room, and therefore
you don’t have to be hidebound about this kind of musical geometry. Besides, the
amplifier’s balance control permits adjustment of the relative speaker outputs
if the layout of your room makes radically off-center listening more convenient.
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: h‘7And be what?”

Say Seagram’s. And be Sure.

Amazing thing about Seagram’s 7 Crown:

People who know all about whiskey hke 1t

And people who just know what -
=

they like, like it.

They vesimply learned that
no matter how they explain it,
“taste, uniformity, reputatlon
acceptance, quality”-one name
means 1t all.

Just say- you know who.
And be Sure.

Seagram Distillers Company New York City. Blended Whlskey 86 Proof. 65% Grain Neutral Spirits.
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OUR NEWEST STEREO TUNER

The stereo FM-3 was introduced in 1963 and
we are still barely able to keep up with the
demand. After six years, it remains the most
popular of all stereo tuners.

Our newest stereo tuner doesn’t replace the
original mono FM-1, which after nine years still
outsells ali other mono tuners combined.

This unprecedented longevity is explained
by Dynaco’s unswerving devotion to perform-
ance, reliability and unmatched low cost. The
stereo FM-3 is only $99.95 as a kit and

$154.95 factory assembled. The $79.95 mono
FM-1 can be converted to stereo at any time
by adding the $29.95 FMX-3 multiplex module.

Dynaco introduces new products only when
they fill a real need. They never render pre-
vious models obsolete. And at less than half
the cost of other tuners, such consummate
value just naturally gets around.

We can’t promise that the FM-3 will still be
our newest tuner in 1979,

But we do know it won't be out of date.

DYNACO, INC., 3060 JEFFERSON ST., PHILA., PA. 19121



TECHNICALTALK

By JULIAN D. HIRSCH

® SPEAKER TESTING: The following interchange
between Roy Allison, Vice President of Acoustic Research,
and myself reflects two different views on speaker testing.
Time will resolve the dispute, but meanwhile I'm happy
to share the discussion with readers of this column. By
way of somewhat equalizing the advantage regular col-
umnists have over one-time complainants, I have arranged
for Mr. Allison to have the last word—at least for this
month. Mr. Allison’s letter follows.

Dear Mr. Hirsch: It is a matter of history that AR com-
ponents have always received very favorable reviews in all
publications, including STEREO REVIEW, so much so that
we quote from them in our advertising. We consider the
Hirsch-Houck report on the AR-5 speaker system in the
December 1968 issue of STEREO REVIEW to be another fa-
vorable one indeed. Unfortunately, a favorable review is
not always a flawless review.

In the AR-5 review you took exception to the indicated
“normal” level control setting, saying that under these
conditions there is a depression in the area around 2,000
Hz. It was stated that with the mid-range control at maxi-
mum setting instead of at “normal” this condition is elimi-
nated. If such a depression did in fact exist. it would not
he corrected by turning the mid-range control to maxi-
mum. The AR-5's mid-range speak-

Consequently, it is necessary that we know with great
precision the performance of each individual AR speaker
system, and we know that no AR-5 has a depression at
2,000 Hz. The conclusion by Hirsch-Houck is in error,
probably due to conditions in the listening environment
where the tests were made.

The mid-range and tweeter units of the AR-3a and AR-5
are identical in performance, and the level-control “nor-
mal” positions on both systems are set so as to give the
same balance with respect to woofer output. Yet, when
Hirsch-Houck Laboratories reported on the AR-3a in the
June, 1968 issue of STEREO REVIEW, you found that the
AR-3a measurements gave “the best frequency responsc
curves we have ever made with our present test setup.” No
2,000-Hz dip was found. However, Hirsch-Houck did find
“. . . a single sharp dip of about 5 dB at 10,000 Hz,”
which, you went on to say, “almost surely was caused by
room or microphone phasing effects . . "' We can only sug-
gest that a similar set of circumstances was perhaps re-
sponsible for the 2,000-Hz dip reported for the AR-5.

Roy ALLISON
Acoustic Research, Inc.

My, Hirsch replies: Mr. Allison’s letter prompts me to
repeat a statement I have made on several occasions in
this column. Specifically: our speaker test results caniot
be compared directly to those of

er covers the frequency range from
650 Hz to 5,000 Hz—a range of
three full octaves—and the mid-
range control affects the output of
the system at all frequencies within
this band as well as at 2,000 Hz.
The dip would still be there.

As a direct result of this com-
ment in the AR-5 report, AR’s good

REVIEWED THIS MONTH

Jensen TF-25 Speaker System

Garrard SL 95 Automatic Turntable
Allied TR-1080 Tape Recorder

any manufacturer or any other test-
ing agency. They are made under
nonstandard conditions (which we
nevertheless belicve to be valid and
meaningful for our purposes),and
can only be used for making rough
comparisons with other speakers
we've tested in the same manner.

faith has been questioned in letters,
some indignant, asking us to explain why our published
response curves do not show a 2,000-Hz dip. We have to
reply that we are, of course, not responsible for the test
methods or evaluations made by Hirsch-Houck Labora-
tories. Acoustic Research is the only speaker manufacturer
that publishes valid measurements of significant per-
formance characteristics, made on a rigorous basis in ac-
cordance with the standards set forth by the EIA and
American Standards Association. They can be repeated by
anyone who wishes to exercise the same care and rigor.
Furthermore, Acoustic Research guarantees not only the
workmanship of its speakers but also that they will per-
form in accordance with published specifications for a
period of five years from the date of purchase. We know
of no others in the industry who provide this guarantee.

APRIL 1969

Naturally, AR cannot be bound by any of our test find-
ings—nor can we be bound by theirs, I am quite familiar
with their instruments and facilities, and have the highest
regard for their integrity and technical competence. 1 am
certain that the individual drivers of an AR-S, measured
in an anechoic chamber, have a response as flat as they
appear to be on the curves that AR supplied to me. The
curves are indeed impressive, and I'm sure that they
could be validated by anyone using the same test setup.

Part of the problem is that T do not believe that an
anechoic environment is an adequate basis for judging
how a speaker will sound in the home. Our “chamber” is
simply a normal "live” room in which one can listen to
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music without distress, This, of course, cannot be said for
either an anechoic or reverberant chamber. Our ten micro-
phones sample the sound at different angles from the
speaker front and at distances from 2 to 12 feet. Most
important is the fact that all speakers are tested in the
same manner, and in the case of “bookshelf”’ speakers are
all mounted in the same position,

If the AR-5 has a “flat” upper-middle range, we are
forced to conclude that practically every other speaker we
have tested has a substantial rise in that region, This is not
impossible, but it scems highly unlikely. How do we ac-
count for the fact that the AR-3a, with identical high-
trequency drivers, when tested under identical conditions,
does not exhibit this characteristic ? Quite frankly, we can-
not explain this, but when the response curves for both
speakers are plotted together it is plain that the responsc
of the AR-5 in the region from 1 kHz to 5 kHz is de-
pressed appreciably with respect to that of the AR-3a.

When we encounter an anomalous situation such as this,
our tendency is to question our test setup. In this case, as
it happens, T heard this characteristic of the AR-5 clearly
(with the mid-range control sct at the dot) while listening
to another sample in a totally different environment, be-
fore we had made any measurements. Could our micro-
phones have been prejudiced by my listening impressions ?

Another pussibly pertinent fact is that the measurements
were made by my partner Gladden Houck, without any
previous consultation with me; we can thercfore rule out
the possibility that any subconscious reaction on his part to
my feelings influenced his conduct of the test. —J. H.

Mo Allisor iebnts: Tt s self-evident that speakers are
meant for ws: i living rooms and not anechoic chambers
or reverberan. chambers. But it s sophistry to conclude
from this that responsc tests made in a living room are
meaningful, znd that tests made under more controlled,
standard conditions are not. Exactly the opposite is true.

Airfoil designs are generated by computers and tested in
wind tunncls. Are these tests invalid because airplanes
aren’t intended to fly in wind tunnels? No one would make

such a claim. The ultimate test of an airplane is how well
it flies in service, and it has been demonstrated that tests
made under controlled conditions in wind tunnels predict
accurately how the airplane will fly.

Living-room resonances and reflections affect the micro-
phone measurement of speaker response so violently that
separation of the actual output of the speaker from these
extraneous clements is almost impossible. Small differences
in microphone and speaker placement produce radical dif-
ferences in the measurement results from one test to the
next, and the differences are even more pronounced if you
go from one “normal” living room to another.

Compared with these gross variations, the differences in
acoustic output between a $50 violin and a Stradivarius, or
of the voices of two of your friends, are minor ones. You
can hear and recognize these differences casily no matter
what living room you’re in, but you will almost certainly
not be able to measure the differences with microphones in
that room. In order to make measurcments with sufficient
sensitivity to detect audible differences, and with sufficient
repeatability to justify confidence in the results, you must
do what the buman car and brain combination can do:
eliminate nearly all room-response variables. In other
words, you must make the measurements anechoically. The
same is true of loudspeakers if you want to know whether
or not they will be able to reproduce such differences accu-
rately.

There isn’t anything unique or mysterious about AR's
test procedures; they are done in accordance with inter-
nationally accepted standards, and they produce results
that have excellent correlation with what people can hear
in a “normal” room when they barve the original vound for
direct, side-by-side comparison. As with an airplane, the
ultimate test of a Joudspeaker is how closely it approaches
the design goal in actual service. Our design goal is accu-
rate reproduction of the original sound. We have proved
the validity of our measurement procedures over and over
again by means of public live-rs.-recorded music programs.

Since our tests are valid, then logic dictates the conclu-
sion that measurements made by other means, with differ-
ing test results, are not valid. Our most careful tests show
the response of the AR-5 to be virtually identical with that
of the AR-3a down to very low frequencies. They sound
identical when placed side-by-side and plaved alternately,
except for the AR-3a’s occasional extra contribution at the
bass extremity. There is no difference in these systems
either at 2,000 Hz or at 10,000 Hz, and ncither system has
a dip at either frequency. —R. L

~ KQUIPMENT TEST REPORTS

By Hirsch-Houck Laboratories

JENSEN TF-25
SPEAKER SYSTEM

® As ONE of the largest manufacturers of “raw” speakers
and speaker systems, Jensen produces systems from the
lowest priced (under $45) to the highest (almost $900).
However, a model in the $85 to $90 bracket has until now
been absent from the Jensen line, and the new Model
TF-25 is designed to fill that gap.
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Unlike most so-called “bookshelf” systems. the Jensen
TF-25, by virtue of its depth of only 83g inches and
weight of about 22 pounds, can actually be placed on an
ordinary bookshelf. Its attractive walnut cabinet is 2214
inches wide and 14 inches high. A box of these proportions
is ditficult to make particularly attractive aesthetically, but
Jensen has made a valiant effort, using fluted side trim
and a couple of vertical strips to break up the expanse
of grille cloth.

The woofer of this two-way system is a 10-inch Flexair
model with a frec-air resonance of 25 Hz. Crossover to
a horn twecter takes place at 3,000 Hz, A level control at
the rear of the cabinet is capable of adjusting the twecter
output from off to very bright. Jensen recommends set-

(Continned on page 42)
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match your
auto-turntable to
the quality of a
Sherwood 6000

The No-Compromise “Saund Center” for Limited Space.

Now get maximum perfarmance in a mini-space! Sherwooc’s new
6000 is the full-feature, 12)-watt music power AM/FM “STEREO
SOUND CENTER" that provides unlimited choice of matching
components. Choose any automatic turntable*—any magnetic
cartridge. Mount perfectly on the pre-cut oiled walnut cabinet.
Choose any speaker. Big or little, low or high =fficiency. Ycur
Sherwood 6000 has the power to spare for clean, pure, wall-to-well
sound, Compare features. FET FM tuner for u tra-sensitivity.
Front-panel tape dubbirg and headphone jac<s. Stereo and mono
extension speakers. As the high-performance heart of the finest
component system, the Sherwood 6000 takes no more spaze tham
“compromise compacts.” It's the modern solution to big sound ir
small space. Features: 122 watts music powe-, 1.8 pv IHF sensitivity,
—95 db crossmodulation rejection, automatic FM stereo switchirg,
zero-center tuning meter, front and rear panel tape inputs,outpu:s.
mono speaker output. Perfect match for your 6000—Sherwood's
new Berkshire Il speaker system: slim 9” dee> cabinet with 12”
woofer, 57 mid range, 150 “‘omni-polar’” tweeter,

28-22,000 Hz response.

[ oo 3 (fooo
-

INNOVATORS IN FINEST QUALITY TUNERS / AMPLIFIZRS / RECEIVERS / SP:
4307 North California Avenue, Chicago, lllinois 60618
Write Dept. 4F;

*Any of the Dual (current mode s) or Garrard SL55 or $_65.




Oscilloscope photos of the tone-burst
response of the Jensen TF-23 loud.
speaker system. Tone hursts are
showen for frequencies of tlefi 1o
right) 370, 3,500, and 9.000 1.

ting this control by car, and we found that it produced the
best aural balance between highs and lows at about three-
quarters maximum.

With the TF-25 mounted on a mid-wall shelf in the
normal manner, we mcasured its frequency response at
ten points in the room and averaged the results to obtain
a composite curve. The response was =5.5 dB from 60 to
15,000 Hz and was relatively smooth throughout that
range. We could have made the curve a bit flatter at the
high end by further advancing the tweeter-level control,
but this caused the system to sound too bright for our
taste.

An interesting aspect of the TE-25 was its low-frequency
response curve. There was a rapid drop in response below
about 70 Hz, with the output below 50 Hz being insig-
nificant from a listening standpoint. On the other hand.
the response was exceptionally flat down to somewherc
between 60 and 70 Hz, whercas most speakers show a
gradual loss of low-frequency output heginning at a higher
frequency.

The low-frequency harmonic distortion of the TF.25
was extremely low, amounting to only 2 per cent at 50 Hz
and 6 per cent at 20 Hz. This might scem to be an aca-
demic consideration in view of its reduced output at those
frequencies, but in practical terms it means that this speak-
er does not produce any significant distortion or false bass

GARRARD SL 95
AUTOMATIC
TURNTABLE

@ THE term “automatic turntable” was coined by Garrard
for their "Type A™ several vears ago, and has since been
applied by manufacturers to record changers whose per-
formance was claimed to be comparable to that of a good
turntable with a separate manual arm. The SL 95 is the
latest and most advanced automatic turntable in the Gar-
rard line.

The SL 95 has a unique motor, which combines the
high starting torque and low rumble of a good induction
motor with the constant operating speed of a synchronous
motor. The latter characteristic assures correct and constant
speed of the turntable over a very wide range of line-
voltage variations. Garrard claims that the motor speed
will not change with an a.c. line-voltage variation over a
range of 25 to 250 volts. We checked and verified this
over a range of 30 to 135 volts, a span that should satisfy
any practical requirement in this country.

The rotating platter of the SL 95 is a balanced 3-pound
nonferrous casting, 1114 in¢hes in diameter, driven through
an idler wheel at 3314, 45, or 78 rpm. The speed-selector
knob also indexes the arm set-down for 7-inch discs when
sct to 45 rpm and for 12-inch discs at 78 rpm: it has three
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at the lowest frequencies, and that it can be driven quite
hard (or can be equalized with tone controls of the proper
characteristics) without breaking up. Unfortunately, few
tone controls are able to apply appreciable boost below 100
Hz without affecting higher frequencies, so most users
will probably have to settle for the intrinsic response of
the system. The tonc-burst transient response was good,
though not exceptional. Few speakers in the price class of
the TF-25 can do any better, however.

In listening tests, the Jensen TF-25 had a very smooth,
balanced, and uncolored sound which could be enjoyed for
hours without listening fatigue. Surprisingly, in view of
the measured bass response, the system’s low end was full
and very solid. There was also a complete absence of
boom, but this follows logically from the flat bass-response
curve. From its reproduction of most program material.
one would think that this system went down another
octave below its actual cut-off. The reason, apparently,
is that most music has little content below 60 Hz (try
listening to a pure 60-Hz tone as reproduced by a good
speaker, and you will be surprised how low it sounds).
The flat response and lack of distortion combine to makc
this a thoroughly satisfactory bass reproducer, as well as
a good all-around loudspeaker system in the under-$100
category. The TF-25 is priced at $89.50.

For more information, circle 157 on reader service card

positions for 3314 rpm record sizes of 7, 10, and 12 inches.

The tone arm is of extruded aluminum, with an afror-
mosia wood insert that provides mechanical damping as
well as decoration. The arm is balanced by an adjustable
counterweight, isolated in rubber, and the tracking force is
applicd by a spring through a small wheel with click stops
at Vi-gram intervals. Anti-skating correction is applicd
through a sliding weight on a small lever at the base of
the arm pivot. The cartridge mounts in a slide that is
casily removed from and reinstalled in the arm. Since the
slide is fully exposed on all sides, cartridge installation is
simplified. Spacers and halance weights are supplied to ac-
commodate virtually any cartridge.

The automate record-changer spindle supports the rec-
ords at their centers and contains the drop-release mech-
anism. Unlike other changers whose spindles control the
record drop, the Garrard SL 95 also supports the rec-
ord stack at its cdge. The rear record-support platform
retracts to the level of the motor bhoard when manual
operation s uscd, and springs to its operating height at the
touch of a butten. For single-disc manual play, the changer
spindle is removed and a short spindle that rotates with
the turntable platter is inserted.

In addition :o the speed/arm-index sclector, the SL
95 has two other operating controls. The AUTO lever insti-
tutes the automatic playing cycle, and it is used to stop
play at any time or to reject or repeat a record. When the
MANUAL lever s set to pray, the turntable starts and the
arm must be positioned manually. At the end of the record,
the arm returns to the rest by itself, and the motor shuts
off. A further rotation of the MANUAL lever to the LIFT
position raises the pickup gently from the record: returning

(Continned on page 44)
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Their custom looks are only-excelled
by their matchless'performance

=a

p— the NEW

PIONEER’

CS-5 and CS-44

Better performance from a smaller bookshelf
system. That's what this new pair of Pioneers
is all about. Their custom looks are only
excelled by their matchless performance.

If you want to call them bookshelf compacts,
go ahead, (We call them “Intermediates’) but
recognize that their Pioneer performance is
setting new standards in new and less

bulky dimensions.

Both speaker systems employ a specially
designed 8” high compliance woofer with
long-throw voice coil, and an extraordinarily
efficient wide dispersion cone-type tweeter
to bring it all to you with superb clarity,
balance and naturalness.

Choose the CS-5 for its clean, modern look,
or pick the CS-44 for its “decorator” accent
teaturing a custom-crafted wood lattice
grille. But choose Pioneer. For when it comes
to creating the highest quality sound and
cabinetry — Pioneer is in a class by itself!

Insist on a Pioneer demonstration, available
only at fine High Fidelity Dealers — or write
for full details on the entire Pioneer

componentline.
PIONEER ELECTRONICS U.S.A. CORP. 140 Smith St., Farmingdale, L., New York 11735

PIONEER.()

...More Value All-Ways!
APRIL 1969 43

THE C5-44 $67.50 THE CS-5 $59.00
Dimensions: 19* x 11" x 9%” d2ep Dimensions: 19”7 » 11 X 9” deep




the lever to the center pray position lowers the pckup
slowly back into the groove. This function is also usabie
during automatic play. The arm lift and lowering action
was very smooth, atthough the lever must be handled
gently to avoid jarring the turntable.

The Garrard SL 95 can be mounted on an optional
molded black plastic base of unusual design. The hase
contains concealed compartments for storing spindles and
other accessories. The optional smoky plastic dust cover
slides off or hinges upward for access to the turntable.

In our laboratory tests, the rumble of the SL 95 was
—32 dB by NAB standards. Excluding vertical rumble
components, it was —35 dB. Wow was (.08 per cent at
3314 rpm, 0.04 per cent at 45 rpm, and 0.03 per cent at
78 rpm. Flutter was an excellent 0.025 per cent (the resid-
ual of our test equipment) at all three speeds. The arm-
tracking crror was exceptionally low: zero near the center
of the record and less than 0.6 degree per inch of radius
at the outside. It should be the same for all cartridges of
standard mounting dimensions. However, no adjustment

ALLIED TR-1080
AUTOMATIC-REVERSE
TAPE RECORDER

® REGARDLESS of the degree to which tape loading and
threading has been simplified, most reel-to-reel stereo re-
corders require that the reels be removed, interchanged,
and rethreaded midway in the program. Automatic tape
reversal 1s an obvious answer to this problem. Most auto-
reversal systems require either recording a subsonic tone or
placing a picce of pressure-sensitive conducting foil on the
tape at the point where reversal is desired. At the reversal
point, the capstan-drive dircction is reversed and a playback
head, aligned with tracks two and four, is switched into
the playback-amplificr inputs. Usually the reversal takes no
more than a second or so, and since it occurs at a pause in
the program, it is hardly noticeable.

Most auto-reverse recorders perform this function only
during playback. When making a recording, one must still

is provided for the few cartridges that have nonstandard
mounting dimensions,

The tracking-force dial calibration was quite accurate,
being exact at 1 and 2 grams and about 0.2 gram in error
at higher settings. This required balancing the arm at
slightly above the horizontal; if balanced on the horizontal
as the instructions recommend, the error would be an addi-
tonal one or two tenths of a gram. The anti-skating cor-
rection worked well, although we found that best results
were obtained using a marked setting one or two grams
higher than the tracking-force setting.

In usc tests, the Garrard SL 95 performed flawlessly.
From both mechanical operation and listening  quality
standpoints it left nothing to be desired. The Garrard SL
95 sells for £129.50. The optional base is $5.95, as is the
plastic dust cover. For an additional $10, the basc can be
obtained with the “Power-Matic” switch which can be sct
to shut off the amplifier or receiver when the record player
shuts oft at the end of a play cycle.

For more information, circle 158 on reader service card

manually intecchange rects at the half-way point, with the
attendant risk of missing some of the program material.
The new Allicd TR-1080 Automatic-Reverse recorder han-
dles this situation very neatly by having a pair of record,
playback heads with the single erase head centered between
them. Thus the tape direction can be reversed during re-
cording at the touch of a lever without any loss of pro-
gram material. A picce of foil placed on the tape at the
desired reversal point then takes care of reversal automati-
cally during play.

The TR-1080 has a twin rocker-switch transport control.
The two switch levers (one for playback and recording,
one for wind or rewind) are clearly marked with arrows
indicating the direction of tape movement, While playing,
recording, winding, or rewinding, the tape direction can be
changed at will. The tape must be stopped, however, be-
fore engaging either fast-speed mode. The TR-1080 trans-
port is solenoid controlled, making for smooth and positive
operation.

This is a three-speed recorder (17, 3%, and 715 ips),
and the speed-change knob simultancously switches in the
appropriate playback equalization. The pAUSE button has a
quick-release feature that puts the tape in motion in a
split second, with very little of the start-up “wow” that
one finds with some recorders. The recording controls are
concealed by a hinged door on the panel, behind which are
the two safety-interlock buttons and the microphone jacks.
The twin recording-level meters are illuminated when their
respective channels are energized.

The Allied TR-1080 is a portable machine whose two
detachable speakers form a cover for the deck. Its built-in
solid-state amplifiers have bass and treble tone controls and
scparate volume controls. The latter adjusts recording
levels as well as speaker-playback volume. The line out-
puts that provide for connection to an external audio sys-
tem are not aftected by the volume or tone controls, and
the speakers can be switched off when the recorder is so
used. In addition to the front-panel microphone  jacks,
there are a pair of high-level aux inputs in the rear. The
TR-1080, being basically a two-head machine, cannot
monitor off the tape while recording, although the signal
being recorded can be monitored with stereo headphones
through a front-panel jack. The mode-selector switch offers
a choice of stereo, mono, or sound-on-sound recording. In
the latter mode, either channel can be copied onto the

(Continned on page 46)
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Fros carry the Beseler Topcon
Auto 100 for emergencies and
work horse jobs. Then discover
that the work horse has thorough-
bored qualities. It has the same
superb meter-on-the-mirror as the
juxury Beseler Topcon Super D.

Ithasinterchangeable lensesfrom
35mm to 200mm. It is either com-
pletely automatic or completely
manual ...as you please. You
can’t compare it with any othar
camera because there's no other
camera like it. There isn't a pho-
tographic assignment that it can't
handle with ease and precisicn.
Try it. See how busy you'll keep
this body. Only fine camera

Charles Beseler Co., 219 South 18th Street, East Orange, N.J. C7018
CIRCLE NO. 5 ON READER SERVICE CARD

stores are authorized to carry
Beszler Topcons ... stores se-
tected for their orofessionatl in-
tegrty and technical knowledge.
The Beseler Topcon is priced un-
der 5160.

BESELER TOPCON
AUTO 100
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other, together with new material. The automatic-reverse
operation has three modes, selected by a slide switch, In
AUTO-REVERSE, the tape plays completely in both directions
and the machine then shuts itself off. In RFPEAT, it con-
tinuously reverses itself at each end. In AUTO sTOP, the
tape stops rather than reverses when the conducting foil is
contacted.

In our laboratory tests, the Allicd TR-1080 proved to be
a fine performer. At 714 ips, its record-playback frequency
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response was =25 dB from 45 to 18,000 Hz. At 33, ips, it
was 2§ dB from 60 to 11,800 Hz, and at 17 ips it was
*4 dB from 55 to 5,200 Hz. The 7Y-ips NAB playback
response with the Ampex 31321-04 test tape was +3,
—1.3 dB from 50 to 15,000 Hz. The tests were conducted
with Scotch 111 tape, and the response was virtually identi-
cal on both channels and in both directions of tape travel.

Wow was 0.04 per cent at 714 ips, and 0.085 per cent at
3% ips. Flutter measured 0.065 per cent and 0.09 per cent
at the two speeds. Because a standard 17-ips test tape is
not available, wow and flutter were not measured at that
speed, but no significant amounts were audible. The signal-

to-noise ratio, referred to the "0-dB” recording level on
the machine’s meters, was 6.5 dB at 7V ips. It was about
7 dB better when referred to the usual 3 per cent distortion
level, which drove the recording-level meters to about +10
dB. To achieve a 0-dB record level, 7.1 millivolts was re-
quired at the AUX inputs and 0.4 millivolt at the micro-
phone inputs. The corresponding line-output signal was
0.65 volt. We found that the fast-forward and rewind
speeds were rather slow, requiring 2 minutes and 36 sec-
onds to handle 1,200 fect of tape. Even so, it was apprecia-
bly better than the specificd 3 minutes and 30 seconds.
Tape-playing and recording speeds were cxact.

The sound quality of the Allied TR-1080 played through
an external stereo system was excellent. At 714 ips there
was a ncgligible change in the recorded sound of FM
broadcasts. At 33, ips, it was possible, though difficult, to
detect a slight loss of extreme highs. Even at 17 ips, the
sound was better than AM-broadcast quality, and was cer-
tainly adequate for voice and non-critical music recording.

The TR-1080 comes with two dynamic microphones,
about as good as any we have seen supplied with com-
parable tape recorders. The speakers, though small, are
quite listenable when the recorder’s bass control is set for
full boost. The microphones, their stands, and all cables
store in a covered compartment in the rear of the case
when not in use. The Allied TR-1080 is one of the more
versatile and easy-to-use tape recorders in its price class.
One would have to spend hundreds of dollars more to get
better performance, and this could be detected only by a
very critical comparison. It is a fine value at $349.95, com-
plete with microphones, cables, and speakers. The same
deck, less microphones, power amplifiers, and speakers, is
available as the TD-1070 for $299.95.

For more infarmation, circle 159 on reader service card

12" ACOUSTIC SUSPENSION SYSTEM
12” Woofer has
30 oz. magnet
Midrange horn,

Price: $189.00 Net
Impedance: 8 Ohms
Power Handling:

60 Watts peak
Presense and

Brilliance controls
Response:

35/20,000 HZ.

Compression
tweeter L. C.
Crossover network

AS-8 Credenza

\ 3
Only after sound perfection was reached from this 3-way H‘i_ Fi
Speaker System was UTAH ready to incorporate it into fine
furniture cabinetry. After all, UTAH'S primary business"is{engi-
neering and developing the epitome of sound perfection. {
Sir, the "‘brass’ (they're the sound engineering experts) sait

that the sound is there. We believe that you, the expert at
choosing fine furniture will agree the eye appeal is there. i

. . . Oy
This provincial model is one of a family of three. There is«{e:n:‘;
Early American version as well as a Contemporary style. .

i

See your dealer, or write UTAH for complete information.

HUNTINGTON, INDIANA

CIRCLE NO. 63 ON READER SERVICE CARD
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arantz announces
the end of
distortion.

(And the beginning of the new-generation IC amplifier.)

For the first time in audiophonic history, the all-new
Marantz Model 16 (160 watts RMS) stereo power ampli-
fier brings to music lovers distortion-free amplification,

Marantz’ new-generation integrated-circuit amplifier
eliminates intermodulation and harmonic distortion to
such an infinitesimal degree it cannot even be measured
by conventional test equipment!

The first in a new-generation series of stereophonic
equipment from Marantz, the Model 16 RMS eighty-
eighty stereo amplifier represents a significant advance
in the state of the art. It features
exclusive separate power sup-
plies for total isolation of each
channel. This means there is
absolutely zero (interchannel)
cross-modulation distortion.
Now for the first time, you hear
individual instruments, Distinct-
ly. Without annoying cross-tatk
from instruments reproduced
from the other channels. There
is absolutely no sound leakage
between channels. When you
listen to music through the
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THE SOUND OF MUSIC AT ITS VERY BEST.

Marantz Model 16, you will be listening to the purest,
cleanest sound ever achieved by any amplifier.

The new Marantz Model 16 amplifier RMS eighty-
eighty stereo means just that: 80 watts delivered per
channel. (RMS is the only meaningful method of ampli-
fication measurement.) RMS means continuous power—
from the lowest to the highest reproduced frequency.
Not the “‘dynamic” or ‘“peak’” or “music power” that
other manufacturers quote in their specifications.
When Marantz quotes 80 watts per channel , Marantz
means-80 watts per channel, for
a full 160 watts RMS of stereo
amplification. This is equivalent
to 300 watts |HF dynamic music
power.

To truly appreciate how infi-
nitely superior the $395.00
Marantz Model 16 stereo ampli-
fier is, we suggest you visit your
local franchised Marantz dealer.
He will be pleased to furnish you
with complete details together
with a demonstration. Then let
your ears make up your mind.

X ¢ . S ALLEY, ORN#

CIRCLE NO. 37 ON READER SERVICE CARD
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‘“‘High performance and an abundance
of features. .. an excellent buy

) b B
on today’s market.
“HIGH FIDELITY" ON THE LAFAYETTE LR-1500T

“ ..it offers most of the refinements

(and performance) typical of receivers
selling for twice its price. .. clearly one
of the best buys in audio.”

“HI-FI STEREO REVIEW"™ ON THE LAFAYETTE LR-1000T

...a unit with excellent tuner charac-

teristics . . . | suspect that Lafayette will
have a great many satisfied customers.”

48

“MODERN HI-FI & STEREO GUIDE” ON THE LAFAYETTE LR-500T

Now, three leading audio magazines have confirmed what thousands of owners
have been telling us all along—that these Lafayette receivers are “best buys”
on today’s market. Of course, it's not surprising that all three receivers should
be so highly acclaimed by the experts. They share the same basic design and
include the same advanced circuit features ... integrated circuits, field-effect
transistors, automatic FM stereo switching, transistor overload protection, and
many more. Small wonder, then, that all three offer the same high level of FM
stereo performance and audio quality. The only substantial difference is in
power output. You will find no serious performance compromises—even in the
least expensive model.

So if you're looking for a really fine receiver in any price range, stop in at
your nearest Lafayette audio showroom soon and hear these highly-rated re-

ceivers for yourself,

@ For free 512-page 1969 Catalog No. 690, write to:
LAFAYETTE RADIO ELECTRONICS Dept. 11049
P.O. Box 10, Syosset, L.I., New York 11791.

STEREO REVIEW
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When you’re
number one in
tape recorders
you don’t
make the
number-two
tape.

It costs a few pennies more.
But Sony professional-qual-
ity recording tape makes a
world of difference in how
much hetter your recorder
sounds—and keeps on sound-
ing. That’s because Sony
tape is permanently lubri-
cated by an exclusive Lubri-
Cushion process. Plus, its
extra-heavy Oxi-Coating
won’t shed or sliver. Sony
tape is available in all sizes
of reels and cassettes. And
remember, Sony profes-
sional-quality recording
tape is made by the world’s
most respected manufactur-
er of recording equipment.

Sun Valley, California 91352

By JAMES GOODFRIEND

GOING ON RECORD

YOUNG ARTISTS AND OLD MUSIC

SEE by the Schwann Long Playing

Record Catalog that there are now
twenty available  recordings  of  the
Brahms Second Piano Concerto, and
that at least scven of them are plaved
by pianists under the age of fifty. I find
this interesting, because a pianist of
fewer than fifty years is still, by most
standards, a young man, and the Brahms
Second used to be thought of as a con-
certo for older men, the sort of work
that required that a performer have the
experience and maturity of most of a
lifetime to set forth its musical message
effectively. Whether or not you agree
with the theory, the current status of the
Brahms Second, wvis-d-vis recordings, is
representative of the standard repertoire
as a whole: side by side with the record-
ings by older, established artists, there
exist recordings by younger, not-so-well-
established artists. And, were they given
the opportunity, there are hundreds of
other young artists, not so represented,
who would gladly join the competition.
But, in reality and in the minds of rcc-
ord buyers, can they compete?

On the surface of it, nothing is more
logical than that record companies search
out and audition young talent—per-
formers who have made some reputation
for themselves, who may have won a
competition or two or appeared once
with a major symphony orchestra. Great
violinists, after all, are not born cvery
day, and there will always be a need for
someone to re-record the Beethoven and
Tchaikovsky concertos (if nothing clse)
after today's great names have passcd.
But though sports have their minor
leagues and amateur competitions, litera-
ture has its “little” magazines, and even
live music allows a young artist to build
a carcer slowly through recitals off the
route of the grand tour, a recording
company contemplating the talents of
a new artist knows it can do only one
of two things with him: it can make a
record with him, or it can not make a
record with him. There is no third
choice.

If the company declines the oppor-
tunity we hear no more of it. But

should they choose to make the record,
then one more competitor is in the ring,
one more possible choice is offered to
the prospective purchaser of, more often
than not, a piece of the standard reper-
toire. To the average record buyer, bar-
ring the sort of extra-musical doings
that surrounded the recording debuts of
Van Cliburn and André Watts (no
slight on them), the choice between old-
er, established artists and young rcla-
tive unknowns is no difficult choice at
all. He is, in his own mind, buying
Brahms, or Schumann, or whatever, and
he finds it natural to assume, as many
critics do too, that what he is after will
be best afforded by one whose reputation
is secure. In truth, it is only fair to the
Rubinsteins, the Backhauses, the Hei-
fetzes, and the Szigetis that their years
of accomplishment be honored by such
thoughts.

BUT something is missing. There is a
whole dimension of music unaccounted
for in so cut-and-dried a decision. In the
simplest terms, there must be some rea-
son, other than "updated sonics,” why
the standard repertoire is recorded again
and again through the years and why
cach new version of it is, at the very
least, interesting.

It will secem like heresy to some to
say so, but the realization of the com-
poser’s intentions is only a part of the
performance of a musical score. Music
is mathematical and abstract only in its
theory, and in the sense that it exists on
a plane of expression so distant from
more everyday realities that it is diffi-
cult, if not impossible, to say that a bit
of music “expresses” any one particular
thing. But music does indeed express
somcthing: the personality of the man
who composed it. The number of musi-
cal problems to be set may be infinite,
and the possible solutions of those prob-
lems myriad, but the choice of problem
and the mode of solution are determined
and circumscribed by the nature of the
composer. Were they not, we could not
tell Haydn from Mozart.

(Continned on page 52)
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Theworld’'smost
powerful, most sensitive,
most versatile receiver

costs $449.95.

The new Fisher 500-TX not only
puts out more clean watts, picks up
more clean stations, features better
controls and provides greater
convenience than any other receiver
in history. it is also the biggest per-
dollar value, with a price of $449.95*

More power.

The Fisher 500-TX delivers 190
watts into normal, 8-ohm speaker
systems. Enough power to drive
speakers throughout your home.
And that’s clean, distortion-free
power. Harmonic distortion at full
rated output at 1 kHz is only 0.5%.
intermodulation distortion at rated
output is 0.8%.

More stations.

The tuner section of the 500-TX
receiver is comparable in every
respect to expensive, state-of-the-
art, separate tuners.

Dual-gate MOSFET RF and
mixer stages can handle input
signals varying in strength over a
range of 600,000 to 1, without
overload and without the need for a
Local/ Distant switch! The highly
selective crystal filter in the IF strip
is the same type as those used in
professional communications
receivers and makes possible the

*Watnut cabinet $22.95 additional.
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clean reception of a weak, distant
station even when it is between two
strong, local stations on the dial.
This is one of the main reasons why
the 500-TX can add new stations to
your accustomad FM fare. (FM
sensitivity, 1.7 microvolts, IHF.)

More ways to tune.

There are four ways you can
tune the Fisher 500-TX. In addition
to conventiona! flywheel manual
tuning of AM and FM stations,
there’s also Fisher Tune-O-Matic™
This permits electronic pushbutton
tuning of any four preselected FM
stations. Then there’s the unique
Fisher AutoScan™™. Touch one of

two buttons and the next FM station

up or down the dial is automatically
tuned in. Hold down either button
and all FM stations up or down the
dial come in, one by one. And a
remote control accessory lets you
activate the AutoScan from your
easy chair.

Many more features.

For a complete listing of
features and specifications of the
Fisher 500-TX, send for the new
Fisher Handbook.
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" The Fishei

F----------------1

0204691
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I Mail this coupon ]
i L for your free copy of ]
, Bl ted The Fisher Handbook, 1969
1 8 — 5] edition. This reference guidell
J - to hi-fi and stereo also |
includes detailed information on all i
i Fisher components. 1
I Fisher Radio Corporation ]
| 11-35 45th Road ]
i Long Island City,N.Y.11101 i
I Name 1
: Address :
i State Zi
=

PRICES SLIGHTLY HIGHER INTHE FAR WEST,

OVERSEAS AND CANADIAN RESIDENTS PLEASE WAITE 7O FITHER RADID INTFRHATIONAL, INC., LORG ISLAND CITY, N.Y. 11101,
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A composition, then, is a pattern of
personality, as spccific as any set of psy
chological tests, even though we may
not (and perhaps cannot) “read” it in
the same way. Performers too have
their patterns of personality. One can
not only predict that Oistrakh and
Hcifetz and Stern will play any given
work ditferently, one can recognize which
one it is that is playing, through
familiarity with the particular musical
personality and a perception of its
salient characteristics.

THE MINFGOMPACT

i

A

AND so therc is a reason to listen to
music, at times, differently; to listen to
it, for example, as performance rather
than as composition, for it exists in both
ways. And beyond this, the superimposi-
tion of the performer’s personality on
the composer’s creates yet a third pat-
tern, a combination of the two, and one
that may tell us something we did not
know before about the music itself. Oc-
casionally, such a combined pattern is of
such overwhelming power and beauty
that it becomes for us a temporary
criterion of how that music can sound.
This is a danger of recordings: that we
hear a favorite performance too many
times to the exclusion of other per-
formances and we slowly and unwit-
tingly convince ourselves that this is not
mercly how the music car sound but
how it must sound. This is wrong. For
CIRCLE NO. 12 ON READER SERVICE CARD the single interpretation is not the work;

the composition itself remains the fixed,
sct problem, admitting of an almost in
) w h ) ' finite number of personal solutions and

WRI : a always awaiting the next.

So, too, there is a reason to seek out
FACTORY SEALED CARTONS

Dn THOUSANDS OF HI'F' ‘ and know the performances of young
FRANCHISED DISTRIBUTOR

The Mini-Compact is a complete profes-
sional type cassette stereo system which

includes AM-FM and FM stereo tuner. Lets 3 » ‘ ‘ \
you record your favorite music, or any

sound at all, on cassette tapes you can J.

then use anywhere. Small enough to play

anywhere (built.in AC and DC), with sound See your local Crown Dealer or write to

big enough to fill a concert hall. INDUSTRIAL SUPPLIERS COMPANY, 755
Less than $200.00. Folsom Street, San Francisco, California 94107

artists, for they are personalitics too.
‘ EANl]lllﬁulsnlAsl}ﬁfluﬁlerED unique as individuals, perhaps striking.

ly different from the older masters as a
group. Performing artists, as much as

QUICK SHIPMENT composers, arc both shapers and reflec
v H 1 tors of their own times, and perhaps
It s Obvious! there is as much to learn about thesc
® LOWEST PRICES musical decades from the way (ilcqn
" Gould plays Beethoven or Peter Serkin
WE GlVE e FAST SERVICE plays Schubert as from a quartet by
Elliott Carter or a tape piece by Milton
® FACTORY SEALED UNITS [ Babbitt. And just as it is impossible to
@ FULLY INSURED SHIPMENTS know the meaning of a chord without
knowing its context, it is inipossible to
ON Hl-Fl o PACKAGE DEALS-—SAVE MORE know a musical composition without
knowing its performances—the million
COMPONENTS ® FRANCHISED DISTRIBUTORS | greater o lesser vasiations of emphases
Write for FREE Listing today that result from the intcraction of per-
sonalities and their patterns.

SEND US YOUR LIST
FOR OUR AIR MAIL
QUOTE TODAY

‘ Therefore, I urge the reader to open
his cars to the unfamiliar, the new, the
young, and the promising, without dis-
carding the old, the cstablished, the

Visit Our Showroom and Warehouse | great. There is more music past and to

CLOSED MONDAYS | come than we can dream of, but let us

at least listen to the fullness of what is

INC. > . :
Hie H here and not limit the musical experi-
436 CENTRAL AVENUE @AUD'O unlimited, inc. | | and not firmt the 1 I

East Orange, New Jersey 07018 ‘ ence by restrictions of name, age, and
(201’, 673_0600" 396-S Third Ave. (Nr. 28), N.Y., N.Y. 10016 familiarity, or preoccupation with one
aspect of a multi-faccted art.

SOUND
REPRODUCTION
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his $299.95

AM/FMstereo
receiver delivers

STATE FM-AMm

STEREO RECEIVER

@ 04 05 07 10§ -

100 cleanwatts.

Do you realize what that means?

Do you realize that a receiver with
this kind of power can drive, not one,
but two pairs of speaker systems at
concert level with no sign of distortion?
That it can reproduce a 30 Hz bass
signal loud and clear {if your speakers
can take it)?

What's more important, 100
distortion-free watts at 8 ohms are
enough to prevent even the slightest
suggestion of strain at any level. The
music sounds smooth, natural, trans-
parent.

Of course, there's more to the
Fisher 250-T than this tremendous
power.

The FM tuner section has an FET
front end and uses IC’s in the |F
amplifier. IHF sensitivity is 2.0
microvolts. Which is low enough to
bring in both strong and weak signals
with equal clarity. Stereo separation is
greater than that of most stereo
cartridges. The tuner includes Fisher's

APRIL 1969

patented Stereo Beacon®, which
automatically signals the presence of
a stereo signal and switches to the
stereo mode.

There’s an ultra-sensitive AM tuner
that delivers sound fully comparable
to FM-mono.

And there are two ways to tune
the FM tuner.

First, there's an easy-to-tune fly-
wheel tuning knob,

And there’s Fisher’s Tune-O-Matic -
pushbutton memaory tuning. It permits
you to pretune any five FM stations
and, later, tune to any one electron-
ically, dead-accurately, at the touch of
a button,

As for the controls, they're
versatile enough to please any audio-
phile.

You can hook up an extra pair cf
speakers in another room, and listen
to the remote speakers alone, the main
speakers alone, or both together.

You can alter the extreme bass
and treble response of the receiver
without touching the mid-range. {Only
expensive Baxandall tone controls
make that possible.)

A receiver with 100 watts music
power (IHF) into 8 ohms used to cost
a lot more than $299.95. But the
Fisher engineers, using cost-saving
advanced circuitry {IC’s and FET’s) have
found a way to biring down the price.

Do you realize what that means?

{For more infsrmation, plus a free copy
of The Fisher Handbook, 1969 edition,
an authoritative reference guide to
hi-fi and stereo, use coupon on

I

WALNUT ZARIMET §24 a5

1 1 . s 1101,

The Fisher
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How to play

tape cassettes
on your stereo.

Buy a Norelco cassette deck and plug They don’t scratch, warp or collect dust. /V / .
oreno
]

itinto your stereo system. There are four ~ And there are hundreds of pre-recorded
decks to choose from. And they play  cassettes to chocse from.

through your present system without ex- Ask your Norelco dealer to show you
pensive duplication of equipment you al-  the Norelco cassette decks. And get _
ready have. Cassettes are easy to use.  plugged in. o TapeRecording

The Norelco 450A Recorder

N Deck. Records live through
the stereo mike or
direct from records
or radio so you can
program your own
cassettes.

The Norelco 2401A Recorder Changer Deck. S r—
Holds six casset-es at one time. Plays ~ .
or records six hours of music, non-stop, - ’ /
Stops automatically when - ’“ 2
last cassette finishes o ¥ 5 \

playing.

A L
The Norelco
Changer Playback
Deck. Holds
Six cassettes at one time
and plays up to six hours of
music, non-stop. Stops when
last cassette finishes.

The Norelco
2500 Player
Deck.

About the size of
a cigar box. Just plug:
into your stereo '
system and the 2500
plays cassette sound
through your amps and speakers.

North American Philips Corporation, High Fidelity Products Department, 100 East 42nd Street. New York, N.Y. 10017
CIRCLE NO. 40 ON READER SERVICE CARD
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Culver

by Martin Bookspan

URING the last five months of 1898, Richard
Strauss produced the seventh of his nine monu-

mental symphonic poems—from Doy Juan
(1888) to Ein Alpensinfonie (1911-1915)—that span the
period between the death of Wagner in the 1880's and the
outbreak of the First World War. Strauss at that time
was thirty-four years old, a world-renowned compuoser
and conductor with many successes behind him. In-
stantly, the new work became notorious as an extreme
example of musical conceit: titled Lin Heldenleben—
“A Hero's Life”’—it attempted nothing less than a
biography in tone of the struggles and victories of a
heroic battler. And in order to remove any doubt about
the identity of the hero, one section of the score was
devoted to elaborate quotations from more than half a
dozen of Strauss’ earlier compositions.

Musical autobiography is a respected and venerable
procedure that has been practiced over the centuries by
such stalwart figures as Bach (Capriccio on the Depar-
ture of his Beloved DBrother), Beethoven (the third
movement from the String Quartet in A Minor, Op.
132, which the composer referred to as a song of thanks-
giving by a convalescent), and Bartok (Coucerto for
Orchestra, which Bartok stated was a progression from
gloom to life-assertion, mirroring his own circumstances
at the time of composition). Strauss’ arrogant preten-
sions, however, saddled his score with a major extra-
musical problem to overcome. That the problem s
overcome in a comparatively short period of time 1s

APRIL 1969

THE BASIC REPERTOIRE

item One Hundred Twelve

RICHARD STRAUSS’

8 HELDENLEBE

RIcuaRrny STRAUSS
An 1899 photograph

testimony to the sure-handed vitality and  emotional
range of the sumptuously scered work. Ein Heldenleben
has its moments of bathos and banality, to be sure, but
it also exudes a raw and fascinating power, and the con-
cluding pages of gentle and contemplative introspection
are among the finest that Strauss ever wrote.

Though the work is played without pause, the vast
structure of the music can be divided into six parts:
The Hero. The Hero’s Adversaries, The Hero's Help-
mate, The Hero's Battlefiedd, The Hcro's Works of
Peace, The Hero's Release from the World and the
Fulfillment of His Life. There
compared the score to a sprawling symphonic move-

are those who have
ment in classical form. The first two parts can be seen
as the first subject laid out elaborately and with many
subsidiary themes; The Hcro's Helpmate provides the
contrasting second subject: The Hero's Battlefield s
the working out of these themes, with a culminating
recapitulation; and the last two sections are an enor-
mous coda. Lollowing is a detailed discussion of the
parts:

(1) The Hero. The opening of the piece is one of
the greatest exordiums in all music. Homns and strings
introduce a wide-leaping melody that covers three and a
half octaves in its first nine bars. It is full of energy
and assurance, and boldly paints for us the vigorous
and assertive side of the hero’s character. The section
builds to a tremendous climax of defiance on a long

loud chord. ( Continied on page 58 )
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Triple Threat
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The sumptuous scoring of Richard Strauss’ Ein Heldenleben seems to have been designed for stereo. Among the best avail-
able discs are Fritz Reiner’s early-Fifties reading (RCA Vietrola), Zubin Mehid’s recent London release with the Los An-
geles Phitharmonic in superh form, and Sir Thomas Beechan’s uniquely iranscendent 1960 recording, now on Seraphim.

(2) The Hero's Adversaries. A carping, malicious,
and envious crew is introduced, with cackling and snarl-
ing phrases assigned to the woodwind instruments. Later
the theme of the hero is heard in sad and disillusioned
guise, but then he asserts himself and puts his enemies
to rout.

(3) The Hero's Helpmate. An elaborate solo violin
cadenza introduces the hero’s beloved. At first she ap-
pears to be capricious and willful, refusing to heed the
repeated urgings of a phrase in the low strings and
brasses. Gradually, however, the two protagonists merge
their voices and the music rises to a passionate love song.
When this subsides to a soft held chord, the music of
the adversaries is heard in the distance.

(4) The Hero's Battlefield. Distant trumpet fanfares
interrupt the gentle reverie, and the call to arms is
heard. An extraordinary battle scene is depicted, with
drums and brasses in full fury, and at the climax of the
section the theme of the hero is heard once again in
unmistakable triumph.

(5) The Hero's Works of Peace. The victory is a
lonely one, however, and our hero muses upon his past
successes. It is in this section that Strauss parades a host
of themes from his earlier works, including Don Juan,
Also sprach Zarathustra, Death and Transfiguration,
Do Quixote, Macbeth, Till Enlenspiegel, the opera
Guntram, and the song Traum durch die Dimmerung.

(6) The Hero's Release [rom the World, and the
Fulfillient of His Life. There is a final confrontation
with his adversaries, but it is soon resolved. A new sereni-
ty infuses the music, and there are pages of exalted
beauty, with a tender dialogue between the solo violin
and the horn. The chief theme, now greatly broadened,
is heard in the trumpets, and the music rises to an im-
passioned climax. Then the mood of tranquility returns,
and the music ends with the violin solo intertwining with
the themes of the hero. .

Ein Heldenleben is a virtual syllabus of brilliant and
powerful orchestration, and in the hands of a virtuoso
conductor and orchestra it cannot fail to make a deep
and lasting impression. Such an impression is made by
half a dozen of the currently available recordings of the

score, among them the performances by Herbert von
Karajan and the Berlin Philharmonic (Deutsche Gram-
mophon 138025), Erich Leinsdorf and the Boston Sym-
phony (RCA LSC 2641), Zubin Mehta and the Los
Angeles Philharmonic (London CS 6608), Eugene Or-
mandy and the Philadelphia Orchestra (Columbia MS
6249), and Fritz Reiner and the Chicago Symphony
(RCA Victrola VICS/VIC 1042). All five of these
versions find their respective conductors and orchestras
in top form, and all are superbly recorded by the various
engineering teams. Though Reiner's is the oldest of the
five, dating from the early 1950, it is a stunning ex-
ample of early stereo recording technology. The newest
of the lot is Mehta's, and a measure of his success with
the music is his ability to stand comparison with such
distinguished older interpreters. But perhaps the big-
gest surprise of Mehta's performance is the quality of
the Los Angeles Philharmonic, which sounds here like
one of the world's great orchestras.

My own favorite among Ein Heldenleben recordings
is the one Sir Thomas Beecham made with his Royal
Philharmonic Orchestra not long before his death in
1961 (Seraphim S 60041). The power and majesty of
the music find full measure in Beecham's reading, but it
is in the quieter, more contemplative and philosophical
sections that Beecham is quite unique—especially in the
transcendent closing pages of the Epilogue, which have
a cathartic quality as Beecham renders them.

Only two performances are available to the stereo
tape fancier—and Beecham's is not one of them. Be-
tween the versions of Leinsdorf (RCA FTC 3006) and
Karajan (DGG C 8025), my recommendation would be
Leinsdorf’s, for two reasons: the reproduction is more

brilliant, and the RCA processing takes advantage of
the longer-playing possibilities afforded by the tape me-
dium. Ein Heldenleben is presented complete and un-
interrupted on one sequence of the reel, and the other
sequence provides a similarly complete and uninterrupted
spread for Leinsdorf’s foursquare and generally routine
performance of Beethoven's “Ersica”™ Symphony. But
the attraction of having both scores available without
interruption is a powerful one.

REPRINTS of the latest review of the complete “Basic Repertoire’ are available without charge. Circle Number 160 on reader service card.
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MILTON BABBITT AND JOHN CAGE

Parallels and Paradoxes
By ERIC SALZMAN

O UNDERSTANDING of American music in the last
N quarter century—indced, of new music anywhere—
is complete without some comprehension of the work of
Milton Babbitt and John Cage. Born within a few years
of each other (1916 and 1912, respectively), they devel-
oped contrasting but complementary aesthetics—“world
views” as well as artistic and musical theories—which
dominated new musical thought after World War II and
which have since had tremendous resonance in many
areas of thought and creative activity.

It would be impossible to imagine two more contrast-
ing tigures than Babbitt and Cage, the one the apostle
of total rationality with a boundless faith in the ability
of human intellect to order and control, the other the per-
fect anti-rationalist with a conscious abdication of con-
sciousness and an insistence on accident and non-intention
as a way of breaking down the distinction between life
and art and becoming one with the universe. But the two
composers are united by much more than mere opposi-
tion and oppositeness. Both men are like magnetic poles
attracting eager disciples and sending out force fields
that have left almost no area of creativity unaffected.
Both have carried certain ideas to their ultimate far-out
conclusions by taking a premise and deriving an cntire
experience from it—almost in the manner of a scientific
test or experiment. Both have been among the first and
the most successful in using the new technology and in
helping to make it an acceptable medium of musical
thought and communication.

The more one looks, the more one finds parallels and
paradoxes. Cage, the father of happenings, environments,
and mixed media, lives out his own Zen beliefs; his per-
sonality and his life are his true works of art—unlike
his works, which are not like art at all but like life. On
the other hand, Babbitt the intellectual, the master mathe-
matician, the theorist and professor, the obscure and diffi-
cult positivist, is, in “real life,” a very hip character who
got his start on Tin Pan Alley and still knows every pop
song written between 1930 and 1950, and whose hobbies
are watching old movies on TV and playing the horses.
It is Cage, the Los Angeleno, who lives the idyllic life in
the Hudson River Valley. It is Babbitt, the Southerner,
and professor at idyilic Princeton, who spurns the ivory
tower and lives in the big town. It is Babbitt, the pro-
fessor, not Cage, the founder of the “New York school,”
who is the ultra-New-York character, who knows every
musician in town by his first name, whom young com-
posers call in the middle of the night for advice on per-
sonal problems. It was Cage, the apostle of freedom,
indeterminacy, and chance, not Babbitt the logician, who
first worked with tape and electronics and who is now
working with computers. It is Babbitt the positivist, not
Cage the mystic philosopher, who says that his music
exists for its own sake and has its own validity whether
or not anyone listens—or whether or not it is even pet-
formed! It is Cage, the mushroom-picking, country-
dwelling Zen Buddhist, who barnstorms around the
world performing with a troupe of dancers and com-
mands $1,500 lecture fecs. It is Babbitt, the abstract the-
orist with unshakeable confidence in the rational powers
of man to order his environment, who expresses a pecu-
liarly American (and largely unexportable) aesthetic.
It is Cage, the Thoreau of music, the man who accepts

the universe and tries to sublimate his own personality to
become one with it, who has become the showman, the
international star, and the most influential figure in
avant-garde arts since World War II.

In the simplest of terms, we can say that Babbitt’s con-
tribution rests on the application of total rationality and
control to musical thought. His work is the embodiment
in sound of thought processes. Not surprisingly, he has
turned (although not exclusively) to electronic means,
not for groovy new sounds, but for better control, for
the opportunity to work with greater precision directly
on his medium. Some of Babbitt’s more recent vocal and
instrumental compositions seem more outgoing and ac-
cessible than his carly work. Perhaps it is fortuitous or
even unconscious, but since he began working with sound
synthesis, his music for live performers—whether mixed
with tape or not—seems to have a greater flexibility and
directness. But all his work shares the same intellectual
and aesthetic basis: maximum variety out of minimum
material. A defined, limited number of given elements
are put through every possible permutation, and this—
Q.E.D.—is the composition, precise and totally defined.

IF Babbitt's work is totally rationalized, Cage’s ele-
vates the irrational, the non-rational, the imprecise, the
non-self-contained, the unpredictable, the random or in-
determinate. Cage’s early work, with its emphasis on a
kind of delicate percussion sound and complex rhythmic
organization, has many oriental qualities. But it was not
until after World War II that he began to eliminate the
role of consciousness in organizing the art experience.
Cage’s first work on this line in the late Forties and early
Fifties exactly parallels Babbitt's first totally organized
music. One of the important implications (often over-
looked in all the fuss about “chance,” “happenings,” and
the like) is the opening up of the natural external world
as material for musical and artistic experience. This, as
much as anything else, is the significance of his infamous
433”7 of silence or the almost equally notorious Ausic
for 12 Radios. Finally, because of the philosophical and
gestural ideas inherent in many of his activities (they are
hardly “"works” in the old sense), one can speak of a
new theater inspired in part by his ideas and example.
Such diverse manifestations as happenings, environments,
participatory theater, mixed- and multi-media can trace
many of their origins to the work, thought, and activity
of John Cage.

American culture is full of paradoxes and contradic-
tions; indeed, it thrives on them. It is in the nature of a
complex, polycentric, technological culture that it pro-
duces and embraces huge ranges of experience—even
contradictory experience. It is in the nature of much of the
best new art and music that it is made up of and ex-
presses both the ranges and the contradictions. American
music at its best—Ives, jazz, Copland, the best new rock,
or what have you—has always been involved with these
“dimensions.” If this is more true than ever today, we
must thank not only the contributions of technology, but
also those who found new techniques with which to use
them creatively. And if one wants to understand the
genius of new American music and where it is leading
us, one must examine the fascinating and complementary
contradictory contributions of Babbitt and Cage.
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THE AMERICAN AVANT-GARDE
Part1: MILTON BABBITT

By RICHARD KOSTELANETZ

I believe in cerebral music—in the application of

intellect to relevant matters. I never choose z note
unless 1 know precisely why 1 waat it there and can
give several reasons why it and not another.” Indeed, the
musical importance of Milton Babbitt stems largely
from the mmpact of his extraordinary mind. As a com-
poser, he assimilated the serial revolution of maodern
music initiated by Arnold Schoenberg, and then later,
in an intellectual leap, extended its organizing princi-
sles into other musical dimensions, producing wlat has
beer: called “total serialization.” In addition, he was
among the first American composers to realize the

& SOME people say my music is ‘too cerebral.” Actually,

potentialities of electronic machines: several of his
pieces for the RCA Synthesizer, such as Philomel (1963
1964) and Eusembles for Synthesizer (1961-1963%, are
among the most accliimed examples of electronie music.

As a scholar and critic, Babbitt has offered a steady
stream of articdles, book reviews, lectures, and symposium
contributiens, particalarly on the achievements and pos.
sibilities of modern music, and no one else in America
has done as much to institutionalize Schoenberg’s inno-
vations. As an admiired teacher, now the Comant Pro-
fessor of Music at Princeton University, Babbitt fatiwred
a school of rigorously senial composers, instructed well-
known muasicians as varied as the Broadway song-writer



Stephen Sondheim (a private pupil) and the jazz pianist
(and “serious” composer) Johnny Eaton (who once
composed a piece called Babbittry), and influenced nu-
merous prominent young critics and musicologists. Al-
though his reputation is hardly as public as John Cage's
or Elliott Carter’s, few professional observers would
dispute the fact that Babbitt's multifarious presence lends
a particular shape and flavor to the current American
musical scene.

The mind of Milton Babbitt informs everything he
does, and since he possesses one of the most over-
whelming intellects of our day, his thought processes
all but radiate from his work. Immenscly learned in
both the sciences and the humanities, and intensely curi-
ous about all facets of life, he radiates brilliance as
his conversation travels, if not leaps, from music to
criticism to literature to philosophy to acoustics to his
favorite pastimes, movies and football. And perhaps
because one-upmanship is among his penchants, there
secems to be nothing, from the merits of the world's
Chinese restaurants to female beauty, that he cannot
discuss with considerable knowledge and decisive dis-
tinctions. He patently finds the expression and exchange
of ideas among life’s primary pleasures, and possesses
the capacity (if perhaps not the desire) to talk forever
in an emphatic style somewhat inclined to hyperbole.
His quick mind never fails to provide him with words,
sentences, paragraphs, and even memorable aphorisms,
all uttered with an enthusiasm that suggests he dis-
covered these ideas just yesterday, and yet so perfectly
articulated that listeners often suspect he is remembering
a prepared talk. He is asked to lecture so often that he
is one of perhaps two or three American composers who
could live entirely off their chatter,

Medium in height, balding with a grey fringe, com-
pactly built, pale-complexioned, bespectacled, modest in
dress, Babbitt looks like a schoolteacher or perhaps a
small businessman. Once he speaks, however, he reveals
his real identity and instantly becomes a commanding, if
not intimidating, presence. Extremely friendly, he has
a cheery word for everyone—during one of his bi-weekly
excursions from New York City to Princeton, he offered
an emphatic "Hi, how are you?" to the bus driver, the
secretary of the music department, his colleagues, the
custodial help, several fellow professors in other fields,
all the graduate students he encountered, the manager
of the restaurant where he lunched, and several un-
identified passers-by. He has a notorious reputation for
making several times more generous promises than he
(or any other mortal) could possibly fulfill; his friends
find it inexplicably paradoxical that such a ferocious
intellect should be so incorrigibly cordial.

Talk and friendship are his vices as well as his
virtues: he cannot resist, for instance, chatting at least
half an hour with every friend who telephones him.
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He has dozens of intellectual children (not all of whom
are former students) who regularly report to him; and,
like all good fathers, he checks on their current activities,
remembers small details about their lives, and passes
on relevant communiqués from one to another. Because
he gives so easily of himself in conversation, listening
as well as speaking, enthusiastically answering the fa-
miliar standard questions for the thousandth time, Bab-
bitt is generally admired by his pupils and popular with
his peers. Indicatively, his 1968 lectures for undergradu-
ates at Princeron attracted over one hundred registrants,
perhaps the largest number ever to attend a music course
there. By now, he has met practically everyone on the
academic music scene, so that whenever any of his col-
leagues needs to visit an obscure campus, he always asks
Babbitt for the name of the local V.I.P.—the college
dean, the chairman of the music department, the head
of the arts council; Babbitt never forgets.

Though possessed of a passtonate, if not necessarily
impulsive, nature, Babbitt is intellectually a scrupulous
rationalist and empiricist, with strong sympathies to-
ward analytic philosophy. If he hears someone say that
a piece of music “expresses” a certain experience or emo-
tion, Babbitt will run him ragged by asking, “Precisely
what does the music express?” Usually, since such people
find themselves unable to make a statement so definite
that it is universally verifiable, they retreat to the posi-
tion of admitting that the music “expresses’’ something
to them, a conclusion that generally reveals more about
them than it does about the music. To Babbitt, the
essence of music is the notes; the stuff of the com-
poser’s “inspiration” is discovering patterns that are
more complex, coherent, and original than others; and
the task of criticism consists of making substantive state-

The young Milton Babbitt 100k populur music seriously, siriving
for a brief period to make a living as a Tin Pan Alley tunesmith,

Milton Babbitt
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Broadcast Music,

The essential stvle of Babbitt's music remained relatively constant. but his encounter with the RCA electronic music synthesizer

and its keyboard produced a music that explored sound combinations heyond the mechanical abilities of human performers to produce.

ments that all subsequent investigators can empirically
verify. The result is, as he cheerfully admits, a wholly
cerebral musical discourse.

Perhaps because he is a very passionate rationalist,
he is anything but a square, and there seems to be some
mysterious impulse that lends dimensions of woriginality
or eccentricity to all he thinks and does. He used to be
a chain-smoker of improbably esoteric brands of ciga-
rettes, and his taste in beer runs to foreign labels few
others have ever heard of. Politically he is a “conserva-
tive anarchist” with a distrust of all authority, a dis-
illusioned liberal’s distaste for leftist hypocrisy, and more
admiration for certain young English Tories than for any
American right-wing publicist. Since he regards sub-
stantive expression as a primary virtue, he rarely finds
a candidate rational and intelligent cnough to earn his
vote. On more mundane matters, he always wears col-
ored shirts “because white ones get dirty too easily,”
and he lives near Gramercy Park, a somcwhat unlikely
area of New York for a radical composer, “because my
wife Sylvia's folks had the apartment before us.” He
bets the going odds on major sports events, and rumor
has it that two decades ago he developed a fantastically
successful system for beating the odds at the track.

Babbitt's conversation has a quick, engaging, informal,
almost “hip” quality which contrasts with the academic
weightiness of both his words and his written prose, as
well as with the notorious style of the “eminent profes-
sor” whose pretense to wisdom increases in direct pro-
portion to the silences that precede his uttcrances. Slow
questions and replies to him rarely have a chance to
reach their end. As he usually manages to distinguish
people from ideas, becoming personally generous with-
out compromising his intellectual principles, in conversa-
tion he practices the ethic of the “Southern gentle-
man,” believing, as he does, that “T can never speak
badly to someone's face.” However, once the person has
left, Babbitt has no qualms about blasting his ideas as
“utterly idiotic.”

APRIL 1969

Few subjects inspire his passionate words more than
the state of serious modern music in America. ""The
situation has never been worse,” he says, “less because
of its general neglect than the ignorance of people of
influence and power.” The musical illiteracy of literary
people never ceases to astonish Babbitt, for not only. in
his opinion, does no serious general magazine in the
country (except The Nation) publish substantial essays
on music, but he is continually appalled by what passes
for music “criticism’ among; serious, non-musical people:
“In the country of the blind, the one-eyed man speaks
gibberish.” The major foundations, he notes, have not
been successful in their attempts to aid composition,
for in giving too much money to composers not seriously
respected, and neglecting more promising talents, they
are invariably disappointed with the results and then
refuse to enter the area again. When the National Foun-
dation on the Humanities in 1966 appointed Meredith
Willson, noted primarily for writing The Music Man, as
the only musician on its top selection committee, Babhitt
got so angry that he joined other composers and musicolo-
gists in sending a protesting petition to President John-
son. The following year, Willson found reasons to step

down.

BECAL’SE the general public is so apathetic and patron-
age so scanty, serious contemporary composers must draw
their incomes from elsewhere. Babbitt, like so many other
creative artists, found that the most propitious com-
promise was a permanent teaching position on a uni-
versity faculty. The primary disadvantage, he admits.
is the infrequency of those sabbaticals that the com-
poser needs for the time-cansuming work of composition,
although academic composers do have more free time
than musicians who try to hold down nine-to-five jobs.
Moreover, as composers find it almost impossible to pub-
lish their latest music (not even all of Babbitt’s finished
compositions are in print), “we have no means of
communicating professionally.” He adds, his emphatic
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tone evincing a visceral concern, “'T can’t find out what
composers are doing in various parts of the country.
We can't infer a score from the tape of a performance,
though we can imagine a performance from a score. The
score must come first.” To remedy the situation, Babbitt
looks to the technological palliative of computer-assisted
music-printing, as well as proposing that university press-
es should take the initiative; but neither a publisher, a
foundation, nor the government has so far supported this
latter effort. The recording situation is hardly more en-
couraging, and commercial companies have, up to now,
favored marginally different arrangements of the old
sure-fire warhorses to the best contemporary works, many
of which, such as most of Stefan Wolpe's recent pieces
or Babbitt's own Composition for Tenor and Six Instru-
ments (1959), have never been recorded at all.

The “shape” of Babbitt’s sensibility, as well as the
variety of his interests, probably reflects his culturally
diverse, though not atypically American, background.
Born in Philadelphia May 10, 1916, Milton Byron Bab-
bitt grew up in Jackson, Mississippi, where his father
worked as an insurance actuary. Albert Babbitt had come
to America from Russia, and Milton’s mother belonged
to the well-established Potamkin family of Philadelphia.
Her brother, Milton's uncle, was Harry Alan Potamkin
(1900-1933), perhaps the first serious film critic in
America, and the composer credits his prodigious inter-
est in films to staying with “Uncle Harry” in New York.
“"Nobody believes this,”” Babbitt continues, “but one of
my great-grandfathers was a rabbi; another was a Metro-
politan [of the Russian Orthodox Church].” He counts
the novelist Cudora Welty among his oldest friends:
“"Her father was the president of the insurance company
of which my father was vice-president.” And he blames
another novelist, Sinclair Lewis, for “some unpleasant
experiences in my youth.”

Having learned to read music, as he puts it, “soon
after T learned to read books, around four or so,” he
studied various instruments, cventually specializing in
reeds. "'T was doing gigs at ten years old,” he remem-
bers, “and T played in a jazz orchestra.” He began to
compose before he turned ten; in 1929, when he was
thirteen and one of his popular songs won a national
contest, Babbitt became a professional composer. He
says, "By the time I graduated from high school in Jack-
son, I had done so much work for Harms [a publisher
of popular songs] that I faced the choice of serious
composition or popular.” Indeed, to this day, he claims
to remember every pop hit between 1925 and 1935, and
his knowledge of popular music is legendary among his
acquaintances. He opted for serious music, briefly at-
tending the University of Pennsylvania and later trans-
ferring to New York University’s Washington Square
College. Well into the Forties, however, he continued
to write “gobs of popular songs, to see if I could make
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a living at it. T couldn’t.” He also did the score for the
film Into the Good Ground (1949), though today he is
grateful that the version being shown on television
omits his name from the credits. In 1946 he drafted the
score and some lyrics for a musical adaptation of Homer's
Odyssey, tentatively titled Fabulons Voyager, that nev-
er got off the docks.

After his 1935 graduation from N.Y.U. at the age
of nineteen, Babbitt worked as a critic for the Musical
Leader and studied privately with composer Roger Ses-
sions, who, he recently remarked, “was the only good
teacher of serious composition in America at the time.”
His first token of professional recognition was the Joseph
Bearns Prize in 1941 for “a large, very distinctly not-
twelve-tone Mass. It has never been performed, and now
sits in the Columbia University library.” After the war,
Babbitt decided to retire all his pre-war music, includ-
ing a symphony composed in the serial language. Like
John Cage, who is a few years older, Babbitt received
all of his musical education in this country; he rarely
goes to Europe, and advises his own students to travel
there for the food rather than for professional instruc-
tion. In 1939, he married Sylvia Miller, whom he had
known from N.Y.U., where they met in a geology class
and took music courses together. Seven years later their
daughter Betty Ann was born; a recent graduate of
Briarcliff College, she is now an actress.

‘ .~HEN Princeton asked Sessions to form a graduate
department of music, he appointed his pupil, then twen-
ty-two, to the faculty. In retrospect, Babbitt considers
this the biggest break in his career. “If not for Roger,
I might have spent my entire life teaching in South
Dakota.” In 1942, he received an M.F.A. from Princeton,
but his elders in the department found themselves in-
sufficiently knowledgeable to approve the short essay
on twelve-tone theory that he later submitted for his
Ph.D.—a degree he still does not have. He has since
taught exclusively at Princeton, commuting a few days
each week from his apartment in New York or, more
recently, spending some nights at the family’s new
Princeton home. His academic office in the new Wool-
worth Center for Musical Studies is modest and clut-
tered, decorated with a Mondrian print and some
cnlarged Peanuts cartoons. He teaches courses in twentieth-
century music, orchestration, the history of musical theory
and musical acoustics, as well as seminars in composition.
His pedagogical forte is giving two-and-one-half-hour
uninterrupted lectures from a small sheet of notes.

Like many another eminent American professor, he
has accepted short-term guest appointments all over the
world, and he sits on numerous ‘“‘advisory commit-
tees” along with Virgil Thomson, Aaron Copland, El-
liott Carter, Leonard Bernstein, and other musical emi-
nences. He suffers the distractions of the composer’s
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life with the complaint that “We all get asked to par-
ticipate in symposia, to lecture, and to do articles and
reviews twenty times more often than we do to write a
composition.” To cope with this situation, he has learned
to compose in his head, on subways as well as on air-
planes, jotting down notes in pocket-size books, and
what composition he manages at home is done late
at night while old movies or, preferably, sports events
flash across the television screen.

The son and brother of accomplished professional
mathematicians, Babbitt has always identified mathemat-
ics as his second love, although his detractors sometimes
make too much of this. To those who charge that he
selects his notes according to some mathematical system,
Babbitt retorts, "Would God I could. It would make
writing music a great deal easier for me than it is now.”
He studied mathematics extensively at college, even
doing some graduate work in logic and algebra, and
during the Second World War he earned his military
exemption first by joining the Princeton mathematics de-
partment, teaching mostly advanced calculus, and then
commencing “activities associated with the military ef-
fort [which] I still am not, and shall never be, at liberty
to reveal.” (Since he suffers from poor eyesight, he
would not have made an auspicious foot soldier anyway.)
To this day, Babbitt sprinkles both his lecturing and
writing with what are, to the layman, hardly elementary
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mathematical terms (‘'set,” “determinant,”

tation,” “invariant™), and some of his pecrs find this

“permu-

so intimidating that, rumor has it, the music professors
at another Eastern school hired a mathematics graduate
student as a tutor “'so that we can talk with Babbitt.”
Nonetheless, music is clearly his vocational choice. “Tf
not for Schoenberg,” he once confessed, “I would have
gone into mathematics, Schoenberg hit upon a tech-
nique that made composition more interesting and chal-
lenging.”

Arnold Schoenberg was, after Sessions, a great influence
on Babbitt's compasitional career, though Babbitt was not,
like some of his contemporaries, fortunate enough to
study directly under him. Schoenberg’s innovation, com-
monly known as “the twelve-tone system’ (though he
denied it was a “system” at all), implied a reordering of
tonal possibilities ‘nto a new musical language which was
radically different from that of the seven-tone scale and
its diatonic harmony that informed the primary language
in the post-Renaissance West. Although the familiar
grammars of this “tonal” music sound "natural” to West-
ern ears, they are in fact no more “natural” to Nature
herself than ancient Greek, East Indian, or Medieval
tonal systems. Prior to Schoenberg, many composers, in-
cluding Claude Debussy, Erik Satie, Richard Wagner,
and Charles Ives, more or less repudiated this language
by consciously avoiding tonics and dominants, the key-

Babbi:t with lgor Stravinsky

at a New York performance of the
latrer’s Threni in 1959. Threni. a
twwelve-tone composition, embodies many
of the ideas of musical organization

that hare also preoccupied

the yeunger man.

The four composer-eminences

of the Electronic Music Center

of Columbia and Princeton Universities:
left to right, Otto Luening. Babbin,
Roger Sessions, Vladimir Ussarhevsky.
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stones of Western tonality, developing musics of freer
tonal possibilities—in some cases what we call “atonal” or
“polytonal”™ with respect to traditional tonality.

But at the turn of the century, when Schoenberg start-
ed to compose, an utter diversity of approaches charac-
terized advanced music, and he gradually transcended
the chaos for himself by devising an entirely new musi-
cal language with its own forms of order. For this new
language, he also developed radically original rules for
organizing musical material (its own “grammar,” so
to speak), its own patterns of interrelationship (syn-
tax), and its own kinds of structures (sentences). In
brief, Schoenberg suggested that the composer could,
working within the open range of twelve tones to an oc-
tave, organize those tones into a certain order called,
variously, the “row™ or “set”” or “series.” Schoenberg re-
ferred to his ideas as the “method of composition with
twelve tones™; in practice, it is really a method of com-
position with the eleven intcrvals outlined by those
tones,

A single pattern of intervallic relations was the only
thematic substance Arnold Schoenberg used in his mag-
nificent opera Moses and Aaron, for example, and the
fact that he could successfully transform this basic ma-
terial into continuously varying structures illustrates the
fact that the serial language is not as constricting as its
rules might superficially suggest—tonal music, one re-
members, had its rules too. Instead, even though twelve-
tone procedure discourages the kind of repetition char-
acteristic of tonal music, it nonetheless creates its own
kind of syntactical and grammatical possibilities. “Sim-
ple in its principles of formation and transformation,”
Babbitt once wrote, “twelve-tone technique is enormous-
ly complex and deep in its ramifications.” Most of the
brightest young composers find the twelve-tone system
the most attractive of the contemporary musical lan-
guages; indeed, since the middle Fifties, even Stravinsky,
previously the symbol of anti-Schoenberg neoclassicism,
has employed serial procedures.

Babbitt contends that the twelve-tone system repre-
sents one of the great achievements of modern thinking,
“the result of a half-century of revolution in musical
thought, a revolution whose nature and consequences
can be compared only with those of the mid-nineteenth-
century revolution in mathematics or the twentieth-cen-
tury revolution in theoretical physics.” Although Bab-
bitt prefers to compose in this radically different serial
language, he does not believe that the new language
should or will replace its predecessors. “Ideally,” he
declares, his words approaching the tempo of a ma-
chine gun, “composers, as well as preformers and listen-
ers, should be multi-lingual. However, musicians and
critics familiar solely with tonal music should no more
judge a serial composition than people familiar solely
with English can comment upon writing in French.”
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President James 1. Armsirong of Middlebury College conferring
an honorary Doctor of Music degree on Babbitt in June of 1968.

Precisely to combat such illiteracy within the musical
profession, Babbitt has become increasingly concerned
with musical education, not only writing essays that, in
pianist Glenn Gould's words, “explain in an enormous-
ly elaborate way the actual operational procedures of
twelve-tone music,” but also becoming a guiding intel-
ligence behind the critical journal Perspectives of New
Music and the recently organized American Society of
University Composers.

In the late Forties, after his return to Princeton,
Babbitt developed the logical extension of the tech-
nique, further serializing the dimensions of musical
structure—the concept of “total serialization™” for which
he first became widely known. He applied the serial
principles of order not only to pitches, as Schoenberg
had done, but to other elements of composed sound-
duration, register, dynamics (attacks), the timbre—pro-
ducing a twelve-tone music of unprecedented structural
complexity, in which each and every note contributes
to several lines of serial relationships. "“The whole
twelve-tone cunception must concern the composer with
order in every aspect of the musical domain.” (The
German composer Karlheinz Stockhausen once claimed
to serialize even more dimensions, such as harmonics
and the rate of change in timbre, but, perhaps because
his scheme inevitably disintegrated in the course of the
piece, Stockhausen has since moved on to other ideas.)

From this principle of composition Babbitt develops
a rather revolutionary aesthetic which equates excel-
lence with “the multiplicity of function of every event,”
with the variety of significant relationships each note
simultaneously develops. In other words, every moment
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in the piece should ideally “say” several things in re-
lation to what has already been said. T want a piece of
music to be literally as much as possible,” Babbitt once
declared, and among his favorite words of praise are
such cerebral epithets as “profoundly organized” and
“structurally intricate.” (Indeed, a young composer with-
in this ambiance once boasted that his six-minute piece
contained “over 900 musical events.”)

In contrast to European examples of "totally orga-
nized” music—the early-Fifties pieces of Stockhausen
and the Frenchman Pierre Boulez, for instance—whose
sounds inhabit rather open spaces, the immediate im-
pression conveyed by Babbitt's work is one of a wealth
of rapidly interweaving activity. Tf the visual analog for
the Europeans is the painting of, say, Paul Klee, Bab-
bitt seems closer to the rich multiplicity of Jackson Pol-
lock and Willem de Kooning. Recorded examples of
this phase of his compositional career include D# (1951
—Son Nova ® S-1, now deleted), a song cycle; Com-
position for Four Dustruments (1948 CRI ® 138);
and  All-Ser (1957—Columbia ® €25 831, ® C2L
31), written for a fourteen-piece jazz combo. The most

common objection to Babbitt's practice is that most ears
cannot appreciate every discrete event in such works; to
this Babbitt retorts, first, that his difhcult music is not
for the populace of concert-goers; second, that textural
complexity itself /s accessible to untutored perception;
and, third, that progressively more thorough comprehen-
sion can be developed through training and experience.

To characterize the unprecedented intensity of Bab-
bitt's music, the critic Benjamin Boretz, once a Babbitt
pupil, has observed: “Lvery musical event is given a mul-
tiple function and the resulting syntax is so efficient that
a single sound may convey as much information (7.e.,
musical action) as, say, a whole section of a Mozart
symphony.” In the other arts, possible analogies to this
multiple conception include symbolist poetry (Mallarmé,
Apollinaire), in which, ideally, cach word relates to

Mr. and Mrs. Babbitt with their daughter Betty Ann at a dinner
during Father-Daughter Weekend at Briarcliff College in 1967.
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other words in a maximum number of ways; I/znegans
Wake (Babbitt's favorite novel), in which James Joyce
tells several stories at once on the same page and creates
individual words that embody several possible meanings;
and the early films of Orson Welles, in which, according
to Babbitt, “each event has many perceptual dimensions.”

Like other advanced composers concerned with the
precise articalation of their intricate musical ideas, Bab-
bit became depressed by what happened to his pieces in
performance; only a few musicians were able to cope
with the rhythmic complexity of his scores. “Convention-
al instruments,” he explains, "provide automatic or semi-
automatic means of pitch-control, but no comparable
means of rhythmic control.” Toward the end of the IFif -

<

ties, rather than submit to further “sabotage™ by per-
formers, Babbitt turned to the electronic music-making
machines—not for new sounds (‘nothing becomes old as
quickly as a new sound™”), but for the two-fold possibil-
ity of achieving precisely all the complicated effects he
desired and of fixing a * performance” for all time. Just as
print is more efficient than human lecturers in repeating
a definitive exposition of complex scholarly ideas, so a
tape, Babbitt recognized, would always be more etficient
than human musicians in precisely articulating a complex
musical pattern. He persuaded RCA to let him use the
Mark II Electronic Music Synthesizer constructed, with
Babbitt among the consultanzs, by RCA’s David Sarnoff
Research Center, as his tape-making instrument.

T{ls impact of electronics on music, it should be
pointed out, has taken several forms. In the most ele-
mentary uses of electronic machinery, the composer and/
or performers employ amplification equipment simply to
raise the amplitude and often to change the timbre of a
“live”" sound. The most popular form of electronic com-
position is essentially sophisticated tape doctoring, in
which, since tape machines do not generate the sounds
themselves, a composer must first tape a sound, either
live or electronically produced (oscillators or signal gen-
erators) and then modify it in various ways. By speed-
ing up the tape, for instance, he can raise its pitch; by
using sound-on-sound or a third machine to record the
sounds from two others, he can combine sounds, and so
forth. By splicing his phrases together, the composer pro-
duces a final, fixed piece. Frofessors Otto Luening and
Vladimir Ussachevsky, who founded the Columbia Elec-
tronic Music Center in 1951, were among the first Amer-
icans to compose in this manner.

Babbitt's electronic pieces, in contrast, are composed
directly on the Synthesizer, a wholly singular instru-
ment whose huge cost of approximately $250,000 per-
manently discourages imitation (although several cheap-
er synthesizers have since bzen built). Some twenty feet
across, seven feet high, and a few feet deep, the Syn-
thesizer contains various sound-generating devices (tun-
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ing forks, oscillators, signal generators, frequency mul-
tipliers, etc.) and about 1,700 tubes—all of which makes
it capable of producing sounds precisely to the com-
poser’s instructions. Potentially, Babbitt says, the ma-
chine can create “any kind of acoustical event known
to man”’; however, he admits that it remains for the
moment beyond his capacity to specify the components
of certain sounds for the machine to synthesize. Since
it does not compose, but responds, like conventional in-
struments, to the musician's instructions, the Synthesizer
is in no sense a “‘composing machine.” And since it com-
putes nothing, it is not a computer either. This Mark 11
Synthesizer is currently housed in the Columbia-Prince-
ton Electronic Music Center, which is located in a most
unlikely neighborhood for artistic creation—on 125th
Street in Manhattan, west of Broadway, in a warehouse
area. As the building also houses naval research equip-
ment, it has a guard and a sign-in book at the door.

On the face of the machine are switches that program
the following dimensions of a musical sound: frequency
(pitch), octave, volume, timbre, and envelope (degree
of attack and decay). All of these dimensions, appro-
priately enough, are subject to serial permutation in
Babbitt's system. The composer can either set the in-
dividual switches by hand or, more conveniently, use a
typewriter-like instrument attached to the Synthesizer’s
face to punch holes in a roll of broad paper tape that
feeds into the machine. Once the composer assigns all
the attributes of a note, the machine can immediately
produce the specified sound, while an oscilloscope on its
face indicates a visual analog of the aural experience—
though this is, for practical compositional purposes, ab-
solutely useless. If the composer finds that the result
suits his intentions, he can then fix it on a tape which,
as the storage medium, will contain the final version of
the piece; if the result is unsatisfactory, he can readjust
his specifications to make a new sound.

The composer can also place one sound atop another
(as is standard practice in tape doctoring), transform live
sounds, and even program wholly original scales of non-
tempered pitches. In all, the composing process can be so
painstaking that several months is par for a medium-
length piece. Another temporal handicap is that the
Center, which also houses a thriving tape studio, is so
crowded during the working day that Babbitt goes there
on weekends and at odd hours, sometimes staying until
three or four in the morning. Babbitt used the machine
for such serial compositions as Philomel (1963-1964)
and Ensembles for Synthesizer (1961-1963), but since
it lacks an aesthetic conscience, the Synthesizer could
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theoretically just as well produce rock-and-roll. In prac-
tice, however, as Babbitt explains, “the Synthesizer is
most useful for what it can uniquely do . . . it would
take over an hour to imitate a long glissando on the
piano, for example. If someone wants to do a jingle, he’d
be wiser to hire people.” In sum, Babbitt regards the
Synthesizer as supplementing traditional instruments
rather than replacing them. Devoting perhaps only half
of his compositional activity to works for the machine,
he recently did a pair of related pieces, Relata I (1965)
and Relata 11 (1968) wholly for live orchestra. But
Babbitt is enthusiastic over the wider choices the Syn-
thesizer offers: “It is a wonderful opportunity to walk
into the studio, close the door, and know that in one
series of steps I'm going to be specifying what I have
composed, copying the parts, proofreading, rehearsing,
and walking out of that studio with the final performance
for which I'm totally responsible. This is a unique and
satisfying experience.”

If only to convey Babbitt’s conception of his purposes,
as well as his inimitable prose style—at once energetic
and stolid, complicated and generalized, overbearing and
witty—here is the program note he supplied to the Lin-
coln Center 1966 performance of Ensembles for Syn-
thesizer:

The title Ensembles refers multiply to characteristics of
the work. In both its customary musical meaning and its

BABBITT ON RECORDS

ALTHOUGH the Milton Babbitt discography is, at

the moment, slim, the current intercst of rec-
ord companies in the avant-garde is likely to lead to
a greater representation of his music in the catalog
in the near future. Composers Recordings, Inc., for
example, is presently engaged in negotiations expect-
ed to lead to a new Babbitt recording. In the mean-
time, most of the following records are generally
available: the one exception, on the Son-Nova label,
may still perhaps be found in record-store stocks,
though it has been deleted from the catalog.—J.G.

All Set (1957, for jazz ensemble). Included in the album
“Outstanding Jazz Compositions—20th Century.” Co-
LuMBIA (® C2S 831, @ C2L 31.

Composition for Four lustruments (1948); Composi-
tion for Viola and Piano (1950). Wummer (flute);
Drucker (clarinet) ; March (violin); McCall (cello) ;
Trampler (viola); Bauman (piano). With composi-
tions by John Bavicchi. CRT @ 138.

Compasition for Synthesizer (1960-1961). Columbia-
Princeton Electronic Music Center. With compositions
by Arel, Davidovsky, El-Dabh, Lucning, and Ussachev-
sky. CoLuMBIA B MS 6566.

“Du” (song cycle, 1951); Composition for Twelve In-
struments (1948). Bethany Beardslee (soprano) ; Rob-
ert Helps (piano); Hartt Chamber Orchestra, Ralph
Shapey cond. Son-Nova ® S-1, @ 1 (out of print).

Ensembles for Synthesizer (1961-63). With ComMposi-
tions by Cage and Pousseur. CoLUuMBIA () MS 7051,
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more gencral one signifying “collections,” the term refers
more immediately to the different pitch, rhythmic, registral,
textural, and timbral “ensembles” associated with cach of
the many so delincated sections of the composition, no two
of which are identical, and no one of which is of more
than a few seconds’ duration in this ten-minute work.
This speed and flexibility of succession in all musical di-
mensions which are made uniquely available by electronic
media reflect, in turn, the particular and vast resources of
these media in every aspect of the time domain. Also, in
its meaning as a “set,” the word “ensemble” relevantly
suggests the, I trust, familiar principles of tonal and tem-
poral organization which are employed in this work, as in
other of my compositions.

Although Babbitt admits that his music is written for
a specialist audience, consisting largely of other professor-
composers, he still believes, perhaps too optimistically,
that “anyone who hears well can be educated to appreci-
ate my music. The more you listen to serial music, the
better able you are to recognize its grammar, its con-
figurations, its modes of procedure. . . . Sometimes I
think that music is just beginning, reborn with such an
utterly different musical language. Electronic instruments,
I also believe, have shifted the boundaries of music away
from the limitations of the acoustical [musical] instru-
ment and the performer’s coordinating capacities. The
limitations for the future are the human ones of per-
ception.”

Despite his extreme emphasis on unifying structure,
Babbitt cannot erase the fact that music does make
sounds which contain their own appeal independently
of how they are organized, and the qualities of this sur-
face sound stimulate a listener’s interest in a piece, par-
ticularly if the serial multiplicity is not immediately
accessible to him, just as an cffective use of color can
provide an entrée into the complexities of a particu-
lar painting. Early examples of Babbitt's efforts at a
more pervasive scrialization, such as D or the Com-
position for Twelve Instruments (1948), rcalize an im-
mense structural complexity “‘at the sacrifice of a certain
scope and varicty in its line, texture, and articula-
tion,” as Benjamin Boretz puts it—at the price of a
sound level too stubbornly constant for Babbitt's mul-
tiple purposes. However, in his recent work with the
Synthesizer, particularly Philomel, Babbitt exploits the
machine’s ability to produce unprecedented sounds (al-
though he frequently declares they hardly interest him)
to create works that, to Boretz, “seem as beautiful in
the conventional sense as [they are] effective as a me-
dium for the transmission of subtle new ideas of ref-
erence and relation.”

Philomel, using a text specially written by poet John
Hollander, retells the Philomel-Procne legend of the ac-
quisition of speech by drawing upon the unprecedented
potentialities of a live voice, that of soprano Bethany
Beardslee, in combination with transformed recordings
of her voice and a range of sounds wholly produced on
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the Synthesizer. “The strangled cries of the voice at the
opening,” writes Boretz, “gradually merge into a sus-
tained vocal line that seems to trace a wider arc at each
of its appearances, successions of pitches in the tape
accompaniment gradually accelerate into beating and
chattering wood noises; and the single voice of the
soprano is first counterpointed against its recorded sound
... which then is subdivided into choruses of Beardslecs,
transmuted into bass, alte, and piccolo Beardslees, and
finally merged again into the single sound that sustains
the ‘live’ soprano’s final note with a breath capacity
uniquely available to synthesizers.” To every ear, both
trained and amateur, the aural result is nothing but stun-
ning, although one must add that the piece stuns various
listeners in different ways. Philomel is admired by Babbitt's
peers and yet accessible to the perceptive layman; it
achieves a measure of popularity without compromising
that immense musical integrity that has always been his
trademark.

The standard professional criticism of Babbitt holds
that “he talks a better piece then he writes.” Another
musician, with little sympathy for the serial language,
charged: “"He is said to have the greatest articulateness
and the least compositional talent of any composer in
America today.” To the composer John Cage, Babbitt’s
music represents “an escape from one’s experience, rather
than an engagement with it.”” Goddard Lieberson, for-
mer President of Columbia Records, says for the defense,
“The serious composers of each generation, whether
Beethoven or Schoenberg, are always, with few excep-
tions, accused of over-intellectuality; [in Babbitt's case]
it is a charge that comes most frequently from those
people who have read about [his] music without hear-
ing it.”’

IT Is precisely his belief that complex structures are
more important than mellifluous or original sounds that
makes Babbitt an extremist on the contemporary musical
scenc—the leader of the “academic avant-garde,” as
Morton Feldman, of the unacademic (Cagean) avant-
garde puts it. Indeed, although one may disagree with
his ideas, or dislike the musical creations of his thought,
it is impossible to deny that Babbitt as a man demon-
strates what immense power a great intelligence has
over the new language of musical composition, over in-
tellectual laxity, over dozens of students and scores of
admirers, over philosophical discourse, over the chal-
lenges of contemporary artistic creation, over the new
machines. For his career represents the various and ex-
traordinary achievements of a rare and valuable mind.

Richard Kostelanetz is a widely published wcriter on diverse cul-
tural subjects whose articles have appeared in many magazines
and newspapers. He is also the author of The Theatre of Mixed
Means and Music of Today. The present article will appear in
the book Master Minds, te be published by Macmillan this year.
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rereo IKeview Celebrates

[he 1968 Refom/ of the Year Awards

T pleases us immensely that hardly a week goes by with-
out some reader’s informing us that STEREO REVIEW
is his “favorite magazine.” It pleases us because we

Editor William Anderson. center. presents an award to Fmil Gil-
els: John Coreney, Angel's Artist Relutions Director. Looks on.

e f 3 - i
Seort Mampe. center. and Joseph Bott of Mercury Records accept
violinist Arthar Grumiaux's awcard plague from B illiam Anderson,

dReproduced on the jucing page is the poster-size anncuncement
of the Record of the Year Awards sent out to members of the
recording industry in advance of the February issue. Artist Isa-
dore Seltzer of New York's Push Pin Studios turned muny of the
awardacinning album titles into visual puns that might require a
program : London’s Elektra. #f arner Brothers” "Song Cyele™ (Van
Dyke Parks). RCA's Julius Caesar, Connoisseur Society's “Forty
Minute Raga.” Angel'sFive Beethoven Piano Concertos™ ( Gilels/
Szoll). RCA's “Duke Ellington Plays Billy Strayhorn,” Philips
“Berg and Stravinsky Violin Concertos,” Capitol's”Grass™ (Jackic
and Roy). RCAs “Rossini Rarities” (Caballé), CBS" La Mer
(Boulez). 1 & M's “Liza Minnelli,” und Columbia’s George !
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in the entertainment business, and we arc as delighted as
any other performer with a favorable review. It is owr
favorite magazine too—we take enormous pleasure in put-
ting together its various picces each month, and we derive
an equal proprictary satisfaction from the finished prod-
uct. And so it was that. when announcement of our Record
of the Year Awards in the February issue resulted in a
particularly hearty eruption: of good spirits, we decided to
throw a party. We gathered up the staff, invited all the
contributing editors. prize winners, and record-company
representatives we could think of, and laid on a catered
affair in the grand lounge of a hotel convenient to our
Jower Park Avenue ofhices. It was a great success, and
we're sorry you weren't there, We can, however. share
—FEditor

some of the pictures with you.

Flanked by Anderson and critic Rex Reed. Liza Minnelli aceepts
the wieard for her alham “hiza Minnelli” on the 4 & M lubel.

& b
Stierio Review's spoken-word critic Clive Barnes. 1ight, chuts
with Sim Myers. who represented RC A at the wward presentation.
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Sir Maleolm: Sargent conducts a program of Christmas carols in London’s hearily electronicized Royal Festival Hall.

SINCE MANY OLD AND NEW HALLS HAVE ACOUSTIC
CHARACTERISTICS THAT ARE TOTALLY UNSUITED TO THE KINDS
OF MUSIC TO BE PLAYED (OR RECORDED) IN THEM, THERE HAS
DEVELOPED A TREND TOWARD ADJUSTMENT AND ALTERATION

OF ACOUSTICS BY ELECTRONIC MEANS

T HAS BEEN only a few years now since the concert-

going public followed with interest the celebrated

acoustical difficulties of Philharmonic Hall at Lincoln
Center in New York. The raising, lowering, and modifi-
cation of the acoustics-controlling “clouds,” the reup-
holstering of the auditorium's seats, and other “tunings”
and adjustments of the hall were noted in the popular
press and by concertgoers with a certain amount of ill-
concealed glee. Who were these scientists, after all, who
were foolish enough to think they could apply the cold
logic of the laboratory to the subjective aesthetics of con-
cert-hall listening ?

But if the goings on at the Philharmonic aroused
amusement (and even some sympathy), horror, panic,
and outrage swept the city when it was discovered that
the New York State Theater just across the plaza had
calmly solved its problems in advance -with amplifica-
tion! Critics of this electronic finagling were quite right
about at least one thing: it marked, if not the actual be-

ginning, at least the establishment of a trend. For what
was done at the New York State Theater has since be-
come almost standard in concert halls around the world,
from Philadelphia to Moscow. Not content with record-

ing and reproducing—and even creating—music  elec-
tronically, audio engineers have begun to adjust the
acoustics of concert halls electronically. Over the past
few years the techniques have moved from simple sound
reinforcement intended to provide uniform sound cov-
erage throughout the house to the successful alteration of
the overall acoustical characteristics of an entire concert
hall. The alterations have in most cases—and to the
dismay of the purists—won the unqualified approval of
many musicians, critics, and concertgoers,

Long before we learned how to record and reproduce
sound electronically, we were aware of acoustics (Greek
akoustikos, relating to hearing, from akomein, to hear).
Acoustics can be defined loosely for our purposes as the
set of physical characteristics that establish the sound
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quality of an environment. The presence or absence of
pronounced resonances and the length of time a distinct
sound persists are two immediately identifiable aspects
of the acoustics of an enclosed space, and they are what

"ot

make a particular hall sound “bright,” “warm,” “dry,”
“dull,” or “boomy” (just a few of the tactile/visual
metaphors we use, almost instinctively, to describe the
subjective “sound”” of a room).

It is clear that the Greeks knew a good deal about
practical architectural acoustics; certainly they took full
advantage of the sound-focusing effect of the amphithea-
ter type of construction. But for the next thousand years
or so, the acoustics of public buildings was largely a
hit-or-miss affair. It took Wallace Sabine, an American
physicist working in the first quarter of this century, to
put structural acoustics on a more solid footing. An
enormous amount of information has since been com-
piled concerning the relative sound-absorbing power of
various materials, from cinder blocks to human bodies
(the latter usually participating in the acoustic environ-
ment as listeners, too, not just absorbers). There are data
on the reflectivity of various kinds of curved surfaces; on
the desirability of various structural shapes; on the effects
of balconies, bandshells, floating “clouds,” nonparallel
walls, and the like.

One thing was established which musicians and music
lovers had known all along: a particular kind of music
or a particular assortment of instruments sounds best in
a certain acoustic environment. Chamber music (music
composed, literally, for enjoyment in a moderate-sized
private chamber) demands a more intimate kind of
acoustical environment than a Mahler symphony. The
chief difference between the two kinds of rooms is in
their reverberation time, which is the time required for a
sound to die away to one-millionth its original intensity
(—60 dB) after the source has stopped producing the
sound. Small instrumental or vocal ensembles, or soloists,
tend to be most acceptable in “'dry,” relatively non-rever-
berant rooms—rooms with a reverberation time of a sec-
ond or less. Lush orchestral, choral, or operatic works
demand (by consensus) a considerably longer reverbera-
tion time—in the neighborhood of two seconds (some-
times more, sometimes less), depending on preference
and type of music.

It is difficult, obviously, to design an all-purpose studio
or concert hall. The nearest thing to it is probably the
broadcast or recording studio that makes use of sliding
or hinged panels or wall sections that are relatively ab-
sorbent on one side and relatively reflective on the other.
The reverberation time of the room can then be con-
trolled quite precisely over a moderate range of frequen-
cies by exposing more or fewer absorptive or reflective
surfaces.

But what is practical in a recording studio is not likely
to be practical in a concert hall, which may seat up to six
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thousand people. Recently, the tremendous mechanical
problems of providing alterable acoustics in a large audi-
torium have been tackled electronically. The phrase “ac-
tive acoustics” (as distinguished from ""passive acoustics™ )
has been used to describe electronically modified acoustic
environments,

It should be stressed at this point that the various
acoustic-modification techniques to be discussed are far
beyond the usual concert-hall sound-reinforcement sys-
tem. As the term implies, “sound reinforcement™ is in-
tended simply to boost the sound in areas of a hall or
stadium where acoustic conditions cause losses or dead
spots.

The most flexible and promising electronic technique
now in use is related to acoustic feedback—the well-
known phenomenon that causes a howl or squeal when
too much of the amplified sound from a loudspeaker
gets back to a microphone. The howl or squeal has a par-
ticular pitch because the energy in the system tends to
bunch around some frequency at which there is a domi-
nant response. Acoustic feedback in a system with boomy
speakers—ones with a bad bass resonance—tends to
have a tubby, howling quality. On the other hand, a sys-
tem with prominent treble (owing to the characteristics
of the speakers or micrephones) tends to produce a shrill
shriek.

AN engincer named William B. Snow showed that a
sound system that is sct just below the point of acoustic-
feedback oscillation inereases the decay time of certain
sounds. This is roughly equivalent to increasing the re-
verberation time of the room in which the sound system
is operating.

If you connect a microphone to your music system
(perhaps through a tape recorder), you can try a few
simple experiments to make this effect more understand-
able. Place the microphone at some distance from the
speakers and facing away from them. Turn up the vol-
ume control slowly until the system “rings” for 2 moment
after you speak a few words. (Just speak into the room,
not into or especially near the mike.) Notice how almost
every sound tends to hang over. The decay of sounds has
heen slowed by the regenerative effect of the microphone-
amplifier-speaker system. The gain of the system is not
high enough to sustain a steady howl; normal losses in
the microphone, speaker, and in the walls of the room
and even the air eventually silence the “ring.” But there
is ennugh regenerative feedback to slow the decay of the
live sound.

An arrangement as simple as this is obviously not
usable as is; the tendency of the system to ring at a par-
ticular frequency would blur and mask the original
sounds beyond recognition. But try altering the tone-
control settings on your amplifier and notice how the ring-
ing frequency changes. Opening or closing a door, a
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window, or drapes may have a similar effect. Now im-
agine dozens or even hundreds of microphones, each
with different resonances, and dozens or hundreds of
speakers, also with different resonances, concealed in the
walls and ceiling. Each mike is feeding one or more
speakers, widely separated from the mike and from each
other, through amplifiers with variable gain and frequen-
¢y response. The system as a whole is carefully tuned and
adjusted to provide a slight amount of hangover without
ever going into actual ringing or oscillation. The effect
would be much the same as increasing the reverberation
time of the room, and of altering its resonances as well.
And this is exactly what is done in large concert halls to
permit changes in their acoustic characteristics.

A system such as this, called “assisted resonance,” has
been in use since 1964 at the Royal Festival Hall in Lon-
don. The hall’s acoustics were judged to be insufficiently
warm and reverberant, and the intent was to enhance the
inadequate resonances of the hall. The system was origi-
nally installed experimentally without any public an-
nouncement. After puzzled critics and the public noticed
the change and began to comment on it, officials ended
the mystery by explaining what had been donc. Response
seems to have been generally favorable.

In the Royal Festival Hall system, the speakers and
the microphones are all enclosed in separate and individ-
ually tuned resonators, so that each is most efficient over
a relatively narrow band of frequencies. This is, of
course, precisely the opposite of the usual hi-fi design
approach, which is (or ought to be) to minimize such
selectivity. The resonances are staggered so that quite
a broad range of frequencies from about 70 to 300 Hz
is covered uniformly. The microphones and speakers are
installed in the ceiling. Each microphone is about 50 feet
from its corresponding speaker, and the spacing and the
actual position are quite critical.

Any normal room, regardless of size, acts as a resonant
cavity at several frequencies~frcquencics at which the
wavelength of the sound wave is some whole-number
fraction of a room dimension. This results in the estab-
lishment of wranding wares in the room. These appear
as areas at which particular frequencies are reinforced or
absent. If you connect an audio oscillator to your system
you can easily hear the effect of standing waves by tun-
ing the oscillator to some low mid-range frequency (a
few hundred hertz) and walking around the room or just
moving your head. At some frequencies the loudness of
the tone will rise and fall noticeably as you move around.
Places where the sound is loudest are called anti-nodes
(points of maximum sound pressure). For maximum
coupling between a mike and a speaker in a single reso-
nant system, both should be located at anti-nodes for the
center frequency of the range covered by that resonant
system.

There is no practical way of decreasing the reverbera-
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Adrian Siegel

Electronic adjustment of the acoustics of Philadelphia’s Acad-
emy of Music has so far been used only for recording purposes.
tion time of a room electronically. For complete control
over the sound of a hall with an electronic-acoustics in-
stallation, the hall must first be made acoustically neutral.
This means a short reverberation time and few prominent
resonances. Such a hall, with its electronics shut off.
would be usable for speeches, dramatic readings, and
chamber music. For works that demand richer acoustics.
with a longer reverberation time. the electronic system
could be set to provide the optimum sound quality.

A very elaborate system in the enormous Grand Krem-
lin Theater in Moscow almost completely controls the
acoustics of the hall, going far beyond mere “assistance”
or “enhancement” of natural acoustics. The hall seats
6,000, so any mechanical method of controlling the
acoustic properties over a broad range is impractical.
Here, the hall was initially made quite dead (acousticaily
absorbent, with a very short reverberation time). The

TO AMPLIFY . ..

I'find . .. alarm reasonable only if we may assumc
that the essential element of singing is a loud voice.
. Far from meaning the death of singing, clec-
trical amplification can mean its salvation. Spared
the requirement of singing at the top of his voice
and heyond his normal range, the singer can turn his
attention to the musically more important objective
ot singing beautifully, to the subtle problems  of
tone and phrase. . . . Serious music critics almost to
a man share the curious notion that a micro-
phone can make a singer sound better than he really
is. It can’t. Quite the contrary. Its hearing is more
acute than any human ear, and it broadcasts exactly
what it hears. It exposes a singer's shortcomings
more mercilessly than any critical invective. It is a
crutch only insofar as it can make a voice louder.
It cannot make z voice more beautiful, nor can it
transform bad singing into good.
HENRY PLEASANTS
New York Timer, February 20, 1966
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srolled acoustic environment—und seats six thousand people.

electronic system, with hundreds of speakers and micro-
phones, augments the resonances and reverberation time
in ways that are completely under the command of a
skilled operator at a control console. Almost literally, the
hall is “scored” or "orchestrated” along with the com-
position to be performed. For chamber works, a quick
first reflection of sound can be fed instantly to all the
speakers in the hall, creating the illusion that the room is
quite small. Different parts of the hall, which would nor-
mally have different reverberant characteristics, can be
brought to uniformity. Needless to say, it takes a great
deal of skill to operate the system to best effect, and op-
erators are trained especially for the job, musically as
well as technically.

The most recent application of electronics to the task
of increasing reverberation time is in the Academy of
Music in Philadelphia, the home of the Philadelphia

...OR NOT TO AMPLIFY?

Streisand’s fame comes primarily from her ability
to belt out a song. But can she? . . . It may be that
she could carry to the reaches of Yankee Stadium
in a thunderstorm with her unassisted vocal chords.
Or it may be that she is not able to project three
rows into the Winter Garden without her mike. . . .
She may be a real singer, or she may be merely a
microphone baby. . . . [Amplification] means the
death of singing as we know it. It means every man
a Caruso or Tampagno, every woman a Ponselle or
Flagstad. Microphones today have become so small
and so efficient . . . that audio engineers can isolate
any specific performer on stage and ride gain for the
benefit of that single fortunate singer. . . . Sirging
will then be meaningless, and critical standards will
be meaningless. The whole idea should be fought—
for the sake of music, for the sake of singing, for
the sake of art, for the sake of the future.

HAROLD SCHONBERG
New York Times, February 6, 1966
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Linceln Center

Electronic amplification was the big news when the State Thea-
ter at New York's Lincotn Center jor the Perjorming Arts opened.
Symphony Orchestra. The Academy hall's “dry™ acous-
tics were superb for articulation and clarity, but inade-
quate for recording orchestral and choral works. John H.
Volkmann of RCA Laboratories and John Pfeiffer of RCA
Red Seal records designed an electronic system that in-
creased the hall's reverberation time from about 1.4 sec-
onds to more than 2.2 seconds.

Quite a different method of altering the sound of a
hall or studio has been used by the BBC in its Television
Center Studio 4. Central to the technique is a special-
ized form of tape recorder, in which the tape forms a
continuous loop about 60 inches fong. As usual, an erase
head wipes out the previous signal, and a record head
puts the new signal on the tape. From that point on, a
succession of playback heads is available to reproduce
what has just been recorded. The play head nearest the
record head “hears’ the signal first, and each succeeding
head gets the same signal a fraction of a second later—
how much later depends, of course, on the speed of the
tape (which is fixed) and the spacing between heads
(which is adjustable). The record head is fed a signal
that represents whatever is going on in the studio, as
picked up by one or more microphones. (A unit similar
in principle is manufactured by EMT in West Germany
and is imported into this country by Gotham Audio. In-
stead of a tape loop, Gotham's “audio delay unit” em-
ploys oxide-coated Mylar foil stretched over a rotating
ring. Three playback heads provide delay times of from
25 to 250 milliseconds.)

Signals from each of the playback heads in the BBC
unit are distributed (via amplifiers) to speakers in the
walls and ceilings of the studio. The effect is similar to
increasing the room’s natural reverberation time. The
positions of the speakers are correlated with the distance
of the record head to the appropriate playback head in
such a way that speakers farther from the sound source
receive their signal later than those closer to the sound
source, thus preserving the natural time relationship be-
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tween direct and reflected sound. As an aid to keeping
the tape-delay reverb system from sounding too mechani-
cal, some speakers are “shuffled”’—connected not exactly
according to their position—which introduces some blur-
ring of the reverberant effect and makes it sound more
natural.

The spacing between the recording head and the first
playback head establishes the delay time of the first
“reflection” and is most responsible for establishing the
acoustical character of a room. Also important is the rela-
tive loudness of each of the pscudo-reflected signals. In
general, each succeeding playback signal is lower in level,
corresponding to the natural damping of successive re-
flections caused by absorption of sound by walls, pad-
ding, and so forth.

The delay systems do not depend on the acoustic-feed-
back principle central to the assisted-resonance technique.
Some feedback is present, since the microphone used to
feed the system does pick up the artificial reflections
produced by the system as well as the original sounds.
This adds to the effectiveness, but it must be kept under
control to prevent ringing or excessively long reverbera-
tion times.

A similar tape-delay technique has been in use since
1952 in St. Paul’'s Cathedral in London, but for a differ-
ent purpose. There, the normal reverberation time (with
a full congregation) is as long as 6 seconds. This ex-
cessively long decay time caused terrific problems when 2
sound-reinforcement system was installed. The direct
sound from the choir or clergy took noticeably longer to
arrive at some remote parts of the building than the
amplified sound. This happened because sound in the
form of clectricity travels much faster through wires
than sound in the form of pressure waves travels through
air. Sound from other speakers a greater distance away,
or from the original source, was heard as echoes. The
profusion of artificial echoes made it more dithicult to
understand whoever was talking even though the volume
of his voice had been raised through amplification. The
problem was solved by connecting the speakers through
a tape delay system similar to the one described just
above. Speakers a greater distance from the original
sound source received their signals later than those clos-
er to the sound source. The psychoacoustic “precedence”
effect guaranteed that hearers would in general perceive
the sound as coming from the area of the original source,
even though the audio level from the “later” loudspeakers
might be as mucl as 10 dB higher than the first one.

Notice the distinction between increasing the reverber-
ation time of a concert hall, listening room, or studio, on
the one hand, and, on the other, adding artificial reverb-
eration during playback. If the reverberation constants
are modified during recording, the effect can be quite
natural, or at least satisfying. But artificial reverberation
added to a reproducing system (for example, by a coil-
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spring device or a tape-delay unit) has a grosser, cruder
effect, quite different from altering the reverberation
characteristics of the listening room itself. The distin-
guishing feature lies in the fact that natural reverberation
tends to be diffuse, random, and nondirectional, while
artificial reverb/echo/delay has a tacked-on aspect and
sounds as though it originates in the speakers, rather than
with the source material.

Even classrooms, small churches, or meeting halls are
being affected by this “systems” approach to sound re-
inforcement and reproduction, which includes the room’s
natural acoustics as a crucial but controllable factor in
the sound system. Sound-reinforcement systems for use
in such rooms can be equalized (that is, have their fre-
quency characteristics tailored) to adapt them to the
room’s natural acoustics. Properly applied, this results in
a pleasing, intelligible, unobtrusive, sound-assist, with a
minimum of disturbing ringing or howling.

The most sophisticated version of this is Altec’s
“Acousta-Voicing” technique. The trademarked name
for the process is rooted in the “'voicing™ of pipe organs
to fit them acoustically to the church or hall in which
they are installed. In the words of Don Davis, an Altec
engineer, Acousta-Voicing regulates the amplitude,
frequency response of the total electro-acoustic system,
including electronics, transducers, and 1he room itself to
achieve the best tonal quality and greatest acoustic gain.”
This is done by first making a complete sound survey and
then critically tailoring the frequency-response charac-
teristics of the sound reinforcement system to match the
demands of the environment—and the sounds that have
to be reinforced or produced in that environment.

AMONG audiophiles and hi-fi pundits it has long been
popular to pontificate that speakers—or cartridges, or
whatever—are the weakest link in the audio chain. How-
ever, anyone who has had the opportunity to hear the
same group of stereo components in a variety of home
acoustic environments is aware of the crucial and deter-
mining differences contributed by room acoustics. In
brief, a room that is bad acoustically can wipe out the
essential sonic differences between a $40 speaker and a
$400 one. Happily, however, the acoustics of domestic
listening rooms present problems that are less severe and
more easily corrected than those of concert halls—though
audiophiles seldom have the know-how to deal with
them properly. It would seem that the home stereo in-
dustry has been remiss in not really getting into the area
of acoustic-environment control. When, and if, they do
so it will be a breakthrough for the average listener at
least as important as stereo reproduction.

Peter Sutheim wcrites on audio and other electronics topics for
a number of publications. In addition to being a regular con-
tributor to these pages, he is also an audio-equipment designer.
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25 STEREO DEMONSTRATION
RECORDS

By LARRY KLEIN and WILLIAM WOLLHEIM

IN OUR July 1965 issue we ran an article titled 25

most people, including the writers, don't have very good
Stereo Demonstration Records.” The popularity of

information filing and retrieval systems in their heads.

that article was attested to by the thousands of re-
quests we've had for reprints, plus many others asking us
to update the list. With so many good new (and old) re-
cordings to choose from, it would seem to be easy to
find twenty-five more excellent ones to recommend. But
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Over the years, we have both been impressed by the
sound quality of varions recordings. However, when
recommended-record-list time comes around, their names
escape us—or worse, we remember but find that they
were not as good as we thought on first listening.
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An obvious starting point is the “authorities”—the
critics whose reviews appear in this and other maga-
zines. Unfortunately, we have found them at best to
be a very rough guide to the sonic quality of a disc. This
is quite understandable, because reviewers are usually
listening for the musical, not the sonic, values. Unless a
recording is really bad, their attention is not always
drawn to the audio quality per se. And if they are par-
ticularly pleased with the performance, they may quite
humanly be seduced into giving the sonics a high score
also.

Then, of course, there are all those records played at
the audio shows. You would think that the manufac-
turers of sterco components would play those records (or
tapes) that best demonstrate the sonic virtues—if such
exist—of their products. You would think so, but it's not
always true. However, there are a few manufacturers who
go to great lengths to choose demonstration material
that will best show off the merits of their products, and a
number of their suggestions have found their way onto
our list.

Another possibility would be to call up all the major
record manufacturers and ask them to send over a few of
their best-sounding discs. The trouble with this approach
is that each company has its own idea as to just what
constitutes “good sound.” And, as we learned in prepar-
ing this article, some of those ideas are peculiar, to say
the least. How, then, did we arrive at the balance of this
year’s selections ?

ALEX Karwowskr is a member of the New York
Audio Society and a gentleman blessed with keen ears,
apparently limitless patience, and a fanatical interest in
good sound reproduction. For the past several years, he
has kept a set of file cards listing every record album cited
for its sonic excellence in any of seven or eight different
magazines. If a disc received several raves for its sound,
and if Mr. Karwowski liked the composition, he would
buy the recording and append his own comments. It was
Mr. Karwowski’'s notes and recommendations that
formed the nucleus of our listening list. To it, we then
proceeded to add a number of records we and other
staff members and audio professionals remembered as
being outstanding.

We then began a weeding-out process. While ques-
tions of taste were obviously involved, there were a num-
ber of standards-that guided us. Ruled out right at the

start were some otherwise fine recordings such as:

® those that bore no relation to the sound of conven-
tional musical instruments—for example, Columbia’s
“Switched-On Bach”

® those that did not contain a very wide dynamic and
frequency range (this automatically disqualified almost
all recordings of solo instruments)

® those that we found boring or annoying musically
(we admit the arbitrariness of our decisions here). (
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Among the sonic flaws we listened for were:

® noise; either caused by bad surfaces or hiss in the
tape master

® lack of dynamic range

® distortion—from whatever cause

¢ sudden shifts in the recording perspective

® unnatural reverberation—such as when an instrument
with close-up miking has more echo around it than an-
other instrument miked more distantly

® excessive boosting of any part of the frequency spec-
trum in an effort to make the disc have more presence or
impact

® breakup—and this of course relates to the quality of
the record player and cartridge used.

In respect to this last point, the question of the equip-
ment we used to audition the recordings becomes signifi-
cant. Assuming that our readers have at least gnod-
quality audio equipment, they should hear very much
the same sound performance from the discs as we did—
with two possible exceptions. The phono cartridges we
used were the top-ranking units reviewed in last July's
issue. If you are using a lesser cartridge, there’s a good
chance that you will hear breakup or shatter on loud
high-frequency passages that a better cartridge will
handle with ease. The other point has to do with the fre-
quency balance of your speakers. If you prefer to set
your speakers’ high-frequency controls above their “nor-
mal” settings, you may find that several discs on the
recommended list sound slightly too bright. The amount
of “top-end” that should be in a recording is an area
where there can be legitimate disagreement, and we have
not penalized any recording for extra brightness—if cor-
rection to our tastes could be achieved by a few decibels
of tone-control treble cut. On the other hand, recordings
in which the engineers have seen fit to hype up the up-
per mid-range by 10 to 15 dB were disqualified in the
first thirty seconds of listening.
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The remainder of the equipment used was a selec-
tion of those components that received top ratings over
the past year or two. The system, excluding the tuner,
tape deck, oscilloscope, and other test instruments, could
be duplicated at a cost of about $1,300.

Some final notes. We are aware that the list that fol-
lows is in no sense exhaustive, and that there are a num-
ber of excellent recordings that just never came to our
attention. In the four years that have passed since our
previous demonstration-disc article (reprints are avail-
able—send a stamped self-addressed envelope to STEREO

Review, Dept. DR, 1 Park Ave., New York, New
York, 10016), the overall quality of recorded sound has
obviously risen. However, the records on our previous
list are almost all still available and are in no sense soni-
cally inferior to those on cur new list. The one advance
that is occasionally apparent results from current use of
the Dolby noise-reduction system in preparing some mas-
ter tapes. In general, the Dolbyized discs have less back-
ground hiss, although there are a number of very quiet
discs available that got that way without ever encounter-
ing the Dolby device.

BACH : Organ Recital. Karl Richter. DEUTSCHE GRAM-
MOPHON SLPM 138907. A clean recording of a Baroque
organ with somewhat less reverberation than is usual in
organ recordings. Aside from a touch of pre-echo here
and there, the recording is flawless.

BARTOK: Bluebeard’s Castle. Christa Ludwig, Walter
Berry, London Symphony Orchestra, Istvin Kertész cond.
LoNDON OSA 1158. Orchestral texture has less defini-
tion than some of the other selections because of the more
distant miking, but concert-hall sound quality is well
captured.

BEETHOVEN: Symphony No. 4. London Symphony,
Pierre Monteux cond. WAGNER: Siegfried 1dyll. San
Francisco Symphony, Pierre Monteux cond. RCA Vic-
TROLA VICS 1102. A straightforward recording with full,
warm sound and a nice compromise between concert-hall
acoustics and instrumental definition. The sound of the
Beethoven seems to have been compressed slightly, but
overall this is an excellent recording.

BRAHMS: Sympbony No. 3; Variations on a Theme
by Haydn. London Symphony Orchestra, Antal Dorati
cond. MERCURY SR 90502. Good dynamic range and
fine definition of the sound of the double basses. Best tonal
balance is achieved with a touch of treble cut and perhaps
some bass boost.

BRITTEN: The Young Person’s Guide to the Orches-
tra. PROKOFIEV: Peter and the Wolf. Scan Connery
(narrator), Royal Philharmonic Orchestra, Antal Dorati
cond. LoNDON SPC 21007. A good variety of instru-
mental sounds, with especially good percussion effects.
The recording has a pleasant concert-hall ambiance, al-
though the top end is excessively bright in spots.

LOS CHIRIGUANOS OF PARAGUAY: Guarani
Songs and Dances. NoNEsucH H 72021, This disc of
high-spirited South American Indian music for voice,
guitar, and Guarani harp is clean, crisp, warm, and beauti-
fully recorded. The stereo effects and overall sound quality
are first-rate, Band two on the second side is particularly
impressive.
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DANCE MUSIC FROM THE TIME OF PRAETO-
RIUS. Works by Praetorius, Widmann, and Schein. Col-
legium Terpsichore. DEUTSCHE GRAMMOPHON ARCHIVE
198166. Despite its advanced age of nine years, this re-
cording is remarkably good. The engineering is nothing
short of supetb, and the sixteenth-century music per-
formed on the ancient instruments is a delight.

DON ELLIS ORCHESTRA: Electric Bath. COLUMBIA
CS 9585. With three bass players and four percussionists,
this recording should make big-band-jazz aficionados very
happy. Some selections are rather hyped-up sonically, but
the sound is clean, big, and brassy throughout.

FALLA: La Vida Breve. Victoria de los Angeles,
Orquesta Nacional de Espaiia, Rafael Frithbeck de Burgos
cond. GRANADOS: Coleccion de Tonadillas. Victoria
de los Angeles, Gonzalo Soriano (piano). ANGEL BL
3672, two discs. A clean, well-balanced recording. The
beginning of Act Two, with orchestra, solo guitar, casta-
nets, singing, foot-stamping, and hand-clapping is quite
spectacular.

FRENCH ORGAN MASTERPIECES OF THE 17th
AND 18th CENTURIES. Works by Marchand, Cléram-
bault, F. Couperin, L. Couperin, and others. Pierre
Froidebise (organ of the Laurenskerk at Alkmaar).
NoNEsucH H 71020. A Baroque organ with a buzzy,
reedy quality recorded with a fine balance between the di-
rect and the reverberant scund. The picce by Clérambault
is astonishingly live-sounding, with marvelous presence.

MANITAS DE PLATA: Recital. Manitas de Plata
(guitar). CONNOISSEUR SOCIETY CS 2006. An unusually
good job of recording a live performance. Malagueiias
clisicas and Farruca capture the sound of this fiery
flamenco guitarist beautifully.

LA MARSEILLAISE AND OTHER FAVORITE
FRENCH SHOWPIECES. Works by Berlioz, Chabrier,
Debussy, and others. Ozchestre de Paris, Jean-Pierre
Jacquillat cond. ANGEL S 36518. The overall sound is
very smooth and clean, with exceptionally low background
noise. The Berlioz arrangement of La Alarseillaise for
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orchestra, soloists, chorus, and children’s chorus is a real
sonic blockbuster.

MOZART: Three Divertimenti for Strings; Serenata
Notturna. Academy of St. Martin-in-the-Fields, Neville
Marriner cond. ARGO ZRG 554. An extraordinary ex-
ample of a small string orchestra recorded close-up with
a very natural room ambiance. Very smooth-sounding,
with a great deal of mid-bass warmth.

ORFF: Carmina Burana. Gundula Janowitz, Gerhard
Stolze, Dietrich Fischer-Dieskau, Chorus and Orches-
tra of the Deutsche Oper, Berlin, Eugen Jochum cond.
DrutscHE GRAMMOPHON 139362, Although somewhat
distantly miked, this recording’s smooth sound, great dy-
namic range, and excellent definition make it one of the
best. In taberna quando sumus is especially spectacular,
but don't be surprised if your cartridge has trouble track-
ing it.

ORFF and KEETMAN: Musica Poetica. The Tolzer
Knabenchor, plus other vocalists and instrumentalists un-
der the direction of Carl Orff. HArRMONIA MuNDI HMSt
530 652. A student’s introduction to music, the record in-
cludes sounds ranging from a gigantic bass drum to chil-
dren’s voices and hand-clapping. In addition, you'll find
dulcimer, zither, alto xylophone, double bass, trumpet,
and scveral more instruments. An altogcther charming
and spectacular-sounding disc whose didactic purpose
doesn’t get in the way of sheer fun. It may not be readily
available in some parts of the country.

TA]J MAHAL. Taj Mahal (guitar and vocals). CoLum-
BlA CS 9579. Very clean recording of a variety of city-
blues instruments. Miking is very close on voice, and
everything has exceptional clarity. Especially good is the
Celebrated Walking Blues.

THE PENTANGLE. The Pentangle (vocals and in-
strumentals). REPRISE 6315. An cxceptionally clean re-
cording of a fine folk/rock/blues group playing acoustic
instruments. The very close miking and some engineering
gymnastics don’t get in the way of the overall fine sound.

RACHMANINOFF: Sonata in C Minor. KODALY :
Sonata, Opus 4. Harvey Shapiro (cello), Earl Wild
(piano). NoNESUCH H 71155, Exceptionally quiet back-
ground—a fine job of catching the nuances of the cello
and piano tone. Close-up sound with an extra live quality.
A disc that is a showcase for the Dolby method of reduc-
ing noise in recordings.

SHOSTAKOVICH: Symphbony No. 5. London Sym-
phony Orchestra, André Previn cond. RCA LSC 2866. A
smooth recording with big, full-bodied sound. Spacious,
open sounding.

STRAUSS, R.: Also sprach Zarathustra. Los Angeles
Philharmonic, Zubin Mehta cond. LoxpoN CS 6609. An
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outstanding dernonstration record—very quiet, with solid
bass (particularly in the almost sub-sonic opening mo-
ments). Good overall tonal balance and dynamic range.

STRAVINSKY: The Fairy's Kiss. Columbia Symphony
Orchestra, Igor Stravinsky cond. CoLuMBIA MS 6803.
The stereo perspective, which is fairly close but not of the
“on-stage” variety, strikes a good acoustical balance. The
overall sound is more sweet and mellow than crisp, and
the most interesting section sonically is about one-third
into the first side.

STRAVINSKY: L’Histoive du soldat. Soloists, instru-
mental ensemble, Leopold Stokowski cond. VANGUARD
V8D 71165/6, two discs. The first Dolby-process record-
ing to be released in this country, the discs’ only flaw is
that the narrator’s voice is a bit too loud in relation to the
music. A little treble cut helps the tonal balance, but the
clarity and intimacy of the small-ensemble recording and
the excellent use of stereo make this perfect for showing
off your system.

DAVE BRUBECK QUARTET: Time Further Out.
Corumsia CS 8490. Good recording of a small jazz
group, with excellent percussion reproduction. Far More
Drums and Unsquare Dance are especially outstanding.

THE TRANSCENDENTAL TAL. Pandit Mahapurush
Misra (tabla), Ustad Ali Akbar Khan (sarod). Con-
NOISSEUR SocIFTY CS 2001. This recording of solo In-
dian drums (accompanied by two stringed instruments)
has tremendous low-frequency definition. The recording
is an object lesson in good engineering techniques, and the
music is brilliant and exhilarating.

VERDI: Requiem. Joan Sutherland, Marilyn Horne,
Luciano Pavarotti, Martti Talvela, Vienna State Opera
Chorus, Vienna Philharmonic Orchestra, Georg Solti
cond. LoNpON OSA 1275, two discs. Quiet background,
super-clean massed sound, and a bass drum (in the Dijes
Irae) that may knock you out of your chair, One of the
very best.

STEREO REVIEW’S DEMONSTRATION DISC

EXCERPTS from twelve different—and excellent—
commercial discs are gathered together on
STEREO REVIEW’s own demonstration record. Each
selection is designed to show off one or more specific
aspects of musical sound and its reproduction. In-
cluded with the recording is a booklet describing the
aspect of stereo sound to listen for in each selection.
The recording is available in both 3314- and 45-rpm
versions. To get your copy (postpaid), send $4.98
(and a note stating which speed you want) to:
Stereo Demonstration Record, P.O. Box 3463, Church
Street Station, New York, N.Y. 10008. Qutside the
United States, the cost is $7.00. New York State resi-
dents please add local sales tax.

STEREO REVIEW
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NELSON FREIRE: A COCKEYED SENSATION

Extraordinary technique and musicianship revealed in a two-disc debut on