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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 advertising 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 exactly a
household word.

At the same time you see other
manufacturers 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

spec: 18 + 18 watts from 40—
20,000 Hz. And we include the
walnut case. For only $219.95.

Another major manufacturer
givesyou 17 + 17 watts RMS (@
1KHz] and charges $260. 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 been consistently
getting "Best Buy" ratings from
consumer testing publications.

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

Who knows, we might be
starting a trend:

Television programs with fewer
commercial interruptions.

Goodnight, Johnny

Sherwood

The word is getting around.




IMPROVE
YOUR HEARING
FOR $200.

Sometimes high fidelity people lose
sight of what it's all about : Sound.

The ultimate test of any piece of
high fidelity equipment is what you
hear.

That’s why, of all the statements
made by equipment reviewers about
our Garrard Zero 100, the most
significant were these:

“Using identical virgin records,
and virgin styli in identical good
cartridges, the Zero 100 on occasion
sounded markedly ‘crisper’ than
other turntables.” Rolling Stone.

“A listening test proves to bring
new life to many records, noticeably
reducing distortion on the inner
grooves.” Radio Electronics.

Pickup head pivots Artical P U.arm
Siyt in this direction as arm  {IBCUIUNE pivot
YIUS.__tracks across records.  pivol—fireg  fixed

=

e t

) ~oT— }

e J
Pickup orm Articulating arm

“From about 7 in. diameter to
runout, the Zero 100 delivers
considerably less distortion and
greater definition than with the
same pickup mounted in a standard
arm. The improvement in sound
quality is notably impressive.”

Elementary Electronics.

“The articulated arm of the Zero
100 produced less distortion, and
therefore greater definition, on
high-level, musically complex
passages, from the inner grooves.”

Hi-Fi Stereo Buyers' Guide.

That's what reviewers actually
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heard when they tested the first
automatic turntable with Zero
Tracking Error. This is, to our
knowledge, the first time a
turntable has been given credit for
making records sound better.

Trur Langent tracking geometry. .
The Zero 100 fone arm ‘& 0

Center ine of
cartridge tangential
10 record groove

Cartridges and other components,
yes. But never a turntable — until the
Zero 100.

By this time you probably know
how we achieve Zero Tracking Error.
The principle of the articulating arm,
continually adjusting the angle of
the cartridge so it is always at a 90
tangent to the grooves, is a simple
one. But the ingenious engineering
and the development of the precision
pivots to make the principle work,
took several years.

But enough from us. Let’s go back
to what the reviewers say about the
Zero 100.

“It probably is the best arm yet

offered as an integral part of an
automatic player.” High Fidelity.

“All of these features combined
into one automatic turntable make
news, even though some are found on
other units. Only in the Zero 100 are
they all put together.” Audio.

When Audio talks about “all of
these features” they're referring to
such things as our magnetic
anti-skating, variable speed control,
illuminated strobe, viscous-damped
cueing, 15° vertical tracking
adjustment, patented Garrard
Synchro-Lab synchronous motor and
our exclusive two-point record
support in automatic play.

But all of this gets back to our
original point. It is the sound that
makes the difference. After all, a
$200 record player should give you a
really meaningful difference. And
the high fidelity experts agreethat
people who own a Zero 100 will hear
better than people who don't.

If you'd like to read the reviews in
full detail, we'll send them to you
along with a complete brochure on
the Zero 100 and the Garrard line.
Write to:British Industries Company,
Dept.G33, Westbury, N.Y. 11590.

GARRARD
ZERO 100

The only automatic turntable with

Zero Tracking Error.

Dist. by British Industries Company/Div. of Avnet, Inc.
Mfg. by Plessey Ltd.
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NO MORE
UNEMPLOYED

WAT'TS.

Fisher 504 Studio-Standard 4-Channel Receiver

Continuous
sine-wave power.
T Hzt020kHe
(not just IHIF
music power!)
4channel
matrix decoder SQ

M sensitivity

(1HF standard) 1.8uV

C“ll" ure ratio

(INFattmV) 1.2dB

FM front end Dual-gate MOSFET with AGC
Up to 3.000.000 uV (3 V)

I'LL (phase-locked loop)

40/40/40/40 watts at 4 ohims

32/32/32/32 watts ut 8 ohms

I'M input
MPX decoder

*Fair trade ;)rices where applicable.
Prices slightly higher in the Far West and Southwest

Until now, 4-channel receivers could
deliver their full power onlv into four
speakers.

Playing regular sterco through two
speakers meant leaving two channels idle.
Iaulf of those expensive watts were
unemploved.

Fisher has changed all that with the
new Studio-Standard 4-channel receivers.
Fach has a 2/4-channel front-panel switch
like the one shown here.

In the "2” position, the four amplifiers
are "slruL)pc(l” together in pairs to (}ri\'e
two speakers with their combined power.
No unemploved watts! In the “4” position.
the tour amplifiers are separated }or
4-channel operation with four speakers.

The Fisher 504, at $599.95* is the most

advanced of the Studio-Standard receivers.

(See specitications.) Twvo others are avail-
able for considerablv less, with minimal
changes in teatures and pertormance.
Vrite us for detailed literature. The

strapping” feature is Just the beginning of
the Studio-Standard storv.

Fisher Radio, Dept. "SR-7. 11-40 45th
Road, Long Island City, N.Y. 11101.

FISHER

Hudtis ~NMredarrd
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CDITORIALLY
SPEAKING -

By WILLAM ANDERSON

POPSICAL MUSIC (SECOND VERSE)

pAIR of peremptory interruptions—space limitation and printing deadline—com-

bined to yank me off this little stage last month before I had quite finished my
number on the subject of classical versus (or classical and/or) popular music. So, to
resume: perhaps I have already made it clear that although I stand with those who
believe there are substantial, if hard to pin down, differences between classical and
popular music in both production and consumption, I also believe that both have
their natural, occasionally overlapping, places somewhere on the grander continuum
we call Music and—particularly—that both ought to have their places in all our lives
as well. The differences are not only elusive in themselves; they are also obscured
and confounded by a fog of extra-musical concerns—social, moral, and even political
—that add more subjective heat than objective light to the discussion.

But there is one difference, it scems to me, that is hard to deny either subjectively
or objectively, and that is the position cach of these kinds of music occupies in time.
Popular music, to put it metaphorically, is like a daily newspaper, chronicling in
closely observed detail the almost moment-to-moment happenings, the thoughts,
ideas, and concerns of the present tense. This is not to say it simply sets headlines to
music, but that it has an almost eerie knack for communicating the feel, the aura, the
very essence of comparatively brief moments in time. This is a great and useful gift,
but it has its price, and that price is transiency: in general, popular music has all the
permanence of a May fly, a hemline—or yesterday’s newspaper. Its very completeness
is both virtue and fault: the picture is perfect, but it is unfortunately too specific.
Classical music, in the terms of our metaphor, is a history book. It does not deal in
particulars, as popular music does, but in generalities—the bigger picture, the larger
movement, the universal theme; it is the celestial as opposed to the terrestrial tele-
scope. Without being wholly independent of time, it nonetheless manages to live
simultaneously in past, present, and future, to deliver its messages almost miracu-
lously intact over the span of centuries. In order to do this, its musical means must be
abstract, mythical, learned—and diflicult. Its gifts are, though different, as great and
useful as those of popular music, and the price—the sacrifice of the broader audience
—may be even higher.

Now, distinctions of this kind are always far from clear-cut, and since pettifogging
exception has always been the sworn enemy of your fine, ringing generality, let me
knock at least one of them down right here. What about the staying power of folk
music? Well, (a) there is a whole body of Norwegian folk songs so old and decayed
that no one knows what it means any more; (b) folk song may be persistent, but it is
not universal and cannot communicate from one language or culture to another
unless (c) it has been transmuted by a classical operator named Brahms, Schubert,
Chopin, Dvofiak, Bartok, Sibelius, Canteloube, or John Jacob Niles.

Ars longa, vita brevis est. If 1 may be permitted one more twist of that flexible
Senecan aphorism, I would like to point out that it may have something to say about
the fact that popular music, brief candle that it is, is performer-oriented (vita brevis)
and that perdurable classical music is composer-oriented (ars longa). When great
popular performers fade away, their music fades with them; when great classical
performers retire, the music remains. Parting shot: in this issue you will find Music
Editor James Goodfriend's Calendar of Classical Com posers, a capsule compendium
of 142 classical composers from the year 1400 to the present. Every one of these 142
is represented in the current recordings catalog—certainly some kind of tribute to the
timelessness of their music. Can anyone even envision working up a similar calendar
for popular composers? The question is rhetorical and is not meant to denigrate
popular music in any way. But can we at least agree that there is here a difference,
and that that difference may be significant?

STEREO REVIEW



Can you live without
a 400 watt amplifier?

Maybe. If you're content to listen to music at a less than et k
realistic level. Or if you don’t mind the loss of quality ™
caused by clipping during the more dramatic passages in mp———f = =4 —
your favorite records. On the other hand, if you want to .% Ml
listen at a real-life level without distortion, you need e /
LY ol . . . -’w}‘ o 150 20( B~
at least 400 watts of amplifier power. Other things being A=y
equal, the more power you have to drive those fine Phase Linear 400 .
§ : . 4C0 watts RMS direct coupled solid

speakers, the more faithful the sound. Julian Hirsch put state stereo powar amplifier.
. . Y . R o Ol POWER: Greater than 200 watts/chan-
it .thlS way: .A_ny(?ne using a low-efficiency speaker . . . el AMS both channels driven into. 8
with an amplifier in the 30 to 50 watt class cannot approach ohms. Power at clipping typicaliy 250

IR 2 : : 5 : M watts/cnannel into 8 ohms and 400
realistic listening levels without severe clipping.” And walts/channe' RMS into 4 ohms. HAR-

. . ! . . MONIC OR LM. DISTCRTION Les
Audio, after listening to the Phase Linear 400, said, than_25%; wpically less than %

. many people do not realize just how much power is PROTECTION: Patented protection cir-

cuit monitors energy, shuts down am-
plitix if «zf2 operatng levels are
e>ceeged. HUM AND MOISE:
Better than 100 db below 200
wats. STABILITY: Ab=olutaly
sBo e with al speaker loads
irclading electrostatic
units. WARRANTY: Three
y2as, pats anc labor.
FFICE: 5499.0C

WALNUT CABINET:
$37.00

2"

necessary to handle peaks without clipping . . .
Stereo Review summed up: “A supero amoli-
fier, furmshmg the essential qualities of the
(Phase Linear) Model
700 at a muck lower
price (almost a

_ bargain in today'’s
Aeanceslasa e e e e market)-”

provices protective conling.

At $499.00 why live with anything less
than the Phase Linear 400? Ask your
dealer for an audition.

JP/ e
/ inewt
700

THE POWERFUL DIFFERENCE

PHASE LINEAR CORPORATION
P.0.BOX 549
EDMONDS, WASHINGTON 98020
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Rachmaninoviana

® [ was extremely interested in the tribute to
the great Sergei Rachmaninoff by Victor Ser-
off in the May STEREO REVIEW. However, as
a collector of Rachmaninoviana both substan-
tial and trivial. | must question one of Mr.
Seroff’s observations: *“ . . . | cannot even
imagine him having a hamburger and a cup of
coffee at a drugstore lunch counter.” It may
be that by 1943 Rachmaninoff had indeed
abandoned all frivolity in his personal life, yet
as late as 1937 he had not, if at least one
source of information is to be trusted. | offer
this paragraph:

““Waiting his turn at a soda bar a couple of

years ago where he had come for a double
orange juice, he heard a girl ordering a cherry
malted milk float. He watched, fascinated, as
the soda jerker put together this mysterious
beverage. He asked for one. It tasted fine. He
got the recipe and carefully memorized,
‘Cherry syrup, malt, milk, a scoop of ice
cream.” The sight of a fancy soda counter
evokes in him an immediate desire for the
drink. If he happens to be in a one-arm joint
where the soda jerk has never graduated be-
yond an ordinary malted milk, Rachmaninoff
patiently instructs him in the mysteries of his
drink.”
This trivial observation was made in the
course of an article entitled “Musical Triple-
Threat” by Howard Taubman, in the Decem-
ber 16, 1939 issue of Collier’s magazine.

In more substantial aspects, however, Mr.
Seroff’s article is enormously valuable, and
not the least reason for this is the sense of
immediacy conveyed by the author, making
his interview appear to have been conducted
yesterday, instead of over thirty years ago!
Lovers of Rachmaninoff as pianist and com-
poser are deeply in his debt.

TromMas L. DixoN
Sodus,N. Y.

® Your May issue purportedly contained a
centennial celebration of Sergei Rachmani-
noff. What was actually published was (1)
Victor Seroff’s “'Sergei Rachmaninoff as |
Knew Him.” a revealing personal memoir,
interesting and informative, appropriate to a
centennial appreciation of the great musi-
cian’s birth, and (2) Eric Salzman’s ‘‘Rach-
maninoff Da” and ‘*‘Rachmaninoff Nyet,” an
unprincipled attack on the composer’s best
musical virtues in the guise of a pro-and-con
appraisal.

Mr. Salzman’s articles are not worth rebut-

tal, but why, in a centennial memoir, when
one would expect above all to find an affirma-
tive appraisal of the man’s music, did STEREO
REVIEW instead print this vitriolic attack?
Was there nowhere to be found a rational dis-
cussion of the music’s merits? Why, if you
couldn’t get a writer who appreciated the mu-
sic, did you substitute such a shameful insult?
CATHERINE MONROE

Washington, D. C.

® “Will history be kind to Rachmaninoff?”
asks Eric Salzman in the May issue
(*'Rachmaninoff Nyet”). He doubts it. | doubt
it, 100. Any culture without the courage to say
that the emperor has no clothes when hearing
today’s music will allow itself to be bullied
out of anything, no matter how estimable.
Think of Rachmaninoff. What comes to
mind —his music? Probably not —that comes
second. One thinks of a very somber, serious
face, and feels the air of mysterious, secretive
privacy: this is what critics confuse with his
music when they write their clever reviews.
If a listener is ever going to discover the
composer who, more than any other so far,
spoke for free, unfettered joy, exultation, and
serenity (called self-pity. bathos, or melan-
cholia by critics in whom these latter emo-
tions come closest to being the former), then
he can’t be intimidated by such rot as critic
Salzman's ‘‘Rachmaninoff Nyet” or the even
more intimidating approach in Mr. Salzman’s
“Rachmaninoff Da.” When Beethoven,
Brahms, Verdi, and Wagner become ‘cam-
py,” only then will the definition be twisted
enough to fit Rachmaninoff.
BRUCE S. BRoCKWAY
St1. PauL, MINN.

® In his “Rachmaninoff Da” and *‘*Rach-
maninoff Nyet” pieces (May), Eric Salzman
has pulled off a performance of ‘“‘dialectical
personality opposition” (nowadays we call it
schizophrenia) all his own. Re the Salzman
negations: Rachmaninoff did not conceive of
his music as “a kind of background for day-
dreaming —music to stupefy the listener, to
stroke his emotions. * Refusing to
broadcast, he said quite specifically that “‘the
listener is too comfortable. Music is not a
bath. It is a passion and a problem, like poe-
try.” His best work, the last six songs, the
great a cappella Vsnenochnaya, the second
book of Etudes-Tableaux, the Trois Chan-
sons Russes, the Third Symphony. in addition

to the pieces Mr. Salzman mentions, demands
the concentrated attention that all great art
does, and *“tells us™ everything.

On another level. it is disheartening to see
Robert S. Clark in “*Beyond the Basic Reper-
toire™ in the same issue refer to John Cul-
shaw’s “‘admirable monograph’ on Rachman-
inoff. This is a book —ineptly written, conde-
scending, error-infested —for all serious stu-
dents of the composer to avoid. As a correc-
tive, one longs for a reprint of Willliam Flana-
gan’s Sergei Rachmaninoff: Twentieth-Cen-
tury Composer (in the British publication
Tempo, 1952).

NOEL FARRAND
New York, N. Y.

Mr. Salzman replies: In a schizophrenic
society, schizophrenia is a very fashionable
disease. so | guess I'll accept gracefullv M.
Farrand’s diagnosis of my “dialectical per-
sonality opposition’' concerning Rachmani-
noff. Of course, on a personal and emotional
level —obviously the most valid approach for
the individual — the question is only “like’ and
“dislike.”” Bui artistic questions are. in the
cultural sense, more than just personal prefer-
ence polls and the case of Rachmaninoff —so
adored and so hated—is such a fascinating
one that it deserves serious thought; that is
what | hoped | had given ir. I am of 1wo minds
about Rachmaninoff. His music seems 10 be
the apotheosis of the ancien regime and.
whatever the composer's intention, the result
is emotional escapism. On the other hand. |
really have very little sympathy with the mod-
ernist and quite elitist attacks on his music
and | agree with Mr. Farrand that his music
gains enormously by being taken seriously.
Perhaps | could sum up the point of “"Rach-
maninoff Da** and ““Rachmaninoff Nyet’ by
saving Rachmaninoff's music has great in-
trinsic value, that its artistic anachronisms
matter less and less as time goes on, but that
it nonetheless represenis a kind of decadent
cultural situation (Kultur, Concerto, Carne-
gie Hall, Great Artiste) which is now coming
back (did it ever leave?) 10 plague our “classi-
cal” musical life and prevent its further
growth. No art, no marter what its “intrinsic*
worth, can be judged entirely on either u per-
sonal or abstract level, but Rachmaninoff.
however great or small as an artist, is franklv
a monkey on our backs. Like it or not. that is
our problem and, increasingly, our passion.

McCormack’s Rachmaninoff
® The John McCormack-Fritz kreisler per-
formance of O cease thy singing, maiden fair
that Robert S. Clark describes as being “in
limbo™ (“Beyond the Basic Repertoire.”
May) is still (or perhaps again) available on
RCA LM 6099, the two-disc Kreisler set. |
recall reading several years ago that, though
listed in Schwann, the album was actually
unobtainable, but | bought it by mail just a
few weeks ago from Chesterfield, a dealer in
New York. | was attracted by the incredibly
beautiful interweaving of voice and violin on
that particular song as much as by any of the
other items on the album.
DaviD PiERCE
Vero Beach, Fla.

Latin Lovers

® Asa long-time reader of STEREO REVIEW,

I find it necessary and quite surprising to

point out several obvious defects in Joel

Vance's article “The Latin Connection™
(Continued on page 10)
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IFOUR $1000 SPEAKER DOESN’T GET YOU,
MAYBE OUR $55 ONE WILL.

People who hear about the Linear
Sound of EPI invariably ask, “How much?”’

To which we respond: “It depends.”

If money is no object, we’re nnly too
happy to recommend our Model 1000. “The
Tower,” we call it.

This is a $1000 item (each), and it is

the absolute epitome of EPP's Lmear Sound.

(The Tower is The Stereophile’s most
recent addition to its select list cf five
Class A speakers.)

On a frequency respcnse graph, the
Tower will record a virtually straight line
from the lowest bass to the highest treble.
Meaning that what you hear is a pure, ur-
colored, nanural sound from boztom to top.
With no artificial boosting of tt.e bass to
impress the innocent. And all the nuances
and overtores at the treble end that, on
ordinary speakers, just fade away.

In short, what you hear is something
rather sensational. (At $1000 a crack, ycu
might say it cught 10 be sensational. Itis.)

But since, for most people, money is
an object, you’ll be happy to knhow our
<+
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Model 1000 is just one of eight Linear
Sound speakers from EPI.

In the middle of the line, for example,
you’ll find our Model 400, “The Mini
Tower,” at $389. Of this speaker, Stereo
Review said, “The airy, open quality...in
our view earns it a place in the select group
of superb speaker systems.”

Then, for the budget-minded, is our
Model 50 at an attractive $55 each.

Don’t let the price fool you.

The EPI Model 50 produces a true
linear sound. It has the same 1” air spring
tweeter you'll find in the Tower and the
same 6" long-throw woofer you’ll find
in the Min: Tower.

When Audio Magazine reviewed the
Modz1 50, it recorded a response that
“extended from 45 to 16,000 Hz *+3db, and
dispersion was excellent.” WhenAudw
tested 14 small speakers for dispersion, our
Model 50 beat the pack of them.

So, getting back 1o the question
of the cost of EPI’s Linear Scund:

How much did you want to spend?

(You can reach us at Epicure Products
Inc., Newburyport, Mass. 01950.)

THE LINEAR SOUND
OF EPL. (P




(May). Although | did not agrec with several
observations made by Mr. Vance. his greatest
error seems to be in what he did nor write.
How anyone can fail to mention Tito Rodrig-
uez or Machito in an article on Latin music is
an oversight tfor which there is no possible
excuse.
AMELIO ’A0LUCC!
New York, N. Y.

Mr. Vance replies: Please reread page seven-
iy-nine of my article. where I state “"The fol-
lowing list does not pretend 10 be complete.
hut the records are all both representative
and tasiv. So, if vou like the taste, remember
that there's much, much more 10 be had.

® | read the article on Latin music by Wil-
liam Livingstone with great pleasure and hope
you will do a follow-up at some time in the
near future. My record collection has been
immeasurably improved as a result.

1 would like to bring to Mr. Livingsione's
attention a singer he may have overlooked.
Maria Dolores Pradera. She is a singer of
considerable scope and greatness. She is well
known and very popular in Spain, and her
records are available in the States.

PryLLIS STEVINS MANGRAVITE
New York. N. Y.

® Re "The Laun Connection™ by Joel
Vance and “A Latin Postscript”™ by William
Livingstone in the May issuc of STEREO RE-
VIEW: How could any sertous list of Latin
greats have possibly excluded the late Tito
Rodriguez? Along with Tito Puente. he did
more to promote the soul of Latin music here
than most of the “"Hollywood Latins™ men-
tioned in the articles. Over the past twenty-
five years or more, whose voice has caressed
a lyric more beautifully than his? I, for one,
will always miss him and cherish the many
recordings still available.

R. SOUTHWERTH

Brooklyn, N. Y.

Managing Editor William Livingstone re-
plies: On page eightv-two of my article. My.
Southwerth will find the following: My list is
a very personal sampling. with no attempt at
clironological or geographical completeness.
['ve had 1o leave out many of my own favor-
ites. so please don’t blame me if I've neglect-
ed some of vours.”

Pure Korn or Solid Gold?
® After reading Paul Kresh's review of Er-
ich Wolfgang Korngold’s “The Sea Hawk™ in
the May issue, | can only conclude that his
pseudo-chic remarks prove his genuine lack
of understanding of both Korngold and the
movies of romantic and swashbuckling cine-
ma. | wonder if Mr. Kresh has ever seen the
pictures Korngold wrote his music for. It he
has not. | can understand his caustic attitude.
To appreciate khorngold one must understand
more than just his music.

khorngold. a composer who will someday be
honored tor his real achievements in music
(Die¢ Tote Studr and the Violin Concertoin D,
among others), was writing emotional grist for
the movie mills. As such, this music should be
taken for what it is: tone poetry of the greatest
universality. Who can tail to feel the wind in
the sails and the roll of the ship as Captain
Thorpe (Erroll Flynn) sets out to sea ahawk-
ing? Korngold's musical setting created emo-
tional chimaxes that perhaps would not have
been the same otherwise

10

1t is indeed unfortunate that critics these
days tend to berate the old swashbuckling
romantic movies as banal and trivial. This
might be the “in™ thing. critically speaking,
but it is a result of lack of identity, or an ab-
sence of the ability to fecl. For example, The
Sea Hawk as a movie was horrendous Tudor
history. but what great escapist fare it was'
How it and the other Korngold scores enliv-
ened a whole generation and more, washing
away some of the tears of everyday reality.
Eyewash? Yesindeed.
HARVEY MAaRrGolIs
Cranford, N. J.

Mr. Kresh replies: Whenever a Hollvwood
composeris described in terms that might not
meel the requirements of his studio publicity
department, the kitsch-lovers of the world
unite and send up a plaintive howl. Their cry:
all reviews of movie music must be unquali-

Sied raves! The difficulry is not thatr I am unfa-

miliar with Mr. Korngold's music. nor with
the movies for which he wrote i1, but thar |
grew up with both, know them all 100 well.
and apparently have committed the wunpar-
donable sin of outgrowing them. Let's face
it—1 prefer 10 obtain my movie popcorn from
the popcorn machine.

The Late Istvan Kertész
® It was ditlicult for me to open the May is-
sue of STEREO REVIEW when | received it, for
I knew that it contained a feature article by
Stephen E. Rubin on my long-time friend and
client Istvan Kertész. Destiny ordained that
Maestro Kertész was never 1o see the article,
tor he drowned tragically in a swimming acci-
dent in Tel Aviv, Israel. on April 17 of this
year. Thus a brilliant career ended with
shocking abruptness. Maestro Kertész did,
however. leave two legacies—first, the re-
membrance of a series of incredibly distin-
guished performances on four continents: and
second. an outstanding catalog of’ more than
fifty London recordings.
1t was sad to read his own words quoted in
your interview: *1 never felt in my life that |
am a man of whom writers must later write a
book. I am a simple musician. As a simple
musician who enjoys music. and in the same
way tries to enjoy life. T have completed my
life. Whatever comes after is a gift.”
AUDREY MICHAELS
New York, N. Y.

Give a Guy a Break
® The two songs Noel Coppage deems the
high points of terry Jefl’ Walker's new album
(May), That Old Time Feeling and L.A. Free-
wav. are credited to Jerry Jeft’s prolitic pen.
These songs (as Mr. Walker makes clear in
his liner notes) were written by one of the
finest guitarist-singer-songwriters in the coun-
try. Guy Clark. A Texan now moved to
Nashville, Guy deserves all the recognition
that is righttully his. Maybe one day we'll
have an album of Guy doing his own material
for Mr. Coppage to review. This is not meant
1o take any glory from Jerry Jeff Walker, who
continues o create songs with the wonderful
insight and humor that are his alone.

Davinp HARGIS

Houston. Tex.

Friml Fans

® Fie, fie on thee. STEREO REVIEW. for as-
signing to Paul Kresh the review of the Rudolf
Friml “*Music {or the Theater™ disc (May). It
would appear that Mr. Kresh is much more

suited to reviewing current popular music
offerings than albums of the type in question.
Evidently he had an unhappy childhood, or is
one of the oft-seen types with long grey hair
trying in a pathetic but unsuccesstul way to be
one of the “in™" crowd.

A hearty bravo to Monmouth-Evergreen
for releases such as this, and may they contin-
ue to reissue them! 1 hope that, should Mr.
Kresh be suhjected to the reviewing of a simi-
lar album. he will run into the middle of a very
busy street rather than being diverted by a
rock group playing a medley of old songs.

J. Davip WHITE
Jamaica. N. Y.

® Puaul Kresh said in your May issue: “The
archeological branch of the record industry is
ever ferreting out old artifacts—and some of
them | only wish could be put back in their
mummy cases and kept there. The music of
Rudolt Friml is the sort of thing my mother
used 1o sing to herself during the Depression
to keep her spirits up when it was time 1o start
pawning the furniture. | have waited patiently
for it 10 go away . . . no restaurant is sale
trom some Muzak resurrection of one medley
or another.™
What an awful thing to really say about
poor Rudolf Friml. Do you honestly belicve
your readers could place an iota of confidence
in any man you would hire to review musical
comedy who is against it from the start. let
alone buy a record you assign him to review.
whether tavorable or otherwise? We might
say the same for any category of music, be it
opera, the classics. or music by Paul Mc-
Cartney. lLed Zeppelin, Glenn Campbell. or
whatever. Who's really to blame for such 11-
responsibility — STEREO REVIEW or your as-
signed reviewer?
FrRaNK FiANAGAN
New York, N. Y.

The Editor replies: What would really be irre-
sponsible would be 1o indulge in the kind of
pre-censorship Mr. Flanagan seems 1o be
endorsing, 10 assign a record only on the ba-
sis that we were sure ahead of time that the
reviewer would like i1. The result would be a
pollvanna world from which «ll dissent was
absent by prearrangement, one in whicl even
Myr. Flanagan's letier would fuail 10 see print.
The world being instead the richlv various
place it is. | am sure that reviewer Kresh's
low tolerance for Friml music is shared by at
least a few others. But even if it were not. and
he stood quite alone in his opinion, that is
hardly sufficient reason 1o shit him up. On the
contrary, such rare, unusual. maverick eccen-
tricity ought 10 be preserved and encouraged

Jor the good of the species.

A Good Move
® Many thanks 10 Greg Shaw for his excel-
lent account of the Move (April). even
though. in my opinion, it was a retrospective
long overdue rather than one “well timed.”
He is the only writer. save for Lillian Roxon.
to make mention of the group's first single,
Night of Fear, which | remember all too fond-
ly. having heard it upon its release in 1966.
Some of the early singles by the Move men-
tioned in Mr. Shaw’s article (B8lackherry Way
and Curly, as well as a few minor master-
picces such as Wild Tiger Woman and Omni-
hus) are available on the “Best of the Move.”
an import |.I> on the Fly label.
Jonn W. INGRAM
Trenton. N. J.
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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 different 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.

-~
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In a basic experiment presented at a meeting of
the 1. E.E.E. protessional 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
rmudtiplicity 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 extreme quality
control measures that select and match all the
speakers in the enclosure.

To fully appreciate the effect of a multiplicity
of full-range speakers, with precise equalization
and the optimum combination of direct and
reflected 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

|. 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 avaitable 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.
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The Mountain, Framingham Mass.

CIRCLE NO. 7 ON READER. SERVICE CARD



NEW PRODUCTS

THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

Poly-Planar DS60 Sound Panels

® THE Magitran Company, which man-
ufactures the extremely thin Poly-Planar

speakers with rectangular expanded-
polystyrene diaphragms, has taken the
logical step of installing them in picture
frames with decorative grilles to create
the Poly-Planar Sound Panels. Each
solid walnut-finish wood frame, approxi-
mately 29%4x 23%4 inches, holds two
identical Poly-Planar drivers. wired in
parallel for a nominal impedance of 4 to

8 ohms. The grille-cloth assemblies, held
on with snap fasteners, are available in
thirteen interchangeable designs and
colors. Overall depth with the grille in
place is 2Y1 inches. The speakers can
be driven with as little as 5 watts of am-
plifier power. Price: $79.95. Additional
grilles are $14.95 each.
Circle 115 on reader service card

Stanton Sixty Five Four C
Four-Channel Headphones

® STANTON’s latest offering in the Dy-
naphase series of stereo headphones is
the Sixty Five Four C, a four-channel
model with a switch control that con-

nects the two drivers in each earpiece for
conventional stereo listening. The
phones are of the acoustically isolating
type, with foam-filled viny! ear cushions
and a thickly padded length-adjustable
headband. Internally, the headset em-
ploys a total of four dynamic drivers
with 1Ys2-inch diaphragms. Frequency
response is specified as 20to 20,000 Hz,
and distortion is under 0.5 per cent for
a sound-pressure level of 110 dB. At
1,000 Hz. an input of 0.1 volt produces a

100-dB sound-pressure level; continu-
ous power-handling capability is 1.25
volts. with provision for transient peaks
that exceed that level by as much as 10
dB. Nominal impedance is 15 ohms +20
per cent. The headphones have an 11-
foot coiled cable that terminates in two
color-coded stereo phone plugs for the
front and rear channels. The switch con-
trol is integral with the cable. The unit
weighs 1 pound, 3 ounces. Price: $64.95.
Circle 116 on reader service card

Sony PS-2251 Direct-Drive
Manual Turntable

® SONY's finest the new

turntable,
Model PS-2251, is a direct-drive manual

design with a pitch control that permits a
+4 per cent adjustment around the two
motor speeds of 33Ys and 45 rpm. The
motor, which is integral with the 12Va-
inch turntable platter itself, is servo-
controlled by a motion-sensing system
that detects and electronically corrects
any deviation from true speed. A built-in
illuminated stroboscope indicates on-
speed operation. The cast-aluminum al-
loy platter weighs 3 pounds, 5 ounces.
Wow and flutter are 0.07 per cent (DIN),
and rumble is lower than —67 dB
(weighted, DIN). The arm that comes

with the PS-2251 is a statically balanced
tubular design with an adjustable coun-
terweight for initial balancing, and in-
cludes anti-skating and stylus-force ad-
justments calibrated from 0 to 3 grams.
Lateral tracking-angle error does not
exceed 2Y4 degrees for any record rad-
ius. A lever-operated cueing control,
viscous-damped, is integral with the tone
arm. The PS-2251 comes with a wood
base and hinged, removable dust cover.
The dimensions are approximately
19%4 x 15Y2 x 7%a inches. Price: $299.50.
Circle 117 on reader service card

Empire Jupiter 6500

Speaker System

® EMPIRE’s new weatherproof indoor/
outdoor speaker system. the Jupiter
6500, is a floor- (or patio-) standing
three-way design employing a vented en-
closure of unusual shape. The system’s
woofer, a downward-facing 12-inch unit,
crosses over to a forward-facing 6-inch
direct-radiating mid-range at 450 Hz.
The 2-inch dome-type tweeter mounted
just above handles the frequencies from
2,500 Hz up. The round enclosure is
made of Uniroyal Rubicast. an abrasion-
resistant material unaffected by moisture

and direct sunlight; it is integral with a
molded pedestal base. Specifications for
the Jupiter 6500 include a frequency re-
sponse of 30 to 20,000 Hz, power-han-
dling capability of 75 walts program ma-
terial. and a nominal impedance of 8
ohms. The system is 17%4 inches in di-
ameter at its widest point. has a flat top,
and stands 25Y2 inches high. Weight of
the unit is 40 pounds. Price: $139.95.
The Jupiter 6500 speaker system is
available in glossy white only.
Circle 118 on reader service card

Pioneer TX-9100
AM/Stereo FM Tuner

® PIONEER’s finest and most elaborate
tuner, the Model TX-9100, has several
unusual features. The front panel has
three output-level controls: one for FM,
one for AM, and the third for the front-
panel headphone jack (which is usable
with 8-ohm phones). The interstation-
noise muting function is switchable be-
tween two different threshold levels or

can be deactivated entirely. The tuner
also has a switchable “‘pulse-noise sup-
pression’ circuit said to be effective in
eliminating electrical-equipment noise
interference from sources such as auto-
motive ignition systems, fluorescent
lights, and other appliances. The TX-
9100’s more conventional facilities in-
(Continued on page 14)

STEREO REVIEW



Hitachi guaran-
tees that nothing
will go wrong with
our Maxi-Fi® tuners
amplifiers, receivers or loud-
speakers for three jyears after you
buy them.

If anything does, bring it in and
we'll fix it free. Paets and labor.

Three years is a lot longer than
most manufacturers give ycu. And we
go even further on the transistors. We
guarantee them fo- five.

For a very good reason.

Practically everything that goes into a H'tachi
is made by Hitachi. Our owr transistors. Our own IC’s.

Many stereo ceampanies make few, if any, parts of
their own.

Hitachi believes in realistic sound. Nothirg to get in
the way of pure, natural sound.

Like distortion or coloration.

Those transistors we were talking about, for instance.
We developed a new type called LTP (for Low Temperature
Passivity). They reduce amplifier noise to practically nil.
And increase FN tuner sensitivity at the same time.

We also did away with input and output transformers on
many of our madels in Favor of ITL-OTL circuitry. Doing
away with one of the ma,or causes of frequency distortion
and deterioration.

Our patented gathered-edge woofers are more flexible
than conventional bellows-type suspension speakers. And
our damped bass reflex enclosure, with a special ducted
port, produces a deep, rich sound without that ‘‘boxed-in"’
effect familias to so many bookshelf speaker systems.

For more about Hitachi Maxi-Fi components,
write for our brochure. Dept. SR-5, Hitachi Sales Corp.

of America, 48-50 34th Street, Long Island City, N.Y. 11101.

Quelity always comes first at

HITACHI

The sound you buy now
is the sound you'll hear
three years from now.

L |

| Hitachi guaranteesiit.

CIRCLE NO. 17 ON READER SERVICE TARD




NEW PRODUCTS

THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

clude tuning meters for signal strength
and channel center, a switchable multi-
plex noise filter, and a function selector
with positions for AM, FM auto, and
FM mono. The large tuning dial has lin-
ear calibrations. Specifications: [HF
sensitivity, 1.5 microvolts; capture ratio.

I dB; alternate-channel selectivity, 90
dB; image, i.f., and spurious-response
rejection. all better than 110 dB; AM
suppression, 65 dB. Frequency response
is 20 to 15,000 Hz +0.2, —2 dB. and ste-
reo separation exceeds 30 dB from 50 to
10,000 Hz. Harmonic distortion levels

are under 0.2 per cent for mono recep-
tion and 0.3 per cent for stereo. The mul-
tiplex stereo decoder section employs
phase-lock-loop circuitry. The TX-9100
measures approximately 5Y2 X 132X 17
inches overall. Price: $299.95.

Circle 119 on reader service card

Sansui Model SF-1 Speaker System

® THE second and smaller design in
Sansui’s series of omnidirectional speak-
er systems is the SF-1, also a floor-
standing model, with fretwork grille pan-
els on all four vertical sides and walnut-
finish top, bottom, and upright supports.
The SF-1I’s drivers are conventional
(two 6Y2-inch woofers and one 2Ys-inch
cone tweeter), but they are mounted
with one woofer facing down, the other
two drivers up. All the drivers radiate
into cone-shaped deflector elements that
disperse the sound over 360 degrees hor-
izontally. The two woofers share a

common internal enclosure with a circu-
lar ducted port. The tweeter is mounted
above the upper woofer within a small
sub-enclosure that serves as the woof-
er’s detlector. Sansui rates the frequency
response of the SF-1as 5510 20.000 Hz.
with a nomimal impedance of 8 ohms
and a power-handling capability of 45
watts on program peaks. The crossover
frequency is 2,000 Hz. The SF-1 has
four 14%:-inch sides, is approximately
22Y4 inches high. and weighs 262
pounds. Price: $139.95.
Circle 120 on reader service card

Ampex 20/20+ Cassettes
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® AMPEX is using a new magnetic-oxide
coating originally developed for profes-

sional mastering tape in a recently intro-
duced line of blank cassettes designated
the 20/20+ series. Besides providing a
very smooth coating surface that re-
duces dropouts and improves tape-to-
head contact. the new oxide affords in-
creases in sensitivity and output, result-
ing in a 1.5-dB bettering of overall sig-
nal-to-noise- ratio and a 3-dB improve-

ment in output at 10.000 Hz. Like other
Ampex cassettes, the 20/20+ series
employs screw-fastened cassette shells.
The cassettes are packaged in flip-open
plastic containers. Playing lengths and
prices available are: 42 minutes ($2.60),
60 minutes ($2.80). 90 minutes ($4.20),
and 120 minutes ($5.95).
Circle 121 on reader service card

National Tel-Tronics
Speaker Cabinet Kit

® For those interested in the satisfac-
tions and economies of assembling their
own speaker systems. National Tel-

Tronics has fashioned several air-sus-
pension speaker kits, available in two- or
three-way versions, that go together with
a minimum of time and effort. All panels
are pre-cut and finished, and ready for
gluing with the adhesive supplied. The
four side panels, which come attached
end-to-end by vinyl covering, have slots
that mate with the edges of the speaker-
mounting board and the rear panel. After
acoustical padding has been inserted and
the driver units and crossover have been
wired and bolted in place. Velcro fasten-
ers are used to attach the grille cloth,
which completes assembly. All enclo-
sure panels are %s-inch thick, and the
speaker-mounting panels are pre-cut for
the appropriate drivers. The kits come

complete with drivers manufactured by
Peerless. The two-way system includes
an 8-inch woofer and a 2Ys-inch cone
tweeter, with a crossover network that
acts at 2,500 Hz. The three-way kit adds
a S-inch mid-range and crossover com-
ponents that operate at 750 and 6,000
Hz. Both systems have a nominal imped.-
ance of 8 ohms, and both use enclosures
of approximately 20 x 10Y4 x 9V2 inches.
Prices: two-way kit (CK20-2), $99.95
per pair; three way kit (CK20-3),
$119.95 per pair. National Tel-Tronics
is also introducing a smaller two-way kit
employing a 6Y/2-inch woofer ($59.95 per
pair) and a four-way kit with a 10-inch
woofer ($179.95 per pair).
Circle 122 on reader service card

TDK Guide to Cassettes

® A 48-page booklet, packed with use-
ful information on home tape recording
methods and equipment, is available at
no charge from TDK Electronics Corpo-
ration. The well-illustrated pocket-size
booklet offers a wealth of facts and tips
on tape recording techniques. In effect, it
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offers a short course in tape recording
terminology and technology for the lay-
man, including an explanation of the
various types of tape formats, their rela-
tive merits, and applications.

Emphasis is on cassettes, with sec-
tions on how to obtain the best results
when recording, how to care for cas-
settes, how to perform routine mainte-

nance on recording equipment, the
importance of internal mechanical de-
sign features and construction details,
and even how to make minor repairs.

Free copies of the TDK Guide to Cus-
settes are available from TDK dealers
or by writing to TDK Electronics Cor-
poration. Dept. SR, 23-73 48th Street,
Long Island City, N.Y. 11103.
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SONY PS 2251.
a declaration of independence.

Independence of belts, pulleys,

idler wheels and all the other para-
phernalia that can cause wow, flutter
and rumble. Independence from fluc-
tuations in power line voltage that
can effect the pracise speed of the
turntable. And independence of acous-
tical feedback. The new, direct-drive
Sony PS-2251 has declared itself
independent of all these potential
intruders upon the enjoyment of
your records.

Most turntables use belts,
pulleys, idler wheels to make their
turntables spin at the record’s speed,
instead of the motor's. Look under-
neath Sony's new PS-2251 and all
you'll see is the motor. We don't need
all those extras, because our motor's
speed is precisely the same as the
record’s.

Eliminating all those parts also
eliminates the wow and flutter and
rumble they can cause. So, our rumble
figure is a remarkable —58dB (NAB).

And because our motor turns so much
slower than conventional ones, the
rumble frequency is lowered too,
making the rumble even less audible
than that —58 dB figure indicates.

To maintain precise speed
accuracy at slow speads, we use an
AC servo system (superior toa DC
servo system because of its uniform
magnetic field strength). Its precise
speed is not affected by variations in
line voltage or in line frequency. But
its speed can be varied 4% by the
built-in pitch control and returned to a
precise 33-1/3 or 45 rpm, with the
built-in self-illuminated strobe.

Then we matched it with a stat-
ically-balanced tonearm that tracks
records as precisely and faithfully as
our turntable turns them. We added
viscous-damped cueing and effective
anti-skating. And we mounted the
PS-2251 on a handsome wood base
using an independent spring sus-
pension system to completely isolate

CIRCLE NO. 47 ON READER SERVICE CARD

it from externally caused vibrations.
At $349.50 (suggested retail) includ-
ing arm, wood base and hinged dust
cover, the PS-2251 is today's most
advanced turntable.

We also offer a moderately
priced, single-play component turn-
table with the convenience of auto-
matic operation, the PS-5520. The
complete system: turntable, arm,
walnut base and hinged dust cover,
$159.50.(suggested retail) Sony
Corporation of America, 47-47 Van
Dam St., Long Island City, N.Y. 11101
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A new album by the
man who has made
good music a part of
all our lives.
Including some of
today’s finest
music..‘Cabaret’
“The Candy Man}
“The Good Life”
“Amazing Grace”
...exquisitely
interpreted.
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AUDIO

QUESTIOINS

aNo
ANS\/\/ERS

By I.ARRY KI.EIN Technical Editor

Headphone/Tape Feed
Is it usnally safe to feed a tape
o recorder from the headphone
Jack of alow-power, solid-state amplifier
when the amplifier lacks a tape or
preamp output and the headphone jack
is designed to cut out the speakers when

used?

PauL F. BOHNET
Queens Village, N. Y.

A I don’t think you’ll run into prob-
o lems if you use the following
approach. Assemble the adapter plug as
shown below. Note that one of the two
shielded leads does nor have its shield
soldered to the phone plug. Also make
sure that none of the bare wires from the

two resistors (R) or the shielded cables
touch anything they should not. Insulate
the various wires from each other with
plastic electrical tape and then wrap the
entire rear section of the plug with tape.
The other ends of the two shielded leads
terminate in standard phono plugs—or
whatever type of plug the Aux, RADIO, or
LINE inputs of your tape recorder accept.
When taping from the amplifier, simulta-
neously adjust the amplifier's volume
control and the recorder’s input-level
control for the least hum and most free-
dom from overload. If the recorder’s
input-level control has to be set very low
and is touchy, reduce the volume-control
setting on the amplifier. The values of
the resistors (R) can be anywhere from
20 to 50 ohms, Y4 or Y2 watt.

Several Quadraphonic Standards?
Recently I've seen printed state-
e ments by the proponents of sev-

erul competing four-channel disc tech-

niques, each claiming that his technique

16

is recognized as a standard by the Elec-

tronic Industries Association of Japan.
Can you clarifv this for me?

JAMEs CONNER

Chicago, lII.

Some confusion has come about

« because of the way in which the
Japanese used the word “standard.” For
most people, “standard™ connotes a sin-
gle specific “approved” technique or
unit to which everything is referenced.
However, in the case of four-channel
discs, the Japanese intend the word
“*standard” to mean simply an agreed-
upon set of parameters and techniques.
This allows them to have an SQ matrix
“standard,” an RM/QS matrix ‘*‘stan-
dard,” and a CD-4 discrete-disc “‘stan-
dard.”” The implication is that if a manu-
facturer produces equipment incorporat-
ing one or more of these systems, it
should follow the particular agreed-upon
“*standard” parameters for the systems
used. It is confusing, however, and 1
only recently suggested to the Electronic
Industries Association of Japan (E1A-J)
that the use of the term “‘standardized”
would be less misleading for Americans
than “standard.”

Super-Amplifier Clipping
In writing about super-power am-
e plifiers in the April 1972 issue.
Julian Hirsch claimed that musical ma-
terial with a compressed dvnamic range
clipped with average levels of 50 10 100
watts. He then claimed that music with a
wide dynamnic range clipped at perhaps
20 10 30 wans. He adds that the Phase
Lineur 700 clipped regularly. Am I to
understand from this that this amplifier

will clip at such low power?
BRUCE GEORGE
Great Neck, N. Y.

Apparently, no matter how care-

» fully something is phrased, some-

one. somewhere, is going to miss—or

misinterpret —the point. If Mr. George

will re-read the Listening Tests section
(Continued on page 18)

STEREO REVIEW



The Quadraflex Model 55
$99.95
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Nuadraflex

1301 65th Street, Emeryville, California 94608
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l of the report he will see that Mr. Hirsch
| wrote that music with a wide dynamic
| range, played at “live” levels, had an
average output of perhaps 20 to 30
watts. However, on sonic peaks, the
power demand on the amplifier hit 450
to 500 watts per channel—and higher!
This being the situation. the amplifier
“clipped regularly.” An equally good
amplifier. but with less power reserve,
would clip more often, and an amplifier
with greater power reserve would clip
less often. The point that Mr. Hirsch
tried to make was that even a 700-watt
super-amplifier, when feeding normal
low-efficiency speakers with certain
types of common program material, can
be driven into frequent clipping. He was
not saying that the particular amplifier
used was unusually prone to clipping.

Quadraphonic Decoder Instaliation

All the instructions for quadra-
[ e phonic matrix decoderladapters
I have seen (except the Dynaco passive
anit) require thar they be installed be-
tween the tape-monitoring outputlinput
jucks of the equipment. Like a large
number of audiophiles, | have a separate
preamp and power amplifiers. Is there
any reason why I can’t install mv decod-
er between the preamp outputs and
power-amp inputs?

CHARLES ROBERTS
Orange, N. J.

— A 1 can think of two reasons why it
» might not be the best thing to do.
| There's a possibility that under certain
[ conditions the signal levels coming out
of your preamp’s output jacks may be
high enough 1o overload the decoder’s
input circuits. As a rule. no such risk is
run when the decoder is connected via
the tape-monitoring input/output jacks.
A second possible problem has to do
with phase shift. Since the correct de-
coding of the directional information in a
matrix-encoded disc depends upon the
proper phase relationships being pre-
served, the additional stages — including
the tone controls —that the encoded sig-
nal must pass through before being de-
coded could result in improper decoding.
By tapping off the encoded signal early
in the preamplifier (at the tape-output
jacks, that is), potential phase problems
are avoided. However. aside from theo-
retical considerations. it may be that the
convenience of installing the decoder at
the preamp’s main outputs will be more
significant than the possible confusion of
directionality. In any case. it seems to
me you have nothing to lose by trying it

Dokorder S100 both ways.

A MINIATURE RECORDING STUDIO

Becuuse the number of questions we
Unique in its esectronic/solenoid operation. Unicue in its design. receive each montl is greater ’/”‘I”
Unigue invits professional features. Appealingly prced. we can reply 10 individually, only
For information wri-e... those questions selected for this col-

wmn can be answered. Sorrv!

D okorder lmc® 11264 Playa Court, Culver City, Ca if. 30230
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When you build the Heathkit dec
with Dolby circuit,you get §3
pride of accomplishment
plus features you won't

If you have built a kit, you
know the kind of pride we are
talking about. Now imagine
the satisfaction of assembling
a stereo cassette deck with Dolby
circuitry. One that is equal, or
superior, to the finest components
on the market today

Moreover, you can't miss on this kit. Ask the man who has
built a Heathkit component. He can tell you how service
outlets in every major metropolitan area, plus a technical
correspondence group at the Heath Headguarters, simply
won't let you fail.

Actually, the fact that it is a kit gives the Heathkit AD-1530
two of its completely unique features. The built-in test cir-
cuit, using VU meters, 2-tone audio oscillator and test cas-
sette supplied, allows you to set up bias and Dolby level for
the cassettes you will be using, also permits you to do your
own periodic recalibration or reset the levels for any new
types of tape in the future. Secondly, the assembly manua
contains all the troubleshooting and maintenance informa-
tion you should ever need for self-service. These two items
alone make the AD-1530 one of the most economical cas-
sette decks you can buy. The AD-1530 also has switch

HEATHKIT ELECTRONIC CENTERS — ARIZ.: Phoenix; CALIF.: Ana-
heim, £l Cerrito, Los Angeles, Pomona, Redwood City, San Diego
_a Mesa), Woodland Hills; COLO.- Denver; CONN.: Hartford {Avon)
FLA.: Miami {Hialeah); GA.. Atlanta; ILL.: Chicago, Downers Grove;

IND.: Indianapolis; KANSAS: Kansas City (Mission}: MD.. Baltimore
Rockville; MASS.: Boston (Wellesley); MICH.: Detroit: MINN.: Minne-
apolis (Hopkins); MO.: St. Louis; N Fair Lawn; N Y.; Buffalo (Am-

rst), New York City, Jer Rochester; OHIO: Cincinnati

(Woodlawn), Cleveland; PA.: Philadelphia, Pittsburgh |.: Providence
Warwick); TEXAS: Dallas, Houston; WASH.: Seattle; WIS.: Milwaukee

selection of either high-
level or mike inputs. That lets
you record the family band the same
way you record Blood, Sweat & Tears —
without an additional microphone amplifier.

Other features include automatic shutoff; lever

switches far stereo or mono input, Dolby on/off and

tape type (conventional tape or CrQ, tape); two record

level controls with separate VU meters; large three-digit

resettable counter. You can build the Heathkit AD-1530 in

about five spare evenings. The tape transport mechanism
comes pre-assembled to make the job even easier

Kit AD-1530, 20 |bs 249.95*
ADA-1530-1, dust cover, 1 |b. ..4.95*
AD-1530 SPECIFICATIONS: Frequency Response: Regular xide) tape
3 dB from 40 Hz to 12 kHz typicai. Cr O, (chromium dioxide) tape; =3 dB from
40 Hz to 14 kHz typical. Distortion: Tape dependent, electronics less than 0.2

Hum and Noise: Doiby Switch OFF 48 dB. Dolby Switch ON-Provides Add
tional Norse Reduction as Follows 10 dB @ 4000 Hz and up. —9 dB @ 2400
Hz 6 dB @ 1200 Hz 3 dB @ 600 Hz. Wow and Flutter: Less than 0.25%
RMS. inputs: Microphone: -2. 0.2 mV to 10 mV Auxiliary: Hi-Z, 50 mV tc
10V Bias Oscillator Freguency: Approximately 100 kHz. Tape: Any good quality
r xide or cFromium dioxide tape cassette may be used. Tape Speed: 17
n 4.7 Fast Forward/Rewind Time: Approximately 45 sec. for C-60
assette. Solid State Devices: 37 trancisiors and 2 JFET's, Output: Greater than
0.5 volts from low impedance s0 Dimensions: 527 H x 9% D x 14" W
Power Requirements: 120 volts. 60 Hz, 1

M HeatH COMPANY, Dept. 40-7 Schiumberger |l
| Benton Harbor, Michigan 49022 |

Il [J Ptease send FREE Heathkit Catalog

[J Enclosed is $ plus shipping.
| ~ Please send model AD-1530
|

|

|

I

|

Name_______ _ - l
|

I

|

=

World's largest

selection of | Address N
electronic kits

SEND FOR | city State Zip.
RRERCAlLom *Mail order prices; F.0.B. factory HF-274
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FSAVE!)

MONEY o TIME © FREIGHT

QUALITY STEREO EQUIPMENT
AT LOWEST PRICES.

YOUR REQUEST FOR QUOTA-
TION RETURNED SAME DAY.
FACTORY SEALED CARTONS—
CUARANTEED AND INSURED.

SAVE ON NAME BRANDS LIKE:

A.D.C. KLH
A.R. SHURE
DYNACO KOSS
SONY FISHER

AND MORE THAN 50 OTHERS

BUY THE MODERN WAY
BY MAIL-—FROM
illinois audio
Department 217S
12 East Delaware
Chicago, lllinois 60611
‘ 312-664-0020 ‘
CIRCLE NO. 18 ON READER SERVICE CARD
FACTORY SEALED CARTONS
FRANCHISED DISTRIBUTDR
QUICK SHIPMENT

WE GIVE

DISCOUNTS

ON HI-FI
COMPONENTS

SOUND
REPRODUCTION,

INC.

460 CENTRAL AVENUE
East Orange, New Jersey 07018
(201) 673-0600
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AUDIO

BASICS

By RALPH HODGES

GLOSSARY OF TECHNICAL TERMS

LKE other technical subjects, audio has its own technical and semi-technical jargon
that may be comfortable territory for the initiate, but often puts off and confuses
the beginner. In fact, if our daily mail is any indication, for every would-be audiophile
who is merely hampered by this language problem there are two or three who are
frightened away entirely. And so we’ve decided to turn this column for a while into a
sort of audio dictionary, to be delivered until complete in easy monthly installments.
The terms and expressions covered, which will appear in alphabetical order, will be
those appearing most frequently in test reports and manufacturers’ advertising and
literature. Undoubtedly we’ll miss a few along the way. When we do, | hope you’ll
write in to point out our oversights. so that we can work them in at a later time.

® A.C.(alternating current) is an electri-
cal current that regularly reverses direc-
tion (polarity) and flows back and forth
through its conductor (a wire, for exam-
ple) instead of traveling in one fixed
direction as direct current (see d.c.)
does. You could get a rather rough kind
of alternating current by rapidly inter-

| changing the contacts to the terminals of

a dry-cell or storage battery, which sup-
plies only direct current when it is used
conventionally.

Most electric generators in use today
produce alternating current. For in-
stance, the giant mechanism that sup-
plies your house current alternates
(reverses polarity) at a constant rate or
frequency of 60 cycles per second (Hz).
Your audio system’s magnetic phono
cartridge, which converts stylus move-
ment to an a.c. audio signal, could also
be considered an electric generator.

@ Acoustic feedback is a phenomenon
that occurs when the sound output from
the loudspeaker—in the form of either
acoustical or physical vibrations —trav-
els back to the microphone or phono car-
tridge, where it is then picked up, re-
amplified, and sent on again through to
the speakers. When the feedback is not

| severe, the result is a slight tonal blur,

“hangover,” or a rumbling noise accom-
panying the music. At their worst, the re-
amplified vibrations build up through the
feedback process to a self-sustaining
roar or howl. Feedback problems can be
minimized by physically and/or acousti-
cally isolating the speakers from the in-

20

put elements of an audio system so as to
interrupt the feedback path,

@ Acoustic suspension (also called “air
suspension”) is the popular term for a
speaker system in which the movement
of the speaker’s cone is partially con-
trolied by the springiness (compression
properties) of the volume of air confined
within its sealed enclosure. Speaker
cones require some kind of spring to
exert a restoring or “‘centering” force
and regulate the in-and-out drive im-
pulses provided by the magnet and voice
coil. This spring can be entirely mechan-
ical, acting at the points where the cone
is attached to its supporting structure. In
an acoustic-suspension systemn, how-
ever, there is a mechanical spring plus a
carefully calculated quantity of air (for
the desired resonant frequency), that
acts as a cushion against which the cone
pushes and pulls. (An acoustic-suspen-
sion system can be defined as one in
which the trapped air provides about
two-thirds of the restoring force.) The air
“spring” permits larger and more linear
in-and-out cone motions (excursions)
than can be achieved by any practical
mechanical spring alone. These, in turn,
provide the potential for greater low-
frequency acoustical output with lower
distortion than can easily be obtained
from a driver unassisted by an elaborate
enclosure. Because the acoustic-sus-
pension design generally requires a
relatively compact sealed enclosure
the principle is used in many bookshelf-
size speaker systems.

STEREO REVIEW



FREE
INFORMATION

SERVICE

Here's an easy and convenient way for you
to get additional information about prod-
ucts advertised or mentioned editorially in
this issue. Just follow the directions below
...and the literature will be sent to you
promptly and free of charge.

b Tear out one of the perforated postage-free
cards. Please print or type your name and
address where indicated.

Circle the number on the card that corre-
sponds to the key number at the bottom of
the advertisement or editorial mention that
interests you. (Key numbers for advertised
products also appear in the Advertisers’
Index.)

Simply mail the card. No postage is re-
quired.

This address is for our “Free Information

e Service” only. All other inquiries are to be
directed to, Stereo Review, One Park Ave,,
New York, N.Y. 10016.
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remarkable stereo
listening headphone
experience owners!

The phenomenal realism of binaural sound recording
is demonstrated by Stereo Review’s

AMAZING NEW BINAURAL
DEMONSTRATION RECORD

Created specifically for playback through
stereo headphones, this unique record presents
the listener with sound of unsurpassed realism.
It recreates at each of the listener’s ears the
precise sound that each ear would have heard—
independently—at the original scene.

Binaural recording re-creates the directions, distances,
and even the elevations of sounds better than any other
recording method. The super-realism of binaural record-
ing is accomplished by recording the acoustical input for
each ear separately, and then playing it back through
stereo headphones. Thus the sound intended for the left
ear cannot mix with the sound for the right ear, and vice
versa.

Binaural recording offers the listener the identical acous-
tical perspective and instrument spread of the original.
The sound reaching each ear is exactly the same as would
have been heard at the live scene.

“MAX"—GENIE OF BINAURAL RECORDING. "Max,"’ a
specially constructed dummy head, cast in silicone rubber,
duplicates the role of the human head as an acoustical
absorber and reflector of sound. Super-precision capacitor
microphones were installed in Max's ears so that each
microphone would pick up exactly what each human ear
would hear. The result is a demonstration of phenomenal
recorded sound.

STARTLING REALITY. The Binaural Demonstration Record
offers 45 minutes of sound and music of startling reality.
You'll marvel at the eerie accuracy with which direction
and elevation are re-created as you embark on a street
tour in binaural sound—Sounds Of The City . . . Trains,
Planes & Ships . . . a Basketball Game, a Street Parade,
a Street Fabrication Plant, The Bird House at the Zoo—all
demonstrating the incredible realism of binaural sound
reproduction.

MUSIC IN BINAURAL. The musical performances pre-
sented on the Binaural Demonstration Record transport
you to the concert hall for a demonstration of a wide va-
riety of music. Selections total 23 minutes, and include
examples of jazz, organ, and chamber music.

Although headphones are necessary to appreciate the near-
total realism of binaural recording, the record can also be
played and enjoyed on conventional stereo systems.

HERE'S HOW TO ORDER YOUR BINAURAL DEMONSTRATION RECORD

CASH: Mail your order along with your name, address
and remittance in the amount of $5.98, postpaid.

CHARGE: Your American Express or BankAmericard

account! Mail your order, name, address and credit card

number. You will be bllled at $5.98, postpaid. (| I
1

MAIL ALL ORDERS TO: RECORDS ‘ e
ZIFF- DAVIS SERVICE DIVISION,

505 BROADWAY, NEW YORK, N.Y. 10012.
OUTSIDE U.S.A. RECORDS ARE $8.00 POSTPAID.




The Memorex Cassette
just got better.
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New Memorex is the best ferric
oxide cassette you can buy.

The reason? MRX, Oxide
MRX, particles are smoother
and more uniform than low noise
or “‘energized” particles. So more

of them can be packed on our
tape surface

That's why new Memorex picks
up and plays back more sound
than the competition.

And that’'s the way we plan to
keep it.

MEMOREX Recording Tape
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Introducing a

new word in the Hi-Fi
vocabulary:

Technics (tek-neeks’)n. a new concept
In components.
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A concept that focuses the research, experience
and skill of an electronics giant on the creation,
design and production of components. A total
commitment to audio componentry without peer.
The research has already produced over
23,000 patents. Firsts like: direct drive motors,
Hot Pressed Ferrite heads, HiZNR resistors,
automatic reversing micromotors, Exicon X-Ray
television and new kinds of miniature fiber optics.
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CROSS SECTION OF DIRECT DRIVE MOTOR

Experience has taught us to be extra finicky
about the parts we use. So we design and make
virtually every part of every component our-
selves. From the newest type of monolithic I.C.’s
to our own exclusive four-pole MOS FET. From
the epoxy resin coils in our multiplex sections.

To the precision controls on the front panel.

We have learned the virtue of being totally
unmerciful in test procedures. All designs are put
through tortures likebaking, freezing, drenching,
shock, extreme stresses and prolonged humidity.
Because any unit that can survive that kind of

punishment is capable of years of faithful
service under normal conditions.

We also know that there is no substitute for
all-out quality control. Each subassembly is
checked visually and electronically as it is put

COMPARISON OF PERMALLOY AND HPF HEAD

Permalloy Head

HPF Head

Material

Alloy of Ni, Mo and Fe

Powder of MnO, ZnO
and Fea(y

Manufacturing

Punching by a press

Sintering at a high temperature

Gap

Method urder high pressure
A Precision made block, produced
Eore e olinas by cutting, grinding and polishingI
) Yoke Part )
Coil —y (Core)
Shape £
Hard —~ I
Glass Spacer
Gap Spacer {BeCu) Gap Spacer (Hard Glass) 1
Thickness - Thickness |
Finished Gap % of Spacer m ot Spacer
< Eﬂectlve

= Effective

-

Effective Gap Effective Gap
Electric Loss Big Small (4 of the permalloy)
Hardness 130 — 140 HV 630 — 740 HV (5 times harder)

Lite

about 1,000 hours

about 200,000 hours

together. And checked again as it joins the main
assembly. Every complete unit undergoes 50
performance checks, involving 170 different test
points and measuring things like IHF sensitivity
and power output. Sixty additicnal tests assure
perfect appearance and praper operation.

All our units have earned the coveted listing
for safety of Underwriters Laboratories®.

The Technics concept has already taken shape.
In aline of discrete 4-channel receivers. Direct
drive turntables. Dolbyized™ cassette decks. And
reel-to-reel recorders. That are ready for
delivery today.

So, now that we’ve been formally introduced,
why don’t we get to know each other.

™

Dolby is a trademark of Dolby Laboratories Inc.

Technics

by Panasonic
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Canyou spof
_the Camel Filters smoker?
‘.’\—'

T

LA

ALUMNI
REGISTRATION

At class reunions almost

Try picking the one
who doesn’t go along.
1. Nope. He's Don Wand.

Won school essay contest with “The Art of Pre-Marital Dancing."

Gimmick: 200 mm holder to balance his 100 mm cigarette.
2. No. It's Rah-Rah Mendelson, ex-cheerleader. Gimmick: He's
wearing it. Smokes whatever he finds in his pouch. 3. No.

They're not for everybody

Warning: The Surgeon General Has Determined
That Cigarette Smoking |s Dangerous toYour Health.

everybody has a gimmick.

©1973 R. J. Reynolds Tobacco Co.

He's Moe Mentum, alias ''Stone Hands" for dropping passes.
Just dropped statue of school mascot. 4. T. Deious, school bore.
Gimmick: His voice, off-key contralto. Smokes oval cigarettes (he
sat on his soft-pack and liked it}. 5. Curley Gilrgy. His hair was
voted '“Most Likely to Recede.” Gimmick: Staples toupee on.
Also staples his roll-your-owns. 6. Right. He's still his own
man. Likes his cigarette honest, no-nonsense, too. Camel
Filters. Easy and good tasting. 6a. Kicky VI, s
mascot. Has eyes only for Mendelson

(see 2 above).

Camel Filters. CAMEL

.

FILTER CIGARETTES

(but they couid be for you).

Famaous Camel Quality !
20 mg. “tar,' 1.3 mg. nicetine av. per cigarette, FTC Report FEB.'72.
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ON RECORD -2

By JAMES GOODFRIEND 7

Music Editor

SONGS MY DAUGHTER TAUGHT ME

Y daughter Sari is two years old and
has begun to teach me a few things
about music. Sari, not yet having lived
long enough to develop many prejudices,
comes to music without the accompani-
ment of a carload of preconceptions, and
handles things very straightforwardly,
on the basis of what she hears rather
than what she knows. The first classical
music she heard was the Brahms Sonata
in G Major for Violin and Piano, Op. 78,
when she was a couple of weeks old, but
it doesn’t seem to have made much of an
impression on her. It's not only that she
doesn’t remember the themes, but that
hearing the music again, even after being
scolded, does not seem to involve her in
any Proust-like associations and recol-
lections of earlier, happier times. Ah,
youth!

Sari divides all music into two sorts:
singing-and-playing music and listening-
and-dancing music. She allows an occa-
sional crossover, but, in general, she
finds singing along with a record (even if
she knows the tune) to be aimost as pre-
posterous as nor singing or playing the
piano when somebody:in her presence is.
She thus makes a distinction between
live music and recorded that would nev-
er have occurred to me. Live music to
her is live in all respects. When it is in
progress she runs to the piano and
pushes her way onto the bench. grab-
bing whatever notes on the keyboard
haven’t yet been appropriated. at the
same time singing /ier choice of song
and *‘shushing” the competition.

A record for Sari is a very dif-
ferent sort of thing. She has quite a few
years to go before she can physically
reach the turntable, so putting a record
on to play is an action she relegates to
others. But once the record is on, her
critical faculties are aroused. and she is
sure to let you know what she thinks. If
she dislikes it she may simply go to some
other part of the house. Since she has
been told that she may do so, she some-
times goes to her own room and closes
the door. This can be a trenchant criti-
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cism. More often, she just tells me her
opinion. “Daddy, I don’t like that rec-
ord,”” was her comment on Maurizio Pol-
lint’'s new recording of the Chopin
Etudes. | agree with her, though I worry
about why and she doesn’t.

When Sari likes a record she will
sometimes sit very still and listen to it or
else play quietly with a toy until the side
is over. She astonished me the other day,
when [ thought she hadn’t been paying
the least attention, by telling me that she
liked the music that had just been play-
ing. 1t was the recent Seraphim release
of William Walton conducting his own
film score for Henry V.

When Sari reallv likes a record,
though, she will get out of her chair,
stand in the middle of the floor, and, with
arms held out in front of her, shouider
height, the fingers curved down toward

the floor, proceed to turn gravely in a |

counterclockwise direction while adding
a httle up-and-down movement of the
arms. It is her own private dance, and
the music to which she performs it has
received a very high compliment indeed.
At the moment. probably her favorite
record is one of Renaissance duets for
the tute (L'Oiseau-Lyre S 325). The
modal tunes and bharmonies do not
seem 10 offend her ear at all, and the
rhythms she finds just conducive to
dancing. But that is not 1o say she finds
such rhythms viral. A dance for her is a
form of approbation and a pleasurable
movement of expression, and she has
also danced to Ivan Moravec playing
Debussy’s Feux d'Artifice (Connois-
seur Society S1866). | defy any adult 10
do that.

Sari has recently discovered marches,
through the medium of a particularly
appealing record entitled *‘Little March-
es by Great Masters™ (Philips 659 9172).
While 1 had some intellectual doubts
about the ‘“‘greatness’” of some of the
composers represented (Vranicky? Ro-
setti? Michael Haydn?). my daughter did
not trouble her head over the matter and

(Continued on puge 31)
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\ HI-FI SYSTEMS
\ COMPONENTS

KITS o COMPACTS

TUNERS o AMPLIFIERS
RECEIVERS o TURNTABLES
SPEAKERS e TAPE RECORDERS

® Franchised Distributors for over 70 mirs.
® Largest selection in the country

® Full manufacturers warranty protection

® Onlybrand new, factory sealed components

*® Fast, fully insured shipments

* Double-boxed cartons where possible
* Same day reply to your inquiry
* Extrs savings on complete systems
* Lowest possible prices

WRITE FOR OUR QUOTE AND SPECIALS BULLETIN
VISIT OUR NEW MODERN WARE HOUSE
| FREE AMPLE PARKING AT PREMISES

DANBURY, CT. 06810
DANBURY, CT, (203) 744-6421
N. Y. CITY (212) 369-6212
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ON NATIONALLY ADVERTISED

*HI- |
\ BRANDS ¢ HI-FI COMPONENTS!
BanahuinizanD ]_ ]

Master Charge / BankAmericard
Honored on Mail Orders.

(@
GARRARD

Write Today for Our FREE
Wholesale Audio Catalog

Dixie Hi-Fi really sells name-brand stereo gear
at Wholesale prices. Prices even LOWER than
the “discounters’ Call or write for our newest
Wholesale Catalog. Write for quotes too. Choose
from the tops In stereo systems & components
Your orders filled promptly and shipped factory
sealed and guaranteed

DYNACO

HOLESALERS
10140 Bacon Drive«Beltsville, Md. 20705

DIXIE HI-FI WHOLESALERS
10140 Bacon Drive - Beltsville, Md. 20705
Please rush me FREE Wholesale Audio Catalog

and complete information. | understand there

Is no obligation

Name ___ S
Address - —

I City State Zip
Phone: 1-301-937-3090

SR-7
_—_—_—_J
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€22 and hear the exciting ESS amt1 ar any o thesz ESS franch sed dealers .
fo- an uptothe-minute listing of dealers in yovLr area,write ESS, sacramento.

E=S Jealers for southeimcaliforna

A_DKO VISION sasta sadara, veslura, california
B=KERSFIELD AURIO baxarsf elc, california
BEVERLY ELECTRFONICE

bs-angeles, orarge,<ai ornia
BZB 2ILOT'S STERECG CENTER sasta monice califa-nia
D #BNSIONS IN STEFEC o7rance california
DZW SOUND CITY sar degc, el cgjon, califonia
H3NEY RADIO ananeimy, zzllcrnia
H 3F FIDELITY HCUSE pasedeng, san diego, califarnia
H -FI MATIC CO. calver dity, calif> nia
JONAS MILLER STZREO >sweily Pl Is, califorsia
R YIERA CAMERA -edeacc beach zalifornia
RZGERSOUND LABOFARCRIES

80&h hollywood..calto-rie
SOTWT AUDIO long beace, califomsa
SHELLEY'S STERED CENT=R os angeies, caifo-nis
SQUPFD CENTER bevedy 18is, cal fornia
S =ZREQ MART pasadar a araneln tarzana, cali‘orsia
WZIsODLAND STEREO woecland hliss, californa

ES3 oeaiers lor nosthe '» zsli"ornia

ABDID ARTS liverrore. califamia

AWDID CENTER sas jose,californ s

AWD{D SALES fres-o, salfernia

3OWC-WONN Hi-Flvai€je, cal for a

3R NTON'S carme! callcria

Ca.. | Fi berkeley, maun dr wew, oakland,
smnfrancisco, san jese, calitorai|

CETJRY MUSIC san jpse, califor a

DEANS TV AND ST=ZREOfmneont california

GE&.CEN EAR sante roge, £nico, california

GEAMAPHONES & “HINCGE ricnterey, salinas califamis

HERMARY'S san ca-ios califeria

HI =1 3STEREOQ CEN ERccima, cal fornia

HOJSE OF MUSIC =an "sanzisco, c&lifornia

JACK HANNA MUSIC sxco< 03, california

KLSTOM Hi FI burimgane, califorasa

LA®.ESHORE HI FI =an rancizco, cdifornia

MB3I€ MACHINE cavis sasramen c, california

SBRUDIA STEREO arcata, ca lforme

SkENM ER, HIRSCH & KAY sar wanc sco, califcrnia

ST=REO SHOWCASE sacramento, zalifornia

SUR ETEREQ, INC. "resros 3anta ciz, califorma

WL OF SOUND,_ sar frasdisco, california

ESE dsaler for nevada
INTEFIOR SYSTEMS |as vegas, nevada

ESE dealers for arizana

JEWRY'S AUDIO EXCHENGE ®empe, tucson, arzona
FAZIF C STEREO ploeawx zco®sdae, arizona

ESS dedler forhaweli
AUDIO ZENTBR honoiulu, 1awali

ESS dedars fo- the nortrweat

COLUMSBIA TYSEWRITER/RECORDEF CO.

portiend, oregon
ELECTROCRAFT STERED CZNTER seat le, washington
FRED'S SOUND OF MUS C gcrtland, arepon
MAC'S TV AND STEREO albary, eugare oregon
MAGNCLIA Hi | seattle wasaingtor
PAULSON'S INZ. tacoma, wasghingtos
STEREO CRAF™ eliensburg, Dullman, washingtor

°

ESS dea ors fos the midwest

ALAN AJDIO b.oomington, imidlana

AUDIO COMPONENTS, LI'D. madisor, w.sconsin
AUDIO CESIGMS, LTD. wayzata, minseseta
AUDIO SIDELITBY gary, idliasa

AUDIO KING mnneapolie, mrnesote

AUDIO LABS des moines iowa

4UDIO MART kansas city. mssourl

BEST SCUND COMPANY st. auis, miszouri
CONTEMPORARY SOUNPS amd, okizhoma
ZUSTOM ELECTRONICS omzta, neb ashe
ZUSTOM SOUND, INC. w chite, kansas

JAVID BZATTY STEREO <an3sas city,sris=oLri
JIENER 3TERED, champaigr, carbondiia, illinols
ZLECTRONICSWUNLIMITED 8rcoln, reoraska
TLANNER & HASSOO0S m Iwaakee, wssaisin

J. C. GCRDON COMPANY st_I>uis, misscuri

< M AUDIO, INC. chicagc, librois

SACIFIC STEREO denver co-crado

AMS ELSCTRONICS lawrsnca, kansas

JISLEY ELECTRONICS e=anz\ille, indiara
30UND PRODUCTIONS lataye te, indianapolis, indiana
SOUND UNLIMITED tuisa okkehoma
3OUNDABOUT, INC. chicage, illinois

STEREC SHOP owa city, fowa

THE AUCIOPHILE chicag>, iBinois

THOMSGN SOUND SYSTEME morman, Ddahoma
JNITED AUDIO chicago, ilinos

WACK H1 Fi milwaukee, wiscossin

=SS deaters forthe texas arem

AUDIO AND ACOUSTIC o pesd, texaa
AUDIO CONCEPTS austir, 1exas

3 & M E_LECTRGNICS houston texas
3ILL CASE SOLND san amtorie, texae
HILLCREST HI Fl dallas, exes

HOME ENTERTaINMENT hous on, tepas

ESS dealers fos the south

BAC<DOCR STEREO atianta, geosgia

DON JONES CLUSTOM STEREO greenvilie,
spartanburg, scuth carolina

HJUSE OF SOUND AND SIGHT west palm beach,
boco raton, fosda

IMTERIDRS PLJE SOUND ft. laudexdale, floride

NZRFHWOOD ST=REO CENTER tzBahassee, floride

SON € ST=REC savannah, athens, georgla

SOULD HAUS eu ham, chapel hill aleigh, north carolina

SDUTHEASTEFN STEREO knoxvil«, tennessee

STUBERS memoHis, tennessee

SUN LCFT, INC. =harleston, south carolina

Y& R GIBSON ALDIO new orieansg, fouisiana

ESS dealers fon the nast

A.MX'S H Fl ETEREOQ, INC. dearkern, michigan

AJD O ASSOC.ATES bethesda, hagerstown, marviand.
arBnaton, spamgtield, vienna, vi cinia, washington, d. ¢

AJD OTRONICS sincinnati, ohio

A JD OCRAFT leveland, akron, o1 0

AJD OHALL abrcn, ohio

ZAALIN AUDIO dayton, ohio

ZWRTIE STERED &, INC. new york,mew york

ZUSTOM STERZC ELECTRONICS Solumbus, ohio

DESISMATION izksville, long islamd, new york
szetaucet. long izland, new york

ZUECTFONIC WORKSHOP new yodk new york

=FEC LOC<E STBREQ, INC. avon, "ew haven,
3ast Fartiord, cennecticut

3RACOM SOUMD STAGE flushing, rew york

<ARMONY HOLSE new york, new ycrk

<ISH FIDELITY CENTER huntingtar, west virgiria

<4@=FMAN HOUSE OF STEREO brcokpark, ohio

HCGUSE OF SOUND, baitimore, mare.and

-YRIC i Fl new york, new york

YJEYEREMCO waszhington, d. c.

~IRNLTE MAN FRDIO cambridge, messachusetts

>ARAGON SOUJL toledo, ohio

AL HZATH ABCIO livonia, new yoxrk

313HE & SDUND ITD. bel air, marndand

STEREC CENTER new hartford, newyork

3TEREC DESIG 1ampton, virginie

STEREC SOUND wayne, e. hanoves new jersey, manuet
-orke-s, new vork

STEREC THREE wayne, philadelph &, springfield
serisylvania, newark, delaware

STJART'S AUDKD westileld, raritar, mew jersey

~HE STEREO SFQPPE mckees rocll,.pennsylvan a

T“ESHH Fl rancobbh, massachuset £

“RANSCENDENTEL AUDIO butfalo 1ew york

UNITED ELECTRCNICS niles, ohlo

UNITED RADIO cincinnati, ohio

ES3 products di=trbuted in canada

E\). sNC. 9613 oates drive - sacramento. califorria 65827
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I bought a Marantz 4 channel

receiver because I refuse to be
stuck with an electronic antique.

Not one to tolerate obso-
lescence (planned or un-
planned), | considered
the stereo vs. 4-channel
question carefully, then purchased
a Marantz receiver for three compelling reasons.

One. Marantz has Dual Power. This means
you get full power of four discrete amplifiers working
all the time. Whenyou're listening to regular 2-channel
tapes and records you can combine the power of all
four channels into the front speakers. This means
even if youre not ready to commit yourself to a com-
plete 4-channel system, you can buy Marantz now
and when you get the other two speakers just flip a
switch. You have 4-channel. Meanwhile, youre not
compromising 2-channel because you're getting more
than twice the power for super stereo.

Reason number two. Marantz receivers fea-
ture the exclusive snap-in snap-out adaptability to
any 4-channel matrix decoder. This means that your
Marantz stereo will never be made obsolete
by any future 4-channel technology
because the Marantz snap-in SQ
module is designed to keep up with
the changing state of the art. What’s
more, Marantz receivers have
Vari-Matrix— a built-in circuit that
will synthesize 4-channel sound
from any stereo source (including
your stereo records and tapes)
and will also de-
code any matrix
encoded 4

channel disc or
FM broadcast.

Reason number three. Marantz receivers, from
the Model 4230 up, feature built-in Dolby ™ noise
reduction to bring you the quietest FM reception
ever. And you can switch the built-in Dolby into your
tape deck for noise-free, no-hiss recording from any
source. A real Marantz exclusive.

| chose the Marantz Model 4270 because it
suits my needs perfectly. It delivers 140 watts con-
tinuous power with under 0.3% distortion. And it's
literally loaded with features. However, your require-
ments may be more modest than mine. In which case
you can own the Marantz Model 4220 which delivers
40 watts with Dual Power. Or you can go all the way
and get the Marantz Model 4300 with 200 watts. It is
the very best. Choose from five Marantz 4-channel
receivers from $299 to $799.95.

The point to remember is this —whichever
model Marantz 4-channel receiver you do buy, you
can buy it today without worrying about its being
obsolete tomorrow. Look over the Marantz line of
superb quality receivers, compo-
nents and speaker systems at
your Marantz dealer. You'll find
him listed in the Yellow Pages.
Think forward. Think Marantz.

) 3 1 T Y TS (Y v
We sound better.

“SQ 15 a trademark of CBS Labs, Inc
**TM Dolby Labs, Inc

21973 Marantz Co., Inc.. a subsidiary of Superscope Inc.. P.O. Box 99A. Sun Vallev, Calif. 91352. In Europe. Superscope Europe. S A, Brussels, Belgium
Avallable in Canada. Prices and models subject to change without notice. Consult the Yellow Pages for your nearest Marantz dealer. Send for free catalog
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almost immediately selected the Bee-
thoven and Josef Haydn examples as her
favorites. She has correctly diagnosed
the march as a special form of dance, and
the step she uses for it is closer to a con
ventional march step than to her semi-
balletic pirouette. She still, however.
does not find it necessary to put her feet
down in accordance with the beat of the
music; that there is a beat and that her
feet do move seem to be sufficient.

She was also recently exposed to
waltzes. and | must say the result was a
disappointment, recalling for me Charles
Ives’ musical question: “Why doesn’t
one-two-three appeal to a Yankee as
much as one-two?” (that’s the whole
text of Ives’ song). Sari, on her mother’s
side, is half Yankee.

Sari sings quite well —for a two-year-
old. She does not have perfect pitch, but
her intonation is almost true. She has a
repertoire of fifty or sixty songs, mostly
classics (if not classical) of their type:
Over the River and Through the Woods:
Cobbler, Cobbler: Frére Jacques: the
theme song from Sesame Street: and so
forth. Her espousal of Do You Know the
Muffin Man? taught Daddy that its tune
forms the basis of Frederick Delius’
Second Aquarelle. She knows Twinkle
Twinkle Little Star, but she also knows
the Haydn version of it as it appears in
Symphony No. 94. and she infinitely pre-
fers the melodic intricacies of the Haydn
version to the simpler nursery rhyme

fx s a creative musician Sari shows the
same freedom from learned restraints
that is evident in her dancing, in contrast
to her efforts at accuracy in singing.
When she is at the piano, her improvisa-
tions bear no resemblance to the song
she is ostensibly playing or even to the
one she is actually singing. The disso-
nances between vocal line and her free
accompaniment bother her not at all: in
fact, she seems to relish some of them.
and they don’t usually throw off her
pitch.

Heard from a distance, where the
voice tends to get covered by the piano.
Sari’s musical creations bear a striking
resemblance to her artistic creations
with pencil. finger paints, and the like. In
short. they are quite free of rules (like
perspective or tonal harmony), and cha
otic overall, but they have presumably
accidental moments of real and original
beauty. She has already discovered the
logic of a rising or falling stepwise series
of tones, but she does not limit herself to
such passages. Rather, she mixes them
in with accidental (?) harmonies. at times
nearly as luscious as Ravel's, at times as
laconic as Webern's.

In too few years it will be time to give
her some real lessons in music. She will
lose a lot in learning. I'm sure. but she
has found music to be so natural a part of
life that | don’t think she will ever lose
her joy in it or turn her back upon it
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The great new vocal records
are as always on

LOXDOX,

RECORDS ®

THRILLING NEW RELEASES:

Puccini

LA BOHEME

with
LUCIANO PAVAROTTI
MIRELLA FRENI
NICOLAI GHIAUROV

THE BERLIN PHILHARMONIC ORCHESTRA

conducted by

HERBERT VON KARAJAN
OSA-1299

RICHARD TUCKER
AND ROBERT MERRILL
AT CARNEGIE HALL
January 7,1973

The historic occasion of their great
Carnegie Hall appearance preserved by
London as a special bonus pack
BP-26351/2
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The ADC-XLM “..inaclass by itself.”

That’s the way Stereo Review described our XLLM. High Fidelity head-
lined their review, “Superb new pickup from ADC” and went on to say,
“...must be counted among the state of the art contenders” And Audio
echoed them with, “The ADC-XLM appears to be state of the art”

With the critics so lavish in their praise of the XILM, there’s hardly any
necessity to add anything. Far better to let the experts continue to speak

for us.

Frequency response The CBS STR-100 test
record showed less than+ 1 5dB variation up
to 20,000Hz. Stereo Review

response is within +2dB over the entire range. Audio
Frequency response is exceptionally flat. High Fidelity

Trackmg This is the only cartridge we have seen
that is really capable of tracking almost all stereo discs
at 0.4 grams. Stereo Review

The XLM went through the usual torture test at

0.4 grams (some top models require more than a
gram). High Fidelity

The XLM is capable of reproducing anything found on
a phonograph record. Audio

Distortion distortion readings ~ are almost
without exception better than those for any other model
weve tested. High Fidelity

The XLM has remarkably low distortion in comparison
with others. Audio

At 0 6 grams the distortion was low (under 1.5 per
cent). Stereo Review

Hum and NOISE The XLM could be instrumental
in lowering the input noise from the first stage of a
modern transistor amplifier. Audio

The cartridge had very good shielding against

Induced hum. Stereo Review

PI‘ICG This would be a very hard cartridge to surpass
atany price. Stereo Review

We found it impossible to attribute superior sound to
costlier competing models. High Fidelity

Priced asitis. itis a real bargain in cartridges. Audio

The Pritchard High Definition
ADC-XLM $50.

=] AUDIO DYNAMICS CORPORATION



By JULAN D HIRSCH

® SPEAKING OF ACOUSTICS: Loudspeaker
evaluation, by both objective and subjective means,
is a perennial hot topic among audiophiles, and it
was the subject of the Seventh Annual Midwest
Acoustics Conference held in April at Northwest-
ern University. The size and enthusiasm of the au-
dience testified to the wisdom of the program-
planners’ choice. The opening speech by speaker
manufacturer Paul Klipsch, reviewing the history of
loudspeaker development and the levels of perfor-
mance achieved at various stages, set the tone for
the following papers. It would be hard to find a man
better qualified than Mr. Klipsch to provide such a
historical perspective, for he has an encyclopedic
knowledge of the work done by himself and other
pioneers in the field and a seemingly total recall of
references to technical publications spanning a peri-
od of several decades. It was from this background
that Mr. Klipsch reminded his auditors, as he has on
numerous other occasions, that most “*new” loud-
speaker designs are really extensions of long-recog-
nized principles. Few in the audience disagreed.

Queen Associates. Both men are well-known speak-
er designers, having been responsible for the cre-
ation of some highly regarded speakers during their
extensive professional experience.

It was apparent from the information supplied by
Mr. Long and Mr. Queen that a thorough, objective
measurement of a speaker’s performance is a very
complex process, requiring a substantial investment
in equipment, facilities, and time. Equally apparent
was the absence of any solid correlation between
these measurements and the sonic qualities of the
speaker in its normal listening environment
(although that was really outside the scope of their
papers). This was further emphasized by George
Augspurger, of Perception, Inc.. who discussed the
effects of room size and acoustic treatment, as well
as the placement of the speaker and the listener, on
the overall performance of the system.

The last three panelists spoke about the subjec-
tive side of speaker evaluation. Dr. Raymond Car-
hart, Chairman of the Department of Audiology at
Northwestern University, spoke from the view-

Although our ultimate con-

point of the psychoacoustician.

cern as listeners is with the
loudspeaker system perfor-
muance, the speaker designer
must know many specifics re-
lating to the drivers that make

TESTED THIS MONTH
®
ESS amt 1 Speaker System

BSR-Metrotec FEW-1
Frequency Equalizer

A number of little-appreciated
effects, such as the distortion
generated within the ear by a
perceived sound, the effect of
ambient noise on auditory per-

up the system. The interrela-
tionships of the magnetic, elec-

Technics SL-1100A Record Player
Shure V-15 Type lll Cartridge

ception, and the masking of
certain sounds by others arriv-

trical, and physical parameters
of a conventional cone driver, and the basis for their
calculation from a limited number of measurements,
was ably presented by Prof. Robert Ashley of the
University of Colorado. Even with the aid of a large
time-shared computer. this is far from a simple mat-
ter, as evidenced by the final print-out of a long list
of parameters for a single 8-inch cone speaker used
as an example for Prof. Ashley’s paper.
Measurements in two very different environ-
ments — free-tield (or anechoic) and reverberant-
field —were described in some detail by Ed Long of
Quadraflex Industries and Daniel Queen of Daniel
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ing both earlier and later, were
brought to the audience’s attention by Dr. Carhart.

Finally, C. G. McProud, founder and longtime
editor and publisher of Audio magazine, and I to-
gether discussed the more subjective evaluative
processes. Mr. McProud offered suggestions for the
use of selected music recordings to assist the lay-
man n judging the quality of speakers, and empha-
sized frequent exposure to live music as a means
of providing a frame of reference. It was (and is) my
view that the myriad test procedures described by
the various lecturers, vital though they certainly are
to the rotal analysis of a speaker’s performance (and
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to the art of the speaker designer), provide only par-
tial clues to how it actually sounds. An expert in the
field can probably classify a speaker in general
terms by studying a complete set of measurement
data, but to outsiders the data would be all but
meaningless, and under no circumstances would
they convey a sense of the overall sound quality of
the speaker.

After reviewing some early attempts to compare
alive program source directly with its reproduction
through loudspeakers, 1 described our simulation of
that technique, in which a complete high-fidelity
system, whose sound has been accurately recorded
under anechoic conditions while playing selected
program material, serves as the “live” source. As |
took pains to point out, this technique has certain
limitations, and is by no means a total test, even
subjectively, of a speaker’s sound. Nevertheless,
since its information is supplied in an audible form
readily interpretable by any listener, 1 feel it goes
more directly to the heart of the matter than all the
instrumented measurements that have been devised
for that purpose. Its major strength —as a “‘subjec-
tive” test—is that its results are quite independent
of the listener’s preferences in music or, for that
matter, in loudspeaker sound.

The day was concluded with a lively give-and-
take between the panelists and the audience. There
was general agreement that tone-burst tests, as gen-
erally performed, are not precise enough to yield
much useful information on the strengths or weak-
nesses of a speaker, unless these are formidable in
themselves. In that case, any trained listzner can

reach the same conclusions without benefit of an
expensive tone-burst generator, microphone, and
oscilloscope. Another point on which the panelists
concurred was the amount of acoustic power neces-
sary for realistic reproduction of music in the
home —approximately 0.5 acoustic watt. In other
words, a speaker with | per cent efficiency requires
a 50-watt amplifier, while a speaker that is 10 per
cent efficient will produce the same output with
only 5 watts input.

There was less unanimity on the importance of
modulation distortion in speakers. This term in-
cludes various forms of intermodulation distortion
and the frequency-modulation (Doppler) distortion
caused by the simultaneous presence of low and
high frequencies in the same driver. There is no
argument as to the physical reality of these effects,
which are measurable. Mr. Klipsch and Prof. Ash-
ley consider modulation distortion to be a serious
fault of many, if not all, conventional loudspeakers.
I expressed some doubts on this, never having
heard a clear demonstration of the benefits claimed
for a system having very low modulation distortion,
or indeed of the severe degradation of quality
claimed to result from its presence.

Recalling a recent experience in which severe
amplifier crossover distortion was totally masked
by the normal program content (STEREO REVIEW,
May 1973), | suggested that similar masking effects
might hide the subjective results of modulation dis-
tortion. However, no one’s views seemed to have
been altered by the arguments presented on either
side. so the question remains open.

FQUIPMENT TEST REPORTS

By Hirsch-Houck laboratories

ESS amt 1 Speaker System

® THE Electrostatic Sound Systems loudspeaker system
called the “amt 1" features a new type of high-frequency
driver, the Heil “air-motion transtormer.” Built under
exclusive license from its inventor, Dr. Oskar Heil, the
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atr-motion transformer is both interesting and radical
enough to justify a more extensive technical description
than we normally supply in test reports —see the box on
the facing page.

In the amt | system. the Heil driver operates at middle
and high frequencies, beginning at about 600 Hz. [.ower
frequencies are handled by a conventional 10-inch cone
driver in a ported enclosure. The mouth of the ducted
port is underneath the enclosure and radiates through a
rectangular opening to the rear. The input terminals, a
three-position (BRIGHT, NORMAL, SOFT) high-frequency
level switch, and a protective fuse are also located under
the enclosure.

The Heil driver. mounted on top of the wooter enclo-
sure, is covered by an acoustically transparent grille that
permits its nearly 360 degrees ot horizontal dispersion to
be used effectively. Since its vertical dispersion is rela-
tively narrow, the air-motion transformer is angled slight-
ly upward for best projection ot high trequencies into the
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THE HEIL DRIVER

THE diaphragm of the Heil driver is a
rectangular polyethylene membrane,
0.5 mil in thickness. with a grid of parallel
conducting strips covering both sides of
the plastic film. To form the moving ele-
ment, the diaphragm is gathered into paral-
lel pleats (resembling the folds in window
draperies) and installed in a plastic frame
approximately 5 inches high and 2 inches
wide. In this configuration the diaphragm
has extremely low moving mass and no
resonances within its operating frequency
range —both highly desirable qualities for
a high-frequency driver.

The assembled element is inserted be-
tween two large magnetic pole pieces that
immerse it in a magnetic field developed
by six pounds of ceramic magnetic materi-
al. When an electrical audio signal passes
through the conducting strips. they move
in such a way as to vary the spacings be-
tween the folds of the pleated diaphragm.
Alternate pairs of pleats move closer to-
gether. expelling the air from the folds
between them, while the intervening

spaces become larger and, in effect. “'in-
hale™ air from the opposite side of the

DIARPHRAGM

element. This motion generates one half-
cycle of the audio waveform. To produce
the second half, the pleats reverse their
motion so that the closed folds open and
the open folds close. and air is moved in
the opposite direction as shown below.

This action, admittedly somewhat diffi-
cult to visualize without inspection of the
element itself. produces a large air move-
ment with a very small motion of the con-
ducting strips. In other words, it is quite
efficient—on the order of 3 10 4 per cent,
according to ESS. Also, the mode of oper-
ation promotes effective circulation of
cooling air at the diaphragm surface. so
that power-handling capability is high.
(However, ESS advises against prolonged
application of steady-state high-power sig-
nals at very high audio frequencies.) The
combination of high efficiency and power
handling, extremely low mass. and an es-
sentially non-resonant moving system re-
sults in a nearly ideal sound transducer.

For correct operation. the magnetic pole
pieces must produce a field over the entire
area of the diaphragm, both front and rear.
Therefore, 10 permit unobstructed sound
radiation. the poles form an open grid of
parallel strips. so that sound can be emit-

DIAPHRAGM FIRST SECOND
AT REST HALF-CYCLE HALF-CYCLE
v @
v >

ted from both sides of the driver assembly.
The pole pieces also serve as a dipolar
acoustic lens. producing exceptionally

wide horizontal dispersion at both the
front and rear of the driver.

stripes

Schematic drawing (left) shows the Heil driver in horizontal cross-section. There are
1wo separate magnetic circuits, each consisting of 1wo pole pieces, two ceramic mag-
nets. and an angle iron. The diaphragm assembly is shown at upper right in front of
the assembled driver. Just below is the lighi, transparent unfolded diaphragm; the
are the contintous-foil maze that makes up the new unit's ‘‘voice coil.”

listening area from the speaker’s intended floor location.
The ESS amt | is 14Y2 inches square at its base, taper-
ing to 13 inches square at the top. It is 31 inches high and
weighs about 45 pounds. Price: $299. An original-owner
warranty covering parts and labor protects the amt |
woofer for five years and the Heil transducer for life.

® Laboratory Measurements. Our averaged live-room
frequency-response measurement, using two speaker
locations and a distantly placed microphone, produced
one of the flattest curves we have ever measured on a
loudspeaker. The low-frequency output, with the port
radiation adding to the direct output of the cone at fre-
quencies below about 70 Hz, showed a gentle rise below
150 Hz, to +5 dB at 70 Hz. From 150 to 20,000 Hz, the
output varied only =1 dB. If the low-frequency response
is included, it was within =5 db from 40 to 20,000 Hz. It
was interesting to observe that the curve taken in our test
room closely matched a free-field (anechoic-chamber)
response curve published by ESS. In fact, our measure-
ment did not differ from theirs by more than 3 dB at any
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frequency from 20 to 20.000 Hz! The high-frequency
level switch. in its BRIGHT position, increased the output
by about 2 dB above 1,500 Hz. The SOFT setting reduced
the output by 2 to 4 dB above 600 Hz. The measurements
quoted previously were made with the NORMAL setting,
which we also found best for listening.

The low-frequency distortion (measured in front of the
woofer) was typicaliy less than 2 per cent down to about
60 Hz under all of cur test conditions. At a |-watt input,
it rose to 5 percent at 42 Hz and 6.5 per cent between 30
and 40 Hz. Increasing the drive to 10 watts produced 5
per cent distortion at 54 Hz, 10 per cent at 49 Hz, and a
maximum of 18 per cent at 40 Hz. Possibly because of
the radiation from the port, which predominates at very
low frequencies, the distortion dropped to 12 per cent at
30 Hz. With the speaker maintaining-a constant output of
90 dB sound-pressure level (SPL) measured 3 feet from
the front, distortion was 5 per cent at 44 Hz, 10 per cent
at 39 Hz, and 26 per cent at 30 Hz. Tone bursts were re-
produced well throughout the frequency range of the sys-
tem, although we noted a single cycle of overshoot at 100

The response of the
amt { 1o tone-burst
signals was verv
good throughout its
range. Frequencies
shown are (left 1o
right) 100, 1,500,
and 10,000 Hz.



Despite its unusual appearance,

the enclosire of the amit | is a
conventional ducted-port design
with a 10-inch woofer. The Heil
driver (visible when the acoustically
transparent grille top is removed)
radiates over almost a full 360
degrees in the horizontal plane.

Hz. There was also a “‘build-up™ time of four cycles at
10.000 Hz. However, since we rarely have occasion to
measure tone-burst response at such a high trequency (or
with a speaker that exhibits a virtually omnidirectional
dispersion pattern at such frequencies, as the amt | does).
we cannot be sure to what degree the test conditions may
have been responsible for this. Certainly such an effect
would not be audible under any conditions.

The instructions accompanying the amt 1 describe it as
a 4-ohm system. Its measured impedance was 4 ohms at
the minimum point (between 90 and 150 Hz), and re-
mained between 4 and 5 ohms over most of the audio
range. The low-frequency resonance was at 60 Hz. with a
rise to 15 ohms. The ESS amt | is moderately efficient
compared with acoustic-suspension syslems. requiring
about 1 watt at mid-frequencies for a 90-dB SPL.. This
efficiency is essentially determined by the woofer: the
Heil driver is far more efficient. and is padded down to
maltch the woofer characteristics. There was no indica-
tion, either in listening or in our measurements. of the
crossover action.

® Comment. Even if we had never listened to the ESS
amt |, its measured frequency response alone would in-
vite the use of superlatives. This is one of the few speak-
ers we have tested. in a normally “‘live” room. whose
overall frequency response and smoothness are compara-
ble to those of a good high-fidelity amplifier —and that is

no small achievement! We were glad — though hardly sur-
prised —to note that the amt | sounded as good as its
measurements indicated.

Although there was a distinct vertical “beaming’” of the
high frequencies close 1o the speaker. this effect became
negligible at the more usual listening distances of 1010 15
feet. Horizontally, the dispersion was excellent: in fact,
it could be considered as essentially omnidirectional over
the operating frequency range of the Heil driver. Al-
though the Heil air-motion transformer bears a superficial
resemblance to a ribbon speaker. it has none of the ribbon
speaker's fragility. ESS states that it can be used (with
care) with amplifiers capable of delivering up 10 300 watts
per channel to 8-ohm loads, or 500 watts to 4-ohm loads.
We drove it with an amplifier capable of well over 300
walts per channel at 4 ohms—at peak powers near that
amplifier’'s maximum capability — without damage or ob-

Jjectionable distortion until a high-frequency transient

blew the speaker’s protective fuse. Even this deliberate
abuse did not damage the speaker in any way.

With a pair of speakers in a free-standing position
about 3 feet trom the nearest wall, there was a moder-
ate but noticeable emphasis of the low and mid bass. evi-
dently corresponding to the measured rise of output in the
70-Hz region. In many cases, the slight additional heavi-
ness could be considered a benefit; in any event, it would
be modified by the listening-room dimensions and speak-
er placement. Overall, the amt 1's transparency, defini-
tion, and overall clarity were *“'state-of-the-art” in every
respect. Perhaps the best way to convey our total impres-
sion is (o say that the amt 1 has just the listening qualities
one would expect trom a speaker system with a +1-dB
response over practically the entire range of musical fre-
quencies. Needless to say, it earned a solid A" rating in
our simulated live-vs.-recorded listening test.

From time to time. “new’ principles in speaker design
make their appearance. Most are more accurately de-
scribed as variations of established techniques. To the
best of our knowledge. the Heil air-motion transformer
truly qualifies as a “new” principle. It works, apparently
as claimed, and we look forward to further developments
of this promising concept. ESS has indicated that a Heil
air-motion transformer for low frequencies is under de-
velopment —a mind-boggling prospect!

For more information, circle 105 on reader service card

BSR-Metrotec FEW-1 Stereo Frequency Equalizer

® THE bass and treble tone controls of the better high-
fidelity amplitiers and receivers can boost or attenuate the
output at the extremes of the audio-frequency range with
little or no effect on the mid-range response. This enables
the user to “touch up™ the minor deficiencies at the high-
est and lowest frequencies that recordings (and speaker
systems) frequently exhibit without altering the overall
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sonic balance. Unfortunately, when the need to make
major changes in the reproduced sound arises, conven-
tional tone controls are usually useless.

The best solution to the limitations of conventional
tone controls is a multi-band equalizer that permits more
or less independent adjustment al a number of specific
frequencies throughout the audio range. Although the
more elaborate equalizers may act at twenty or more fre-
quencies, often spaced at intervals of one-third of an oc-
tave, their high cost and the difficulty of adjusting them
without special instruments usually limit them to com-
mercial applications. However. a very eflective and prac-
tical equalizer can be made with only five bands. It can be
sold at a reasonable price. is only a little more difficult to
adjust than ordinary tone controls. and is considerably
more usetul in home music systems. Several manufactur-
ers have built such devices into their receivers and ampli-

(Continued on page 38)
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Realistic 4-Channel with the Luxury
of Wireless Remote Gontrol!

“Leave it to Radio Shack to make a 4-channel receiver
with a remote control that's reaily usefull Pre-set your
6 favorite stations, control tuning and volume from
your easy chair. And it’s wireless, too!”

Arthur Fiedler

Conductor of the Boston Pops
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Introducing the Realistic QTA-790

Selects 6 Pre-Set

280-Watt AM/FM 4-Channel Receiver |

The most powerful, most innovative receiver in our 50-year
history. Accepts every kind of source, reproduces every
kind of sound. Has the power and outputs for eight speak-
ers—enough for 4-channel anywhere you want it. Accu-
Balance™ sliding controls balance left, right, front and
rear just the way you like. Perfect Loudness™ adds the
right amount of bass at any volume. Jacks for stereo or
4-channel headphones. Bass, treble and midrange controls,
hi and lo filters, FM muting, more. Our wireless remote
controller is a “miracle” you can put in

your pocket. Try it out at any of our 2000 59800
stores in all 50 states.

Plays SQ Matrixed Records, FM and Tapes
Synthesizes 4-Channel from 2-Channel

Has Separate Input with Volume Control
For Q-8 Discrete 4-Channel Tapes

Complete 2-Channel Tape Facilities
Including Monitoring and Dubbing

Plays Two Separate Stereo Programs
In Two Different Rooms At Once

T fmee catatos ]

: Values in Home Entertainment, Audio, Parts, Kits,

| Communications, More! TMLISHCW

|
|
1 by
: At your nearby store or mail to address at right. | n d ®
 Radio fhae
| Name Apt. # : ‘
|
|
|

: and ALLIED RADIO STORES
| Street ¥ A TANDY CORPORATION COMPANY

2617 W. 7th St., Fort Worth, Texas 76107
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fiers. The idea of the BSR-Metrotec FEW-1 Graphic
Stereo Frequency Equalizer (to give it its full name) is
to provide add-on multi-band equalization facilities for
existing audio systems that lack them.

The FEW-1 varies the response in each of its five
bands with a vertical slider control that atfords up to =12
dB of adjustment range. with flat response at the mid-point
of travel. The center frequency of each control is marked
on the panel abave the slider: 60, 240. 1.000. 3,500. and
10.000 Hz. Each slider acts on both channels. The FEW-
1 is designed to be connected in the tape-monitoring path
of an amplifier or receiver, and it has its own tape-monitor
switch and jacks to replace the amplifier facilities its in-
stallation takes up. Alternatively, for use with a separate
preamplifier and power amplifier or an integrated ampli-
fier with PREAMP OUT/MAIN IN jacks. the FEW-1 can be
connected between the preamplifier outputs and the
power-amplifter inputs. This leaves the normal tape-
monitoring circuit undisturbed, and also affords the op-
tion —when a recorder is connected 10 the FEW-| —of
modifying the signal to be recorded with the preampli-
fier’s tone controls and filters.

The BSR-Metrotec FEW-1 has impressive perfor-
mance specifications, including a frequency response of §
to 100.000 Hz =1 dB, distortion less than 0.05 per cent at
2 volts output (and typically less than 0.007 per cent at 1
volt), a maximum output of 9 volts, and a noise level of 80
dB below 1 volt. The FEW-1 is 8¥s inches wide, 4%s
inches high, and SY2 inches deep; it comes in a metal cabi-
net with walnut side panels. It carries a two-year guaran-
tee. Price: $99.95. it is also available in kit form. as the
FEK-1, for $79.95.

® Laboratory Measurements. The BSR-Metrotec FEW- |
introduced a 3-dB loss in the signal path, with all sliders
centered. There was no output clipping on input signals
up to 10 volts (which provided an output of about 7 volts).
The output noise level was less than 1 millivolt (un-
weighted), and consisted largely of subsonic frequen-
cies. When we applied an ANSI “A™ weighting curve
approximately corresponding to the ear’s frequency sen-
sitivity, the noise was below our measurement limit of
100 microvolts, or 80 dB below 1 volt.

As claimed, the FEW-1 is a virtually distortionless
device. The distortion at low-level outputs (0.1 volis)
was unmeasurable, being less than the very low noise
level. At a l-volt output, the distortion was 0.007 per
cent or less across the full audio band (it was masked
at 20 Hz by the inaudible subsonic “bounce™). At 5 volts
output—beyond the maximum that would ever be re-
quired in practice—the distortion was under 0.035 per

DECIBELS

MIN. MIN.

B8SR/METROTEC FEW-1
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The curve lving along the 0-dB line shows the frequency response
of the FEW-1 with all its sliders centered. The Sfour other curves
were obtained by setting alternate sliders at their maxinuon or

minirmum positions, leaving the controls in between ar center.

cent at all frequencies. and at 10 volts it was still under
0.25 per cent.

With the sliders centered, the FEW-1’s frequency re-
sponse was *+0.5 dB from 20 10 20.000 Hz. The indi-
vidual bands had an adjustment range of at least =12
dB. and center frequencies were correct. When we ap-
plied a square-wave signal, its shape was modified by the
equalizer in accordance with theoretical expectations,
with peaking, rounding, or tilting of the waveform de-
pending on the control settings. Under no conditions was
there any trace of ringing or other transient instability.
With the controls set flat.a 100,000-Hz square wave was
passed with only slight rounding, which would indicate a
frequency response extending 1o nearly one million Hz!

® Comment. The BSR-Metrotec FEW-1 was a fascinat-
ing unit to experiment with. We have rarely found con-
ventional tone controls useful in compensating for any
but the most minor frequency-response irregularities.
With the FEW-1, however, it was possible to minimize a
peaky mid-range or bass response from a loudspeaker,
tame or brighten the extreme highs, or lift the low bass
with a minimum of side effects. We also put the device to
good use when dubbing tape recordings that were origi-
nally of less-than-distirguished quality. Although it could
not perform the sonic equivalent of converting a sow's
ear into a silk purse, it certainly made poor recordings
tolerable and fair recordings quite good.

We can heartily recommend the BSR-Metrotec FEW- |
to anyone plagued by annoying system response irregu-
larities that are not amenable to correction by ordinary
tone controls. In addition to its effective operation, it is
reassuring to know that this little box has far less distor-
tion than almost any amplifier one is likely to use with it.

For more information, circle 106 on reader service card

Technics SL-1100A Record Player

&

® PANASONIC's sophisticated new Technics line of com-
ponents includes the SL-1100A record player, an elec-
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tronically controlled direct-drive turntable with a new
tone arm, mounted on an unusual cast-aluminum base.
Four resilient feet support the entire assembly, providing
acoustic 1solation. The feet are individually adjustable for
leveling the unit.

The motor armature of the SL-1100A turns at 33Y3 or
45 rpm, and the 4.4-pound cast-aluminum platter with its
ribbed rubber mat rests directly on the rotor (the motor
shaftis the record spindle). The twenty-pole d.c. motor is
controlled by an electronic feedback system that main-
tains the proper speed over a wide range of line voltages

(Continued on page 40)
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Lend us your ears

and we’ll give you a
STDK C-60SD Super
Dynamic Hi Output
Cassette Tape

FREE!

You've been reading a iot about cassette noise reduction
systems lately. At JVC, we think we’ve developed the
finest, most advanced system available — ANRS /
(Automatic Noise Reduction System). :
It’s the uitimate answer to crisp,
ciean “reel-to-reel” reproduction.
Listen to the JVC 1667 cassette
deck. Look at these outstanding
features: 2 studio-type VU meters,
accurate enough to be used for
studio recording . . . 3 digit counter
with amemory . . . tape selector
switch, for either chrome or normal
tapes...long life cronios heads

. hysteresis synchronous motor to
insure accurate rotation, reducing wow
& flutter to 0.13% RMS. .. an automatic eject
system with photoelectric cell ... automatic eject

100% solid state censtruction . . . precision slide

controls . .. push button funclion control panel
frequency response of 30-19,000 Hz . . . and more!

Hearing is believing! Prove it to yourself! Listen to the JVC 1667 Cas-
sette Deck ...and just for that we'll give you a FREE TDK C-60SD
Super Dynamic Hi QOutput Tape. For the name and address of your
nearest participating JVC Dealer, call this toll free number, 800-243-6000.

In Connecticut call 1-(800) 88§2-6500, or write JVC America, Inc., 50-358 .
56th Road, Maspeth, N.Y. 11378. . RIS
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and has exceptionally low wow, flutter, and rumble. Ver-
nier speed adjustments on the motorboard vary each
speed over a nominal =5 per cent range.

The effective turntable diameter is 117s inches, but a
stroboscope ring with raised *“‘dots,” which is part of the
platter. gives it an overall diameter of almost 14 inches.
Separate markings are provided for 50- and 60-Hz power
sources (the turntable speed is independent of line fre-
quency as well as voltage). A neon stroboscope lamp
plugs into a receptacle next to the turntable, and pressing
a button on it allows the stroboscope pattern to be viewed
while adjusting the speed. The power switch of the SL-
I100A is a short lever that also selects the operating
speed. A small red light glows when power is applied, but
the turntable does not rotate until a separate feather-
touch snap-action START button is touched. A similar but-
ton stops the turntable. The tone arm is mounted on a
removable metal plate so that other arms can be installed
if desired. The arm counterweight is adjusted by a knob
on its side. When the arm is balanced, the knob is pulled
out slightly, which causes the tracking-force scale (also
operated by the counterweight knob) to snap to a zero

The tone arm of the SL-11004, mounted on a removahble metal
plate, has a very solid-looking pivot assembly with the stvius-
Jorce and skating compensation adjustments in convenient view.

reading. The desired tracking force is then dialed in, with
the scale reading from 0 to 5 grams in 0.5-gram intervals.

Above the arm pivots is a small anti-skating dial, cali-
brated to match the tracking-force dial. A damped cueing
platform under the arm raises and lowers it smoothly
under the control of a lever at the front right of the motor-
board. In the rear of the base are the two phono-output
Jacks and two ground binding posts (for the chassis and
arm wiring), as well as an a.c. convenience outlet. A 4Y»-
foot low-capacitance output cable is supplied; other
lengths can be used if desired.

The SL-1100A measures about 20 inches wide, 15%s
inches deep, and 7% inches high; it weighs just under 29
pounds including its plastic cover. The SL-1100A record
player. with dust cover, is $329.95. An optional walnut
wood skirt (Model SH-11-B-1) is available for $19.95.

® Laboratory Measurements. The only obvious differ-
ence between the turntable of the SL-1100A and the SP-
10 turntable tested in September 1971 is the former's
slightly lighter platter. The measured performance of the
two wus almost identical and places both among the elite
of turntables. The SL-1100A’s unweighted rumble was
—43 dB (lateral plus vertical), and —44 dB in the lateral
plane. With RRLIL. weighting for relative audibility. the
rumble was —58 dB, which is the lowest, by a small mar-
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gin, we have measured to date. The wow and flutter were
0.03 and 0.04 per cent at 333 rpm, and each was 0.04 per
centat4S rpm.

The range of speed adjustment was +7.4,—5.3 per cent
at 33Y3 rpm. and +6.3, —4.6 per cent at 45 rpm. A line-
voltage change from 100 to 135 volts produced no mea-
surable speed change, and a drop to 95 volts increased
the speed by a negligible 0.4 per cent. When starting, the
turntable platter reached its full speed in about one sec-
ond. or one-half revolution.

The arm, which was quite easy to balance, had a very
accurate stylus-force dial whose error did not exceed 0.1
gram at any setting from 0.5 to 5 grams. The 9Ys-inch arm
length (about an inch longer than the arms of most top-
quality automatic turntables) resulted in an almos! un-
measurable lateral tracking-angle error, which did not, in
any case. exceed 0.33 degree per inch for record radii
from 2 to 6 inches.

The settings of the anti-skating dial appeared to be cor-
rect, whether judged by the criterion of equal distortion in
both channels (the correct way) or by the simpler and
more common method of adjusting for stationary arm
position when the pickup is placed on a rotating blank
disc. Since the extra-long tone arm of the Technics SL-
I100A requires a relatively small offset angle, skating
forces are somewhat lower than those found on most
record-playing systems. This makes the setting of the
proper corrective force on this particular machine an
essentially noncritical procedure.

The cueing lift action was quite slow, requiring three
seconds to lift the pickup from the record and two sec-
onds to lower it. However, intermediate positions of the
cueing lever could be used 10 just clear the record and
then lower the pickup with a minimum of delay.There
was no outward drif? of the pickup during descent.

The SL-1100A was designed with the requirements of
the quadraphonic CD-4 discrete-disc system in mind.
CD-4 cartridges require very low cable capacitance to
maintain their response to beyond 40,000 Hz, and most
record-player and arm cables have excessive capacitance
for this application. The 4Y2-foot cable of the SI.-1100A

ADDENDUM: KLH MODEL 52 AM/FM RECEIVER W

® IN our test report on the KLH Model 52 receiver
(May, 1973), we commented that this fine unit
had a somewhat greater than usual temperature
rise on its rear panel, Since KLH claimed that this
was not normal behavior, we obtained another |
sample for test. We were pleased to find that the
second unit maintained the excellent measurements
of the first sample and its temperature rise was well
| within normal limits.

— —

had only 52 picofarads (pF) capacitance (values of 20 to
30 pF per foot are common), and the cable capacitance
of the entire unit. including the internal arm wiring, was
only 165 pF.

® Comment. The SL-1100A is one of the most beautiful-
ly finished audio products we have seen. It has an aura of
precision workmanship that is more than skin deep. Ex-
cept for its rather leisurely arm lift and descent, we found
absolutely nothing to criticize in its performance.

The plastic cover is not hinged, but simply rests on the
turntable top and must be lifted off to use the machine.
The relatively firm mounting feet complement the consid-
erable mass of the SL-1100A. so that its arm seems to be
immune not only to acoustic feedback. but to all normal
handling and control operations. This represents an im-

(Continued on page 42)
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provement over the SP-10, whose soft mounts called for
some delicacy in operating the controls to avoid any jar-
ring of the arm.

The SL-1100A, complete with tone arm, sells for con-
siderably less than the original SP-10 turntable alone,

with absolutely no sacrifice of performance. Although the
unit is by no means inexpensive, the price of this hand-
some instrument is certainly justified by its rare combina-
tion of performance and styling.

For more information, circle 107 on reader service card

Shure V-15 Type Il Phono Cartridge

® THE introduction some years ago of the Shure V-15
phono cartridge represented a distinct advance in the
then-current state of the art. Subsequently, a series of fur-
ther improvements resulted in the redesigned V-15 Type
11, followed by the V-15 Type 11 (Improved). This evolu-
tionary process, which is almost inevitable when the ini-
tial concept and execution of a product design are tunda-
mentally sound, can continue almost indefinitely. And
thus we have Shure’s new top-of-the-line phono cartridge,
the recently announced V-15 Type 1L

Unlike its predecessor, whose improved stylus assem-
bly could be installed in the older V-15 Type H cartridge
body to make it an “Improved™ version, the V-15 Type
H1 is an all-new design. Externally, it closely resembles
the earlier V-15 models. including the swing-away stylus
guard and black-on-chrome body. There have been two
major areas of improvement: *“‘trackability” (the ability to
play very high recorded velocities at a low tracking force
over the full frequency range of modern recordings), and
a virtually flat frequency response.

Shure has long emphasized the importance of tracking
ability (they coined the term “trackability,” in fact). The
V-15 Type Il was rivaled in that respect by few car-
tridges and surpassed by none. Nevertheless, a study by
Shure of a number of commercial recordings indicated
that their maximum velocities, particularly at the higher
frequencies, exceeded the capabilities of the Type 11,
especially at its minimum tracking force of 0.75 gram. To
improve this situation, the effective stylus mass of the
Type 111 was reduced about 25 per cent, from 0.45 to
0.33 milligram. This raised the high-frequency resonance
from 20,000 to 23,000 Hz, thereby significantly reducing
tracking problems in the upper audio range. At 0.75 gram,
the rated tracking ability of the Type 111 is about 2 dB
better than that of the Type 11 at middle and high frequen-
cies, and at its maximum force the improvement is more
than 3 dB.

The stylus compliance of the Type 111 was unchanged,
so that its low-frequency resonance (when installed in
one of the better tone arms) remains in the “safe” region
of 7 to 15 Hz. Low-frequency tracking is therefore essen-
tially the same as that of the previous V-15, which is to
say more than adequate for virtually any recording. If the
new lower-mass stylus assembly had been fitted 10 the
body of the previous V-15, output voltage would have
been reduced. Therefore, a new magnetic signal-generat-
ing system was developed, using laminated pole pieces
for higher conversion efficiency. The output of the Type
I11 is consequently identical to that of the Type 11: its
rated tracking force is from 0.75 to 1.25 grams.
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The frequency-response curve of the V-15 Type 11
(Improved) typically had a slight “saddle™ shape, with a
reduction in output of about 2 dB in the 7.000 to 12,000-
Hz range. Although this was hardly objectionable in view
of the other virtues of the cartridge. Shure set about to
eliminate it in the new model. whose response is rated
nearly as flat as that of a good amplifier — within =1 dB
from 30 to 8,000 Hz. and overall an excellent =3 dB
from 20 to 20,000 Hz.

The price of the V-15 Type 111 witha 0.2 x 0.7-mil el-
liptical stylus is $72.50. It is also available as the V-15
Type 111-G, with a (0.6-mil conical stylus. For those with
78-rpm record collections, the VN78E stylus, with a 2.5
x 5-mil elliptical diamond that tracks from 1.5 1o 3 grams.
is also available. The Shure V-15 Type 111 is supplied
with a soft brush for cleaning the stylus.

® Laboratory Measurements. The Shure V-15 Type 111
tracked our Cook 60 (low-frequency) and Fairchild 101
(middle-frequency) test records at its minimum rated
force of 0.75 gram in an Empire 990 arm. Like other

(Continued on page 44)
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scope photograph of the cartridge’s response 10 a 1,000-Hz
square wave is an indication of a cartridge’s high- and low-fre-
quency response and resonances. Most program material on
discs has velocities well below 15 cmisec, and it only rarely
reaches 25 to 30 emlsec. Distortion figures shown are therefore
not directly compurable with figures obtained on other andio
components, hut are useful in comparing different cartridges.
The curve lubeled RCA 12-5-39 was muade with the RCA inter-
modulation-distortion test record used in all recent curtridge
tests. The two TTR-103 claves show the distortion measured
while playing the 10.8-kHz tone bursts on the Shure test record.
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Shure cartridges, it produced an essentially undistorted
waveform from the 30 centimeters per second (cm/sec),
1,000-Hz tones of the latter record. Most other car-
tridges, if they are able to track it at all, produce a clipped
output from this disc. The output voltage was 3.8 milli-
volts at 3.54 cm/sec from the CBS STR 100 record. Hum
shielding was better than average, and the 1,000-Hz
square-wave response showed only a single moderate
overshoot in the waveform.

Like its predecessors, the V-15 Type |1l should be
used with a relatively high capacitive load (as provided by
the connecting cables and preamplifier input) for flattest
response. However, the cartridge is less sensitive 1o ca-
pacitive loading than the Type 1l (Improved). We
checked it with loads of 350 and 600 picofarads (pF), and
the latter increased the output by about | dB beiween
4,000 and 9,000 Hz, and reduced it by 2 to 3 dB above
10.000 Hz. Flattest overall response was measured with
a 600-pF load, with no more than a +1.25-dB variation
(including the recorded response variation of the STR
100 record) up to 20,000 Hz. Channel separation was
notably uniform, exceeding 30 dB at all frequencies from
500 to almost 8.000 Hz, and falling to a still excellent 15
dB between 10,000 and 20,000 Hz. We measured the dis-
tortion of the Type 111 with the Shure TTR-103 test rec-
ord, which provides separate tests for tracking ability in
the lower-, mid-, and high-frequency ranges, at velocities
up to 30 or 40 cm/sec. Allowing for variations in test
equipment and records, our results were comparable to
those claimed by Shure. A quick recheck of a couple of
other top-quality cartridges confirmed that the Type 11
can claim top honors in tracking ability.

We also checked the IM (intermodulation) distortion
with our older 78-rpm RCA 12-5-39 test record. It mea-
sured under 2 per cent (typically about 1 per cent) tip to

IF
CHARLIE PARKER
HAD BEEN ABLE TO PLAY
FIVE SAXOPHONES
AT ONCE, IN HRRMONY,
HE MIGHT HAVE BEEN
KNOWN AS SUPERSAX.

H

NS

SUPERSAX PLAYS BIRD
An Exciting New Aloum Concept

“Supersax Plays Bird, as much as any album | have
heard In recent years, is a thoroughgoing fabor of love.
—Leonard Feather

(Author of From Satchmo to Miles,
Stein & Day)
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15 cm/sec, but warp and eccentricity in the test disc pre-
vented measurement at higher velocities when using the
0.75-gram minimum tracking force. On the other hand
with the 1.25-gram maximum recommended force, the
IM was far lower over the full range of the record than
anything we have peviously measured with any cartridge.
Typically only about 0.5 per cent, it was still a very low
1.5 per cent at the maximum velocity of 27.1 cm/sec. The
chances are that if you hear distortion from your records
with the V-15 Type 111, it is coming from the record it-
self. As Shure puts it, “anything 11 could do, 111 can do
better.”

We have been using the Shure *““Audio Obstacle
Course™ record as a useful though imprecise measure of
tracking ability for some time. Since the Type 111 can
hurdle its obstacles with ease, Shure has issued a new test
disc called **Audio Obstacle Course —Era 111, which is
an even more severe test of tracking ability. A copy of the
disc is available at no charge to each purchaser of a V-15
Type 111.

Operating at 0.75 gram, the V-15 Type 11 played the
“Era 111" record without strain except on the highest
level of the vocal-sibilant test band. We heard a trace of
“*sandpaper’ quality on this that was not eliminated even
at a 1.25-gram force. It may have actually been in the
record, but, at any rate, no other cartridge we tried would
play it either.

® Comment. As might be supposed, it takes an extraordi-
nary record to reveal the full potential of this cartridge.
Having played our most demanding discs with it, we can
confirm that the Type 111 has no difficulty tracking any of
them at a 0.75-gram force, and that its sound is as neu
tral and uncolored as can be desired.

For more information, circle 108 on reader service card
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THE BASIC REPERTOIRE: Item One Hundred and Fifty-Nine

By Martin Bookspan

_ Bartok's
Music for Strings, Percussion, and Gelesta

:

HE years between 1926 and 1931 were

very active ones for Béla Bartok, for it was

during that period that he composed the
First and Second Piano Concertos, the two Rhap-
sodies for Violin and Orchestra, the Third and
Fourth String Quartets, the Piano Sonata, and the
start of his didactic Mikrokosmos, books of graded
pieces for piano solo. But, with the notable excep-
tion of the Fifth String Quartet of 1934, Bartok
composed very little of consequence during the
next five years. Then, in 1936, a commission from
the Swiss conductor Paul Sacher started Bartok on
another, longer creative period. From then until his
death in New York nine years later, the composer
produced one masterly score after another, even in
the very last years when his body was ravaged by
the leukemia that ultimately killed him. It is the
music of these final nine years, by and large, that
has made Bartok one of the most frequently per-
formed of all twentieth-century composers.

Certainly one of the cornerstones of the Barték
catalog is the Music for Strings, Percussion, and
Celesta, the work that resulted from the 1936 Sach-
er commission. Bartok used the cumbersome desig-
nation as a working title while he was writing; when
the score was completed, and it came time to put a
name to it, he decided to let it stand. Sacher con-
ducted its first performance in January 1937 in Bas-
el, and before the year was out it was introduced in
this country by the New York Philharmonic-Sym-
phony Orchestra conducted by John Barbirolli.

In the score, Bartdk directs that there be two
groups of strings, deployed to the left and right of
the conductor, with the percussion players ranged
in two clusters between them and the double basses
strung out along the rear of the stage. The two string
bodies are merged in the first movement, but there-
after they are most often treated as separate but
complementary units. In his invaluable book, The
Life and Music of Béla Bartok (1953), Halsey Ste-
vens characterizes Bartok’s Music for Strings, Per-
cussion, and Celesta as “‘one of the most intensively
organized of all his compositions; the subject of its
opening fugue generates the entire work, and yet it
is at the same time so spontaneous and so communi-
cative that only the rare listener is likely to be aware

_;,-

46

Mr. Bookspan's 17975 UE’DATING OF THE BASIC REPERTOQIRE is now avaiiable in pamphiet form. *
Send 25¢ to Susan Larabee, Stereo Review, 1 Park Avenue, New York, N.Y. 10016 for your copy.

of its complexities.” The first movement, Andante
tranquillo, is a questioning, mysterious section that
rises to an impassioned climax and then subsides
again into mystery. The second movement, Allegro,
is a rhythmically vigorous and energetic section; the
third movement, Adagio, is hushed and atmospher-
ic “night music”; and the last movement, Allegro
molto, is a headlong, Hungarian-flavored rondo
with variations.

A MONG the baker’'s dozen recordings of the
music currently available, four seem to me to be un-
usually satisfying: Bernstein’s (Columbia MS
6956), Boulez’s (Columbia MS 7206), Kubelik’s
(included in Mercury MG 3-4501, a three-disc
mono set), and Reiner’s (RCA Victrola VICS
1620). As might be expected, Bernstein’s is the
most passionate of the lot; there are some moments
of less than perfect ensemble in the playing, but the
force and excitement of his conducting are irresist-
ible to me. The Boulez recording is one of that con-
ductor’s most consistently satisfying performances
of anything in his repertoire; to the well-known
Boulez virtues of clarity and precision are added a
lively dynamism and spontaneity —and his record-
ing team also makes most imaginative use of the ste-
reo effects built into the score. Kubelik’s marvel-
ously impulsive reading goes back to his very first
recording sessions as conductor of the Chicago
Symphony Orchestra; its sound was a miracle of
recording technology in 1951, and it is still remark-
ably vivid today in this remastered re-release. And
Reiner’s recording, also with the Chicago Svm=ho.
ny Orchestra, presents a superbly luci _‘(.G organ-
ized performance with sonics from th# early stereo
days that are still quite impressive. Moreover, Rei-
ner’s version is now available on the budget-price
RCA Victrola label.

Unfortunately, none of these four versions exists
in either the reel-to-reel or cassette medium. Tape
and cassette collectors will have to content them-
selves with the Haitink-Amsterdam Concertge-
bouw Orchestra performance (Philips 5015, reel-
to-reel; 7300 017, cassette), which is, I am afraid,
a rather prim and proper approach to a score that
calls for fiery abandon.

—_—
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Incredible as it may seem, six years
ago only the most avid followers of
authentic sound reproduction were
familiar with the Pioneer name. Yet,
Pioneer’s reputation for quality
craftsmanship has been 35 years in
the making. And it's continually being
enhanced with each new component
introduced. Case in point. Pioneer's
outstanding AM-FM stereo receivers.
They're the superb result of every-
thing we've learned about sound and
quality sound reproduction.

Reliability through exhaustive

quality control.

Pioneer builds each receiver as
though it was one-of-a-kind. To begin
with, we produce virtually every part
that goes into our receivers on our
own production lines. So we know
we're putting in the best there is.
Until it's a completed unit, each
receiver is continuously checked and
inspected every step along the way.
(A receiver in production travels on
the average of twice the length of a
football field. You can imagine how
many quality checks it undergoes.)
Still, that’s not where our quality
control stops. Because each receiver
is then subjected to another rigid
round of inspection before it's shipped
to your Pioneer dealer. As a result,
the Pioneer receiver that ends up in
your home is as trouble-free as a
receiver can be. To top it off, Pioneer
backs it up with a full two-year
warranty on parts and labor.

All the versatility you need — plus.
Pioneer designers are people-
oriented. You’'ll appreciate this when
you see that each receiver has more
than a full complement of connections

for every music source available:
records, tape, FM, microphone, and
4-channel. You can do your own tape-
to-tape duplicating and even make
listening tests of different phono
cartridges and speaker systems.

Conceptual diagram
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Consistent power throughout the bandwidth.
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Consistent power to spare.

Merely comparing the power
capabilities of different brands of
receivers does not tell you what's
behind the power. Not only do these
Pioneer receivers provide more
comparable watts for your high
fidelity dollar, they also deliver
consistent power throughout the most
vital listening area — the 20 — 20,000
Hz bandwidth. This is important. It
means you get better bass response
plus greater across-the-board
frequency response with absolute
minimum distortion.

Great specs + top sound =
outstanding performance.

To many hi-fi buffs top performance
means great specifications and
impeccable waveforms. However,
most people listen first and check the
specs later. Whatever your modus
operandi, you'll be more than
delighted with Pioneer’s outstanding
performance.

Here’s a mini spec list:

SPECIFICATIONS SX-828 SX-727 S$X-626 SX-525
IHF Music Power 270 195 110 72
4 ohms watts watts watts watts
RMS @ 8 ohms.
Both channels driven 60460 40+40 27427 17+17
@ 1KHz watts watts watts watts
FM Sensitivity (IHF
(the lower the bel?;r() ) 1.7uV 1.8uV 2.0uVv 2.2uV
lectivi
e L 47508 +70dB +70dB +45dB
Capture Ratio
(e towar the betier 1.508B 2.0dB 2.5dB 3.0dB
Power Bandwidth All exceed by a wide margin the
usable sound frequency spectrum
INPUTS:
Tape monitor 2 2 2 2
Phono 2 2 2 Phono/Mic.
Auxiliary 1 1 1 1
Microphone 2 1 1 Phono./Mic.
(as above)
OUTPUTS:
Speakers 3 3 3 2
Headsets 2 1 1 1
Tape Rec. 2 2 2 2

Easy-to-use features increase
listening enjoyment.
All four receivers share many basic
features for simplified operation, such
as loudness contour, FM muting,
click-stop tone controls, mode lights,
sighal strength meters, and a super
wide FM dial scale. With Pioneer’s
wide variety of models to choose
from, you're bound to find just what
you're looking for in the way of
sophistication and refinements.
Unanimous acclaim from the experts.
Stereo Review: “Pioneer’'s moderately
priced SX-727 has a degree of
operating flexibility and electrical
performance previously found only in
some of the most expensive receivers
. The array of operating features is
impressive . . . In its flexibility and in
many areas of its measured per-
formance it is somewhat better than
much of the competition at its price
level.”

Audio: “We find the SX-727 to be a
rugged, reliable instrument that
certainly represents state-of-the-art
receiver technology in its design and
performance.”

Hi-Fi Stereo Buyers’ Guide: “This
(SX-828) excellent performer features
full power output at all frequencies.. . .
excellent reception of weak FM
signals .. .. selectivity was excellent.”

High Fidelity: ** . . . Solid quality . ..
Pioneer has avoided a make-do
approach in the SX-626; we wish we
could say the same for all under
$300 receivers.”

Stereo Review: ‘... We were especially
impressed by the solidity and precise
‘feel’ of the SX-626's controls. Clearly,
nothing has been skimped in the
mechanical design and construction
of this receiver. It is a joy to use, a
very good value in every respect.”

A Pioneer receiver costs less
than you’d imagined.
Normally you'd expect to pay a lot
more for such quality, performance
and features. But not at Pioneer. We
believe sensible pricing goes hand in
hand with craftsmanship. Let your
capable Pioneer hi-fi dealer give you
a complete comparison demonstra-
tion. It’s the only way to find the best
in high fidelity and the best high
fidelity for you.
SX-828 — $469.95; SX-727 — $399.95
SX-626 — $329.95; SX-525 — $259.95.
Prices include walnut cabinet.

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

M PIONEER’

when you want something better

West: 13300 S. Estrella, Los Angeles, Calif. 90248 / Midwest: 1500 Greenleaf, Elk Grove Village, 111. 60007 / Canada: S. H. Parker Co



DAR OF CrassicaL Col

575 — o A 16000 e -3 1625 - - F{1650 - e =AY 1675 fiow e o 1700 o 1725 e o o 1 750K e ki 17
v RENAISSANCE A CLASSIC ® LATE ROMANTIC
0 BAROQUE O ROMANTIC % IMPRESSIONISTIC
1 ROCOCO A NEO-CLASSIC & MODERN

E

1525-1594)
+623)
546-1618)
ictoria (c. 1549-1611) [ Pier Francesco Cavalli (1602-1676)
forley (1557-1602) [ Jean-Baptiste Lully (1632-1687)
Sabrieli (1557-1612) [ Marc-Antoine Charpentier (1634-1701)
Seterszoon Sweelinck (i562-1624 [ Dietrich Buxtehude (¢. 1637-1707)
tudio Monteverdi (1567- 1642 (7 Heinrich von Biber (1641417
O Girolamo Frescobaldi (1583-1643) [ Arcangelo Corelli (1653-1713)
[ Heinrich Schiitz (1585-1672) [ Henry Purcell (c. 1659-1695)
12 André Campra (1660-1744)
[ Alessandro Scarlatti (1660-1725)
O Johann Jeseph Fux (1660-1741)
[ Frangois Couperin ( 1668-1733)
[J Antonio Vivaldi (1678-1741)
I Georg Philipp Telemann WD‘»! 1
O] Jean Philippe Rameau r(_s] t/tJ} C G C
[ Johann Sebastian Bach (1685-1750)
[] George Frideric Handel (1685-1759)
[ Domenico Scarlatti (1685-1757)
[ Giuseppe Tartini (1692-1770)
5] William Boyce (1710-1779)
[J Giovanni Battista Pergolesi (1710-1736)
<] Carl Phitipp Emanuel Bach (1714-1788)
A Christoph Willibald von Gluck (1 gt 787}
A Franz Josef Haydn § 7321509
3 Johann Christian Bach (1735
A Luigi Boccherini (1743
A Wolfgang Ar
AO Lu
‘
1582 GREGORIAN CALENDAR INTRODUCED 1665-66 LONDON PLAGUE AND FIRE 1728 JOHN GAY's EEGGAR’S_OPERA PRODU(
1601 SHAKESPEARE'S HAMLET PRODUCED 1682 WILLIAM PENN FOUNDS PHILADELPI{IA 1769 waTt:

QUEEN OF ENGLAND 1626 MANHATTAN ISLAND BOUGHT BY PETER MINUIT 1709 FIRST PIANOFORTE BUILT 1776



-~ SX-727

B CRAFTSMANSHIP = RELHN
B VERSATILITY @B VALUE
B CRITICS’ REVIEWS B SPEC
B WARRANTY ®m SERVICE
B DEALER RECOMMENDATIO

and you
the inevitable

in high fidelity t




BILITY B PERFORMANCE
W FEATURES = POWER
FICATIONS B REPUTATION
B MUSIC REPRODUCTION
S B PIONEER OWNERS

Il reach :
conclusion...

> best is Pioneer.




CALEN

- 4{ 1400fje— -~ {1425 Fe— —3i{ 1450f-- A 147 5fee s i 150080 - o i 1525 -

33{ 1550 40— e a1

v¢ John Dunstable (¢. 1370-1453)

¢ Giles Binchois (¢. 1400-1460)
¥¢ Guillaume Dufay (c. 1400-1474)

¥% Johannes Ockeghem (c. 1425-1495)

Y% Heinrich Isaac (c. 1450-1517)
¥¢ Josquin des Prez (c. 1450-1521)

) I | b Obrechyp (14521
!'\ t r\.I z‘ T ClemeSnncqumqmﬁL lﬂt N <

L
7 Thomas Tallis (¢. 1505-1583)

¥ Giovanni Pierluigi da Palestrina (¢
Y% Orlandus Lassus (1532-1594

¢ William Byrd (1543-

%[ Giulio Caccini (c. 1

v¢ Tomas Luis de Vi

% Thomas M

Y¢J Giovanni ¢

Y Janl
O Cl

A SELECTIVE CALENDAR OF
CLASSICAL COMPOSERS FROM THE YEAR
1400 TO THE PRESENT - PREPARED FOR

Stereo Review

By JAMES GOODFRIEND
Revised 1973

1415 BATTLE OF AGINCOURT

1492 COLUMBUS DISCOVERS AMERICA
1431 EXECUTION OF JOAN OF ARC

1517 MARTIN LUTHER’S NINETY-FIVE THESES
1454 GUTENBERG INVENTS MOVABLE TYPE

1558 EL1ZABETH 1



Guide: Introduction to the Musical Calendar

UsIC being what it is, its history cannot be reduced
to a conveniently arranged, equally spacec series of
pigeonholes, each stuffed with the appropriate ma-

terials. Directions, trends, and classifications exist in music
only after the fact; no trumpet blows to signify the begin-
ning of a period or the end of one. And composers compose;
they do not arrange themselves in history.

The Calendar of Classical Composers on the facing page
begins with the year 1400. Of course, certain composers barve
to be included. But there were great and important compos-
ers who lived before that date and therefore are not, and
there were others living after it who also are not. Their
names are absent purely for reasons of space limitation;
their styles are represented by other composers, and the
space they might have occupied has been usurped by other
perhaps less accomplished men who personify a style less
rich in exemplars. Any compendium of this kind is neces-
sarily personal, subjective, and arbitrary. One may deal
coolly and scientifically with mathematical theorems or
chemical hypotheses, but when it comes to the artistic pro-
ductions of man, every prejudice, guilt, and hidden love in
one’s system creeps to the surface and subtly modifies all
efforts to be objective.

Nonetheless, allowing that the calendar is not a substitute
for Grove's Dictionary of Music and Musicians, nor for a
college course in music history, it has a number of very prac-
tical uses. It facilitates comparisons —of composers and their
styles with one another, with the historical periods in which
they worked, and with certain historical events outside the
field of music—and in so doing offers an overall perspective
useful to any explorer of music. Second, it shows (by over-
lapping colors) that periods blend into one another more or
less gradually, that individual composers may anticipate a
style or an aesthetic view, or may lag behind one, that change
may come to one country earlier than to another (ltaly, for
centuries, was years in advance of the remainder of Europe),
or may not come at all (Impressionism never took hold in
Germanic countries).

The Calendar, then, offers to the beginner a simplified
guide to the intricacies of music history, to the intermediate
an opportunity to place his knowledge in perspective, and to
the knowledgeable a handy tool for reference and even, per-
haps, a few factual surprises. As an adjunct, the major stylis-
tic periods are briefly —and simply —defined below.

— James Goodfriend
Music Editor

o The RENAISSANCE was, above all, the great age of polyphonic vocal music.
Religious music was dominant, but there existed a large amount of secular
dance and processional music, together with a continuing traditicn of secular
vocal music, that amounted, by the end of the period, to an important body
of work. Voices and instruments were used comparatively interchangeably,
though there were the beginnings of a separate, purely instrumental music.
Music printing waos invented. The principal forms of the period included the
motet, mass, madrigal, chanson, and later the Lutheran chorale in vocal music;
dance forms like the pavane and galliard; ond such non-dance forms as the
ricercar and canzona in instrumental muysic.

o The BAROQUE period evolved from the Renaissance by slow degrees, the
most sudden development being the invention of opero. Solo voco! music de-
veloped to a high degree, and much -music was written for specific instru-
ments in purely instrumental musical forms. Major and minor keys and well-
tempered tuning all but completely reploced the old church modes, and the
typicol melodic line was o highly ornamented one. Orchestras began to as-
sume 0 relotively standard make-up. Principal vocal forms of the period were
opera, oratorio, cantata, recitative and aria, and sang; principal instrumental
forms and styles were fugue, passocaglia, theme and variations, dance suite,
church and chamber sonatas, chorale prelude, concerto grosso and solo con-
certo, the French overture, and the Italian sinfonio.

e The ROCOCO began as a revulsion against the Barogue while continuing
certain of its ideals. Polyphony and the “learned forms” of composition vir-
tually disappeared and were replaced by o new concentration on expressivity,
clority, and lyricism, resulting in both light, elegant, and somewhat super-
ficial music, and heavy, Sturm und Drang romanticism. The period saw the
development of the symphony and the replacement of the concerto grosso
with the solo concerto, and the refinement of orchestral techniques includ-
ing full orchestral crescendos and diminvendas. Comic opera and operetta
began, and the pigno replaced the harpsichord and orgon as the dominant
kegboord instrument. Principal forms were the symphony, concerto, solo sonata,
and song.

o The CLASSIC period was the first to exhibit a true dominance of instry-
mental music. The establishment of the sonata principle governed the de-
velopment of the symphony, solo sanata, and chamber music forms. Chamber
music itself rose to a new position of impartance, while the solo concerto
achieved its classical form. In most countries (some, like England, had achieved
it earlier) music moved away from nable patronage to publicly supported con-
certs. The single most important instrument was the piano. Principal musical
farms were Italian opera and German operetto, the four-movement symphony
and chomber music forms, and the three-movement concerto anc solo sonate
forms, plus the lighter divertimento and serenade.

® ROMANTICISM embraced many separate movements and had many different
aspects. To vorying degrees composers placed their emphases cn expressive
content rather thon an farmal elegance, leading first to an unprecedented
emphasis on the development section of sonaota farm, ond later to the quest
for simpler and freer farms gltogether. A new predllecnon for pure melody
arose ot the same time that harmonies became far more daring. Music grew
both larger ond smaller as the size of orchestras and of orchestral works
increased and the musical miniature began o life of its own. The lied became
a dominant form. Nationalism brought new sounds into serious music, and
instrumentally it was the age of the virtuoso as o public hero. German opera
turned serious and built toword the Wagnerian music drama, and Italian
opera became more concerned with the dramatic. The principal forms, be-
sides opera and music dramo, were the symphony, the virtuoso solo concerto,
the symphonic poem, the song, and an abundance of more or less free forms that
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went under the name of impromptuy, nocturne, prelude, fantasy, étude, ballade,
and the like, or under no formcl name at all. The art of orchestration came into
its own.

e The division between the Romantic and the LATE ROMANTIC or Post-Ro-
mantic is a purely artificial one. One either sets an arbitrary line between the
two or, more honestly, if more canfusingly, regards each composer individ-
vally, ignoring comparative dates. Late Romanticism has few characteristics
of its own, but rather continues and in some cases carries further the trends
of its predecessar. Musical nationalism still arises today, and music is pro-
duced today that has tar more in common with Brahms than with Stravinsky.
Late Romanticism is with us still. The increosing emphasis on expressivity
led, among Late Romantics, to greater and greater degrees of chromaoticism,
and finally, in 1908, to the doors of one of the most powerful of Modern move-
ments: dodecaphony, or twelve-tone composition. Performing forces grew ta
mommoth size and works to enormous length.

® [MPRESSIONISM is getting ta be a bad word, and it must be taken today —
even more than the word “Baroque” —apart from its literal meaning. Im-
pressionism was a besically French movement that found echoes in other
lands. 1t was characterized by an approach to form very different from that
of Western music of the preceding few centuries, by a use of harmaonies for
and in themselves rather than as elements in a progressian, and by an in-
tense interest in the temporally and geographically exotic: Gregorian chant
and the old church modes, fok music, the music of the Orient, to o certain
extent eorly jozz. Rather than specific forms, certain harmonies and harmonic
usages are taken to be hallmarks of Impressionistic style.

e One adopts the word “MOCERN" as o convenient term for o quandary. So
many styles exist or have existed since 1900 (and in o few cases far ecriier)
that are decidedly not @ port of something else that one could hardly find
space 1o list them, much less describe them. In very general terms, there have
been *wo major movements, plus o grab-bog entitled “Modern Natianalism”
that might include such disparate composers as Bartok, Janacek, Ives, Vaughan
Williams, and several dozen others. The two major movements are thot stem-
ming from Schoenberg an the ane hand (lorgely the twelve-tone composers
and serialists), and that arising from Debussy and Stravinsky on the other.
Quite recently the two have met, but the arch formed by their meeting sub-
sumes composers so different from one another in sheer sound, and related
to special elements of past and present by such vorying degrees, that classifi-
cation is as yet impractical. A new schism has develped between serialists,
tending toward greater control of every aspect of their music (including per-
formance), and the aleatoric or “chance” composers. Other techniques and
styles of the fime include Gebrauchsmusik, jozz and jazz-influenced music,
polytonalny, atonality, machire music, electronic music, muslque concrete,
primitivism, satirical music, a scientific approach to folk music, and music as
political propaganda.

® NEQ-CLASSICISM, o modern movement distinct enough to be seen as an
entity, is not, as its nome might imply, a reactionary return to the music of
the past, nor is it bourd up with the music of the Clossic period. It is rather a
reaction to the excesses of Late Romanticism in the form of an objective rather
than expressive approach to compasition and an emphasis on clarity of tex-
ture. As part of this approcch, Neo-Classicism emphasizes a contrapuntal
texture, limits orchestral size and color, divorces music from programmatic
associotions, ond has adopted certain forms and styles of earlier music {toc-
cata, fugue, concerto grosso, passacaglia, and dance suite), using them in
conjunction with purely twentieth-century melodic, rhythmic, and harmonic
gmghuoge. The primary eighteenth-century influence has been Johann Sebastian
ach.
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THE MUSICAL STYLES OF THE

ROMANTIC PERIOD

A persistent and pervasive duality may or may not be the natural
climate of the human psyche, but the concept was brought to its
intellectual apogee in the arts (including music) of the Romantic
era, and it continues to affect our thinking and responses today

By Eric Salzman

HIS IS the fifth in a continuing series of articles on the

historical styles of music from the Renaissance to
the present day. The series began with Igor Kipnis' anal-
vsis of Music of the Baroque (December 1966), and con-
tinued with Music of the Rococo (November 1967) and
the Viennese Classical Era (Julv 1968), hoth by H. C.
Robbins Landon, and *Modern™ Music: the First Half-
Century (Octoher 1970) by Eric Salzman. The present
article explores the sivles of the Romantic period pro-
per—distinguishing it from the late- or post-Romantic,
which will be covered in a separate article—placing it, as
well, in the context of the larger musical movement that
embraced both Classical and Romantic stvles.

These articles have been designed 1o expand upon the
necessarily limited information offered by our Calendar
of Classical Composers, which was originallv published
inthe April 1966 issue. We are republishing the Calendar
in this issue because, although it has long been out of
print, we still ger many requests for it. Too, we realize
that we have acquired many new friends in the interim
who might find the Calendar useful. And finally, it gives
us an opportunitv to make this handy reference ool avail-
able again to those readers who may have worn out their
copies of the old one. Additional copies of the Calendar
(tube-rolled and suitable for framing) are also available.
Send 25¢ in coin to: Classical Calendar, Stereo Review,
I Park Avenue, New York, N. Y. 1001]6.

—James Goodfriend, Music Editor

HE MUSICAL AGE in which we live is a late

phase. possibly transitional. of the period

that began at the end of the eighteenth cen-
tury. Romantic art, in the larger sense, is the first
*modern” art, the first art ot “our” time.

This should not be, upon reflection. as surprising
as it at first may sound. Books on ““modern’ history
and “‘modern” art always used to begin with the
French Revolution and the painter David. This is
also the period of what is still the standard musical
repertoire: nearly all of our basic musical institu-
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tions, forms, and media—the concert, the recital,
the symphony orchestra, grand opera, chamber
music —came into being at this time and, in spite of
radio, recordings, and the impact of pop, these are
still the touchstones of musical performance. The
modern sense of the terms sonata, rondo, sympho-
ny, and concerto also dates from this period. Our
instruments came into common use or achieved
their definitive modern format at this time. Key sys-
tems were developed for the winds and even the old
string instruments were extensively remodeled. The
codification of music theory took place as well,
along with the establishment of the modern conser-
vatory. The piano became the dominant social in-
strument, and art music became an adornment of
the rising middle class.

The notion of *‘art for art’s sake” became wide-
spread, and music came to be regarded as the
highest and purest of the arts. the central form of
expression of the age; yet, paradoxically, compos-
ers tried to make music more literary, more visual,
more dramatic. Music became separated from the
court, municipal. church, and even theatrical func-
tions with which it had always been firmly connect-
ed, and the work of art came to be prized for its
own sake; yet, ironically, the composer’s score,
more and more precise in all its details, came to be
regarded as the work of art itself, a Platonic ideal of
which actual realizations in sound were only ap-
proximations. The “liberation” of music meant the
“liberation™ of the artist and his elevation to the sta-
tus of a culture hero: it also meant poverty and
alienation for the composer who had no marketable
merchandise. The virtuoso performer and the vir-
tuoso composer thus appeared, and so did the vir-
tuoso listener. Aesthetics. musicology, and music
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appreciation took their modern form. Musical
“culture” came to depend on the knowledgeable
listener, on the creation of a music public and a
musical world dedicated to the sustenance of a
rather rarefied art addressed to adepts, 1o an elite
inner circle. Music, in part cut off from its roots,
therefore had to flourish as a free entity, the purest
and most perfect of the arts and the one best fitted
to express its age.

Now, all of this is sti/l our legacy and, though we
may be in the middle of a transition to something
new, there can be little doubt that the institutions
and attitudes of Romanticism are still very much
with us. Much of the way we compose. perform,
hear, and even think about music today is based on
assumptions that. far from being great universal

truths, are direct ideological inheritances, now of

arguable utility, tfrom the period between the
French Revolution and the revolutions of 1848.

Note that | have chosen political landmarks
and that | have said nothing about musical “'style”
in the usual sense. Note too that a generous chunk
of what we call *Classicism” is also included in
this definition of **Romanticism.” The inhabitants
of the world of music are only too apt to regard the
history of music as an insulated. self-contained
succession of ‘‘styles’ —the notion itself comes
from the nineteenth century —and end up trapped
in their own pigeonholes.

AFTER the French Revolution and Napoleon.
the old aristocracy was replaced by a new and pow-
erful bourgeoisie whose wealth was based not on

social status and landholdings, but on commerce
and industry. The cities. centers of trade and of the
financial institutions, inevitably became the culture
centers as well. Instead of assuming the diffused
pattern of earlier culture. the major movements of
tashion and style spread out from the big centers.
Industrial development, spurred by the new avail-
ability of investment capital, got up a tull head of
steam and had a tremendous effect on music. Per-
fected, standardized instruments, such as the piano
and those of the “modern™ orchestra. became uni-
form from place to place; composers were thusable
to write for a European market with reasonable ex-
pectations of standardization. At the same time,
specialization, originally a development of industrial
technology, spread throughout the society and also
had great influence on the arts. The role of the com-
poser became more and more distinct from that of
the performer, and composers even became special-
ists in piano or symphonic music, in songs or in op-
era. Similarly. the notion of individual and national
“styles” became important. The nation-state, with
some measure of parliamentary or public participa-
tion. became the basic political unit, and national
consciousness was evoked and awakened. ldeas of
individuality and freedom and a new hierarchy of
wealth and talent spread all over Europe in the
wake of the French Kevolution and Napoleon. The
return of the old regimes after Napoleon's downfall
really marked the consolidation of the position and
power of the new middle class.

In a real sense, Romantic art is schizophrenic: it
springs from a number of dualities. “Two souls

The lied was a creation of the Romuniic era, as was the intimate circumstance of its perfornmance. The fumous drawing by Moriiz
von Schwind depicts a musical soirée ar the home of Joseph von Spaun; Johann Vogl is the singer, and Schubert is at the piano.
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dwell within my breast,” says Goethe’s Faust, and
the age is surely full of paradoxes, contradictions,
and oppositions. Even great historical philosophies
like those of Hegel and Marx were based on such
dualities. Composers too, for the first time, divided
their efforts and artistic personalities. Beethoven
wrote virtuoso public music and also intimate, pri-
vate pieces. Schumann consciously divided his per-
sonality into two, which he named Eusebius and
Florestan. These dualities take a number of forms:
public-private, heart-head, intellect-emotion, Clas-
sicism-Romanticism, and others. Classicism or neo-
Classicism (we are talking about the original/ mean-
ing of these terms borrowed from the visual arts and
not their rather misleading musical application) can
even be usefully considered as a phase of Romanti-
cism —and not always an antecedent phase. It is not
really helpful to argue whether Goethe or Ingres or
Beethoven or Schubert were Classicists or Roman-
ticists; they were clearly both, and, given the para-
doxes of Romantic style, there is no contradiction
in this at all. In architecture the same designer often
turned out neo-Classical und Gothic Revival build-
ings; both were, in effect, Romantic interpretations
of historical styles. There are many pertinent musi-
cal examples. Mendelssohn was more strict about
his use of sonata form than Haydn, and both
Schumann and Mendelssohn parade their Baroque
contrapuntal skills, at times almost in defiance
of the very expressivity they are supposed to be
espousing. This is a musical neo-Classicism.

THE true dividing line is between the Enlighten-
ment and the Rococo on the one side and neo-Clas-
sicism/Romanticism on the other. The difference is
one of intent; the early eighteenth century prized
naturalness, directness of expression, ‘‘imitation”
of reality, faithfulness to **Nature” —in reality, a
highly artful and stylized simplicity. This is the art
of Rousseau, Watteau, Pergolesi, Voltaire, Gluck,
Scarlatti, Boccherini, Haydn. Mozart is almost a
transitional figure: his contemporaries thought him
overly introverted, complex, and *“‘Germanic,”
while the early Romantics adored him. The late
eighteenth century accepted the theories of natural-
ism and imitation but interpreted them in an entirely
different way: as the expression of feeling. The late-
Classical/early-Romantic period prized individ-
uality and sensibility, and from this grew the new
awareness of individual style as a touchstone. The
earlier artist assumed a community of interest and
strove to express it simply and artfully. The later
artist expressed his inner self. He assumed not one
public but several. Don Giovanni was written for
the connoisseurs, the Italian opera buffs; The Mag-

ic Flute is an operetta or musical comedy in the
vernacular. The fatal rift between Kultur and Pop
had already begun. Schumann consciously identi-
fied the Philistines —the very term is his—and ex-
cluded them from his Davidsbiindler; his difficult,
poetic works are for the knowing, the rare few who
can understand and feel.

One important aspect of the new stylistic con-
sciousness was the rediscovery of the past. Music,
in spite of its reputation, is, in general, the leasr uni-
versal of the arts and the one with the shortest
memory —or at least it was before the invention of
recording. Although eventually the Romantics were
able to extend their grasp as far back as the late
Renaissance (the rediscovery of Palestrina took
place during the nineteenth century), the musical
past that had real meaning for the period was the
high Baroque. Through the good works of a
Viennese manuscript collector, Haydn and Mozart
came to know Bach Sr. and Handel. Beethoven
knew at least the “‘Forty-eight,” and, of course,
Mendelssohn revived the St. Matthew Passion and
with it the gospel according to St. Johann. For these
composers, the discovery of the high Baroque was
equivalent to the rediscovery of Gothic and early
Renaissance art in the visual arts (the misleading
coupling of Bach with Gothic cathedrals, still prev-
alent, dates from this time!'). One specific technical
result was the reintroduction of counterpoint and
voice-leading as a major principle in German Ro-
mantic music. Another was the use of expressive
chromaticism, dissonance, and secondary harmony.
Baroque music shares with the Romantic a certain
care for specificity and expression. In the canons
of the eighteenth century, Art must imitate Nature.
Music, the one art that has limited external poten-
tial for imitation, must therefore mirror the internal
world of the soul.

THE typically Romantic notions of freedom, in-
dividuality, and the liberation of art emanate from
France, the home of the Enlightenment and the
French Revolution. On the other hand, sensibility,
inwardness, and soul, difficulty, alienation, and the
divisibility of the public are Germanic (and Anglo-
Saxon) motives rather alien to the Latin tempera-
ment and contrary to the spirit of the French Revo-
lution. Throughout much of the period, French
music was dominated by the populism pioneered by
Rousseau —his opera Le Devin du Village remained
genuinely popular throughout the period —and car-
ried forward in the works of composers like
Gossec, Grétry, Méhul, and Le Sueur. The Napo-
leonic period brought an official neo-Classicism or
“Empire” style largely created by the resident Ital-
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ians Cherubini and Spontini. Cherubini, with official
state backing. founded and organized the French
Conservatoire and formulated the classical conser-
vatory education, still the basis for traditional musi-
cal training in Western civilization. Spontini helped
spread the Napoleonic style throughout Europe
when he moved to Berlin, a city that actually fos-
tered early Romanticism and turned to neo-Classi-
cism only later! Spontini, like his arch-rival Weber,
also experimented with fairy tales and exoticism in
his later work.

Musically speaking. the vocabulary of the “Clas-
sical,” the Empire or neo-Classical, and the early
Romantic periods is the same. The driving force of
the great tonal system. brought to perfection twice
by the high Baroque and the late Rococo/Classical
periods, had lost none of its power. The cadence
was still the milestone, all the rhythmic, melodic,
and harmonic patterns continued to move away
from and back toward set goals, and meter. rhythm,
phrase, period, and larger form took shape around
this very definite sense of musical motion. Thus,
out of the simplest tonic-dominant-tonic cadence,
grew —in the simplest. most natural, and logical
way —all the glories of sonata form and symphony.

All this was accepted without question by post-
Classical composers: indeed, they were, as we have
noted, sometimes stricter formalists than their pred-
ecessors. What changed was the attitude toward the
expression of musical ideas. The formulas, the stan-
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Quite as much a part of
Romanticism as the intimate
musical soirée was the sort of
demonic instrumental virtuosity
exemplified by Liszt. "'Le Galop
Chromatique, exécuté par le diable
de I’harmonie,” reads the inscription
on this drawing of 1843. Liszt
actually wrore a Grand Galop
Chromatique, in 1838, for piano.

dard transitions, even the progressions themselves
could no longer be taken for granted: they had to be
constantly re-created. Invention within defined lim-
its was highly prized. Subsidiary chords and inflec-
tions took on a new weight. Chromatic or dissonant
melodic notes and harmonic patterns appeared not
merely as developments but as basic ideas to be
used together or separately in order to highlight
expressive ideas. Similarly, the subsidiary parts of
the forms —transitions. developments, and codas —
assumed a new importance. and «l/l the parts be-
came more interconnected. Instead of discrete
scenes in aesthetic balance, the process of getting
from place to place became important. Symphonies
and sonatas. even when not at all programmatic,
took on the character of picaresque narratives in the
Hoffmanesque or Byronesque manner.

Church and symphonic music. no longer bread-
and-butter work for composers, receded in impor-
tance. Choral works and symphonies were basically
prestige forms and were used largely as public dis-
play pieces. On the other hand. chamber music held
its own, and keyboard music, for both public and
private use, became central. The characteristic
piano piece and the art song with piano accompani-
ment came into their own as the appropriate music
of the rising middle class and as the perfect vehicles
for the expression of sentiment. Music strove
toward the condition of poetry just as poetry strove
toward the condition of music. Sentiment and feel-



ing were the hallmarks of a noble and poetic nature,
and the upper middle class was encouraged to strive
for noble sentiment, artistic appreciation, and pa-
tronage. The newly liberated artist became depen-
dent on the support of the middle class, and both
the best and the worst music of the day was cre-
ated for the home and the salon.

Nearly all of these elements can be quite clearly
identified in the works of both Beethoven and Schu-
bert. Both were concerned with an elevated style,
invention, the spinning out of ideas, and even a cer-
tain formalism and giant scale; sentiment in the later
sense rarely enters in. Both composers — but partic-
ularly Beethoven—display a certain individuality,
even eccentricity, with sudden shifts and contrasts
of light and shade within a bigger flow and unity,
plus an infusion of humanistic content. Certain of
Beethoven’s slow movements, the several sets of
piano bagatelles, some of his work with folk materi-
al, An die Ferne Geliebte, the first movement of the
Ninth Symphony. and many striking and expressive
details here and there —though perhaps out of the
main tonal flow —relate Beethoven’s music more
specifically to that of the composers who followed
him than to those who preceded him or who were
his contemporaries. This is even more true in the
case of Schubert, whose very isolation from the
larger musical world makes his individuality and
proto-Romanticism all the more striking. Schubert’s
piano music and lieder are in the mainstream of the
nineteenth century.

THE Empire style outlived the Napoleonic era,
but it was no longer a real force. Neo-Classicism
was, in itself, a dead end, and it had only one imme-
diate result: the late works of Beethoven, music that
is unquestionably of its time but almost without di-
rect influence. Though Berlioz sometimes sounds
like Beethoven (and so, surprisingly, does late Ver-
di), his direct influence is extraordinarily small.
Weber was far more influential in the immediate
evolution of Romantic music than either Beethoven
or Schubert, and it is in the work of the second-rank
composers of the period that the transition from
Empire to true Romanticism can best be observed.
Hummel, who studied with Mozart, anticipates
Chopin. Spohr, who made an opera out of Goethe’s
Faust, wrote a **Historical Symphony” (Symphony
No. 6, Op. 116) with successive movements in the
Baroque, Classical, Empire, and Romantic styles’
As instrumental music gained ground. the larger
abstract forms became more and more the means
for the expression of will and personality, the more
or less arbitrary manifestation of the composer's
new God-like role of *‘genius.”” Thus *‘content’ was
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poured back into the old abstract forms and the old
idea of illustrative music was revived in a new
guise: the program symphony. The model was, of
course, Beethoven’s ““Pastoral,” and all the modern
refinements of melodic expression, harmonic color,
and orchestral timbre were brought to bear on its
expression. The first master of this musical type
was Berlioz; his Svmphonie Fantastique and Har-
old in Italy remained influential throughout the cen-
tury. Infusing symphonic form with literary content
did not at first imply a major break with the tradi-
tional formal restraints. The program works of the
early Romantics followed Beethoven's dictum
“more an expression of feeling than painting,” and
kept to Classical forms to a surprising degree; only
later did content begin to alter form.

Many of Mendelssohn's works carry titles, and
the musical directions are full of terms such as con

Juoco or appassionato. But the poetic impulse is al-

ways lyric, and the fire and the passion are always
restrained, exquisite, and modulated to elegant
and tender bourgeois sensibilities. All these same
tendencies are present in Schumann, but they are
enriched and intensified far beyond the genteel sa-
lon Romanticism of Mendelssohn; sentiment is re-
placed by deep feeling and passion, elegant figura-
tion turns to passionate coloration, graceful voicing
becomes an almost Baroque counterpoint, Classi-
cal form is intensified and concentrated by motivic
unity and cyclical return.

Both Mendelssohn and Schumann wrote impor-
tant larger works, including showpiece symphonies,
learned sonatas and quartets, concertos, chamber
works, and large choral works. But the key expres-
sive media for both composers —and, indeed, for
the entire early Romantic period — were the charac-
teristic piano piece and the art song with piano ac-
companiment. [ronically, the piano is a very good
example of the influence of industry on art; it is. in
fact, a kind of *“art machine” that could be produced
in large and standardized quantity, easy to play a lit-
tle, effective to play a lot. Like the modern phono-
graph, it was used for musical study, to provide
music for dances and soirées, for entertainment in
the home, and for musical communication across
barriers of distance and culture. It is not the best of
melodic instruments, but it is capable of represent-
ing the full harmonic dimensions of a piece of mu-
sic, and it surpasses most of the other chordal in-
struments in strength and expressive variety.

The piano played apparently contradictory roles
in the Romantic period. On the one hand it was the
public display instrument par excellence, the show-
case of the new Romantic virtuosity that began with
Paganini but quickly became the province of the
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New York Public Library

The intimate side of Romanticism again comes to the fore in this some-time-afier-the-fact representation of Chopin performing at
the home of Prince Radziwill in 1829. Much of Chopin’s music was meant for such surroundings rather than for the concert hall.

keyboard showmen— Hummel, Moscheles, Czer-
ny. Cramer, Kalkbrenner, and their progeny—
études, variations, fantasias, caprices brillantes. and
showy concertos without end. On the other hand, it
was the medium of the most intimate kind of lyric
expression. This genre, prefigured by the eigh-
teenth-century fantasias of C. P. E. Bach and Mo-
zart, the bagatelles of Beethoven, the nocturnes of
John Field, and the impromptus and Moments Mu-
sicaux of Schubert, became the most characteristic
Romantic type. These genres were not always mu-
tually exclusive. Weber, Mendelssohn, and Chopin
wrote both kinds of piano music, and Liszt had both
a private and a public style almost his whole life.
Schumann, while he opposed virtuoso display for
its own sake, still composed several big, showy
piano pieces, but whereas Mendelssohn’s showy
pieces are merely showy and his Songs Without
Words are simple, accessible, lyric-sentimen-
tal, melody-and-accompaniment pieces, Schumann
brought the whole array of keyboard figuration,
color, dynamics, articulation, and counterpoint to-
gether with lyricism and deep feeling into a poetic
unity. Motives, ornaments, counterpoints, figurated
harmonies with anticipations and suspensions—
creating dissonance not always resolved —chroma-
ticisms, syncopation, and cross-rhythms are all
placed at the service of a rich and powerful expres-
sion that leaps from the contemplative to the pas-
sionate with great force. If one had to find the epi-
center of early Romantic music, one might best look
for it in the works Robert Schumann wrote from
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1830 to 1840, his Opp. 1 to 23, and piano music all.

Unlike most of the instrumental forms, the high-
art lied cannot really be traced back much before
Schubert, and he had few worthy followers. The
many popular songs of his period have not worn
well and, except for some of the ballads of Karl
Loewe, almost nothing survives. Schumann turned
directly from piano music to. lieder and in 1840
wrote more than one hundred songs. His songs, the
most important after Schubert’s, are an almost per-
fect fusion of piano style with vocal expression.
They are the most highly colored of his works, filled
with lyricism, folklore, pathos, exoticism, intense
feeling, and humor. The harmonic vocabulary, en-
riched with passing tones, more dissonant chordal
structures, and secondary chords, is mature and
always used with the greatest subtlety. Schumann
rarely failed to find a balance between the melodic
sense of the words, the expression of feeling, dra-
matic or lyric propulsion, and the formal balance of
the work. His influence on the lied can be felt from
the songs of Robert Franz right through Brahms
and on into the twentieth century.

The larger vocal and choral forms played an im-
portant part in the development of Romantic style
but, beginning with Beethoven, they lost their reli-
gious functions and became concert display pieces.
Mendelssohn’s oratorios are still sometimes per-
formed —and Schumann’s ought to be. But the most
important non-operatic vocal pieces of the period
are by Berlioz. All of his works in this manner —
from the Requiem to the pseudo-oratorio L'Enfance
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du Christ to the dramatic symphonies =really con-
stitute a new genre of dramatic concert music.

Except for the somewhat special institution of the
concert hall —a gathering place of connoisseurs and
still a somewhat rare thing—most public musical
life in the early Romantic era centered on the thea-
ter. We have already mentioned Cherubini and
Spontini in their roles as founders of grand opéra.
Paris was the center of this new kind of spectacle
with its full machinery of acts, choruses, settings,
historical or exotic subjects, grand choruses, ballets
and marches, big orchestrations, bigger opera hous-
es, massive baritone arias, dramatic sopranos, vi-
brato tone production and projection, colorful cos-
tumes, pageants, ensembles, and grand scenes.
Oddly enough, almost nothing survives today from
this heyday of grand opéra. The overture to Hér-
old’s Zampa occasionally turns up at a pop concert
and Halévy’s La Juive still occasionally shows
signs of life in concert versions. Auber, who set Lir-
tle Red Riding Hood, Scott’s Kenilworth, and La
Muette di Portici (probably the only opera ever to
spark a revolution) to music, is today mostly a name
in the history books. The dominant figure was Gia-
como Meyerbeer, a fellow pupil and friend of We-
ber and a theatrical genius in the Cecil B. De Mille
sense. The typical Meyerbeer opera is a conflation
of historical subject matter from the libretto factory
of Eugene Scribe, the composer’s gift for the telling
stroke and the catchy tune, and his genius for man-
aging mass spectacle, chorus, ballet. and all. Grand
opéra was the dominant high art form of the day,
and both Verdi and Wagner had to surmount it to
achieve what they achieved.

But there is another operatic history, one that
comes from the opera buffa, opéra-comique, and
Singspiel of the late eighteenth century. The simple,
vernacular operetta with spoken dialogue is often
based on the Rousseauian motifs “know thyself,”
“be natural,” and these works are, in their way, crit-
icisms of the decadent, over-civilized West. How-
ever, behind this quite apparent moralism lies the
simple taste for exotic subjects that characterizes
early Romanticism and influences even grand op-
éra. There were Oriental operettas, fairy tales, me-
dieval settings, and Northern mythology even be-
fore 1800. Grétry wrote an Arabian-Nights operet-
ta, another based on the Aucassin and Nicolette
story, a Bluebeard, and a Richard, the Lion-Heart-
ed. Mozart’s Abduction and Magic Flute belong
here, as does the rather aberrant “romantic real-
ism”” of Beethoven’s Fidelio. And in 1815 the
Romantic writer and sometime composer E. T. A.
Hoffmann (later himself the subject of an opera, of
course) brought out a romantic fairy opera on the
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subject of Undine. A year later Spohr presented the
first of many musical treatments of Goethe's Faust.
But the key work in this genre is Weber's Frei-
schiitz, composed between 1817 and 1820, the first
full expression of German folklore on the stage.
Curiously enough, folklore appears here as still
another kind of exoticism.

Most of these works are not full-scale operas
but opéras-comiques, or Singspielen. Whereas in
France the split between the grand and the popular
form was, despite the later attempts of Offenbach
and Bizet, eventually fatal, Weber was able to rec-
oncile artistic ideals and popular forms. Mystery
and magic, the countryside, and the supernatural
are all evoked in these works with the most telling
strokes, and the drama is built up in closely knit
scenes, not merely dialogues, recitatives. and arias.
The spate of German opera in the first half of the
century flows from these works. Heinrich August
Marschner, who wrote The Vampire, Hans Heiling
(a forerunner of Lohengrin), and a version of Scott’s
Ivanhoe, was a popular figure, and Gustav Albert
Lortzing’s bourgeois comedies are still performed
in Germany. However, German opera could not
escape the growing split between high and popular
art. By the middle of the century Spohr and Schu-
mann (in his beautiful Genoveva) had produced
through-composed dramatic music; Wagner had
passed through Parisian grand opéra, and in
Tannhdiuser and Lohengrin had created the proto-
types of the new German grand opera or music
drama.

THE split between art and pop did not take place
in Italy, however, and the Italians remained apart
from the. Romantic movement to a great extent as
well. Ttaly was neither unified nor industrialized,
and it had only a very small middle class. Northern
Romanticism did not suit the Italian temperament,
and opera, the traditional and still popular form,
continued to dominate the country, eventually to
the exclusion of every other kind of music. Stylisti-
cally, Rossini can be classified with the Empire or
neo-Classical composers, particularly in his opere
serie. But unlike the sculptor Canova, whose art is
highly intellectualized in the service of ideal beauty,
or the architect and etcher Piranesi, whose nostal-
gia for antiquity and ruins carries us from Empire
straight into proto-Romanticism, Rossini created
for a popular audience, not for connoisseurs with
advanced tastes. In his hands, The Barber of
Seville, an Enlightenment subject with real social
significance, became merely a chance to make fun
of the aristocracy, Cinderella was transcribed in
purely human terms, the fairy tale qualities totally
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removed. Toward the end of his career, Rossini did
turn to Romantic subjects, and in William Tell, writ-
ten for Paris, he actually created a highly successful
grand opéra. He spent most of the rest of his life in
Paris composing charming salon pieces and vocal
music in a fully nineteenth-century style, but, cut off
from his popular roots, he never wrote for the stage
again.

Donizetti is Romantic principally in his choice of
subjects and in his nineteenth-century thud-and-
blunder theatricality. In other respects his very di-
rect melody-and-accompaniment style is an out-
come of the eighteenth-century aesthetic of simplic-
ity and ‘“‘natural” expression. Bellini, although in
the same tradition, appeared to his contemporaries
as a typically Romantic figure. Many of his works
have historical and sentimental subjects, and Nor-
ma, although nominally Classical, has a tone of lan-
guid melancholy whose influence reached even
Chopin. Bellini’s genius lay almost entirely in his
long, long ‘melodic lines, which float over the sim-
plest of harmonic figurations. The spinning out of
long melodies is a Romantic trait, but it is not the
whole thing. It is only with the appearance of Verdi
toward mid-century that we find a really distinctive
and fully developed form of Italian Romanticism —
theatrical, intensely humanistic, utterly without the
mystical trappings of the North.

It is possible to say that the center of early Ro-
manticism moved at one point from Vienna to
Germany. However, there are three important

composers, already mentioned, whose work be-
“mainstream” and

longs somewhat outside the

whose innovative ideas point toward later develop-
ments: the Frenchman Berlioz, the Polish-Parisian
Chopin, and the cosmopolite Liszt. Berlioz, an ex-
travagant genius with mercurial temperament, was
(and remains) the very prototype of the volcanic,
wild-eyed, Romantic artist, throwing himself into
the sea, charging at the Academy, marshalling his
Herculean forces against the Philistines; there is
nothing of the Northern mystic about him. He was,
judged by German standards, not a very good mel-
odist or harmonist, but his long, aperiodic melodies
are quite typically French, and his harmonic sense
is justified by the orchestral voicing. He *“invented”
the modern art of orchestration and made it an inte-
gral part of musical expression. He introduced the
demonic into Romantic music, and perfected the
high-Romantic orchestral concept as well as the
new form of symphonic program music. He was
also the most literary of the Romantics, the most
concerned with precise expression. His theater
music was symphonic, his symphonic music theatri-
cal. At his best he fused the two media in a synthe-
sis that was to te excelled only later by Wagner.
He stands apart from the Germanic Romantics
because his passions, no matter how intense, are
Southern and outdoorsy, at once naive and stagey,
full of temperament, bizarrerie, and originality.
Above all, Berlioz was the most alienated of the
Romantics, the most anti-bourgeois, and the most
defeated by an uncomprehending middle-class pub-
lic. France, unlike Germany, never developed a
large enlightened middle-class audience for the non-
literary arts; the intellectual elite was not large

Things got bigger in the
Romantic era as well as smaller
and Berlioz's compositions for
huge performing forces were un
apt subject for caricature. The
admission of a cannon to the
orchestra was nor all thar
Sfarferched a step, though
Berlioz didn't quite dare it.
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enough or interested enough to support a musician
like Berlioz—or, indeed. to encourage the appear-
ance of any successors.

Berlioz’s instrument was the orchestra, Chopin's
the piano; Berlioz was a master ot the grandiose,
Chopin of the miniature. Berlioz was an extrovert, a
fighter, an exponent of the sublime; Chopin was an
introvert, a “‘small” master, a lyric poel. Like Ber-
lioz, Chopin provides us with a Romantic image: a
short but intense life, nationalism and alienation,
personal suffering. Unlike Berlioz, Chopin did not
attach specific programs to his works, but the poetic
nature of the music is always clear. Chopin’s origins
lie in early Romantic salon music, but he has so
transcended these origins that he appears to us as
one of the most original composers who ever lived.
Except for an acknowledged debt to Bach, his mu-
sic seems to stand alone. quite outside the develop-
mental tradition of the Central European style. The
sound of the keyboard became with him a funda-
mental part of the language of the music and not
merely ornamental; with Chopin the notion of key-
board *‘style’” comes into its own. There is also an
attractive element of aperiodicity in his lines and
phrases, and he was an extraordinarily daring har-
monist. His innovations, always highly expressive,
are never crude or eccentric but are managed with
the greatest finesse, subtlety, grace, and conviction.
Modal, Slavic, and folkloric elements are intro-
duced into the music, and the overall variety of
types is remarkable. Each type, each genre —bal-
lade, nocturne. mazurka, sonata, étude, waltz —has
its own stylistic requirements, and Chopin moves
easily from a bravura style to salon music to lyric
poetry to Slavic melancholy. Everything, apparent-
ly, that Romantic sensibility had to express could
be said within the narrow confines of a single instru-
ment —the least romantic, to all appearances, and
yet the one that spoke most typically for its age.

IN their use of timbre as a fundamental element,
in their tendencies toward concision and intimacy
on the one hand and expansion and rhetoric on the
other, in their use of music to evoke states of feel-
ing, in the appearance of the demonic and the ele-
ments of darkness and irrationality, in the absorp-
tion of styles and forms to new expressive ends,
both Berlioz and Chopin introduced new notes into
Romantic music and prefigured the developments
of the second half of the century. The individual
who carried these ideas trom one end of the century
to the other was, of course. Franz Liszt. Born in
Hungary in 1811 and taken to Paris at the age of
twelve, Liszt toured all of Europe as a great virtu-
oso and later lived, in rather lamboyant retirement,

in Germany and ltaly. As a pianist and keyboard
composer he stems from the violinistic model of
Paganini rather than tfrom any of the fashionable
Biedermeier piano virtuosos. A great deal of his
earlier music was material for his own use, a daz-
zling series of transcriptions, études, and variations
exploiting and inventing new keyboard resources
and new forms of virtuoso showmanship. Alongside
these works, many of them not without musical
merit, there are a series of poetic “impressions” —a
kind of highly personal musical diary. Later, the
personal style and the public personality were rec-
onciled in large-scale works of symphonic scope
now definitively outside of the bounds of Classical
form. Liszt did not so much create a new form —the
“symphonic poem’” —as propose a situation in
which each work, by its nature, demands new and
appropriate formal treatment. Form now follows (or
at least is reconciled with) literary and expressive
content. In a sense, evervihing is development and
therefore everything is unified. The scope of possi-
ble development is thus enormously enlarged; all of
the keys, even the most remote, are now available,
and a whole new arsenal of rich secondary chords,
dissonance, and chromaticism is brought into play;
the equality of the twelve tempered tones and their
major and minor keys is firmly established.
Timbre —orchestration, figuration, articulation,
tone-color—is a means of expression almost equal
to melody and harmony. Motivic interweaving and
dynamic intensity are building blocks, and these
expressive ideas in turn spring from literary and
imaginative sources. The independent figure of the
artist and the magic, transforming quality of his art
are removed from the mundane level of everyday
life to the highest intellectual and spiritual planes.
Liszt, for all his worldly success, did not write his
“serious’’ music for a large audience; these works
were intended for the cultivated, the initiated who
can understand the deeper meanings and feelings,
the mixture of the demonic and the divine, the ex-
tremes of despair and ecstasy. The worldly and the
unworldly, the carnal and the spiritual, external dis-
play and inner feeling, lyric poetry and bravura vir-
tuosity, Classical restraint and Romantic ecstasy,
musical form and literary expression —all are mixed
in equal quantities. The figure and the personality of
Liszt himself, at once artist and showman, intellec-
tual and publicist, womanizer and abbé, a keyboard
athlete and spiritual poet, charlatan and genius, re-
flect the contradictions and dualities of the age. The
Schubert-Schumann tradition of early Romanticism
continued in the work of Brahms and some others.
But it was the new dynasty of Berlioz, Chopin, and
Liszt that opened the way to late Romanticism.
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INSTALLATION OF THE MONTH

TOTAL STEREO

PROJECT that began as a “lark™ with research
into technical books and magazines in the
public library resulted in this “‘total’ stereo
installation two and a half years later. Robert Let-
terman, a member of the St. Louis Police Depart-
ment. confesses that he had no technical or elec-
tronic experience before undertaking the design and
building of the unit.
The housings and storage cabinets (lower portion
of photo) are constructed of plywood with Plexiglas
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and black and orange Formica veneer with alumi-
num trim. Across the top of the unit are several light
displays. The line drawing will simplify identifica-
tion of the components: (1) Kenwood KA-6000
amplifier; (2) Pioneer SR-202 reverberation ampli-
fier; (3) Pioneer TX-500 tuner: (4) Bell & Howell
2433 tape deck; (5) Sony 352D tape deck: (6)
Ampex Micro 52 cassette deck; (7) Craig 3207
eight-track tape deck: (8) Garrard S1.95B automat-
ic turntable; (9) BSR 6 10X automatic turntable; and
(10) a frequency equalizer built by Mr. Letterman.
The two cartridges are the Pickering models V-
15S/AME and V-15/ATE. Each of the two speaker
enclosures contains ten speakers (one [5-inch
woofer, one |2-inch woofer. one 8-inch mid-range,
one 6-inch mid-range, one 10-inch horn mid-range,
three horn tweeters, and two dome tweeters).

Mr. L etterman’s system. he claims, still has great
potential for growth, and several additions are al-
ready in the planning stages. These are indicated by
the number 11, and will include a miniature digital
computer which will operate some of the equipment
via relay switches. Several electronic games are
also housed in the console. Mr. Letierman enjoys
listening to everything from folk to classical music.

—Susan Larabee
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Julian Hirsch discusses some of the new challenges a continually
advancing record-playing technology is posing for the makers of

PHONO GARTRIDGES

HE smallest audio component is the phono
cartridge. It is so small, indeed, that it is
normally partly concealed within a record

player’s tone arm. But it is the cartridge’s big, im-
portant task to translate the highly complex and
literally microscopic undulations of the record-
groove walls into an electrical audio signal. To do
this, the jewel tip of the cartridge’s stylus must ac-
curately follow the record-groove modulations,
ideally without ever losing contact with the groove
walls or significantly altering their physical shape.
The stylus tip must therefore be able to reverse its
direction at rates up to about 15,000 times per sec-
ond (and now as high as 45,000 times per second if
it is to play CD-4 four-channel stereo records). The
amplitude of the stylus movement is less than 0.002
inch (2 mils)—usually much less—and in the
inner, close-to-the-label grooves of a record rotating
at 33%3 rpm it may have to trace as many as 2.000
“wiggles’ in each inch of the groove walls moving
past it.

Although the stylus typically exerts a force of
only | to 3 grams on the vinyl material, the stylus’
actual contact area on the groove walls is a circle or
ellipse that is much smaller than the already minute
tip of the jewel, whose radius of curvature is less
than 0.001 inch. Thus, the pressure on the record is
surprisingly high—as much as hundreds or even
thousands of pounds per square inch. Combined
with the high temperatures generated in the contact
area by friction, this can cause erosion of the vinyl
record material, and eventually even of the diamond
stylus. Although much effort has gone into devising
ways to eliminate the need for physical contact
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between the pickup and the record (there has been
some success recently in using laser beams to
“play” video disc recordings), all current record-
playing systems depend on mechanical tracing of
the groove walls by a stylus.

A variety of means have been used to convert the
motion imposed on the stylus by the record groove
into an electrical signal. These fall into two basic
categories: amplitude-responding and velocity-re-
sponding systems. The output of a cartridge that
responds to amplitude is proportional to the magni-
tude of its stylus’ displacement. Ideally, its output is
independent of the frequency of the recorded sig-
nals. Amplitude-responding cartridges include pi-
ezoelectric types (in which a crystal or ceramic
element is bent or twisted by the stylus motion to
generate a voltage), strain-gauge types (in which the
resistance of the semiconductor elements is varied
by the stylus movement), capacitance pickups (in
which the spacing between capacitor plates is varied
by the movement of the stylus), and light-beam
modulation pickups (in which the stylus movement
is coupled to a vane that controls the amount of
light reaching a pair of photocells).

C ARTRIDGES that respond to the velocitv of stylus
motion —and these include the majority of those
found in component systems—use some variation
of the magnetic-transduction principle. This type of
cartridge requires no external power source to oper-
ate: it is a miniature electric generator, creating
electrical energy from record-groove motion the
way a hydroelectric generator creates electricity
from the rush of water through a turbine. Stylus
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motion acts in such a way as to vary the number of
magnetic-flux lines impinging on the turns of the
coils built into the cartridge. A voltage is thereby
generated in the coils that is proportional to the ve-
locity of the stylus movement. And since the stylus
velocity is itself proportional to the mathematical
product of the recorded frequency and amplitude, if
the amplitude is held constant, then the cartridge’s
output voltage will increase linearly as the signal
frequency increases. It is therefore easy (!) to see
why these are called velocity-responding cartridges.

Magnetic cartridges can be —and are — construct-
ed in many ways. The stylus motion can be used to
shift or rotate tiny coils in a stationary magnetic
field (moving-coil cartridges), to move a tiny arma-
ture of ferrous material to vary the distribution of
flux from a fixed magnet to stationary coils embed-
ded in the cartridge body (variable-reluctance or
moving-iron cartridges), to move a small ferrous
element that carries the flux from an external mag-
net to the poles of the coils, or to actually move a
very small magnet.

The question of which type of cartridge trans-
duction system is theoreticallv best is difficult to
resolve for several reasons. Qur experience has
been that, given the rapidly advancing state of
the art, the quality of a cartridge seems to de-
pend upon how well a particular design concept
is realized rather than the specific design con-
cept itself. Or, to look at it from another point
of view, it is possible for two different cartridges
to use the same transduction principle, yet one
will be a fine performer and the other quite medi-
ocre. This is not to say that there aren’t some de-
signs that have inherent minor or major dis-
advantages from the purely practical point of
view. For example, given twp cartridges that per-
form equally well, the one that does not require
an external power supply, or have a very low out-
put voltage, or need to be returned to the manu-
facturer to have its stylus replaced, is the pre-
ferred unit.

Each wall of the stereo record groove carries one

Fig. |. Modulations
in each groove wall
produce stylus
motion at an angle
of 45° 1o the disc
surface. Since

both chanaels are
usually modulated,
stylus movement is
not limited to the
45° angle, but can
gyrate over d
complete lateral
and vertical range.
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Fig. 2. One wall of the graove path cut by the sharp-edged cut-
ting stylus is shown from above in simplified form. A spherical
stvlus cannot follow the smooth undulations of the groove accu-
rately when they are close together—i.e., on high frequencies.
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Fig. 3. The contact “points” (e) of an elliptical stylus—like
those of the cutting stylus— are always parallel to the record ra-
dius. Depending on the shape encountered, a spherical stylus’
contact points (s) respond to different parts of the groove wall.

sound channel, and it is responsible for moving the
stylus at right angles to itself, or 45 degrees to the
record surface. Two separate generating systems
within the cartridge —one per stereo channel —re-
spond individually to the stylus motions along its
two orthogonal (right-angle) axes. (See Figure 1))
Of course, stylus motion is not limited to the left-
and right-channel axes, and it gyrates freely be-
tween those limits, depending on the degree of ste-
reo-channel blending. The isolation of each output
channel from the other (the stereo ‘‘separation”
spec) is mostly a function of the geometry of the
moving and fixed elements in the cartridge. In most
cases, a single magnet supplies all the flux, which is
channeled, via the system of pole pieces, to the
coils. In the case of at least one cartridge model,
separate magnets are used for each of the two
stereo channels.

As mentioned just above, design problems, and
most of the notable advances in performance, relate
less to the operating principle employed than to the
specific mechanical parameters of the moving parts
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of the system. There are two distinctly different as-
pects to the interface between stylus and record —
tracing and tracking —that are often confused be-
cause of their similar names. Tracing refers to the
geometrical relationship between the stylus and the
groove modulation. The acetate master record is
engraved with a special “"V’-shaped ruby stylus
that is able to produce very sharply defined contour
changes in the groove. The playback stylus, on the
other hand, has a rounded tip with a radius of curva-
ture much larger than that of the cutting stylus.
Obviously, it cannot follow the precise path traced
by the cutting stylus. As a result, there are inevita-
ble tracing distortions during playback, as illus-
trated in Figures 2 and 3.

To minimize tracing distortion, a conical stylus of
smaller tip radius, such as 0.5 mil instead of the
normal 0.7 mil, was once tried, because it was bet-
ter able to follow the finer details of the groove
modulation. However, the resulting increase in
pressure per unit of contact area further accelerated
wear of both record and stylus, and in some cases
the stylus rode too far down between the groove
walls and hit the groove bottom, adding noise or dis-
tortion to the signal. A more acceptable alternative,
now almost universal in high-quality cartridges. is
the use of a stylus with a bi-radial, or elliptical,
cross-section. The groove wall is contacted by an
edge radius as small as 0.2 mil, yet the radius of the
stylus at right angles to the direction of record mo-
tion (across the groove, that is) is 0.7 to 0.9 mil,
keeping the tip safely above the groove bottom.

Tracking refers simply to the ability of the play-
back stylus to remain in positive contact with the
groove walls at all times. Tracking is actually a two-
part problem for the designer, involving both the
moving mass and the compliance of the stylus as-
sembly. As the vertical tracking force is reduced in
an effort to achieve less record and stylus wear, the
stylus system must be made more compliant, so that
the stylus yields more easily to the vertical move-
ment of the groove. The stiffness of a noncompliant
stylus would cause the entire arm to be moved by
the groove, with resultant groove damage and loss
of bass response. High compliance (the ability of a
stylus to be deflected by a very small force) is nec-
essary to track high-level, low-frequency signals,
which can cause a pickup with insufficient compli-
ance to actually jump from the groove.

However. roo much compliance can lead to diffi-
culties as well, and these arise from interaction with
the tone-arm mass. The compliance of the stylus
and the effective mass of the tone-arm-plus-car-
tridge system produce a low-frequency resonance —
that is, a “preferred” frequency at which the whole
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tone-arm/phono-cartridge assembly tends to vi-
brate. If the resonant frequency is at 20 Hz or high-
er, tracking of low-frequency program material will
be affected and acoustic feedback problems may be
accentuated. If it is too low (below 5 or 6 Hz), nor-
mal record warp can cause mistracking or even
groove jumping in severe cases. The optimum fre-
quency for the low-frequency resonance is gener-
ally considered to be between 7 and 15 Hz. and the
arm/cartridge mass and cartridge stylus compliance
should be so arranged as to achieve this condi-
tion. If you have doubts as to the practicality of any
particular record player/tone arm and cartridge
combination, check with the units’ manufacturers.

The second requirement for good tracking has to
do with higher frequencies, where the amplitude of
the groove undulations may be low but the veloci-
ties (and accelerations) can be very high. In this
frequency range the critical factor is the effective
moving mass of the stylus system, which is typically
amilligram or less for good cartridges. The accelera-
tion of even such a small mass, as it reverses direc-
tion thousands of times each second, requires that
the record groove exert a large dynamic force on

[ RECORDED VELOCITY

® Recorded velocity should not be confused with
linear groove velocity, which is really no more than
the speed at which the spinning record surface
passes beneath the stationary cartridge, and is a
function of the rotational speed of the record and
the record circumference at the point where the
stylus is playing. Recorded velocity, on the other
hand, is the speed at which the stylus must move —at
right angles to the groove direction — in tracing the
recorded program. This velocity is proportional to
the product of the amount or amplitude (in centime-
ters) of the groove displacement from center and
the recorded frequency in hertz, and is expressed in
centimeters per second (cm/sec).

Although typical recorded velocities found on
commercially available phonograph records aver-
age about 5 cm/sec, short-term values well in ex-
cess of 30 cm/sec have been measured. particularly
at the higher audio frequencies. These, when pres-
ent, would severely tax if not overwhelm the high-
frequency tracking ability of any phono cartridge
presently available.

Since stylus motion is actually a back-and-forth
(or up-and-down) oscillation, its velocity is of
course not a constant, straight-line quantity. but a
series of starts, stops. accelerations. and decelera-
tions. Therefore. when recorded velocity is speci-
fied, the figure given is usually the peak velocity
—the highest rate of speed the stylus achieves in
tracing a recorded waveform, even if that rate is
reached only for an instant as it follows the undula-
tions of the record grooves.
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Fig. 4. The range of frequencies and velocities encountered in

an assortment of difficult-10-1rack commercial records is indicat-

ed by the dark area. Shure Brothers engineers made the measure-

menis (0 determine the tracking ability required for playback.

the stylus. As with low frequencies, there is a po-
tential resonance problem, this time between the
cartridge’s moving mass and the elasticity of the
vinyl record material. When the high-frequency
resonance occurs in the upper audio range (10,000
to 15,000 Hz), it causes several undesirable effects.
Transient response is degraded, stereo separation is
often affected, and the groove walls can be perma-
nently damaged by the mistracking stylus. Also, the
cartridge’s frequency response will drop off rapidly
above the resonance point.

Since neither the cartridge designer nor user can
control the properties of the record material, it is up
to the phono-cartridge designer to keep the stylus-
assembly/vinyl resonance above the audio range.
The record companies are working to develop some
“stiffer” record plastics, and there may be some
significant announcements on that in the coming
months. But until that happy event is upon us, the
phono-cartridge designer must try to keep the stylus
mass as low as possible by mounting a very small
diamond in the lightest possible supporting struc-
ture. Not only is this an expensive pracedure
(because of the special materials and tolerances
involved), but the low-mass moving systems used in
the top-of-the-line cartridges tend to be relatively
fragile compared with the rugged assemblies used in
cartridges that have been designed for 3-gram and
higher forces.

The “trackability’” of a stylus can be expressed in
terms of the maximum recorded velocity, in centi-
meters per second (cm/sec), that it will track at a
given vertical force as a function of frequency.
Maximizing the tracking ability at either end of the
frequency spectrum involves some sacrifice at the
other end: an optimum design must take into ac-
count the actual range of velocities and ampli-
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tudes —at all frequencies —likely to be encountered
on commercial records. Shure Brothers’ engineers
have done extensive research on the problem, and
Figure 4 illustrates the velocities encountered on a
large sampling of commercial discs.

In a real sense, the cartridge, when confronted by
a recorded velocity that exceeds its tracking capa-
bility, is overloaded —or overdriven —in the same
way that an amplifier or speaker is driven into dis-
tortion by an excessively strong signal. However,
unlike the situation with an amplifier or speaker, the
distortion produced by an overdriven phono car-
tridge cannot be reduced simply by turning down a
volume control. The cartridge must be able to cope
with whatever range of velocities may be engraved
in the grooves of the disc, and in many cases these
exceed the tracking ability of even a very good car-
tridge. We have all heard mistracking in the form of
spitting or shattering vocal sibilants, bells, or harp-
sichord sounds, to mention but a few of the most
audibly obvious cases. If you want a fast sonic dem-
onstration of mistracking, all you need do is reduce
your tracking force a half gram or so below the
manufacturer’s rated minimum force. The breakup
and shattering on high-velocity recorded material
will come through loud and clear. Conversely, the
tracking ability of a cartridge can often be improved
somewhat by using more tracking force, but eventu-
ally the stylus, because of its vertical compliance,
will be forced back into the cartridge body. If the
mistracking persists at the highest tracking force
that can be used, the only recourse is to change to
another cartridge with improved tracking ability.

ANOTHER aspect of stylus/groove geometry is
the vertical tracking angle. As shown in Figure S,
this is the angle formed by the perpendicular line
A-B and line C-D, which lies along the path the cut-
ting stylus actually takes when inscribing vertical
modulations on a master disc. According to the
stated recording industry standard, this angle is 15
degrees. The arc the playback stylus describes in
tracing these vertical modulations (curved line E-D)
should coincide as closely as possible with the |5-
degree cutting angle, or some distortion of the play-
back signal will theoretically result. In practice,
however, this is of limited importance. since devia-
tions (errors) of several degrees from the 15-degree
standard are quite common with good modern pho-
no cartridges and record-cutting equipment alike,
and yet significant audible distortion does not seem
to be produced. (According to industry sources, the
German industrial association DIN is likely to
adopt a standard of 20 degrees for vertical tracking
angle shortly, and other countries may follow suit.)
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Fig. 5. The “vertical tracking angle’ describes the movement of
a stylus in following the vertical groove modulations. The 15°
line C-D represents the current standard angle for disc cutters;
the dotted line E-D is set by the location of the stvius pivor.

A related potential problem, especially with a
cartridge having a very compliant stylus assembly,
is the possibility of contact between the cartridge
body and the record surface, especially when play-
ing a warped disc. This is a function of the cartridge
body shape, the angle of the stylus cantilever, and
the arm design; if it occurs. it can usually be cor-
rected (with some sacrifice of vertical-tracking-
angle accuracy) by placing a small wedge between
the front of the cartridge body and the inside of
the cartridge shell, tilting the entire cartridge
sufficiently to provide more clearance.

Although we have concentrated up to this point
on the mechanical aspects of cartridge design and
performance, the purely electrical properties cannot
be ignored. For instance. the coils of a magnetic
cartridge have considerable inductance and resis-
tance. Together with the capacitance of the con-
necting cables and the amplifier input circuits, they
form a resonant circuit that has a significant effect on
the cartridge’s frequency response. This electrical
resonance is usually at a frequency at or above the
cartridge’s mechanical high-frequency resonance
(as discussed earlier), and it can be used to extend
and/or flatten the overall frequency response of the
cartridge. Excessive capacitance, originating in the
preamplifier input circuit or in long connecting ca-
bles from the player, will lower the resonance fre-
quency. In some cases, this can result in a response
peak in the 10.000 to 12,000-Hz region, which may
be heard as an overly “bright”” sound or as accen-
tuated record hiss and distortion. Since the car-
tridge output falls off rapidly above resonance, the
subjective effect of excessive cable capacitance can
be either an increase or a reduction in apparent
high-frequency response. Neither condition is de-
sirable, as a rule. Some cartridges, however, require
a higher-than-normal load capacitance for optimum
frequency response. In other words, there is no sin-
gle “‘right” load capacitance for every case. There-
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fore, the manufacturer’s recommendations should
be followed.

Susceptibility to capacitive loading can be mini-
mized in the design by reducing the inductance of the
cartridge coils. This means fewer turns of wire—
and hence a lower output voltage for a given mag-
netic flux. But in order to minimize the moving mass
that must be driven by the stylus, most high-perfor-
mance cartridge designs already use a minimum of
magnetic material, and this also operates to reduce
the available output. To keep the cartridge output
voltage in the vicinity of 3 to 6 millivolts (at a stan-
dard 3.54-cm/sec reference groove velocity), the
cartridge designer has relatively little latitude in his
choice of coil design. Nevertheless, there are signif-
icant differences in inductance between different
makes and models of cartridges.

At the opposite extreme, cartridges that have
very high output voltages can overload some
preamplifiers when playing at high recorded veloci-
ties. For example, a cartridge whose output is 2 mil-
livolts at a | cm/sec groove velocity (typical of
many low- and medium-priced cartridges) will pro-
duce a 50-millivolt output from a 25-cm/sec re-
corded signal (not an uncommon level for many
recorded transients on commercial discs). Most
good preamplifiers can handle 50 millivolts without
distortion, but some will overload and “clip” at lev-
els as low as 35 to 40 millivolts. The result of such
an unfortunate pairing of a high-output cartridge
and a preamplifier susceptible to being overdriven
would be intolerable distortion, which could be
eliminated by changing either the cartridge or the
preamplifier.

T{ERE has been some confusion over special car-
tridge requirements for playing four-channel rec-
ords. The majority of such discs are matrixed re-
cordings, which appear to the cartridge exactly like
any other normal stereo record. except that there
tends to be slightly more vertical modulation in the
groove. The velocities and frequency-response
characteristics of matrixed records are essentially
identical to those used for any normal stereo re-
cording. True, excessive phase shift or channel
imbalance in the cartridge, particularly at high fre-
quencies, could alter the directional properties of
the decoded four-channel program. But in general
there are no special cartridge requirements for play-
ing matrixed four-channel records, regardless of the
matrix system employed.

Quite the opposite is true for the so-called “dis-
crete” four-channel records cut with the CD-4 sys-
tem. The frequency range of these recordings ex-
tends to 45,000 Hz — well beyond the useful upper
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limit of conventional stereo cartridges. High-fre-
quency tracking ability must be maintained. even
though the levels of these ultrasonic signals are
rather low. And performance of the two cartridge
channels should be carefully controlled over the full
frequency range for successful demodulation of the
30.000-Hz carrier and its FM sidebands, and for
their subsequent recombination with the base-band
audio signals to produce four separate program
channels. The CD-4 demodulator must be adjusted
and matched to the specific characteristics of the
playback cartridge and stylus, so that even a change
of stylus requires “retuning’” the demodulator.
Earlier. we pointed out the advantage an elliptical
stylus has in its ability to trace very short recorded
wavelengths without excessive record wear. An
extension of this concept to the CD-4 record’s
unique frequency-response requirements involves a
spectally shaped stylus jewel (Figure 6), called the
“*Shibata’ after its inventor. The Shibata stylus
jewel is shaped so as to contact the groove wall
along a line, rather than the usual circle or ellipse.
Since the line contact is narrower than the edge of
an elliptical stylus, it is better able to trace the high-
est recorded frequencies. Because of its length, the
contact area is reasonably large, and record wear is
not a problem even at the 1.5- to 2-gram tracking
forces needed by the cartridges presently available.
The Shibata stylus is used in all the cartridges we
have seen that were designed specifically for CD-4
service, and it seems to do what is claimed for it.
Many cartridge designers, particularly in the United
States, have expressed reservations about its practi-
cality, since it requires exceptional care in manufac-
ture and must be positioned on the stylus shank
with great precision. Although Shibata styli have
been a Japanese product up to now, some U. S.
companies are reported ready (technologically, at

Fig. 6. These head-on views of elliptical (left) und Shibata sivli
show how the Shibata “spade’” shape offseis possible wear-
producing effects of a narrow groove-tracing edge by extending
the contact area vertically along the walls of the record groove.
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least) to begin manufacturing them. And both Pick-
ering and Stanton have a U. S.-made stylus of a new
shape intended to provide the same benefits as the
Shibata configuration.

Magnetic cartridges for the CD-4 system are de-
signed with low-inductance coils and have a corre-
spondingly low output voltage. They must be oper-
ated with the lowest possible cable capacitance to
avoid high-frequency losses. and special low-ca-
pacitance cables are usually supplied with the CD-4
demodulators.

It is very difficult for the layman to interpret car-
tridge specifications in any way that will relate to
how a particular cartridge will perform in his own
system. As we have seen, high compliance and low
moving mass, both of which are necessary qualities
of a good cartridge and much sought after by many
audiophiles, must not be carried to excess.

As we have stated on other occasions, the best
guide to the overall quality of a cartridge is the
range of recommended tracking forces assigned to it
by its manufacturer, with lower forces indicating, in
theory. a better cartridge. Bear in mind, however,
that the minimum rated force is at times an unreal-
istically optimistic figure, and one should normally
use a force slightly above the center value in the
suggested range. In the final analysis, the best —if
not always most practical —way to select a cartridge
is to play your most “difficult” record, using various
cartridge candidates, and hear for yourself which
one produces the least distortion. Otherwise, you’ll
have to depend on test reports, and perhaps on the
recommendations of record-player manufacturers,
when available.

If it seems that we have neglected frequency res-
ponse, the oversight was intentional. Almost any
cartridge worthy of consideration for a reasonably
good system has a frequency response adequate for
any commercial record. Such listening differences
as do exist because of frequency-response aberra-
tions generally are not inherent in the cartridge but
arise mostly because of some mismatch at the
preamplifier input. And even those frequency-
response dips and peaks that are built into the
cartridge have far less audible significance than the
other distortion-producing characteristics dis-
cussed above.

I remember attending an engineering lecture
once at which a guest speaker expressed awe at the
amount of ‘“‘information” that could be crammed
into a record groove. I find it no less awesome that
today’s phono cartridges can mechanically extrract
that same information from the record groove with
so little alteration of either the content of the sig-
nal or the groove itself.
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STOP!
IN THE
NAME OF LOVE!

A mercifully brief catalog of some
of the odd turns song lyrics
have been taking lately

By J Marks

EMEMBER 1967, when everything was coming up records, and Phyllis Diller

was the only person on earth who wasn't part of the Love Generation?
Remember? Back when the Beatles made a fortune telling us in two dozen dif-
ferent songs that “All you need is love, love, love is all you need”?

Well, you can kiss musical humanitarianism goodbye, because today's song-
writers are busy telling people off. Even love songs have taken on a decidedly
nonromantic mood, as for example in Mirror by the Batteau brothers (Columbia
KC 32063), which has a line that goes "I can swim; I'm a sperm, on my night sea
journey turn.” A duet, doubtlessly, for Masters and Johnson. And those writers
who aren't talking about biology constitute a whole schoot of composers dedi-
cated to the latest form of that old serenade: "I'll be glad when you're dead, you

rascal you!”

® Of course, as | write this, the most
potent several minutes of loathing you
can currently hear on AM and FM ra-
dio is CARLY SIMON's You're So Vain.
It's clearly a song of retribution for all
those horrible tunes guys have been
writing about unfaithful and vain la-
dies for centuries. It has been rumored
that the tune is addressed to one of
several famous gentlemen of rock:
Mick Jagger, some say—though it's
Mick's voice that you hear singing
harmony on the choruses, which sort
of excludes him automatically-—-or,
others insist, Warren Beatty. But
whoever the unlucky egomaniac is,
the lyrics work him over so thoroughly
as an s.o.b. that I'm certain he'd
very much like to remain comfortably
anonymous.

® But Carly didn't invent the song
that says “‘drop dead!” in fluent rock-
and-roll. Way back in 1956, a Missis-
sippi country boy named ELVIS PRES-
LEY did a song by Jerry Leiber and
Mike Stoller called Hound Dog that
was as thoroughly contemptuous (if
far less urban) than just about any-
thing in the world of modern musical
put-downs. Presley rode the tune to
the top of the charts, and like Carly he
made a fortune on the strength of
tuneful invective. “When you said you
was high classed,” Elvis sang, "well
that was just a lie.”” What's more, the
Pelvis admonished, *'you ain't never
caught a rabbit, and you ain't no friend
of mine!” So git, mongrel! “You ain't
nothin’ but a Hound Dog!

® A very special category of hate
song is the declaration of self-con-
tempt, otherwise known as a Schwan-
engesang, or suicide song. There are
many more contenders in this peculiar
and rather bizarre genre than one
might imagine, but probably the most
dreary is the Dress Rehearsal Rag by
LEONARD COHEN (popularized by
Judy Collins in “In My Life,” Elektra
Records EKS 74027). Mr. Cohen, a
Canadian poet-novelist-singer-song-
writer, is noted for his dearth of Sturm
and abundance of Drang, and he is
probably the most afflicted songwriter
of the English language-—a veritable
Job of pop music. The song, at least
on one level, concerns the drugged
decline of a superstar who, overtaken
by ennui while shaving, is about to cut
his throat. Some treat.

® Another popular suicide song was
penned by the obscurantist Mr. LOU-
DON WAINWRIGHT Il (“Album I
Atlantic Records SD 8291). Typically,
Loudon deploys his disturbingly mel-
ancholy voice to depict aslightly over-
ripe emotional state with a fair dose of
self-mockery: “When you get the
blues,” he sings, “and want to shoot
yourself in the head . . . go ahead.
Furthermore, he advises, “Do the
Monkey. Do the Pony. Do the Sloop.
Do the Boogaloo. Twist—cut your
throat, cut your wrist!” Turning philo-
sophical, Wainwright suggests “When
you tire of worldly toil, shuffle off this
mortal coil. Turning your body back to
soil. It's OK." And finally, “When you
get hung up, hang yourself up by the
neck,’’ he sighs. “What the heck!”




® There's always been a question as
to whether BOB DYLAN or Mick Jag-
ger wrote more contemptuous lyrics
about women. Among feminists who
are enamored of rock. it's something
of an embarrassment to scrutinize the
lyrics of these pop giants. And lots of
very elaborate schemes have been
devised to vindicate the male chauvin-
ist heroes. But Dylan’'s Positively 4th
Street ('Highway 61 Revisited,” Co-
lumbia CS 9189) still comes down as
one of the most anti-female proclama-
tions since Bluebeard. "You got a lotta
nerve to say you are my friend" is. I'd
say. a pretty rotten first line for any
kind of song, but Bob goes on to ex-
plain that when he was down his
friend “just stood there grinning.’
Dunno just what it means, but the
song evidently got to a lot of people.

® Though Dylan undoubtedly has a
nasty streak in him, he doesn't leave
MICK JAGGER too far behind when it
comes to a capacity for contempt
Stupid Girl (“Aftermath,” London PS
476) by Jagger and Keith Richard is
a most ferocious example of a type
of song known as stay-out-of-my-life-
you-dumb-broad. In this particular
tune. Mick sizes up the lady from top
to bottom—her terrible clothes. the
dreadful way she combs her hair, the
way she powders her nose. “Her vanity
shows, and it shows. He con-
demns the way she digs ‘or gold. the
way she grabs and holds, the way she
talks about someone else. 'She’s the
sickest thing in this world.” And. Mick
concludes, 'She bitches about things
that she's never seen. Just look at that
Stupid Girl!

,,’,5'7‘.- 79

®ir0n

® Contempt is not limited to the new
love songs. It's also the fashion in the
current boom in songs with “reli-
gious  themes. Besides David Peel's
notorious "The Pope Smokes Dope’
(Apple Records SW 3399), there's a
show-stopping vaudevillian diatribe
in “Jesus Christ Superstar’ (Decca
DXSA 7206) in which an haute cou-
ture hermaphroditic Herod (above)
sings a nasty tune to Jesus: S0, Her-
od hisses. "you are the Christ, you're
the great Jesus Christ! Prove to me
that you're no fool! Walk across my
swimming pool! If you do that for me,
then I'll let you go free. C'mon King of
tre Jews! But then the disappointed
Herod huffs. Bette-Davis-style. "“You
are nothing but a fraud! Get out. you
King of the Jews! Get out ot my lifeV’

® LOU REED. in the song Vicious

‘Transformer,” RCA LSP 4807),
hits a person of indefinite gender with
his purse. (It's rumored that all three
photos on the album cover. the guy on
the front with eye make-up. plus the
1940's tough and the 1950's cutie in
btack satin on the back cover. are all
portraits of the artist.) “Vicious,” Lou
sings. ‘'you're so vicious! You hit me
with a flower. You do it every hour!
‘You're the kind of person,’” he says,
‘that | don’t want to meet.” He further
suggests, "Hey! Why don't you swal-
low razor blades you must think
I'm some kind of gay blade.” Not ex-
actly felicitous, but. all in all. you do
get the impression that Lou doesn't
like the party in question

® With the disbanding of the Beatles
a whole avalanche of contrariness
crashed through the traditionally lov-
ing lyrics of the Fab Four. JOHN LEN-
NON unleashed a tide of resentment
he had felt for years for his ego-trip-
ping collaborator Paul McCartney. In
How Do You Sleep? (“Imagine, Ap-
ple Records SW 3379), John levels
his former buddy: “Those freaks was
right,”” he says (referring to the rumor
that Paul had died and been replaced
by a double), “when they said you
was dead!"’ As for McCartney's contri-
bution to the musical world of the
Beatles, ‘The only thing you done was
Yesterday.” And. Lennon concludes,
‘The sound you make is Muzak to my
ears, you must have learned some-
thing in all those years. How do you
sleep at night?’

@ HARRY NILSSON has always had a
facility for being quietly outrageous.
But he really outdid himself with a
song called You're Breaking My Heart
which unquestionably puts the finish-
ing touch on the whole repertoire of
derogatory tunes. In a completely un-
broadcastable diatribe from his ex-
cellent “"Son of Schmilsson” (RCA
LSP 4717). Harry proceeds to draw
and quarter his Lady. She wants, he
complains, to drive his car. What's
more, she wants to buy a whole lot of
siuff. She wants to boogaloo. But Har-
ry’'s had enough. "You stepped on my
ass. you're breakin’ my glasses too!
You're breaking my heart!" he admon-
ishes sternly, as he heads for the killer
line of romantic music: "'You're tearin’
itapart. . .sof "k you!"Itis quite cer-
tainly a first in the literature of love.
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Light years away from Ozzie and Harriet and still moving
By TODD EVERETT
11070 arararaiaiatateieisisisisisisiaiatsistatatotototioiotoigigigigigigigigigioigisigiotgigiatd

RCK NELSON. Eric Hilliard Nelson, actually. He's a
singer, songwriter, guitarist, and bandleader. though
not necessarily in that order. He’s also an actor, having
spent more time on radio and TV than just about anybody
else has, and having appeared in a couple of movies as
well. He's a husband and a father. He’s an artist, and, as
such, he’s always just a bit ahead of his time —recording
country music before it was fashionable, recording Randy
Newman songs before thev were fashionable. The guy
who plays lead guitar with Elvis today was doing the
same for Rick fifteen years ago. Johnny Cash wrote a
song especially for him ren years ago. What other creden-
tials do you need?

Rick was born thirty-three years ago—though he
doesn’t look it—in Teaneck, New Jersey. His parents,
Ozzie and Harriet Nelson, were already well-known en-
tertainers —he as bandleader and musical director for the
Joe Penner and Red Skelton radio shows, and she, Har-
riet Hilliard, as band vocalist. Later, they began their own
situation-comedy radio series, The Adventures of Ozzie
and Harriet. In the early years of the radio show, the
roles of Ricky and older brother David were played by
young actors. When the real Ricky and David entered
their teens, though, they started playing their own roles.
The program made a highly successful transition into
television, where it ran for fourteen years and can still be
seen nationwide in reruns.

Although Rick’s first film appearance was in Here
Come the Nelsons in the early Fifties, he later made an
impressive mark in Howard Hawks’ Rio Bravo, with
John Wayne and Dean Martin. Johnny Cash wrote the
song Restless Kid for that film, incidentally, but the per-
formance wound up on the cutting-room floor.

Not all of Rick’s youth was spent acting. He attended
school, and his friends were, for the most part, other en-
tertainers. Some of them formed a group, which was later
to gain national prominence as the Four Preps with songs
like 26 Miles and Big Man. **My first public appearance
as a singer was with them,” Rick recently recalled in the
game room of his spacious Hollywood Canyon home.
“They were going across town to perform at a high school
assembly. I went along with them, just for fun. They per-
formed and then asked me to come onstage. The kids
knew me from television, and there was a minor riot. |
couldn’t believe it!” Rick and the group faked through an
Elvis tune they all knew, Mv Baby Left Me. The young-
sters chased Rick and the Preps into the parking lot, the
performers barely escaping with their clothes intact.

It was not too much later that Rick told a girl friend he
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was going to make a record. The story was. he says now,

just a story, intended to impress her, but she called his

bluff, so Rick asked his father to arrange for a recording
session. Ozzie complied, and three sides were cut. Rick
premiered one, a version of the Fats Domino hit I'm
Walkin', on the family TV show. As a singer, he was liter-
ally an overnight success.

Rock-and-roll purists of the time, if they bothered to
think of him at all, tended to dismiss Rick and his singing
since it was chiefly the more teen-oriented of his material
(Poor Little Fool, Waitin’ in School, and the like) that
sold, and Elvis was still the king of rock. In retrospect (a
view most conveniently provided through the United
Artists ““Ricky Nelson” Legendary Masters album,
UAS 9960). Rick proves really to have been a lot hipper
than he was generally given credit for. He produced all
his own records (still in his middle-to-late teens and early
twenties, remember) and claims to have made a very con-
scious attempt to emulate the Sun Records sound pi-
oneered by such artists as Johnny Cash, Elvis Presley,
and Carl Perkins.

NELSON’S recording success lasted for close to six
years, from 1957 until about 1963 or so. He survived
(barely) a change in record labels in 1963, leaving Impe-
rial when his father, a shrewd businessman, negotiated a
twenty-year contract with Decca (now MCA). Rick’s
first few Decca singles did well enough; subsequent re-
leases registered less and less on the national conscious-
ness. By 1965, he was a virtual has-been.

*“I"d been doing pretty much the same kind of thing for
several years. | was getting tired of it, and obviously the
audience was not as receptive as they had been. | went
into a long period of feeling around, trying to get a style
that fit me comfortably. Fortunately, | had that twenty-
year contract with the labzl. All 1 had to do was come up
with a certain number of records each year. | tried several
styles, and used some outside producers. Some of the
music was pretty good, but none of it really caught on.”

It was a frustrating period for Rick. Financially. he
didn't need to worry, thanks to past record royalties and
residuals from his television shows. But he knew that he
was capable of something artistically worthwhile, and he
was faced with the inability, for a time, to isolate that
capability and turn it into reality. During this period he
became familiar with the work of such writers as Randy
Newman, Tim Hardin, and Bob Dylan, with which he
had had minimal previous contact. And he released a to-
tal of eleven albums, starting with “For Your Sweet
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Love,” and embracing a variety of styles, types of materi-
al. and instrumental backgrounds. Two of the most suc-
cessful, artistically if not commercially, were **Bright
Lights and Country Music™ and “Country Fever.” As
the titles indicate, both had more to do with Rick’s Carl
Perkins influences than with any attempt to play on teen-
age female heartstrings.

By 1969, Rick had made the decision that would bring
him back to the top. The concept was essentially simple:
he went right back to what he had been doing at first.
“When | was originally recording, through all my hits, 1
had been working with my own band. We used the same
musicians on all my sessions, and got what was a very
basic sound to our records. Later [ tried everything, but
none of the other styles was as comfortable for me. So |
formed the Stone Canyon Band.”

The group was made up of Los Angeles-based musi-
cians, largely unknown but all very good. Probably the
best-known Stone Canyon picker at the time was Tom
Brumley. who had retired a year earlier from a long stint
with Buck Owens’ country band. Brumley (whose uncle,
incidentally. wrote the sacred favorite I'll Flv Awav)
gave Rick and his group solid roots and a credibility that
would otherwise be hard to come by with a large segment
of his potential audience. Another early member of the
Stone Canyon Band was Randy Meisner. one of the foun-
ders of Poco and now an Eagle.

Rick’s first single with the Stone Canyon Band was a
Dylan song that had already become a standard of sorts,
She Belongs to Me. The combination of singer, song, and
band proved fortuitous: it was Rick's first hit in more than
four years. The band immediately cut a live album at
1..A.’s Troubadour (**Rick Nelson in Concert,” Decca
DL1. 75162). The performance set the style of Rick’s fu-
ture format: a couple of Nelson oldies, a couple of con-
temporary pieces. and a couple of originals. Rick had,
through the years, developed into a capable songwriter,
and a later album, “Rick Sings Nelson™ (Decca DL
75236), was a well-received testament to that talent.

WMT really brought Rick Nelson back to the center
of events, though, was Garden Party. A story-song in the
best troubadour tradition, done in Rick's by-then stan-
dard easygoing country-rock style, the tune for some rea-
son communicated to a larger audience than anyone ex-
pected. (The album “Garden Party,” Decca 75391, con-
tains the title song and its follow-up, Palace Guard) The
“plot," as almost everybody knows by now, concerns a
performance Rick gave at a Richard Nader “Rock 'n’
Roll Spectacular” held at Madison Square Garden a year
ago last November. Rick had had an aversion to that type
of show. he says, though *“‘I've never tried to run away
from the past. I feel that it’s the other person’s problem if
he insists on living that kind of nostalgia. The audience at
those concerts is a strange mixture of people. It’s like
they're true Fifties people who wear their saddle shoes
and sweaters and really helieve. 1 think that a lot of them
are people who would like to be thought of as bikers —
sort of like the kind of people who will wear suits to work
and put on a long-hair wig for the weekends, only these
are from another era altogether. For myself, I'm glad that
1 was around during that time, but it’s not anything that 1
feel any need to go back and recapture.

“Now, it they’re put in the right perspective, | think
that the old songs are fine. We do some of our old num-
bers in the regular act, even though a lot of the time we're

74

playing to audiences. like college kids, who have never
heard the originals. It would be dishonest of me not to do
some of them. People expect it. I'd hate to see Tim Har-
din and not have him do If I Were a Carpenter. But 1
don’t do a show of old songs. It’s a sign of people stop-
ping. | think that people like Chuck Berry owe more to
their audience than just doing hits from fifteen years ago
at revivals.”

Nevertheless, Rick was persuaded to attend this one
particular “garden party.” *'l kind of went against my
original reaction. | talked myself into it by saying that it
would be good to be seen by that many people. and that [
could always sneak in some new material.

“We really tried to get into the spirit of things as much
as possible. We opened with Be-bop Baby, which |
haven’t done in veuars. The response was O.K., | guess,
but there seemed to be a bit of uneasiness. 1t was probably
because we dressed the way we do now. and didn't wear
Fifties outfits like a lot of the acts and a great deal of the
audience. | don’t know. Anyway, the only thing that
could be considered ‘new material’ that we wound up
doing was Honky Tonk Woman. The audience got quite
hostile, and started booing. We just forgot about doing
anything else any more recent than Lonesome Town.

TlE reason 1'm so happy that Garden Purtv is the one
that made it is because it’s such a personal thing. I guess
I’m saying more than just what happened that particular
evening; it applies to any sort of putting too much empha-
sis on the past. You can’t take something out of that era
and compare it to what’s going on now, except that that
music is the basis of today’s.

“The musicianship is so much better now, for one
thing, and so are the studio techniques. All of my early
songs were recorded on one track. We did Garden Party
on twenty-four. Of course, back in the Fifties everybody
was an innovator, because rock-and-roll was totally new.
I said earlier that a lot of people at the Garden were
trying to recapture the past. Well, [ think also that a lot of
people were there who missed out on it when it was all
happening. There were a lot of people who spent all their
time putting it down and who wouldn’t listen to anything
but straight-ahead jazz at the time. Now they’re trying to
recapture something that just can’t be brought back —and
shouldn’t be.

“The song is basically a story of that one evening and
that one show. But there is another thought involved —
that if you can’t please everybody, you've got to please
yourself. I came to that conclusion three years ago, when
I founded the Stone Canyon Band. For a while, nobody
knew what | was doing—not even / did. With the forma-
tion of the band, I’ve gone back to what was the begin-
ning for me. Before then, | was trying everybody else's
ideas, because my ideas weren’t really working. The big-
production-type records that were becoming hits for
other singers just weren’t my style.

“For three years. it was like starting all over again. We
began in small clubs. and got going slowly, got sort of a
following going from people who had become tamiliar
with us and what we were doing. Now, after Garden Pur-
v, we're able to play the kind of places we want to. Peo-
ple know us, and accept us for what we're doing today.
It’s much more rewarding to me now than it was when |
started fifteen years ago. No, | can’t really say that. It
was a different thing, then. But it is more substantial
now.”
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BRAHMS’ STRING QUARTETS COMPLETE: A MAGNIFICENT SET

Glorious Romantic freedom characterizes the Cleveland Quartet’s performances for RCA

OUNG American string quartets seem to be

springing up these days like mushrooms —or

maybe sometimes more like toadstools. Be-
fore going any further, perhaps [I'd better lay my
own stylistic preferences out for all to see: | have
never been able to understand, for example, why so
much fuss has been made about the Guarneri Quar-
tet, a group that seems to me so surfacy and nerve-
less in manner, so devoid of real musical sap, that |
have on occasion walked out of its concerts at inter-
mission rather than suffer through any more devital-
izations of great works. Far more to my taste is the
utterly committed playing of the newer Vermeer
Quartet, the as yet unrecorded artists-in-residence
at Northern lIllinois University (their corporate
strength is threatened at the
moment by the third personnel
change they've had in as many
years of existence).

Just now, however, with a
magnificent set of the complete
Brahms string quartets re-
corded for RCA, the Cleveland
Quartet at one stroke establish-
es its position in the very fore-
front of American quartet play-
ing. Formed at Marlboro in
1969, the quartet takes its
name from the late Victor Ba-
bin’s Cleveland Institute of
Music, though it has since
moved on to the University of
Buffalo. Its members are vio-
linists Donald Weilerstein and
Peter Salaff, violist Martha
Strongin Katz, and her hus-
band. cellist Paul Katz.

[ am all the more delighted to
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JOHANNES BRAHMS
A fundamentally polyphonic cast of mind

be able to greet this recording with almost unquali-
fied enthusiasm because [ was sharply disappointed
by the Cleveland when 1 first heard it at the Univer-
sity of Chicago a season ago. What 1 had heard of
Weilerstein at Marlboro several years back, and
what | knew of the Katzes’ playing, had led me to
expect great things. Instead, I found an ensemble
sound that didn’t quite cohere and a curious sense
of tentativeness in the interpretations.

That must simply have been a bad night, for there
is no trace of such weaknesses in these extraordi-
narily mature and skillful performances. The group
could hardly have chosen a better vehicle for its
debut recording. The three quartets are masterly
expressions of Brahms’ fundamentally polyphonic
cast of mind, and the unusually
democratic balance of artistic
power among the Cleveland’s
four instruments makes it
ideally suited to be the medium
of the composer’s richly de-
tailed textures. If the cellist
and, even more, the violist
make the most immediate im-
pression here, that, I think, is
only a natural consequence of
the solicitude with which
Brahms treats the middle and
lower parts. The two violinists
make just as good use of their
opportunities, but they do not
try to monopolize the limelight
in an un-Brahmsian manner.

What is most exciting about
these readings is their glorious.
sense of uninhibited Romantic
warmth. The players’ technical
command and rhythmic zest
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ensure that the music’s broader lines are always
kept firm and lucid. But they are also not averse to
a whopping bit of portamento when the expressive
context justifies it. The cello’s juicy downward
swoop at measure 161 in the finale of the C Minor,
and the viola's passionately projected solo in the
third movement of Opus 67, are excellent examples
of a rhetorical freedom that reflects the Serkin-
Marlboro tradition at its best.

[ have only two reservations. I think the Cleve-
land will one day come to play the radiant major
passage near the end of the C Minor Quartet with a
more rarefied tone than it manages here. And I
wish —this is a much more substantial gripe — that
the exposition repeats in all three first movements
had been observed: in Opus 67, particularly, the
omission of the repeat seriously obscures the struc-
ture of the movement, with its complex, subtle in-
terrelationship of %s and %4 meters.

Yet even here the unbridled recklessness of tem-
po and articulation comes close to carrying the day.
These are performances fit to stand with the best
you will ever hear, recorded with thrilling immedi-
acy, and my quibbles should be read in that context.

Bernard Jacobson

BRAHMS: The Complete String Quartets: No. 1, in C
Minor, Op. 51, No. I; No. 2, in A Minor, Op. 51, No. 2;
No. 3, in B-flat Major, Op. 67. Cleveland Quartet. RCA
VCS 7102 two discs $13.96.

DONIZETTI'S ANNA BOLENA:
ANOTHER SILLS TRIUMPH

Her interpretation lends quiet dignity to the
romanticized story of Elizabeth’s mother

GAETANO DoNizETTY s opera Anna Bolena, in-
troduced in 1830, was his first real success.
More than thirty stage works had preceded it in the
composer’s prodigious output, but the operas which
sustain his fame today all came after Anna Bolena,
among them Maria Stuarda (1833) and Roberto
Devereux (1837). All three of these operas about
famous queens of England, long dormant as stage
works but now restored to circulation, are available
in recorded performances built around the unique
gifts of soprano Beverly Sills. I will therefore waste
no further time in coming to the point: her portrayal
of the hapless Anne Boleyn in the just-released
ABC recording is another major triumph for her.
The character of Anne Boleyn has been idealized
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BEVERLY SILLS: a rich and varied interpretation

but by no means dehumanized in Felice Romani’s
historically fast-and-loose but otherwise effective
and credible libretto. As played by Miss Sills, she is
a woman of quiet dignity who gains our sympathy at
the outset because the singer skillfully stresses her
vulnerability and her sense of impending doom. In
scene after scene, Miss Sills manages to sustain,
through her tremulous and fragile tone, an illusion
of repressed tears. But there are other colors in her
palette as well, making this a rich and varied inter-
pretation that rests on a secure technique and (this
time around) an avoidance of over-ornamentation.

As is well known by now, Miss Sills’ is one of
those voices that are not always under total control,
and there are therefore moments when intonation
suffers (the long duet with Percy on side four and
the final “*Coppia iniqua™ are two examples of this)
—but then the important opening aria comes off
splendidly despite its taxing tessitura. She also sings
her part of the first-act Sextet exquisitely and in-
vests the melancholy pages of the great final scene,
particularly “Cielo «' miei lunghi spasimi,” with
heartbreaking poignancy.

Anna Bolena is a long opera about arresting per-
sonalittes who suffer with dignity, connive nefar-
iously, commit stupid blunders. and make noble
sacrifices. All this is done to music that is both ef-
fective and vocally demanding; happily. Beverly
Sills is not alone in standing up to these demands.

STEREO REVIEW
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SHIRLEY VERRETT: «a brilliant upper register

Shirley Verrett as Jane Seymour (she has also been
quite effectively ennobled in the gallant Romani
treatment) is responsible for some of the showiest —
and most secure —singing of the production. Al-
ways compelling dramatically, particularly in the
significant confrontations with the King (these
scenes are among the musical highlights of this well-
constructed opera), she is most effective in music
that engages her brilliant upper register.

Although Enrico (Henry VIII) has no arias as
such, his ominous presence casts a shadow over
every scene. The young American basso Paul Plish-
ka brings to the role both strong dramatic projection
and impressive sonority. And though tenor Stuart
Burrows is somewhat overmatched by the fiendish
tessitura of his Prison Scene aria “Vivi t.,” his sing-
ing is elsewhere distinguished by ingratiating tone
and elegant phrasing. Patricia Kern is a very fine
Smeton and Robert Lloyd a satisfactory Rochefort,
but Robert Tear is weak in the role of Sir Hervey,
the bearer of ominous tidings.

Julius Rudel!’s leadership combines firm control,
sensible pacing. and consideration for the singers.
The New York City Opera plans to add Anna Bol-
ena to its repertoire in the near future. Given a cast
of a strength comparable to this one, the presence of
Sills and Rudel offers a comfortable guarantee of an
exciting production.

A comparison with the first complete recording of
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this opera, released two years ago on London OSA
1436, must begin with the admission that its fre-
quently exciting but vocally rather wayward Anna
(Elena Souliotis) has definitely been surpassed by
Beverly Sills’ portrayal here. Otherwise, the two
sets are closely matched. The London album offers
fine leadership by Silvio Varviso and good to excel-
lent singing by principals Marilyn Horne (Seymour),
John Alexander (Percy), and Nicolai Ghiaurov
(Enrico). George Jellinek

DONIZETTI: Anna Belena. Beverly Sills (soprano),
Anna; Shirley Verrett (mezzo-soprano), Jane Seymour;
Stuart Burrows (tenor), Lord Percy; Paul Plishka (bass),
Henry VIII; Patricia Kern (mezzo-soprano), Smeton:
Robert Lloyd (bass), Lord Rochefort; Robert Tear
(tenor), Sir Hervey; John Alldis Chorus; London Sym-
phony Orchestra, Julius Rudel cond. ABC/ATS 20015/4
four discs $23.94.
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PAUL JEFFREY’S
“FAMILY” ALBUM

Forty minutes of solid, unadulterated
contemporary jazz in a new Mainstream release

woO YEARs with Thelonious Monk’s group —a

group that has been sadly unproductive in re-
cent years —earned saxophonist Paul Jeffrey a com-
fortable reputation within the limits of the jazz
world. But now he has leaped over the monastery
wall, and if he keeps making albums like his new
Mainstream-label ““Family,” that reputation should
quickly grow to the outer limits of the jazz scene
and beyond.

Under the tasteful supervision of Ernie Wilkins,
Jeffrey and a fine band of largely unknown musi-
cians (including Monk’s son) treat us to forty min-
utes of solid, unadulterated drive and beauty, effec-
tively combining old and new elements of Afro-
American music. There are no electronic instru-
ments here, no precious tinkles of Eastern thumb
bells, no chants in Lenox Avenue Swahili, no tam-
bourine-dressed material from the pop scene, and
no attempts at political statement. The message is
clear and simple: outstanding contemporary music
does not need such accessories. That is not to say
that I question the validity of electronic jazz; much
of it (Miles and Mahavishnu, for example) is excel-
lent. But the majority of it is just so much preten-
tious extra-musical nonsense; I, for one, would
rather get high on music than have to get high to
appreciate it. Nor are political statements neces-
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sarily out of place in music (Brecht and Weill, Big
Bill Broonzy, Bob Dylan, and others have effective-
ly fused the two), but our ears are lately too often
assaulted by anti-this and -that inanities carelessly
tacked on to something that only barely passes
for music.

Paul Jeffrey’s “Family” is, appropriately, very
much “together.” As jacket annotator Valerie Wil-
mer puts it, these are ‘‘straight ahead, timeless
sounds,” and the total lack of pretension with which
they are presented will, | predict, give them the lon-
gevity they deserve. Afro-American music, like any
good music, needs no costumes; its naked beauty is
quite sufficiently breathtaking. Give us more Paul
Jeffreys (the country abounds with them), and jazz,
now often adulterated beyond recognition. will once
again attract large audiences with its exquisite, orig-
inal bouquet. Chris Albertson

PAUL JEFFREY: a total lack of pretension
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Polydor

Roy BUCHANAN: a veteran picker with a distinctive sound

PAUL JEFFREY: Family. Paul Jeffrey (tenor saxophone);
Joe Gardner (trumpet and flugelhorn); Stuart Butterfield
(French horn); J. C. Williams (bass clarinet): Hamiet
*“Bunny” Bluiett (baritone saxophone and flute): George
Cables (piano): Stan Clarke and Wilbur Ware (bass); Bob
Stewart (tuba); Thelonious Monk, Jr. (drums). F. U.:
Immigration: Motor Drive; Ina: Kim: Rodan; Bianca.
MAINSTREAM 376 $5.98. ® M 8376 $6.98. © M 5376
$6.98.
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'WAY OUT THERE
WITH ROY BUCHANAN

His blues-based second album is an a-10-2
of dazzling electric-guitar technique

oY BucHAaNAN's “Second Album” for Polydor
brings the electric guitar up to date, so to
speak, with the veteran picker doing everything
from lilting pastoral tinkles to Murderous Michigan
Macho-Raunch and never once coming close to
losing touch with his distinctive sound. The things
he does in After Hours alone would amount to a
satisfactory career for a better-than-average elec-
tric guitarist. Such praise, | know, suggests show-
boating, which is supposed to be offensive, but here
it doesn’t come out that way. Buchanan’s work calls
for its own definition of good taste — what I'm trying
to say, | guess, is that he has his own unique brand
of soul.

STEREO REVIEW



The selection of material this time out isn’t as
wildly unpredictable as it was in Roy’s first album,
and he’s coaxed five of the tunes out of his own
skull besides —two facts that are no doubt related.
Blues is the backbone of this one, and given that
circumstance, the melodies are adequate —all you
really need is a key and a rough idea. The band is
much better balanced here than before, with Dick
Heintze playing a particularly good blues piano.
The sound is hardly what you’d call integrated, and
though the guitar may be said to dominate, it does
so gracefully.

If you are a musician—even an amateur one,
you’ll know what | mean when | ask if you've ever
had that Schlitz grab-for-the-gusto soaring feeling,
as if you'd just sailed off the edge of the fixed world
with that last note and you haven’t the vaguest idea
where the next one is coming from or how you’ll
make it . . . but even though you’ll have to do it a
split second from now, you aren’t worried about it.
Roy Buchanan is frequently out there in that state.
And if you have some inkling of what that’s like,
you'll cherish this album all the more.

Noel Coppuage

ROY BUCHANAN: Second Album. Roy Buchanan (guitar,
vocals): Dick Heintze (keyboards): Teddy Irwin (rhy-
thm guitar). Jerry Mercer (drums): Don Payne (bass):
other musicians. Filthy Teddy,; After Hours; Five String
Blues; Thank You Lord; Treat Her Right; I Won't Tell
You No Lies; Tribute to Elmore James,; She Once Lived
Here. PoLYDOR PD 5046 $4.98.

A NEW, DOWNRIGHT
RABELAISIAN DONOVAN

Epic's “Cosmic Wheels” features some candid
explorations bevond the borders of wonderland

EVIEWERS, to the really gifted creators and per-

tormers. must often seem to be among the most
tiresome people in the world. Qur options, suppos-
edly, are to like or to dislike what they have done
and to explain our reactions. Qur problems, when
we have any, usually spring from the realization
that the artist knows where he is going, that we
don’t, and that we just have to tag tiresomely along
behind and try to describe as best we can what is to
us unfamiliar territory.

If Donovan will pardon me, then, 1 wili say that 1
find his new album for Epic, “Cosmic Wheels,” to
be the work of a poet who has broken out of his
accustomed pastel wonderland with a roar —two of
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Epic Records

DONOVAN: the aplomb of the ubsolutely self-assured

the songs here are downright Rabelaisian. The In-
tergalactic Laxative 1s a bit of scatalogical musing,
paradoxically sung in an elegant drawing-room folk
style, that could have taken its inspiration from a
men’s room scrawl by, say, Brendan Behan. And
Wild Wiitch Ladv, earthy to a fault, is about a giri
who just might be taken for Linda Lovelace. But
then, with the apiomb of the absolutely self-assured,
Donovan offers two lovely, romantic, and shimmer-
ingly graceful songs called Sleep and Maria Magen-
ta, and some keen-edged and amusing social com-
mentary in Appearances and The Music Makers.
His guitar playing continues to have its usual magi-
cal quality, and the orchestrations —especially for
Pat Halling's lead violin —are superb.

“Cosmic Wheels” is, | think, a definite step for-
ward for this poet/composer. Some may find the
verbal candor a bit hard to take, though it is really
no more than you get from Carmina Burana —but
then | guess you can say anything as long as it’s in
Latin. Included in the elaborate package is a semi-
nude photo of Donovan. This may by now have
become mandatory, but it’s where I draw the line:
he looks scroungier than his scroungiest lyrics.
Otherwise, no compiaint, just praise and rejoicing.

Peter Reilly

DONOVAN: Cosriic Wheels. Donovan Leitch (vocals and
guitar): orchestra. Cosmic Wheels; Earth Sign Man;
Sleep; Muaria Magenta; Wild Witch Ladv: The Music
Makers: The Intergalactic Laxative; I Like You; Only
the Biues; Appearances. Evic KE 32156 $5.98. ® EA
32156 $6.98. © ET 32156 $6.98.
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The 400 millisecond miracle.

Most people
seem to take for
granted the
smooth, effort-
less way in which a Revox works.

And that is as it should be.

For a great deal of time, effort and
sophisticated engineering have gone
into translating extremely complex
function into lightning quick, respon-
sive operation.

For example, when you press the
play button of a Revox, you set in mo-
tion a sequence of events that take
place with the precision of a rocket
launching.

It begins with a gold plated contact
strip that moves to close two sections
of the transport control circuit board.

Instantaneously, the logic is checked
for permissibility. If acceptable, a
relay is activated.

Within 15 milliseconds, power is
supplied to the pinch roller solenoid,
the brake solenoid, the back tension
motor, a second relay and, at the same
time, the photocell is checked for the
presence of tape. If present, Relay
One self-holds.

Elapsed time, 25 milliseconds.

At 30 milliseconds, Relay Two
closes and puts accelerating tension

on the take-up motor.

The logic checks are now complete
and power is available to actuate all
necessary functions.

From 30 milliseconds to 300 milli-
seconds, mechanical inertia is being
overcome and the motors and sole-
noids are settling down.

By 300 milliseconds, the brakes have
been released, the pinch roller is in
contact with the capstan shaft, the
tape lifter retracted, the playback mut-
ing removed and the motors have
come up to operating speed.

At 350 milliseconds power is cut off
from Relay Two, which changes over
to another set of contacts, releasing
the accelerating tension on the take-up
motor and completing a circuit
through Relay One that, in turn,
restores normal tension to the
take-up motor.

Total elapsed time, 400 milliseconds.
The Revox is now in the play mode.

And it’s all happened in a fraction of
the time 1t takes to read this sentence.

The 400 milli-
second miracle. &
More proof that &
Revox delivers
what all the rest
only promise.

Revox Corporation 155 Michael Drive, Syosset, N.Y 11791. Calif.: 3637 Cahuenga Blvd. West, Hollywood 30068
England: C.E. Hammond & Co., Ltd., Lamb House, Chiswick, London W4 ZPB. Available in Canada
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RECORDING SPECIAL MERIT

COLIN BLUNSTONE: Ennismore. Colin Blun-
stone (vocals and instrumentals): other mu-
sicians. I Don't Believe in Miracles: Exclu-
sivelv for Me: A Sign from Me to You: Everv
Sound I Heard: How Wrong Can One Man
Be: | Want Some More; and five others.
Eric KE 31994 $5.98, ® EA 31994 $6.98.

Performance: Lovely
Recording: Ditto

OF

Blunstone, late of the Zombies, has one of the
most haunting and original voices in rock-and-
roll. and on this. his second solo outing, he
has begun to create a music that approaches,
both in style and in quality, his mid-Sixties
work with that lamented ensemble. This is es-
pecially gratifying because much of his instru-
mental backing and material is provided
here by the other ex-Zombies now known col-
lectively as Argent. who. on their own. have
been rather dire.

At any rate, this is probably the prettiest
album I've heard in some months. but for
those of you who understandably equate
prettiness with vapidity (@ /¢ Joan Baez or
Cat Stevens. for instance) let me add that
Blunstone has a sly sense of humor. an engag-
ing sexiness. and a rocker's instincts. In
other words. despite his predilection for wist-
ful romantic balladry. and despite a vocal
instrument so sweetly feminine as to make
Smokey Robinson sound like Captain Beef-
heart by comparison, the boy has funk.

——
I

Explanation of symbols:

® = reel-10-reel siereo tupe
® = eight-1rack stereo cartridge
© = stereo cassette
| = quadraphonic disc
‘E reel-10-reel quadraphonic tape
18) = eight-track quadraphonic tape
! (] = quadraphonic cassette

I Monophonic recordings are indicated
bv the svmbol ®

The first listing is the one reviewed;
other formats. if availuble, follow ir.
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Kol

So does the album. which is gorgeously
produced to boot. Highly recommended.
Steve Simels

ROY BUCHANAN: Second Album (see Best of
the Month, page 78)

3

CoOLIN BLUNSTONE
Haunting voice and a rocker's instincts

PETULA CLARK: Now. Petula Clark (vo-
cals): instrumental accompaniment. Wedding
Song; Solitaire; Don’t Hide Your Love; Shel-
ter; Mother of Us All; and six others. MGM
SE 4859 $5.98.

Performance: For retarded teenagers
Recording: Very good

When Petula Clark arrived on the pop music
scene along with the Beatles, around 1964,
hers was a refreshing voice to hear. It still re-
tains its freshness. but the audience she is ca-
tering to nowadays seems to be in the puberty
department, and [ would like to think she has
outgrown such things. Songs like Solituire (a
cautionary tale about a lonely man doomed to
a life-long game of emotional solitaire) and
Don't Hide Your Love (“You never give
yourself completely—it's just that you've
been hurt before’) dispense such fatuous

dime-store sentiments that it's hard to believe
so talented a girl is wasting herself on such
shoddy goods. She redeems herself with the
bouncy I1's ¢ Musical World, but Mother of
Us All bears about as much resemblance to
the opera by Gertrude Stein and Virgil Thom-
son as five-cent fudge does to a fine soufé. It
is a pallid charm Miss Clark displays on this
occasion. | wish she would tackle some
grown-up subject matter. P.K

DEEP PURPLE: Who Do We Think We Are!
Deep Purple (vocals and instrumentals).
Woman from Tokvo; Mary Long; Super
Trooper: Smooth Dancer, Rat Bat Blue:
Pluce in Line; Our Ladv. WARNER Bros. BS
2678 $5.98.

Performance: Powerful
Recording: Very good

Deep Purple was always a good thumping
group. reliable rock-and-rollers with a mini-
mum of nonsense or pretension. The title of
this album, as the montage of press clippings
on the inner sleeve reveals, is a confident ap-
praisal of their own worth and prowess. It was
said of Jelly Roll Morton that *he bragged like
hell but he could always back it up.” So can
Deep Purple. Woman from Tokyo and Mary
Long are the best cuts, but all the songs here
are played with the group's typical dexterity
and energy. An honest rock-and-roll album is
good for the soul (also the brain and the
glands). For me, listening to Deep Purple was
like a tonic. Just wait ‘til next summer when
those beach bullies try to kick sand in my
face. J.V.

DEREK AND THE DOMINOS: In Concert.
Eric Clapton (guitar, vocals); Jim Gordon
tdrums); Car] Radle (bass); Bobby Whitlock
tkeyboards, vocals). Wiy Does Love Got 10
Be So Sad; Got 10 Ger Bertter in a Little
While; Let It Ruin; Presence of the Lord: Tell
the Truth; Bottle of Red Wine; Roll It Over;
Blues Power|Huve You Ever Loved a
Woman, RSO SO 2-8800 two discs $9.97,
® TP2 8800 $9.97. © CS2 8800 $9.97.

Performance: Master at work
Recording: Very good

(Continued overledf)
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Eric Clapton is the finest living rock guitar-
ist; only Jimi Hendrix was capable of match-
ing his technical mastery of the instrument
and his ability to wield it as an expression of
personality, to “translate™ the inner voice of
the musician into musical statements. But al-
though this two-record set, recorded live at
the departed Fillmore East, contains hunks of
Clapton’s amazing guitar work, it is ultimately
disappointing. Most of the material has been
recorded before by Clapton, alone or with
Cream, Delaney and Bonnie, or Blind Faith.
[t is interesting to hear the difference between
live performances and studio recordings. but
live gigs have a built-in deficiency when they
are recorded. A band playing a number on
stage. reacting to the presence of the audience
(especially a friendly audience). tends to
stretch things out, to get caught up in the thrill
of immediate experience, to run a riff for thir-
ty-six or forty-eight bars when they would
ordinarily run it for eight. And, unless you
were there, and can supply elements of the
live performance from memory, what was
natural on stage tends to be boring on record.
This is not always true: the Bangla Desh con-
cert album was thrilling and intimate, whether
the listener attended the concert or not. But
this album is basically a re-run, or at the most
an “alternate take’ —interesting to the Clap-
ton fan (and the band is mostly Clapton) but
not really satisfying.

There is another deficiency about the album
for which imbecile fate is responsible: Duane
Allman is not there. Allman's guitar, perfectly
complementing Clapton’s, is what made the
Dominos’ studio work (the "Layla™ album) so
rich — with strong support from Messrs. Whit-
lock. Gordon, and Radle. Contractual obliga-
tions might have prevented him from appear-
ing even were he alive, but “Layla” is one of
the most important rock albums of the last
five years. apparently difficult for Clapton to
match in subsequent performances.

There is also the Robert Stigwood Organi-
zation, Clapton’s management. who have
formed their own label, on which this album
appears. RSO are businessmen: with a mar-
ketable commodity like Clapton they would
probably insist on some Clapton product be-
ing issued. They couldn’t care less wheth-
er the material recorded is familiar; their atti-
tude, partially correct, is that it has been a rel-
atively long time since “Layla” appeared.
Yes. it has. Yes, an artist like Clapton can’t be
expected to dash off a masterpiece every
other month. But ves, this album —despite the
excellent performances of all concerned —is
merely an expedient stopgap. So the huzzah |
would ordinarily raise is. in this case, sotto
voce. V.

DONOVAN: Cosmic Wheels (see Best of the
Month, page 79)

RECORDING OF SPECIAL MERIT

ISLEY BROTHERS: The Isleys Live. Ronnie,
Rudolph, and Kelly Isley (vocals): instrumen-
tal accompaniment. Love the One You're
With; It's Your Thing: Pop That Thang; Lay
Ladv Lav; and four others. T-NEck TNS
3010-2 two discs $6.98.

Performance: Thrilling
Recording: Very good

This album comes under the heading of Rare
Good Fortune. The Isley Brothers make too
few personal appearances these days—per-
haps they are weury and leery of the endless
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Reprise

tours and one-nighters they played in the late
Fifties and middle Sixties. But they are at
their best in front of a live audience; their
enormous power throbs and shakes and blow-
eth the house down.

Though they have recorded all of the ma-
terial here in studio versions, with rare excep-
tions these live performances are superior.
Their adaptation of Neil Young's Qhio, in a
medley with Jimi Hendrix’s Machine Gun, is
an lsley masterpiece; nobody else. not even
Young. can convey the horror and the ghastly
stupidity of the awtul Kent State incident so
well. Listening to the Isleys’ live perfor-
mance, which takes up a whole side of this
two-record set, is to be left limp and exhilarat-
ed at the same time.

Ronnie Isley is one of the most distinctive
stylists in American music—like Little Ri-
chard and the late Otis Redding. he is unmis-
takable. What he is able to do technically in
this contemporary idiom becomes even more
amazing when you consider that he is (sorry,

BERT JANSCH
Weaves a glowing musical tupestry

kids) pushing forty. as are his brothers Ru-
dolph and Kelly. They have been protessional
musicians for more than twenty years, yet
they still sound fresh and exuberant.

Their artistry —now at its peak after many
hot, cold, and lukewarm years—has been
enhanced by their decision to switch from
doing their own material exclusively to mixing
in other people’s. Thus their version of Carole
King's It's Too Late becomes a little Isley
concerto, with their excellent band (the Isleys
have near-infallible taste in selecting their
backup men) playing what [ can only describe
as a "foreplay”™ mood mixture of beat and
rhythm. And their own material has im-
proved. as witness the delightful and sprightly
Work 1o Do and the audaciously conceived
Lav Awav.

All hail the brothers Isley! This album is a
treasure. V.

LORI JACOBS: Free. Lori Jacobs (vocals):
instrumental  and  vocal accompaniment.
Crack of Dawn; I've Never Been a Fool like
This Before: Heavy Thinking; Wouldn't 11 Be
Something; Constant Disappoiniment; and
five others. CapitoL ST 11134 $5.98.

Performance: Dreary diary

Recording: Good

Lori Jacobs is a former schoolteacher and
housewife who gave up both of those careers
10 hang out nights as a singer at the Ann Ar-
bor (Michigan) Road House. where you can
find her, if you really want to. singing her own
“autobiographical™ songs. Her models in the
word department seem to be the kind of vers-
es you find on greeting cards, turned upside
down so the effect will be dismal instead of
cheery: **Don’t ask me why I'm leaving you/I
once had a reason why/But now the time is
drawing near/l sure hate to say goodbye.”
Ms. Jacobs, apparently on her way to join all
those sullen lads on the cluttered road to
Phoenix. admits at the end of Crack of Dawn
that “*There ain’t no special reason/For me to
move along™ but she goes anyhow. Later. she
gets mixed up with some new friend (“I've
never been a fool like this before™) and as her
“autobiography” in song continues, does
some “‘heavy thinking™ about life; searches
for “a full-time man’"; decides she's going to
*“live the life that's best for me™: cooks and
cleans for still another “lovin’ man™: spurns
pursuers who would look at her soul “‘as a
toy™": tells her parents and her own child that
love must not be "'a blanket to protect you™:
and finally becomes “what 1've wanted to be
.. . free,” just like Joan Crawford in one of
those old movies before anybody had ever
heard of Gloria Steinem. If Lori Jacobs' lyr-
ics are a little on the fundamental side. the
tunes to which they are set are practically
nonexistent. The pseudo-funky way she
drones them may lure vou out to the Ann
Arbor Road House, but I don't think I'll be

waiting to join you there. P.K.
RECORDING OF SPECIAL MERIT
BERT JANSCH: Moonshine. Bert Jansch

(vocals. guitar); Dave Mattacks (drums);
Danny Thompson (bass); Ali Bain (fiddle);
Ralph McTell (harmonica); other musicians.
Yarrow; Brought with the Rain: The January
Man; Night Time Blues; Moonshine; The
First Time Ever I Saw Your Fuce: Ramble-
away,; Twa Corbies; Oh My Father. REPRISE
MS 2129 $5.98, ® M 82129 $6.98. © M
52129 $6.98.

Performance: Excellent
Recording: Excellent

Bert Jansch, anchor man of the Pentangle. has
the kind of taste that overcomes major hur-
dles. He has to overcome a nasal honker of a
working-class voice that is just barely capable
of sounding pleasant if nobody moves and
everybody holds his mouth right. He has to
overcome a not-muscular-but-wiry muse with
an overweening affinity for third-rate ideas.
Being one of the very best of acoustic guitar-
ists helps, of course, but even there taste
holds sway. Jansch’s guitar is never flashy.
He weaves it into the arrangements with the
anonymous dignified efficiency of a butler. It's
natural and integrated, like the gold thread in
a tapestry. Just hearing him blend the guitar
with a beautiful array of woodwinds in Yar-
row puts a picture of Harvard Square in the
old days on my studio wall.

Jansch’s treatment of olde ballades about
maidens is in some unique, in-between (or off-
to-the-side) place. thanks again to taste. He
approaches neither from the purist-traditional
angle nor from the bowdlerization-cum-in-
dulgence modern folk-rock angle. He some-
how conveys an unillusioned fondness for the
old songs that we're lucky to encounter nowa-

(Continued on page 84)
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anything II could do I1I can do better!

Several years ago, we decided that our next challenge would
be to go beyond the best there was. Our computers told us
we had taken the existing cartridge structure and stylus as-
sembly of the V-15 Type Il Improved as far as we could,
and that hereafter, any improvement in one performance
parameter would be at the expense of performance in some
other parameter.

Therefore, over the past several years, a wholly new lami-

nated cartridge structure has been developed, as was an
entirely new stylus assembly with a 25% reduction in effec-

tive stylus mass! These developments have resulted in opti-
mum trackability at light tracking forces (%-1% grams), a
truly flat, unaccented frequency response, and more ex-
tended dynamic range than was possible even with the
Type Il Improved, w thout sacrificing output level!

If you like its sound today, you. will like it even more as
time goes on. In fact, to go back to any other cartridge after
living with the Type Ill for a short while is simply unthink-
able, so notable is its neutral, uncolored sound. You must
hear it. $72.50.

INTRODUCING THE NEW

BS V-15TYPE III
Super-Track “Plus” Phono Cartridge

Shure Brothers Inc. « 222 Hartrey Ave. « Evanston. lIl. 60204
In Canada: A. C. Simmonds & Sons Ltd
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days. Of his own songs here, only Moonshine
really cuts through the skim. Night Time
Blues is listless and endless, and Oh My Fa-
ther, with its electric guitar accompaniment,
generation-gap clichés, and dum-de-dum-de-
dum melody. is not exactly a sell-out, but it
may be some sort of lend-lease deal. Moon-
shine is a simple song, but it has some changes
that sound awkward when Jansch sings them.
This is somehow fitting: and those changes
provide an absolutely chilling take-off for a
figure improvised by the little backing ensem-
bie of guitar, violin, flute, clarinet, and cello.
That, Yarrow and the other traditionals, and a
striking arrangement of The First Time Ever |
Saw Your Face. with Mary Hopkin on an-
swering vocal (this being mistaken for a round
by the Reprise promo writer) —these things
are more than enough to give an old folkie like
me a working-over. I’ll even cool it with the
harmonica when this is playing. N.C.

RECORDING OF SPECIAL MERIT

B.B. KING: Back in the Alley. B.B. King
(vocals and guitar); various orchestras. Sweer
Litrle Angel: Sweer Sixteen; Lucille; Warch
Yourself, and five others. BLUEswaYy BLS
6050 34.98, ® M 8051 6050 $6.98.

Performance: Brut
Recording: Variable

Listening to B.B. King is like being able to
order the choicest of champagnes from the
wine list. Although his subject matter is gen-
erally back-alley muscatel, his performances
transform everything into rare vintage. This
collection is chosen from several of his pre-
vious albums, and there isn’t a track here that
doesn’t move, exhilarate, and purge the listen-
er in the way all good art does. Perhaps the
best bands are Please Love Me and Sweer Lit-
tle Angel, both from his classic “Live at the
Regal” album. King doesn't settle for mere
communication with an audience, he grabs it
by the short hairs and transfixes it.

“Back in the Alley” should be compulsory
listening —especially for those middle-class
white kids who feel they’ve got-a-right-to-
sing-the-blues and who have been boring the
hell out of all of us for the last few years. P.R.

RECORDING OF SPECIAL MERIT

JERRY LEE LEWIS: The Session. Jerry Lee
Lewis (vocals and piano): instrumental ac-
companiment. Drinking Wine Spo-Dee-O-
Dee; Music 1o the Muan; Baby What You
Want Me To Do; Bad Moon Rising; Sea
Cruise; No Headsione on My Grave; Big
Boss Man; Memphis; Trouble in Mind; Early
Morning Rain; Sixty Minute Man, and eight
others. MERCUrY SRM 2803 two discs
$9.96. ® MCT 8 2803 $9.98, © MCT 4 2803
$9.98.

Performance: Good ole boy!
Recording: Excellent

The story goes that Jerry Lee, long a country
music power and respected by later genera-
tions of rockers for his part in the First Gold-
en Age during the Fifties, got a little testy
when he saw his contemporaries — Chuck
Berry, Howlin® Wolf, Muddy Waters, and
nearly everybody else —going to L.ondon for
all-star recording sessions with British guest
artists acting as backup men. J.L. allowed as
how he would do the same thing, and *“The
Killer,” as he describes himself, fiew forth-
with to old Angle-land.
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And what did he do there? Why, record one
of the most thumpingly swingy albums of all
time. Nobody makes any serious mistakes,
even though the band can’t seem to end a tune
together: it is just a wonderful, sloppy jam
session with everyone having a marvelous
time. All the rococo excesses of the sort of
rock that most of the sidemen play on their
own are stripped here: the music is the sweet
fat just by the bone. | am particularly zapped
by Albert lee’s guitar; the syncopated dexter-
ity in his solos is a joy to hear. Lewis’ whore-
house piano, always great fun, here reaches
the apex of that crude style: some of the pas-
sages he plays are simply astonishing. He
takes boogie piano about as far as it can go.

l.ewis obviously had a marvelous time. He
roars, whines, yodels, keens, snickers, burps,
and guffaws his way through the session,
throwing out spoken asides like *“Think about
it',” which is equal to W.C. Fields’ ““] hate
youuuuu. . . .” His selection of material,
composed mostly of blues, jumps, and leering

N

JERRY LEE LEWIS
“The Killer” rollicks and roars once more

ditties, is perfect for this jam. His version of
Pledging My Love is superior to the original
(heresy!) by Johnny Ace, and he does some
finc ncw material —the rollicking Jickebox and
Music to the Man.

| was fearful that this kind of music —white
Southern hoo-raw potlikker country rock
would not get recorded again, since the later
examples by Dale Hawkins and the late Gene
Vincent were commercially unsuccessful
and/or sweetened up from the raw original
sessions. But my fears have been laid —hell.
stomped —to rest by this delirious album.
Pure pleasure! J.V.

LINDA LEWIS: Lark. Linda Lewis (vocals):
orchestra. Spring Song; Lark; 11's the Frame;
Old Smokey; Waterbaby; Been My Best; and
six others. REPRISE MS 2120 $5.98

Performance: Excellent
Recording: Keep off the tracks!

This is a persuasive and charming debut by a
London-based young West Indian girl. Linda
Lewis isn’t breaking any new ground, but
everything that she does (which is consider-
able in that she wrote, produced, and per-
formed everything on the album) has a secure,

unpretentious, musicianly quality. Her songs,
particularly Gladly Give My Hand and
Spring Song, have an unforced clarity and
simplicity. She performs them with a commu-
nicative reality in an expert and unmannered
jazz-soul style. Push comes to shove, how-
ever, and mannerisms abound in her produc-
tion techniques. She seems to have only just
discovered the wonders of multi-tracking,
with the result that there is a plethora of Linda
Lewises on almost every band. Just how irri-
tating it all is doesn’t really penetrate until the
last song, Lirtle Indian. which she sings
straight (i.e., solo), accompanying herself on
percussion and displaying a delightful pop
mini-coloratura.

At twenty-two, Linda Lewis has a lot going
for her in all directions. and as soon as she
stops confusing herself with the Mormon
Tabernacle Choir 1 think we can expect a
good deal of first-rate entertainment from her.
Certainly the basic talents are there. P.R.

THE NEW SEEKERS: Come Softly to Me. The
New Seekers (vocals and instrumentals). For
You We Sing: Blowin’ in the Wind;, Come
Softlv 1o Me; Goin' Back; Morning Has Bro-
ken; Down by the River; and six others.
MGM/ VERVE MV 5090 $5.98.

Performance: Young and healthy
Recording: Very good

The New Seekers are a gentle. soft-singing
yet spirited group of two boys and three girls
who, unlike so many of their contemporaries,
have the modesty and decency to sing real
songs by real composers instead of their own.
Here they do harmonic justice to Bob Dylan’s
Blowin® in the Wind. Stephen Schwartz’s Day
by Day, José Feliciano’s Ruin. and Cat Ste-
vens' Morning Has Broken. along with lesser
known but deserving songs by a number of
other competent people. Only occasionally do
they resort to sound effects and tricks—and
then only when they can do it effectively, as
when they bring in the voices of children at
play in the nostalgic Goin' Buack. The rest of
the time they concentrate on the music,
touching lightly on ecology in Down by the
River, braving the “‘deep dark waters of life”
in Captain Stormy, and working up a kind of
Baptist beat and fervor in Why Can’'t We All
Ger Togerher, a wistfully anti-racist number.
When they finally do sing one of their own
songs — Peter Doyle’s unaffected ballad Un-
withered Rose—we are rcady to listcn. It's
good to hear young singers who don't try to be
too big for their jeans, and at the same time
are able to fill so adequately the ones they
wear. P.K.

DORY PREVIN: Mary C. Brown and the Hol-
lywood Sign. Dory Previn (vocals); instru-
mental accompaniment. The Holy Man on
Malibi Bus Number Three; The Midgei's
Lament; When a Mun Wanis a Woman,; Cul-
ly Surroga He's Almost Blind; Left Hand
Lost; and eight others. UNITED ARTiSTS UAS
5657 $5.98. ® C 5657 $7.95. ® U 8471
$6.98, © K 0471 $6.98.

Performance: Trenchant words,
tired tunes
Recording: Good

Dory Previn is a sharp-toothed satirist who
comes at injustice with a sardonic snarl,
sometimes sinking her fangs accurately into
the jugular of her prey, at other times biting
down too hard in the wrong place and proba-
(Continued on puge 88)
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We can warranty

our components for five years.
Because we know

what’s inside them.

Dependable stereo performance depends in great part on the parts
that make up each component.

In order to give you the longest warranty*in the stereo industry
Yamaha engineers had to feel confident in
the reliability of all the various parts that
go into our many audio products.

They had good reason to feel
confident.

Because we make more of our
own parts than other stereo companies.
We mill our own trees for the cabinet-wood.
We actually make the
machinery that forms our chassis and

l . l( —~WARRANTY —
other metalwork. e
T St PR
We make the magnets for our SEN TS
. On receivers, anplifiers. tun-
speakers. We make these under stringent o e
conditions, in our own facilities. et
The resultis stereo that can be | iearestasay
. A
warranteed for five years on parts, three B i 0-ton
Busna Fark, CA 20620
on labor.

And some very clear, natural sounding reproduction from our
receivers, amplifiers, tuners, speakers, turntables and tape decks.
Come hear them at your nearest Yamahas dealer.

YAMAHA
We know what’s inside.
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IGGY (POP) AND THE STOOGES

The apotheosis of every parental nightmare
Reviewed by LESTER BANGS

THF_ biggest trend on the rock circuit this
year is decadence. Go to any concert,
and you’'ll be amazed at the sudden change
in American youth, who are now as far from
last year's organic coveralls and bushy
hanks of hair as they are from the madras
shirts and slacks of 1963; teenagers of both
sexes are piling on clots of make-up and
swaddling themselves in flashily indetermi-
nate glad rags. Boys with rouge and glitter
on their eyelids, girls with the stark white
faces and rinsed-out blonde hair of the Mari-
lyn Monroe look they picked up from the
drag queens in Andy Warhol movies —all of
them seem to be a mite confused, as if they'd
just seen Cabarer and decided that whatever
all that was. they wanted its trappings. But
they’re working very hard at it nonetheless,
and embracing as well a whole new set of
pop idols consonant with this all-out sprint
toward chic degeneracy: the actually rath-
er tame showman Alice Cooper, David
Bowie, the fey mime with a brilliant publici-
ty machine, and rafts of kohl-eyed stragglers
mincing in their wake. Somehow, though, it
all comes off as synthetic and as ultimately
emotionless as the audience’s gingerly ex-
perimentation with their own sexual identi-
ties. And every bit of it is missing that essen-
tial spark, that certain urgency that is at the
root of all great rock-and-roll.

Shake hands. then, with lggy and the
Stooges. the latest and last word in shock-

rock. You may find yourself repulsed by
them, you may not be able to abide a single
note of their music, but they are undeniably
the sound and look of the future. The
Stooges surpass their competition in this
murky area of pop by taking all the elements
that have made the Bowies and Coopers
suddenly (and transitionally?) potent—
glitter, sexual confusion, subcultural shock,
a sense of the garish and lurid —and adding
to these a staggering dose of bone-scraping
rock frenzy straight from the heart of ado-
lescent darkness.

Another reason the Stooges loom so large
among nascent glitter rockers is that, like
Lou Reed (who has influenced them great-
ly), they were shoving this sort of thing at
the world and the rock audience long before
either was ready for it; they were the origi-
nators. In 1968 the Stooges were putting on
shows in which lead singer Iggy Pop would
fling his scabbed body to the floor of the
stage in a truly convincing display of the self-
destructive impulse at its purest, whereup-
on he would proceed to perform fellatio on
the microphone while his lead guitarist
jabbed him brutally from behind with the
neck of his instrument. It was crude, even
disgusting, but the Stooges were innovators
of a sort, and both Bowie and Cooper have
freely looted Iggy’s stage act for gimmicks
to beef up their own highly controlled but
rather cold shows.

Columbla

lggy claimed that he taught everybody
else in the band to play their instruments.
and when their first album came out | be-
lieve they had all been playing for only
about two years. It was, as was observed at
the time, a reductio ad absurdum of rock-
and-roll, but it was also music that was total-
ly impossible to ignore and successful on its
own aboriginal terms: hypnotic repetitions
of a single thunderous chord at a volume
that would reduce dogs to agony. over
which Iggy would croon and bark and shriek
improvised gut-level ditties about adoles-
cent torments in a voice rather like some
henbane mutant shade of Mick Jagger. They
were songs about being lonely. shy, and
awkward; they were fidgety. self-pitying
rants about having No Fun; and, most of all.
they were about sexual inadequacy and in-
experience, with a strong accent on the ulti-
mate confusion of the two. Identity-crisis
music on a perhaps too-basic level, it was as
extreme in its aggressive neurosis as every-
thing else about the Stooges. If ever there
was a band predicated upon extremism on
all levels, this was it — they ended up wasted
on drugs, dropped by their record company,
their instruments repossessed.

hl
I‘ OR better or worse, though, time has vin-
dicated the Stooges, and 1973 will see them
making a comeback of major proportions.
They are possessed of a monomaniacal fury
so genuine that it makes the posturings of
Bowie and the cheery, beery Alice Cooper
seem like something from a Ross Hunter
production. Their new album is called **Raw
Power,” and that's exactly what it delivers
in an unremitting torrent that may be too
much for many listeners to take. The by-
now banal words *“heavy metal” were in-
vented for this group, because that's all
they've got, and they're brutal with it: ram-
paging guitar lines hurtling out or colliding
like opiated dervishes, steady. mindless,
four-four android drumming, lggy outdoing
even his own previous excesses with a
ragged tapestry of yowls, caws, growls.
raspy rants, epithets, and imprecations. The
song titles tell the story: Search and De-
stroy, Your Pretty Face Is Going to Hell,
Death Trip. The ferocious assertiveness of
the lyrics is at once slightly absurd and in-
dicative of a confused, violently defensive
stance that’s been a rock tradition from the
beginning: *I'm the runaway son of the nu-
clear A-Bomb/l am the worid's forgotten
boy. . . "

IU’s the essential terror and pain of grow-
ing up, and nowhere in rock-and-roll has it
been rendered more vividly —or more ener-
getically —than by this bunch of acne-ridden
social reprobates who seem to have made a
career out of nor growing out of their teen-
age traumas. Whether you laugh at them or
accept their chaotic rumble on its own
terms, they’'re fascinating and authentic, the
apotheosis of every parental nightmare.

IGGY AND THE STOOGES: Raw Power.
Seuarch und Destroy: Gimme Danger; Your
Pretty Face Is Going to Hell; Penetration:
Raw Power; | Need Somebody; Shake Ap-
peal; Death Trip. 1ggy Pop (vocals); James
Williamson (guitars): Ron Asheton (bass,
vocals): Scott Asheton (drums). COLUMBIA
KC 32i11 $598. ® CA 32111 $6.98.
© CT 32111 $6.98.
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Why you should

buy the best turntable
you can afford.

Chances are you've already put
more money into your record collection
than into the rest of your entire
component system.

That's reason enough to make sure
that nothing happens to your records
when you play them.

Remember, records are made of
soft vinyl, and they're played with
a diamond-tipped stylus. And there's
nothing harder on this earth than
a diamond.

If that stylus can't respond easily
and freely to all the contours of the
record groove, there's trouble.
Especially with the sharp and fragile
curves which produce the high
frequencies. Instead of going around
these peaks, the stylus will simply lop
them off. And with those little bits of
vinyl go the high notes, your record
and your investment.

There's still more
to consider. The
record must rotate
at precisely the

Dual 1214 $109.50

right speed, or pitch will be off.

The motor must be quiet and free of
vibration, or rumble will be added
to the music.

In short, the turntable should
neither add sounds to a record, nor
take any away. And that's the kind of
turntable you should want. To get
that kind of turntable, we suggest
you ask someone you know and trust
who really knows components.

A friend. A record reviewer. An
audio engineer, or a good audio dealer.

And if you'd like to read more
about turntables, we'll send you two
booklets that someone else wrote.
Ore tells you what to look for in
turntables. The other tells you what
independent test labs have reported
about the Duals they've evaluated.

We'll leave it to you to decide if
you can afford anything less
than a Dual.

United Audio Products, Inc., 120 So. Columbus Ave., Mt. Vernon, N.Y. 10553
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bly leaving a sour taste in her own mouth as
well as ours. [n the title song, she sings of one
Mary C. Brown who jumps off that big ugly
sign that glitters above Hollywood and goes to
her death as the symbol of all the refugees
who ever went out West pursuing unredeema-
ble dreams (““Give me your poor, your tired,
your pimps, your carhops, your midgets, your
chimps your whores. your harlots
.. . —didn’t she sing that one on her last rec-
ord?). In The Midget’s Lamen: she sees the
world from a dwarf’s point of view; the effect
is predictably grotesque. In Starlet Starlet on
the Screen she is back berating the ugly side
of show business. Later she deals with King
Kong's angle on the King Kong story. pro-
tests the conformist practice of turning excep-
tional left-handed children into right-handed
nonentities. and in Morning Star/Evening
Star discovers the one-ness of her own per-
sonality, putting herself together at last: “and
what | have joined together let no one put
asunder.” In her epitaphs for outcasts Miss
Previn sings sense most of the time; it is only
in ballads like Cullv Surroga, He's Almost
Blind that she crosses the line hopelessly into
bathos and tasteless hideosity, telling the
story of a boy blinded by the indulgence of a
misinformed mother. Otherwise, Dory Previn
is a master of the bitter line and the ironic de-
livery: the only thing her songs lack is music
to match the wit of her words. Wanted: a
composer 1o collaborate with a gifted, terrify-
ingly knowing woman. P.K.

RECORDING OF SPECIAL MERIT

TODD RUNDGREN: 4 Wizard, a True Star.
Todd Rundgren (vocals); instrumental ac-
companiment. [/nuternational Feel;, Never
Never Land; Tic Tic Tic It Wears Off: You
Need Your Head: Rock and Roll Pussy;
Dogfight Giggle; You Don’t Have To Camp
Around; Flamingo; Zen Archer; Just Another
Onionhead|Da-Da Dali. and nine others.
BEARSVIILE BR 2133 $4.98 ® M8 2133
$6.98. © M52133 $6.98.

Performance: Well done, my boy!
Recording: Very good

If Paul McCartney had more of a sense of
humor he would be Todd Rundgren. The first
side of this album is a giddily entertaining pop
concerto, some of whose lyrics might have
pleased the late Sir Noel Coward. Where the
honored second side of “Abbey Road” was a
medley of unfinished or pasted-together
tunes, Rundgren’s stuff seems to be caretully
put together, and the jabbing. distracting. tick-
ling instrumentals and sound collages are a
deliberate part of the texture.

The first side sounds like a movie score
without a movie: listening to the songs brings
up visual images of characters and situations,
which may have been part of Rundgren's in-
tent. “Sergeant Pepper.” the root of all ambi-
tious rock albums. was an attempt at phono-
graphic theater. It acted on the same principle
as old-time radio did: state a dramatic situa-
tion, give voices to the characters, and let the
audience fill in the visuals. Rundgren has not
done it the way the Beatles did: his way of
bringing the audience in is to be more of an
outright entertainer and more outlandish than
the B's were on “Pepper.” But it leads to the
same place —which is a very interesting, wit-
ty. and generally happy place at that. Rund-
gren is a harlequin; he likes and wants it that
way, and his world is pleasing.

You may imagine that, after all that build-
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up, the second side of the album isn't as good.
No, it's not, but it’s not the same kind of thing
either. This is mostly top-Forty material, al-
though Sometimes | Don’t Know How To
Feel has an interesting construction and ar-
rangement. But getting back to side one: the
kid may just be a wizard, after all. J.V.

HURRICANE SMITH. Hurricane Smith
(vocals); orchestra. Who Was 1t?; Take Suki
Home; Auntie Vi's; Wonderful Lilv;, and six
others. CapitoL ST 11139 $598, ® 8XT
11139 $6.98, © 4XT 11139 $6.98.

Performance: Hoke, hokum, hokiest
Recording: Fair

I still can’t quite believe this one. Said Hurri-
cane Smith is, according to the liner notes,
actually Norman Smith. an English producer-
engineer. My friend Margo Lane, who is still
dating that dummy, f.amont Cranston, says
she knows a lot about secret identities and
told me “strictly entre nous” (Margo uses a

3|
3
E|
3
o

BRUCE SPRINGSTEEN
An important city-minded newcomer

lot of words like that) that Hurricane-Norman
is in reality Ted Weems. moved 1o England to
prove that his Forties hit Heartaches wasn't
just a flash in the pan.

Just might be, since the prevailing style
here is rancid music hall with a boomp-de-
boomp accompaniment. Hurricane has had
several English chart hits, such as O/, Babe,
What Would You Sav? and Don'’t Let 11 Die.
which are included here. What that says about
English pop taste at its lowest level —a level |
had thought was the sole domain of the Os-
mond Brothers —is perhaps better left unsaid.
However, one thing I'll say about Hurricane’s
work is that it is consistently bouncy. Even
the record itself bounced as 1 scaled it into the
wastebasket. P.R.

DUSTY SPRINGFIELD: Cameo. Dusty
Springfield (vocals): orchestra. Learn to Sav
Goodbye: Who Gets Your Love; Tupelo
Honey; Of All the Things; Comin’ and Goin’,
and six others. DuNHiLL DSX 50128 $5.98
® M 85128 $6.98. © M 55128 $6.98.

Performance: Expert, hyper-emotional
Recording: Excellent

Yet another hard-drivin', hard-breathin® al-
bum trom Dusty Springfield, who can make

even as benign a song as Tupelo Honey sound
as melodramatic as a motor car accident.
Gutsiness is her game and a uniform grimness
of approach is her tactic. When it works, as it
does in Breakin® Up a Happy Home. she's
just fine. When it doesn’t, as in The Other
Side of Life. she still gamely battles it through.
[.ong ago Springfield accurately marked off
her territory, and its inhabitants seem to get as
much kick out of her travails as she does in
recounting them.

Here, as always, she is provided with an
excellent and very suave recorded produc-
tion. In short, she is a real pro, pulling out all
the emotional stops, in gilded surroundings,
for a known audience. So ¢’'mon and suffer
along. P.R.

RECORDING OF SPECIAL MERIT

BRUCE SPRINGSTEEN: Greetings from As-
bury Park, N. J. Bruce Springsteen (vocals,
guitar, harmonica, conga, bass); Gary Tallant
(bass); David Sancions (keyboards): other
musicians. Blinded by the Light; Growin’ Up:
Muary Queen of Arkansas: Does This Bus Stop
at 82nd Street?; Lost in the Flood; The An-
gel; For You; Spiritin the Night; 1's Hard To
Be a Saint in the City. CoLumsia KC 31903
$5.98, © CT 31903 $6.98.

Performance: Dazzling
Recording: Very good

The main thing about Bruce Springsteen’s
semispectacular debut shou/d be that he is a
city-minded kid —like most people in such
places as Asbury Park, he is preoccupied with
New York. The city’s toughness, particularly,
fascinates him, and its speed, chaos, spon-
tzneity, contriving, and conniving actually
do — | believe —pass through him and out into
a sort of sidewalk-Baroque style of music.
Unfortunately, the main thing about him may
be those “Next Dylan” pronouncements al-
ready starting; computers this minute are
scanning Blinded by the Light alongside Like
a Rolling Stone for profundity comparison
readouts.

Before the data fog closes in, note Spring-
steen’s singing style. It probably will prove
distinctive enough, but not by a lot. He uses a
puffy-jawed projection that's a little too cam-
py, but he superimposes a redeeming buzz.
and there’s an urgency about it all that suits
his subject matter and his treatment of it.
Some treatment, t00—so many words' So
many rhymes' *‘Madman drummers bummers
and [ndians in the summer . . . ,” he'll say.
‘In the dumps with the mumps as the adoles-
cent pumps. . . . He doesn't require much
of his melodies. and they generally respond
accordingly. He’s a rocker. essentially, as
such a downtowner would logically be. Still. it
is pleasantly unsurprising to find that Spirit in
the Night has a really haunting melody and
sticks in the mind.

The arrangements are what you call unob-
trusively rollicking, and Springsteen handles
himself well on several instruments. The disc
version, with lyrics printed on the jacket, is a
better deal than the Dolbyized cassette, which
sounds good but has the sequence of tunes
rearranged in a dunderheaded manner and
provides no lyrics.

Springsteen is an important newcomer. The
language, the images, the rhythms, the frag-
mented impressions just keep rolling on, re-
lentless and maybe out of control a little, like
the taxicabs on Fifth Avenue. The language is
SO right sometimes it’s almost spooky. But
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then there are times when something that was
handy and little else was grabbed for the inte-
rior thyme scheme . . .and times when I, not
being city-minded, find it —overwhelming. My
God, say hicks like me, is rhat still going on? |
fancy that, instead of “Don’t lose your mit-
tens,” the Uptight Mommy must now be
sending her kid out with *Don’t let the exces-
sive stimuli freak you out.” No Next Dylan
would affect me that way, not here in the laid-
back Seventies. Bruce Springsteen is some-
thing else, read both ways, and seems to be
already proving that street poeting still has a
kick or two left in it, although —with the lure
of Country Comfort being what it is now —his
may be becoming a specialized line of work.

N.C.

STEALERS WHEEL. Stealers Wheel (vocals
and instrumentals); various other musicians.
Late Again; Stuck in the Middle with You,
Another Meaning, I Get By; Ouiside Looking
In: Johnny's Song; Next 1o Me: and three
others. A & M SP 4377 $5.98, ® 4377 $6.98
© 4377 $6.98.

Performance: Promising
Recording: Very good

This is an inventive, promising rock group
with a knack for finding just the instrumental
wrinkle that fits in some neat, unexpected way
that. makes you back the needle up a few
grooves. There are also problems. The vocals
by Joe Egan and Gerry Rafferty (also the
songwriters) are good, but, gosh, haven't we
heard this before? Egan, if | have sorted him
out properly, sounds like a combination of
Jesse Colin Young and Paul McCartney. The
differential in song quality is a bit unnerving,
too; you could get the bends going from
strong, simple Late Again down to You Pur
Something Betier Inside of Me. which is
Klee-Shay City. Still, it all averages out pretty
well, thanks to those open but never empty
arrangements. And where did they get that
name, anyway? N.C

TRAFFIC: Shoot Out at the Fantasy Factory.
Traffic (vocals and instrumentals). Shoot Out
ar the Famasy Factory, Roll Right Siones;
Evening Blue; Tragic Magic: (Sometimes |
Feel So) Uninspired. 1s1. AND SW 9323 $5.98,
® 8WX 9323 $6.98. © 4XW 9323 $6.98.

Performance: Arid
Recording: Very good

Traffic has a great reputation, much of it
deserved. But something —nay, nearly every-
thing —is missing from this album. Though
skillfully performed, the material (except the
instrumental Tragic Magic) is a collection of
meandering doom-saying ditties, the lyrics of
which are filled either with vague symbols or
flat-out statements of chilling banality. Stevie
Winwood seems to take both life and his vo-
cals lying down. Much as I'd like to report
otherwise, the record is an unexpected and
woeful dud. J.V.

URIAH HEEP: The Magician’s Birthday.
Uriah Heep (vocals and instrumentals). Sun-
rise; Spider Woman: Blind Eye; Echoes in the
Dark; and four others. MERCURY SRM | 652
$5.98, ® MC8 1652 $6.98, © MCR4 1652
$6.98.

Performance: Fraught and flat
Recording: Good

Years ago they used to call Uriah Heep’s
kind of music *‘acid-rock.” | don’t know what
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Minolta helps you discover
the mysteries of women.

It takes a quick eye and a responsive camera to find the woman in
every little girl.

You're comfortable with a Minolta SR-T from the moment you pick it
up. This is the 35mm reflex camera that lets you concentrate on your sub-
ject. The viewfinder gives you all the information needed for correct expo-
sure and focusing. Because you never have to look away from the finder to
adjust a Minolta SR-T, you’re ready to catch the one photograph that could
never be taken again.

Next time you see a little girl playing a woman's game, have a Minolta
SR-T camera in hand. It will help you look into her future. For more infor-
mation, see your photo dealer or write Minolta Corporation, 200 Park
Ave. So., N.Y., N.Y, 10003. In Canada: Anglophoto Ltd., P.Q.
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When identified by a factory-sealed "M’ tag, Minolta 35mm reflex cameras are warranted by Minolta
Corp. against defects in werkmanship and materials for two years from date of purchase, excluding
user-inflicted damage. The camera will be serviced at no charge provided it is returned within the war-
ranty period, postpaid, securely packaged, including $2.00 for mailing, handling and insurance.
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the term for it is today, if there is one. but the
music is no better now than it was then. Its
characteristics are hammy vocals, puffy lyrics
set to the barest of melodies, and a lot of dial-
twisting on the guitar amplifier and the control
board in the recording studio.

The title tune is the only one of the eight
selections that comes close to being interest-
ing. Unfortunately, it just comes close. The
album reminds me of those amateur opera
singers who rent Carnegie Recital Hall to
give recitals for their tone-deaf friends and
for those knowledgeable aficionados who
need a good laugh. Uriah Heep. however.
takes it all utterly seriously. Give these boys
a Dutch rub and six months under house
arrest. J.V.

WISHBONE GOOF

Apologies to our readers (and to MCA
Records) for the confusion resulting from
Joel Vance's review of “Live in Mem-
phis™ by Wishbone Ash (June). It seems
that this was one of those “‘for your eyes
only” promo efforts not intended for
commercial release, and that there are
now more than a few Wishbone Ash fans
understandably miffed at the record’s un-
availability. In our defense, we can only
say that the packaging was more than a
trifle vague. Nevertheless, we goofed, so
again, our sincere apologies for the incon-
venience, disappointment, rage. disgust,
and discombobulation. -S.5.

RECORDING OF__SPECIAL MERIT
BILL WITHERS: Live at Carnegie Hall. Bill

{ Withers (vocals and guitar); orchestra. Use

Me,; For My Friend; Better Off Dead: Let Us
Love; and twelve others. Sussex SXBS 7025-

| 2two discs $11.98.

Performance: Interesting
Recording: Good

Bill Withers picks up so many vibes, all good,
from a live audience that he should consider
making more recordings like this one. He has
always been a good enough singer, and a more
than good guitarist, but the lack of nuance in
performance —a monotony from song to
song—on his previous albums resulted in an
eventual draining of any-real interest.

As a songwriter, Withers has usually been
good-to-very-good. All the material here is his
own, with the exception of / Can’t Write Left
Handed, and even that he performs persua-
sively. The best track is World Keeps Going
Around, in which he communicates so simply
and so affectingly that the audience breathes
along with him. His closing medley, Harlem/
Cold Baloney, is a true showpiece of talent
and mass rapport.

This is Withers’ most impressive album to
date, for the reason that what is being given to
him up front, on the other side of the foot-
lights, jolts him into idiomatic and personally
responsive performances that can’t be gen-
erated in the recording studio. Encore. P.R.

COLLECTIONS

SOLID GOLD ROCK N’ ROLL. Volume One:
Sh-Boom (Crew Cuts); The Suroll (Dia-
monds); Chantillv Lace (Big Bopper); One
Summer Night (Danleers), My Boxfriend's
Back (Angels); You Don’'t Have 1o Be u Buby
to Crv (Caravelles); Running Bear (Johnny
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Preston): / Saw Linda Yesterday (Dickey
Lee); Little Darlin’ (Diamonds): Crazy ’bout
Ya Baby (Crew Cuts); Game of Love (Wayne
Fontana and the Mindbenders). Come Along
with Me (Del-Vikings); Walk Away Renee
(Left Banke); Mendocino (Sir Douglas Quin-
tet); Na Na Hey Hey Kiss Him Gaadhye
(Steam). MERCURY SR 61371 $4.98. ® MC8
61371 $6.98.© MCR4 61371 $6.98.

SOLID GOLD ROCK °N' ROLL. Volume Two:
Earth Angel (Crew Cuts); Church Bells May
Ring (Diamonds): Apples, Peaches, Pumpkin
Pie (Jay and the Techniques): fey Paula
(Paul and Paula); Ko Ko Mo (Crew Cuts);
Sea of Love (Phil Phillips), Wooden Heart
(Joe Dowell): 4 Groovy Kind of Love
(Mindbenders): Great Pretender (Platters):
Why Do Fools Fall in Love (Diamonds);
Great Balls of Fire (Jerry Lee Lewis): 4 Sun
day Kind of Love (Del-Vikings). Hev! Baby
(Bruce Channell); Paiches (Dickey Lee): I1's
My Party (Leslie Gore); Ahab, the Arab (Ray

BiLt WITHERS
Good vibes on an impressive live album

Stevens). MERCURY SR 61372 $4.98, ® MC8
61372 $6.98, © MCR4 61372 $6.98.

Performances: Variable
Recordings: Variable

Early rock depends on how you hear “‘at”
it. If you go by pure nostalgia. then probably
most of it sounds good. If you go by its abili-
ty —like any musical form’s —to touch certain
basic emotions, then early rock becomes a
matter of personal taste. One gooey. sloppy,
sentimental, hammy record can be great and
another can be perfectly awful. One beaty,
twang-twang rocker can still be thrilling and
another can seem as ridiculous as it did when
you first heard it fifteen years ago {provided
you were a teenager during the 1950s: | was).
Much of early rock —the songs as well as
the live and recorded performances—was
melodramatic and vaudevillian. Sentiments so
corny that they had been laughed off the legiti-
mate stage at the turn of the century were still
viable for Fifties rock. It was. above all, a
youngster’s music. It did not attempt to be
cosmic or to vend eternal truths about people
or the world or the country, as rock today has
attempted to do. It was meant as specialized
entertainment for a specialized audience.
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Since rock today is juicy meat for sociolo-
gists, assistant professors at cow colleges. and
elder critics who want to prove they can stay
young by catering to the kids, it is often con-
veniently forgotten that rock was not the only
musical form popular during the Fifties. nor
was it at aii times the dominant one, artistical-
ly or commercially. Such people as Tony
Bennett, Andy Williams. Mantovani. and Ray
Price sold as well then as they do now, and
their records were often bought by the same
people who bought rock records.

The “rock revival.” insofar as it brings
overdue recognition to truly original and tal-
ented artists like Bo Diddley. Chuck Berry,
Little Richard, and others, is wonderful and
healthy. But the r<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>