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500-TX you should know.

In addition to its tremendous power
and versatility, the 500-TX offers tre-
mendous sensitivity. (Usable sensitivity
1.7 microvolts.) And it has a highly se-
lective crystal filter that lets you pull in
weak, distant stations located right next
to stronger, local stations. In our tests
the 500-TX was able to receive more
clear stations than any other receiver or
tuner, regardless of price.

And speaking of price, that's the best
feature of all.

It costs less than other, less power-
ful, lessversatile, less sensitive receivers.

It's $449.95. (Walnut cabinet,

$22.95. Prices slightly higher in the Far
West.)
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Traditionalists can

tune AM and FM stations in-
the normal way, with Fisher's
ultrasmooth flywheel drive.

Preset your four favorite
FM stations on the miniature
dials. After that, tune to any one
instantly, at the touch of a button.
The station will be locked in
electrically, so there’ll be no drift.

Touch one of’[hese two buttons

and the next FM station up or down

the dial is automatically tuned in,
dead center. Hold down either
buttonand all FM stations up or
down the dial come in, one by one.

With this optional accessory
(the Fisher RK-30, $9.95)
you can operate the AutoScan
from your easy chair or bed.
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You'll be able to do more things with
the new Fisher 500-TX than with any
other receiver in history.

In addition to being able to choose
your favorite FM station manually, or
three ways automatically, the 500-TX
lets you control speakers throughout
your home,

You can set up, and control, a center-
channel speaker in your main stereo set-
up. Plus, you can set up remote stereo
speakers in another room and listen to
just the remote speakers. Or just the
main stereo system. Or all at the same
time.

Plus, since the B00-TX delivers an
enormous 200 watts , you'll have enough
power to feed still another pair of stereo
remote speakers.

e o e

Plus, you can feed
mono speaker without
the receiver out of tf
Simply use the center
connection to feed a rer
where in your home!

And there’s more.
stereo tape recorder,
monitor either track
through both your stere
special mode/tape mc

And more. The Fi
facilities for the simple
accessory that will add
reverberation effecttoy
(Ask your Fisher deale

Other features of tt
There’s even more






The Avant Garrards
a complete story in two volumes
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Volume 1. Packed with drama, this 24 page full-
color Comparator Guide describes the eight distinc-
tive new component turntables in the Avant Garrard
line. Each new model is a chapter in itself. Featured
is the outstanding Synchro-Lab Series including the
magnificent SL95B at $129.50, the world's most ad-
vanced automatic transcription turntable.

Yolume II. Stirring adventure in 12 pages. This
full-color Comparator Guide gives you daring new
insight into the world of modules. Garrard intro-
duces four exciting units, complete with fine car-
tridge, base and dust cover, ready to plug in to other
components and play. They range from the SLX-3 at
$99.50 to the X-11 “Demi” at $39.50.

f

Once you gert involved with the Avant Garrard
story, you won't want to put it down. Send for these
best sellers today. They're free!

World’s Finest

Dept. AS59, Westbury, N.Y. 11590
Please send Comparator Guides

Name

Address
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By WILLIAM ANDERSON

] W
KING

POT-ROCK FESTIVALS

I HaD solemnly promised myself some weeks ago that I would refrain from com-

menting on the Dionysian revels that erupted in the world’s barnyards late this
summer. However, getting the subject off my chest and onto paper will perhaps
protect my blood pressure from being assaulted by any more of those aftermathe-
matics (300,000 people and not one fist-hght,” “thousands of empty milk cartons’)
the Pollyanna sob-sisters of the mass media have so relentlessly insisted we be
impressed by. These thunderingly irrelevant clichés and other won sequiturs of
equally revolting sentimentality have so unbalanced the minds of even the most
level-headed commentators that they can comment on the peacetul somnolence of
the crowds in one sentence and report on the pot-smoke fog index in the next
without seeing any possible connection. A few fist-fights would, it scems to me,
have been very much in order for any sane human community—a good poke in
the nose, say, for those purveyors of “bad acid™ (I thought we had already agreed
that none of it was “good™) and those profitcering water brothers charging what
the trathc would bear for common pump juice. And it strikes me as quite simply
perverse to hand out gold stars for tender solicitude to the “bad-trip” Samaritans
("they know how to take care of their own™) who nursed all those music lovers
and other walking wounded felled by LSD, “speed,” or worse.

And then there was the music . . . ah, yes. the music. Moldy-fig over-forty that I
am, I find it little short of remarkable that even placid, passivated sheep could long
hold still for all that high-priced talent playing music that contains so little for the
mind to lay hold of. Coming back from the country not long ago I encountered a
gaggle of young girls on the train platform. After a pleasant weekend of sun and
surf, they were horsing around as young people will, and finally fell to singing.
They tried rock first, but when they failed to find any melody there (not that they
could carry one). and the beat wouldn't hold up without 120-decibel assistance, or
perhaps from embarrassment over the lyrics, which were either inane repetition of
a single word or phrase or phony “poetry™ about butterflies melting on moonbeams,
they turned to the “standards”—Down by the Old Mill Stream. I've Been Workm'
on the Railroad, and such. Perfectly good melodies, of course, but they couldn’t
handle them either. They finally got around to the clincher: "We were rough and
ready guys/But oh, how we could har ... mon ... ize,” and 1 wanted to cry. They
knew enough to engineer a ragged rallentando on “harmonize,” but for all their
yearning sense that something was supposed to happen there, it didn’t. All those
little voices raised in loud dissonance suddenly trailed off into despairing silence.
I would love to be proved wrong, but I have lately seen no evidence whatsoever
that our young people are getting any real music anywhere—enough ear-training
to permit them to carry a simple melody. a dash of barber-shop to inoculate them
with the delightful virus of harmonic togetherness, some experience of partici-
pating in music rather than merely being subjected to it.

[ sincerely hope that these rock festivals and all that goes with them are only
temporary aberrations and not, as some would persuade us, a glimpse of the future,
Young people are perfectly correct, of course; they are being exploited and manip-
ulated—ezen in 1his, the music they are pleased to call their own. The perpetra-
tors of the Bethel Festival, who sensibly (though at the last minute) abandoned
their plans to sell expensive tickets, will doubtless recoup their losses through sale
of film rights to that ill-planned happening (the ultimate cynicism, and cheaper
than hiring the Yugoslavian army); poster, bead, and sandal merchants wax rich;
and supcrannuated teenagers are even now inventing names for new pop groups
which they will eventually flesh out with live bodies, new sounds. and appropri-
ately high-powered publicity campaigns. Will everybody please sit down and reread
Aldous Huxlev's Brare New World before that urgent warning becomes a recipe
for a mindless electrochemical “paradise’”?
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How Can

Four Clubs

beat a

royal flush?

It can when the deal is with...

Every card player knows a royal flush is
an unbeatable poker hand...But our club’s 4 big
clubs in one membership deal can beat it hands down when
it comes to saving you money.,

AN PRTTIIIEFRPTO
Yhb b nr paosvebap bl

FOUR
CLUBS

' SAVINGS SCORE CARD

ust CLUB  SAVINGS
ALBUMS
$3.98 $2.49  $1.49
4.98 3.09 1.89
5.98 3.79 2.19
TAPES
7.98 5.35 2.63
8.98 5.99 2.99
9.98 6.65 3.33
BOOKS
5.95 4.50 1.45
6.95 5.25 1.70
7.95 5.95 2.00

If you ever wanted to buy RECORDS, TAPES,
HI-FI-STEREO GEAR and BOOKS at substantial savings
(25%-80%¢) with NO MINIMUM BUYING obligation,
OUR CLUB IS FOR YOU. Your choice of every BOOK,
RECORD and TAPE available is UNLIMITED. No need
to be roped into choices pre-selected for you.

Select any book you wish: fiction, non-fiction, historical,
scientific even valuable art books at 25% discount. Choose
from the over 30,000 LP’s listed in the FREE SCHWANN
Catalog sent you. Your FREE SCHWANN Catalog conven-
iently lists every available LP LABEL by category. Jazz,
Folk classical, popular and so on. A must for every record
library. FREE HARRISON 4 and 8 track Catalogs listing
all available tapes, cassettes and cartridges are yours for
the asking.

Your FREE CLUB Magazine keeps you informed of ail
New releases in Records, Tapes, and Books, while offering
you valuable extra discount Club Specials.

FOUR CLUBS

We've really stacked the deck in your
favor: tape deck, that is. We offer savings up to 509%
on Stereo Gear from such famous makers as: Acoustic
Research, Ampex, Dynaco, Electro Voice, Empire, Ken-’
wood, Scott, Tandberg, Fisher, Garrard, Sony and many
others. Ask for a low Club quote on your needs.

You, of course, receive only BRAND NEW, factory sealed,
guaranteed perfect EQUIPMENT, RECORDS, TAPES
AND EOOKS. Nothing will ever be shipped unless you
order it and there’s never any buying requirement,

There are NO Membership dues, NO Annual fees and NO
Minimum orders. There are Tremendous Savings, Extra
Discount Specials, Unlimited Selection, 4 Clubs in one con-
veniences, Fast same day processing of orders and FREE
magazines and catalogs.

The cost toopen aLIFETIME MEMBERSHIP is just $5.00.

With all our cards on the table we think
that's an unbeatable hand.

,-------------ﬂ----\

SUSTEN |

!
FOUR ]
CLURBS 777 mhirdAve.NY.NY. 10017 =

]

Send my FREE SCHWANN ca:alog, my FREE HARRISON 4 or 8 traqk
catalog, order blanks and FREE CLUB MAGAZINE by return mail.
$5 enclosed guarantees me: '
1. LUFETIME MEMBERSHIP

2. 35%-80% savings on LP albums, 1/3 off on tapes, 25% on books. .

3. No requirement ever to buy anything. Nothing will ever be sent
until | order it.

I must be delighted with the Club or within 30 days | will let you l

know and receive a full refund, .

NAME )

ADDRESS |

CITY STATE ZIP :

[] Send GIFT MEMBERSHIP at $2.50 each to names and-addresses l
tisted on attached sheet.

| am interested in tapes [] 4 track and cassettes [] 8 track.

i
l
CHARGE PRIVILEGES AYAILABLE ON ALL PURCHASES J

CIRCLE NO. 27 ON READER SERVICE CARD
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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 better 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.

A
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You never heard it so good.

#1968 SUPERSCOPE, INC.

SUPERSCOPE |
Sun Valley, California 91352
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LETTERS TO THE EDITOR

““The Sense of Hearing’’
® The fold-out reproduction of Jan Brue-
gel's painting “The Sense of Hearing” in
your September issue dazzles everyone [ show
it to. Such adornments ¢nhance your pages
immeasurably. This fold-out is better than
the center spread of Playboy by fart It is
just another of the pleasures we subscribers
look forward to each month.
FrREDERICK L. SHEPPARD
Tallahassee, Fla.

@® Congratulations on vour first full-color
nude fold-out!
E. Quape WINTER
Pendleton, Ore.

Filmusic

® 1 cnjoved Paul Kresh's article on “filmu-
sic” (September), but must take issue with
several statements.

The so-called Hollywood “rule” that mov-
ie music should not call attention to itself is
a myth. Since the 1930's, when Max Steiner's
scores made people aware of filmusic, com-
posers have emphasized the drama in movies
with music, a process that entails the music's
being distinctive enough to make an im-
pression on the hearer. Also in error was
Mr, Kresh's characterization of Steiner and
others as composers of “heaves and swells of
sonic overkill,” Movie music could be sparse
and biting when the situation warranted.
Steiner composed, as did most good com-
posers of the era, to At the dramatic needs
of the filmed situation, and it was not always
“great oceanic passages.” But Mr. Kresh's
most scrious error is in his statement that
filmusic must never exalt itself—7i.e., Miklos
Rézsa should never be judged superior to
Handel. T say, “Why not?” What is there
in the forms set down for “concert” or
“serious” music that makes anvthing written
therein inherently superior to filmusic?

Mark KoLpys
Dearborn, Mich.

® Paul Kresh's article on film music has
much the same tone as all articles on film
music that appear in purportedly serious
music magazines—snide and condescending.
Re Korngold: Mr. Kresh might consult his
Eucyclopaedia Britannica for more data on
this composer. As to Korngold's being called
in to “touch up” Mendelssohn's music for
the film version of A Alidsummer Night's

Dyeam, Mr. Kresh has no real cause to
cavil. Max Reinharde produced the film at
Warner's in 1934, and since he had worked
closely with Korngold on several theatrical
projects in Vienna, he insisted on bringing
the composer with him to Hollywood to
supervise and conduct the score. There wuas
no bastardizing of the music and no out-
landish arrangements; it was, in fact, @ beau-
tifully tasteful treatment of Mendelssohn, as
Mr. Kresh may discover if he ever sees the
film.

The score for Old Acquaintance, by the
way, wias not written by Max Steiner, but
by the late Franz Waxman, And When Di-
mitrt Tiomkin, in picking up an Oscar, said.
“I want to thank my collaborators—Tchai-
kovsky, Rimsky-Korsakov, Johann Strauss.”
he wasn't admitting the use of their music,
he was actually blowing a raspberry at people
like Paul Kresh.

Tony THOMAS
Woodland Hills, Cal,

M. Kresh veplies: “Why is it that in-
evitably sume corvespondent tuins up to de-
serihe any article with the slightest rwinkle
ity eve as Ssnide’? Inoa world where it
/s conceirvable thar Mikldy Rdzsa may be
‘udged superior to Handel, and Mendels-
sobi weeds tu be improved by tusteful
treatment, mightu't a swicker or two be in
order? Or bhas morie music hecome a saciod
non-spoofable institntion like motherhood
w.as amtil Generation of Vipers and Miv.
Portnoy came along?”

More Methuselahs
® lenry Pleasants’ “"Musical Methuselahs™
(August) is a remarkable piece of research
and. as usual, of witty and graceful writing.
But in speaking of long-lived singers,
how could he forget Roland Hayes, now
82, still teaching regularly and singing oc-
casionally?  This extraordinary artist and
great man, who made his debut in 1916 at
the age of 29, was still making splendid re-
cordings in his mid-sixties for Vanguard,
gave annual recitals in Boston, and toured
nationally in his seventies. In 1963, at the
age of 76, he gave a recital in Cleveland that
moved a up.lut) audience to tears with its
utter perfection of vocal execution and in-
tense artistic and personal communication.
Hayes' tenor voice, never a large instrument,
(Continned on page 8)
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receivers that deliver

SLAN |

from JVEC

They deliver sound custom-tailor-
ed to suit any room. Carnegie Hall
or your pantry. Built-in Sound Effect
Amplifiers ( S.E.A.», exclusive with
JVC, do the trick.

Here’s how these powerful, preci-
sion-engineered stereo units stack
up: Model 5040, a mighty 200 watt
receiver with an 18 to 30,000Hz
power bandwidth and a negligible
0.5% in distortion. Integrated cir-
cuitry and Field Effect Transistors
insure extraordinary AM, FM and

Multiplex reception. Powers up to
six speaker baffles.

Model 5003 —a hint less powerful
at 140 watts. Power bandwidth from
20 to 30,000Hz, distorticn less than
0.5¢%. Features FET circuitry, auto-
matic stereo switching, multi-speak-
er system selection and muting
switch.

Model 5001, a 60 watter with IC
and FET circuitry. Power bandwidth
from 20 to 30,000Hz with less than
0.8 distortion. Same sophisticated
circuitry, many of the same features
as the larger models.

Get more information about JVC's
S.E.A. receivers and the name of the
dealer kandling JVC products in
your area. Just drop us a line and
we’'ll make the introduction.

'- f : Catching On Fast

IVC America, Inc., 50-35, 56th Road, Maspeth, New York, N.Y. 11378 A Subsidiary of Victor Company of Japan, Limited, Tokyo, Japan
CIRCLE NO. 33 ON READER SERVICE CARD
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It takes only
three seconds to change
your phono system into

a Norelco cassette system.

Just plug a Norelco stereo cassette deck into your
existing sound equipment. That way you can add the
Norelco cassette sound wusing your own amplifier and
speakers.

Cassettes are easy to use, They don't scratch, warp or
collect dust. There arc thousands of prerecorded cassettes
you can buy. too. No matter what kind of music you like.
And all cassettes—whether stereo or menaural—are com-

patible with any cassette system.

Ask your Norelco dealer to show vou /Vo,e/c’oV
the Norelco cassette decks. Either the com-
pact Norelco 2500, the single player. or the
Norelco 2502, the playback changer that
plays 6 cassettes, non-stop. The Redmrom=

Either way, you’ll like gettlng plugged of Tape Recording
into Norelco.

North American Philips Corporaticn, High Fidelity Products Department,
0 East 42nd Street, New York, N.y. 10017
CIRCLE NO. 47 ON READER SERVICE CARD

still had no trace of wobble, and showed at
all rimes with what intelligence it was pro-
duced and with what care it had been trained
and treated over the Jdecades. Tr may well be
that this singer holds some kind of record
for artistic longevinn. May he live to sing
forever.

Kravs GrForor Roy

Cleveland, Ohio

® Henry Pleasants’ article was thoroughly
enjoyable and vividly demonstrates  some-
thing that we hme come to realize about
musicians—their tendency to live long lives.

There 1s an octogenarian now residing in
England, one George Baker, of Gilbert and
Sullivan fame, whose name brings back mem-
orics of a multitude of G&S recordings made
from 1917 until well into the Sixties. Mr.
Baker is a vice-president of the Gilbert and
Sullivan Society and is still active in musical
events. For the last few years he has heen
running a series of lectures on the BBC as
well as recording dramatic works such as
Sheridan’s The Ciitic.

Mr. Baker participated in the first com-
plete recording of a Savoy opera, playing
the part of Ko-Ko in The Mik.ndo, recorded
in 1917 by HMV; later he was in the HMV
G&S recordings of the late Twenties and
early Thirties conducted by Sir Malcolm Sar-
gent. When Sargent rerecorded the G&S op-
cras i sterco in the late Fifties and carly
Sixties (they appeared here on Angel). he
called upon George Baker again to play the
leads.

In the July 1969 issuc of England’s record
magazine The Gramophone, Roger Wim-
bush says. “The City of London Phonograph
and Gramophone Society celebrated its dia-
mond jubilee with a dinner. John Frecestone
proposed the toasts of “The Guests', and the
reply was made by George Baker, who at
84 was in splendid form, with 3.000 records
to his credit between 1909 and 1962, ...

A.YUDKIN
N. Y. G&S Society
New York, N. Y.

@ ilcenry Pleasants neglected to mention the
Boutanger sisters, Nadia and Lili. whose
cise parallels that of the Garcia sisters.

Nadia Boulanger studied with Fauré and
Widor, and taught Aaron Copland, Roy Har-
ris, and Walter Piston. She was born in
1887, and | assume that she is still active at
82 as a conductor and teacher.

Lili Boulanger died in 1918, while still
in her twenties. Alrcady, however, she had
achieved some fame as a composer.

RicHARD J. ScHULZ
Pittsburgeh, Pa.

® llcnry Pleasants’ article is one of the most
enjoyable T have read in a long time. How-
ever, | did notice one error and three omis-
SIONS in it.

Mr. Pleasants savs that Wanda Landowska
was 82 when she died, but in Landowika on
Music Denise Restout states that passports
and other documents show that Landowska
was born on July S5, 1879, which would
make her 80 years old at the time of her
death.

The three omissions that T noted were
Bruno Walter, who was 85 when he died in
1962; Albert Schweitzer, who, as | remem-
ber, was 89 or 90 when he dicd: and Clarence
Dickinson, the organist, composer, and cho-

(Coittinid i froe 14)
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plus Sugar Boat, etc

DEAN MARTIN|
HOUSTON! ¢an
P/ MARTIN

61

This Is Dean Martin: Return To Me,

Volare, Look, etc 47
Gentle On My Mind, By The Time
i Get To Phoenix, etc 33
Walcome Ta My Warld, Little 0
Wine Dninker Me, more 50
Best Of, Val. 2@ Pretty Baby, At
rivederci Roma, etc 1
SLEEPING
BEAUTY| suprere
SWAN!| CLASSICS
LAKE
HERBERT /
VON Kgf(:}}ﬁl 4 40

Peter & Tha Wolf /Haydn Tay Sym:
Ustinov, Von Karajan 56
Brahms Piana Concerta Nao. 1:
Barenboim, Barbirolli 26
Giofe Grand Canyon/Death Vallay
Suites: Grofe conducts 72
Halst The Planets: Boult cond

Stereo spectacular! 36

IN|

iy TENNESSEE
ERNIE FORD

1

¢ W
ooy < | 88

My Favorite Things, King Of The
Road, Dear Heart. Love 44
Let Ms Walk With Thes, 0 For A
Thousand Tongues, more 36
Aloha: Sweet Leilani, Aloha Oe,
Hawaiian Weddiny Song 81
Best of Tennessee Ernia Ford Hymns:

Mv Task, others 49

Ws 33::'“
COLE

RANBUN'
ROSE

=

93

N

. The Shadow of
[ Your Smiie

Sound Of Nancy Wilsan: By My

Nancy
Wilson

A Touch
of Today "

NANCY
WILSON

95

A~

e |,

CAMPBELL

A

By Thke Time | Get Ta Phaenix,
51

EVERYDAY
HOUSEWIFE
|feaen

selt, Peace Of Mind 28 My Baby's Gone, etc
Lush Lite, When The World Was Gentle On My Mind, Mary In The
Young, Sunny, athers 57 Maorning, Cryin’, etc 28
Gentle Is My Lave, Time After Time Galvestan, Friends, Whete's The
More, 8 others 23 Playground Susie, etc 10
Nancy: I'm Your Special Fool, You'd Burning Bridges, {'ll Hold You In
Better Go, etc 48 { My Heart, Faith 78
THE LETTERMEN \ 'FRANK SINATRA'S
it }!ﬂ‘{éﬁ'q“mﬂ THE resrsmm'rlsS | FRANK
OUR BAY was comt LETTERMEN it SINATRA
* SOMETHIN' .
STUPR
4 85 4 25
Lettermen & Live: Up Up & Away, Strangsrs In The Night, Summer
What Now My Love, etc 58 Wind, Call Me, others 17
| Have Dreamed, Traces, Califor- September Of My Years: It Was A
ma Oreamin’, more hits 22 Very Good Year, 11 more 12
Put Your Head On My Shoulder, A Swmngin' AHfair: At Long Last
Light My Fire, Hey Jude 41 Love, | Won't Dance, etc 30
Best Of, Vol. 2: | Believe, Let That's Life, Sand & Sea, Impos
it Be Me, My Love. etc 38 sible Dream, Tell Her 20
 {BILL COSBY| ’ JACKIE
s el an BILL [e]WF-¥HelY} JACKIE
| COSBY Musiac Around the GLEASON

kY &

Ants are Cool
Helicopters x
Shoel ;
Wu:t:’ins : 4 70
To Russell, My Brother, Whom ‘
| Slept With. Hilarious' 34
200 MPH, Dogs & Cats, Mother
& Fathers, The Wife 15
Revenge, Two Daughters, Wives
Buck Buck, more laughs 91
Wonderfulness:  Lumps,  Chicken
Heart, Go Carts, et 16
SWINGIN'
JAZZ
Supreme :
N 77

Those Lezy, Hazy, Crazy Days Of ‘ Hugh Masekela: Lasting Impres
6

Summer. 12 top tunes 32
Untargettable, Too Young, Mona
Lisa, Pretend, more 37
Chiistmas Song, Silent Night, plus
12 more Cole carols
also Mills Bros.: My Shy Violet
8

DONKE | e
JHARNIK Warwicx

Soulful 1

o weowm |

<~ Slprorus i zunvf

scmu\ L

Promises Pmmxsas, Thls Girl's
In Love With You, more 71
Valiey Of The Dolls, San Jose
Where Would | Ga, etc 86
Windows Of The World, Another
Night, Somewhere, etc 63
Here Wheie Thers Is Love, Blow:
ing In The Wind, Alfie 55

AL MARTINO| ,,

Spanish| m™arTINO

Eyes
g

Make The
Tainted Rose,

World Go Away

Painted,
More, Harbor Lights 75

Ramona,

| Oscar Paterson:

Wake Up To Me Gaentle, Look Df
Love, Didn't We, etc 38
Daddy's Little Girf, Woman |In
Love, Born Free, more. ... 74
Mearry Christmas: Al does White
Chnistmas, Rudolph 65
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Best Of

Johnny Cash: Greatest Hits.

Loretta Lynn:

What Now? etc 43
Hank Williams:  Greatest  Hits.
Halt As Much, 11 more 39
Wanda Jackson: Reckless Love

sion. Unohilo, others
Kegnton: Artistry In
Opus In Pastels, more 87
Night Train, Hymn
To Fieedom, etc 53
Stan Getz: Desafinado
Insensatez, Hes, etc 18

COUNTRY
HITS

Katy
Too You Tell Me 24
Singin’ With Feelin'.

Atfair, Box It Came In 27

CHOOSE ANY
4 OF THESE
75 ALBUMS —

ONLY 99¢/

-

+ World for
- Lovers

Only ¥
e Pans
h:ﬂuau N 21
How Sweet It Is, Lara’'s Theme
Autumn Waltz, others €2
| Champagne Candlelight & Kisses:
All By Myselt, 11 more 20
Best Of, Vol. 2: My Funny Va
entine, I'll Be Around 46
Music For Lovers Only: Little Gul,
Body & Soul, etc 52
Your Texder Loving (are
BUCK OWENS| Buck
X OWENS
p
<J 60
I'va Got A Tiger By The Tal,
Cryin’ Time, Memphis 63
I've Got You On My Mind Agam
Sing A Happy Song, etc 31
COpen Up Your Heant, Devil Like
Me, Think Of Me, more €4
Best Of, Vaol. 3: Sam's Place
Under Your Spell Again 45
2t R = Y]

SYMPHONETTE SQUARE  »

HIT AL

UMS! TAKE ANY

4-99¢

{plus small postage-handling charge)
from 75 shown — value to $23.921/

WITH $5 LIFETIME CITADEL

MEMBERSHIP THAT LETS YOU
SAVE UP TO 55% ON ALL

ALBUMS IN PRINT!

Only CITADEL gives you all this:

1.

8.
9.

. Then—

Select 4 albums now for 99¢ with
your enrol ment

no obligation; buy as many, as
few as you like

. Choose from all LPs in print, all labels

. Save a gueranteed 35% to 55% on all

LPs (heats discount store prices)

. Super bargains cost as little as 99¢

. Extra savings on top-star Gold Medal

Award albums (see below)

. FREE Schwann catalog lists 35,000

records available
Guaranteed-perfect LPs, fast service

Lifetime privileges —no renewal fee

NO OBLIGATION TO BUY —EVER!

New Gold Medal Award program lets
you vote for your favorites in nation-
wide poll! As a Citadel member, you
have exclusive privilege of purchasing
(at a fraction of retail value) up to 4 new
Gold Medal Award albums a year, des-
cribed in advance, featuring nominated stars. No obligation to buy
you may decline shipment simply by returning card provided.

MAIL CARD OR COUPON TODAY! |
CITADEL RECORD CLUB

LARCHMONT, N. Y. 10538

Show 4 records you want by number:

! |

1 ]

Send my FREE
Citadel Record ¢

atalog and special pri list
Club, with all privileges
tion inthe Gold Medal Award progra

fully satisfied. Bill me only 99

and enroll me in The
Jess.ribed, including participa
I may cancel membership if not

plus smal postage-handling charge

for the 4 LPs | have chosen from those shown, plus $5 to cover
LIFETIME enroliment | am never oktligated 10 buy any record
[0 Check here for Stereo Tape membership ($1 addition includes
famed Harrison Tape Catalog
1 Mr
Mrs —_—
Miss
Address_ =
City__ S State f'}
775-031
O $599 enclosed for mutual convenience. Bill me for modest
postage-handling  am entitled to complete refu f not satisfied
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The Dual 1219:
the automatic turntable
with more precision
than you may ever need.

Damped counterbalance
with 0.0 gram click-stops.

Rotating single-play spindle.
Inferchanges with
“elevator-action,” Four-point ring-in-ring
multiple-play spindle. gimbal suspension. Direct-reading stylus

force dial.

Twelve inch dynamically

Mode Selector for sing
balanced seven pound platter.

play or multiple play

8% inch effective
tonearm length.
Pitch-control for “tuning"

records over 6% range. Separate anti-skating

conical and elliptical s

FeathertoL
cue-contr

damped in

direction

STEREO REM



Before the 1219 came on the scene,
the Dual 1019 was regarded as the fin-
est automatic turntable ever made. In
fact, most hi-fi professionals had long
used @ 1019 in their personal systems.

This left new goals for Dual engi-
neers: to overcome, as far as possible,
the few design compromises still inher-
ent in automaitic turntables.

The new Dual 1219 Professional
Automatic Turntable was the result.

The automatic arm that doesn't
compromise on single records.

Ideally, every record should be
played by a stylus tracking at the same
angle as the stylus used to cut the mas-
ter record (15° from vertical).

With a single-play turntable, that's
no problem as the tonearm always
tracks at the same angle. But with an
automatic turntable, the angle of the
tonearm and stylus vary with the height
of the stack.

As a compromise, even the best au-
tomatic arms have been designed to
track at 15° only at the middle of the
stack and tilt downward on single rec-
ords.

The 1219 eliminates this compro-
mise. In the multipleplay mode, the
tonearm tracks at 15° at the middle of
the stack. Just like any other automatic
tonearm.

But in single play, the tonearm is
lowered by the Mode Selector to track
precisely at the same 157 Unlike any
other automatic tonearm.

Balanced and pivoted
like a precision gyroscope.

Precision gyroscopes must stay
balanced and pivot freely in all direc-
tions. So should fonearms. That's why
the 1219 tonearm is suspended like a
gyroscope: centered within a true, four-
point gimbal.

NOVEMBER 1969

The tonearm pivots vertically from
an inner concentric ring. Which, in turn,
pivots horizontally from a.fixed outer

ring. No matfer which way the arm
pivols, it remains in perfect dynamic
balance.

And it pivots freely, on four identi-
cal bearings whose friction is so low
we had to design and build our own in-
struments to measure it. Friction is a
mere 0.015 gram horizontally, only
0.007 gram vertically. Or less.

Anti-skating: different scales
for different styli.

Elliptical styli create more skating
force than conical styli do.

It's a very slight difference. But
measurable in a fonearm with the
1219's low bearing friction.

anti-skating

That's why the 1219's anti-skating
system has a separately calibrated
scale for each stylus type. The engineer-
ing problem was complex, but the so-
[ution isn't. You simply dial anti-skating
to the same number you set for stylus
force.

Synchronous speed constancy,
plus pitch control.

The 1219's motor has a continuous-
pole element that brings the twelveinch,
seven pound platter up to full speed in
less than half a revolution.

It also has a synchronous element
that locks the speed into the line fre-

CIRCLE NO. 73 ON READER SERVICE CARD

quency and keeps it there, no matter
how line voltage may vary.

Most turntable  manutacturers
would be glad to offer fast starts and
dead-accurate speed and let it go af
thadt.

But there are times when you might
not want ““accurate” speeds. You might
want to maich record pitch to a live in-
strument. Or alter the timing of a record
to match that of a home movie. Or play
on old, ott-pitch record.

ey

Wlfh The 12193 pitch control, you
have a choice. Because all three speeds
can be varied up to 6%, a semitone in
pitch. (Sometimes a machine as perfect

as the 1219 must adjust to the rest of the
world.)

More precision than you need?

There are still more retinements in
the 1219. For example: it has the long-
est of all automatic tonearms, to achieve
the lowest tracking error of all automart-
ics: less than one and a half degrees.
lts cue control is damped in both direc-
tiors, so the tonearm moves with equail
del cacy whether you're raising or low-
ering if.

You may well think the 1219 does
indeed hcive more precision than you
need. But records and cartridges are
being improved all the time. So a turn-
table can never have too much preci-
sion, or too many refinements if it is to
stay ahead of them.

The refinements in the 1219 are,
however, costly fo produce. At $159.50,
they may be unnecessary for some
music lovars. So Dual offers two less
expensive models, at $79.50 and
$119.50. With fewer features, but no
less precision or reliability.

Our literature will help you decide
wh ch Dual you really need.

United Audio Products, Inc.,

120 So. Columbus Ave., Mount Vernon,

New York 10553. m
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Only about the JENSEN
size o7 a breadbox, TF-25
but the new Jensen TF-25 gives
depth and excitement to the

most irtimate sound in a medium-
priced 2-speaker, 2-way
loudspzaker system. Dura-syn
walnut finish. $89.50.

Hirsch-Houck independent test
laboratories puts it this way: “The
Jensen TF-25 has a balanced,
uncolored sound which can be
listened to for hours without
fatigue. We can only agree with
Jensen's statements and claims.”"*

It's the kind of speaker you’d
expect from the company which
has picneered almos* every major
advance in speaker technology
since Peter Jensen’s invention of
the loudspeaker.

*For the complete report and
Jensen's new catalog, writ
Jensen Manufacturing Division
The Muuter Company

5655 West 73rd Street,
Chicazo, lllinois 60638

See the man with
the button—your
|ensen dealer—today:

ral conductor, who died on August 3 of this
year at the age of 96,
TerI TOWE
Princeton, N. J.
@ ! was very interested to see Henry Pleas-
ants’ article  "Musical Methuselahs,”  in
which T am mentioned. T am sorry that T had
no more opportunity to play during the
months 1 was in the United States—I have
had such very appreciative letters and notices
from people there, T was in the States from
September 1968 to January 1969 to visit
my nephew in Philadelphia. and played at a
few schools and at a wonderful institute for
the blind outside New York. T had a most
enthusiastic audience and was wonderfully
catertained for a day and a night.
Eisie HarLwn
Cape of Good Hope, S. A.

Acousta-Voicing
@ [ want to extend my personal thanks to
Larry Klein for his very lucid addendum to
George  Augspurger's article "The Loud-
speakers and The Acoustic Environment” in
the August 1969 issue. His is casily the most
accurate translation of an involved subject
that T have read on Acousta-Voicing to date.
George Augspurger's home experiments es-
tablished that the basic idea had merit, and
the subject was wrapped up neatly by the
further remarks of a trained listerer with
actual experience auditioning a fully equal-
ized sound system.

Dox Davis

Manager, Acousta-Voicing

Altec Lansing

Anaheim, Califorria

Berwald in Stereo
@® With reference to David Hall's review of
London’s recent release of Berwald's Fifth
and Sixth Symphonies (August), [ am more
than a little mystified at his dubbing this
Ehrling disc the “fifth stereo recording” of
the Fifth Symphony. Insofar as I am ablc
to determine, there are only four such discs:
the Ehrling, of course; Max Rudolf's for
Decca; Hans Schmidt-1sserstedt’s on None-
such; and the private-issuc Seattle Symphony
disc under Milton Katims.

CONRAD F. vON METZKE

San Diego, Cal.

Mro Tl seplics: “Mr. ron Metzhe ic
right, Thic is the fifth LP of the Fijth, but
only the fourth in steveo. The mono dice w.as,
of conrse, Markeiiteh°

Mannah of Speaking
@® As a Canadian ten vears expatriated to
New England. T have become inured to be-
ing introduced as “Mr. Ca-ah from Caner-
der,” so T was somewhat chagrined to find
Leonard Altman’s remarks about that “un-
palatable dish sometimes known as the
‘Hahvud manner’ ” (Best of the Month, Scp-
tember). As cvery New Englander knows,
“Hahvud mannah” maybe, but “Iahvud
manner”’ nevah,

G. LLoYD CARR

Manchester, Nass.

Our Man Hirsch

@ T have just read the biographical article
on Julian Hirsch (August), and I am in-
spired to tell you of my appreciation for the
Hirsch-Houck  laboratory reports. When T
cot the hi-fi bug, T was completely confused

and baffled by the advertising industry. So 1
turned to your magazine. The straichtfor-
ward, conservative approach nf the Hirsch-
Houck tests really comes through. T am for-
ever grateful for the technical information
I received from him and for all the articles
in your magazine that enabled me to purchase
my system knowing that T had gotten what 1
reatly wanted and not just a name.

DaN Batchrror

Santa Ana, Cal.

Czech Again

@® George Szell is not a “native Czech.,” as
George Jellinek terms him in a September
tape review of Drvofik's "New World.” Szell
was born in Budapest and received his basic
musical training in Vienna.

Davip PIERCE
Atlanta, Ga.

Heavenly

@ | wish to take this opportunity to com-
mend  both William  Anderson’s  personal
handling of the subject of astrology and the
magnificent article by Robert  Offergeld,

" DICANTVS
:?-%?:ﬁg@ltﬁﬂ
TENOR

“Stellar Composers and Mundane Astro'o-
oy, in your July issue. The astrological de-
lincations of composers by vour astrotoger-
writer were most interesting and very well
executed.
JFANNETTE Y. GLINN
Astrological Service
Costa Mesa, Cal,

Lieder
@ Until T read Robert S, Clark’s article on
German lieder, 1 fele like the Vanishing
American and thought few people but my-
self were still interested in and loved this
wonderful branch of the art of music. A
quartet of music-lovers, of which I am one,
has met locally for over twenty-five years
without change of membership, and T am
the sole member interested in the German
licd and the art song in general. We never,
but never, play them in our small group.
Now, no doubt it is true that “Beauty, like
Wisdom, loves the lonely worshipper,” yet
one does like to meet a kindred spirit once
ina great while.

P. Box~s

Salt Lake City. Utah

The Chicago Sound

@ It scems to me that David Hall's review
of Khachaturian's Symphony No. 3 and Rim-
sky-Korsakov's  Russian  Easter  Overture
(RCA LSC 3067) in the August issuc high-
lights what I perceive to be a continuing and
deplorable direction taken by some record-
ing companics. Listening to this recording, |
am all too well aware of the “muffled brass”
and “distinctly electronic” organ to which
Mr. Hall refers.

What is, T think, worse is that the whole
production might very well have been done
by any decent pick-up studio orchestra, for
that's something like what comes out of the

(Continned on page 18)
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If you canfindan
AM/FM stereo receiver

with these specifications
and features for *199%°—

The Nocturne 330

Power Qutpat:

frequency Response:
Hum and Noise:

Square Wave Rise Time:
Stabhility:

Usable FM Sensitivity:

Total Harmonlc Distortien:
Spurious Response Rejectien:
® Image Rejectien:

CED

NOVEMBER 1969

90 watts, -+ 1 db.

70 watts, IHF, @ 4 ohms.

+ 115 db 7-50KHZ @ 1 wall
90 db.

3.5 microseconds.
Absolutely stable with all
types of speakers

Better than 2.7 Microvolts, IHt .
0.5%

75 dh.

Better than 45 db

Illuminated call outs
indicate function that is
operating.

Tape Monitor Switch for
instant comparison of
recorded material and
original program.

Headphone receptacle
permits personal listening.

Extended frequency
response beyond the normal
hearing range gives extra
realism to the sounds you
can hear. Nocturne sound is
cleaner, more transparent,
more sharply defined.

buy it!
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D'Arsonval movement
tuning meter shows when
you have tuned to strongest
and clearest signal on
AM and FM.

Stereo in two rooms,
separately or at once.
Simple front panel switch-
ing eliminates the complex-
ity and expense of ex-
ternal switching devices.

Separate power ON/OFF
switch permits you to turn
receiver on and off without
upsetting other controls.

Contour for low-volume
listening. Contour can be
switched in or out, at your
discretion.

A subsidiary of i ation
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Only Marantz Has Gyrc

Whats a Marantz?

Any audio engineer or stereo hobbyist
will tell you. Marantz builds the world’s
finest high-fidelity components. And has
for fifteen years.

This message, therefore, is not to
engineers but to professional musicians,
serious music-lovers, and beginning
stereo hobbyists. We’d like to introduce
you to Marantz.

Never Heard Of Marantz?

Until this year, the least-expensive
Marantz stereo component you could buy
cost $300.00. And our FM tuner alone
cost $750.00! To own a Marantz, vou
either had to be moderately wealthy or
willing to put beans on the table for
awhile. But it was worth it. And a lot of
experts thought so, too, because the
word soon got around, and the products
sold themselves.

What The Competition Said

The chief design engineer of a major
competitor once said that no one even
tries to compete with Marantz’ redundant-
design philosophy. Redundant designs
are used in spacecraft and all advanced
technology where it’s vital to have
foolproof reliability and performance.

Gyro-Touch Tuning
Even tuning a Marantz FM unit is a
unique experience. Other manufacturers
connect the tuning knob to the electronic
device which actually tunes in the station
by mechanical means of gears or pulleys.
That’s not good enough for Marantz — nor
should it be for you. We couple the tuning

wheel directly — for the smoothest, most
precise tuning possible. The tuning wheel
never sticks, binds, or drags. We call this
patented pleasure “Gyro-Touch tuning.”
In order to give you full benefit from
this kind of precision
tuning, the
more-
expensive
Marantz
units utilize
a unique
built-in oscilloscope.

Features, Not Gimmicks

The unique features of a Marantz
component are there for only one
purpose: to make possible the highest
level of listening enjoyment.

That's why we put an oscilloscope in
our best components.

An oscilloscope is kind of a TV tube.
But instead of the Wednesday Night
Movie, it shows you a green wavy line.
An electronic picture of the incoming FM
radio signal, telling
vou exactly how to
rotate your antenna
for minimum
multipath distortion
(ghost signals) and
maximum signal strength
(clarity) even from the weakest stations.

The “scope” also shows correct stereo
phasing: that is, if the broadcasting
transmitter or your other equipment is
out of phase. And it lets you set up

optimum stereo performance and
reception to create a solid “wall”’ of sound.

Butterworth Filters

You've probably never heard of
Butterworth filters because no one else
uses them besides Marantz. And the U.S.
Military. Other manufacturers feel they
can get by without them. And they can.
Because their standards don’t have to
measure up to Marantz! Butterworth
filters let you hear music more clearly,
with less distortion, and, unlike their
conventional LF. coil or filter counterparts,
they never need realignment. They help
pull in distant FM
stations

and separate
those right next to each
other on the dial. Although
Butterworths cost more, Marantz designed
not one but four of them into their
Model 18 receiver.

Built To Last

Marantz sterco components aren’t built
in the ordinary way. For example, instead
of just soldering connections together
with a soldering iron, Marantz uses a
unique, highly sophisticated wave-guide
soldering machine —the type demanded
by the military. The result: perfect,
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Iouch Tuning!

ailproof connections every time.
Even our printed circuit boards are a

pecial type —glass epoxy — built to rigid
iilitary specifications, ensuring
uggedness and dependability.

Marantz Power Ratings Are True

When someone tells you he has a ““100-
vatt amplifier,”” ask him how the power
. as rated. Chances are his 100 watts will
hrink to about 75 or 50 or perhaps even
s few as 25. The reason is that—except
»r Marantz — most manufacturers of
tereo amplifiers measure power by an
nflated ““peak,” or “IHF music dynamic”
ower.

Only Marantz states its power as “RMS
ontinuous power.” Because this is the
nly method of measurement that is a
rue, absolute, scientific indication of
ow much undistorted power your
mplifier can put out continuously over
ne entire audible frequency range.

For example, if Marantz were to use
he unscientific conventional method,
ur Model Sixteen 80-RMS-80 power
mplifier could be rated as high as 320
vatts per channel!

Moreover, you can depend on Marantz
» perform. For example, the Marantz
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80-RMS-80 amplifier can be run all day
at its full power rating without distortion
{except for neighbors pounding on your
wall). That's power. And that's Marantz.

Marantz Speaks Louder Than Words

In a way, it's a shame we have to get
even semitechnical to explain in words
what is best described in the medium
of sound. For, after all, Marantz is for
the listener. No matter what your choice
in music, you want to hear it as closelv
as possible to the way it was performed.

In spite of what the ads say, you can't
really “bring the concert hall into your
home.” For one thing, your listening rocom
is too small. Its acoustics are different.
And a true concert-hall sound level (in
decibels) at home would deafen you.

What Marantz does, however, is create
components that most closely recreate
the sounds exactly as they were played
by the musical performers. Components
that consistently represent “where it's
at” in stereo design. No one
gives you as much—in any
price range—as Marantz.

Every Marantz Is Built

The Same Way

Every Marantz component,
regardless of price, is built
with the same painstaking

craftsmanship and quality materials.
That's why Marantz guarantees every
instrument for three full years, parts
and labor.

Now In All Price Ranges

Today, there is a demand for Marantz
quality in other than very-high price
ranges. A aemand made by music-lovers
who want the very best but must consider
their budgets. Though you can easily
invest more than $2000.00 in Marantz
components, we now have units starting
as low as $199. True, these lower-priced
models don’t have all of the same features,
but the quality of every Marantz is exactly
the same. Marantz quality.

And quality is what Marantz is all about.

Hear For Yourself

So now that you kiow what makes a

Marantz a Marantz, hear for yourself,
Then let your ears make up your mind,

e s T = % a2 0 3 0 U A8

A subsidiary of Superscope Inc.

A Lantz Co L Ine e 120 Bos 9y B sun Valley, Calit 91352 [Hustreted abose Model 20 Price $199 Send for free catalog.
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speakers. This is not the Chicago Symphony.
While RCA doesn’t tell us, the jacket photo-
graph shows an orchestra, and a forest of
microphones, scttled in what T suspect is
Medinah Temple in Chicago.

As Mr, Hall will remember from his days
as recording director for Mercury, Orchestra
Hall in Chicago does have a pipe organ.
He will further recall that Orchestra Hall
has highly desirable acoustic qualities, which
are also an integral part of the distinctive
sound of the Chicago orchestra.

It is interesting to note that the Nielsen
disc which Mr. Hall used for comparison is
one of the orchestra’s recent recordings done
in Orchestra Hall rather than Medinah Tem-

pretty good likeness of earlier work done
there, complaints about changed acoustics
would not seem to justify adjournment to
the Big Top.
GorDpON L. SCHWARTZ
Miami, Fla.

Prognosticator

® James Goodfriend is an astounding prog-
nosticator. In 1963 he wrote an article for
STEREO  REVIEW  (then FIiFi/Stereo-Re-
view), entitled "D is for Deleted.” Of the
twenty-five records which he listed as being
desirable and in danger of deletion, ten have
actually been dropped. This would give him
a five-year cumulative “batting average” of

ple. It is further interesting to note that it  .400.
was done following the renovation of the
orchestra’s residence. As it seems to be a

I, for one, would appreciate another ar-
ticle from Mr. Goodfriend advising record

We apologize, but

THE NEW BOGENS
WILL MAKE A LOT OF
PEOPLE UNHAPPY

The BR360 Stereo Receiver. .. trouble!

Anybody who buys a receiver before seeing the new Bogen BR360 will probably
end up with a long face— and without several exciting features he'd really enjoy.
. He won't have Crescendo Control, the exclusive
Bogen device that restores the full dynamic
range of records, tapes and FM broadcasts. And
he won't be controlling 100 watts of output with
silky - smooth professional - console - type slide
controls. (Bogen's new 80-watt BR340 and 50-watt BR320 will bug

alot of people, too.)

The BC460 Compact... irritating!

The Bogen BC460 stereo compact with
80-watt amplifier, Crescendo Control, |
Garrard changer, Pickering cartridge,
and two LS10 or LS20 speakers will irri-
tate recent compact buyers. Especially
the stylish decorator-white model with its +
LS20 speakers behind a tangerine-colored grille
cloth. There's also a BC420 50-watt compact that
will cause its share of misery.

R —

Row 10 Series Loudspeakers . . .aggravating!

Grown men weep when they compare the sound of their
over-priced speakers with Bogen's Row 10 Series.

Three different mcdels let you match the speaker to
your room for that “Tenth Row, Center” sound trat
music critics prefer-

and only Bogen DEPENDABLE
| .2 supplies. BOGEN
T Save yourself un- @
; SIS unhappiness" LEAR SIEGLER, INC. ©

BOGEN DIVISION
PARAMUS, NEW JERSEY 07652

w See Bogen first. You'll stop looking.

CIRCLE NO. 10 ON READER SERVICE CARD
18

collectors of more terminal cases he has
diagnosed.
WALTER COSAND
Westerville, Ohio

Sousa Marches
® For those interested in Sousa, the follow-
ing marches are now available on two discs
for $6.60 (no postage required in USA or
Canada) from American School Band Direc-
tors Association, ¢/o Mr. Henry A. Mayer,
110 Dodge Court, Clarksburg, W. Va.
26301: The Gludiator, Invincible Fagle,
Black Hoise Troop, S.abre & Spurs, Pride of
the Wolrerines, Hail to the Spirit of Lib-
erty, Solid Men to the Front, Our Flivtation.
George Washington Bicentennial, King Cot-
ton, Free Lunce, Semper Fidelis, High School
Cadets, Directorate, The Thunderer, Cor-
coran Cadets, Liberty Bell, Glory of the
Yankee Nary, The Charlutan, Occidental,
Loyal Legion, and Stars and Stripes Forerver.
The set is called ““The Sounds of John
Philip Sousa, Volume 2. On the two discs
are reminiscences, notes on rechearsal tech-
niques, and so forth by the late Dr. Frank
Simon; the marches are played by the U.S.
Army Band (Pershing’'s Own), conducted by
Samuel Loboda. The album is available in
stereo (I am not sure about mono). All the
marches are played in full, and according to
Dr. Simon’s recollections of the Sousa style.
FRANK MCGUIRE
Aylmer East, Quebec

Karajan’s Bruckner Ninth

@® Eric Salzman's incredible review (June)
of the Deutsche Grammophon tape of the
Bruckner Ninth conducted by Herbert von
Karajan came not only as a shock but as an
absolute puzzlement. T have always respect-
ed Mr. Salzman's reviews; in my opinion he
is one of the most intelligent and honest
critics writing today. Perhaps he had an off
day reviewing this onc.

[ have come to love the Bruckner Ninth
over the years, and thought I had heard all
there was to hear in it, but when | encoun-
tered Karajan's performance with the Berlin
Philharmonic T was astounded and  abso-
lutely overwhelmed at its beauty and other-
worldliness, All other performances pale in
comparison with this magical one. T will
certainly agree with Mr. Salzman that tech-
nically the tape is on the odd side, definitely
not one of DGG's better efforts. But what
of the performance? Mr. Salzman says al-
most nothing about it, but concentrates on
the tape’s sonic reproduction and oboe tone.

Perhaps Mr. Salzman needs a few months
away from his tape heads.

ROBERT MAMMAREILLA
Pottstown, Pa.

My, Salzman replies: “In veviewing a tape,
one tends to concentrate on the quality of
the transfer. 1 generally admire the Berlin
Philbarmonic, but I haie neter liked the
sound of their vbuves. and find them particu-
larly disturbing in a work like the Bruck-
ner Ninth, in which they play such an im-
portant vole. So | was quite thoroughly put
off Trom the start, and nerver could begin to
get the magic that Mr. Mammarella finds so
overwhelming. Perbaps this is a case in
which listeners, baiing been forewarned,
might want 1o hear [or themielies whether
or not they can vrerlook the deficiencies and
ger canght up in the performance anyway.
Bur the dise, please, not the tape’
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OF A DIFFEEREN
DRUM

Higher trackability in the “backbone” region of music

The grand structure of orchestral music relies heavily upon tympani, . T

tuba, contrabass, bassoon, bass drum, and other low register instru- %

ments to form the solid foundation upon which the harmonies and e
melodic line are built. Unfortunately it is exceedingly difficult to track —
these passages when they are cut at high velocities. Even the Shure V-15
Type 1, the world’s highest trackability cartridge, required raising the
tracking force when playing recordings containing this type of program
material. We took this as a challenge and have prevailed. The top line
of the graph at right shows the increased bass and mid-range track-
ability of the IMPROVED V-15 Type Il. Practically speaking, it means you
can reduce 1% gram tracking force to 1 gram, or 1 gram force to 3
gram for records with high velocity bass register material. No increase
It'n pI(}ce ($67.50 net), but you will significantly extend record and stylus
Ip lire. 2
NOTE: You can attain this superior bass and mid-range trackability

with your present V-15 Type |l by using the IMPROVED VN15E stylus at
$27.50. Look for the word Shure in red letters on the stylus grip. 1 — T T T -
FR 4

Q‘ TRACKABILITY CHART (1 GRAM STYLUS FORCE)

V-15 TYPE Il (IMPROVED)

SUPER TRACKABILITY PHONO CARTRIDGE

|

[ | .
’ ORIGINAL V-15 TYPE Il
I

MODULATION VELOCITY CM/SEC.

‘ | | [T

I | | |

® 1969, Shure Brothers Inc., 222 Hartrey Ave., Evanston, 1llinois 50204
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NEW PRODUCTS |

A ROUNDUP OF THE LATEST HIGH-FIDELITY EQUIPMENT

® Sylvania has entered
the tape-machine field with
the CT110W, a portable
cassette recorder/player that
operates on four “C” cells
or house current. Recording
levels are set by an auto-
matic circuit. Frequency re-
sponse is 100 to 9,000 Hz
+3 dB. The unit contains a 4-inch oval speaker and is
supplied with a microphone and an earphone that switches
off the speaker when inserted into the output jack. Five
push-keys control the record/playback functions, and there
is a sixth for cassette-eject. The CT110W is finished with
walnut-grain sides and measures 214 x S5 x 10 inches.
A leatherette carrying case is included. List price: $69.95.
Circle 148 on reader service card

® Telex has announced the introduction of the Viking
Model 811-R stereo eight-track tape cartridge recorder
and player. The specifications include a frequency response
of 40 to 15,000 Hz, flutter and wow of 0.3 per cent, and
a signal-to-noise ratio of 50 dB. Track switching is auto-
matic, with a pushbutton provided for manual switching.
In the record mode, the unit can be set to switch off either

at the end of the entire tape or at the end of the pair of
tracks being recorded. In playback, the unit can be set
to play all four programs and then stop, or to repeat the
entire cartridge. The controls include recording-level for
left and right channels, record interlock, and a switch to
set the recording-level meter to read either of the two
channels. The recorder comes with walnut side panels
and measures 15 x 11 x 41 inches, Price: $189.95.
Circle 149 on reader service card
® Epicure Products has intro-
duced the Model 201 “Quartet”
speaker system using two 8-inch
woofers and a pair of 1-inch wide-
dispersion cone tweeters. The speak-
ers are installed in a sealed cabinet,
one pair angled upward, the other
pair facing out into the listening
room. The unit is designed to stand
upright, but can be operated on its
side. The rated frequency response
of the Model 201 is from below 40 Hz to 18,000 Hz. The
crossover frequency is 1,800 Hz, power-handling capacity
is 100 watts continous, and the nominal impedance is 12
ohms. The oiled-walnut cabinet has a removable grille cloth
and measures 28% x 1814 x 111 inches. Price: $199.
Circle 150 on reader service card
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® Harman-Kardon has expanded its line of stereo re-*
ceivers with the Nocturne Eight Twenty, a stereo FM re-

ceiver that uses crystal filters and integrated circuits in its

i.f. section. The IHF sensitivity of the tuner is 1.8 micro-

volts, and harmonic distortion is less than 0.5 per cent.

Image rejection is better than 85 dB; spurious-response

rejection is 90 dB, and stereo separation is 32 dB.

The amplifier section is rated at 80 watts music power *
into 8-ohm loads (110 watts music power into 4-ohm
loads). Frequency response is 5 to 60,000 Hz -1 dB at
one watt, and both intermodulation and harmonic distor-

tion are 0.5 per cent or below. The signal-to-noise ratio
is 90 dB.

Among the controls on the Eight Twenty are bass,
treble, balance, and volume with loudness contour switch-
able by a piano-type key. Additional piano switches pro-
vide tone-control defeat, tape monitoring, high-cut flter,
and FM interstation muting. The input switch selects FM,
stereo FM, phono, cassette, or auxiliary; illuminated call-
outs indicate its position. A four-position rotary speaker
switch has positions for main or remote speakers, main
plus remote speakers, or off (when the front-panel head-
phone jack is in use). The tuning meter is of the center-
tune type, and there is a stereo indicator light. Price of
the receiver: $299.95. A walnut cabinet is $25 additional.

Circle 151 on reader service card

® Concord is marketing
the Mark III, a three-speed
(7V5, 3%, and 17 ips),
three-head stereo tape re-
corder with provisions for
sound-on-sound, sound-
with-sound, and the addi-
tion of variable amounts of
= echo by signals fed back
from the playback head. The recorder also has a switch-
able “range-expand” circuit that eliminates tape hiss dur-
ing silent moments by interrupting the output of the
playback preamplifiers when there is no signal on the tape
being played.

The frequency response of the Mark III is rated at 20
to 27,000 Hz at 714 ips, 20 to 17,000 Hz at 3%, ips, and
20 to 9,000 Hz at 1% ips. The signal-to-noise ratio is
52 dB. The separate record and playback preamplifiers
use integrated circuits. The transport is driven by a single
hysteresis-synchronous motor with a speed accuracy of
99.7 per cent over wide variations of line voltage. Wow
and flutter are under 0.09 per cent at 714 ips and under
0.12 per cent at 3% ips. There is a tape-cleaning post under
the flip-up head cover.

Controls on the Mark I include a five-position switch
for all transport functions, separate level controls and
recording-level meters for each channel, tape-monitor
switches for each channel, and a push-on/push-off power

(Continued on page 26)
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Versatility that’s surpassed only by rformance

A new criterion of excellence in sound has arrived. The
Picneer SX-1500TD AM/FM multiplex stereo receiver
was meticulously designed for the audio perfectionist.
Its advanced design circuitry, incorporating an FET front
end and IC’s IF strip, offers an array of features for the
ultimate in stereo performance. Music power is at a
zenith of 180 watts, rated in compliance with the stand-
ards of the Institute of High Fidelity. Extremely versatile,
it provides six sets of inputs. The pre and main amplifiers
may be used independently. An exclusive highlight is

the unique facility for Dynamic Microphone Mixing
which provides simultaneous recording with broadcast
music. .. voice over music announcements...5-position
speaker selection for announcements over speakers in
several locations. You can connect up to three different
speaker systems. Complementing its magnificent sound
reproduction is the subdued elegance of the hand
rubbed, oiled walnut cabinet faced with brushed silver
and jet Hear the true sound of quality at your Pioneer
dealer. Only $399.95, including microphone.

INEER

PIONEER ELECTRONICS U.S.A. CORPORATION, 140 Smith Street, Farmingdale, N. Y. 11735 ¢ (516) 694-7720

West Coast: 1335 W. 134th Street, Gardena, Calif. 90249 — (213) 323-2374 & 321-1076 = In Canada: S. H. Parker Co., Prov. of Ontaria
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. We believe
In bass.

Fisher introduces four new
bookshelf speakers, each with the largest,
most sophisticated woofer in its class.

Good bass is like good health. I you have it,
everything else will work out somehow. |f you
don’t have it, everything else is irrelevant.

Because bass is literally the foundation of
music. It gives the music structural support and
body. If you can’t hear the bass line, you're
missing half the music. And if a speaker has
inadequate bass, it's an inadequate speaker,
no matter how good the mid-range or treble
happens to be.

In designing bookshelf speakers, especially,
the bass reproducer is considerably more than
half the battle. Big, powerful woofers need elbow
room, whereas the mid-range and tweeter units
operate the same way in a compact enclosure
as in the largest cabinet.

That’s why, even though we're very proud
of the advanced mid-range and treble drivers
inour new line of bookshelf systems, we're even
prouder of the woofers. They’re just a bit bigger
and better than you had the right to expect
even in such sophisticated speakers.

The XP-9C is by far the most compact system
ever to incorporate a 15-inch woofer. The XP-7B
and XP-66B have 12-inch woofers, instead of

the 10-inchers you'd normally find in their class,
And the size and price of the XP-60B would
seem to call for an 8-inch woofer, but we give
you a 10-inch unit instead. All for the love of
bass. (Believe us, it took some engineering.)

What's more, the cones, surrounds, spiders
and voice coils of these new woofers reflect
the most up-to-date concepts on the subject.

In fact, the special construction of the surrounds
is the main reason why the bookshelf-size
enclosures can provide good loading down to the
lowest bass frequencies. (We feel that sooner

or later everybody else will be making woofers
our way. But Fisher likes to do things sooner
rather than later.)

In case you're interested in improving your
stereo system with a pair of these new speakers,
here’s a useful suggestion:

Choose your turntable or record changer
carefully. Our woofers respond impartially to the
lowest musical bass or turntable rumble.

(For more information, plus a free copy of the
Fisher Handbook 1969 edition, an authoritative
72-page reference guide to hi-fi and stereo, use
coupon on magazine's front cover flap.)

The Fisher’

FISHER RADIO CORPORATION, INC., 1135 45TH ROAD, LONG ISLANO CITY, N.Y. 11101. OVERSEAS ANO CANAD IAN RESIDENTS PLEASE WRITE TO FISHER RADIO INTERNATIONAL, INC., LONG ISLAND CITy, N.Y. 11101,
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Just look at the size
of those woofers.

The new Fisher XP-9C
four-way bookshelf speaker
with five drivers, $199.95,

The XP-9C is the

only speaker system

to incorporate a 15-inch

woofer in an enclosure
measuring only

27Y2" x 16%4” x 13” deep.

Plus two 5” mid-range speaakers
and two 1%2” dome-type tweeters
(one for the lower treble,

one for the highest
frequencies). Crossovers at 500,
1200 and 5000 Hz.

Frequency response from

2810 22,000 Hz.

The new Fisher XP-7B
four-way bookshelf speaker
with five drivers, $149.95.*

In addition to its

massive woofer with buty!

rubber surround, the XP-7B

has a 53" lower mid-range and

a 53" upper-mid-range

driver, plus two 3” tweeters.
Crossovers at 350, 800

and 3500 Hz. Frequency response
from 30 to 20,000 Hz. Cabinet size
24Y%:" x 14” x 11%"” deep.

The new Fisher XP-668
three-way bookshelf speaker
with three drivers, $99.95%

The 12-inch woofer of

the XP-66B crosses over to
a 5” mid-range driver at
500 Hz, which in turn
crosses over to a 3” tweeter
at 1000 Hz. The result is
outstandingly smooth
response from 32 to
20,000 Hz. Cabinet size
24%8" x 13%,” x 1178" deep.

The new Fisher XP-60B
two-way bookshelf speaker
with two drivers, $79.95.
The XP-60B has a

crassover point of

1000 Hz between the high-efficiency
10-inch woofer and the
wide-dispersion 3” tweeter.
Frequency response from

35 to 20,000 Hz, *Alsodavai!atqle \t/vitfg1 "
g wood-grain instead ¢
outstanding for a modestly Cloth grile. $10 extra.
priced speaker. Cabinet size (Model K instead cf B.)
23" x13”x 10" deep. PRICES SLIGHTLY MIGHER N THE FAR WEST,

CIRCLE NO. 26 ON READER SERVICE CARD
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NEW PRODUCTS

A ROUNDUP OF THE LATEST HIGH-FIDELITY EQUIPMENT

switch. The microphone inputs are for high-impedance
microphones. There is a front-panel headphone jack. The
dimensions of the Mark III are 18%5 x 13 x 6 inches. In
a teak cabinet it is priced under $260. Concord’s Mark I,
similar but with less high-frequency response, costs under
$230. The Mark 1V, a similarly designed four-head ma-
chine that reverses automatically when eight to ten seconds
of blank tape have been played. Price: under $330.
Circle 152 on reader service card

® Kenwood is manufacturing the KRS-{4 receiver sys-
tem, consisting of an AM/stereo FM receiver with a pair
of matched loudspeakers. The amplifier section of the re-
ceiver is rated at 40 watts total music power (IHF) into
8 ohms (48 watts into 4 ohms). The continuous-power
output is 26 watts with both channels driving 8-ohm loads.
Harmonic and IM distortion are both less than 0.8 per
cent at rated power output. Power bandwidth (IHF) is
20 to 20,000 Hz, The signal-to-noise ratio at the magnetic
phono inputs is —60 dB; at the auxiliary inputs it is —70
dB. The tuner section uses two field-effect transistors and
has an FM sensitivity of 2.2 microvolts (IHF). The cap-

ture ratio is 2.5 dB, FM signal-to-noise ratio is better than
60 dB, and FM harmonic distortion is under 0.8 per cent.
The controls include a four-position input-selector switch,
a combined power/speaker-selector switch, separate tone
controls for each channel, and two ganged volume con-
trols. Four rocker switches operate tape-monitor mode
functions, noise filter, and loudness compensator. A front-
panel jack is provided for headphones.

The two-way speaker systems are of the air suspension
type, each using a 6l4-inch woofer and 3-inch cone tweeter.
They have an 8-ohm impedance and a frequency response
of 50 to 20,000 Hz. The cabinets are of oiled walnut and
measure 10 x 1614 x 8 inches. The receiver, which is
available without the speakers, has overall dimensions of
1615 x 5V5 x 1214 inches. The price of the KR-44 receiver,
including a walnut-grained metal cabinet, is $179.95; the
price of the system—receiver and speakers—is $239.95.

Circle 153 on reader service card

® Benjamin is market-
ing the Model 1045, a
stereo  compact  system
with a four-speed auto-
matic turntable, AM/
stereo  FM receiver, and
two spéakers. The turn-
table, a Miracord Model
S0B, comes equipped with
an Elac STS-344 stereo
magnetic cartridge with
diamond stylus. The speakers (EMI Model 62) are two-
way systems, each with a 10-inch oval woofer and a 33%-
inch cone tweeter controlled by a three-position high-
frequency level switch.

26

The tuner section of the Model 1045 has an FM sensi-
tivity of 1.6 microvolts (for 20 dB quieting) and a signal-
to-noise ratio of 65 dB. Spurious-response rejection is 83
dB. The amplifier has a combined output of 60 watts
music power (IHF). Power bandwidth is 25 to 30,000
Hz. At the phono inputs the signal-to-noise ratio is 55
dB. The contrals include treble, bass, balance, and vol-
ume. Pushbuttons select phono, AM, FM, or auxiliary
inputs, as well as main or remote speakers. Pushbuttons
also control turntable operation, loudness compensation,
mode, and power. All cabinetry is oiled walnut. The turn-
table/receiver unit measures 913{; x 18V x 17 inches; the
speakers are 20l45 x 1114 x 10 inches. Price: $449.95.
Dust cover, 45-rpm spindle, and a cassette recorder that
fits in a drawer in the base are optional.

Circle 154 on reader service card

® Allied is making available
a Koss stereo headphone set in
kit form. Called the Model KG-
@ 802, the headphones have a
‘ Q} . rated frequency response of 20
| ; to 16,000 Hz using 3V5-inch
l’ég } diaphragm drivers. The ear cups
B are foam-cushioned and mounted
C = on an adjustable headband:
each earcup has its own volume
control. The headphones are meant for connection to 4-
to 16-ohm outputs and can be plugged into the head-
phone jack of a stereo amplifier or receiver, They are sup-
plied with an 8-foot cord, standard three-contact phone
plug, and solder. Price: $14.95.
Circle 155 on reader service card

| )

l £

® Pioneer has introduced the Model TX-900, a fully
transistorized AM/stereo FM tuner with a field-effect-
transistor front end and crystal filters and integrated cir-
cuits in its i.f. section. The FM sensitivity is 1.7 micro-
volts (IHF), capture ratio is 1.5 dB, image rejection is 95
dB, and selectivity is 65 dB. Harmonic distortion is 0.3
per cent. Stereo separation is 38 dB. AM sensitivity is rated
at 10 microvolts.

The TX-900 has a multiplex noise filter and interstation
muting that can be adjusted through a continuously vari-
able control. Both are activated by pushbuttons, with a

third button for AFC. The remaining controls are a three-
position mode switch (FM-AUTO, FM-MONO, and AM),
power switch, and separate output-level controls for AM
and FM. There are also two tuning meters (signal strength
and center channel) and a stereo indicator light. Stereo FM
switching is automatic. A line-voltage switch on the rear
panel permits the tuner to be powered by a wide variety
of foreign a.c. voltages. The TX-900 has a brushed chrome
panel and end pieces of Brazilian rosewood. Overall di-
mensions are 16 x 5V, x 14 inches. Price: $239.95.
Circle 156 on reader service card
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PERFECTUNE

..atimy
digital computer

that flashesa light

when youre

tuned right

i

Inside Scott’s new 382C AM/FM stereo receiver is a specially-developed digital computer circuit called “Perfectune,”

that takes the fiddling, guesswork, and wasted time out of tuning . .. gives you perfect sound, instantly, every time.
How does it work? The Perfectune integrated circuit scans the other tuner circuits and decides exactly when you have

tuned for both lowest distortion and best reception. It then flicks on the Perfectune light .

Perfectune gives a far more exact reading than a meter, which may read
at its highest point when the signal is masked by interference. The Scott
382C still has a meter . . . but it's a signal strength meter you use only to
position your antenna for optimum signal . . . then you let Perfectune take

over for perfect sound!

Full complement of 7 “Wire-Wrap” ... a per- New IC multiplex sec-
Integrated Circuits . .. manent connection tion that gives better
more than any compet-  technique that elimi- stereo performance
itive receiver. nates solder joints. and reliability.
Specifications:

Power (* 1 dB) 110 Wartts. THF poaer specifications @ 0.89 distortion, both channels
driven: Dvnamic power @ 4 Ohms, 45> Watts per channel; Continuous power @ 4 Ohms, 33
Waltts/channel, @ 8 Ohms 25 Watts/channel Sclectivity, 40 dB; Frequency response, = 1 dB,
15-30,000 Hz; THF power bandwidth, 15-25,000 Hz, Cross modulation rejection, 80 dB; Usable
sensitivity, 1.9 uV; Stereo separation, 30 dB, Capture ratio, 2.5 dB. Prices and specifications
subject ta change without rotice Walnut-finish case optional.

Choose cither the 382C AM/FM sterec receiver at $299.95 or its FM stereo counterpart. the
342C at $259.95 © 1969, H. H. Scott, Inc.

NOVEMBER 1969
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SINE-WAVE PONER OUTPUT
PER CHANNEL IN WATTS

Full Compiementary
Output circuitry that
gives virtually distor-
tion-free listening at
all levels.

Perfectune is only one of the advanced Scctt features that make the
382C your best AM/FM stereo receiver buy. The photos below show some
of the other Scott exclusives incorporated in this superb unit.

Snap-in printed circuit
modular construction
for reliability and ease
of service.

[SCOTT:

For detailed specifications, write: Dept. 245-11
H. H. Scott, Inc., 111 Pawdermill Road, Maynard, Mass. 01754
Export: Scott International, Maynard, Mass. 01754
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A Major
Breakthrough

In Sound
Repraduction...

ACCLAIMED BY EXPERTS...

“Without question, the Rabco arm
does what it is supposed to do, and
does it nicely. ...minimized record and
stylus wear, superb reproduction.”’

Audio Magazine

““Extremely well engineered...unpre-
cedented low tracking force, no skat-

ing effects, minimum. groove wear,.

and minimum stylus wear. ...ruggedly
constructed:  after months of con-
tinuous use the SL-8 remains as re-
sponsive and foolproof as when first
installed.”’

Hi Fidelity Magazine

THE ONLY STRAIGHT LINE
SERVO TONE ARM

RABCO

11937 TECH ROAD,

SILVER SPRING, MARYLAND 20904
CSIRCLE NO. S7 ON READER SERVICE CARD
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Division of Power

[ have an 80-watt amplifier, and
Q. I would like to connect two
speakers to it so that 40 watts will be
available for each. One speaker is rated
at 4 ohms, and the other is 8 ohms.
What would be the correct hookup?

MANWELL SIGMUND
Philadelphia, Pa.

I suspect that you ave veally not
A. concerned with getting an equal
division of power into the speakers, but
rather in getting equal volunie out of
them—uhich is not necessarily the sanie
thing. For example, let's asiume that
your 4-obm speaker is rvelatively inef-
ficient, and the 8-obur speaker is rela-
tively efficient. 1f we connect them both
(in parallel, that is) to the 4-obur tap
on the amplifier. there will be an in-
equal division of current, the 4-ohi
speaker having twice the current flow
throngh it and therefore getting double
the power of the 8-obm speaker. Dou-
bling the power into the speaker, how-
ever. does not mean doubling the volume
ont of it. And whether the unequal
power division is going to conpensate
Jor the probable unequal efficiencies of
the speakers is, of course, intpossible for
nwe to say.

The best advice 1 can offer therefore
is to try a parallel connection and see if
it does the job. Be aware, however, that
come transistor amplifiers will react bad-
ly to a speaker load that totals less than
4 ohms. Check the instruction sheet for
your amplifier if you have any donbis

o Ao

on this point.

Four-Track to Two

I recently bought a four-track
Q. stereo tape deck and hooked it
up to my system. Among the things I
recorded (at 3% ips with the machine
set up for normal stereo recording) were
some really old mono jazz discs broad-
cast on an FM station. I wanted to re-
cord them as a gift for a musician friend
in the Midwest. After filling two tracks
on the tape, I reversed it and recorded
on the other two tracks. Now I recently
received a letter of thanks, but my
friend said that the tape seems to play
partially backwards. Can you suggest

By LARRY KLEIN

3
& ANSWERS
what [ did wrong in the recording and
what, if anything, I can do about recti-
fying it. I did play the tape before send-
ing it off, and I thought it was okay.

RoBERT MOUN
Syosset, N.Y.

A A four-track (or quarter-track)

stereo tape recorder records in
one direction on tracks 1 and 3 and in
the other direction on tracks 2 and 4.
Tracks 1 and 4 are both at the opposite
outer edges of -the tape. When your
friend played the four-track tape on
u'/Jdt, as it seems, wads d mono nmc/ﬂi!ze,
the heads picked up mostly track 1 and
part of track 2—uwbhich have different
matevial going in opposite directions.
When he turned the tape over to play
the other side he then picked up track 4

QUARTER-TRACK HALF-TRACK

(MONO OR STEREO) ~ (MONO OR STEREO)
! ‘7
Z IR i ’\
7 = L 812
! —¥ ‘ oo e
!
L 42 __43 t \
< 246 24 74
o ) 5
= R | 82
HEIECHE, 1
DIMENSIONS IN MILS L1 a—

and part of track 3, which again was
going in the wrong direction.

I the [uture, if you wish to exchange
tapes with anyone with a half-track
mono machine, simply record track 1
only in one direction and track 4 in the
other. Make sure to use f[resh tape or
tape that has been erased with a bulk
eraser. Otherwise. any four-track ia-
terial  previonsly recorded will  conre
through when played on a half-track
nachine.

Your [riend can salvage his tape [or
two-track play easily enough by asking
someone with a [onr-track stereo nia-
chine to erase tracks 2 and 3. This can
be done simply by setting up the [our-
track machine to record only on track 2,
tiurning the record-level controls to zero.
and runming the tape through at 745 ips.
When the tape has run through, the

(Continwed on page 31)
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Pioneer has a magnificent obsession...with quality

Case in point. Pioneer speaker systems. Our engineers
combine the latest knowledge of audio state of the art
with the highest quality materials and components to pro-
duce the ultimate in loudspeaker performance. Pioneer’s
exhaustive program of quality control is constantly main-
tained since we produce every single component from
cone paper and crossover networks to the latticework
grilles on our own production lines. Each step along the
way is typical of Pioneer’s dedication to quality crafts-
manship.

The same follows through in cabinet making. Our skilled
designers and handcrafters make the enclosures as acous-
tically perfect as possible, to match the advanced design

36&’1"::-::&

CS-63DX — 4-way 6-Speaker System with 15" woofer 28%" x 167" x
134e”. $259.00; CS-99 — 5-way 6-Speaker System with 15" woofer
16" « 25" x 113%"” . $215.00; CS-88 — 3-way 5-Speaker System 24%6” x
14¥%e” x 137, $175.00; CS-66 — 3-way Bookshelf System 227 x 12#6” x
11%e”. $109.00; CS-44 — 2-way Bookshelf System 19" x 11" x 9”. $»7.50.

W pPIONEER’

PIONEER ELECTRONICS U.S.A. CORPORATION, 140 Smith Street, Farmingdale, N. Y. 11735 * (516) 694-7720
West Coast: 1335 W. 134th St., Gardena, Calif. 90249 (213) 323-2374 and 321-1076. In Canada: S. H. Parker Ca., Province of Ontario

of the speakers. This means hand selecting the finest
walnut, seasoning it properly to remove humidity, trim-
ming it precisely by computer control, assembling it under
climate controlled conditions and facilities, laminating
and molding the latticework grille. The staining process
alone requires 10 steps and utilizes an exclusive oil created
by Pioneer. Quality comes with painstaking experience.
And Pioneer has over 30 years of it. The end result:
speaker systems acoustically designed and constructed to
provide the pinnacle of sound reproduction and the
gracious elegance of contemporary design. That's why
they’re called the Outperformers.

Hear them today at your Pioneer dealer.
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Seagram Distillers Company,
New York City, Blended Whiskey.
86 Proof. 65%, Grain Neutral Spirits.

Better whiskey makesa better party.
Seagram’ 7 Crown, the better party maker.



reels should be rveveried and the tape
run through in the other direction with
the same chamnel set to record.

Microphone Sensitivity
I have a good cassctte tape re-
Q, corder, and T would like to re-
place its microphone with a more sensi-
tive unit, since I would like to pick up
sounds from a greater distance. The
microphone that comes with the unit
produces too much noise for me to do
that now. What are your suggestions in
this regard?
RONALD BRrRauN
Oakland, Calif.

From the description of your

problen . it appears that a “more
sensitive” microphone won't help. Firit
of all. ler's look at the significance of
wicrophone sensitivity. Simply stated. it
means that o given sonnd pressure at
the micvophone diaphragm will produce
a certain andio-ontput voltage. A wiicro-
phone with greater semitivity will pro-
duce a greater output voltage. Howerer,
your problens is not that the output
voltuge for your microphone isu't ade-
guate. but rather that there's too mich
"noise’ mixed in with the desired andio
signal. What you refer to as noive is
erther extraneons sound coming into the
wicrophone along with the desired sig-
nal. or more likely backgronnd recerh-
eration cauyed by room reflections. These
can be reduced or eliminated by record-
g hea nonreflective environment. such
av a well-padded living roon. a sound
studio. or outdoors: by getting the niicro-
phone as close 1o the sound source as
possible: or by using a bighly directional
weicrophone.

Taping Improvement
I would like to know why, when
Q making tape recordings of discs
or taping music from my FM tuner, the
copies sound better than the record or
the original FM program.
CrLiFrorD HUssFy, Sk.
Detroit, Michigan

You don't say how they “sound

better” but I strongly suspect
that your tipes have a different fre-
quency balance than the original dics
or M programs. and you find the new
balance prefevable. The recording and/
or playback equalization of your re-
corder may he adding or subtracting
several decibels sonrewbhere i the [re-
quency vange (probably at the high or
low end) which [or you improves the
sound. I suspect that with a little jig-
gling of the tone controls on your an pli-
frer you can also make your records and
tiner "iound better.”  Obrionsly. the
tape recording process carnotl reniore
any distortion that may be in your records
and FAL 5o it munst be a matter of [re-
quency-responie differences.

NOVEMBER 1969

Meet

the sharper
shooler:

MATIC 814

MERA

The easy-to-use Kopak INsTamatic 814 Camera lets you shoot
sharper, clearer pictures your very Grst time out. And for two reasons.
One, it has the superb new super-sharp 4-element f/2.8 Kopax
ExTar Lens. Two, it does practically everything for you automatically.

Just drop in the film cartridge. Automatically, the “814” adjusts
" for the speed of the film. Adjusts for the level of the
7 Wadt |ight, too, with its sensitive CdS exposure control -
« ...tells you if the batteries are okay...warns you
M“ when to use flash. For easy shooting, both film

B and flashcube advance automatically. And the
lens-coupled rangefinder helps you get a sharp

shot every shot.
See this sharper shooter, less than §145, at your Kodak dealer’s.
Remember—no experience nccessary! Price subject to change without notice.

Kodak Instamatic 814 Camera.
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although this can be helpful when one’s home is midway
between two stations operating at the same frequency
(in such a case a good capture ratio—and a good direc-

tional antenna-—can make the difference between clear
reception and a garbled mess), but, more important, to
reduce multipath interference.

Very often a signal broadcast from the transmitter
reaches the receiving antenna by several different paths.
Only one path is direct; the others are reflections from
buildings and natural objects. All the reflected paths are
longer than the direct path: hence, the signals take a little
longer to arrive at the receiver. If the signal reaching the
tuner’'s antenna consists of the same broadcast signal ar-
riving at slightly ditferent times, the audio output from
the receiver can be a severely distorted, raspy version of
the transmitted program. In the case of stereo, channel
separation can be obliterated, in addition to other distor-
tions that might occur.

The most important aid in curing multipath distortion
is a good directional antenna. If it is rotated so that the
direct signal is the strongest, with the reflected signals

arriving from other directions attenuated by the antenna’s
directionality, the receiver has a better chance of doing
its job. Even if the direct signal is stronger by only 2 dB,
a tuner with a capture ratio of 2 dB or better will reject all
the others and give good reception.

If you are wondering how to tell whether your antenna
is aimed correctly, there are several possible techniques.
Some tuners have internal or external oscilloscopes or
other indicators that clearly show the presence of multi-
path distortion. Lacking this facility, you can adjust your
antenna for the strongest signal reading on the receiver’s
meter. In most cases, this will be the direct signal. If it is
not, and the distortion persists, rotate the antenna for
lowest audible distortion.

Multipath distortion is responsible for much of the
poor sound that has been variously blamed on program
sources, faulty transmitters, and defective receivers. If you
have a chronic distortion problem on a number of stations,
and are using a reasonably good FM tuner, invest in a
good antenna. Indoors, even the hand-rotatable rabbit-
ear type may pay off in better sound.

~ EQUIPMENT TEST REPORTS &

By Hirsch-Houck Laboratories

EMPIRE 7000
SPEAKER SYSTEM

® SINCE Empire introduced their first Grenadier speaker
system several years ago, the cylindrical enclosure has be-
come identified with their products—and has been widely
imitated by others. We have tested and reported on sev-
eral Empire systems and have found them to be generally
pleasing to listen to. Each had its own individual sound
characteristics, which might enhance or diminish its appeal
for any particular individual. For example, one had a very
heavy, almost overpowering bass, while another showed a
tendency toward “sizzling” highs.

In their new Model 7000 Grenadier system, Empire has
(in our estimation) hit the proper balance between lows
and highs. The Empire 7000, like the other Grenadiers, is
cylindrical, measuring 19 inches in diameter and 2614
inches high. It is finished in walnut and is available with
a walnut top or a handsome and practical marble top.

The Model 7000 has a 12-inch woofer that faces down-
ward and radiates through a slot around the base. The
mid-range speaker and tweeter are mounted in a separate
structure near the top of the column, and they radiate
through acoustic lenses intended to improve their polar
dispersion. Under the base of the speaker, where the input
terminals are located, is a three-position slide switch for
normal, increased, or decreased high-frequency level.
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For our frequency-response measurements, we averaged
the outputs of eight microphones placed in various loca-
tions in the listening room to obtain a single composite fre-
quency-response curve. Tone-burst and low-frequency har-
monic distortion measurements were made with a single
microphone. The measured overall frequency response of
the Empire 7000 was quite uniform from about 50 to
15,000 Hz. Alove about 5,000 Hz, with the tweeter con-
trol set at "normal,” there was a “shelf” in the response
that resulted in an' average high-frequency output about
5 dB lower thian the average level at lower frequencics.
The tweeter-level switch in its boost and cut positions pro-
duced about a 3-dB increase or a 5- to 7-dB decrease in
output (from the “normal” position) above 6,000 Hz.
However, the high-frequency response was exceptionally
flat and smooth—within =1.5 dB from 5,000 to 15,000 Hz.

Two broad peaks of 5- or 6-dB amplitude were observed
at about 75 Hz and 500 Hz. We believe them to be a
property of the speaker rather than of the room, since we
listened to the speaker in other rooms and noticed effects
which scemed to confirm them. Of course, all speakers
show some such irregularities in response, and their fre-
quencies and magnitudes have much to do with the differ-
ences in sound quality between speakers. The Model 7000
has what Empire terms a “"Dynamic Reflex Stop System”
that enables the user to adjust the bass response below
about 100 Hz. According to Empire, each “stop” or plug
removed from the cabinet boosts the bass response 1 dB,
The system arrived at our lab with all four stops remaoved,
and that is the way we tested it. It could be that the 75-Hz
peak we measured would have been somewhat reduced by
the instatlation of the stops—but in any case it is not a
crucial matter.

At 3,500 Hz there was a sharp notch or dip of about
10 dB in the response. This showed up in all our tests, and
was undoubtedly due to some crossover-frequency cancella-

(Continned on page 38)
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figl amazing
value

break-
through

Sherwood, who for almost two

decades has been known the world over as pioneers
and innovators in sound components, now offers you
its top-rated receivers at lower-than-ever prices.
Every element of construction, precise engineering,
and pacesetting design are the same. Quality control
isincomparable; nothing is changed but the value.

Sherwood ingenuity produces
top industry quality
at incomparable prices

125-WATT EM
MODEL 8600a

1.8 pV FM sensitivity ® Microcircuit IF and Synchro-phase limiters
* 2 FET’s ¢ Main & remote speaker switches ¢ Mono output e Variable
FM interchannel hush ¢ FM distortion—one of the industry’s lowest.

(Photos shown are in optional walnut cabinets)

125-WATT AM-FM
MODEL 7600a |

299°°%

SHEIIRWOOD
ELECTRONIC LABORATORIES, INC ;}D

INNOVATORS IN FINEST QUALITY TUNERS / AMPLIFIERS / RECEIVERS / SPEAKERS
4300 North California Avenue, Chicago, lllinois 60618
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Oscilloscope photos
of tone bursts at
PRz 3z and at
10 kIl z illustrate the
generally excellent
transient response
of the system.

tion effects. Because of its narrow bandwidth, it is not like-
ly to be heard in normal listening,

Tone-burst response was generally excellent. Only at
300 Hz and below did it depart significantly from ideal
characteristics, and at these frequencies we can no longer
separate the characteristics ot the room from those of the
speaker (listening rooms, too, will “ring” under tone-burst
excitation ).

Listening tests are, for us, the ultimate verification of a
speaker’s performance. The highs (as our curves suggested)
were delightfully smooth and well dispersed. There was
none of the “peaky” or “sizzly” sound that we had noticed
in some earlier models. In fact, we would rate the middle-
and high-frequency sound and dispersion of the Empire
7000 among the best of the current crop of speakers.

Because of its smooth, peak-free performance in the re-
gion between 100 and 200 Hz (where so many spcakers

add coloration to men’s voices) the bass was completely
free of boom, but definitely “all there.” The useful output
of the Empire 7000 extends down to below 35 Hz, with
low distortion. The 500-Hz peak mentioned earlier added
a slight trace of boxiness to the sound, which could be de-
tected on white noise and on certain program material, but
it never became objectionable. We listened to the Empire
7000, comparing it in A-B fashion with a number of other
speaker systems, and we liked what we heard. It had a
“live” quality and less coloration than most speakers at or
above its price. It is thoroughly listenable. In our reports on
the carlier Empire Grenadier models, we expressed some-
what qualified, or guarded, approval. In the case of the
Model 7000, there are no qualifications. We like it. The
Empire 7000 sells for $209.95 with cither a walnut or a
marble top (7000M).

For more information, circle 157 on reader service card

MC INTOSH MC-3500 POWER AMPLIFIER

® WE try (not always successfully) to avoid superlatives
in our equipment reports. They have a way ot backfiring
—something better is sure to come along sooner or later
and make us “eat our words.” Today's best may (pos-
sibly) be tomorrow’s run-of-the-mill. However, when it
comes to the Mclntosh MC-3500 power amplifier, nothing
less than superlatives will do—and it is unlikely to find
itself as one-of-a-crowd in the near future. The MC-3500
1s a basic mono power amplifier. It is the largest, heaviest,
most powerful, and most expensive amplifier sold for
home use. Its performance is of such a high caliber that
we would have been unable to measure it before we ac-
quired our Radford ultra-low distortion oscillator and
distortion analyzer.

The McIntosh MC-3500 is a vacuum-tube amplifier—
one of the last of that vanishing breed in the high-fidelity
market. Transistors that can deliver 350 watts, while they
have been made, are not yet economically practical for
home audio equipment. Yes, we said 350 watti—the
nominal and very conservative power rating of this huge
amplifier,

The Mclntosh MC-3500 weighs 125 pounds and mea-
sures 19 inches wide by 10'. inches high by 17 inches
deep.  Behind its imposing satin-finish panel (which is
drilled for rack mounting) is a seven-stage amplifier—
push-pull throughout, except for the cathode-follower input
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stage—that culminates in cight husky output tubes of a
type (6LQG) normally used for deflection amplitier seg-
vice in TV receivers. A unity-coupled pentafilar (five-
winding) output transformer, exclusive with McIntosh,
couples the output tubes to load impedances from 1 to 64
ohms. For the technically minded, the five windings of
the output transtormer connect to the cathode, plate, grid,
and screen circuits of the output tubes, plus a negative-
feedback winding supplying 32 dB of overall feedback and
an additional 6 dB in two local loops,

A large meter on the front panel serves several func-
tions. In cight of the twelve positions of its selector switch,
it reads the cathode current of the output tubes for set-
ting their gria biases, Two positions are for monitoring
the output power in decibels, relative to the rated 350-watt
output. One of them is 10 dB more sensitive than the
other. so that normal power levels down to a fraction of
a watt may be read. Another position reads the output
voltage—up to 150 volts—for laboratory applications,
where the MC-3500 can be used (in conjunction with an
oscillator) as an ultra-low-distortion, variable-frequency
a.c. gencrator. There is a gain control on the panel—a
necessity, since only 1.1 volts will drive the amplificr to
350 watts! A massive combination switch/circuit breaker
turns the amplificr off and on. Parallel inputs with
phono and lab-type BNC connectors are provided on both
front and rear pancls. The binding-post outputs on the
front are also duplicated by screw terminals in the rear,
where there is also a switch that rolls off the response
at 6 dB per octave below 5 Hz.

The specifications of the MC-3500 are impressive. The
output is 350 watts from 20 to 20,000 Hz, with less than
0.15 per cent harmonic or IM distortion. Frequency re-
sponse is within +0, —3 dB from 1 to 70,000 Hz at 1
watt. Hum and noise are 95 dB below 350 watts,

We had to parallel all our oil-cooled load resistors to
handle the power of the MC-3500. At rated power and
at halt power, the distortion was less than 0.08 per cent

(Continned on page 41)
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INTRODUCING

a most significant breakthrough
in home stereo reproduction

The WHARFEDALE Model W80

VARIFLEX"  Speaker System

This new concept completely eliminates the
usual limitations involving speaker placement!

The VARIFLEX requires no special spacing apart, or from a wall or
above a floor.

It can be used in pairs, anywhere in the room.

Or. two W80 speakers can be used to form a single 56” console.

VARIFLEX brings balancad stereo sound to the listener.

o Stereo perception is preserved, rather than splattered promiscuously
by uncontrolled room acoustics or speaker elements.

« No need to disturb existing high fidelity systems. Does not require

electronic equalizer.

Exclusive sand-filled comstruction, to eliminate undesirable enclosure

resonances and coloration.

» Modest in size (only 17” x 17% " x 29”), the W80 is truly fine furniture,

attractively styled to enhance rooms of virtually any decor.

Wharfedale .. . a pioneer in reflected and indirect sound techniques,
as evidenced by a number of such speaker designs introduced over the
years . . . refrained from introducing the W80 until the VARIFLEX tech-
nique could be refined into a carefully executed, easily utilized speaker
system that not only would satisfy the acoustic objectives, but would re-
tain the uncompromised guality of the reproduced sound. The W80
achieves both objectives successfully.

What is VARIFLEX?

Ordinary reflective and '‘omni" speaker systems have one thing in com-
mon: Sound dispersal is promiscuous and therefore subject to acoustical
phase distortions caused by the shape and furnishings of the room.
Splattered sound, whether solely against a wall o through use of a
conical reflector in the speaker enclosure, is uncontrolled sound. Hence,
in the case of some types of systems, ‘‘optimum’ spacing is recom-
mended from a wall or above the floor. In other instances, sound is
projected over a wide area, equally, from both speakers of a stereo pair.
But, in this case it should be obvious that the /evels at which sounds of
different frequencies arrive from both channels to a given point in the
room are unequal and therefore unbalanced. In both instances, room
conditions play further havoc because the distribution pattern of sound
is fixed and therefare unable to accommodate the multitude of differ-
ences which exist between rooms and the general listening areas.

The Wharfedale YARIFLEX employs a variable device which bends
sound waves in a cefinite and controllable manner so as to form the
particular sound distribution pattern required by room conditions and/or
the listening and decor needs of the user. It is capable of directing sound
waves both in the vertical or horizontal planes, or any combination of

these angles.
Pair of W80's on B6B Base

VARIFLEX | The Need for Controlled Sound

There are differing schools of thought among
acoustics engineers on how live sound reaches
the listener in a concert hall. The loudspeaker
engineer must also keep in mind the differences
in operating conditions of a room in the typical
home, as compared with the environment of the
concert hall. There are, nonetheless, several sig-
nificant considerations which must be taken into
account, it any design of loudspeakar system
may be said to have reprcduced the original
sound with reasonable fidelity.

Briefly, it must be recognized that the acoustics
of a large zoncert hall, with its great expanse,
high ceilings and generally hard surfaces are in
sharp contrast to the shape, dimensions and
furnishings of a typical room in a home. To emu-
late in the home the sound propagaticn charac-
teristics of the concert hall too closely can, in
fact, compound those characteristics into a dis-
figuration of the original scund. The program
source, be it a disc, tape or broadcast, has
already interpreted the conglomeration of actual
sounds and reflections, as seen by the micro-
phones which are the originating pick-up device.
Similarly. even in studio recordings, the careful
separation and balancing of sounds achieved by
the recording director and engineers must remain

unviolated by the playback reproducing system.

Consider, too, that the propagative qualities of
different musical instruments are quite dissimilar,
so that where an entire orchestra is concerned,
the direct vs. indirect distribution of sound is not
only a function of the concert hall's acoustics but
also, and very prominently, a function of the indi-
vidual instruments and their respective positions
on stage. In studio recording, where c/ose pick-up
techniques and soundproofed rooms are fre-
gquently employed, the distribution pattern of the
various musical instruments again takes on a
tonal quality that can be quite different from that
of an open concert hall.

Clearly then, whether the source of the live pro-
gram is the concert hall stage or the recording
studio, the sole purpose of the loudspeaker sys-
tem is to bring to the listener the sound as
originally experienced.

Therefore, a speaker system which uses a pre-
determined ratio of direct to indirect sound dis-
tribution, and applies reflected sound that cannot
be adjusted, is obviously adding an aural effect
that is not in the original program ...and that
effect will vary uncontrollably with raom acoustics
and furnishings. Similarly, a speaker system which
attempts to simulate the effect of wide-angle

propagation of sound (usually through use of an
inverted reflecting cone or by an array of speakers
in a circle or several quadrants of a cabinet)
merely creates a splashing or scattering effect
that is also fixed, and equally affected by room
acoustics. The basic thought that needs to be
borrie in mind is that the listener to any live per-
formance is almost never surrounded by the pro-
gram source, unless perhaps he is one of the
musicians! The totality of the sound comes from
a particular direction, and depending upon the
nature of the sound (voice vs. small combo vs. full
symphony orchestra, etc.) it is either a confined
point in space or over a broad dimension. True
"'stereo”, therefore, is the listener's ability to dis-
tinguish the direction of the total sound and the
individual components of the sound. If this re-
quirement of “stereo’ is compromised, then all
that really results is a room full of sounds un-
balanced and unrelated to the acoustical and
musical composition of the original. If one wishes
merely for that, it can easily be accomplished
using mono programs on speaker systems of the
fixec reflector and “‘omni” inverted cone types.
This is, in fact, exactly what was often done in the
earlier days before stereo, to enhance the spatial
effect of mono programs.



VARIFLEX | What It Does

Low frequency sound waves (bass and low mids)
spread energy throughout a room with a minimum
of attenuation and do not exhibit noticeable re-
striction of dispersion. It is often stated, therefore,
that retention of the stereo characteristics for such
frequencies is not really important. It would be
better to qualify that viewpoint by saying that the
perception of directionality of the bass and low
mid frequencies are not "‘as critical”’ as for the
rest of the spectrum. However, the retention of a
sense of direction does preserve the fidelity and
the “balance’ which existed in the original pro-
gram. Speaker systems which house the bass
speaker in @ manner which produces a 360° dis-
persion, for example facing downward to radiate
against the floor, appreciably dilute whatever di-
rectionality might have been retained. In the model
W80 VARIFLEX, the bass speaker faces upward
and into a mixing chamber . .. a carefully oriented
arrangement of complementary mid and treble
speakers, to blend the sounds of the entire en-
semble .. . just as these same sounds blend within
the orchestra.

We agree with the usual contention that the
normal mid and treble ranges provide the greatest
recognition of “stereo’ spatial separation. It is,
in fact, for this very strong reason that the disper-
sion characteristics of those frequencies must be
controlled, rather than left to the mercy of indi-
vidual room acoustics and other varying operating
conditions. (The importance of this was previously
explained.) For these reasons, the VARIFLEX in-
corporates a device which permits the user to
literally direct the mid and treble frequencies in
any direction needed to accommodate room acous-
tics, furnishings, placement and spacing of the
speaker systems. So completely independent of
these factors is the VARIFLEX, it makes no differ-
ence how far apart the speakers are from each
other, or how far away from a wall. If desired, the
speakers may even be mounted off the floor on
a wall, and still provide the same degree of per-
formance and operating flexibility.

This exceptional versatility is achieved by means
of a 10” hard-surfaced disc, with universal mount-
ing, which enables it to be placed in any combina-
tion of vertical-to-horizontal angular positions. It
is, in effect, a variplanular reflector. The disc is
situated with respect to the speakers, so that both
reflection and deflection can be achieved, sending
the sound waves into the room in any desired di-
rection. It is round in shape to prevent unwanted
sharp diffractory effects (as would occur from a
rectangular device) as well as to provide only
the amount of reflection the design intends. With
the cabinet placed against a wall, the surface of
the wall is, additionally, brought into play for even
broader spread of the sound. The dispersion
characteristics of the individual mid and treble
speakers are carefully tailored to employ only that
portion of the variplanular disc required, so that
an amount of sound is permitted to “'escape’ from
the "mixing" chamber to complete the sound dis-
tribution pattern in directions other than that being
directed by the disc.

What, in total occurs, is that sound is projected
by the disc into that part of a room where it ie
needed but would otherwise be lacking in level
and/or frequency response, while the remaining
normal distribution of sound from the speakers
covers the rest of the room.

Speakers Spaced Normally Apart

With two WBO0 speaker systems spaced 6 to 8 feet
apart, the variplanular discs can be set as shown. The
disc is tilted back towards the wall, by an amount
determined by the distance from the wall that is most
convenient to the user. Instructions provided with the
system describe how to set the disc. In this applica-
tion, the exceptionally wide angle dispersion of the
system is used in a normal fashion, while at the same
time deflecting some of the sound to the wall, for still
greater reflection and dramatic '‘openness’ of sound.

Speakers Spaced Far Apart

With two W80 speaker systems spaced far apart — even
as much as 15 feet or more — the variplanular discs are
set as shown. The discs in this case have been tilted
back for deflection to the wall, and at an appropriate
angle toward the center for reflection of the sound to
what otherwise would remain a void between the two
speakers. This fills the "'hole'" in the middle and results
in a very smooth sound pattern along the entire dis-
tance. Heretofore, it has been necessary to introduce
a ‘"third channel’’, with a third speaker located between
the usual two, to overcome this problem.

Speakers Spaced Very Closely

With two W80 speaker systems spaced very closely to-
gether — under six feet apart — the variplanular discs
are set as shown. In this case, the discs are tilted back
for deflection to the wall, and at angles away from the
center for reflection of sound to areas that otherwise
would not be reached by sound in proper balance.

Listening Areas Off-Center From Speakers

Since sound from a VARIFLEX speaker can be projected
in any direction, it becomes obvious that a pair of W80
can be set up to cope with a situation where the gen-
eral listening area is sufficiently off axis from the loca-
tion of the speakers to cause a serious compromise of
the stereo illusion. In such instances, the variplanular
discs are set unequally, with each W80 being set to
cover respective areas as needed.

Expanding the W80

The W80 can be used in multiples, for still greater
power handling capacity and superior acoustical cov-
erage of particularly large areas, as in a small auditor-
ium, music appreciation assembly hall, catering estab-
lishments, etc. Two W80s are placed side by side,
connected to one stereo channel. Another pair is
connected to the other stereo channel. The variplanular
discs of a pair of W80 would be tilted back for wall de-
flection, and away from the center to provide an ex-
tremely wide angte of projection, or adjusted for an un-
equal sound pattern, where room conditions dictate
the need.

Single Console Stereo

The ultimate in applying Wharfedale's W80 VARIFLEX
speakers. Two WB0s can be employed as a "single"”
console to provide uncompromised, perfectly balanced
broad angle stereo ... using only 56” of wall space.
The two speakers are placed on their sides on an op-
tional set of legs (model B68), with the ''bottoms’ of
the cabinet facing each other at the center. The result-
ing paths of sound are outward toward the ends, and
over the top and around the underside. The variplanular
discs are tilted back for wall deflection, and each disc
is also turned at angles away from the center to reflect
sound out from the ends of the *'console” . . . resulting
in an acoustic lengthening of the console by several
feet! Overall distribution of sound is remarkably
smooth, and there is the added advantage of close
coupling of the extreme low frequencies, yielding a
bass response of exceptiona! depth and clarity.

The W80 Components
A Four-Way System

Only the finest, professional grade components
are used. The woofer is a heavy duty 12%"
unit with massive 9% Ibs. magnet assembly.
The long-throw cone uses a very {ow resonance,
high compliance rubber suspension for rich,
deep bass. The bass chamber incorporates
Wharfedale's exclusive sand-filled construction
for elimination of cabinet coloration. The mid-
range employs a 5” curvilinear cone in a sep-
arate chamber acoustically isolated from the
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bass housing. Two different treble speakers are
utilized, one for the sub-treble range; the other
for extreme highs. Both have low mass aluminum
voice coils and pressure dome diaphragms,
Phase compensating diffusers provide for
smoothest, linear response over the entire oper-
ating range . .. right out to inaudibility.

All the speakers are arranged in a carefully
calculated configuration, to eliminate a common
fault with multiple speaker systems: Acoustic
division of sound. With the W80 you don't listen
to part of a musical instrument but to all of it,
and from its intended place in space.

Prices: W80 $289.95 ea.
25.75



from 20 to 20,000 Hz, and under 0.03 per cent over most
of that range. At one-tenth power (a respectable 35
watts) the distortion was under 0.02 per cent from 70
to 20,000 Hz.

When .he unit was operated at 1,000 Hz into an 8-ohm
load, the harmonic distortion was between 0.01 and 0.02
per cent from 1 to 100 watts, rising to 0.03 per cent at
450 watts and 0.08 per cent at 500 watts. The IM test
merely indicated the residual distortion of our test in-
struments—less than 0.07 per cent from 1 watt to 350
watts., The frequency response was =0.1 dB from 20 to
20,000 Hz at 10 watts, and was down 3 dB at 70,000
Hz. Only 0.16 volt was needed for 10 watts output (our
standard reference power level), and hum and noise werce
73 dB below 10 watts, which is completely inaudible un-
der almost any conceivable condition.

The amplifier was cool in operation, and quiet, cven
with its built-in cooling fan. Our loads, however, heated
their oil baths to a new high! The MC-3500 clipped clean-
ly when overdriven, and showed no tendency to blow tubes
or fuses.

All of this naturally raises the question of why anycne
would want an amplifier capable of delivering 500 watts
in his home music system. We are not really sure, but
properly fused, very rugged low-cfficiency spcakers such
as the AR-3a and Bose 901 could be used safely—and
would perform beautifully—with the MC-3500. To our
knowledge it has been used to demonstrate the Bose 901,
presumably with the desired cffect. But under no circums-
stances would we advise using this amplifier without a
suitably rated fuse to protect the speaker (this precaution
ts not suggested in the instruction manual, by the way).

The MclIntosh MC-3500 is clearly the ultimate in high
power and low distortion among amplifiers offered  for

FERROGRAPH 724 A/P TAPE RECORDER

® \WE last used a Ferrograph recorder many years ago in
pre-stereo times, and we remember it as a very rugged,
heavy (“robust” is the adjective used by its British maker)
machine that performed excellently. With this in mind. we
looked forward to testing the new Ferrograph Scries 7
sterco recorder imported by Elpa Marketing,

The Serics 7 is available with a variety of head configu-
rations, tape specds, and installation formats. We tested
the model 724 A/P, a three-head, four-track sterco ma-
chine with speeds of 174, 3%, and 715 ips. The 724 A/P
has a pair of 4- by 7-inch monitor speakers and 10-watt
amplifiers built into a portable case. It also has many un-
conventional design features, and a careful study of the
comprchensive 75-page hard-cover operating manual s
necessary before attempting to use the recorder—or even
trying to open it up. Everything is fitted flush, with no
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The distortion scales in bhoth graphs start at a lower point than
the 2 per cent maximums we normally use. No LM curre is shown
because distortion 1was lower thun that of the test instrumenis.

home use. It sells for $1,099, which is certainly not inex-
pensive for a single channel. But if money is no object,
it is safe to say that when a pair of MC-3500's arc in-
stalled, the amplifier can oncz and for all be eliminated
as a potential limiting factor in a home music-reproduc-
tion system.

For more information, circle 158 on reader service card

handles. hinges. or obvious levers appearing on the outside
of the case. By swinging up a hinged cover on the top of
the case (revealing a raw of input and output jacks. line
connector, and fuses), one can pull up a concealed handle
and lift the machine. This task is not to be undertaken
lightly, for the Ferrograph weighs 50 pounds. The cover
can be freed and withdrawn from the hooks that retain it
by pushing on two plastic knobs.

The deck at first glance, seems conventional enough, but
much is hidden from view. The take-up reel supplied is
clamped firmly in place on thic hub by means of a small
lever that protrudes from the hub. The lever must also be
pushed to release the reel from the hub. For good measure,
a pair of screw-on reel focks are supplied. All in all, there
seems to be little chance of the reels coming off accidentally.
Incidentally, the machine will take 8Y,-inch reels.

To thread the tape, a hinged head cover is swung aside
and a lever is pushed to clear the pressure pads from the
heads. The tape path appears to be a straight line, but
nevertheless the process of threading takes a bit of fussing.
A couple of what appear to be fixed guides on the deck
are not identified on the marual, and it is not clear on
which side of one of them the tape should go. We tried
both sides, with no apparent dJdifference.

Along the bottom of the deck are an equalization switch
(HIGH, MEDIUM, LOW ), concertric level controls for micro-
phone and line inputs for one channel, two meters, another
pair of recording-level controls for the other channel, and
concentric playback-level controls for the two channels.
Between the meters is a RECORD MODE switch for recording

(Continuned oir page i)
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the Sansui 4000

Here is an exciting new AM/FM Stereo Receiver with outstanding
specifications and features...160 watts (IHF) of music power...
1.8u V (IHF) FM sensitivity ... wide dial linear tuning...two tuning
meters...outputs for 3 sets of stereo speaker systems... FET FM
frontend...integrated circuits...just to name a few.

Seeit, hearit and you'll know why we say that at $379.95, the
Sansui 4000 is the greatest value in its power and price range.
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All silicon preamplifier with specially designed silicon
transistors for highgainand low noise characteristics.
Built-in voltage stabilizer that overcomes fluctuations in
power voltage.

Linear scale FM band for the most precise FM station
selecticn.

New FM Stereo noise canceler that eliminates noise on FM
stereo broadcasts without affecting high frequency char-
acteristics.

Two tuning meters for almost unbelievable pin-point ac-
curacy.

Exclusive dial indicator which is actually an electronic de-
vice that illuminates in orange for AM and red for FM.

ADDITIONAL FEATURES
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Two FM Antenna inputs (75 and 300 ohms) for home or
master antennas.

Two phono inputs (47K and $00K ohms) which match most
cartridges.

All silicon AM Tuner for greatly improved AM reception.
Distortion-free tone controls with friction coupled design.
Black window design that is as practical as it is attractive.
Plus: foolproof output terminals, two AC outlets on rear
panel, high-and low-cut filters, loudness control, headphone
jack, DIN connecter, muting switch, sterec reverse and
mono-stereo switchies, noisazless push button switches,
speaker selector indicator, protector indicator, heavy fly-
wheel for easy tuning, and much, much mars.

Sanswi 4000’s new printed circuit design features separate P. C.
modules with plug-in multi-connectors for FM MPX, preamglifier
and driver amplifiers, permitting faster more economical servicing.

.
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ALL NEW FM PACK with FET, noiseless silicon transistors in the
2nd RF mixer and oscillator stages for the highest sensitivity and
selectivity. Newly designed integrated circuits in the four IF am-
plifiers give the Sansui 4000 outstanding stability and IF rejection.
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REAR VIEW
SANSUI 4000

SANSUI ELECTRONICS CORP.

Woodside, New York, 11377 ¢ Los Angeles, California, 90007

SANSUI ELECTRIC CO., LTD., Tokyo. Japan ¢ Frankfurta. M. West Germany

S u I Electronic Distributors (Canada). British Columbia
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43

NOVEMBER 1969

200 Park Avenue. New York 10087, For yoLr nearest Panasonic dealer, call 800 243-0355. In Conn., 853-3600. We pay for the call. Ask about Model RF-60




on either channel alone or both in stereo. The microphine becomes accustomed to going throuvh the recet cvele ftar —
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excellent. Solid-state i f filters
are used. With their help
alternate channel selec-
tivity reaches a full 70 dB.
What's more, they never
I require realignment.

While we streamlined
the 6040, we did pro-
vide a number of im-

Sony has placed its name on an
under $200 FM stereo/FM-AM re-
ceiver — the Sony STR-6040. We
broke the $200 price barrier with-
out putting the slightest dent in
guality. We did it by eliminating
the unessentials, designing an
amplifier with less than a super
power ratingand bydrawingupon
advanced radar and microwave
technology in the tuner design
The amplifier delivers 30 watts
RMS continuous power into 8
ohmes, both channels operating —
more than enough to drive even
relatively inefficient “bookshelf'-
size speaker systems to room-

filling volume, without distortion.

The tuner employs a completely
passive front end. There is no
amplification of the incoming sig-
nal frequency. This eliminates
two common problems: internally
generated background hiss and
overloading of weak stations by
strong ones (spurious-response
rejection is 100 dB down’.

The Sony 6040 comes through
with flying colors in all areas es-
sential to superior receiver per-
formance. Sensitivity, stereo sepa-
ration, capture ratio and noise
suppression characteristics are

portant operating conveniences:
switches for easy selection be-
tween the most common pro-
gram sources, radio or records
and for instant comparison be-
tween original and recorded pro-
gram material, automatic stereo/
mono circuitry; a headphone jack
and an auxiliary input on the front
panel; and precise tuning meter.

The Sony name, Sony quality
and an un-Sony-like under-$200
price tag. That's the Sony 6040,
and that's beautiful music.

Sony Corporation of America,
47-47 Van Dam St, Long Island
City, NY11101. SONY?

STEREQ RECEIVER STR-6040 souw nrare
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By JAMES GOODFRIEND

GOING ON RECORD

AIR POLLUTION

I wiLL be extraordinarily happy when
cigarette advertising is permanently
banned from radio and television broad-
casts. I know I will bhe particularly
overjoyed when I no longer have to hear
those commercials spelling out the jovs
of Winstons—commercials among whosc
major aims seems to be to get the maxi-
mum amount of grammatically distem-
pered English into a supposedly simple
declarative sentence. 1 na longer smoke
cigarettes, and when T did. as I remem-
ber, Winstons were far from my choice.
But it 1s not becausc of the tobacco
that T will be so happv to sce them
vanish from the airwaves. It is because
of that damnable and ubiquitous tunc.

I resent it. 1 really do. I curse quictly
to myself cach time 1 walk down the
street, or relax in an arm chair. and
that slick, calculated arrangement pops
unwanted into my mind. I fume cvery
time someone else unconsciously hegins
to hum that melody within range of
my hearing. 1 mentally kick a brick
every time it gets in the wav of a musi-
cal theme I'm trving to recall.

Okay, Winstons, you've done it
Through sheer repetition ( “saturation”
advertising 1 belicve it's called—and
rarely has a word been used with such
telling accuracy), vou've implanted that
dumb song in my mind so that vou're
getting residual exposure in me sixty
times a day without even paving rovaltics.
But I want you to know that bv doing
so you have not created in me a desire
to smoke Winstons, nor a desire to
resume smoking cigarettes of anv sort.
What you have donc is simply to make
me mad.

I hate singing commercials. 1 admire
the professional  polish  with  which
they're put together: T mav even admire
their ingenuity—if thev have anv—or
their humor—if they have any. But what
I hate is the saturation. Mclodics have a
way of sticking in the mind that words
—even trickily ungrammatical arrange-
ments of words—do not. And 1 want to
remember the music that / want to re-
member, not what someone else wants
to engrave in my brain for whatever

48

reason. So far as I'm concerned, this is
pollution of wy natural resources. If
any music s going to pop involun-
tarily into my mind. 1 want it to be
Schubert, not Schlitz commercials.

Such musical pollution has a way of
producing  strong, unlooked-for  reac-
tions. The other day T sat in a delica-
tessen running down their list of heers in
the hope of finding one whose jingle 1
couldn’t remember. The taste no longer
meant anvthing to me: all T wanted was
something cold and wet and free of
musical associations. I thought of Schlitz

7. .. one beautiful beer .. 7). Rhein-
gold (7 my beer is the dry
beer o0 ). Schaeffer (... the one beer
to have when .. Ballantine ¢

hevyyvy, get your . . 7). even Ballan-

tinc ale 7. .. who is the ale man .. 7).
Hopeless. all of them. 1 finally found a
brew T couldn’t put a tune to. They
were out of it. I drank water.

If that example proves anvthing it
proves that once prospective purchaser
of a product is reacting in precisely the
opposite wav he is supposcd to react—
at least according to what / think ad-
vertising s all about. It secems to me
that the original purpose of advertising
a product was to get people to buy it
One way of accomplishing that end was
to prove to people that the product was
better than its competition. But if vou
couldn’t do that. vou asked them to buy
it out of gratitude for the gift of a
program vou had just given them. The
commercial told them to whom to be
grateful. And. at the least. vou wanted
to create a favorable image in the puh-
lic’'s eves. so that if there didn’t scem
to be any other reason to buy vour prod-
uct. they might buy it because they
needed comething and they liked vour
company.

But | maintain that musical commer-
cials have had quite the opposite effect
—or are having it now in the long run.
You follow Mozart with a singing tooth-
paste commercial and see if vou don’t get
aural dyspepsia. The cheapening of a
fine music station (WQXR) by such
shenanigans is not likely to increase the

product’s appeal to regular listeners of
that station. It is much more likely to
attect them in the way it affects me. It
provokes the violent reaction to go out
of my way (something I dislike doing)
not to buy the product responsible for
the outrage. 1 have nothing against Ul
tra-Brite toothpaste itself; but I'd brush
my teeth with salt and water hefore I'd
buy another tube of it.

This whole musical commercial game
is really a lot of phoney baloney. It is
a classic case of the means having sup-
planted the end. Like the art some artists
create exclusively for other artists, the
music some composers write strictly for
other composers, the hip layouts (where
vou can't read the type) some graphics
designers invent to impress other graph-
ics designers, these advertisements are
written  strictly tor the delectation of
other advertising writers. I wonder when
the sponsors will catch on.

Right now, I'm sure, there is some fat
and overpaid producer of commercials, or
an account executive, grinning pussycat-
like into his beer at his four-hundredth
delighted hearing of some musical mon-
strosity with which he has flooded the
airwaves. Right now, I'm sure, there is
some (probably equally overpaid) vice-
president of a company that makes tires,
or tonic, or toothpaste, wearily suffering
the interruption of a program he likes
by an occasional oratorio about Ais prod-
uct, and wondering why. if everybody
else is supposed to love the commercial.
it only annoys and depresses him. Will
he ever knows that it annoys and de-
presses the rest of us too?

l\Il'.\'lC is too powertul a thing to be
played with by those who will not un-
derstand it. They think of it as a selling
tool, but thev do not sce that music
sclls. primarily. itself. And if it is to sell
something in addition to itself, it can
only he something that people already
want—like liberty, peace, and love. Be-
cause some advertising genius of forty
vears ago discovered that he could make
people confuse his product with some-
thing they really wanted (7t isn’t hair
oil we're selling, Harry, it’s popularity ™),
and he could sell 1har in a song. doesn't
mean that it still holds. The repetition
kills. And when the repetition is of
something already (unwillingly) mem-
orized. it deranges the mind, or makes
one want to kick in the screen of the
TV set. Or it produces the kind of men-
tal numbness that no longer really
hears anvthing—commercials. screams.
pravers, anvthing.

It's a tough world. For a lot of peo-
ple it's a really rotten one. And pervert-
ing music to sell product isn't helping it
one bit. And that is why I will be happy
when cigarette “advertising is banned
from broadcasting. Why don't they put
all that money toward cancer research
anyway?
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You’re in good company when
you’re with the Smooth Canadian.

5o to a fine =lace xith fine people, and invari-bly fine whisky
is orcered. Seagrary’s V.O. is the name. Smoohness and lightness are
its cailing cards. Join the company. You'll enjoy it.
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The only record ayback system
engineered for stereo cartridges
that can track aslowas 01 gram.
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.~ NEW TROUBADOR MODEL 593

A turntable system designed exclusively for the new low-tracking-force cart-idges
that won’t wear out your records, this unbelievable record playback device exceeds
every National Association of Broadcasters specification for professional pleyback equipment.

. This extraordinary Troubador system features the Empire 390
world’s most perfect playback arm. Built to last with rugged
precision foolproof adjustments. Arm friction measures a
mirute 1 milligram. A tone arm that applies no more drag
than a feather held | ghtly against a record groove.

Arm fully stereo balenced—frent as well as rear of pivcts

. Sea'ed instrument bell-bezring races for horizontal as well as ]
vertical motion. ﬂ

Stylus force dialed with calibrated clock mainspring—more
accurate than any commercial y available pressure gauge

. Lowest fundamental resonance of any arm, an inaudible 6 Hz,
makes it impossible to induce acoustic feedback in the system
even when you turn up the ga n and bass.

6. Empire’s exclusive Dyna Lift astomatically lifts the arm off
the record at the end of the music.

7. Micrometer calibrated anti-skating adjustment can be set
exactly t» match any cperatir g force "or con cil or el iptical
stylit. Eliminates uneven recond or stylus wear

8. Instant cartridge demount anc interchenge

9. In-line stylus-to-pivot axis. No warp, wsw or cisine-errcr
distortion

10. 5-wire circuit eliminates groud loop

. World’s finest turntahle motor, hysteresis synchronous type,
self cooling, high torgue with nside-out rotor; reaches full
speed in less than /3 of a ravolution and locks in on AC | ne
frequency; maintains speed accuracy with zero error. Buiit-in
strobe disc and pitch contral

Flexible belt drive pracision ground to =.0001 in. tolerance

. 12-inch turntable pla:ter and 4-inch-thick balanced drive fly-
wheel—most massive ever usel in a home system. %

. L . 4
Microhoned oilite bearings and lapped chrome steel shaf-s ’

machined as individually matched pairs—no production-I ne

tole-ances. 15. Lowest rumble of any turntab e -ested —90 DF (RRLL).
Wow and flutter an almost urmeasurable .019

16. Customized record mat holds records b7 outer r m. The play-
ing grooves never touc the mat on an size -ecord

17. Empire’s exclusive pneumatic suspensien combines pistons
and stret:hed springs. You car dance, j_ mp or rack witlout
bouncing the stylus off the record. Tracks the werld’s firest
cartridges as low as .1 gram

18. Dead certer cueing control—sore arm tloats down or litts up
from a record surface bathed in light. Pxck out the exact selec-
tion you want—even in a darkened rocm.

* ama
.

TECANICAL SPECIFICATIONS
Empire 598 turntable Dimensions (without base and dust
3 Speeds—33V4, 45, 78 rpm cover): Width 16”, Depth 13%2”
Push-button power control Height above mounting surface: 314"
Built-in 45 rpm spindle Depth required below base plate 312"
overal imenions 0, swiss round gad e
x 8" H

Troubador 598 playback system - 19995
= “less base and cover.
Satin walnut base and plexiglass cover comlsination, $34.95
990 playback arm also available separately, $74.95 FOR A FREE FULL-COLOR CATALOG, WRITE: EMPIRE SCIENTIFIC CORP., 1055 ST WART_AVE., GARDEN CTw NEW YORK 11530.
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speakers
are out...

Only MAGITRAN's POLY-PLANAR
super-thin Hi-Fi speakers fit in where
no others can. Hang mount, or stand
. . . indoors or out. Install in walls,
ceilings, doors, furniture . . . anywhere
you want to put them. MAGITRAN's
idea is to put the great sound where
you want it to be—your home, your
car, your factory, your office, your boat
... your choice! There-is a MAGITRAN
POLY-PLANAR, space-saving super-
thin Hi-Fi speaker system for any thin
place (2”7 or less)—indoors or out!

TWIN XX TWENTY
Decorator's Delight
1%, thin
40 watts
40Hz to 20kHz
$99.95 a stereo pair

- The ALL WEATHER
POLY-SONIC

""Anywhere Sound System’”
Model E21 20 watts
50Hz to 20kHz
$19.95 ea. 2" thin
L ] Model EST § watts
70Hz to 20kHz
*® $14.95 ca. 1%” thin

The POLY-PLANAR
Quick Mount Speaker/Grille
G201P 20 watts 40Hz to 20kHz
$15.95 ea. 135" thin
G51P 5 watts 60Hz to 20kHz
$10.50 ea. 75" thin
AS00 5 watts 60Hz to 20kHz
$11.95 ea, %" thin

o i

POLY-PLANAR SPEAKER
P20 20 watts 40Hz-20kHz
$11.95 ea. 145" thin
P5 § watts 60Hz-20kHz
$7.95 ea. 35" thin

B High performance B Weatherproof
H Low Distortion Bl Bi-Directional
B Rugged

See your local dealer. Write today for our
FREE booklet showing you where and
how to install MAGITRAN Hi-Fi super-
thin speakers. See how you can turn on
a tree, a door or a wall!

Poly-Planar Speakers
by Magitran

THE MAGITRAN COMPANY & DIVISION OF

ERA ACOUSTICS CORP. s 311 E. PARK ST.

» DEPT. 201 =« MOONACHIE, N.J. 07074
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One of music’s traditional founders: Apollo on Parnassus

BOOK REVIEW

“THE CONTINUITY OF MUSIC”

Reviewed by William Kimmel
I % 27D

\/I ANY are concerned and much has
l been written about the dilemma
of contemporary music, about the gap
that exists between the contemporary
composer and his public. Quantities of
music by brilliantly endowed composers
are being ignored by all but the rather
exclusive society of the composers them-
selves, while the vast majority of the
music-loving world is finding its satis-
faction in the great repertoire of music
from the past so readily available on
disc. The largest listening audience in
the history of music, in search of that
special kind of nourishment that music
has always provided, finds itself either
abandoned by those whose tradirional
function has been to fill the granaries,
or unable to find intellectual or emotion-
al satisfaction in what they produce.
It was from reflections such as these
that Irving Kolodin, veteran music critic
of the New York Sun and Saturday
Review, was prompted to undertake his
recent study, The Continuity of Music: a
History of Influence. Perhaps, Mr. Kolo-
din reflects, a new look at the develop-
ment of music during the past two hun-
dred years will clarify, if not solve, the
dilemma. “Is there some intrinsic, de-
finable respect in which the music gen-
erally called ‘contemporary’ differs from
that which makes up the broad reper-
toire of Western concert music and
opera? Would the isolation of it ex-
plain if not resolve the disaffection,
among many who consider themselves
possessed of an open ear as well as an
open mind, toward music that gratifies

The Continnity of Music; a History of In-
fluence, by Irving Kolodin, Alfred A. Knopf,
New York. 1969, $10.

neither the ear nor the mind?” His an-
swer is anticipated in the title of the
book: continuity. A steady decline and
sometimes total absence in contemporary
music of the enduring continnity that
pervaded the whole time before is per-
haps a clue to the lack of appeal of the
new music.

By “continuity” Mr. Kolodin means
that infinitely subtle and complex net-
work of influences by composer on com-
poser which has generated an increas-
ingly rich and viable musical language
whose accents we recognize and under-
stand and whose “meanings,” however
original, new, or strange, we yet can
grasp and respond to. It is a process
whereby the atypical procedure or ges-
ture of one composer becomes the point
of departure for new developments and
explorations by another. In Mr. Kolo-
din’s words:

[ am not referring to the facile, superficial
resemblances  that might be described as
model and imitation, or even to those specific
instances in which a later composer has
openly confessed admiration for the works of
a predecessor. . . .

I refer to something deeper, more funda-
mental: the ways in which turns of thought
or flashes of ideas thrown out by one com-
poser of eminence (Gluck, Mozart, Hadyn,
Beethoven, Weber, Schubert, Chopin, Liszt,
Mussorgsky, Debussy) became the impulse
from which, in large measure, the style of
another (Berlioz, Schumann, Brahms, Bruck-
ner, Mahler, Strauss, or Schoenberg) evolved.
A mating of two sources seemingly remote
from each other may grow the flower and bear
the fruit in which the seed of a wholly new
strain is contained: a blend of Schubert and
Wagner producing Wolf, or Chopin and
Liszt becoming Scriabine, or Mussorgsky-
Tchaikovsky-Dcbussy emerging as Stravinsky.,

(Continued on page 56)
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Benjamin
proudly announces
the world's second best

automatic turntanie.

BE )
MiRACORD

Smal! wonder that the Miracord 50H is the world's
most coveted automatic turntable. The top, top
authorities have awarded it top rating. And who
doesn’t want the very best?

The Miracord 750 is virtually identical to
the 50H except that it employs a dynamically-
balanced, 4-pole induction motor instead of a
Papst hysteresis synchronous motor. It also costs
$20 less—$139.50.

The new 750 still offers all of these wonderful
Miracord features: the exclusive Miracord push-
buttons; the slotted lead scraw for precise stylus
overhang adjustment; pistor;-damped cueing; ef-

fective anii-skate; the 6 pound cast aluminum turn-
lable; and a dynamically-balanced arm that tracks
to1/2 gram.

Enjoy the world’s second best automatic
turntable and save $20 over the cost of the world’s
best. The Miracord 750 is only $139.50 at your
high-fidelitv dealer.

Benjamin Electronic Sound Corp,
Farmingdale, N.Y. 11735. A division of Instrument
Systems Corp. Available in Canada.

ELAG/MIRAGORD 750

another quality product from BENJAMIN,
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AMODEL 155—Great to use C MODEL TC-8—Lets you make E MODEL 355—Provides professional GMODEL 255-A deluxe

tor tanz copying or just your own 8-track stereo carfridges three-head design at a low model with quality features 3
playt:ack. $99.50. tor car or home use. $129.50. price. Under $229.50. at a popular price. Under $179.50.
BModsi 560-D~A complete D MODEL 770 - A portable stereo F MODEL 780— The most scphisticated HMODEL 650-A superior-quality, I
array of automatic features including  deck recorder with better than and computerized automatic stereo tape  three-head, three-motor stereo deck
automatic reverse. Under $349.50. studio specs. $750.00. deck you can buy. $695.00. offering many unique innovatios.$399.5

© 1969 Superscope, Inc., 8146 Vineland Ave., Sun Valley, Calif. 91352. Send for free catalog. CIRCLE 53 ON READER-S ERVICE ARD




MODEL 252-C~A four-track K MODEL 666-D —Automatic reverse
model that's easy on plus the ultimate in quality ang
your budget. $119.50. performance. Under $575.00.

MODEL 630-1r— Three heads
and all the switches, dials, and controls
you'll ever nead. Under $299.50.

B

No mat:er how elaborate vour home stereo
sound system is, it's incamplete without a
tape deck. Ard Sony brings you the most
comglete line of stereo tape decks in the
world. Decks that fit all pocketbooks, that
suit particular systems, that meet specific
needs. And every Sony dec<—regardless of
price— s the finest money can buy.

Each instrument is flawlessly crafted, with
rigorous festing et every step cf construction.
Then each instrument uncergoes several
complete ser es of cuality-control tests —
performed by skilled tectknicians at one of
the most modern ard scphisticeted tape-
recorder test facilities in she world. So you
may be sure that tne Scny/ Superscope
product you purchase will give you years

of trouble-fre2 service.

The Sony/ Superscooe d=ck that's exactly
righ: for you is at 2
your Jdealer's now. | son, BT

You n2ver heard it so good.

torecognize
a stacked deck.




Pocket the
world's
smallest

35mm camera!

ROLLE 35

FROM HONEYWELL

You'll carry it everywhere! Not much bigger
than a pack of cigarettes, the greatlittle Rollei
35 fits pocket or purse, yet it takes full-sized,
fullframe 35mm pictures. The results are mag-
nificent—razor-sharp colorslides orsparkling
prints —because this is a Rollei, built in the
famous Rollet quality tradition.

Big-camera features include a superb /3.5
Zeiss Tessar lens, a highly accurate exposure
meter by Gossen, and a Compur shutter with
9 speeds up to an action-stopping 1/500 sec-
ond. It’s easy to use, too, even for beginners.

Beautifully made and meticulously fin-
ished, the jewel-like Rollei 35 costs about
$200, depending upon accessories. See it at
vour Honeywell dealer’s soon, or mail the
coupon for free literature.

Honewwell takes the quesswork
out of fine photography

Honeywell Photographic
P.O. Box 22083 Denver, Colorado 80222

Please send Rollei 35 literature to:

Name

Address

City/State,/Zip

, Honeywell
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Mr. Kolodin traces in detail the work-
ing out of this process along two major
diverging lines of influence—that from
Beethoven’s  preoccupation  with  key,
theme, and motive and their develop-
ment into dynamically potent architec-
tural forms, and that from Chopin’s
devotion to the claboration and colora-
tion of melody through the subtle play
of chromatic harmony and sonority. A
third line of influence sprang from cer-
tain  procedures of Berlioz—orches-
tration, dramatic recall and theme
transformation. Intricate patterns of
attraction and repulsion, selection and
rejection, amalgamation and transmu-
tation emerge as the author, tarough
copious musical examples, pursues melo-
dic, harmonic, rhythmic, or textural
ideas from their first appearance to their
subsequent fulfillment.

A SERIES of axioms serves to gov-
ern Mr. Kolodin’s conception of pro-
gressive continuity. For example, ac-
cording to Axiom II, the “propagation
of the atypical is an act of continuity,
advancing a dormant tendency toward
latent fulfillment,” while Axiom III de-
fines the duplication of typical traits as
a mere act of imitation, “adding noth-
ing to a mode of expression fully real-
ized by a predecessor.” So, for example,
the atypical restatement of the princi-
pal theme with the solo piano «fter
the cadenza in Mozart’s Piano Concerto
No. 24, K. 491 (a performance of
which in 1799 evoked an enthuasiastic
response from Becthoven) was immedi-
ately taken over by the latter in his own
third piano concerto in 1800 and then
developed into an essential dramatic fea-
ture of the form in all of his subsequent
solo concertos. By the time of the gen-
eration of Brahms, the final soaring, cc-
static solo affirmation of the principal
theme (the D major Violin Concerto)
had become an expected and awaited, al-
most indispensable, feature of the solo
concerto’s first movement.

Another axiom, “The obvious source
is not always the truc source,” and its
counterpart, “Two well known manifes-
tations of a similar impulse may be re-
lated not to cach other but to 1 com-
mon source,” are invoked in conjanction
with Schubertian elements in Chopin’s
style. Mr. Kolodin demonstrates that
these elements were probably not the
result of Chopin’s knowledge of Schu-
bert’s music, for which there is no cer-
tain evidence, but of the known acquaint-
ance of both composers with the music
of Hummel. Some lines of influence are
immediate and direct, such as the mu-
tual impact of Liszt and Wagner upon
cach other, while others are remote or
devious, such as the roundabout in-
fluence of Berlioz on Dcbussy via the
Russians.

The story becomes progressively more
dramatic as Mr. Kolodin unfolds the

problems facing the generation of Mah-
ler, Strauss, and Schoenberg, whose task
was to bore through the mountain of
Wagnerism and proceed beyond it on
new avenues of development which
should be at the same time continua-
tions of the common and recognizable
musical language of the past. While
Strauss failed to achieve a breakthrough,
Mabhler, Debussy, and Stravinsky suc-
ceeded, cach in a different manner.
Schoenberg, however, in an “evasion of
responsibility” (and this is Mr. Kolo-
din’s unqualified conviction), led music
down a dead-end road into its present
cul-de-sac. Abandoning the initial guid-
ance of his creative musical intuition and
yielding to the compulsion of a purcly
intellectual bent toward schematization
and systematization, he conceived and
developed his method—that of compos-
ing with twelve tones which are related
only to each other. While this has pro-
vided a new procedural technique and
logic of the relations of one tone to an-
other, it has at the same time canceled
out and eliminated from the musical
fabric those very tonal values which
make possible our musical experience—
that is, aural recognition, mental recol-
lection, and emotional response. Al
though the result may make (logical)
sense, Mr. Kolodin insists that it does
not make music, and he has assembled
a large body of evidence to support his
contention that the emancipation of dis-
sonance, the abolition of a tonal frame-
work, and the neutralization of inter-
vallic qualities absolutely prectude the
possibility of creating an aural “musi-
cal” experience.

THOUGH the tone of the book is ob-
viously polemical, its substance is es-
sentially historical and descriptive, and
its value as an illuminating study of a
segment of musical history does not de-
pend upon its conclusions. Mr. Kolodin
has given us a highly readable, provoca-
tive, and undoubtedly controversial book.
Addressed to “the average well-versed
music lover,” it will certainly also be
read with interest by the professional
music historian and critic. One may take
issue with his central thesis or with his
conclusions, and one may occasionally
suspect that he is involved simply in a
highly sophisticated game of tune de-
tecting. Nevertheless, the clear lines of
influence and development that emerge,
the excellent profiles of the individual
composers’ styles together with a defini-
tion of centers of gravity in their de-
velopment, and, not least of all, the
systematic examination and demonstra-
tion of the nature of continuity itself,
are important contributions to an un-
derstanding of what we hear in the
music of the nineteenth century.

Prof. William Kimmel teaches the history
of music at Hunter College, New York City.
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WHAT MAKES A GOOD SPEAKER?

[PS——— el

1 Smooth, wide frequency response.
2 Precise transient response.

3 Uncolored, neutral sound.

4 Wide high-frequency dispersion.

5 Value.

We designed the A-25 loudspeaker with
these attributes in mind. How well did
we succeed?

HERE’'S WHAT THE EXPERTS SAY:

1 . .. the overall response curve (of the

Dynaco A-25) was as flat and smooth as can

be when measured in & ‘live’ environment.”
Julian Hirsch in Stereo Review, June, 1969.

2 ‘... nothing we have tested had a better
overall transient response.”
Stereo Review, June, 1969.

S . . . we were impressed with the new
speakers’ honast, uncclored sound.”
High Fidelity, July, 1969,
“In our listening tests, the Dynaco (A-25) had
a remarkably neutral quality.”
Sterzo Review, June, 1969.

4 ‘The highs were crisp, extended, and well
dispersed.”’
RS Sterec Review, June, 1969.
“An 11 kHz tone could be heard clearly at least
90 degrees off axis . . ."

High Fidelity, July, 1969.

5 “Not the least of the A-25’s attractions is
its low pgrice of $79.95. We have compared
the A-25 with a number of speaker systems
costing two and three times as much, and we
must say it stands up exceptionally well in the

comparisons.”
Stereo Review, June, 1969.

Send for literature or pick some up at your dealer where you can also hear the A-25.

olynaco 1uc.

3060 JEFFERSON ST., PHILA., PA. 19121
IN EUROPE WRITE: DYNACO A/S, HUMLUM, STRUER, DENMARK
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our time has come

We're aztec — with a ‘z.” Similar in name,
perhaps, but quite unlike any other high fi-
delity manufacturer. For the past

five years, we’ve been build-
ing good speaker systems.
But you’ve probably never
heard of us because we have
not advertised much. Instead,

we’ve put our profits back

into design and research,

working very hard to cross the line
that separates good speaker systems from

great speaker systems. (] We’ve crossed that

line, and you’ll hear much more about aztec
in the months ahead. If you’re planning your

sound system now, please send for our

new l6-page catalog and the
name of your nearest aztec
dealer. 0 When you visit that
dealer and hear an A-B com-
parison between aztec and
some of the most respected

names in the industry, a lot

of what you’ve read and heard
about speakers is going to seem a little

funny to you. And that’s no joke.

aziec

‘4
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,‘:: aztec sound corporation / 2140 South Lipan Street / Denver, Colorado 80223 / (303) 936-7458
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Bettmann Archive

THE BASIC REPERTOIRE: Item

Leipzig, whose fumous Promenade is shown above. scas probably the scene of the first performance of several of Back’s Suites.

J. S. Bach’s
SUITES FOR ORCHESTRA

(2 2D

exT TO the Brandenburg Concertos, the four Suites

\- for Orchestra (or “Ouvertures,” as the coniposer
called them) are probably J. S. Bach's most im-
portant purely orchestral music. But, unlike the Branden-
burgs, whose history is fairly well established, the crigin of
the Suites remains a subject for speculation. Long thought
to have been written for Prince Leopold of Anhalt-Céthen,
at whose court Bach led an orchestra of eighteer: skilled
musicians, the Suites, according to the most recent re-
search, are now believed to have been written at different
times. Though the possibility that the First was camposed
for Prince Leopold has not been entirely dismissed, it
seems more likely now that it, together with the Third
and Fourth Suites, was written for the Collegium Musicum
in Leipzig, an organization of amatcurs and professionals
which Bach directed from 1729 on. The Second Suite,
which may be the last in order of composition. is dis-
tinguished by its virtuosic flute solo, and Professor Martin
Bernstein of New York University has advanced thc most
plausible theory about its composition—that Bach wrote
it for the resident flutist of the Court of Dresden, Pierre
Gabriel Buffardin, in the hope of calling the Elector's
attention to himself and gaining better employment there.
Like the Brandenburg Concertos, each of the four
Suites is scored for a ditfcrent instrumental combination.
The First, in C Major, employs strings, two oboes, and

NOVEMBER 1969

bassoon ; the Second, in B Minor, is for solo flute and
strings. The Third and Fourth, both in D Major, are for
larger forces: to the basic complement of strings and
timpani in the Third are added two oboes and three
trumpets, and the Fourth is scored for strings and timpani
with three oboes, three trumpets, and bassoon. In all of
them, of course, the instrumental textures are built upon
a solid continuo or figured-bass foundation.

In calling the works “Ouvertures,” Bach drew atten-
tion to the importance of the opening movements and
to their French character. Albert Schweitzer wrote of them,

The introductions are monumental movements, all con-
structed on the plan of the French overture. They begin
with a stately section; to this succeeds a long and bril-
liant allegro; at the end the slow section rcturns. When
Mendelssohn, in 1830, played to the old Goethe, on the
piano, the overture of the first of the two suites in D
Major, the poet thought he saw a number of well-dressed
people walking in stately fashion down a great staircasc.
In 1838 Mendelssohn succeeded in getting the ‘Ouvertures’
performed by the orchestra at the Gewandhaus, Leipzig.
It was the first performance of any of these splendid
works since Bach's death.

In turning, after each of the opening movements, to a
series of dance sections, Bach was following the path that
had first been trodden in Germany by his older contem-
poraries Georg Muftfat and J.K.F. Fischer. Again, to quote
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The stylish and imaginative performances
of the Buch Suites under the baton of
Nikolaus Harnoncourt (Telefunken) lead
the field of availuble recordings by a

wide margin. Also on a high level of ac-
complishment is Yehudi Menuhin’s set
(Capitol), recently deleted bur likely
sttll to he found in some record shops.

Schweitzer: “In the dance melodies of these suites, a
fragment of a vanished world of grace and eloquence has
been preserved for us. They are the ideal musical picture
of the rococo period. . . .

The French Onveriures of Lully, on which Bach mod-
cled the structure of his Ouwvertures. were divided into
three sections—slow, fast, slow. The opening section of
the First Suite’s Owveriure is a Grave, in 4/4 time. It
leads immediately into the fugal Vivace, whosc vigorous

"

principal theme is stated by the oboes and first violins;
this in turn leads back to the opening Grave. Then follow
the several dance movements: a brisk Cowrante (3/2);
two Garvottes (2/2), the second of which is scored for
oboes over a simple string accompaniment that hints at a
fanfare; a Forlane, an old Venetian dance (6/4), with
oboes and first violins in unison over a running figure in
the low strings; two Mesuuneits (3/4), the first for the full
instrumental forces, the sccond for strings alone; two
Bourrées (2/2), the first for full orchestra. the second for
woodwinds only; and, finally, two concluding Parrepieds
(3/4). variants on an old sixteenth-century dance of Brit-
tany fishermen.

The Owrertnre in the Second Suite follows the tradi-
tional slow, fast, slow French pattern. As expected, there
are several beguiling episodes for the solo flute. The
second movement is one of Bach’s rare uses of the Roi-
dean format, the opening material returning after each
new episode. It is followed by a Sarabande, with the solo
flute and cellos imitating each other. Then come two
Bourrées, with a prominent flute solo in the second. A
Polonaise and variation, or Double, follow: in the Dou-
ble, the principal theme of the original Polonaise (as-
signed there to the flute and violins) is given, two octaves
lower, to the cellos, while the flute plays fancy runs and
trills above it. The next movement is a graceful Mewwett,
and the Suite comes to an end with a brief but playful
Badinerie, in 2/4 time, with the solo flutist called upon to
deliver virtuoso breath control and flect articulation,

The opening section of the Third Suite’s Owverture is
again slow, in 4/4 time, with an ensuing fugal Vife in
4/4 made up of several episodes; this leads, in turn, back
to the slow material of the opening section. The next
movement is Bach's celebrated “Air.” in 4/4 time. Tt is
scored for strings only, and until the revival of Baroque

scholarship and interest during the last two decades, was
known primzrily through August Wilhelmj's transcrip-
tion for solo violin into the key of C Major, with the
music played entirely on the G string. The Air is followed
by two Garoites for the full orchestra: the timpani docs
not play in the second, and the first Garotte is repeated
after the second one. The two concluding movements are
a ceremonial Bourrée (2/2) and a Gigue (6/8) full of
pomp and splendor.

Again, the first section of the Ourerture in the Fourth
Suite is slow, in 4/4 time, and leads to a fugal Allegro,
v/8, with two episudes—one for woodwinds, the other
for strings. There is the usual return to the slow opening.
There follow two Bourrées, in the second of which the
oboes and bassoon are to the fore, with an accompani-
ment in the unison strings. Next is a Gavotte for the full
orchestra, a vigorous movement to which the succeeding
Menuett offers a sharp contrast; the Trio of the Mewwett
is for strings only. The concluding movement is a sprightly
Réjouissance, a quick movement in 4 /4,

T{ERE are nearly a dozen complete recorded perfor-
mances of the four Bach Suites listed in the current
Schwann catalog, but rarely in the more than ten years I
have been doing this Basic Repertoire scries have I felt
that one performance so outstripped all its competition,
Quite simply, the Telefunken recording (S 9509/10) of
the four Bach Suites by the Vienna Concentus Musicus
conducted by Nikolaus Harnoncourt is a model of imagi-
native and stylistic rightness. And in this case, enlightened
musicology, including the use of authentic instruments of
Bach’s period, is not an end in itself but contributes
mightily to the musical and emotive success of the set.
The Menuhin-Bath Festival Orchestra performances
(Capitol SGBR/GBR 7252)—recently deleted but still
available in record shops—are also on a high level of ac-
complishment, but the Harnoncourt set is really unique.
This extends even to the clarity of the recorded sound.

On tape, apparently only the Karl Miinchinger-Stutt-
gart Chamber Orchestra performances are available (Lon-
don K 80088). This single reel contains solid, workman-
like accounts of the music, and is well-recorded, but is
nowhere near the level of inspired re-creation that char-
acterize the Harnoncourt discs.

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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Inside this new
Wollensak 6250 is the
only component-quality
amplifier of its kind.

An amplifier so powerful you'll never
need to add extra amplifiers for a com-
plete stereo system, It’s built right into
the new Wollensak 6250 Sterco Audio
Center. And built to component quality
standards for precise, professional
recordings.

[t has a high power output of 62 watts
dynamic (IHF) power @ 1¢; harmonic
distortion with 8 OHNM loads. Even pro-
vides input facilities for sterco FM tuner,
magnetic phonograph or other com-
ponents.

But this amplifier is only one reason
why the new Wollensak 6250 is a tape
enthusiast’s dream. Here arc the others:

Four-track stereo with self-contained
acoustic suspension speakers = Two-
motor drive = Open front threading =
Patented self-aligning pressure roller for
perfect tape alignment = Exclusive Re-
cord Bias Selector to obtain optimum
performance from various types of tape

Uollensak 3M

s Controlled 1ape path eliminates need
for scrape flutier filter « Exclusive electro-
dynamic braking = Patented automatic
reel locks.

Three tape heads and separate record-
ing /playback amplifiers = Monitor
Switch to hear incoming program direct-
ly or from tape = Three speeds—7Y3,
334, 174 IPS = Solid statc = Separate
Record Level controls = Balance control
equalizes sound from two speakers =
llluminated professionally calibrated
dual-movement VU meters s Audio Cen-
ter controls utilize professional type
patch board for special audio effects »
Capable of Reverberation, Sound-On-
Sound. Sound-With-Sound. Enhanced
Mono and Input Mixing s Exclusive
Plexiglas™ head cover for easc of tape
editing = Inszant pause control = Four
digit tape counter = Two high pcrfor-
mance low impedance wide range micro-
phones = Rugged portable case.

SAINT PAUL. MINNESOTA 55101
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6250 RECORDER

FREQUENCY RANGE: 35-20,0600 Hz = 2
db ar 7l4 IPS. 35-14,000 Hz = 2 db at 33
IPS. 35-10,000 Hz = 3 db at | % IPS. (specual
low speed gquahzduon) WOW AND FLUT-
TER: 0.12¢; RMS at 7V IPS. (less than
0.05 ; wow). 0.20¢; RMS at 33 IPS. 0.307/
RMS at 1% IPS. SIGNAL~TO-NOISE
RATIO: 54 db.

6250 AMPLIFIER

POWER OUTPUT: 36 Watts RMS continu-
ous « 1€z harmonic distortion with 8 OHM
Loads, bolh channels driven: 22 watts per
channel, one channel driven. 62 Watts dynam-
ic (IHF) power « 1€ harmonic distortion
with 8 OHM Loads. POWER BAND-
WIDTH: 18 Hz to 22,000 Hz ref. rated out-
put. FREQUENCY RESPONSE: 20 Hz to
20,000 Hz = 1| db, Ref.—20 db/rated output,
through mic.. tuner and auxiliary inputs.
BASS CONTROL RANGE: = 12db v 100
Hz. TREBLE CONTROL RANGE: + 7,
—1 db « 10,000 Hz, INPUT SENSITIV-
ITY: For rated output—NMicrophone—4 MV,
Magnetic Phono—4MV, Tuner—300MV,
Auxiliary—300MV.

If it's u sterco tape dech vou want, the new
Wollensak 6150 has all the performance fea-
tures of the 6250 for professional recordings.
Ang its handsome walnut tabletop case is in-
cluded in the price!’
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here are

only two good things
aoout an LWE
nstant Kit . ..

sound and orice.

You might call it our starving artists model. For
people who appreciate the art of music, but feel they
can't afford the full price of a wood-finished LWE
speaker. [] Here's how it works. Instead of buying
LWE in a hand-crafted, oil walnut cabinet with grille,
- you buy LWE in an
' unfinished, 34 -in. plywood
and novaply housing
without grille. You
get the same unsurpassed
sound reproduction of LWE
with Electronic Suspension.
But you get it at a savings
up to 30%. Sound good?
You bet! And with a little
creative painting or
staining or veneering on
your part,you could
turn our ugly duckling into
your own thing. [J Ask
your dealer about
LWE’s money-
saving “INSTANT
KITS.” It’'s simply
a great buy.

Kit sizes:
LWEland M 177 x 257 x 127
LWE Il, 23%2 " x 3312 x 16~
LWEVI, 107" x 20" x 812 ",

The Sound OF EXCZ”ZHC@

ACOUSTRON CORPORATION / 2418 Bartlett Street o Houston, Texas 77006 / Phone: (713) 524-7407
CIRCLE NO. 24 ON READER SERVICE CARD
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Which of these comparably
priced, top quality
speakers offer you

Electronic Suspension?

KLH FIVE LWE it AR 5
in oiled walnut in oiled walnut in oiled walnut

Only LWE.

LWE introduces a whole new era in speaker design. No longer must a speaker depend on
porting, or reflex, or resonance, or baffles, or sand, or weighted cones, or cabinet size, shape
or design. LWE’s newly patented (March 1969) Electronic Suspension speakers actively
eliminate reproduction distortion by electrical commands to the amplifier. The result is
remarkable and unrivaled fidelity. O LWE research has uniquely applied the principle of
inverse — or negative — feedback to control the speaker cone electronically at all times.
This produces greatly improved transient response, virtual elimination of speaker distor-
tion, and extension of low frequency response. In short, LWE out-performs any conventional
speaker on the market today — regardless of size or price. Hear LWE for yourself. And
for more detailed information write for our Sound of Excellence brochure. Our prices
range from $60 to $469. LWE Electronic Suspension has arrived, and you’ve never heard
it so good.

The Sound of Excellence

LWE is a division ot

ACOUSTRON CORPORATION

2418 Bartlett / Houston, Texas 77006 / (713) 524-7407

CIRCLE NO. 25 ON READER SERVICE CARD
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You'll
never
get to the
bottom of
Richard
Strauss

LRERE T L
2

..-.sm";:;muu;‘;mum

listened to _
STEREO BY KENWOOD

A KENWOOD receiver . .. . with its remarkable fre-
quency response and low distortion . . . lets you
hear every voice clearly, right down to the bottom
of the orchestra. There's a lot going on down there
you wouldn't want to miss!

e e ————

e
o I RY NTYTIE W SR -
o ot - (RGN

Visit your nearest Kenwood Authorized Dealer i ‘
or write for complete brochure to: Y= D ¢,
KENWOOD, 15711 So. Broadway, Gardena, California 90247

CIRCLE NO. 35 ON READER SERVICE CARD
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RCA’s pulm-size 100-wcatt (rms) power module is the precarsor of future receiver powcer-amplifier sections.

THE RECEIVER

A CANDID EXAMINATION OF THE PAST, PRESENT,
AND FUTURE OF THE MOST POPULAR AUDIO COM]PONENT
PLUS SOME HELPFUL HINTS FOR THE PROSPECTIVE PURCHASER

By JULIAN HIRSCH

ORE than two years ago in these pages (May,
M 1967), I surveyed the field of sterco receivers,
compared the features of units in different price
ranges, and tried to predict future trends in receiver
design. It is now the “future,” and a fresh look at the
recciver scene tells me that I have been only partially
successful as a seer. Undaunted, I shall make another
attempt, perhaps with greater success.

To appreciate what a stereo receiver is and why it is

the most popular form of stcreo component, it is help-
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ful to review briefly the history of high fidelity over the
past four decades. In the Thirtics, before FM broad-
casting, high-quality music regroduction in the home
was a pleasure pursued by only a small group of dedi-
cated, technically oriented enthusiasts. With their pro-
gram sources limited to AM broadcasts and 78-rpm
records played by crystal cartridges whose tracking force
was measured in ounces, those early audiophiles must be
admired for their perseverance.

After the hiatus of the war years, low-cost magnetic
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cartridges and more refined loudspeakers—in conjunc-
tion with FM broadcasting and LP recordings—brought
about a major advance in sound quality. However, mass-
produced radio phonographs—even very expensive oncs
—still left much to be desired sonically. To fill this
void, a few small manufacturers of high-quality ampli-
fiers, tuners, speakers, and other components appeared,
and component high fidelity was born. In general, each
basic component was made by a different manufacturer,
and innumerable combinations were possible, each with
its own adherents and critics.

This situation satished hard-core hobbyists, but the
average layman found the subject too technical and the
assembly of a system too confusing. Part of the problem
was solved when preassembled speaker systems began
to replace the helter-skelter (and frequently poorly
matched) combinations of drivers. crossovers, and en-
closures so beloved by early audiophiles. A typical high-
fidelity installation of the early Fifties consisted of a
tuner, an amplifier (sometimes as separate power supply,
power amplifier, and preamplifier), a speaker system,
and a record player

and the whole works was often
too unsightly to be tolerated in the living room of the
average home.

The next logical step was to combine the electronic
components into a single unit. The receiver—a refined
and modernized version of the familiar “radio” (but
without a speaker) of the Thirties and Fortics—was
born. To retain its appeal to the audio hobbyist, who de-
manded considerable flexibility in control functions and
choice of inputs, the high-fidelity receiver offered most
of the design features of separatc tuners and amplifiers.
It was packaged in a format that allowed it to be dis-
played on a shelf or installed in a suitable enclosure.
The elimination of much inter-unit wiring and cables,

plus assured electrical compatibility between the com-
ponents of the system, enhanced the appeal of receivers
to nontechnical users.

Early receivers incorporated certain design compro-
mises that limited their acceptance by critical audio hob-
byists. The large number of vacuum tubes in a confined
space created a severe heat-dissipation problem. The most
common solution was to limit the amplifier power, usual-
ly to 20 watts or less. In an effort to keep size and
\\'cight to a minimum, output and power transformers
tended to be rather skimpy, which restricted the low-
frequency power capabilities of the amplificr.

With the advent of stereo, these problems were com-
pounded. Even with less than 20 watts per channel, a
stereo receiver was undesirably bulky, hot, and heavy. It
is certain that stereo receivers could not have achieved
their present wide acceptance without the development
of the transistor. Transistors eliminated practically all the
limitations of vacuum-tube stereo receivers. Internally
generated heat was negligible, even with rather powerful
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amplifiers. Bulky, heavy, and expensive output trans-
formers were eliminated, and low-frequency power out-
put was determined largely by power-supply design—
mostly an economic rathcer than a physical limitation.
Tuners could use as many stages as were necessary to
achieve a desired level of performance, and without
adding heat.

But carly transistor receivers had more than their
share of problems. In high-power applications particular-
ly, transistors were embarrassingly prone to sudden fail-
ure. The tuner sections were not particularly sensitive,
and many suffered from serious cross-modulation and
spurious-response  problems. The audio purist still
viewed receivers with justified suspicion.

rECHNOLOGICAL progress, especially in semiconduc-
tor (transistor) techniques, has gradually changed this
situation. INow, in every way, modcrn stereo receivers
meet the most exacting high-fidelity performance re-

quirements, They are extremely scnsitive—in fact, sev-
eral receivers have tuners that come close to the
performance of the finest separate tuners. The FET, or
field-effect transistor, has virtually eliminated the prob-
lem of cross-modulation, and in this respect most cur-
rent receivers are fully comparable to the best vacuum-
tube units of several years ago.

The cmergence of moderately priced integrated cir-
cuits (IC's) has resulted in limiting and capture-ratio
characteristics that can only be described as fantastic
compared with any previous standards. Frequency drift
and hum, which plagued many vacuum-tube tuners,
have disappeared to the extent that we no longer bother
to test for them (both are well below the residual drift
and hum of good laboratory signal generators).

In the audio amplifier section of the receiver, equally
spectacular improvements have been made. The use of
silicon transistors eliminates the effects of temperature
on performance. Special circuits protect output trans-
sistors against damage, and it is actually dithcult to
harm a late-model receiver by careless installation or
abuse. The wide bandwidth of today’s transistors has
made it possible to develop substantial power outputs
with low distortion—up to 50 watts or more per channel
—over the full audio range. And in low-level pre-
amplifier stages, low-noise transistors have reduced hiss
and hum to inaudible levels, even in moderately priced
receivers. All this has been accomplished with no in-
crease in prices: in fact, you can buy more receiver for
your dollar today than ever before. This is no small
achievement amidst a general inflation of prices for
practically everything,

In my 1967 receiver review, I made a few predictions
that have not become reality. T had hoped for better
AM tuners, which at least approached the capabilities
of that medium. So far, I have not seen any general im-
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provement in that area. AM, where it is offered, is
usually of minimal quality. A few receivers have toler-
able AM sound; as for most of them, the less said
the better.

I predicted more high-power receivers, since many
of the best speaker systems thrive on power levels of
50 to 100 watts. Quite the reverse has happened. A
large number of today’s receivers have power outputs
under 25 watts per channel, with some in the range of
10 watts or less. Apparently the need to expand into 2
more diffused, lower-price market has led manufacturers
to concentrate on less expensive low-power receivers. This
is certainly necessary, but it frequently restricts the
owner of low-ethciency speakers to using separate ampli-
fier and tuner components.

One other significant development (just beginning to
appear at the time of my last survey) is the crystal filter.
The frequency bandpass characteristics of conventional
i.f. transformers are far from ideal, and periodic align-
ment is necessary for optimum performance. A well-
designed crystal filter can provide relatively flat response
over a band of 200 kHz or more, with extremely stcep
Uskirts” that reject adjacent-channel interference in a
manner not possible with i.f. transformers. Furthermore,
the uniform phase characteristics of a crystal filter result
in much improved stereo channel scparation over the
full audio range. Since these flters never require adjust-
ment, they complement the long life of transistors and
IC’s to make possible a receiver that should require al-
most no service or maintenance over a period of many
years. At present, only a few deluxe receivers offer
crystal filters, but more are coming. Some lower-price
models use ceramic filters which, like crystals, do not
need periodic realignment and also have, to some extent,
improved selectivity characteristics. They are not as goad
as crystals, but are much cheaper, and are still an im-
provement over the conventional i.f. transformers.

Today one can choose from a larger group of re-
ceivers than ever before. Their prices range from less
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than $100 to well over $500. It is often very ditheult,
merely from reading the specifications, to determine
what differences there are between the various models,
even where there is a considerable price differential.
For example, in a group of twenty-five receivers selling
for between 3300 and 8400, the average advertised
power is 40 watts per channel, and the average tuner
sensitivity 1s 1.9 microvolts. Going up to the $400-and-
over price class, I found eight receivers whose average
power and sensitivity were also 40 watts and 1.9 micro-
volts. To confuse the situation still further, there are
seventeen receivers selling for between $200 and $300
with average power and sensitivity ratings of 34 watts per
channel and 2.3 microvolts. This would appear to rep-
resent a negligible difference in performance of receivers
spanning a price range of more than two to one. Can one
assume, then, that the higher-price models offer no com-
mensurate improvement in performance?

Not quite. Because of the several power-rating systems
in common use, comparing power spectfications is a tricky
business. A low-price receiver rated by the disreputable
“IHF =1 dB” system may seem to have the same power
capability as a deluxe model rated for continuous output.
This illusion is compounded when the less powerful one
is rated for 4-ohm loads and the other for 8-ohm loads.
And since the manufacturer’s rated distortion level at
rated power may vary from 0.2 per cent to over 1 per cent,
power outputs cannot be easily compared even when the
same rating system is employed.

Similarly, tuner sensitivity iells only part of the story.
A few manufacturers (or importers) still do nct use
the THF usable sensitivity rating, and the old system of
"2 microvolts for 20-dB quieting” can make a rather
inferior product scem to be much better than it really is.
Also, the input required for full limiting is rarely
specified, and stereo scparation is often listed as "'30
dB typical,” which ignores the fact that some tuners
have good separation only over a narrow band of
frequencies, while others nuintain useful separation
over the full audible frequency range.

If you have been following our equipment reports on
reccivers, you will realize that, in general, the more
expensive units have tuners that are better overall-—not
merely in the area of sensitivity. And, in addition, the
higher-price receivers have substantially more audio
power output with lower distortion over a wider fre-
quency range than the lower-price models. However,
the maximum performance per dollar is to be found in
the group of receivers costing between $250 and $350.
A few at slightly lower prices are still of excellent
quality, but when you get down to $200 or so you should
expect to find rather low pcwer (10 to 20 watts per
channel) and fewer conveniences, such as interstation
noise muting on FM, filters, and multiple speaker out-
put switching. At the highest prices, even though the
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specifications may not seem too much better, you wi
find a better power bandwidth, better tuner selectivity
and capture ratio, and greater control flexibility. Yet
these differences are often not strikingly audible. It
appears that the law of diminishing returns sets in
rapidly above $400. However, the better your speakers
and record-playing equipment, and the more critical
your listening tastes, the more benefit you can expect to
derive from a high-price receiver. With associated equip-
ment of only average quality, a receiver costing more
than about $350 will usually bring you little more than
pride of ownership.

On the other hand, do not expect receivers selling for
less than $200 (there are quite a few in this category)

o compete in quality with the others. Enough com-
promises have been made in their design to make an
audible difference, even though they can be quite pleas-
ant to listenn to if you don’t expect too much—and too
loud. In any case, the performance of a recciver will
at least match and often surpass that of separate ampli-
fiers and tuners of the same or slightly higher total
price. From the user’s standpoint, the advantages of sep-
arate components are the generally greater assortment of
inputs and control features, and the increased overall
operating, trade-in, and servicing flexibility.

I will close with another hopeful prediction based on
what 1 sce as the trends in receiver design during the
next year or two. Crystal and ceramic i.f. filters will

A_ s an aid to understanding manufacturers’ literature,
the terms most frequently encountered in dealing
with stereo receivers are defined below.

® Power Output: Among the various ways of measur-
ing the wattage of an amplifier, the most rigorous (and
the one used in all Hirsch-Houck Laboratory test re-
ports) is continuons power—sometimes also called
sine-wave power or rms power. This tells the amount
of audio output the amplifier can produce continuous-
ly. However, unless some distortion level is specified
at which the power is attained, and unless the fre-
quency range over which the power is available is stated
(power bandwidth), even these figures are not com-
parable. A number of manufacturers feel that allow-
ance should be made for the fact that amplifiers are
able to exceed their continuous-power rating for brief
bursts of loud sound—such as drumbeats, cymbal
crashes, and the like. To express the amplifier’s power
reserve for such musical contingencies, the music-power
(or dynamic power) rating was devised. For any given
amplifier, the music-power rating will therefore be a
higher figure than the continuous-power rating. To add
to the confusion, some advertisements list a spurious
third power measurement, called peak power, which is
usually twice the continuous power—and sometimes
twice the music power. And some manufacturers speci-
fy power with a seriously misleading =1 dB qualifica-
tion. (To convert a plus-or-minus 1 decibel rating to
music or dynamic power, deduct 20 per cent. This
complicated and confusing matter was examined in
depth in the June, 1969 issue.)

When stating the power capabilities of a stereo re-
ceiver, it is more or less customary to add together
the output of the two channels. A receiver that delivers
25 watts per channel is thus rated as a 50-watt re-
ceiver. Some transistor receivers may be rated using
4-ohm loads, and if your speakers are 8- or 16-ohm
models, the real power available from the amplifier

UNDERSTANDING RECEIVER TERMINOLOGY

By Drummond MclInnis

may actually be halved. Be cautious when a power rat-
ing is given only as, for example, “30 watts IHF.”
The THF amplifier standard defines the measurement
technique for bozh continuous and music (or dynamic)
power. However, when “IHF” is used alone after a
unit’s rating, the manufacturer usually means music
power. Your best source of guidance as to how much
amplifier power you will need to drive your speakers
properly is the manufacturer of your loudspeakers.
o Frequency Response: All statements of frequency
range should be followed by a plus-or-minus (=)
decibel figure. To state that the frequency response is
20 to 20,000 Hz is meaningless, since nothing is said
about the all-important wwiformity of response. But if
the statement reads “20 to 20,000 Hz %=1 dB,” you
know that at no point in the frequency range does the
response deviate any more than one decibel from a uni-
formly “flat” characteristic. The frequency response of
an amplifier is almost always at its widest at low pow-
er, but today’s receivers, even at full power, will easily
cover the audible range.

e Distortion: As with frequency response, make sure
that you know at what power level the specified dis-
tortion measurements are taken, Normally, distortion
figures are given for full rated output. However, par-
ticularly for transistor amplifiers, it is also useful to
know distortion measurements at low listening levels—
say, 1 to 5 watts. Generally, two types of distortion are
specified: intermodulation (IM) and harmonic (HD).
With the newest equipment, the figures for both of
these are usually at about the same level.

o Controls: The arrangement and variety of controls
differ between receivers with similar technical specifi-
cations, Whether you prefer the versatility of many
controls or the simplicity of few controls is a matter of
petsonal taste. Make sure, however, that a// the con-
trols and functions necessary for your intended use are
provided. For instance, if your system is to include a
reel-to-reel tape recorder and an 8-track player (so you
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become commonplace, even in relatively low-price re-
ceivers. The use of discrete components (as opposed to
IC's) will be minimized. With electronic devices now
available, it is possible to make a stereo receiver with
five or six IC’s, plus a couple of FET’s in the front end
and a few power transistors in the output stages. Power-
amplifier IC’s are in the offing, but will probably not be
economical for the next year or so. However, in the end,
competitive pressures will probably dictate a complete
switch to integrated circuits.

What will this mean to you, the consumer? For one
thing, the present high level of performance will become
available at lower prices. As a corollary, the more ex-
pensive receivers will offer really powerful amplifiers.

(I'm going to stick my neck out on that one again!).
Although receivers may nat become much smaller, since
dials and knobs do require a certain minimum panel
space, some size reduction should be possible. The depth,
for example, could be reduced to 9 inches, so that a top-
grade, high-power receiver could be placed on an ordi-
nary bookshelf.

I doubt that significant improvements in performance
of the better receivers will be forthcoming, but you can
be certain of getting more value for your dollar, both
in the budget-price units and in the most deluxe re-
ceivers. It seems to me that this is a worthwhile by-
product of the technclogical revolution now going on—
a by-product not to be dismissed lightly.

can play your car tapes at home), you will want to
be sure that there are enough switched input jacks. Or,
if you plan to place loudspeakers at widely separated
locations, a powered center-channel output may be
essential. And if you have, or intend to have, extension
speakers in other rooms, an amplifier with front-panel
speaker-switching provisions is handy. Don’t pay extra
for features you may not require, but do plan ahead
to allow for future expansion of your system. Remem-
ber, a receiver should be thought of as a long-term
investment.

® IHF FM Tuner Sensitivity: The IHF sensitivity
rating is a standard means of specifying a tuner’s abil-
ity to pick up weak or distant stations. Technically, it
is the amount of input signal a tuner requires to
achieve an audio output with a signal-to-noise ratio
of 30 dB. Tuner hum and audio distortion are included
in “noise.” The lower the figure in microvolts, the
greater the tuner’s sensitivity. With non-IHF ratings,
such as “20-dB quieting,” the sensitivity figure given
may have to be doubled to convert it to the IHF equiva-
lent. Sensitivity, incidentally, has long been the most
overstressed FM specification. Minor differences in sen-
sitivity specifications (of one microvolt or less) will
make little or no practical performance difference and
should be disregarded. A good outdoor antenna will
do far more to improve reception than a sensitivity fig-
ure better by 2 or 3 microvolts.

® Selectivity: Selectivity is a measure of the tuner
section’s ability to separate stations that are close to-
gether on the dial. The FCC tries to allocate station
frequencies so that stations covering the same geo-
graphical area will be on alternate—not adjacent—chan-
nels. A figure of 50 dB or more for adjacent-channel
rejection is good, and anything below 30 dB is consid-
ered poor.

® Capture Ratio: The tuner’s ability to sort out two
stations at the same frequency, and to suppress the
weaker station, is called its capture ratio. The lower the
numerical figure, the better the tuner’s capture ratio.
® Stereo Separation: This is a measure of the degree
of isolation, in decibels, between left- and right-channel
signals—there should be a minimum amount of inter-
action or leakage between the two channels.

® AM Reception: Is your area served by an AM

‘suc!: filters do not cut off the undesired frequencics

“good-music” station? If so, it may pay to spend a
little more for a receiver with a good AM tuner section.
Ordinary AM sections are little better than table radios
in their sound quality. If possible, listen before mak-
ing a choice.

® Loudness Compensation: A loudness-compensation
volume control will boost law frequencies (and some-
times high frequencies as well) relative to middle fre-
quencies at low listening levels. This is an attempt to
compensate for the human ear’s recognized loss of
sensitivity to these frequencies at low volume levels.
The control supplies the cempensation automatically
as its setting is lowered. But any receiver that has
loudness compensation should also have provision for
switching it off when it is not needed.

e Filters: Filter circuits reduce the level of low or high
frequencies without affecting the middle frequencies.
Low-cut filters are intended to reduce turntable rumble,
while high-cut filters reduce tape and record hiss. Many

sharply enough to avoid loss of musical content.

® Tape Monitoring: This feature channels the selected
program (via output jacks) to an external tape record-
er, and connects the playback amplifiers of the recorder
(via input jacks) to the amplifiers of the receiver.
With a recorder having three heads and separate re-
cording and playback amplifiers, one can listen to a
recording directly from the tape as it is being made.
The tape-monitor switch permits you to make an im-
mediate comparison hetween the original and the
taped signal.

® Muting: This is a provision for eliminating the noise
usually heard between FM stations. These circuits vary
in their effectiveness and freedom from bursts of noise
and “thumps” as one tunes through stations.

® FET: The field-effect transistor is a semiconductor
device that combines many of the best properties of
tubes and transistors, and is superior to both in many
respects.

® IC: Integrated circuits are combinations of many
transistors, diodes, resistors, and capacitors formed on
a single minute chip less than one-tenth of an inch
square. Apart from their small size, which is relatively
unimportant in high-fidelity receivers, they offer im-
proved performance and, ultimately, lower cost.
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Denis Rohert

THE (RE)DISCOVERY OF
MAGDA OLIVERO

AN OBJECT LESSON: NO MATTER HOW GREAT THE SINGER,
INTERNATIONAL FAME TODAY RESTS ON A REPUTATION
BUILT UP THROUGH THE MEDIUM OF RECORDINGS

BY ROBERT M. CONNOLLY

and the long-playing record, it is no longer possible

for a first-rate musical talent to remain unknown for
long outside his native country, that the days when a Lily
Pons or a Kirsten Flagstad could burst unheralded upon
the American musical public are long past. Well, it can
still happen occasionally, and doubtless the most spec-
tacular current example is the Ttalian soprano Magda
Olivero, who has been a star on her country’s operatic
stages for thirty-six years but who is, nonetheless, known
to only a few connoisseurs in the rest of the world.

IT HAS becn said that, in this age of the jet airplane

Magda Olivero is quite simply the most musicianly and
exciting Italian soprano before the public today. Extrava-
gant as this claim may seem to non-Italian opera lovers,
it has been expressed again and again by the most respected
Italian music critics and vocal experts. In a recent issue
of the Italian music magazine Discoteca, critic Rodolfo
Celletti discusses the outstanding disc versions of Violet-
ta's two first-act arias in Traviata. Olivero’s recording, he
writes, “represents the most fascinating performance of
this scena and aria ever committed to the phonograph,”
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and he goes on for seven paragraphs to support his state-
ment. Her performance is unique and ideal, he writes,
because she possesses “the florid technique of Pacini,
Pareto, Galli-Curci, or Finzi-Magrini,” and at the same
time “the strength and passion of dramatic sopranos, such
as Caracciolo and Dalla Rizza.”” He defines her historical
position by calling her “the last of the great Italian sing-
ing actresses.”

Magda Olivero was born in Saluzzo, near Turin, of
well-to-do parents, on March 25, 1913 (or 1916, depend-
ing on which Ttalian encyclopedia you consult). As a teen-
ager she studied piano, harmony, and counterpoint at the
conservatory in Turin. At the age of eighteen she began
to study voice, and in 1933 she made her dcbut at the
Teatro Vittorio in Turin as Lauretta in Gianni Schicchi.
She continued her studies under the venerable Tullio
Serafin (who trained her, surprisingly, as a sopraino leg-
gero) and appeared in Lucia, La Sonnambula, Rigoletto,
Mignon, and L'elisir d’amore. But she was not tempera-
mentally at home in this repertoire, and by 1937 she had
moved on to L'incoronazione di Poppea, 1 ballo delle in-
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grate, and Il combattimento di Tancredi e Clorinda of
Monteverdi, both Manons, Butterfly, and Sofia in U
cavaliere della rosa. She then progressed to heavicr roles—
Mefistofele—and finally to the rerismo of Alfano's Risur-
rezione and Francesco Cilea's Adriana Leconrrenr, which

is her most celebrated role. In 1941 she married and, at
the request of her husband, retired from the operatic
stage, still in her twenties. She took leave of her public
with a performance of Adriana in May of that year, shortly
before her wedding. For the next ten years, her singing
in public was limited to occasional Red Cross concerts
in hospitals. When the theaters reopened after World
War I1, she received offers from their directors, ¢ne of
the most insistent of whom was her old friend Tullio
Serafin, then artistic director of La Scala, but she remained
in retirement,

In the spring of 1950, she received a letter from Cilea
in which he expressed his desire to hear her once again in
his Adriana. “'An artist has specific obligations toward
the public and to his own art,” he wrote. “The theaters
are being reconstructed, but the people must be educated
to a love of what is beautiful, and the voices are scarce.
Each of us has a duty which cannot be ignored.” She re-
flected upon his words, but hesitated to commit herself.
A short time later she received a phone call from the
proprietor of the musical publishing house Sanzogno,
saying that Cilea had written him of his disappointment
at her not having answered him. "I am old and sick, and
could go fromone day to another ; why does Magda Olivero
deny me this one last joy? You ask her. Ask her to let
me hear Adriaina just once more, sung by her. . . ." After
that how could she refuse? She wrote him that she would
return to the operatic stage, “wmile ancella” [the humble
maidservant} of his music. And so on February 3, 1951,
Magda Olivero returned to the lyric stage as Adriana at
the Teatro Grande in Brescia. The performance was a total
triumph. Cilea, however, could not share in the triumph;
he had died two months previously. “I do not feel,” she
says, “that I have becn unworthy of the Maestro's faith
in me. [ owe my return to opera to him, and I have dedi-
cated it to him. I have sung Adriana in the principal
theaters of the world, and with the satisfaction each time
of seeing its success renewed and its vitality attested to.”

She proved to be, if anything, a finer singer than ever,
her voice richer and fuller (now more lirico-spinto than
lyric) and with a new maturity to her acting. Engagements
began to flow in. In the summer of 1952, Olivero and
Ferruccio Tagliavini were signed as the alternate cast for
Mefistofele at the arena in Verona. Their success was spec-
tacular, and the ovation they were awarded far surpassed
that of the opening night. Considering that the first-night
cast included Maria Callas and Giuseppe di Stefano at
their peak, this was no small compliment.

She sang with increasing frequency—DBohéme at the
Stoll Theater in London, Fedora at the Teatro Bellini in
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Catania, Swor Angelica at the Teatro San Carlos in Lisbon,
Tchaikovsky's Mazep pa at the Maggio Musicale in Flor-
ence in 1954, And in every theater she invariably received
an ovation equal to or greater than that given to Callas
and Tebaldi, the two superstars of the day. And yet she
was not a superstar, as they were. Why?

ERST of all, her ten-year absence. A war had taken
place in the meantime, and for the Italians a century had
passed. Anything that reminded them of that period was
unpleasant. Callas, who represented the postwar era, had
single-handedly made obsolete virtually the entire roster of
La Scala’s pre-war divas; Lollobrigida and Loren did the
same thing for the ladies of the silver screen at Cinecitta.
Olivero, then, was to the average Italian a half-forgotten
name from the unpleasant past. Furthermore, she was
wealthy, had no manager, and sang only where and what
she pleased.

In addition, everyone knows that records make inter-
national reputations. Olivero was under contract to Cetra
from 1938 until very recently, but they made no record-
ings with her after the last days of 78's (in Italy's case,
around 1953). Cetra is an offshoot of the state-controlled
RAL the Italian broadcasting corporation, and is subject
to the awesome machinatians of Italian bureaucracy. Its
commercial and artistic policies have been a source of
wonder for years. Olivero’s Cetra recordings include her
Lit in the complete Twraindot with Gina Cigna and Fran-
cesco Merli, recorded in 1928 and currently available here
on Everest. There is some trathc in noncommercial tapes
of Olivero performances. American collectors of under-
ground tapes prize her complete Tosca, telecast by RAI-
TV, plus radio performances of Butterfly, Adriana, La
Fancinlla del West, Werther, and Iris. But underground
tapes do not make superstars.

Still, Olivero had some triumphs. In December of 1959,
the San Carlo in Naples was to open its season with an
opulent new production of Adriana with Tebaldi, Corelli,
Simionato, and Bastianini. Cn the day of the performance,
Tebaldi came down with that affliction common to Italian
singers—abbassamento di roce. The management, des-
perate, put in a call to Olivero, reliable Magda, who had
been scheduled to take over the final two performances
after Tebaldi had lcft. At that moment she was in a hos-
pital in Turin, recovering from the removal of her gall
bladder. But she got out of bed, was fitted into a kind of
steel corset, and flew down to Naples, with a warning not
to sing too loud or her stitches would burst.

It was a shock to the formally dressed audience to see,
upon arriving, the name of Naples’ favorite soprano
covered over on the posters by hastily printed strips bear-
ing the name of Magda Olivero. Tebaldi had had to cancel
appearances in Naples a year before because of illness,
and this was to be her compensatory gift to the city. The
front rows of the upper balcony were already filled with
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Tebaldi's adoring fans, equipped with bunches of white
carnations to throw after the final curtain, plus the usual
twenty-foot silk banners which they unfurled over the
railing at intermissions, bearing such inscriptions as
“Rewata, tu sei il cuore di Napoli!”” (Renata, you are the
heart of Naples) and “Renata, Napoli ti adora!” (Renata,
Naples adores you).

The disappointed audience took their seats, the curtain
rose, the opera began, and the time came for Adriana’s
entrance. Olivero, as the great French tragedienne, dressed
in a kind of Les Indes Galaites harem costume, made
her entrance. The odds were against her, She had not re-
hearsed, she was hardly feeling her best, and she was
replacing a much-loved artist. And there were those
stitches to worry about. The fact that the opera’s big aria
comes almost immediately, without any warm-up, didn't
help matters. On the other hand, this was ber role, she had
sung it countless times, and it was an electric occasion.
She launched into the aria “lo sou 'umile ancella,” and
at the final note brought into play vne of her favorite de-
vices. She began the note pianissimo, almost inaudibly,
then spun it out slowly, colored by a fast. Muzio-like
vibrato, increasing the volume gradually until it reached
an almost unbearable intensity, and held it for what
seemed an eternity. The audience, mercifully, waited until
she had finished (they don’t always) and then exploded
as only a Neapolitan audience can. It was several minutes
before the performance could continue. It was one of
those rare moments of great excitement an operagoer is
lucky to encounter a few times in his life. The Tebaldi
lovers in the balcony hurled down the white carnations
in their frenzy. It was a thrilling evening, with four great
singers all in top form, each inciting the other to greater
heights.

Glorious as her performance had been, even her
staunchest admirers assumed that this would be one of the
final triumphs of her career, for, after all, Olivero was
now forty-six, and few sopranos—especially Italian so-
pranos—lasted much beyond that, Instead, her schedule
became busier than ever. In 1964 she opened the season at
the Teatro Municipal in Rio de Janeiro in Mefistofele
with Siepi, followed by Fanciulla and Adriana. The voice
was still there, the musicianship and stage presence more
commanding than ever. The reviews were ecstatic.

Almost unique in that she is an Italian soprano of great
taste, refinement, and intelligence, Magda Olivero man-
ages to sing the rerismo repertoire and make it, paradoxi-
cally, both exquisitely musical and wildly dramatic. Be-
sides being a superb vocal technician, she is also a supreme
actress, which is what zeripno calls for. Though there are
other sopranos who may sing individual arias with more
beauty of tone, Olivero is more concerned with the work
as a whole and with creating a vivid characterization. As
with Callas, it is in the little bits of business between the
arias that her superiority becomes apparent. Her singing
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is often disturbing, not soothing or pretty, and her per-
formances are almost unbearably exciting.

Her voice, like that of all great singers, has a unique
timbre that is mstantly recognizable, It is not at all the
luscious instrument of a Rosa Ponselle or a Tebaldi, whose

very opulence thrills—which is not to say that it is a sec-
ond-rate instrument. It is simply a voice of a most singular
character, perhaps not to everyone's taste. It has a dry,
even at times a hooty, quality. It is perhaps like a rare
vintage wine, slightly musty, but of precious bouquet,
which can send the connoisscur into ecstasies.

Olivero’s repertoire is vast, comprising most of the
standard Ttalian soprano roles (although, for some reason,
of the works of Verdi she has sung only Traviata), ne-
glected rerismo works such as Alfano’s Sakuntala and
Catalani’s Loreley, and such modern works as Ibert’s
L' Aiglon and Malipiero’s Mondi celesti e infernali, as
well as French and Italian art songs.

If she is so great, you may ask, why hasn’t she sung
in the major theaters? Well, she has sung in a good many
of them, She sang T'osca at the Vienna Staatsoper in 1965,
and sang the first French performance of Adriana at the
Paris Opera. She is adored in Naples, Florence, Rome,
Palermo, Rio, and Amsterdam, and sings often in these
cities. But she has sung in only four productions at La
Scala, and she has never appeared at Covent Garden in
London or at the Mctropolitan in New York, I recently
asked one of the Met's leading tenors, an artist who has
sung often with Olivero in Italy, why the Met had never
engaged her. "The Met,” he said tentatively, "is not

At La Scala in Milan, Magda Olivero takes a curtain call after
a performance us Adriana Lecourreur, her most celebrated role.
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Mme. Olivero and Mario del Monaco sang Francesca da Rumini
at La Scala in 1939, They recorded Francesca excerpts this year.

interested in singers who do not have many years of
carecr before them.” In other words, they're not interested
in older singers-—at least not zew older singers.

But the Met is no longer the only opera house of note
in the United States, and American audiences in other
cities have already hcard Magda Olivero. [n 1967, the
Dallas Civic Opera was planning to revive Cherukini's
Medea in the production originally created for Maria
Callas. The directors, possibly spurred on by John Ardoin,
music critic of the Dallas AMorning News and a long-time
Olivero fan, approached Olivero about doing it. She had
never sung the role, it was excruciatingly difficult, it was
a far cry from her usual repertoire, and she would be
competing with the memories of Callas’ triumphs in that
role besides. She refused. But after they had pleaded with
her for four months, she gave in. And on the night of
November -, 1967, Magda Olivero made her American
debut at the State Fair Music Hall in Dallas as Medea.

No effort had been spared to insure the success of the
evening. Young Dallas socialites working with the Civic
Opera committee to drum up interest went around the
city wearing buttons which proclaimed “Magda turns you
on!" Every element of the production was first-rate: the
producer was Alexis Minotis, the conductor Nicola Res-
cigno, and the other singers were La Scala stalwarts Bruno
Prevedi, Nicola Zaccaria, Biancamaria Casoni, and Grazi-
ella Sciutti. The production was a triumph. Of Olivero’s
performance John Ardoin wrote, in part:

All this Olivero accomplished through the power
of her awesome intelligence and that crazy, strange and
oh so wonderful voice of hers. It is like no other voice. It
can flutter with a poignancy which stops your breath,
wrap a phrase in a caress, flash with heated brilliance or
chill with an icy thrust. . . . We must also take into ac-

count the decply sympathetic figure she creates visually.
How expressive are those hands of hers as though they

NOVEMBER 1969 90

too could sing. And her face was a register for the myriad
emotions she thought and felt as Medea. It all added up
to one of the superb singing actresses to be seen today
at work. Cherish her. Her breed is rare,

In May, 1968, the same production was presented at
the Music Hall in Kansas City. This time Olivero’s per-
formance was superior to her Dallas Medea. The Kansas
City Star reported that in the third act:

... Olivero’s aria, "Del fero duol che il cor mi frange”

and her final “E c¢he? 10 couno Medea” were chilling in

their impact. She was amazing in that she pulled off the
high tessitura of the part and the abrupt changes without
her voice hardening at the bottom or shrilling at the top.
A singing actress she was, certainly, but she was a singer
first and foremost; it was a highly musical performance.

Olivero returncd tranquilly to Ttaly to do Fedora in
Foggia; there were also a Medea and several operatic con-
certs in Amsterdam. However, the seeds had been sown.
A number of American music lovers, record-company
executives, and critics had heard one of her Aledea per-
formances, and the Oliverc legend in America began to
grow. There were all kinds of rumors: Dallas wanted her
to learn Desdemona; the Met wanted her to learn Desde-
mona; the New York City Opera was interested in her.
Then things started to happen. London Records was set
to record Fedora with Mario del Monaco and Tito Gobbi,
but Tebaldi was unavailable. A London executive, Terry
McEwen, who had heard the Dallas Aedea and been
greatly impressed, invited Olivero to do the role, and she
agreed. Her first complete wpera on discs since 1938 and
her debut on the London label, it was recorded in Europe
carlier this year and is scheduled for release this month.
At the same sessions, she recorded highlights from Zan-
donai’s Francesca da Rimin: with Del Monaco, and there
are rumors of a solo recital in the near future.

This season Olivero returns to the United States, this
time in two verismo works, Fedora and Adviaina Lecony-
renr, the opera most closely identified with her. She ac-
cepted the invitation to sing Adriana on October 18 in
Hartford, Connecticut, her Fast Coast debut, and she will
open the season in Dallas in Fedora. If anyone can redeem
the reputations of these reriimo operas, Olivero can. Both
were based on plays written for Sarah Bernhardt; no one
has ever claimed they were deathless dramas, but they
were spectacular roles for a great actress. Similarly, the
operas may not be numbercd among the greatest master-
pieces, but they are grateful vehicles for a first-rank prima
donna. Tt has been a number of years since Maria Callas
and Joan Sutherland sparked the bel canto revival. Ts
America now ready for a rer/imo revival? By the time
you read this, Magda Olivero may already have turned
it on.

Robert M. Connolly. Oliverophile, former resident of Italy, and
contributor of articles on Italian culture to numerous journals,
is the librarian of the Cusa Italiuna at Columbia University.
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INSTALLATION OF THE MONTH

SERVICEABLE
STEREQ

NE of the best measures of a successful component-
stereo installation is the degree to which it has
made provision for removal and remstallation of

its separate parts, for servicing, and for ease of hook-up.
Richard J. Tozzo, Mount Vernon, New York, fulfilled
these requirements by building his steree panel three
feet out from the room wall, thus achieving closct storage
space and component access in one.

Mr. Jozzo writes that he drew inspiration frem instal-
lations featured in STEREO REVIEW, adapting them to his
own notions of styling and functionality. Most of the
system’s control units are Jocated on the panel at the
right, with two elapsed-time meters and two VU meters
flush-mounted at the top. A row of pilot lights for the
various components and meters is located directly above a
switching panel that controls the VU and timing meters, a
concealed cooling fan, and an antenna shared by the tuner
and television set. Another switch on the panel permits
the entire system to be switched on or off by the turntable.

The sterco FM tuner (a Fisher KM-60) end the ampli-
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fier (Scott LK-60) werc both built from k:ts. Directly be-
low the amplifier is a panel with an antenna-rotator control

and a switch for the cabinet light. The parel also has on/
off and level controls for two of the system’s four main
speakers, and two meters to monitor them. At bottom are
speaker-selector switches for each charnel, and a clock
timer that controls relays for automatic on/off switching.

Maust of the program sources are installed in a recessed
panel. They include an Ampex Model 850 tape deck, a
Seny 350 tape deck, an Ampex Micro 50 cassette deck,
and a Gareard Lab 80 automatic turntable with a Shure
V-15 Type 11 cartridge. The headphones are Koss Pro-
4A’s. Mr. lozzo's main speakers, mounted on another
wall, are a pair of Fisher XP-5 systems supplemented by
two Fisher WS-1's for center fill. There are remote speak-
ers in both den and kitchen. Mr. Tozzo, a planning admin-
istrator with the Farrand Optical Company, dates his
interest in high fidelity from his mid-teens. The present in-
stallation, which he both designed and built, reflects an-
other of his spare-time activities—woodworking. —R.H.

STEREO REVIEW



OMPOSERS
AS HUMAN BEINGS

Reminiscences of a life in music

By IRVING SCHWERKE

TR

ee y wirk would love you for that!” Richard
M Strauss exclaimed as T held open the door of
the Golf Club for him.

“Why do you say that, Meister?;” 1 asked.

“Because you wiped your feet on the doormat. You
see, at our home in Garmisch, 1 spend much time out-
side, and whenever I come into the house, this is what
[ hear: ‘Richard, wisch deine Fiisse ab!” And you stopped
and wiped your feet. Yes, I'm sure she would love you
for that.”

It was September 1935 and I was attending the Per-
manent Council for the International Cooperation of
Composers, then being held at Vichy, to which there were
delegates from nineteen nations, and of which high-
sounding organization Herr Doktor Strauss was president.

Naturally, I had with me one of my autograph albums
(I was often identificd as “'the album with the American
boy”) and, previous to the arrival of the composer of
Salome (he conducted it at the Casino Opera during the
Festival), I had all the attending composers give me an
inscription, keeping the first page for Strauss. "Yes, [
will write in your album,” he said, “"but not on this page
(indicating the one 1 had kept specially for him) but
on this one.” With which, he turned the book over and
put his signature on the very last page! Which was okay
with me, for what did it matter where the great man
wrote ?

Some months later, I was showing the album to some
Paris friends, among them Albert Roussel, himself one
of the Vichy signatories. “Mais, cher Schiuerké,” he
queried, ““Strauys, ont est-il " 1 showed him and explained
how Strauss came to be on the last page. "Quel chaimwit
compliment,” was Roussel's comment, “[antenr de Salomé
a écril son nom sur nos derriéres!” (What a charming
compliment! The author of Salome has written his name
on our backsides!)

Composers? 1 knew hundreds of them during my long
musical experience in Europe. From every corner of the
globe. I did not need much knowledge of the genre before
realizing that there are composers and composers, Saint-
Saéns’ oft-quoted dictum, "There is good music, there is
bad music, and there is also music by Ambroise Thomas,”
ever taking on new meanings for me. What a vast field
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is covered by the “Ambraise Thomas™ part of the remark!

I met Saint-Saéns quite by accident. Though I was not
officially a music student during my Paris sojourn, I was
a faithful worker in the city’s wonderful libraries, my
favorite being that of the Paris Opéra, because of its great
collection of opera scores, its thousands of ballet-costume
designs, old music, and so on. One afternoon, when I was
lost in the perusal of a certain manuscript, a gentleman
sat down beside me—1I did not, at the moment, take the
and asked if he might “join in.”” Our
reading finished, I rose to return the score to the desk.

trouble to look up

with which Monsieur Charles Bouvet, then director of the
library, asked me if I would like to be introduced to Saint-
Saéns. The introduction at once fait accompli, the vener-
ated musician wanted to know what was my interest in the
score we had shared. When I told him that it was the
“figured bass,” he all but exploded, "Comment ? And you
a critic? On, diable, allons-nors donc? C'est trop fort!”
(What? And you a critic? What the devil are we coming
to? It's too much!) I thought Bouvet would burst, mak-
ing such an cffort to cont-ol his laughter.

Because of his powerful position in the world of music,
ambitious composcrs were forever asking Saint-Saéns to
look over, appraise, and perhaps recommend their manu-
scripts. The practice became quite an abuse and, as the
years went by, it annoyed Saint-Saéns more and more to
be bothered with such requests. He sent back most of the
scores without comment, but to at least one of his peti-
tioners he took the time to reply: "Dear sir: When I was
young I composed music just as bad as yours, but the
idea of obliging an old man like myself to bear the con-
sequences of it never entered my head.”

Performers of Saint-Saéns’ music were also addicted
to writing to him for advice as to how to play or sing this
or that composition, To one such, a pianist friend of mine
who, having programed the Etude en forme de Valse for
some of his concerts, sent a letter to its author asking
“how he wanted the opus played,” Saint-Saéns cuttingly
replied, “"Dear sir: Play it exactly as it is written.” To
another, a conductor who was zealous of doing things in
the right way, and who had asked Saint-Saéns the exact
tempo of a work which he wanted to present at a forth-
coming concert, Saint-Saéns answered, “Cher ami: 1 have
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received your note and in reply wish to say that the exact
tempo of the work you mention is 1-2, 1-2.” 1T heard him
a number of times say (and I can casily guess what was at
the bottom of it), "I/ »'est plus 4 la mode ponr les soi-
disant musiciens d'apprendre leurs notes, hélas.”” (It is,
alas, no longer fashionable for so-called musicians to learn
the notes.)

The fact that Saint-Saéns now and then enjoyed amus-
ing himself at others” expense finds illustration in the fol-
lowing incident taken from a paper sent me by my old
friend and teacher Moriz Rosenthal. Writing about his
meetings with the famous composer, Rosenthal tells how
he went over to Monte Carlo from Nice to hear Saint-
Suéns play his piano-symphonic poem Africa and the
Beethoven E-flat Concerto. 1 met him at lunch at the
Café de Paris,” Rosenthal relates, “and found him spar-
ring with an army of newspaper reporters, who seemed
to impress him like anopheles mosquitoes. Just as he
reached his dessert, a new interviewer from Le Matin
Paris, joined the party and began to bear down on the
composer in relentless fashion. The Master improvised
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a little speech which struck me rather queerly. “Say to
your readers,” he told the unfortunate reporter, ‘that when
Camille Saint-Saéns was young, elegant, and gay, he
played the piano extremely badly. With the years, this
quality has developed to the maximum limit, and today
he is one of the worst pianists before the public!” The
interviewers sat dumbfounded, petrified, scandalized, and
I still congratulate myself for having saved the situation
by giving way to boisterous laughter, which, of course,
was what Saint-Saéns really wanted, and which immedi-
ately spread its contagion to the entire table.”

At a fashionable dinner in Paris, one of the diners asked
Vincent d'Indy what he thought of Saint-Sagéns’ music.
“I do not like it at all,” D'Indy was bold enough to
venture. “It lacks depth and it has neither style nor feel-
ing.” Not long thereafter, Saint-Saéns was a guest at the
same table, and the same interrogator asked him what
he thought of D'Indy’s music. Saint-Saéns opened wide his
eyes and solemnly said, “D’Indy is the Johann Sebastian
Bach of France!” Everybody gasped. “"You know, Mafire,”
the hostess put in, “D’Indy does not speak so highly of
your music as you do of his.” “Don’t you know, chére
Maddame,” Saint-Saéns returned, “‘that composers always
say the opposite of what they mean?”

Saint-Saéns also had a very warm side. For example,
when he lived in the rue Monsieur-le-Prince, he daily fre-
quented the Luxembourg Gardens nearby, his favorite
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spot being where the children played—he loved their noise
and laughter. One day there was a Punch-and-Judy show,
but the “artist” scheduled to play the part of the Devil
was late in arriving. The young audience, disturbed over
the delay, showed signs of increasing impatience, despite
the manager’s admonition that they “sit quietly for only
a few minutes more.” All at once, onc of the children
spied a Mephistophelian face. "'Look, there is the Devil.”
he cried at the top of his shrill voice, pointing to Saint-
Saéns. "Monsienr, will you be the Devil ?”

“Avec plaisiv, mon petit ami)” Saint-Saéns agreed qand
I'make no attempt to spell the French language the way
Saint-Saéns pronounced it—"avec plaisir!”"), and he did
so and with so much animation and good nature that his
“public” laughed and screamed as never before, after the
performance rewarding him with all the brioches, candy,
and oranges they had. The incident made Saint-Saéns so
popular with his roguish admirers that, whenever after
they saw him walking in the Luxembourg or along the
street, they would stop him, shake his hand, and inquire,
“Monsienr le Diable, comment allez-vous?” “'Nothing
ever pleased me more,” Saint-Saéns confided. "It is a won-
derful thing to win the affectionate regard of children.”

Then came the day when the great Master went to his
final glory. The French government honored him—or
was it the government honoring itself 2—with a national
funeral: military escort, ministers of state, diplomats,
Army generals, and so on. Undoubtedly, Saint-Saéns
would have been pleased with the show and pageantry of it
all, but T wonder what he would have said had he over-

The author first met composer Richard Strauss in Vichy, France.
The year was 1935—iwchich is to say about three centuries ago.




Though Ravel abhorred giving autographs, this photo bears a
1927 dedication (“cordial souvenirs”) from him to the author.

heard (as I did) the remarks of the two market-women
from Les Halles, who pushed into the scene and crowded
in next to me in the sidelines.

“Saint-Saéns,” one of them wheezed, crossing herself
at the same time she took a pinch of snuff, “I wonder who
that can be?”

“Comment, tiy e sais pas?” her companion disdainfully
returned, her husky voice bespeaking much snuff and
cognac, “Voyons, ma chére. 1 think it must be that ‘pleas-
ant old boy” who used to work in the gramophone shop
down there on the Boulevards!”

Maurice Ravel, like his illustrious colleague Saint-Saéns,
was also touchy about giving autographs. “Nonsense, ut-
ter nonsense,”” he would fume, et la chose la plus emmer-
dante du monde, presque anssi emmerdante que la musi-
que d'amateurs. Ugh!” (the most disgusting thing in the
world—almost as disgusting as amateur music). If he
liked or esteemed you, all right; if he didn’t, better not
ask him. Which is what a young American who was call-

ing on me apparently was aware of when he asked, "In
view of your friendship with Ravel, will you be my am-
bassador and ask him to let me have an autograph?”
“That is just what I would not do,” T answered, “‘and,
much as T appreciate the compliment, I'm afraid I cannot
have the honor of being your ‘ambassador.” Ravel would
turn me down flat and never see me again. But, and if you
will promise not to tell, T can give you Ravel's personal
address, where you can write him telling him what you
want. You never know; at least you can try.”

The lad lost no time in writing to the French master
and Ravel lost no time in sending back the following
reply: “Dear sir,” it said (in French, of course), “In re-
sponse to your note, please allow me to inform you that
[ never give my autograph.”” The letter was typewritten
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but the signature was in pen and ink. You never can tell!

It happened that a certain concert, which I attended
with Ravel onc evening, was the kind that dragged and
dragged. Would it never end? Ravel's annoyance visibly
increased. ""What a laborious concert,” he groaned. "It
surely is,” I agreed, “but you know, Maitre, the Bible
tells us that in all labor therc is profit.”” “'So it does,” he
said frowning, “"but does the Bible make allowance for
the overhead in boredom? I don’t think it does!” With
which he stomped out of the hall.

At another concert, and while we were waiting in our
loge for it to begin, Ravel indicated an attractive femme
du monde who was sitting in the center of the room, and
asked, "Dec you see that woman?” [ assured him I did see
her and naturally asked why he had pointed her out.
“For no reason at all,” he said with a twinkle, “unless it
be to apprise you of the fact that she is the most deluded
woman in Paris.” "I am curious to know on what you
base your remark,” I said, to which he rejoined, "Do you
see that locket sparkling so brightly on her bosom?"" 1
nodded yes. "Eh, bien,” he went on, making quite an
effort not to laugh, "ir that locket she keeps a strand of
her lover's hair.”" Perplexed, I failed to sce how that made
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her “the most deluded woman in Paris.”” "It is like this,”

Ravel chuckled, "her ami is vne of the well-known com-
posers of Paris, and she does not know that for fully
twenty years now, he has worn a wig!”

Not a few French composers were kind enough to in-
vite me to their homes of a2 Sunday morning: Gabriel
Fauré and Paul Dukas, to name but two. Fauré was apt
to be en pantonfles, but Dukas was always the last word
in meticulous grooming. Each had a truly gallic sense of
humor and both had the courage to be truly human.

Fauré was fond of reminiscing, and one time he in-
terrupted his comments on the music we were examining
to tell me about a Paris Conservatoire professor (Fauré
was director of the Censcrvatoire at the time) who was
“not too popular with his students.” "Which is putting it
mildly,” he recalled. “They played many a trick on him,
and one day went so far as to mail him a postal card on
which they had written a very debatable message which
included the term 'old — — — —"

Consumed  with indignation, the professor made
straight for Fauré's othce. He could hardly talk, but finally
managed to bluster, “"Don't you think, Mowsienr le Di-
rectenr, that ‘old — — — —" is just a bit too strong ?”" To
which Fauré, in a soothing tone of voice, replied, “Ouwui,
mon cher, "old’ is a bit strong.”

A story that frequently cropped up in Parisian musical
circles had to do with Richard Strauss and Paul Dukas.
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It was reported that, on a certain occasion, Strauss said to
Dukas, "I like the orchestration of your Apprenti Sorcier
very much. No doubt you found the idea of using the
woodwinds to support the violins in their upper register in
my Till Enlenspiegel?” Dukas replicd with complete
silence. I had the temerity to remind him of the incident
and ask, “AMaitre, why did you not protest? Is it not true
that L'Apprenti was composed in 1892 and that 77/ did
not appear until 1895?” He shrugged his shoulders and
said, “"“Why complicate life?”

1 spent many an hour at the bedside of Theodore Du-
bois, composer of the often-performed Seren Lait Words.
I cannot say how many years Dubois was bedridden, but
I always found him in cheerful mood and full of happy
anecdotes. One story that he never tired of telling—I
suspect because it was on himself—was about how he
and his wifc attended one of the first Bayreuth festivals.
Wagner's art, above all Tristan and Isolde, made an over-
powering impression on him, While Dubois, trembling
with emotion and stirred to the most profound depths of
his musical heing, drank in every note of the music,
Madame Dubois became more and more nervous, more
and more jittery over what she regarded as musique sen-
suelle and ""a most immoral story.” On the way to their
lodgings after the performance, Madame Dubois sud-
denly stopped, seized Theodore by the arm and implored,
“Theodore, you must promise me onc thing. Promise that
AMa chére,” he as-
sured her, “be under no misapprehension. T faithfully
promise you that I will never write music like that.” “And
Monsicur Irving,” he added, with a sigh, “T can truth-
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you will never write music like that

fully assert that I kept my word.”

Like practically all composers, Dubois was not overly
fond of critics—chances are they sometimes were not
geatle with him. Madame thought them horrible, Theo-
dore had a whole collection of tales at the expense of ces
messienrs, and he would repeat and retell them on the
slightest provocation, There was one that he seemed to
enjoy more than all the others. For years, a prominent
Paris music critic seemed to take it as his duty to criticize
and tear apart everything that Dubois azd Massenet com-
posed. Not a note of theirs met with his favor ; his attitudc
bordered on the psychopathic. To this implacable enemy,
Massenet and Dubois were anathema, and experience and
years did not lessen his hostility. One day, unexpectedly,
the chap up and died. It goes without saying that Dubois
and Massenet went to the funcral together, arm in arm.
“After all,” Dubois said, it was fhe thing for us, his pet
peeves, to do, wasn't it? We watched the proceedings with
mixed feelings—1I shall not tell you what some of those
feelings were!—Dien ni'en pardonnera. And just at the
moment when our critic’s body was being conveyed into
the crematorium, Massenet pointed his finger at it and
observed solemnly, “Theodare, wroir cher anii et confrére,
there goes our last roasting.”
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Vincent d'Indy, head of the Schola Cantorum in Paris.
was conducting an examination in music history, and was
trying ever so hard to lead a young girl into answering the
following question: “In what epoch did the composer of
La Vestale live?” She repeatedly insisted that she did not
know, and every time D’Indy drew a blank, the effect was
o redouble his kindheartedness in her behalf. He did not
want her to fail the quiz, so, assuming an attitude of half-
banter, he pleaded, “Voyons, royons, Mademoiselle, tran-
guillez-vous. Let me help you, and I am sure we will find
what we are looking for. T remember, oh, 1 remember it
so well, that when I was a little boy, T once saw the widow
of the composer of La Vestale in the street. Think of it,
Mademoisclle, I saw the composer's widow! Tell me,
Mademoiselle, what epoch could that be?” “The Middle
Ages!” she exclaimed with sudden joy and conviction.
“Naturally,” Maitre D'Indy concluded, “‘she passed the
examination.”

,I:Ilz organist and composer Charles Marie Widor was
the epitome of kindness, always ready to extend a helping
hand, and, with it all, the possessor of an irrepressible and
genteel sense of humor. I do not know how it came about,
but during one of our get-togethers in his scrupulously
spotless quarters at the Institut, he fell to talking about
the really good men he had known in the course of his
long life. "Not many, you may be sure,” as if counting
them on his fingers, “but, ah! César Franck—there was a
truly “good” man! Sais doute, all the laurels should go to
also the

him. He was the purest man I have ever known
most innocent, and in his innocence, so naive it was
touching. No wonder everybody loved him.” In substan-
tiation of this, Widor told me about Franck’s ballet. how
gleefully the composer had brought him the news that he
had composed it and how he hoped to bring the work to
the boards of the Paris Opéra. Having himself composed
a two-act ballet, La Korrigane, which was produced at the
Opéra in 1880, Widor had what he justifiably believed
was first-hand information on the subject: he knew what
being produced at the Palais Garnier (as the Opéra was
then popularly known) entailed. He did not want to be
brusque about it, so he approached the matter gently with,
“I am sure the music is beautiful—how could it be other-
wise, since it is by César Franck—Dbut I wonder if it will
be danceable? You know, cher ami, the girls of the Opéra
ballet are not very highly evolved musically, and. . . .”
Franck did not wait for the ¢nd of the sentence, but in-
terjected, “Oh, don’t worry about that. It is danceable
all right. T know, because last night before we went to bed,
my wife and I danced it before a mirror in our night
shirts "’

Irving Schicerké. for some vears a figure on the international
music scene. has written extensively in books, magazines, and
in newspapers about music and the many musicians he has known.
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THE GREAT AMERICAN
RECORD COMPANIES

AN ENCYCLOPEDIC (AND OFTEN OPINIONATED) COMPANY-BY-COMPANY
SURVEY OF THE HISTORIES AND HABITS OF THE PRODUCERS
AND DISTRIBUTORS OF CLASSICAL DISCS AND TAPES

By RICHARD FREED

HOSE members of the over-thirty crowd who can
remember collecting 78-rpm discs may recall the
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and the early days of microgroove—as a
time when it was far simpler to tell what a record label
stood for than it is today. Back then it was assumed,
usually safely enough, that each company produced its
own recordings and had exchange arrangements with one
or two foreign companies, which in many cases bore a
similar name or displayed the same trade-mark. Things
are different now. There are companies, including some
of the most active ones, that produce no recordings of
their own, but lease material from several foreign pro-
ducers on a one-way basis. Moreover, it may no longer be
taken for granted that an American company and an
English or a German one with the same name have any-
thing to do with each other.

For more than a decade now, RCA, with its Little Nip-
per and "His Master’s Voice” slogan, has had no re-
lationship with Britain’'s HMV ("His Master’s Voice™)
or the other LFuropean companies sporting the same
identifying picture with the slogan reading “"La Voix de
soir Maitre,” ““Die Stintme seines Herrn,” or “La loce
del padrone.” Tt is even a bit longer since American Co-

NOVEMBER 1909

lumbia had links with English or German Columbia (al-
though, curiously enough, recordings by the Cleveland
Orchestra for U.S. Columbia and its subsidiary Epic have
been marketed abroad by English Columbia for the last
few years), and longer still since Amcrican Decca has
been related to its English namesake.

Aside from the shifts in relationships between U.S.
and foreign companies over the years, the character of
individual domestic labels has in some cases altered
radically. The alphabetized résumé offered here represents
an effort toward sort:ng out the present status of the
labels generally available in this country now, in terms of
background, repertoire, technical quality, and other re-
lated factors, as well as their current relationship with
other companies, both foreign and domestic.

Some e ghty labels are discussed, and before starting
down the list, it might be advisable to explain just why
these labels are included and others are not. First of all,
the list is confined to those labels on which classical
music is featured, omitting those which issue only pops,
only spoken-word, only folk music, jazz, and others.
Second, although we are dealing only with domestic
labels, several “imports” are included. In all such cases,
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the respective imports are pressed for the U.S. market and
imported by U.S. branch offices or agents of the respective
manufacturers for distribution on the same scale and in
the same manner as domestically pressed discs. In other
words, such imports as Deutsche Grammophon, London.
and Telefunken (all listed in the regular Schiwann Cata-
Ing) qualify for our list, but those labels offered only
through import specialists and in such limited distribution
as to be reserved to the Schuann Supplementary Cataing
(Pathé, Harmonia Mundi, Qualiton, Odeon, and others)
do not. ‘The latter group will be saved for another dis-
cussion. (It might be noted here, however, that more and
more of these “real imports™ are offering material that is
hnding its way into the catalogs of various domestic
budget labels—Harmonia Mundi on Victrola, Muza on
Orpheus, Odcon on Seraphim, erc.)

The Schwann catalog itself, which has been invaluable
to the industry, the retailer, and the public for exactly
twenty years now, is not quite the final arbiter in de-
termining which labels are discussed here. There are.
after all, some domestically pressed labels that are listed
only in the Sup plementary Catalog because of limited dis-
tribution  (for example, Haydn  Society, Cambridge.
SPAY). and the Musical Heritage Society, which has be-
come a signiticant factor on the domestic scene, is not in
Schwann at all because it is a mail-order operation, The
recently launched Janus label, which will be acting as
American distributor for England’s Pye Records, is not
listed since first releases had not appedared at time of
writing, and  distribution plans have not as yet been
announced.

In general, all labels produced or distributed by the
same organization are discussed under that organization’s
name: Angel. 1\feludiy:1//\ngcl, Capitol, and Seraphim,

for example, are all under Capitol. There are a few excep-
tions to that method in this list: Deutsche Grammophon,
Archive, and Heliodor are filed under Deutsche Gram-
mophon instead of Polydor, the name of the new U.S.
distributing organization, simply because DGG is a well-
known name here and Polydor is not; Westminster and
Command are both parts of ABC/Paramount now, but,
because the Westminster name has so long a history of its
own and Command also retains its autoomy within the
parent organization, these two labels are listed separately.
ABCParamount itself  does not release any classical
records. (A similar reason accounts for listing Nonesuch
rather than its parent company Elektra.) Everest and
Pickwick are also listed separately because Evetest, te-
cently purchased by Pickwick, continues as an autonomous
West Coast operation.

Though this listing does not concern itself with pre-
recorded tape, it may be noted that all the major com-
panies and many of the smaller ones do offer their record-
tings on tape. Tapes are available in the four-track, reel-to-
reel format at 715 and 334 ips, four- and eight-track
cartridges. and cassettes, some produced by the respective
disc manufacturers themselves, others by such firms as
Ampex, GRT. and TTCC, which produce tapes on license
from several companies. Not everything released on discs
is also avilable on tape. but a greater and greater propor-
tion of new recording is being made so available, some
of it simultaneously with the disc release.

Finally. for the bencfit of record collectors who may be
moved, either by enthusiasm, irritation, or simplc curios-
ity, to write to record companies, an address is given for
cach Label or group of labels listed here, followed in each
case. if possible, by the name of the individual to whom
such correspondence is to he directed.

Das Alte Werk (a Teletunkan series)——See
McGraw-Hill

Angel—-See Capitol

Archive—Sce Deutsche Grammaophon
Argo- See McGraw -Hill

Artia—Sce Connoisseur Record Corporation
Audio Fidelin—One of the first generally
marketed stereo labels. Audio Fide'ine was
created by the late Sidney Frev in the mid-
Fifties to showcase sonic spectaculars, mostly
Dixicland jazz and “exotic™ pops. In 1959
Frey added the “First Component™ serics.
classical standards recorded by a hand-picked
Londan orchestra under Alfred Wallenstein.
Arthur Winograd, and Emanuel Vardi. The
series ran to about a dozen dises, Al splendid-
ly recorded. excellently pressed. and elab-
orately packaged. In the mid-Sixties Frey
sold the company. New management added
material from various European sources to
its catalog. including first-rate Vivaldi from
Angclicam  and substandard  Brahms  and
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Schumann by figle-known Viennese plivers:
pressings and packaging became less impres-
sive, and price was reduced from $5.95 to
S2.98. 221 West S57th Street. New York,
N 10019 Mr. Herman Gimbel.
Auditorivm—Rare and ohscure piano con-
certos. recorded in Ttaly by Felicja Blumental
with Crech and ltalian orchestras ander Al-
berto Zedda and Jiri Waldhans. Initial series
of seven dises. in limited  distribation ar
X500 includes Beethoven's piano version of
his Violin Concerto, other works of Bee-
thoven. Arensky. Viotti. Alhéniz, Paisiello,
Hoffmeister.  Clementi. Kozelach,  Sound
quality wvariable. annoration  disappointing,
though pressings (by CBS. London ) and per-
formances are good. Sceond series. in prepar-
ation now. tecorded m Austria with 1heodor
Guschlbaucr carrying most of the conducting
burden, much better technically. 507 Fifth
Avenue, New Yook, NY. 100175 Mr. Jerome
S, Maggid.

Bach Guild—See Vanguard

Bartok —This one-man company is owned
and operated by the recording engineer Peter
Bartok, son of the composer. Tnactive for
several years, it has once again begun to issue
records. The works of Béla Barték play a
large part in the catalog’s repertoire, exceed-
ingly well performed by such artists as Wil-
liam Primrose, Tibor Serly. Leonid Hambro,
and Tibor Kozma, There is Beethoven and
other chamber music by the New Music
String Quattet. and the latest releases are of
Hungarian cimbalom music. Packaging and
notes are superior: recorded quality is some
of the best ever done. but all records are
mono-only thus far. List price is S0.81. 200
West 57th Street, New York, N.Y. 10019;
Mr. Peter Bartok.

Bruno-—>Material from the U.S.S.R., Poland,
and East Germany is offered in rather sub-
standard sound (as if copied from discs in-
stead of taken from tapes?). Labeling and
annotation are frustrating too, but both Bra-
no and its associate label Coliseum offer
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some titles not available e¢lsewhere, at $1.98
and $5.98. P.O. Box 365, Wilton, Connecti-
cut; Mr. Bruno Ronty.

Candide—See Vox

Cambridge—Small catalog of high excel-
lence, repertoire ranging from Schiitz and
Bach to Ives and Barték, in performances by
such artists as Hugues Cuénod, Harold Far-
berman, Ralph Votapek. Fine sound, super-
ior annotation. Few new releases in recent
years, but records are still in circulation and
listed in Schuwann Supplementary Catalog,
and, inexplicably, one (Monteverdi's Corona-
tion of Poppaea) in the regular catalog.
$4.98/%5.98 (mono/stereo). 473 Washing-
ton St., Wellesley, Mass.; Mr. Charles P.
Fischer.

Capitol—The American arm of Britain's Elec-
trical and Musical Industries Ltd. (EMI),
which describes itself with some justification
as “the greatest recording organisation in
the world,” Capitol issues sertous music
on the Angel (85.98), Capitol ($1.98),
and Seraphim ($2.49) labels, with the spe-
cial Melodiya series on Angel and Seraphim
for release of new material from the USSR.
Capitol, before its absorption by EMI. made
its own recordings in this country with Vla-
dimir Golschmann and the St. Louis Sym-
phony Orchestra, William Steinberg and the

Pittsburgh Symphony, the Hollywood Quar-
tet, Nathan Milstein, and others. Little of
the original Capitol material remains; some
has been transferred to Angel and Seraphim,
some has gone to Pickwick (g.7.), and some
has simply vanished. Few new releases of
“serious” music appear on Capitol now; those
that do are generally lighter fare from the
EMI catalog or rehashes of carlier releases
in a ‘heart of" or “great moments from’”
context. Angel, the prestige label, is used for
U .S, release of material from HMV, English
Columbia, and other EMI affiliates: its huge
catalog traverses most of the repertoire, with
such artists as Klemperer, Schwarzkopf,
Fischer-Dieskau, Karajan, Beecham, Menu-
hin, Furtwiingler, De los Angeles, Barbirol-
li, Barenboim, Gieseking, Milstein, Giulini,
Callas, Ludwig. Angel already has records
by George Szell and the Cleveland Orchestra
of the Beethoven concertos with Gilels, and
will be recording in the U.S.A. with that
orchestra and the Chicago Symphony under
Giulini. The Melodiya series, drawn from re-
cent Soviet recordings, offers mostly Russian
repertoire, with Oistrakh, Gilels, Rostropo-
vich, Barshai, Rozhdestvensky, Svetlanov,
the Borodin  Quartet, Kondrashin, lead-
ing orchestras of Moscow and Leningrad.
Seraphim, primarily a reissue line, offers
recent stereo deletions from Angel and Capi-
tol as well as historical mono recordings by
Furtwiingler, Flagstad, Gieseking, ez al. The
celebrated Angel "Great Recordings of the
Century Series,” historical material from var-
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ious EMI sources, has been entirely with-
drawn but is now beginning to reappear in
the economical Seraphim format. Seraphim
is also used for release of many brand-new
items, from both EMI and Melodiya (for
example, the complete cycle of Shostakovich
string quartets, the new Krips recording of
Mozart's Entfiibrung, and the delicious pack-
age labeled "The Comic Mozart")y. Origi-
nally, all Angel discs were pressed in Eng-
land and imported, and the quality of the
pressings was outstanding, perhaps superi-
or to any others on the American market.
For the last seven or eight years Angel rec-
ords have been pressed in this country, often
with different disc-side layouts from those
pressed in Britain and, more significantly,
with markedly different and far less pleasing
sound characteristics. One might wish for
a return to the imported-disc arrangement,
or for tape-to-disc transfer corresponding
more closely to the process observed in Eng-
land, but there can be no gainsaying the im-
portance or allure of this vast catalog. 1750
North Vine Street, Hollywood, California
90028; Mr. Brown Meggs.

CBS—See Columbia
Cardinal—See Vanguard

Coliseum—-See Bruno

Columbia—One of the two biggest Ameri-
can companies, originator of the modern
long-playing disc, now issuing (or having
recently issued) serious music on three
$5.98 labels—CBS, Columbia, Epic—and
two $2.98 libels, Crossroads and Odyssey.
At the moment, Epic and Crossroads appear
to be inactive as classical labels. After sever-
ing its connections with English Columbia
in 1953, American Columbia athliated with
Philips, but that relationship was relatively
short-lived, and, by the end of the Fifties,
Columbia had set up its own operations as
CBS Records in England, continental Eu-
rope, and elsewhere, Leonard Bernstein and
the New York Philharmonic, George Szell
and the Cleveland Orchestra, and Eugene Or-
mandy and the Philadelphia Orchestra figure

Columbia
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prominently in the Columbia catalog, al-
though the Philadelphians have recently re-
turned to RCA after their twenty-five years
with Columbia. Vladimir Horowitz, Robert
Casadesus, Zino Francescatti, Glenn Gould,
Rudolf Serkin, Isaac Stern, Pablo Casals,
[gor Stravinsky, the Budapest and Juilliard
Quartets, and the late Bruno Walter are
among other Columbia stars, and Pierre
Boulez has been added to the list. Also note-
worthy: an incomparable series ¢f “original-
cast” musicals and the Legacy series, which
packages books and discs together. Before
LP, domestic Columbia was generally be-
hind RCA in terms of sound quality, but to-
day is one of the world leaders in this area,
The Epic label was created as an outlet for
Philips matertal in 1953, but had to relin-

quish virtually all of that some time ago and
has been phasing out much of its classical
materiak lately: some of the Szell items have
teen transferred to Columbia, for example,
and Igar Kipnis' latest recordings were is-
sued on Columbia instead of Epic, but there
have be=n additions to the Epic catalog, in-
cluding original productions (Lili Kraus’
Mozart) and material from such Euro-
pean producers as Erato and Supraphon. The
CBS label, designed mainly for use abroad,
has been reserved in this country for “spe-
cials”—Carlos Chivez conducting all of his
symphonies, Boulez conducting Wozzeck
and music of Messiaen, the Washington
Opera Society production of Ginastera’s
Bomarzo under Julius Rudel, ere. Crossroads
was iniriated as an outlet for Supraphon re-
cordings from Czechoslovakia, but also is-
sued material from England and Japan; there
has been no new release from Crossroads
now for well over a year, and “first rights”
to Supraphon material seem to have been
transferred elsewhere. Odyssey releases in-
clude reissues from Columbia’s own catalog,
some new material from this country (main-
ly electronic and avant-garde music), record-
ings from various foreign sources, and some
of the Haydn, Vivaldi, erc. from the late
Max Goberman's Library of Recorded Mas-
terpieces. Quality on all labels is high, as
befits a major producer. 51 West 52nd Street,
New York, N.Y. 10019 Mr. John McClure.

Command—The classical catalog of this
“supersound” series consists almost entirely
of stanJdard repertoire performed by William
Steinberg and the Pittsburgh Symphony Or-
chestra, with a handful of French items by
Pierre Dervaux and the Colonne Orchestra
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and some Beethoven by Daniel Barenboim.
Sound is excellent, pressings good, packag-
ing elaborate; $5.98. Company is part of
ABC/Paramount, but maintains independent
direction. Future dlassical releases seem un-
likely. 1330 Avenue of the Americas; Mr.
Joseph Carlton.

Composers Recordings, Inc.—Sponsored by
the American Composers Alliance, CRI has
issued more than one-hundred discs of con-
temporary American music, recorded in the
U.S.A, Europe, Iceland, and Japan. Most
items are original productions; a few were
taken from RCA, MGM, and Columbia. Per-
forming artists include Leopold Stokowski,
Gunther Schuller, Akeo Watanabe, Izler
Solomon, William Strickland, Maro and An-
ahid Ajemian, Paul Zukofsky, Julius Baker,
Robert  Bloom, John Wummer, Carroll
Glenn, Hilde Somer, George Sopkin, Adele
Addison. At $5.95, sound ranges from ade-
quate to very good, with good pressings,
exemplary annotation. 170 West 74th Street,
New York, N.Y. 10023: Mrs. Judith Lerner.

Concert-Disc—See Everest

Conneisseur Record Corporation—This
company still maintains the different mono/
stereo prices for its three labels, Artia ($4.98/
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$5.98), Parliament (&1.98/82.98), and
Urania ($1.98/85.98). Artia and Parliament
present  principally  recordings  from  the
Czechoslovak Supraphon catalog. plus others
from the U.SSR. and other Eastern Euro-
pean countries. The Urania line dates back
to the carly Fifties. but almost evervihing
on these labels now s offered in “stereo.”
Some very old Vox and Urania operas are
in the Artia opera series now. Artia catalog
includes all Dvofdk symphonies and many
tone poems. all recorded in Prague. and Bol-
shoi Nuteracker under Rozhdestyensky, Ura-
nia titles come mainly from France and Fast
Germany: there are many interesting per-
formances of out-of-the-way repertoire, bu
the faded sonics are not helped by phony
sterco treatment. Pressings  themsclves are
quite good. and annotation is often above
average. 160 Passaic Avenue, Kearnv, Now
Jersey 07032 Me. Henry 8. Rosenberg.

Connoisseur Society—"This small, high-qual-
ity catalog, originally comprising twelsve-ineh
is-rpm discs, is now available at 3315 only,
offering piano music played by Tvan Mora-
vee, Jodo Carlos Martins, and Ruth Laredo,
Baroque works for flute ensemble played hy
Jean-Pierre Rampal. Samuel Baron. o7 ol
and Indian music played by Ustad Ali Akbar
Khan and others. Superlative sound. firse-
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rate pressings, ousstanding annotation and
packaging at $5.98. -i70 West End Avenue,
New York, N.Y. 1002-4; Mr. E. Alan Silver.
Counterpoint/Esoteric—See Eyerest
CRI—S8ce Composers Recordings Inc.
Crossroads—Sce Columbia
Decca—Amcerican Decea, which had aceess
o Polydor and Parlophone material in the
past, and was domestic outlet for Deutsche
Grammophon in the Fifties, now maintains
a small, selective catalog, adding a handful
of new releases cach season. Mainstavs are
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Andeés Segovia and the New York Pro Mu-
sica; other Decea artists are Sylvia Marlowe.
Ruggiero Ricci, Erica Morini, Max Rudolf
and  the Cincinnati - Svmphony  Orchestra.
Frederic Waldman and the Musica Acterna
Orchestra. and the Eastman Wind Ensembie
under Donald Hunsherger, Recent sound s
unself-consciously realistic, emphasizing mu-
sical values. and pressings are clean ($5.98).
i-i5 Park Avenue. New York, N.Y. 10022,
Mr. Israel Horowitz,

Desto— At $1.98/55.98 (mono/steren ), the
Desto catalog comprises for the most part
reissues of the American Recording Society
material of 1951 and 1952 (all in “'stereo”
now. of course) and some of the dropouts
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from Columbia’'s American music series, but
there are also recent recordings of such things
as the complete piano music of Ives (Al
Mandel). the Ginastera Piano Concerto and
Sonata (Hilde Somer)., and Douglas Moore's
Carry Nation {New York Citv Opera). The
ARS material shows its age, but there are
some otherwise unavailable titles (Piston's
Second Symphony, o Victor Herbere Cello
Concerto, Jerome Movoss™ Fraekico and Johbn-
ayy.and some fine performances by Bernard
Greenhouse. Bevertdge  Webster,  Walter
Hendl. and others. Pressings are adequate,
annotation ofren skimpy, 1855 Broadway,
New  York, NYL 100230 NMr o Horaes
Grenell,

Deutsche  Grammophon  Gesellschaft- -
There are other major Gormuan companies,
notab'y Elearola and Telefunken. but DGG,
datimg back 10 1898, is the German giant
now. with a newly created UN distributing
organization. Polydor Tne. Retore the war,
Polydor was 7bc German classical export la-
hel: today it has become @ pop Tabel, with
the prestigious Deatsche Grammophon e
placing it in the chssical ared. DGG firse ap-
peared here in the form of “S-rpm imports
about tweny verrs agos its material was re-
leased on U8 Decaa LPs during the Fifties.
with the Archive Production series later han-
dled separately as @ Deca import, MGM
took over from Decea in 1962, importing
German pressings of the recular DGG Label
as well as the Archive series, the Loter still
under the spedial canalog numbers devised
for the 7.8, marker by Decca. Now hoth
DGG and Archive are imported under their
origimal German catadog numbers. In 1966,
while still linked with MGM, DGG intro-

Deatsihiv
Gpamunnephen

duced its Heliodor label, afready known in
Lurope as a low-price line made up almosi
entirely of reissues from the full-price serics.
“historical” as well as recent. Reissues of
some of the MGM contemporary music items
were included. too, and may be maintained
on Heliodor now. Aside from the Archive
releases, which span a period from the Mid-
dle Ages through the cighteendh century,
DGG's repertoire has tended to be conserva-
tve, focusing on Classical and Romantic
“standards.” During die Jast few vaars, how -
ever, DGG has introduced o cooad deal

contemporary materidl-- not onfy Heoze and
Shostakovich, but avant-garde works of
Stockhausen. Ponderedkin and Mavusami. Ar
tists include Tlerbert von Karagan, Kail
Bohm (who is complaiing o Mozart svin-
phony cyele with the Bertin Philharmonic),
Wilhelm Kempti, Dictrich Fischer-Dicskau.
Rafacl Kubelik (whose extraordinary Mahlor
avele with his Bavartan Radio Orchiesira has
somehow not gotten the recognition it de-
serves) . Picrre Fournier, Géza Anda. Heorvk
Szeryng, Woltfgang Schneiderhan, the Drole
Quartet, Christian Ferras, Christoph Eschen-
bach. Among musicians of the past who can

be heard on DGG and Heliodor are Wilhelm
Furtwingler, Ferenc Fricsay, Heinrich
Schlusnus—and  Fritz Wunderlich. August
Wenzinger and Karl Richter are among the
prime movers in the Archive series. DGG
produces all its own lc(oldmm occasional-
v co-produces with Hungartian, Czechoslo-
vak, East German companies. Recording is
senctally superb, if less brashly brilliant
than what may be served up elsewhere, The
German pressings on DGG and Archive, at
8598, are outstanding, and the domestically
pressed Heliodors (32.98) muaintain a more
than respectable standard. Documentation in
the Archive series is in the highest class, and
that on Heliodor often surpuasses what s
found on DGG. where the custom of multi-
fingual liner notes tends to restrict the quan-
tity of information offered. 1700 Broadway,
New  Yorke NUY. 1oo019: Mr. Lloyd

Gelassen.

Dover—A division of a book-puhlishing
house, this label began life five or six vears
ago as an outlet for mono reprints from other
companies, primarily  Vox.  Since  then,

®

Dover has issued it few recordings of s
own (pianist Beveridge Webster, flutist Sam-
uel Baron, the Lenox Quartet) and has re-
leased new material from the Hungarian
Qualiton catalog, At $2.50, pressings are
fine, packaging is sturdy and tasteful. and
documentation is exceptional, not only for
the new material but for the Vox and Period
reprints as well. 180 Varick Street, New
York, N.Y. 100ni: Mre. Hayward Cicker.
EMI-—Sce Capitol

EMS  Early in the LP cra the | |nnc Music
Shop, then active on Manhattan's East -i4th
Strcet, introduced its own label, offering
Webster Aitken’s persuasive  performances
af Schubere piano sonatas, a4 superb series
with the Brussels Pro Musica Autiqua, and
a tew chamber music discs. The shop is long
cone. but the 3595 mono discs are still
listed in the Sclucann Supplomentaiy Cata-
lng. PO, Box 86, Becker, Mass. 01223%; Mrs.
Faye Levinson.

Epic—-Sce Columbia

Everest ~One of the larger frustrations
horne by the serious discophile has been the
transtormation of the Everest label from a
symbol for some o the tinest sound ever
achieved on dises to that of 4 cut-rate outlet
tor rehashed old muterial seeved up in phony
stereo snd embellished with some of the most
‘udicrous annotatye nuterial in the indus-
try (a reterence to LD Amonr Banjo” s
indicative of some of the scholarship in-
volved ). There ate still some glorious things
on Everest and its subsidiary labels, but the
quality—both musical and technical—is ex-
traordinacily variable. What is particularly
lunentable s that the original Everest ma-
terial, recorded on 35 mm. film when Harry
Belock operated the company in the ate
Fifties, has all been remastered. with results
that in many cases belie the excellence of the
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originals. Concert-Disc, the label created by
the Fine Arts Quartet and uscd by the men
of the FAQ to record themselves, the New
York  Woodwind  Quintet, and selected
chamber-music associates, was absorbed by
Everest a few vears ago, with deterioration in
the quality of pressings and annotation. Re-
cently, the FAQ's splendid Beethoven guar-
tet cycle was reissued complete on nine discs,
with an inconvenient layout. Other labels ab-
sorbed by Everest are Stradivari, Baroque,
Period, Counterpoint/Esoteric, Renais-
sance, and Scala. There is also an Archive of
Piano Music, using material from Ampico
rolls cut by legendary virtuosos of the past,
and related folk and blues series, as well as an
opera serics which makes use of old Cetra
LPs and 78s in addition to recent material
from Ricordi. Ariola. and other European
catalogs. Ricordi operas formerly on Mer-
cury, including Rossini's Cambiale di matri-
monio, Paisiello’'s Barbiere di Siviglia under
Renato Fasano, and the Callas Medea, are on
Everest now, as is an exciting Berlin Fre/-
schiitz under Lovro von Matacic. Wilhelm
Furtwiingler’'s wartime Beethoven Ninth is
available in “stereo” on Everest, as are old
Fritz Kreisler and Sousa’s Band items which
apparently derive from the Victor catalog.
The only recording of Shostakovich's con-
troversial Thirteenth Symphony (Babi Yar).
conducted by Kondrashin, is on Everest. and
so is the same conductor’s recording of the
Shostrkovich Eighth. Sound is passable, and
these rarities may be regarded as real bar-
gains, since actual selling price is generally
lower than published $2.98/$3.98/$1.98.
Recent reports indicate that we may expect
cut-out London material to appear on this
tabel. Original Belock-era Everests include
Boult's Shostakovich Sixth, Rudolf Schwarz's
Mahler Fifth, other orchestral discs conduct-
ed by Stokowski, Goossens, Copland, Krips,
Steinberg, Chivez, Villa-Lobos. Everest has
recently been purchased by Pickwick. but
will continue to operate as an independent
division. The Everest Record Group. 10920
Wilshire Boulevard. Los Angeles, California
90024: Mr. Bernard Solomon.
Everyman—See Vanguard

Folkways—As the name implies, this label
s primarily—and very productively—con-
cerned with folk music. but its catalog offers
a handful of mono discs of works of Tves.
IHovhaness. and other twenticth-century com-
posers of adventurous bent. at §5.98. 50 West
44th Street, New York, N.Y.; Mr. Ernest
Schwehr.

Golden Crest—A relatively small but con-
tinuing series of original productions. In
addition to all the Arriaga quartets (per-
formed by the Phoenix Quartet ), the Golden
Crest catalog includes the major portion of
the discographies of such composers as Alcc
Wilder and Warren Benson, with bassist
Gary Karr, tuba virtuoso Harvey Phillips,
master horn player Tohn Barrows, and the
New York Brass Quintet. Technical quality
adequate; $4.98. 220 Broadwav, Huntineton
Station, New York, 11746; Mr. C. F. Gale-
house.

Haydn Society—Creation of this label was
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one of the most exciting developments of the
early microgroove era, With Haydn scholar
H. C. Robbins Landon not only overseeing
but occasionally participating as continuo
player, the Society recorded about thirty
Havdn symphonies, most of them new to
records, with such conductors as Jonathan
Sternberg. Mogens Woldike, and  Franz
Litschauer, and more than fifty Haydn quar-
tets with a group organized for the under-
taking by Alexander Schneider. There were
also several Havdn masses, works of Mo-
zart and other eighteenth-century masters, as
well as the first offering of music by Marc-
Antoine Charpentier. Many of the Havdn
Society discs are still available in limited
distribution (Schuwann Supplementary Cata-
log). some numbers at $1.98, some at $5.98,
P.O. Box 321, East Hartford, Connecticut
06108; Richard Godiewski.

Heliodor—See Deutsche Grammophon

Kapp—>Nore active in pops than classics,
Kapp made a dent in the latter market in the
carly Sixties with its Baroque trumpet col-
lections featuring Roger Voisin, a Debussy
piano scries with Daniel Ericourt, and some
string orchestra offerings conducted by Eman-
uel Vardi, produced by E. Alan Silver and
later Paul Mvers before they moved on to
Connoisseur Society and Columbuia, respec-
tively. Although the catalog has not expand-
ed in the last half-dozen years. the Voisin
material, at least, is still available ($1.98).
156 East 57th Street. New York, New York
10022 Mr. Jack Wiederman.

Limelight—See Mercury

London—Enzlish Decca, another industry
giant, after an initial postwar year or two of
distribution here under its own name, came

LONDOX

to a parting of the ways with its American
namesake and adopted the name London for
its records released in the U.S.A. After the
startling success of its 78-rpm “ffrr” discs,
London, the first major company outside
this country to produce LPs, became one of
the pacesetters on microgroove. One of its
spectaculars on 78 was a Pdtroxchka with
the London Philharmonic which served also
to introduce Ernest Ansermet to a broad
American public. A second Ansermct Pe-
trouchba, with his own Orchestre de la Suisse
Romande, was one of the first L.P showpieces,
and a third helped to launch the era of the
stereo disc. The late Swiss conductor’s huge
discography is one of the glories of the Lon-
don catalog: another is its outstanding op-
eratic section, ranging from the Mozart mas-
terpieces under Kleiber, Krips, and Bihm,
to the Puccini and Verdi standards, to a
complete Rizg under Solti, to the operas of
Benjamin Britten  conducted by the com-
poser, and a comprehensive Gilbert-and-Sul-
livan segment with the D’Oyly Carte Com-
pany. Tebaldi, Sutherland, and Nilsson are
the prime vocal  “properties.”  Clemens
Krauss' definitive recordings of the Strausses

tboth 1. and R.) and Erich Kleiber's Bee-
thoven, transferred to the $2.19 Richmond
label a decade ago, have become casualties
at last of the mono deletion policy, but this
really distinguished catalog boasts superb
sterco recordings (at $5.98) by Istvin Ker-
tész, Hans Schmidt-Tsserstedt, Viadimir Ash-
kenazy, Clifford Curzon, the Vienna Octet,
Willi  Boskovsky, Zubin Nchta, Julius
Katchen, Sir Adrian Boult. Peter Maag, Karl
Minchinger, Wilhelm Backhaus, and others
in addizion to the artists alreadv named. Al-
though the Richmond label has disappeared
except Tor its opera sets (such as the recent
reissue of Die Frau ohne Scharren. under
Bishm, for less than $10), London intro-
duced another $2.49 line two years ago. the
Stereo Treasury Series, featuring attractive
reissues of recent recordings by its first-line
artists {some, such as Britten's Prince of 1he
Pagodar, offered in sterco for the first time),
and a few items which had not appeared
earlier on the full-price label. There is also a
Phase Four series, produced by American
members of the pop division but recording
‘classics” in London (with the "sonic spec-
racular” treatment) under Stokowski, Dorati.
the late Charles Munch, and others; also at
$5.98. All London products, with few and
infrequent exceptions, are pressed in Britain,
packaged in the U.S.A. One of the supreme
leaders in every qualitative sense. 539 West
25th Street, New York, N.Y. 10001: Mr.
M. N. Frank. (English Decca’s affiliated la-
bels—Argo, L'Oiscau-Lyre, er al.—are dis-
tributed in this country by McGraw-Hill and
are listed below under that name.)

Louisville—While various orchestras and or-
ganizations have put out their own records on
a “vanity press” basis. the Louisville Orches-
tra has done something different. In 1948
the orchestra and its conductor, then Robert
Whitney, began commissioning new works
by compascrs of various nationalities, and in
1954 NMr. Whitney and the orchestra began
recording them, issuing the discs on a mail-
order subscription plan. The Louisville
“First Edition Records™ are also available in
a few shops (they are listed in the regular
Schwarn at $7.95/88.45, mono/sterco), and
some af the material has been taken into the
catalog of Columbia Records. Composers rep-
resentes] include Mennin, Riegger, Ihert, An-
theil, Ginastera, Koddlv, Piston, Honcgger.
Elliott Carter, Henry Cowell, Britten, Gail
Kubik, Ross Lee Finney, Bernard Rogers,
William Schuman, and about a hundred oth-
crs. After running up about that number of
discs under Mr. Whitney, the Louisville Or-
chestra is continuing its program of record-
ing under its new conductor, Jorge Nlester.
Good sound, clean pressings, annotation of-
ten by composers. The Louisville Orchestra,
830 Fourth Street, Louisville, Ky. 40203;
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