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e of everything.

Four new and completely
different AM-FM stereo receivers
with increased performance,
greater power, unsurpassed precision
and total versatility.

SX-525 AM-FM STEREO RECEIVER — 72 WATTS IHF

SX-626 AM-FM STEREO RECEIVER — 110 WATTS IHF
o °




Pioneer has mc

SX-727 AM:FM STEREO RECEIVER — 195 WATTS IHF

SOMNECH sTeREQ PECEIVER MODEL sx-727

rREBLE
sat

S$X-823 AM-FM STEREO RECEIVER — 270 WATTS IHF




Think of everything you’ve ever wantedina




Long before the current wave of
consumerism, Pioneer had established
its reputation for superior quality
craftsmanship. This reputation has
been continuously augmented by our
commitment to building high fidelity
components with a measurable extra
margin of value. Our four new
receivers — SX-828, SX-727, SX-626,
SX-525 — are designed to meet a wide
range of requirements and budgets.
Yet each unit incorporates a
significant array of features and
refinements built into the top new
model —the SX-828. Regardless which
new Pioneer receiver you finally
select, you are assured it represents
the finest at its price.

Conceptual diagram
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More meaningful power.

When it comes to power, each model
provides the most watts for your
money. This is meaningful power.
Power that is consistent throughout
the 20-20,000 Hz bandwidth (not just
when measured at 1,000 Hz.)
Especially noticeable at the low end of
the spectrum with improved bass
response, the overall effect is greater
frequency response and low, low
distortion.

RMS @ 8 ohms

Model IHF Music Power Both channels
4 ohms driven @ 1KHz

SX-828 270 watts 60460 watts
SX-727 195 watts 40440 watts
SX-626 110 watts 27 +27 watts
SX-525 72 watts 17417 watts

Direct-coupled amplifier
circuitry and twin power
supplies improve responses.

Of course, having power to spare is
important; but directing it for
maximum performance is even more
vital. In the SX-828 and SX-727, you
will find direct-coupled circuitry in the
power amplifier combined with two
separate power supplies to maintain
consistent high power output with
positive stability. This means
transient, damping and frequency
responses are enhanced, while
distortion is minimized. In fact, it's
less than 0.5% across the

20-20,000 Hz. bandwidth.

You can’t expect great music
without great specifications.

Pioneer’s reputation for high
performance capability is thoroughly
reinforced in these four receivers,
Listening to them substantiates it; the
specifications tell the reasons why.
Since Field Effect Transistors
increase sensitivity, they're incorpo-
rated into the FM tuner section of
each unit. For example, the SX-828
uses 4 FET’s. You get greater
selectivity and capture ratio with
Integrated Circuits and Ceramic
Filters in the IF stage. Here's a mini
spec list.

SX-727

1.8uV

SX-828

FM Sensitivity (IHF) 1.7uV
(the lower the better)

Selectivity
(the higher the better)

+75dB +70dB +70dB +45dB

Exclusive protector circuit
for speakers.

Another example of
Pioneer’s advanced engi-
neering is the automatic
electronic trigger relay
system designed into the
S$X-828 and SX-727.
Since the signal is trans-
mitted directly to the
speakers because of the
direct-coupled amplifier,
this fail-safe circuit
protects your speakers
against damage
and DC leak-
age, which can
cause distor-
tion. It also
guards against
short circuits

SX-626 SX-525
2.0uV 2.2uV

Capture Ratio 1.5dB 2.0dB

(the lower the better)

25dB 3.0dB  inthe power

transistors.

Power Bandwidth

inputs and outputs for every
purpose including 4-channel sound.

Depending on your listening interests
and desire to experiment in sound,
each receiver provides terminals for
a-wide range of program sources.

Inputs:

SX- SX- SX- SX-

Tape 828 727 626 525

monitor 2 2 2 2
Phono 2 2 2 Phono/Mic.

Auxiliary 1 1 1 1
Microphone2 1 1 Phono/Mic.
(as above)

SX- SX- SX- SX-
Outputs: 828 727 626 525
Speakers 3 3 3 2
Headsets 2 1 1 1
TapeRec. 2 2 2 2

Someday, if you want 4-channel
sound, all models have 2 inputs and

2 outputs to accommodate a unit such
as Pioneer’s QL-600 Quadralizer
Amplifier. With it, and two additional
speakers, perfect 4-channel sound is
simply achieved.

Ultra wide linear FM dial scale takes the squint out of tuning.
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when you want something better

All exceed by a wide margin the
usable sound freaquency spectrum

It's absolutely
foolproof.

Versatile features increase

your listening enjoyment.

Our engineers have outdone them-
selves with a host of easy-to-use
features. All four units include:
loudness contour, FM muting, mode
lights, click stop bass/treble tone
conirols with oversize knurled knobs,
and an ultra wide linear FM dial scale
that takes the squint out of tuning.
Except for the SX-525, they all employ
high and low filters. Enlarged signal
strength meters make tuning easier
than ever. Center tuning meters

are included as well

in the SX-828 and SX-727.
Further sophistication is
offered on the top two
models with 2 20dB audio
muting switch — the perfect
answer to controlling
background music. As

the senior member of the
family, the SX-828 is
endowed with speaker indicator lights
(A,B,C,A+B,A+C) and a tuning dial
dimmer for creating a more intimate
lighting atmosphere.

Some day other stereo receivers will
strive for this total combination of
power, performance, features,
precision and versatility. Why wait?
Pioneer has more of everything now.

See and hear these magnificent
receivers at your local Pioneer dealer.
SX-828—$429.95; SX-727—$349.95;
SX-626—$279.95; SX-525—-$239.95
Prices include walnut cabinets.

U.S. Pioneer Electronics Corp.,
178 Commerce Road, Carlstadt,
New Jersey 07072

West: 13300 S. Estrella Ave.,

Los Angeles, Calif. 90248
Canada: S. H. Parker Co., Ontario




ZERQO 100 ... novest neas

is the only automatic turntable achieving zero tracking e--or.
Modestly priced at $189.50, this most advanced record playing
unit is a fabulous array of imaginative, responsible innovaticns:
Variable speed control; ilfuminated strobe; magnetic anti-skating
(an entirely new principle); viscous-damped cueing; 15° veriical
tracking adjustment; the patented Synchro-Lab synchronous me-or;
and Garrard’s exclusive two-point record support. An enginzer-
ing triumph, the articulating tone arm, is demonstrated be ow.

True Tangent Tracking
First time in an automatic turntable!

The diagram over the photograph shows how
the tone arm articulates, constantly adjusting
the angle of the cartridge, and keeping the
stylus perpendicularly tangent to the grooves
throughout the record. Space-age pivotry and
computerized design have made it possible to
play the record at exactly the same angle as
it was cut. Reproduction is truer, distortion
sharply reduced, record life lengthened.
Consider that there are 3,600 seconds of
arc in a degree — and that a conventional
tone arm will produce up to 4 degrees tracking
error—or 14,400 seconds at full playing radius
Compare this to the Zero 100 tracking error,
calculated to measure a remarkable 90 sec
onds (160 times lower!) and you will see why
this Garrard development obsoletes the arm
geometry of every other automatic turntable.

(O Test reports by some of the industry’'s most
respected reviewers have already appeared,
expressing their enthusiasm. These reports are
now available with a 12-page brochure on the
Zero 100 at your dealer. Or, you can write
to British Industries Company, Dept. C32,
Westbury, New York 11530

Mfg. by Plessey Ltd. Dist. by British Industries Co
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EDITORIALLY
SPEAKING

By WILLAM ANDERSON

(MEASURED DIAGONALLY)

T HAS been my experience that, given a box of raisins and a houseful of kids, the two
I are bound to get together sooner or later. My mother’s response when they did was
to suspend the manufacture of raisin cookies, a punishment that cruelly fit the crime.
This rough little parable came to mind as I read Craig Stark’s article on the ethics of
home tape recording in this issue. The subject of what is proper and what improper
conduct with respect to one’s tape recorder came up not long ago (July 1971) in the
letters column, and I observed then that, given the uses to which they were custom-
arily put, many tape recorders in this country are being operated well outside reason-
able ethical bounds with respect to the rights of others, The mail response to this bit
of unsolicited candor was long on virulence and short on understanding—a clear man-
date for a more thorough examination of the issues.

Certainly not all taping is morally reprehensible; but, just as certainly, a lot of it
is. The difficulty lies in deciding which is which without taking refuge in equivocal
excuses and chop logic. The great confuser of the Ethical Question, I find, is the
Practical Consideration. Therefore, in trying to decide what our attitude ought to be
toward a specific taping practice, we may find some help in the fly-in-the-soup anal-
ogy: whether or not there is a fly in the soup is an ethical question; how much he eats
is a merely practical one. Keeping this in mind, and drawing upon past correspond-
ence on this subject, I have constructed, out of my own perfidious imagination, a
short checklist of excuses and artful dodges that may save you the trouble of writ-
ing me a redundant and intemperate letter—for, be assured, I am a transgressor too.

0 Home taping is on too small a scale to have any effect on industry income (there
is a fly in the soup, but he won’t eat much). It is simply not possible to know this with
any degree of certainty. If it is true, it has nothing to do with whether or not it is
ethical to deprive others of their rightful income, however small. If it is false, it
immediately admits the possibility that there will be no more raisin cookies: a record-
ing company deprived of its profit cannot go on making recordings.

O There would be no way of reimbursing interested parties anyway. If there are
enough flies, they eat a lot; if there is enough money, ways will be found to distribute
it. In Germany, a point-of-purchase tax paid on each tape recorder goes to the Ger-
man equivalent of ASCAP for dispensation according to a formula worked out by
artists and record companies. Alternatively, and perhaps more equitably, a purchase
tax on blank tape might accomplish the same end.

[ Stereo Review accepts advertisements for tape recorders. Indeed we do; we have
also been printing, since July 1965, a Tape Horizons column detailing a thousand and
one uses for tape recorders that go well beyond simple (and all too often disreputable)
dubbing operations.

O Artists don’t mind being dubbed. Those who eat on their record royalties do.
Montserrat Caballé was delighted to be pirated and dubbed until her underground
stardom was crowned with an RCA contract. She now prefers that you buy her
records—a clever and moral woman.

But enough. The point of this little ethical excursion is not to spread an epidemic
of virtue or of stricken conscience amongst our readers, but to call attention once
again to the simple fact that ethics begins at home, that large corporate malfeasance
is not separable from small private peccadillo, that we cannot hope to influence record
prices and record quality in the direction we want if we “borrow” rather than buy.
The system can and should work better than it does, but it won’t without a basic
ethical assist. With luck and perseverance we may yet live to see that great day when
TV picture tubes are no longer measured diagonally, and TV sets themselves cease to
be demonstrated in our living rooms as “‘actual closed-circuit” transmissions!
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How far ahead
is the

Beomaster 2
3000-2

B 1
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Three Years? Five Years?

When do you think you’ll s2e another
receivar with such sophisticated sty!-
ing and so many functions (and not
a single knob)?

The Beomaster 3000-2 gives you
less than .6% total harmonic distor-
tion at full power (40/40 RMS into 4
ohms). Tuner features varactor di-
odes for pre-select tuning of 6 FM
stations (each covers the full band).
Field effect transistors (FET), ceramic
filters and integrated circuits com-
bine with slide rule tuning for super-
critical station selection.

Ask your dealer for a demonstra-
tion. Push the buttons; slide the con-
trols . . . and listen. Then vou’ll know
the feel of quality as well as the
sound. Or write today for complete
details.

Beomaster 3000-2 Receiver $330

2271 Devon Ave., Elk Grove Viliage, Itlinois 60007

In Canada: Musimart, Ltd./ Montreal

‘P : Bang & Olulsen of America.Inc.
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FREE... ny3Se

027 THE DIONNE
WARWICKE STORY
(2 record sety

Scept LP, 8TR, CASS.

i
823 THE

Beaty, Big & Bouncy

Decca LP,

909 LOU RAWLS
Natural Man
MGM LP, 8TR, CASS

420 IKE & TINA
TURNER 'Nuff Said
UniAr LP, 8TR, CASS

267 DIONNE WARWICKE
I'll Never Fall

in Love Again

Scept LP, 8TR,.CASS

353 THE 101 STRINGS
tove Story
Alshi LP

See for yourself why over 134 million record and tape collectors paid $5 to join Record

Club of America when other record or tape clubs wouid have accepted them free.

Capitol
Stereo

WHO Meaty,
827
8TR, CASS

- -

777 GODSPELL
Original Cast

Bell LP, 8TR, CASS

270 DIONNE WARWICKE 705 CHOPIN
Greatest Movie Hits Polonaises
Scept LP, 8TR, CASS Yorks LP, 8TR,

355 THE 101 STRINGS

CHER

Kapp LP, 8TR, CASS

=
L]
kY

135 RICHARD HARRIS
My Boy
Dunhi LP, 8TR, CASS

CASS

275 CANNEO HEAT

Beatles' Million Live At
Setler Hits Topanga Corral
Alshi LP Wand LP, 8TR,

760 PARTRIDGE FAM-
1LY Up To Date

Bell LP, 8TR, CASS DunhiLP, 8TR

Columbia Capitol Columbia

CASS

100 THREE DOG NIGHT
Golden Bisquits
, CASS

Citadel
Record

%

513 LED ZEPPELIN
Atlan LP, 8TR, CASS

e,
)

»”»

.pLESSED ARE

“

035 JOAN BAEZ
Bless2d Are. ..

(2 record set)

VangL LP, 8TR, CASS

043 FIDDLER ON THE
ROOF

(2 record set)
Uniar LP, 8TR, CASS

373 QUINTESSENTIAL
EARL HINES
Chiar LP, 8TR, CASS

684 LONDON HOWLIN’
WOLF-SESSIONS
Chess LP, 8TR, CASS

773 LAWRENCE OF

683 RAMSEY LEWIS
Back To The Roots
Cadet LP, 8™R, CASS

reo L Psor

WITH NO OBLIGATION

615 BREWER & SHIP-
LEY Shake .Off

The Demons

Kamsu LP, 8TR, CASS

Brewer and Shighey - Shahe Off The Demam

f

G R, ISAAC. HAYES

& I ]

hE

Counts a5 2 reccrds

e

063 ISAAC HAYES/
SHAFT (ST)
(2 record set)

Enter LP, 8TR, CASS

780 MOUNTAIN
Flowers Of Evil
Windf LP

313 JOAN BAEZ/
CARRY IT ON (ST)
Vangu LP, 8TR, CASS

707 RCOA STEREO SYS-
TEMS TEST RECORD
Yorks LP

712 LOS INDIOS
TABA-JARAS
Yorks LP, 8TR, CASS

383 _RUTH BATCHELOR 763 5TH DIMENSION

708 HANDEL ARABIA Qriginal Songs For Women’s Love's Lines,
Water Music Soundtrack Liberation Angles & Rhymes
Yorks LP, 8TR, CASS Bell LP, 8TR, CASS Femme LP Bell LP, 8TR, CASS
778 STAMPEDERS 704 BEETHOVEN 779 DAWN 903 THE DONNY

Sweet City Woman
Bell LP,:8TR, CASS

L:s':a?"'.'n ('3;5: ﬂ:"z;?' I(:E:;?bvz?r". e Ta] n RECORD CLUB DF AMERICA
Aug 1971 | Aue7.1970) (= TR nesort, $4.98 LPs average as fow as $1.69

FANVOU N R $5.98 LPs average-as low as $2.04
ﬁ[‘f‘{j@{g",’“ on";’,?; el N excep: Savings of 66% or more from recent Club safes up
AESJORITARES NO NO NO NO [ YES! o Stererad o eeeet to $3.94 per LP. Start these giant savings now...not
CARTRIDGE Capilo!, Columbla, RCA, after you fulfill your obligation like the other ciubs.
AND CASSETTE Angel, London, etc.

[ 1apes? _ Average
WUST YOU BOY No ebligations? No yearly Label Pl}liite lfl’lil::g
NuMBEr OF 12 12 10 12| NONE! oo noting 51 31 BLACK SABBATH—Master of
TAPES? you'so decide! A

, Reality WarBr 5.98 2.04
HOW MANY
HOW MUCH You don't have to spend ANDY WILLIAMS—You've
o 18376 $52.76 ) SGE8 | ZERQ 3pemy bechuse youTe Got A Friend Colum 558  2.04
FULE 1L YOUR $35.76 $83.76 $59.00 $64.65 |DOLLARS to buy even a single rec BEUFR'E"BAUCHARACH A&M 598 2.04
OBLIGATION? i : JEFFERSON AIRPLANE—Bark Grunt 5.98 2.04
cAN You euy Your discount up to 79% BARBRA JOAN STREISAND Colum 5.98 2.04
OR TAPE YOU NO NO NO |ALWAYS! OFF. Cuaranteed mever M00DY BLUES—Every Good
N ATl ceptions! Boy Deserves Favour Thres 5.98 2.04
00 YOU EVER There are no cards which THE DOORS—L.A. Woman ~ Elekt 598 2.04
RECEIVE yoopmusiMietuinOnty KRIS KRISTOFFERSON—Silver
D ERLD) YES YES YES |NEVER! yof W5 are sentoand Tongued Devil & ¢ Monum 4.98  1.69
Thoeas only when you ask us to PAUL McCARTNEY—Ram  Apple 598  2.04
s CAROLE KING—Tapestry Ode 598 2.04
MUST Y0y 5106 516 Sto6 (NOLONG:Your oider processcl JOHN DENVER—Poems,
SELECTIONS weeks weeks weeks  weeks | WAITS! shipping on cycle. Prayers & Promises RCA 598 204
T0 ARRIVE? .

Piano Sonatas
Yorks LP, 8TR, CASS

OSMOND ALBUM
MGM LP, 8TR, CASS

TYPICAL

Bell LP, 8TR, CASS

“EXTRA DISCOUNT" SALE

RECORD CLUB OF AMERICA—The World's Largest Record and Tape Club
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Cartridge
or
(assette

Shown Here

Worth
up to
$20.94

Any [ Tape

T0 BUY ANYTHING EVER!

Yes, take your pick of these great hits right now! Choose any 3 Stereo LPs (worth up to $20.94) or any 1 Stereo Tape (cartridge
or cassette, worth up to $13.96) FREE...as your welcome gift from Record Club of America when you join at the low lifetime
membership fee of $5.00. You can defer your selection of FREE items and choose from an expanded list later if you can't find
3 LPs or 1 Tape here. We make this amazing offer to introduce you to the only record and tape club offering guaranteed discounts
of 3313% to 79% on all labels—with no obligation or commitment to buy anything ever. As a member of this one-of-a-kind club
you will be able to order any record or tape commercially available, on every label—including all musical preferences. No automatic

205 ROD STEWART
Every Picture

Tells A Story

Mercu LP, 8TR, CASS

DONNY GSMOND
) A Gl

¥ ©
907 DONNY OSMOND
To You With Love,

Donny
MGM LP, 8TR, CASS

900 OSMONDS
Homemade
MGM LP, 8TR, CASS

308 JOAN BAEZ
Joan Baez S
Vangu LP, 8TR, CASS

277 B. ). THOMAS
Greatest Hits Vol. 2
Scept LP, 8TR, CASS

770 PARTRIDGE
FAMILY SOUND
MAGAZINE

Bell LP, 8TR, CASS

764 MOUNTAIN
Nantucket Sleighride
windf LP

380 ABBIE HOFFMAN
Wake Up America!
BigTo LP, 8TR, CASS

=, |
774 5TH DIMENSION
Reflections

Bell LP, 8TR, CASS

060 JESUS CHRIST
SUPERSTAR

(2 record set)
Decca LP, 8TR, CASS

117 JAMES GANG
Live In Concert
ABC LP, 8TR, CASS

354 THE 101 STRINGS
Webb & Bacharachs’
Million Seller Hits
Alshi LP

700 TCHAIKOVSKY
1812 Overture
Yorks LP, 8TR, CASS

[ v

370 JAMES TAYLOR &
The Flying Machine
Eupho LP

908 ERIC BURDON &
JIMMY WITHERSPOON
Guilty

MGM LP, 8TR, CASS

263 B. J. THOMAS
Greatest Hits vol. 1
Scept LP, 8TR, CASS

T ¢ @kl

AE LABIENS BNA
123 STEPPENWOLF
For Ladies Only
Dunhi LP, 8TR, CASS

119 GRASS ROOTS
Their 16

Greatest Hits
Dunhi LP, 8TR, CASS

600 OCEAN Put Your
Hand In The Kand
KamSu LP, 8TR, CASS

shipments, no cards to return. We ship only what you order. Moneyback guarantee if not satisfied.

906 ROBERT GOULET
| Never Did

As | Was Told

MGM LP, 8TR, CASS

264 GUESS WHO
Born In Canada
Wand LP, 8TR, CASS

905 2001:
A Space Odyssey
MGM LP, 8TR, CASS

Vaulra sl
yun 2

1 . i
118 THREE DOG NIG
Harmony

Dunhi LP, 8TR, CASS

NOW YOU CAN

CHARGE IT, T0OO!

RECORD CLUB OF AMERICA
CLUB HEADQUARTERS

AT LAST A RECORD AND TAPE CLUB WITH NO “OBLIGATIONS”—ONLY BENEFITS!

Ordinary record and tape clubs make you choose
from a few labels—usually their own! They make
you buy up to 12 records or tapes a year —
usually "at list price —to fulfill your obligation.
And if you forget to return their monthly card—
they send you an item you don't want and a bill
for $4.98, $5.98, $6.98, or $7.98! in effect, you
may. be charged almost double for your records
and tapes.

BUT RECORD CLUB OF AMERICA
ENDS ALL THAT!
We're the largest all-label record and tape club
in the world. Choose any LP or tape (cartridges
and cassettes), including new releases. No excep-
tions! Take as many, or as few, or no selections
at all if you so decide. Discounts are GUARAN-
TEED AS HIGH AS 79% OFF! You always save at
least 3314%. You get best sellers for as low
as 99¢.
NO AUTOMATIC SHIPMENTS

With our Club there are no cards which you must
return to prevent shipment of unwanted LPs or
tapes (which you would have to return at your
own expense if you have failed to send written
notice not to ship). The postage alone for return-
ing these cards each month to the other clubs
costs almost an additional $2.40. We send only
what you order.

HOW CAN WE BREAK ALL RECORD
AND TAPE CLUB RULES?

We are the only major record and tape club NOT
OWNED ...NOT CONTROLLED ...NOT SUBSIDIZED
by any record or tape manufacturer anywhere.
Therefore, we are not obligated by company pol-
icy to push any one label. Nor are we prevented
by distribution commitments from offering the
very newest LPs and tapes.

-SPECIAL INTRODUCTORY MEMBERSHIP OFFER
Join RECORD CLUB OF AMERICA now and take
advantage of this special Introductory Member-
ship Offer. Choose any 3 LPs or any 1 tape shown
here (worth up to $20.94) and mail coupon with
check or money order for $5.00 membership fee

RECORD CLUB OF AMERICA-The World's Lowest P

(a small handling and mailing fee for your free
LPs or tapes will be sent later). If you can’t find
3 LPs or 1 tape here, you can defer your selec-
tion and choose fram expanded list later. This
entitles you to LIFETIME MEMBERSHIP—and you
never pay another club fee. Your savings have
already more than made up for the nominal mem-
bership fee.

NOW YOU CAN CHARGE IT
1f you prefer, you may charge your membership
to ‘one of your credit cards. We honor four dif-
ferent plans. Check your preference and fill-in
your account number on the coupon.

LOOK WHAT YOU GET

o FREE Lifetime Membership. Card — guarantees
you brand new LPs and tapes at discounts up
to 79% ... Never less than 14 off.

o FREE Giant Master LP and Tape Catalog—Ilists
thousands of all readily available LPs and tapes
(cartridges and cassettes) of all labels (inciud-
ing foreign). .. all'musical categories.

o FREE Disc and Tape Guide —The Club's own
Magazine, and special Club sale announcements
which regularly bring you news of just-issued
new releases and ‘‘extra discount’ specials.

e FREE ANY 3 Stereo LPs or any 1 Tape shown
here (worth up to $20.94) with absolutely no
obligation to buy anything ever!

GUARANTEED INSTANT SERVICE
All LPs and tapes ordered by members are
shipped same day received (orders from the
Master Catalog may take a few days longer). ALL
RECORDS AND TAPES GUARANTEED—factory new
and completely satisfactory or replacements will
be made without question.

MONEY BACK GUARANTEE
If you aren’t absolutely delighted with our dis-
counts (up to 79%)—return items within 10 days
and membership fee will be returned AT ONCE!
Join over two million budget-wise record and tape
collectors now.

© 1972 RECORD CLUB OF AMERICA #73

YORK, PENNSYLVANIA 17405 X917Y

Yes—Rush me a lifetime Membership Card, Free
Giant Master LP & Tape Catalog, and Disc & Tape
Guide at this Special Membership Offer. Also send
me the 3 FREE LPs or 1 FREE tape which | have
indicated below (with a bill for a smaltl mailing and
handling charge). | enclose my $5.00 lifetime mem-
bership fee. This entitles me to buy any LPs. or tapes
at discounts up to 79%, plus a small mailing and
handling charge. I am not obligated to buy any rec-
ords or tapes—no yearly quota. If not completely
delighted | may return items above within 10 days
for immediate refund of membership fee.

3 FREE LPs

I l l |

or 1 FREE TAPE

I’ [ 8 track
[ cassette

or [ Defer Selection—send expanded list.
Mr.
Mrs.
Miss
Address
City State Zip

All Segvicemen write Soc. Sec. #
CHARGE IT to my credit card. | am charging my
$5.00'membership (mailing and handling fee for each
FREE LP and tape selected will be added).
Check one: []-Diners Club  [] Master Charge

] American Express ] BankAmericard

Expiration

Acct. Date

Signature
CANADIANS mail coupon to above address. Orders
will be serviced in Canada by Record Club of Canada.
Prices vary slightly.

ced Record and Tape Club

g )

1
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LETTERS TO

The Complete Lohengrin
® In his review of the new DGG recording
of Lohengrin (January) George Jellinek
states that DGG offers the same ““absolutely
complete” version as RCA Victor. This is
not true, since DGG omits the invariably
cut Anhang to the Grail Narrative. In other
respects. however, the recording is com-
plete. Also, if Christa Ludwig is the only
satisfactory Ortrud on modern recordings.
where does that leave Astrid Varnay, whose
richly sung and splendidly evil Ortrud is
perpetuated on Richmond RS 65003?
J. EDWARD KAUFFMAN
Philadelphia. Pa.

Mr. Jellinek replies: “The Anhang to the
Grail Narrative is not only ‘invariably cut.” it
is not included in the vocal scores currently
in circulation. It is not even performed at
Bayreuth (although it was performed a few
times a generation ago). For dall practical
purposes, then, I regarded the. DGG per-
Sormance as being ‘absolutely complete.” |
could have been a little more specific, but
that would have meant using up valuable
space. However, Mr. Kauffman is right in
pointing our that RCA does include the
scene.

“Astrid Varnay's Ortrud is indeed ‘splen-
didly evil. Vocally the performance is not in
Christa Ludwig's class, however. This is, of
course, my opinion, but then it could hardly
he otherwise, since I wrote the review.”

Baez Valentines

® Peter Reilly's reply to Robert T.
Schwartz in the December-issue “‘Letters to
the Editor™ is extremely unfair to Joan Baez
Harris. I quote Mr. Reilly: “As to limiting
myself to writing rave reviews of Miss
Baez's albums in the future: I can’t imagine
anyone’s being interested in a series of val-
entines.”

Now, I fully realize that Mr. Reilly is entit-
led to his opinions. However. | am in the
military. and I work with a headquarters unit,
where opinions are supposed to be based on
fact. Mr. Reilly’s reference to Mrs. Harris’
vocal presentations as ‘“‘valentines” makes
me wonder just how familiar he is with her
singing.

Joan Baez is Joan Baez. and not Barbra
Streisand. Nancy Wilson, or anybody else. |
woudn’t dream of comparing her with anyone
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else. Admittedly her style —that of a “‘balla-
deer.” I would say — is suited only to certain
types of material. There are better recordings
of Green, Green Grass of Home, for exam-
ple. but on material her style is suited to she
has no peer.

Joan Baez Harris does not get audibly
emotionally involved with her songs (this,
perhaps, is what turns Mr, Reilly off?). She
does sing with almost flawless control and a
purity of tone that is rare in an untrained
voice. To call her singing “a series of valen-
tines,”” then, is an injustice.

SGT. FREDERICK W. CorNELL 1
APO New York, N.Y.

Mr. Reilly replies: I find it sadly ironic that
someone in the military should have written
Sgt. Cornell’s letter. It is such a perfect
example of the way wars start: misconstruc-
tion of uctual meaning, not taking the trouble
to check back on facts, and a catalog of an-
gry defensiveness that culminates in a chal-

lenge. My use of the word “valentines’ is, of

course, u reference to the rave reviews |
generally give to Miss Buaez, and does not
refer to her performances. If Sgt. Cornell
had checked back no further than the review
in question he would have found that I said it
was strange how much I liked Miss Baez, vet
did not like John Denver. And if he had
checked further he would know that [ have
been enthusiastic about every Baez album
ever given to me for review.

“The only comfort the letter offers is that |
happen to agree with most of what is said in
his totally unnecessary defense of Miss Baez.”

Multiple-Disc Sequencing

® | want to thank all of the staff of STEREO
REVIEW for the great help you have given
me in acquiring my classical record collec-
tion. Your reviews and articles have been

THIS MONTH’S COVER

This being our annual issue devoted to
the subject of the tape recorder in all its
guises. we picture on our cover one of the
newest of the breed, the Sony TC-654-4
Quadradial four-channel tape deck. inter-
preted as an abstraction by our art direc-
tor Borys Patchowsky and photographer
Bruce Pendleton.

DITOR

invaluable in helping me to choose the right
recording from among the different versions
of so many works. And through your col-
umns | have found out about many new re-
leases 1 might otherwise not have heard of.
I'm surprised, however, that you have
never taken up in your columns a problem
that is not uncommon with past and current
releases of the complete concertos or sym-
phonies of a given composer. It is that in
most cases the individual works are spread
out over two or three discs in the album.
When you want to play only one work. you
must dig around among the records in the al-
bum. This is not only annoying but some-
times confusing. If you really want to be
frustrated. try to play the Barenboim-Klem-
perer album of Beethoven concertos one
concerto at at time. | gave this set away. and
got the Fleisher-Szell, which has each con-
certo complete on one disc.
I have learned my lesson. From now on,
that kind of sequencing is on my black list.
FrANcIsco X. RAMos
Summerland, Calif.

Both sides of the manual-vs.-changer ques-
tion have enjoved recurrent examination in
these pages without, apparently, affecting
the issue either way. There are still purist
audiophiles, for example, who would never
allow a record changer through the door of
their listening room. And there are others for
whom automatic sequencing is a comfortable
habit acquired in 78-rpm days. De gustibus.

Saint-Saéns and the L.A. Philharmonic

® David Hall errs when he writes that the
Los Angeles Philharmonic recorded the
Saint-Saéns “Organ’ Symphony in the Mu-
sic Center Pavilion (December). The record-
ing was made. as are all of the Philharmon-
ic’s recordings, in UCLA’s Royce Hall. The
Decca/l.ondon engineers chose this hall
because the acoustics at the pavilion were
not quite to their liking.

I've also heard the Saint-Saéns release and
fully agree with Mr. Hall’s remarks. but |
think his memory fails him when he says
Also sprach Zarathustra fared any better.
Not a single one of the recordings made so
far at Royce Hall has succeeded in capturing
the glorious sound of our orchestra: they all
sound most peculiar. with microscopic detail
smothered by a damp acoustic ambiance
that’s almost palpable. For years Toscanini's
NBC orchestra was also recorded in a hall
not suitable for music: are we once again
going to regret later that no one had sense
enough to find a proper recording locale for a
great orchestra?

MAURICIO A. MOLINA
[.os Angeles, Cal.

Mr. Hall comments: "I stand corrected on
the recording locale. Many thanks.”

Schwann Song

® [ read with interest Richard Freed's arti-
cle *In and Out of Schwann™ (October) as
well as Mr. Schwann’s reply (December). If
monophonic records really must be banished
to the supplementary catalog to be listed
with foreign imports. hard-to-get labels. and
records of basic conversational Ga. | sug-
gest a few steps to ease the blow:

1. Schwann should make sure that record
dealers understand the new arrangement. 1
spend ten minutes trying to convince a bone-

{Continued on page 10)
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Put an AKG
on the job.

It will
sound better!

For complete information
on AKG performance at
prices ranging from
$40. to $75. net write to;

MICROPHONES - HEADPHONES
DISTRIBUTED BY

NORTH AMERICAN PHILIPS CORPORATION
100 EAST 42n0 STREET. NEW YORK, NEW YORK oo

AXG CANADA « DIVISION OF DOUBLE DIAMOND ELECTRONIES » SCARBOROUGH, ONTARIO
CIRCLE NO. 36 ON READER SERVICE CARD

headed record-shop employee that Victrola’s
mono-only Manon Lescautr was not with-
drawn simply because it transferred catalogs.
I never did succeed in getting the point
across.

2. “Electronically simulated” stereo
should be added to the supplementary cata-
log. It is not fair for a label like Seraphim,
which has kept its historical reissues in
mono, to have its product banished to sup-
plementary obscurity while Everest’s pseu-
do-stereo butcheries are listed for the public
every month.

CHARLES J. SCHLOTTER
Pittsburgh, Pa.

Schwann replies: “Mono records, we repeat,
are not ‘hanished.’” There simply are too
many records today for one book. Our
monthly Schwann lists newer stereo records
and current artists more readily available
and asked for in thousands of stores. Less
frequently found records, including pop ma-
terial over two years old, mono (including
reissues from 78-rpm discs of twenty to fifty
yeurs ago), etc., are in Schwann No. 2, our
semi-annual Supplement. We agree that any
division into two books is less convenient and
may create inequities, which we regret. But
today's publishing costs, together with un
enormous quantity of records (all of which
manufacturers insist are still available?) pre-
sent a perpetual challenge. Moving electroni-
cally simulated stereo to Schwann No. 2 is
an interesting possibility we are exploring,
although manufucturers do not always clear-
ly designate fake stereo discs in their release
sheets.”

Linda Ronstadt
® | would like to congratulate Robert Win-
deler for a fine interview and for perhaps
enlightening some of the few who haven’t
heard of Linda Ronstadt (November). 1|
never thought I would see her given such
treatment in STEREO REVIEwW. But she was,
and I'm glad. Even if you're a purist and
don’t like rock music, you have to admit
she’s pretty to look at.
H. ROBERT SCHROEDER
Trenton, N.J.

Noise Pollution
® Paul Kresh’s article on noise pollution
(*Music in the Air,” October) struck home.
After a trip I made to Marineland recently,
I was moved to write a letter to the Los
Angeles Times to complain not only about
the infernal music (including vocals, not Jjust
innocuous instrumentals) but about the
plugs. The sound system at Marineland ad-
vised us, at various intervals, to stop by the
giftie shoppe on the way out, or at the
friendly Texaco station down the road a
piece. Really!

CHRISTIE BARTER

Los Angeles, Calif.

“4-Way Street”

@ | read the review of Crosby, Stills, Nash,
and Young’s “‘4-Way Street™ in the Septem-
ber issue of STEREO REVIEW. The so-called
critic was Noel Coppage. 1 wonder—does
Mr. Coppage play a musical instrument or
have any vocal talent? Is his name in lights,
or his album on the nation’s Top Ten list?
I’m a musician and vocalist. I have studied
music for a long time, and I say from expe-
rience that Mr. Coppage’s tearing apart of
“4-Way Street” is not fair. This is a “live”

10

recording, with pure, real jamming. Of

course there are mistakes, but it's all real,
and that’s what counts.

MicHAEL R. EBLING

APO San Francisco, Cal.

Mr. Coppage replies: “If reality is the thing
that counts, then my name should be in lights,
for the sounds 1 get out of a couple of instru-
ments are real enough. Mr. Ebling seems to
have accepted a rather tired argument that,
steadfastly pursued, would prohibit anvone
who had not attended medical school from
criticizing doctors, or anyone who had not
been elected to office from criticizing poli-
ticians. It would even prohibit those who had
not reviewed records from criticizing ‘so-
called critics’—and that, 1 think we can all
agree, would he ridiculous.

Composer Film Biographies
® Paul Kresh’s review of Ken Russell’s
The Music Lovers soundtrack in the July
issue has prompted me to do some reminis-
cing about movies on composers’ lives. Such
films as a genre, sophomoric as most of
them have been, have performed a useful
function. They have brought some good
music to those who might not otherwise
have listened. I credit some of my own
awakening to the glories of great music to
certain of these films. I recall with excep-
tional fondness Jean-Louis Barrault whip-
ping up the Symphonie fantastique into a
positive artistic frenzy, and a very young
John Loder as Mozart in a British film from
the Thirties, the name of which I have for-
gotten and which seems to have been ig-
nored by both film and music historians —
unjustifiably so, as the music was brilliantly
handled by the late Sir Thomas Beecham.
But much the best of such films was The
Great Mr. Handel, which was treated with
both historical and musical authenticity.
CYRIL LEVINE
South Hazelton, B. C.

A Bargain on Berlin

@ Some time ago, Rex Reed planted a bug
in my brain with his review of Ben Bag-
ley’s. “Irving Berlin Revisited” (Best of the
Month,” February, 1968). I neglected to
order a copy at the time it came out. Need-
less to say, when I did get around to it, the
album was nowhere to be found. I’ve been
frustrated for three years in my attempt to
find that particular disc. Imagine my sur-
prise upon coming across several copies of
this elusive treasure recently at the insult-
ingly low price of 44¢ while rummaging
through the discount record section of a lo-
cal department store'

Truly remarkable records can be obtained
at these bargain counters; indeed, they are
often unavailable anywhere else. Most of
these records turn up in different stores at
about the same time, as record distributors
use them as bins for disposal of their unwant-
ed, but by no nieans worthless, merchandise.
A word to the wise.

RoBERT H. WEED
Noifolk, Va.

Erratum

® Through a printer's error, the signature
of Al Blaustein failed to appear at the bot-
tom of his portrait of Franz Schubert (p. 48)
in some of the copies of our February issue.
The editors extend their sincere apologies to
Mr. Blaustein.

STEREQ REVIEW



We enjoy telling you how each aspect of the 12
year basic research program on sound reproduction
contributed to the unconventional features tound in
the Bose 901 and 501 DIRECT/REFLECTING® loud-
speakers.* We also take pride in quoting from the un-
precedented series of rave reviews because to us they
are like awards won for the best design. T

However, it is important to realize that the re-
search and the reviews are of only academic interest
unless the speakers really are audibly superior. It is
equally important to realize that YOU are in every
sense the ultimate judge, for you are the one who lives
with the sound you choose. i

So—forget the rave reviews and the research and
sit in judgement of two fascinating experiments. Take
your most exacting records to any franchised BOSE
dealer and:

1. Place the BOSE 901's directly on top of any
other speakers, regardless of their size or price, and

make an A-B listening test with your records.

2. Place the BOSE 501's beside (with at least 2 feet
clearance) any other speaker using woofers, tweeters
and crossovers and perform the A-B listening test.
{Don't ask the price of the 501 before the test)

Then, just enjoy your records. When you finish you
will know why we get much more satisfaction from our
work than could ever be derived from profits alone.

P.S. If you already own expensive speakers, many
dealers will lend you a pair of BOSE 901s for an A-Bin
your living room, where the acoustics are generally far
superior to those of the speaker-lined showroom.

* Copies of the Audio Engineering Society paper,
‘'ON THE DESIGN, MEASUREMENT AND EVALUA-
TION OF LOUDSPEAKERS’, by Dr. A. G. Bose, are
available from the Bose Corp. for fifty cents.

t For copies of the reviews, circle our number on
your reader service card.

You can hear the difference noM”SE

Unless they're audibly superior
it'’s all academic.

The BOSE 901 ond BOSE 501 ore covered by
patent rights, issued and pending.
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Most record reviewers
do their listening on a Dual.

Perhaps they know somethmg
you should know.




Consider the plight of the music critic who
reviews recordings for a living. His reputation depends
on his ears. And how much they hear. For the differences
between performances are often very subtle.

A reviewer must listen for the artist's inter-
pretation, how his talents have progressed and how he
compares with his fellow performers, In addition,
he must be sensitive to recording and microphone
techniques and the quality of the record surface.

All this is why the professional listener selects
his high fidelity equipment with great care. Especially
the turntable. Because he knows that what he hears (or
doesn’t hear) often depends on the turntable.

What can happen to a recording.

The turntable is the one component that actually
handles records, spinning them on aplatter and tracking
their impressionable grooves with the unyielding
hardness of a diamond. And much depends on how
well all this is done.

If the record doesn't rotate at precisely the right
speed, the musical pitch will be off.

If the motor isn't quiet and free of vibration,
an annoying rumble will be added to the artist’s
performance.

If, in tracking, the stylus doesn’t respond easily
and accurately to the rapidly changing contours of
the record groove, there can be even worse trouble.
Instead of tracing the sharp peaks of the high
frequencies, the stylus will simply lop them off. And
with those little bits of vinyl go all those glorious high
notes. Taking their place are a lot of unpleasant sounds
that were never recorded.

What most serious listeners know.

Serious music lovers know all this, and that
none of it need actually happen. It's why so many of
them, professional and amateur alike, have long
entrusted their precious records to a Dual.

From years of listening, they know that on a

continue to sound as good as new no matter
how often played. They also  Pve! 21239950

have come to appreciate
Dual’s ease of operation
as well as its ruggedness

and reliability.

. - . Dual CS16, $119.50
Dual, records are preserved indefinitely and will  wih base, cover, cartridge

Typical examples of Dual precision that preserves and brings out
the best in stereo records. A) Twin-ring gimbal suspension that
lets tonearm pivot like a gyroscope for total freedom and
perfect balance in tracking. B) Special sefting that lets stylus
track at perfect angle in single play and at center of stack in
multiple play. C) Tracking force is applied at pivot, maintaining
perfect dynamic balance of tonearm. D) Separate anti-skating
calibrations for elliptical and conical styli are provided as each
type skates differently. E) Tonearm counterbalance is
elastically damped and has vernier adjustment with click-stops
for convenience in changing cartridges.

If youd like to know more.

A few examples of Dual precision engineering
are shown in the illustration above. But it you would
like to know what several independent test labs say
about Dual, we'll send you complete reprints of their
reports. Plus a reprint of an article from a leading
music magazine that tells you what to look for in
record playing equipment.

Better yet, just visit your franchised United
Audio dealer and ask for a demonstration.

You'll find Dual automatic turntables priced
from $99.50 to $175.00, including our new Integrated
Medule, complete with base, dust cover and magnetic
cartridge at $119.50.

These may seem expensive at first, but not

when you consider your present and future
P invastment in records. And now that you
e know what record reviewers know,
doesn't it make sense to own what

Dual 1219 $175.00

Dual 1218, $139 50

United Audio Produdts, Inc., 120 So. Columbus Ave., Mt. Vernon, NY. 10553.

Exclusive U.S. Distributon Agency for Dual.
CIRCLE NO. 18 ON READER SERVICE CARD
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: e BOOKS RECEIVED

Compiled by Susan Larabee

® Vincenzo Bellini, Herbert Weinstock.
Alfred A. Knopf. New York, 1971, $15.00.
554 pgs.

Weinstock’s last completed work, this vol-
ume links Bellini’s life with those of Rossini
and Donizetti, and thus finishes the author’s
trilogy of bel canto composers.

® Talking 10 Myself. Pearl Bailey. Harcourt
Brace Jovanovich, Inc.. New York, 1971,
$5.95, 233 pgs.

Random anecdotes and comments on the
family. love, show business, her personal phi-
losophy. erc. Big print, wide margins.

® 4 Rage for Opera, Robert lawrence.
Dodd, Mead & Co., New York, 1971. $5.95.
176 pgs.

An overview of the last half-century of
opera, including discussion and criticism of
fads, singers. impresarios, designers, pro-
ducers, conductors, and anyone else the au-
thor finds memorable.

® FElvis, Jerry Hopkins. Simon and Schus-
ter, New York. 1971, $7.95, 448 pgs.

A biography of Elvis Presley. from Tupelo.
Mississippi sharecropper’s son to sellout at-
traction in Las Vegas. Lots of pictures — and
a complete horoscope.

® FEighteen Song Cycles, Lotte Lehmann,
Praeger Pub., New York, 1972, $6.95. 185
pgs.

The famous lieder singer’s interpretive
comments on frequently sung cycles by
Schubert, Schumann, Beethoven, and Strauss.
as well as by Berlioz, Debussy. Mahler, and
e Ravel.

You'’re looking at part of s A Hoover. Smithoanion - Tneitatiom
1 2 -
the Memorex Cassette Tape story. | [ uineen DC 19715275 pos

An extensively illustrated catalog of the
current  Smithsonian Institution exhibition
which surveys the development of musical
machines and the ways in which science and
technology have affected the performer and
the audience. Record players, juke boxes,
player pianos. radio, Moog synthesizer, erc.
Order from: The Superintendent of Docu-
ments, U.S. Govt. Printing Office, Washing-
Memorex Cassette Recording Tape can reproduce a pitch that ton, D.C. 20402.

shatters glass. And that proves we can record and play back
with exacting precision.

But, it doesn’t tell you we've improved signal-
to-noise ratio. Or that we've increased
high frequency response and sensitivity
over the tape you're probably using now.

For that part of our story, you'll just
have to listen to what happens when
you record and play back your favorite
music with our cassette tape.

And that’s just what we hope you do.

The rest you have to listen to.

® What Did They Sing at the Met?, Robert
J. Wayner, ed. Wayner Publications, New
York, 1971, $3.95 postpaid. 83 pgs.

Chronological listings of the roles sung by
some of the most famous members of the
Metropolitan Opera Company. both in the
opera house and on tour. Fascinating for
opera lovers. Order from Wayner Pub.. Box
871, Ansonia Station, New York, N.Y.
10023.

® Black and White Baby. Bobby Short.
Dodd, Mead & Co.. New York. 1971, $7.95,

| 304 pgs.
MEMOREX RecordingTape Bobby Short’s remarkably far-reaching
Reproduction so true it can shatter glass. memories, some happy. some bitter. of his

family, friends, hometown, and his childhood
introduction to show business. Sixteen pages
of photographs.
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All cartridges are different.
Empire cartridges are
more different than others!
Take atechnicallook
for yourself.

B = BN
) /! ‘v\rr?ague.

magnet magnet

insulator

How it works. show that an Empire cartridge 1000ZE/X and 999VE/X.) AUDIO

If you know how moving can give as much as 50 tmes the MAQAZINEsaid of t'he Empire
magnetic cartridges are made, you number of plays you_’d getfrom an cartridge outstandlng squa’r,e
can see right away how different ordinary cartridge without any waves . ..topsin separation. HIGH
an Empire variable reluctance measurable record wear! HI-F'I FIDELITY noted ‘.. .the sound is
cartridge is. With others, a magnet SOUND MAGAZINE summgd itup guperb. The performance data
is attached directly to thé stylus very well by callmgthe Emplrg isamong the very best.” While
50 that all the extra weight rests,on cartridge “areal hi-fi masterpiece STEREO REV!EW, who tested 13
your record. With Empire’s ...Aremarkable cartridge unllkely drfferent CartrldgeAs, (ated the
construction (unique of its type) to wear out discs any mecre rapldly Empyre tops of all in light-weight
the stylus floats free of its three ' than aAfea}ther held I|gyht|y against tracking.
magnets. So naturally, it imposes the spinning groove.’ X Designates newest improved version.
much less weight on the record
surface. SUperb performance' World Famous Long Playing Cartridges

The light-weight Empire -

Lessrecord wear. cartridge picks up the sound from @

Empire’s light-weight tracking the record groove with amazing
ability means less wear on the accuracy. Distortion is minimal. For further details write:
stylus, and less wear on your (None at all could be measured at Empire Scientific Corp.,
records. Laboratory measurements normal sound levels with Empire's Garden City, N.Y. 11530.  wmid. usa
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NOW—YOURS FROM COLUMBIA—AT TRULY

Any 8 stereo

{

(ﬁz Vols. 3 &4

CARNEGIE HALL

FOR ALL WE KNOW
Rainy Days and Mondays

Everybody s,& ‘

Everything My Prayer

I'm a Man Superstar
25 or 6 to 4 In Without Love P
PARRGT
[Cotunia) & =
209239 J 213728
TWIN-PACKS ’
Twice th it —yet
209726 Counts ax ane. seection 203919
[uoycoruns | YN BT THE MAMAS
Sl S&mﬁ" WHALES & mg,‘; :36\ ”D ZEPP. & THE PAPAS ;‘A'\I(I:T(s
TOGETHER NIGHTINGALES PEOPLE l;IKE us o s \\
PLUS Y Where You Black Do o 8o - T ‘\
Jenniter g‘v!alc‘:l ltrld Roc:cand R&)H Shovolmi i :glahgi’ll\';nl: “ \'\*‘
12 i Misty tapes—yet A 5\ Never
MoRe % Mountain Hop each counts \\\‘- My Love
2
{ELERTRA | (o wmal B LALAIT 5 MORE ::13?:'%:"0 [PARROT | [BELL]  rwionc 1arc
209981 210948 * 207522 210781 210138 210161
KRIS THE PARTRIDGE CARPENTERS ) ENGELBERT ARTHUR FIEDLER
KRISTOFFERSON P ROD STEWART H DINCK The Bostan P
THE SLUER TONGUED FAUP:!I!LY ELI['?SE TO YOU EVERTRICHRE UMPERDINC DONNY OSMOND b ‘5:‘:,,‘55’5‘;2;9’;
\ ANOTHER I s Supers <
Pos MAGAZINE We've TELLS A STORY 3 df ANOTHER Pucii Letnee & Mo //
Loving Her Was Easier i Woke Only PS¢ PLUS #
(Than Anything I'll &’VL" BJust Maggie He‘;n‘:e Ma"ls Thinge.
Ever Do Again) 8 MORE Y 3 egun {ae May roug! on't Mean
MONGHENT L’ziﬂing <1 moRe sl 110 MOREL & MORE Qz”“‘" msel':x?:! HGH ] - ey
207084 % 207993 206573 209536 210435 207100 211094 209932
TAMMY M TAMMY WYNETTE PSRN SLY & AY STEVENS*
- WYRETTE'S DDNNYwufh LDND ACK and GEORGE JONES VAN MORRISCN i\ 5, FAMILY STONE nEA$gsr HITS
Greatest L tVEoNe] ATH WE G0 TOGETHER SR Tupeio | | =3 ~=| | THERES ARIOY
: Donny j’ B Hone MANTOVANI GOIN' ON Everything
Hits N y| M Is Beautiful
§ Yol. 2 Go Away 2 MASTER ¥ ks TO LOVERS T o a
“Good Lovin' Littie Girl TODAY OF REALITY Wild EVERYWHERE y
. EJ; ﬁxbrg Can Love 9 MORE Early Morning Sunshine Embryo « Orchid { Night hy ‘S:vgilllexab:rﬂs;r;gu
92«;:: e N’ e he Cm:: .u?m:m“ @ MORE k mries T MORE N ore  [IONBOK ‘
207381 210211 207589k 208363 206771 210856 210112 210237 207456 *
T:E MDgDYdBI;}UES THE DOORS Jerry Lee Lewls Jlﬁ;’"xéxg“mx TUTHE - BOOJS RANgDLPH JERRY LEE LEWIS JIM
very Good Boy HOMER LOUIS
Deserves Favour “?JS;RRX’?.ISE;( wm'”b"::‘::g“w:;, Rainbow BEACH BOYS\ RANDOLPH, Il :IEAL?S:!S
Bridge | |-SURFSUP ¢ TARGUGH
DOLLY "-"S % THE NIGHT
DAGGER Don't Go Near PLUS Rose Garden
HEY BABY The Water 1 Won't Mention It Again
REPRISE | § MORE i ] B MORE coromar B MORE
211805 % 210153 208397 % 195727 206755
AROLE KING A JOHNNY CASH SIMON & ™™™ Ktin' SLY 2% ANG '
TAPESTRY GARFUNKEL Riche Frankling PERCY FAITH b
HIS GREATEST HITS. ¥ol.2 reatest Hits L
Iv's Too Late A Boy B%ﬁ&“ SPANISH + JESUS CHRIS Walk Away - 6 wORE
N Sus | 4
So Far Away "‘:"v;':m p froseed HARLEM / SUPELISSSTAR ‘
9 MORE Camelv'\'m PLUS What's the Buzz L tke & Tina Yurner
: y Jun(e'éanm) € C‘:’n’::["“ { Mosanna - 8 MORE W"(‘)?';{::;""
Coiiniz] 9 Mot ) ; U e |
203539 208868 196246 210260 210187 * 209445
| SAVOY BROWN JAMES TAYLOR CAT STEVENS RAY CONNIFF ANDY WILLIAMS MARTY ROBBINS'

STREET CORNER
TALKING

Devil Woman
PLUS Teli Mama
BLUE it's Too Late My Woman,
Le.i i Fm* 4 MORE HORIZON Bobby Superstar My Woman,
o McGee )\‘ Put Your My Wite
u've — Hand in Tonight
2 Friend 3 MRE * AW Moonshadow the Hand Cam%en

210146 *

3k Selections marked with a star are not available in reel tapes

MUD SLIDE SLIM

& THE

LWARNER BROS _ 11 MORE

202523

.
198986

TEASER AND THE FIRE CA

U= Peace Traine8 MORE

209114

209973

209544 %

Great Contemporary
Instrumental Hits

8 MORE

207571

207472

Greatest Hits, Vol. 3

{Cot maia}

8 MORE
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GREAT SAVINGS...

for
only

30

plus processing
and postage

if you join now and agree to buy seven selections (at regular Ciub prices)
during the coming year

Judy Collins-Living

Take your pick

- /\

/\ //
@

8-TRACK CARTRIDGES
OR

==
\T = =)

o

TAPE CASSETTES

¥

|

CHELSEA ' {
MORNING |

213629

THRee Dog NIGHT
HARMONY

0Old Fashioned Love Song
Family of Man

212852

210229

Yes, it's true! — if you join right now, you
may have ANY 8 of these stereo tapes for
only $2.86. Just mail the postpaid applica-
tion card provided (be sure to indicate
whether you want cartridges, cassettes or
reel-to-reel tapes). In exchange . . .
You agree to buy just seven tapes (at reg-
ular Club prices) in the coming year — and
you may cancel membership any time after
doing so.
Your own charge account will be opened
upon enrollment . . . and the selections you
order as a member will be mailed and billed
at the regular Club prices: cartridges and
cassettes, $6.98; reel tapes, $7.98 . . . plus a
processing and postage charge. (Occasional
special selections may be somewhat higher.)
You may accept or reject tapes as follows:
every four weeks you will receive a new
copy of the Club’s music magazine, which
describes the regular seiection for each mu-
sical interest . . . plus hundreds of alternate
selections from every field of music, from
scores of different recording companies.

. if you do not want any tape in any month,

just return the selection card always pro-

vided by the date specified

'THREE DOG NIGEE
NATURALLY

Joy lo!he rl
ML ABC 9 MORE

. if you want only the regular selection for
your musical interest, you need do abso-
lutely nothing — it will be shipped ta you
automatically

. if you want any of the other tapes offered,
just order them on the selection card
and return it by the date specified

. and from time to time we will offer some
special selections, which you may reject
by returning the special dated form pro-
vided ... or accept by simply doing noth-
ing — the choice is always up to you!

You'll e eligible for our bonus plan upon
completing your enroliment agreement — a
plan which enables you to save at least 33%
on all your future purchases! This is the
most convenient way possible to build a
stereo tape collection at the greatest sav-
ings possible! Don’t delay — fill in, detach
and mail the postpaid application today!

Columbia Tape Club
a service of

Columbia
House

Terre Haute Indiana 47608 A150/S72

7” REEL- TO REEL
TAPES

«‘Z
T,

TWIN PACKS
Twice the music - yet each
counts as one selection

Thmk Twice,

212654

Peter Nero
Summer
of 'l42

ForAll
We Know

Theme From
“Love Story”

yg"-bs

212159%

206631 3k 196709

TEN YEARS AFTER
A SPACE IN TIME
I'd Love to Change
the Wpid

NEW RIDERS OF
THE PURPLE SAGE

SOUNDTRACK)

! Bon't
Know You
Glendate

Train
8 MORE  (riimbiy

TBeasre
M é‘u\d’en

“ Tme song pertsrmed
=i by CARPENTERS

EVERYTHING YOU
ALWAYS WANTED TO
HEAR ON THE M0OOG*
Baero » Espana ¢ Cammen

Today's Great Hits
JOHNNY

Andre Kostelanetz

PLAYS

Questions # Malaguena
€7 and 68 S
; Hhut were
AU afraid to ask tor

%,

Eegmmngs
{ Make Me Smile &
8 MORE [GGLUMBIA]

oo

1 veis]

207977

208306 ¥ 209957 ¥

207563

207662

209791 %



NEW PRODUCTS

THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

Pioneer Stereo. Headphones

® PIONEER has introduced a pair of
lightweight stereo headsets that work
without an acoustical seal to the ear.
The earpieces, each of which contains a
1Y2-inch plastic-film diaphragm, are fit-
ted with acoustically transparent fabric-
covered cushions that rest directly on
the ear. The backs of the earpieces—
covered with conical metal screens —are
acoustically unenclosed, leaving the
rear radiations of the diaphragms open
to the air. The earpieces slide along
metal extensions of the headband for
adjustment to fit. Both headsets are de-
signed to be driven by headphone jacks

intended for loads of 4 to 16 ohms im-
pedance. and each set has a power-han-
dling capability of 30 milliwatts per
channel. Sensitivity is on the-order of
0.4 volt for an output of 108 dB. The
connecting cable is approximately 8 feet
in length and terminates in a standard
stereo phone plug. The de luxe headset.
the SE-L40 (shown) weighs 8 ounces
and has metallic-finish earpieces. The
SE-L20, very similar in appearance but
with some parts of plastic finish, weighs
7.2 ounces. Prices: SE-L40, $39.95:
SE-1.20, $29.95.

Circle 115 on reader service card

Revox A77 Dolby Tape Deck

® Revox offers the new Model A77
open-reel tape deck with built-in Dolby
B noise-reduction circuits for simulta-
neous stereo record and monitoring
through the Dolby system. The A77, a
three-head, three-motor machine with
solenoid controls, is a quarter-track
deck with two operating speeds (7Y2
and 3%s ips) in its basic configuration.
The Dolby circuits afford a 6-dB mea-
sured increase in signal-to-noise ratio—
up to 67 dB at 7Y2 ips and 64 dB at 3%,
ips. referenced to a recording level that
produces less than 2 per cent harmonic
distortion—and a somewhat greater
subjective improvement. The usual
Dolby calibration adjustments are pres-
ent, as well as a built-in oscillator to
record a standard Dolby-level test tone
on the tape, and a switchable multiplex
filter to prevent the 19-kHz pilot tone of
stereo FM broadcasts from interfering
with the Dolby action. The Dolby cir-
cuits can be switched in and out on the
front panel.

Frequency-response specifications for
the Model A77 are 30 to 20,000 Hz
(7Y2 ips) and 30 to 16,000 Hz (3%4 ips),
both +2. —3 dB, with the recommended
3M Type 203 tape. Weighted wow and
flutter are 0.08 per cent at 7Yz ips and

0.1 per cent at 3%4 ips. Reels up to 10V
inches in diameter are accepted. The
two front-panel microphone jacks are
switchable for low- or high-impedance
microphones; the other inputs are the
standard line and an additional pair.
labeled RADIO, with a sensitivity of 2.5
millivolts for European tuners. The two
recording-level controls can be switched
independently between any of these
inputs. Sound-on-sound facilities are
also provided. The playback controls
are volume, balance. a playback-mode
selector. and a tape-monitor switch. The
transport has automatic end-of-tape
shutoff and a tape-drive disengager for
editing. The capstan motor speed is
electronically controlled to be insensi-
tive to fluctuations in line voltage and
frequency.

In a walnut cabinet. the standard
A77 measures about 16Ya x 14Y1 x 8Y2
inches, exclusive of reels. Price of the
Dolby deck: $799. The Model A77 is
available with numerous options at ex-
tra cost. Among these are half-track or
full-track heads, 15-ips speed, variable
pitch, remote control. built-in power
amplifiers and monitor speakers. and a
portable carrying case.

Circle 116 on reader service card

Teac AS-100 Integrated Amplifier
and AT-100 Stereo FM Tuner

Teac AS-100

® TEAC offers an integrated stereo
amplifier and a stereo FM tuner styled
to complement in appearance the Teac
line of open-reel tape decks. The AS-
100 amplifier is rated at 30 watts contin-
uous power output per channel (8-ohm
loads. both channels driven), with har-
monic and intermodulation distortion
both under 0.2 per cent at rated output.
Signal-to-noise ratios are 70 and 80 dB
for the phono and high-level inputs. re-
spectively. Frequency response is 10 to
50,000 Hz =1 dB. The Model AT-100
tuner, which employs ceramic filters in
its i.f. section. has an IHF FM sensitivi-

ty of 2 microvolts, a capture ratio of
better than 1.5 dB, and over 65 dB al-
ternate-channel selectivity. Frequency
response is 50 to 15,000 Hz =1 dB.
with stereo separation at least 40 dB at
mid frequencies and 20 dB at the ex-
tremes. Image and i.f. rejection both
exceed 90 dB., and AM suppression is
more than 50 dB.

The AT-100 has signal-strength and
channel-center tuning meters. automatic
mono/stereo switching with stereo indi-
cator light, and switchable interstation-
noise muting and high-frequency blend

(Continued on page 22)
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+§{ Wollensak 3m
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Wollensak 2/4 chcmnel deck
deserves your stereo system

All four channels of the new Wollensak will help
keep your stereo system as updated tomorrow as it is today.

True quadrasonic sound coming
right at you and all around you
through your 4-channel system.

If you're already into 8-track with
a unit in your car, this Wollensak
8054 pre-amp deck also plays
your present 2-channel stereo
cartridges. Either way, its precise
engineering and component design
make it a perfect match for your
stereo system. And a sound

4-channel investment for its future.

With the Wollensak 8054’s
fast-forward control, you can

MARCH 1972

quickly find the selection you want
to hear. This deck also features
a special channel selector key,
automatic programming for
2-channel or 4-channel playback,
illuminated program and track
indicators and special long life
high torque AC motor. Full
frequency response is rated at
30-15,000 Hz with a.truly
outstanding signal-to-noise ratio
of 52 db.

Sound expensive? Not at all. This
4-channel deck is so reasonably

CIRCLE NO. 53 ON READER SERVICE CARD

priced, you won’t have to wait
any longer to enjoy true
quadrasonic sound.

Nobody knows more about
sound-on-tape or has more
experience in tape recording than
3M Company.

So, make tracks to your nearest
dealer and hear why the Wollensak
8054 deserves your stereo system.

Uollensak 3M

3M CENTER . SA(NT PAUL MINNESOTA 55101
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NEW PRODUCTS

THE LATESTIN
HIGH-FIDELITY
EQUIPMENT

Teac AT-100

for cancellation of hiss frequencies.
Both fixed and variable outputs are pro-
vided. The AS-100 amplifier has inputs
to accommodate two record players.
tuner, and two auxiliary high-level
sources. The tone controls are separate
for each channel, with ranges of =10 dB
at 100 (bass controls) and 10,000 (tre-
ble controls) Hz. Two pairs of speakers
are independently controlled by lever
switches, as are tape monitoring, low-
and high-cut filters, and loudness com-
pensation. The filters have 6-dB-per-
octave slopes and act below 100 Hz

and above 8,000 Hz. The Iloudness
boosts both low and high frequencies
at low settings of the volume con-
trol. Tape inputs and outputs are du-
plicated on the front panel with phone
jacks. and there is a stereo headphone
jack for 8-ohm phones. Both units have
identical dimensions: approximately
16%4 x 5%2 x 13 inches. Prices: AS-100
amplifier, $299.50: AT-100 tuner.
$229.50. Decorative teak side panels to
fit both will be available as an optional
extra.
Circle 117 on reader service card

Heathkit Model AD-110
Stereo Cassette Deck

® HEATH has introduced the industry’s
first stereo cassette deck in kit form
—the Model AD-110. The transport
mechanism comes completely preas-
sembled and aligned, with chassis as-
sembly and wiring of the electronics left
to the builder (most of the latter are
contained on a single printed-circuit
board). Once completed, the kit con-
tains built-in test circuits that work in
association with the recording-level
meters to check the deck’s electrical
performance and make final adjust-
ments. Instructions are given for setting
the recording bias for optimum perfor-
mance with standard cassette tapes or
the chromium-dioxide formulations.
Record-play frequency response of
the AD-110 is 30 to 12,000 Hz =3 dB.
and the signal-to-noise ratio is 45 dB.

Wow and flutter are under 0.25 per
cent. A C-60 cassette can be wound or
rewound in less than 2 minutes. The
transport controls are of the latching
push-key type and include a PAUSE func-
tion: other front- and top-panel facilities
are dual recording-level meters and con-
trols, microphone inputs (for low-
impedance mikes), a resettable index
counter, and an a.c. power switch. In
the rear are the outputs and inputs, with
the sensitivity of the latter separately
adjustable for the two channels. There
is an automatic end-of-tape shutoff.
Overall dimensions of the deck are
13%s x 3Ys x 11 inches, including its
wood side panels. Kit price: $119.95.
Low-impedance microphones are avail-
able for $19.95 (the pair) additional.
Circle 118 on reader service card

Prokit AM-6 Stereo Mixer

® GATELY ELECTRONICS has intro-
duced a professional-quality stereo mix-
er (the Prokit SM-6) for microphone
and line inputs. It is available in kit or
factory-assembled form. Most of its in-
ternal construction is based on printed-
circuit boards with plug-in integrated
circuits, Eight front-panel gain controls
govern six input channels, switchable
between microphone and line inputs,
and two output channels. Two meters
with standard VU characteristics regis-
ter the output levels. The first four input
channels can be switched to either of
the output channels or mixed into both.
Inputs 5 and 6 can be switched to an
RIAA characteristic to accept a mag-
netic phono cartridge.

Typical performance specifications

for the SM-6 include a frequency re-
sponse of 30 to 15,000 Hz +0, —1 dB
for the low-level inputs and harmonic
distortion of 0.05 per cent or less for a
2-volt output. Noise is down 95 dB or
more for high-level inputs. The gain of
the microphone inputs is adjustable by
means of rear-panel switching. Line
inputs have 100,000-ohm impedances
and microphone input impedance is 150
ohms (balanced). Output impedance is
under 50 ohms. The dimensions of the
SM-6 are 17 x 3Y2 x 9 inches, metal cab-
inet included. Prices: kit $249; assem-
bled $499. Various accessories such as
equalizers, echo devices, and rack-
mounting facilities will be available from
the manufacturer.
Circle 119 on reader service card

Ampex 362 C-40 Cassette

® AMPEX’s 362 Series of extended-
range cassettes has been enlarged to
include a C-90 and the industry’s first
C-40. Ampex judges that a 40-minute
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cassette will appeal to many who regu-
larly record programs of intermediate
length, and that it will more closely cor-
respond to the playing times of many
LP records being produced today. The
362 Series cassette tape has an oxide

coating especially formulated for opti-
mum density and smoothness. Prices
for the new cassettes: C-90 (362-90),
$3.95; C-40 (362-40), $2.25. The origi-
nal 362 C-60 remains $2.95.

Circle 120 on reader service card
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After the monthly

breakthroughs and
revolutions in speaker
design, how come

the Redilinearlli
still sounds better?

Figure it out for yourself.
More than five years ago,
without much fanfare, we came

neered but basically quite
straightforward floor-standing
speaker system. It consisted of
six cone speakers and a cross-
over network in a tuned enclo-
| sure; its dimensions were 35" by
18” by 12” deep; its oiled wal-
nut cabinet was handsome but
quite simple.

That was the original Recti-
linear Ill, which we are still sell-
ing, to this day, for $279.

Within a year, virtually every
l hi-fi editor and equipment re-
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out with a very carefully engi- |

viewer went on record to the
effect that the Rectilinear lll was
unsurpassed by any other
speaker system, regardless of
type, size or price. (Reprints still
available.)

Then came about forty-seven
different breakthroughs and
revolutions in the course of the
years, while we kept the Recti-
linear Il unchanged. We
thought it sounded a lot more
natural than the breakthrough
stuff, but of course we were prej-
udiced.

Finally, last year, we started to
make a lowboy version of the
Rectilinear lIl. It was purely a
cosmetic change, since the two
versions are electrically and
acoustically identical. But the

CIRCLE NO. 40 ON READER SERVICE CARD

new lowboy is wider, lower
and more sumptuous, with a very
impressive fretwork grille. It
measures 28”7 by 22" by 124"
deep (same internal volume) and
is priced $20 higher at $299.

The new version gave Stereo
Review the opportunity to test
the Rectilinear lll again after a
lapse of almost five years. And,
lo and behold, the test report
said that “the system did an es-
sentially perfect job of duplicat-
ing our “live music” and that both
the original and the lowboy
version “are among the best-
sounding and most ‘natural’
speakers we have heard.” (Re-
prints on request.)

So, what we would like you to
figure out is this:

What was the real break-
through and who made it?

For more information, includ-
ing detailed literature see your
audio dealer or write to Recti-
linear Research Corp., 107
Bruckner Blvd., Bronx, N. Y.
10454,

Rectilinearlll
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Amplifier Power and Speaker
Performance
Can a powerful amplifier, say 40
e OF more watts per channel rmms,
be damaged by driving a high-efficiency
speaker that requires only a few warts?
Also, when a speaker's minimum power
requirement is, say, 20 watts and its
maximum 100, what changes take place
audibly and technically as the power
level is increased, assuming that the
amplifier’s distortion remains low?
JEAN FABER
Los Angeles. Calif.

To answer the first part of your

e question. | cannot conceive of
any situation where damage to a high-
output amplifier could result from driv-
ing a high-efficiency speaker. Of course.
the speaker could be damaged if its
power-handling capability is exceeded
by the amplifier. In regard to a speak-
er’s minimum and maximum power rat-
ings, we are confronted with distortion

at both extremes: in one case. it’s that
of the amplifier. and in the other, it's
that of the speaker. If an amplifier has

inadequate power to drive a given
speaker. the amplifier will be driven into
clipping, meaning that it will produce a
raspy type of distortion on loud peaks
that sounds something like that caused
by a phonograph stylus tracking im-
properly. (A sine-wave test signal with
slight and severe overload clipping dis-
tortion is shown in the above oscillo-
scope photos.) The amplifier will also be
unable to handle low bass passages and
the distortion produced will inevitably
result in a generally unpleasant listening
experience.

In general. the harder the drive ap-
plied to any component, electronic or
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mechanical, the greater its distortion.
But the distortion usually does not be-
come significant until the component is
approaching its maximum rating. In
regard to speaker systems, the drivers
distort in different ways. In a three-way
system, the woofer when overdriven
will “*double” or “‘triple” —that is, it will
turn a pure 50-Hz tone, for example,
into a mixed 50-Hz. 100-Hz, and 150-
Hz tone. because of the large amount of
second- and third-harmonic distortion
generated. Or a rattling sound may be
produced by the voice coil striking part
of the magnet structure. Overdrive of
the mid-range usually produces a raspy
quality in the sound, while overdrive of
a tweeter may not have audible re-
sults —the tweeter will simply and quiet-
ly burn out.

Frequency-of-Repair Records
I would love to see a poll of your
o subscribers and the subsequent
publishing  of  frequency-of-repair  re-
cords on stereo components. 1 would
like to know which brands hold up and

which break down.

LLARRY SULLIVAN
New York City

Such a poll might be interesting.

« but it would unfortunately serve
little purpose. | do not know of any
component manufacturer still in busi-
ness who over the years has consistent-
ly produced bad products. And. con-
versely. 1 do not know of any compo-
nent manufacturer who has not at some
time had at least one loser in his line. If
the design of a product reaching the
market is such that it acquires a bad
repair record. you can be sure that if the
maker is not able to set things right in
the middle of the production run. he
certainly will correct the design faults
when the new model appears. There-
fore, it won’t help a consumer to know
that last year’s model of Brand X tended
to break down while Brand Y played on
forever. This year it’s conceivable that
the situation will be just the reverse. |

would judge that, for all their complexi-
ty, audio components have a frequency-
of-repair history at least as good as any
other product used in the home. and
probably better than most. And you are
certainly not liable to find record play-
ers and tape recorders that are unsafe at
any speed.

Cassette Testing

How can I tell without testing
o equipment which of the cassette
brands or types would be best for my
particular cassette deck? Is there some

rule of thumb I can use?
NicHoLAs HARDIN
Concord, Mass.

The best rule of thumb is to fol-

e low the manufacturer’s recom-
mendations. It is easy. however, to
check how well any particular cassette
tape will do on your machine. Simply
take a record with good clean high-fre-
quency response and intervals of si-
lence —such as might be provided by a
string quartet or a folk singer with gui-
tar—and record it onto a cassette. care-
fully noting the points at which the re-
cord-level meter goes into the red and
to what degree. (You might also try de-
liberately recording at too high a level
for certain passages to see what the au-
dible effects are.)

Now, rewind the cassette and play it
back synchronized to the original re-
cord. By using the monitor switch on
your amplifier. you should be able to do
an A-B comparison between the sound
on the cassette and the original sound
on the record. Listen for the amount of
hiss, the high-frequency reproduction,
and the distortion on loud sections.
Some brands or types of cassettes will
be substantially better in all of these
areas on your machine than others. In
any case, you'll not have wasted your
money on the brands or types that are
not optimum. since they will certainly
be usable for noncritical recordings.

Big vs. Little Speakers Addendum
The graph below was inadvertently
omitted from my Q & A column last

month. [t shows the frequency re-
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sponses of two speaker systems. The
large one has a substantial bass rise
which provides a sort of Fletcher-Mun-
son loudness compensation when the
system is played at low levels. The
bookshelf system. with a flatter bass
response, appears to lack bass at low
volume levels.
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Most cassette manufacturers tell
only half the story.
/

Here's the other half.

Most cassette manufacturers tell you how great their Noise tape cassettes were shown under laboratory
tape is. What they forget to mention is that the tape is conditions to be unsurpassed for overall consistency.

only as good as the “shell” it comes in. Even the best Like most cassettes, Maxell comes with a lifetime

tape can get mangled in a poorly constructed shell. guarantee. Unlike most cassettes, you never have to
That's why Maxell protects its tape with a precisely return a Maxell.

constructed shell, made of lasting, heavy-duty plastic. Buy a Maxell and get both halves of the cassette
Unlike other cassettes that use fixed guide posts, story: the sound and the shell.

Maxell uses nylon roller guides held with stainless ‘%

steel pins. These provide virtually friction-free tape
movement and eliminate a major cause of skipping,
jumping and unwinding.

The tape never comes loose from the hub be-
cause it is anchored in two places—not one.

A tough teflon (not waxed paper) slip sheet keeps
the tape-pack tight and flat. No more bent or nicked
tape to ruin your recording.

Maxell doesn’t use a welded seal but puts the cas-
sette together with precision screws.

As for the tape itself: in the September, 1971, issue
of Stereo Review, both our Ultra-Dynamic and Low

‘maxell

The answer to all your tape needs.
Maxell Corporation of America, 501 Fifth Avenue, New York, N.Y. 10017

(£
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F R E E ! Edition

NEW Radio Shack
Electronic Accessories
and Parts Catalo_g

TALOS
1972 ’WNH: PARTS & Iﬂﬂwl.g oA’ 45

"1000’s of Items
100’'s of Exclusives

THE buying guide for kit builders.
Hams, CB'ers, installers, experi-
menters, fix-it men, hobbyists, elec-
trictans, anyone In electronics in any
way. It lists 1000's of things most
stores don't stock. Things that keep
equipment working, or make it work
even better, or do even more. Use
this catalog to find what you need.
then go to our store near you and
get it. Or you may order by mail.

ELECTRONICS FROM A to Z
AND MUCH MORE!

ANTENNAS NEEDLES
BATTERIES OSCILLATORS
CAPACITORS P-BOXES

DIODES QUADRACS
EDUCATIONAL KITS RESISTORS

FIBER OPTICS SEMICONDUCTORS
GRILLE CLOTH TELEPHONES

HI-FI SPEAKERS ULTRASONIC ALARMS

IC’'S VHF ANTENNAS
JACKS WIRE

KNOBS XENON STROBE
L-PADS "Y' ADAPTERS

MIKES ZENER DIODES

INCLUDING OUR SCIENCE FAIR
AND KNIGHT-KIT LINES

Get a copy at your nearby store —or send
in coupon today!

_——,,——— 7
L Lowswa O 5714

M A TANOY CORPORATION COMPANY |

2725 W. 7th St., Fort Worth, Texas 76107 |

Send Free 1972 Accessories & Parts
Catalog #215
Please PRINT Cilearly

Name

Street or Rte. & Box

|

|

|

Apt. # l

l

|

City. |
|
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AUDIO
PASICS

By RALPH HODGES

RECORD CARE

PARTICLE for particle, dust is a surprisingly hard substance. Still, it would
pose no special threat to the phonograph record if it were not ground
forcibly into the soft vinyl material by the playing process. Every micro-
scopic collision between diamond stylus and dust particle leaves behind
some new contribution to the sound in the groove —a “‘tick.” *‘pop.” or crac-
kle —that will be heard at every subsequent playing. The goal of record
cleaning is therefore to remove as much dust as possible jist before the
record is plaved, and to keep more from accumulating thereafter through
the use of a dust cover over the player and the dust jacket over the disc.

I prefer to use two record-cleaning devices —one to brush off heavier
concentrations of debris before the tone arm is lowered onto the disc, and
the other to keep the surface clean as the record plays. A number of com-
mercially available products will serve the first purpose satisfactorily. as
will a simple velvet pad made of two circles of the fabric sewn together
around some cotton stuffing. The velvet pile is reasonably effective in pene-
trating the grooves and dislodging trapped material. If the record is cleaned
on a rotating turntable, the pad can be held almost stationary and used to
guide the dust toward the center or outer edge. Many audio and record
stores sell similar pads or brushes with plush piles; the Discwasher kit, for
example, has a brush with a slanted pile to get under and lift up particles.

The second device is a classic among audio enthusiasts: the C. E. Watts
Dust Bug. This consists of a nylon-bristle brush and a small plush-pile cyl-
inder affixed to the end of a Plexiglas “‘arm’ about seven inches in length.
The arm pivots on a vertical pin anchored to the turntable’s motorboard by
a suction cup (a bit of rubber cement will help if the suction cup doesn’t
“take™). In effect, it is a second tone arm that tracks (and cleans) the re-
cord just before the cartridge plays it, the bristles dislodging and the plush
collecting the dust particles. On most turntables it can be conveniently
mounted on the opposite side ot the platter from the playing arm. (C. E.
Watts products are distributed in the U.S. by Elpa Marketing, New Hyde
Park, New York 11040. The two Watts booklets on record care are also
recommended.) The record brushes that come mounted on many Stanton
and Pickering cartridges are designed to do much the same thing.

All of the record-cleaning devices named, and most others, come with
some sort of fluid to assist the cleaning process or neutralize dust-attracting
static charges on the record surface. I'il have to leave the use of these sub-
stances to each man’s discretion. The danger with any of them is the possi-
bility that they will leave a gummy residue behind — or even stir up a sort of
mud composed of dust and liquid — that will prove worse than the disease it
was meant to cure. Fortunately, most responsible manufactures point out
that their fiuids should be used very sparingly. From personal experience, |
can issue a strong warning against using liberal quantities of anyrhing —
except, possibly, distilled water —on a record surface.
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Awvailable direct from the publisher:
This magnificent 54 volume set of Great_ Books.

[ B

You get all volumes now...pay later on convenient budget plan.

If you think there’s more to life than
your everyday activities. If you want to
know more, do more, be more than you
are ... the Great Books are for you.

These are the writings of Plato,
Homer, Cervantes, Tolstoy, Dostoevsky,
Freud, Rabelais, Aristotle, Shakespeare,
and many, many more. They contain just
about every important thought of
Western Man for the past 3,000 years!
The Great Books were published in
collaboration with the University of
Chicago by Encyclopaedia Britannica.
There are 54 beautifully bound volumes
containing 443 masterpieces by 74 of
the world’s greatest thinkers.

$1,000,000 Syntopicon included.
With the Great Books you get an
amazing reference work that required 8
years and more than $1,000,000 to write.
It’s called the Syntopicon and it indexes
over 163,000 references to 1deas and
topics in the Great Books. So, in minutes,
you can look up any idea and find what
each of the great thinkers thought.

Also available with the Great Books
are the handsome 10-volume reading
plans. And you may also get the remark-
able 10-volume set called Gateway to
the Great Books.

Certainly the Great Books belong in
the home of every thinking person.

Let us send you
more information. FREE
To learn more, just fill out and mail the
attached card. If card is missing, write
to Great Books, 425 N. Michigan Ave.,
Dept. 900-S, Chicago,

Illinois 60611. i - —
You will receive a GREAT
full-color, 16-page @ BOOKS ||
booklet describing
the Great Books in
detail. -t
There 1s no cost or 29
obligation. You don’t [
even need a stamp.
Do it now.

Wt (e menaamg.
SYNTOPICON



From Rock toBachin 0.25 Seconds

Sony can't stop those little family arguments. But we can make
them more worth winning. Ard a flip of Sony's unique, knab-
and-lever dual selector switch gets the winner into the music of
his choice just a little quicker than an ordinary, single-knab
selactor. Because until your fingertips unleash the STR-6065
receiver's performance, it might as well not be there.

So we didn't just engineer our circuits and cur switches. We
human-engineered them. For instance, in ncrmal FM-stereo
operation, all the 6065's levers make a neat row, and all its kneb
indexes point straight up; any control that's out of place shows
up immediately.

¥ou, who have no doubt adjusied to the crotchets of your
current equipment (and perhaps even love them), may not think
this much. Julian Hirsch, who must re-adjust to every new com-
ponent that he tests, commended it: "Most receivers and ampli-
fiers are surprisingly deficient in ease of use. Scony is to be
congratulated.”

With performance this accessible, the 6065 had better
perform. And it does: 2.2 uV IHF sensitivity ("1.9 uV,” says
Julian Hirsh) gets you the weak FM signals; an FET front
end prevents overloac from strong ones. And our high selec-
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tivity makes tuning easier. If you find those stations easier to
listan fo, you might also credit our direct-coupled amplifier
ciicuitry. It's supplied with both positive and negative vol-
tages (not just positive and ground), so we don't have to put a
coupling capacitor between the speakers and the amplifier
And, so that we can maintain full power (255 watts IHF, 160
wafts RMS into 4 ohms; 220 watts IHF, 140 watts RMS at
8 ohms) ar all the way down to 20 Hz at 50 watts RMS per
channel.

Which brings up anotter way we made the 6065's perfor-
mance mare accessible 10 you: the price. And if its moderate
price isn't accessible enough, we also make a lower-priced
model, the B8055. Its power is a little less (145 watts rather than
255 watts) as is its rated sensitivity (2.6 uV instead of 2.2). But
its otherwise almost identical.

50 perhaps we can salve those family squabbles after all: a
8065 for yourself, and a 6055 for your son.

Sony Corp. of America, 47-47 Van Dam St., Long Isiand City, N.Y.

SONY6065,/6055
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" TECHNICALTAIK

"~ By JUUAN D HIRSCH

® LOW-LEVEL AMPLIFIER DISTORTION: Some
time ago | received a letter from Reginald William-
son, one of the equipment reviewers for the distin-
guished British publication Hi-Fi News, question-
ing my favorable review of a certain moderately
priced stereo receiver. As he correctly stated, this
receiver’s audio distortion, which was low at pow-
er outputs of a watt or more, increased steadily
at lower power levels. My own measurements
showed 0.13 per cent intermodulation (IM) distor-
tion at 10 watts, | per cent at 10 milliwatts, and
2.4 per cent at | milliwatt output.

In Mr. Williamson’s view, this characteristic
(which is more or less common to almost all amph-
fiers and receivers) is undesirable—and 1 certainly
agree. We differ, though, in our subjective reaction
to its effects. He described the sound of this re-
ceiver as ‘“‘foul,” while I found it quite acceptable.
if not exactly *‘state of the art.”” Naturally, | was cu-
rious as to the reason for the diametrically oppo-
site conclusions we had reached regarding this
unit, especially since there was no disagreement

therefore about 46 dB below the average program
level, corresponding to a 34-dB sound-pressure
level in the listening room. By shutting off all appli-
ances in the house (including a freezer in the next
room), | was able to reduce the ambient (back-
ground) noise level in my listening room to 34 dB.
But with any activity, human or mechanical, else-
where in the house, the noise level was appreciably
higher.

Thus, it appears that the IM distortion level —in
the acoustic form in which it reaches the listener —
is comparable to (and usually much less than) the
normal background noise level. With due allow-
ance for the simplistic nature of my measurements
and various assumptions (and for the psycho-
acoustic factors that make IM distortion far more
objectionable than a much louder random noise
level). this suggests to me that low-level distortion
may be masked by ambient noise and therefore be
inaudible under practical listening circumstances.

Although listening levels of 80 dB or even higher
are occasionally used by audiophiles, | suspect

regarding the electrical charac-
teristics that we both checked.

First of all, Mr. Williamson
considers 100 milliwatts out-
put as a typical power level for
a reasonable listening level.
After making some tests with
the aid of a sound-level meter,

TESTED THIS MONTH

Dual 1218 Automatic Turntable
Panasonic SA-6500 Receiver
B & O Beovox 5700 Speaker
Empire 1000ZE/X Phono Cartridge

that most people would find a
70 dB level much more com-
fortable. This would require
10 milliwatts of audio power,
and the | per cent IM distor-
tion of the receiver under dis-
pute at that level would pro-
duce a sound-pressure level of

I was inclined to agree. With
speakers of moderately low effictency used in my
home listening room, I found that an 80-dB sound-
pressure level (average) at an eight-foot distance
from the speakers was about as loud as I could tol-
erate when listening to music. At this level. con-
versation, without shouting, was out of the ques-
tion. Measuring the average voltage being fed to
the speakers, | determined that 100 milliwatts was
indeed a ‘‘realistic’’ level by any reasonable listen-
ing standards.

The receiver in question, at 100 milliwatts, has
0.4 per cent IM distortion. The IM products are

MARCH 1972

30 dB—far below any practi-
cal home ambient-noise level. The use of low-efh-
ciency acoustic-suspension speaker systems would
result in a further reduction of distortion, since
they require several times as much power input for
a given sound level, and the amplifier would be
operating in an area where its distortion would be
somewhat less. Conversely, a high-efficiency speak-
er, driven at a l-milliwatt signal level, might re-
produce the 2.4 per cent distortion of this amplifier
in audible form. It appears that the widespread
use of low-efficiency speakers, at least in this coun-
try, may have served to conceal this form of distor-
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tion —fortunately for the manufacturers of some
less-than-distinguished amplifiers.

Incidentally, Mr. Williamson believes that low-
level distortion is responsible for the so-called
“transistor sound” that supposedly distinguishes
solid-state from vacuum-tube amplifiers (most of
which were not troubled by a rise in IM distor-
tion at low power levels). Perhaps this was so in
the infancy of solid-state amplifiers, but in my view
it is now a dead issue. | don’t think there is any
such thing as ‘“transistor sound” with modern
solid-state amplifiers, unless one refers to their
vanishingly low distortion, very wide bandwidth,
and superior overload characteristics —all of which
are well beyond the state of perfection achieved by
some of the most respected tube amplifiers. The
average medium-price transistor amplifier today is
far superior in these respects to the best commer-
cially manufactured vacuum-tube amplifiers of
yesteryear.

I offer the preceding hypothesis in the hope that
someone with a strong background in psycho-
acoustics (the key to the whole problem, | am

sure) will come forth and either confirm it or prove
me wrong. | would prefer either conclusion to the
mysticism and guesswork currently prevailing.

In any case, whatever the audible significancé of
low-level distortion, it is completely absent from
most high-quality component amplifiers. Checking
our test files, I find that most receivers priced be-
low $300 exhibit an appreciable rise in distortion
at low power levels, but most of them are some-
what better than the unit Mr. Williamson cites.
Many of the newer receivers selling for over $350
are almost completely free of this effect. If you
consistently hear an unpleasant distortion at mod-
erate-to-low listening levels, there /may be some-
thing wrong with your equipment. But by all means
try listening to different FM stations or phono-
graph records (and don’t overlook the possibility of
an inadequate phono cartridge) before condemning
your receiver cr amplifier. It is my experience that
the vast majority of commercial program sources
are far inferior, in frequency response, distortion,
and noise leveis, to even moderately priced home
equipment.

FQUIPMENT TEST REPORTS

By Hirsch-Houck laboratories

Dual 1218 Automatic Turntable

® THe New Dual 1218 deluxe automatic turntable is
the model priced immediately below the deluxe top-of-
the-line 1219. The 1218 shares many features with the
Model 1219, such as a tone arm that pivots within two
concentric gimbal rings. a high-torque synchronous motor
with speed unaffected by line voltage or load changes.
and a cueing control with silicone-damped motion in both
directions.

The Dual 1218 is somewhat smaller than the Model
1219, with chassis dimensions of 10%1 x 13 inches (as
compared with 12 x 14%4 inches for the Model 1219).
Its one-piece non-ferrous cast and machined platter is
10%s inches in diameter and weighs 4 pounds (against
the 12-inch, 7-pound 1219 platter). The tone arms of
both units are of similar design: the 1218 arm is Y2 inch
shorter, but it is still very much a ““full-sized™ arm for an
automatic turntable. Another obvious difference be-
tween the two players is the method of compensating for
the change in vertical tracking angle when playing a sin-
gle record. or a stack in automatic operation. In the
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1219, the entire arm assembly is moved up and down to
maintain the correct 15-degree angle on one record or at
the center of a stack of six. The 1218 accomplishes the
same thing. apparently with equal effectiveness, with a
small knob on tke side of the plastic slide-in cartridge
holder. Marked S and M for single or multiple play. it
tilts the cartridge slightly on its mounting in the vertical
plane. Since the effective center of rotation corresponds
to the position of the stylus tip, there is no change in sty-
lus overhang.

The Dual 1218 has the same anti-skating correction
system as the 1219, with a control knob on the motor-
board and separate calibrated scales for conical and ellip-
tical styli, which require different anti-skating corrections.
The scales, which correspond to the tracking force used,
cover a range of 0.5 to 5.5 grams for conical styli and
0.25 to 3.5 grams for elliptical styli. The arm is balanced
by an elastically damped. threaded counterweight, with
click stops for easy adjustment. The tracking-force dial,
which is part of the pivot assembly. turns a coiled spring
to apply a downward force to the pickup. It is calibrated
at 0.25-gram intervals from 0.25 to 5.5 grams.

The Dual 1218 is a three-speed machine (33V3, 45.
and 78 rpm). with a vernier control providing a total ad-
justment range of about 6 per cent at each nominal
speed. A separate record-size selector indexes the arm
for 7. 10. or 12-inch records. The basic operating control
is a single lever, which is moved to the left to start the
motor and index the arm for both single and multiple-
play modes. When moved to the right, it shuts off the

(Continued on page 34)
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54 The Dress Knit.
Everythmg you love about a
sport shirt in a dress shirt.

I Y]

We have a new dress shirt that feels like a sport shirt. All this, of course, would mean very little if the shirt
weren't absolutely fantastic to behold. But it is. The colors

You can wear it out to dinner or anyplace fancy. Yet it’s as

comfortable as a shirt you'd play golf in. Because like a are bright, the patterns are handsome, the styling is

golf shirt, it’s a knit. And shirts that are knit are a whole bold and contemporary. You'll be as elegant as the sharpest

lot more comfortable than shirts that aren’t. dresser in the fanciest restaurant in town. The only differ-
They move as you move, stretch as you stretch. They ence 1s,you'll be a whole lot more ,_Arr OW>

drape better, too, giving you a trimmer, neater look. comfortable. A diision of Cluett, Peabody & Co.. Inc.

The Dress Knit by Arrow, the colorful white shirt company.



motor. and the arm returns to its rest. The 1218 can also
be used in a fully manual mode. since lifting the arm off
the rest and moving it toward the record starts the motor
automatically. The machine is completely jam-proof, and
the arm movement can be stopped at any point in the
change cycle without either causing problems or risking
damage. '

Two record spindles are provided: a short single-play
spindle that rotates with the turntable. and a multiple-
play spindle that will hold up to six records of the same
size and speed. The metal platter is covered with an
anti-static mat, with raised ribs that contact the record
only at its outer diameter. The viscous-damped cueing
control functions in both single- and multiple-play
modes. The price of the Dual 1218 is $139.50. Walnut
bases are available in several styles, starting at $10.95.
Plastic dust covers are additional.

® Laboratory Measurements. The tracking-force calibra-
tion of the Dual 1218 was very accurate at low forces.
with the maximum error of 0.1 gram occurring at a 3-
gram setting. At a 4-gram setting, the actual force was
4.5 grams, and at a S-gram setting it was 5.7 grams.
When set for | gram, the force increased by only 0.15
gram at the top of a half-inch record stack.

When a cartridge was installed with the aid of the
plastic positioning jig supplied with the unit, the arm
tracking error was very small —less than 0.4 degree per
inch of radius over the entire record, and typically under
0.2 degree per inch, which is an excellent figure. We
tested the Dual’s anti-skating system with an Empire
1000ZE/X cartridge installed. At a 0.75-gram tracking
force, the optimum anti-skating setting was | gram; at
1.5 grams the optimum setting was 2 grams. In practice,
these differences are insignificant, and different results
might have been obtained with a different cartridge.

When using a tracking force of 1 gram or more, with
the anti-skating compensation set according to the dial
calibrations, the damped cueing system always returned
the pickup to the same groove, or, at most deviation, to
the preceding groove. However, when operating at .75
gram or less, applying the additional anti-skating which
we found to be optimum, there was appreciable outward
arm drift during descent. This may or may not be a both-
er to some users.

A knob on the 1218's cartridge shell tilts the cartridge to
adjust  the verticai-tracking  angle.  Positions are  provided
Sfor single-play operation and the center of a six-record stack.

The turntable speed could be varied over a range of
+4.5, =3 per cent at 33Y5 rpm. A stroboscope disc is sup-
plied for making this adjustment. The speed was totally
unaffected by line voltage or record-stack variations.
Wow and flutter were very low, with the latter being
0.04 per cent at all speeds, and the former 0.04 per cent
at 33Y3 rpm and 0.025 per cent at the other speeds. The
unweighted (NAB) rumble was —32.5 dB, including ver-
tical and lateral components. and —36 dB with the verti-
cal rumble cancelled out. Using the CBS RRILL mea-
surement weighting, which correlates well with audible
effects, the combined rumble was —54 dB, a good figure.
There was no detectable arm/cartridge resonance in the
10- to 500-Hz range. The change cycle required 12 sec-
onds at 33Y3 rpm and 7 seconds at 78 rpm.

® Comment. It appears that every basic operating fea-
ture of the $175 Dual 1219 has been included in the
more moderately priced Model 1218, and with no signifi-
cant sacrifices in performance. It is in every respect a
very smooth, flexible, and easy-to-use record player. and
will accommodate the most advanced cartridges at their
minimum usable tracking forces. It is. in short, an excel-
lent value.

For more information, circle 105 on reader service card

Panasonic SA-6500 AM/Stereo FM Receiver

® OVER the past several years, Panasonic has been
slowly introducing a broad line of sophisticated high-
fidelity components (see our review of their SP-10 turn-
table, September, 1971). We recently had an opportunity
to test one of their most powerful stereo receivers. the
SA-6500. Rated at 50 watts per channel continuous
power into 8 ohms. the SA-6500's power amplifiers are
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direct-coupled, and can be switched to drive either or
both of two pairs of speaker systems.

There are two magnetic phono-cartridge inputs (with
identical characteristics) and a high-level Aux source
input in addition to the built-in AM and FM tuners. The
usual tape-recorder inputs and outputs, with tape-moni-
tor switch, are also provided.

A row of pushbuttons operates the loudness compen-
sation, high- and low-cut filters (which have 12-dB-per-
octave slopes). FM high-frequency blending for stereo-
reception noise reduction, FM interstation-noise muting,
mono/stereo mode. tape monitoring. and the selection of
either phono input. Three other pushbuttons control the
power and the two sets of speaker outputs. Vertically
oriented sliders operate the balance, volume. and bass
and treble tone controls. The only conventional knobs
on the front panel are for tuning and input selection. A
front-panel stereo headphone jack is always energized.

(Continued on page 36)
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Seagram’s V.O.
For people who want the best that life has to offer.

They seem to do everything. And they do it right. Even when
it comes to having a drink. It has to be Seagram's V.O. Very special.
Very Canadian. Very right. Known by the company it keeps.

Seagram’s ‘/3 ) Canadian

CANADIAN WHISKY — A BLEND OF SELECTED WHISKIES. SIX
YEARS OLD. 86.8 PROOF. SEAGRAM DISTILLERS CO., N.Y.C.




1F TTH — — 1r i,i B S I S 0 55 5 8 S S S— - 5 5 8 —_ J T
CZJ H i I PANASONIC SA-8500 1 PANASONIC S4-6500 i ]
1 —anaso e 5470800 T ] I - ~NABOMC 3 = <+ .
= - 41 ——————— REFERENCE POWER (40wl [ - - fkHz TOTAL HARMONIC DISTORTION ‘l_y—r—{—
Lost [ 1 e HALF POWER (-3d8) | osl 1| =——-60/7000m: (4111 IMDISTORTION . il NEAAN
—_——-——-—— LOW POWER (-10dB} —— N .
8 - -t ——— (ZJ T 1+ T I } HHA———1—1— T
I e e T N mwww T T{ﬁ A e T H——+—H
|14 T . ] | |
o | .
. .
g 7"&\“.‘—_#'—' +7 o - * +r——~ g — T =F -t T
L "f;, | wrsls . | 3 I ‘ - ‘ |
- - il 4 gt [ L]
forl g i ettt E z o1 THi e
i - o — — \E T W 1 —H .
z - i 4+ ++ I S N — 0 + — -
") 4 -ttt At —+ 4 5 U T - b —+ et s +
V.08 b————rH—t 1+ ﬁe g 4 .os T 4
a S B e e o e T O R ST L. |+ —t A
o | | 4 ™ | |
= T R ,+a..ﬁ-'~r. Lo 1+ + = -+
| ! | | '°.-.. |
o2 J | + " I 1 I Ll 02 } Ll ! ] VI Bl
20 50 100 200 500  thmz zmz SkHz 10KHz 20 o o2 [ 10 20 50 400
FREQUENCY IN H2 (CYCLES PER SECOND| Lok CONTINUOUS aND EQUIVALENT SINE-WAVE WATTS PER CHANNE L

Inandible low-trequency noise interfered with the distortion measurements. Above about 1.000 Hz, Silter was used, which caused
the discontinuiry of the curves. The dotted portion of the distortion curve (above right) is likewise maostly inaudible noise.

The FM tuner §ection of the SA-6500 has a rated O T T T 1T T T T T 1777
[HF scr}smvn)./‘ot 1.8 mlcrovolt§. It has. tWo MOSFET Lo H \ | P fw ( JM 1 _L 1 l
tuned r.f. amplifier stages and an i.f. amplifier with both , | ‘ [ 11
transistor and [C stages. Selectivity is provided by a ST fT”‘*"* #***;DI’L duj:w J(* N
combination of crystal filters and tuned transformers. 0 2 S o MU Rn e e e
The AM tuner section has an r.f. amplifier and two i.f, ] [ i sy J“CKS’T | T ‘
stages, with otherwise conventional circuits. e T 1T %’ T T T T T

The tuning dial has a unique “band of light” that 2 N L.+ﬁT L L | ; il |
moves across the dial as the knob is turned. with its end i 4 ' mrmszg—o‘l
indicating the frequency. The FM dial calibrations are a TT HTIT T+ oMeseTon mono |1 f I
lincar. Two meters—relative signal strength and zero- ¥ 7+T o L+ T « H HH—t L1 ¢
center FM tuning —are illuminated when either FM or E | ‘ ’ ' |

5 30 T T i BV IHF SENSITIVITY 4+ |
AM sources are selected. The word STEREO appears in B i [T T I
red above the dial scale when a stereo broadcast is re- r R A H———
ceived. and orange PHONO and Aux legends indicate o | l L] |
D . = P\ T *‘Y+‘H“' T t
when those program sources are in use. | L ) | ‘
In the rear of the SA-6500, besides the usual inputs ‘ —_ ‘l e — . ‘ I
. . AL NOISE HUM DI§TORTION RE 100°/= MOD AT 400 Hz

and outputs, there are two pairs of preamplifier-out- o L LT J O T L
put/amplifier-input jacks. normally joined by jumper R F TEST-SIGNAL TNPUT M MGROVOLTS vy T OO
plugs. The signal path can be interrupted at this point to
insert an equalizer or other accessory. There are two clipped at 46.5 watts per channel into 8 ohms. 57 watts
a.c. power outlets. one of them switched. The speaker into 4 ohms, and 30 watts into 16 ohms. The harmonic
terminals are spring-loaded pushbutton binding posts. A distortion was under 0.1 per cent from 1 to 35 watts per
DIN socket parallels the tape input and output jacks. channel. It was masked by inaudible noise at lower
The speaker-line fuses are accessible at the rear of the powers, and reached 0.2 per cent at 40 watts. The IM
receiver. An AM ferrite antenna is fixed inside the re- distortion was between 0.1 and 0.15 per cent from 0.1 to
ceiver, but there is a connection for an external antenna 30 watts, increasing to only 0.2 per cent at 45 watts.
if one is needed. The Panasonic SA-6500 receiver. in a With 40 watts per channel as a reference full-power
walnut-finish wood cabinet, sells for $369.95. output, the distortion was a low 0.08 per cent at mid-

frequencies, increasing to 0.3 per cent at 20,000 Hz.
® Laboratory Measurements. When both channels were Below 1,000 Hz, our measurements included some inau-
driven with a 1.000-Hz test signal, the audio amplifiers dible power-supply ripple. which resulted in readings

between 0.15 and 0.3 per cent at most frequencies. At

W, o on & full power. distortion rose rapidly below 50 Hz. At half

power and one-tenth power, the “distortion” below
1.000 Hz was largely hum and noise, measuring between
0.1 and 0.2 per cent. Above 1,000 Hz, where we could
filter out the ripple, distortion was under 0.05 per cent
up to 7,000 Hz. and reached a maximum of 0.13 per
cent at 20,000 Hz.

The RIAA equalization error (measured at the tape
outputs) was +0. —2 dB from 70 to 15,000 Hz, falling to
—4 dB at 30 Hz. The basic amplifier frequency response
(with centered tone controls) was +0, —I dB from 30 to
20,000 Hz. The high-cut filter response was —3 dB at
5.000 Hz. and it did not attain its final 12-dB-per-octave
slope until 15,000 Hz. The low-cut filter was excellent,
being down 3 dB at 75 Hz, with a 12-dB-per-octave roll-
off below that. The loudness compensation boosted
both low and high frequencies, with its full effect occur-
ring at any setting below —20 dB. The tone controls had

- very good characteristics. with a sliding bass inflection
The SA-6500's clean-looking interior belies the receiver's com- point allowing useful correction below 200 Hz with no

T

plexity. Ample space is provided behind the power transistors’ effect on higher frequencies.
Sinned heat sinks 1o allow for the circulation of cooling dir. (Continued on page 40)

36 STEREO REVIEW



The world’'s most distinguished musicians
have chosen Acoustic Research high fidelity
components for use in their homes.

The reason is accuracy. Professional musicians appreciate a stereo system that reproduces
the musical performances of their colleagues and themselves while adding no coloration of its
own. For applications where accuracy is the standard, AR components are the only logical

choice.
Erich Leinsdorf Karl Bohm Claudio Abbado
Don Ellis Seiji Ozawa Aksel Schigtz
Herbert von Karajan Miles Davis Judy Collins
Virgil Thomson Arthur Fiedler Dizzy Gillespie
Woody Herman Evelyn Lear Rafael Kubelik
Zubin Mehta Thomas Stewart Dietrich Fischer-Dieskau

Acoustic Research, Inc. SR-3
24 Thorndike Street
Cambridge, Massachusetts 02141

Please send information on the complete line of AR stereo components to

NAME

ADDRESS
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The audio-amplifier inputs required 71 millivolts (AUX)
and 0.8 millivolt (PHONO) for 10 watts output. The hum
and noise, on any input, was about 72 dB below 10
watts, a very good figure. Phono overload occurred at 95
millivolts —an excellent figure for a preamplifier with
gain as high as that of the SA-6500.

The FM tuner had a sensitivity of 1.8 microvolts, and
the measured distortion for any signal exceeding about 5
microvolts was approximately 0.6 per cent—essentially
the residual level of our signal generator. The image
rejection was a very good 88 dB; AM rejection was 55
dB (a good figure). The ultimate quieting was 65 dB, and
the capture ratio was 2.1 dB. The FM frequency-re-
sponse was within 0.5 dB from 30 to 10,000 Hz, and
—3 dB at 15,000 Hz. The filters of the multiplex decoder
effectively removed all pilot-carrier signal that might in-

terfere with tape recording from the audio outputs. Ster-
eo separation was excellent—between 35 and 38 dB
from 170 to 2,500 Hz, and 20 dB at 30 and 12,500 Hz.

The AM section was average in sound quality, with
good sensitivity and freedom from spurious signals and
noise. The AM frequency response was down 3 dB at
20 and 2,600 Hz, and —6 dB at 4,200 Hz.

® Comment. The Panasonic SA-6500 is an excellent
receiver, uniquely and attractively styled and (as re-
vealed by an internal examination) constructed in a rug-
ged and workmanlike manner. It is thoroughly competi-
tive in its price class, and has enough power and FM
sensitivity to satisfy the demands of practically any
home installation.
For more information, circle 106 on reader service card

Bang & Olufsen Beovox

® BANG & OLUFSEN, a long-established Danish audio
manufacturer, has been known in this country principal-
ly for its phono cartridges and tone arms. The Beovox
receivers, amplifiers, and speakers, which have been
sold in Europe for some time, are now marketed in the
United States by Bang & Olufsen of America. We have
tested the top unit of the B & O speaker line, the Beo-
vox 5700. The 5700 is a three-way system, suitable for
floor or wall mounting, measuring 26 inches high, 14%1s
inches wide, and 11'%1¢ inches deep. It weighs about 50
pounds. The 10-inch woofer is augmented by a separate
[0-inch passive radiator with a polystyrene diaphragm
that reinforces the woofer output over a portion of the
low-frequency range.

The mid-range speaker is a 2Y2-inch dome radiator,
and the highest frequencies are handled by a %s-inch
dome tweeter. The crossover frequencies are not speci-
fied. The system impedance is rated at 4 to 8 ohms, and
there are no level adjustments or balancing controls. The
speaker connections are made through an integral 12-
foot cable. The cabinet, constructed with exceptional
precision, is finished on all sides and is available in rose-
wood or teak. Price: $570 a pair.

® Laboratory Measurements. l_acking any detailed spec-
ifications on the Beovox 5700, we approached it with no
preconceptions. However, it did not take long to estab-
lish some strong—and positive —impressions of this
somewhat unusual speaker system. Its frequency re-
sponse, measured with our multi-microphone test setup,
was smooth and uniform overall, and especially in the
important middle range from 500 to 8,000 Hz, where it
was constant within =2.5 dB. The bass was as strong as

40

5700 Speaker System

that provided by the better American acoustic-suspen-
sion speakers. The overall frequency response was +4
dB from 38 to beyond 15,000 Hz.

The Beovox 5700 was typically 3 to 6 dB more effi-
cient than most acoustic-suspension speakers with com-
parable frequency response. Because of this, we judge
that it could be driven successfully with any good ampli-
fier or receiver capable of 15 watts or more per channel.
(Many European receivers meet this requirement.) Yet
it proved able to handle the output of a 50- or 60-watt
amplifier without distress.

The low-frequency harmonic distortion at a 1-watt
drive level (based on an assumed 8-ohm impedance) was
slightly higher than we have measured on many other
good speakers, and was typically about 3 per cent in the
100- to 50-Hz range. Since one watt produced a rather
loud sound level from the 5700, the distortion at normal
listening levels should be quite insignificant. The distor-
tion rose rapidly below 40 Hz, where it was 5 per cent,
and reached 14 per cent at 35 Hz.

The tone-burst response at low and middle frequen-
cies was excellent— as nearly ideal as can be measured
in a “live” room. We found a narrow region around
10,000 Hz where the burst became ragged and showed
some moderate ringing following each burst. However,
this could not be detected when listening to program
material, which rarely has substantial content in that
frequency range. The high-frequency dispersion was
very good —it ranked with the best systems we have
tested that have a single dome tweeter. The system im-
pedance was between 6 and 25 ohms (the latter at the
two system resonances—45 and 550 Hz) from 20 to

: (Continued on page 42)

The Beovox 5700 has a
passive radiator (hottom)
that serves to supplement
the output of the woofer
cone at certain

low frequencies.
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The new ADC-XL.M

Superb performance.
Lowest mass.
Unbeatable price.
And it’s guaranteed for 10 years.

guarantee*involves something

If you're like most audiophiles,
more than just an assurance of

you've probably spent a great

A new solution for an
old problem.

deal of time, effort and money
looking for the “perfect”
cartridge.

We know what you've been
through. After all, we've been
through it ourselves.

That's why we're especially
enthusiastic about our newest
cartridge, the ADC-XLM. It does
everything a well designed
cartridge should do. It may not
be perfect, but we don’t know of
any that are better, and few that
even come close.

Now, we'd like to tell you why.

The lighter, the better.

To begin with, it is generally
agreed that the first
consideration in choosing a
cartridge should be low mass.
And as you may have guessed by
now, the LM in our model
designation stands for low mass.

Not only is the overall weight
of the ADC-XLM extremely
low, but the mass of the all-
important moving system (the
stylus assembly) is lower than
that of any other cartridge.

Translated into performance,
this means effortless tracking at
lighter pressures with
less distortion.

In fact, used in a well
designed, low mass tone arm,
the XLM will track better at 0.4
gram than most cartridges at
one gram or more.

One of the thorniest problems
confronting a cartridge designer
is how to get rid of the high
frequency resonances common
to all cartridge systems.

Over the years, various
remedies have been tried with
only moderate success. Often the
cure was worse than the disease.

Now thanks to a little bit of
original thinking, ADC has come
up with a very effective solution
to the problem. We use the
electromagnetic forces generated
within the cartridge itself to
damp out these troublesome
resonances. We call this self-
correcting process, “Controlled
Electrodynamic Damping;’ or
C.E.D. for short.

And if it seems a little
complicated, just think of C.E.D.
as a more effective way of
achieving lower distortion and
supertor tracking, as well as
extending frequency response.

Naturally, there's much more
to the new ADC-XLM, like our
unique induced magnet system,
but let’s save that for later.

Guaranteed reliability plus.

At ADC we've always felt that
reliability was just as important
as any technical specification.
That's why we now guarantee
everv ADC-XLM, exclusive of
stylus, for a full ten years.

But this unprecedented

quality. It is also an expression
of our conviction that the
performance of this cartridge is
so outstanding that it is not likely
to be surpassed within the
foreseeable futvre.

And something more.

In addition to the superb
ADC-XLM, there is also a new
low mass ADC-VLM, which is
recommended for use in record
players requiring tracking
pressures of more than one gram.
The cartridge body is identical
for both units, and so is the
guarantee. Only the stylus
assemblies are different. Thus
you can start out modestly and
move up to the finest and still
protect your investment.

And that brings us to the
important question of price,
which we are happy to say is
significantly lower than what
you might reasonably expect to
pay for the finest. The suggested
list price for the incomparable
ADC-XLM is $50 and the
runner-up ADC-VLM is
only $40.

But no matter which low mass
ADC you choose, you can be
certain that they share the same
outstanding characteristics...
superb tracking, very low
distortion and exceptionally
smooth and extended
frequency response.

*We guarantee.(to the original purchaser) this ADC cartridge, exclusive of stylus assembly, to be free of manufacturing defects for a ten year period from
the date of factory shipment. During that time, should a defect occur, the unit will be repaired or replaced (at our option) without cost. The enclosed
guarantee card must be filled out and returned to us within ten days of purchase, otherwise this guarantee will not apply. The guarantee does not cover
damage caused by accident or mishandling. To obtain service under the guarantee, simply mai! the unit to our Customer Service Department.
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Audio Dynamics Corporation

Pickett District Road, New Milford, Connecticut 06776.
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The 5700’s tone-burst
response was excellent at

all frequencies except

10,000 Hz (far right),

where there was some slight
irregularity. Other
frequencies shown are 100 Hz
(left) and 1,000 Hz (center).

2,000 Hz, and gradually fell off to a minimum of 3 to 4
ohms at frequencies above 6,000 Hz.

® Comment. In the simulated “live-vs.-recorded” listen-
ing test, the Beovox 5700 proved to be a fairly accurate
reproducer. There were occasional differences between
the original and reproduced programs; these were usu-
ally correctible by less than 3 or 4 dB of adjustment in
one or two octaves, using a multi-band equalizer. These
effects were different between the various musical selec-
tions comprising our taped orchestral repertoire, so that
we could not pin-point any specific portion of the fre-
quency range as being over- or under-emphasized by the

speaker. The 5700 earned an A-minus rating in this test.

The low-bass performance of the Beovox 5700, as our
measurements suggest, was exceptional. It could deliver
an ear-popping 35-Hz fundamental output, with virtually
no audible distortion. Listening to records and FM
broadcasts, we compared it with other speakers we con-
sider to be above average, and concluded that it definite-
ly belongs in their company. In particular, we liked the
perspective it imparted to music —neither distant and
withdrawn nor thrusting forward into the room. In our
view, the overall balance of the Beovox 5700, both spec-
trally and spatially, was just about ideal.

For more information, circle 107 on reader service card

Empire 1000ZE/X Phono Cartridge

® Empire Scientific Corporation’s current phono-car-
tridge line extends from a couple of $25 models to the
deluxe Model 1000ZE/X, which we tested for this re-
port. The 1000ZE/X, like the other Empire cartridges.
uses the induced-field principle. The magnet and coil
structure are embedded in the plastic cartridge body,
which is shielded against external hum fields. The stylus
cantilever moves a small armature, varying the magnetic
flux channeled to each of the four pole pieces and coils.
The voltages induced in the coils are combined to gener-
ate electrical outputs proportional to the stylus velocity
of each groove wall. The stylus is a 0.2 x 0.7-mil dia-
mond, rated to operate at forces from Y4 to 1Y4 grams.
The removable stylus assembly includes a swing-away
plastic stylus guard. The price of the Empire 1000ZE/X
is $99.95.

® Laboratory Measurements. The cartridge was in-
stalled in an SME 3012 arm. It was terminated in 47,000
ohms shunted by a capacitance of 230 picofarads
(including the arm wiring). To establish the minimum
tracking-force requirements of the cartridge, we played
the Cook Series 60 mono test record (which has very
high-level 32-Hz bands), and the Fairchild 101 test rec-
ord, which has 1,000-Hz tones recorded at 30 centimeters
per second (cm/sec). The two were tracked at 0.75 gram
and 0.5 gram, respectively. We used 0.75 gram for all
subsequent tests. The output from the 3.54-cm/sec bands

42

of the CBS STR-100 test record was 2.2 millivoits per
channel. This relatively low output is typical of many
good cartridges, and is compatible with the input char-
acteristics of most high-quality amplifiers.

The frequency response, using the same STR-100
record, had a slightly depressed output in the 5,000- to
15,000-Hz range, being down about 3 to 4 dB from the
lower frequency levels. (Most wide-range cartridges ex-
hibit a similar effect with this test record.) However, the
output increased above 15,000 Hz, reaching its maxi-
mum at about 18,000 to 20,000 Hz. We repeated this
measurement with the CBS STR-120 record, which
covers 500 to 50,000 Hz. This showed a high-frequency
resonance at 20,000 Hz. The output dropped rapidly at
higher frequencies, but was still measurable at 40,000
Hz

To determine the sensitivity of the 1000ZE/X to capa-
citive loading, we measured its frequency response with
a 470-picofarad load as well as the original 230-picofar-
ad load. The added capacitance reduced the output at
20,000 Hz by about 2 dB, and raised it by 1 dB in the
5,000- to 10,000-Hz range. Although the overall fre-
quency response was slightly flatter with the higher ca-
pacitance, we would consider the difference insignifi-
cant. The channel separation was typically between 20
and 25 dB, rising to about 30 dB in the region of 6,000
to 8,000 Hz, and falling to its minimum of 7 to 10 dB at
20,000 Hz.

The low-frequency resonance, in the relatively mas-
sive SME arm, was at 7.5 Hz. In most arms it should
fall between 8 and 10 Hz — well below the audible range.
The 1,000-Hz square-wave response with the CBS
STR-111 record showed only a single cycle of well-
damped ringing.

Intermodulation distortion measurements were made
with the RCA 12-5-39 (78-rpm) record. The IM distor-
tion was about 1 per cent up to about 11 cm/sec veloc-
ity. The distortion increased gradually at higher veloci-
ties, to 2.2 per cent at 20 cm/sec and to 5 per cent at the
27.1-cm/sec maximum level on the record. The Empire’s

(Continued on page 44)
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You can find thlrty cassette

recorders that look as good...

AKALI gives you more than meets the eye.

Innovative features and superb engineering combine to
make the GXC-40D Cassette Stereo Tape Reccorder an
unparalleled performer.

Nothing is spared.

It's built with a unique Over-Level Switch to cut distor-
tion and tape hiss.

A tape selector switch allows you to use high perform-
ance chromium dioxide tape-for super-range 18,000
cycle response—or standard tape. Both with maximum
efficiency.

There’s more.

for less

The GXC-40D is equipped with the exclusive AKAI GX
glass and crystal ferrite head—dust and wear-free—
lifetime guaranteed.

Just a few of many reasons to buy AKAL

And you can attractively complement this magnificent
unit with AKAI's NDS-70 speaker system. Provides an
omni-directional sound that will astound you’.

Visit your AKAI dealer now for an ear-opening dem-
onstration.

You might find something that looks as good—but you'll
never find anything that sounds better than AKAL

*Requires sterec amplifier. Amplified model GXC-40 also available.

AKAI.

AKAI America, Ltd./2139 E. Del Amo Blvd., Compton, Calif. 90220 (213) 537-3880
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FREQUENCY IN Hz (CYCLES PER SECOND)
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The oscilloscope
photograph of the cartridge’s response 10 a 1,000-Hz square
wave is an indication of a cartridge’s high- and low-frequency re-
sponse and resonances. Most program material on discs has ve-
locities well below 15 emisec, and it only rarelv reaches 25 10 30
cmlsec. Distortion figures shown aretherefore not directlycompa-
rable with figures obtained on other audio components, but thev
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A subjective “trackability” test, using the Shure “Au-
dio Obstacle Caurse” record, established that the Em-
pire 1000ZE/X could cope with any of the high-velocity
musical selections except the higher levels of orchestral
bells—but it is only fair to note that no cartridge we
have yet tested can track them without distortion.

® Comment. As one would expect from its smooth, wide
frequency response, low distortion, and symmetrical
channel separation, the Empire 1000ZE/X is a thorough-
ly neutral, clean sounding, and non-fatiguing cartridge.
During extended listening tests we soon forgot about the
source of the program, enjoying the sound for its own
sake. This is a characteristic of almost any first-rate au-
dio component, whether it be a cartridge, amplifier, tun-
er, or speaker, and in our view is the chief justification
for investing in a premium quality, high-price product.

The 1000ZE/X, being relatively insensitive to the
effects of capacitive loading, should effectively eliminate
that factor from consideration when planning a home
music system.

When the Empire 1000ZE/X is compared to most of
the other premium-quality cartridges on the market, it is
easily the equal of any of them by any criterion we can
apply. Furthermore, its ability to track the highest veloc-
ities to be found on music records (at middle and high
frequencies) at only 0.5 gram, and the exceptionally pure
waveform it praduced from the 30-cm/sec, 1,000-Hz
bands of one of our test records suggests that when play-

are uscful in making comparisons between different cartridges. ing records with this cartridge, any distortion you may
hear, in all probability originates in the record, the am-
plifier, or the speaker—not in the cartridge!

For more information, circle 108 on reader service card

IM distortion at high velocities ranks among the lowest
we have measured.

ol:Xell): YOUR
CHOICE
REC ADPH(Q
. » » . :
° AR T RIU $24.95 Value

WHEN YOU BECOME A MEMBER OF AUDIO CLUB OF AMERICA
» AUDIO CLUB MEMBERS GET THESE EXCLUSIVES:

If you are an audio bu# (or would like to be), here is your opportunity-in-a-lifetime to get in on the ground
floor of an exciting new MEMBERSHIP COOPERATIVE PURCHASING CLUB. Save literally hundreds of dollars
on stereo receivers, tape cassettes, speakers, record changers, cartridges, headphones, and accessories . . .
by the industry’s leading manufacturers. After joining ACA, you may write in anytime for SPECIAL-FOR-
MEMBERS-ONLY QUOTATIONS ON MOST ANY EQUIPMENT YOU DESIRE—You'll be amazed at the savings!

In addition you will receive ACA's membership newspaper on a quarterly basis . . . packed with up-to-the-

minute news for audio enthusiasts and announcements of special volume purchases on the latest equipment.
As a member, you will receive special '‘Flash' cards on sensational buys . .
OTHERS ANYWHERE IN THE UNITED STATES!

BONUS-

. prices NOT AVAILABLE TO

FREE MEMBERSHIP IN OUR STEREO TAPE CLUB

THIS ENTITLES YOU TO PURCHASE ALL NEW RELEASES

INCLUDING ANY AVAILABLE 8-TRACK OR CASSETTE TAPES
AT A SAVINGS FROM

30% m 50%

ON MOST FAMOUS BRAND

STEREO
COMPONENTS

These are some of our brands in

SPEGIAL

Reel to Reel

stock: When Available
* FISHER LoD e ———————— g ———— e g el ==
* SCOTT * DUAL Enclosed is my check [[] money order [] in the amount of $10 for my lifetime membership in the
* SONY * ADC Audio Club of America. Please rush to mc your introductory offer of [] regularly $29.95 headphones]
* AKAI * BSR or [] $24.95 stereo cartridge ABSOLUTELY FREE . . . as well as the first issue of the ACA News. Satis
* KLH * SUPERSCOPE [ faction guaranteed—Over 23 years experience.
: [A)$NACO : (s:gf?é:[(j)lno AUDIO CLUB OF AMERICA, 6200 Chillum Place, N.W., Washington, D.C. 20011 (202) 291-3000
* HARMAN KARDON ° SHURE NAME
* RECTILINEAR * WHARFEDALE
* MARANTZ * SHERWOOD ADDRESS
* MIRACORD ¢ TEAC

* PIONEER CITY STATE. Z1p

I understand that I am under NO OBLIGATION to purchase any equipment at any time.

AUDIO CLUEB OF AMERICA
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Celebration values at all

best AM/FM stereo re-
gh power to meet the
sic lover. Plenty of fea-
y Hi-Fi enthusiasts. The
changer the best value
ith base, dust cover and
Shure M@IE stereo
cartridge.

ersystemsinoiled walnut
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Mfg. List $ \
$359.95 NOW 27\

How to read a hi-fi ad

Puzzle picture: find the clue that tells you how good the advertised system
probably is. Our advice is to check the one component that is the source of
the sound —the phono cartridge. We say this because we know that the
dealer who’s assembled a superior package at a fair price is going to com-
plete it with a superior cartridge within the available price range. This dealer
ad above, for example, includes a Shure M91E Hi-Track. Even if you weren’t
aware of the effortless way it meets your most rigorous trackability demands,
you should know that it, as well as virtually every Shure cartridge, has been
acclaimed by hi-fi critics and authorities as best in its class, or best for the
cost. That's why you see so many of them teamed with ‘“‘best-in-their-class”
components, and why they invariably mean a more-for-the-money total sys-
tem that’s going to make you very happy.

222 Hartrey Ave., Evanston, l1l. 60204 Y | SHURE
45
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GOING

ON RECORD

By JAMES GOODFRIEND

Music Editor

A SYMPOSIUM ON MUSIC CRITICISM

N honor of its fiftieth anniversary, the

Eastman School of Music of the
University of Rochester is holding a
series of four musical symposia: Music
Criticism, Music Teaching and Learn-
ing, Musicology, and Support for the
Arts. The first of these took place on
December 8 through 12, 1971 and, on
the grounds that symposia devoted to
music criticism are rare (the last major
one held in the United States was at
Harvard in 1947), I thought the reader
might be interested in knowing just
what music critics have to say to each
other and to an audience of professional
musicians and students.

The panel selected was an internation-
al one. Chaired by Harold Schonberg of
the New York Times, it included Hans
Heinz Stuckenschmidt from Berlin,
William Mann of the London Times,
Peter Heyworth of the London Ob-
server, Henry Pleasants of the Interna-
tional Herald Tribune and STEREO RE-
viEw, Alfred Frankenstein of the San
Francisco Chronicle, William Bender of
Time, Paul Hume of the Washington
Post; Irving Lowens of the Washington
Evening Star, Alan Rich of New York

The opening convocation
was referred to by more
than one participant as

“The Last Supper,” and the
prevailing question was
not who was Christ, but

who was Judas. Addressing
the audience is Walter

Hendl, Dean of the Eastman

School. Critics, from left
to right, are Schonberg,

Hevworth, Stuckenschmidt,

Mann, Steinberg, Pleasants,

Goodfriend, Lowens,
Frankenstein, Bernheimer,
Rich, and Hume.
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magazine, Michael Steinberg of the Bos-
ton Globe, Miles Kastendieck of the
Christian  Science Monitor, Martin
Bernheimer of the Los Angeles Times,
Thomas Willis of the Chicago Tribine.
and myself, representing STEREO RE-
VIEW and, 1 suppose, in the face of so
many concert critics, the record busi-
ness as well.

Each participant delivered a special-
ly written paper (they will all be collect-
ed and published by Eastman) and all
participated in general give-and-take
discussions with an audience that was
sometimes both larger and more well-
disposed toward music critics than one
would have thought. That latter quality
surprised most of the critics. Accus-
tomed to being considered mortal ene-
mies by both composers and perform-
ers, many of us had considered a music
conservatory analogous to a lions’ den.

The papers were particularly interest-
ing for their concentration on funda-
mentals: on what music criticism is,
whether it can be taught, what it should
aim to do, and the problems the music
critic faces. What seemed to be a great
deal of general agreement only tempo-

rarity masked some very basic differ-
ences when the conversation got down
to specifics. Do you or do you not ap-
pear at the concert with a score? Do
you study a new work in score and at
rehearsal before its concert premiere or
do you go in ‘“cold” like any other
member of the audience? In reviewing
older works. how much emphasis do
you place on the historical authenticity
of performance practice? Do you have
an audience in mind for whom you spe-
cifically write? Is it the critic’s job to in-
terpret the composer to the lay au-
dience? Do you applaud (!) at concerts
you are reviewing? Whom — or what —do
you review?

There is a lot of meat in those seem-
ingly elementary questions, and the dif-
ferent answers they provoked showed
not only schisms between different
groups of critics, but indicated, I think,
something of a general movement of the
critical fraternity (with some moving
faster than others) from a historically
set position to a new and as yet not
completely defined one. William Mann,
in referring to the greater movement of
music itself today, called it—after the
Beatles. Michael Tippett, and Karlheinz
Stockhausen — “moving into Aquarius.”
We are, he went on, saying farewell to a
civilization “in which works of art were
created by superior intellectual acumen,
and truly appreciated only by intelli-
gent, cultured persons,” and entering a
new era in which, to a great extent,
“music . . . is not to be thought about
but to be absorbed.”

That definition, of course, was not in-
tended to be a complete characterization,
but though I was intrigued by critic
Mann’s paper when 1 heard it, it was
only afterward that it struck me how well
it defined just what was happening at the
symposium. For example, Henry Pleas-
ants suggested in his paper (If I Were
Managing Editor . . ) that the role of
music critic be abolished in favor of
less highly trained but more catholic

(Continued on page 48)
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The Quietest Revox

One of the most compelling
reasons for buying a Revox is the
sounds it doesn’t make.

No spurious pops or clicks. No
wavering, fluttering tones. No
distracting hum. And best of ali,
virtually noise-free electronics.

Take our new A77 Mk III for
example. We manufacture it to
such close tolerances and with
such exacting attention to detail,
that 1t is generally regarded as one
of the quietest tape recorders ever

purposes the last major stumbling
block to quality, noise-free
recording has finally been
eliminated.

Listening to tapes on the new
Revox/Dolby B is a revelatory
experience. Tape hiss is virtually
non-existent. The music seems to
emerge from a background of
velvety silence. And at 3-3/4 1.p.s.
the absence of extraneous noise is
truly startling.

But no mere description of the

made. The Revox/Dolby B

Unfortunately, no
matter how quiet our
electronics are, there
i1s still the inherent
problem of tape hiss.

And that’s where
our new Revox A77/
Dolby B recorder
comes in.

By now, the

'| Revox/Dolby B can

adequately convey
the experience

| awaiting you the
first time you listen
to a tape made on
this remarkable

' machine.

| Your nearest Revox

dealer will be

delighted to audition

the Quietest Revox

virtues of the Dolby
Noise Reduction system are too
well known to require any
elaboration on our part.

Suffice it to say, for all practical

for you. Once you’ve heard it,
you'll understand why we say...

Revox delivers what all the rest
only promise.

Revox Corporation, 155 Michael Drive, Syossat,N.Y. 11791. Calif.: 3637 Cahuenga Blvd. West, Hollywood 90068
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THE BOYS FROM THE JACK DANIELS
FRONT OFFICE say they’'ve never had their pictures

shown. Well, meet the boys from the front office.

Charlie Manley, the one in the middle, can remember
when he was our only finance man. But now he has
two assistants and a new calculating machine. And he
loves to talk about how he’s
changed our bookkeeping
methods over the years. Of

CHARCOAL
course, when it comes to MELLOWED
whiskey we still charcoal )
mellow it in the slow, old-time DROP
way. And, you can be sure, )
neither Charlie nor anyone else BY DROP

is about to be changing that.

TENNESSEE WHISKEY « 90 PROOF BY CHOICE
DISTILLED AND BOTTLED BY JACK DANIEL DISTILLERY -
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critics of the arts in general, and found,
I think to his surprise, that several other
members of the panel agreed with him
entirely. My own paper (The Ethics of
Music Criticism) provoked a lot of ques-
tions, but most of them, to my surprise.
were on rock and rock critics. And one
of my colleagues sat there and mum-
bled, “But 1 don’t know any of these
people.”

Very few of us were completely radi-
cal or completely conservative on the
matter. Most had a foot or a finger in
both camps, but the foot or finger was
different in almost every case. Almost
the only thing we all agreed upon, as
Paul Hume pointed out, was the neces-
sity of a love for music.

THE real conservatives were the com-
posers. Quite in addition to insisting
that it was the job of the critic to pre-
pare himself thoroughly for a premiere
performance by studying the score and,
if possible, attending rehearsals, for a
just review could not possibly be writ-
ten except under those conditions (but
what of the man who simply paid for his
ticket —what help is offered to him to
allow him to come to a personal evalua-
tion of the work?), one composer also
delivered himself of a statement on the
comfortable, indeed enviable, position
of the composer in academic society
today. He is, he said, a respected mem-
ber of the staff of an honored institution.
He is well paid. He has time to com-
pose, and facilities to have his composi-
tions performed (at least once). Publish-
ers are interested in his music for its
prestige value. A few record companies
can be made to be interested in it
through the composer’s persuading vari-
ous foundations to pay recording and
production costs. He is, essentially, as
free as a bird to create what he will, and
need give no thought to writing for a
specific audience.

Clearly here is one composer (and
representative of many, I would think)
who is obviously not “moving into
Aquarius” (and Mann cited another one
on quite different grounds).

But if the composers are the conserv-
atives, and the critics moving individu-
ally and variously with the tide, who are
the radicals? I'm inclined to think that
perhaps the students are —some of them,
at least. Far less articulate than the fac-
ulty, they are nevertheless aware that
something is wrong in music today, that
the conservatory is not completely the
preparatory antechamber to the real
world that it claims to be. I asked several
students at the close of the symposium
what they had thought of it. “It’s the
most exciting thing that’s happened here
since 1 came to Eastman,” said one.
That indeed says something for the
symposium —but maybe it also says
something about the current state of
music education.
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THE BASIC REPERTOIRE: Item One Hundred and Forty-Three

By Martin Bookspan

Tchaikovsky's

FRANCESCA DA RIMINI

N 1288 or thereabouts, a personal tragedy took

place in Italy that has inspired the creative

imaginations of poets, painters, writers, and
musicians ever since. Guido da Polenta, Prince of
the town of Rimini, gave his daughter Francesca in
marriage to a crippled and rather repulsive military
leader, Giovanni Malatesta. One of Malatesta’s
brothers, Paolo, known as I/ Bello because of his
handsome appearance, fell in love with his sister-
in-law, and the love was returned. The husband
found the two of them in an embrace and in anger
rushed at Paolo. Francesca hurled herself between
the two brothers, and Giovanni’s dagger pierced
her breast. In the next century, the chronicler
Giovanni Boccaccio described what followed in
these words: “Giovanni withdrew the dagger and
again struck at Paolo and slew him; and so, leaving
them both dead, he hastily went his way and be-
took himself to his wonted affairs; and the next
morning the two lovers, with many tears, were bur-
ied together in one grave.”

In Canto V of the Inferno, Dante is led by Virgil
into the second circle of Hell, where the souls of
those who died in a moment of carnal sin roam.
There are Semiramis, Helen, Dido, Cleopatra,
Achilles, Paris, Tristan. A mood of insufferable
pity seizes hold of Dante as he sees “two that go
together, and seem to be so light upon the wind.”
He calls to them as the wind sways them in his
direction. Finally Francesca says to him: “There is
no greater woe than remembering in misery a hap-
py time.”

This was the story that served as the basis for an
opera libretto sent to Tchaikovsky in 1875 by a
writer named Zvantsev. The composer rejected it
as material for an opera, but he quickly recognized
the dramatic possibilities inherent in the story. In
July, 1876 he wrote to his brother Modeste that he
was “‘beset by the wish to compose a symphonic
poem, Francesca da Rimini.” Three months later
he wrote that he had just finished the composition.

Nicholas Rubinstein conducted the first per-
formance of the score on February 25, 1877, in
Moscow,, and it was a huge success. In the near-
century since then, Francesca da Rimini has be-
come one of Tchaikovsky’s best-known and most
frequently played orchestral scores. It is in one
movement with several sections. Ossip Gabrilow-
itsch, the great Russian-American pianist and con-
MARCH 1972

ductor who heard the work many times in Russia,
reported that performances there invariably carried
a detailed account of the “action” of the music in
the printed program. The opening is “The gateway
to the Inferno—the tortures and agonies of the
damned.” There are rushing scales, depicting vio-
lent winds in which Francesca and Paolo are
whirled about while locked in each other’s arms.
The middle section, with its plaintive clarinet solo
over pizzicato strings, bore the inscription *“‘Fran-
cesca tells the story of her tragic love for Paolo.”
There is a return to the raging orchestral storm:
“The turmoil of Hades. Conclusion.”

AMONG the seven available recordings of Fran-
cesca da Rimini there is not one out-and-out fail-
ure. Only one—that by Charles Munch and the
Boston Symphony (RCA Victrola VICS 1197)—is
on a budget label, coupled with the earlier of the
two Munch recordings of Tchaikovsky’s Rosmieo
and Juliet. 1t is a straightforward, dramatic ac-
count of the music in early but still serviceable
stereo sound. As for the remaining half-dozen full-
price versions, my own favorites are the perform-
ances conducted by Igor Markevitch (Philips
900234), Lorin Maazel (London 21067), and Leo-
pold Stokowski (Everest 3011). Stokowski’s is the
oldest of the three, dating from the late Fifties,
when he made a whole series of memorable re-
cordings for Everest with the Stadium Concerts
Symphony Orchestra of New York (a nom de
disque for the New York Philharmonic). It is a
very personal account of the score, with consider-
able elasticity of phrasing, tempo, and dynamics.
But it all adds up to convincingly dramatic music.
Markevitch’s is a more direct account than Sto-
kowski’s; it is also rather better played (by the
New Philharmonia). and the recorded sound is
more ideally balanced and smoother. Maazel’s is
the most recent of the lot; recorded in the Phase 4
technique of London Records, it is also the most
vividly reproduced of them all. And Maazel deliv-
ers a highly charged performance that culminates
in a coda of extraordinary intensity and passion. |
think 1 would select Maazel’s as my top recom-
mendation, but you can’t really go wrong with any
of the available Frencesca da Rimini recordings.
Reel-to-reel tape addicts draw a blank: no per-
formance is currently available in this format.
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LEARNING FROM CALLAS

One of our greatest living sopranos is back on stage once again—
not as a performer, but as a teacher in her own operatic
master classes at New York’s Juilliard School

By ROBERT S.CLARK
@D

HE BEST musical show in New York last
fall was to be seen on Mondays and Thurs-
days, late in the afternoon, on the stage of

the elegant new Juilliard Theater at Lincoln Cen-
ter. For setting, there was only a microphone, a
piano, and a table piled high with opera scores,
beside which stood a high stool. The cast, too, was
small: a pianist, a journeyman singer, and a teach-
er. But the teacher was Maria Callas, and that by
itself meant an event of considerable musical
importance.

The Juitliard School had invited Miss Callas to
hold a series of master classes in operatic singing,
and, from the reported number of three hundred
aspirants who auditioned for her, she had chosen
some two dozen—about half of them from Juil-
liard—to participate. Juilliard had also offered,
through a chaste advertisement in the New York
Times at the end of summer, seats in the audito-
rium to ‘“‘observers.” Observers are a standard
component of master classes, for the term em-
braces the notion that the artistic advice dispensed
by the master is too precious to be bestowed only
upon his pupils, and should be shared with others,
and perhaps especially with critics, who are most
in need of such insight. I lost no time in getting my
request for a seat into the mail, hoping to beat the
rush, and was elated when my ticket arrived. So it
was a distinct shock to discover, as the audience
gathered for the initial session on October 11, that
it consisted of just one hundred or so, a small
clump up front in the thousand-seat theater. As the
sessions went by, and word got around, the theater
began to be conspicuously fuller, and to include
singers of note—Licia Albanese, Maralin Niska,
Tom Krause, Placido Domingo, Tito Gobbi—and
other musicians. And for the last few sessions
there was just about a capacity house.

At the outset, the trouble may have been the
modesty of that advertisement. But Juilliard had
chosen, probably at the behest of Callas herself, to
avoid at all costs giving the impression that the
classes were to be merely another star vehicle. It is
likely, too, that many who might have signed on as
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observers earlier thought that Callas would not
show up. The February before, she had been en-
gaged to work with advanced singers at the Curtis
Institute in Philadelphia for two weeks, and had
stayed just two days. No official reason for her ear-
ly departure was ever put forward, but rumor has it
(and it is only a rumor) that she had been disap-
pointed in the students.

Perhaps because of this, anticipation ran high in
the auditorium that first afternoon, and when Cal-
las appeared, at the side of Juilliard’s President,
Peter Mennin, the burst of applause was more than
routine. Some must have been recalling the impact
of her entrance upon other stages; some were no
doubt relieved that she had decided to go through
with it, and hoped to make her feel welcome; and
some who were, like myself, seeing her for the first
time must have been awed by the woman’s wholly
natural ability to command attention by her mere
presence. She was simply but strikingly garbed—a
habit of hers, it was to turn out —in a white blouse
and flared brown ankle-length culottes, a pendant
dangling on a long golden chain around her neck.
She wore horn-rimmed glasses, and her ample
auburn hair was pulled severely back from her
forehead and fell loosely on her shoulders. An
impression of unusual grace was made touching by
a hint —something in her gait, in her eyes —of vul-
nerability. The audience’s applause drew from her
a rather abashed glance and a reproving wave of
the hand, as if to say, ““We are here to learn, not to
adore.” That pretty much set the tone for all that
followed.

After Mr. Mennin’s brief introduction, she went
to her stool at the left of the stage, looked down at
the students in the first few rows, and without
preamble called for a volunteer to come to the
stage. ‘I know you must all be nervous, eh? Who
would like to sing?”” A courageous young baritone
finally acceded to her urging, and sang Di Luna’s
aria I/ balen” from Verdi’s Il Trovatore. Callas
let him finish, and then began at the beginning, tak-
ing recitative and aria phrase by phrase, analyzing
them and showing how they might be improved,
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As Elisabetta in Don Carlo

As Tosca

sometimes singing herself to demonstrate. And so
it was to go, twice a week for six weeks, with
scenes and arias ranging from Spontini, Mozart,
and Berlioz to Rossini, Bellini, Verdi, Puccini, and
Cilea.

No one in the auditorium for these sessions
could have been unprepared to find Callas a wom-
an of great personal magnetism. What most of us
were unprepared for, 1 think, was her approach to
the role of teacher. From the first she was no
Olympian goddess doling out absolute wisdom
from the sacred fount, but rather a colleague of the
students, one whose value to them, she seemed to
feel, stemmed from her vast stage experience and
the high standards she had been taught and had
tried to measure up to. As she went over an aria
with a student, no matter what difficulty she might
be having getting across to him, she was never
without an encouraging word or a bracing pat on
the shoulder. She was frank (““You are being
cute —never, never be cute on stage™), strict (“No,
no—you must give me that phrase better”), and
occasionally cajoling (““Come now, you must con-
quer your nerves”), but never harsh, condescend-
ing, or reproachful, even when, once or twice, the
students gave her (I thought) sufficient reason to
be so. She seemed, in short, to show a comradely
concern for the students’ development as future
performers, a concern that doubtless sprang from
her firm belief in the value of the art they and she
had chosen to serve.

That belief was manifested in the principles that
underlay Callas’ instruction in these classes. The
first of these was fidelity to the written score. This
idea has become a cliché of contemporary musical
thought and performance, but Callas’ devotion to it
gave it life and substance. “‘Sing it as it is written!”
she admonished the students over and over again.
One young soprano, tackling an aria from Lucia di
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Lammermoor, introduced some variation into a
cadenza half-way through it, and provoked Callas’
disapproval. “That cadenza is written out by the
composer: you have no liberty with it.”” There was
no detail of musical and textual inaccuracy too
small to escape her notice; her knowledge of the
scores was as thorough as her ear for rhythm, in-
tonation, attack, and pronunciation was unerring.

Intimately related to this insistence on accuracy
was her insistence on sound technique. By defini-
tion, master classes deal with interpretation alone,
not with technique. But Callas knows how closely
linked the two are, and wanted her students to re-
alize that technical faults blemish musicality and
obstruct interpretive effect. And time after time
she reminded students that they must sing every
note clearly, even in the most incidental grupetto
or the swiftest cadenza; that a firm and even legato
line is a musical as well as a technical achieve-
ment; that notes must be attacked squarely —‘“‘go
immediately to the note!” —and never slurred up to.
“Slurring spoils the rhythmic outline of the
phrase,” she would say. “Instrumentalists do not
do it: if a violinist slurred into a note he would be
ashamed of himself. We should be, too.”

It goes without saying that all of this turned out
to be something more than just musical puritanism,
and Callas did, in fact, justify an occasional depar-
ture from the score in the name of custom or ex-
pressivity, and even encouraged the use —the judi-
cious use —of rubato and portamento. It soon be-
came clear that clean, accurate singing was not, for
Callas, an end in itself. It was, rather, the primary
means of conveying the dramatic meaning that lies
behind the notes.

In these classes Callas operated on the convic-
tion that all a singer’s resources must be turned
toward realizing the dramatic purpose of the com-

The Medea legend as set to music by Luigi Cherubini was one of
Callas® most successful revivals in the mid-Fifties. Now it is
the vehicle for her first non-singing dramatic role, in Pier
Paolo Pasolini's film Medea, a scene from which is shown below.

Line Cinema



Callas says...

“You can never get enough of looking ar your
£ L

scores.

“Before vou open your mouth, you should know
exactly where a phrase is going and how long it is
going to last.”

“You must love the phrase—it must be precioiis
to voiut.”’

“Mozart is often done on the tips of the toes, with
too much fragility. It should be sung with the same
frankness vou sing Trovatore with—but in the
Mozart styvle.”

“When vou need to rest and get a breath, turn it
into an expressive moment. And a pause must
have a beat in it—1two beats, three beats, whatev-
er, but you must always count it.”’

“A phrase has an arch. You cannot have one or
two loud notes, and then several piano notes for
no reason at all.”

“We have no excuse not to have a technique.”

“Even when singing quietly, support the tone.
The diaphragm must work all the time. And no
matter how soft, the sound must be intense.”

vy

‘Don’t just open your mouth, open vour throat.

“There are liberties and there are liberties. You
are taking too many.”’

To an overemphatic singer: “If vour cry wolf so
much throughout the aria, then at the climax when
you need a big effect no one will believe vou.”

“First express what vou are feeling with your
voice. The gestures will come later.”

“When vou ornament a repedt, do not make it 100
brilliant. Ornaments must abvavs run with the
music, and must not detract from its dramatic
impact.”

“I never liked Gigli's singing—he sobbed too
much.”

s

“Evervthing vou do on the stage must he noble.

“We must fight bad tradition. If you have a con-
ductor who doesn't know what is in the score be-
catise he is in too big a hurry, vou must have the
courage to object.”

To a student who inserted an overelaborate cad-
enza into an aria: *You can have much more effect
with expression than with all that hullubaloo!”

MARCH 1972

poser. Students were exhorted to identify and keep
in mind what she called the “attitude’” —the emo-
tional tone or expressive connotation (or succes-
sive tones and connotations)—of the aria or scene
on which they were working. That part of the sing-
er’s task is widely understood and relatively easy,
of course. What Callas insisted upon, as well, was
that they convey the attitude to the listener —that
they ““act with the voice.” Since she was taking the
role of the listener in this case, the students some-
times discovered to their chagrin just how difficult
this is to do. One sturdy baritone sang a sonorous
but empty rendition of King Philip’s aria “Ella
giammai m’amo” from Verdi’s Don Carlo, and
when he finished Callas commented that she had
felt none of the despair of an aging king haunted by
the fact that his young wife had never loved him.
After the singer had tried several fresh starts, all of
them halted by Callas, something she said wound-
ed him visibly. “There!” she exclaimed. “You're
looking at me and you’re suffering! That’s what 1
want in the aria” Another student violated the
emotional tone of Rodolfo’s “Che gelida manina™
from La Bohéme by greatly overdoing it; Callas
quietly pointed out that this is “really a very sim-
ple little aria: you are carrying on a flirtation with
Mimi. that’s all.” This was not the only occasion
on which she made it clear that grandstanding was
no substitute for frue feeling, the sort that is in-
ward, “inside you,” not smeared over the tops of
the musical lines like so much emotional marma-
lade. Feeling must infuse the singing with a steady,
intense glow —the quality Germans call /nnigheit.
“The more interior the sentiment,” Callas said at
one point, “‘the more dramatic it will be to the
audience.”

And, as one might expect, there was always her
extraordinary attention to words. This went beyond
pointing up a key word—a ‘“‘core.” a “‘crudel”
and the like. For it became apparent as Callas
worked day after day with her pupils that the flow
of a musical line made most sense to her when it
came nearest permitting the natural flow of the
words — “‘good spoken Italian,” as she put it. Con-
sequently she often wanted more rapid movement
of the lines, in both recitative and aria, than the
students at first gave her: with her right hand she
would inscribe circles in the air like a policeman
urging traffic to keep moving. (Watching her hands
as she guided a singer through a piece was, in fact,
a graphic lesson in what it means to ‘“‘shape” or
“sculpt” a phrase.) She spent at least as much time
during these sessions working on recitatives as she
did working on the arias themselves, insisting that
the students project the words clearly, that the rec-
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itatives keep moving, that the notes be hit square-
ly and gotten off quickly. And the inflection of
every phrase had to be related to what went before
and what was to come after. She told a story about
herself when she first essayed the role of Norma in
Buenos Aires in 1949: “I learned the role—the
words and the note values. When I sang it for the
maestro, he said, ‘You know all the notes. Now go
home and put them into proportion with one an-
other.”” Callas learned that lesson well, and want-
ed the students to see its point: that notes and
phrases must be justly scaled to one another
within the larger structure of the aria or scene.

None of these things —fidelity to the score, the
importance of dramatic coloring and expression,
the attention to words —will come as a great sur-
prise to anyone who heard Callas sing, for they are
the principles that animated her own performances.
But many performers work instinctively, without
thinking through the modus operandi behind their
practice in any way that they can make clear to
the tyro. What is remarkable about Maria Callas is
the extent to which she is able to articulate her
personal method in words that recall her own per-
formances to those who know them well. When
she could not find adequate words, she resorted to
illustrating a point by singing. The point was al-
ways made — and the fact established, for me as for
several others who have reported their reactions in
print, that the riveting power of her dramatic and
musical gifts is probably undiminished. I never
saw her perform; my knowledge of her art is strict-
ly by way of recordings: the unmatched Norma
(Seraphim 6037) and Lucia di Lammermoor
(Seraphim 6032), the superbly thrilling Medea of
Cherubini (Everest/Cetra S 437/3), Rossini’s Bar-
biere di Siviglia (Angel 3559), and the various
collections —the indispensable “La Divina” album
(Angel 3743) supplemented by the “Verdi Hero-
ines” (Angel 35763) and “‘French Opera Arias”
(Angel 35882). Listen to these recordings careful-
ly, notice and digest the salient characteristics of
Callas’ own performances, and you will have a
very good idea of what kind of singing she hoped
her instruction would foster.

Somewhere during those fascinating afternoons I
remember being a bit disconcerted to hear Callas,
in response to a pupil’s defense that such and such
a deviation from the score was “traditional,” re-
peat Toscanini’s much-quoted remark that ‘‘tradi-
tion is the last bad performance.” It was discon-
certing because, for my generation of opera-goers,
Callas is the tradition—or at least one part of it.
She brought her personal authority to the whole
range of the Italian operatic repertoire and created
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the expectations —so often disappointed —that we
take to the opera house when this repertoire is be-
ing performed. These expectations embrace every
facet of the singer’s art. During one session, while
Callas was recommending some exercises to im-
prove breath control, the girl in the next seat, a
singer herself, whispered to me, “If only Callas
had had someone like herself to advise her about
these things when she began her career!” That, |
think, reflects a mistaken assumption about Callas’
technical resources. It is true that, before she took
herself into semi-retirement, she had almost de-
stroyed her vocal instrument. But as you listen to
her recordings (not, I hasten to point out, the late
Tosca and Carmen), you cannot help but be struck
by the fact that, in the broad sense of the word, she
had a fine technique. Her tones were rich, secure,
and well supported (although some listeners al-
ways found the timbre of the voice displeasing),
her legato line was firm and shapely, and her inton-
ation was well nigh perfect. She managed difficult
arpeggios and scale passages with grace and vitali-
ty (and never faked by gliding through successions
of rapid notes), she passed from one register to
another with ease, and, save for an occasional un-
steady high note, she had her voice under admira-
ble control in every situation. But all of that is
secondary.

N oT long ago I read a comment on Rembrandt
the portraitist that seemed to me unusually apt as
an analogy for Callas the operatic performer.
“Rembrandt made his clients look more than seri-
ous,” the commentator wrote. “He made them
seem to have important and sometimes complex
things on their minds.” Maria Callas’ gift was to be
able to endow the Italian operatic heroine —surely
as raw material not often among the most compel-
ling products of the Western dramatic imagina-
tion — with a similar kind of depth and significance.
One of the chief questions the Juilliard classes
raised is just how much of such a gift can be pas-
sed on to others. A way of shaping a phrase, a way
of sustaining a high note, the pointing of some
words, the forming of a more musical line —these,
of course, Callas could get across to her students.
But the rest—the sina qua non that fuses these
things into a musical revelation? Sometimes, as [
watched the students and listened to them act on
her counsel, I felt it was possible to pass on the
rest; sometimes 1 felt it was not. But 1 am sure
everyone at those sessions who goes to the opera
for something more than just an evening of pretty
vocalizing is united in devoutly hoping the Callas
wealth can be shared.
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AHANDSOME distressed-oak cabinet with the
appearance of a large upright desk houses the
stereo equipment of Edmund C. Byrne of Green-
wich, Conn. The cabinet is constructed of 117 in-
dividually modeled pieces of wood, carefully as-
sembled and then ‘“‘distressed” (beaten with heavy
chains) to create the antique look currently fash-
ionable in home furnishings. The cabinet body was
designed ta order by Wood and Design of Port-
chester, and the equipment installed by The Sound
Gallery in Greenwich.

The installation is located in an enclosed stone
porch, where two KLLH Model 22 speakers on the
wall opposite the cabinet serve the immediate area.
With these, plus two additional pairs of KLH
Model 6 speakers (one pair in the living room, the
other in the basement playroom), the installation
provides music in areas most frequented by the
Bymes family. Powering all six is a Mclntosh MC
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2505 power amplifier driven by a Mclntosh MX
110 tuner/preamplifier unit. Both components are
mounted in an easily accessible wooden compart-
ment that has a slight forward tilt for ease of obser-
vation of control positions. Ventilation is provided
by two sets of openings, one visible below the
amplifier and tuner and another hidden behind
them, which permit a constant flow of air. Directly
below the power amplifier (left) and installed flush
with the desk-top surface is a Miracord PW-50H
automatic turntable equipped with a Stanton 500EE
phono cartridge. To its right, resting on the same
shelf, is a Concord F-105 cassette deck. Records
and tapes are stored in the cabinet below.

Mr. Byrne is an investment banker whose inter-
est in music dates back to his childhood. Today he
enjoys the same light classics he heard as a boy,
plus much popular music, with an emphasis on
recordings by Errol Garner. —Paulette Weiss
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CASSETTE OR OPEN-REEL?

Some enlightening answers to a question that couldn’t
even have been asked as recently as two years ago

By David Monoson

On[y a short two or three years ago few people
with any tape know-how would have consid-
ered the cassette a serious candidate for a place in
the high-fidelity firmament. And for an audiophile
bluntly to juxtapose cassette and open-reel— as is
done above—would have made him suspect of be-
ing either technically misinformed or terribly per-
verse. Today, however, owing to the great technical
progress made with the cassette format, the ques-
tion is a real one for anyone shopping for a tape
machine, and it deserves some straight answers.
We've usked David Monoson of Marketing World,
a firm that represents the Teac line of open-reel
and cassette machines (as well as Maxell tape and
a variety of other products), to help sort out the
pros and cons of the cassette and open-reel formats.

— Larry Klein, Technical Editor

OR openers, let’s look at a very real situation.
FMr. A. has been reasonably content with his

disc stereo system ever since he switched to
solid-state components several years ago. But al-
though he spent almost $800 on his system, his
sonic needs remained somehow unfulfilled. He
obviously needs something more —such as a high-
quality tape deck. But how much should he spend,
and on which format should he spend it?

First, let’s see what the cassette decks have to
offer. There is no denying the ease of handling and
the simplicity of use of cassette equipment—you
simply snap in a cassette and play. Non-Dolbyized
decks are available ranging in price from under
$100 to well over $200, and their reliability and
simplicity are powerful points in their favor. And
when used with low-noise, high-quality tape these
machines yield quite respectable results, the limita-
tions of the format considered. The signal-to-noise
ratio (with the noise being mostly hiss) is slightly
better than 45 dB on the average, and the frequen-
cy response goes to about 11,000 or 12,000 Hz.
These specifications suggest that there will be
some hiss on soft passages, and that the very-high-
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frequency ‘*‘shimmer” in the recorded sound of
cymbals —and some other percussion and string
instruments — will be lost. But most of these cas-
sette decks will be usable with add-on Dolby
noise-reduction units that will reduce the hiss to an
almost inaudible level. The harmonic distortion at
the 0-VU recording level for this category of cas-
sette deck averages about 2 per cent.

On the next step up in cost one finds the more
elaborate cassette decks, many of which have built-
in Dolby circuits and include some means of ad-
justing their recording bias and equalization to
suit a variety of tape types—in particular the high-
energy, high-density tapes and/or the chromium-
dioxide formulations. These decks cost from a bit
more than $200 to over $300, and provide signal-
to-noise ratios ranging from about 50 to almost 58
dB. Their high-frequency response ranges from
about 13,000 to 16,000 Hz. Though the use of a
single record/playback head (because of space lim-
itations and cost restrictions on the electronics)
and the standard 1%s-ips tape speed take their toll,
this is true high-fidelity performance. (It would,
moreover, be easy to make it even better if Philips
could be persuaded to permit its licensees to manu-
facture dual-speed 17s- and 3%4-ips cassette decks
for the audiophile. Not only would the frequency
response be pushed up higher and acceptable sig-
nal-to-noise ratios be achieved more easily, but
wow and flutter could be substantially reduced by
operation at the higher speed. Perhaps some day
Philips will see the light. Two-speed machines
would be as reasonable in the cassette format as
they are in open-reel.)

THE open-reel decks have a different but equally
significant set of pros and cons to sort out. It is
safe to say that the under-$200 price range in
open-reel tape machines is rapidly fading from the
marketplace. A cassette deck at the same price will
do about as well sonically, and with a great deal
more ease and convenience. It is true that some
open-reel machines at that price serve well as a
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second deck (usually used for playback and dub-
bing purposes), but the average high-quality open-
reel deck today falls in the $300 to $400 price
range.

Choosing the right combination of features and
price that suits one’s particular circumstances is
most important, but it is also vital to select a ma-
chine that can take full advantage of the latest tape
formulations. For example. the deck should either
be supplied biased and equalized for the high-out-
put, high-density tapes or it should have a bias
selector switch for both normal-bias, low-noise
tapes and high-bias, high-density tapes.

The $300 to $350 price range in open-reel ma-
chines affords a wide selection. Some products in-
clude an almost staggering array of features and
gimmicks, with the rule “you get what you pay
for’” always holding true. The machines that have a
three-motor transport with solenoid-operated con-
trol functions are most convenient to operate. You
should be able to get a 55-dB signal-to-noise ratio
and about 1 per cent harmonic distortion at 0 VU
in this price class.

As you go even higher in price for open-reel
machines, you are paying for ever more elaborate
features —automatic reverse, remote-control op-
tions, 10Y2-inch reel capacity, and perhaps built-in
Dolby circuits —and an overall effort on the part of
the manufacturer to squeeze the last iota of per-
formance out of a close to state-of-the-art device.
A few manufacturers have top-of-the-line ma-
chines with specifications that do not seem that
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much superior to those of others in their line costing
perhaps a hundred dollars or so less. In general,
the increased expenditure here buys robustness,
durability, and therefore long-term stability —in
other words, the qualities that are important to
broadcast stations and recording studios but are of
less concern to audiophiles, who don’t normally
use their equipment on a 12- to 24-hour-a-day
schedule, seven days a week.

The open-reel machines, in addition to their
technical —though not always audible —superiori-
ties, have other positive attributes. Unlike the cas-
sette, an open-reel tape recorded at 7%2 or even
334 ips is a snap (or a snip) to edit. The signal is
stretched out over a considerable length of tape,
and the tape is readily accessible. There are also
dozens of editing gadgets available that make it
easy to cut and patch a program —or assemble one
from bits and pieces. And of course open-reel
tapes will continue to provide the potential for
longer, uninterrupted recording time at slower
speeds. Although open-reel tapes do tangle and
break, such incidents are almost always the result
of careless handling or improper operation of the
machine. On the other hand, though it is difficult to
operate a cassette machine improperly, cassette
tapes nevertheless do on occasion snarl up inside
the cassette shell, wrapping themselves, with little
or no warning, around the rotating capstan drive
post. And because of the cassette’s slow speed,
any tape-damaging jam-up is likely to cost you a
lot of program material.

As for prerecorded tapes in the two formats, if
you insist on top-quality sound you are best ad-
vised to stick to records. There are exceptions,
but, in general, open-reel tapes seldom equal the
sound quality of discs. Dolbyized cassettes usually
have lower hiss levels than the non-Dolby prere-
corded open-reel tapes, but the high-frequency
response of the cassette is frequently somewhat
weak. In short, the product of some of the major
commercial tape duplicators still has a way to
go before it can equal the quality of a well-record-
ed disc. That doesn’t mean, however, that you
can’t get first-rate results when you do your own
taping.

To sum up the situation: if convenience, com-
pactness. and ease of storage are your prime con-
siderations, go cassette. If you are interested in
live recording and tape editing, and the potential
for the highest possible quality, go open-reel. And
if you are interested in keeping up with the current
state of the recording art in all areas, why, of
course, you should own both types of machines.
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GASSETTE VS, DISC

Ralph Hodges examines the pros and the cons
of two recording formats that are not quite yet competitors

HERE IS, among certain industry sources
and other professional prognosticators, an
unseemly eagerness to predict the early

death of the phonograph disc as a medium for re-
corded sound. Whether this springs from a real
dissatisfaction with the disc’s various shortcomings
or an infatuation with progress and the still-potent
Spirit of the Twentieth Century I do not know, but
I am fairly certain that, despite these anticipations,

the swan song of the disc is yet to be heard in the
land.

The cassette is the current darling of the prog-
ress buffs. There is no doubt that, cleaned up as it
has been by the Dolby B noise-suppression sys-
tem, it is a package with genuine appeal. It is ex-
tremely compact, light, and portable —about as
effortless to use, when all goes well, as anything of
its kind could be. Moreoever, the user can record

CASSETTE PROS:

1. As its name suggests, the “‘compact cassette’” is
small and light. Many hours of music can be toted
about effortlessly from place to place, and they can
be stored —literally—in nooks and crannies. In addi-
tion, they take only a fraction of the space of the
equivalent discs.

2. The playing time that cassettes offer will continue
to increase, with C-180's (3 hours) and C-240's (4
hours) reportedly in the wings. Further, more sophis-
ticated player/recorders with changer mechanisms
will play both sides of a stack of cassettes; automatic
and continuous recycling are possible.

3. Cassette sound quality ranges from fair to excel-
lent (with the best tapes and Dolby noise reduction).
Recording facilities are built into most machines, and
editing is feasible, though awkward. Recordings
made at home often equal or surpass the quality of
commercial prerecorded material.

4. On an everyday basis, cassettes are simplicity itself
to use—a child can do it. AImost any cassette ma-
chine can be operated with speed and flair after only
a little practice.

5. A tape recording should suffer very little (if at all)
from wear and other forms of deterioration, provided
the playing equipment is properly maintained. Cas-
settes are, of course, tape recordings.

6. Cassettes should be kept in their packages to pre-
vent dust contamination. Many of these packages re-
flect ingenuity and taste on the designer's part
(others are best left unmentioned). Cassette outer
labels are easier (therefore quicker) to read than disc
spines in storage, and the inner labels can usually be
read even when the cassette is playing.

CASSETTE CONS:

1. The cassette is mechanically complex, and parts
must be precision-fabricated. There is no way of
checking the mechanical operation (and the recorded
quality of the prerecorded product) except by playing
each and every one. These factors add to manufactur-
ing costs—and to consumer dissatisfaction when
quality control breaks down.

2. Accessibility of particular selections within a cas-
sette remains poor; the only indication of one's place
on the tape is the index counter on the player, the
readings of which must be noted and written down
for later reference. The means of getting quickly from
place to place on a cassette are hardly exciting: fast
forward and rewind of a C-60 tape averages over one
minute.

3. Speed irregularities (wow and flutter) and dropouts
(momentary signal losses) still trouble cassettes and
equipment from time to time. Once in a while a cas-
sette will jam completely, fouling the machine with
irrecoverably snarled tape.

4. The tape-head area of cassette transports must be
cleaned and demagnetized according to a regular
maintenance schedule if performance is not to deteri-
orate gradually.

5. Aside from the various mechanical problems (jam-
ming and/or physical damage to tape) occasionally
encountered, cassette plastic shells can warp from
heat or unresolved internal stresses, in which case
performance become erratic or totally impossible.

6. Liner notes have always been a problem with cas-
settes; there just isn't enough space. Librettos are
either miniscule or must be specially ordered by mail.
Also, it is only simple truth that the repertoire avail-
able on prerecorded cassettes still lags behind that of
the disc in both variety and depth.
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on it, which is a really potent consideration in its
favor.

But when we look closer, we find that the long-
lived disc possesses unique advantages of its own,
advantages it has always had in theory but which
have not always been well realized in practice. For
example, it is still, surprisingly, the quietest medi-
um for recorded music the consumer has at his
ready disposal. The “surface” noise level of prop-
erly prepared vinyl material is exceedingly low,
and this permits the recording of a dynamic range
in music that approaches the real thing. The “hiss”
that unsophisticated listeners often blame on discs
is more likely the hiss of the master tape from
which the disc was made. And, when normal pre-
cautions are taken in its use, the disc is permanent.
The cassette, on the other hand, is a mechanical
device with moving parts; it will therefore break
down in time. When it does so, repair often means
that several inches of tape have to be sacrificed,
and this, at the rate of 1%s inches per second.

means a big chunk of the music. By contrast, even
a seriously scratched disc will afford some satisfac-
tion to a determined listener.

Given all the above, it might be appropriate in
this Annual Tape Issue of STEREO REVIEW to
draw up a kind of balance sheet for the two media
to help us understand how far we have come,
where we are, and where we might be headed.
Both disc and cassette obviously have a lot going
for them, including special advantages that I, for
one, would be reluctant to give up if one or the
other were declared obsolete. The cassette is a
product of a still rapidly growing technology, so we
may expect that it will continue to reflect any fur-
ther development. On the other hand, the disc en-
joys the same straight-ahead logical simplicity it
had when its inventor first watched his voice-pow-
ered stylus write a “picture’ of sound on a revolv-
ing tinfoil drum. That is what scientists call an “‘el-
egant” solution to a problem; such solutions do not
go easily out of style.

DISC PROS:

1. After the molding parts have been made and set
up, discs come off the production line like waffles,
and at a cost of 25 to 30 cents each for the raw ma-
terial. A brief visual check usually suffices to reveal
any defects in the product. The low manufacturing
cost explains why discs are cheaper than prerecorded
cassettes.

2. The disc’'s patterned surface permits ready identifi-
cation of any selection on a side. It is also relatively
easy to jump from one place to another, particularly if
the turntable has a cueing control.

3. The fidelity of discs is potentially very high, even if
it is not always realized. A good turntable will not in-
trude with any audible speed irregularities or me-
chanical noise.

4. Record-player maintenance is minimal today if the
device is well constructed. (Styli should be checked
regularly and replaced at the first sign of wear. of
course.).

5. The actual longevity of discs is still somewhat in
question, but recent experiments with the best play-
ing equipment and record-care procedures indicate
that an LP can provide satisfactory reproduction long
after you're around to hear it.

6. Disc packaging, if not the ultimate in convenience,
is frequently tasteful—even artistic. Liner notes are
amply provided for, with glossy illustrated booklets
frequently provided in multi-disc sets.

DISC CONS:

1. Twelve-inch LP"s store fairly compactly, but there
must be a full foat of space above and behind the
shelf's front edge —quite a lot. In bulk, discs are quite
heavy, although recent innovations in manufacture
have caused them to lose weight significantly.

2. Discs can be played automatically, but only one
side of a stack of eight or so can be cycled without
further attention, and only the last record side can
be recycled.

3. The fidelity of a disc is not constant over each side,
in that there is a gradual degradation (increase of dis-
tortion and/or lack of highs) due to the crowding to-
gether of the recorded material in the innermost
grooves. The playing time of a disc is somewhat limit-
ed if low frequencies and dynamic range are not to
suffer. And, of course, pressing defects do slip by the
final inspection now and then.

4. Vast improvements notwithstanding, the record
player is still a fairly delicate mechanism, sensitive to
external mechanical shock and vibration. Also, discs
ought to be carefully cleaned before playing or per-
manent damage may result.

5. Warpage is the complaint most frequently cited by
disc users. Modern low-mass tone arms do help re-
duce the audible effects, but the problem is still fre-
quent and severe. Also, scratches and surface noise
caused by dust and other contaminants must be con-
stantly guarded against.

6. Some people never adjust to the special edge-to-
center hand-straddle grip that should be used when
handling discs to prevent surface contamination.
Labels on discs are usually quite adequate, though
their legibility quotient is often quite low even when
they are not causing eyestrain and vertigo on a rotat-
ing turntable.
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* THE GREAT TAPE

VERYONE likes a bargain, but nobody likes
a thief,”” was the thought that ran through
my mind when I read this in a New York
Times advertisement last year:

“Buy the new BLEEP Model BLEEP cassette tape deck
and in the dead of night record all your friends’ records.
A ninety minute cassette costs about three dollars; on it
you can flawlessly duplicate at least two long-playing
records. Each disc you record will cost you about
$1.50. . . . It sounds wonderful. By that, we mean as
good as the best LP records.”

The last statement aroused my ire as a technical
writer, because it is a bare-faced lie: no tape copy
is as good as the original, though it’s certainly true
that tape dubs, both of LP’s and of FM broadcasts,
can be made which are good enough that it’s dif-
ficult to tell the copy from the original. But the first
part of the ad raises a real question: Is it a recom-
mendation to save money legitimately while satis-
fying our aesthetic desires. or is it an invitation to
turn our tape recorders into what Editor William
Anderson once characterized as “‘a kit of burglar’s
tools™?

Personally, I was bothered by the fact that my
own introduction to tape recording was, in large
measure, based on the very premise of that adver-
tisement. Had I unconsciously been contributing to
the thesis of such young ‘‘radicals™ as those who
rationalize false credit-card phone calls, shoplift-
ing, and welfare cheating on the grounds that Amer-
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ican society itself is based on the principle of the
“rip-off”” (our “most respected citizens [being the]
businessmen who have most successfully held up
the most people”)? Being a philosopher by profes-
sion as welil as STEREO REVIEW’s “resident demon
tapester,” that kind of question really troubled me.
And since this is a decade in which ethical prob-
lems in many spheres (discrimination, the draft,
corporate misfeasance, ecology, Vietnam, abor-
tion, et al.) are particularly prominent, perhaps it
behooves us to examine the ethics of tape record-
ing as well. Mindful of the sage comment of the
English philosopher R. M. Hare that “ethics is the
field in which men must agree to disagree,” I won’t
try to speak with the assurance of a dogmatic
moralist, but perhaps [ can help clarify some of the
issues and arguments which an individual should
consider in making decisions about his own record-
ing practices.

If we’re going to discuss tape ethics, we must
begin with certain ethical fundamentals. Ethical
discussions tend to center around two different
sets of questions. The first have to do with the
meaning of such terms as “good,” “bad,” “ought,”
and the phrases in which these and similar words
are used. One can, for example, define “good™ as
“whatever God wills,” or “whatever brings the
greatest pleasure to the greatest number,” or (with
one of Ernest Hemingway’s characters) “what |
feel good after doing.” There are obviously many
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other possible definitions as well, but though in the
strictest sense this kind of consideration is philo-
sophically the most relevant, the second kind of
question is more practically important: what kinds
of actions actually fit the criteria set forth by our
definitions? With apologies to my professional col-
leagues —and especially to Socrates—I'll try to
stick mostly to the practical application of moral
principles on which I hope most of us can agree.

I must start, however, by pointing out one very
fundamental but widespread logical error. Since at
least the fourth century B.C. anthropologists and
sociologists have observed that actions condoned
by one group (or economic class) are condemned
by another, and from this they have inferred that
all ethical judgments are “relative.” *‘Relative to
what?” is the obvious question, and while the social
scientists have generally sought safety in numbers
(a group of one sort or another), since the days of
the Stoics the way has been open to make the indi-
vidual himself the sole arbiter of right and wrong.
In our day this has come to mean something like
the following: ““Smith thinks ‘X’ is right and Jones
thinks ‘X’ is wrong, so ‘X’ is ‘right for Smith’ and
‘wrong for Jones.””

The logical fallacy in this reasoning is that it is
valid if —and only if —we grant the additional —and
very dubious —premise, ‘‘thinking makes it so.”
We wouldn’t grant that, for example, to the man
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Whether or not we take action on the knowledge, we should,
as a matter of conscience, be aware of just where our
private taping activities begin to infringe

on the rights of others By CRAIG STARK

who thought that the moon is made of green
cheese. and however sincerely he (or any group of
his followers) held that belief, we would say that
he was simply mistaken. “True for Smith” doesn’t
mean “true” if Smith thinks the earth is flat. Sim-
ilarly, 1 contend, from ‘‘Jones thinks taping his
friends’ LP’s is right,”” we cannot straightforwardly
conclude, “Taping his friends’ LP’s is right” —for
Jones, or anyone else, for that matter. I haven’t, of
course, said that Jones is wrong in taping the re-
cords, but only that his feeling of rectitude doesn’t
in and of itself constitute a moral justification.
What I'm suggesting, in other words, is that
there are such things as moral facts, and that, like
physical or historical facts, they don’t vary accord-
ing to individual taste or preference. Bertrand Rus-
sell, hardly known as a ‘“‘conservative” moralist,
expressed it very well as long ago as 1910 when he
remarked, “When two people differ as to whether
a thing is good, only one of them can be right,
though it may be very hard to know which is
right.” I’'m opposing the notion (technically known
as “‘ethical subjectivism,” and tremendously popu-
lar today) that moral judgments merely reflect the
attitudes, sentiments, feelings, and emotions of the
speaker. That ethical matters involve our emotions
is obvious, but the subjectivist wants to identify
them with our feelings, and this would have the
curious consequence that you couldn’t genuinely
dispute my judgment that a given use of a tape
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recorder is or is not morally justified. A consistent
subjectivist such as the prominent British philoso-
pher A. J. Ayer accepts this anomaly:

Another man may disagree with me about the
wrongness of stealing, in the sense that he may not have
the same feelings about stealing as 1 have, and he may
quarrel with me on account of my moral sentiments. But
he cannot, strictly speaking, contradict me. For in saying
that a certain type of action is right or wrong, I am not
making any factual statement, I am merely expressing
certain moral sentiments. . . . It is impossible to dispute
about questions of value.

I submit, to the contrary, that it is possible to have
genuine moral arguments. This implies that there
are good reasons and poor reasons (not just per-
suasive or unpersuasive ones) for making ethical
decisions —in our case, whether to tape a given per-
formance or to abstain from doing so. The trouble

with Hitler’s “final solution to the Jewish problem”

is not simply that it disgusts me, but that it is
morally wrong, quite independently of who might
approve or disapprove of it. Rather than debate the
matter more fully here, however, let me simply
refer readers interested in investigating it further to
two books. My own position is perhaps most
closely represented by Stephen Toulmin’s An
Examination of the Place of Reason in Ethics
(Cambridge University Press, 1961). The other
side is ably argued by C. L. Stevenson, in Ethics
and Language (Yale University Press, 1960).

At this point, however, someone is bound to
object that if I am saying that in a moral situation
there are definitely right and wrong choices, I am
presupposing that there are objective “moral abso-
lutes.” Am I so benighted a modern philosopher as
never to have heard of “situational ethics?”
Doesn’t what’s right or wrong depend on the indi-
viduals and their circumstances, not on inviolable
social (especially “middle-class”) taboos?

I can’t discuss these matters at length here, but
briefly, 1 should say that of course there are
“moral absolutes,” though they aren’t identical
with a set of mores handed down by “‘the Estab-
lishment™ or, for that matter, by revelations from
Mt. Sinai. A “moral absolute” is something like
this: “Never intentionally harm another without
adequate cause.” Of a similarly fundamental na-
ture is Kant’s second formulation of the Categori-
cal Imperative: “Act in such a way that you treat
humanity, both in your own person and in the per-
son of all others, never as a means only, but al-
ways equally as an end.”

Obviously, such “‘contentless absolutes” or “pla-
titudes™ are so general that they do not mandate
this particular action or that. Just what constitutes
an ‘“‘adequate cause” for harming another may in-
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deed vary with time, place, and individual circum-
stance. Moreover, even after arguing out all the
“situational” factors we can think of, you and I
might still disagree about whether taping a given
performance constitutes using the artists as a
means only to our pleasure or whether we would
be giving them adequate consideration as individu-
als. What is important about such completely ab-
stract principles is twofold. First, they define the:
arena of moral (as opposed to historical, psycho-
logical, political, scientific, et al.) discourse, so that
anyone who does not assent to them simply
doesn’t know what an ethical question really is.
Second, I suggest, the birth certificate alone does
not confer a sovereign right to make individual
moral decisions which differ from the norms of
those groups (families, churches, social classes,
societies, efc.) which initially taught us to distin-
guish right from wrong. Rather, as mature people
we earn that right by a willingness to analyze all
the features in a particular situation, judging them
in terms of such over-arching basic principles. It
is on those occasions when we can reasonably ar-
gue that conventional standards of behavior con-
flict with still higher values that we can responsibly
decide to follow our own moral dictates.

WTH these considerations in mind, let us turn
to the several kinds of situations in which the
home recordist typically presses his “‘record’ but-
ton. Undoubtedly the most widespread use, recom-
mended by the ad with which we began this exami-
nation, is to dub commercially available LP (or
tape) releases. The practice seems to fall into five
major categories:

1. Ostensibly purchasing an LP from a distributor,
taping it overnight, and then returning it for credit (or a
different LP) the next day.

2. Forming a kind of “club” or buying “co-op” in
which one member purchases the selection in question
and then circulates it to the other members for dubbing.

3. Borrowing an LP or tape from a friend or a public
library for the purpose of making a tape copy of it for
oneself,

4. Dubbing the LP/tape when it is played on an FM
broadcast.

S. Buying the LP or tape outright, then dubbing it for
one’s own use (to eliminate side changes, preserve the
disc from deterioration through playing, couple different
selections together for extended listening, erc.).

Looking at this list, it’s clear that (1) and (5) re-
present the ethical extremes. Even without consid-
ering the rights of musicians, composers, lyricists,
soloists, and record-producing companies, (1) con-
stitutes at the very least a deliberate fraud against
the retail dealer. Moreover, if the distributor both-
ers to check the supposedly “defective” returned
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LP and finds it quite all right, rather than bear the
loss himself he’ll likely be more than tempted to
go into the back room with some cellophane and a
heat-sealing machine and ‘“‘factory seal” the album
himself. Thus, the next buyer won’t get the mint-
fresh disc for which he pays.

In the opposite case, (5), a purist could per-
haps raise the objection that if a disc will ever be
played enough to wear it out, one should treat it as
an expendable product and go out and buy a sec-
ond copy rather than tape it. For one, I don’t find
this convincing, for by the time one gets around to
having to replace the original purchase, the odds
are rather good that the album will not be available
at all. Further, a disc bought and paid for, the reve-
nues for which will be distributed according to
agreed contracts, is (so long as no commercial use
is made of it) one’s private possession, to be
treated as he wishes.

The three intermediate cases (2, 3, and 4) are
perhaps a little more difficult to evaluate. On the
one hand, the position of the record industry, as
summarized by Thomas Frost, Music Director of
the Masterworks Division of Columbia, is clear:

We feel it is both unethical and immoral to tape re-
cords either from the air or borrowed from another own-
er. . . . The artist, the composer, and the record compa-
ny all derive income from records, and it is difficult
enough today to make a living from classical music with-
out having to contend with unauthorized copying and
the resultant loss of sales.

Opposing this view have been numerous letters
to this magazine from home recordists, many of

The generalized figures below, drawn from a number of sources,
provide a reasonable economic outline of an industry that var-
ies widely as to operating and manufacturing methods, account-
ing procedures, and, not least, in the nature of the end product.

WHERE YOUR RECORD DOLLAR GOES
(Average industry figures)

Manufacturing and Royalties

Packaging i (Performing and
Musical)

25% 24%
5%
14%
10%
12% |10%
Pre-tax
Profit

Recording and

General and Studio Costs

Administrative Costs

Advertising and Promotion
Distribution Costs

whom seem to view the recording industry as a
group of fair-game ‘“robber barons” intent on
mulcting the consumer of his hard-earned dollar in
order to add to already swollen corporate coffers.
A few relevant facts may help dispel this impres-
sion. Citing a 1965 study by Profs. John Glover
and David Hawkins of Harvard’s Business School,
Mr. Henry Brief, Executive Director of the Re-
cording Industries Association of America (RIAA),
informed me that 87 per cent of classical LP’s
failed to break even. At that time, no profit at all
was to be had on average sales of less than 9,700
copies. In the popular music field, 61 per cent
of the releases lost money (an average of 7,800
sales to break even) as did 74 per cent of the 45-
rpm singles (11,200). Since then, of course, record-
ing costs have risen considerably, so that at today’s
prices industry estimates in the classical field (if we
grant that such general estimates can be made ei-
ther with candor or accuracy) put the “‘break-even
point” at about 15,000 sales for a chamber-music
group and as high as 35,000 or more for an orches-
tral group.

It could be argued that figures such as these
point to something seriously wrong with our soci-
ety’s values. Perhaps we ought to ensure every-
one’s opportunity, either free or at nominal cost,
to own whatever musical performances he chooses.
But such a social commitment to support the arts
would entail appropriations of public funds on a
scale |1 can’t even imagine our Congress consider-
ing, and perhaps in view of the dangers of artistic
censorship, it’s just as well. In the absence of that
sort of ‘“free” provision, it is hard to avoid the
conclusion that individual taping of music which
would otherwise be purchased from commercial
sources does materially harm the legitimate inter-
ests of others. Soloists, conductors, composers,
and lyricists (or their estates) are hurt directly, for
their royalties depend on the number of albums
actually sold. And while studio musicians, engi-
neers, and other personnel normally receive a flat
fee from the recording companies for their services,
it is obvious that the less money the companies
make from record and tape sales, the less frequently
will they undertake recording projects, and the less
they will need these employees.

Against this view a number of correspondents
have averred that they simply cannot afford com-
mercial releases at today’s prices,.so they “must”
dub them from borrowed records or off the air.
This is a curious argument on at least two grounds.
In the first place, there are a few things / would
dearly love to have and would undoubtedly treas-
ure more than many who own them —an Ampex or
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Scully studio mastering recorder perhaps tops my
list. Since I can’t afford one, however, I simply
have to do without. And secondly, the home re-
cordist isn’t likely to be quite so penurious as he
supposes. Let’s assume that one would pay, on the
average, $5.00 per disc, but that he could copy it
for $1.50 worth of tape. The tape machine in our
ad itself costs $280, however. At the $3.50 dif-
ferential, one would have to dub eighty LP’s just to
pay for the recorder! And if you can afford eighty
LP’s, it’s hard to believe you are a candidate for
artist-financed welfare.

Exactly how much an individual artist (or the
company which employs him) is economically
harmed by the home recordist is hard to establish,
for while industry estimates put losses from com-
mercial pirating at about $150,000,000 a year in
1971, no comparable investigation has been made
of the cost of private taping. That the damage is
not negligible, however, can be inferred from the
fact that at least one label (Cambridge Records)
used to make its records available to FM stations
for the nominal sum of $1.00, but ceased the prac-
tice when it found that so many home recordists
were dubbing instead of buying that its sales were
severely affected.

There are, however, at least two categories of
home recording which would not seem to impose
any harm on those who make our musical enjoy-
ment possible. The first involves so-called “live”
FM broadcasts —for example, of the major sym-
phony orchestras—and the second consists of tap-
ing musical material which, though once available
commercially, is now out of print. The former, at
least when the work being played is not also avail-
able by the same artists in disc form, presents
something of a dilemma. On the one hand, one is
tempted to argue that if an orchestra authorizes the
FM syndication of its concerts, it thereby puts the
performances into the public domain, so who could
object to our taping them? Unfortunately, the an-
swer is, “the orchestra itself.” In their view, the
radio broadcast, like the performance in the hall, is
essentially a “‘one-shot” proposition. For the same
reason that buying a ticket to a concert does not
entitle one to bring his tape recorder along as a
guest, so the airing of that concert is not tanta-
mount to approval of its copying. And, as a matter
of fact, even the FM stations are forbidden to du-
plicate these syndicated tapes, but must return
them immediately after broadcast. In view of the
artists’ intentions, then, the question can at least
be raised as to whether this kind of home record-
ing, even if it costs the performer nothing, does not
constitute using him and his orchestral fellows as a
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means only, and not equally (ethically) as an end.

With regard to out-of-print material, however, |
feel a little more comfortable about opposing the
industry’s viewpoint. In their judgment, they have
purchased the master tape ‘“‘in perpetuity,” and
anyone who does not buy the resultant recording
while it is commercially profitable to make it avail-
able should simply do without. This seems to me
not only to have some of the unlovely quality of
the dog in the manger about it, but is in fact an
unethical abridgment of the rights of others as well.
The recording company, after all, can speak only
for itself in this matter. But would the artist (or art-
ists), the composer, or even the holder of the musi-
cal copyright, if there is one, agree? I very much
doubt it. All question of profit aside, simple per-
former vanity, for one thing, would dictate keeping
such performances available forever. But is it ‘“‘eth-
ical,”” then, in the name of art and artists, to side-
step the rights of the recording company in such
cases? It is a decision that everyone will have to
make for himself, falling back, perhaps. on good
old American pragmatism — which isn’t, of course,
ethics at all.

To clear my own conscience in this matter as
well as [ could, I contacted highly placed spokes-
men for two of the major record companies and
put to them the following proposition. ““‘Suppose,”
I said, “I were to come to your office. checkbook
in hand, and offer to pay you whatever your nor-
mal studio rate might be to have one of your engi-
neers go to the vault, hunt up one of those archival
master tapes, and run off a copy of it for me. I'd
agree, further, to sign an agreement making me
personally liable for any commercial use that might
subsequently be made of the tape. Would you be
willing to send the engineer and make the copy?”’
The answer I received in both cases was, “No.”
The disruption of normal production routines, the
endless bookkeeping involved in looking up to
whom royalties were due, etc. would be too great a
task. In this case, then, I, for one, can find no prac-
tical fault in the home recordists’ dubbing.

WHAT I hope is clear from this rather cursory
discussion is that home taping of music does in-
volve the rights of others, and that, in deciding
whether to tape this or that, one should consult
more than his own self-interest. Buying a recorder
may support a manufacturer’s stockholders, but it
does nothing for the artists who create the aesthet-
ic values of the recordings we enjoy. Perhaps, in
the end, the best ethical rule of thumb is that which
the Editor offered in a previous editorial: “Do unto
Angel as you would have Angel do unto you.”
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QUIETER TAPE

The search for the ideal tape formulation and for its ideal employment goes on
By CRAIG STARK

NYONE who has spent much time in a large
metropolitan area knows at first hand the
unfortunate psychological effects of what
we have come to call “‘noise pollution.” Though it
is a thousand or more times less ‘“loud,” an equally
shattering assault is often made on our aesthetic
sensibilities by the intrusion of the magnetic
phenomenon called *“‘tape hiss.” Masked more or
less successfully by very loud musical passages, it
lies coiled within the tape reels, waiting to strike
out and destroy realism in pianissimo passages.

When present in any significant amount, hiss can
be simply impossible to live with, but any attempt
to deal with it must begin with an examination of
its many possible origins. Let us look first at the
tape itself. Basically it consists of three parts: a
smooth, flexible backing material (cellulose ace-
tate, polyester, or polyvinyl chloride); a flexible,
long-wearing sort of “glue” or cement called the
binder: and a powder consisting of tiny particles of
a magnetically sensitive oxide. Most of today’s tape
uses gamma ferric oxide for the magnetic material,
though the need for better high-frequency response
for video tape and very low-speed audio recording
(as in cassette equipment) has led to the develop-
ment of chromium dioxide and cobalt-treated
(*‘high-energy”) ferric oxides as alternatives.

The individual particles of the magnetic powder
are needle-shaped (‘“‘acicular’”) and extraordinarily
small. On a standard tape, for example, they may
measure only a micron in length (a micron is a mil-
lionth of a meter—0.00003937 inch) and perhaps
one seventh that size in diameter. Both the opti-
mum length and the degree of acicularity (the ratio
of length to maximum width) will profoundly affect
the tape’s magnetic characteristics. Predictably,
many of the particles produced will be too large or
too small for optimum performance. The unfortu-
nate inclusion of these out-of-size particles typically
degrades the signal-to-noise ratio of a tape by more
than 3 dB, according to a study made by Eric Dan-
iel of Memorex.
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Ideally, of course, all the oxide particles should
be evenly dispersed within the binder coating be-
fore it is put onto the backing material, so that no
two needles touch each other (each would be insu-
lated by its surrounding layer of binder), and one
could pack the maximum number of optimum-size
particles into the minimum volume of coating ma-
terial. In practice, of course, this doesn’t happen,
and so we discover two kinds of noise-producing
discontinuities in the finished tape. First are the
“clumps” of oxide that occur at various points
along the tape, making its surface physically bum-
py. Second are the random magnetic variations
that arise not only from the clumps, but from
voids, differing particle sizes, and variations in
oxide thickness. Though polishing the tape surface
helps to minimize physical disturbances (a slightly
used tape generally outperforms a brand new one),
it does not alleviate the magnetic ones. Both of
these factors are significant in the production of
what is called “modulation noise.”

One thing that does help to reduce magnetic
noise is to see that the oxide needles are all orient-
ed in the direction of tape flow. This is achieved
during manufacture by passing the tape under a
strong, properly oriented magnetic field while the
oxide binder coating is still wet (so the individual
particles can move around). Perfect orientation
would increase the signal-to-noise ratio of a tape
by approximately 4 dB, according to Daniel’s cal-
culations, though, again, the ideal is not fully real-
ized in practice. The importance of this procedure
can be appreciated by making a simple compari-
son: high-quality video tape (whose oxide is orient-
ed latitudinally rather than longitudinally) has been
measured as having a 6-dB worse signal-to-noise
ratio when used in audio applications. (This, inci-
dentally, should make one cautious about using
“white-box’’ tapes, some of which are re-slit video
tapes.)

Another physical factor is important for its effect
on noise: the thickness of the oxide coating. In
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general, increasing the coating thickness exposes
more magnetic particles to the recording field, and
so tends to yield higher output on playback. This
was the thinking behind the development of “high-
output” tapes some years ago. Unfortunately, the
rise in signal output tends to be confined to the
longer-wavelength signals —which is to say the
lower frequencies. To understand, in part, why this
is so, we must consider the problem of ‘“‘spacing
loss.” This is a problem that is easily demonstrat-
ed: compare the playback of a musical selection

tone at 15 ips. In tape-recording, in other words,
the wavelength on the tape varies both with the
frequency of the recorded signal and with the
speed at which the tape moves.

Looking at the “spacing loss’’ formula, then, and
the problem of trying to get more signal from a tape
simply by increasing the thickness of its oxide
coating, we can understand that those particles
separated from the playback head —even by the
thickness of the coating between them and the
head gap —simply won’t make their full contribu-

+H155

Fig. 1. An unequalized

playback head’s response
to equal-strength taped

+5i

audio signals of various
frequencies. The 6-dB-

per-octave rise with
frequency continues until

the recorded wavelengths

for the two tape speeds

begin to approach

DECIBELS

the width of the head gap.

-sol!

20 =1e] 100 200

=lele] 1kHz 2kHz SkHz 10kHz 20

FREQUENCY IN Hz (CYCLES PER SECOND) kHz

with a great deal of treble content (1) in normal
play and (2) with a piece of cellophane interposed
between playback head and tape. It will sound
much duller —lacking in high frequencies—in the
second play, obeying the mathematical formula
55d

A
where d stands for the distance between the tape
and the head and A is the wavelength of the record-
ed signal.

“Wavelength” is really a very simple concept,
and since engineers habitually talk about a tape’s
“short and long wavelength characteristics”
(instead of ‘‘high and low frequency response”), it
might be well to explain it. Consider a 15,000-Hz
tone recorded at 15 ips. Here there are 15,000 cy-
cles occupying fifteen inches of tape; each individ-
ual cycle, therefore, is one one-thousandth of an
inch long, so its “wavelength” is one mil. At 7V
ips, the same tone would have to be squeezed into
half as much tape, making the wavelength of the
individual cycle 0.5 mil. At 3%, ips the wavelength
of a 15,000-Hz tone is 0.25 mil, and at the cassette
speed of 17s ips it is down to 0.125 mil. In the
same way, a 7,500-Hz tone recorded at 7Yz ips has
a tape wavelength of 1 mil, as does a 15,000-Hz

loss (in decibels) =
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tion at short wavelengths. Thus, thick magnetic
coatings aren’t the answer to achieving relatively
noise-free recordings —if we wish to preserve the
higher frequencies at the slower speeds. At the
same time, it is also clearly in the interest of re-
cording quality to keep the surface of the tape
smooth and free of bumps or “asperities” which
degrade tape-to-head contact. Further, it shows
why it is so important to keep a recorder’s heads
clean to prevent a build-up of shed oxide particles
that might *‘space” the tape away from the heads.

The wavelength concept also brings us to a con-
sideration of the recording process as it affects the
total system of machine-and-tape, and not just tape
alone. Our best starting point here is with the play-
back head. Figure 1 shows the voltage output of an
unequalized playback head presented with equal-
strength magnetic signals recorded on the tape.
The output voltage produced increases directly as
the wavelength is shortened —at least up to a point.
Thus, at any given speed, doubling the frequency
(that is, halving the wavelength — from, say, 500 to
1,000 Hz) will double the playback head’s output
voltage. Technically, this is known as a “‘6-dB per
octave slope,” since both a musical octave and a 6-
dB voltage change represent ratios of 2:1.
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The qualifier *‘up to a point” is important, how-
ever, particularly as tape speeds decrease. As Fig-
ure 1 illustrates, the playback head’s output
reaches a maximum when the “gap” spacing be-
tween its two pole pieces equals a half-wavelength
of the signal. When a full wavelength is presented
to the head gap, there is theoretically no output
\from the head at all! For this reason, then, as
speeds become slower, playback heads must be
made with increasingly narrow gaps in order to
“resolve” the high-frequency wavelengths as they
become increasingly shorter.

The rising response of the playback head with
frequency must be offset by “‘equalization’ to keep
recordings from being unlistenably “tinny.” In the
low and mid frequencies this is achieved by using a
very simple bass-boost/treble-cut circuit. At the
very high frequencies (short wavelengths), how-
ever, tremendous recording losses are encountered
that far exceed the automatic 6-dB-per-octave tre-
ble boost provided by the playback head. The
slower the recording speed, the lower the frequen-
cy at which these serious losses begin.

The fact that music does not generally contain
large amounts of very high-frequency information
(relative to mid- and low-frequency content) per-
mits the recording losses to be overcome to a large
extent through treble pre-emphasis (boost) during
recording, as shown in Figure 2. If the tape itself is
not to distort the high-frequency signals, how-
ever, there is a limit to the amount of treble boost

that can be applied, and this is indirectly reflected
in the standard N AB playback-equalization curves
shown in Figure 3. Both Figures 2 and 3 show that
the lower the tape speed. the greater the high-fre-
quency boost required in recording and the smaller
the cut applied in playback —and, therefore, the
greater the relative hiss.

One way to lessen the required recording and
playback (pre- and post-) emphasis of the treble
frequencies would be to record with less than nor-
mal ‘“‘bias’’ —the ultrasonic current that is fed to
the record head along with the desired signal. But
this expedient would also result in increased dis-
tortion, since that is what the bias has been de-
signed to prevent. The time-proven alternative is
to use tape oxides that are more sensitive at the
short wavelengths than conventional formulations
are. This is the route along which low-noise tapes
have been developed. at the relatively minor cost
of raising the level of recording-bias current re-
quired for optimum performance. Chromium-diox-
ide tape pushes this principle a step further. It re-
quires so much less treble boost at high frequen-
cies that there have been proposals to change the
standard playback equalization curve at the cas-
sette speed (in effect lowering playback treble
boost), thereby decreasing audible hiss.

The bias current itself is the source of another
kind of tape noise. Anyone who has run a *virgin”
or bulk-erased tape through a tape machine set to
record but given no input signal is aware of the dis-
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tinct increase in hiss that simple exposure to the
bias signal produces. The reasons for the creation
of bias noise are still a matter of debate, but its
existence is incontestable. (Its magnitude is illus-
trated —along with other noise-producing fac-
tors—in Figure 4.) Daniel’s calculations, upon
which the graph is based, reveal that the minimum
additional noise caused by the presence of record-
ing bias is at least 3 dB, and if the bias is of too low
a frequency or its waveform contains even-num-
bered harmonics, hiss will be increased to an
even higher level.

The upper curves in Figure 4 document the
existence of still another sonic intruder, “‘modula-
tion noise.” This form of disturbance varies direct-
ly with the recorded signal. In one of its guises (not
shown), frequency modulation arises because a
length of tape tends to vibrate physically against
the recorder’s heads at a frequency that depends
on its unsupported length.
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Fig. 4. The various types of noise that crop up in tape record-
ing, with their typical levels and frequency distributions. The
comparatively higher levels of “saturation” and ‘“surface”
noise occur at lower frequencies where the ear is less sensitive.

Other forms of modulation noise create ampli-
tude variations in the recorded signal, and it is cus-
tomary to measure them (see Figure 4) by record-
ing a d.c. signal on the tape. (This is comparable in
its effect to the noise caused by a magnetized
head.) At absolute maximum recording level (tape
saturation—the point at which an audio signal
would be unbearably distorted), the relative magni-
tude and frequency distribution of such a d.c. sig-
nal is shown in the saturation noise curve of Figure
4. The noise generated appears attributable primar-
ily to magnetic unevenness in the oxide coating.
Curiously, however, a lower (and more typical)
recording level for the d.c. signal actually produces
more noise—see the surface-noise curve—by
bringing out the contribution of tape-surface irreg-
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Fig. 5. Signal-to-noise ratios for several 3M (Scotch) tape
Sformulations. The new Type 206 has a noise level comparable
to that of the older 202, but permits the recording of a higher
signal level for the same amount of distortion. (Note that the
decibel scales of Figs. 4 and 5 do not attempt to show absolute
levels: they are arbitrarily calibrated to show differences in level.)

ularities that interrupt intimate contact between
tape and head.

An indication of the kind of progress the indus-
try is making in the war against tape noise is fur-
nished by Figure 5, which compares the available
dynamic range of 3M’s venerable *“‘standard’ Type
111 to its ““Dynarange’ 202 and the recently intro-
duced “low-noise, high-output” Type 206. Ad-
vances are painfully won, a decibel at a time, for in
developing a new oxide formulation one must not
sacrifice other desirable features such as signal
stability and freedom from “‘print-through.” More-
over, any improvements in recording tape must
take place in the shadow of two basic laws of tape
technology: (1) For every doubling of the record-
ing speed, the signal available increases by 6 dB
while the noise increases by only about 3 dB. This
results in a net 3-dB improvement in potential
dynamic range. (2) Similarly, if track width is dou-
bled, another 3-dB improvement is realized. All
very good, but tape technology is not moving in
the direction of greater tape speeds and wider
tracks, but toward slower speeds and narrower
tracks, and both of these exact a heavy price in
signal-to-noise ratios. But perhaps continuing ox-
ide improvements, together with Dr. Dolby’s mar-
velous “black box,” may make the toll bearable.
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PIANIST MICHAEL PONTI

Old-fashioned bravura
By JAMES WADE

“WHEN you win a piano competition, you may get
one good season of bookings out of it. if you're
lucky,” Michael Ponti told me, and he should know.
Ponti, a thirty-three year-old American piano virtuoso,
has been entering—and winning prizes in—a wide as-
sortment of piano competitions for over half his lifetime.

“A year or so after you win,” he continued, “'the con-
tests come up again, and the bookings go to thar year’s
winners. There are forty or so major contests now, and
they turn out too many pianists for the world music
market to absorb. It is much more important for a per-
former to play often for the general public, and cultivate
a broad repertoire.” It goes without saying that he has
done this, too.

Ponti, a balding, dynamic bantam of a man, was born
in the U.S. of an Italian-American father and a German
mother who together urged music lessons on him from
the time he was five. ““My father played the piano, and
my mother would sing me the Queen of the Night’s aria
at bedtime —some lullaby! They assumed as a matter of
course that I had musical talent.”” His first lessons were
with a parochial-school nun in Washington, D.C. In
three years he was playing Beethoven sonatas. and at
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age eight won his first contest with the Chopin “‘Minute”
Waltz.

At age ten he became a student of the Godowsky pu-
pil Gilmore MacDonald, and played Bach's Well-Tem-
pered Clavier in public at eleven, “I dreamed of a career
as a pianist from about that time,” Ponti recalls. “It
seemed a wonderful idea to run around all over the
world playing the piano and being adored by beautiful
women. | guess | was precocious in more ways than
one!”

The dream moved closer to reality when, as a high-
school sophomore, he won another contest and appeared
with the North Carolina Symphony Orchestra on tour in
Florida, playing Mozart’s Concerto No. 27, in B-flat. “It
was winter in Washington. but down there 1 picked up a
tan on the beach, and bought some loud sport shirts.
When | got back, my friends treated me like I'd been on
vacation, and called me ‘Palm Beach Ponti.” It seemed
like a good life to me.”

When he was seventeen, his family moved to Europe,
and he began to studv with Erich Flinsch, at one time an
assistant to Emil Sauer, at the State Music Academy in
Frankfurt. “I thought I was already the greatest,”” he
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admits, “‘and that it would take the world only a year or
two to realize it. But 1 was actually sloppy and undisci-
plined. Flinsch gave me daily lessons to whip me into
shape, which took about six months.

“l made a poor showing in a Geneva contest about
that time, and stayed out of competitions for a while,
though my father thought I should keep entering. Then,
when 1 was eighteen, I won fourth prize in the 1956
Ferruccio Busoni contest in Italy. That’s one of the
important ones, and | was up against established names,
people ten years older than I was, such as Jorg Demus,
Ivan Davis, and Charles Rosen, so I didn't do badly.”

For several years afterward, Ponti played frequently
at American Cultural Centers in Germany, Austria, and
France—about 150 concerts in all. These, he feels, gave
him poise and confidence in front of audiences. “They
paid me $10 per diem, and some of the towns I played in
were small ones, with bad pianos. It was an education.
Sometimes there were more cows than people around.”
The U.S. State Department also sent him on a recital
tour of Egypt and the Near East. “Once in Greece 1 hit
a town with no grand piano, so they took an upright,
stuck a long table out behind it, and draped a black vel-
vet cloth over the whole shebang. I don’t know whether
they were trying to fool me or the audience.”

Meanwhile he kept entering competitions — the Bolza-
no contest (“until they got tired of seeing me and threw
me out”’), the Casella contest, and others —and usually
placed high, but not first.

His first major professional concert came on his twen-
ty-first birthday, when he replaced an ailing Andor
Foldes at a few hours’ notice in the Beethoven Third
Concerto with the Frankfurt Radio Orchestra. The re-
views were good, and he acquired a manager. Like en-
tering contests, filling in for someone on short notice has
been a recurring motif in his professional life. In Prague
for the 1963 Spring Festival, he was asked to replace the
Russian cellist Mstislav Rostropovich for a concert
date. “‘l was tired out from driving, and it was quite a
shock when they asked me to play a concerto on one
day’s notice. But I recovered quickly when they said it
would mean an extra fee of $1,000.” The concert was a
hit, and Ponti has toured Czechoslovakia periodically
ever since. And in 1969, while in Berlin for recitals dur-
ing the city’s festival, he replaced an indisposed pianist
in the finals of the Herbert von Karajan conducting con-
test, relearning the Schumann Concerto overnight and
playing this work and the Tchaikovsky First a total of
six times in one day with the Berlin Philharmonic under
the various contest entrants. ‘“This was auditioning for
Karajan the hard way!”

Finally, in 1964, Ponti took first prize in a contest—
the top award of $3,000 in the prestigious Busoni
event—and toured extensively in Italy thereafter. The
same year he won a silver medal in the Brussels Queen
Elizabeth Concours. Since then, with his career solidly
launched, he has had neither the time nor the inclination
to participate in competitions.

He has toured South America, performing all three
Barték concertos on one program in Chile. This com-
poser’s gruelling Second Concerto has been one of Pon-
ti’s most successful vehicles, and last year he reintro-
duced himself to America with this work, collaborating
with Sixten Ehrling and the Detroit Symphony.

In 1967, Ponti came to the notice of Vox Records in
the United States, and the company signed him to a con-
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tract solely on the basis of his notices, with no audition,
“live” or taped. Since then he has made sixteen record-
ings, and many more are scheduled. Vox has released his
complete account of the piano music of Tchaikovsky,
and he is working on similar sets devoted to Rachmani-
noft and Scriabin.

“This has meant learning an immense amount of diffi-
cult new material that is seldom played publicly now,”
Ponti pointed out. *“Sometimes I practice eighteen hours
a day to prepare myself for recording sessions. I redis-
covered Tchaikovsky this way, and was surprised at the
quality of this neglected music. Outside of the First
Concerto, 1 had always thought of him as a salon com-
poser for piano, but many of his pieces are solid and
challenging, especially the early and middle works up to
about Opus 40. He also wrote five concerto or quasi-
concerto showpieces for piano. The Second Concerto, at
least, is as good as the popular First, or better.”

THE expatriate American pianist is now becoming bet-
ter known in the U.S. via his recordings, particularly his
contributions to the *“Romantic revival” —the new inter-
est in the music of late nineteenth-century and early
twentieth-century composers, most of whom were also
virtuoso pianists. Among the discs already released are
concertos, études, and variations by Ignaz Moscheles, a
Beethoven contemporary whom Ponti sees as fore-
shadowing the Brahms style of piano writing; Liszt’s
pupil Carl Tausig, “who tried to outdo his master in
technical obstacles, and succeeded”; Tchaikovsky’s
teacher Anton Rubinstein; and the eccentric but orig-
inal Frenchman Charles-Henri Alkan.

“Alkan practiced as much as I do,” Ponti told me,
“and he kept a Bible propped up on the piano so he
could read it to break the monotony. He was too ner-
vous to perform in public, though —maybe because of all
that Bible reading.”

The set of the complete piano works of Alexander
Scriabin, in the first stages of preparation, he considers
the most challenging project currently on his docket.
The twelve to fifteen discs mean for Ponti ““a real cram
course.” This music, with its elusive quality and over-
tones of mysticism, calls for ‘“‘real maturity, not just
technique. It can be dull if simply played well; it must be
done scintillatingly.” Horowitz and Richter have in re-
cent years faced the challenges implicit in Scriabin with
some success, but they have concentrated on a relatively
few pieces in his considerable output. Other pianists —
Hilde Somer, Roberto Szidon — are dipping into Scriabin,
but by and large Ponti is exploring nearly unknown terri-
tory: even the printed music is in some cases almost
unobtainable.

The study and recording of ‘“transcendentally diffi-
cult” late Romantic piano music, Ponti believes, has fur-
ther developed his technique. ‘‘Such music makes the
standard repertoire seem almost simple, pianistically,
and enables me to concentrate on interpretive aspects
when I play the usual pieces.”

It has certainly been a challenging and exciting ap-
prenticeship, but Ponti’s concert and record reviews
leave no doubt that his professional credentials are in
perfect order. He will demonstrate this with old-fash-
ioned bravura at his first New York performance in Tul-
ly Hall March 13: the printed program will include a list
of over forty works that he will play at the request of the
audience!
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STEREO REVIEW’S SELECTION OF RECORDINGS OF SPECIAL MERIT

BEST OF THE MONTH

CLASSICAL

BEETHOVEN BY SZIGETI AND ARRAU: A UNIQUE DOCUMENT

Remarkable ensemble distinguishes Vanguard's set of dll the violin-piano sonatas

MUST leap in, without preamble, to say that

Vanguard’s new recording (in its Everyman

Series) of Beethoven’s complete sonatas for
piano and violin is an absolute joy to encounter. It
would be hard to imagine a more remarkable en-
semble of chamber musicians than is provided on
these four discs: violinist Joseph Szigeti and pianist
Claudio Arrau,

The recordings stem from *‘live” performances at
the Library of Congress in Washington early in
1944, This means that they are monophonic, of
course, but, given the kind of musicianship with
which we are dealing here, that fact becomes a
mere quibble. Moreover, the performances took
place within the acknowledged acoustic gorgeous-
ness of the Elizabeth Sprague
Coolidge auditorium in the
Library, so that the sound
leaves little to be desired even
when compared with present-
day stereo standards. Lt s %

Joseph Szigeti has been .
known throughout his career
as a musician whose approach
was to put the idea in music
ahead of any other considera-
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same way one admires those of certain exceptional
Lieder singers —those who put expression, intelli-
gence, and intimacy of communication ahead of
any concern with mere vocal display. In the case
of these sonatas, what emerges from Szigeti’s ap-
proach (and I must interject at once that Arrau is
not one millimeter behind him in any dimension) is
an evocation of the music in which every phrase,
every fraction of a phrase, every formal section, is
elucidated so clearly, so sensitively, and with such
an uncanny sense of the full shape of the pieces
that it scems almost to be a matter of direct com-
munication from Beethoven’s mind to one’s own.

All this high-quality music-making does not,
however, preclude a great deal of fun along the
way. Arrau, at the piano, plays
with such gleaming virtuosity
that passages which often
sound blunt and straightfor-
ward in other performances
acquire an edge of elegance
and vivacity, thus showing
them to be anything but plain
and lacking in color.

These two great musicians
must have rehearsed this mu-

tions. He was never one to
produce a violin sound of the " :
“opulent” variety (though it \‘4
can have great sweetness on
the topmost string). His tone is
plain, honest, and remarkably
controlled in terms of dynamic
nuance. But the point with
Szigeti has always been the
musical message, not the vio-
lin medium, and one admires
his performances in much the
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Title page of the original edition of
Beethoven's Sonata for Piano and Violin, Op. 96,
dedicated to the Archduke of Austria

sic with a degree of assiduity
and artistic dedication that lat-
ter-day recording techniques,
costs, and, indeed, attitudes
have almost made a thing of
the historical past. This is all
to the good, for, truth to tell,
the Beethoven sonatas for
piano and violin are not as
richly endowed with Beetho-
ven’'s deepest musical thinking
as are the sonatas for piano
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JosepH SzIGETI (top) and CLAUDIO ARRAU

alone. This means that, in some cases, one’s inter-
est has to be held by the finesse and esprit with
which the performers execute a kind of silver-point
drawing; Arrau and Szigeti are experts at this.
When little phrases are bantered back and forth
between the two instruments, there is such unan-
imity of approach and emphasis that even when
the ideas (Beethoven’s) are not utterly compelling,
the superb craft with which they are presented is
splendidly apparent. The playing of the second
movement of the Sonata No. 4 in A Minor, Op.
23, could stand as a lesson for all chamber musi-
cians in its perfection of ensemble and in the depth
and evident sincerity of the performers’ feelings.

Joseph Szigeti will be eighty years old in Sep-
tember. Claudio Arrau is a mere stripling of sixty-
eight, but he is making new recordings these days
as if he were in his thirties. It is splendid to have
this document of their unique collaboration dating
from a period when Beethoven meant more as a
symbol of the indomitability of the human spirit
than he has since, even in the year of his bicen-
tennial. Perhaps there is something in that that we
might all ponder. Lester Trimble

BEETHOVEN: Sonatas for Piano and Violin (complete).

Joseph Szigeti (violin); Claudio Arrau (piano). VAN-
GUARD EVERYMAN SRV-300/1/2/3 four discs $11.92.
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FISCHER-DIESKAU ESSAYS
THE ATONALISTS SONGS

His new DGG disc traces the evolution
of twentieth-century Viennese lieder

by Deutsche Grammophon, Dietrich Fischer-

Dieskau has turned his attention to the songs
of the twentieth-century Viennese school, demon-
strating in the process how much an interpreter of
contemporary music gains by being thoroughly
grounded in the traditions out of which modern
styles and methods grew. Too often, music like
this is left to specialists whose performances, how-
ever praiseworthy otherwise, suggest that they
have chosen contemporary songs as their field
because they cannot sing anything else.

The indefatigable Fischer-Dieskau, of course,
not only can sing everything else, but seems at this
stage in his long and brilliant career to have al-
ready done so. And the result, as one listens to the
performances in this album of songs by Schoen-
berg, Webern, and Berg, is the fascinating experi-
ence of perceiving the song style of the teacher and
his two leading pupils evolve and grow gradually —
and without any hint of revolutionary dislocation —
out of the fertile world of nineteenth-century Lied-
er. The songs are arranged, within the limits of side
layout, almost exactly chronologically, thus greatly
simplifying the tracing of influences and personal
growth. The turn-of-century, pre-Opus | songs of
Webern, for example, breathe an unmistakable
aura of Straussian opulence, and as we follow the
composer through as far as 1909, it is extraordi-
nary to watch the bones of his mature style gradu-
ally emerge as the surplus flesh is pared, with ines-
capable logic, away from them. A similar process
obtains with Schoenberg, though here the musical
sources are Brahms and Wolf, together with some
Schumann and, in the more straightforwardly me-
lodic songs, a touch of Schubert. But straightfor-
ward melody is rare in both composers—as it is
even in the more lyrically oriented Berg. All three
display the curious inability to “‘sit down,” the dis-
inclination to cadential thought that grew out of
late-nineteenth-century extensions of chromaticism
and led in turn to the pervasive nervosity of the
Viennese dodecaphonic style.

Without ever glossing over the more harshly
modern aspects of the music, Fischer-Dieskau and
Aribert Reimann (an excellent pianist who is new
to me) bring this stylistic evolution vividly to life.
Only in one song—the first of Berg’s Op. 2, where
Heather Harper and Paul Hamburger on Angel

IN A magnificent new recital disc just released
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36480 capture the lullaby rhythm more effective-
ly —is there an alternate version that comes near to
matching theirs. This is marvelous music-making,
superbly recorded. Bernard Jacobson

DIETRICH FISCHER-DIESKAU: Songs by Schoenberg,
Webern, and Berg. Schoenberg: Erwartung, Op. 2, No. I;
Die Aufgeregten, Op. 3, No. 2; Geiibtes Herz, Op. 3,
No. 5; Verlassen, Op. 6, No. 4; Der verlorene Haufen,
Op. 12, No. 2; Ich darf nicht dankend, Op. 14, No. I;
Sommermiid, Op. 48, No. 1; Tot, Op. 48, No. 2. Webern:
Vorfriihling (1899); Gefunden (1904); Bild der Liebe
(1904); Am Ufer (1908); Dies ist ein Lied, Op. 3, No. [ ;
An Bachesranft, Op. 3, No. 3: Noch zwingt mich Treue,
Op. 4, No. 2; So ich traurig bin, Op. 4, No. 4. Ihr
tretet zu dem Herde, Op. 4, No. 5. Berg: Four Songs,
Op. 2 (Schlafen, schlafen; Schlafend trigt man mich;
Nun ich der Riesen stirksten iiberwand; Warm die
Liifte). Dietrich Fischer-Dieskau (baritone); Aribert
Reimann (piano). DEUTSCHE GRAMMOPHON 2530 107
$6.98.

——=<=ENTERTAINMENT>=—

FROM ROCK’S ARGENTINA,
“MUSIC” BY CAROLE KING

The dues were paid in New York,
but the romantic spirit is pure California

CAROLE KING brings a wistful toughness to
romantic-pop music that I would guess is a
combination of her personality, her artistry, and
the combat experience she has had as a profession-
al songwriter for the past ten years. Most of the
combat duty was served in New York, and she
either moved or fled to California a few vears
ago—as did such other greatly talented people as
Neil Diamond. California is sort of the Argentina
of New York rock-and-roll; it can be either a hid-
ing place or a garden to bloom in, and sometimes
both. It has evidently given Miss King the peace of
mind she needed to become a fine, distinct, individ-
ual artist, and she says as much in the closing song
(Back to California) on side two of her new Ode
album called, quite simply, “Music.”

She has several things going for her: even the
least of her tunes are capable efforts, and the best
are all her own —no one will ever do them as well
as she does, though they could be, are, and will be
sung by a great many people. She is at all times a
pro, and she is one of the few musicians ever to
develop a distinctive style in pop piano. One of the
pleasures of listening to her is to hear the keyboard
accompaniments she gives herself, the tune being
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Ode

3

played, and the musicians playing with her—this is
a difficult triple play to pull off unless you are very,
very good. Her voice might sound like those of a
lot of other female singers if it weren’t for her
phrasing, which 1 would call both emotional and
professional without being at all clinical. Most
important, she enjoys music, enjoys making it, and
enjoys people around her making it. The music of
the title tune here is cheerfully given over to Curtis
Amy’s flailing sax, and Back to California is allot-
ed mostly to Ralph Schuckett’s fine electric piano.
Sidemen simply don’t play as well and as freely as
they do on this album unless the “lead” makes
them feel comfortable, respects them, and gives
them lots of room to work.

Surely, Brighter, Carry Your Load, and Back to
California are the worst of Carole’s tunes on this
album, but they are better than many people’s
best —good, solid craftsmanship. Song of Long
Ago, Too Much Rain, and It’s Going to Take
Some Time (the last two written with Toni Stern)
are the standouts, absolutely first-rate in both
composition and performance.

As on the “Tapestry” album, James Taylor sits
in as sideman and background vocalist. With the
exception of a lost bass player, all of Taylor’s first
group, the Flying Machine (circa 1967), appear as

CaroLe KiING: emononal, professional, but never clinical
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sidemen. Taylor also rode up and down all those
New York elevators, and it must be a source of
pleasure (and of a few sighs of relief) to him, his
old band, and Miss King that they did good work
in New York, didn’t let it it kill them, and escaped
to California to make it all come musically true. If
you haven’t ever gotten away to lie easy on a
front porch and listen to the waves breaking on
Zuma Beach three blocks away, don’t worry; this
album will take you there. Joel Vance

CAROLE KING: Music. Carole King (vocals and piano);
James Taylor and Danny Kootch (guitars); Curtis Amy
(tenor sax and flute); Joel O’Brien and Russ Kunkel
(drums); Charles Larkey (bass); Ralph Schuckett (key-
boards); others. Brother, Brother; I's Going to Take
Some Time; Sweet Seasons;, Some Kind of Wonderful;
Music; Song of Long Ago; Growing Away from Me:
Too Much Rain; Surely; Brighter; Carry Your Louad;
Back to California. Ope SP 77013 $5.98, 77013
$6.98, © 77013 $6.98.

FOUR DISCFULS OF CHICAGO:
AUDACIOUS AND JOYOUS

Columbida’s big package of the band’s
Carnegie Hall dates is a gamble that paid off

CHICAGO took a calculated risk with its latest
release —an exhaustive documentation of the
group’s Carnegie Hall appearances last year. I can’t
think of any other pop artist (or group) who has
had —or even would have —the sheer audacity to
issue a boxed set of four (count ’em, four!) discs in
a single package. But here it is, here they are. As
of this writing, the whole works is very nearly at
the top of the best-selling charts. The gamble paid
off.

There’s no question that the issue is an attrac-
tive one. Included, in addition to the discs, are an
enormous (6 x 4 feet) poster of the band in action,
two other merely large posters (one of them of
Carnegie Hall), a twenty-page photo album, and a
list of voter’s registration requirements (for eight-
een-year-olds) in the various United States. As for
the music, it is made up of the highlights of Chica-
go’s April 1971 concerts in New York’s Carnegie
Hall.

Unlike many of its prominent competitors, Chi-
cago keeps getting better and better. The band has
retained a sense of joy in the act of making music
that is obviously communicated to its audiences —
most certainly to the ecstatic listeners who attend-
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CHICAGO: an inexhaustible supply of raw vitality

ed the Carnegie programs. Energy is the force that
brings rock music to life. Many groups have
matched Chicago’s success, but in failing to mea-
sure up to their music’s continuing demand for an
inexhaustible supply of simple, raw vitality they
can only fall back into parodies of themselves.
Chicago, on the other hand, even in a program
such as this one which concentrates on familiar
repertoire (it’s really a “greatest hits” album), in-
vests tunes they must have played at least a thou-
sand times with the wonder of fresh discovery.
Sure, they can be rhythmically dull, and they can
even make an emotional cheap shot now and then.
But most of the time this band plays good and clean
and honest rock music—no hype, no nonsense, no
overreaching. A four-record set is a lot to ask any-
one to buy, but this one’s worth every penny of
the tab. Don Heckman

CHICAGO: Chicago at Carnegie Hall, Volumes I, I,
II, 1IV. Chicago (vocals and instrumentals). Questions
67 and 68; I'nmt ¢ Man; Beginnings; Colour My World;
Make Me Smile: 25 or 6 to 4: Does Anvbody Really
Know What Time It Is?; Free, and eighteen others.
Corumaia C4X 30865 $12.98, ® GA 30863/4 $13.98,
© GT 30863/4 $13.98.
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Sousa lives in the new Altec Segovia
S

s ot e

[ l. P v #
G T AR TR T T T

e e I R
T

If you're going to listen to Sousa, it should sound like Ask vour desler to put on some Sousa when you
Sousa. Qom-pa, oom-pa, oom-pa-pa. It should be so real  listen to the new Altec Segovia speaker system.
that you can reach over and nudge the tuba player You've never heard him so good.

when he gets out of step.

The new Altec Segovia is the first bookshelf speaker N The new Altec Dynamic Force Segovia
system that lets you hear every sound clearly and w AI_NE f)?l;i;‘;; tﬁwféli?p‘gefg;slg‘:;ggﬂn d
distinctly and naturally. Oom-pa. From bass drum to JANNEINEY  cquipment and working with room acoustics
triangle. There’s nothing added and there’s nothing m“v;;l ’ X‘I,Le A;)l: ': :‘/;ica-fzge eéltueilizagn n{hile gevel_t;pi{lg thel |
taken out. Oom-pa. All you hear is what Sousa wanted pAlt,ec déalefctoduy.s He'’s intihe Yelltfv?/ Palé:szljerfaef 3}1;;[{}:: I'yi(()ilélrit(;ca
you to hear. Qom-pa-pa. & Stereo Sound Equipment” under Altec Lansing.
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an album of particular gterest to
lovers of Chopinand ¢ |

Mr. Hoeowitz has just

of an event. But this
for a number of teasons.

It’s the first all-Chopin recording by
Horowitz in a number of years.

It’s gct a performance of the “Polonaise
in A-Flat Major” that will make you think
you’re hearing it for the first time—
incredible!

And it includes Horcwitz performances
of the great “Polonaise Fantaisie’’ and a
much-neglected Chopin gem:

“Introduction and Rondo, Op. 16.”

Altogether a brilliant record.

On Columbia Records»

and Tapes S

HOROWITZ,
PLAYS CHOPIN

Pdonais in A-Flat Major, Op. 53
Imraduction and Rondo, Op. 16

fs a special event

1 Poionzise Fantaisie, Op. b1
[ | Mazurka n A Minor, Zip.17, No. 4
| Waltzir AMinor, Dp. 34, No. 2 Black Key ' Etude &
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Reviewed by DAVID HALL ¢ BERNARD JACOBSON ¢ GEORGE JELLINEK ¢ IGOR KIPNIS
PAUL KRESH ¢ ERIC SALZMAN ¢ LESTER TRIMBLE

ALBRIGHT: Organbook II (see BOLCOM)

BEETHOVEN: Sonatas for Piano and Violin
(complete) (see Best of the Month, page 71)

BERG: String Quartet; Lyric Suite (see
SCHOENBERG)

RECORDING OF SPECIAL MERIT

BLOCH: Schelomo. BRUCH: Kol Nidrei, Op.
47. SCHUMANN: Concerto for Cello and
Orchestra, in A Minor, Op. 129. Christine
Walevska (cello); Monte Carlo Opera Or-
chestra, Eliahu Inbatl cond. PHiLirs 6500 160
$5.98.

Performance: Very fine
Recording: Good

Hats off to American-born cellist Christine
Walevska and young Israeli conductor Elia-
hu Inbal, who make for this listener a most
formidable personal debut here. The Bloch
performance is the first 1 have heard to re-
capture the elemental passion of the Feuer-
mann-Stokowski-Philadelphia Orchestra re-
cording (1940) of hallowed memory. 1 am
sure the Monte Carlo orchestra is no match
for the Philadelphians, but young Inbal cer-
tainly has created the illusion of that earlier
performance, for these ears, at least.

A more telling test of Miss Walevska’s
tonal quality is offered in the post-Mendels-
sohnian treatment by Max Bruch of the Kol
Nidrei and in the not always grateful Schu-
mann Concerto. In the Bruch and in the slow
movement and finale of the Concerto | found
her playing full of warmth and strength in the
best sense of the word, and with considera-
bly less “break’ between the high and low
registers of the instrument than is usually the
case.

Though the Bloch offers Inbal the most
advantageous opportunity for display of his

Explanation of symbols:

reel-to-reel stereo tape
eight-track stereo cartridge
stereo cassette

quadrasonic disc

reel-to-reel quadrasonic tape
eight-track quadrasonic tape
= quadrasonic cassette

EEle@®
I

Monophonic recordings are indicated
by the symbol ®

The first listing is the one reviewed:

other formats, if available, follow it. J
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Nonesuch

conductorial talent, he maintains a firm yet
warm hand throughout in his accompani-
ments for the Bruch and Schumann works.
Both arists are clearly major talents who bear
watching.

Aside from occasional over-prominence of
the cello in the Schumann, the recorded
sound is good throughout. D.H.

RECORDING OF SPECIAL MERIT

BOLCOM: Black Host. ALBRIGHT: Organ-
book II. William Albright (organ), Sydney

WiLLIAM BoLcom
A moving, multi-layer exorcism
NonEsucH H

Hodkinson (percussion).

1260 $2.98.

Performance: Excellent
Recording: Very good

These are first-rate pieces by two of the most
gifted younger composers around. The two
are friends. both are excellent keyboard play-
ers and first-rate all-around musicians, both
have been through the avant-garde scene,
both play and write piano rags (they wrote
one together), they play each other’s music,
both often use dramatic elements in their
music, and both have been working some-
what outside the conventional canons of the
avant-garde.

Black Host (or “Jeremiad’™), written in
1967, is a kind of break-out piece for Bol-
com. He quotes St. Sécaire to the effect that
the historical Black Mass was intended to
purify the Church of its own sin by denying it

its own sacred pleasure! Bolcom then goes
on to say that his Black Host is about fear. It
is, in any case, an exorcism of some sacred
canons —going from modern music to ragtime
to & huge chorale, all of this punctuated by
percussion and an outrageous tape babble.
The sacred house has been desecrated! The
holy men are indistinguishable from the sin-
ners. This is, to put it briefly, a brilliant, hi-
larious, and moving multi-layer piece which
does indeed exorcize some demons and some
saints, and, in the end, gains higher ground.

William Albright’s Orgunbook 11 —*Night
Procession,” ‘‘Toccata Satanique,” ‘*‘Last
Rites” —might seem to be dealing with the
same demons. But whereas Bolcom is drama-
tizing and externalizing a very real struggle
with his own personal devils, sacred and sec-
ular, traditional and avant-garde, Albright is
composing Lisztian tone poems— very beau-
tiful and contemporary ones, to be sure.
Even more than Bolcom, Albright knows and
uses the sonorous potential of the organ in a
most effective and evocative manner. Not
surprisingly, some of this music approaches
the best electronic music in its timbral inten-
sity, and, in the last movement, tape is used
in such a way that it is impossible to tell
where the electronic sounds leave off and the
organ begins.

Everything is extremely well played by
Albright, and, with the exception of a bal-
ance problem or two, well recorded. E.S.

BRITTEN: Seven Sonnets of Michelangelo,
Op. 22; Canticle II: Abraham and Isaac, Op.
51. John Stewart (tenor); Ellen Shade
(mezzo-soprano in Abraham); Martin Katz
(piano). DEsto DC 7127 $5.98.

Performance: Good
Recording: Good

What with the activities of Peter Pears and
Decca/llondon’s determination to record
Britten practically down to his latest sneeze,
the composer’s vocal music is dangerous
ground for young singers to trespass on. But
the American tenor John Stewart has man-
aged to find one substantial piece, the Mi-
chelangelo  Sonnets, that has somehow
slipped through the cracks—the only other
version in my collection, by Alexander
Young and Gordon Watson on Argo, is too
antique to have much chance of reappearing.
And though Pears’ Abraham and [saac is
available on an Argo disc of all three canti-
cles, the work makes an attractive coupling
here.

The Michelangelo set is one of the earliest
of Britten’s long line of song cycles, and,
though a more superficial work than the
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Donne set written five years later in 1945, it
is pretty enough in its facile way. Abraham
and Isaac, composed in 1952 for Kathleen
Ferrier and Peter Pears, is likewise an early
example of what has become an extensive se-
ries, since it foreshadows the simple pietism
that has produced the three “‘parables for
church performance” in recent years. Here,
moments of touchingly direct expression al-
ternate with banalities like the mannered
tonal cadence on the words “We may no
longer abide.”

Stewart has a more operatic-sounding
voice than Pears, for whom this music was
conceived. But there is room for disparate
views of both pieces, and even in the canti-
cle, where direct comparisons can be made,
Stewart’s singing and musicianship offer a
perfectly acceptable alternative to the En-
glish tenor’s cooler, suaver interpretation.
Stewart is well partnered by his wife, Ellen
Shade, whom I have listed as a mezzo in the
absence of any information on the matter.
Desto bills the performers, respectively, “‘as
Abraham’ and *‘as Isaac,” and this is mis-
leading —not only do they step out of “char-
acter” to point the moral at the end, but they

also combine in an eerily atmospheric joint °

evocation of the voice of God. an effect that
was tellingly picked up by Stravinsky a few
years later in Threni.

In the Michelangelo set, my battered
Young disc has it over Stewart in a few nu-
ances, and especially at the expansive climax
of the third song. But again, this is a thor-
oughly honest, sensitive performance, and
it has moments of considerable rhetorical
power.

Martin Katz plays both piano parts well,
English texts (though no ltalian) are sup-
plied,-and the recording is clear and pleasant.

BJ.

BRUCH: Kol Nidrei, Op. 47 (see BLOCH)

RECORDING OF SPECIAL MERIT

BUXTEHUDE: Mein Herz ist bereit; O Gottes
Stadt; Herr, ich lasse dich nicht; Ich suchte
des Nachts. Helen Donath (soprano). Theo
Altmeyer (tenor), Jakob Stimpfli (bass);
Bach Collegium, Stuttgart, Helmuth Rilling
cond. NONEsucH H 71258 $2.98.

Performance: Excellent
Recording: Excellent

Buxtehude belonged to the second genera-
tion of Baroque composers, and, in spite of
his isolated position —he was Danish by birth
and worked in the extreme north of Ger-
many —he was one of the most influential
composers of the whole period. He was or-
ganist and choir director of St. Mary's in
Liibeck and organized “spiritual concerts”
that were famous all over Germany. In Bux-
tehude’s cantatas, four of which are heard
here, a kind of intense Protestant mysticism
finds its perfect expression. Biblical texts al-
ternate with quaint mystical poems in the
manner familiar from the later cantatas and
Passions of Bach. Unlike Bach, who loved
elaboration, Buxtehude always chose the
simplest means of expressing the words, the
“‘affect,” the moral. Every line is set and il-
lustrated with the most direct and intense
forms of expression, always deeply felt and
communicated with fervor. These impressive
and beautiful pieces are performed with great
style and sensitivity and very well recorded
here. E.S.
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COPLAND: Quiet City (see RUGGLES)

CROSSE: Changes. Jennifer Vyvyan (so-
prano); John Shirtey-Quirk (baritone); Or-
pington Junior Singers; Highgate School for
Boys Choir; London Symphony Orchestra
and Chorus, Norman del Mar cond. ARGo
ZRG 656 $5.95.

Performance: Fair
Recording: Good

Gordon Crosse is a young English composer
who has demonstrated high talent in a num-
ber of orchestral and chamber works over
the past decade. Unfortunately, Changes
does not represent him at his best. Subtitled
“a mocturnal cycle,” it was commissioned for
the 1966 Three Choirs Festival in Worces-
ter, and takes its atmospheric inspiration
from the traditional sounds of English bell-
ringing. Some of the texts are actually in-
scriptions from bells, and the rest assemble

HELMUTH RILLING
Buxtehude with great style and sensitivity

such authors as Blake, Herrick, Davenant,
Stephen Hawes, Sir Thomas Browne, and the
ubiquitous Anon. in a sequence that exam-
ines the human condition from a variety of
viewpoints, ending with the morning hope of
a New Year carol.

There is nothing wrong with this general
scheme. But the music sounds. far too much
of the time, exactly like something that" Brit-
ten just never got around to writing, Near the
end, there are some striking and individual
passages. notably the orchestral postlude to
Part Three and sections of Part Four. These,
however, are exceptions. Though they con-
firm Crosse’s gifts, they are not enough to
save the present work.

Jennifer Vyvyan and John Shirley-Quirk
contribute some fine solo singing., but the
performance as a whole is lacking in punch.
Surprisingly —since Crosse probably attended
the recording sessions — Norman del Mar dis-
torts an important rhythmic relationship be-
tween sections in Part One, where the “Vae
mihi” choral setting emerges distinctly slow-
er than what went before instead of roughly
equating the new dotted half-note to the old
half-note. Maybe Crosse changed his mind
on this point. But I cannot imagine that he
would approve the side-turn, which removes

the second interlude from where it belongs at
the start of Part Three and puts it incon-
gruously by itself at the end of the first side.
Altogether, then, this is a disappointment.
Argo would have done better to turn to such
impressive and neglected English choral
works as Josephs’ Requiem and Mortales.
and Tippett’s Vision of St. Augustine. B.J.

ELGAR: Sea Pictures (see MAHLER: Five
Songs from Riickert)

FELDMAN: The Viola in My Life. Karen
Phillips (viola); Anahid Ajemian (violin);
Seymour Barab (cello); David Tudor (piano):
Paula Robison (flute); Arthur Bloom (clari-
net); Raymond des Roches (percussion).
False Relationships and the Extended End-
ing. Matthew Raimondi (violin); Seymour
Barab (cello): Paul Jacobs and Yuji Taka-
hashi (piano); Arnold Fromme (trombone);
Richard Fitz (percussion). COMPOSERS RE-
CORDINGS INc. CRI SD 276 $5.95.

Performance: Excellent
Recording: Excellent

Morton Feldman is generally credited with
being the fellow who. along with John Cage,
introduced ‘‘chance” into music. But the
importance and impact of Feldman’s music
really has very little to do with chance per se,
but rather with time. Feldman wants to free
music from time, to *‘let the sound be itself.”
The “it-ness”™ of Feldman's universe of soft,
free-floating sounds suggest spatial imagery
rather than sequence and process. Feldman’s
music comes from nowhere. goes nowhere;
all of it is, in a sense, excerpted from some
large, timeless, Platonic music that always
was and is all around us, but which Feldman
first had the ear and wit to perceive and no-
tate. Or, if you like, it is the first minimal
art—cool, abstracted, stylish, pure, full not
so much of Platonic “it-ness” but of Roman-
tic “I-ness.” Feldman's style is as much his
signature as the paint slashes of Franz Kline
or Rothko’s fields of color.

The Viola in My Life, written for Karen
Phillips, is a rare example in Feldman’s out-
put of a carefully notated piece. Perhaps
because of that (or merely because one
knows that fact), it seems like one of Feld-
man’s most directional works, and. far from
damaging the music, this suggests a quality of
intention and direction that is intriguing. The
piece is long, spacious, not entirely timeless,
and quite exquisite.

Fualse Relationships and the Extended
Ending is a more diffused work, more prop-
erly suspended, more chordal, more depen-
dent on isolated attacks, more divinely bor-
ing: like most of Feldman's work, it requires
a kind of suspension of disbelief on the part
of the hearer. .

I assume these performances are, for all
intents and purposes, identical with the mu-
sic. Soft, sustained music with lots of open,
meditative spaces presents its particular
problems in recording. I hear a door slam in
one place, the rattle of a page-turn in anoth-
er, and bit of record grit everywhere. This is
not John Cage. and such events—even the
ambient noise in the room you're in—tend to
magnify themselves in the context without
becoming in any way part of the experience.
Otherwise the recordings themselves are
good, and treble and general volume cuts do
help. E.S.

(Continued on page 80)
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We doubt that anyone will be overly sur-
prised to learn that our newest loudspecker sounds
terrific. Most people really expect KLH to make
terrific sounding things. But at $62.50! ¢ piece,
our new Model Thirty-Eight delivers an amount and
quality of sound that we think will astonish even
our most avid fans. The bass response is absolutely
staggering; the transient response is flawless; and
the Thirty-Eight's overall smoothness matches any-
thing we've ever heard. Most important, you can
use a pair of Thirty-Eights with virtually any mod-

estly priced receiver. (What good is an inexpensive
pair of loudspeakers that need a $400 receiver to
effectively drive them?)

The Thirty-Eights are at your KLH dealer now.
Atter hearing them, we think you'd pay $125 for
just one. But $125 buys you two. Which has got to
make the Thirty-Eights the biggest stereo bargain
since ears.

For more infcrmation, visit your KLH dealer or
write t¢ KLH Research and Development, 30 Cross
Street, Cambridge, Mass. 02139.

The New KLH Model Thirty-Eight.
Two for $125.

[ 3 *

EENEY LI}

KLH RESEARECH AND DEVELOPMENT
A Division of the Sirger Ccmpony

tSuggested eost coast cetail price Slightly higher in the south and west. *A trademark of Tha Singer Compony.
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NEVER BEFORE ISSUED RECORDINGS!

sings an all-new program of Bellini and Verdi arias.
b ! :I o . .

J VESPRI SICHLLIAN
1 LOMBARD!-

UN BALLO IN MASCHERA

AIDA

4

Angel
5-36852

Hlustrative proof that “Callas
indisputably remains the most exciti
operatic presence of her generation.’

(Time,

CIRCLE NO. 6 ON READER SERVICE CARD

STOP LOOKin
and LISTEN

There's only one way to select the best in stereo sound — use your head. Slip
on a light, comfortable Clark Headset — the “100A" for instance and listen to
the honest sound. This will tell you more than any advertising claims — honest
or otherwise. So stop and hear at the stereo dealer nearest you. Discover for
yourself what Clark Stereophones are all about, 4 models to choose from. Send
for descriptive literature and the name of the dealer nearest you.

f=}
[David] clark COMPANY / 360 Franklin St.. Worcester, Mass., 01604
INCORPORATED

WEST COAST OFFICE: 1696 Centinels, Suite 2., Inglewood, Calif. 90302
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FRANCK: Les Béatitudes. Denise Monteil
(soprano); Simone Couderc (mezzo-sopra-
no); Mona Kerys (contralto); Christiane
Chantal (soprano); Denise Joly (contralto);
Marcel Huylbrock (tenor); Jean Brazzi
(tenor); André Jonquéres (baritone); Louis
Maurin (baritone); Xavier Depraz (bass);
Pierre Marret (bass); Elisabeth Brasseur
Chorale; Petits Chanteurs de Chaillot; Pierre
Cochereau, Pierre Chapelet (organ); L'Aca-
demie Symphonique de Paris, Jean Allain
cond. A. CHARLIN/CHAMPS-ELYSEES CL 3/4
two discs $11.90 postpaid (by maii from Ad-
vanced Electro Acoustics, 1610 Park Ave.,
Buffalo, N.Y. 14220).

Performance: Oratorio a la frangais
Recording: Vast-stone-churchlike

This first and only recorded performance of
César Franck’s grandiose oratorio based on
Christ’s Sermon on the Mount is identical
with that which has been available as an
import on Musica 31/32. Let it be said right
off that this album is essential for any serious
student of Franck and his work, for in sheer
size of performing forces called for and in its
length, Les Béatitudes is the most ambitious
score in Franck’s canon.

For all the high idealism and noble aspira-
tion implicit in Les Béatitudes, it was really
only in the works created in the succeeding,
and final. decade of his life that Franck
achieved a definitive and mutually reinforcing
balance of form and content in his work—in
the Piano Quintet, the Prelude, Chorale, and
Fugue, the Variations Symphoniques, the
Violin Sonata, the Prelude, Aria and Finale.
the Symphony, the String Quartet, and the
Three Organ Chorals.

My own reaction to Les Béatitudes is simi-
lar to that I have to Elgs~ . Dream of Geron-
tins: only a true belie. . in the One Holy
and Apostolic Churcrc can live with this
text and music for any length of time. Both
works are dramatic oratorios on a grand
scale, but I must say that I find the Cardinal
Newman text for Elgar far more of a piece
than the attempted theatrical elaboration on
Christ’s pointed aphorisms produced for
Franck by one Mme. Colomb.

For me the most impressive music of Les
Béatitudes is that of the Fourth—“Blessed
are they which do hunger and thirst after
righteousness” —whose extended prelude
anticipates the lyrical ardor and expressive
power of the mature Franck. The rest I find
distressingly uneven: episodes of striking
beauty and originality cheek by jowl with the
kind of saccharine religiosity that Anglo-
Protestants of my stripe find insufferable in
most French Catholic music of the Romantic
era. Chacun a son goiit.

As to recording and performance, my im-
pression is that there is more ardor than re-
finement among both soloists and choral-or-
chestral forces alike; but a good part of this
stems undoubtedly from the acoustics of the
vast stone interior of the Eglise de St. Roch
in Paris, where the recording took place. The
combination of reverberation and stone re-
flecting surfaces does strange things to
timbre and the balances of voices and instru-
ments alike, even with the careful ministra-
tions of engineer-producer André Charlin.
One thing that does emerge very successfully
from the recording is the sense of varted dis-
tances between the main choir (terrestrial)
and the children’s choir (celestial). The or-
chestral sound lacks genuine cohesion.

(Continued on page 83)
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JENSEN’S
TOTAL ENERGY RESPONSE

At Jensen Sound Laboratories, when you compare our systems to Consider these three new
we have a reputation for building any others. Because in every price sysiems from Jensen With more
great speaker systems. range, they give the best features, matched components and
Our newest design, for thenew  performance per dollar on the the best 5 year warranty in
line of Jensen Speaker Systems, market today. the business.

gives an even fuller, richer sound -
than ever before.

We call it Total Energy
Response. That's what
you hear when f;‘
our woofers, tweeters and
purring mid-ranges start to
sound off.

Our Total Energy Response
makes a difference you can hear

Model 4. A three way system intro- ~ Model 5. What a cast of characters.  Model 6. A f:abulous four way, four

ducing the first A three way speaker system,
purr in speakers: - system with including a huge
Jensen's purring a 12" woofer, 15" wocfer,
mid-ranges. There's two purring 8" purring direct
a 10" woofer, 5" direct radiating mid-range,
5" direct radiating radiating 5" direct
mid-range mid-ranges, radiating tweeter,
and Sonodome® Sonodome and Sonodome
ultra-tweeter. ultra-tweeter. ultra-tweeter
$99. $147. $198.
JENSEN SOUND LABORATORIES
A DIVISION OF PEMCOR, INC CHICAGO, ILLINOIS 60638
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AA? everyone must know by now, Leon-
ard Bernstein’s ‘Mass was commis-
sioned for the opening of the Kennedy Cen-
ter in Washington D.C.. last fall, and was
performed there to apparent audience ac-
claim and patent critica! dissatisfaction.
Bernstein calls it a theater piece for singers,
players. and dancers; among the ensemblce
are a couple of dozen soloists. two chorus-
es—one grown-up, one boys’— a stage band
of electric. brass. and jazz musicians, a
symphony orchestra (curiously unidenti-
fied), amplification, and prerecorded quad-
rasonic tapes. There were settings by Oliv-
er Smith, choreography by Alvin Ailey,
musical direction by Maurice Peress, influ-
ences from (among others) Kurt Weill
Stravinsky, Orff, Mahler, Penderecki. Bee-
thoven. I[ves, Blitzstein, and Bernstein’s
own earlier works. The créme de la créme
of the political, social, and artistic worlds
was there, and. if grace abounding did not
descend on the assembled multitude, it
was not because any effort or expense had
been spared.

My first reaction on hearing the Bernstein
Mass was that it couldn’t be as bad as it
sounded. In fact. it isn’t. But it is so glossed
over by artsy chic and show biz that its real
values are all but obscured.

The ambivalent and paradoxical qualities
of this most secular of sacred works is un-
derscored for this writer by the remarkable
parallels with my own music-theater pieces
(and, to be sure, those of others working in
this new area). These parallels. already
noted by several commentators. extend to
the very specific matters of form. tech-
nique, style. and approach—even to titles
of sections, use and instrumentation of the
stage band, “live” and prerecorded tape
interactions, the leading role assigned to a
preacher. and so forth. And these similari-
ties are emphasized by the presence of
Alan Titus, one of the soloists in my Nude
Paper Sermon and indubitably the star of
the show here.

But thesc things are in the air, and 1 think
it would be wrong to accuse Bernstein of a
kind of radical-chic rip-off. The business of
originality and who-stole-what-from-whom
is one of these bits of modern-critical balo-
ney that really must go. [t isn’t where you
got it from that counts, but what you do
with it!

The problem is that it is not easy to deal
with a work so tull of associations and ref-
ercnces purely on its own terms. Bernstein
and Steven Schwartz have taken the text of
the Roman Catholic liturgy and “‘troped”
it—i.¢., added some very contemporary
commentaries on the crisis of faith in our
time. By constantly playing with the very
familiarity of these words and musical
themes, they are always on the thin edge of
stylistic confusion, banality, and vulgarity.
They are, in effect. almost the victims of
the very crisis with which they are dealing!

The ‘“‘story” is very much like that of
Schoenberg’s Moses and Aaron. The Cele-
brant (priest, Everyman. Lennie himself)
tries to maintain the simple profound be-
liefs and once meaningful rituals of an age
of faith against the hypocrisy and spiritual
nothingness of our day. The best verses —
not by Schwartz or Bernstein, but contribu-
ted by Paul Simon—say it perfectly: “Half
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THE
BERNSTEIN
MASS
ON
RECORD

By Eric Salzman

Triple-exposure photography
catches the Mass’ celebrant
Alan Titus in metamorphosis.

\

of the people are stoned/ And the other half
are waiting for the next election./ Half the
people are drowned/ And the other half are
swimming in the wrong direction.” A very
intense reading of prison letters is followed
by a Brechtian parody scene with a smug
preacher and his fat-cat self-congratulatory
congregation. There i1s no belief in the Cre-
do (1 believe in God, but does God be-
lieve in me?”), and the sacred ritual is only
a dance around a Golden Calf. The most
earnest pleas go unanswered; things fall
apart, the center cannot hold. There is no
way to retain the simple faith of yesterday
amid the meaningless chaos of modern life.
So—if ya can’t lick 'em. join 'em. The Cele-
brant, in a classic mad scene. cracks up,
smashes the sacramental chalice, dances on
the altar, and finally disappears—oh, how
significantly —into the pit. Of course, there
is a happy ending: a song of praise, a cho-
rale, and the “‘sign of peace” handclasp for
the participants and the audience as well.
The voice on tape that says “The Mass is
ended; go in peace” is Lennie's own.

uTsIDE of the mad scene. which is
wonderful operatic hokum —reminiscences
of all the principal themes. half-strangled
whispers, wild outbursts —most of the best
music 1s in the orchestral interludes. There
is a marvelous dance around the Golden
Calf, as well as several beautiful orchestral
meditations that deserve to be heard on
their own. Some of the simpler songs and
hymns have appeal. Most of the pop and
show music is ulmost self-parody, and this
aspect of the work also suffers from Bern-
stein’s painful inability to write rock music
at the points where he clearly wanted to.
Again and again both text and music suc-
cumb to cuteness and catchiness at the
expense of profundity and relevance.

Still, the piece is written with great assur-
ance and a deep desire to communicate a
sense of crisis, both personal and social.
[ts now terribly unfashionable Broadway
sound and its almost too fashionable multi-
level forms and stylistic confusions are real-
ly issues of the moment, and | would guess
that the piece has a chance to outlive its
faults. If it does, then it may indeed prove
to be better than it sounds.

Alan Titus is as much the star of the re-
cording as he was of the “live” perform-
ance. His range of style and vocal expres-
sion is really remarkable, especially since
through it all his singing is always beautiful
and moving as well as intense and expres-
sive. Except for one or two rather weak
rock and blues singers, the cast is first-rate.
This complex work has been produced,
recorded. and mixed extremely well.

One report had it that Radio City Music
Hall wanted to book the Bernstein Mass on
a two-a-day basis, but Lennie said no be-
cause the hall is too big. Somehow that sto-
ry is a metaphor for the paradoxes of Leon-
ard Bernstein and his mixed-up, theatrical,
deeply moving show-biz Mass.

BERNSTEIN: Mass. Alan Titus (baritone);
soloists, Norman Scribner Choir. Berkshire
Boy Choir. and orchestra, Leonard Bern-
stein cond. CoLUMBIA M2 31008 two discs
$11.96, ® MAX 31008 $13.98. © MTX
31008 $13.98.
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In a word, this album is for dyed-in-the-
wool Franckistes and for archival collectors
rather than for the general listener. D.H.

RECORDING OF SPECIAL MERIT
GERSHWIN: Rhapsody in Blue; An American
in Paris; Concerto in F. André Previn (piano);

London Symphony Orchestra, André Previn
cond. ANGEL SFO 36810 $5.98.

Performance: A natural
Recording: Excellent

This is Previn's first recording for Angel, and
it 1s a natural. The LSO is “his” orchestra—
he is its Principal Conductor —and the Amer-
ican elements of this music have become so
internationalized that there is no stylistic gap
any more. Gervase de Peyer, as classical an
English clarinetist and chamber musician as
you will find, has no problem with idiom at
all here in the Rhapsodyv. Previn himself per-
forms his double task with great ease. He
allows himself a good deatl of freedom. but all
of it from within and undeniably effective.
He operates well within the common practice
and style of this music (among other things,
he was responsible for the “arrangements” of
the film version of Porgy and Bess. and no
film-jazz-pop composer of his generation
escaped Gershwin).

Recordings of Gershwin’s music continue
to come out at an amazing rate, but this
one ought to do us for a while where these
three works are concerned. ES.

GRIEG: Piano Concerto, in A Minor, Op. 16;
Ballade, in G Minor, Op. 24; Wedding Day at
Troldhaugen, Op. 65, No. 6; Erotik, Op. 43,
No. 5; To Spring, Op. 43, No. 6. Percy Grain-
ger (piano). KLAVIER KS 101 $5.98.

Performance: Reasonably good piano
rolls
Recording: Good

One of the joys of Edvard Grieg’s last years
was to hear his music played by the ebullient
and extraordinarily gifted Australian pianist,
composer. and folk-song collector Percy
Grainger. In 1907 plans were under way for
Grainger to perform the Grieg Piano Concer-
to at the Leeds Festival with the composer
conducting. but death took Grieg that year
before the project came off.

Obviously. Grieg performances by Percy
Grainger, when at the peak of his pianistic
powers in the Twenties and Thirties, are of
more than passing interest, and fortunately
he made a considerable number of both piano
rolls and discs (acoustic and electrical) that
bear witness to the strength of his interpreta-
tions. Both media present enormous prob-
lems when it comes to making transfers to
long-play format in a manner that will pre-
sent the original performances in the best
light, without falsification of tempo, dynam-
ics, or pitch. Proper pitch and the resulting
truth to recorded tempo, as well as suppres-
sion of surface noise without suppression of
anything else as well, are basic to good trans-
fer of 78-rpm discs or masters to tape and
from there to long-play discs. To do the same
for piano rolls is far more complex. Though it
is true that a superbly reconditioned repro-
ducing piano, recorded in stereo under ideal
studio conditions, can yield a far more im-
pressive sound than transfers from vintage
acoustic and electrical disc masters, the
problems of achieving dynamic range. accu-
racy of nuance and rhythm, and evenness of
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passage-work are enough to drive any sane
person right up the wall. One has to be a
combination of fanatic. jeweler, and genius to
achieve results comparable to those heard on
the Josef Lhévinne disc issued on the British
Argo label (DA 41). The telltale marks of so-
so piano roll rerecording —uneven or wood-
en-sounding passage-work, faltering rhythm,
and lack of dynamic nuance —are virtually
absent on that transfer.

All this is prefatory to saying that, by these
standards. the Klavier disc of from Grainger
piano rolls is just a moderate success. The
Grieg Concerto, played as a solo work with-
out orchestra, i1s the least successful from
every point of view, the lack of dynamic vari-
ation being the most conspicuous failing. The
side offering the solo works. including the
impressive variation-patterned G Minor Bal-
lade, comes oftf somewhat better, especially
in the less dynamically demanding pieces
such as Erotik (the most accurately repro-
duced piece of the lot, I should judge).

The sound of the reproducing piano is well
recorded, on the whole, though the last chord
of To Spring on my review copy is maired
by a curious pitch fluctuation. As for the
Grainger reading of the Grieg Concerto, we
may yet get one done when the pianist was
still in top form, from a 1944 Hollywood
Bowl! perfarmance with Stokowski conduct-
ing —at least the International Piano Library
promises same to its members as its next
special release. D.H.

HANDEL: Oboe Concertos: No. 1, in B-flat
Major; No. 2, in B-flat Major; No. 3, in G
Minor. Concerto Grosso in D Major. Overture
in D Major. Alfred Sous (oboe): Jozef Brejza,
Bernhard Leguillon (horns). Schola Canto-
rum Basiliensis, Hans-Martin Linde cond.
DEUTSCHE GRAMMOPHON ARCHIVE 2533
079 $6.98.

Performance: Stylish
Recording: Excellent

The unusual repertoire here does not consist
of the three oboe concertos, which have been
recorded often previously, but the two addi-
tional items, an interesting, isolated overture
with a slow movement for solo instruments
(including flute. presumably played by Linde)
plus an isclated concerto grosso with some
elaborate horn writing. The playing through-
out is extremely stylish, though the oboe
concerto embellishments are a trifle conser-
vative; the conducting, which teans towards
lively tempos in the fast movements. has a
predominantly lyrical quality to it (English
chamber orchestras are apt to be more boun-
cy in their Handel), but the performances on
the whole are highly satistying. The recorded
sound is thoroughly satisfactory. LK.

IVES: From the Steeples and the Mountains
(see RUGGLES)

KAYN: Cybernetics III. Roland Kayn and
Marino Zuccheri (tape realization). NONO:
Contrappunto dialettico alla mente. Liliana
Poli (soprano); Cadigia Bove, Marisa Maz-
zoni, Elena Vicini, and Umberto Troni
(speakers); RAI Chamber Choir. Nino Anto-
netlini dir.: Luigi Nono (artistic direction).
DeuTscHE GRAMMOPHON 2543 006 $6.98.

Performance: Electronic
Recording: Excellent

Cybernetics 111 is another of those contem-
porary pieces to which the activity of music
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criticism seems totally irrelevant. In his note,
Roland Kayn, who was born in Germany in
1933, declares that his main object in this
electronic-manipulative piece “was to control
several independent sound sources in such a
way that density of information corresponds
to certain entropy values.”” Not being versed
in judging entropy values, I am perfectly
happy to believe that he and his collaborators
at the electronic studio of the Milan radio
have succeeded in that aim. Otherwise, pre-
sumably, the record would not have been
released. For what it is worth, purely aes-
thetic inspection of the piece suggests to me
that it has no particular formal or textural
interest, and that it also lacks any connection
with even the most broadly conceived field of
human values, as I, in my fuddy-duddy way,
continue to think music should.

No one could accuse Luigi Nono of evad-
ing human issues. His piece, described as ‘“‘in
a certain sense a ‘tribute’ to Banchieri” (the
composer, in 1608, of the madrigal comedy
known as I! festino), has much more to say
than Kayn’s. But in its various combinations
and transformations of vocal and other
sounds, it still seems to me to fall far short of
his distinguished noneiectronic works in its
ability to conjure a new and coherent sound-
world. Here, at least, is a degree of emotional
power and an evident ear for continuity and
contrast. Yet, in the long run, even Contrap-
punto is just another in the seemingly endless
succession of “noise” pieces.

I am depressed to learn from the liner-note
that Nono has tumed increasingly to elec-
tronic composition in recent years. The com-
poser of Sul ponte di Hiroshima and some of
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the Lorca-inspired pieces is one we can little
afford to lose to the blandishments of mere
manipulation. The liner, by the way, says
“English translation continued on enclosed
leaflet,” but it wasn’t enclosed in either of
the two copies | have seen. The recording is
vivid. B.J.

RECORDING OF SPECIAL MERIT

LISZT: Sonata in B Minor; Bénédiction de
Dieu dans la solitude (Harmonies poetiques et
religieuses No. 3); Waldesrauschen; Gnomen-
reigen. Claudio Arrau (piano). PHiLIPS 6500
043 $5.98.

Performance: Stunning
Recording: Exceptional

LISZT: Sonata in B Minor; Dante Sonata;
Mephisto Waltz No. . Alfred Brendel (piano).
TurNABOUT TV S 34424 $2.98.

Performance: Stunning
Recording: Excellent

Ciaudio Arrau’s pianism has never sounded
more beautiful than it does on this disc. A
splendid collaboration between two difficult
arts — playing the piano, and recording the
piano—the record is a delicious experience
throughout, with the piano sounding rich and
sweetly brilliant to an extent it rarely does,
and Arrau’s command of Liszt's ideas so firm
and comprehensive that it really takes the
mind (and the ears) by storm. It would be
redundant to go into comparative details
about these performances. for they are all
achieved on a level that can only be called
transcendent, technically, musically, and
philosophically. Arrau’s originality of view-
point is present, but delicately, in nuances (of
great importance) rather than large, structur-
al areas. One senses not only his love of the
music but his exuberant joy in the piano as
piano—and shares these feelings. High. high
art! And hravo to the recording engineers!

I can say no less for the playing of Alfred
Brendel, who has recorded the same Sonata
in B Minor, plus the Dante Sonata and the
Mephisto Waltz No. 1. Here is, of course, a
different musical personality, but a great one,
with a technique so consummate that to use
the word virtuoso would degrade it. Brendel
plays the piano as if there were no such thing
as a technical difficulty. Starting from that
premise, he flows through the music the way
a fish swims through the ocean—with total
adroitness. His sense of the music is as as-
tonishing as is his technique. “Total” would
be the only appropriate word.

But what can possibly be wrong with the
thinking of the people who produced this
record? They give not one word of informa-
tion about the performer himself in the liner
notes. | have been distressed for years about
liner notes that headline and advertise per-
forming artists, while totally downgrading the
composers of the music. Here we have the
opposite situation, and it's equally bad. Mu-
sic is a collaborative art. L.T.

MAHLER: Five Songs from Ruckert. EL-
GAR: Sea Pictures, Op. 37. Janet Baker
(soprano); New Philharmonia Orchestra,
London Symphony Orchestra, Sir John Bar-
birolli cond. ANGEL S 36796 $5.98.

Performance: Superb
Recording: Excellent

The Mahler songs have been available in
(Continued on page 86)
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Dick Sugar’s been playing
his Miracord 1I0H's18 hours
aweek for7 years.

We built our new 660H for people like him

Dick “Ricardo” Sugar broad-
casts Latin music over New
York’'s WHBI-FM, six days a
week, three hours a day, from ¥
his own private studio. For the
past seven years—6500 hours of
broadcasting—his studio turn- "Ji
tables have been Miracord 10H’s.

We built the new ELAC/ Mira-
cord 660H for people like Dick :
Sugar; people who want or need
the highest quality in a turntable, )
and who want that quality to
endure. So the new 660H has
everything Dick Sugar bought
his old 10H’s for—plus all the im-
provements we’ve made since
we built the 10H.

A broadcaster like Dick wouldn’t seitle for anything
but the long-term speed accuracy of the 660H’s hyster-
esis synchronous motor. Or for an arm that couldn’t
track down to a fraction of a gram with the finest car-
tridges, or an arm without an ultra-simple overhang
adjustment to keep distortion nearly imperceptible.

Dick Sugar might not need the convenience of our
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pushbutton-controlled automa-
tion (the world’s most flexible)—
he gets more practice playing
records manually each year than
most people getin their lifetimes.
But he’d appreciate the 660H’s
cueing lift; with it, he could float
the arm right off a record without
taking his eyes off his clock and
VU meter.

What impresses him most
about Miracord though, is relia-
bility: “In the seven years |'ve
* had mine, 've had to replace
styli, idler wheels and a few
minor parts. But I've never had
to send them to the shop. And
my next turntables will certainly be Miracords—just
like the ones before these were.”

The ELAC/Miracord 660H. $139.50, lessbase andcar-
tridge. Another quality product from Benjamin. ELAC
Division/Benjamin Electronic Sound Corp., Farming-
dale, N.Y. 11735/a division of c----------------------o--- y
Instrument Systems Corp.f SEMAMIN i
Also available in Canada.  ELAC/MIRACORD |
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Miss Baker’s performance for some time as a
filler for the late Sir John's recording of the
Mabhler Fifth Symphony. The Elgar Se« Pic-
tures, as sung by Miss Baker, appear for the
first time in the United States, though they
were initially released in England in 1965,
coupled with Jacqueline Du Pré’s perform-
ance of the Elgar Cello Concerto.

The Mahler is the thing here: 1 cannot
imagine a more poignant and sensitively fan-
ciful communication of these most intimate
of Mahler’s songs, completed in 1904 at the
peak of his creative maturity. Ich atimet ein-
en linden Duft and Ich bin der Welt ubhan-
den gekommen as sung here far transcend for
me the category of mere listening experience.
One is truly transported into other worlds by
Miss Baker’s artistry and by Barbirolli’s infi-
nitely sensitive collaboration, aided by exqui-
site playing from the New Philharmonia.

The Elgar Sea Pictures cycle starts off
most promisingly with Sea Slumber Song,
the elemental slow rise and fall of which an-
ticipates Vaughan Williams' Sea Symphony.
Regrettably. the remaining pieces (In Haven,
Sabbath Morning at Sea, Where Corals Lie,
and The Swimmer) proceed from sentimen-
tality and bathos to chest-thumping brava-
do —all unconvincing.

Miss Baker, however, is her impeccable
self artistically throughout, and the recorded
sound, good as it is in the Mahler, is even
better here, most notably in the opening song
of the cycle, with its impressive use of bass-
drum pianissimo. D.H.

RECORDING OF SPECIAL MERIT

MAHLER: Lieder eines fahrenden Gesellen;
Kindertotenlieder. Hermann Prey (baritone);
Concertgebouw Orchestra of Amsterdam,
Bernard Haitink cond. PHiLIPS 6500 100
$5.98.

Performance: Superb
Recording: Superb

If, in the final analysis, my preference re-
mains with other versions of both these Mah-
ler song cycles, that judgment should not
obscure Hermann Prey’s really outstanding
achievement on this disc. He sings exquisite-
ly throughout, with the kind of artistry that
never draws attention to itself. His approach
offers an almost ideal blend of vocal smooth-
ness and interpretive insight—there is no
trace of the occasional blandness that mars
Yvonne Minton’s beautiful but too uniform
singing of the Gesellen cycle in her recent
version with Georg Solti. At the same time,
Prey is less insistent than Fischer-Dieskau
on every last verbal nuance. Indeed, if you
find Fischer-Dieskau too fussy, 1 am in-
clined to think that these new Prey perform-
ancces offer a clear first choice among modern
versions of both cycles, backed as they are
by first-rate orchestral work under Haitink
and a splendid recording.

Personally, I find Fischer-Dieskau’s 1952
Gesellen recording even more bewitching.
With Furtwiangler finding an endless wealth
of felicities in the score, and with the help of
a recording that still sounds excellent, I pre-
fer Fischer-Dieskau’s version even to the
moving but not always accurate or perfectly
controlled performance by Heinrich Schius-
nus available on Heliodor. As for the Kinder-
totenlieder, please forget all about high-fidel-
ity sound and send $6.00 to Parnassus Re-
cords, Phoenicia, N.Y. 12464, for Parnassus
4. Along with fine performances of some in-
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dividual songs by Schlusnus and Kerstin
Thorborg and a reasonably good Gesellen
cycle sung by Eugenia Zareska, it contains
the greatest performance of Kindertoten-
lieder 1 have ever heard. Heinrich Rehkem-
per recorded it in 1928, and it is probably the
earliest available example of the work of one
of our greatest living Mahler conductors,
Jascha Horenstein. BJ.

MAHLER: Symphony No. 7, in E Minor
(“Song of the Night”). Chicago Symphony
Orchestra, Georg Solti cond. LoNpoNn CSA
2231 two discs $11.96.

Performance: Brilliant
Recording: See review

This first set to come out of London Re-
cords’ sessions at the Krannert Center of the
University of Illinois in Urbana must regret-
fully be characterized as a great recording
that didn’t quite make it. Even aside from the

HERMANN PREY
Art that never draws attention 1o itself

disservice thus done to a notable perform-
ance, my own personal regret is the sharper
because I was one of those who suggested
Krannert as a recording site when Solti and
his London team decided that Medinah
Temple —the scene of most recent Chicago
Symphony recordings —did not meet their
needs.

The Great Hall at Krannert Center is
acoustically by far the best modern hall I
have come across anywhere in the world. 1
still believe it is potentially a magnificent
recording hall, too, and my experience of the
sessions at which this Mahler Seventh was
done last spring supported the belief. There
had been problems at the outset, as there are
bound to be with any complex recording pro-
ject in an unfamiliar location. But David
Harvey. Gordon Parry, and the other mem-
bers of the London team had solved them to
general satisfaction. Solti himself was de-
lighted, and the feeling most of us shared as
we listened to tape playback in the control
room was that this was the finest sound Lon-
don —probably anyone, for that matter = had
ever put on tape at a Chicago Symphony
recording session.

It was not the kind of sound I would my-
self have tried to get, since my preference is

(Continued on page 90)
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New Heathkit AR-1500 stereo recaiver...
the critics say it all:

“...the most powerful and sensitive receiver we have ever measured...” — juLuN Hirscl — Stereo Review

“,..a stereo receiver easily worth twice the cost (or perhaps even more)...” — Audio Magazine

“Great new solid-state stereo receiver kit matches the demands of the most golden of golden ears...”

Mr. Hirsch goes on to say:
“The FM tuner section of
the AR-1500 was outstand-
ingly sensitive. We meas-
ured the IHF sensitivity at
1.4 microvolts, and the lim-
iting curve was the steepest
we have ever measured...
The FM frequency re-
sponse was literally perfect-
ly flat from 30 to 15,000 Hz
...Image rejection was
over 100 dB (our measurement limit) ...

“The AM tuner was a pleasant surprise...It sounded very much
like the FM tuner, with distinct sibilants and a quiet background,
and was easily the best-sounding AM tuner we have had the plea-
sure of using. ..

“...all input levels can be matched and set for the most effective
use of the loudness compensation. This valuable feature is rarely
found on high-fidelity receivers and amplifiers. ..

“The phono equalization was perfectly accurate (within our meas-
uring tolerances) ... The magnetic phono-input sensitivity was ad-
justable from 0.62 millivolt to about 4.5 millivolts, with a noise
level of —66 dB, which is very low...When properly set up, it
would be impossible to overload the phono inputs of the AR-1500
with any magnetic cartridge ...

“...it significantly bettered Heath’s conservative specifications.
Into 8-ohm loads, with both channels driven, the continuous power
at clipping level was 81.5 watts per channel. Into 4 ohms it was
133 watts per channel, and even with 16-chm loads the receiver
delivered 46.5 watts per channel. Needless to say, the AR-1500 can
drive any speaker we know of, and with power to spare. ..

“At 1,000 Hz, harmonic distortion was well under 0.05 per cent
from 1 to 75 watts per channel...The IM distortion was under
0.05 per cent at a level of a couple of watts or less, and gradually
increased from 0.09 per cent at 10 watts to 0.16 per cent at 75
watts ... The heavy power transformer is evidence that there was
no skimping in the power supply of the AR-1500, and its perfor-
mance at the low-frequency extremes clearly sets it apart from
most receivers. ..

“Virtually all the circuit boards plug into sockets, which are hinged
so that boards can be swung out for testing or servicing without
shutting off the receiver. An ‘extender’ cable permits any part of
the receiver to be operated ‘in the clear’ — even the entire power-
transistor and heat-sink assembly! The 245-page manual has
extensive tests charts that show all voltage and resistance measure-
ments in key circuits as they should appear on the receiver's built-
in test meter...

“With their well-known thoroughness, Heath has left little to the
builder’s imagination, and has assumed no electronic training or
knowledge on his part. The separate packaging of all parts for each
circuit board subassembly is a major boon...

“In sound quality and ease of operation, and in overall suitability
for its intended use, one could not expect more from any high-
fidelity component.”

From the pages of Audio Magazine: “...the AR-1500 outperforms
the near-perfect AR-15 in almost every important specification. . .

“The FM front end features six tuned circuits and utilizes three
FETs, while the AM RF section has two dual-gate MOSFETs
(for RF and mixer stages) and an FET oscillator stage. The AM
IF section features a 12-pole LC filter and a broad band detector.
The FM IF section is worthy of special comment. Three IC stages
are used and there are two 5-pole LC filters...

“...IHF FM sensitivity .. .turned out to be 1.5 uV as opposed to
the 1.8 uV claimed. Furthermore, it was identical at 90 MHz and
106 MHz (the IHF spec requires a statement only for IHF sensi-
tivity at 98 MHz but we always measure this important spec at
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The Heathkit AR-1500 AM/FM/FM-Stereo Receiver...379.95* (Kit, less Cabinet)

— Radio Electronics

three points on the dial).
Notice that at just over 2
microvolts of input signal
S/N has already reached 50
dB.Ultimate S/N measured
was 66 dB and consisted of
small hum components ra-
ther than any residual noise.
THD in mono measured
0.25% ,exactly twice as good
as claimed! Stereo THD
was identical, at 0.25%

which is quite a feat . . .

“...the separation of the multiplex section of the AR-1500 reaches
about 45 dB at mid-band and is still 32 dB at 50 Hz and 25 dB at
10 kHz (Can your phono cartridge do as well?) ...

“The real surprise came when we spent some time listening to AM
... This new AM design is superb. We still have one classical music
station that has some simultaneous broadcasting on its AM and
FM outlets and that gave us a good opportunity to A-B between
the AM and FM performance of the AR-1500. There was some
high-frequency roll-off to be sure, but BOTH signals were virtually
noise-free and we were hard pressed to detect more THD from the
AM than from the FM equivalent. Given AM circuits like this
(and a bit of care on the part of broadcasters), AM may not be as
dead as FM advocates would have us believe!. ..

“Rated distortion [0.24%] is reached at a [continuous] power out-
put of 77.5 watts per channel with 8 ohm loads (both channels
driven). At rated output (60 watts per channel) THD was a mere
0.1% and at lower power levels there was never a tendency for the
THD to ‘creep up’ again, which indicates the virtually complete
absence of any ‘crossover distortion’ components. No so-called
‘transistor sound’ from this receiver, you can be sure. We tried to
measure IM distortion but kept getting readings of 0.05% no mat-
ter what we did. Since that happens to be the ‘limit’ of our test
equipment and since the rated IM stated by Heath is ‘less than
0.1% at all power levels up to rated power output’ there isn’t much
more we can say except that, again, the unit is better than the
specification — we just don’t know how much better...

“As for the amplifiers and preamplifier sections, we just couldn’t
hear them — and that’s a commendation. All we heard was pro-
gram material (plus some speaker coloration, regrettably) unen-
cumbered by audible distortion, noise, hum or any other of the
multitude of afflictions which beset some high fidelity stereo in-
stallations .. .

“As always, construction instructions are lucid enough for the in-
experienced kit-builder and there is enough technical and theoreti-
cal information to satisfy even the most knowledgeable audio/RF
engineer.”

The Heathkit AR-1500...its performance speaks louder than
words. Order yours now.

Kit AR-1500, less cabinet, 53 1bs. 379.95*
ARA-1500-1, walnut cabinet, 8 lbs. 24.95*

See and hear the new AR-1300 at your nearest Heathkit Electronic
Center...order direct from the coupon below...or send for your

free Heathkit catalog. m
: HEATH COMPANY, Dept. 40-3  Itahubliette Gl

scribes AR-1500, plus
over 350 other fun-to- City
Eytild home and hobby
its.

State. Zip

Prices & specifications subject to change without
*Mail Order Prices; F.0.B. Factory. HF-256
J

1
1 |
] Benton Harbor, Michigan 49022 1
! O Please rush my free Heathkit Catalog. :
: O Enclosed is $. plus shipping. Please send )
| my AR-1500 by return mail. 1
1 OEnclosed is $_______ plus shipping for ARA-1500- |
1 1 walnut cabinet. |
1 1
\ Name. 1
{ FREE CATALOG...de- pqaress :
]

[}
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1 ]

notice.
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Discwasher in the morning

A lot of peopie goof when it comes to record
cleaners. But, Discwasher™ has the answer.

This ingenious, two-part system consists of a
specially formulated fiuid that eliminates micro-
organisms, solubilizes fingerprints, and reduces
the effective static potential of record surfaces.

And the Discwasher brush, with a uni-directional
pile, picks up fluid and solubilized dirt by capil-
lary action.
Tomorrow morning, reach for the Discwasher.
It won't paste up your records. It won't scratch
them either.

Discwasher. $12.95. At your Hi-Fi dealers.

Discwasher in the evening

disscwaslhicrn
THIRTEEN SOUTH SIXTH STREET, COLUMBIA. MISSOUR! 65201

for a setup of far fewer microphones than
London uses. But within the terms of the
London approach. it was an eminently satis-
factory result—rich, warm and exciting. am-
ple in resonance yet full of lucid detail.

How is it, then, that almost all of those
admirable qualitites are missing from the final
product? The rumor is that the finished tapes
were flown to the London studios in Vienna,
there to have reverberation artificially added.
It seems to me a credible explanation. For
what has happened is a sort of ironing out of
the music’s natural dynamic range. Instead of
standing out in sharp and brilliant contrast as
they did in the hall and on the master tape.
Mahler’s vivid instrumental lines now seem
muffled. as if emerging from a uniform haze
of resonance.

Now that the Seventh is available in ver-
sions by all of the four conductors—Bern-
stein, Haitink, Kubelik, and Solti—who have
lately been engaged in finishing complete
recordings of the nine standard Mahler sym-
phonies, some kind of critical summary is
clearly required. If London had not so com-
prehensively fallen down at, as it were. the
last hurdle, the overall picture would be
much less confusing. For of its powerfully
individual, consumingly energetic kind, Sol-
ti’s reading is a tour de force, and the contri-
bution of the Chicago Symphony surpasses
the playing of any other orchestra that has
recorded the work. In particular, the smooth
unanimity of the large horn section. even in
the most hectic passages, puts all competi-
tors in the shade.

But since all this emerges so imperfectly
from the speakers, | find myself less willing
than [ might otherwise be to ignore the weak-
nesses in Solti's conception of the score—
most noticeably. a failure to evoke much of
the magic that lies beneath the surface of the
two Nachtmusik movements. The first of
them is played in a curiously prosaic manner,
and the second suffers badly from the sense
of four heavy eighth-note beats to the mea-
sure instead of the requisite flowing %4 meter.
The Schattenhaft scherzo, too. ignores Mah-
ler's emphatic, underlined direction “Fiow-
ing, but not fast,” and at times betrays a sur-
prising lack of interpretive character. The
one forte marking in the timpani part on the
first page of the movement, for instance, goes
for nothing, and the short pauses in the var-
iant of this passage at figure 148 are glossed
over as if they did not exist.

Kubelik, perhaps surprisingly (for his cy-
cle, apart from a superb First Symphony. has
been something of u disappointment), man-
ages to beat Solti at his own game in this
scherzo. If you favor a hell-for-leather view
of’ the movement, you will probably like
Kubelik’s unflaggingly demonic treatment.
Kubelik's first movement, too, benefits from
the kind of crisp accentuation that has been
lacking in some of his other performances.
Solti is also magnificent here. and in the
rumbustious finale his breathtaking speeds
(leaving the listener no time to worry about
the seams in the music) and the quality of the
Chicago orchestra combine to give him a
decisive advantage over Kubelik.

In my judgment, however, Bernstein’s
remains the most comprehensive and sympa-
thetic statement of the symphony on record,
particularly because of the enchantment he
works in the Nachimusik movements and
because of the genuinely spectral character
of his much slower scherzo. And if you find
Bernstein too insistently frenetic in the first
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movement. then Haitink, full of architectural
poise in the outer movements and lyrical in
an attractive way of his own in the Nachtmu-
siken. offers the best alternative.

The moral to be drawn from the relative
failure of the London recording is one that
will probably not find favor with many re-
cording engineers. It is that recording is an
empirical business, not an « priori one. The
moment you start trying to override the char-
acteristic of a hall in an attempt to produce
the kind of sound you are carrying in your
head as some sort of ideal —usually derived
from other. quite different environments—
you endanger the entire project. The losers in
this case are the members of the Chicago
Symphony, who did everything that could
possibly have been required of them, and. of
course, the collector. B.J.

MASON: Quartet on Negro Themes, in G
Minor (see RUGGLES)

NONO: Contrappunto dialettico all mente (sce
KAYN)

RECORDING OF SPECIAL MERIT

PUCCINI: Il Tabarro. Leontyne Price (so-
prano). Giorgetta: Sherrill Milnes (baritone),
Michele: Placido Domingo (tenor), Luigi:
Piero de Palma (tenor), 1l Tinca: Robert El
Hage (bass)., I Talpa; Oralia Dominguez
(mezzo-soprano), La Frugola: Philip Lan-
gridge (tenor). Vendor. New Philharmonia
Orchestra and the John Alldis Choir, Erich
Leinsdort cond. RCA LSC 3220 $5.98.

Performance: Very good
Recording: Fine

Even if Il Tabarro does not rank with Pucci-
ni’s greatest inspirations, it is a solidly con-
structed, compactly theatrical thriller, and it
looms ever larger in the context of the scant
operatic literature that has followed it. RCA
now has come out with the opera’s second
complete recording in stereo. and it is a very
good one. Il Taburro seems an ideal vehicle
for RCA’s current operatic troika (Price-
Domingo-Milnes), and the total effort is re-
warding indeed.

Sherrill Milnes handles the role of Mich-
ele. the cuckolded husband. with mature
understanding and strong vocal resources,
and is particularly effective in his lyrical
reminiscences of past happiness. As the wife,
Giorgetta. l.eontyne Price is very well cast:
the dusky timbre of her tone and her breathy
delivery are perfect for the character. There
is some edgy and uneven singing in the early
scenes, but then she settles into the role and
delivers the passionate love music with great
conviction. | have no reservations whatever
about Placido Domingo’s portrayal of Lui-
gi—it is ardent. youthtul-sounding, and bril-
liantly sung.

If you are looking for a sizzling. torridly
passionate statement of the music. Erich
Leinsdorf is not your man. But the passion is
implicit in Puccini’s music, and Leinsdorf
communicates it clearly and convincingly.
The smaller roles, which are essential in
rounding out this shrewdly constructed dra-
ma, are adequately taken, and the atmospher-
ic touches are successfully captured by the
production. The voice of the vendor, how-
ever. is too distant to be effective. In sum,
this is a performance that is at least the equal
of its stereo counterpart on London (with

(Continued on page 92)
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New Koss K 2+2 Quadrafones:

The best of
both possible worids.

Two-channel stereo to four-channel stereo with a
flick of a switch. We call it the K 2+2. You'll call it the
most exciting innovation in stereophones since Koss in-
troduced the ESP-6 Electrostatic Stereophone. Because
now you can buy both two-channel stereo and four-
channel stereo in one great stereophone. How's that for
the best of both possible worlds?

Flick the switch today to two-channel
stereo and your wholelibrary of music comes
alive with the breathtaking, full-dimensional
Sound of Koss. When you buy your four-
channel equipment, just flick the switch to
four-channel and four separate driver ele-
ments in the Koss K2+2 surround you with
the exciting new sound of quad.

HKOSS STEREOPHONES

4129 North Port Washington Ava., Milwaukee, Wis. 53212 « Koss Intemational, 21 20127 Via Valtorta, Mitan, Italy

And the Koss K 2+2 introduces another feature
that makes it doubly exciting. Volume contrals at the
base of each ear cup adjust the volume of the front
drivers. By simply adjusting the volume controls, you can
listen to your favarite concert from the middie of the
concert hail one minute and from front row center the
next. And that is an engineering feat in itself. But then

so is the best of both possible worlds in
one stereophone.

For only 585 complete with foam-lined
carrying case, the Koss K 2+2 is worth
listening to at vour favorite Stereo Dealer
You might even say it's like buying four-
channel on a two-channel budget. Which
is a switch.




Tebaldi, Del Monaco, and Merrill in the
principal roles). Like London, RCA provides
the alternate baritone aria “‘Scorri, fiume” as
a welcome bonus. GJ.

RUGGLES: Men and Mountains; Angels.
IVES: From the Steeples and the Mountains.
COPLAND: Quiet City. Buffalo Philharmonic
Orchestra, Lukas Foss cond. MASON: Quar-
tet on Negro Themes, in G Minor, Op. 19.
Kohon Quartet. TurRNABoUT TV S 34398
$2.98.

Performance: Adequate to excellent
Recording: Adequate to good

Here’s a mixed bag of **Americana’ (the rec-
ord’s title, by the way) if ever there was one:
far-out fare by those towering figures of the
heroic age of modern music in America, Carl
Ruggles (recently dead in his ninety-fifth year)
and Charles Ives; atmospheric urbanism of
the late Thirties from Aaron Copland; and
an all but forgotten but ingratiating quartet in
pre-World War | Romantic style with folk
trimmings, written by Daniel Gregory Mason,

The Ruggles pieces were recorded under
the auspices of the American International
Music Fund and are the most substantial
music on the disc. Though Ruggles was active
as conductor for a decade or more in Winona,
Minnesota (far from his native New England),
he did not commit himself seriously to com-
position until late in life, embarking on the
handful of major works that bear his signature
only in 1920, when he was in his mid-forties.
Angels for muted brass (1920)—recorded
here for the first time with adequate sonics —
was one of his first works. In a real sense, the
work of Ruggles begins at the point in time
where his friend Charles lves left off, and in
Ruggles’ Men and Mountains and Sun Tread-
er, there is much of the same cosmic grandeur
that one encounters in the 1ves of the Brown-
ing Overture, “Concord” Sonata, and From
the Steeples and the Mountains.

Both Angels and the middle movement of
Men and Mountains, called Lilacs, present
Ruggles in more intimate and intense music
which prefigures in a curious way the harmon-
ic textures cultivated twenty-five years later by
William Schuman in his Sixth Symphony and
Judith. As 1 said above, Angels receives its
first properly recorded performance, and is,
in Foss' excellent reading, a most welcome
addition to the slim Ruggles disc repertoire.
Compared with CRI’s William Strickland and
the Polish National Radio Orchestra in Men
and Mountuains, Foss communicates more of
the music's poetic content, especially in the
, Lilacs movement. but Strickland seizes on the
dramatic aspect of the end movements to
better effect and has the benefit of a stronger
string body.

Charles Ives’ ‘“‘cosmic tower music” for
brass and bells, From the Steeples and the
Mountains, gets its third recorded perfor-
mance here. The recording by the American
Brass Quintet on Nonesuch. performing with
the “‘tracked-in" Riverside Church carillon,
is a fantastic tour de force, in my opinion.
Nevertheless. it is Gunther Schuller. in the
performance contained in Columbia’s *“Cal-
cium Light Night” album, who offers the
clearest representation of the music’s mani-
fold aspects. Foss’ performance is slower
and rather soft-focused, and is hampered in
its realization by the low recording level that
seems to prevail throughout the orchestral
side of the Turnabout disc.

The Foss reading of Copland’s Quiet City
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likewise suffers from comparison with Cop-
land’s own performance on Columbia, which
is superior both in clarity of musical texture
and in recording level.

There is no lack of volume or performance
vitality in the Kohon Quartet recording of
Daniel Gregory Mason’s String Quartet on
Negro Themes, which has a variety of fa-
miliar and less familiar Negro-spiritual motifs
woven into its three movements. The slow-
movement-cum-scherzo is the most effective
and spontaneous portion of this music. Tak-
en on its own unabashedly uncomplicated
terms, the Mason Quartet makes for easy
and enjoyable listening. D.H.

SCHARWENKA: Concerto No. 2, for Piano
and Orchestra, in C Minor, Op. 56; Erzih-
lung, Op. 5, No. 2; Novelette, Op. 22, No. 1;
Polonaise, Op. 42. Michael Ponti (piano);

CARL RUGGLES (1876-1971)
Music of grandeur and music of intimacy

Hamburg Symphony Orchestra, Richard
Kapp cond. CANDIDE CE 31046 $3.98.

Performance: Brilliant solo work
Recording: Good enough

Polish-born and German-trained, Xaver
Scharwenka (1850-1924) was one of the
many bright stars of the post-Lisztian piano
galaxy who made a mark as virtuoso, com-
poser, and pedagogue. He was in the U.S. for
a time in the early 189(’s, but his career was
centered in Germany, though he returned to
these shores regularly for concert engage-
ments and to tend to the affairs of the New
York branch of the Kindworth-Scharwenka
Conservatory.

I have enjoyed a fair amount of the virtuo-
so music that has been resurrected in recent
years as part of the so-called **Romantic re-
vival.” The Paderewski Concerto. as per-
formed by Earl Wild, and the Henselt F Mi-
nor, recorded by Raymond Lewenthal, come
most immediately to mind. | can’t say as
much for either the concerto or the solo pieces
by Scharwenka on the present disc, despite
Michael Ponti’s razzle-dazzle fingerwork.
Save for the folk-flavored rondo-finale, the
Concerto is pretty empty stuff—an awful lot
of notes with very little thematic or develop-
mental substance. The “light-fantastic” ambi-
ance of the piece from Op. 5 makes for a
welcome contrast to the concerto, and there
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is a certain fascination in the rhythmic vitali-
ty and minor-major shifts of the Novellette.
The Polonaise strikes me as a not very suc-
cessful imitation of the great Chopin F-sharp
Minor.

The solo piano recording is clean and am-
ply full throughout the disc; the orchestral
accompaniment and balance in the Concerto
are adequate. D.H.

SCHOENBERG: String Quartets: No. 1, in D
Minor, Op. 7; No. 2, in F-sharp Minor, Op.
10; No. 3, Op. 30; No. 4, Op. 37; String
Quartet in D Major (1897). BERG: String
Quartet, Op. 3; Lyric Suite. WEBERN: Five
Movements for String Quartet, Op. 5; String
Quartet (1905); Six Bagatelles for String
Quartet, Op. 9; String Quartet, Op. 28. Mar-
garet Price (soprano, in Schoenberg Op. 10);
La Salle Quartet. DEUTSCHE GRAMMOPHON
2561 050/54 five discs $22.50.

Performance: Excellent
Recording: Excellent

The quartet-in-residence at La Salle Univer-
sity in Cincinnati is well known in Europe for
its remarkable performances of twentieth-
century music, These five discs encompass
nearly all the music for string quartet by the
“modern Viennese school,” the founding fa-
thers of dodecaphonism and serialism. As far
as 1 know, only an early movement for string
quartet by Webern is missing; included is the
early Webern Quartet and the pretty little
Brahmsian Quartet of 1897 by Schoenberg
(try it on your friends and make them guess
the composer; they’ll never believe you when
you tell them).

The genius of the La Salle Quartet lies in
their ability to make chromatic. disjunct mu-
sic sound like music. They accomplish this
by extracting and shaping the key element of
this art form: linear phrasing. As we can
now see and hear quite clearly, Expression-
ism was a last direct outgrowth of—not a
reaction to—the Romantic tradition, and the
twelve-tone idea of Schoenberg was intended
to restore classical formal sense to the new
expressive chromatic vocabulary. This music
is always organized in large, on-going melod-
ic and contrapuntal phrases. and that is its
not-so-secret secret. The long-range ap-
proach, the sense of balance, is highlighted
by the absence of the kind of frenetic activity
and tension that so often destroy the larger
sense of modern-music performances by dis-
sipating the energy far too quickly. These
are all highly expressive pieces, and they are
distinctly not ‘‘crazy modern music” but
highly elaborated and disciplined works di-
rectly in the grand tradition. By finding their
just proportions, true dynamic balance, and
on-going flow, the La Salle Quartet will un-
doubtedly help reach many people with the
realization that these are among the last
examples of the big symphonic chamber
forms.

[ have a few negative comments, mainly
about the rather annoying use of portamento
—it often occurs where it is not desirable. In
general, the quartet does not completely suc-
ceed with the actual late-Romantic works —
the early Schoenberg in particular. On the
other hand, the last two quartets of Schoen-
berg, the two masterpieces of Berg, and most
of the Webern are impressive; even the
lengthy and awkward scherzos and rondos of
the Schoenberg quartets are paced and
phrased in a most convincing manner, and

{Continued on page 96)
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aynaco fm-
tuner kit

Excellence—the FM stereo tuner you'd expect from Dynaco. Traditional
value is evident in unsurpassed performance, consummate operating
ease, unparalleled versatility, easiest kit construction at modest cost.

Ideal tuner operation is achieved for the first time: Every station
in exact tune for lowest distortion, or just absolutz silence. Automati-
cally, the DYNATUNE logic circuit zeros in on the precise center of
channel more accurately than any other tuner. Off station, you are
treated to the smoothest, quietest, most sophisticated mufing circuit
extant. High sensitivity (1.75 uv) plus exceptional phase integrity and
lowest distortion in ail signal modes, provides superior 4-Dimensional
stereo reception. See and hear it at your Dynaco cealer.

$149.95 kit; $249.95 assembled

Ng’\’acn ’NC_ 3060 Jefferson Street, Philadelphia, Pa. 19121
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C oLUMBIA RECORDs has finally given
us, in Delusion of the Fury, one of the

major music-theater rituals of Harry Partch-

in a realization adequate to the imagination
and invention of one of this country’s great
originals.

Perhaps a little background is in order
before we get to the music: Harry Partch
was born in Qakland, California, in 1901
and was brought up in Arizona and New
Mexico. His parents were Presbyterian
missionaries who had spent ten years in
China, and something of both the mission-
ary spirit and the Orient seems to have
rubbed off on their son. Partch spent the
years of the Depression literally on the
road —long before the Beats and the Hippies
got there. Indeed, until recently, he has
spent his whole life moving from place to
place seeking the means to realize his ex-
traordinary ideals. Partch’s creative vision
began with renunciation of the “artificial”
Western tempered system (as well as the
destruction of all his earlier music) and the
substitution of “‘natural” intervals and tun-
ings. Toward this end, Partch, in the best
tradition of do-it-yourself Yankee ingenu-
ity, created not only a whole body of new
music, but invented and built the instru-
ments with which to perform it, developed
the theory behind their construction and
tuning, trained musicians to play them, and
devised new performance forms to commu-
nicate these new ideas and expressions.

Partch’'s Chromelodeons, Kitharas, Har-
monic Canons, Blo-Boy, -Cloud Cham-

B

Harry Partch with one of his unique musical instruments, the Cloud Chamber Bowls
A visit with

HARRY PARTCH

A new Columbia release tells a little
of how it is in cloud-chamber land

By Eric Salzman -

ber Bowls, Marimba Eroica, Crychord,
Zymo-Xyl, Mazda Marimba, Gourd Tree,
Eucal Blossom, Quadrangularis Reversum,
and all the rest are unique creations, works

of art in and of themselves. To perform a -

work of Partch one must therefore import
instruments, musicians, and all. Clearly, it
is only through recordings that his work
will ever get to be widely known, and this
one substantially enlarges our view of his
accomplishments. His reputation has been
largely that of a percussion composer
vaguely associated with the orientalizing
movements —centered largely on the West
Coast—of the Thirties and Forties. But
now we can hear him in his central role as
the creator of a kind of ritual music theater
of tremendous impact.

The roots of Delusion of the Fury, al-
though partly Oriental, are in fact as diverse
as the instruments themselves. The first act
is based on a Japanese No drama, the sec-
ond on a West African folk tale. The form
of the whole is that of a tragedy followed
by a satyr play (the reference to Greek
theater is not unusual in Partch’s work).
There is a religious, ritualistic atmosphere
to it all which, in a seemingly artless and
naive way, deals with the age-old themes
of guilt, sin, and redemption. The ritualistic
aspects of a work like this are of course
emphasized-in a staged performance, which
incorporates mime and dance, requires Ori-
ental costumes, and integrates singers, cho-
rus, and instruments in the closest possible
manner. The instruments, moreover, are

Columbia Records

the set; the singers themselves also play
small hand instruments. and all the instru-
mentalists are encouraged to move.

The sense of all this ritual, of magic and
incantation, comes through in the present
recording with complete success. Rhythm
and timbre carry the main sense of the
drama, the voices emerging only occasion-
ally across the strong rolling puise of
rhythms, cross-rhythms, and metrical
shifts. The soloists, in fact, are not identi-
fied, and it is a possible criticism of this
recording that the voices are so submerged.
On the other hand. the main lines are clear
and beautifully integrated into the whole.
And when, in the second part, the vocal
lines are necessary to help define the
change from the supernatural to the comic,
the voices carry very well. It is. in fact, ex-
traordinary how well the character of the
different sections is drawn within the dis-
tinctive and on-going rhythmic and timbral
quality of the whole. The strokes of ritual
storm that initiate the final incantation are
an example of how a sound ritual can be in-
vested with meaning in the simplest. most
direct way.

It is surprising how much this music re-
lates to the minimal pattern music of some
of the younger composers. Partch, in spite
of his extreme isolation and originality.
would appear to be something of a link
between generations. His life style. his
opposition to specialization, interest in ritu-
al expression, aesthetic connections with
non-Western cultures, do-it-yourself inven-
tion and construction of new instruments,
and involvement with young people in a
kind of communal ideal of music-making—
all have helped his work and philosophy
gain adherents among the younger genera-
tion. There is something “down home”
about Partch and his notions, and yet, at
the same time, his ideals are also highly
spiritual. Delusion is a striking and power-
ful work —perhaps his masterpiece —and its
web of sound, pulse, edge. and thrust are
superbly conveyed by this recording.

THE two-disc album includes .a folder
with color pictures of the instruments and a
twelve-inch record of Partch introducing
his instruments and commenting generally
on his work. The pomposity of some of his
remarks is only partly mitigated by their
naiveté: they may put some listeners off.
One can only point out that he speaks with
the kind of candor and belief in his own
ideals that permitted him to carry “on all
those years when he could find no sources
of strength outside himself. In spite of his
“historical’” position (which we can under-
stand now better than we could even a
couple of years ago), there is a great deal of
fundamental truth in his oft-quoted state-
ment: ‘1 have never been involved with the
development of modern or avant-garde
music. | have always been a loner. There is
nothing like my work in the modern world
that 1 know of.”

PARTCH: Delusion of the Fury, a Ritual of
Dream and Delusion. Ensemble of Partch’s
instruments, Danlee Mitchell cond. CoLum-
BiA M2 30576 two discs (with A Glimpse
into the World of Harry Partch.” twelve-
inch disc with Partch introducing and
commenting on his instruments) $11.98.
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Scott Design 51

After 27 months of development effort, Scott engineers
have realized a new speaker system which significantly
improves upon the performance of presently available
designs. The new Design 51 speaker is a full frequency
range, floor standing, two-way acoustic suspension system
using Scott’s exclusive controlled impedance concept
which achieves an optimum match to contemporary
amplifier output characteristics.

The Design 51 has a long throw woofer with a four-layer
voice coil and highly compliant butyl suspension that
extend its useful range down to 30 Hz so you can really
feel the low “C” organ pedal tone in Also Sprach
Zarathustra. And Scott’s tweeter goes right out to 20 kHz.
It has a transparency and clarity which make the percus-
sive section in Capriccio Espagnol sound like real tam-
bourines, triangles and cymbals instead of the diffuse
metallic clatter many medium priced systems offer.
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Make us prove that our new Design 51 is the best speaker
system you can buy for under $100. Tell your Scott dealer
you’d like to audition the Design 51 speaker at $89.90.
Then, let him demonstrate everything else he has for
under $100. We think after you've heard all the rest you’ll
take home a pair of Design 51’s.

Design 41

For smaller listening rooms or bookshelf placement, try
Design 51’s little brother, Design 41. It's got the same state-
of-the-art component design, but it’s a smaller unit with
power handling capacity of 35 watts instead of 60 watts,
weighs 20 pounds less, and costs only $69.90. Circle
reader service number to receive specifications on both
Design 51 and Design 41.

[1SCOTT

where innovation is a tradition
H. H. Scottrinc., 111 Powdermill Road, Maynard, Mass. 01754
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the rather dry Webern Op. 28 —the one
doggedly non-expressive piece of the lot—
emerges as much less abstract than usual. Ex-
cellent recordings and pressings. ES.

SCHUMANN: Concerto for Cello and Orches-
tra, in A Minor (see BLOCH)

RECORDING OF SPECIAL MERIT

SCRIABIN: Piano Concerto, in F-sharp Mi-
nor, Op. 20; Piano Sonata No. 5, Op. 53;
Poéme satanique, Op. 36; Valse, Op. 38; Pre-
lude for Left Hand, in C-sharp Minor, Op. 9,
No. I; Nocturne for Left Hand, in D-flat Ma-
jor, Op. 9, No. 2. Michael Ponti (piano):
Hamburg Symphony Orchestra. Hans Dre-
wanz cond. CanpIpE CE 31040 $3.98.

Performance: Glittering
Recording: Good

The Scriabin boom continues apace. My
notes indicate that only a handful of his solo
piano pieces have yet to be recorded; we also
have all the sonatas and all the major orches-
tral works; and now here is a first stereo re-
cording of the early (1892-1897) but well-
fashioned Piano Concerto. The end move-
ments don't go much beyond a pastiche of
Chopin, but the slow movement, cast in vari-
ation form. is a beauty—one of Scriabin’s
finest essays in post-Chopin style.

The Fifth Sonata. a ferocious one-move-
ment affair, is the plum of this record, and
gets a dazzling performance from Michael
Ponti. The Poéme satanique is glittery in
Ponti’s reading here, but more emphatic and,
to my taste. more convincing in Hilde So-
mer’s Mercury recording (SR 90525). Anoth-
er first stereo recording by Ponti is the enig-
matic Op. 38 Valse. far removed in spirit
from either Chopin or Johann Strauss. let
alone Tchaikovsky. The most popular and
accessible Scriabin is heard in the two left-
hand pieces ot Op. 9. played here with great
elegance.

The recording throughout is bright and
clear. but a mite bass-shy in the solo piano
pieces. D.H.

RECORDING OF SPECIAL MERIT

SCRIABIN: Poem of Ecstasy, Op. 54. TCHAI-
KOVSKY: Romeo and Juliet —Overture-Fan-
tasia. Boston Symphony Orchestra. Claudio
Abbado cond. DEUTSCHE GRAMMOPHON
2530 137 $6.98.

Performance: Impressive
Recording: Superb

With this disc there are now a full half dozen
available recorded versions of Scriabin’s
Fourth Symphony.subtitled Poem of Ecstasy.
and something like two dozen of Tchaikov-
sky's Romeo and Julier. Abbado and the
Boston Symphony. thanks to superb engi-
neering, have come up with a disc realization
that stands with the very best. ,

The acoustic ambiance of Symphony Hall
and the essentially lean and brilliant sound of
the Boston Symphony do much to relieve the
turgidity of some of Scriabin’s musical tex-
tures. and Abbado leads a performance of
the most compelling urgency. Only Zubin
Mehta's recording for l.ondon is in the same
class, but he is not quite so lucky in his re-
corded sound —good as it sounded at the time
of initial release. The Abbado reading of
Romeo and Juliet is no less compelling and
urgent. A fine and exciting disc for devotees
of super-charged Romanticism. D.H.
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SHANKAR: Concerto for Sitar and Orches-
tra. Ravi Shankar (sitar): London Symphony
Orchestra, André Previn cond. ANGEL SFQ
36806 $5.98.

Performance: The original
Recording: Excellent

Ravi Shankar has never been a pure expo-
nent of ancient Indian art as much as an in-
novator and mediator with the West. His
very position as a sitar virtuoso is untradi-
tional in a culture in which vocal music is
overwhelmingly dominant. From an Indian
point of view he is a very contemporary fig-
ure, and his numerous film scores, his con-
certs with Yehudi Menuhin. and. now. his
composition of a concerto are up-to-date
developments. I'm not sure how meaningful
it is for us Westerners to stand by and wring
our hands because the natives won’t stay
down in their picturesque villages.

CHRISTA LuDwWIG
A Marschallin of rare vocal beauty

On the other hand. the danger that Shan-
kar's music will end up as pop-concert
Kitsch is real. When Western instruments
take up Indian motifs there is an effect of
crudity: the intervals are rounded off. the
ornamentation and rhythmic subtlety is miss-
ing. This is due not so much to Shankar's
lack of ability at handling a Western orches-
tra as to the character of Western instru-
ments, which are built and played for har-
monic integration—as opposed to Eastern
instruments with their totally melodic orien-
tation. Actually. Shankar makes rather clever
use of the contrast, with the sitar threading
its sinuous subtle way through the broad.
widely spaced orchestral landscape. Shankar
succeeds where others have failed because
he shapes West to East, not the other way
round. His orchestral writing is simple: this
is a forty-minute. four-movement concerto
without chords, progressions. sonata torm. or
any of the other Western trappings. After the
initial shock of hearing the orchestra (without
or with the sitar) wears off. the “Road to
Mandalay™ associations disappear. and | find
it no more objectionable than, say. George
Harrison’s use of Indian music. In a curious
and effective way. Shankar’s writing for the
orchestra is quite consistent. and never be-

trays the essential quality of the musical
thought.

The concerto is basically a light and joyous
work with reflective moments. It lacks the
tremendous continuity of more traditional
performance. and 1 miss the tabla. which is
replaced here, somewhat awkwardly, by
bongos. Seekers after profundity (not often a
characteristic of Shankar’s music, by the
way) will be disappointed. but others will find
this an attractive experience. Beautiful per-
formance and recording. E.S.

R. STRAUSS: Also sprach Zarathustra, Op.
30. Boston Symphony Orchestra. William
Steinberg cond. DEUTISCHE GRAMMOPHON
2530 160 $6.98.

Performance: Excellent
Recording: Excellent

R. STRAUSS: Also sprach Zarathustra, Op.
30. New York Philharmonic, Leonard Bern-
stein cond. CoLUMBIA M 30443 $5.98.

Performance: Good, but not the best
Recording: Good

The music critic Virgil Thomson once said
with great wisdom that it profited critics
nothing to beat dead composers over the
head, With that in mind 1 will restrain myself,
saying only that it is this month’s special
Trimble irony to have to review not one but
two recordings of Richard Strauss’ Also
sprach Zarathustra. which is_ it not the com-
position 1 admire least in the literature. then
very close to that. (Having so revealed my-
self, 1 anticipate some rather lively repartee
from space-minded readers).

There is no crucial choice to be made be-
tween these two recordings. in terms of per-
formance quality. As one might expect.
Steinberg’s reading is a little more internal-
ized and (if you'll excuse the term) credu-
lous; Bernstein's, again as one might expect.
is rather more extroverted. and addresses
some of Strauss’s already theatrical events
with further. external heightening of their
theatricality. The results in both cases are
performances which well represent the two
conductors’ personalities as we know them.

It must be said, however. that this is not
one of Bernstein’s stellar performances. At
times there is an unaccountably off-hand
quality about it. and oddly enough the or-
chestra is sometimes noticeably out of tune.
In this respect the Boston recording is dis-
tinctly superior. However. the flaws in Bern-
stein’s performance are certainly not great
enough to take it from the field as a serious
competitor. L.T.

RECORDING OF SPECIAL MERIT

R. STRAUSS: Der Rosenkavalier. Christa
Ludwig (mezzo-soprano). the Marschallin:
Gwyneth Jones (soprano). Octavian: Walter
Berry (baritone). Baron Ochs: Ernst Gutstein
(baritone). Faninal: lucia Popp (soprano),
Sophie: Placido Domingo (tenor). Singer:
Emmy l.oose (soprano), Marianne: Murray
Dickie (tenor). Valzacchi; Margarita lilowa
(mezzo-soprano). Annina; Herbert Lackner
(bass), Police Commissioner; others. Vienna
Philharmonic. Chorus of the Vienna State
Opera. leonard Bernstein cond. CoLUMBIA
M4X 30652 four discs $23.92. ©® MTX
30652 $25.98.

Performance: Much of it admirable
Recording: Good, with reservations
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Der Rosenkavalier is not only in itself the
most “Viennese” ot all operas: the theory
persists (though mainly in Vienna) that it
takes a Viennese to interpret it authoritative-
ly and to appreciate it to its full extent. Such
eminent Austrian conductors as Clemens
Krauss. Erich Kleiber, and Herbert von Ka-
rajan lend support to this theory —until we
remember that Richard Strauss himself was a
Bavarian. Be that as it may. it takes either
extraordinary brilliance or extraordinary
chuzpah for an American to conduct this
opera in Vienna in the lion's mouth. so to
speak, and to have it permanently document-
ed on records. L.conard Bernstein. of course,
has both of those essential ingredients.

And he achieves considerable success with
this sumptuously produced set of records.
True. he had conducted a virtually identical
cast at the Staatsoper before, charming the
Viennese out of their seats with the Bern-
stein magic of enthusiasm and showmanship.
But recordings. of course. are something else
again: visual appeal is missing, and though
the critical listener is pleased. he is not over-
whelmed. There is no question about Bern-
stein’'s understanding of the music’s spirit
and of his evident affection for the score. but
1 still have a number of reservations. The
most noticeable of these has to do with the
fact that librettist Hugo von Hofmannsthal
has not been as faithfully served here as
Strauss the composer. This is one of the best
of all operatic librettos. Admittedly. there are
moments when the lush orchestral writing
beclouds much of it under the best circum-
stances. but there ought to be more of it clear-
ly audible than is heard here. Blame probably
should be shared by Bernstein and the over-
reverberant acoustics favored by producer
John Culshaw. In the case ot poor Faninal in
Act Two. the conductor must shoulder the
major responsibility: the part is ungratetully
written to begin with. but baritone Gutstein
seems unable to get through the surrounding
din. 1 might mention. among other miscalcula-
tions, some exaggerated Lufipausen in the
waltzes. notably the delicious strain (cue 256
in the vocal score) that accompanies the
Baron's withdrawal in Act 111, and the al-
most impossibly slow pace of the final trio.
These reservations notwithstanding., how-
ever, my judgment of the direction is decided-
ly on the positive side: it is lovingly detailed
and judiciously paced. the result of penetrat-
ing study and obvious care.

The timbre of Christa Ludwig's voice is
darker than what we are accustomed to hear-
ing from the Marschallin; the resulting som-
ber coloration seems at length to outweigh
the character’'s compensating sophisticated
amusement and detachment. This Marschallin
may be more profoundly affected by the
romance with Octavian than its creators in-
tended. The sheer sound of Miss Ludwig's
voice. however, is beauty itself. and she
manages the high tessitura with a minimum
of strain. Lucia Popp sings an exquisite So-
phie —not too much character, but an abund-
ance of pure. lovely, and effortlessly floated
tone. Gwyneth Jones manages the comfort-
able tessitura of the Presentation Scene ade-
quately. but her wavery tone ruins much of
Qctavian’s music. and her antics as Marian-
del are exaggerated. Several costly produc-
tions have been compromised recently by the
overemployment of Miss Jones. An extended
rest for her and a fresher approach to casting
for producers seems called for.

[ like Walter Berry's genial. youthful-

MARCH 1972

sounding Ochs, but admit that others may
prefer a riper, deeper, more lecherous sound.
Berry revels in the higher part of the tessitura,
manages the low notes skillfully, and. as a
native Viennese. masters the dialect in an
easygoing. natural manner. Placido Domingo
contributes a luxuriant-sounding tenor aria.
Murray Dickie and Margarita Lilowa are a
splendid pair of conspirators, and Karl Ter-
kal is outstanding as the Innkeeper. The
minor roles are handled by experienced
Staatsoper specialists: the Duenna of Emmy
[.oose is rather unpleasantly shrill. the others
are adequate or better.

There are several minor cuts in this re-
cording. conforming to Viennese perform-
ance practices. Karajan also observes these
cuts in the Angel set, but Georg Solti. to his
everlasting credit, performs the opera uncut.
I like much of this Rosenkavalier. Fifteen
years ago, it could have been a landmark
recording. Today, handicapped by an inade-
quate Octavian, and decidedly topped by
Schwarzkopf/Karajan on Angel and Cres-
pin/Solti on London. it is not. GJ.

TCHAIKOVSKY: Romeo and Juliet—Over-
ture-Fantasia (see SCRIABIN; Poem of Ecsta-
sy, op. 54)

VERDI: Macbeth. Dietrich Fischer-Dieskau
(baritone). Macbeth; Elena Souliotis (so-
prano), Lady Macbeth: Nicalai Ghiaurov
(bass). Banquo: Luciano Pavarotti (tenor).
Macduff; Ricardo Casinelli (tenor), Malcolm:
Helen Lawrence (mezzo-soprano), Gentle-
woman; Raymond Myers (bass), a Doctor:
others. Ambrosian Opera Chorus. The Lon-
don Philharmonic Orchestra, Lamberto Gar-

delli cond. LoNnpDON OSA 13102 three discs |

$17.94.

Performance: Inadequate
Recording: Very good

Tito Gobbi was the original cheice for the ti-
tle role of this recorded Maucheth. and a good
one. He took sick shortly before the ses-
sions. and Fischer-Dieskau was persuaded to
step in to save the costly enterprise. I know
that it is blackheartedly villainous of me to
say so. but cancellation of the project would
have been the preferable course. What we
have here is an uncut Macheth (the only real-
ly complete recorded version). but the kind
of performance that will be a source of great
frustration to Verdians.

{t is not all bad. however, and when Luci-
ano Pavorotti and Nicolai Ghiaurov are
heard shaping their pleasing voices around
the music with a true understanding of its
spirit and with a flowing. unforced lyricism.
we are allowed oases of delight. But such
joys are brief: Banquo is assassinated on side
three. and Macduff has little to do beside his

SR B oo |
aria “Ah, la paterna mano.” This Is an opera

built around Macbeth and his Lady, and
therein lies the problem.

His impressive list of Italian roles notwith-
standing. Dietrich Fischer-Dieskau was nev-
er right for Verdi and Puccini. not even in his
best vocal estate. As always. there is keen
intelligence in his work. interpretive under-
standing and sound musicianly instinct. But
the style is unidiomatic, the range insuffi-
cient. the tone forced and frayed, the decla-
mation overstressed. the entire sound wrong.
dead wrong. Elena Souliotis is at her best in
the Sleepwalking Scene. which she wisely
models on Callas. But it’s the same old story
with her: great promise unfulfilled. a voice
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composed not of registers but tiny compart-
ments and at the mercy of undisciplined art
and insufficient technique.

Macbheth is not an easy opera to put over,
even under the most auspicious circum-
stances, because Verdi’s later improvements,
occasioned by the 1865 Paris revival, are not
fully harmonized with the work’s original
(1847) spirit. There are magnificent pages in
the opera, but the music for the Witches is
quite silly, and whether the warriors are
Scottish or English, they march musically
under Garibaldi’s banner. And you need real
Verdi singers to bring off such pedestrian
music as the duet between Macbeth and his
Lady that ends the third act. Lamberto Gar-
delli is a fine conductor who does his best to
minimize the crudities and to serve the im-
pressive portions of the music. He has Pava-
rotti, Ghiaurov, and a group of worthy com-
primarii on his side, and a very fine orchestra
and chorus. It is not enough, unfortunately.
The preferable recorded version of Macheth
remains RCA Victrola 6121, with Leonard
Warren and Leonie Rysanek. GJ.

WEBERN: Five Movements for String Quar-
tet, Op. 5; String Quartet (1905); Six Baga-
telles; String Quartet, Op. 28 (see SCHOEN-
BERG)

COLLECTIONS
DIETRICH FISCHER-DIESKAU: Songs by

Schoenberg, Webern, and Berg (see Best of the
Month, page 72}

RECORDING OF SPECIAL MERIT

PILAR LORENGAR: Prima Donna in Vien-
na. Mozart: Le Nozze di Figaro: Dove sono.
Beethoven: Fidelio: Oh wir' ich schon mit dir
vereint. Weber: Der Freischiitz: Leise, leise.
Wagner: Tannhdiuser: Dich, teure Halle.
Korngold: Die tote Stadt: Gliick, das mir
verblieb. R, Strauss: Arabella: Aber der Richt-
ige (with Arlene Auger, soprano). J. Strauss:
Der Zigeunerbaron: O habet acht. Zeller:
Der Vogelhdndler: Schenkt man sich Rosen.
Lehar: Eva: Wiir es auch nichts als ein Au-
genblick: Zigeunerliebe; Hir ich Zvmbal-
hlinge. Kalman: Die Csardasfiirstin: O jag
dem Gliick nicht nach. Pilar Lorengar
(soprano); Vienna Opera Orchestra, Walter
Weller cond. LoNDON OS 26246 $5.98.

Performance: Adept and often moving
Recording: Excellent

One of the hazards of being a professional
record pundit is that one develops an aver-
sion to certain types of recordings that is out
of proportion to their real offense to music.
Some of these are so obvious as to require no
more than an imaginary title to identify: “Sir
John Sargent Plays Great Moments from
Tchaikovsky,” and “Far-Out Bach on the
Fender Bass.” Another is represented by this
new release featuring the Spanish soprano
Pilar Lorengar—the “‘Donna Assoluta Sings
Arias from Caccini to Carlisle Floyd™ kind
of thing. Few artists can do more than sug-
gest their capabilities, given the circum-
stances under which such recordings are
made. Is it fair to expect much of Mme. As-
soluta—not to mention the orchestra and
conductor —when she is rushed into the stu-
dio between engagements. allowed only a
runthrough or two, and asked to impersonate
a medieval German noblewoman one mo-
ment and a fin de siecle Parisian strumpet the
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next? Small wonder that interpretive authori-
ty is in short supply on these discs, and that
Caccini and Carliste Floyd come out sound-
ing almost exactly alike.

| am happy to report that the present disc
cannot be held up as a case in point, for Miss
Lorengar has largely avoided these pitfalls.
For one thing, the program, intended as an
homage to the prima donnas who sang the
music of “ten of the city’s favorite compos-
ers” in Vienna, was cannily chosen to in-
clude roles she has sung on stage, and to dis-
play her considerable virtues as a singer at
their best. Among these virtues are an innate
feeling for the lyrical line and for rhythmic
suppleness and swing —the latter very much
to the good in the operetta selections here.
Her voice does not contain many different
colors, but she compensates for this intelli-
gently by varying the pressure she puts on it
to suggest changes of mood. In quality. it is
characterized by a fast vibrato that can

PILAR LORENGAR
Her considerable virtues heard at their best

momentarily obscure true pitch in the mid-
range, but it is endearing and effortlessly
produced, and when it soars into the empyre-
an, its purity and freedom must startle the
angels.

Among the opera arias here, three stand
out. “Dove sono” is beautifully rendered,
with an introspective glow and aristocratic
poise, and the duet from Arabella, in which
she is joined by Arlene Auger, is evidence
that Miss Lorengar might become an Arabel-
la to rival Lotte Lehmann. Best of all is
Agathe’s long scene from the second act of
Der Freischiitz, touching and thrilling by
turns. Did this aria profit from the fact that
she must have been preparing the role for the
Metropolitan Opera’s new production last
fall when she made this recording?

The operetta selections are a special de-
light.- If you find it difficult to imagine Miss
Lorengar as a gypsy, you will no longer
after you hear her sail into the arias from
Johann Strauss’ Zigeunerbaron and Lehar's
Zigeunerliche. She cannot match the insin-
uating suavity of Elisabeth Schwarzkopf
in the familiar “Schenkt man sich Rosen in
Tirol.” but at least we get it here unmarred
by the older artist’'s sometimes mannered
changes of attack and color. And the lovely
aria from Lehdr’s Eva—a kind of summation
of the underlying philosophy of all operetta—
is simply done to perfection, that’s all.

Throughout, the orchestra plays well
enough, but seems better in the operetta ar-
ias. | can’t find fault with the sonics—but
then perhaps | was too enchanted to notice.
For the reasons I've given above, most discs
of this kind do not stick around long in my
home, but this one has already found a per-
manent spot on my record shelf.

Robert S. Clark

NEW YORK PRO MUSICA: Medieval Roots.
Machaut: Virelai, “Douce dame jolie”; Bal-
lade, "'De petit po.” Anon.: Villuncico, “'Riu,
rite.”” Alfonso X, El Sabio (attrib.): Cantigas {,
LXXVII, and CLXVI. Anon.: Motet, “Quant
je parti de m’amie”, Fanfare and Ductia;
Estampie; “Hail Mary, full of grace.” Ghise-
lin: La Alfonsina. Bruhier: Latura tu. Isaac:
ln meinem sinn. Rossinus Mantuanus: Fros-
tola, “Lirum bililirum.”” Anon.: Three Dances:
La bounette; La doun cella; La Chymyse.
Sheila Schonbrun and Elizabeth Humes (so-
pranos); Gordon Myers (baritone); Anthony
Tamburello and Brayton Lewis (basses);
New York Pro Musica, Noah Greenberg and
John Reeves White dir. DEcca DL 79438
$5.98.

Performance: Pro Musica sampler
Recording: Excellent

The jacket notes for this collection read as
follows: ““The roots go deep, penetrating lay-
er after layer of musical sediment, sending
out sensitive feelers to feed on the rich nour-
ishment of the 14th Century —and beyond.
The young voices of the New York Pro Mu-
sica, and their mastery of authentic instru-
ments of the period, bring to contemporary
life the incredible variety of the music of that
distant time.”” There follows a list of the in-
struments heard: recorders, wooden flutes.
krummhorns, shawms, kotholt, rauschpfeife,
sackbuts. viola da gamba, vielle. bagpipes.
psaltery, portative organ, regal, lute, harpsi-
chord. and percussion. Then there is a listing
of the contents, pretty much as it is printed
above. except that the singers are identified
only as soloists without indication of voice
types. That’s all. 1 mean there is nothing
else.

The fact is. of course, that this full-priced
disc is a sampler drawn from about eight of
the New York Pro Musica’s previous releas-
es. The earliest appears to be Decca DL
9400 (“Music of the Medieval Court and
Countryside for the Christmas Season’"; the
mono selection. stereophonically enhanced
quite effectively here, is Brayton Lewis sing-
ing Riu, Riu, with members of the old New
York Pro Musica Antiqua, including Russell
Oberlin, in the background). There is the
Fanfare and Ductia from the Play of Daniel.
an estampie from the Pro Musica production
of the Play of Herod, and excerpts from such
albums as “The Kynge's Musick” (DL
79434). “Spanish Medieval Music” (DL
79416), ““Ah, Sweet Lady” (DL 79431), and
“Petrucci. First Printer of Music” (DL
79435). The point is that though the contents
are sung and played (in about equal parts) in
the usual professional Pro Musica manner,
the presentation is so poor for this type of al-
bum that in order to get anything out of the
music other than background pap, one must
go back to the original albums, complete with
texts, translations, full titles. and complete
listings. 1 would not like to hazard a guess at
what group Decca is pitching the present re-
lease toward. but it's a total loss to any po-
tential Pro Musica enthusiast. K.
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MOSE ALLISON: Western Man. Mose Alli-
son (piano and vocals); Chuck Rainey
(electric bass); Billy Cobham (drums). West-
ern Man: Ask Me Nice; Tell Me Something;
Meadows: Night Club; Do Nothing Till You
Hear from Me; Benediction; How Much
Truth; and three others. AtLanTiCc SD 1584
$5.98, ® M 81584 $6.98, © M 51584 $6.98.

Performance: Thrilling
Recording: Excellent

Although Mose Allison has been one of my
favorite singers and jazz musicians ever since
my early college days, when 1 first heard
him do the legendary Parchman Farm and
Back Couniry Suite, he is very difficult to
write about because he is so hard to peg.
Basically, his roots are in the backwoods
Mississippi mud, which makes him a rugged
pioneer in the primitive tradition of Bill
Broonzy and Pigmeat Markham. Like Scott
Joplin, he has the stuff of raw genius, but like
many geniuses, he’s always being forgotten
and rediscovered. Nobody quite knows
where to place him in the musical scheme of
things. He got out of the back country and
played all the great clubs (one song in the
collection, Night Club, tells it from his view-
point) where he heard all the jazz greats. It
rubbed off, and today he’s best described as a
traditionalist with progressive leanings. Cer-
tainly he has had his influence on others. If
you asked as diverse a group of singers as
Joe Williams. Bobby Scott, and David Clay-
ton-Thomas of Blood, Sweat & Tears, they’d
probably admit having listened closely to
Mose Allison.

On this new collection, he has written
everything with the exception of Lefty Friz-
zell's country classic, If You've Gor the
Money I've Gor the Time and Duke Elling-
ton's Do Nothing Till You Hear from Me.
He can switch from a rueful backwoods
biack voice in the Pigmeat tradition on some-
thing like the Frizzell song to the swinging,

[ ]
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cool sophistication of Joe Derise on the El-
lington tune. His piano shifts in mood from
lusty riffs to dreamy chords to something that
sounds iike a guitar pick. An amazing
amount of virility and taste comes out of this
unique performer, and it is thniling to hear.
He is a first-rate composer as well, and the
nine tunes he has composed here are compel-
ling and complex. Mose Allison has drawn
from all facets of his musical knowledge, but

MOSE ALLISON
Compelling tunes from a unique performer

like all originals, he goes straight ahead. light-
ing his way with his own built-in musical
headlights. R.R.

RONNIE BARRON: Reverend Ether. Ronnie
Barron (vocals and piano). O!' Chattanoogu;
Duke of Crenshaw: Don’t Let My Husband
Catch  You;, Sweet Simplicity; Freeway
Mamma; Louisiana Flood: and four others.
Decca DL 75303 $4.98.

Performance: Anonymous bayou rock
Recording: Very good

Barron is new to me. Apparently he has been
working as a sideman, most recently with Dr.
John. Here he scoots enthusiastically
through a bunch of original, gospel-rock-
styled tunes. playing piano, singing. and no-
ticeably enjoying himself. At this stage in his
career, it is the enthusiasm that cuts through
most clearly. His songs are far too derivative
and his pertformance style too faceless to give
any evidence of his deeper potential.  D.f1.

ALAN BOWN: Listen. Alan Bown (trumpet,
flugelhorn, maracas); accompanying musi-
cians, Wanted Man,; Crash Landing; Loosen
Up: Pyramid; Forever, and four others. Is-
1 AND SW 9308 $5.98.

Performance: Avant-garde jazz-rock
mess
Recording: Very good

Here’s an example of what happens when
musicians who aren’t very good at playing
rock are brought together with musicians
wha have difficulty with avant-garde jazz.
Alan Bown is the trumpet-playing leader of
this English group. Although his perspective
is clear enough —he is trying to bring a Col-
tranesque free-jazz to rock songs and
rhythms —neither he nor the other musicians
in his eight-piece group have the chops to
bring it off. Call it a good iry. D.H.

RANDY BURNS: Song for an Uncertain
Lady. Randy Burns and the Sky Dog Band
(vocals and instrumentals). Sorrow’s Chil-
dren; Lisa; Randy's Song, Deegan Streei;
Child For Now, and seven others. ESP 2007
$5.98.

Performance: Ragged
Recording: Good

Randy Burns himself wrote all the songs in-
cluded here. When that job was done he de-
cided to perform them, his second mistake.
He sounds folksy, but in an ominous way,
and his material is so threadbare in content
that it makes reading the back of a cereal box
seem lively by comparison. Better than that
this album never does get. P.R.

CHICAGO: At Carnegie Hall (see Best of the
Month, page 74)

JUDY COLLINS: Living. Judy Collins (vo-
cals. guitar. piano): various musicians. Joan
of Arc; Four Strong Winds; Vietnamn Love
Soag: Innisfree; Song for Judith (Open the
Door); All Things Are Quite Short; Euasy
Times: Chelsea Morning: Blue Raincoat;
Just Like Tom Thumb's Blues. ELEKTRA
EKS 75014 $5.98. ® M 5014 $6.95.

Performance: Mellow
Recording: Very good

Judy Collins is just about at the top of her
particular heap. in my judgment. and even
though this album doesn’t do quite what I
wanted it to. it’s a strong example of how she
attained such altitude. My standing objection
to “live” albums —they don’t include enough
new material —applies here. sort of. The miti-
galing circumstance is the new things Judy
wrenches from old songs. She makes Ian and

101



Sylvia’s Four Strong Winds disclose its spe-
cial sadness by slowing down the tempo. get-
ting some beautiful, brief guitar-piano breaks,
and contriving a nice “‘choral” finish. She con-
verts Bob Dylan's Just Like Tom Thumb's
Blues into a near-jazz thing by flatting certain
notes. playing a semi-boogie piano. and
changing the tempo. Judy’s previous tussie
with that song was an unqualified success.
but this is an almost startling new experi-
ence. Her own Song for Judith sounds fine.
and two strangely frightening songs by Leon-
ard Cohen. Joan of Arc and Blue Raincoat.
are interpreted with rare insight (1 find I've
grown very tussy about how Cohen’s songs
are sung). Chelsea Morning should have
been replaced with something else; Judy
seems to be trying too hard to stave off bore-
dom with it. There’s still an outside chance
that Judy Collins isn’t the greatest girl singer
in the world—maybe | just rhink she is.
Maybe there’s something in the water in
Colorado, the place she and 1 both consider
Home. | don’t remember drinking any warer
when 1 lived there. though. N.C.

THE DOORS: Other Voices. The Doors
(vocals and instrumentals); various other
musicians. In the Eve of the Sun; Variety Is
the Spice of Life: Ships wiSails; Tightrope
Ride; Down on the Farm: and three others.
ELexTrRA EKS 75017 $5.98, M 85017
$6.95. © M 55017 $6.95.

Performance: Anemic
Recording: Very good

The Doors weren’t exactly a super group
when they had a legitimate poet, Jim Morri-
son, doing the heavy work. In this first re-
lease since Jim’s death, the Doors sound like
other voices, all right. and as if they’re in
other rooms. too. That is, they sound differ-
ent, but not better. Morrison’s style called
for the instrumental backing to have a stulti-
fying if not mesmerizing effect, mainly pro-
vided by Ray Manzarek’s maddeningly rhyth-
mic organ lines. Here Manzarek spends
more time at the piano than the organ, and
percussion generally is the principal element
in other “‘new’” sounds. On the occasion when
they try to get back into the old groove —on
Tightrope Ride —they sound disconcertingly
like the Rolling Stones. That’s because of the
song itself. | think, which brings me in a
roundabout way to speculate that the Doors
can no longer write ‘‘Doors’ songs.”” There’s
a half-hearted attempt at Morrison’s sexual-
excess ethos in Variery is the Spice of Life.
but it’s quite pale. It’s puzzling, since guitar-
ist Rob Krieger used to write that kind of
song fairly well. At any rate, these songs are
a pretty weak lot, and the Doors seem to
have lost the one thing everyone conceded
they had —a good strong image. N.C.

JEANIE GREENE: Mary Called Jeanie
Greene, leanie Greene (vocals and piano):
other accompanists. Yes, [ Do Understand,;
You Know Who You Are; Put Your Good on
the Line; Thank God He Came; Like a Road

Leading Home; Swaziland Remembered:
and seven others. ELEKTRA EKS 74103
$4.98.

Performance: White gospel
Recording: Excellent

With folk-rock, jazz-rock. and blues-rock al-
ready upon us, can white gospel-rock be far
behind? Nope. Here it is, very much in the
style already made familiar by Leon Russell.
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Jeanie Greene sounds like a cross be-
tween Rita Coolidge and Bonnie Bramlett
and Merry Clayton and all the other heavy-
vibrato, gospel-style back-up singers who
have taken the solo plunge. Her songs have a
lot to say about Jesus and the prophets and
inspiration and stuff like that, and 1 don’t
mean to be sacrilegious or inconsiderate. but
I find most of them bloody dull. I'm sure
Jeanie Greene is sincere (although I've got
some reservations about the album’s title).
but devotion and an average-size talent just
aren’t a volatile enough combination to pro-
duce really good music. D.H.

CAROLE KING:
Month, page 73)

Music (see Best of the

BONNIE KOLOC: After All This Time. Bon-
nie Koloc (vocals); Phil Upchurch and Sid
Simms (bass); Norm Christian (drums); Ron
Scriggin and Liz (guitar and harmonica); Stu
Heiss (guitar); Allen Barcus (piano). Devil's

JOHN MAYALL
Putting all his skills together

Nine Questions; Got to Get What You Can;
Jazzman; Victoria’'s Morning; and six others.
OvaTtioN [ (E-V matrix) OVQD 14-2]
$5.98. (81 M 81421 $6.98,[C1 M 51421 $6.98.

Performance: Misguided talent
Recording: Incompatible

In Chicago. at present, there is a group of
singers and songwriters operating out of and
around two clubs. the Quiet Knight and the
Earl of Old Town (Old Town is Chicago’s
Greenwich Village, but cleaner and better
looking). Most talented of the group is Steve
Goodman, who is lavish in his praise of other
members of this loose Chicago gang. includ-
ing Miss Koloc. He told me that this album
does not really indicate how good she is, and
I am inclined to agree.

This is a quadraphonic disc (EV matrix),
reputedly compatible with stereo systems. |
heard it stereo only, and to me the “‘compati-
ble” stereo-quad doesn’t really work. Back-
ground voices which | think would come
over on quad are fuzzy and whiny on a ste-
reo set. By the way, the listing of songs is in-
correct on both the labei and the sleeve: the
songs are there, all right, but not in the order
given.

Miss Koloc has an interesting voice which
spirals off the lyrics and hovers near the edge
of a tune in wordless non-jazz scat. It has an

Elizabethan- or Scots-ballad flavor which
comes out fully on her adaptation of an old
folk song. The Devil's Nine Questions. the
best cut on the album. Gor to Ger What You
Can is a rolling blues that would have been
better as an opening cut instead of being bur-
ied on side two. Jazzman, written by Ed
Holstein. one of the Chicago gang. is okay,
but | can’t get used to women singing songs in
which the first-person character is a man. No
chauvinist 1 (well, not much of one), but
when, for instance, Joan Baez, in singing The
Night They Drove Old Dixie Down. de-
clares, “Virgil Kane is my name,” cold logic
must reply, ““The hell it is.”

There are some nice moments in the other
tunes, most of which were written by Miss
Koloc, but they are inconclusive, and the
accompaniment, which is competent. doesn’t
and/or can’t do much to reinforce them. Self-
composed material is supposedly obligatory
these days for reasons of sincerity, hipness.
and prestige, but it doesn’t always work. |
would like to hear Miss Koloc singing better
material on a better album, because she’s got
something, even if she isn’t quite sure what it
is yet. J.V.

RECORDING OF SPECIAL MERIT

LED ZEPPELIN: Zoso. led Zeppelin (vocals
and instrumentals). Black Dog: Four Sticks:
Going to California: Misty Mountain Hop;
When the Levee Breaks: and three others.
ATLANTIC SD 7208 $5.98. ® M 7208 $6.95.
M 87208 $6.95. ® M 57208 $6.95.

Performance: Excellent
Recording: Excellent

One of the most fascinating things about pop
culture of any kind is that though its forms
seldom last very long—nor are they intended
to—they almost always define an era more
sharply than the so-called “serious™ work of
the same period. Rock as a phenomenon be-
longs to the Sixties. In the Seventies we have
gained perspective on it, and it is now used
by a great many talented people as a legiti-
mate style for musical theater and for ‘‘seri-
ous” works. But it is my conviction that it
has ceased to exist as a developing musical
style. It continues as a major influence, and
we will certainly continue to hear a lot of it
for a while, but its dynamic period is over.

Still, excellent rock performances continue
to be released. The Who's last album proved
that. and so does this new recording by Led
Zeppelin, And it makes great listening. It
received a gold record even before its re-
lease. and it is beautifully performed and
recorded. But it is not what’s happening to-
day. I don’t mean that in the cheap sense of
what is “in” or “‘with it,” but as having to do
with growth of a genre. Zeppelin does what it
does superbly, but in 1972 it hovers always
near déja vu. Although the album is a marked
departure from their previous huge concen-
trations of sound —everything is quieter, more
controlled, and more romantic — it remains a
glorious elaboration on a now fully developed
and defined style, in the same way that Puc-
cini's Turandor is one last great spangled
fossil of nineteenth-century ltalian opera—
written in the Twenties.

Rock. as pop culture, can now only tell us
what we were in the Sixties. not what we are
today. P.R.

LINDISFARNE: Nicely out of Tune. Lindis-
farne (vocals and instrumentals). Down;
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Turn a Dedaf Ear; Lady Eleanor; Winter
Song: Clear White Light; and five others.
ELeEkTRA EKS 74099 $4.98, ET 84099
$6.98. © TC 54099 $6.98.

Performance: Fair
Recording: Good

This is an English group that seems to con-
fuse energy and decibel count with music-
making. Float Me Down the River is the only
track here that made me do anything except
hope that it was soon coming to an end. That
one, however, is a fairly good song, and the
group does a good job on it. The rest is most-
ly meaningless racket. P.R.

NILS LOFGREN: Grin 1 + 1. Nils Lofgren
(vocals and guitar); orchestra. White Lies:
Soft Fun; Slippery Fingers; Just a Poem;
End Unkind; and five others. SPINDIZZY
7 31038 $4.98.

Performance: Promising
Recording: Good

One side of this album is called the “‘Rockin’
Side” and the other the “Dreamy Side.” It is
the latter that is the more interesting, for here
Lofgren shows a real talent for rock-inflected
ballads. both in composition and perfor-
mance. The ones on this disc sound rather
commercially oriented toward the pre-teen
group, but one, at any rate —Sometimes —is
first-class in every respect. I think Lofgren is
someone to watch carefully; his big hit ballad
could be just around the corner. The same
can’t be said for the “Rockin’ Side.” which
sounds self-conscious and stiff. Lofgren has
found his thing. He shouldn’t bother wasting
his talent in an area where he is only one
among many. P.R.

JOHN MAYALIL: Memories. John Mayall
(harmonica, rhythm guitar, twelve-string gui-
tar, piano); Jerry McGee (guitar, dobro steel
guitar, sitar); Larry Taylor (bass). Memories:
Wish I Knew a Woman; The City; Home in
a Tree; Separate Ways: and and five others
Por.ypor PD 5012 $4.98, ® M 5012 $6.98,
F 4072 $6.98. © F 4072 $6.98.

Performance: Reminiscing in the blues
Recording: Very good

In his late thirties. and a force on the British
blues scene for a decade or so, John Mayall
keeps plugging along. I haven’t been overly
impressed with most of the recordings May-
all has made in this country —too much Cali-
fornia gold dust seemed to be drifting in and
out of the music.

This latest outing is a distinct improve-
ment, however. Even though it was recorded
in California, the biographical content of the
songs gives them a feeling of reality
(necessary. after all. to good blues) missing in
much of Mayall's other recent work. The
program has a vaguely sequential quality:
Memories and Home in a Tree are songs
about the joys of childhood; Wish I Knew a
Woman is a tale of the trials of puberty: The
Fighting Line and Back from Korea detail
Mayall’s Army days.

The whole thing holds together remarkably
well. Mayall’s jazz-tinged. Mose-Allison-in-
fluenced voice has always sounded pleasant
to me. I am less enamoured of his harmonica
playing. but he puts all his skills together just
about as well here as I can recall. D.H.

JUDY MAYHAN. Judy Mayhan (vocals,
piano); various musicians. Freest Fancy; I've
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Been the One; Mythical Kings and Iguanas;
Dolphins; Sweet Reason; Kerosene Lantern;
See Here; and three others. Decca DL
75287 $4.98. 65287 $6.95 © 735287
$6.95.

Performance: Droopy
Recording: Very good

Last year Judy Mayhan turned out a beauti-
ful album for Atco. This year she has pro-
duced a dud for Decca. So it goes. In part
the problem is with the arrangements: where-
as someone at Atco sensed that Judy's low-
pitched, trembling vocals needed something
approaching counterpoint, somecne at Decca
saw fit to provide harmony rather than con-
trast. The arrangements are low-key and
spartan—if Judy didn’t play the piano, she'd
be out of luck entirely. Another problem is in
the songs. The program lacks variety to such
a degree that I could almost get away with
saying there are only two melodies in the
whole program, the one in Bob Darin’s
Sweet Reason and the other one in every-
thing else. But I won’t try that. N.C.

MEILANIE: Gather Me. Melanie (vocals);
orchestra, Roger Kellaway arr. Little Bit of
Me: Some Day I'll Be a Farmer: Steppin’:
Brand New Key; Ring Around the Moon:
Ruilroad; Kansas: Baby Days; Fell Me Why;
and four others. NEIGHBORHOOD NRS 47001
$5.98, ® M 85003 $6.98, ©® M 55003 $6.98.

Performance: Poignant
Recording: Good

The Melanie cult is a relatively new phenom-
enon on the music scene that I had not fully
understood until [ heard this disc. She al-
ways seemed like a noisy, tiresome voice
coming from a car radio that was tuned to a
bad rock station. But I made a promise to sit
down and pay close attention to Melanie on
this recording, to try to understand the rea-
sons behind the sudden stardom of this
bruised young starling with the ramshackle
voice.

I did listen, and there is no cause for alarm.
Melanie does seem to me. under perfect re-
cording cenditions and excellent playback
equipment, to be one of the more interesting
girl singers around now. She doesn’t have
much of a voice —rather like a singing Brenda
Vaccaro. In fact, sometimes it breaks down
completely and with such cracked exhaustion
no recording engineer can bring it back to
life. But there is delicacy and humor behind
those hoarse tones, and wisdom, too. Roger
Kellaway has done such an excellent job of
arranging the mixed bag of material Melanie
has written for herself here that every defic-
iency is beautifully masked by his charts. On
the Living Bell/ Light medley, the voices chant
at just the places where Melanie seems to be
running out of gas. Itis a perfect blend of star
and supporting cast. On the wistful Little Bir
of Me. the voice softens to a hoarse whisper
that is cradled by a tiny cluster of strings at
those moments when Melanie seems to be on
the verge of impatience. And on the delightful
Some Day I'll Be a Farmer, the music is a
lilting Maypole for Melanie's voice to dance
around. There's good hard work on this re-
cording, and the result is polished. profes-
sional, and joyous.

Joy, in fact, might be the kzy to Melanie.
Like the girl in the Red Shoes ballet who
couldn’t stop dancing even when her feet
gave out, it might not be possible for Melanie
to stop singing even if her voice did collapse.
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You couldn’t touch an organ like this in a store for
less than $3500—and there hasn’t been a musical
instrument with this vast variety of genuine Theatre
Organ voices since the days of the silent movies! If
you've dr d of the grand of authentic big-or-
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Yeu can learn to play it. And you can build it, from
Schaber Kits, world famous for ease of assembly
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musicians everywhere,
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Schcber Organ models, beginning at $499.50. No
charge, no obligation — but lots of food for a healthy
musical appetite!

: the Fotrober organ com., Dept. HR-40 :
| 43 West 61st Street, New York, N.Y. 10023 1
I [ Please send me Schober Organ Catalog and 1
I free 7-inch *‘sampler” record. . 1
I [ Enclosed please find $1.00 for 12-inch L.P. |
: record of Schober Organ music. :
] 1
] 1
1 1
] 1

NAME
ADDRESS

CIRCLE NO. 43 ON READER SERVICE CARD

WRITE FOR
QUOTATION

FACTORY SEALED CARTONS
FRANCHISED DISTRIBUTOR
QUICK SHIPMENT

WE GIVE

DISCOUNTS

ON HI-FI
COMPONENTS

SOUND
REPRODUCTION,

INC.

460 CENTRAL AVENUE
East Orange, New Jersey 07018
(201) 673-0600

CIRCLE NO. 46 ON READER SERVICE CARD




OVER 67 YEARS

OF RELIABILITY

IS WHY STEREO & HI-FI
BUYERS CAN BE SURE OF

SAVINGS

AT RABSONS

At Rabsons Competitive Prices, Reliability and
Personal Service have been bywords for over
67 years.

1t’s so EASY and SAFE to deal with Rabsons.
As close as your telephone — as near as your
maitbox e Fast Air Mail Response on Quotation
Requests o Franchised Distributor for Hi Fi Lines
o All merchandise brand new in factory sealed
cartons, shipped double-packed, fully insured
promptly from our warehouse o Greater savings
on complete systems o Export packing e 220
Volts, 50 Cycle merchandising a specialty o Free
list of monthly specials,

BEFORE YOU B A RABS(
QuaQ ( :

CIRCLE NO. 38 ON READER SERVICE CARD

JUST *1.00...

brings you one of the most spectacular
“mystery” records of this decade! Of such
captivating power the pied piper story pales!
% When radio stations play this ethereal music,

they say “we’ll never play it again.” Radio
stations have their phones tied up for hours
after playing it and receive calls for days
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record?”
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y JOHANN FRIEDRICH FASCH (1688-1758)
TRUMPET Concerto and SINFONIAS

There is such a vital warmth and such ag-
gressiveness to her singing that, even though
she’s not in the same league with either
Laura Nyro or Carole King as a songwriter,
there is a joyous response in the ears of her
listeners. Melanie is fun to have around, and
this new album is her best to date. R.R.

MICKEY NEWBURY: °Frisco Mabel Joy.
Mickey Newbury (vocals); orchestra. Mobiic
Blue: An American Trilogv; Remember the
Good: Swiss Cottage Place: How Many
Times; and six others. ELEKTRA EKS 74107
$4.98.

Performance: Duck! Here comes
another angel!
Recording: Semi-celestial

Mickey Newbury writes good songs (Mobite
Blue), sings well, and is several cuts above
run-of-the-mill Nashville. But the person
responsible for backing him with something
called the Nashphilharmonic, which is the
damndest collection of swooping strings and
“heavenly” voices heard since Aimee Sem-
ple MacPherson’s twice-nightly vaudeville
ascensions. ought to be sentenced to two
years at hard labor in a nougat factory. The
only time “‘heaven’ gets a rest here is during
two Interludes. which show off Newbury’s
strong gospel style. The rest is a holy mess.

P.R.

OLIVIA NEWTON-JOHN: If Not for You.
Olivia Newton-John (vocals): John Farrar
(guitar); Dave Richmond and Herbie Flow-
ers (bass): Brian Bennet (keyboards): Alan
Hawkshaw string arr. Me and Bobby Me-
Gee; If; Banks of the Ohio; In a Station;
Love Song: If Not for You: Lullaby: If #
Gotta Leave, and four others. UN1 73117
$4.98.

Performance: Amateurish
Recording: Okay

Cole Porter once cautioned the world to
beware of girls with hyphenated names. He
must have sensed Olivia Newton-John was
on her way. This very beautiful girl should be
a movie star who occasionally sings, not a
singer who makes records that bore us all to
death. She slaughters Me and Bobby McGee,
turns Banks of the Ohio into audition mate-
rial for a campfire group at Knott’'s Berry
Farm (complete with corny Lee-Marvin bass
dropping out of tune and out of sight behind
her whispers). and leaves Kris Kristoffer-
son’s Help Me Make It Through the Night
looking like the carnage after Custer’'s Last
Stand. About the best thing I can say for this
girl is that she sings in tune. although her
voice is so weak it often trails away with
limpid moans on the ends of notes like Joni
James’. The arrangements are execrable, and
the whole album is monotonous. Come back

1891 Broadway, New York, N. Y. 10023
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NILSSON: Nilsson Schmilsson. Nilsson (vo-
cals. piano, mellotron. harmonica): vari-
ous accompanists. Gorta Get Up; Driving
Along: Early in the Morning: The Moon-
beam Song: Down; Without You: Coconut;
Let the Good Times Roll: Jump into the
Fire: I'll Never Leave You. RCA LSP 4515
$5.98. ® P&S 1734 $6.95. © PK 1734 $6.95.

Performance: High-voltage
Recording: Excellent
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Slogans like “do your own thing” are re-
duced to the meaningless rhetoric they really
are when you compare Nilsson with most
other pop performers. In the presence of one
who really does his thing, you realize how
many others talk about it from their position
in the herd. This album, like most Nilsson
albums, is funny, sad. nostalgic. provocative,
wonderfully eccentric, and, of course, pre-
cisely produced.

Nilsson is the absolute master of the vocal
overdub—other singers are playing around in
the studio by comparison. He also has a gilt-
edged voice I find consistently attractive. His
handling of the OBG (that’s Disc Jockey for
“oldie but goodie,” | learned only recently)
Let the Good Times Roll. the Lennon-like
Jump into the Fire, and the nutty novelty
song Coconut is so imaginative you'll miss a
lot the first hearing. In Jump, he uses repeti-
tion and echo effect in a trade-off that John
Lennon, in his quest to project desperation.
would do well to emulate. Without You is a
complete vocal triumph. The Moonbeam
Song very nearly is too. and also is so artful-
ly written that it would be suffocating if Nils-
son weren’t also basically a humorist. His
humor is pervasive but quirky. His funny
lines are subtle—"“we used to dance until a
quarter to ten/We thought it would never
end” —but the fun he has with arrangements
and sounds in general is something like very
sophisticated slapstick. The best analogy |
can think of is Walt Kelly’s Pogo comic strip:
the text contains plums for intellectuals, and
the pictures —drawn with expert draftman-
ship —provide pleasant antics for everyone
else. N.C.

BONNIE RAITT. Bonnie Raitt (vocals and
guitar): A. C. Reed (tenor sax): Junior Wells
(harmonica); Willy Murphy (piano); Douglas
Spurgeon (trombone): Freebo (fretless bass
and tuba): Volye Harris (trumpet): others.
Bluebird: Mighty Tight Woman; Finest Lov-
in' Man; Big Road; Danger, Heartbreak
Dead Ahead: Since 1 Fell for You, and five
others. WARNER BROTHERS WS 1953 $4.95.

Performance: Oil and water
Recording: Sets the mood

Miss Raitt’s notes describe this album, re-
corded in a makeshift way at an empty sum-
mer camp near Minneapolis. as an attempt to
get closer to the interplay of musicians in a
way sometimes not possible in studios. Her
backup is a motley group that includes the
blues “harp’ (harmonica) player Junior Wells
and tenor saxist A. C. Reed, brother of the
blues singer and harp player Jimmy Reed.
What comes out instrumentally as they work
their way through a variety of rock-pop. in-
trospective-pop, blues. and near-blues is fine.
especially on Big Road. when Wells and
Freebo (playing tuba) get a wonderful as-
cending riff going. Most of the trouble in the
album is Miss Raitt, who may project a low-
down image in person, but who doesn’t have
it for most of this album.

By the time she gets to the soul-pop-Mo-

. town-style Danger. Heartbreak Dead Ahead.

she’s fine, and she gets progressively better
on side two. But for most of side one. the
band is playing a swell mixture of blues. Chi-
cago jazz, and sloppy folk, and Miss Raitt is
singing in that straight-ahead. pure-tone. good-
diction voice that nearly all female singers
have used since Baez and Collins. It doesn’t
work here. If Miss Raitt could have absorbed
(Continued on page 108)
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Artie Altro makes the WOR-FM sound, while Eric Small, Sebastiaa Stone and Pronotion Director, Kim Olian look over a new album.

WOR-FM, the country’s leading FM/Stereo
rock station, has been using Stanton cartridges
since its inception.

Program Director Sebastian Stone likes the
smooth, clean sound the Stanton delivers; the way
it is able to pick up everything on the record so that
the station can assure high quality transmission
of every recording.

Eric Small, Chief Engineer for WOR-FM,
likes the way that Stanton cartridges stand up under
the wear and tear of continuous use. ’We stan-
dardized on Stanton a couple of years back,”

Small said, “and we haven’t had a cartridge failure
since. Studio Supervisor Artie Altro concurs.

Whether you're a professional or simply a
sincere music lover, the integrity of a Stanton
cartridge delivers the quality of performance
you want.

There are two Stanton professional
cartridge series. The Stanton 681 Series is engi-

neered for stereo channel calibration in record
studios, as well as extremely critical listening. The
500 AL Series features design modifications which
make it ideally suited for the rough handling
encountered in heavy on-the-air use. In fact, among
the nation’s disc jockeys it has become known

as the “industry workhorse.”

All Stanton cartridges afford excellent
frecuency response, channel separation, compliance
and low mass and tracking pressure. And every
Stanton cartridge is fitted with the exclusive
“longhair” brush to keep grooves clean and protect
the stylus. They belong in every quality repro-
duction system—broadcast or high fidelity.

For complete information
and specificaticns on Stanton
cartridges, write Stanton
Magnetics, Inc., Terminal Drive,
Plainview, L.I.,, N.Y. 11803.

@’?\”@
STANTOTI

All Stanton cartridges are designed for use with all two and four-channel matrix derived compatible systems.
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Dy, :

Glen Campbell and Ane Murray:
Tuned in Harmony Divine

Gilsum, New Hampshire

Dear Bill:

I'm listening to Paul and Linda Mc-
Cartney on the radio (their new “Wings”
album. which doesn’t sound bad to me) and
trying to think about Glenn Campbell and
Anne Murray. That’s the way | work,
much of the time, my attention given to at
least two things at once. If 1 unleashed my
full powers on one single subject, some-
thing would have to give.

Yes, 1 sort of agree—'"Anne Murray/
Glen Campbell” is in many ways a fine
album, certainly an excellent piece of pro-
duction. Anne Murray’s part in it is flaw-
less, as far as [ can tell—my question about
her is, how did so straightforward a singer,
a singer with such an unerring feel for pitch
and timing and so free of the quirks and
mutations generally misread by producers
as “style.”” ever get discovered in the first
place? As for Campbell. | think he does a
better than average job on all these songs,
and his and Anne’s voices do blend well,
but these —with the exception of Bv the
Time I Get to Phoenix and We All Pull the
Load—don’t seem to me exactly the sort of
songs that Glen Campbell onghr to sing.
What I’'m saying, of course, is that [, in my
infinite subjectivity. want him to keep on
finding songs like Wichita Lineman. § want
him to keep on making the kind of impres-
sion he made on me the first time | heard
Phoenix —and | cannot adequately describe
that effect. except to say it was reinforced
by Lineman. In my mind. in those very ear-
ly days of my exposure to him. | romanti-
cized Campbell as a sort of hip cowboy —
somebody. I suppose, a littie like me. a fel-
low who has covered some geography and
met some diverse and weird people but

By Noel Coppage

who is, basically, a country lad and there-
fore a good and trustworthy old boy under
all that hair. You have to understand the
gut-sprung reaction of instant trust that
country boys have for one another to un-
derstand that, | suppose.

Naturally, therefore, [ was dismayed
when Glen Campbel! went on television —
and in a series, to boot. It would have been
all right if he’d had one show and done. say,
Phoenix and Lineman and Gentle on My
Mind and got off. But [ knew. if it was a
series. that sooner or later they’d have him
singing Blue Moon. because everybody
who has his own series does. and they’d
have him introducing those various shades
of Myron Cohen who have the gall to call
themselves comedians —not just introduc-
ing them, but bragging on them, selling the
sons of bitches. So one of the things | did
was to stop watching the Glen Campbell
show after about the fourth week. He was
already getting into the Lorne-Greene-us
singing-non-singing-guest-start bit even by
then.

3

bo that’s my objection, my major objec-
tion. to the album—the use it makes of
Glen Campbell. It is a totally unrealistic
objection. [t is totally unrealistic to expect
Campbell to keep finding Wichita Lineman-
type songs. for one thing. and not to be-
come bored with them if he could find
them. for another. and for me to avoid get-
ting bored with him and them if he could
find them and sing them with a straight
face. for a third. But nobody asks me to be
a romantic; one just is or isn't, The only
way. someone said (accurately, | think), a
performer can satisfy people like me is to
die —dramatically. if possible —at the height
of his glory. before grey hairs appear or

before he moves on to something else out
of choice or necessity. Still. an argument
can be made that some move too fast —that
they move to cash in while they’re hot.
Maybe most performers don’t realize that
after a few weeks on TV they’ll become
something entirely foreign to themselves
and to their early followers, but / realize it
well enough.

Beyond that. | found the album mostly
delightful —one of the finest country albums
of the year—solely because of the way the
two voices blend. Like real butter and
warm sorghum molasses on a cold morning.
they come together to buff up the tradition
that encompasses the Carter Fumily, Wil-
ma Lee and Stoney Cooper. and many «
memorable jamboree. The combining of
Jimmy Webb’s Phoenix with Burt Bacha-
rach’s I Sav «a Little Prayer is one of those
rare strokes of middlebrow genius: it works
beyond what any producer could reason-
ably expect because of the way Anne Mur-
ray sings her prayer—Campbell doesn’t
have to make any very great adjustments
with Phoenix here. but Murray has to have
incredible timing and discover terrifically
subtle melody changes to make her song
work properly. Her earlier albums have
been, to pinch Pecte Townshend’s phrase.
tinny music for tinny radios. In this release.
[ find her “‘eur” for what she is doing al-
most scary.

One of the arrangement coups of the
year. | thought. graced Canadian Sunset.
It’s nothing very complicated — one of those
things that. now that someone has done it.
you say. “Oh, yes, of course, that’s the
way to do it.” Just a little juggling around
with the beat, but it certainly makes a dif-
ference. Without that, the song wouldn’t
merit being included. Randy Newman’s
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Love Story is the clinker here, not just be-
cause Nilsson has already done a near-per-
fect job with it, but because someone didn’t
allow Campbell and Murray to sing it as
well as they could. The chorus—if that’s
what you call the *you and me’ part—has
been done the hard way. The subtle timing
differences between this one and Nilsson’s
have considerable effect on how satisfying
the results are. My only other general
objection is that the strings, most places on
the album, don’t really need to drip quite as
much honey as they do. The strings behind
Campbel! on the original version of Phoe-
nix, fairly well duplicated on that particular
cut here, were a definite asset, but this sort
of thing has to be watched, I think: Camp-
bell’s is essentially a sentimental voice to
start with, and we don’t want it to get too
drippy.

THE whole thing impresses me as a su-
perb job by two real professionals who
know what their job is. Professionalism is
often praised and then moments later lam-
basted as commercial slickness by the same
critic, but there is one aspect of its mean-
ing—doing a job—that 1 think everyone
admires, and that’s what I'm thinking about
in connection with this recording. The
teamwork is little short of incredible, and 1
think it’s particularly significant that the
two voices together sound much better to
me than either alone. The vocal harmonies
on such songs as My Ecstasy, Let Me Be
the One. and We All Pull the Load consti-
tute the best boy-and-girl singing this side
of lan and Sylvia.

I've run on at such length mostly because
I wanted to write a long letter, 1 suppose.
I’'m down a bit; just found out today (quite
late, I realize) that Duane Allman is dead.
Odd, because the deaths of Joplin, Hen-
drix, Morrison, e al., didn’t affect me at
all, as nearly as I can remember, but this
felt rather like being hit hard in the stom-
ach. He was the greatest slide guitar player
I ever heard. but I never even saw him in
person, and I certainly wouldn’t claim the
Allman Brothers Band has done enough yet
to have finished proving itself. Maybe it’s
the fact that 1 found out about it so late,
and so accidentally —aimost off-handedly, it
seems —that bothers me. Maybe 1 didn’t
have enough Vitamin A today. Who
knows? The other reason this is so long is
that your note didn’t say whether you want-
ed any prose about the Murray-Campbell
album. I've learned that people tend to
want things awfully fast sometimes, when
they do want them, so if you get in a bind
of that sort, a good part of this letter might
qualify with very little doctoring. (Yes, this
has been the Old Tom Wolfe Letter Trick!)
But, as 1 say, mostly 1 wanted to communi-
cate with someone other than the garbage
man.

ANNE MURRAY AND GLEN CAMPBELL.
Anne Murray and Glen Campbell (vocals):
(vocals); instrumental accompaniment, Rich
Wilkins and Marty Paich arr. You're Easy
to Love; Medley—1 Say a Little Prayer[By
the Time | Get to Phoenix; We All Pull the
Load; Canadian Sunset; Bring Back the
Love; United We Stand; Love Story (You &
Me); Ease Your Pain; Let Me Be the One;
My Ecstasy. Caritol. SW 869 $5.98.
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FOR OVER
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IRISH TAPE

Confused about tapes? You're not
alone. We're out to end cassette tape
confusion by telling it as it is:
‘‘good,”’ “"better’’ and ‘‘best.”” Buy the
quality of tape you need and save
your money. We've got over 25 years.
of know-how and expertise at making
quality tapes. That's why every major
recording company uses lrish.
“BEST.” Our extended range, high
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There isn't a better tape available at
any price!
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IRISH TAPE

270-78 NEWTOWN ROAD
PLAINVIEW, N. Y. 11803
EXPORT: MORHAN EXPORTING CORP.

MARCH 1972

CIRCLE NO. 60 ON READER SERVICE CARD 107




300 ohm
system,
VHF.-UHF.FM,
300 ohm input and
four 300 ohm outputs
ustng twin lead wire.

List $43.95

HOME TV/FM

MULTIPLE SET
SOLID-STATE

AMPLIFIERS

Amplifies TV/FM signals
for distribution to
every set in the house!
e Five different models for
every reception requirement.

e For Color...Black & White ...
FM/FM Stereo.

WRITE DEPT. SR-3
FOR CATALOG NO. 20-594.

THE FINNEY COMPAN

34 W. Interstate Street
Bedford. Ohio 44146

CIRCLE NO. 23 ON READER SERVICE CARD

“ FOR THE UTMOST INY

DISCOUNTS

ON NATIONALLY
ADVERTISED

HI-FI STEREO

COMPONENTS

WRITE FOR OUR QUOTE

All Merchandise Shipped
Promptly Fully Insured From
\Our Warehouse.

/

DOWNTOWN
AUDIO, INC.

17 WARREN ST.
NEW YORK, N.Y.,10007
267-3670-1-2
DEPT. S.R.

CIRCLE NO. 17 ON READER SERVICE CARD

more of the looseness of the band, this would
have been a better album. Maybe next time.
J.V.

IVAN REBROFF: Somewhere, My Love. Rus-
sia 1s My Homeland: Kualinka: Moscow
Nights; Cossacks Must Ride: Somewlhere,
My Love; Hev, Andrushka; Polka and Cos-
sacks: The Reins Held Fast in the Hand:
Old Men's Dreams: Play On. Gypsy, The
Boat Man; Eves of Midnight. Tvan Rebroff
(vocals); choral and instrumental accompane-
ment. CoLumsia C 31023 $4.98.

Performance: Luke-warm borscht
Recording: Very good

Ivan Rebroff, with his four-octave voice and
fruity Russian style, burst on the West's
musical air like a flashy rocket a couple of
years ago and seemed to sputter out just as
abruptly. Record reviewers apparently were
more impressed with his voice as amplified in
the studio than concert audiences who heard
him without electronic enhancement. As one
of those who found Rebroff's voice a rather
arresting instrument when 1 first heard it on
the phonograph, | am sorry to have to shake
my head negatively and a bit penitently ufter
listening to his latest album. Part of the trou-
ble is the material —those arthritic old num-
bers about Moscow nights and galloping cos-
sacks and gypsies, all dragged out and hastily
clothed in balalaika arrangements for this
sentimental concert. Compounding the diffi-
culty is the fact thut Mr. Rebroff has elected
to give us the stuff this time in English trans-
lation, which pushes what has always bor-
dered on the ridiculous clear over into Fun-
nyland. The sun is always setting in Mr. Re-
broff’s tinted vocal views of his *‘homeland.”
“dee golden cor-r-rn is high in da fiel-l-1ds’”
and even “‘dee wine” is as ‘“rad as da son
satt.” Then too. there is a strange stolidity in
his vocal makeup which causes the excite-
ment of an expertly sung ode to vodka-drink-
ing like Hev, Andrushka to fall just a tiny bit
below the necessary level of intensity, and
his Volga Boatman crawls so sluggishly
down river 1 was sure he’s never make it to
the Caspian.

The singer’s fans, however, will not find
themselves deprived of specimens of the
vocal virtuosity that made Rebroff famous.
including the hasso profundo that can stoop
“below C below middie C.” as the liner notes
put it, and of course the famous falsetto. The
program closes with Eves of Midnight, which
turns out to be our old friend Orchi Chornya.
It does not fail, too, to include the title song,
that slovenly hit by Maurice Jarré which
droned through the movie Dr. Zhivago, and
drones just as drearily when Rebroff sings it.

P.K.

LEON RUSSELL & MARC BENNO: Asylum

| Choir I1. Sweet Home Chicago: Down on the

Buase; Hello Little Friend; Salty Candy:
Trvin’ to Stay ’Live; and six others. SHELTER
SW 8910 $5.98, 8XW 8910 $6.98, ©
4XW 8910 $6.98.

Performance: Down-home rocking
Recording: Very good

The first Asylum Choir recording, released
two or three years ago. achieved virtually a
legendary reputation, almost by default. The
group dropped into anonymity (no one
bought the disc) for a year or so. until Leon
Russell hit national pop-music consciousness
through his association with Joe Cocker and,
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more recently. with his own groups. His part-
ner in the Asylum Choir, Marc Benno, has a
sterling reputation among musicians but is lit-
tle known by the wider public.

Logically enough. therefore, Russell and
Benno decided to have a go at a second Asy-
lum Choir recording. About half the pieces
were written by the duo. the balance by Rus-
sell alone. The problem is that the down-
home, groovy-gospel rhythms that sounded
so fresh and alive a couple of years ago have
now become virtual parodies of themselves.
Russell's fabled boogie style. a hold-over
from Little Richard and Jerry Lee lLewis, is
as good as ever. and a touch or two of his
less well-known bizarre whimsy helps a lot.
too. But the end result is less legendary than
plain old contemporary rock music. That’s
okay. too. but it won't do much to sustain the
Asylum Choir myth. D.H.

EARL SCRUGGS: His Family and Friends.
Earl Scruggs (banjo); Randy and Steve

THE WHO
Lots of goodies in the busket

Scruggs (guitars); Gary Scruggs (bass); Jody
Maphis (12-string guitar); Lea Jane Berinati
(piano); others. “Guest artists”: Joan Baez,
Bob Dylan. Doc Watson, The Byrds, Gil
Trythal and the Morris Brothers. Foggy
Mountain Breakdown; Last Thing on My
Mind: Nashville Skvline Rag; You Ain't
Goin' Nowhere; On Top of Old Smokv;
Lonesome Reuben; and seven others. Co-
1LUMBIA C 30584 $4.98.

Performance: Distracted
Recording: Variable

There’s no question that Scruggs is one of
the best banjo players ever, no question that
he has expanded the possibilities of the in-
strument by refusing to confine it to country
or folk tunes. as well as inventing technical
accesories for it. All banjoists defer to him,
including the three finest besides Scruggs —
Pete Seeger. George Peagrum. and Obray
Ramsey. Scruggs has such a distinctive style
that it is always on the verge of overwhelm-
ing a tune; that it never does, except when
he's playing a personal showpiece, is testa-
ment to his good taste. He spits notes and
peppers tunes with a clarity and authority
that is like no one else, and his long career
with Lester Flatt was one of the highlights of
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the folk boom of the late Fifties and middle
Sixties.

There are any number of albums that show
Scruggs at his best. This album isn’t one of
them. nor. I guess. was it meant to be. The
soundtrack of an NET-TV special. it has
Scruggs with sons. friends, and superstar
friends and admirers. It shows Scruggs as a
very nice man. very gentlemanly. respectful
of other people’s talent. friendly and —1 use
the word only because this album seems to
have been issued to prove the point—*“hip.”
He moves with equal ease in the company of
the Byrds, Baez. Dylan. Doc Watson, and
the Morris Brothers (with whom he is warm-
er and more relaxed. by virtue of age and
origin), and even does a duet with a Moog.

[ didn’t see the TV special, and there may
be a cull for this album based on viewer re-
sponse. But I would guess that Columbia
thought it would be valuable as a promotion-
al album —that this is the motivation for its
issue. Scruggs’ work here is good —he’s nev-
er bad—but he never really gets a chance to
stretch out and play. He is associating with
the “great.” and that is supposed to make us
rush out and buy the first real Scruggs album
to be issued after this one. Dylan's “appear-
ance.” by the way. is confined to his barely
audible “okay' when Earl suggests they play
Nuashville Skvline Rag. for his supporting
rhythm guitar is inaudible. J.V.

GEORGE “HARMONICA™ SMITH: Arkan-
sas Trap. George Smith (vocals and harmoni-
ca); J. D. Nicholson (keyboards): Gregg
Schaefer and Buddy Reed (guitars): Jerry
Smith (bass); Dick Innes. Jr. (drums): Mike
Vernon (percussion, backup vocals). Sirua-
tion Blues; Fire Exit: Blue Fog: On My
Mind: McComb, Mississippi;, and six others.
DeraM DES 18059 $4.98.

Performance: Okay
Recording: Good

Small-band or combo blues. as opposed to
orchestral blues. isn’t very complex musical-
ly: it depends somewhat on execution and
mostly on intensity of feeling. The latter is
sometimes hard to discern through all the
hoopla. for blues freaks will fall out over
almost anybody. Discovering combo blues is
indeed exhilarating. but one soon finds there
are only a handful of men who really play
it well. Many of them, alas. are dead. but
their records are easily available (that wasn't
SO ten years ago. or even five years ago).
Anyway. a great deal of blues recording has
been done in the last few years, and what
most of it proves is that everybody is playing
the same riffs and figures and solos. often in
imitation (well. “emulation.” since this type
of thing is cribbing based on respect) of one
another.

George Smith is from Detroit; he's an av-
erage singer. As a harmonica player his tone
and phrasing are based mostly on Little Wal-
ter. who played with Muddy Waters. and
Lazy Lester., who played with Slim Harpo
and Lightnin’ Slim. He does have some tones
of his own. though: at several points on this
album his instrument sounds like a clarinet, an
organ, and a harmonium. But these spots are
too few to sustain interest. There's some jive
exchange between him and one of the back-
ing musicians (a British group called Bacon
Fat that plays very tightly) on Fire Exit, but
it’s not as funny or swingy as the Memphis
Slim-Willie Dixon exchanges. The riff pat-
tern for On My Mind is a direct lift from
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Muddy Waters” Gor My Mojo Workin', and
McComb, Mississippi (divided in half, to
open and to close the disc) is a riff Bo Did-
dley first recorded in 1956. There’s nothing
wrong with a distinctly individual blues artist
clinging to one riff—Diddley and - Elmore
James are examples —but it belongs to them;
it's part of their personalities. When anyone
else does it. it sounds trite. The Rolling
Stones were the last to get away with it. be-
cause they are a powerful band —but that
was in 1965 and 1966.

If you’ve never heard blues before, Smith
wouldn't be a bad introduction, but you'd be
much better off getting the originals on which
he has modeled himself. J.V.

DAVE VAN RONK: Van Ronk. Dave Van
Ronk (vocals): miscellaneous accompanists.
Bird on a Wire: Fox's Minstrei Show: Port
of Amsterdam: Fat Old John: Urge for
Going: and six others. Po1 YDOR 24 4052
$4.98.

Performance: Only for Van Ronk fans
Recording: Fine

A little Van Ronk goes a long. long way with
me. His pinched. crackling voice is charming
for about two or three tunes: then it just be-
gins to grate on my nerves. The result is that
in a collection like this I find myself attracted
mostly by songs like Bird on « Wire, Urge
for Going. I Think 1t's Going to Rain Today.
and Legend of the Dead Soldier —songs that
have a intrinsic appeal of their own. The
other tracks. mostly originals by Van Ronk
and Peter Stampfel. wear thin very quickly.
What sounds charming in a good Joni
Mitchell or Randy Newman song can be-
come annoying in lesser material. D.H.
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RECORDING OF SPECIAL MERIT

THE WHO: Meaty, Beaty, Big and Bouncy.
The Who (vocals and instrumentals). I Can't
Explain: The Kids Are Alright: Happy Jack:
I Cun See for Miles: My Generation; The
Secker; Pinball Wizard: The Magic Bus: and
six others. Decca DL 79184 $5.98.
69184 $6.95. © 739184 $6.95.

Performance: Not new
Recording: Excellent

The title should hold the Rolling Stones in
check for a while. The disc is really a “great-
est hits” (or greatest something) collection. a
point Decca chose not to emphasize in the
packaging. the only hint being the song titles
in tiny print on the back of the jacket. That's
probably enough for Who fans. however.
Anyone eise who listens to the album will
become a Who fan, if he can tolerate rock at
all. for this is a cross-section of the work of
one of the best rock bands that ever existed.
It shows. | think. from Magic Bus to Pinball
Wizard and The Secker, that the Who always
understood what rock is and. more impor-
tantly. what it is nor—which means they've
always been conscious they were working
within a genre. This hasn't constricted their
work. but rather liberated it. Their vocal and
instrumental inventiveness, and Peter Town-
shend's unorthodox song themes (listen again
to I'm « Boy and Substitute), prove that. If
you've been putting off introducing yourself
to the Who. the time has come: you won't
likely find this many goodies in one basket
again. N.C.

iContinued on next pagej
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RECORDING OF SPECIAL MERIT

MASTER JAZZ PIANO, VOLUME TWO.
Keith Dunham. Earl Hines, Jay McShann,
Cliff Smalls, and Sir Charles Thompson
(piano). Empry Studio Blues: Jay's Boogie
Woogie: Blue Stripe Blues; Black Blues:
Blues in the Afternoon; and five others.
MASTER JAZZ RECORDINGS MJR 8108 $5.98.

Performance: Brilliant solo jazz piano
Recording: Very good

This second installment in Master Jazz's
continuing series of solo piano recordings is
every bit us good as the first. The format —
for those not fortunate enough to have heard
Volume One-—requires that each player do
an original blues on one side of the album
and a standard or an original for the second
side. Earl Hines and Jay McShann, the re-
peaters from the first disc, are predictably su-
perb: McShann’s Jay's Boogie Woogie could
probably be a “‘top-forty’” hit if someone
gave it proper promotion (the kids are inta
boogie these days). Sir Charles Thompson, a
studio regular in the Forties and Fifties.
hasn’t been heard much lately. and his bop-
pish and soulful excursion through two origi-
nals. Black Blues and Tunis In, are a distinct
pleasure.

CIliff Smalls, a former trombonist and all-
around professional (he was musical director
for the Temptations), contributes a workman-
like original and a loosely swinging Whar Is
This Thing Called Love? The final perform-

| er. Keith Dunham, is a genuine find. Discov-

ered almost by accident by the Master Jazz
producers, he has never before been record-
ed. Listening to the crisp authority with
which he approaches Hines’ classic Roserta,
I couldn’t help but wonder how many gifted
black jazz performers like Dunham have
come and gone, unrecorded, and remem-
bered only in the minds of the few musicians
and listeners who heard them. But I'm di-
gressing. The point is that Dunham has been
recorded, and 1 hope Master Jazz includes
him in their Volume I11, as well. Obviously |
think vou should own this album. D.H.

THE MODERN JAZZ QUARTET: Plastic
Dreams. The Modern Jazz Quartet (instru-
mentals). Walkin® Stomp; Dancing: Plastic
Dreams: Variations on a Christmas Theme:
and three others. ATLANTIC SD 1589 $5.98,
® M 81589 $6.98. © M 51589 $6.98.

Performance: In the MJQ tradition
Recording: Very good

Whatever else you might say about the MJQ,
you've got to give them credit for persist-

| ence. Together almost twenty years with
| only a single personnel change (Connie Kay

for drummer Kenny Clarke in 1955), they
still have the capacity to generate a startling
amount of controlled but intense swing,
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Sad to report, however, the old contradic-
tions remain. Composer-pianist John Lewis’
obsessive attempts to translate the focused
harmonic procedures of Baroque music into
jazz have simply never proved themselves
worthwhile. On this record (their first since
the MJQ returned to' Atlantic). Lewis in-
cludes three such pieces. Variations on u
Christmas Theme, Piazza Navona, and En-
gland’s Carol. To my ears, they sound studied
and pretentious—a complete mismatch of
culture, style. and temperament. Walkin
Stomp almost, but not quite, saves the day
with its honest simplicity.

The argument’s been made so many times
in the past that it’s hardly worth messing
with again, but here it is. The MJQ can play.
and has played, some of the finest jazz in the
history of the art. But they have also wasted
valuable energies (as they do here) finding
their way out of creative culs de sac of their
own devising. D.H.

RECORDING OF SPECIAL MERIT

MARY LOU WILLIAMS: From the Heart.
Mary Lou Williams (piano). Night Life;
Cloudy; Little Joe from Chicago; The Scar-
let Creeper; Scratchin’ in the Gravel; For
the Figs, and five others. CHIAROSCURO CR
103 $5.98 (available by mail from Chiaroscu-
ro. 15 Charles St., N.Y., N.Y. 10014).

Performance: Excellent
Recording: Okay

By all accounts, from musicians to awed lis-
teners, Mary Lou Williams is one of the im-
portant contributors to the enrichment of
jazz as musician, composer. and arranger,
and has never lost sight of the purpose of
jazz—which is to offer pleasure in good
times. comfort in bad. She herself has always
been ready to play when and where she
thought it would do the most good for the
audience —an attitude not prevulent among
jazz musicians since the end of the middle
Forties.

Technically she can keep up with anyone.
She is not emotional in her playing; rather
she offers a picce she plays (most of which
she has written) like a gracious hostess who
has set out a very tasty and tasteful buffet for
her guests. As the guest. the listener may
take whatever he likes, and if something
sounds strunge he can pass it up. But the lis-
tener always goes away well fed. always feel-
ing he has had a good time and that. out of all
the people at the party. the hostess has paid
special attention to him (without slighting
anyone else).

So it is on this disc, from a small and pre-
sumably service-minded label. Their good
intentions excuse the underlying tape hiss,
which doesn’t really get in the way of the
music, anyway. Miss Williams’ smorgasbord
of" styles shows some of the good-natured-
ness of Fats Waller on Night Life. Bix Bei-
derbecke. who always hungered to be an
accomplished pianist-composer, would have
liked Miss Williams’ Cloudy. with its melan-
choly romanticism and modernistic probing.
Little Joe from Chicago is a nice urban char-
acter portrait, containing flashes of her ex-
pert boogie. There’s a lot going on in Miss
Williams' music. The best way to hear this
LP is two or three bands at a time until famil-
iarity sets in. Then go back and listen for the
currents beneath the waves. JV.

(Continued on next page)
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THEATER-FILMS

THE BOY FRIEND (Sandy Wilson). Original-
soundtrack recording. Twiggy, Christopher
Gable, Max Adrian, Tommy Tune (singers);
Peter Maxwell Davies arr. and cond. The
Riviera: A Room in Bloomsbury; I Could Be
Happy with You; Sur Le Plage, Won't You
Charleston with Me: and others. MGM ISE
32ST $6.98.

Performance: Boring
Recording: Good

Sandy Wilson’s delicate takeoff on the
Twenties was first performed eighteen years
ago with a cast of eight on a tiny stage. Ken
Russell's confused, elaborate movie version
presents a truncated Bov Friend that serves
as a vehicle for a store-window dummy
named Twiggy who can’t sing, can’t dance,
and can't act, but tries all three with disas-
trous results. The results are more than two
hours of camp based on camp, and the effect
is rather like sticking your finger down your
throat.

This soundtrack album is a thumping bore.
The score is no great shakes to begin with,
but the insertion of two senile old Arthur
Freed-Nacio Herb Brown tunes, All I Do Is
Dream of You and You Are My Lucky Star,
that do not belong in The Bov Friend in the
first place only adds to the unbroken medioc-
rity. The person who does the lead on this
record does not sound even vaguely like
Twiggy (although nobody at MGM will say
whether her voice has been dubbed). I don’t
know which is worse — Twiggy’s Daffy-Duck
giggle and slaughter of the King's English, or
the pleasant, sparrow-like voice on this record
that drones sweetly out of tune. Neither is a
cause for rejoicing. The big numbers are con-
ducted and arranged with a hatchet instead of
a baton, and originality is a stranger through-
out. All in all, this is one you can pass up.
even with your perfect collection of original-
cast albums. R.R.

RECORDING OF SPECIAL MERIT

FIDDLER ON THE ROOF (Jerry Bock-Shel-
don Harnick). Original-soundtrack recording.
Topol. Norma Crane, l.eonard Frey, Molly
Picon, others (vocals): Isaac Stern (violin);
orchestra, John Williams cond. UNITED ART-
1sts UAS 10900 two discs $9.98. ® P 10900
$9.98. ® U 5013 $9.98. © K 5013 $9.98.

Performance: Very, very big
Recording: Very, very broad

Fiddler on the Roof, the most successful
musical comedy of the century, has been
seen by more than thirty-five million people
throughout the world in its stage version. [t
has now been dilated and updated in a spec-
tacular screen version that will probably be
seen by three times that number. United Art-
ists’ film-soundtrack release is another
triumph for a show that the wiseacres pegged
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as simply another “ethnic” hit at its opening.

The story of Tevye and his life’s tribula-
tions is about as “‘ethnic” as Hamlet; its suc-
cess in Istanbul and Tokyo, if nothing else,
ought to prove that. The world of its author
Sholem Aleichem was a universal one of
family troubles, of both immediate and
threatening battles for survival, and of mind-
less oppression. Yet, with all this, he was
able to capture the essential sweetness of
life, those offhand moments when everything
clicks and you burst with joy, or the sad-
sweet moments of watching your child go on
to a happiness that won’t include you. It was
this gut reverence for life and its comforting
continuity that the show captured so beauti-
fully, and that is probably why it will find a
place on the world’s stages well into the next
century.

The score and its hits (Sunrise, Sunset, If |
Were a Rich Man, Matchmaker) are proba-
bly as familiar to you now as nursery
rhymes, but until you have heard them in this
opulent soundtrack version you won’t have
realized how splendid they are. The sheer
size of the sound produced by the orchestra
and singers may stagger you, but [/ loved
every Panavision moment of it. The best way
to describe it is to say that it sounds like a
better-engineered successor to one of those
Russian folk ensemble or Moiseyev Ballet
albums: the same infinite spaciousness, the
same crisp focus, the same wonderful “live”
presence.

The last bit of good news is the emergence
of a great star: Chaim Topol in the role of
Tevye. He may lack the evil-Cupid aspect
that Zero Mostel brought to the part, but that

is about all. (He himself says about Mostel: |

“We all wear his shoes, and they are com-
fortable shoes.”) He is a commanding,
strong-voiced singing actor who constantly
brings inflections of true patriarchal strength
to the part. His Tevye may dream or com-
plain or scheme, but you know he will keep
his family together as long as they need him.
Norman Jewison, the director, has said that
when he first saw Topol he “felt that he had
Tevye in his genes.” It sounds, on the re-
cording, exactly like that.

I hope the picture wins an Oscar, and this
recording a Grammy, and that Tevye in
some incarnation or another is still around in
2001 to remind us that while life is not al-
ways — indeed, is too rarely — beautiful. it’s all
we've got, so let’s make the joyful best of it.

P.R.

FIDDLER ON THE ROOF (Jerry Bock-
Sheldon Harnick). Original London cast re-
cording. Topol, Miriam Karlin, others
(vocals); orchestra, Gareth Davies cond.
Corumaia SX 30742 $5.98. ® SA 30742
$6.98.

Performance: Very good
Recording: Excellent

This record is mainly a souvenir for those
who saw the London production of Fiddler.
Topol registers just as strongly here as he
does on the film soundtrack. But the disc is
limited to the souvenir category, because
anyone who saw the show anywhere but the
West End won’t be able go along with a cho-
rus of supposed muzhiks whao shout their joy
at “middicle of middicles™ instead of “mira-
cle of miracles.” The recorded sound, how-
ever, is excellent. P.R.

(Continued on next page)
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BALTIMORE

Now, from the comfort of your J0me
you can buy almost any Stereo Com-
porent at Special Discount Prices,
from one of the East Coast’s L2ad-
ing Wholesalers..Your order
shiaped promptly in factory-sealed
cartons. Write for quote today.

7126 AMBASSADOR RD., Bldg. S-4
SECURITY INDUSTRIAL PARK

BALTIMORE, MD. 21207
1-301-265-8617

CIRCLE NO. 10 ON READER SERVICE CARD

UNLIMITED
Serving Audio Enthusiasts
Since 1955
GIVES YQU
MORE FOR YOUR MONEY
Write For FREE Listing Today
SEND US YOUR LIST FOR
OUR AIR MAIL QUOTE TODAY
Visit Qur Store Warehouse
CLOSED MONDAYS

UNLIMITED. INC.

396 Third Ave. (Nr. 28), N. Y.,
N.Y.10016.(212) MU 2-3836-7-8

CIRCLE NO. 9 ON READER SERVICE CARD
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FAST DELIVERY
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WRITE TODAY FOR OUR QUOTE |

A.D.R. |
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200 CHILLUM PLACE N.W
WASH., D.C. 20011
(202)
291-3000
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| ANOTHER SUPERB
| VALUE
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Electronics

SOLID STATE

~ STEREO AMPLIFIER

Low priced stereo amplifier that looks and
sounds great. An ideal unit for office, chil-
dren’s room, or second stereo system. Has
separate volume and tone controls with
inputs for phono and tuner,
Olson Electronics, Dept. F3

260 S. Forge St., Akron, Ghio 44308

| enclose $22.98 plus $1 for postage
[7] and handling. Send me the AM-400 i

Stereo Amplifier.
DSend me the next seven issues of I

the Olson Catalog, without cost or

obligation. FREE
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Address
City

State

Zip

CICY S N S——

CIRCLE NO. 37 ON READER SERVICE CARD

SPOKEN WORD

"
‘\&/2{/ V

o

CHEECH AND CHONG. Cheech and Chong
(players). Blind Melon Chitlin’; Wink Dicker-
son; Acapulco Gold Filiers; Vietnam; Trip-
pin’ in Court; Emergency Ward, and five
others. Ope SP 77010 $4.98.

Performance: Nitty-gritty comedy
Recording: Very good

Hard rock comedy? My God, what next?
But of course the hard rock identification is
as valid —or invalid, depending on your point
of view—as Lenny Bruce’s and Mort Sahl’s
association with jazz.

Cheech and Chong (a Chicano and
Chinese. respectively and. | hope. obviously)
are two young West-Coast comedians who
seem to be the first genuine skit-style humor-
ists to emerge from the rock-music counter-
culture movement of the late Sixties and ear-
ly Seventies. They acknowledge no taboos.
do dialect humor and religious satire. and try
their best to follow Lenny Bruce’s instruc-
tion to insult everyone in sight. They need to
work a bit on their material, pruning the stuff
that is obviously too long, and deleting the
bits that simply don’t work. But the raw tal-
ent is there, most noticeubly in such utterly
hilarious numbers as Acapulco Gold Filters.
which documents an imaginary recording
session that is making .« commercial for mari-
juana cigarettes. “Bad ass weed.” indeed.

D.H.

LES CRANE: Desiderata. Les Crane (read-
ings): instrumental and vocal accompaniment.
Desiderata: Vision: Friends: Beauty: Hap-
piness, and five others. WARNER BROTHERS
BS 2570 $5.98.

Performance: Kitsch
Recording: Very good

This sounds like an updated version of Nor-
man Vincent Peale with musical accompani-
ment. In this case. it consists of readings by
someone named Les Crane (the old TV talk-
show star?) backed with some studio-sound-
ing rock music. The rock is about as plastic
as might be expected under the circum-
stances — not bad or poorly played. just plas-
tic. The readings are adaptations by the re-
cording’s composer-arranger-conductor Fred
Werner, from Thoreau, Gorky, Crane, e¢rc.
The texts need help from Werner and Crane
about as much as Howard Hughes needs
another limousine. D.H.

LANGLAND: Visions from Piers Plowman
(selected and translated by Nevill Coghill).
Richard Pasco. David King, Yvonne Bonna-
my, Freda Dowie, Ann Morrish, Frank Dun-
can, Peter Orr and George Rylands (readers).
ARGO ZPL. 1005/6 two discs $11.90.

Performance: A stately study
Recording: Excellent

In the year 1360, at the age of twenty-eight.
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an Englishman by the name of William Lang-
land started writing a long allegorical poem
called A4 Vision of Willium Concerning Piers
the Plowman. He spent the next thirty years
of his life working on it in London, revising
and expanding this one great sprawling poem.
Three widely varying texts of the work exist,
and none of them is accessible to the modern
reader unless he's an expert in medieval En-
glish. Even then, it’s said to be far easier to
follow Chaucer than Langland.

Luckily for us. however, Nevill Coghill has
given us a superb version in modern English
which retains the feel of Langland's allitera-
tive, unrhymed verse. 1t is Coghill’s splendid
version from which excerpts are recited in
this two-record set by a fine cast of English
players. The poem opens high in the Malvern
Hills. where Langland is believed to have
been born. The poet falls asleep in the hills
on a pleasant summer morning and dreams a
vast dream which takes him on a journey
through a world of Dantesque proportions,
though less schematic than Dante’s: . . . |
wandered in a wilderness, would | could say
where:/As | beheld into the East, high in the
sunlight,/l saw a tower on a hill-top, of true
workmanship,/A deepening dale beneath,
and a dungeon within it./With deep ditches
and dark, and dreadful to see.” He comes
upon a *‘fair field full of folk’ made up of “all
manner of men. the -meaner and the rich-
er,/Working and wandering, as the world asks
of them. . . .7 The “‘fair field of folk™ turns
out to bhe our temporal world; the tower is
the Tower of Truth: the dungeon is a Well
from which the Devil ultimately must be
routed out in a confrontation with God.

Along the journey, the poet sees a vision
of the Holy Church: he meets the Seven
Deadly Sins; he lives through the day of
Christ’s crucifixion. At length he comes upon
Piers the Plowman. a humble fieldhand, not
without sin. who has been sent to “‘plow the
whole earth.” As the dream continues, the
poem, using all the devices of literature from
realistic imagery and satire to the multiple
meanings of religious symbolism, becomes a
mighty protest against self-indulgence. hy-
pocrisy. and pettiness, and a vision of what
the human race might be it ever the nobler
side of its nature should triumph. Whereas
Chaucer is the great secular allegorist, Lang-
land is the master of the torm in religious
terms. The selections heard on the recording
are fascinating and should cause many who
have never opened the book to inquire in-
to it—it is a poem for today.

The performances, as in the Argo Shake-
speare series directed by George Rylands,
are models of clarity und stately declamation.
but never burst through the formal style the
director favors to flare into pulsing life as this
listener suspected they well might with an
approach less reverent and more caught up in
the vision. The varicty of men’s and women’s
voices. however. prevents monotony, and did
succeed in holding my attention rapt to the
end when. in the section called “The Har-
rowing of Hell.” the souls of the damned are
freed and Piers, prototype of all men who
must live by the work of their hands, is par-
doned for his failings. P.K.
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STEREO REVIEW PRESENTS.

DELUXE CASSETTE STORAGE CASES—Designed by the Editors of

Individual storage slots for 60 (5 dozen) cassettes.

> -
13%2 inches high, 12% inches deep, 5% inches wide . . .
designed to fit easily on the same bookshelf as your disc
collection.

*

Storage slots are tilted back slightly to prevent cartridges from
falling out during handling.

L J

Handsome outer case elegantly embossed in gold in your
choice of three popular decorator colors—black, brown and
green.

» EASY-TO-IDENTIFY:

Pressure sensitive labels included free of charge to identify
your own blank tape dubbings as well as the occasionally
unmarked pre-recorded tape.

8-TRACK CARTRIDGE
STORAGE CASE TOO.

For those of you faced with similar
storage problems for your & track
cartridges, this attractive unit is
your solution. It measures 13%
inches high, 6%z inches deep,
4% inches wide, has individual
storage slots for 12 cartridges
and is of the same sturdy
construction and decorative
appearance as the Cassette Case.
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STEREO REVIEW
MAGAZINE.

Decorative and sturdily
constructed, Stereo
Review Cassette Storage
Cases are just what you've
been looking for — the
ideal solution to keeping
your cassettes neatly
stored for easy use.

This all new Stereo Review Cassette Storage Case with its
handsome leatherette covering is truly the answer to the
cassette storage problem. It lends itself readily to the decor of
any room and serves to store an unusually large number of
cassettes (60) compactly, so that they take up very little room
on your bookshelf.

If you prefer or require a smaller unit, a Storage Case holding
30 cassettes is also available. It measures 13%z inches high,
6%2 inches deep, 5%2 inches wide and is available in the same
choice of decorator colors.

60-unit Cassette Storage Cases are $13.95 each—2 units for $25.
30-unit Cassette Starage Cases are $7.95 each—2 units for $15.

8-track Cartridge Storage Cases are $4.95 each; 3 for $13;
6 for $25.

Add 50c per unit ordered for postage and handling (except
orders for 6—8-track Cartridge Cases—add $1.50 total).

Ziff-Davis Publishing Co. ® Dept. 23
One Park Ave,
New York, N.Y. 10016

My remittance in the amount of $
for the Cases indicated below:

60-unit Cassette Storage Cases @ $13.95 each;
2 for §25.00
30-unit Cassette Storage Cases @ $7.95 each;
2 for $15.00.
12-unit Cartridge Storage Cases @ $4.95 each;
3 for $13; 6 for $25
Add 50c per unit ordered for postage and handling (except
orders for 6—-8 track Cartridge Cases—Add $1.50 total).
Outside U. S. A, add $1.00 per unit ordered.

Check color choice for back of case (sides in black only):

is enclosed

0 Brown O Green O Black
print name
address
clty PP372
state Zip
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We've shortened the distance
between you and the music.

Now you can really snuggle
up to Schumann. When you
get next to our new stereo
receiver, the SA-6500.
Because we cut down the
distortion. By cutting out the
input transformer, the output
transformer and the output
~ capacitor. So instead of putting
your music through a whole
electronic maze, we put it right
through. Viadirect coupling.
With less than 0.5% distortion.
And an amplifier frequency

response of 10 to 100,000 Hz—1dB.

And because the signal
doesn’t get capacitored and
transformered to death, you get
something else. Full 200 watts of
power (IHF') all the time.

The music is more than just

.

OUR WAY — ¢ —

close, it’s sharp. Because we've
got 1.8 1V sensitivity on FM

from two 4-pole MOS FET’s

that can pull in your favorite
station. So it sounds like it’s being
broadcast next door. Even if

it’s coming from the next state.

We also have selectivity.
Because of two RF stages, a four-
section tuning capacitor, four
tuned circuits and an IF
stage with a crystal filter and
integrated circuit.

Having brought you closer to
the music, we also bring you
closer to absolute control. With
linear sliding controls for bass
and treble. Low Filter, High

Filter, and Loudness switches

to shape the sound. An FM

Muting switch to eliminate
annoying inter-station noise.
And pushbutton audio controls.

There’s even more. Like a
linear FM dial scale with
maximum station separation,
for easier tuning, And dual
tuning meters to measure FM/
AM signal strength and pinpoint
FM stations. Plus Lumina-
Band tuning to light them up. A
tfull range of input and output
jacks. Even a rich walnut cabinet.
Now that our SA-6500 has

shortened the distance between
you and the music, all you
have to do is shorten the distance
between you and your nearest
Panasonic Hi-Fi dealer.




STEREO TAPE

Reviewed by NOEL COPPAGE ¢ DAVID HALL ¢ [GOR KIPNIS « PAUL KRESH

BEETHOVEN: String Quintet, in C Major,
Op. 29; Sextet in E-flat, Op. 81b5. Members of
the Vienna Octet. Lonpon © M 10240
$6.95.

Performance: First-rate
Recording: Good
Playing Time: 51'20”

Despite its high opus number, the Beethoven
sextet for strings and two horns is an even
carlier work than the 1801 string quintet —it
was written in 1795. Both are amiable and
highly entertaining pieces, the sextet being
something of a horn-players’ nightmare. con-
sidering its virtuoso demands. In the tinale of
the guintet, the relatively casygoing Beetho-
ven becomes something of a tiger, revellingin
the dynamism normally associated with his
musical language —hence the sobriquet
“Storm™ Quintet that is sometimes applied to
this score.

The performance is echt Wienerisch in the
best sense of the word: warm-toned, flowing.
and amply vital in rhythm and dynamics.
London gives us fine recorded sound all the
way. but an awtul lot of tape had to be run
“fast-forward™ on my review copy to get to
the start ot the guintet. There were no pro-
gram notes with the cassctte, and there is no
excuse for that. D.I.

CHOPIN: Scherzos: No. I, in B Minor, Op.
20; No. 2, in B-flat Minor, Op. 31; No. 3, in
C-sharp Minor, Op. 39; No. 4, in E Major,
Op. 54. Philippe Entremont (piano). CoLum-
Bia © MT 30945 $6.98.

Performance: Hard-bitten
Recording: Very bright.
Playing Time: 35’ 40"

There is no cassette competition for the En-
tremont readings of the Chopin Scherzos,
though if one turns to disc there are formida-

Explanation of svimbols:

® = reel-to-reel stereo rape

= eight-track stereo cartridge
= stereo cassette

U] = guadrasonic disc

[R] = reel-to-reel quadrasonic tape

= cight-track quadrasonic tape
= quadrasonic cussette

Monophonic recordings are indicated
hv the svmbol ®

The first listing is the one reviewed;
other formats, if available, follow ir. |
J
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ble alternate choices by Rubinstein and Ash-
kenazy. The Chopin Scherzos may hew to
the form in a general sort of way. but save
for the somewhat less hectic E Major. they
are really demon-haunted kevboard tone
poems (the opening dissonance of the B
Minor is still literally hair-raising for me). 1
wish I could be more enthusiastic about Phi-
lippe Entremont’s readings. They are super-
virtuosic. suggesting the way Liszt might
have played these pieces in one of his more
satanic moods, but | find the element of lyri-
cal contrast and organic flexibility of phras-

HENRY LEWIS
Opens all the stops in Strauss

ing almost totally absent. The very bright
reproduction of the piano undoubtedly adds
to the total effect. Though the immediate
impact of Entremont’s attacks gives an im-
pression of close microphone placement. the

rather extended decay time at the end of

fortissimo chords adds a curious aura of sonic
unreality to the whole. Columbia's cassette
offers no program notes—nor does it even
mention the artist’s first name! D.H.

RESPIGHI: The Fountains of Rome; The
Pines of Rome. Philadelphia Orchestra. Eu-
gene Ormandy cond. CoLumaia © MT
30829 $6.98.

Performance: Expansive and sensuous
Recording: Good
Playing Time: 38' 10”

Why, I wonder. did Columbia choose not to
include all three of the Respighi Roman tone
poems in this newly recorded package. as
was done with Ormandy’s disc recordings of
a decade ago? The result here is a rather
short $6.98 cassette. But the competitive
Munch-Philharmonia cassette on London
otters no better value. so it boils down to a
matter of interpretation and sonics. Orman-
dy’s is the more expansive in terms of both
pacing and acoustic ambiance. The Foun-
tains score profits best by this treatment: the
Pines seems a bit indolent in its end move-
ments, though the "“Catacombs™ episode is
impressively solemn in its effect. and the
“Janiculum™ is wonderfully sensuous. The
reverberation seems more natural in the
Fountains than in the Pines.

The Dolby cassette processing is excep-
tionally fine in its full-bodied sound and
wealth of instrumental detail. D.H.

RECORDING OF SPECIAL MERIT

STRAUSS: Don Juan; Till Eulenspiegel. Roy-
al Philharmonic Orchestra, Henry Lewis
cond. LoNpoN © M 94054 $6.95.

Performance: Two towering portraits
Rzscording: Stunning
Playing Time: 33’ 50”

Richard Strauss already had written Mac-
beth when he turned to the subject of the
legendary Don Juan. but the free fantasia on
the character of the libertine was published
as his first tone poem. What a work it is! You
don’t need a written program to follow this
passionate fellow through his emotional ad-
ventures. These are love scenes that depict a
desire for more than flesh—a restless. un-
quenchable rummaging of the spirit through
all the world’s gifts in a vain hunt for abso-
lute beauty. Then, suddenly. it is all over.

At first Till Eulenspiegel would seem the
most inappropriate of companions for such a
fellow. but strange similarities between the
lover and the prankster are evident. Till is as
insatiable in his practical joking and scalawag
exploits as Don Juan was in his scarch for
sexual perfection; his end is as sudden and as
inexorable.

These swiftly soaring, gigantically orches-
trated works are a challenge to any orchestra
and conductor. Toscanini could race his way
through either score with utter conviction,
and there have been some satisfactory re-
cordings made in Germany by Karl Bohm
and others. On cassette. however. this one
by Henry Lewis is in a class by itself. What
performances. and what a recording! The
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sound of the Royal Philharmonic is broad
and sumptuous. Lewis here favors a leisure-
ly, expansive sound, and he opens all the
stops at the right places to convey the gigan-
tism of the Straussian conceptions. He is also
alert to every nuance of orchestral punctua-
tion, and can rouse these superb players to
keyed-up stretches of glowing fervor. Don
- Juan has never sounded more obsessively
driven by his passions, nor Till more lusty in
his demonic prankishness. The recorded
sound is Dolbyized. hissless. and amazingly
three-dimensional. P.K.

COLLECTIONS

RECORDING OF SPECIAL MERIT

THE BEST OF THE VIRTUOSO INSTRU-
MENTALISTS. Cimarosa: Concerto for
Oboe and Strings. Vivaldi: Concerto in A
Minor for Two Violins and Strings, Op. 3,
No. 8: Concerto in C Major for Piccolo and
Strings (P. 79): Concerto in C Muajor for
Two Trumpets and Strings (P. 75); Concerto
in C Major for Guitar and Strings (P. 134).
Weber: Concertino for Clarinet and Orches-
tra, Op. 26. Mozart: Concerto No. 1, in G
Major, for Flute and Orchestra. K 313. Julius
Baker (flute): André Lardrot (oboe): Jan
Tomasow and Willi Boskovsky (violins);
Helmut  Wobisch and Adolf Holler
(trumpets): Jack Brymer (clarinet): Alirio
Diaz (guitar). Solisti di Zagreb. Antonio
Janigro cond.: Vienna State Opera Orches-
tra. Mario Rossi. Hans Swarowsky and Felix
Prohaska cond. Vancuarp © M 509/10
$6.95.

Performance: Well-gilded treasury
Recording: Excellent
Playing Time: 82' 19"

This “double-play” cassette supplies a gener-
ous concert of mostly pre-Romantic music
that is long on grace and charm. The continu-
ously enticing program opens with the Cima-
rosa Concerto for Oboe and Orchestra, as
arranged by Arthur Benjamin. There’s a big-
hearted supply of Vivaldi. pieces in concerto
form showing off the resources of the many
solo instruments he understood so intimate-
ly: the singing violins. clowning piccolos. glit-
tering trumpets. There is even a concerto for
guitar. an instrument he didn’t write for (he
specified lute) but which sounds fine here and
is humored into doing more than one might
suppose a mere guitar capable of doing. In
this company. the Weber Concertino for Clar-
inet and Orchestra sounds almost over-
dressed in its lush orchestral garb. but the
piece makes itself welcome.

Vanguard has assembled a group of real
virtuosos for this treat. and it’s breathtaking
to hear men of the caliber of flutist Julius
Baker. violinist Willi Boskovsky, clarinetist
Jack Brymer. and all the others go through
their paces. (To read their names on the
cover of this cassette. | had to borrow a
magnifying glass: the words as photographed
by Ampex are all but invisible.) The masterly
Mozart Flute Concerto makes a fitting —and
big— finale for a major musical experience in
a timeless idiom. And the Dolbyized sound is
splendidly wide-range. P.K.

ENTERTAINMENT

THE FOUR TOPS: Reach Out. Four Tops
(vocals); unidentified accompaniment. I'm «
Believer; Standing in the Shadows of Love;
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Bernadette;  Cherish; Wonderful Baby;
Reach Out, I'll Be There; If | Were a Car-
penter; and five others. MoTowN © M 5660
$6.95.

Performance: Obscured
Recording: Good
Playing Time: 32’ 19"

The Four Tops —steady, competent. too often
overlooked purveyors of bearable AM radio
music —do sing on this album. but they've
been upstaged if not buried by one of Mo-
town’s slick overproduction jobs. The album
sounds as if five Phil Spectors were turned
loose with a dozen orchestras and choruses
in a super-studio with all sorts of unheard-of
knobs on the consoles and. as an after-

thought. someone asked the Four Tops to
join the general noise. Not even Levi Stubbs
can outshout it. 1 was curious to see what

Columbia

JERRY GARCIA & HOWARD WALES
Jamming up some impressive sounds

the Tops could do with such unlikely songs
as Cherish and Walk Away Rencee. | still am
N.C.

SHA-NA-NA. Sha-Na-Na (vocals and instru-
mentals), Yakety Yak: Jailhouse Rock; Duke
of Earl: Tell Laura 1 Love Her; Blue Moon:
[ Wonder Why; Great Balls of Fire: Rock
and Roll Is Here to Stay: and six others.
Kama Sutra ©® M 52034 $6.95. ® M
82034 $6.95.

Performance: Used camp salesmen
Recording: Good
Playing Time: 41’ 10"

People seem to think it is funny to watch
Sha-Na-Na (they’ve made various big festi-
vals) take off on Fifties rock-and-roll tunes —
mostly people too young to remember how
funny. albeit unintentionally. the original per-
formers were—but | doubt whether anvone
will get many yuks out of hearing the same
thing recorded. The . . . ah . . . *art™ is too
visual. All of side one was recorded “live.”
before an audience that seemed to be having
a good time. Most of side two, however. was
done in a studio and uses the songs of Scott
Simon. On these. the group sounds like a
reasonably agile, but fairly conventional,
rock band. The best song is called Top Forty
and addresses this question to all those pious
rock stars who recently found Jesus in order

to make themselves richer: “Are you on the
Top Forty of your Lordy, Lordy. Lordy/Will
you be a hit in heaven/Because you were a
hit on earth?” It has a tune something like
that of Okie from Muskogee. Well, that par-
ticular little instantiy-tabricated bioat of hy-
pocrisy needed just such a puncture. But
outside of that deft jab. Sha-Na-Na proves
mostly that it should be seen and not heard.

N.C.

RECORDING OF SPECIAL MERIT

SONNY TERRY AND BROWNIE McGHEE:
Hometown Blues. Sonny Terry and Brownie
McGhee (vocals and instrumentals). Mean
Old Frisco; The Woman Is Killing Me;: Meet
You in the Morning; Stranger Blues; Forgive
Me: Sittin on Top of the World. and five
others. MAINSTREAM © M 5308 $6.95.

Performance: Home-cooked and filling
Recording: Good
Playing Time: 29’ 57"

Two masters of the blues (in the genuine,
folk-music sense) team up for a fascinating
encounter here that can chill your blood like
the lonely sound of a train passing through a
midnight countryside. and then the next
moment send your spirits soaring. Both sing.
and they supply their own accompaniments.
with Sonny Terry making his famous har-
meonica do all but talk and Brownie McGhee
putting his guitar through paces as remarka-
ble as a tiger leaping through fiery hoops at a
first-class circus. 1t's hard to single out indi-
vidual items for praise in this continuously
praiseworthy recital, but this listener was
particularly struck with the driving persua-
siveness of Meer You in the Morning. the
desperation of Crvin' the Blues with Terry's
harmonica turn in the midst of it. and Man
Ain’t Nothin® But a Fool. one of those half-
talked. half-sung affairs that only the real old-
timers like Terry and McGhee seem to be
able to handle gymnastically. P.K.

HOWARD WALES & JERRY GARCIA:
Hooteroll? Howard Wales (keyboards): Jerry
Garcia (guitars); other musicians. South Side
Strut: A Trip to What Next: Up from the
Desert: DC-502; One A. M. Approach; Un-
cle Martin’s; Da Birg Song. DoucLAas § ©
ZT 30859 $6.98.

Performance: Good
Recording: Excellent
Playing Time: 26’ 32"

Since [ have the disc version of this one. [
was able to do some A-B comparison switch-
ing to check on the quality of this cassette,
made by Columbia and Dolbyized (my cas-
sette deck is not Dolbyized). My ears tell me
the cassette has become an amazing device.
Very high sounds —cymbals. for example —
were sharper on the disc. but only by a tiny
margin. The exercise also seems to have
changed my opinion of the music put togeth-
er by Howard Wales at piano and organ and
Grateful Dead guitarist Jerry Garcia. Hi-fi
tinkering teaches (or conditions) one to listen
for the “sonic experience.” not “pure’ sound
exactly but ‘‘impressive” sound. at least.
This recording contains some impressive
sounds. [ still think the songs are a bit cere-
bral, for the most part. and my favorites are
still Up From the Desert and Da Birg Song.
which coax something emotional out of Gar-
cia. but the whole session is a jam of some
importance. N.C.
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WHICH WAY FOUR CHANNEL ?
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Sansui chowvwd revarr QR-4500 l
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THIS WAY

If the four-channel merry-go-round has you confused, you have lots of company.
Discrete or matrixed. Compatible or non-compatible. This system or that one.

Now Sansui offers you total-capability QR Receivers that will transport you into the
four-channel world to day and can handle every variation to the four-channel
game that anyone’s dreamed up for tomorrow.

Take the QR4500 AM/FM Two-Channel and Four-Channe! Stereo Receiver-Synthesizer-
Decoder- Amplifier-and-Control-Center. It can decode any ccmpatibly matrixed
four-channel recording or FM broadcast, or it can synthesize two rear channels from any
two-channel source. Exclusive Sansui phase-shift matrixing prevents the sound
dropouts and false dislocations that plague many matrixed systems.
And exclusive phase modulators duplicate the live sound field.

It can handle any tape or other discrete source and accepts adaptors, converters or
other accessories for any four-channel technique anyone’s hinted at.

1t boasts 240 watts of total IHF power (continuous power per channel of 38 watts at
4 ohms, 27 watts at 8 ohms) with less than 0.5% TH or IM distortion at rated output and normal
response of 20 to 30,000 Hz +IdB. In a walnut cabinet, $599.95.

You'll find the same universal four-channel
versatility in all Sansui QR Quadphonic Receivers,
including the QR1500, with 100 watts of total IHF
power (20 watts continuous per channel at 4
ohms). With walnut cabinet, $299.95.

S (8 SANSUI ELECTRONICS CORP.
m Woodside, New York 11377 « Gardena, California 80274

SANSUI ELECTRIC CO., LTD., Tokyo, Japan  Sansui Audio Europe S. A, Antwerp, Belgium

© COPYRIGHT BY SANSUI
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NON-DISPLAY CLASSIFIED: COMMERCIAL RATES: For firms or individuals offering commercial products or services, $1.50 per word (including name and
address). Minimum order $15.00. Payment must accompany copy except when ads are placed by accredited advertising agencies. Frequency discount: 5%

for 6 months; 10% for 12 months paid in advance.

READER RATE: For individuals with a personal item to buy or sell. $1.00 per word (including name and address). No minimum! Payment must accompany

copy.

DISPLAY CLASSIFIED: One inch by one column, $215.00. Two inches by one column, $430.00. Column width 2%". Advertiser to supply film positives.

Please write or phone for frequency rates.

GENERAL INFORMATION: First word in all ads set in bold caps at no extra charge. All copy subject to publisher’s approval. All advertisers using Post Office
Boxes in their addresses MUST supply publisher with permanent address and telephone number before ad can be run. Closing Date: 1st of the 2nd month
preceding cover date (for example, March issue closes January 1st). Send order and remittance to: Hal Cymes, STEREO REVIEW, One Park Avenue, New

York, New York 10016.

EQUIPMENT

WRITE for quotation on any Hi-Fi components: Sound
Reproduction Inc., 460 Central Avenue, East Orange, N.J.
07018. 201-673-0600.

NEW low prices on all stereo components and tape
recorders. Write for our quote. Stereo Corp. of America,
2122 Utica Avenue, Brooklyn, New York 11234,

FREE LP AND SHIPPING to most states. We will not be
undersold. Airmail Quotes. Hi-Fi Discount Specialists,
Box 2576 PVS, Hialeah, Florida 33012.

ELECTRONIC TUBES, Semiconductors, Equipment and
Parts, Electro-Voice Quad Stereo, Lab matched tubes.
Finest quality. Serving TV/Hi-Fi Servicemen, Engi-
neers, and Industry for 28 Years. Advise needs. Write
for Catalog. Barry Electronics, 512 Broadway, New York,
N.Y. 10012. (212) 925-7000.

NO fair trade laws in D.C. Write for discount prices on
your choice of components. District Sound, Inc, 2316
R.l. Ave, N.E., Wash., D.C. 20018. (202) 832-1900.

HI FI Furniture? See Toujay Designs at SEE-70's Hi
Fidelity Exhibit. 443 Park Avenue South, N.Y.C. 10016.
Tues. to Fri. 10-6, Sat. 10-4. Full line brochure 25¢.

MCINTOSH 2505 versus Marantz 32, Citation Twelve,
Dynaco Stereo 120. The winner? Send $1 today for
comparative test, refundable with $7.50 subscription.
HI-Ft Newsletter, Box 593, Hialeah, Fla. 33011,

DISCOUNT PRICES on Stereo Components and Systems.
For lowest cost, fastest service, write for our quote and
order form. West Coast customers: Save on shipping costs
and time. Redwood Stereo Co., P.O. Box 2794, San
Rafael, Calif. 94902. (415} 466-30560.

HEGEMAN “Omni-Directional”” Speakers $100. Creighton
Audio Labs, Haven PI., Linden, N.J. 07036.

LOWEST quotes Dynaco kits & wired, AR lines. Hi-Fi,
Roslyn, Pa. 19001,

OVER 20 YEARS successful discounting of audio equip-
ment insures best value and service. Specialize in Stereo
Components. Tape Recorders, Cassettes, Magnetic Car-
tridges. Sleep Learn Equipment. etc. Low Quotes, Free
Catalog. Dressner, 15623SR, Jericho Turnpike, New Hyde
Park, New York 11040.

KLIPSCH, TANNOY, MARANTZ, RABCO, THORENS—
No Discounting—Superior Sound, 1801 Brewerton Rd.,
Syracuse, N.Y. 13211,

DIAMOND NEEDLES and Stereo Cartridges at Discount
prices for Shure, Pickering, Stanton, Empire, Grado and
ADC. Send for free catalog. All merchandise brand new
and factory sealed. LYLE CARTRIDGES, Dept S, P.O.
Box 69, Kensington Station, Brooklyn, New York 11218.

SPEAKER SYSTEMS wholesaled to public. BOAT, Box
18123, Seattle, Washington 98118.

NATIONALLY advertised Audio Equipment. Cost Plus
10%. Stereo World, 3250 Duke Street, Alexandria, Vir-
ginia 22314.

STEREQO HI-FI Sale. Nationally advertised amplifiers,
tuners, speakers, tape decks, etc. Discounting to 40%
since 1959. Arkay National, 1028-01 Commonwealth,
Boston, Mass. 02215.

NEW SEMICONDUCTOR LIGHT EMITTING DIODES.
Bright red lights replace light bulbs. Typical life 100
years. Operate at 1.65 volts, 60 milliamps. Order 2 for
$2.98 NOW. Data sheet and instructions included. Mon-
santo Company, Hobby Section, 10131 Bubb Road,
Cupertino, California 95014.

CONSTRUCTION PLANS: Laser ... $2.00. Investigation
aids—2-FM microphone transmitters ... $1.00. FM Tele-
phone transmitter ... $2.00. Sound telescope ... $2.00.
Space monitor-missile tracker ... $2.00. Free equipment
and kit catalog. Howard, 20174 Ward, Detroit, Michigan
48235.

FILM tracks for sale. Leonard Gold, 488 Madison Drive,
E. Windsor, N.J. 08520.

SCOTCH TAPES. Cassettes-cartridges-reels. Catalog 10¢.
Tower, Lafayette Hill, Pa. 19444,

SCOTCH TAPE #150, 1800 foot, 7" reel, polyester, $1.95,
postpaid. Recorders, cassettes, open reel music tapes (100
page discount catalog 25¢). Saxitone Tape Sales, 1776
Columbia Road, Washington, D.C. 20009.

RENT 4-track open reel tapes—all major labels—3,000
different—free brochure. Stereo-Parti, 55 St. James Drive,
Santa Rosa, California 95401,

ENJOY a complete music system. Use the “Dubie” con-
trol to integrate two or more tape recorders with your
tuner and record player. Tape, edit, mix with profes-
sional skill. Brochure M-1, Dubie Co., 1509 Oklahoma,
Norman, Okla. 73069.

TAPE AND RECORDERS

RENT stereo tapes $1.50 week postpaid—NEW catalog
25¢. Tape Library, Box 8126, Washington, D.C. 20024.

RADIO YESTERYEAR! Biggest and best in the industry
we created. Over 10,000 of those great old-time radio
shows. ANY program you remember, drama, band, serials.
comedy, etc. Highest fidelity possible with Ampex dupli-
cators. Send for our Free catalog. RADIO YESTER-
YEAR, Box H, Dept. B, Croton-on-Hudson, N.Y. 10520
Member Better Business Bureau.

OLD Time radio programs—all your old favorites. 50¢ for
catalog. Robert Mussehl, R. 1, Brooklyn, Wisc. 53521,

STEREO TAPE RENTAL for particular people. Free
catalog. Gold Coast Tape Library, Box 2262, Palm Village
Station, Hialeah, Fla. 33012.

OLD Radio Programs Catalog. $1.00 (refundable). The
Radio Vault, Box 9032, Wyoming. Michigan 49509.

MEMOREX recording tape, audio & video. Lowest prices,
write for free information. BERGETZ SYSTEMS CO., Box
1181, Melrose Park, IIl. 60161.

EXCLUSIVE interviews with famous scientists on cass-
ettes. Free brochure. American Chemical Society, Box A,
1155 16th St., NW, Washington, D.C. 20036.

TAPES—Pre-recorded stereo and Scotch recording tapes
Lowest Prices anywhere. Alan Enterprises, 5023 Lee St.,
Skokie, Ilinois 60076.

OLD Radio Shows catalog 50¢. TBOR, Box 1692B, F.D.R.
Station, New York 10022.

STEREQ TAPE TRANSPORT—7" reel—2 speeds—pause
control—made for famous manufacturer—50 to 15,000 Hz
with rec/play and erase heads, without case. Send M.O.
or check for $19.50 to Alsheimer Audio Electronics, 218
Columbia St, Utica, N.Y. 13502. $2.50 for prepaid
shipping and insurance.

BASF RECORDING TAPE ... Prerecorded Stereo Tapes,
Postpaid. Steretone-Tapes, Box 657, Sterling, lllinois
61801.

OPERA tapes—historical performances of past 40 years.
Unbelievable treasures and rarities. Free catalog. Ed
Rosen, Box 97, Freeport, N.Y. 11520.

RECORDING TAPE made by top American manufactur-
er, guaranteed not “seconds’ or “white box;"” 2400
mylar, $2.29; 1800° mylar $1.69; 1200’ acetate $0.79.
Send for information and quantity pricing. Alsheimer
Audio Electronics, 218 Columbia Street, Utica, New York
13502.

QUAD, Radford & Olufsen audio components of
superb quality for the connoisseur. Audio Imports, 5657
Versailte Dr., Indianapolis, Indiana 46227,

TAPE—BASF, TDK, Sony, Memorex. C-60's from 52¢.
AudioCessories, 320 West Edmonston, Rockvilte, Mary-
land 20852.

LOW, LOW, prices, on audio equipment. All factory fresh,
1st quality items. Trained personnel at your disposal for
audio consultation. For free catalogs or information write
to: Mr. A, Dept. AMS at SMG Distributors, Inc., 46-35
54th Road, Maspeth, New York 11378.

DISCOUNTS UNLIMITED in our 1972 price list. Send for
your FREE copy to: Box 467, New Hampton, New Hamp-
shire 03256.

FOR SALE
JAPAN HONG KONG Directory. World products infor-
mation. $1.00 today. Sekai Shogyo Annai, Hillyard,
Wash. 99207.
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OLD Radio Programs on cassettes or reels. High quality,
low prices, thousands to choose from, professional
equipment, catalog 50¢. Remember Radio Inc., Box 2513,
Norman, Okla. 73069.

CASSETTES—Unique titles including old time radio,
educational, language. Send 10¢ for new 16-page 1972
catalog covering 8-track and cassette blanks plus hard-
to-find accessories. Cassettes Unlimited, P.O. Box
131198, Pittsburgh, Pennsylvania 15243.

MOST amazing show ever produced for Radio; Ken
Nordine, narrator, network cast. Introductory notes by
show’s creator-producer. Complete series, 19 Cassettes.
Volume One, $3.98; subsequent releases, 3 for $10.00.
Postpaid. Guaranteed. “Incredible, But True!l”, Sawyer,
Michigan 49125,

RECORDING Tape. Dozen 2400, 7" reels, $15.00 post-
paid, money back. Mitchell, Box 444SR, Flushing, N.Y.
11367.

SCOTCH RECORDING TAPE, lowest prices. TAPE CEN-
TER, Box 4305, Washington, D.C. 20012.

GOLDEN AGE RADIO—Your best source for radio tapes.
Box 8404-T, St. Louis, Missouri 63132.

CAPITOL Tape—reel-to-reel, cassette, 8-track at discount
prices. Fordham Radio, 265 E. 149th St, Bronx, N.Y.
10451, Dept. T.

BASF, Memorex, Scotch reels, cassettes, 8-track. Lowest
prices. S&S Audio, Box 2065, Champaign, lll. 61820.

RENT any Cassette, Cartridge, or Open Reel prerecorded
tape, ALL labels. Catalog 75¢. Tape & Time, Box 268,
St. Ann, Missouri 63074.

BASF/Lifetime, Super-dynamic, Low noise, High-output,
cassette tape. C-60 ... $1.39, C-90 ... $2.39, C-120 ...
$2.99. Send postpaid! Minimum order 5 cassettes. 10 Lot
Deduct 10%. DTR Sound, 2675 W. Main, Littleton, Colo-
rado 80120.

HARD to find soundtrack and show LP’s. List 10¢. Music
Minstrel, P.O. Box 15271, New Orleans, La. 70115.

FREE stereo tapes—Pops—Classicals. Music, Box 27815,
Los Angeles, Calif. 90027.

CATALOG radio mysteries. 214 Allamanda, Lakeland, Fla.
33803.

Complete catalog!

6,000
STEREO
TAPES

e Pop * Rock ¢ Jazz « Folk « Country
and Western ¢ Classical « Complete
new entertainment guide. A must for
every owner of an open reel, 8-track
cartridge, or cassette player/recorder.
Send 25¢ in coin, check, or money
order to Ampex, 2201 Lunt, Elk Grove
Village, 1ll. 60007. ATTN: Dept. 126

AMPEX

STEREQO TAPES

RECORDS

SHOW ALBUMS, Rare, Out-of-Print LP’s. Large list. 16¢.
Broadway/Hollywood Recordings, Georgetown, Conn.
06829.

POPULAR organ albums factory direct. Concert Record-
ing, Lynwood, Calif. 90262,

“HARD To Get" records—all speeds. Record Exchange,
842 Seventh Avenue, New York, N.Y. 10019. -

FREE 162-PAGE CATALOG offers over 1,000 fine re-
cordings of Renaissance, Baroque, Classical, Romantic
and Modern music. All late stereo recordings. Highest
quality at budget label prices. Available only by mail from
MUSICAL HERITAGE SOCIETY, Box 932 HS, New York,
N.Y. 10023.

PROTECT your records—Poly sleeves for jackets 5¢; Inner
sleeves 4¢; Poly lined paper 10¢; white jackets 25¢C.
Postage $1.00. Record House, Hillburn, N.Y. 10931,
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LIKE new LPs and prerecorded tapes. Catalogue 75C.
Records, Hillburn, New York 10931.

FABULOUS Soundtracks! Must sell personal collection.
$1.00 {refundable) airmails list. Leonard Heifetz, Box
?951, Fresno, California 93727.

ANY RECORD, ANY TAPE AT LOWEST DISCOUNT
PRICES. Enroll in Saturnian Record Club. $1 Lifetime
membership fee brings you a Free Schwann catalogue and
forms for immediate ordering of any record at unmatch-
ably low prices. No minimum, no limit. Write Saturnian
Record Club, 507 5th Avenue, N.Y.C_.100'l7, Box STR.

NORTH, Cleopatra soundtrack. Robert Summers, 45 Hen-
ley, Buffalo 14216.

LP's For Sale—No Rock, Classical. List 25¢. Dahlof, 4035
S. 84th, Greenfield, Wisc. 563228. -

COLLECTORS JOURNAL—valuable data, record mart. Six
issues—$1.60. RECORD RESEARCH, 65 Grand Ave.
Brooklyn, N.Y. 11205.

FILM MUSIC—FREE LISTS. Also, extensive tape rental
library—$1.25 week. R.T.S.. 1111 S. Benito, Suite F, Al-
hambra, Calif. 91803.

TUBES

TV and Radio Tubes 36¢. Free 48 page color log

INSTRUCTION

F.C.C. 1st phone license training in 5 weeks. R.E.l’s
intensive training produces outstanding results. For
information and free brochure call toll free: 1-800-
237-2251, or write home office, Radio Engineering
Incorporated Schools, 1336 Main Street, Sarasota, Florida
33577. Florida residents call (813) 955-6922.

LEARN Electronics Organ Servicing at home. All makes,
including transistors. Experimental kit—trouble-shooting.
Accredited NHSC, Free Booklet. Niles Bryant School,
3631 Stockton, Dept. A, Sacraminto, Calif. 95820. o
FCC “TESTS-ANSWERS” ... Original exam manual for
F.C.C. First and Second Class License-plus-"Self-Study
Ability Test.”” Proven! $9.95. Satisfactian Guaranteed.
Command, Box 26348-W, San Francisco 94126. -
ASSOCIATE DEGREE IN ELECTRONICS through corre-
spondence instruction. G.I. Bill approved. Free catalog.
Grantham, 1509 N. Western, Hollywood, Calif. 90027.

HYPNOTISM

Free Hypnotism, Self-Hypnosis. Sleep Learning Catalog!
Drawer H400, Ruidoso, New Mexico 88345.

Cornell, 4215-H University, San Diego, California 92105.

WANTED

QUICKSILVER, Pilatinum, Silver, Gold, Ores Analyz:d.
Free Circular. Mercury Terminal, Norwood, Mass. 02062

STELLAVOX SP7, Sennheiser MKH-405-404. Hyde, 301
Springdale, Wintersville, Ohio 43952,

MAGAZINES

JAPAN PUBLICATIONS GUIDE Business, pleasure,
education. $8.00. INTERCONTINENTAL CPO 1717,
Tokyo 100-91.

BUSINESS OPPORTUNITIES

| MADE $40,000.00 Year by mailorder! Helped others
make moneyl Start with $10.00—Free Proof. Torrey, Box
318-N, Ypsilanti, Michigan 48197.

$200.00 Daily In Your Mailbox! Your Opportunity To Do
What Mailorder Experts Do. Free Details. Associates,
Box 136-SR, Holland, Michigan 49423.

DEALERS Wanted! Citizens Band, AM, SSB Two-way
radios & accessories. USA and export models. We ship
around the world. Send letterhead to: Baggy's Radio, P.O
Box 778, 6391 Westminster Ave., Westminster, Ca.
92683. 714-894-3301.

START small, highly profitable electronic production
in your basement. Investment, knowledge unnecessary.
Postpaid brings facts. Barta-Electronics, Box 248,
Walnut Creek, Calif. 94597. o

MAILORDER MILLIONAIRE helps beginners make $500
weekly. Free report reveals secret plani Executive (1K3),
2_433 North Michigan, Chicago 60601. o
FREE BOOK 999 Successful, Little-known businesses.”
Work homel Plymouth-BGC, Brooklyn, New York 11218.

GUIDE TO EARNING
EXTRA INCOME

A Ziff-Davis Publication

Al new—first time ever pub-
lished! Everything you need to
know about fuil and part time
money-making. How to start
your own mail order business -
22 proven and profitable home
business ideas « How to earn
extra $’s « Franchising « Vend-
ing machines « Advice on cut-
ting, living costs. Only 75¢.

Order from Ziff-Davis Service Division,

595 Broadway, New York, New York 10012,
Enclose an additional 25¢ for postage and handling,
R e S T T T S i, TR

PERSONALS

MAKE FRIENDS WORLDWIDE through international
correspondence. lllustrated brochure free. Hermes, Bertin
11, Germany.
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SLEEP LEARNING. Hypnotic Method. 92% effective.
Details free. ASR Foundation, Box 7545 EG, Fort
Lauderdale, Florida 33304.

MOVIE FILMS

16mm SOUND —Features, Shorts, New. Used for Sale.
Free Catalog. National Cinema, 333 W. 57 St., NY,
N.Y. 10019

EDUCATIONAL OPPORTUNITIES

LEARN WHILE ASLEEP. Hypnotizel Strange catalog
free. Autosuggestion, Box 24-ZD, Olympia, Washington
98501,

GOVERNMENT SURPLUS

JEEPS Typically From $53.90 ... Trucks From $78.40
. Boats, Typewriters, Knives, Airplanes, Clothing,
Multimeters, Oscilloscopes, Transceivers, Photographic,
Electronics Equipment. Wide Variety, Condition. 100,000
Bid Bargains Direct From Government Nationwide.
Complete Sales Directory and Surplus Categories Catalog
$1.00 {Deductible on Orders From Separate Included
Catalog). Surplus Service, Box 820-L, Holland, Michigan
49423

PLANS & KITS

IFS—_CoIor Organs, Synchron;r, _S;)bes, Workshop,
Box 3932, Betnhpage, New York 11714,

MUSICAL INSTRUMENTS

3_O%ESCOUNT name—brand musical instruments. Free
catalog. Freeport Music, 127-Q Sunrise Hway, Freeport,
N.Y. 11520.

RUBBER STAMPS

RUBBER Address Stamps $2.00. Signature $3.50. Free
catalog. Jackson's, Box 443G, Franklin Park IH. 60131.

EMPLOYMENT INFORMATION

EXCITING Overseas Jobs. Directory $1.00. Research
Associates, Box 942-E, Belmont, California 94002.

EUROPEAN—FOREIGN EMPLOYMENT. Detailed report,
currently available jobs, Europe, Australia, Africa. $3.00.
Eurojob Report, Box 52643-Z, Lafayette, Louisiana 7050L

MISCELLANEOUS

WINEMAKERS. Free illustrated catalog of yeasts, equip-
ment. Semplex, Box 12276, Minneapolis, Minn. 55412,

CATALOGS! Receive many! Catalog Directory $1.00.
Box 305, Plymouth Meeting, Pa. 19462.

AUDIOKALEIDOSCOPE, sixty minutes monthly. Comedy,
discussion, serious thought. From amateurs across the
country. Write for information: Stereolab, Box 311, New
Holland, Pa. 17557.

RETAIL
DISPLAY
PLAN

All magazine retailers in the
United States and Canada in-
terested in earning an allow-
ance for the display and sale
of a minimum of five publica-
tions of the Ziff-Davis Publish-
ing Company, to be paid quar-
terly on the basis of ten per
cent of the cover price of each
sold copy, assuming that all
terms and conditions of the
contract are satisfied, are en-
titled to do so and are invited
to write for full details and
copies of the contract to Mr.
J. Robert Gallicano, Single
Copy Sales Director, Ziff-Davis
Publishing Company, One Park
Avenue, New York, New York
10016.

Lowest of the O!

Shamelessly Low Prices. ..

As one of America’s largest wholesale distributors, we're guilty
of shamelessly low prices. Our buying volume has made our
prices the lowest. We seriously doubt you can find one lower. ..
and that we're proud of. What's more, at S.C.A. you can select
from hundreds of NEW, Factory Sealed, Full Warrantee, Brand
name, Hi-Fi Stereo components. If its in the Hi-Fi, Audio field. ..

we have it!

Write for a lowest of the low quote...we're not ashamed.

o

geo Gosponarionof Americ

2122 UTICA AVENUE, BROOKLYN, NEW YORK 11234 (212) 338-8555
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TAPE
FORIZONS

By CRAIG STARK

TAPE-HEAD ALIGNMENT

APE-HEAD wear is an insidious process that begins by causing loss of

high-frequency response. If severe enough, it can end in permanent
damage to tapes. Even a brand-new tape head, however, cannot perform
satisfactorily unless it is positioned with absolute precision along the path
of tape flow. Heads may have been properly aligned at the factory (though
1 insist on checking them myself even with a new machine), but time, wear,
or jostling during shipping can adversely affect the adjustments. What'’s
worse, though a worn head provides visible —even palpable —evidence of
its condition, a misaligned one can wreak its sonic damage unobserved.
People have been known to record whole libraries which could thereafter
be played back satisfactorily only on the machine they had used!

Fortunately, a simple test will show whether three of the four alignment
parameters are within adequate tolerance. Take a ‘“Magic Marker” (one of
the so-called “permanent” types, not the “watercolor’” variety) and evenly
“paint” the head faces with it. Then take the reel of “white box’’ tape you
purchased in a weak moment and play it, stopping every fifteen or twenty
seconds. The tape will scrub off the marker ink, revealing a definite “wear
pattern.” Here’s what to look for:

1. Wrap angle. Just how far the tape head should jut out into the tape
path —reflected in the width of the wear pattern—depends on head and
machine design factors, but the head gap should be in the center of the pat-
tern. How long it takes the marker ink on each head to wear through will
show the relative tape-to-head pressure. In all probability the middle head
(i. e., the record head) in a three-head machine will register slightly less
pressure than the one nearest the rubber idler roller. But if you use good
tape and find that there are more dropouts on recordings you make than on
those made with other decks, the pattern may disclose that your record
head is not far enough into the tape path to ensure adequate contact.

2. Height. If a head’s gaps are either too high or too low, they will
“scan” inappropriate areas of the tape as it passes. With a four-track record-
er this can lead to hearing some of one track on side two backwards when
you're trying to play the tracks on side one. The wear pattern should show
the upper edges of the pole pieces either flush or slightly inside the tape
edge, except for the erase head, whose wider track may just protrude
above the pattern.

3. Tilt or Zenith. The head face should be perfectly parallel to the tape
path, not jutting out more at the bottom than at the top. Misadjusted zenith
can cause drop-outs and variations in frequency response through the
length of the reel. In this test, head tilt shows up by creating a trapezoidal
rather than a rectangular wear pattern.

When you’ve finished running your wear patterns, clean the heads,
guides, capstan, and puck-roller with an alcohol-moistened cotton swab
and discard the scrap tape.

120

STEREO REVIEW
MARCH 1972
ADVERTISERS INDEX

READER
SERVICE NO.

PAGE
ADVERTISER NUMBER

DU P W N -

54

10
11
12
103

13
55

14
56
15
16
17
20

22
19
21

23

24

25
60

A.D.R. Audio
Acoustic Research, Inc
Akai America, Ltd
Allied Radio Shack
Altec Lansing
Angel
Arrow, A division of Cluett, Peabody &
Co., Inc
Audio Club of America ...
Audio Dynamics Corporation
Audio Unlimited, Inc .............

112
39
43
26
75
80

Baltimore Stereo Wholesalers .
Bang & Olufsen of America, In
Bose
British Industries — Garrard

Carston Studios
Clark Company, David ........c.cuevueemeniinrnnees
Columbia Records
Columbia Tape Club
Crown

Deutsche Grammophon
Discwasher Inc
District Sound Inc
Dixie High-Fidelity Wholesalers ...
Downtown Audio, Inc
Dual
Dynaco Inc

85

ELAC Division, Benjamin Sound Corp
Electro-Voice, Inc
Empire Scientific Corp

Finney Company, The ....c...cenmcuanenisiennione
27, 28, 29
87, 88, 89

97
107

Great Books

Heath Company

International Hi-Fi Distributors
Irish Tape

Jack Daniel Distillery
Jensen Sound Laboratories

KLH Research & Development
Kenwood 9
Koss Stereophones 91

Lafayette Radio EIECErONICS ....cooovvvevevciensccnerenens
London Records

Mcintosh Laboratory Inc
Maxell Corporation of America
Memorex Recording Tape ....
Midwest Hi-Fi Wholesalers ..
Musical Heritage Society, Inc., The

North American Philips Corporation .......cc.......
Olson Electronics

Panasonic

Rabsons 57 St. inc
Record Club of America
Rectilinear Research Corp .
Revox Corporation

Sansui Electronics Corp
Schober Organ Corp., The.....
Scott, Inc., H.H.
Seagrams Distiller Company ..........cccveverireenns
Shure Brothers Inc
Sony Corp. of America
Sound Reproduction, Inc
Stanton Magnetics, Inc
Stereo Corporation of America ...

TDXK Efectronics Corp
TEAC Corporation of America .

U.S. Pioneer Electronics Corp . ..2nd Cover, 1

United Audio Products, inc . 12,13
Wollensak 3M Company s 21
Classified AdVertising ........covvevvrrererraronens 118,119

Printed in the U S
TEREO REVIEW



Introducing *
the definitive Dolby:
the TEAG 350

) Thisstereo cassettedeck  with the on-line. Peak-level indicatcr assures
CW/CIO,  MIC/DIN N repres;ents the best of distortion-free recording at optimum levels and
P TEAC’s two worlds of signal-to-noise.
tape technclogy —bred The 350 is packed with user convenience:
’ . from the combined @@ ewm= . ¢ strobe-type fape-run
NoRVAL  LNEWN oo talents of our Audio indicator...standard
BIAS/EQ REC MODE poisy | Products and Data phone jacks for profes-

Products Divisions. — sional 600 ohm mics and
The result: a new standard in Dolby™ decks. ) | « 8 ohm headphone moni-

In fact, we're so certain this is the Dolby . % toring...light-touch
cassette of the decade, that its high-density ferrite e = .7 fingertip pushbuttons...
TEAC heads carry an original- :
owner lifetime guarantee.

Every facet of the 350
sparkles with sophistication.
We've integrated a factory-
calibrated Dolby type "B sys-
tem with all new computer-
designed solid-state, ultra
wide-band, low-noise circuitry.
Switch-in the Dolby circuit
and the overall S/N improve-
ment is 10 dB.

electronic end-

As the deck of the future, the TEAC 350 delivers tape sensor
superior performance with all tapes: conventional, and automatic
high-density, high-energy erT PEAK LEVEL stop. All this
and chromium dioxide. and more for
And its independent only $299.50.
linear, studio-style input Write for

complete information. Then test the 350 at your
local authorized TEAC dealer’s. You'll see (and
hear) why we think the 350 is the definitive Dolby.

and output controls
assure precise level
adjustments.

The VU meters on this

deck are another TEAC exclusive. We've designed + Frequency response: 30—;6600geHaznv§igL cobalt, chromum
. 5 5 10X1 e
them with expanded scales. This feature, combined 30-13.000 Hz = 3 25 i’ :

« Signal-to-noise: 58 dB (with Dolby)
« Wow and flutter: 0.13%
*Dolby is a trademark of Dolby Laboratories Inc. e Tape speed: 1% ips

TEAC Corporation of America, 7733 Telegraph Road, Montebello, California 90640
TEAC Corporation, 1-8-1 Nistu-shinjuku, Shinjuku-ku, Tokyo. Japan » TEAC EUROPE N V., Kabelweg 45-47, Amsterdam —W.2, Holland E A‘ !
In Canada: White Electronic Development Corp., Ltd , Toronto &
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PROBLEM:

Two stereo phono cartridges
are about equal in tracking ability,
and all other pertinent specifications
are about on a par.

Both are priced in the $65-70 range.
Which one should you choose?
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You have chosen a highly-rated, very
popular cartridge. But to get flat response
at home, you'll have to add a capacitor
to each input, or measured lengths of
cable of specific capacity. This will “kill”
the peak you see here, but the Hi-Q
mechanical resonance that caused it will
remain. It won't sound bad, but it could
be better!

Congratulations! You have chosen the
newest magnetic cartridge on the market.
The dual-magnet STEREO-V Model V140E
by Electra-Voice. It offers flatier response
with no need to monkey around with
capacitors or special cables. And it equals
or exceeds every other performance
specification of its famous rival. Because
STEREO-V cartridges are new, and sound
so great, they may be in short supply.
Even so, don't accept a substitute, no
matter hcw well-known. Fame is no
guarantee of perfection.

NOTE: Response shown from 500 to 60.000 Hz (fimits of the CBS STR-120 test record used). Response below 500 Hz essentially identical and flat for both
cartridges. Curves shown are typical. Both channeis shown (high-frequency channel difference is characteristic of test record .. Cartridges terminated
with 47,000 ohms, 200 pF (a normal capacitive load). Output displayed on a General Radio 1621A chart recorder.

If you would like to know more about STEREO-V™" cartridges,
we have a new catalog describing the complete line,

each designed to give you optimum performance no matter
what kind of record player you use, or what your budgetary
limits are. It's at leading sound showrooms, or write

ELECTRO-VOICE, INC., Dept. 324F, 616 Cecil Street,
Buchanan, Michigan 43107

In Canada: EV of Canada, Ltd. 345 Herbert Street, Gananoque, Ontario
in Europe: Electro-Voice, S.A., Lyss-Strasse 55, 2569 Nidau, Switzerland,
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8 new STEREO-V models permit you to
select the tracking ability that best suits your
record player. But no matter which cartrldge
you choose, from $19.95 to $150.00, you'll get
flat response over the entire audio range.

> =/ 5 Ybree

a GULTON subsidiary



