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You won’t see Sherwood
advertised on television.

Manufacturers are constantly
faced with an agonizing choice:
How much do you spend on the
product and how much do you
spend promoting it?

With products like receivers,
which require a great deal of
handcrafting, whatever is spent
on advertising must literally come
out of the product itself.

It must be obvious to you that
Sherwood is not a household
word.

At the same time you see our
competitors spending a great
deal of money to advertise in very
expensive places: The Johnny
Carson Show, The Today Show,
in Playboy, Penthouse, Time, etc.

Advertising dollars must come
right out of the product.

Example: one of the two top hi-fi
component manufacturers [and
advertisers] in this field boasts
that their $200 receiver puts out
10 + 10 watts RMS power @ 8
ohms from 40-16,000 Hz. The
walnut case is extra

Compare that to our S7100A
[same price] spec: 18 + 18 watts
from 40-20,000 Hz. And we
include the walnut case.

Another major manufacturer
givesyou 17 + 17 watts RMS [@
1KHz] and charges $240. Our
S7100A offers 22 + 22 watts for
$40 less.

Spec for spec, dollar for dollar,
we’ll match our receivers with
any other manufacturer.

We put our marketing dollar into
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improving the receiver and rely
on the equipment to speak for
itself.

And that, obviously, is what has
been happening. Sherwood
receivers have consistently been
getting top ratings.from the
reviewers.

For a recent review of the
S7100A see Stereo & HiFi
Times, Spring issue. Or write to
us for acomplete reprint:
Sherwood Electronic
Laboratories, Inc., 4300 North
California Avenue, Chicago,
[llinois 60618.

Who knows, we might be
starting a trend:

Television programs with fewer
commercial interruptions.

Goodnight, Johnny

Sherwood

The word is getting around.




MUSIC GOES ON A RECORD AT A PERFECT TANGENT.
NOW IT COMES OFF AT A PERFECT TANGENT.

For years, Zero Tracking Error has been the
elusive goal of the automatic turntable maker.

The objective: to develop an arm whicn would
keep the stylus perpendicularly tangent to the
grooves. . .to each groove throughout the record,
because this is the way music is put on a record.

Garrard’s Zero 100 is the only automatic
turntable to attain this. It is done with an ingeniously
simple, but superbly engineered tone arm. Through
the use of an articulating auxiliary arm, with pre-
cision pivots, the angle of the cartridge continually
adjusts as it moves across the record.

The stylus is kept at a 90° tangent to the grooves. ..
and the cartridge provides the ultimate rDj
performance designed into it.

P.U.arm”

pivot—fixed

True tangent tracking geometry.
The Zero 100 tone arm.
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The results have been recorded by experts in
their reviews of the Zero 100. Some of them are
saying things about this instrument that have never
been said about an automatic turntable before.

—— Center line of
cartridge tangential
to record groove.

$19995

less base and cartridge

Dist. By British Industries Co.. A Division Ot Avnet. Inc.
Mtg By Plessey Ltd.
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They have confirmed that they can hear the
difference that Zero Tracking Error makes in
the sound, when the Zero 100 is tested against other
top model turntables, in otherwise identical systems.
Until now, we cannot recall any turntable feature
being credited with a direct audible effect on sound
reproduction. Usually that is reserved for the car-
tridge or other components in a sound system.

Zero Tracking Error is more than just a tech-
nical breakthrough. lt translates into significantly
truer reproduction, reduced distortion and longer
record life.

Once we had achieved Zero Tracking Error,
we made certain that the other features of this
turntable were equally advanced. The Zero 100 has
a combination of features you won’t find in any
other automatic turntable. These include variable
speed control; illuminated strobe; magnetic anti-
skating; viscous-damped cueing; 15° vertical track-
ing adjustment; the patented Garrard Synchro-Lab
synchronous motor; and our exclusive two-point
record support in automatic play.

The test reports by independent reviewers
make fascinating reading. You can have them, plus a
detailed 12-page brochure on the Zero 100.

Write today to British Industries Co., Dept.E33
Westbury, New York 11590.

GARRARD ZERO 100

The only automatic turntable with
Zero Tracking Error.
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IT SPEAKS
LOUDLYAND
CARRIES A
LITTLE STICK.

The Fisher 504 receiver, top model in
the new 2/4-channel convertible Studio
Standard series, speaks even louder than
its 4-channel power ratings (see table)
would lead you to believe.

With its four power amplifiers
“strapped” for 2-speuaker stereo at the
flick of a switch, it delivers 2 x 90
continuous (rms) watts into 8-ohm loads,
at any frequency from 20 to 20,000 Hz.
That's loud. (And clean.)

The little stick the 504 carries on its
front panel is the 4-channel Master
Balance Control. It operates exactly like
the pan pots on professional studio
consoles. Move 1t, say, toward left center
and that’s where the 4-channel sound
becomes louder. The overall volume level
is set by a separate slide control.

That, of course, is just a small example
of the 504's engineering sophistication. In
every respect, audio and RF, the 504

represents the latest thinking of Fisher

5 e Radio, the most experienced company in
l‘lsh.cr 504 Studio-Standard 4-Channel Receiver hieh fideli;K:‘High Fidelity magazine
Continuous called the 504 “the best value ina

SR LN R quadraphonic receiver” Some experts are

20 Hz 1 kH. 40/40/40/40 watts at 4 o} - . . = ) .
(notju;lHF ‘ ' b i inclined to believe it is Fisher’s all-time

music power!) 32/32/32/32 watts at 8 ohms showpiece.
4-channel _Atonly $529.95, that's quite an image
matrix decoder  SQ tolive up to. But the 504 has a way of

FM sensitivity convincing people who take the trouble to 2 e~
SIEIRsancand) k8 listen to itgarll)fl oI;)erate it for a few minutes. ﬂémfo QJM"/
Clall)t}lre radio And, best of all, the other Fisher Studio
(LEFayl mV) 12dB ] Standard receivers,irom $329.95 up, are
ool Dual-gate MOSFET with AGC equally advanced in concept and design.
FM input Up 103,000,000 uV (3 V) They speak only a ittle softer.
MPX decoder PLL (phase-locked loop) Fisher Radio, 11-40 45th Road, Dept.
SR-5, Long Island City, N.Y. 11101. 5

Fair trade prices where applicable
Prices slightly higher in the Far West and Southwest
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CDITORIALLY
SPEAKING

By WILLIAM ANDERSON

PLAY MELANCHOLY BABY

T HE real “generation gap” in the lives of people my age (I'm fifty) is, I think, that
period of suspended animation we call World War II: there seems to be a great
gulf separating almost everything that went on before then from what has gone on
since. Owing to my own four years of hibernation/estivation in the Army, I reached
our centers of cultural gravity only in the mid-Forties, too late to hear Sergei Rach-
maninoff, for example, in live concert. Rachmaninoff died in 1943, and, aural mem-
ory being both short and fickle, it is perhaps inevitable that we should now have lost
most of our sense of him as a performer. That faded image is all but invisible on the
other side of the gulf, and what we are left with on this side is another one entirely:
Rachmaninoff as composer.

He was both, of course. For twenty-five years before the war, music lovers thought
of him first not only as a pianist but, in the words of Walter Gieseking, as the greatest
pianist of his time. He was also something of a dinosaur, among the last representa-
tives (only Hofmann and Grainger outlasted him) of an illustrious line of com-
poser/ pianists stretching back down the years to Mozart. The roll of honor, even of
only those names that come quickly to mind, is impressive: Beethoven, Johann Ne-
pomuk (love that name) Hummel, John Field, Ignaz Moscheles, Chopin, Liszt,
Sigismond Thalberg, Adolph von Henselt, our own Louis Moreau Gottschalk, Anton
Rubinstein, Carl Tausig, Edvard Grieg, Moritz Moszkowski, Alexander Scriabin,
and, finally, Rachmaninoff. They were not just pianists, but composers, conductors,
and pedagogues as well. And though they were not all equally skilled in their various
offices, they were nonetheless eminent members of a cosmopolitan community of
musical gentlemen, friendly rivals rather than competitors when they were contem-
poraries, fatherly mentors and respectful students when they were not. When not
busy with their own music, they concocted improvisations, variations, fantaisies, and
transcriptions based on that of their peers, and they played everything. It was rather
like a prestigious international club, with talent its only entry requirement, the
world’s concert halls its meeting places, arenas in which the members played a
seemingly endless, almost ecstatic game of badminton with their musical ideas as
shuttlecocks.

It takes no great exercise of the imagination to see that all this must have been
terribly exciting for audiences of the time as well, nor any excess of sentimentality to
regret that the tradition is, for our time, quite dead. Qur modern virtuosos, if they are
to work up the chilly efficiency critics seem to require of them, have no time left—
even if they have the talent—for composing, conducting, or anything else. Too, when
every concert means putting a reputation on the line, little of it is likely to be wasted
on crowd-pleasing frivolities, Rachmaninoff was perhaps the last of the great vir-
tuosos who could afford such “waste”; he played all the respectable, obligatory
monuments of the literature—Brahms, Beethoven, Chopin—but he also played the
bon-bons his audience clamored for: a Tausig transcription, a Henselt étude, his own
C-sharp Minor Prelude.

With the able assistance of Gregor Benko of the International Piano Library, RCA
is just now assembling every recorded note of Rachmaninoff it can lay its hands on.
The whole will be issued this October: five three-disc sets that will include even
acoustical and film-soundtrack items. Rachmaninoff could get more out of a note
than some of the composers he played had put in, rather like the Romantic-era ac-
tress Helena Modjeska reducing an audience to tears by reciting the alphabet in
Polish. Therefore, though I am constitutionally opposed to most musical ancestor
worship, I will welcome these releases as jogs to our memories, rejuvenators of our
narrowed tastes, and, above all, the strongest of hints to our younger pianists that
they not be too proud to play Melancholy Baby when asked to.
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Separation of sound is a true test of a speaker system. employs a long excursion woofer and a tweeter with fantas-
And to put Marantz—or any speaker—to the test you should tic off-axis response. And Marantz offers you a wide selec-
listen to something you are already familiar with so tion of sizes. Each model for the money is truly the very A-1

HOT SHOT MOSTEST BEST.

However, keep this in mind.
Marantz speaker systems are
built by the makers of the most
respected stereo and 4-channel
equipment in the world. The
same quality that goes into
Marantz receivers and amplifiers
goes into the entire line of
Marantz speaker systems.

To find out how much better
they sound, listen. That's all we
ask. Listen.

i ¢ ¢ T - 3 o2 % 2 \ ¥V &
We sound better.

019_72 Marantz Co.. A subsidiary of Supers_cooe. Inc.: P O. Box 99 H. Sun Valley, Calif. 91352, In Europe: Marantz Int'l. S A Brussels, Belgium. In Canada: Electrohome, Ltd.. Ontario.
Prices and models subject to change without notice. Consuit the Yellow Pages for your nearest Marantz dealer. Send for free calalog

you'll be able to hear for yourself that it's
the speaker and not the recording that makes
the difference. Oh, what a difference
Marantz makes! What you thought
were two oboes are now clearly an
oboe and a flute and that barbershop
quartet...well, they're really a quintet.

Let's face it: ALL speakers claim
to be the very A-1 HOT SHOT
MQOSTEST BEST.

But the proof is in the listening.
And that's where Marantz speakers
come in. Each model is engineered to
handle a plethora of continuous RMS power and each

CIRCLE NOD. 43 ON READER SERVICE CARD



LETTERS TO THE EDITOR

The Dolby Establishment
® Re the Rodrigues Dolby cartoon in the
March issue of STEREO REVIEW: | guess we
are now part of the Establishment. Does that
mean | have to cut my hair? I wonder if the
FBI would be as interested in the Dolby sys-
tem if they knew that it was being used in
mainland China. Of course, this occurred af-
ter the President’s trip there, so | guess it’s all

nght after all.

MORLEY KAHN
V.P.& Mgr., U.S. Operations
Dolby Laboratories, Inc.
New York, N. Y.

Noel’s Neils
® Magazines are printed under the pressure
of a strict time schedule, and for this reason
they are entitled to a few mistakes. However,
the mistake in the March issue was so blatant
that | cannot let it go unnoticed. 1 refer, of
course, to Noel Coppage’s article “The Trou-
badour as Middle-Class Hero,” in which he
discussed the musical attributes of Neils
Young and Diamond and was dead serious!
DouG SCHARF
Des Plaines, 111

More Beatlemania
® My eyes fairly popped when | saw all the
material on the Beatles in the February issue.
In spite of what is said, most, if not nearly all,
of today’s young people couldn't care less
about anyone in the fantastic past of rock-
and-roll. 1 am fourteen and discovered the
Beatles last year when I saw 4 Hard Day's
Night. | feel genuinely sorry for what millions
of kids are missing, for the Beatles are still
rock-and-roll at its best, even ten years later.
We should never forget what four people ac-
complished —they changed our customs, our
music, even our clothes and hairstyles. The
force and the incredible melody lines of the
many Beatles songs should be revived —and
quickly! Do it now, before rock dissolves into
folk-pop for good!
Maybe Lillian Roxon said it best: “Why not
a Beatles museum in Times Square?” Please
help bring them back, them and the whole
marvelous era. Hurry!
KATHY EVERS
Dunwoody, Ga.

® My response to the Beatles tribute that
appeared in the February issue of STEREO RE-

8

VIEW: Finally! 1 don’t know if anyone else
will bother, but I would like at least to thank
you for the effort.

It’s hard to sum up how I feel about the arti-
cle (being written by nine different writers
makes it difficuit to single out any particular
theme), but in general | was disappointed with
it. First, it contained some misinformation.
There is not any kind of an upsurge in four-
teen-year-old Beatlemaniacs who are interest-
ed only in the early Beatles as Lillian Roxon
stated. And then there were the outright scan-
dalous opinions of Lester Bangs. However, |
found some very honest and complimentary
ideas expressed about our beloved Beatles for
which I'm truly grateful. And 1 would also
like to thank David Chestnutt and the art staff
for beautifying the tribute with the art work
and photos.

There was an overall tone of finality pre-
dominating over much of the Beatles tribute
and editor’s note. The group was regarded as
a past phenomenon lying stashed in some-
where between Elvis and Rod Stewart in the
scrapbook of rock history. 1 would like 1o re-
mind you that John Lennon, George Harrison,
Paul McCartney, and Ringo Starr are still
alive and thrilling us persistent Beatlemaniacs.
Maybe all things must pass, but it’s never the
end as long as there’s a heart left to smg And
believe me, our hearts are still singing .
yeah, yeah, yeah!

ALLEN SEAL
Gretna, La.

Yeah, but they're not writing songs like that
anymore.

Speaker Dispersion

® [ strongly object to Julian Hirsch’s state-
ments in a February speaker review in which
he claimed that: ** . . . the unique sound char-
acter of a very wide-dispersion speaker can be
heard by anyone, under almost any circum-
stances. In our judgment, wide dispersion at
all frequencies is the major factor separating
an excellent speaker from a merely good
one.”

I think it only fair for your readers to know
that there is a whole body of opinion directly
contra. John Crabbe, editor of the British Hi-
Fi News & Record Review, has written exten-
sively (“In All Directions,” Hi-Fi News,
April 1971) of just how omni loudspeakers do
not represent good stereophony or good

sound reproduction. | am not the only Ameri-

can contra—the entire sound reinforcement

industry in the U.S. believes in directional

sound for maximum transmission of the origi-

nal program—and they can make a very con-
vincing case.

IRVING M. FRIED

IMF Products

Philadelphia, Pa.

Technical Editor Larry Klein replies: We
were fully aware when we published Julian
Hirsch’s comments that there is some contro-
versy about the desirability of extra-wide dis-
persion in loudspeakers. And Julian did ac-
knowledge its existence, perhaps loo oblique-
Iy, by his *“In our judgment . . . " phrase.
Since some readers may have missed the
point, we are pleased to huve Mr. Fried rein-
force it.

However, my ears agree with Julian’s as 10
the virtues of very wide dispersion. The ques-
tion of the reul advantage of a speaker with a
360-degree radiation over one that radiates
over un angle of 180 degrees is still open, but
there is no doubt in our minds thar 180-degree
horizontal dispersion, at least, is desirable.

With reference to the Hi-Fi News argu-
ment, I hesitate to approach the question sim-
ply on the basis of theory alone. Whatever the
directional properties of the live performance,
the original sound is forced into the Procrus-
tean bed of perhaps a dozen microphones
with various pickup patterns, and then a vari-
ety of phase-shifting devices such as mixers
and compressors. If the music that wltimately
emerges in our homes almost always sounds
better with speakers that have extra-wide-dis-
persion characteristics, I do not question it —1
Just rejoice that such speakers are available.
Furthermore, I suspect that much of the neg-
ative attitude of our British friends derives
Sfrom their exposure to wide-dispersion speak-
ers that are simply not good sound reprodu-
cers in other respects.

Two other points should be made. Multi-
directional or very wide-dispersion speakers,
since they produce a much higher ratio of re-
Aected to direct sound in a normal room, are
necessarily more sensitive to room acoustics
and placement. And the preference of the
sound-reinforcement industry for directional
speakers relates directly to this fuct. The
problem of reinforcement is how ro get an
even distribution of sound to all parts of a
lurge auditorium. The engineers need efficient
speakers that can be “aimed’ at the specific
areas to be covered. A speuker that is de-
signed to bounce a large part of its output off
nearby walls simply isn’t going 10 make it
when there aren't nearby walls to bounce on.
Our view is that when you need to “focus"
sound in specific areas and want to exclude
reverberant effects, use directional speakers.
1f you want the most satisfying simulation of
reality in the home, use wide-dispersion types.

Buddy Holly

® [ have no quarrel with Noel Coppage’s
personal opinions when they are based on
fact, but his review of Buddy Holly's album
“A Rock and Roll Collectian” which ap-
peared in the February issue was an example
of what ignorance of subject matter will ac-
complish. The album itself is not remarkable
except for three instances: the cut Listen to
Me has been enhanced by the “‘stereo” effect
and now possesses a dreamy, ethereal quality
that fits its mood; Peggy Sue Got Married is

(Continued on puge 12)
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The soundest words you'll ever see for
B U S | N E S S R E P L Y M A | L the best sounds you'll ever hear are all
in the 1973 Stereo Directory & Buying
NO POSTAGE NECESSARY IF MAILED IN THE UNITED STATES Guide. All the latest information on
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Channel Components « Amplifiers -« [
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CLINTON, IOWA 52732 PLUS—FEATURE ARTICLES: A Shoppers Guide To Stereo . . .

A Report in 4-Channe! Trends.

The Directory tells you what to look for, what to avoid, how
L I—— ———— to decide what's best for you at a price you can afford. Now
you can know what you want before you visit the dealer. . .
and what to listen for when you get there.

1973 TAPE
RECORDER GUIDE —
Winter Edition

The age of quadrasonics has arrived
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The New KENWOOD Receivers
are More Professional than Ever!

Three elegant new models give you a choice of power
and sophistication—all with advanced

new circuitry, tough new
materials, and top professional
features that make the

choice difficult indeed!

# xenwooo

KR-3200...140-Watt (IHP)
FM/2M Sterec Receiver

KR-6200...240-Watt (IHF)
FM/AM Stereo Receiver

KR-7200...260-Watt {ItF)
FM /Al Stereo Receiver

Basic to all three new receivers is KENWOOD’s advanced

engineering which gives you direct coupling for exceptionally flat response throughout

the audio spectrum; exclusive dual protection circuit; new NPN and PNP silicon low-noise transistors for

quiet performance; KENWOOD’s newly-developed DSD circuitry in the MPX stage for improved stereo separation;
and a host of convenience features, such as the 2-system tape facility, provision for three sets of stereo
speakers, and a new linear FM dial scale. That’s for startars! Check the specs, check the performance, and
choose the new KENWOOD receiver with the professional features right for you!

TUNER SECTION AMPLIFIER SECTICN
KR-7200 KR-6200 KR-5220 KR-7200 £XR-6200 Q-SZOO
FM Sensitivity 1.6 uv 1.7 uV 1.8 uV Continuous Power
S/N Ratio 68 dB 66 dB 65 dB Both Channels
Capture Ratio 1.5 dB 1.5dB 2.0d8B Driven @ 8 ohms
Selectivity 75 dB 65 dB 60 dB from 20-20k Hz 55 W/Ch 45 W/Ch 30 w/Ch
Stereo Sep. @ 1k Hz | 40 dB 40 dB 40 dB THD & IM (@ rated
Front End I FET,4 Gang | 2 FET, 4 Gang| 2 FET, 4 Gang output) 0.5% 0.5% 05%
IF Stage 1C/3 Mech. 1C /3 Mech, 1IC/3 Mech. Freq. Resp. ( + 2 dB) | 20-40k Hz2 2040k Hz 20-40k Hz
Fitr. Fitr. Fitr. Power Bandwidth 10-30k Hz 13 30k Hz 17-30k Hz
AM Sensitivity 15 uVv 15 gV 15 uV Controls Tripie Tone Triple Tone Phono, 2 Aux
‘Mike Mix’ Phaneo, 2 Aux
2 Phono, 2 Aux

— . 0 the suund appreach te quality
For complete specifications, visit your

nearest KENWOOD Dealer, or write.... @ KENWOOD

15777 So. Broadway, Gardena, Calif. 90248 w 72-02 Flfty-first Ave., Woodside, N.Y. 11377
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the later version produced by Norman Petty
with background accompaniment by the Fire-
balls —anyone who has heard the song before
is in for a surprise if he heard the posthumous-
ly released version with background music by
Dick Hansen; Love’s Made a Fool of You is
interesting because it is not by Buddy, but by
the Crickets (or the remains of them), and was
released on the album “In Style with the
Crickets” put out after Holly’s death. The
rest of the album is simply by Buddy Holly,
which is fine all by itself.

Mr. Coppage contends that *“What made
[Holly] stand so tall . . . was the fact that he
was surrounded by dwarfs of rock-and-roll.”
Talent is talent and Holly had an abundance
of it. His rise in 1957 was made in the midst of
such giants of early rock as Jerry Lee Lewis,
Elvis Presley, Little Richard, Chuck Berry,
and many, many others. Holly’s talent assert-
ed itself then and has maintained itself over
the years. A little research would have shown
that Mr. Coppage’s contention that Holly
“had a knack for stringing together catchy
singles — often on tunes other people had writ-
ten” is completely misleading. Of the thirty-
four songs released as singles by Holly from
1956 to 1969, including three singles released
after his death, nineteen were written by Hol-
ly (five solely by himself, the rest with others),
eight were written by members of his group
the Crickets or his recording manager Nor-
man Petty, and only seven were written by
others. The only song which was a real suc-
cess and not written by Holly or his group
was It Doesn't Matter Anymore by Paul
Anka.

When Mr. Coppage states that Holly
“made a great deal of hay with the uh-oh
gimmick which someone else invented,” is he
implying that because Holly is not the ac-
knowledged inventor of the technique this
makes his use of it less effective? Does the
fact that someone else invented the electric
guitar in any way diminish the quality of
George Harrison’s or Eric Clapton’s work
with it? Are Dave Brubeck, Buddy Rich, or
Erroll Gurner any less talented or proficient
because they did not create the instruments
they use?

As for the remark about Holly’s *‘tran-
scending importance,” | leave the decisions to
rest on two things —those who have attested
their allegiance to Holly and his style, such as
Don McClean, the Beatles, and Bob Dylan,
and those who have considered Holly’s songs
of enough worth to record cover versions of
them, including the Rolling Stones, John
Denver, and Peterand Gordon.

Buddy Holly was immensely talented, and
I'm afraid Noel Coppage is grossly unin-
formed about him and has little or no qualifi-
cation for discussing his music.

WirLiaM F. BAUERNFEIND
Des Plaines, Ill.

Mr. Coppage replies: “I am, of course,
shocked and dismuyed thar anyone would
even dream of implying that | don’t know
everything about everything. But | do detect
perhaps a crack in the veneer of my sophisti-
cation. 1t's those damned statistics: | just
can’t arrange them with true creativity, when
vou get right down to the nub. If a man re-
cords thirty-four songs and it turns out he
wrote five of them ‘solely by himself’ and
wrote half, more or less, of fourteen others, 1
Jjust don't see how I can statistically prove he
was any great shakes as a songwriter. Being
cursed with such a weakness in the math area,

12

I was admirtedly unequipped 10 underiake the
research project Mr. Bauernfeind seems to be
saying is necessary hefore anyone can truly
give Buddy Holly a fair hearing. Being gross-
Iy misinformed where | should have been
grossly informed, I had to fall back on listen-
ing carefully to whar Buddv Holly sounded
like. Incredible thing 10 do 1o u Buddy Holty
record, | suppose. But sometimes you just get
caught short and have to improvise.’

Schlagoper

® Of special interest to me in the February
issue was the report by Aram Bakshian on
Viennese operetta (“Schlagoper”). At the
present time | can recall only one previous
article on Lehar and Tauber, which I believe
George Jellinek wrote for STEREO REVIEW
SOMe years ago.

Mr. Bakshian’s article was extremely help-
ful, presenting to the reader an appreciative
glimpse of a theatrical form not usually avail-
able to us here in the United States. 1 am only

In Vienna in Januarv: George Jellinek,
Robert Stolz, Hedy Jellinek, and Einzi Stolz.

sorry that the article wasn’t more extensive.
A supplementary list of operetta recordings,
especially imports that are available here,
would be welcomed by those readers who
wish to enlarge their operetta collections.

While there has been much debate as to
Robert Stoiz’s true birthdate, it certainly was
not 1892, as stated. Stolz would have been
thirteen when he conducted the record-
breaking Merry Widow if this date were cor-
rect. Mr. Bakshian and readers might be inter-
ested to learn that a photograph of Stolz’s
birth record, in Robert Stolz, Melodie eines
Lebens, a biography by Wolf-Dietrich
Brimmel and Fredrich van Booth, shows an
August 25, 1880 designation. It is my under-
standing that up to the end of 1972, Professor
Stolz, age ninety-two, was still conducting
and making recordings. Indefatigable'

Many of Stolz’s recordings are still avail-
able on Eurodisc-Ariola (obtainable through
Bremen House, Inc., 218 East 86th Street.
New York, N.Y.) and on EMI-Odeon releas-
es (Peters International, Inc., via local deal-
ers). The Eurodisc-Ariola company has an ex-
tensive operetta catalog —over thirty releases.
Stolz himself conducted more than twenty of
them, including eight discs devoted to ex-
cerpts from his own operettas.

Davip L. SEAVEY
York, Pa.

Mr. Seavey is correct in his birthdate infor-
mation on Robert Stolz. And Contributing
Editor George Jellinek visited Stolz in Vienna

in January and reports that he is indeed inde-
fatigable, having recenily finished rerecord-
ing several landmarks of the Schlagoper rradi-
tion. Mr. Bakshian confined himself 1o readily
available items in his discographical asides. A
more complete discography could be drawn
up, bhut it would be heavily weighted on the
side of imports, and the raising up of appe-
tites that can be satisfied only with grear diffi-
culty is a no-no in our hook.

Two Views of Chicago

® This letter is in honest rebuttal to Joel
Vance’s review of “Chicago V” in the Febru-
ary issue of STEREO REVIEW. [t is a shame
that such a vault of talent as Chicago should
be so scornfully humiliated by the reviewer of
a magazine of such high caliber.

Chicago is an American band which tried to
eliminate the tradition of three guitarists and a
drummer by adding a horn section to put a lit-
tle swing in the shallow places of rock. They
broke the boundaries between rock and jazz,
smoothly interweaving the two with amazing
success. With superb songwriting, tight ar-
rangements, and outstanding musicianship
they managed to take the title of Number One
Small Combo, and their album was so hon-
ored in a poll taken by a national magazine.

Finally, there are t/iree lead vocalists, not
one as Mr. Vance stated. They are Terry
Kath, Robert Lamm, and Pete Cetera—and
Pete has one of the most original voices in
American music. None of these boys sound
anything like the atrocity of David Clayton-
Thomas. Not enough people realize what
influence Chicago has had on rock music.

Rocco ROBERT P1zzoLLO
Freehold, N .J.

® Since Chicago emerged as a music entre-
preneur’s dream several years ago, | have had
a running battle with my husband and his sib-
lings as to their musical talents. Yes, they are
accomplished musicians! Yes, Robert Lamm
is talented! I, too. have head-scratched,
hummmmmed, and sought an apt description
of my feelings about Chicago. Now Joel
Vance has given me the answer. Yes, rhey
hore me also. But more than anything their
music and ‘“‘preachy-lyric rock™ drive me
screaming from the house.

I hope they will soon go the way of many
avant-garde groups. Then my husband can
buy their recordings for one dollar at the local
discount store.

BARBARA MARS
Racine, Wis.

El Senor Teddy Bear
® | was amused by Placido Domingo’s hare-
brained comments as they appeared in the
February issue. Sr. Domingo might buy all of
RCA's extravagant publicity about his super-
human qualities, and not give a damn about
the so-called ““Golden Age,”” when canto was
truly bel. And, indeed, he would not be the
first tenor to stake all, or most, of his claims to
fame on a “B-natural I can really hit—strong
and with volume.” In fact, scores of such
plebeian fruit-vendors have been made quite
wealthy by simpletons who really believe that
“high notes and applause’” are *“the stuff that
makes Italian opera unique. . . .”” The truth
as | see it, though, is that the Noble Art of
Fine Singing consists of lofty achievements
won through very hard and rigorous school-
ing, and Domingo is still a kindergartner.

The “easy life” Domingo speaks of is, |

(Continued on page 14)
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The best time to upgrade
your component system
is before you buy it.

If you're a typical reader of this
magazine, you most likely have a sizeable
investment in a component system. So our
advice about upgrading might come a little late.

What you might have overlooked,
however, is the fact that your records are the
costliest and most fragile component of all. As

wellas the only one you will continue to invest in.

And since your turntable is the only
component that handles these valuable records,
advice about upgrading your turntable is better
late than never.

Any compromise here will be costly.

And permanent. Because there is just no way
to improve a damaged record.

If the stylus cant respond accurately and
sensitively to the rapidly changing contours of
the groove walls, especially the hazardous
peaks and valleys of the high frequencies,
there's trouble: Any curve the stylus can't
negotiate, it may lop off. And with those liftle
bits of vinyl go the high notes and part of
your investment.

If the record doesn't rotate at precisely
the correct speed, musical pitch will be
distorted. No amplifier tone controls zan
correct this distortion.

Duol 1214, $109.50

Duol 1218, $169.50

If the motor isn't quiet and free of
vibration, an annoying rumble will accompany
the music. You can get rid of rumble by using
the bass control, but only at the expense of
the bass you want fo hear.

Experienced component owners know
all this. Which is why so many of them,
especially record reviewers and other music
experts, won't play their records on anything
but a Dual. From the first play on.

Nowy, if you'd 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 telling you what to look for in
record playing equipment. Whether you're
upgrading or not.

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

You'll find Dual automatic turntables
priced from $109.50 to $225.00. That may be
more than you spent on your present turntable,
or more than you were intending to spend on
your next one.

But think of it this way. It will be a long,
long time before you'll need fo upgrade your
Dual.

Dual 12155, $125.00

Dual 1229, $225.00

United Audio Products, Inc., 120 So. Columbus Ave., Mt. Vernon, N.Y. 10553

Exclusive U.S. Distribution Agency for Duol
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Maxell’s UD cassette now
contains an amazing
new nonabrasive

dirt-fighting ingredient:

It doesn’t rub asit scrubs
as it cleans.

We wanted to make some really big
improvements to our Ultra Dynamic cas-
sette. But there just weren't any big im-
provements left to make. So we made a
lot of little improvements.

Amazing new miracle ingredient
fights dirt fast !!!

The first five seconds of our new
cassette is a head-cleaner. And what's
amazing, new and miraculous about it is
thatit doesn't rub as it scrubs as it cleans.
Becauseit'snonabrasive. Soitkeeps your
tape heads clean without wearing them
down.

An improvement you can see

but can’t hear.

But the head-cleaner is also a tim-
ing leader. And weve marked the place
where it starts so you'll always know ex-
actly where you are.

More hertzes.

We've also improved our tape. We've
increased the Hz to 22,000 Hz so you
get even higher highs. The signal-to-
noise ratio’'s now 8dB more than ordinary
cassettes—which means you get less
noise and cleaner sound. And the dy-
namic range is wider so you can turn the
sound up loud enough to disturb the

neighbors without worrying about dis-
tortion.
Little pad finally gets grip on self.

The pressure pads of other cassettes
are kept in place with glue—or rather
aren't kept in place with glue. So we've
designed a little metal frame that holds
the pad in a grip of steel. With the resuit
that you don't need to worry about signal
fluctuations and toss of response any
more.

Ournewlong-playing cassetteis shorter.

Our new UD C-46 is twenty-three
minutes per side. Which very conven-
iently just happens to be the approximate
playing time of your average long-play-
ing record. (Our other cassettes are 60,
90 and 120.)

And that's our new improved Ultra
Dynamic cassette. And its ultra dynamic
new improvements.

axell.

The answer to all your tape needs.
Maxell Corporation of America, 501 Fifth Avenue, New York, New York 10017
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think, that of some contemporary singers who
are “aloud” (humble apologies for the second-
rate pun) to ask for four-figure checks as
emolument for making a shambles out of
phrasing and getting by the less demanding
public purely on voices of a passably nice
sheen. Domingo’s attitude on falsetto, in fact,
reflects the vapid, cavalier ignorance of many

| of today's singers concerning the vast techni-

|

co-stylistic world of the rempo rubato, the
messa di voce, the filatura, rinforzamenti,
smorzatura, gorgheggi, acciaccatura, im-
provisation in general, and singing su/ faro
In snezza or soito voce.

Falsetto singing above the stave, as prac-
ticed by the Rossinians and their predeces-
sors, was not the hooty croak that might be
emitted by some of our modern nightingales,
but a complicated. hard-to-achieve way of
singing in a quaint head-tone which is called
voix mixte. This is a strange and velvety sound
that can be heard in some of Caruso's record-
ings (Fausi, Aida, Regina di Saba. Cavalleria
Rusticana). Nicolai Gedda brought it off
quite superbly in a recent, blood-chilling re-
cording of an aria from Glinka's 4 Life for the
Tsar (the middle section, with a gorgeous
falsetto high-D to boot). Such beautiful sound
would not only nor be “laughed off stage,” but
would benefit the monochromatic singing of
some modern tenors. As can be heard every
time Carlo Bergonzi caps “‘Celesre Aida”
with a soft, floated. beautifully managed final
note (a note that most tenorlings produce as
if the Sphinx had just stepped on their toes)
the intelligent part of the audience usually
stamps its approval of this wonderful effect.
(It is an effect that Verdi intended, for he
marked the note “‘pianissimo, morendo.”
Most underschooled tenors change it, despite
the fact that Verdi may be expected to know a
little more about it than they do.)

I am not a nostalgic old die-hard —1 am
twenty years old, five years younger than
the LP. But, for anyone who cares to listen.
there is ample proof in historical recordings
for a perceptive person to hear that, whether
the likes of our jet-age warblers “'give a damn
and believe it” or not, there were singers who
could do anything—including much that
Domingo can’t. Who today can approach any-
thing like the gossamer. transparent glory of
Giuseppe Anselmi's lyric flow? Or the vir-
tuosic. coruscating agility and aristocratic
élan of Fernando de Lucia’s? Or the lean and
witty enchantment of Edmond Clément’s
singing, or Alessandro Bonci's astonishing
dynamic control and the perfectly balanced
grace of his phrasing? Does anybody have the
shimmering, heroic brilliance of an Escalais or
a Lauri-Volpi? Who can **whisper” out a song
in phrases of quiet, poetic expressivity as Tito
Schipa did, creating a moment of magical
beauty, always sought but seldom found?
No, Sefior Teddy Bear. the “excitement” is
certainly nor “‘the savage approach.” Hasta
la vista, Superstar. Go back to school.

EDUARDO DE TELLO Y ROSALES
Queens, N. Y.

The Editor replies: “Mr. Rosales has evi-
demily learned a lot in his nventy vears, but
one would hope that he is not so frozen into
youthful intransigence that he cannor realize
that he is in possession of only half the truth,
thar both he and Placido Domingo are right
about opera. He puts his own finger on the
hearr of the matter: it is, indeed, the ‘intelli-
gent’ part of the audience for whom all that
(Continued on puge 16)
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The Kleen Machine.

Records and dust.

If you enjoy one, must you suffer the
other?

Not with the new Bib Groov-Kleen.

Groov-Kleen is the most effective
method yet devised for removing the

dust and dirt that accumulate on rec-
ord surfaces.

Simple to use and install, Groov-
Kleen reduces record and stylus wear
and improves reproduction without the
use of any groove fouling liquids.

Handsomely crafted in chrome and
aluminum with black accents, Groov-
Kleen has a built-in arm rest and an ad-
justable counterweight to reduce drag
and minimize speed variations.

The Kleen Machine is only one of
many quality phono and tape acces-
sories from Bib.

See them at your dealer now.

ltalian vocabulary of the larynx and the neth-
er bodily regions was invented, and it is for all
those Mr. Rosales unkindly calls the ‘simple-
tons' —by far the larger part of the audience,
by the way—that the high-note stunts and the
lung-busting volume are produced. Mr. Do-
mingo is. after all, a toreador of the world’s
opera stages, an experienced performer who
knows whereof he speaks; Mr. Rosales, in his
rwenty years, cannot well have heard as many
operas as Mr. Domingo has performed in,
and Domingo’s opinions of the audiences he
has encountered around the world simply
have to be listened to. It mav be true that we
are not living in one of opera’s ‘golden
ages. It may also be true that the Golden Age
was not redally all that golden for those who
actually lived in it. That miniscule part of the
total opera audience that embraces aficiona-
dos, connoisseurs, buffs, and critics has cre-
ated a truly formidable arsenal of language to
describe what they hear and, presumably.
how they believe those things thev hear are
executed. But all such description is well after
the fuct of the actual singing, and the artists
themselves (quite recently Joan Sutherland
and Marilyn Horne, for example) are always
the first 1o tell us that what they do ‘just
comes naturally.” Who knows but that some
SJuture operaphile, poring over the collected
‘Art of Placido Domingo.' will not discover
in his voice some as yet unclassified stroke of
vocal technique which will require a new
French, Italian. or even Spanish appellation
(perhiaps golpe de osito?). That same opera-
phile will then doubtless turn right around and
curse the decaved vocal art of his auge that

cannot produce another Domingo. A puir of
Sinal cautions: we can continue 1o regard old
recordings as evidence, but not as proaof, of
what actually went on in Golden Age opera
houses; and the kind of singing offered todayv
is certainly affected not only by the audience's
expectations but by the enormous houses they
hear their operas in.

Revox Corporation, 155 Michael Drive, Syosset, N.Y. 11791
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BIDIRECTIONAL The Compleat Stereo Review
RECDRDING o 3 ‘ ; ® In the February “Letters™ column, a fel-
£ low from Philadelphia wrote to ask how he
could sell his issues of STEREO REVIEW from
July 1963. 1 cannot imagine what prompted
him to make this decision. 1 think enough of
your publication to go to the expense of bind-
ing my copies. My trouble is that my collec-
tion begins with Volume 6, 1961. Would any-
one sell me the first five volumes?
ROBERT G. GENNETT
Saam Road, R.D. #1
\ Milford, N.J. 08848

Paganini Themes
® In his Basic Repertoire feature in the Jan-
uary issue of STEREO REVIEw, Martin Book-
span discusses Rachmaninoff's Rhapsody on
a Theme of Paganini, saying, among other
things, that the theme of Paganini ‘*had earlier
served Liszt, Schumann, and Brahms as the
subject of variations.” Mr. Bookspan is quite
right about Liszt and Brahms, but mistaken
about Schumann. Though Schumann wrote
variations on several themes by Paganini, this
one in A Minor was not one of them. The
theme /ias been used. however, by Witold
Lutoslawski for variations for two pianos, and
by Boris Blacher for orchestral variations.
MURRAY BAYLOR

Dokofder introduces a

revolutionary new tape deck

with space-age engineering. Six heads provide Bi-Directional

Record and Playback. Automatic Reverse/Repeat Playback add relax-and-enjoy
convenience. And for the ultimate in computerized luxury, a Fast Sensor Meghanism
lets you program the unit to automatically locate and piay any selection instantly.
To enjoy its extraordinary performance, ask to see the 9100 at your Hi Fi Dealer’s.

Other Professional Féfatures: Bias Control « Built-in Head Demagnitizer « 3 Motors «
MBD Heads  And much more ® Galesburg, 11l.

Myr. Bookspan replies: “‘l stand corrected.
My thanks 1o reader Baylor.

b OkOl“d er |nc@ 11264 Playa Court, Culver City, Calif. 90230
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With PE,
West German precision
begins at $89.95.

When the new PE 3000 series was
introduced last September, a new concept was
introduced at the same time: A fine precision
turntable for well under $100.

Since then, thousands
of price-conscious music
lovers have experienced
the enjoyment of playing
their records on a well
designed precision
turntable: A turntable
with the costly materials,
fine engineering, and careful manufacturing
you've come to expect only from the
Black Forest craftsmen of West Germany.

And what’s even more satisfying is the
fact the PE turntables are priced at only
a little more than ordinary g
changers, yet have
quality ’
features
associated
only with
much higher
priced turntables.

For example, PE 3060, 5169.95
the $89.95 PE 3012 has: a variable speed control
that lets you match record pitch to live instruments
and compensate for off-pitch records; a cue control
viscous-damped in both directions so the tonearm
rises and descends with gentle smoothness; and a
single-play spindle that rotates with the platter
instead of sitting loosely in the shaft where it can
bind and cause eccentric wear.

PE

No other turntable at or near $89.95 has
any of these features. And no other turntable,

even those priced at well over $100, has PE’s

exclusive fail-safe feature which protects the
stylus by preventing the tonearm from
descending to the platter unless there’s
arecorcd on it.
For those who want further
refinements and who are prepared to
spend over $100 to get them, there are
two other PE models to choose from.
The 3015 at $129.95

which has a rack-
¥ and-pinion

counterbalance,

anti-skating
synchronized with
tracking pressure
and a dynamically
balanced nonferrous
platter. Or the 3060 at
$169.95, which has a gimbal-mounted tonearm,
synchronous motor, two-scale anti-skating and
vertical tracking angle adjustment.

Of course, we don’t know if the 3012 has
everything you want, or if you would prefer the
additional features and refinements of the 3015
or even the 3060. To help you decide, we'll be
pleased to send you our new brochure. Just
circle the number at the bottom of this page.

The new PE

Precision for under $100

PE 3015. $129.95

Impro Industries, Inc., 120 Hartford Ave., Mount Vernon, New York 10553
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Start
someone

ol a pipe
todgyp

(Why not yourself)

Imperial

YELLO-BOLE-
Honey-Caked Pipes

No breaking-in. Unique, real-
honey- caked bowils give you mild,
flavorful smoke from the first
pipeful. If you're not completely
satisfied, return pipe with

sales slip and we’ll refund your
purchase price. $2.50 to $6.95

KAYWOODIE:

Custom Crafted Pipes

World’s finest hand-
selected briar. Aged
and cured as only
Kaywoodie knows how.
Hand-shaped, hand-
worked to look as good
as they smoke. Drink-
less fitment condenses
moisture, traps tars.
$6.95 to $100.

New Relief
Grain Custom
Cut $9.95

For free folders and pipe smoking tips write
S. M.Frank & Co., Inc,N. Y,N. Y. 10022 Dept.S5
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BOOKS RECEIVED

. Compiled by
Louise Gooch Boundas

® A Little Schubert, by M. B. Goffstein.
Harper & Row, New York. 1972, $3.95, un-
paged.

A few simple words, almost as many de-
lightful drawings, and a miniature 33Ys rpm
disc add up to a pleasant introduction to
Franz Schubert for a child — or for anyone, for
that matter. Ms. Goffstein, who is responsible
for the words and the drawings, is an experi-
enced children’s author and illustrator; her
husband, pianist Peter Schaaf, recorded the
five *Noble Waltzes” that are included. The
book and the music are charming, unpreten-
tious, and unintimidating.

® TommyandJimmy: The Dorsey Years, by
Herb Sanford. with an introduction by Bing
Crosby. Arlington House, New Rochelle,
N.Y., 1972, $8.95, 305 pp.

The Dorsey brothers’ careers extended into
four decades, decades that saw the rise and
fall of the big bands. This collection of photo-
graphs and anecdotes about the brothers and
their associates is a gossipy account of their
ins and outs with each other, with the musi-
cians who worked with them, and with the
public. An appendix listing some of the musi-
cians, singers, and arrangers connected with
the Dorsey bands reads like a Who's Who of
jazz.

® Grund Opera: The Story of the World's
Leading Opera Houses and Personalities,
edited by Anthony Gishford, with an intro-
duction by Benjamin Britten. Viking. New
York, 1972,$14.95,272 pp.

This is a beautifully produced book, worthy
of its subject. Anthony Gishford has collabo-
rated with five other writers on opera to de-
scribe the great opera houses. the great per-
formances, and, not least, the great perform-
ers of twelve nations. There are sixteen pages
of color illustrations and one hundred thirty
black and white illustrations. One quibble: the
illustrations are so beautiful that 1 would have
liked to see more of them in color - particu-
larly the photographs of the interiors and the
sets. But then, | suppose. an opera book as
extravagant as its subject could not be as rea-
sonably priced as this one is.

® The TRUE Sound of Music, A Practical
Guide to Sound Equipment for the Home, by
Hans Fantel. Dutton, New York, 1973,
$7.95, 237 pp.

This book is one of the most useful intro-
ductions to its subject now around —as well it
might be: Mr. Fantel is a former STEREO RE-
view staff member, and a good part of his
book is drawn from the Audio Basics column
of which he was the proprietor for a number
of years. lllustrated with photographs and
diagrams.

® Black Music of Two Worlds, by John
Storm Roberts. Praeger., New York, 1972,
$10.00, 286 pp.

This book is intended as an appreciation
of and introduction to Afro-American music
in its many manifestations. The book is di-
vided into two sections: the first deals with
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African music and the changes and modifica-
tions it underwent in the New World; the
second treats black music of the Americas
and the Caribbean. Also included are a se-
lected bibliography, a discography, and a
series of photos.

® A Gilbert & Sullivan Dictionary, compiled
by George E. Dunn. Da Capo Press, New
York, 1971, $7.95. 175 pp.

Of interest to both amateur players and
Gilbert & Sullivan enthusiasts, this reprint of
a 1936 book contains meanings of Savoyard
words and phrases, places and incidents, and
translations of foreign and colloquial words;
in addition it gives information concerning
the original productions of the operas.

® The Music of India, by Peggy Holroyde.
Praeger, New York, 1972, $8.95, 290 pp.
Miss Holroyde has designed this book as
an introduction to Indian music on more than
Just the musical level. She explores the philo-
sophical, religious, and cultural environments
in which the music was developed, and con-
trasts this with Western ideals. There is also
a discussion of Indian musical forms and tech-
nique. One of the popularizers of Indian mu-
sic, Ravi Shankar, who is himself a well-
known sitarist, has written a brief foreword,
and the glossary of terms is very helpful.

® The Glory of the Violin, by Joseph Wechs-
berg. Viking, New York, 1972, $8.95, 314 pp.

Joseph Wechsberg, it turns out, is not only
a journalist who writes books, memoirs, and
“‘appreciations” for The New Yorker and
Gourmet, he is also a musician, having stud-
ied at the Vienna Academy of Music. In this
book, a tribute to his instrument, he traces the
history of the violin and recounts stories
about famous violin makers, violin collectors,
violins, and virtuosos. And if you're in the
market for a Stradivarius or a Guarnerius,
you might find the section on violins as big
business particularly interesting.

® Mikis Theodorakis: Music and Social
Change, by George Giannaris. Praeger, New
York, 1972, $8.95,322 pp.

As its subtitle indicates, this is no mere bi-
ography of the man who composed the scores
for Zorba the Greek and Z. Theodorakis is a
political activist, to be sure, but his quarrel
with his country’s government should not be
allowed to obscure his musical contribu-
tions — in theory and composition — which are
discussed here in detail. His theories about
the evolution of Greek music, for example,
are fascinating. Theodorakis himself wrote
the book’s foreword.

® Music of Latin America, by Nicolas Slo-
nimsky. Da Capo Press, New York, 1972,
$12.50, 374 pp.

One of the softest percussion instruments
of all is used by the Indians of Venezuela.
who call it the Culo-en-tierra (buttocks-in-
the-ground). . . . In 1914 a New York doctor
described the appearance of a new disease,
*“tango foot™ (in that same year, a man writing
to the New York 7imes swore by the tango as
a cure for indigestion).

These are samples of the lighter bits to be
gleaned from this reprint of a book originally
published in 1945, now reissued with a new
foreword and addenda by the author. It is a
highly informative, well-organized survey of
the music of twenty Latin American nations
and it is entertaining as well.
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il you are
serious about

musie

se the (ape
ol the pro.
TDR

i Wken it comes tc tape, do like the pros
B do — use TDK.

TDK, rerowned 2mong artists and
produce-s th2 wzrld over for unmatched
purity ard fid= i‘e, gives you greater
dynamic range end maximum outptt
levels far “rea life” sound.

) o TDK offers the widest choic2 of
) formulazions end lengths in cassetizs,
8+4rack cartr cges amd oper-re2l tape.

i ™ If you're into music, use the tape that’s

BRaa o \ in with the prcs — TDK.
N

L

"« Make recordings |l'ke a pro. Ge: TDK's Better R2-
cording Kt FREE when you tuy any 5 TDK
cassettes:

‘ ® Free "“Gu:d2 to Batter Fecordings”

. ® Free TDK C-60SD Supe- Cynam ¢ cassztte
See your TDK dealsr for details.

ﬁ"
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e , TDK ELLECTRONICS CORP N~
' ; 23.73 4ETH STREET, LCNG ISLARD CITY, MY, 17103 « 212-7216831 w
; (3 . in Canada, cartact SUPERICI ELECT IOr;jICS INC




NEW PRODUCTS

THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

Onkyo Model 100 Speaker System

® OnNKYO's Model 100 speaker system
is a large floor-standing design—
28x27x 17 inches—with a l4-inch
woofer and cast-aluminum sectoral-horn
assemblies for the mid-range and high-
frequency drivers. The mouth openings

for the mid-range and tweeter are
11 x 42 inches and 3Y2 x 2 inches,
respectively. Both assemblies have

Duraluminum diaphragms— 1%s inches
in diameter for the mid-range and 1 inch
for the tweeter. Crossover frequencies
are 700 and 7,000 Hz, and both of the
horn drivers have step-type output-level
controls (behind the removable grille)
that provide a *=4-dB range of adjust-
ment in 2-dB increments. Power-han-

dling capability is 60 watts, with amp-
lifier power of at least 15 watts per
channel continuous at 8 ohms (the
system’s nominal impedance) recom-
mended. Frequency response is rated
at 20 to 20,000 Hz. The woofer cone
has a ported dust cap that is said to re-
duce nonlinearity on long excursions.
It operates in a sealed enclosure with a
mounting panel that is tilted slightly (5
degrees) back from the vertical. The
walnut-finish enclosure has a removable
grille cloth, permitting access to the
level controls immediately behind. The
system weighs 83Y2 pounds. Price:
$499.95.
Circle 115 on reader service card

Wollensak Model 4765
Dolby Cassette Deck

@ 3M has incorporated the Wollensak
heavy-duty beltless cassette transport in
a new stereo cassette deck with B-Type
Dolby noise-reduction circuits. A
unique feature of the Model 4765 is the
availability of the Dolby circuits (by
means of the appropriate jacks and
switching) for straight-through decoding

of external Dolbyized sources such as
FM broadcasts and open-reel tapes. The
unit essentially retains the Wollensak
transport controls: pushbuttons for
PLAY, STOP. and RECORD, a single lever
to select either fast forward or rewind. a
latching pause control, and a separate
cassette-eject lever. Recording bias and
equalization are switchable for ferric-
oxide or chromium-dioxide tapes. Below
the two large recording-level meters are
level controls for recording and play-
back, arranged separately for each chan-
nel. Both line and microphone inputs are
provided, with mixing of the two sources
possible. Separate indicator lights show
the activation of the record mode and the
Dolby circuits and the position of the
tape-type selector switch, and warn
against excessive recording levels that

might cause tape-saturation distortion.
General specifications for the Wollen-
sak 4765 include frequency responses ot
35 to 14.000 Hz for standard tape and 35
to 15.000 Hz for high-pertormance tape,
both =2 dB. Wow and flutter (DIN
weighting) are under .15 per cent. With-
out Dolby the signal-to-noise ratio ex-
ceeds 50 dB. with an improvement of up
to 10 dB afforded by the Dolby circuits.
Motion-sensing devices halt and disen-
gage the drive mechanism at the end of a
tape or when a cassette jams. The head-
phone jack will drive phones of any im-
pedance. With the wood base provided.
overall dimensions of the Model 4765
are 17%4 x 10Ya x 6Y2 inches. Price:
$299.95. The unit is covered by an un-
conditional three-year parts warranty.
Circle 116 on reader service card

Pilot AM/Stereo FM
Four-channel Receivers

se mm ege

i -
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® Pior is introducing a pair of
AM/FM four-channel receivers with
facilities for discrete four-channel
sources, for decoding CBS SQ material
and other matrices, and for enhancement
of two-channel programs. Straight two-
channel operation using the full power
potential of the receivers is available.
The top-of-the-line Model 366 (shown)
has a rather elaborate control section,
with two sets of knob-operated concen-
tric balance controls for complete front-
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to-back and left-to-right adjustment,
concentric bass and treble controls for
individual adjustment of the left and
right channels, a master volume contro!
affecting all four channels, and a mode
selector with positions for mono and
two-channel as well as three four-channel
modes. There are pushbuttons for low-
and high-cut filters (12-dB-per-octave
slopes), loudness compensation, tape
monitor, FM interstation-noise muting,
reversed stereo. and switching of main
and remote speakers in both two- and
four-channel arrays. Front-panel stereo
head phone jacks for front and rear chan-
nels are provided, as well as an input for
a single microphone with its own mixing-
level control. For channel balancing a
“Pilotone” pushbutton activates a built-
in 1,000-Hz oscillator, the output of
which is intended to be centered be-
tween the appropriate speaker pairs.
There are FM tuning meters for signal
strength and channel center (plus a chan-

nel-center indicator light), and light-up
legends for the inputs (PHONO [/MIC,
PHONO 2, AUX |, AUX 2. FM, AM).

The Pilot 366 has a continuous-power
output of 30 watts per channel into 8
ohms with all four channels driven (60
watts per channel in the two-channel
mode), with 0.5 per cent harmonic and
intermodulation distortion. The power
bandwidth is 10 to 40,000 Hz, and fre-
quency response is 20 to 20,000 Hz +1
dB. Signal-to-noise ratios: 75 dB, high-
level inputs; 65 dB, phono inputs. FM
specifications include: 1.8-microvolt
IHF sensitivity; 1.8-dB capture ratio;
80-dB image and i.f. rejection; 60-dB al-
ternate-channel selectivity; 36-dB stereo
separation at 1,000 Hz; frequency re-
sponse, 30 to 15,000 Hz =1 dB. The
unit’s dimensions, including the wood
cabinet supplied, are 18Y2 x 6Y2 x 17Y2
inches. Price: $499.90. The Pilot Model
365, with somewhat less elaborate con-

(Continued on page 22)
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The most frequently asked question about loudspeakers:

Does the so
of a speake
depend upo

the method By

which the ai
is moved?

All speakers sound difterent from each other
and when you hear a difference between two
speakers that employ different principles of
moving the air, it is only natural to wonder
whether the variance in sounds is a consequence
of the principles involved. After all, moving the
air is what produces the sound.

Back in the 1950’s, when electrostatic speakers
reached a peak of popularity, some people
thought that they might have a fundamental
advantage because of the lower mass of the
moving element compared to that of a cone
speaker. Then, in the 1960’s, ionic speakers
were developed with no moving parts at all, and
therefore, zero moving mass. Today, in the
1970%s, a wide variety of transducers exists using
principles ranging from piezoelectric to mag-
netostrictive, which either push the air with a
diaphram or squeeze the air out between moving
surfaces.

Indeed, some of the principles of moving the air

do have advantages over others in terms of size,
weight, efficiency, and cost. But there is absolutely
no advantage of any particular method of moving
the air in terms of the potential quality of the
sound that can be produced.

Let’s see why this is so. We experience sound
through the medium of acoustic waves traveling
in air. It has long been known that once the

air is set into motion, it moves by the laws of
acoustic wave propagation which are totally
independent of the method by which the air
was set into motion.

Therefore, a source (speaker) influences the
sound field only through the amount of air
it moves at each frequency and through the
directions that the speaker moves the air.
The method of moving the air in no way
affects the sound that you hear.

Tuy

) )
T\\EU\“ oF SO Nt

In a basic experiment presented at a meeting of
the .LE.E.E. professional group on Electro-
acoustics in 1964, it was demonstrated’that a
multiplicity of full-range cone speakers can
produce music that is subjectively identical to
that produced (with the aid of computer simu-
lation) by an ideal massless membrane free of
all resonances and distortion. While this very
basic result was proved only for full-range cone
type speakers, the above discussion indicates
that the same result could be obtained by the
use of other types of full-range speakers as well.
Thus, the secret of excellent performance
doesn’t lie in the type of speaker used (i.e. the
way the air is moved). It lies in the use of a
multiplicity of full-range speakers in one enclo-
sure, in the exact proportioning of the ratio and
the directions of direct and reflected sound radi-
ated by the total enclosure, in the precise equal-
ization of the speakers to radiate the correct
balance of frequencies, and in extrerne quality
control measures that select and match all the
speakers in the enclosure.

To fully appreciate the effect ot a multiplicity
of full-range speakers, with precise equalization
and the optimum combination of direct and
retlected sound, simply A-B the BOSE 901
Direct/Reflecting® speaker with any other
speaker. Hear why the BOSE 901 is the most
highly reviewed speaker regardless of size,
price, or type of speakers.

References

I. The Theory of Sound. Vol. |, By J.W.S.
Rayleigh, 1877.

2. The results are documented in the Audio
Engineering Society Paper, ON THE
DESIGN. MEASUREMENT AND EVAL-
UATION OF LOUDSPEAKERS. by Dr. A.
G. Bose. Copies are avatlable from the Bose
Corporation for fifty cents.

For complimentary copies of the reviews, circle
your reader service card or write Dept. RS

You can hear the difference now.

¢ _BOSE-

The Mountain, Framingham Mass.
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NEW PRODUCTS

THE LATESTIN
HIGH-FIDELITY
EQUIPMENT

trol facilities, has a continuous-power
output of 15 watts per channel into 8
ohms (30 watts per channel in stereo),
with noise and distortion specifications

identical to those of the 366. IHF FM
sensitivity is 2.5 microvolts, with a 2.5-
dB capture ratio, 45-dB selectivity, and a
frequency response of 20 to 13,000 Hz.

Dimensions, including wood cabinet, are
the same as for the 366 receiver. Price
1s $379.90.

Circle 117 on reader service card

Memorex MRX, Cassettes

® MEMOREX has announced the devel-
opment of a new ferric-oxide tape coat-
ing, MRX,, that will initially be made
available in the company’s line of blank

audio cassettes. The coating contains
oxide particles with improved size,
shape, and crystalline structure which
permit a 25 per cent increase in particle
density throughout the coating and an
80 per cent reduction in coating-surface
porosity. As a result of the greater den-
sity, sensitivity is said to be about 2 dB
greater at lower audio frequencies, rang-
ing up to a 7-dB increase at high fre-
quencies. In addition, the coating offers
more ‘‘headroom,” and tolerates record-
ing levels 2 dB higher than conventional

tapes without exceeding acceptable lim-
its of distortion on playback. Memorex
has designed the MRX, coating to be
used with so-called “‘standard™ record-
ing bias and equalization characteristics,
making the tape compatible with all
existing cassette recorders. Memorex
MRX, cassettes are available in lengths
of 30, 45, 60, 90, and 120 minutes.
Prices range from $1.79 for the 30-min-
ute cassette to $4.19 for the 120-minute
size.
Circle 118 on reader service card

Sansui Model Six
AM/Stereo FM Receiver

® SaNsul's Model Six AM/stereo FM
receiver has a continuous power output
of 34 watts per channel into 8 ohms with
both channels driven. Harmonic and in-
termodulation distortion are under 0.3
per cent at rated output, and hum and
noise are —70 dB for the magnetic-phono
inputs and —80 dB for high-level inputs.
The FM section, with an IHF sensitivity
of 2 microvolts, has a 2-dB capture ratio,

alternate-channel selectivity of better
than 60 dB, and spurious-response and
i.f. rejection of better than 85 dB. Stereo
separation exceeds 35 dB at 400 Hz.
The Sansui Six has connectors and push-
button switching for an unusual number
of external program sources and signal
processors. There are tape-monitor facil-
ities for two tape machines (the connec-
tors for one tape-monitor circuit are par-
alleled by a DIN connector on the rear
panel and phone-jack connectors on the
front panel), and a pair of pushbutton-
switched input and output jacks that will
handle an external noise-reduction de-
vice and a four-channel adapter. The
inputs can also serve for additional tape
machines. Two phono inputs and one
high-level input are also provided. Final-
ly, additional signal processors can be
inserted between the preamplifier-output
and amplifier-input jacks on the rear

panel, which are normally connected by
Jumpers. On its front panel the receiver
has stepped bass and treble controls
(=15 dB at 50 and 15,000 Hz in 3-dB in-
crements), volume and balance controls,
and a speaker selector that switches
three pairs of speakers individually or in
combinations of two pairs, with an off
position for headphone listening via the
adjacent phone jack. Two rows of push-
buttons switch the various tape-monitor
and signal-processor circuits, as well as
the high- and low-cut filters (12-dB-per-
octave slopes), loudness compensation,
mono/stereo mode, and FM interstation-
noise muting. A signal-strength meter
registers for both FM and AM broad-
casts. Dimensions of the Sansui Six are
approximately 16%4 X 5¥2 X 122 inches.
Price: $389.95, which includes a wood
cabinet.
Circle 119 on reader service card

Beyer Microphone Chart

® REvox, importer of Beyer micro-
phones, is offering free of charge a two-
page chart listing the applications for
which various models in the line of Be-
yer dynamic microphones are and are
not suited. The chart has been compiled
from the experiences of Beyer micro-
phone dealers and users— professional

and otherwise —throughout the world.
Fifteen microphones, including omni-
directionals, cardioids, and supercar-
dioids (hypercardioids) operating on
moving-coil or ribbon principles are
examined for their suitability in twenty-
two general applications (rock, jazz,
orchestral, opera, public address, etc.)
and for recording sixty-nine specific
musical instruments; they are graded

" e

“outstanding performance,” “good per-
formance,” or ‘‘blank.” The chart also
briefly explains directional properties
and operating principles, and states the
impedance and usable frequency re-
sponse of each microphone. The chart
may be requested through the Reader
Service Card or from Revox, 155 Mi-
chael Drive, Syosset, N.Y. 11791.
Circle 120 on reader service card

Empire 1973 Audio-Products Catalog

® EMPIRE’s 1973 catalog, entitled
“Guide to Sound Design,” is a fourteen-
page four-color brochure with photo-
graphs, descriptions, and specifications
of the company’s line of eight phono car-
tridges, four speaker systems, and the

22

598 Il manual turntable. The catalog
devotes two pages to a chart that lists the
Empire cartridges and the popular auto-
matic and manual record players for
which they are specifically recommend-
ed. Concluding the catalog is a listing
of two- and four-channel disc recordings
that provide a ‘“‘test of full-frequency

performance.” The catalog is free, and
can be requested by using the reader
service card or by writing Empire Sci-
entific Corp. Dept. SR, 1055 Stewart
Avenue, Garden City, N.Y. 11530.
Copies are also available from author-
ized Empire dealers.
Circle 121 on reader service card
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Rectilinear .
answers the question

most people ask about
quadraphonic stereo:

‘Do my rear-channel speakers
have to be as good as my
front-channel speakers?"”

This is the question most peo-
ple are asking today if they're
getting ready to go four-chan-
nel. And we at Rectilinear would
like to make it clear how we
stand on the answer. Simply
stated, we think that the rear
speakers need to be of the same
quality as the front ones, but not
necessarily the same size.

Some people feel that you can
stick a pair of “cheapies” in the
back, as long as you have good
speakers up front. Unfortu-
nately, this won’t work, because
inexpensive, poorly-designed
speakers have several inherent
characteristics which make them
totally useless for any quadra-
phonic system. (Some will even
make you think that instruments

MAY 1973

are jumping around the room
when they’re not supposed to.)

So, if you're starting from
scratch, we suggest you consider
a pair of Rectilinear IlIlI's for
your front channels, with a pair
of Rectilinear XlI's bringing up
the rear. This way, you'll have
up front the speakers that virtu-
ally every audio expert has been
praising for over five years. (Re-
member, you'll still be listening
to a lot of two-channel stereo.)

With the Rectilinear Xll’s in
the rear, you'll have a pair of
superb three-way speakers that
thousands of people are using
up front for regular stereo. The
XI's will do a great iob in repro-

ducing the reflected “hall sound” !

in quadraphonic classical re-

cordings, and will sound almost {

=

N\,
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as good as the WI’'s when you
play pop or rock recordings with
ditferent musical material on
each channel.

Of course, if you already
have a pair of top-grade speak-
ers, simply add a pair of XlI's
($139.00 each) for the rear
channels. But if your present
speakers are only good, put
them in the rear and get yourself
a pair of HI's for the front.
Choose either the original Recti-
linear lll, at $279 each, or if you
want to fling for our more sump-
tuous lowboy version, it’ll cost
you $40 more for the pair.

Just remember one thing: all
four speakers must be as good
as possible. Because in quadra-
phonic stereo, the worst thing
you can do is cut corners.

(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. Canaoda: H. Roy Gray
Co., Ltd., Ont. Overseas: Royal
Sound Co., 409 N. Main St
Freeport N. Y. 11520.)

Rectilinear:

(fnyinmm'ny Excellence
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“The AR-1500 is the most powerful
and sensitive receiver we have

ever measured...”
— JULIAN HIRSCH, Stereo Review, Nov. '71

“...astereo receiver easily worth
twice the cost (or perhaps

even more)...”

— Audio Magazine, Dec. '71

Mr. Hirsch goes on to say:

“The FM tuner section of the AR-1500 was outstand-
ingly sensitive. We measured the IHF sensitivity at 1.4
microvolts, and the limiting curve was the steepest we
have ever measured.. . The FM frequency response was
literally perfectly flat from 30 to 15,000 Hz...Image re-
jection was over 100 dB (our measuring 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 pleasure of using...

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

“"The phono equalization was perfectly accurate (with-
in our measuring tolerances)...The magnetic phono-
input sensitivity was adjustable 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 impos-
sible to overioad the phono inputs of the AR-1500 with
any magnetic cartridge...

*“...it significantly bettered Heath’s conservative speci-
fications. 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,

The Heathkit

AR-1500 180-watt Stereo

Receiver is now available In your cholce
of kit or factory assembled models.

KIT 379.95* ASSEMBLED 649.95*

and even with 16-ohm 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 dis-
tortion was under 0.05 per cent at 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 skimp-
ing in the power supply of the AR-1500, and its per-
formance 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 “‘ex-
tender” cable permits any part of the receiver to be op-
erated in the clear — even the entire power-transistor
and heat-sink assembly! The 245-page manual has ex-
tensive test charts that show all voltage and resistance
measurements in key circuits as they should appear on
the receivers built-in test meter. ..

“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 :

“As always, construction instructions are lucid enough
for the inexperienced kit-builder and there is enough
technical and theoretical information to satisfy even
the most knowiedgeable audio/RF engineer.”

Kit or assembled, the Heathkit AR-1500 stands alone
as a classic among audio components. Check the per-
formance curves on the following page. Check the
price again. Then draw your own conclusions,

Kit AR-1500, less cabinet, 53 Ibs. ... ... .. .. 379.95*
ARA-1500-1, walnut cabinet, 8 Ibs. .. ... ... .. 24.95*
Model ARW-1500, assembled receiver &

walnut cabinet, 42 Ibs, ... ..... ... ... .. ... 649.95*
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tops with the experts.

... yOu can see why.

AR-1500 SPECIFICATIONS — TUNER — FM SECTION (Monophonic): Tuning Range: 88
to 108 MHz. Intermediate Frequency (IF): 10.7 MHz. Frequency Response: =1 dB.
20 to 15,000 Hz. Antenna: Balanced input for external 300 ohm antenna. 75 ohm
antenna input may be used between either FM antenna terminal and ground. Sensi-
tivity: 1.8 uVv.* Volume Sensitivity: Below measurable level. Selectivity: 90 dB.*
Image Rejection: 100 dB.* IF Rejection: 100 dB.* Capture Ratlo: 1.5 dB.* AM Sup-
pression: 50 dB.* Harmonic Distortion: 0.5% or less.* Intermodulation Distortion:
0.1% or less.* Intermodulation Distortion: 0.1% or less.* Hum and Noise: 60 dB.*
Spurious Rejection: 100 dB.* FM SECTION (Stereophonic): Channel Separation: 40
dB or greater at midfrequencies; 35 dB at 50 Hz; 25 dB at 10 kHz; 20 dB at 15 kHz
Frequency Response: =1 dB from 20 to 15,000 Hz. Harmonic Distortion: 0.5% at
1000 Hz with 100% modulation. 19 kHz and 38 kHz Suppression: 55 dB or greater.
SCA Suppression: 55 dB. AM SECTION: Tuning Range: 535 to 1620 kHz. Intermediate
Frequency (IF): 455 kHz. Sensitivity: 50 uV with external input; 300 uV per meter
with radiated input. Selectivity: 20 dB at 10 kHz; 60 dB at 20 kHz. AM Antenna:
Built-in rod type; connections for external antenna and ground on rear chassis apron.
Image Rejection: 70 dB at 600 kHz; 50 dB at 1400 kHz. If Kejection: 70 dB at 1000
kHz. Harmonlc Distortion: Less than 2%.* Hum and Noise: 40 dB.* AMPLIFIER —
Dynamic Power Output per Channet (Muslc Power Rating): 90 watts (8 ohm load)*;
120 watts (4 ohm load); 50 watts (16 ohm load). Continucus Power Qutput per Chan-
nel; 60 watts (8 ohm load)*; 100 watts (4 ohm load); 40 watts (16 ohm load). Power
Bandwidth for Constant .25% Total Harmonic Distortion: Less than 8 Hz to greafer
than 30 kHz.* Frequency Response (1 watt level): —1 d8, 7 Hz to 80 kHz; —3 ¢B,
less than 5 Hz to 120 kHz. Harmonic Distortion: Less than 0.25% from 20 Hz to 20
kHz at 60 watts output; less than 0.1% at 1000 Hz with 1 watt output. Intermodu-
lation Distortion: Less than 0.1% with 60 watts output, using 60 and 6,000 Hz
mixed 4:1 less than 0.1% at 1 watt output. Damping Factor: Greater than 60. Input
Sensitivity: Phono, 1.8 millivolts; Tape, 140 millivolts: Aux, 140 miltivolts; Tape
Mon, 140 miltivolts. Input Overload: Phono, 145 millivolts; Tape, greater than 10
voits; Aux, greater than 10 voits; Tape Mon, greater than 10 voits. Hum & Noise:
Phono (10 miliivolt reference), —63 dB. Tape and Aux (0.25 voit reference), —75 dB.
Volume control in minimum position. —90 dB referred to rated output. Channei
Separation: Phono, 55 dB; Tape and Aux, 55 dB or greater. Qutput Impedance {each
channeil): 4 ohm through 16 ohms. Tape Output impedance: Approximately SO ohms.
Input impedance: Phono, 49 k ohm (RIAA** Equalized); Aux, Tape, and Tape Mon,
100 k ohms. Tape Output: Tape or Aux inputs, 1 voit output with 0.2 volt input.
GENERAL — Accessory AC Outfet Sockets: Two. One switched and one unswitched
(240 watts maximum). Power Requirements: 120 or 240 volts 50/60 Hz AC. 40 watts
idling (zero output) and 356 watts at full output with no load on accessory outlets.
Dimensions: Overall — 1812 W x 5% H x 137" D.

*Rated IHF (Institute of High Fidelity) Standards.

**Rated RIAA (Record Industry Association of America).

HEATHKIT ELECTRONIC CENTERS — ARIZ.: Phoenix, 2727 W. Indian School Rd.: CALIF.:
Anaheim, 330 E. Ball Rd.; EI Cerrito, 6000 Potrero Ave.; Los Angeles, 2309 S. Flower
St.; Pomona, 1555 Orange Grove Ave. N.; Redwood City, 2001 Middlefield Rd., San
Diego (La Mesa), 8363 Center Dr.; Woodland Hills, 22504 Ventura Bivd.; COLO.:
Denver, 5940 W. 38th Ave.; CONN.: Hartford (Avrn), 385 W. Main St. (Rte. 44); FLA.:
Miami (Hialeah), 4705 W. 16th Ave.; GA.: Atianta, 5235 Roswell Rd.; iLL.: Chicago,
3462-66 W. Devon Ave.; Downers Grove, 224 Ogden Ave.; IND.: Indianapolis, 2112 E.
62nd Ave.; KANSAS: Kansas City (Mission), 5960 Lamar Ave.; MD.: Baltimore, 1713 E.
Joppa Rd.; Rockville, 5542 Nicholson Lane; MASS.: Boston (Wellesley), 165 Worcester
St.; MICH.: Detroit, 18645 W. Eight Mile Rd. & 18149 E. Eight Mile Rd.; MINN.:
Minneapolis (Hopkins), 101 Shady Oak Rd.; MO.: St, Louis, 9296 Gravois Ave.; N.J.:
Fair Lawn, 35-07 Broadway (Rte. 4); N.Y.: Buffalo (Amnerst), 3476 Sheridan Dr.; New
York City, 35 W. 45th St.; Jericho, L.1., 15 Jericho Turnpike; Rochester, Long Ridge
Plaza; OHIO: Cincinnati (Woodlawn), 10133 Springfield Pike; Cleveland, 5444 Pearl
Rd.; PA.: Philadelphia, 6318 Roosevelt Bivd.; Pittspurgh, 3482 wWm. Penn Hwy.;
TEXAS: Dallas, 2715 Ross Ave.; Houston, 3705 Westneimer; WASH.: Seattle, 221 Third
Ave.; WIS.: Mitwaukee, 5215 Fond du Lac.

¢ FM TUNER CHARACTERISTCS
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| Enclosed is |
| plus shipping. |
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LOWEST
DISTORTION
PHONO
CARTRIDGE

ORTOFON
M-15E SUPER
$79.95

WITH

VMs The new VMS

(variable magnetic shunt) prin-
ciple was designed (U.S. Patent
#3,700,829) by Ortofon to pro-
vide better reproduction from
phonograph records.

Combining this new concept
with Ortofon's skill in producing
precision low mass phono
mechanisms has created this
new series of cartridges which
have increased linearity and de-
creased moving mass. These
units will reproduce, without
distortion, passages on discs
which were formerly considered
unplayable.

e Tracks the entire audio
spectrum at one gram
force.

e Flat frequency and excel-
lent transient response.

e Replaceable stylus assem-
bly using precision pol-
ished whole diamonds.

e Full output (0.8 mv/cm)
for all magnetic inputs.

e Extends record life through
light tracking force and
elimination of groove
chatter.

Ortofon products are now in
stock at authorized dealers.

Full information and service
facilities are available from

9 EAST 38th STREET
NEW YORK, N.Y. 10016

CIRCLE NO. 37 ON READER SERVICE CARD

AUDIO

QUESTIONS ¢

ona

ANSVVERS

B\/ I.ARRY KI_E”\J Technical Editor \

Amplifier-Clinic Inadequacies
I recently had my 700-watt power
o amplifier tested during an “‘am-
plifier clinic” run in an audio shop. To
my dismay, the amplifier tested as hav-
ing very high distortion at its rated

| power. I later had the amplifier tested at

another clinic run by a different manu-
Sacturer, and it checked out fine. I re-
turned my unit 1o the facrory and they
claimed that the amplifier met its specifi-
cations, and the tests at the first clinic
had been improperly performed. Who
can | believe?
HERBERT BROWN
Houston, Texas

Let me present a not-too-hypo-
« thetical situation that might ac-
count for your experience. But first
you’ll need some background: almost
without exception, modern amplifiers

| have a power/distortion “break point™ as

shown in Fig. 1. Note that the amplifier
used as an example can deliver 90 watts
at less than | per cent distortion, but if
you were to try to drive it to 95 watts the
distortion would be over 10 per cent. All
good component amplifiers have such a
“break” at some point in their power-
output performance —and the manufac-
turer usually specs the power output of
his amplifier somewhere safely below its
break point. In the example shown, 80
watts might be the manufacturer’s
choice for “‘rated power” if he were in-
clined to be conservative. Low-fidelity
amplifiers, which are designed without
large amounts of distortion-reducing

PER CENT DISTORTION

2 50 70 100

3 7 10
POWER QUTPUT IN WATTS

Fig. 1. Almost every modern audio ampli-
fier shows ua sudden rise in distortion as it
reaches its maximum power-output level.
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feedback, usually display a gradual rise
—rather than a sudden **break” — in their
power/distortion curve.

Now let’s return to the clinic. Unless
an amplifier has the correct a.c. line volt-
age reaching its power-supply section, it
cannot achieve its rated power. There-
fore, most amplifier test labs employ a
variable transformer, such as a Variac.
to adjust the a.c. line voltage to exactly
120 volts as read on an accurate a.c.
voltmeter. Let us say, then, that several
power amplifiers are tested in the clinic
and meet their specs handily. Then a
700-watt unit is put on the test bench,
the connections are made to it just as
with the previously tested lower-power
units, the line voltage fed to the amplifier
is carefully adjusted to the proper 120
volts as indicated by the line-monitoring
meter —and the amplifier shows high dis-
tortion at its rated power. Assuming that
the amplifier is nor defective, how could
this occur? Several factors, none of them
mysterious, are involved.

Fact 1: If the a.c. line voltage is low,
an amplifier will lose output-wattage
potential. For example, most high-power
amplifiers (100 watts or more per chan-
nel) will lose about 20 per cent or so of
their output potential (for a given dis-
tortion) if the a.c. line voltage is reduced
from 120 to 100 volts.

Fact 2: Most a.c. meters used to moni-
tor the a.c. line voltage respond to the
effective or r.m.s. voltage of a sine wave.
It is the r.m.s. voltage that we are refer-
ring to when we say 117 or 120 volts a.c.
The r.m.s. voltage and the peak voltage

I D

PEAK VOLTAGE

EFFECTIVE
VOLTAGE PEAK VOLTAGE
(RMS)

(clipped), there is less and less difference
between the peak and the effective voliages.
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of a sine wave have the mathematical
relationship shown in Fig. 2 (A) on page
26. The peak voltage of a sine wave is
1.4 times its r.m.s. voltage.

Fact 3: The filter capacitors in an am-
plifier charge to a level determined by
the peak of the r.m.s. voltage coming out
of the power transformer. It is this volt-
age charge that determines the output
power of an amplifier —all other things
being sufficient. Less voltage, less power
available —it’s as simple as that.

Now we finally come to the source of |
the testing problem: the adjustable line
transformer. A common current rating |
for such a unit is 7.5 amperes or so, |
which will easily supply the current de-
manded by almost any amplifier. (One |
popular 300-watt amplifier draws less |
than 4 amperes of line current at full
power output.) However, a 700-watt am-
plifier at full output draws about 9 am-
peres. This causes the 7.5 A variable
transformer to distort the waveform of
the a.c. line into something like a squared-
off sine wave. The r.m.s. (or effective)
voltage and the peak voltage of a per-
Sfect square wave (which, of course, the
transformer doesn’t produce) are of ex-
actly the same value —and the type of
meter commonly used for monitoring the
a.c. line responds to the r.m.s. value. So
the monitoring meter continues to read
120 volts (the r.m.s. value) without re-
flecting the fact that, with the squared
waveform, the peak voltage may be 10
per cent lower than what it would be if
the a.c. line voltage to the amplifier had
the normal sinusoidal waveform. This is
shown in Fig. 2 (B). In other words, as
far as the amplifier’s filter capacitors are
concerned, the amplifier is being pro- |
vided with perhaps 105 volts, despite the
fact that the monitoring meter is reading
120 volts. The 700-watt amplifier can
now deliver no more than, say, 650
watts. And when an attempt is made to
drive it to 700 watts, it shows upwards of
5 per cent distortion —if its fuses don’t
blow before a reading can be made.

In case you have not been able to fol-
low me through the technical details, let
it suffice to say that if the a.c. line-volt-
age adjustment transformer (or Variac)
is severely underrated —for a 700-watt |
amplifier, that is —this can result in the
amplifier’s receiving inadequate a.c.
power despite the line-voltage monitor-
ing meter’s indication that the proper
voltage is present. This, in turn, then
causes the amplifier to produce severe
distortion when driven to its 700-watt
level. A lower-power amplifier tested
under exactly the same conditions would
test properly.

ilbey’s Gin, boys
Because the number of questions we e d '

receive each month is greater than co 'ns r ®

we can reply to individually, only

those questions selected for this col-

umn can be answered. SO"".V-' DISTILLED LONDON DRY GIN, 90 PROOF. 100% GRAIN NEUTRAL SPIBIfS.
W.&A. GILBEY, LTD., DISTR BY NAT ONAL DISTILLERS PROCUCTS CO., b. Y. C.
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NEW FINCO

300 ohm ’
system,

VHF.UHF.FM, 1

300 ohm input and

four 300 ohm outputs
using twin lead wire. I

List $43.95

HOME TV/FM

MULTIPLE SET
SOLID-STATE

AMPLIFIERS

Amplifies TV/FM signals
for distribution to
every set in the house!

¢ Five different models for
every reception requirement.

» For Color...Black & White. ..
FM/FM Stereo.

WRITE DEPT. SR-5
FOR CATALOG NO. 20-594.

THE FINNEY COMPAN

34 W. Interstate Street
Bedford. Ohio 44146
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Now...the most enjoyable,
do-it-yourself project

of your life—a Schober
Electronic Organ!

You'll never reap =
greater reward, more | e
fun and proud !
accomplishment, more 1
benefit for the whole
family than by
assembling your own
Schober Electronic Organ.

You need no knowledge of electronics, woodwork
or muslc. Schober’'s complete kits and crystal-
clear instructions show you — whoever you are,
whatever your skill (or lack of it) — how to turn
the hundreds of quality parts into one of the
world’'s most beautiful, most musical organs,
worth up to twice the cost of the kit.

Five superb models, with kit prices from $500
to around $2,000, each an authentic musical instru-
ment actually superlor to most you see In stores.

Join the thousands of Schober Organ builder-
owners who live in every state of the Union. Often
starting without technical or music skills, they
have the time of their lives—first assembling, then |
learning to play the modern King of Instruments
through our superlative instructions and playing
courses.

Get the full story FREE by mailing the coupon
TODAY for the big Schober color catalog, with
all the fascinating details!

43 West 61st Street, New York, N. Y. 10023

a
]

: I
) ]
1 O Please send me Schober Organ Catalog. !
I O Enclosed please find $1.00 for 12-inch L.P. }
' i
' ]
1

]

l

record of Schober Organ music.

i NAME
1 ADDRESS.
1
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AUDIO
BASICS

By RALPH HODGES

THE FREQUENCY OF MUSIC

JUDGING from our mail, readers of STEREO REVIEW seem especially inter-
ested in the frequency range of musical instruments. | suspect that their
concern results mostly from the need to be reassured that their audio equip-
ment can handle whatever musical sound comes its way. Here is a roll call
of some of the orchestra’s lowest-pitched instruments, together with their
deepest fundamental frequencies (their lowest notes) as given by Harry F.
Olson in his Music, Physics and Engineering (Dover Press): string bass, al-
most 40 Hz; tuba, about 42 Hz; grand piano, contra-bassoon, and harp, to
below 30 Hz. As for the high-pitched instruments, Olson cites many, such
as the violin, clarinet, piccolo, and even the harmonica, with harmonic over-
tones extending to 15,000 Hz and beyond. So, when equipment manufactur-

| ers talk about a frequency range of 20 to 20,000 Hz, this would seem to be

a rninimum requirement. But is it the whole story?

It would be a mistake to set up strict frequency-response specifications for
music reproduction without taking into account at least three relevant fac-
tors. (1) Except for very loud sounds, the sensitivity of the typical human ear
is considerably reduced below about 100 Hz, and somewhat lessened above
7,000 or 8,000 Hz. (2) Measurements have also shown that the upper over-
tones (or harmonics) produced by most musical instruments diminish appre-
ciably in strength above 4,000 Hz, and are further weakened the higher they
80. And at the lower end of the scale, a majority of those instruments that
reach down much below 100 Hz are simply not efficient mechanical produc-
ers of such low frequencies, so that their fundamental tones in this range
actually become a good deal softer than their second and third harmonics.
(3) Home listening levels —even audiophile listening levels —are almost al-
ways measurably lower than live-music levels, although a listener may think
them as loud or louder.

The combined effect of these three conditions —which boils down to the

| comparatively low levels of very high- and low-frequency sound energy in
, live and reproduced music, and the ear’s difficulty in hearing these levels —is
| to reduce somewhat the frequency-range demands made on audio equipment
| for credible if not completely realistic reproduction. But every once in a

while an instrument comes along that puts even the best equipment to the
test. For example: the cymbal (and to some extent the snare drum, tambour-

' ine, and other “noise-generating” instruments) produces a burst of intense,

high-frequency energy that extends well beyond 15,000 Hz; the orchestral
bass drum, depending on its size, makes sounds as low as 30 Hz or s0, and
the instrument is built for power; many large pipe organs boast a lower limit
of about 16 Hz, with cathedral-shaking sound levels. All these instruments
produce very loud high or low frequencies that are so prominent in real life
that their complete absence in reproduced sound will be quite apparent.
Next month’s column will discuss how high-fidelity techniques cope with
both the ordinary and the extraordinary frequency requirements of music.
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SONY.6650:

Two great channels for now. Two more
whenever youre ready.

If you're thinking of buying a ste-
reo receiver, why not spend a few
extra dollars today and get the
receiver that will take care of your
tomorrow. The SONY 6650 is a
superb stereo receiver with four
channels for the time when you're
ready to buy two more speakers
to move into quadraphonic
Every facility you'll ever need is
builtin. AM and FM stereo. Every-
thing for all of today's 4-channel
entertainment. Four-chanhnel de-
coding circuits for SQ, and all the

other matrix systems. And, simpli-
fied controlsincluding 4 VU meters
to balance your system

Just plugin a turntable, connect
four speakers and you're ready to
enjoy 4-channel sound, from discs
or tape (with quadraphonic player
deck). Orderived 4-channel sound
from stereo broadcasts and re-
cordings

Here's just one example of some
of the highly sophisticated elec-
tronics involved to make all of
these good things possible: a

Double-Stacked Differential cir-
cyit that can go from 32 watts
(RMS at 8 ohms) in 4-channel to a
heity 50 watts (25+4+25W RMS) in
stereo. At the flip of a switch!

The SQR-6650. It costs a few
dollars more than a stereo-only
receiver. It delivers great stereo
today. And it's ready for quadra-
phonic anytime you are. Hear it
at your Sony high fidelity dealer.
Sony Corporation of America,
47-47 Van Dam St., Long Island
City, New York 11101

Sony SQR-6650. The now and future sound.
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see and hear the new £33 ami 1
heil air motion transformer loudspeaker
at these selected dealers.

ESS dealers for southern california
AUDIO INDUSTRIES hollywood, californla
AUDIO VISION santa barbara, ventura, california
BAKERSFIELD AUDIO bakersfleld, calitornia
BEVERLY ELECTRONICS los angeles, orange, calilornla
BOB PILOT'S STEREQO CENTER santa monica, california
DIMENSIONS IN STEREO torrance, california
DOW SOUND CITY san diego, el cajon, california
HENRY RADIO anaheim, california
HIGH FIDELITY HOUSE pasadena, san diego, calilornia
Hi-FI MATIC CO. culver city, california
JONAS MILLER STEREO beverly hills, california
MONTEREY STEREO riverside, calitornia
RIVIERA CAMERA redondo beach, california
ROGERSOUND LABORATORIES north hollywood, california
SCOTT RADIO long beach, california
SHELLEY'S STEREQ CENTER los angeles, california
SOUND CENTER beverly hills, calitfornia
STEREO MART pasadena, anaheim, tarzana, california
WOODLAND STEREOQ woodland hllis, california
ESS dealer tor nevada
INTERIOR SYSTEMS las vegas, nevada
ESS dealers for northern calitornla
AUDIO ARTS livermore, california
AUDIO CENTER san jose, california
AUDIO SALES fresno, california
BOYD-WONN HI Fl vallejo, california
BRINTON'S carmel, california
CAL HI FI berkeley, mountain view, oakland,

san francisco, california
CENTURY MUSIC san jose, california
DEAN'S TV AND STEREO fremont, california
GOLDEN EAR santa rosa, chico, california
GRAMAPHONES & THINGS monterey, salinas, california
HERMARY'S san carlos, california
H| FI STEREQ CENTER cotoma, california
HOUSE OF MUSIC san rancisco, california
JACK HANNA MUSIC stockton, california
KUSTOM HI FI burtingame, california
LAKESHORE Hi Fi san francisco, california
MUSIC MACHINE davis, sacramento, california
SEQUOIA STEREO arcata, california
SKINNER, HIRSCH & KAY san franclsco, california
STEREO SHOWCASE sacramento, california
SUN STEREOQ, INC. fresno, santa cruz, california
WORLD OF SOUND san francisco, calitornia

ESS dealers for arizona

JERRY'S AUDIO EXCHANGE tempe, tucson, arizona
PACIFIC STEREO phoenix, arizona

ESS dealer lor hawaii

AUDIO CENTER honolulu, hawaii

ESS dealers lor the Northwest

COLUMBIA TYPEWRITER/RECORDER CO. poriland, oregon
ELECTROCRAFT STEREO CENTER seaitle, washington
FRED'S SOUND OF MUSIC portland, oregon

MAC'S TV AND STEREO albany, oregon

MAGNOLIA Hi Fi seattle, washington

PAULSON'S, INC. tacoma, washington

STEREO CRAFT burg,

ESS dealers for the midwest

AUDIO COMPONENTS, LTD. madison, wisconsin
AUDIO DESIGNS, LTD. wayzata, minnesota
AUDIO FIDELITY gary, indiana

AUDIO KING minneapolis, minnesota

AUDIO LABS des moines, lowa

AUDIO MART kansas city, missouri

CUSTOM ELECTRONICS omaha, ncbraska
CUSTOM SOUND, INC. wichita, kansas

DAVID BEATTY STEREQ kansas city, missourl
ELECTRONICS UNLIMITED lincoln, nebraska
FLANNER & HAFSOOS milwaukee, wisconsin
KM AUDIO, INC. chicago, illinois

PACIFIC STEREO denver, colorado

RMS ELECTRONICS lawrence, kansas

RISLEY & JULIAN ELECTRONICS evansviile, indiana
SOUND PRODUCTIONS latayeite, indlanapolis, indiana
SONDABOQUT, INC. chicago, illlnois

STEREOQ SHOP iowa city, jowa

THE AUDIOPHILE chicago, illinais

UNITED AUDIO chicago, illinois

WACK HI Fi milwaukee, wisconsin

ESS dealers for the texas area

AUDIO AND ACOUSTIC el paso, texas

BILL CASE SOUND san antonio, texas

HILLCREST Hi FI dalias, texas

HOME ENTERTAINMENT houston, texas

ESS dealers for the south

BACKDOOR STEREO atlanta, georgia

DON JONES CUSTOM STEREO greenville,
spartanburg, south carolina

HOUSE OF SOUND AND SIGHT west palm beach,
boco raton, florida

INTERIORS PLUS SOUND ft. lauderdale, florida

NORTHWOOD STEREO CENTER tallahassee, florida

SONIC STEREO savannah, georgia

SOQUND HAUS durham, north carolina

SOUTHEASTERN STEREO knoxsville, tennessee

STUBERS memphis, tennessee

SUN LOST, INC. charleston, south carolina

W. R. GIBSON AUDIO new orleans, louisiana

ESS dealers for the east

ALMAS HI FI STEREO INC. dearborn, michigan

AUDIO ASSOCIATES bethesda, maryland; arlington, virglnia
vienna, virginia; washington, d.c

AUDIOTRONICS cincinnati, ohlo

AUDIO CRAFT cleveland, akron, ohio

AUDIQ HALL akron, ohio

CARLIN AUDIO dayton, ohio

CURTIS STEREOQ 4, INC. new york, new york

CUSTOM STEREOQ ELECTRONICS columbus, ohio

DELTA STEREOQ, hayattsville, maryland

DESIGNATRON hicksville, setaukel, long island, new york

FRED LOCKE STEREO, INC. avon, new haven, connecticut

GRACOM SOUND STAGE flushing, new york

HARMONY HOUSE new york clty, new york

HIGH FIDELITY CENTER, west virginia

HOFFMAN HOUSE OF STEREO brookpark, ohio

HOUSE OF SOUND baltimore, maryland

LYRIC HI FI new york, new york

MEYER-EMCO washington, d.c.

QPUS | pittsburgh, pennsylvania

PARAGON SOUND toledo, ohio

SIGHT & SOUND, LTD. belaire, maryland

STEREQ DESIGN hampton, virginia

STEREO SOUND wayne e. hanover, new jersey

STEREQ THREE wayne, pennsylvania

STUART'S AUDIO westfield, raritan, new jersey

THE STEREO SHOPPE mc kees rock, pennsylvania

TECH Hi Fl randoiph, massachusetis

TRANSCENDENTAL AUDIO buffalo, new york

UNITED ELECTRONICS niies, ohio

UNITED RADIO cincinnati, ohio

ESS products available in canada

the loudspeaker of the future.
presented by ESS.

With an entirely new principle of sound propagation.
With five times

the clarity and delineation of an electrostatic.

With absolute, nonresonant fidelity.

With distortion as low as that found in modern electronics

With a moving system so weightless it accelerates
instantly to capture the airy sheen
and transient power of the live performance.

With no “piston” surface, nc voice coil, no elastic
suspension devices, no significant mass,

no forward-backward motion, no resonance, and so light
and simple it carries a lifetime warranty*.

Because of its revolutionary principle of operation, the ESS amt 1 recreates
every sonic nuance to a degree never before achieved and completely
beyond the capacity of all other sound reproducing devices. Nothing we
say, or can say, will adequately prepare you for the exciting freedom of
sound that radiates from the new ESS amt 1 loudspeaker system. Be sure

to hear this astonishing sound, truly sound as clear as light, at any of the
ESS franchised dealers listed on this page.

“Any ESS Heil Air Motion Transformer unit defective in manufacture will be repaired
or replaced without cost if such a defect occurs during the lifetime of the owner.
This warranty is limited only to the original owner.

Heil Air Motion Transformer is the registered trademark for ESS loudspeaker sys-
tems incorporating design principles invented by Dr. Oskar Heil and licensed ex-
clusively to ESS, Inc.

CIRCLE NO. 20 ON READER SERVICE CARD
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FOR THOSE THAT CAN UNDERSTAND IT,
THE SECRET OF EPI'S LINEAR SOUND:

Most people would have neither
the understanding nor the inclination
to read an ad like this.

But that doesn’t make it a waste of
our money. Because the few people
that would read it are, by definition,
the best prospects for our EPI
loudspeakers.

The subject is linearity.

On a frequency response graph,
an EPI speaker records a remarkably
linear curve, measured from both on-
axis and off-axis (60°) positions.

Why is that?

It has a lot to do with the kind of
tweeter that goes into an EPI speaker.

CIRCLE NO. 18 ON READER SERVICE CARD

EPI'S 1-INCH “AIR SPRING” TWEETER.
If you’ve never heard of an “air
spring” tweeter, there’s a very good

reason for that: We made the name up.

We had to. EPI’s tweeter is
unlike any other made.

Our air spring tweeter has a
concave diaphragm which is
driven around its full circum-
ference by a 1-inch voice coil.
This is coupled with a 14,000-
gauss magnetic field contained in
a 9-ounce, permanently charged
magnet and suspended in a
conically-structured, air-sealed
acoustic chamber, designed to create
an equi-dispersed recoil effect.

The 1-inch diameter permits

radiation of a nearly perfect hemi-
spherical sound pattern: throughout
the tweeter’s entire frequency range,
from 1800 to 18,000hz +3db. And as
Stereo Review Magazine
points out, wide dispersion
at all levels 1s the major
factor separating an excellent
speaker from a merely good
one. (Stereo Review placed
our EPI 400 in the “superb”
category.
So, now that you know
the secret of EPI’s Linear
Sound, all you need to
know is where it comes from:
Qut of eight great speakers, from
$55 to $1000, mace only by Epicure
Products Inc., Newburyport,
Mass. 01950.

THE LINEAR SOUND

OF EPI. (R |



" TECHNICALTAIK

3 By JUUAN D HIRSCH

® THE REVIEWER REVIEWED: From personal
experience, I am only too well aware of the limita-
tions faced by reviewers, whether they deal with
drama, canned fish, musical performances, or high-
fidelity components. Among those limitations are
the scarcity or the ambiguity of objective measure-
ment standards (and the difficulty of correlating
them with subjective effects), the greater or lesser
variability from sample to sample, and the idiosyn-
crasies of the reviewer himself. Letters from read-
ers not only remind me of these facts constantly,
but, in addition, sometimes imply that a sinister
subservience to the advertising dollar is the reason
why “everything tests well.”

One of the most active nonprofessional audio
groups, the New York Audio Society, took review-
ers to task in their January 1973 newsletter. They
contrast American product reviews with those in
the British publication Hi-Fi News & Record Re-
view (which [ follow as closely as they do), implying
considerably more objectivity and “criticalness” in
the latter. As an illustration, they reprinted the

sured figures properly, and in any case their real
significance lies not in how close they approach
some theoretical level of perfection, but rather in
how they affect the actual use and performance of
the unit.

In addition, and to the undoubted joy of at least
some of his readers, the HF N reviewer takes what |
consider to be an irascible tone, one apparently
springing from a beliet that changers are inherently
bad because they force the product designer into
less-than-ideal engineering decisions. And all with-
out reference to how bad — or good —the actual per-
formance is, or whether the goodness or badness
derives directly from design “compromises.” For
example, on the question of tone-arm pivot friction,
the HFN reviewer found it to be ten to twenty
times that of good separate tone arms, ‘‘probably”
requiring a tracking force of at least 1.5 grams.
(Why “probably”’? Didn’t he check it?) We were
equally concerned with the potential problems in
the particular tone-arm design; in our tests, how-
ever, the tone arm operated flawlessly at less than

HFN review of a British-made
record player, inviting their
readers to compare it with re-
views of the same product ap-
pearing in STEREO REVIEW
and other American publica-
tions. | promptly did so—as
objectively as | could—and it

TESTED THIS MONTH

BSR McDonald 710/X Turntable
Micro/Acoustics FRM-1 Speaker
KLH Model Fifty-Two Receiver
Norelco 2100 Cassette Deck

0.5 gram, and few cartridges
are able to track even moderate
recorded levels at that force.
It seems to us that an arm that
does not impair the operation
of a cartridge tracking at 0.5
gram does not have excessive
pivot friction. Quite obviously,

seems to me that we in no
sense suffered in the comparison. It is true that
HFN reviews are considerably longer than those
that appear in STEREO REVIEW, so the reviewer
has space for the kind of background information
that we normally reserve for this Technical Talk
column or even longer feature articles. And the
British reviewer also makes a number of physical
and mechanical measurements (such as turntable-
platter inertia, vertical motion at the turntable rim,
tone-arm mass and friction) that we do not single
out for specific mention. But very few readers
really have the background to assess these mea-
MAY 1973

the product samples tested by
HFN could not be the ones we tested, and we can
report only on our findings, not on what the manu-
facturer or anyone else may claim. And, judging
from our experiences with other reviewed products,
if the player’s tone arm was in fact incapable of
tracking at less than 1.5 grams, as the HFN writer
claimed, we (and the U.S. importer) would have
been buried under complaint mail by now.

Even though their measured rumble figure was
slightly better than ours, the HF N reviewer never-
theless stated that the tested unit was audibly inferi-
(Continued on page 38)
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In 1916, the Navy
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BE A MAN AND DO IT

UNITED STATES NAVY

RECRUITING STATION

For a free full-color reproduction of this original Navy Poster,
stop by your local Navy recruiter’s office.
No obligation, of course.

Today we want people

It's a brand new
Navy. To join now,
you can be a man or a
woman. But to really
make it in today’s
Navy, you've got to ¥
have a little of that
old American need to !
succeed. The feeling =
that you want to go
places fast and you ﬁ
have the stuff to

get there. The belief
that you're someone
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who want to succeed.

K 1 And the new Navy gives you plenty
o of chances to prove it. If you qualify, you've got
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after just four months — with great
fringe benefits and one of the best
retirement plans in the world. Like
people. Making life-long friendships
is one Navy tradition that will never change.

e If you think you’ve got what it takes to make itin the new

% Navy, if you want to go places fast, send in the attached coupon
k;_ or call toll free 800-841-8000, 24 hours a day, 7 days a week.
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or to belt-driven turntables in that respect. Our ears
disagreed. It is true that some belt-driven or elec-
tronically controlled turntables do have substantial-
ly less measured rumble than the automatic turn-
table under discussion, but, in our experience,
extraordinary physical isolation procedures are usu-
ally required to prevent external vibration (from
passing cars, erc.) from interfering with measure-
ments of these very low rumble levels. And, sad to
say, under practical operating conditions, the theo-
retical advantages of many ultra-low-rumble turn-
tables are often masked by ambient vibration levels.
However, with almost any reasonably good modern
turntable, rumble that is audible is probably on the
record itself!

I DON’T propose to delve further into this or any
other specific comparison. It seems to me that the
hard data in the STEREO REVIEW and HF N reviews
of the player are in substantial agreement, except
for the question of pivot friction. And here one
should be aware that to British audiophiles, and
to the Japanese as well, the very concept of a
“changer” is anathema, and many of the reviewer’s
comments are inevitably colored by that prejudice.

Now let’s look at the bugaboo of the advertiser’s
supposed influence on our reports. Our regular, pe-
riodic explanations that we do not report on inferior
products because of space and time limitations
seems to leave many conspiracy-loving readers
unconvinced. So let’s look at the situation from an-
other angle. In general, the major manufacturers
(the ones likely to have the monetary ‘‘clout’ in
their ad budgets) who advertise in this magazine are
technically competent. For this reason, it is simple
fact that the vast majority of the products we test
deliver honest value for the consumer’s dollar. This
is not to say that a given product may not have
some slight technical superiority to others selling
for the same price —but none of them could be
called *‘bad buys.” We do on occasion come across
what we consider a flaw in the human-engineering
design of an otherwise fine product and, while not
necessarily making a big point of it, we a/ways men-
tion it. For example, we recently tested an expen-
sive FM tuner whose Dolby circuits could not be
set up so that you could record a Dolby-encoded
program while listening to the program in decoded
form. As far as | know, no other review in any pub-
lication mentioned that point, which we found sig-
nificant and something a prospective purchaser
might miss.

Speakers present particular problems to a test
lab. The lack of generally accepted standards and
testing techniques encourages many manufacturers
to design to taste —either theirs or what they think
the buying public prefers. Our principal test criteri-
on is transduction accuracy — in other words, will a
speaker render a reasonable acoustic analog of the
electrical audio signal fed to it? There are a large
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number of both new and old companies designing
speakers to this criterion of reproduction accuracy
and, to the degree that they succeed, the review of
their product is likely to be good. But there are also
two or three well-respected big names in speaker
manufacturing who feel that a speaker should have
some special “pleasing” tonal quality, which im-
plies a non-flat frequency response. The manufac-
turers of such speakers are certainly entitled to de-
sign any sort of product they like, and people who
are pleased by them are entitled to buy —but such
products, by their nature, simply cannot test well
when evaluated by the criterion of flat response.
Some brands of speakers are seldom reported on,
therefore, because the manufacturer is aware that
his speaker is not the kind that gets a good review,
and, in his view, our tests are invalid.

I realize that a reader may infer from the absence
of a report on a certain product that it falls into the
above categories. Sometimes this is true; however,
1 would guess that at least ten times as many worth-
while products are announced each month as we
can possibly accommodate in our test program. But
we do keep our eyes and ears open for outstanding
products, even those from new or unknown manu-
facturers who could represent no significant part of
STEREO REVIEW’S income, so that we can bring
them to the attention of our readers.

NO commentary on product testing would be
complete without a reference to Consumers Union.
Their facilities and expertise are impressive, and 1
rarely disagree with their specific findings (although
the technical content of their reports is a little on
the lean side). Their purchase of products on the
open market certainly eliminates the nagging suspi-
cion that a manufacturer has provided a **hot” sam-
ple. But the fact that we and CU usually come to
the same conclusion as to a product’s perfor-
mance —if not its merit— puts our mind at ease on
the subject. In short, we believe that a purchased
product is likely to be as good or as bad as one sent
to us by a manufacturer.

However, CU’s reports almost invariably appear
late in the life of the product, often after it has been
superseded by a newer model. Months can elapse
between receipt of a product and publication of the
report (even in the case of STEREO REVIEW), and
we believe it is a real advantage to our readers that
we are sometimes able to test a pre-production or
early production model, so that the published report
appears at about the same time the product reaches
the dealer’s shelves.

Finally, CU does what we would never attempt —
to rate products in order of “‘quality.” At one time,
perhaps fifteen or twenty years ago, it was possible
to find components at each price level that were
substantially superior to their competition. Today,
when dealing with the vast majority of components,

(Continued on page 40)
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it is meaningless, and often downright misleading,
to suggest that A is significantly better than B, but
not quite as good as C. In our view, the minor dif-
ferences in power output, distortion, sensitivity,
and so forth among brands competing at the same
price level usually have far less practical signifi-
cance then the presence or absence of some specific

features, the feel, or the flexibility of a product.
Therefore, all that I, or anyone, can do is present
the important facts and figures as honestly as possi-
ble, make some positive or negative personal com-
ments, and leave the ultimate decision to you. The
world of testing is a part of the larger world around
it and is no more —or less — perfect.

FQUIPMENT TEST REPORTS

By Hirsch-Houck laboratories

BSR McDonald 710/X Automatic Turntable

® THE BSR 710 is a two-speed (33Ys and 45 rpm) auto-
matic/manual record player that appears to be very simi-
lar to BSR’s top model, the 810 (reported on in July,
1972). A careful comparison reveals only two significant
differences between them: the 710 tone arm uses conven-
tional ball-bearing pivots instead of the 810’s gimbal
pivots, and its 117s-inch, 5Ys-pound cast aluminum plat-
ter is about one pound lighter than that of the 810.

A mechanical rocker switch at the front left of the mo-
torboard changes the platter speed by moving the rubber
idler wheel along the tapered motor-shaft pulley. A ver-
nier speed control provides a nominal 6 per cent adjust-
ment about each center speed. All the other controls are
grouped at the right side of the unit on a silvered panel
that contrasts with the otherwise black motorboard.
Three pushbuttons (for 7-. 10-, and 12-inch records) initi-
ate the automatic playing cycle and index the arm for the
selected record size. Pressing the sTOP button returns the
arm to its rest and shuts off the motor.

An AUTO/SINGLE switch permits the 710 to function as
a single-play turntable when the automatic center spindle
is replaced by a short single-play spindle. In the single-
play mode, pressing the MANUAL button starts the motor,
and the arm is then positioned by hand. The arm returns
to its rest and the machine shuts off automatically when
the record is finished. The 710, like the 810 and several
other BSR players, has an automatic arm lock that clamps
the arm to its rest after the record player has shut itself
off. It is also possible to use the record-index buttons to
initiate the playing of single records, and if the mode
switch is set to AUTO with the short spindle in place, the
record will repeat indefinitely until the sTor button is
pressed.

The 710 has the same four-pole synchronous motor as
the 810, usable on either 120 or 240 volts by a simple wir-
ing change, and on either 50- or 60-Hz power lines by
changing the motor-shaft bushing (bushings for both fre-
quencies are supplied with the unit). A stroboscope disc
is mounted in the center of the ribbed rubber record mat.

The arm of the BSR 710 is relatively long (about 8V
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inches), with an easily adjusted elastically mounted coun-
terweight. The tracking force is set by a dial on the pivot
structure and is calibrated at 1-gram intervals from O to 4
grams. A control on the motorLvard, with separate scales
for conical and elliptical styli calibrated to correspond to
the stylus force, sets the anti-skating compensation.

Although the BSR 710 is available as a separate unit
without base or dust cover, we tested the machine in its
“total turntable’ configuration. As the 710/X. the record
player is supplied mounted on an attractive walnut wood
base, with a smoky-plastic dust cover that can be lifted off
or tilted back to an upright position and left on the unit.
The plug-in cartridge shell is fitted with a Shure M91E
cartridge. Set-up time is minimal, and the end result is a
very fine, well-integrated record player at a modest cost.

The BSR 710/X is priced at about $150. The Model
710 turntable alone, without base, cartridge, or dust
cover, has a minimum retail price of $129.95.

® Laboratory Measurements. The calibration of the
tracking-force dial was very accurate, reading within 0.05
gram of the actual force except at 4 grams, where the er-
ror was an insignificant 0.1 gram. Raising the pickup ¥s
inch to simulate playing the top record of a stack in-
creased the force by only 0.15 gram. Lateral tracking-
angle error was a very good 0.4 degree perinch at the 2.5
inch (or inner groove) radius, and was under 0.5 degree
per inch over the entire record. If another cartridge is to
be installed, it is mounted using the supplied slide adap-
tor. The built-in cartridge alignment post on the motor-
board (on which a soft stylus-cleaning brush is later
mounted) is then used to adjust the cartridge for minimum
tracking error.

Anti-skating compensation, although quite uncritical,
was optimum when set about 1 gram higher than the
tracking force. The cueing control worked very smoothly,
with negligible drift during descent. It was somewhat
slow, however, requiring about 2.5 seconds to raise the
pickup fully and about 5 seconds to lower it. The operat-
ing time can be reduced considerably by moving the cue-
ing lever only part way, so that the stylus just clears the
record surface. (The lever will hold its position at any
point in its range of travel.)

The turntable had an unweighted rumble of —32 dB.
With RRLL weighting for relative audibility, the rumble
was —55 dB, which is typical of the best automatic turn-
tables. The wow and flutter were completely negligible —
respectively 0.06 and 0.095 per cent at 33Y3 rpm, and
0.05 and 0.06 per cent at 45 rpm. The operating speeds

(Continued on page 42)
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| Here at the Speedway

everybody has a gimmick. .

almost everybody.
Try picking the one who
— 11 doesn't go along.
1. Nope. He’s “Third Turn’’ Abanian. Has been in 263 races.
Gimmick: always loses control on third turn where Bubbles

Fickfern stands (see #5 below). He doesn't smoke. His car does.

2. No. Second-Hand Sam Slick, used car dealer. Gimmick: buys
what's left of Abanian’s cars. Smokes '‘pre-owned” cigars.

Canyou spof
the Camel Filters smoker?

=

©1973 R. J. Reynolds Tobacco Company, Winston-Salem, N. C.

3. Hardly. He's Reggie J. Var Phynque 1l. Gimmick: filthy rich. Wears
cashmere toupee. Smokes double-vented cigarette. 4. Right. He
likes his racing without far-out fads or gimmicks. Wants his

cigarette that way, too. Camel Filters. Honest, no-nonsense. Fine
tobacco. Easy and good tasting. 5. Bubbles Fickfern, racing
groupie. Gimmick: 18 stopwatches. .. with Mickey Mouse

hands. Smokes Fellinis. 6. Fellini. Gimmick: never sees a race;

too busy following other sports events on .

portable TV and radio.

Camel Filters.

They're not for everybody

Warning: The Surgeon General Has Determined
That Cigarette Smoking Is Dangerous to Your Health.

(but they couid be for you).

Fumous Camel Quality'
20 mg. “tar;'1.4 mg. nicotine av. per cigarette, FTC Report AUG.'72.



were unaffected by a.c. line-voltage changes from 95 to
135 volts. The vernier adjustment had a range of +2.6,
—1.6 per cent at 33Ys rpm, and +3.9, —2 per cent at 45
rpm. The automatic change cycle was longer than average
—about 17.5 seconds at 33Ys rpm and 13 seconds at
45 rpm.

® Comment. The spring suspension of the turntable made
it reasonably immune to jarring and acoustic feedback,
even when the unit was placed directly on or in front of
the speaker enclosure. There was nothing “fussy” or crit-
ical in the operation of this record player.

The lower price of the 710/X, compared with that of the
810/X, presumably results from the lighter platter and
less refined arm pivots. The former can be dismissed as a

practical consideration, since the rumble, wow, and flut-
ter of the 710/X were not significantly different from the
figures we measured on the 810/X. The arm pivots, how-
ever, do have more friction.

To put this matter in proper perspective, the arm fric-
tion of the 710/X has no effect on the performance of the
M9 E cartridge tracking at | gram, so that the integrity of
the overall 710/X “‘total turntable’ design is confirmed.
And, after all, one could hardly expect it to be the com-
plete equivalent of the fine 810/X —there would be little
point in selling units with the same performance at two
different prices. Let it suffice to say that we found the
mechanical functioning of the BSR 710/X to be flawless
and its overall ease of operation excellent.

For more information, circle 105 on reader service card

Micro/Acoustics FRM-1 Speaker System

® A WIDE-DISPERSION sound-radiation pattern, espe-
cially in the horizontal plane. is highly desirable in a
speaker system, not only to project a frequency-balanced
sound to all portions of the listening area, but also to form
a more stable spatial stereo image. Several techniques
have been employed to achieve wide dispersion (most
difficult to obtain at the higher frequencies), but one of
the most obvious and effective means is to use a number
of high-frequency drivers angled in different directions.

The first consumer product offered by Micro/Acous-
tics Corporation was a high-frequency adapter containing
four small cone tweeters mounted to cover 180 degrees
horizontally. The Microstatic Adaptor. when connected
across the input terminals of conventional speaker sys-
tems. reinforces their high-frequency output in addition
to widening their angle of dispersion. As our test report
in STEREO REVIEW (June 1971) stated, it was highly ef-
fective for those purposes.

Micro/Acoustics has now developed a full-range
speaker system, the FRM-1 (Full-Range Microstatic). in
which a 10-inch acoustic-suspension woofer operates
with five tweeters that are oriented to provide nearly
uniform output at any angle in front of the speaker. Three
of the tweeters have |Ya-inch diameter cones, one facing
directly forward and the others at 60-degree angles to the
speaker’s frontal plane. Two 1%a-inch tweeters are angled
at 30 degrees to the front of the speaker, and in the verti-
cal plane they are at right angles to the three smaller units
(see accompanying photo). The reason this configuration
was adopted was not so much to improve vertical disper-
sion as to permit consistently wide dispersion no matter
what the mounting location or position of the system.

The crossover frequency is 1,700 Hz, and two continu-
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ously adjustable controls in the rear adjust the high-fre-
quency level relative to that of the woofer. One, marked
LEVEL, controls the single forward-facing tweeter, and
the DISPERSION control affects only the four angled tweet-
ers. The maximum settings for these controls are marked
ANECHOIC FLAT. A lower NORMAL setting is also pro-
vided. The system impedance is nominally 8 ohms, and
amplifier powers of 15 to 60 watts are recommended.

The walnut vinyl-covered cabinet is 1S inches wide,
12Y2 inches deep, and 25Y2 inches high; the system
weighs 34 pounds. It can be used in either a vertical or
horizontal position. The black grille is available in two
styles: a “functional’”” design molded to reveal the shapes
of the high-frequency driver array behind it, and a “‘deco-
rative” style with a more conventional flat front. Price
with either grille: $149.50.

® Laboratory Measurements. In our semi-reverberant
test room, the output of the Micro/Acoustics FRM-1 was
impressively uniform over the full audio range. When the
controls were set at ANECHOIC FLAT, there was a slight
increase in output in the 6,000 to 12,000-Hz range. The
NORMAL setting produced the flattest overall response —
+2 dB from 50 to 15,000 Hz—in our test room. The
woofer response, measured with close microphone spac-
ing, was almost unbelievably flat, varying only =0.5 dB
from 55 to 1,000 Hz. The output dropped below 50 Hz,
but with normal speaker placement the low bass is con-
siderably enhanced, and we would judge the effective
lower limit of the speaker to be about 40 Hz.

The bass distortion was under 2 per cent down to 60
Hz, using either a 1-watt drive level or a constant 90-dB
sound-pressure level (SPL) output. At | watt, the distor-
tion rose to S per cent at 45 Hz and to 10 per cent at 37
Hz. When a constant 90-dB output was maintained (as
measured 3 feet from the speaker). the low-frequency dis-
tortion rose more rapidly, (o § per cent at 50 Hz and 10
per cent at 46 Hz. Tone-burst response was very good at
all frequencies. The system impedance was typically
between 6 and 18 ohms, except for a rise at bass reso-
nance to 30 ohms. The efficiency was relatively high for
an acoustic-suspension system, with about 0.66 watt
needed to produce a 90-db SPL in the mid-range mea-
sured at a distance of 3 feet.

® Comment. When the NORMAL high-frequency control
settings were used, the simulated live-vs.-recorded listen-
ing test revealed a very slight loss of extreme highs. In-

(Continued on page 44)
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Whether the sun shines tomorrow, or it rains. ..
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We offer one very satisfying pleasure you can
count on. J&B rare scotch. To celebrate or
warm the uncertainties of life.
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The Pleasure Principle
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Tone-burst response of
the FRM-1 was very good.
These oscilloscope photos

were taken ai (left 1o
right) 100, 1,000, and
5,000 Hz.

The special high-frequency driver
assembly mounted on the outer
surface of the front panel is
designed 1o produce a
hemispherical dispersion pattern.
An acoustic-suspension woofer
provides the lower frequencies.

creasing the control settings to their maximum ANECHOIC
FLAT positions restored the missing output, with essen-
tially perfect duplication of the highest frequencies in the
original program. We could hear a slight shift in mid-
range balance, difficult to isolate but probably due to the
small response variations from about 2,000 to 4,000 Hz.
Overall, the system earned an “*A” rating in this test.

® THE KLH Modei Fifty-Two is an AM/stereo FM re-
ceiver offering performance that is clearly above average
n its price class. The published specifications are among
the most comprehensive and conservative we have seen.
Wherever possibie, they conform to current IHF mea-
surement standards, simplifying comparison with other
products similarly rated. The audio amplifiers are rated at
30 watts per channel into 8 ohms, with both channels
operating, at less than | per cent harmonic or intermodu-
lation (IM) distortion. The FM tuner, which uses 1C lim-
iters and ceramic filters, is rated at 2 microvolts |HF sen-
sitivity, with less than 0.5 per cent distortion (mono).

The upper half of the front panel contains the blackout
dial face with AM, FM. and logging scales. The FM scule
has linear calibration intervals, with frequencies marked
every 2 MHz. To the left are two illuminated meters,
reading AM and FM signal strength and zero-center FM
tuning. A large knob to the right of the dial operates the
flywheel tuning mechanism. Below the dial calibrations
are illuminated legends indicating the operating mode and
signal source: PHONO, FM, AM, AUX, and FM STEREO. The
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In listening to a variety of program material, the excel-
lent dispersion and uniform high-frequency energy output
were much in evidence, as was a satisfying and solid low
bass. Although there was nothing in our measurements to
indicate it, the FRM-1 had a slightly warm and full sound.
The effect was slight, however, and not noticeable on
much of the program material.

We wondered why the speaker has separate high-
frequency LEVEL and DISPERSION controls. Micro/Acous-
tics’ answer is that, in highly reflective rooms, the con-
tribution of the angled radiators might produce an over-
bright sound off-axis, and the separate controls provide
a means of adjusting the relative contribution of the
tweeters. In most installations, both controls should
probably be adjusted together to establish the high-fre-
quency balance.

Micro/Acoustics’ first full-range speaker system has
effectively combined the principles of their excellent
“add-on” tweeter array with an equally fine woofer. 1t is
certainly one of the best-sounding speakers in its price
class, and should provide tough competition to a number
of more expensive systems.

For more information, circle 106 on reader service card

AM/Stereo FM Receiver

lower half of the panel, in a contrasting pale gold satin
finish, contains all the operating controls. From left to
right, there are knob controls for input selection, bass and
treble, balance, and volume. The tone controls are con-
centric slip-clutch types for independent adjustment of
the two channels, and the volume control operates the on-
off switch.

Pushbutton switches control loudness compensation.
mono/stereo mode, tape monitoring, FM muting, high-cut
filter, and the main and remote speakers. The first four
pertorm their indicated functions when pressed in; the
speaker switches turn their respective speakers off when
depressed. Normal stereo operation of the receiver is
obtained with all pushbuttons out, although this disables
the FM muting. At the rear of the KLH Mode! Fifty-Two
are the input and output jacks, antenna terminals, pivoted
AM ferrite-rod antenna, fuses, and an unswitched a.c.
outlet. The screw-type main speaker terminals have no
separating barriers, requiring reasonable care in installa-
tion to avoid accidental short circuits. The remote-speak-
er terminals are standard phono jacks. Each speaker
output is protected by a fast-acting 2.8-ampere fuse (a
special type obtainable from KLH), and a slow-blow 1.5-
ampere fuse protects the entire receiver. Jumper links on
the antenna terminals set up the ferrite-rod AM antenna
and the line-cord FM antenna for reception of local sta-
tions. The links can be opened for connecting external
antennas. The KLH Model Fifty-Two comes complete
with a wooden walnut-grain cabinet: it measures 18

(Continued on page 46)
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You buy us best
When you buy us last

It's unusual when an audio system be-
gins with headphones. You usually
begin with receivers, turntables,
and speakers. Along the way you
learn a lot about performance differ-
ences and value. Just in time to select
your headphones. We like it that way, be-
cause the more you know about audio,
and value, the more likely you'll take
the time to select a headphone spe-
cialist.
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You might begin now by writing for a free
brochure about our new headphone line.

SAlNTR&EX

HEADPHONE SPECIALISTS

Scintrex inc., Amherst Industrial Park, Tonawanda, N.Y. 14150
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inches wide, 5%4 inches high, and 11%2 inches deep, ex-
cluding knobs and AM antenna. Weight: 22Y> pounds.
Price: $289.95.

® Laboratory Measurements. The audio amplifiers
clipped at 33 watts per channel into 8 ohms at 1,000 Hz,
both channels driven. With 4-ohm loads, the maximum
output was 42 watts per channel, and with 16 ohms it was
21.5 watts per channel. Harmonic distortion was between
0.05 and 0.1 per cent from 0. 15 watt to 20 watts per chan-
nel, rising to 0.15 per cent at 30 watts, and it was still
under | per cent at 35 watts, The 1M distortion was be-
tween 0.15 and 0.3 per cent up to about 35 watts per
channel. Using 30 watts per channel as a reference full-
power rating, the harmonic distortion was between 0.1
and 0.2 per cent from 23 to 14.000 Hz, increasing to 0.7
per cent at 20,000 Hz. 1t was slightly lower at half power
(typically about 0.1 per cent), and it increased to 0.5 per
cent at 20,000 Hz. At one-tenth power. distortion was
appreciably lower, reading between 0.03 and 0.06 per
cent at most frequencies under 10,000 Hz, and only 0.15
per cent at 20,000 Hz.

The aux inputs required 0.3 1 volt for a 10-watt output,
with a 77.5-dB signal-to-noise ratio. Through the PHONO
inputs, 2 millivolts was needed for 10 watts output, witha
very good 76.5-dB signal-to-noise ratio. Phono overload
occurred at 55 millivolts, which is a safe figure for most
high-quality cartridges delivering less than about S milli-
volts at average recorded levels.

The tone controls had a shelved characteristic, hinged

ADDENDUM: JVC 1667 CASSETTE DECK

® INourtestreport onthe JVC 1667 cassetie deck
(February, 1973). we commented on an inexpli-
cable “dip™ at about 8,000 Hz in its playback-only
response. We could not account for the dip —which
was inaudible in any case —and suspected that it
was not a product of the JVC’s electronics but
came about through some quirk in our test tape or
procedure.

This was completely confirmed when we made a
retest of the same machine, using the original tape
and a Teuc test cassette. The major difference be-
tween the two was that, compared with the Teac
test tape’s response, the Nortronics tape had about
2-dB less output in the 6.000- to 8,000-Hz region.
This was a far cry from the original test results
(which we had repeated on two occasions several
days apart). We have not yet worked out just what
factors were responsible for the original dip we
found, but we are confident that it is not the tault of
the machine and that the actual playback response
of the JVC 1667 is a fine =2 dB over the 31.5- to
10,000-Hz range of the test tapes.

L
46

T T T T T T T

HALF POWER {--34d8)
LOW POWER (-104d81 | |

0
a 5

-
,—r—{n—:—o—
B it mas

T ) S — —
} KLH 62 [ T1]
1 — REFERENCE POWER [ 30 W} HEAGR

o
N

0
S

PER CENT HARMONIC DISTORTION

20 50 100 200 500 -z 2xH7 SkH2 (OI‘\HX 20
K.
FREQUENCY IN H? (CYCLES PER SECOND!}

+10
TT T 1T 1T 17 )T 117 T 10
|- | AUDIO OUTPUT | | | 1L
L~ © DB:1 vOLT [ I
(TAPE-OUTPUT JACKS)
- + T - == = -+ —T+1—w-
| | |
ﬂ | ! ...._L 4 IS i . =
& | | !
0 -10 l 4 IREEL SENT - NN
W [
0
2z 4 4 L
H KL 52 | |
FM SECTION (MONO)
$-20 { : 4Lt
]
4 |
y T T T T
..
j-so L6V I-F SENSITIVITY i maar 8 TR
¢ ‘ L
A 1 0 S S B [—T—f-
W
40t H Y ‘I -1 -4—
I CTT
L 181 S 2 - LiLl
\ | | I | T TN
\ | TOTAL NOISE, HUM, DISTORTION RE:100% MOD. AT 400
o
= 2 100 Sk 1Ok 20k SOk 100k

1O 20 S
R.F TEST-SIGNAL INPUT IN MICROVOLTS (V)
The dashed curve labeled ‘“‘noise” shows how random noise
(principally hiss) falls below the audio owput with increasing
signal strength. Ultimate quieting level uchieved was —73 dB.

The rear panel of the KLH Model Fiftv-Two is uncluttered and
Sunctional = quite in keeping with KLH's philosophy of product
design. Qutput connectors for remote speakers are phono jacks.

at about 1,000 Hz. Their range was moderate (about =10
dB at the frequency extremes), but they were adequate
for their purpose. The high filter had a 6-dB-per-octave
slope, with the —3-dB response point at 2,500 Hz. The
loudness compensation boosted the low frequencies
moderately. and to a lesser extent also boosted highs
above about 10,000 Hz. RIAA phono equalization was
accurate within =0.5 dB from 50 to 15,000 Hz.

The FM tuner had an 1HF sensitivity of 1.6 micro-
volts, reaching a 50-dB signal-to-noise ratio at 2.5 micro-
volts. In the stereo mode, about 20 microvolts was re-
quired for a S0-dB signal-to-noise ratio. The mono distor-
tion readings were very close to the 0.5 per cent residual
of our signal generator. The ultimate quieting level of 73
dB was reached at ubout 100 microvolts in mono and
1.000 microvolts in stereo. FM frequency response was
flat within =0.5 dB from 30 to 4,000 Hz, and was down
only 3.5 dB at 15,000 Hz. Overall flatness was a very
good *=1.25 dB over the full audio range. Stereo separa-
tion exceeded 30 dB trom 80 to 15,000 Hz. reaching a
maximum of 47.5 dB at 1,000 Hz. The 19-kHz leakage
signal was 76 dB below tull modulation. Capture ratio

(Continued on page 48)
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Since more music
is performed over an Altec system,
doesn’t it make sense to...

involve yourself with this same sound at home. Altec is the
standard for the entertainment industry. You'll find it at
hundreds of recording studios. And almost every theater.
And at most music halls, auditoriums and rock concerts.
Chances are. Altec was involved the very first time you
listened to music.

A DIVISION OF ALTEC CORPORATION

MAY 1973

The 874A Segovia is the Altec system shown below.
$250 each speaker. It has a 17 Ib. magnet. the largest of
any speaker in its price class. So the bass response is un-
paralleled. You hear more music. More than you've ever
heard before. Your Altec dealer will turn it on for you. Or
write Altec, 1515 S. Manchester Ave.. Anaheim. Ca. 92803.

When music becomes more than
just something to listen to,
ALTEC is involved.
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was |.5 dB, image rejection was 68.5 dB, AM rejection
was 64 dB, and alternate-channel selectivity was 55 dB —
all appreciably better than the specified performance. The
FM muting action took place smoothly in the range of 3.5
to 7 microvolts, and the automatic stereo/mono switching
threshold was 2.8 microvolts. The AM frequency re-
sponse was flat from 20 Hz to just under 2,000 Hz, drop-
ping to —6 dB at 4,000 Hz and more rapidly at frequen-
cies above 6,000 Hz.

® Comment. Since the 2.8-ampere speaker-line fuses are
nonstandard and obtainable only from KLH, we were
surprised not to find a spare set included with the receiv-
er. We also noted that the temperature of the rear panel
of the receiver rose to levels somewhat higher than usual,
even with no audio output being delivered. KLH, like
most manufacturers, urges the use of adequate ventila-
tion for the receiver; judging from our test sample, it
seems especially advisable with the Model Fifty-Two.

KLH, with considerable justification. is proud of the
forty-four-page instruction booklet accompanying the
Model Fifty-Two. Not only is it complete and unambigu-
ous, but its conversational style makes it a highly read-
able short course in stereo-system installation. The
booklet also contains a systematic nontechnical approach
to identifying and removing the “bugs™ that can appear
from time to time in the best systems.

As its measured performance shows, the KLH Model
Fifty-Two is a first-rate receiver in every respect. Com-
parison against the specifications of other receivers
makes it equally clear that it is one of the better values on
today’s market. Almost all receivers claiming comparable
performance are considerably more expensive. In use
tests, it sounded as good as the figures suggest, and its
ability to drive low-efficiency speakers to more-than-ade-
quate listening levels distinguishes it from many other
receivers selling for less than $300.

For more information, circle 107 on reader service card

Norelco 2100 Cassette Deck

® THE Norelco 2100 cassette deck, which offers excep-
tional versatility in obtaining optimum performance with
different types of tape, also features Philips’ Dynamic
Noise Limiter (DNL), a playback-only noise-reducing
system that can be used with any cassette recording. The
Model 2100 is distinctively styled. with a one-piece, sat-
in-finish aluminum panel covering most of its top and
sloping front. The cassette opening is covered by a trans-
parent, tinted plastic window that exposes the entire cas-
sette to view during operation. A pushbutton-reset index
counter is located next to the cassette window. Tape mo-
tion is controlled by conventional piano-key levers, inter-
locked so that sToP must be pushed before operating any
other control. Partially depressing sToP halts the tape and
disengages the other controls, and pressing it down fully
ejects the cassette. Next to the transport controls are a
red recording light and a yellow DNI. light.

On the sloping front panel there are two illuminated
VU meters which monitor levels during recording and
playback. To their right are six pushbuttons. The upper
three adjust the recorder’s circuits for tapes with standard
(STD), high-performance/low-noise (SPL). or chromi-
um-dioxide (CrQ,) formulations. These switches change
the bias and recording levels for each type of tape. In the
case of the CrO, tape, the recording and playback equali-
zation characteristics are also modified. The lower row of
buttons are for STEREO/MONO (recording only), DNL
(playback only), and the power switch. To their right are
two slider controls for setting recording levels. The play-
back levels are fixed. Along the lower front edge of the
recorder are two miniature microphone jacks for low-
impedance dynamic microphones, plus a standard stereo
headphone jack. In the rear of the unit are the inputs and
outputs and two screwdriver adjustments for the DNL
circuits (which should not be changed by the user without
proper instruments and service information).
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The frequency-response specification of the Norelco
2100 extends to 10,000 Hz with standard tape, 12,000
Hz with high-performance tape, and 13,000 Hz with
CrO, tape (the lower limit is specified as 50 Hz for all
types). The DNL circuit is said to produce an improve-
ment in signal-to-noise ratio of more than 5 dB at 6,000
Hz and more than 20 dB above 10,000 Hz, relative to an
unweighted signal-to-noise specification of 45 dB without
DNL. The DNL is, in effect. a dynamic low-pass filter
that produces high-frequency attenuation in playback
when there is little high-frequency program material. Un-
like conventional filter circuits, the DNL circuit operates
by shifting the phase of the affected portion of the fre-
quency range and using it as negative feedback to cancel
part of the original input. This makes possible a large re-
duction at the highest frequencies with little or no effect
below about 5,000 Hz. The Norelco 2100 is 12Y2 inches
wide, 37s inches high, and 10Y2 inches deep; it weighs
6%4 pounds. Price: $219.95.

® Laboratory Measurements. The playback frequency
response with a Nortronics AT200 test cassette was
within *2 dB from 31.5 to 10,000 Hz. We measured
the record-playback frequency response with three kinds
of tape for the three different tape settings: Norelco 200
(STD), Norelco 300 (SPL), and Norelco 400 (CrO,). The
two ferric-oxide tapes had almost identical frequency
responses: =3 dB from about 35 to 14,500 Hz. With CrO,
tape. the response was extended to =3 dB from 20 1o
16,000 Hz.

An input of 89 millivolts (LINE) or 0.13 millivolt (Mic)
was needed for a 0-dB recording level, and the corre-
sponding fixed output (with high-performance tape) was
0.7 volt. The 3 per cent distortion level was reached at —3
dB with Norelco 200 tape. +2 dB with Norelco 300 tape,
and 0 d B with CrO, tape. The corresponding unweighted
signal-to-noise ratios were 49, 55, and 55.5 dB. The DNL
circuits produced an improvement of 2 dB in each case,
which agrees with the Philips specifications. The subjec-
tive improvement was much greater, however, because of
the relative audibility of noise in the higher frequencies,
which are heavily attenuated by the DNL circuit. The
signal-to-noise ratio was the same when measured
through the mic inputs, unlike the case with most re-

(Continued on puge 50)
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corders which have noise levels that are a few decibels
higher through their microphone preamplifiers.

The volume level obtained from the headphone jack.
tested using several common brands of headphones. was
quite low — possibly adequate for monitoring channel bal-
ance, but certainly not for normal listening. The transport
controls worked well, with a rather stiff feel. The wow
and flutter were typical of today’s better cassette mecha-
nisms —respectively 0.03 and 0.16 per cent (unweighted).
In fast-forward and rewind, a C-60 cassette was handled
in 85 to 90 seconds.

We made measurements of the DNL action by inject-
ing control signals of different frequencies and levels, and
measuring the action of the noise-reduction circuit at a
number of frequencies using a wave analyzer. With no
signal present, the noise reduction began at about 5,000
Hz, reaching a maximum of 14 dB at 10,000 Hz. Intro-
ducing a control (program) signal at frequencies above
about 3.000 Hz gradually opened up the dynamic filter,
except at levels of —30-dB or lower. With a 5,000-Hz
control signal. even a —30-dB level was sufficient to
disable the filter and produce a flat response.

® Comment. Putting aside, for the moment, the perfor-
mance of the DNL system, the overall quality of the
Norelco 2100 was truly excellent. When we taped wide-
range records and compared the tape playback with the
original disc through a wide-range system, there was ab-
solutely no audible difference. Of course, this can be said
of some other cassette recorders as well, but most are

considerably more expensive than the 2100. The ability
to achieve optimum performance with three basic tape
formulations is highly desirable. A few more expensive
recorders now have this feature. but most simply provide
for some unspecified type of ferric-oxide tape plus CrO,
tape. In this respect, the Norelco 2100 is ahead of |ts
competition.

Philips probably chose the DNIL. approach because it
can be used with any cassette and therefore conforms to
their concept of compatibility. As we have mentioned in
past equipment reviews, open-ended dynamic filters such
as the DNL can be very effective in reducing hiss, but ai-

~ R AT CAT A

The calibration adjustments on the Norelco 2100 (shown with
hottom plate removed) are readily accessible —a feature that
may perhaps be of litile concern 1o most users, but which may at-
tract audiophiles witl the test gear 1o do their own maintenance.

most always produce some sort of swish or other audible
side effects with certain types of program material. We
were pleased —and impressed —to find none of this with
the DNL system. It reduced hiss appreciably, with no
dulling of highs or background noise “‘pumping.” On a
purely audible level, however, the noise reduction with
DNL was considerably less effective than with the Dolby
system. While it drastically cuts noise in the highest fre-
quencies (above 5.000 Hz). it has essentially no effect on
lower frequencies. And we could hear the audible hiss
contributed by the band of frequencies from 500 to 5,000
Hz. In contrast, the Dolby B system functions from
about S00 Hz up.

We also played Dolbyized cassettes through the DNL
system and heard considerable noise reduction. though it
was not as great as with a Dolby system. The *‘bright-
ness’ of some unequalized Dolbyized tapes seemed to
be tamed only slightly by the DNL circuit. Of course,
amplifier tone controls can be used to cut highs further. In
other cases, the DNL action alone was suthicient to re-
store an acceptable balance to a Dolbyized cassette.

In summary, the Norelco 2100 offers: (1) overall per-
formance comparable to that of many tar more expensive
machines, (2) the ability to get the most out of any kind of
tape, and (3) the DNL noise-reducing system, which
makes a hissy cassette listenable at no cost in audible
high-frequency response. All of which makes it, at
$219.95. one of the kbetter values in cassette recorders.

For more information, circle 108 on reader service card

STEREO REVIEW



Should you use the
LAFAYETTE LR-4000

MAY 1973

CBS, the developer of the SQ* quadraphonic
system and the producer of the largest number
of 4-channel records, selected the Lafayette
LR-4000 receiver for its own use when moni-
toring SQ 4-channel discs. This is because the
LR-4000, the only receiver with “wave match-
ing” full logic circuitry, provides the listener
with the most precise definition of 4-channel
SQ records and FM broadcasts yet developed.
You hear the thrilling, spacious, surround
sound that the SQ engineers built intc the re-
cording. This would be enough of a reasan to
buy the LR-4000, but there are also many
more . . .

Through its exclusive “Composer” circuitry,
the LR-4000 delivers superb playback of Reg-
ular Matrix (QS) and all other “encoded” 4-
channel program sources, and derives the rich
4-channel sound hidden in your present 2-
channel stereo records and tapes, and FM
stereo broadcasts. When set to “discrete,” the
LR-4000 plays any discrete tape source through

Just because CBS does?

——— i No! There are also many other reasons . ..

its four separate powerful amplifiers, and even
discrete discs can be played with an accessory
CD-4 demodulator. The four amplifiers deliver
200 watts IHF or 41 watts continuous (RMS)
per channel of direct-coupled power at 8 ohms.
Advanced MOSFET/IC FM circuitry with phase
locked multiplex and 1.65 nV sensitivity brings
in each station clearly even in difficult recep-
tion areas. And the LR-4000 has all the con-
trols to put you in command of this truly mas-
terful sound system.

It is not surprising, then, that Norman
Eisenberg, audio writer for The Washington
Post, remarked, “Considering all that the LR-
4000 offers, its price tag of $499.95 does not
seem unwarranted . . . it is a prime example of
a 4-channel receiver”; and that FM Guide as-
serted, “it has taken a giant step forward . . .
the LR-4000 epitomizes the art of matrixed 4-
channel sound.”

Sound great? Just listen to one!
*SQ TM Columbia Broadcasting System, Inc.

And . .. the LR-4000 is just one of the 20,000 quality products in our FREE 1973 catalog!

The World’s Largest
Consumer Electronics Catalog

Your One Complete Buying Guide
For“’Everything In Electronics’’

Lafayette Radio Electranics P.0.Box 10, Dept. 11053, Syosset, N.Y. 11791

Address_

Send my FREE LAFAYETTE 1973 Catalog to:

Name

City ) State 2ip

CIRCLE NO. 31 ON READER SERVICE CARD



Yes, it does! We're one of the
country's largest Mail Order
Houses of Stereo Equipment and
components, We pass our volume
buying power right along to you.

BALTIMORE

tereo
olesalers

SHCWRITE FOR QUOTATIONS AND OUR
LATEST FREE CATALOG!

7A Aylesbury Road

Timonium,;Md. 21093 = 301,252-6880
CIRCLE NO. 12 ON READER SERVICE CARD
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TOXY©
SHARPIR©

WORLD WIDE
STEREO WHOLESALERS
THE BEST OF BOTH
WORLDS ... DIRECTLY
TO YOU

WHO ARE
THESE GUYS?

We’'re a group of young people that are
well informed about the Hi-Fi world. We're
no ripoff. We give you the best value for
your money, plus honest practical advice.
Every major brand is in our line, we have
stock for immediate delivery and you get
factory sealed cartons with full warranty.
Write your needs to us today and if it's an
entire system, we'll save you even more.
Send for free catalog, current mfg. spe-
cials and price list.

WE'RE OFFERING YOU ALL
THE FAMOUS NAMES IN
STEREO COMPONENTS

BELOW

NORMAL DISTRIBUTORS' PRICES

TOKYO SHAPIRO

12770 Chillicothe Rd.
(Maytfield Rd. at Ohio 306)

Chesterland, Ohio 44026
Phone 216/729-4903
ATTENTION:

Midwest Residents: Buy from us,
save excessive freight charges

\ = —
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GOING

By JAMES GOODFRIEND

Music Editor

A NOTE ON PERFORMANCE

A GREAT many of the same person-
ality factors that determine the way
music is composed also determine how it
is performed. In other words, when we
hear a performance of a piece of music
we hear the effect of two musical per-
sonalities, not one. Even composers, if
they are interpreters of any ability, seem
to approach the interpretation of their
own work from the outside, as if it were
no longer theirs. So there too we are
dealing with two psyches, not one.

These personalities can clash. The
mismatching of performer and piece
(mismatching in more than simple tech-
nical ability) is not an everyday affair,
but it is common enough. The miracle
is that it is not inevitable. Both com-
posers and performers are people of
considerable ego—or else they could not
be successful composers and performers.
And strongly egocentric people, when
they are separated by as much as com-
monly separates the average performer
and the composer whose music he plays
(in years, nationality, background, what
have you), could not be expected to be
terribly tolerant of each other. What per-
mits two strong musical personalities to
literally “‘share” a given performance of
a composition lies in the way music is
notated, what is written down, what is
indicated, what is implied, what is merely
expected, and what is left open.

In dealing with music from, say, the
death of Bach to the development of
aleatory music in recent times, we can
assume that the notes, the key, the
harmonies, the meter are given. These
are, for all intents and purposes, un-

| changeable. Also given are directions

for tempo, which are often no more than
a word or two: allegro, or allegro non
troppo, for example. Obviously, there
is a whole range of tempos that will fit
under the rubric allegro, and even when
the composer (from late Beethoven on)
gives a metronome reading as a more
specific guide, there are few performing
musicians who think of that number as

52

irrevocable, as anything more than a
narrowing of the possibilities expressed
by allegro.

The score also contains directions for
dynamics, expressed as forte, piano,
mezzo-forte, fortissimmo, sforzando, cre-
scendo, diminuendo, and so on. There is
no equivalent of a metronome to further
define these directions. Obviously, one
man’s mezzo-forte is another man’s
piano, and vice versa. We also have in
a score, in greater or lesser amounts,
directions for the modification of move-
ment, such as rallentando (slowing
down), directions for phrasing (an arc
drawn over a group of notes meant to
be played as a single phrase), directions
for different kinds of bowing for string
instruments, for different sorts of artic-
ulation for wind instruments, and so on.
All of these define not a single correct
way of playing, but a range of possi-
bilities. “The player should always feel
convinced that he plays only what is
written,” wrote the great pianist Josef
Hofmann. With the wide range of pos-
sibilities open to one who plays “only
what is written,” we can see how per-
sonal interpretation can almost take care
of itself.

But there are even certain things not in
the score that are expected of the musi-
cal interpreter before he lets his interpre-
tive ability run wild. For one thing, he is
expected to know a little about the com-
poser of the work he performs and where
he fits into musical history, so that he
can tell, in what the composer has writ-
ten, what is ordinary from what is ex-
traordinary. A fortissimo (ff) written dur-
ing the time of Mozart has a different
meaning from one written during the
time of Mahler; in the former case, it
means literally “very loud” (within, of
course, the context of just how much
loudness was available on instruments of
Mozart’s time), but in the latter case.
when such signs as fffff are not impossi-
ble, it can only mean a degree of loud-
ness greater than forre, but not all the
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loudness of which one might be capable.

The performer is also expected to
know something about the style of the
music and whether certain kinds of ac-
ceats or rhythmic modifications, even
though not written, are necessary to that
style. American jazz and popular music,
for example, are not played rhythmically
the way they are written. Neither are
Chopin mazurkas. nor, probably, any
music based upon folk or popular dance
styles. In most music before the death of
Bach, not only may rhythms be different
from their notation, but actual notes that
should be played (ornaments and such)
are notated only in the sketchiest form or
not notated at all. These are all things the
interpreter must be aware of, but, ob-
viously, his range of possibilities is even
greater here than in the translation of
tempo and dynamic indications into ac-
tual sound.

TIERE is also something called *‘tradi-
ton.” Tradition has been labeled by at
least one eminent musician as meaning
rothing more than *‘the last bad perfor-
mance.” Sometimes it is just that, but
often it is something real, something one
must cope with —at least to the extent
that if one is to violate it one must know
why and how. Tradition is the sort of
thing that allows a tenor to take a high
10te in an aria where no such note is
written, that authorizes a pianist to play
rubato where none is indicated, that de-
termines the way ninety-nine out of a
hundred conductors (capable ones, that
is) will play a Strauss waltz. Such tradi-
tion may stem ultimately from the com-
poser’s own interpretation or teaching,
passed down through generations of
teachers and students, performers and
listeners. Or it may. as sometimes hap-
pens in musical history, come into being
after the composer himself is dead
There is a tradition, for example, of play-
ing the ragtime music of Scott Joplin
with a jazz inflection. But Joplin wrote
his music before jazz was born. There is
no indication in his scores of the sort of
rhythmic modification jazz demands.
That tradition, therefore, though it is

valuable in itself as a species of jazz, has |

nothing to do with Joplin’s music as he
conceived it.

So the interpretation of any piece of
music consists of the interaction not only
of two different personalities, but of two
different backgrounds, of musical and
social milieus as well. Virtually all the
things that go to make up the musical
personality of the composer go into the
makeup of the performer too, although
their intensities may be quite different. It
is the approximations of musical nota-
tion, the “‘open spaces” of the music,
that allow a multitude of viable interpre-
tations, viable in the sense that they ex-
press the musical personalities of both
the composer and the interpreter and
thereby permit the music to come to life.
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Model AT15S cartridge shown
in Model AT1009 tone arm,

OT TIP
IS SHIBATA

...and

audio-technica!

The only phono stylus tip design-
ed for the new discrete 4-channel
records is the new Shibata multi-
faceted stylus.

It's the stylus we include on our
new AT14S, AT15S and AT20SL
Audio-Technica Dual Magnet*

_ audio-technica.

cartridges. To give you
correct, long-lasting per-
formance from discrete
4-channel records. And
better sound from any
matrix record or ?resent
stereo disc as well.

Audio-Technica Dual Magnet
cartridges are brand new and
oaded with features. Like a sepa-
rate, independent magnetic sys-
tem for each side of the stereo
groove. And smooth response to
45,000 Hz and beyond. Plus very
low moving mass for superior trac-
ing ability.

Get a tip from leading audio
showrooms throughout the
country who are now stocking
and recommending the Audio-
Technica Dual Magnet cartridges.
For every modern record you own.

*patents pending

AUDIO-TECHNICA U.S,, INC., Dept. 53F, 1655 W. Market St., Fairlawn, Ohio 44313
CIRCLE NO. 8 ON READER SERVICE CARD
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All quadraphlmie

are not
Sansui has ereated
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sysiems

created equal...
the @SN vario matrix.

Here at last is the development that once and for
all will lay to rest the dispute over discrete vs.
encoded recordings. The Sansui QS vario
matrix — a technological extension of the QS
Regular Matrix — provides unbelievable front-
to-back separation, to a degree never before
possible with matrix technology.

Two new units in the Sansui four-channel
lineup have this outstanding vario matrix
decoder.

Treading closely in the superlative foot-
steps of the QR-6500 and QR-4500 four-channel
receivers, the new QRX-6500 and QRX-4500 re-
tain all the important features of their predeces-
sors—the generous power output, sensitive FM
and AM reception, unitized, easy-to-use con-
trols, and sound-fieid rotation.

In addition to all these features, the new
QRX-series has front-panel matrix switching,
selecting between the QS Regular Matrix
(vario matrix) and Phase Matrix decoding —
which permits accurate decoding and play-
back of any current matrix record made,
while handling up to ten loudspeaker
systems.

The result is that these new QRX-series
receivers represent the
most advanced 4-chan-
nel technology avail-
able today, with total
flexibility and adapt-
ability built-in for to-
morrow’s needs.

QRX-4500

Sansui

ELECTRONIC DISTRIBUTORS, Canada

MAY 1973

Included with the decoder are two syn-
thesizer positions for creating four-channel
sound from two-channel recordings. Both the
synthesizer and the QS Regular Matrix decoder
have ‘“Hall’’ and “Surround” positions for vary-
ing the quadraphonic effect to suit your partic-
ular needs, making this the most versatile
decoding system on the market today.

The QRX-6500 has a power output of 280
watts IHF, or 37 watts continuous (RMS) per
channel at 8 ohms. Total harmonic distortion
is less than 0.5% at rated output; power band-
width (IHF) is 20 to 30,000 Hz.

The FM tuner section uses three dual-
gated MOSFETs and a super-precision four-
gang tuning capacitor for exceptional sensi-
tivity (1.8 microvolts IHF) and very low IM
distortion. The IF section combines a six-
resonator ceramic filter, IC three-stage limiter
for exceptional selectivity and capture ratio.

But an in-person demonstration is the
real clincher. You really have to hear the
QRX receivers to believe that matrix 4-chan-
nel can sound this good. Why not drop in
at your Sansui dealer showroom today and
treat your ears to both the QRX-6500 and
the somewhat lower-
powered QRX-4500.
They're both full-fea-
tured quadraphonic
receivers in the finest
tradition of Sansui
craftsmanship.

SANSUI ELECTRONICS CORP.

Woodside, New York 11377 » Gardena, California 90247

SANSU! ELECTRIC CO., LTD.. Tokyo. Japan * Sansui-Audio Europe S. A., Antwerp, Belgium
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Take a look at AKAI's exciting
new 900 Series stereo raceivers.
They’re beautiful, right? Complete
with rosewood cabinets ta enhance
their styling.

But it takes more than beauty to
make a truly great stereo receiver.

It takes guts!

Because it's what's inside your
receiver that determines perform-
ance. And for innovative engineering
where it counts, AKAI leads the way.

You can choose from four new

56

receivers. All great performers. At a
price that's right for you.

The 910 delivers a power level
sufficient for any need. With a wide
frequency response and low distor-
tion.

And if you want to add Dolby,®
you'll find it in the 910D.

Our new 930 offers separate
signal and tuning indicators. Plus
Sound Monitoring. And 122W IHF
total music power.

CIRCLE NO. 4 ON READER SERVICE CARD

ooa lot of guts to huild 4 great receivers

For peak performance there’s
the 940. Delivers 180W total music
power . . . sensitivity of 1.7 zV . . . fre-
quency response of 5 to 80,000 Hz
...and IM distortion of 0.05% at
rated output. What’s more, Sound
Dubbing Controls allow you to mon-
itor from two separate decks.

Which all adds up to four great
reasons to see your AKA| dealer.
He'll show you what guts are all
about.

“*Dolby™ is a trademark of Dolby Laboratories, Inc.
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THE BASIC REPERTOIRE: Item One Hundred and Fifty-seven

By Martin Bookspan

. Liszt's .
Piano Concerto in A Major

RANZ LiszT sketched out the musical materi-

als of his A Major Piano Concerto in 1839,

when he was twenty-eight years old. Ten
years later, when he was completing the E-flat
Piano Concerto, he returned to the sketches of the
A Major Concerto and completed that one as well.
Since the E-flat Concerto was the first of the two to
be published (in 1857), it was called the composer’s
“First” Concerto. Though the A Major Concerto
was first performed in 1857, at a concert given to
benefit the pension fund of the orchestra in Weimar,
it was not until six years after its pertormance that it
was published in revised form.

Along with the first of his thirteen symphonic
poems, Ce qi'on entend sur la montagne, Liszt’s
two piano concertos were the first orchestral scores
that he was ready to submit for public inspection.
All three works were scored with the help of Joa-
chim Raff, but all three represent direct challenges
to the formal precepts of Classical tradition: they
have freed themselves from the strictures of cus-
tomary sonata form, each being concentrated into a
single movement that is episodic but integrated by
the permutation and recurrence of melodic ideas.
The two concertos could really be considered sym-
phonic poems for orchestra, with a dominating part
for solo piano; Liszt himself labeled the manuscript
of the A Major Concerto “Concerto symphonique.”

The theme of the concerto is stated by the wood-
wind instruments at the very opening of the work,
and it is this theme that serves as the integrating
element throughout. A lamenting. melancholy state-
ment, it begins in the orchestra, the solo piano add-
ing its voice after a dozen bars. Following horn,
oboe, and solo cello episodes, the piano introduces
anew theme in D Minor. There is a crescendo, and
mood and tempo change to a brisk Allegro agitato
assai and then Allegro moderato. Several other vig-
orous sections lead ultimately to a martial statement
of the chief theme from both the orchestra and the
piano, and there is a concluding coda of a heroic
character.

The distinguished nineteenth- and early twen-
tieth-century American musicologist William Fos-
ter Apthorp once suggested that, had Liszt wanted
to append a descriptive title to the A Major Concer-

*_ Mr. Books-pan‘s 1972 UPDATING OF THE BASIC REPERTOIRE is now availablein pamphlet form. X
Send 25¢ to Susan Larabee, Stereo Review, 1 Park Avenue, New York, N.Y. 10016 for your copy.
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to, he might well have decided upon *“The Life and
Adventures of a Melody.” Apthorp concluded his
brilliant essay about the concerto with these words:
“And ever and anon the first wailing melody, with
unearthly chromatic harmony, returns in one shape
or another, as if it were the dazzled neophyte to
whom the magician Liszt were showing all these
splendors, while initiating it into the mysteries of
the world of magic, until it, too, becomes magical
and possessed of the power of working wonders by
black art.”

A\10NG the many recordings of Liszt’s A Major
Concerto, two tower above all the rest. The first is
the almost legendary performance recorded in Lon-
don in the early 196(0’s by Sviatoslav Richter, with
Kiril Kondrashin conducting the l.ondon Sympho-
ny Orchestra (Philips 835 474, tape L 5474, cas-
sette PCR4 900 000, and cartridge PC8 900 000).
The other is the more recent Ivan Davis recording,
with Edward Downes conducting the Royal Phil-
harmonic Orchestra (London SPC 21081, tape
L4 75081, and cassette M 9408 1). Both recordings
are archetypes of individual artistry and personali-
ty: Richter’s is more disciplined, more tightly con-
trolied and organized, with great emphasis on the
poetry, fancy, and diablerie in the music; Davis’ is
much freer, more daring and audacious in shifting
moods and tempos, and more whimsical in overall
attitude. Both performances receive superb sound
reproduction, and the support of both orchestras
and conductors is all one could wish. The choice
between these two extraordinary recordings is ex-
tremely difficult; personally, I would not want to be
without either one. Moreover, both the Philips and
London recordings have persuasive performances
of the E-flat Concerto on the other side.

Two lower-price couplings of the Liszt concer-
tos are available: the late Samson Frangois, with
Constantin Silvestri conducting the Philharmonia
(Seraphim S 60107); and Leonard Pennario, with
René Leibowitz conducting the London Symphony
(RCA Victrola VICS 1426). But the collector in
search of a genuine musical thrill from the Liszt
piano concertos will seek out either the Davis or the
Richter version.
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A cuiver pictures

SERGEI

RACHMANINOFF

as I knew him
A reminiscence by VICTOR SEROFF

TS

Sergei Rachmaninoff was born on April 2, 1873,

and this vear marks the hundredth anniversary of

ais birth. It is also thirty years since he died, on
March 28, 1943, just four davs before he would
aave celebrated his seventieth birthday. 1 knew
Rachmaninoff well, and 1 had the honor of com-
memorating his seventieth birthdav with an article
published in Vogue magazine in April of 1943. 1
feel equally honored to be able to commemorate his
centenarv, and 1 would like to begin this remem-
brance with some account of the interview that pro-
duced the earlier article. - V.S.

ACHMANINOFF was very reluctant in 1943 to
have his birthday celebrated — in a magazine
article, at least, and perhaps particularly

in a magazine article by me. [ have learned from a
mutual friend that he had mentioned to Rachmani-
noff, during a game of cards, that I was writing Dmit-
tri Shostakovich’s biography. “Well, let him write it
.. . let him . . . if that is what interests him,”
Rachmaninoff murmured without taking his eyes
from the cards he was holding. With such a begin-
ning, it was understandably not easy for me to talk
him into making an appointment so that 1 might
secure some of the first-hand information [ needed
for a Rachmaninoff article. “Why do it?”" he kept
repeating to me. He always spoke slowly and
thoughtfully in a baritone voice of great depth and
richness: “Who would care to read about it? | am
forgotten . . . now it is only Shostakovich.” he
would say, looking at me as if he would like to add
“and why do you, of all people, want to do this?”
But when I did not reply, he said —still looking at
me, though somewhat less sternly —*Oh, well, all
right . . . only please let me think about it. When
could wedoit?”

A few days later I received a typewritten letter
(in Russian), from a man whom | was supposed to
understand was his secretary (although | knew that
at that time he did not have a secretary), saying that,
if the suggested day and hour were convenient for
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me, Mr. Rachmaninoff would be pleased to see me.
Of course, Rachmaninoff could have telephoned me
himself, as he always had before, but apparently
this was his way of keeping it all very *‘business-
like.” I in turn telephoned /im (not the author of the
letter) direct, saying that | would come to see him at
the suggested hour. It was a brief, to-the-point ex-
change of a few phrases, and I thought the **formali-
ties” were now completed. | was slightly mistaken.

When [ arrived at the house on West End Avenue
in New York City where the Rachmaninoffs lived
(in the apartment farmerly occupied by the compos-
er’s cousin Alexander Siloti), 1 was quite ceremoni-
ously greeted by the docrman: he already knew my
name, where [ was going, and at what time Rach-
maninoff expected me. With a murmured “I will
take you later,” he brushed aside a young woman
waiting with her little girl at the elevator door and,
bowing again, led me into the car.

At our ninth-floor destination, my escort, upon
hearing the sounds of a piano in the apartment,
remarked confidentially before opening the door.
“Now he’ll go lickety-split, like the devil.,” add-
ing, with the proud air of a man in the know, and
with a significant lift of a forefinger, “‘and then he’ll
stop.” And, indeed, a few seconds later a volley of
brilliant cascades did burst forth, and as abruptly
ended. The doorman, smiling with satisfaction, rang
the doorbell and gave me into the care of a maid
who, muttering but a single word (“*please,” in Rus-
sian), ushered me into Rachmaninoff’s small study
and went off to announce me.

R,A(‘HMANINOFF had resumed playing, over and
over again, the same pages of Chopin’s Ballade in F
Minor; then, interrupted. he struck the final four
chords in a matter-of-fact way and a moment later
joined me. “"Just a second.” he said as he carefully
closed the door into the music room. Although I
had been with him many times previously in that
same room, this was the first and only time | had
ever seen him take such stiff little “‘precautions.”



But it was the last of the “‘formalities” as well; he
shook hands with me and, putting his arm around
my shoulders, invited me to take an armchair next
to his massive oak writing table.

Rachmaninoff was a tall man, over six feet, but
not as towering in person as he appeared to be on
stage. A musician in his orchestra once said to him,
“It must be nice to be so tall.” “Not at all,” Rach-
maninoff growled. “It makes you feel like a kalan-
cha |a watch-tower or a maypole].” His shoulders
were very broad, and he carried himself slightly
stooped over, a little hunched, as if to make them
less conspicuous. His face was heavily lined, and
there were large pouches under the eyes. He wore
his hair cropped, although he knew that to some
people it looked “like a convict’s.” His face had
something of a Mongolian cast, though there was no
one of Mongolian origin among his ancestors; in
many of my conversations with him, in fact, he
emphasized that he was not merely a Russian, but a
Slav. But whatever the lineage, the combination of
his physical appearance and his stolid behavior on
stage gave an impression of an extremely unhappy
and gloomy man.

“Sergei Rachmaninoff is the archetype of the
grim Russian.”” “He looks as if he carries all the
burdens of Mother Russia on his shoulders.” “He
looks like an undertaker.” These and other impres-
sionistic remarks appeared regularly in journalists’
and music critics’ articles about him. “Does Rach-
maninoff ever smile, does he ever laugh?” One
heard such questions over and over again. “You
know,” he once told me, ““‘Chaliapin tried to teach
me how to come on stage, how to bow, and how to
accept applause gracefully: always smiling. But I
couldn’t. Why, I would have looked like a grinning
idiot. I must admit 1 failed completely in those les-
sons. but he did try hard to teach me.”

E)R such a wryly delightful story I felt obliged to
reply in kind. so I told him of one instance of Chal-
iapin’s stage demeanor that I remembered from one
of his concerts in Vienna in the early Thirties. Chal-
iapin was as nervous as any other artist during a
performance, but he kept himself under perfect con-
trol. His behavior before a large audience seemed
as informal as if he were addressing himself merely
to a few close friends in his own sitting room. But
during this performance, while making his own
announcements from the program he held in his
hand, he would suddenly look down into the front
row of the audience and, as if recognizing someone,
would smile, greet the person with a wave of the
program, and even whisper something, presumably
expressing his delight at seeing a friend.
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“Of course,” Rachmaninoff interrupted me,
laughingly anticipating the punch-line of my story,
“Fedya [the diminutive for Feodor] didn’t know
anybody in the audience! But that was just like him.
He was a basso, but he used to bow like a tenor.
Can you imagine me doing something like that? No,
no, I completely failed him.”

Continuing on this subject of stage demeanor and
stage nervousness, I wondered whether the fact
that Rachmaninoff was nervous off-stage didn’t add
a disturbing edge to his feelings while playing on-
stage. He quickly picked me up on this: ‘I am never
nervous on stage. Those who are should never play
in public. There is no cure for it, and it is not true
that eventually, after having played a great deal in
public, one can get used to it. Chaliapin sang all his
life before all kinds of audiences, and he was always
nervous during his performances.”

“Still,” I argued, “Chaliapin managed to control
it well enough to go on performing. Perhaps you
yourself control it too, though you cannot complete-
ly disguise it.”

“What do you know about it?” he asked.

“Well, for one thing. before you play the first
piece in a program, you keep adjusting the cuff of
your right sleeve over and over again; | have seen
you do this at so many of your concerts that I could
not ascribe the gesture to anything else bu1 nervous-
ness. And I also have felt that you play — of course
not always, but very often—the first piece on your
program much faster than I imagine you would have
played it had you scheduled it for later in the con-
cert, when you had already accustomed yourself, so
to speak, to your audience.”

“Is that so?” he said. That—plus a smile and a
shake of the head ~ was the only reply I got.

Persisting, 1 asked him whether it was true that
he hated playing in public but loved practicing.
“No, no.” he protested vigorously. *“It is just the
other way around. 1 hate practicing— especially my
own compositions —and I love to play in public.”

When Rachmaninoff appeared on stage, a hushed
silence used to descend upon the audience, and it
seemed as if his listeners were holding their breath.
waiting to witness something extraordinary, some-
thing mysterious. Without claiming to explain com-
pletely his unique power in performance, I do firmly
believe, having observed him closely in his daily
life, that a good part of the explanation lay in the
fact that he was, so to speak, all of a piece. There
was nothing artificial about him, no especially re-
hearsed stage behavior, and the fact that as many as
three thousand pairs of eyes were carefully watch-
ing each move he made affected him no more than a
much smaller number of eyes did in the privacy of
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Bettmann Archive

Through vears of touring and performing, Ruchmaninoff came into contact with the grear and near great of the musical world. He
is shown here seated between the fumed Duich conductor Willem Mengelberg (left) and the Russo-American pianist Mischa Leviizki.

his home. Actually, beyond the slight business with
the cuff, he sat down at the piano to begin a concert
in the same natural way he would take his place at
the dinner table. And he moved his arms and hands
while playing with the same simplicity he did when
using his knife or fork, in passing a plate or a glass
to his neighbor at table. There was never anything
in his artless behavior on stage that could have dis-
tracted an audience sufficiently to keep them from
listening to his playing.

Something of the same simplicity was apparent
even in the clothes he wore: there was no conces-
sion to changing fashion, nothing consciously exot-
ic. He was always formally dressed; his suits and
overcoats were not made according to the prevail-
ing style, but as they had always been made for him
all his life. He had never given up the custom of
wearing a waistcoat, nor would he appear without a
tie, or in an open collar or shirt-sleeves. I have seen
only two photographs of him in his shirt-sleeves:
one at a table in the garden of his country home in
Russia, the other a photograph of Boris Chaliapin’s
painting of him practicing the piano, and in both
cases he was wearing a tie with his shirt. I never
saw him wearing casual clothes, and | am quite cer-
tain it would have been impossible for him to go out
of the house without his hat. Dressing and behaving
as he did, and living in a strictly organized way,
Rachmaninoff was the very picture of a Grand Seig-
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neur. He took his meals at home at the conven-
tional hours, and I cannot even imagine him having
a hamburger and a cup of coffee at a drugstore lunch
counter.

As a rule, nothing is easier than interviewing a
performer or a creative artist (writing up the inter-
view, of course, is quite another thing). They are,
most of them, so eager to see their names in print,
so anxious to have the right (flattering) kind of pub-
licity which, they believe, will enhance the marketa-
bility of their talents, that they will burst into a
seemingly endless monolog at the slightest provoca-
tion —never failing, somehow, to omit criticisms of
their colleagues. In addition, they want to appear
witty, winning, and extremely happy —in short, to
feel proud and pleased with themselves. Nothing of
the sort could ever be said about Rachmaninoff.
“When you are my age,” he told me, *“you will real-
ize that people know about you only what you tell
them.” I did not argue with him. for I understood
that this was his firm principle, and that any infor-
mation about himself that he would be willing to
share would be offered within that framework. He
was indeed, as many have said of him, a man aloof,
closed within himself —“buttoned up,” as some
Russians had it.

He once told me that, when they first arrived in
the United States, he and Mrs. Rachmaninoff
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“went much into society, but 1 am not much of a
society man. And besides, I still have difficulty in
speaking English. And so I was invited less and
less, and now I hardly move out of my lair.”

His difficulty with English, he told me, had also
handicapped him in developing an acquaintance
with modern American literature. He was irritated
when he did not understand certain words in his
reading, and reading with the help of a dictionary
ruined his pleasure. He had read most of the classi-
cal English writers in Russian translations, but Sin-
clair Lewis’ Main Street was the only American
novel he ever managed to read through to the end in
English. For the same reason, he did not go to the
theater; American speech on the stage, he told me,
was too rapid for him, though he did go to an occa-
sional motion picture. Concerts, obviously, gave
him no language problems, and he attended them as
often as he had the time.

When he said that he no longer ‘“‘moved out of his
lair,” he of course meant only when he was in New
Y ork, for he enjoyed being with his Russian friends,
most of whom lived either in California or in Eu-
rope, and there he led and enjoyed the so-called
*social life.” At his homes in Beverly Hills and near
Paris, at his villa in Lucerne, he rested from his
strenuous concert tours and relaxed by playing,
with his Russian friends, a card game called Pré-
ference (a Russian version of bridge) or joined
the parties of his two young daughters and their
friends. And, if he went to the piano and chanced to
play something too serious for the occasion, they
would interrupt him with a request: “Oh, father,
play us Bublitcky” — Bagels, a popular street song
from the time of the beginning of the Russian Revo-
lution. But most of all Rachmaninoff enjoyed Cha-
liapin’s visits and their informal “musicieren”
(making music), as he called it, together.

Rachmaninoff, when happy in the company of his
family or friends, demonstrated that there was an
abundance of kindness and love concealed behind
that stern, austere appearance. He favored young
people’s company, especially if they were music
students or aspiring performers. He was ready to
help them with his advice, and although he did not
“give lessons,” he would spend hours working with
a young pianist, for example, contributing what he
called ““occasional suggestions.”” And he loved chil-
dren. Frederick Steinway (of the piano Steinways)
remembers well the hours Rachmaninoff spent
playing cards with him and his sister when they
were children and how he used to laugh whenever
he lost at the game of *‘fish.” He was generous not
only with his time, but with his money as well, and
was known to have given financial assistance to
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Russian causes on many occasions, though always
requesting that his name not be revealed.

During my somewhat “business-like” interview
with him in 1943, he suddenly broke in with a laugh:
“But you forgot to ask me about my hobbies. 1
wouldn’t be human without them, 1 always hear.
But what am 1 to do? I have to plead guilty to hav-
ing none. Russians don’t have any hobbies,” he
concluded, with the same characteristic finality with
which he ended his compositions. Then, after light-
ing a fresh cigarette and leaning over the table clos-
er to me, he whispered in an almost conspiratorial
manner: “We don’t want to get your article into
trouble . . . leaving it incomplete. I have an idea.
Can’t you say that American automobiles are my
hobby? Couldn’t it be a hobby? 1 love them, I think
they are the best in the world, and I love to drive
them. What do you think?”

Pleased with this solution to the problem, he was
ready to answer another ‘“usual” question: When
and how much did he practice the piano?

“I try to practice every day —an hour or an hour
and a half in the morning, and an hour and a half in
the afternoon. I try to keep to this schedule, but of
course there are times when 1 practice much more.
When we first arrived in this country [1918], I had
to make a very serious decision about which of
three professions to pursue: should 1 devote myself
to composing, or to conducting, or entirely to a ca-
reer as a concert pianist? For reasons of financial
security, the last one seemed to be the best choice,
but I soon realized that it was not enough just to
play my own compositions—and I did not have a
large repertoire otherwise. So, you can easily imag-
ine that, in order to get a large repertoire at my fin-
gertips, I had to practice a great deal. You see,
when you are young you don’t realize that the older

Though circumstances of exile dictated that he concentrate . . .
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you become the more difficult it is . . . not so much
to learn new pieces, but to have them sit firmly in
your fingers and your memory. And so, of course,
you have to devote more time to them.”

At one time, long before our “official interview,”
he told me that he believed in making two days out
of one —that is, he would plan to do as much work
as he could before dinner (which, in the Russian
manner, he took in the middle of the day), and then,
after going to bed in exactly the same way he did at
night, to sleep, rise, and live the rest of the day as if
it were the following day. It was a wonderful idea,
but hardly feasible as a permanent way of life.

‘/\]AS Rachmaninoff forced to sacrifice his com-
posing because of a lack of free time? “Yes, of
course,” was the reply. “It is not easy to be a con-
ductor, a composer, a concert pianist, and a father
all at the same time. 1 always admired Richard
Strauss: he conducts constantly and he composes at
the same time. You would think that studying and
hearing other composers’ works would influence
him in his own compositions. 1 couldn’t do that.”
Thus Rachmaninoff declined the post of permanent
conductor of the Boston Symphony Orchestra be-
cause of the amount of preparatory work it would
have required. And he left composing, the third pro-
fession in his musical activities, to the summer
months, when he was free from his concert tours.
Since he had been such a prolific composer, why
was it that during the twenty-five years of living in
thz United States his cutput of new works had been
so meager? It was a difficult question to ask bluntly,
even a difficult subject to discuss, for the answer
was obviously a very personal one and weighed
heavily on his conscience. He would not, | am sure,
have liked to give it as a single, flat statement, and |
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on his piano performances, Rachmaninoff did not entirely forsake either his musical composition (far left) or his conducting.
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had therefore to learn about it from many conversa-
tions at many different times.

In essence, I think, Sergei Rachmaninoff felt very
strongly his absence from Russian soil, his separa-
tion from his people, his sounding board. For years
his muse was silent, and, except for the Rhapsody
on a Theme of Paganini, which did mark a new style
in his works, his later compositions were only a nos-
talgic echo of what he had said before. Rachmani-
noff’s tragedy was that /iis Russia was no more, but
he could not live without it. Like many another
Russian immigrant, he firmly believed that sooner
or later the Soviet regime would collapse and he
could return to the Russia that was. So, when he
said to me “Even the air here is not like in Russia; it
smells differently,” I felt that he was revealing one
of the main reasons for his lack of inspiration. With
Rachmaninoff it was not merely a nostalgia for
something that was better in Russia, or something
so specifically Russian (mostly food) that one could
not get it outside Russia. His homesickness went
much deeper. I never knew —because to ask would
perhaps have been to touch a very tender spot in his
heart —whether he had read Ivan Turgenev’s re-
mark that a creative artist who leaves his country to
live abroad is doomed so far as his creative work is
concerned. But even if he had not read it, he ob-
viously felt it.

There was still another aspect to this homesick-
ness, one that was less spiritual, perhaps, but that
nonetheless had an equally strong effect on his cre-
ative work. “You know, in Russia.” he once told
me, “we always had groups of composers and music
lovers who used to meet regularly, and we would
show each other our latest work long before it was
published or performed in public. With whom and
where could I do this here, please tell me?”
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It was inevitable that, sooner or later during our
conversations, | would ask him about his famous
Prelude in C-sharp Minor. There were in circula-
tion a variety of romantic stories as to just what had
served to inspire Rachmaninoff to this work, some
of them going so far as to make a program piece out
of it. I told him that I had seen, in the program notes
for one of the innumerable editions of the Prelude, a
description of Napoleon’s invasion of Russia,
Kremlin bells, and the defeated French Army. An-
other edition explained that the music contained an
account of the cruel fate that befell Russians con-
demned by the czars to walk all the way to Siberia
to forced-labor camps. Both program notes claimed
to present the composer’s authentic vision, the true
programmatic background for his composition.

Rachmaninoff had of course heard of this and
other drivel written in connection with his Prelude,
but said that the background of the work was really
very simple, even prosaic. Not yet twenty, and
needing money, Rachmaninoff was approached by
the music publisher Karl Gutheil with an offer of
200 rubles (about one hundred dollars) if he would
write five short, publishable piano pieces. This Pre-
lude, according to Rachmaninoff, was one of them.
And, as he repeatedly stated, the composition has
no “program,” and was neither a tone poem nor a
piece of musical impressionism. On the contrary, it
was conceived as a piece of pure music. So plagued
was he by questions about the music, however, that
the composer finally had to set down, in an article in
the Delinearor (Vol. 75, February 1910), an ac-
count of what the piece was and what it was not,
including directions on how to practice and play it.
Rachmaninoff told me that he had neglected to have
the Prelude copyrighted in his name, and he was in
some doubt whether that had acted to his advantage
or not. If he had bothered to copyright it, he might
perhaps have amassed a fortune; but, on the other
hand, perhaps the Prelude would not have become
so popular had it not been freely published and re-
published in all sorts of editions. It became more
popular in America than anywhere else and, as the
composer remarked, it was therefore all the more
amusing that it was composed in a Moscow board-
ing house which was called Amerika. Except in
Russia, Rachmaninoff once told me, none of his re-
citals were considered complete until he had played
it. He became so tired of it finally that he began to
play it with slight variations. “Thereupon,” he said,
shaking his head, “the English critics wrote that
‘Rachmaninoff does not know how to play his own
composition.” "

As a pianist, Rachmaninoff stood on a lofty, lone-
ly height. He was no specialist in the works of any
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W hether crossing the Atlantic (above) or crossing the street . . .

composer except himself. He played Bach, Bee-
thoven, Schumann, and Chopin with distinction—
his own distinction. He came on the scene of con-
cert pianism when the old-fashioned virtuoso, with
his romantic and even sentimental playing, was on
the way out. His style, one which could only have
been compared to monumental, finely chiseled
sculpture, was a reflection of his own personality:
clear and musical, but unmistakably unique and
personal.

A s a composer, Rachmaninoff did not perceive
the passing of the Romantic era of composition. He
remained not a bridge between the Romantic and
the Modern, as some music critics have maintained,
but a solitary figure firmly holding on to “‘outmod-
ed” forms. He lived unromantically, composed or
said little that was epic; he was a musician of major
gifts to whom success and recognition came slowly,
without excitement. “Not like Chaliapin,” he said,
with a finger upraised for emphasis, “in one season.
Y es, he became famous in one season!”
Apparently, even after the fifty years that had
elapsed since his own debut in St. Petersburg, there
was a slight note of envy in his reminiscing. He was,
after all, “only human,” as he often said about him-
self, and, for all his masculinity and strength, there
was nonetheless an almost equal amount of weak-

STEREO REVIEW

o
i
2
=
8
x




. . . Rachmaninoff always dressed with o[d-fashione(-l elegance.

nzss. 1 had suspected something of this from his
revelations about himself to me, and it was later
substantiated when, in working on his biography, I
came across the following in letters he wrote in
1912 (he was thirty-nine) to Marietta Shaginian, a
poet who was selecting some poems for him to set
to music:

. . . My ‘criminal humility’ is unfortunately very ob-
vious. . . . And it is true because I have no faith in my-
self. Teach me to have faith in myself. If I ever had faith
in myself, that was a long time ago, a very long time ago in
my youth when | was a disheveled musician. . . .
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In another letter to Marietta he wrote:
there is no critic in the world who is more doubtful
about me than myself.”” As he continued his “con-
fession,” he revealed some almost incredible char-
acteristics of his nature:

My windows have big wooden shutters which I close
with iron bolts. I feel more secure that way during the
evenings and nights. There is again, of course, my ‘crimi-
nal’ timidity and cowardice. 1 am afraid of everything:
mice, rats, cockchafers, bulls, burglars. I am afraid of the
strong wind that blows and howls and wails in the chim-
ney. I am afraid when the raindrops beat against the win-
dowpane, and I am afraid of the dark. I do not like old at-
tics and I am ready to believe that ghosts live there. I am
frightened even during the daytime when | am alone.

But above all, he was afraid of death. He con-
stantly brooded about it: “How can one live if one
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has to die? How can one bear the thought that one
is going to die?” Of his home in Beverly Hills,
where he took his vacations after strenuous tours
and rested in the company of the many Russian
friends he had made there, he would say, “l am
going to die in this house.” His words were prophet-
ic. The 1942-1943 season was the last Rachmani-
noff played. It marked almost fifty years of his life
as a concert pianist, and he was nearing his seven-
tieth birthday. His friends advised him to retire
from concertizing and devote himself to composing,
but he said, ““I am too tired to compose . . . and
where am I to get the necessary strength, the neces-
sary fire?”” And he felt it would be difficult for him
to give up concerts, for “what life will 1 have with-
out them?”

I saw him in his New York apartment on the eve
of his departure, with Mrs. Rachmaninoff, on the
last stretch of his final tour. Everything was topsy-
turvy: his shirts, suits, suspenders, and shoes were
lying about on chairs and sofas, and Mrs. Rach-
maninoff, it seemed to me, was engaged simulta-
neously in putting things in order and packing them.
This time we did not talk behind closed doors,
though we had to move from one room to the other
to keep out of Mrs. Rachmaninoff’s way. We spoke
of, among other things, American composers and
the future of American music.

“The trouble is that there are no proper teachers
here for beginners,” Rachmaninoff said. “The mod-
ern and ultra-modern composers are not the right
ones for an American student to go to. The young
musician must first learn the rules and gain a funda-
mental knowledge of the language he is going to
write in, as did Beethoven and Chopin; he must
know these rules thoroughly before he can afford to
tear them down and begin to write any way he
pleases —and calling it ‘modern.’

“I have had young men come to me with their
compositions, and when I point out to them what is
obviously a wrong note, they tell me that 1 do not
understand, that this is the ‘modern’ way of com-
posing. It does not take me long to discover that
they do not know the simplest, the most elementary
rules of harmony that the students of my time in the
Moscow Conservatory had mastered by their sec-
ond year of study. If they persist the way they are
going now, there is no hope for them.”

Thirty years have passed since Rachmaninoff
told me this in 1943, and 1 cannot help but wonder
whether he would still be of the same opinion today.

Victor Seroff, Russian born and « pianist himself, is the author
of biographies of Rachmaninoff, Liszt, Shostakovich, Chopin,
Mozart, Debussy, and Ravel, and a book on the Russian Five.
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T WAS not so very long ago that Sergei Rach-
maninoff was the biggest bugaboo of modern
music. No other composer—not even Sibel-

ius —was the subject of more vituperation than the
ever-popular Russian. In the age of mass media and
instant co-optation. wide popularity has often been
suspect. Rachmaninoff’s music was, for many or-
chestras, conductors, pianists, critics, and audi-
ences, an acceptable substitute for the “modern”
music they could not or would not support.

Rachmaninoff’s music gave the lie to those who
said that Romanticism was dead; it was a living,
breathing obstacle to the flow of new ideas into the
concert hall. How do you deal with an anachro-
nism? No music was more savagely attacked by the
avant-garde, and none was more ardently embraced
by its supporters.

And yet how old-fashioned the battle itself now
seems. The very arguments put forth against Rach-
maninoft — his lack of originality, his popularity, his
emotional wallowing, his conformity, his alienated
aloofness —are themselves criticisms that grow out
of a Romantic point of view.

How reasonable is the anachronism argument?
Rachmaninoff’s most popular works were written
before or just at the turn of the century. By far the
greater part of his life’s work precedes the First
World War. So his work, although a bit out of sync
with the times, is hardly a major chronological re-
trogression. And his handful of later works — nota-
bly the Rhapsody on a Theme of Paganini and the
Symphonic Dances —although not exactly avant-

“...no less real than
the music of Schoenberg”

By Eric Salzman

garde in approach, certainly show a development
from the more purely introspective and emotional
approach of the earlier pieces.

And how valid is all our ultra-historical criticism?
Do we knock Bach for being a rétardaire, behind
the times, a conservative in his own time? How
far, then, can we extend the argument that Rach-
maninoff’s music was irrelevant to its own time,
let alone to ours? Obviously, for millions of people,
it has not been irrelevant. For them the escape
from the troubles of our times into a personal world
of inner emotion—the personalizing of the neu-
roticisms of our times—has been just as valid in
Rachmaninoff’s music as in (to take an obvious par-
allel) many a Hollywood movie of similar vintage
and quality.

In the end, most of the attacks on Rachmaninoff’s
music represent an elitist point of view — the notions
of critics and taste-makers who reserve to them-
selves the right to interpret history and dictate the
course of culture. The larger music audience — let
alone the ‘“‘mass public,”” whatever that is--has
never particularly accepted the taste-maker or
avant-gardist view of culture. And now the avant-
garde —or at least those who like to think they are
concerned with the health of our culture —increas-
ingly rejects the old modern-art criteria of original-
ity and innovation for its own sake.

The old modern-music battles are over and the
dust has long since settled. Rachmaninoff’s music is
as much a part of the past as that of Brahms and

(Continued on page 68)
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Rachmaninoff

“It is the extreme case of
narcissism in music”

By Eric Salzman

Higgledy-piggledy
Sergei Rachmaninoff
Said to his analyst.
“*Sadly enough,
Doctor, I fear that my
Latest concertos are
Dodecaphonically
Not up to snuff.”

ERGEi RACHMANINOFF’s famous visits to the
alienist/hypnotist Dr. Dahi cured him of de-
pression and creative sterility, enabling him to

write his Second Piano Concerto. But those visits
took place long before twelve-tonism or any other
avant-gardism was even dreamt of, and it is uniikely
that the unhappy Sergei was really very much con-
cerned about his lack of up-to-datism. But, even if
there is little literal truth in the double dactyl above,
there is enough to excuse the poetic license of it.
Rachmaninoff was a deeply disturbed creative ar-
tist, born out of his time, trying to escape to a past
that never was, and he ended up the victim of Ro-
mantic self-pity, bathos, and disabling neurosis.
There is a well-known cycle that takes a great
creative idea or movement from an intellectual
inner sanctum (or, on occasion, a folk inspiration) to
the cultural mainstream; it is eventually turned (at
least in mass society) into watered-down, pseudo-
popular merchandise before finally achieving the
status of a stale joke or, perhaps, a nostalgia item.
Nothing illustrates this better than the Romantic
piano concerto. From Schumann and Chopin to
the Warsaw Concerto and the wicked Hoffnung
“Concerto Popolare” is a circuit of little more than
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a century, and between the authentic tradition and
its latter-day degeneration one finds not much more
than two or three Rachmaninoff concertos.

Rachmaninoff, by the age of nineteen, had written
an opera based (like virtually all Russian operas) on
Pushkin, a piano concerto, and the C-sharp Minor
Prelude. By the age of twenty-five, he was a world-
famous composer, had conducted his own works in
London, scored a disastrous failure with his First
Symphony, entered a period of profound neurotic
depression, and found himself unable to compose a
note. Enter the mysterious Dr. Dahl and his hyp-
notic-suggestion therapy. The ever-popular Second
Concerto bears his name as dedicatee.

Rachmaninoff’s newly rediscovered creative
impulse carried him through the next decade and a
half —until his final departure from Mother Russia.
His Third Piano Concerto, a series of choral works
(including a setting of a Russian translation of Ed-
gar Allan Poe’s The Bells'), his two major sym-
phonic works (the Second Symphony and T he Isle
of the Deud), and most of the rest of his solo piano
music belong to his post-Dr. Dahl period. All of this
music is the last word in late Romanticism: intro-
verted, agonized, and morbid.

At the present time we are undergoing a major re-
evaluation of the music of the late- and post-Ro-
mantic period —in particular, those large turn-of-
the-century canvases that usher in the modern age.
The most dramatic of these re-evaluations have
concerned those composers who, working in the

(Continued on page 69)
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Rachmaninoff

(Continued from page 66)

Tchaikovsky (within whose lifetimes a good bit of
Rachmaninoff’s music was in fact written) or
Schoenberg and Stravinsky (whose chronology also
overlaps that of Rachmaninoff). As we wander
through our cultural museums —whether they are
the walled museums we call concert halls or the
“museum without walls” that our recorded heritage
now constitutes —it is really only a matter of anec-
dotal concern exactly when those pieces were
written and what they meant to Rachmaninoff’s con-
temporaries. And, as we go back and assess Rach-
maninoff both as a creative figure and an interpret-
er, we can sense the relationship between these two
aspects of his personality. No one doubts that
Rachmaninoff was a great interpreter of Romantic
music, and | personally feel that his recording of
Schumaniv’s Carnaval puts us as closely in touch
with the real well-springs of Romantic pianism as
we will ever get —the perfect blend of Schumann’s
Eusebius and Florestan, the dreamy and the fiery.
And certainly these elements can be sensed in
Rachmaninoff's own music—in the *“Paganini”
Rhapsody most of all, where the dialectical per-
sonality opposition (we call it schizophrenia nowa-
days) already found in Schumann is so perfectly
expressed by the interaction of the playful Paganini
theme itself and its counterpoise, the Dies Irae.

One of the prime characteristics of contemporary
electronic culture —a characteristic that is going to
have to be accounted for in any understanding of
where we are going —is the global network, the elec-
tronic connections that extend our nervous systems
around the globe and back into the past as well. We
have, in effect, more and more of the past with us all
the time, transformed, through loudspeakers, into
the present. We don’t know how Schumann — Rob-
ert or Clara —actually played Carnaval, but we do
know how Rachmaninoff played it, and we do know
how he played his own music as well. This is all
simply part of history now, part of our heritage and,
to the extent to which it is firmly preserved and re-
peatable at the present moment, part of our present
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as well. In a deep sense, Rachmaninoff’s music (like
his playing) as well as its popularity, past and pres-
ent and possibly future, simply is. It is a cultural
phenomenon no less real — in some senses more real
—than the music of Schoenberg; neither one nor the
other can be argued away.

We are clearly approaching a whole new view of
these questions. The old cultural view —essentially
the Romantic one —belongs to a period that can be
traced back to the late eighteenth century, and in
my view the periods of late Classicism, Romanti-
cism, and ‘“modernism” are really beginning to
look —and sound —more and more like a single larg-
er era. Only now do we begin to see and understand
the beginnings of a transition to something really
new. The music of Rachmaninoff is, in this larger
view, very much a real part of the cycle. It is, in
effect, the necessary complement to modernism in
the earlier twentieth century, the necessary foil
which only throws the modernist reaction into
sharper relief. It is Morton Feldman —the compa-
triot of John Cage and inventor of free choice and
aleatorism in new music —who, when asked to
name his influences, always cites Rachmaninoff.
This is not mere perversity. Rachmaninoff’s mu-
sic—driven, rich, tormented, popular, always as
good as it has to be —is now unthinkable without the
balancing counterpoise of the delicate, spare, pur-
poseless “it-ness’’ of Morton Feldman’s music, just
as Feldman —or indeed the aging twentieth century
—is unthinkable without Rachmaninoff.

Culver Pictures
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(Continued from page 67)

shadow of Romanticism, cast their nets widely and,
in one way or another, anticipated a truly twentieth-
century temper and awareness. The political and
social crises that came after 1900 —more than a
half-century of war and political upheaval —are an-
ticipated in the cultural crisis expressed in the mu-
sic of Mahler, Ives, early Schoenberg and Berg,
Stravinsky, and others. No artist of that fateful pe-
riod could remain entirely untouched by the temper
of the time and the swift passage of events. But for
Rachmaninoff, the crisis was somehow merely a
personal one: a neurosis expressed as a fear of ste-
rility and death and translated musically into an
orgy of virtuosic Slavic breast-beating.

The Russian Revolution was the end of the old
order —for Rachmaninoff as for so many others. He
left Russia, never to return; he also left his creative
career behind. From then on Rachmaninoff was to
be known principally as an interpreter of other peo-
ple’s music —briefly as a conductor but mainly, of
course, as a pianist. As an interpreter he stood with
the greatest. At the keyboard he had the ability to
externalize his inwardness, to objectify his personal
crisis in terms of the great nineteenth-century mas-
terpieces. Thus, his playing had passion and sweep
without the excess that marred so much late-Ro-
mantic interpretation — the ability to objectify and
universalize that eluded him in his creative work.

Rachmaninoff seems to have found his creative
voice again briefly before his death during World
War Il. From the Thirties we have the Symphonic
Dances, the Third Symphony, and, most signif-
icantly, the Rhapsody on a Theme of Paganini.
Here, for the first and perhaps only time in his cre-
ative life, there is a sense of certainty, a balance
between emotion and idea, a process of universaliz-
ing in which, nevertheless, the expressive commit-
ment is maintained. But Rachmaninoff’s typical
morbidity is never very far around the corner. The
Dies Irae —the old, portentous, Gregorian chant for
the dead, virtually the leitmotif of Rachmaninoff’s
career —is almost as important in this piece as the
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familiar Paganini theme itself. The demonic virtu-
osity of the Paganini/Liszt tradition is really only a
thin veneer over the unnameable restlessness that
is always Rachmaninoff’s real subject matter.

Finally, in my opinion, the most damning thing
that can be said about Rachmaninoff’s music is that
it is—to use Bertolt Brecht’s term—‘‘culinary.”
Unlike most great art, it tells us nothing; it merely
tries to evoke sympathy in the listener. By the sheer
outpourings of sound, by a series of familiar and
mostly minor harmonic contrivances, by running up
the flag and constantly drawing on familiar reminis-
cences of the Romantic tradition in a highly emo-
tional manner, Rachmaninoff creates a kind of back-
ground for daydreaming —music to stupefy the lis-
tener, to stroke his emotions, to create and accom-
pany his bathetic musings. It is the extreme case of
narcissism in music, and it is meant to produce the
same narcissism, the same inner emotional bath, in
the listener. This style of communication —the old
Romantic ideal in its reductio ad absurdum —is fur-
ther intensified by the presence and virtuosity of the
soloist as the principal in the psychodrama, the
sufferer himself (or, at any rate, the sufferer personi-
fied). No wonder the pop arrangers and film makers
of the period took so quickly to the Rachmaninoff
substance and image. He became the prototype of
the suffering Slavic artist, his concertos the proto-
types of the schiock Romantic film concerto, and
his style the model for a generation of film-score
composers.

—‘ ‘ILL history be kind to Rachmaninoff? I doubt
it. His music, which so long represented late Ro-
manticism in the popular imagination, has already
been replaced by more authentic and significant ex-
amples of the genre. Rachmaninoff occupies —and
will continue to occupy —a disproportionate space
in the record catalog. But pianists and conductors of
major symphonic programs increasingly turn their
attention to other, more pressing, matters, and
works like the Second Concerto are more and more
confined to pops concerts and the like. The old fa-
vorites will not disappear—nor am | arguing that
they should—but at least we don’t have to take
them seriously any more. Ironically, as we take
Rachmaninoff less and less seriously, he actually
becomes a bit more listenable. Perhaps, indeed, the
very corniness, the mushiness, of Rachmaninoff’s
music gives it a campy quality that will help it to
survive. Like old Hollywood movies —and Rach-
maninoff’s Romantic style is perfectly Hollywood-
ian—it has instant nostalgia value. Whether this isa
fate better than death is another question; but, for
better or for worse, this is going to be its fate.
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ISTVAN
KERTENZ

“I was impressed by the silence...”

By STEPHEN E. RUBIN

CONDUCTOR Istavan Kertész has come to the realiza-
tion that he is, despite some unfortunate downs in an
otherwise up career. ‘‘on the sunshine side of life.” The
forty-three-year-old Hungarian has also come to under-
stand that, for him, the sun shines more favorably in Eu-
rope. Thus, in the future, one of the most popular guest
conductors of orchestras on this side of the Atlantic will
be less in evidence here than he has been in the past. Still
there to warm the hearts of sympathetic Americans,
however, are his varied, steadily forthcoming recordings.

Kertész has. in effect, relieved himself of being a prime
candidate for a post with an American orchestra by tying
himself up contractually in Cologne, Germany, until
1979. Recently, the conductor accepted the position of
music director of the Giirzenich Orchestra. which is also
the resident ensemble of the Cologne Opera, of which
Kertész has been director since 1969 (and music director
since 1963).

The bearded, blue-eyed conductor admits to no regrets
about puliing out of the American race for music director-
ships. “I don’t think there will be any openings,” Kertész
says in his accented, high-pitched voice. ““Mr. Ormandy
is a young man, and he’s in very good shape. He’s only
seventy-three. I don't want to wait for anybody’s retire-
ment. Now I’m in a state where | can really choose my
destiny. I decided that Cologne is my home; my children
are going to school there, I have a marvelous house in the
suburbs, and the air is beautiful because the forest cleans
the dirt of the city. That is my home'! At least one of the
positions 1 will keep for a very long time —if not both.
Probably, if I got another offer, I would leave the opera
and keep the orchestra.”
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Kertész’s actions, he says, were prompted by an un-
pleasant experience he had with the Cleveland Orchestra.
In August 1970, the orchestra musicians voted ninety-six
to two in favor of asking their board to engage Kertész as
music director of the Cleveland. Ignoring them, the board
instead signed Lorin Maazel to a long-term contract as
head of the ensemble.

The Cleveland affair was not the first time Kertész has
been vexed by orchestra politics. For three years in the
mid-Sixties he was principal conductor of the London
Symphony Orchestra, but he found that he could not con-
tinue because the restrictions imposed on him by the self-
governing ensemble were unbearable. ‘1 sacrificed guest
conducting,” he recalls. **I did not go to the Berlin Phil-
harmonic or the Vienna Philharmonic or to Salzburg. 1
almost did not come to America, except to Philadelphia. |
was not allowed to conduct other orchestras in New
Y ork because of my LSO engagements here. | really gave
up visiting great orchestras, great countries, great cul-
tures. Finally, I decided that conducting the LSO, great
orchestra that it is, was not worth what | had to sacri-
fice.” And for the next couple of years, in the late Sixties,
he was pleased not to be involved in orchestral politics.

KERTész’s attitude toward taking on a permanent posi-
tion has changed since then, however. *Now I’ve forgot-
ten the troubles and only see the good side,” he says,
smiling. “*“Now I’m a littlé fed up with living from the lug-
gage. Now I want to find an orchestra and say, ‘This is
mine forever!” Like Ansermet, like Karajan, like
Schmidt-Isserstedt.”

According to Kertész, *“The Giirzenich Orchestra is
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good. What's not good is the present conductor
[Giinther Wand]. He is a very difficult older man, and has
trouble with everybody. | certainly believe 1 can do
something with the orchestra.” That something should
eventually result in the orchestra’s developing a “*Kertész
sound.”

“The sound 1 strive for is warm,” he explains, *‘not
gemiitlich, but warm. Bringing out. perhaps more than
necessary, the basses and the cellos and letting them play
with a long bow, smooth and with majesty, grandiosity,
and not using a general dynamic. | make contrasts. If
there is written a true forte, it must be a true forte. This is
what I do most at rehearsals. 1 ask that every dynamic,
every kind of characteristic, must be overdone. Either it’s
fortissimo or pianissimo. Either it’s legato or staccato.
This must be very clear. even to the last row.

“By this kind of almost-exaggeration, the orchestra
sounds alive —like the Sleeping Beauty, it comes awake.
Certainly colors improve. Therefore. after many perfor-
mances, people say to me, ‘We have never heard this
piece like this before! I know that | will lose five years of
my life because I'm so overworked at rehearsals.”

Overworked yes, but not overbearing. Kertész belongs
to what he calls the Bruno Walter school. By being an
authoritarian,” he says, “one can never succeed. You
must be nice to instrumentalists. If you are not, and ask
them to repeat things, they will be so furious they will
never achieve the sound you like.”
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FHE Kertész method obviously works. He has guest-
conducted virtually every major orchestra in the world
and is almost always invited to return. “"Every orchestra
has a different personality. a different face,” he explains.
"1 look at orchestras like human beings: they are all dif-
ferent from each other.”

A seasoned connoisseur, Kertész considers the Chica-
go Symphony the greatest orchestra today. But even in
Chicago, he cannot get a pianissimo as fine as the London
Symphony’s. "If I ask for a pianissimo with the greatest
intensity. which has a sound. a vibration, so that the air is
moving, only with the London Symphony is this possible.
I’ve never gotten it anywhere else in the world, not in
Philadelphia, not in Chicago. It’s misterioso. frightening,
scary.”

Kertész has been carrying this sound in his head ever
since he was a child. “My childhood is very much alive in
my brain and in my heart,” he says. “When | was six and
started music, it was 1935 and cruel things were going on
in Europe. 1 was affected, of course, by Nazi Germany.
But whatever happened in my private life, | found my ‘ex-
ile’ in music, practicing the piano, the fiddle. and writing
little compositions. This separated me from the problems
of the world, and gave me a feeling that my real home is
music.

“At a very early age, | went every night to concerts or
the opera. 1 had a friend who ran a concert bureau and
gave me free tickets. | heard all the artists who were al-
lowed to come to Hungary at that time. | remember all of
it. And I remember that I felt | must be a conductor. The
profession is so great. To reign over an orchestra, to cre-
ate great sounds. The pianissimo interested me when |
was a child—a beautiful, lively pianissimo was what |
cared for then and still care for most. I was impressed by
the silence more than by a loud fortissimo.

“Of course. as a child, I was also impressed by nice
melodies and tunes, and how a conductor can build a
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concert. | asked all my teachers, ‘How can | become a
conductor?’ ‘Just practice the piano and the violin." they
said, ‘read scores, and go 10 concerts.’ 1 decided I must
have the kind of musical power to bring what | imagined
to life. Things got worse and worse in my private life and
better and better in my spiritual life.

“When the war was over | was sixteen and in high
school, but I definitely knew what 1 wanted to do. The
rest was almost automatic. 1 finished high school and
went to the Franz Liszt Academy in Budapest. The first
year | studied composition and violin, and the second
year | started studying conducting. Three subjects were
too much. First | gave up composition, and in 1949 |
stopped the violin. I've never touched the fiddle again
since then. | figured it was over, finished. | had a beautiful
instrument. but I sold it. | really commitied my soul, my
spirit, to music and to conducting.”

In 1953, Kertész graduated from the Liszt Academy
and was appointed chief conductor of the Gyor Philhar-
monic in western Hungary. Within two years he was back
in Budapest as a conductor of the State Opera. It was
during this period that he developed his orchestral and
operatic repertoires, both of which are unusually broad.

In 1957, Kertész settied in Germany, a move that
helped toward establishing him as a top conductor among
those on the international circuit. By 1960, he had al-
ready made his first recordings for London Records. The
next year he came to Anierica, and the year after that he
signed an exclusive contract with London. By this time,
he was globe-trotting with regularity. Beginning with the
1964-1965 season, Kertész was music director of the
Cologne Opera. Today. the company he has built is a
first-rate one which prides itself on unusual as well as
standard repertoire. Of particular interest is the series of
Slavic operas he has produced, including such rarely
heard works as The Legend of the Invisible City of Ki-
tezh. The Cunning Little Vixen. and K hovantchina.

Despite a busy career, Kertész found the time, in {951,
to marry a fellow student from the Liszt Academy, Edith
Gabry, a lyric soprano who specializes in contemporary
music. They have three children. Gabor, nineteen, Peter
ten, and Katherin, eight.

TODAY, more than ever, Kertész is able 10 appreciate
both his family and the rewards of a career that is the
envy of colleagues much older. I feel very happy,” he
says. *‘l don’t think I have to work for history. | never felt
in my life that I am a man of whom writers must later
write a book. | am a simple musician. As a simple musi-
cian who enjoys music. and in the same way tries to enjoy
life, I have completed my life. Whatever comes after is a
gift. | enjoy it as it comes. 1 don’t think I'm a tremendous-
ly ambitious man, certainly not now. But I was. Before, |
was worried about many things. Maybe | was even jeal-
ous of my colleagues. | wanted to be here, | wanted to be
there. I wanted to be two places on the same day.

“Once, recently. during a four-month vacation, | was
thinking to myself, what else is there that I really can
reach? I'm not a man who works for musical history; I'm
not a man who wants a statue in Central Park: I'm not
interested in having my portrait in the Hungarian Nation-
al Gallery. What I'm interested in is that my children
should be normal and nice human beings and that my life
should be satisfactory. I think it would be very ungrateful
if I still had those other impossible wishes. | don’t want to
force my destiny.™
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Ten golden ears in listening attitudes: Julian Hirsch, Craig Stark, Plato, Larry Klein, and Ralph Hodges.

Results of an informal test project on the audibility of

AVIPLIFIER DISTORTION

By Robert Carver

DlSTORTlON is one of those specifications that every-
one talks about but few really seem to understand.
For example, newcomers to the world of high fidelity fre-
quently have the impression that distortion is something
that bad amplifiers have and good ones don’t. A manufac-
turer revises the distortion specification of one of his
products from, say, 0.1 per cent to 0.05 per cent, and
audiophiles immediately assume that it will now sound
“cleaner” as a result. Or an engineer discovers that a
product under test suffers from high “‘crossover” distor-
tion at low power levels, and he immediately assumes
that it will sound rotten in actual use.

Considering the efforts expended to reduce distortion
to ever-lower levels, it seems curious that few, if any, en-
gineers have everstepped back from their test instruments
long enough to ask themselves exactly what specific goal
they are striving for. The difficulty, of course, is that the
meters on distortion-test instruments have only numbers
on them rather than such meaningful legends as HIGH,
Low, and SUB-AUDIBLE. And in the absence of some de-
finitive word from the psychoacoustics labs stating that
*“the trained listener is unable to hear distortion of com-
plex program material when it is below x per cent,” engi-
neers will continue to strive onward—or is it “down-
ward”’?—for ever-lower distortion numbers.

At this point some readers may be thinking, *“So what?
Even if there is only a questionable advantage in lowering
distortion far below the level at which it is audible, what’s
the harm?” Well, there is harm if the product thereby
ends up costing more than it really has to, or if the money
spent on lowering distortion could have been used else-
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where in the design to produce some more practical user
benefits.

I have touched on these matters from time to time in
my monthly Audio Questions and Answers column, and
Julian Hirsch has also devoted at least one of his recent
Technical Talk columns to the question of the audible
effects of crossover distortion, but neither of us then had
access to any hard experimental data to back up our sup-
positions and speculations. During a conversation with
Robert Carver, designer of the Phase Linear equipment, |
mentioned our interest in the subject and struck gold. It
seems that he had been investigating the question of the
audible threshold of distortion for years and had notes,
laboratory data, and, what is more, firm opinions on the
subject. But, since some of his findings seriously contra-
dicted accepted audio dogma, he felt that, for credibility’s
sake, it would be best not simply to write an article (as |
immediately urged him to do) telling what he had found,
but rather to recapitulate, in condensed form, his original
experiments for the eight “golden ears” attached to the
technically oriented editors and contributing editors of
STEREO REVIEW and allow us to come to our own conclu-
sions. And so, one Saturday morning early this year, Ju-
lian Hirsch, Ralph Hodges, Craig Stark, and I came to-
gether in Craig’s basement laboratory/listening room and
awaited the arrival of Robert Carver, his 200 pounds of
test instruments, and what turned out to be some mind-
blowing revelations. The following article, with some
additional explanatory notes, is Mr. Carver’s description
of some of what we discovered during that fascinating
weekend. —Larry Klein, Technical Editor
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HE prospect of conducting a weekerd of

technical demonstrations for the assembled

technical editors of STEREO REVIEW caused
me a certain amount of trepidation. Was 1 being
simply perverse in trying to prove that very low dis-
tortion really wasn’t necessary—when I had al-
ready designed and was marketing two super-low-
distortion high-power amplifiers? 1 knew what my
measurements had shown and what my ears had
heard, but would | be able to convince the others?
Would they find some flaw in my procedures, my
instrumentation, logic —or even my ears?

After 1 arrived at Craig Stark’s home and un-
packed and set up the test equipment and a special-
ly modified Phase Linear 400 amplifier, we mea-
sured the background ambient noise level of our
temporary laboratory. It was found to be a mere 31
dB —about the same level of quietness as is found in
the country, far from the city, in the early morning
hours. That is very quiet indeed. so there was little
or no chance of masking effects interfering with our
ability to hear whatever distortion was present. To
*““calibrate’ our ears we played an excellent wide-
range recording (an early English pressing of a folk-
rock album, “The Pentangle,” Transatlantic Rec-
ords TRA 162) with, among other instruments,
drums, snares, and a solo female vocalist. One side
of the record was played several times so that we all
became very familiar with the overall character and
sonic “flavor” of the material. (The very low track-
ing force we used precluded audible groove damage
that might result from repeated plays.) After listen-
ing for perhaps thirty minutes, the group unani-
mously agreed that the overall fidelity and *‘sound”
of our system was almost awesome. Transients
were clean and clear, plucked strings had a trans-
parency that was absolutely chilling, and the low-
frequency detail was superb — nothing was missing.

At this point we substituted an excellent 300-watt
amplifier (made by a competing manufacturer) to
convince ourselves that the Phase Linear 400 was
indeed performing properly and that there was
nothing in its sound quality that might somehow
cloud our judgments during the experiments to fol-
low. When we were finally able to get the output
levels of the two power amplifiers exacrly matched,
there was absolutely no audible difference when
switching between them while listening to either
white noise or music. During the adjustments of the
amplifiers, it was demonstrated dramatically that
minute differences in volume level (sound quantity)
that are too subtle to be heard as such are interpret-
ed by the ear as “obvious” differences in sound
quality. Everyone was startled by the effect—
everyone, that is, except Larry Klein, who had
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touched upon the phenomenon some time ago in his
Audio Questions and Aitswers column.

And so, psychologically and sonically prepared,
we were all set, we felt, to deal with the big ques-
tion: In what amounts and under what circum-
stances do the effects of distortion become audible?
The additional signal sources we used for our tests
included master tapes, a white-noise generator, and
a variety of music with a wide dynamic range drawn
from commercially available records. The speakers
we used were AR-LSTs, chosen for their linearity,
very wide frequency range, and high power-han-
dling capability. An assortment of other lab instru-
ments was employed to produce the scope photos
and check the measurable data, but the basic point
was not what could be measured, but rather what
could be heard and how it correlated with what was
measured.

OUR primary ‘“‘test instrument” was the Phase
Linear 400 stereo power amplifier that had been
modified at the factory to have switch-selectable.
pre-measured amounts of “crossover” distortion
(see accompanying box). Klein, Hirsch, Hodges,
and Stark assumed positions around the left-chan-
nel speaker. The amplifier, fed by a Hewlett-Pack-
ard generator, delivered a pure 60-Hz tone at a 1-
watt level to the LST. The distortion switch on the
Phase Linear was stepped upward: 0.05 per cent,
then 0.07, 0.1, 0.15, 0.2 —stop! There it is! 0.2 per
cent. Wow!

Everyone was in agreement that there was some
ever-so-slight change in the tone at 0.2 per cent dis-
tortion. The next increment was a large one—a
jump to 0.75 per cent, at which point the distortion
sounded like a separate buzz on top of the 60-Hz
tone. It was audibly cbvious, and all were in com-
plete agreement as to its presence. Repeating the
test at 4 watts into the speaker increased our per-
ceptual sensitivity, and it was discovered that dis-
tortion of 0.15 per cent could then just barely be
detected. (The STEREO REVIEW people all ex-
pressed surprise that such small amounts of distor-
tion were audible.)

We next used two mixed tones: 60 and 7,000 Hz.
At 0.15 per cent nobody heard the distortion. In
fact, up to and including a level of 2 per cent, no
one was certain that he was hearing distortion.
However, the distortion suddenly became obvious
to everyone at 2.5 per cent. It was heard as an *‘ov-
erlay” or harmonic tone added to the 60-Hz tone.

For the next test, three tones—60, 3,000, and
7,000 Hz — were mixed and fed to the speaker at a
four-watt level. Even at 2 per cent no one heard the
distortion. The lowest distortion perceptible to any
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of us was a whopping—and startling—4 per cent!

Two more tests were performed, this time using
music. The music was the recording of Pentangle
used earlier for *“‘ear calibration.” The amplifier
power output averaged about one watt. Distortion
was stepped upwards as previously, and at 6 per
cent we just began to detect a ‘“‘strained™ quality in
the singer’s voice. However, even at 6 per cent, dis-
tortion was not evident on the percussive instru-
ments. It was only at 12 per cent that distortion
began to affect the sound of the guitar and cymbals.
Higher distortion levels caused an obvious ‘‘fuzzi-
ness’’ in the sound. To test the relationship of vol-
ume level to the ear’s ability to detect distortion, we
played the music at a very loud level with peaks
exceeding 100 dB. There was no difference: distor-
tion was again just barely audible at 12 per cent.

So far, our tests indicated that very small
amounts of distortion (0. 15 per cent) are perceptible
if the program matenial is sufficiently simple —for
example, a single pure, steady tone. Mixing two
tones dramatically raised the threshold of percep-
tion to over 2 per cent. Three simultaneous tones,
representing increasingly complex program materi-
al, resulted in a perception level of a surprising 4 per
cent. With normally complex music, it was neces-
sary to increase distortion to a full 6 per cent before
it became just perceptible.

Although there were five different listeners of
varying age involved in the tests, whatever distor-
tion was present was usually heard by everyone —
or no one. There was no disagreement. For exam-
ple, on the single-tone test, 0.1 per cent was not
perceptible to anyone, but 0.2 per cent was immedi-
ately evident to everyone.

It seems clear that, since crossover distortion
levels below 6 per cent are not audible when listen-
ing to complex musical material, an amplifier whose
measured crossover distortion is below 6 per cent
will probably sound fine most of the time. But since
distortion as low as (.15 per cent was audible with a
single test tone, we therefore set out to determine to
what degree our test tone resembled anything that
might be encountered in normal program material.
In other words, could we find a recording that con-
tained musical material “simple’’ enough to allow us
to perceive distortion at a level below 6 per cent?
We found one: a recording of Mozart’s four horn
concertos (Vanguard S-173) in which a single
French horn is featured in several solo passages.

During these sections, we found that some
change of tonal quality could be heard with distor-
tion at a very low 0.35 per cent. With the distortion
switched in, the horn acquired a “richer” quality,
presumably because the harmonic distortion gener-
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ated by the crossover notch added a little harmony
(no pun). As higher levels of distortion were
switched in, the added harmonics subtly changed
the character of the horn, each time making it sound
as if it had been exchanged for a different — though
equally good —instrument. Only when the cross-
over distortion climbed above 12 per cent did the
horn begin to sound fuzzy or *“‘bad.”

The objection might be raised that when distor-
tion was not perceptible it was because the total
“normal” distortion in the complete recording-
playback chain was great enough to mask the dis-
tortion added during the experiment. However, our
high sensitivity to added distortion on a single test
tone and our low sensitivity to distortion with three
test tones suggest that entirely different psycho-
acoustic mechanisms were operating,.

TiE human ear has a loudness-sensitivity re-
sponse that is roughly logarithmic —which means
that for every doubling of subjective loudness the
objective power level of the sound has to be boost-
ed ten times. It is this logarithmic characteristic that
permits the ear to hear sounds over a loudness
range of about ten trillion to one. In addition, the
sensitivity of the ear varies not only with volume;
its sensitivity to any given frequency may also be
affected by the presence of other adjacent frequen-
cies. This would explain why increasing the number
of test tones resulted in a decrease in our ability to
perceive distortion. When a single 60-Hz tone was
used, our ears were operating at maximum sensitivi-
ty for frequencies far away from the fundamental.
Hence, it was relatively easy to hear the higher

The author is shown “patching in” the specially modified Phase

Linear 400 power amplifier. Distortion-setting controls are

visible on the 1op right corner of the amplifier’s chassis cover.
- ———
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ROSSOVER distortion is so named

because it usually takes place at that
point on a signal waveform where there
is a change in polarity (or a crossover)
from positive to negative or negative to
positive. (The concept of signal polarity
is easy to grasp if you think of a speaker
cone at rest as being at zero, and being at
positive or negative at its “out” or “in”
positions. The record groove can also be
thought of as pushing the phono stylus in
positive and negative directions, with a
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A NOTE

ON CROSSOVER DISTORTION

silent groove representing zero.) Cross-
over distortion occurs because transis-
tor-amplifier power-output circuits. for
reasons having to do with their mode of
operation (technically speaking. class B
rather than class A) have difficulty oper-
ating linearly at the point where the out-
put transistors that handle the positive
part of the cycle must take over from
those handling the negative part —or vice

versa.
In designing our test conditions we

Waveform at left shows classic crossover notch and represents 12 per cent IM
distortion. An IM distortion of 30 per cent is shown at right. Displacement of
the crossover notch from the zero axis is caused by the reactive (speaker) load.

Waveform at left represents two tones (60 and 3,000 Hz) with 0.15 per cent dis-
tortion. The same frequencies are shown ar right, with the difference that dis-
tortion is now 12.5 per cent and the signal is appearing across u reactive load.

spent some time discussing the validity
of using purposely introduced crossover
distortion (see the accompanying oscillo-
scope photos) to represent the distortion
normally encountered in modern audio
equipment. It was finally agreed that,
given today’s amplifier designs, cross-
over distortion /s the most common type
of distortion one finds in amplifiers when
they are not clipping. (Note that the de-
scriptive terms ‘‘crossover distortion”
and “clipping distortion” refer to the
appearance or source of the distortion.)
However, an IM or harmonic-distortion
analyser doesn’t care about either the
source or the type of the waveform aber-
ration; it simply reads it out as a certain
percentage of IM (intermodulation) or
THD (total harmonic) distortion. Some
waveform aberrations produce higher
percentages of certain types of distortion
than others, but it must be remembered
that the percentage numbers have no
one-to-one correlation in respect to audi-
ble disagreeableness. It is generally ac-
cepted that high-order, non-harmonically
related distortions such as are produced
by “crossover” aberrations are subjec-
tively the most irritating—yet they do
not produce any higher numbers on a
distortion analyser. It therefore seems
safe to assume that crossover distortion
is truly representative of ‘‘worst-case”
conditions. In other words, if you can't
hear x per cent of crossover distortion,
you wouldn’t be able to hear a similar
percentage of distortion arising from
some other cause. One other point
should be made. Crossover distortion is
present at normal listening levels since it
is a constant quantity whose percentage
of the total output signal increases as the
power level decreases. In contrast, clip-
ping distortion usually occurs only on
momentary peaks when the signal level
is very high. —L.K.

harmonics produced by the distortion components
added to the fundamental. However, when the sec-
ond tone was added, enough “masking” energy was
present at the upper frequencies to cause the sensi-
tivity of our ears to decrease significantly. The re-
duction in sensitivity was sufficient to render the
distortion components inaudible until they were
boosted by a factor greater than ten. This psychoa-
coustic masking phenomenon is well known today,
and is made use of in the Dolby and some other
noise-reduction systems. However, it has not gen-
erally been thought of as having any bearing on dis-
tortion perception.

In our final discussions, the editors admitted to
some shock and surprise at both their sensitivity
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and lack of sensitivity to distortion under the vari-
ous test conditions. And | pointed out, perhaps
unnecessarily, that we had investigated only the
most common and *‘worst-case” type of distortion
encountered in amplifiers, that there are many other
design factors that affect the sound of today’s tran-
sistor equipment. However, that must await an-
other time, another discussion, one which will in-
clude some of the other data and insights that have
emerged on the question of what makes transistor
amplifiers sound bad —or good.

Robert Carver has taught physics at California State University.
Designer of the Phase Linear equipment, he's just completed a
preamp with noise reduction based on psychoacoustic masking.
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CAROILIE

N G

“You can get to know me
through my music”

By Robert Windeler

THE unquestioned queen of the singer/songwriter
phenomenon that has already led to some quieter
sounds and more thoughtful lyrics in the music of the
1970’s 1s Carole King. (The question of kingship remains
highly debatable and must be taken up another day.) And
where Carole has led, others have followed. In fact, the
disc jockeys and record buyers of the United States
haven’t had such an array of female voices to choose from
since the days when Patti Page, Jo Stafford. and Rose-
mary Clooney were singing about sand dunes on Cape
Cod, jambalaya and crawfish pie in New Orleans, waltzes
in Tennessee, and pyramids along the Nile, and that was
so long ago that it only cost a nickel a song to hear Teresa
Brewer on the jukebox. However, there is a crucial differ-
ence between now and those earlier times: most of to-
day’s women write their own material.

Carole King was a successful songwriter for a dozen
years before she released, at the age of thirty-two, her
second solo album as a performer. The record was called
‘“Tapestry.” and the songs on it do weave a highly subjec-
tive view of life. They have also kept Carole King and
half a dozen other singers at the top of music surveys ever
since. “Tapestry” at last count had sold more than
5,500,000 copies in this country alone and has long
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since surpassed the movie soundtrack of The Sound of
Music, the original Broadway-cast recording of My
Fuair Lady, and Simon & Garfunkel’'s “Bridge over
Troubled Water™ as the best-selling record album of all
time. Carole won three Grammy Awards at the 1972
ceremonies of the Academy of Recording Arts and Sci-
ences in Hollywood. Such artists as Peggy Lee, Barbra
Streisand, and James Taylor sing Carole King songs, as
do Blood, Sweat and Tears and Dionne Warwicke, but
so far no one sings You've Got u Friend, I Feel the Earth
Move, or Where You Leud as successfully as Carole her-
self does.

She is a near-recluse who is married for the second
time and the mother of three. She didn’t attend her triple-
win Grammy ceremonies because she was still nursing
her latest baby. When not rehearsing, performing, or re-
cording, she keeps house in Laurel Canyon, West Holly-
wood, and still considers herself a writer rather than a
performer.

Carole’s long climb to the top has been dazzling, but
she is most reluctant to talk about it. She likes her three
dogs, her privacy, and most other musicians. She dislikes
interviews, and even the very rare one she grants will
have to take place after a whole long list of other more
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important things get done, such as taking empty soda bot-
tles to the recycling center. The young woman who stuns
audiences whenever she appears on tour, and sits at the
piano nearly mesmerized by her own music. says simply
“I want my music to speak for me. You can get to know
me through my music.” Music industry insiders have
been doing just that since 1959 when she wrote
(ironically, with her ex-husband) Will You Still Love Me
Tomorrow?, a Shirelles hit then and a standard now.

She was born in New York, went to high school in
Brooklyn, attended college in Manhattan (City) and
Queens (Queens), married her high-school sweetheart,
and had two children (her third was not born until No-
vember 1971). Carole and her husband-collaborator,
Gerry Goffin, had a string of hits, including a song they
wrote and produced for their maid. who billed herself as
Little Eva when she performed her employers’ Loco-
Motion. Goffin and King survived rather than participat-
ed in the brasher sounds of the 1960’s, and created songs
in their own style for Aretha Franklin (Natural Woman).
the Drifters (Up on the Roof), and others. The marriage
did not survive, however, and in 1968 Carole left New
York for Los Angeles. “‘l needed to get together a new
identity,” Carole says. ‘It’s very hard to maintain a mar-
riage writing together.”” But the Goffins found they were
occasionally able to collaborate after their breakup.

As early as 1961, Carole had auditioned as a recording
artist. doing a demonstration record of her own I/t Might
as Well Rain Until September, which was eventually
recorded by Bobby Vee. And Atlantic Records’ presi-
dent Ahmet Ertegun says he remembers “‘this little Jew-
ish girl constantly hanging around begging me to let her
make a record.” But Carole didn’t really get the chance to
record until she joined with guitarist Danny Kootch and a
drummer in a Los Angeles group called the City in 1968.
James Taylor came to L.A.. and Kootch, who had
worked with him in New York, introduced Taylor to
Carole. Taylor played guitar in jam sessions with the
City, and they produced a nice, straightforward sound
that was slightly ahead of its time.

Taylor asked Carole to play piano on his second album,
“Sweet Baby James,” which introduced the phenomenal
Fire and Rain. Carole then approached Lou Adler, pro-
ducer of “Tapestry” and founder/head of Ode Records,
Carole’s label, to help her do a solo record. She had
known him in the late Fifties and early Sixties when she
was under contract to Colgems Music Publishing and he
was their West Coast manager. Although a fan of Car-
ole’s who had often tried to persuade her to record, Adler
was still busy with the Mamas and the Papas, so he
turned her over to a friend, John Fishback, who produced
her first album. “Carole King: Writer,” as it was called,
contained twelve King songs and ten lyrics by Gerry
Goffin, who also mixed the recording. **Writer™ sold all of
eight thousand copies, mostly to friends and fans in the
business who had been collecting her old demos and
tapes all those years anyway. But the album was critically
acclaimed, and Adler, one of the boy wonders of the mu-
sic business since his Dunhill days, took personal charge
of Carole's second, third, and fourth albums.

Taylor, Kootch, and Charles Larkey (a bass player
with a group called Jo Mama and Carole’s current hus-
band), played on her first album and all subsequent ones.
Carole began touring with Taylor, at first just playing the
piano for him, then doing an occasional solo, finally as
second act on the bill (with Jo Mama opening the show).
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She electrified audiences, but the album remained a dud
commercially. Adler, who speculates that it was because
“Writer” was soft-sell and had more of a jazz feel than
“Tapestry,” which managed to be commercial without
compromising Carole’s basic musical integrity, said,
*“Nothing discouraged me. I’'m a fan and in love with her.”

Suddenly it was Carole King. performer, and she, for
one, was scared. ‘‘As a writer it’s very safe and womb-
like,” is Carole’s view, “because somebody else gets the
credit or the blame.” She was nervous about performing
live, and credits the laconic country-tinged singer/com-
poser Taylor with teaching her how to relax. As for the
singer/songwriter phenomenon she finds herself such an
important part of, “‘1t’s a question of everything moving
in cycles. In the Sixties, after President Kennedy’s death,
everything got very ‘anti.” The Beatles in all their glorious
insolence were the start of anti-heroism, anti-romanti-
cism. Now the cycle has gone back to romanticism. Peo-
ple got sick of the psychedelic sound and wanted softer
moods.”

She counts herself fortunate to have “happened to be
there at the right time.”” And Carole characterizes herself
as not being success-motivated. 'l want to play music,
but 1 have no particular desire for the limelight itself.

“l have always written more in the direction of my
friends and family,” she says. *l like to touch them with
my songs; touching a mass of people is a whole other
trip—it is a high-energy tripand it’s very exciting, but it’s
another trip. 1 don’t want to be a Star with a capital S.
The main reason | got into performing and recording on
my own was to expose my songs to the public in the fast-
est way. I don’t consider myself a singer.”

Carole’s husband Charles is several years her junior
(Carole is quite hung up on being 34, an advanced age for
a pop heroine, and wishes she were a good deal younger).
She lives with him, her two daughters by Goffin, who are
now eleven and thirteen, and the Larkeys’ own child in
her white frame house in Laurel Canyon.

‘ ~ HEN she writes a song (now often serving as her own
lyricist), Carole has a general idea about what she wants,
discusses it with Adler, and then sits down with the musi-
cians selected, always including Taylor and her husband.
“We play it a couple of times and we learn it just by lis-
tening because we are all so close,” she says. “Then it’s
only a question of polishing and refining it, until it has a
degree of spontaneity about it but is still tight.”

Carole’s third and fourth albums, ‘“Music” and
“Rhymes and Reasons,” have come and gone. Although
“Music” did not come close to the sales total for “Tapes-
try,” it sold 1,200,000 copies, hardly an embarrassment
in an industry in which $1,000,000 in sales is recognized
by a gold record award. The acceptance she’s received as
a composer is what keeps her going as a performer. And it
is in writing that she really expresses herself, as in her
poignant Child of Mine (which Anne Murray and others
have also recorded), a song written to and rejoicing in her
daughter. If others like to listen —and today’s increasing-
ly sophisticated and honest audiences apparently do—
that’s fine too.

“But she’s still basically a writer,” says Lou Adler.
“The performing part is amazing to her. All of those artist
trips don’t interest her at all. She’s a Laurel Canyon
housewife. She's always been writing and thinking in
much the same way: the only difference is that now, with
a different kind of music listener, she’s being heard.”

]
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A scene from the popular film Nuestra Cosa (Our Latin Thing). Under that hat at far left Hector LaVoe may be planning another riot.

THE LATIN CONNECTION

By Joel Vance

ATIN music is, in many ways, an unacknow-
ledged member of that large, disorderly fami-
ly loosely designated as American pop mu-

sic. Though it appeals to an extensive and numer-
ous audience, it remains largely invisible and barely
heard except within the boundaries of the Latin
community for which it is continually being created.
True, this kind of cultural myopia is not a new phe-
nomenon in America—it wasn’t so long ago that
James Brown, for instance, was grossing millions
without the general public’s having even the foggi-
est idea of who he was—but it’s a terrible shame.
Latin music is great fun; it’s sweepingly passionate,
good-natured, and, like the Latins themselves, both
proud and generous. It can be subtle, but it is rarely
introspective. It is, in essence, “people” music, and
Lord knows there’s precious little of ti1at around.
There are signs, however, that Latin music is be-
ginning to filter out of the barrio (as Soul did) and
into the general pop consciousness, not surprisingly
through diluted versions of the real thing performed
by mainstream artists. Much recent rock music, in
particular, reflects Latin influences. Those well-
known Latinos Simon and Garfunkel, for example,
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had a hit with E/ Condor Pasa, a Peruvian folk song
(to which Simon wrote dippy lyrics) that is scored
for the homemade flutes of the Argentinian carna-
valito musicians. And the rock group Santana has
built a highly lucrative career out of a calculated
combination of basic Latin rhythms and imitations
of Eric Clapton’s more excessive electric guitar
solos. (One of Santana’s biggest hits, Oye Como Va
—“How’s it going?”/“How are you?’/“What's
happening?” — was lifted almost intact from an orig-
inal by Tito Puente, the Duke Ellington of Latin
music.)

Still, even with such easy-to-come-by stylistic
proselytizing, Latin music remains centered primar-
ily in New York. The Latin migration, like nearly
all the great migrations to this country in the last
hundred years, came through the port of New York.
Most of the Puerto Ricans have stayed in the city,
and the Cuban exiles who did not pause to rest in
Florida have settled in New York or at least visit
frequently. The Cuban musical influence is very
strong, since Cuba, the mother country of Latin
rhythms, has extended its influence to Puerto Rico
and beyond, absorbing parts of American jazz and
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Caribbean calypso as well. Until the late Fifties,
when Fidel Castro came to power, Cuba was highly
Americanized and was where Latin music, Afro-
Cuban music, and jazz cross-pollinated in, among
other places, a very active record industry.

Out of this feverish musical miscegenation arose
the four basic styles grouped together under the
comprehensive rubric “‘Latin music.” Specifically,
they are: (1) ripico, the typical *‘old country” sound,
(2) Afro-Cuban, represented by such as Candido
and Mongo Santamaria, (3) moderno, or ‘‘Latin
soul,” which blends jazz and rock with the basic
rhythms, and (4) South and Central American
styles, including the bossa nova and the samba.
Most New York-based Latin bands make regular
tours of Central and South America; when they re-
turn, they experiment with the local music they’ve
keard and incorporate it into their personal styles.

The standard Latin band is made up of eight men:
the lead vocalist (he is crucial), bass, piano, two
horns (trumpets, trombones, or one of each), and
the rhythm section (conga, bongos, and timbales).
Optional rhythm instruments include the giiiro, a
serrated dried gourd (a stick is drawn across the
“teeth,” giving the effect of about twenty people
cracking walnuts a split second behind each other),
and the claves, two thick, resonant sticks beaten
against each other in a rhythm complementary to
the basic one. A cowbell is mandatory, but the full
set of standard drums (standard in American bands,
that is) is seldom used.

The lead singer is considered an instrument. He
is part of the band and helps to make up the total
sound. To be effective, a singer must have superior
phrasing — like a Crosby or a Sinatra—because the
Latin audience knows what it wants to hear from
rim: a perfect understanding, lyrically, rhythmical-
ly, and emotionally, of the song’s message. The bo-
lero, for example, is a slow lovers’ dance, and you
do not dance the bolero with someone unless you
really like him. The dancers know this, the band
knows it, and the singer had better know it—and
how to put this knowledge across. And that is why
Santos Coldn, the lead singer with Tito Puente for
nearly twenty years (he now free-lances in Puerto
Rico) can still make a young girl’s heart flutter: like
Sinatra, he knows what to do, how to do it. and to
whom he is doing it.

Latin music, at home or in the night club, is most-
ly for dancing. The movement now is generally
back to tipico, although a good band can and will
play whatever its audience wants. This is deter-
mined by age group. Most young people now want
the guaracha, guajira, or guaguanco, all of which
involve a minimum of foot movement and a lot of
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shaking and twitching from there on up. The cha-
cha and merengue are ageless. A Latin girl can tell
if her partner knows how to dance the merengue
well by how firmly he places his hand on her
spine —properly done, it is much like the way a gui-
tarist puts his fret-hand thumb on the back of the
instrument’s neck. There is supposed to be space
between the partners in the merengue, but if you
like your partner a lot, the space gets progressively
smaller.

YOU may never have heard of the Tico or Alegre
or Fania labels, but most of the best Latin music has
been recorded by them. Tico and Alegre are owned
by Roulette, a jazz and pop label formed in the Fif-
ties, for which many of the Fifties rock stars re-
corded (including the memorable Frankie Lymon
and the Teenagers). Fania is an independent label
owned in part by Latin star Johnny Pacheco. But
there are dozens of other small labels, some based
in New York, some in Florida. Latin recordings are
relatively inexpensive to produce; the tunes on
them have been tested many times in front of audi-
ences, the bands are well drilled, and there is a high
sense of professionalism —all of which means less
time in the studio and lower production costs. This
is one of the reasons why there are so many Latin
albums available. Three—or, in some cases, as
many as five — Latin albums can be produced for the
same money as one album by a popular rock group.
In any case, there’s a tremendous amount of fine
Latin music around. The following list does not
pretend to be complete, but the records are all both
representative and tasty. So, if you like the taste,
remember that there's much, much more to be had.
For starters, there’s Tito Puente, generally con-
sidered the grand master, and, as mentioned before,
the **Duke E