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phase distortion, plus substantially better
stability with four double tuned phase
linear ceramic filters and four monolithic
IC’s in the IF section.

6-stage limiters

The IF section includes 6-stage limiter
circuits. Used in conjunction with
differential amplifiers in monolithic IC’s,
noise interference is completely elimin -
ated with a signal to noise ratio of 75dB.

Exclusive Phase Lock Loop (PLL) IC
circuitry in the TX-9100 multiplex section
Developed and used for the first time by
Pioneer, the Phase Lock Loop (PLL)
circuit is actually an electronic
servomechanism. It maintains continuous
and precise phasing between the pilot
signal and the subcarrier, supplying
optimum channel separation. Completely
drift free, no alignment is ever required.
The PLL cannot be affected by
humidity or temperature since there are no
coils or capacitors to be detuned. This
provides complete stability and reliability.

New pulse noise suppressor in the TX-9100
operates with computer control

This circuit operates automatically when
itis switched on. It effectively blocks
radiated noise from airplane and auto
ignition systems, neon and traffic lights,
etc. It does not interfere with frequency
response and stereo separation. Whether
the signal is weak or strong, this automatic
‘brain’ decides when the PNS gate circuit
is to operate.

Unique muting control

A 2-position variable muting control uses
electronic switching as well as reed relay
switching. This eliminates interstation
noise and the popping noise of

tuning and detuning.

Complete command with a wide variety

of controls

Whether it's for AM, FM or headset ouput
levels, Pioneer provides greater opereting
precision with three independently
operated output level controls. A heacset
may be used without a following power
amplifier. Precision tuning is achieved
with the aid of signal strength and tuning
meters.

AM section highlights IC’s

The entire AM section, following the front
end, is a unitized IC. A monolithic IC
replaces 84 individual components plus a
ceramic filter. By using a differential amp
circuit and a balanced mixing circuit,
there are better spurious characteristics
and special AGC amplification.

Great specs for great performance

TX-9100 TX-8100 TX-7100
FM Sensitivity (IHF) 1.5uV 1.8uV 1.9uv
Selectivity 90dB 80dB 60dB
Capture Ratio 1dB 1dB 1dB
S/N Ratio 75dB 70dB 70dB
Image Rejection 110dB  100dB 85dB
Stereo Separation  40dB 40dB 40dB
Distortion (THD)
Mono 0.2% 0.2% 0.2%
Stereo 0.3% 0.4% 0.4%
Spurious Response 110dB 100dB  1C0dB

The Amplifiers: SA-9100,
SA-8100, SA-7100

Two separate power supplies utilize
30,000 uF total capacitance

You read it right. The power supply in
the SA-9100 uses a total capacitance of

30,000 uF. 15,000 uF each for the balanced

positive and negative power supplies. This
completely eclipses anything now
available in integrated amplifiers. This
super high capacitance results in an

absolutely pure DC voltage supply. There’s

constant DC voltage regulation regardless
of line voltage changes and signal input.

L5) M,
Two 15,000uF power supplies

eclipse anything now aviilable
in integrated amplifie~s.

Even at extremely low frequencies,
there’s stable power output, excellent
transient response and low total
harmonic distortion — not greater than
0.1% at any power level up to 60 watts
minimum continuous power per channel,
at any frequency from 20Hz to 20,000 Hz,
using 8 ohm loads.

These positive and negative power
supplies provide absolute stzbility in all
stages, even in the equalizer amp and
proceeding to the control and power
amps. Therefore, the signal lines become
zero potential to completely eliminate the
usual (and annoying) click noise of
operating controls and switches.

Stability is increased even further by
the differential amplifier usec in the first
stages of the equalizer and cantrol
amplifiers (also the power amp.) 100% DC
negative feedback supplies excellent
stability and transient response; it also
eliminates distortion. g
To further
increase

Interior view. SA-9100



STEREO REVIEW:*...The
TX-9100 unequivocally
outperforms anything we
have tested up to this time.”

HIGH FIDELITY:“...The
performance of the SA-9100
is so exceptional and the
many extras in the way of
switching options, and so
on, so eminently useful,
that we find it the most
exciting piece of audio
hardware we’ve yet tested
from this company.”

St
ECUNNMENT TEST REPORTS
“ __unequivocally
outperforms anything
we have tested
up to this time.”

HI-F1 STEREO BUYERS’
GUIDE: “(The SA-9100) is a
powserhouse of sound level,
performance and features.
Wor«s like something the
chief engineer had built o
for kis own use.”

“The Pioneer TX-9100
AM/FM stereo tuner offers
notably excellent perform-
ance and sound quality.”

AUDIO: “You can’'t buy
better audible performance
than is achievable with
Pioneer’s new TX-9100
(AM-FM stereo tuner) at

any price.”

STEREO REVIEW: “This
(SA-9100) is an essentially
distortionless, bug-free,
and powerful amplifier with
exceptional Hexibility . ..

A highly complex array of
electronic circuitry has
been packaged into a
consumer product of
relatively medest price
without a trace of ‘haywire’
or slipshod assembly. It
almost seems a pity to hide
internal workmanship.”




Intuners and amy
Pioneer is the

-

The time has come to
completely re-evaluate
the standard you now
use to judge high
fidelity performance.

With this new line of tuners and amplifiers,
Pioneer presents many ingenious
innovations in circuitry that are being used
tor the first time. However, this
exclusiveness is only secondary. While
each new circuit can be considered
revolutionary by itself, what is even more
important is that their combined
capabilities achieve precision and
performance heretofore unattainable.

The Tuners: TX-9100,
TX-8100, TX-7100

FM front end — an engineering triumph
The height of sophistication, the TX-9100's
stabilized, drift-free front end replaces
printed circuit boards with completely
metallized construction. The same used in
high precision communications equipment.
Employing three dual gate MOS FET’s
and a buffer circuit in the local oscillator,

Exclusive heavy gauge die cast aluminum
housing assures uncanny stability.

there’s exceptionally high gain with
extremely low noise. Two tuned RF stages
with a 5-gang variable tuning capacitor
contribute to the highest selectivity 190dB)
and astonishing FM sensitivity (1.5uV).
The exclusive use of a heavy gauge die
cast aluminum housing assures uncanny
stability.

IF section — the epitome of

advanced research

In the pursuit of excellence, significant new
IF section technology was developed, The
result is optimum selectivity with minimum

TX-9100 interior view.
Chrome plated shielded front end
housing and multiplex section.



stabilization, special electronic regulator
circuits are used. Transient response is
also improved with a superb damping
factor of 70.

The unique equalizer amplifier
To make certain that extraneous signals
do not interfere with the input signal, the
equalizer amp is totally enclosed and
sealed to shield it against leakage.
There’s also extra assurance of
precision with special low noise metal
film resistors and styrol capacitors. Both
are manufactured under continuous
computer control to highest laboratory
test equipment tolerances: +=1% for
resistors; +=2% for capacitors. Until now
such precision has been unheard of in
hi-fi equipment. Deviation from the ideal
RIAA curve is only =0.2dB.

Since a direct-coupled SEPP
complementary circuit is used in the
equalizer amplifier, virtually any dynamic
phono cartridge can be accommodated
without overloading or distortion. For
example, with 2.5 mV sensitivity, the
overload at 1KHz is an unbelievable
250mV, and 1200mV at 10KHz!

The power amplifier

To sustain the ultra sophistication of the
equalizer and control amp sections, the
power amp has a direct-coupled pure
complementary SEPP circuit, double
differential amplifiers and two constant
current loads. The combined effect is the
achievement of wide power frequercy
range and excellent transient response.
100% negative DC feedback is
supplemented by 66dB dynamic negative
feedback for minimum distortion and
absolute stability. The pre and power
amps can be used independently with a
separation switch.

Exclusive direct-coupling in all stages
Until now direct-coupling has been used
only with the power amplifier. Pioneer
takes it a dramatic step further in the
SA-9100 and SA-8100. Direct-coupling in
all stages from the equalizer amp to the
control amp to the power amp. More
effective? Absclutely. It achieves the
finest transient response, wider dynamic
range, with no greater than 0.1% total
harmonic distortion. It's an incredible
achievement.

Level set, volume
and loudness
contour confrols
adjust to listening
preference

Three controls
working together
adjust to any degree
of loudness. The
level set control is

the primary volume

Main Control Curves
(Sub set at Flat)

W

Sub Control Curves
(Main set at Flat)

control. its maximum
loudness setting

is 0dB.

Successive settings
of —15dB and —30dB
result in lower gain.
Once the desired
volume is obtained,

L
100Hz Frequency 10kHz

The control amplifier: Twin stepped tone
controls custom tailor your listening.
Now you can make the most critical bass

and treble adjustments with supreme ease.

In fact, there are 5,929 tonal combinations
to suit your listening room acoustics and
to compare or compensate for component
frequency response.

On the SA-9100 and SA-8100 four
tone controls (two for bass, two for tretle)
make 2dB (2.5dB with SA-8100) step
adjustments for the entire audio spectrum.
Working together with the tone controls is
a buffer amplifier with 100% negative DC
feedback. The main bass control governs
=+ 10 dB at 100 Hz; the sub-bass, = 6dB at
50 Hz. The main treble control governs
+10 dB at 10KHz and the sub-treble,
=+ 6dB at 20 KHz. This, plus the tone
defeat control (described in the next
paragraph) makes the SA-9100 the most
exciting-to-use amplifier that has ever
powered any hi-fi system.

New tone defeat switch

Because of the extremely wide variety
(5,929) of frequency adjustments made
possible by the twin tone controls, the
tone defeat switch adds extra flexibility.
Adjusting the tone controls to your
satisfaction, you can flip the tone defeat
switch. Bass and treble responses
instantly become flat. When it is switched
off you return to the original tone control
settings.
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50Hz Frequency 20kHz
Excellent frequency l curves from
100% negative DC Wm & twin tone controls.

the volume control
is used for fine
adjustments within
the given

range. While the loudness contour boosts
bass and treble, it may also be used

additional convenience. A separate flip
type lever control for instant switching
between the more widely used tuner and
phono 1 and any other single program
source. Incidentally, both switches are
shielded to protect the input against
undesirable extraneous signal pickups.

Two-way tape duplicating and monitoring
There are two separate flip type switches
on the front panel of the SA-9100 for
tape-to-tape duplicating and monitoring.
Two tape decks can be connected for
recording, playback and duplicating in
either direction, with simultaneous
monitoring.

Level controls for phono 2, aux 2

in order to match the level of various

inputs, individual level controls are
provided for phono 2 and aux 2.

Speaker B control

This special control helps in the use of two
pairs of speaker systems of different
efficiencies. There is no sacrifice of
damping or distortion when switching from
one pair to the other.

Impedance selector for phono 2

An easy-to-use switch allows you to
employ any phono cartridge input

(25K, 59K, 100K ohms).

Two-paosition high & low filters

The low filter switch on the SA-9100 and
SA-81Q0 has subsonic (below 8Hz) and
30Hz positions. The high filter switch has
12KHz and 8KHz positions.

Maximum versatility in program sources

Inputs SA-9100 SA-8100 SA-7100
Tape monitor—S/N | 2-90dB | 2-90dB 2-90dB
Phono—S/N 2-80dB  2-80dB 2-80dB
Auxiliary—S/N 2-90dB  2-90dB  2-90dB
Microphone—S/N 2-70dB  2-70dB 1-70dB
Tuner—S/N 1-90dB  1-90dB 1-90dB
Outputs

Speakers 3 2 2
Headsets 1 1 1
Tape Rec. 2 2

with the level set control. The  consistent power for every requirement

more advanced the position
of the level set control, the
lower the effective range of
the loudness contour.

The original and positive
speaker protector circuit
Since the signal is fed
directly to the speakers
because of direct-coupling, an automatic
electronic trigger relay system is
incorporated into the power amplifier.
This protects the speakers against
damage from DC leakage which can also
cause distortion. It also prevents short
circuits in the power transistors.
Maximum convenience for program
source selection

While there is a multiple function rotary
switch for microphone, phono 2 and two
auxiliaries, Pioneer has included an

P @
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Convenient program source
selection switch & control lever.

R - s
when you want something better
CIRCLE NO. 1 ON READER SERVICE CARD

SA-7100 20 watts, minimum

Continuous power output per channel, both channels driven
into 8-ohm loads, at any frequency from 20 Hz to 20,000 Hz.
at no more than the total harmonic distortion indicated.

Rated Power

Rated Maximum Total Harmonic Distortion

SA-9100 60 watts, minimum 0.1%
SA-8100 40 watts, minimum 0.3%
0.5%

This new lineup of Pioneer tuners and
amplifiers is unquestionably the most
advanced available today. Yet despite
this overwhelming sophistication, they're
sensibly priced.

See your Pioneer dealer. He’il show
you how this series of fine instruments
can outperform any units in their price
range. All prices include walnut cabinets.
SA-9100—$449.95; SA-8100—$349.95;
SA-7100—8249.95
TX-9100—$349.95; TX-8100—8249.95;
TX-7100—$199.95
While not discussed here, Pioneer is also
introducing the SA-5200 stereo amplifier
and the TX-6200 stereo tuner for high
quality hi-fi on a low budget. Only $139.95
each, with wainut cabinet.

U.S. Pioneer Electronics Corp.,

75 Oxford Drive, Moonachie,
New Jersey 07074

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




BELT DRIVE ISN'T NEW.
MULTIPLE PLAY ISN'T NEW.
A TURNTABLE THAT COMBINES BOTH IS NEW.
READ ALL ABOUT IT. -

Back in monophonic times, turntable motors drove
platters through a series of wheels called “idlers”.

Many automatics and changers still use this system.

In those days, records and playback systems were still
relatively unsophisticated, so the distortions an idier drive
system created didn't matter much.

Today, however, distortion is a critical problem. With
recordings of increased dynamic range, wow, flutter and
rumble must be reduced to inconsequential levels.

A belt-drive system is light years ahead of idler drive
in that department.

And here the belt is driven by a unique motor found
only in BT-C turntables. It is a 300 RPM, 24-pole motor
and it is inherently freer from noise and vibration than the
1800 RPM units with from 2 to 16 poles, which are stand-
ard in even the best of the conventional automatics.

The advantage of Programmed Multiple Play

The 980 and 960 are not record changers.

They are belt-drive Programmed Turntables which
are engineered to play as many as 6 records at a time.

They have a 2-point record support system which is
far less complicated and far more reliable than any um-
brella spindie we've ever seen.

But an even more important advantage is this.

An automatic record handling system like the one on a
BT-C turntable can handle a single record, or 6 at a time,
perfectly. No false drops. No bouncing and skating a dia-
mond stylus across the grooves. It eliminates human error,
and human error is what damages the sidewalls of your
record grooves forever.

The simplicity factor

The 980 and 960 have the visibly lower profile of
single-play manual instruments. They've been engineered
to be simple machines, so they have fewer parts and fewer
potential problems.

They abound in innovations. In the tone arm, the
cartridge shell, the program panel, the entire system.

We can send you more detailed information if you
write to Dept. 2C British Industries Co., Westbury, L.1.
11590; or better yet, see them at your local audio specialist.

Copyright 1974 B:I-C s a trademark of British Industries Co, Westbury, New York 11590, A division of Avnet inc.

This is the 980 with

solid state speed control and strobe.
About $2007 The 960 is identical
except for these two features. About $150.

“ Less base and cartridge.
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With an Empire
wide response
cartridge.

Whether you’re into stereo or —
quad, wide response means better sound.
True music reproduction depends upon
frequencies well beyond the range of
human hearing (20-20,000 Hz), For exam-
ple: a perfect square wave re-
quires a harmonic span of 10
times the fundamental fre-
quencies recorded. Listening

to a wide response cartridge
is truly a unique experience.
Close your eyes and you’ll
swear the sound is live.

The complex records produced today re-
quire very low force for tracking (ability to
stay in the groove) if they are to achieve
long life and clear sound. A radius of
engagement as low as .1 mil is
required to trace (follow the wig-

gles) all the way to 50,000 Hz.
Our nude diamond stylii

= ___ P are hand polished to

- precise bi-radial dimen-
sions for Super Sterec and the even more
exacting “4 Dimensional”"™ configuration
needed for Discrete 4 Channel.

Why Empire
cartridges

sound better

Every Empire long playing cartridge is
fully shielded. Four poles, four coils, and
three magnets (more than any other brand)
produce better balance and hum rejection.

"Trademark of the Empire Scientific Corporation



racKI1m}

Choose the Cartridge Designed to Play Best in Your System

Plays 4 Channel Discrete (CD4) Plays 2 Channel Stereo
and Super Stereo i |

Plays All 4 Channel Matrix Systems (SQ, QS, RM) I,

—_—
Model D/ D/l D/ E/Ml E/ll E/I E
F R
S R i 5-50,000 5-45,000 10-40,000 | 5-35.000 | 633,000 | 8-32,000 }10-30,000 | 10-28,000
Output Voltage per
Channel at 3.54 cm/sec 3.0 3.0 3.0 50 50 50 50 50
groove velocity: ' : ! )
- more than more than
Ohanpall AT 35dB 3548 35dB 35d8 35dB 35dB 30dB 30dB
e MR Yato 1Va Y210 1% %to 1% wioi¥e | eto1le | %ol | 1103 1103
miniature nude | miniature nude| miniature nude nuce nude nude
_ diamond with | diamond with | diamond with elliptical elliptical elliptical elliptical | spherical
Sitghs Tif: A miltracing | .1mitracing | .1mitracing | diamond | diamond | diamond {diamond | diamond
radius radius radius ox ?7mil | 2x7mil | 2x.7mit |-3x.7mil 7 mil
"4 Dimensional| ™4 Dimensional | 4 Dimensional
e . turntable only | turntable only turntable or | turntatle or fturntable or{turntable or | changer | changer
changer changer changer changer only only
LIST PRICE $149.95 $124.95 $34.95 $69.95 $54.95 $39.95 $34.95 $29.95
(White) (Yellow) (Black) (Clear) (Blue) | (Green) (Red) (Smoke)

CIRCLE NO. 21 ON READER SERVICE CARD

The stylus lever floats free of its magnets imposing much less
weight on the record surface than in ordinary cartridges.This means
less record wear and lower distortion. Hi Fi Sound Magazine
summed it up very well by calling the Empire cartridge “a real hi fi
masterpiece...A remarkable cartridge unlikely to wear out discs
any more rapidly than a feather held lightly against A8
the groove’” ¥
Write for your free “Guide to Sound Design}
Empire Scientific Corp., Garden City, N.Y. 11530

Mfd. U.S.A. MIE
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ANIMAL, VEGETABLE, OR CLASSICAL ?

HE record industry, like almost everybody else, has a great fondness for the “Hit

Parade” system of ordering what would otherwise be random musical events,
and that is why the industry journals devote so much time and space to best-seller lists
—"“top-40” charts, country charts, r-&-b charts, “easy listening” charts, and even
classical charts. Since no two views of the world and its needs are likely to be the
same, the Billboard classical chart appears monthly, that for Record World weekly,
which explains, I think, why they usually agree only roughly on what’s up. Record
World’s classical chart behaves rather like the popular charts—an item can be on
one week, off the next, and may never be heard of again. This is often the pattern for
new—and particularly novel—opera releases, evidence that the concentrated buying
of committed operaphiles can create 2 noticeable though temporary market surge
regardless of their comparatively small numbers. Billboard’s chart, however, is more
ponderous in its movements, reflecting not the weekly (or even the monthly) pattern,
but one with a periodicity of, I should judge, at least a year. It therefore favors the
kind of release that is not a flash in the pan, so to speak, but one that has slow,
steady, and, in the end, impressively mounting sales. It is, in other words, a matter
of the short view against the long, with both having their uses.

It so happens that it is the long view that is, for my immediate purposes, the more
useful, a view that finds 22.5 per cent (nine out of a total of forty items—and the first
three positions to boot) of Billboard’s November 16 classical chart occupied by discs
featuring the music of Scott Joplin (the Joplin wave has of course long since crested
on the Record World charts). Familiar as I am with the Joplin renascence over the
last couple of years, that figure still impresses me, and I cannot help but wish that
it might have a similar effect on the stubborn classical music establishment as well,
But is the music “classical”? Funny you should ask, for the same question has been
rather testily put only recently within the precincts of the record industry itself—
during current NAR ASdeliberations over this year’s soon-to-be-announced Grammy-
award winners. One may safely assume that the question was not raised by either
Nonesuch or Angel, the two classical companies that have had the most brilliant
commercial (and artistic) successes with Joplin. But commercial and ego considera-
tions aside (has a Grammy award ever had any effect on a record’s sales?), the
question is, from a cultural standpoint, a foolish, even mischievous one.

To begin with, Joplin himself considered his compositions to be in the classical
mould—which is to say composer-notated, finished works of whose correct perfor-
mance he was the best judge (no free “interpretations,” performer license, or other
carryings-on permitted). The current rebirth of the music, moreover, is the direct
result of the activities of classical musicians and of classical labels, its initial audience
this time around was the one ordinarily thought of as classical, and the later popular
manifestations are strictly bandwagon efforts, however winningly so. But there’s the
ironic rub, for just as Joplin’s “classical” music escaped into mass popularity back
at the turn of the century, so it has again eluded its largely benevolent custodians
(did they not, indeed, slyly hope it would?) and sunk, horror of horrors, to the lowest
level of all—the juke box. For this we have Marvin Hamlisch to thank—and I do
thank him, for he demonstrated at a stroke, with his score for The Sting, that Joplin’s
music is of that wonderful kind that defies classification, breaks down barriers, and
conquers all hearts. Such music is an invaluable cultural resource, for it is the best
answer to that preposterous exclusivism that causes the “classical” and “popular”
camps to waste so much time thumbing their noses at each other instead of listening
to music. The notions that classical means “elitist” and that popular means “com-
mon” are two sides of the same worthless coinage. If it’s cluttering up your aesthetic
exchequer, toss it out.
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Specs. Fealures.
Looks. And Price.

Sansui, already famous for quality and value has again outdone itself with e 771 receiver
Look at the specs: 35 watls per channel, min. RMS bothchannels driven into 8 Ohkms, 20 Hzto 20kHz, at

below 0.5% Tolal Harmonic Distortion — more than enaugh to power two pair o speaker systems.
FM sensitivity of 2.04:V(IFIF).

Look at the features: two tape menitors, two auxiliary inpuls, three pairs of speaker selectors,

two filters (hi & lo) and more — even a microphone circuit Visit your nearest Sansai franchised dealer and
listen to the fremendous Sansui 771. Then lister fo the price.
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SANSUI ELECTRONICS CORP.

5 ; Woodside, New York #1377« Gardena. Califomia 90247

ansvui. SANSUI ELECTRIC CO.. D Tokyo. Japan + SANSUI AUDIO EUROPE S A . Antwerp, Balgium
. ELEC TRONIC DISTRIBUTORS (Canada)
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4300.

The non-stop Teac.

One of the greatest things about
tape is listening to music that you per-
sonally have selected and sequenced.
But wouldn'’t it be nice to have a tape
recorder that didn’t require you to stop
whatever you're doing to turn the
tape over?

Our 4300 will do that for you. It will
play both sides of a tape, one after the
other, for as many times as you like —
so you can listen non-stop.

And so you can do that for as long
as you like, it’s a typical TEAC. We've
been building 3 motor tape recorders
like the 4300 for over 20 years now.
Any group of persons who work
together for that long develops tradi-
tions. One of our’s is to make our
products work well — for a long time.

It’s uncommon in a plastic world to
design a product to be repaired rather
than replaced — even more so to make
it worth repairing. But another tradi-
tion we have developed is to keep

replacement parts in stock for at least
five years after any product is no
longer made. Your 4300 may be the
last tape recorder you'll ever buy.

But we can’t describe most of the
reasons we think you’ll like the 4300.
The performance. The solid precise
feel. The effortless operation. You really
have to experience these for yourself.

You can do that by calling (800)
447-4700 toll-free to locate your nearest
TEAC Retailer (in Illinois, call (800)
322-4400). But fewer than 10 percent of
the hi fi stores in the country are
authorized to sell TEAC, so please call.
The persons there will provide you
with specifications and a demonstra-
tion, and be helpful in general. They
want you to enjoy your music without
aggravation too — that’s why they’re
aTEAC Retailer.

TEAC 2-YEAR WARRANTY

For two full years from date of pur-
chase any TEAC TAPEDECK returned
with warranty card and freight prepaid
by the original registered purchaser to
TEAC or its nearest authorized service
station will be repaired free of charge
for defects in workmanship or material.
The same applies to TEAC car stereo
decks for a period of one year. This

warranty only covers TEAC products
purchased in the U.S. A.

The leader. Always has been.

TEAC Corporation of America. 7733 Telegraph Road, Montebello, California 90640.
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The Joys of Kit Building

® Congratulations on the best article I've
read on electronic kits (December) in the ten
years I've been reading audio periodicals.
Having built seven Dynakits over the past
four years and requiring help with two of the
units after assembly, I can attest to Ralph
Hodges’ accuracy about the excellent cus-
tomer service divisions of these companies,
the “‘maximum charge” invariably being un-
der 10 per cent of the cost of the Kit, and a
knowledge of electronics being unessential to
kit building. With the exception of being able
to recognize electronic parts more readily, my
electronic comprehension is just as it was
when | built my first kit —nothing past Ohm’s
Law.

The only thing Mr. Hodges didn’t mention
is that if one has a perfectionist’s tastes and
a limited bank account, Kits are the best way
to reconcile the two. Also, 1 must confess that
1 enjoy the music more, knowing that 1 ac-
tively had something to do with its becoming
music,

JOSEPH M. BOSWELL
Alexandria, Va.

Cowell’s Early Symphonies

® Oliver Daniel's excellent and educational
article on Henry Cowell in the December is-
sue ignores Cowell’s early symphonies as
though they never existed. Was the composer
so dissatisfied with them that he withdrew
them? Are the manuscripts lost? Or are they
not up to Cowell’s later style?

I have a tape of Cowell's First Symphony,
which | recorded from a record via FM in
1968. Even though the tape misses a few
measures because | had to turn the reels over
in mid-broadcast, it remains one of my favor-
ites, and was my introduction to Cowell. The
Schwann and Musical Heritage lists, how-
ever, don't even recognize the First Sympho-
ny’s existence. | wonder how many years old
the record was when 1 chanced to hear it and
record it?

Can Mr. Daniel fill in the gaps in his catalog
of Mr. Cowell’s output — whether or not cur-
rent recordings exist and if there are any plans
by record companies to do more with Mr.
Cowell? 1 would hate to wait until 1996 for a
Cowell centennial movement a la 1ves to give
his works the airing I suspect they deserve. It
would be interesting to trace Cowell’s de-
velopment through the medium of records,
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LETTERS TO

THE EDITOR

since that’s the only way to expand our musi-
cal horizons. But we don't have the records.

HENRY A. BLUMENTHAL

Jacksonville, Fla.

Mr. Daniel replies: I doubt very much that
Mr. Blumenthal heard Cowell’s First Sym-
phony, since I do not think it was ever played;
certainly it was never recorded. There were
recordings of Symphonies Nos. 4,5,7,. 10,11,
15, and 16, although, being on small lubels in
the first place and largely out of print in the
second, they may be a little hard to find. Per-
haps, by 1997, wmore conductors will discover
Cowell the way so many of them are now dis-
covering Ives, and we can all celebrate.

® The article on Henry Cowell in the De-

cember issue of STEREO REVIEW is not only a

marvelous tribute to Cowell and his music,

but an extraordinary contribution to music lit-
erature as well.

RoNALD FREED

New York, N.Y.

Good OI' Randy
® My compliments to Noel Coppage for a
fine review of Randy Newman’s “Good Old
Boys” (December). It’s really about time the
press—and the public—recognizes Randy as
a brilliant artist who has a unique talent for
writing songs which poke fun at human im-
perfections as well as the numerous contra-
dictions and absurdities of life. The quality
of being a good story teller is rather rare these
days; Randy demonstrates this ability in a
series of short, pleasant, Chautauqua-like
tunes which provoke an emotional response.
RicHARD KozLow
Chevy Chase, Md.

Indexing
® Thanks very much for the mention of
Popular Periodical Index in the November
Letters column. But where in the world did
you get the Rutherford, New Jersey, address?
The correct address is Popular Periodical
Index, P.O. Box 739, Camden, N.J. 08102.
We now have over one thousand library
subscribers with dozens more being added
each week. May each and every one of them
subscribe to STEREO REVIEW!
BoB BOTTORFF
Rutgers University
Camden, N.J.

Buffett Buffs
® Inresponse to reader Chris Clarke’s letter
in the December issue: we are eternally grate-
ful to STEREO REVIEW and to Noel Coppage
for introducing us to the music of Jimmy Buf-
fett (September). Solely because of Mr. Cop-
page’s review of “Living and Dying in ¥4
Time,” we bought that record —and immedi-
ately after hearing it we began searching in
record shops for Jimmy Buffett’s first record.
It took a special order to get it, but since then
we've enjoyed borh of Jimmy Buffett’s discs
over and over again. He is truly a gifted artist
whose rhyming and phrasing are unequaled.
Who else would even dream of a line like
“Ramar of the Jungle was everybody’s bwa-
na, but only jazz musicians were smokin’
marijuana?”
EDGAR E. AND NaNCY L. G. HEss
Ridgewood, N.J.

Maria Caniglia
@ | found William Livingstone’s article on
“The Fourth International Verdi Congress”
(December) most interesting. My heart
skipped a beat when I read that Maria Canig-
lia is now living in Chicago. For over thirty
years, she has been and still is my favorite
singer: I don’t believe that anyone can come
up to her. And now 1 find she is living right
here!
ANN SALVADOR
Chicago, 111

Verdi Corrected

® As the author of both the program notes
and the libretto translation, I was delighted to
read your excellent review of the Philips Un
Giorno di Regno in the December issue. Inci-
dentally, a plot summary was contained in the
notes as originally submitted to Philips. Due
to the paper shortage —apparently devastating
in Holland —they were faced with the choice
of eliminating either the background notes or
the plot summary, and their feeling was that,
since the complete libretto was furnished, the
summary was the more expendable.

That biographical sketch that Verdi sup-
plied to Ricordi in 1879 certainly created
more problems than it solved. At a distance of
forty years, Verdi was confused, mentioning
that his two children died within the span of
four months. Actually, Virginia died in Au-
gust 1838 (before the first performance of
Oberto), while Icilio died in October 1839
(about fifteen months later). Then, eight
months later, in June 1840, his wife Margheri-
ta died. The four-month figure still stands in
most reference books, since the source
seemed unimpeachable.

MARTIN L. SokoL
New York, N.Y.

Larynx Music: Keeping Abreast
® Roger Dettmer’s review of my new Atlan-
tic-Finnadar album, Wiretap (December). is
nothing if not thought-provoking. Intelligent
reviews of new music are rare enough these
days. and one should, 1 suppose, leave it at
that. Nevertheless, 1 cannot resist expressing
my astonishment at Mr. Dettmer’s list of in-
fluences. In principle, 1 admit to every possi-
ble influence. but as a matter of reality | thor-
oughly dislike Messiaen, I cannot recall ever
having heard Toru Takemitsu's Vocalism Ai,
and 1 categorically refuse to accept any re-
sponsibility for the Bernstein Mass.
Mr. Dettmer detects a certain desire to stay
abreast of the times in works like Larvnx
(Continued on page 12)
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At Pilot, our best four-channel receiver
is our best stereo receiver.

It takes a lot more than adding two plus two to
produce an outstanding four-channel receiver.
Technological change must be antici-

pated, as well as the needs — present and
future —of those who will use the equipment.

Unfortunately, not all companies
recognize this.

Fortunately, Pilot does.

We knew from the beginning that many
of you would not be able to make the switch
to four-channel all at once. That’s why the
Pilot 366 four-channel receiver (30/30/30/30
Watts RMS into 8 ohms) incorporates an
ingenious “double power” circuit that permits
you right off to enjoy the full power of this
receiver in stereo (60/60 Watts RMS into
8 ohms).

Not only does the 366 provide advanced
SQ circuitry, but it can also reproduce any
other matrix system currently in use. Plus it
will extract hidden ambience information
from conventional stereo material.

||||||
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Naturally, the 366 is fully adaptable to
any discrete system.

We didn’t stop there, however, in
considering the manifold uses of this receiver.
An ultra-sensitive FM tuner section (1.8uV,
IHF) has a special detector output to
accommodate proposed FM four-channel
transmissions.

Finally, we saw to it that setting up in
four-channel would be a simple operation.
The 366 provides a special balancing signal,
we call it Pilotone® which makes channel
balancing a v1rtually foolproof procedure.

No matter how you use it, the very things
that make the Pilot 366 our best four-channel
receiver also make it cur best stereo receiver.

And yours too.

For complete information and the name
of your nearest Pilot dealer write: Pilot,
66 Field Point Road, Greenwich, Conn. 06830.

The Pilot 366 Four-Channel Receiver




Music. Perhaps. | always thought that artists,
like all the rest of us, had to live and survive in
no other times than our very own. In fact,
when Larynx Music was first conceived al-
most a decade ago, | felt 1 was swimming
against the fashion of the time. Or, to change
the metaphor, Larvnx Music is an exorcism of
the very same devils whose malign influences
Mr. Dettmer is busy trying to exorcise. If this
is trendy, then Mr. Dettmer’s very sophisti-
cated attack on trendiness is equally trendy —
in his own words, de rigueur.

Incidentally, the soprano who does such a
remarkable job with Larvnx Music is Elise
Ross and the guitarist in Helix is Joshua
Bauman: both names were given incorrectly
in the review credits.

ERric SALZMAN
Brooklyn Heights, N.Y.

Speaking Out
® STEREO REVIEW is beginning to see the
light. The significance of mixed mediums
(pop, jazz, electronic, blues, classical, etc.) is
outlined in Eric Salzman’s witty review of
Elephant Steps (December). | agree with Mr.
Salzman on the need for some new kind of
musical theater, but he should have told us in
detail about the plot. If the musical is so con-
fusing on records, maybe it should be made
into a movie, directed by Mel Brooks or Ken
Russell and starring sbmebody like Paul Sand
as Hartman. Finally, if Michael Tilson Tho-
mas’ singing was that bad (1 disagree), Mr.
Salzman should have come out and said so.
CAROLYN LEWIS
Lubbock, Tex.

Jackie and Roy

® [ was somewhat bewildered by Peter Reil-
ly’s review of Jackie and Roy's “A Wilder
Alias™ (October 1974). First, [ came across
*“Jackie Cain and Roy Kral (vocalsand piano);
orchestra.” There is no orchestra on this
date. Then comes the list of compositions. but
no mention of vibist Roy Pennington, bassist
Harvey Swartz, drummer Steve Gadd, and
the added soloists, tenor Joe Farrell and flutist
Hubert Laws.

A cryptic inscription, **Performance: Scoo-
bee-doo-bee-dah,” engendered a bit of skepti-
cism and a great deal of disappointment from
me until the last paragraph: *“The Krals do
have a certain following in the pop press. but |
suspect it’s generally among critics who have
sacrificed objectivity for friendship.”” Huh? If
anything. the pop press has virtually ignored
Jackie and Roy due to the stigma “‘jazz sing-
ers” attached to them many years ago, for
“jazz™ is anathema to the pop world.

“A Wilder Alias™ represents a kind of new
developmental and “‘expanded” Jackie and
Roy. In order to appreciate and understand it.
one has to put aside personal desires and
tastes for “objectivity.” One should also be at
least familiar with the “early” Jackie and Roy
to fully realize what this LP represents. But
Jackie's pure and unaffected tones and Roy’s
complementary vocal lines, piano work, and
arrangements should appeal to all levels of
interest.

LARRY Davis
New York, N.Y.

R-&-R R.I.P.

® In reference to the December “Simels
Report’: Rock Dreams sounds like a fantastic
book, well worth reading. However, | was
greatly disturbed by Steve Simels’ put-down
of the current state of affairs in rock music.
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He says that music and musicians were more
vital five years ago, which is absurd. The top
rockers today are better than ever—the All-
man Brothers Band, Marshall Tucker Band,
Elvin Bishop, J. Geils Band. Garcia-Saun-
ders, Stevie Wonder, etc., etc. The hybrids
with jazz and country are exciting too. It's
Mr. Simels’ loss if he wants to hang up his
rock-and-roll shees.
DAVE RicH
Berkeley, Calif.

The Real Elton John

® Since when is Elton John not a Real Per-
son? Noel Coppage says (December) he isn’t
honest, or Real, as he puts it. Does that mean
that Elton John is dishonest? I consider Eltor
John one of the best “popular” singers to-

day —better than most ear-splitting hard rock
and some slow-moving blues. By the way,
Noel, who is Jesse Winchester?
CLAaYy DANIEL
Leesburg, Fla.

Ugly Rumors Confirmed
® Concerning Noel Coppage’s review of the
Grateful Dead’s new album, **From the Mars
Hotel” (December), the cover by Kelley
Mouse can be read by holding the album up-
side down in front of a mirror. You’ll find it
says “Ugly Rumors.” Just thought 1'd let you
in on this earth-shattering little piece of
information.
HowaRD HURWITZ
Philadelphia, Pa.

® Noel Coppage is one of the few reviewers
to discover and write of the beautiful music in
the Grateful Dead’s “From the Mars Hotel”
album (December). | mean, one guy even
wrote that the album was just too slow for
him!
MICHAEL WELLBORN
Berkely (Berzerkeley), Calif.

Festivals and Insurance
® | have two questions which may be of
general interest to your readers:

1. | intend to travel in Europe this year
and would like to attend some musical events.
It is impossible to know what all is available,
and | would prefer not to have to write to dif-
ferent festivals, opera houses, etc. Is there a
clearinghouse in the U.S. for European musi-

cal events which also offers deals on tickets?
2. My record collection has grown to a size
where it is best to insure it. My regular agent
will only insure it with a three-year deprecia-
tion term (a 1Y2-year-old record is considered
to be worth half its purchase price: a three-
year-old one is uninsurable). I am not trying
to insure irreplaceable records for more than
their purchase price, but a three-year term is
ridiculous for high-quality records well kept.
It seems to me it would be fair to insure them
for about 75 per cent of their purchase price
across the board. Does anyone know of an
insurance company that treats classical music
collections more realistically?
ScoTT EDWARDS
Arlington, Va.

Judy Get Your Gun
® Inresponse to Robert Lane’s [.etter to the
Editor (December): the Sound/Stage Record-
ings (2302) soundtrack album of Annie Get
Your Gun by Judy Garland is available from
The Record House, Inc., 1101 Polk Street (at
Post), San Francisco, Calif., 94109, for $6.00
plus a $1.00 handling charge, as listed in their
current catalog.
JOYCE M. HUNSINGER
Hazleton, Pa.

Mrs. Beach

® Paul Kresh’s review (November) of the
recent Turnabout disc containing piano quin-
tets by Arthur Foote and Mrs. H. H. A.
Beach was of particular interest to me. For
the last twenty years and more [ have been
specializing in nineteenth- and early twen-
tieth-century American and British scores in
my record collection and generally *‘drum-
ming up” interest among my friends and ac-
quaintances. | have long held the opinion that
the listening public has been unjustly deprived
of a sizable batch of music that is not only
beautiful but cannot, as Mr. Kresh puts it “be
dismissed as pedestrian.”

Readers who may be interested in sampling
Mrs. Beach as a symphonist are advised that
her Symphony in E Minor (the “Gaelic”) was
recorded in England in 1968 by the Royal
Philharmonic Orchestra under Karl Krueger,
andis available on a stereo disc from the Soci-
ety for the Preservation of the American Mu-
sical Heritage, Box 4244, Grand Central
Station, New York, N.Y. 10017.

Mrs. Beach, incidentally, died as recently
as 1944, and although, as Mr. Kresh points
out, she was indeed one of the first women
anywhere to compose a symphonic work, she
was well preceded in England by Alice Mary
Smith (1839-1884), a pupil of Sterndale Ben-
nett and Macfarren, whose prolific output in-
cludes two symphonies.

RicHARD K. PATTERSON
Hyde Park, N.Y.

Correction

® There was an error in the Watts Preener
ad which appeared in the December issue.
The Preener price was shown as $4.00 in-

stead of the correct selling price of $4.95.
SHELDON BERMAN
Elpa Marketing Industries
New York,N.Y.

PUBLISHER'S NOTICE: Recent fluctuations in the
value of the dollar will have an effect on the price
of merchandise imported into this country. So,
please be aware that the prices quoted in this issue
may be subject to change.
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Incredible.

Sorry. but when it comes to our

new Phace Linear 4000, modesty

fails us. How else would you

describe a preamplifier that actually:

e Puts back in what recording
studios take out.

e Restores dynamics lost in
recording to clasely approximate
the ariginal.

e Vanishes into virtual inaudibility all
hum, noise and hiss inherent
in most tapes, records, and
FM broadcasts.

e Lets your music (at last) reach
a lite-like fevel where cymbals
sound like cymbals, kettle drums
like kettle drums.

e Letsycu . . . for the first time . . .
hear ycur music from a
silerst background.

Since its introduction follows the

Phase Linear 700 and 400 power

amps, the 4000 pre-amp had to be

good. Consider these features:

The Peak Unlimiter

To prevent overload in recording
equipment, studios today ‘‘peak
limit” high-level explosive transients
of the source material. Incorporated
in the Phase Linear 4000 is a
highly -advanced circuit that reads
peak limiting, immediately routes
the signal through a lead network,
and restores dynamics lost in
recording 1o closely approximate
the original.

*SQ s a trademark of C3§ Laks. inc.

The Downward Expander

Gain riding, a recording technique
used to improve low level signal to
noise on phonograph discs,
unfortunately compresses dynamic
range that would otherwise be
available. The 4000 senses when
gain riding has been used and
immediately expands the dynamics
reciprocally downward to precisely
the intended level.

The AutoCorrelator

The advanced Autocorrelation
Noise Reduction System in the
4000 makes record/tape hiss and
FM broadcast noise virtually vanish
... without effecting musical content
of the source material. Over-all noise
reduction is =10 dB from 20 Hz to
20 kHz. Your music comes from a
background that is silent.

Plus...

... the 4000 is an advanced stereo
preamp with SQ* and Phase Linear
differential logic . . . its Active
Equalizer gives you a truly flat energy
distribution over the full audio
spectrum . . . completely passive,
independent Step-Tone Controls
allow precise tailoring of the music
to your listening environment.

It is, in a word, incredible. Ask your
dealer for an audition.

PHASE LINEAR 4000 SPECIFICATIONS
Total Distortion: Less than .25%.
Typically .02%.

Totat Noise: High level: 83 dB below
2 vplts. Phono: 72 dB below a 10
millivolt reference.

Tore Controls: Bass: Monotonically
increasing and decreasing, dual hinge
points, = 8 dB @ 20 Hz. Hinge points
switch selectable beginning at 40 Hz
or 150 Hz. Trebie: Monotonically
increasing and decreasing, dual hinge
points, = 8 dB @ 20 kHz. Hinge points
switch selectable beginning at 2 kHz
and 8 kHz.

Active Equalizer: 6 dB/octave boost
below 50 Hz.

Peak Unlimiter: (Nominal peak unlimit
rate attack threshold, front panel
variable) .5 dB/micro second for + 6 dB
peak unlimited operation.

Downward Expander: Downward
expansion commences at —35 dB.
Ultimate limit is —41 dB. Unlimiter
window is 35 dB wide, upper and lower
thresholds are simultaneously variabie.

Auto Correlator (Noise Reduction
Systems): High frequency noise reduc-
tion commences at 2 kHz and is 3 dB,
reaching 10 dB from 4 kHz to 20 kHz.
Weighted overall noise reduction is
—10 dB from 20 Hz to 20 kHz.

Size: 19”7 x 7” x 10” — Weight: 18 |bs.

Warranty: Three years, parts and labor.

Shcese Senear 4000

CIRCLE NO, 32 ON READER SERVICE CARD

THE POWERFUL DIFFERENCE

PHASE LINEAR CORPORATION, P.O. BOX 1335, LYNNWOOD, WASHINGTON 98036




THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

NEW PRODUCTS

Lissen
Audio Care Products

Eastern Pacific Marketing has intro-
duced (under the Lissen brand name)
two kits for the cleaning and mainte-
nance of records and tape machines. The
RC-1 record-cleaning kit consists of a
bottle of quick-drying solution with a
spray-top applicator that sprays the
liquid directly onto the record surface

TAPE RECORGER
HEAD

CLEANING k7

and a cylindrical record brush con-
structed of deep-pile velvet with a poly-
urethane core. The brush is intended to
remove any liquid residue as well as
contaminants on the record. The second
item, the HC-1 kit for tape recorders
(shown), contains a cleaning solution for
rubber parts (such as pinch rollers) and
another liquid for metal parts (heads,
capstans, and tape guides). L.ong cotton
swabs and a polishing cloth are also sup-
plied. The Lissen Kkits are packaged in
clear plastic snap-open boxes. Prices:
RC-1, $7.95; HC-1, $5.95. A refill for
the record-cleaning solution costs $5.95.
Circle 115 on reader service card

Ricordi Opera Posters

Fiesta Arts offers twelve full-color re-
productions of opera posters originally
commissioned by the Italian music pub-
lishers G. Ricordi to commemorate op-
eras by Puccini, Wagner, Montemezzi,
and others. The posters date from the
first decades of this century and reflect,
with exuberant melodrama, the stylistic
influences of the time. Operas and
composers featured include La Sec-
chia Rapita (Burgmein), Madama But-
terfly (Puccini), Tosca (Puccini), Don
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Giovanni (Alfano), La Fanciulla del
West (Puccini), Hellera (Montemezzi),
and Manon Lescaut (Puccini). There is

also a poster (shown) for a festival
honoring Giuseppe Verdi, conducted by
Arturo Toscanini.

All posters are in full color with di-
mensions of 27Y2 x 19Y2 inches. They
are packaged in clear plastic envelopes
and shipped in heavy mailing tubes.
Prices: $7 each, $40 for any six, or $78
for the set of twelve. Circle reader ser-
vice number or write direct to: Fiesta
Arts, Inc., Department SR, Greenvale,
N.Y. 11548.

Circle 116 on reader service card

Radford HD 250
Integrated
Stereo Amplifier

AUDIONICS, importer of the British-
made Radford equipment, has an-
nounced the availability of the Model
HD250 integrated stereo amplifier pro-
viding a power output of 50 watts per
channel continuous into 8 ohms (both
channels driven) with less than 0.02 per
cent harmonic distortion. The Radford

\ i ; f? + * l ,

specifications are unusually complete,
and include separate noise and distortion

ratings for the phono preamplifier, tone-
control section, and power-amplifier sec-
tion. With ““A™ weighting, the signal-
to-noise ratio at the phono inputs is
between 80 and 88 dB under typical
input-signal conditions. Corresponding
figures for the tone-control section are
similar. Both sections have unmeasur-
able distortion (distortion is below noise
level) in typical use. Their respective
sensitivities are 2 millivolts and 100 mil-
livolts. The frequency response of the
phono preamplifier matches the RIAA
equalization characteristic within 0.5 dB
above 50 Hz; below 50 Hz a 12-dB-per-
octave rolloff is introduced, with re-
sponse 3 dB down at 30 Hz. Frequency
response for high-level inputs is 20 to
32,000 Hz +0, —1 dB.

The uncomplicated control layout of
the HD250 features slider-type controls
for all level adjustments, including vol-
ume, bass and treble (providing a range
of approximately =12 dB at 30 and
20,000 Hz, respectively), and balance.
(Balance is adjusted with separate gain
controls for each channel.) The amplifier
accommodates two tape decks (with off-
the-tape monitoring) as well as tuner and
phono sources. The HD250 measures
17 x 4%a x 11 inches. Price: $650.

Circle 117 on reader service card

Sansui QRX-7001
Four-Channel Receiver

A new four-channe] receiver from San-
sui, the Model QRX-7001, will play any
of the major four-channel program
sources —CD-4, QS and SQ matrix-en-

£ e ng N ADhOO N .!.
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coded material, and discrete four-chan-
nel tapes. The built-in CD-4 demodula-
tor, Sansui’s own design, is completely
switched out of the phono circuit when
not in use. The separation and carrier-
level adjustments are located on the
front panel for ready accessibility. The
QS facilities are the four-IC Type A
Vario-Matrix decoder, with a synthe-
sizer to provide a four-channel effect
from two-channel sources, and a special
switch position for decoding SQ pro-
grams with enhanced front-to-back sep-
aration. The synthesizer function pro-
(Continued on page 16)
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What makes Bose speakers unique?

Both the 301€ and 501 speakers system and a great one is the 3 1 : C5 e
utilize two key elements essential to  speakers. It all begins with BOSE %
BOSE loudspeaker dzsign: direct speakers.
and reflecting sound. and flat-power
response. Additihonall'y the 901s ‘For a description of this research see the
: : £ ? article “Souad Recording and Reproduction™
m(_:Otrporate m,UI"p|e fU"—range published i~ Technolagy Rzview (M.1.T.:
drivers acoustically-coupled to a Vol. 75, No. 7, June '73. Reprints are ava lable
common chamber, and active from BOSE for fifty cents.
equal:zation. +For you~ complimentary copy of these

< f reviews plus information on our sbeakers
These “eatures, resulting from write: BOSE, Dept. S=, The Mountain,

twelve years of university research’,  gramingham, MA 01701.

have made the BOSE 901 the most

highly -eviewed speaker? in the

high fide’ity world. And our _B”SE
SYNCOM™ Il computer assures you

of extremely high quality control

standards.

Just A-B the S01s or the 501s
with ery ccnventionel speakers.
Com pariscn will prove, the
differenc2 between a fine sound

Shcwn above: (‘eft to right) new walnut and white 901 Continentals; ebony, white, and walnut 907s; (centar) 5C1. Pedestals optional.
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NEW PRODUCTS

THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

vides switch positions for HALL and
SURROUND effects.

The FM specifications for the QR X-
7001 include an IHF FM sensitivity of
1.9 microvolts, 1.5-dB capture ratio, 70-
dB selectivity, and image and i.f. rejec-
tion exceeding 75 and 90 dB, respective-
ly. Total harmonic distortion is under .3
per cent for mono, 0.5 per cent for ste-
reo. Frequency response is 30 to 15,000
Hz +0.5, —3 dB, and stereo separation
is better than 40 dB at 1,000 Hz. Power
output of the amplifier section is 35
watts per channel continuous, 20 to
20,000 Hz, with all four channels driven
simultaneously into 8-ohm loads. Har-
monic and intermodulation distortion are
both below 0.4 per cent at rated output.
Signal-to-noise ratios exceed 70 dB for
the phono inputs and 80 dB for high-
level inputs. The phono equalization
matches the RIA A characteristic within
+1 dB.

The front panel of the QRX-7001 has
separate bass and treble controls for the
front and rear channels plus balance con-
trols that adjust left-to-right levels in
front and rear and overall front-to-rear
balance. Tape-monitor switching for two
four-channel tape decks permits dubbing
from one to the other. Two quartets of
speakers are accommodated, with a
selector that chooses either or both.
Switchable  loudness compensation
boosts low and (moderately) high fre-
quencies at low volume-control settings.
The low- and high-cut filters introduce 6-
dB-per-octave slopes, reducing response
by 10 dB at both 50 and 10,000 Hz.
There are front-panel headphone jacks
for four-channel phones. Dimensions of
the receiver are approximately 21V4 x
62 x 157/s inches. Price: $879.95.

Circle 118 on reader service card

Soundcraftsmen SC-7
Speaker System

A new speaker system from Sound-
craftsmen, the SC-7, is an acoustic-sus-
pension design incorporating three
drivers: a 12-inch woofer, S-inch cone
mid-range in its own internal sub-enclo-
sure, and a 3Y2-inch dome-type tweeter.
The cabinet is finished in walnut veneer
with solid walnut trim and a black, acous-
tically transparent foam grille. Two con-
tinuously variable level controls adjust
the output of mid and high frequencies
over a +6, —12-dB range. The crossover
points between the three drivers occur at
500 and 4,500 Hz.

The nominal impedance of the SC-7 is

16

8 ohms, and power-handling capability is
60 watts continuous (100 watts peak),
with 10 watts per channel the recom-

mended minimum amplifier power for
driving the system. Frequency response
is 20 to 20,000 Hz =5 dB. Five-way
binding posts on standard centers serve
as input connectors, The SC-7 is 25V x
15 x 11%4 inches. Price: $229.50.
Circle 119 on reader service card

All-Test ATD-25
Phono Preamplifier
The Al-Test self-powered phono pre-

amplifier is a high-quality device de-
signed to replace the existing phono

preamplifier of an amplifier or receiver,
or to provide a second magnetic-phono
input for a system incorporating two
record players. The preamplifier has
adequate gain for most magnetic-phono
cartridges and has a noise level that is 60
dB below a 1-millivolt input. Input over-
load occurs at 130 millivolts at 1,000
Hz. Maximum output is at least 7 volts
into impedances of 10,000 ohms or
more, with intermodulation distortion
less than 0.01 per cent. Frequency re-
sponse is within 0.5 dB of the RIAA

curve across the full audio band. The
input impedance of the preamplifier is
47,000 ohms; capacitance is 50 picofar-
ads. The ATD-25 has no controls other
than an on/off switch. Standard phono
jacks mounted on the rear panel serve as
input and output connectors. The cir-
cuitry is housed in an all-metal case with
dimensions of 9 x 3 x 7 inches. Price:
$150.

Circle 120 on reader service card

APL Model 801
Speaker System

Applied Physics Laboratory has an-
nounced a new speaker system—the
fourth in this manufacturer’s current
line—employing a piezoelectric horn
tweeter and an 8-inch woofer in a sealed
enclosure slightly larger than one cubic
foot in volume. The system uses no
crossover network, but depends instead
on the natural rolloff characteristics of
the two drivers. The tweeter operates
over the range 3,500 to 25,000 Hz, be-
low which its rising impedance effec-
tively introduces an 18-dB-per-octave
rolloff. The woofer, with an in-box reso-
nance of about 44 Hz, rolls off mechani-
cally above 3.500 Hz at a 12-dB-per-
octave rate. The 801 has a nominal im-
pedance of 8 ohms and a power-handling
capability of 100 watts continuous.
Amplifier power of 10 watts per channel
continuous is the minimum recommend-
ed by the manufacturer. The enclosure,
which measures 21¥2 x 12 x 10 inches, is

constructed of ¥s-inch particle board
clad in oiled walnut veneer and a dark
grille cloth. Price: $99.

Circle 121 on reader service card
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DISC-1 IMPEDANCE . DESC LOW ENHANCE

If the whole is greater than the sum of its parts,
imagine what happens when each part
is greater than it has to be.

T-100
AM/FM Stereo Tuner Your Accuphase retailer
will be happy to demon-
strate exactly what
happens.To find the one
nearest you, write us.

. Accuphase
: “"TEAC

TEAC Coarporation of America, 7733 Telesrraph Road, Montebello. California 90640,
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C-200
Stereo Preamplitier

Ster-o Power Amplitier

-



After you hear
our loudest
speaker, listen
to our softest.

Its the
same one.

Most of today's speakers
have alimited musical
dynamic range and lose the
full dramatic impact of the
music. Not sowith the new
B-I-C VENTURI™ speakers.

They are soefficient
they produce high sound
levels with just avery few
watts fromany amplifier.
Yet they also respond
cleanly tohigh-level,
transient and crescendo
passages because of their
exceptional power handling
capability. The result:
B-I-C VENTURI speakers
reproducemusic's wide
dynamic range fromthe
softest to loudest
musical passages.

And it's all done without
sacrificing frequency
range, accuracy, size or,
price. Listen at your B-I-C
VENTURI dealer. For
literature, write: SR-2-75

British Industries Co., div. of Avnet Inc.,
Westbury, New York 11590.
Canada: C. W. Pointon, Ont.

B:I-C VENTURI

CIRCLE NO. 10 ON READER SERVICE CARD
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Alcohol Inquiry Addendum
I was disturbed by vour Q & A
o discussion and recommendation
of alcohol as a cleaning agent for tape
recorders (July 1974). I had tried using
rubbing alcohol before vou covered the
question and was told by a tape-recorder
company that rubbing alcohol has addi-
tives such as lanolin that can foul up a
tape machine.
GERALD PRICE
Tacoma, Wash

Mr. Price’s story seemed plausi-
« ble, so I checked it out with an-
other expert, Bruce Maier (developer of
the Discwasher), who volunteered to do
a small research project for me. He first
spoke to a number of manufacturers and
found that some of them weren’t really
sure what they were adding to their al-
cohol. He then submitted a number of
samples of rubbing alcohol to analytical
breakdown in a gas-liquid chromato-
graph. Dr. Maier’s report is as follows:
“Upon analysis, and upon detailed con-
versation with different manufacturers of
rubbing alcohol, I find that two out of six
manufacturers put either lanolin or a
small amount-of glycol into the alcohol
so as to keep the rubbed skin from be-
coming dehydrated. Other manufactur-
ers simply augment the toxic nature of
the rubbing alcohols with compounds
the government clears as ‘denaturing
components for alcohol mixtures.” My
tests indicate that these compounds are
most often petroleum distillates and jet
fuel! (Believe it or not, aviation and jet
fuel have boiling points very similar to
those of alcohols and are widely used for
the purpose of making alcohols totally
undrinkable.) All these additives provide
a slight, but nevertheless undesirable,
lubrication of the capstan, pinch-roller,
and other tape-transport components.
My feeling is that the most prudent
cleaning substance is carbon tetrachlo-
ride (available from most drug stores),
which has better cleaning properties
than the alcohols. However, carbon tet-
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rachloride is rather toxic when inhaled
for long periods in a closed environment.
But unless somebody spends a great deal
of time cleaning his tape recorder in a
closet, there should be no danger. Pure
ethyl alcohol is obviously another way to
go, but it can be purchased only under
controlled conditions (to prevent its find-
ing its way into cocktails without being
properly taxed).”

Rock Recording Quality

A subject that has bugged me for
Q e quite a while is the technical
quality of today’s “rock” recordings,
which make up the majority of my record
collection. Most of these recordings are
“created” in the studio, and the sound
quality is strictly up to the discretion of
the recording engineer. The result, at
least to my ears, is frequently less than
what I would call ideal. Some of my rec-
ords sound muddy or just plain distorted,
and the treble boost in some cases could
peel the paint off walls. (An example of
this is the “Beatles, 1967-70"" album on
Apple Records.) In addition, some of
these sonic disasters sound like the bass-
ist didn’t show up for the studio session.
I'm sure I could make a better-sounding
recording in my basement with my mea-
ger equipment. I'm not downing the
whole industry, since such instances of
bad recorded sound are infrequent — but
I have noticed more and more of them
recentlv. [ hope disc sound quality won't

be another casualty of the times.
J. D. NorFoLK
Baltimore, Md.

A Insofar as you're not damning the
« entire recording industry but are
only citing occasional sloppy practices.
you are absolutely right. Bad sound on
rock recordings comes about in a num-
ber of different ways, and each bad disc
would have to be analysed individually.
Among the problem sources are those
few tin-eared engineers who apparently
can’t hear highs unless they are boosted
{Continited on page 20)
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To KENWOOD,
Quality and Dependability
are more than just words

...and the KR-6400

stereo receliver
proves it!

45 Watts per channel (Min. RMS at
8 ohms, 20 to 20 kHz, with no more
than 0.3% total harmonic distor-
ticn), of full power that fills your
room with ‘live-performance’
szund. Direct coupling for low-
distorticn, fiat response across the
audio spectrum. A unique Tape-
Through Circuit that lets you go on
dubbing tape-to-tape while you
listen 10 any other program source.
A Phase-Lock-Loop in the Multi-
pkex for exceptional stereo
separation throughout the fre-
quency range. And a host of other
features that make the KR-6400
the stereo receiver with the most
cuality in its price range.

shown with TENWOOD K_
- 4 Two-Way Stareo Speakers 2
s i F, "

. =% For complete information, visit your nearest KENWOLD Dealer, or wrte ... i ‘“"_

@ KENWODD 15777 S. Broadway, Gaseena, CA 90248 « 72-02 Fifty-first Ave., Woodside, N.Y. 11377 ¢ in €znada: Magn%%n!c Cangdé,L_
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THE PRO

Introducing MaxellUltra Dynomlc
backcoated/open reel tape.

A professional studio engineer
doesn't have time for dropouts, wow, flut-
ter, fape noise, static, poor winding,
edge damage or erratic tape traction.
Maxell Ultra Dynamic tape has the
backcoating that eliminates these record-
ing obstacles.

That's why the professionals use it.
And why you should too.

While your Maxell UD tape is run-
ning (and the backcoating is protecting
your music) you can concentrate on mike
placement, sound levels and the more
creative side of audio...like shushing the
kids in the next room.

Maxell Corporation of America,
Moonachie, New Jersey 07074. Also avail-

able in Canada. mBXE"

For professional recordings
« *= 0thome.
=N -

e =

CIRCLE NO. 28 ON READER SERVICE CARD

20

10 dB or so over the mid-range level (or
are unaware that the tweeters in the
monitor speakers are burnt out). Perhaps
the producer or engineer believes that
the disc is going to be played mostly on
$19.95 phonographs and AM car radios,
and therefore he wants the highs as
hot as possible in order to insure that
they’re heard at all. Sometimes, I'm sure,
it’s just plain sloppiness on the part of an
engineer who normally knows what he’s
doing but was too zonked or deafened at
the time to hear what was going wrong.

As far as the disappearing bassist is
concerned, this could result from an at-
tempt either to get more playing time or
to raise the overall recorded level on the
disc. Since both these procedures use up
more groove space (which means less
playing time), cutting back on the low
bass (which uses up groove space very
fast) helps restore some playing time.

I see little hope that an individual con-
sumer can have any influence on record-
production practices. However, the
performers involved could have great im-
pact if they objected strongly to an engi-
neering mix or pressing that sounds bad.
I would suggest therefore that the thing
to do is not.to write to the recordcompa-
ny, but rather to protest to the group
whose performance has been presented
poorly. But it is hard, of course, to reach
performers without going.through their
record companies.Stalemate?

Beam-of-Light Phono Pickup
When I was young my family
e owned u Philco console radiol
record player that featured a ‘“‘beam
of light” phono cartridge. Why hasn’t
that idea ever been popular during the
stereo era? Wouldn't such a pickup con-
siderably reduce stylus and record wear?
ARNOLD KIRKLAND
Chicago, .

All the so-called “beam-of-light”

» pickups would more accurately
be called photoelectric pickups. In every
case, it involved using a conventional
phono stylus to wiggle a vane or shutter
that in some way modulated a light beam
shining on a photo cell. The same prob-
lems that affect all other cartridge config-
urations (stylus mass, linearity, reson-
nances, etc.) also have to be coped with
in the photoelectric designs.

It is clear, however, that we are fast
approaching the technological point
where a true beam-of-light pickup (in
this case laser light) is becoming practi-
cal. It’s no trick today to make an audio
recording that can be “‘read” by a laser
beam—and at least one company has
been working with that technique for a
video disc. As of the moment, however,
the cost and complexity of using laser
beams to “play” the grooves of a con-
ventional LP record do not make eco-
nomic sense, even if such a system is
technically feasible.

STEREO REVIEW
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Value—the SCA-80Q is the only 4-D amplifi'er in kit form and for the
same cost as a similar two c1annel amplifier. From a built-in de-matrix
circuit at the output of the amplifier, connect four speakers (such as the
very popular DYNACO A-25s) Uncover hidden concert hall ambience in
many conventional two channel discs, tapes and FM broadcasts and
recreate the original sonics with rew 4-D recordings. Or use two
speakers now for stereo and add others later. Simple assembly, care-

ful engineering, low distortion and superb versatility go together to
give traditional DYNACO excellence.

olynaco

Division Tyco Laboratories

Box 88, Blackwood, N.J. 08012

Also available in Canada from Dynaco of Canada Ltd.

FEBRUARY 1975
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$185.00 kit; $299.00 assembled

Please send complete test reports and full specifications on al Dynaco
amplhfiers, tuners and loudspeaker svstems

Name _
Address
Clty




The
Nakamichi
Revolution.

Cornerstone.

The Nakamichi 1000 Tri-Tracer
Cassette System, an achieverment
of such significance that it created
a virtual revolution in cassette
recording.

The first cassette deck to em-
ploy atrue three head configura-
tion—separate erase, record and
playback heads—the Nakamichi
1000 attains a level of perfor-
mance that rivals that of pro-
fessional reel-to-reel recorders.

In every important respect, ex-
tended frequency response, wow
and flutter, speed stability, distor-
tion and signal-to-noise ratio, the
Nakamichi 1000 sets new perfor-
mance standards.

In fact, the performance capa-
bilities of the 1000 are so
awesome that High Fidelity
(August 1973) characterized them
as, ”... well beyond the capability
range of cassette decks as we've
come to know them and into a
range that makes possible profes-
sional applications that would be
virtually unthinkable otherwise.”

Get in the forefront of the
revolution now.

For complete information and
the name of your nearest dealer
write: Nakamichi Research
(U.S.A)) Inc., 220 Westbury
Avenue, Carle Place, N.Y. 11514.
In California: 1101 Colorado
Avenue, Santa Monica 90404,

PERFECTION THROUGH PRECISION.

NAKAMICHI
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VEWS AND COMMENT

By LARRY KIEN

Technical Editor

® AN important new technology whose
ramifications may have escaped the no-
tice of most audiophiles has appeared
recently. I'm referring to Pioneer’s de-
velopment of a piezoelectric film. The
piezoelectric phenomenon refers to the
fact that certain crystalline structures,
when stressed, produce a voltage. Or,
conversely, when a voltage is applied to
such a material it flexes. In audio, the
first phenomenon (voltage-generation)
has found practical employment in ce-
ramic and crystal phono cartridges, the
second phenomenon (voltage into mo-
tion) in crystal tweeters.

Consider the simplicity of a thin, imp
piece of plastic with vapor-deposited
contact terminals on each side. An audio
voltage applied to the terminals causes
the film to expand and contract. If the
film is clamped at its edges, we then have
a sound-generating device that works
without either voice coils or magnets. As
in the case of the electrostatic speaker,
the diaphragm is directly driven by the
signal. But, in contrast to the electro-
static principle, high polarizing and sig-
nal voltages are notrequired.

Crystal piezoelectric tweeters have
been available for many years, but, in the
opinion of many designers, mechanical
problems such as resonance outweigh
their advantages. The upcoming piezo-
electric film devices, which are inherent-
ly simple and resonance-free, should
change all that. Pioneer’s piezoelec-
tric film is used only in a pair of their
moderately expensive stereo head-
phones, but it is bound ultimately to be
applied in inexpensive form in all kinds
of transducers from microphones to car-
tridges to tweeters—and perhaps even
full-range loudspeakers.

® ONE of the reasons tapes in any for-
mat cost more than records is simply
that records are stamped out like cook-
ies, while tapes have to be recorded inch
by magnetic inch. High-speed duplica-
tion cuts down the recording time, but it
also almsot invariably cuts down the
fidelity as well. A possible way out of
this dilemma has recently been de-
veloped by Matsushita Electric in Japan.

They are making available a video-tape
duplicating system that will produce a
copy of a 30-minute video-tape cartridge
in less than 3 minutes. The Matsushita
technique is to record the video picture
signal “‘in reverse” on a master tape that
has a special coating. The master and the
blank tape are interleaved and wound
tightly together on one reel at high speed.
A carefully controlled magnetic field is
then applied for one second. The pre-
viously blank but now recorded tape is
then wound back on its own reel.

With the automatic Matsushita ma-
chinery, one master tape can be used to
make up to 1,000 copies in about 50
hours. Technical details are lacking, but
it appears to be a sort of magnetic con-
tact printing in that the magnetic pattern
from the master tape is transferred, un-
der the influence of the external magnet-
ic field, onto the blank tapes. Since color
video tapes involve working with a sig-
nal whose frequency is at least 4 MHz
(and remember that dropouts and
“noise” are far more annoying in a pic-
ture than in sound), the system ought to
provide superb results if the technology
could be applied to audio duplication.

Would you believe that itis also possi-
ble to contact-print magnetic tape using
a thermal technique? 3M refers to their
duplication process as the STAM meth-
od (an acronym for—take a deep breath
—sequential thermal anhysteretic mag-
netization). The heart of 3M’s system
is a special belt coated with propri-
etary magnetic materials, When heated
and pressed against the master, the belt
picks up the to-be-transferred signal and
then re-records it magnetically on the
copy tape. At any one moment different
parts of the rapidly rotating belt are si-
multaneously picking up the signal from
the master, transferring it to the copy,
and being erased.

A possible disadvantage of 3M’s
STAM system is that chromium-dioxide
tapes can’t be used as the master since
the heat would erase them. However, a
large advantage of the belt technique
over the interleaved winding approach is
that it permits high-speed (37Y2 ips) du-
plication of video material directly into a
cartridge—it is not necessary either to
assemble the cartridge around a prere-
corded length of tape or to pull the tape
out of the cartridge, record it, and then
wind it all back in. Open-reel video tapes
are duplicated at 75 ips.

® Well, the Federal Trade Commission
has gone and done it. For reasons un-
clear to me (and to a lot of others) the
FTC is holding fast to its position on
power-test preconditioning. This was
discussed at length in January's ““ Audio
News,” and I need not go over the same
ground. Suffice it to say that I had ex-
pected better from the FTC —and good
luck to the companies that are about to
seek relief through legal channels.
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New from Acoustic Research

The AR-10m
A new standard of musical accuracy
and an unprecedented degree of placement flexibility

Musical accuracy

The new AR-10Tris the most
accurate musical reproducer
that Acoustic Research has
ever built for use in the home.
It has been designed to deliver
uniform flat energy response
in most listening rooms. This
means that the musical
balance of the input signal will
be accurately transmitted to
the listener, and listeners in
virtually all listening positions
will hear the performance in
the same way. A new tweeter
and crossover network make
this new standard of accuracy
possible.

Speaker placement

Speaker placement in the
listening room is of critical
importance to the musical
balance of the system.

That's why most speaker
manufacturers give explicit
instructions on exactly where

il

their speakers must be placed
for best results. The AR-101r
however has been designed
for maximum flexibility in this
respect.lt can operatein
almost any location in your
room with no sacrifice in
accuracy.

The AR-10m can be positioned
against a wall,in a corner, or
eveninthe middle of theroom.
Simply resetting a singie
switch will ensure the right
amount of bass energy for any
position -something that is not
possible with conventional
loudspeaker designs or
equalization technigues.

Acoustic Research has
prepared a comprehensive
description of the AR-101r
speaker system. You can geta
free copy by sending us the
coupon below.

Acoustic Research

10 American Drive
Norwood
Massachusetts 02062
Telephone: 617 769 4200

Please send me a complete description of the AR-10m  SR-2

Name

Address

R

2 TELEDTNE ConPANY
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the first
anbiphon

record

During the past year only those owning
discrete four-channel tape equipment
could appreciate the recording mastery
produced from AMBIPHON original tapes
which Larry Klein described “‘as close to
perfect reality as any recording I have
ever heard”,

Now AMBIPHON has finally achieved a
stereo disc that meets their inflexible
standards of quality. Utilizing their
Aurion System 90 designed by Mitchell
Cotter, a system capable of achieving

96 dB dynamic range without resorting to
signal ‘‘processing” of any type,
AMBIPHON captures intact the absolute
purity and dynamics of the original sound.
Mastered with fanatic care and pressed on
pure virgin vinyl, from stampers taken
directly off the lacquer master, the new
AMBIPHON record is a state-of-the-art
source by which the finest component
systems can be evaluated.

The first program available from
AMBIPHON is a piano recital by Natalie
Ryshna of works by Debussy, Chopin,
Ravel and Prokofiev. The selections are
recorded in a salon environment on a
nine-foot Bechstein and are recorded as
played — without mixing or editing. Every
nuance is the product of the artist alone
for the most intimate, immediate and
cohesive interpretation of the selections
to be found on records.

THE NEW AMBIPHON RECORD CAN BE

HEARD AND PURCHASED AT YOUR

NEAREST ESS DEALER. FOR A LISTING OF
ESS DEALERS IN YOUR AREA WRITE

= Special Roducts

9613 oales drive, sacramento, ca 95827
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® Ground loop describes a condition in
which the hum level of a sound system
has actually been increased through im-
proper grounding. Often this results
from there being too many ground
connections between components: a sort
of loop is formed that acts as an antenna
for electromagnetic radiations from any
source carrying 60-Hz current.

In high fidelity’s infancy a ground loap
was a common—even inevitable —con-
sequence of interconnecting strange
components. Today the foresight of
manufacturers has eliminated ground
loops almost entirely. However, when
one does occur, a considerable amount
of experimentation with different
grounding schemes is often required to
alleviate or eliminate it.

® Half-track tapes are standard quar-
ter-inch-wide tapes that have been re-
corded with two parallel tracks of infor-
mation, each occupying close to half the
total width of the tape. At one time hall-
track was the principal format for stereo
tape recordings, but now it has been en-
tirely superseded by quarter-track in
prerecorded tapes.

® Harmonic is a part of a complex tone
(such as a note played on a musical in-
strument) that is an exact multiple in fre-
quency of the fundamental or base fre-
quency of the note. The first harmonic is
the fundamental itself (the fundamental
times one). The second harmonic is
twice the fundamental, and the third
three times the fundamental. All musical
instruments emit tones that have a har-
monic structure characteristic of them
and which is in part responsible for their
unique sounds. For example, a given in-
strument could have a second harmonic
that is strong, a rather weak third har-
monic, somewhat greater output at the
fourth harmonic, and so on. Another will
have a different harmonic pattern.

® Harmonic distortion is the addition of
harmonics —by an audio component —to
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a sound signal that lacked them original-
ly or did not have them in such strength
as they are heard with during reproduc-
tion. The result is a falsifying of the
original tonal quality. A test for harmon-
ic distortion is basic to the evaluation of
all audio components. [t is usually per-
formed by feeding the component a fun-
damental signal (with no upper har-
monics). At the component’s output the
harmonic-distortion analyzer electrically
cancels the fundamental that was fed in,
and measures anything left over in the
output. The result, called total harmonic
distortion (THD), is then expressed as a
percentage of the entire output signal. (A
total harmonic distortion measurement
will also include any noise generated
within the component, unless this is fil-
tered out.) Special instruments also exist
that can measure the strength of each
spurious harmonic (second harmonic,
third harmonic, etc.) introduced by the
component.

® Heads, or “tape heads,” are the ac-
tive elements in tape machines that come
into physical contact with the tape. They
perform three functions, and in many
tape decks a separate head is used for
each. The erase head strips the tape of
any magnetic signal that may be on it.
The record head, driven by electric cir-
cuits within the machine, lays down the
signal to be recorded. And the plavback
head picks up the signal from the tape for
reproduction. High-quality, open-reel
tape machines usually have separate
erase, record, and playback heads, each
designed especially for its particular
function. Most cassette decks have
a single record/playback head and a
separate erase head.

Physically, most audio tape heads re-
semble small, solid blocks of metal —
metal encased in plastic —over which the
tape passes. Internally they consist of a
metal core wrapped with coils of wire:
the core has a narrow (usually invisible)
gap in its face where the magnetic ac-
tivity takes place.
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REE 1975
Heathkit
Catalogy

The audiophile’s guide
to kit-form savings

Our |atest catalog contains the world’s largest
selection of kit-form stereo & 4-channel compon-
ents, along with speakers, cabinets & accessories
— plus over 350 other exciting Heathkit products for
every interest and every budget. And it’s yours for

&
the asking — just fill out & mail in the coupon below! - .
For over 27 years, we've made superb electronic \

T

equipment that anyone can build — even with no
prior knowledge of kit building or electronics.

Our assembly manuals are famous for guiding you

step-by-step. Friendly technical consultants at our factory are ready
to help you at the first sign of a problem and expert service is avail-
able coast-to-coast. As hundreds of thousands of customers will tell

you, we won't et you fail!

AR-1500A Stereo Receiver

Without a doubt, one of the world’s finest receivers. The ampli-
fier delivers 60 watts RMS per channel into 8 ohms at less
than 0.25% total harmonic distortion from 20-20,000 Hz. And the
AM and FM sections measure up to equally impressive levels of
performance. An outstanding receiver, yet even a novice can
build it.

Kit AR-1500A, lesscase . .......................... 399.95*

Dolby' Stereo Cassette Deck

Top performance at an easy to afford price. Bias adjustments for
regular and chromium dioxide tapes. With CrO, tape and Dolby,
frequency response is typically 40-14,000 Hz, =3 dB with —58
dB hum and noise. The reliable transport comes factory-assem-
bled and aligned. Just wire the plug-in circuit boards and per-
form the final assembly. Wiih test tape and blank cassette.

Kit AD-1530 .. ............ ... ... ... . ... . ..... 259.95*

See our complete line of stereo & 4-channel
components — send for your FREE Heathkit catalog.

Heath Company
Dept. 40-02
Benton Harbor, Michigan 49022

tDolby is a trademark of Dolby Laboratories, Inc.
HEATH ]
Schiumberger

HEATHKIT ELECTRONIC CENTERS — Units of Schiumberger Products Corporation
Retail prices slightly higher. Please send my free 1975 Heathkit Catalog.
ARIZ.: Phoenix; CALIF.: Anaheim, E| Cerrito, Los Angeles, Pomona, Recwood City,
San Diego (La Mesa), Woodland Hills; COLO.: Denver; CONN.: Hartford (Avon); FLA.: N
Miami (Hialeah), Tampa; GA.: Atlanta; ILL.: Chicago, Downers Grove; !ND.: Indian- ame
apolis; KANSAS: Kansas City (Mission); KY.: Louisville; LA.: New Orleans (Kenner);
MD.: Baltimore, Rockville, MASS.: Boston (Wellesley); MICH.: Detroit; MINN.: Min- Address.
neapolis (Hopkins); MO.: St. Louis (Bridgeton); NEB.: Omaha; N.J.: Fair Lawn; N.Y.:
Buffalo (Amherst), New York City, Jericho (L.1.), Rochester, White Plains; OHIO: Cin- City State 2ip,
cinnati (Woodlawn). Cieveland, Columbus, Toledo; PA.: Philadelphia, Pittsburgh;
R.I: Providence (Warwick); TEXAS: Dallas, Houston; VA.: Norfolk (va. Beach): O P A D, ot e ULl G Il e
WASH.: Seattle; WIS.: Milwaukee.
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WTFM,
known for its high
quality signal, is first
to convert to the new

Calibration Standard...

STANTON'S
68l TRIPLE-E.

Larry Strasser, Chief Engineer, WTFM, New York.

Good music stations need the
best broadcast cartridges for au-
ditioning original recordings and
making transfers as well as for
on-the-air use.

Larry Strasser, Chief Engineer
of WTFM New York, states:

“l have been impressed for
years with the quality and depend-
ability of Stanton’s broadcast car-
tridges. Naturally | wanted the im-
proved version for our station just
as soon as it became available.”

Stanton’s 681 Triple-E offers im-
proved tracking at all frequencies.
Itachieves perfectly flat frequency
response to beyond 20 Kc. It fea-
tures a stylus assembly that pos-
sesses even greater durability
than had been previously thought
possible to achieve.

This came about because Stan-
ton’s engineers, who were deeply
involved in the development of
Stanton’s superb discrete 4-chan-
nel cartridge, 780/4DQ, achieved
certain intricate refinements and
sophisticated new techniques that
were equally applicable to stereo
cartridge design and construction.

Each 681 Triple-E is guaranteed
to meet its specifications within
exacting limits, and each one
boasts the most meaningful war-
ranty possible: an individual cali-
bration test result is packed with
each unit.

Write today for further information to

Stanton Magnetics Inc., Terminal Drive,
Plainview, N.Y. 11803

All Stanton cartridges are designed
for use with a// two and four-channet
matrix derived compatible systems.

CIRCLE NO. 44 ON READER SERVICE CARD

TAPE

By CRAIG STARK

HORIZONS -

GETTING ORGANIZED

A the size of your home-recorded
tape collection grows (mine seems
always to be overflowing the last shelf,
leaving a dozen or so reels lined up be-
tween bookends on the carpet), you're
bound to encounter three problems.
First, how do you find a selection you
may have taped several years ago? Next,
how do you ensure, when you may have
half a dozen reels out at once, that they
all get back into their proper boxes?
Third, with “normal” wear and care (in
the Stark household this includes an
occasional empty box’s being stepped
on, which ruins the fragile hinge that
holds the top and bottom halves togeth-
er), how do you keep your collection
from looking just plain ratty? Over the
years, I’ve explored several possible
answers, and if my solutions don’t meet
your individual requirements, perhaps
they’ll inspire a brainstorm that will.

The first necessity is a cataloguing
system separate from the information
you write on the box. I use a Royal-Meg-
Bee Keysort setup (an inexpensive home
data-processing scheme you might look
into if your collection is rather large), but
for ordinary purposes 3 x 5 index cards
in a file box will certainly serve. Whether
the system you adopt is basically alpha-
betical or straightforwardly sequential in
order of recording or acquisition date, |
think a number code of some kind is es-
sential. When 1 first started recording, I
kept two file indexes: one listing the reel
number, composer, selection, perform-
ers, side, etc., and the other a kind of
inverse index, showing how much time
remained on each side of a tape for fu-
ture recording.

Next, each of my reels gets an identi-
fying, self-adhesive label V2 inch by ¥4
I’ve used the Dennison Pres-a-ply (S828
size) for years; they’re available at any
large stationery or art-supply store. Al-
ternatively, you could simply use a short
strip of Scotch “Magic” tape which you
can write on with a ball-point or soft-tip
pen. With any system of numbered reels,
however, you must develop a consistent
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approach to make sure that the tape gets
back onto its designated reel.

I do this in two steps, first by using a
distinctive metal take-up reel (which
warns me that any tape left on it should
be elsewhere), and second, by always
storing my tapes in a plaved, not a re-
wound condition. This means, of course,
that if, like me, most of your collection is
two-track stereo, you’'ll have to rewind
the tape before playing, but it’s really no
harder than the usual, potentially harm-
ful practice of rewinding after hearing. If
you're playing both sides of a quarter-
track stereo recording, it may not matter.
If you care about the long-term quality
of your tapes, the fact that they are
stored wound on the reel under moder-
ate and reasonably uniform tension is
important. This guards against the ex-
cessive stresses on the tape that tend to
arise from fast winding and from changes
in temperature and humidity.

Cardboard tape boxes are often a
headache, and the plastic counterparts
supplied with some premium tapes are
not uniform in shape, color, or the way
they open up. To prevent torn hinges
and to create an aesthetically pleasing
appearance as well, I reinforce the spine
of each box with a length of 1¥2-inch-
wide Mystic Tape. | use a uniform
shade, but you may find it convenient to
color-code different kinds of recorded
material. Either way, I prefer the cloth
to the plastic-backed type, both be-
cause it won’t stretch and because it
will take white marking ink—an excel-
lent way of identifying your tape boxes.
For a real ‘‘finishing touch,” however,
use a Dymo Labelmaker, which prints
raised white letters onto a transparent
tape you simply press atop the cloth-
reinforced spine of your tape boxes. I'm
sure that once you get into overhauling
your tape ‘‘housings,” you’ll probably
discover lots of hidden—or at least for-
gotten —treasures among your miscella-
neous reels. There’s a bonus in the enter-
prise, for you can do your labeling and
listening simultaneously.
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The single-play turntables only a great

changer company could have made.

in their solution of basic engineering problems that only
a leading manufacturer of automatic changers (yes,
changers) could have
produced them.

This may sound
paradoxical to the partisans ™|
of single play, but it's a perfectly realistic view of the
situation. The truth is that it's easier to make a single-play
turntable that works (never mind outstanding perfor- ‘
mance for the moment) than a record changer that works. |

The very qualities that make the single-play turn-
table the preferred choice of certain users —straightfor-
wardness of design, lots of room for relatively few parts,
fewer critical functions, etc. —also permit an unsophisti-
cated maker to come up more easily with an acceptable

them with a belt...you get the picture.

As aresult, there are quite a few nice, big, shiny
and expensive single-play turntables of respectable
performance in the stores today.

A thoroughbred single-play
automatic isanother matter.

We're talking about a turntable
that gives you not only state-of-the-art
performance in terms of rumble, wow, |
flutter, tracking and so on, but also the
utmost in convenience, childproof and guest-
proof automation, pleasant handling, efficient use of
space, balanced good looks and, above all, value per dollar.

Here we're back on the home grounds of the changer
maker. He alone knows how to coordinate a lot of different

model. Take a heavy platter and a strong motor, connect
4{1‘
) ad

Garrard 865B
$15995

B, $2

turntable functions and niggling little design problems
without wasted motions, space and expenditures. The

== kind of thing Garrard is the acknowledged master of.

No other proof of this argument is needed than a

¢ close look at the new Garrard Zero 100SB and 86SB.

5 Yes, they have heavy, die-cast, dynamically balanced
platters. Yes, they have belt drive. Yes, they have -64dB
rumble (DIN B Standard). And the Zero 100SB has
Garrard’s unique Zero Tracking Error Tonearm, the first
and only arm to eliminate even the slightest amount of
tracking error in an automatic turntable.

But that’s not the whole story.

What gives these turntables
the final edge over other single-
play designs is the way they're
automated.

Both are fully automatic in
the strictest sense of the term. Your hand need never
touch the tonearm. The arm indexes at the beginning of
the record, returns to the arm rest at the end of the
record and shuts off the motor, all by itself. The stylus
can't flop around in the lead-out groove.

' There are also other subtle little features like
¥ the ingeniously hinged dust cover (itcan
be lifted and removed even on a narrow
shelf), the integrated low-profile teak base,
the exclusive automatic record counter (in
the Zero 100SB only) and the finger-tab
control panel. Plus one very unsubtle feature.
The price.

For your free copy of
The Garrard Guide, a 16-page

full-color reference booklet, write to
Garrard, Dept. G-2, 100 Commercial Street,
Plainview, N.Y. 11803. Division M of Plessey Consumer Products
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there’s only one thing cheap about

these new Reali
...the

Radio
Shack

POWER
oN

SPEAKERS

MODE
STERED

—FREALISTIC. TM=-101 SOLID

FREE New 1975

Radio Shack Catalog

OVER 2000 PRODUCTS
EXCLUSIVES ON EVERY PAGE
BEAUTIFUL FULL COLOR
Stereo ¢ Quadraphonic ¢ Phonographs
TV Antennas ¢ Radios ¢ Citizens Band
Kits e Recorders ¢ Tape ¢ Tools
Auto Tune-Up ¢ Electronic Parts
Test Instruments ¢ More!

164 pages of the finest in home and hobby electronics.
Respected nameslike Realistic, Micronta, Archer, Science
Fair—andthey're available only at Radio Shack stores and
dealers nationwide! See what's really new in electronics
by sending for this exciting catalog.

SEND FOR
YOURS TODAY!
FILL OUT
COUPON
BELOW

l 1875 Mail to Radio Shack, P. O. Box 1052, 482
Catalog  Ft. Worth, Texas 76101. (Please print.)

| Name Apt. No.

l Street

: City

| state e L[ T[]

stic stereo components

TIREALISIIC. SA-101 SOLID STATE STEREO AMPLIFIER

TONE

BAL AN
<L SELECTOR
T

STATE AM/FM STEREC TUNER

SA-101 Amplifier

TM-101 Tuner

Realistic SA-101 Stereo Amplifier. Inside the handsome walnut-grain wood
case is an {TL/OTL amplifier with plenty of power for compact speakers.
It's versatile too, with inputs for a magnetic or ceramic phono, tuner and
tape. And there are separate volume, balance and tone controls, a speaker
in/out switch, and a stereo headphone jack for private listening. U.L. listed.
#31-1983.

Realistic TM-101 Stereo Tuner. Our lowest priced tuner, but it pulls in FM
stereo and AM the way you like it. You'll hear more stations and less noise
thanks to three-ganged FM tuning, ceramic filter, advanced multiplex IC
and external FM antenna terminals. Other features include a slide-rule dial,
stereo beacon and walnut-grain wood case. It's a perfect “system mate”
for the SA-101. U.L. listed. There's only one place you can find it . . . Radio
Shack! #31-1984.

Save $34.80 on a Complete System

regularly
234.75

19995

® Realistic SA-101 Stereo
Amplifier

e Realistic TM-101 AM/FM
Stereo Tuner

e Two Solo-1 Speaker Systems

e Realistic LAB-12C Changer with Base
And $12.95-Value Magnetic Cartridge

Radio fhaek

A TANDY CORPORATION COMPANY

Master Charge or
Bank Americard at
participating stores. OVER 3000 STORES ¢ 50 STATES ¢ 8 COUNTRIES

Retail prices may vary at individual stores.
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® MORE ON DOLBY FM: The name
“Dolby” is firmly established in the au-
dio lexicon, and anyone with the slight-
est interest in tape recording knows that
it refers to the impressively effective
noise-reduction technique developed by
Dr. Ray Dolby and now incorporated in
most high-end cassette recorders and
some eight-track machines. (I am refer-
ring here only to the Dolby “B” system,
which is used in consumer products for
reduction of high-frequency hiss. The
professional Dolby A’ system, though
similar in concept, reduces noise over
the full frequency spectrum and is used
extensively in the recording industry.)
Consumer open-reel tape recorders are
able to do quite well without help from
Dolby circuits, although a few high-price
machines do have the Dolby system
built in. The noise levels of the better
open-reel recorders are so good that any
improvement resulting from use of the
Dolby system rarely, in my view, justi-
fies its considerable added cost.

As of this writing, about thirty FM
stations are broadcasting —or intend to
broadcast —with Dolby encoding. The
noise level of any FM tuner in its stereo
mode is appreciably greater than in
mono reception, and the noise reduction
afforded by the Dolby system is equiva-
lent to that achieved by a substantial in-
crease in transmitter power, or to the
improvement one might expect from
using a high-gain receiving antenna in-
stead of an indoor folded dipole.

Since the Dolby system involves sig-
nal processing at the point of reception
(or playback) as well as in the transmis-
sion (or recording) process, it is neces-
sary to use a decoder at the outputs of
the FM tuner. A few tuners and receiv-
ers, generally rather expensive, have
built-in Dolby circuits. Owners of other
receiving equipment can add external
Dolby units of the type originally intend-
ed as tape-recording adjuncts to their
FM receiving components, Or even use
the FM-decoding function available on
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some late-model Dolby tape machines.

Anyone who has listened to a Dol-
byized tape without benefit of Dolby
playback processing knows that it
sounds brighter and sometimes has more
hiss than an unprocessed tape. The same
is true of FM reception of Dolbyized
broadcasts. But, in spite of this, many
people find the sound quality satisfacto-
ry even without Dolby decoding. Most
FM is heard on car, table, or pocket ra-
dios, and their normally limited high-fre-
quency response can be enhanced by the
added brightness. With a good receiving
system, on the other hand, one need only
turn down the treble tone control a bit to
restore an acceptable, if not ideal, tonal

[y o e s I

TESTED THIS MONTH
o

Sherwood S-7110 Receiver
Ortofon VMS 20E Phono Cartridge
Sony TC-756 Stereo Tape Deck
Technics SL-1300 Turntable

balance and actually realize some im-
provement in signal-to-noise ratio.
Dolby Laboratories has proposed that
FM stations using the Dolby system also
change to a more moderate 25-microsec-
ond (usec) pre-emphasis characteristic
instead of the FCC’s standardized 75
usec. From the broadcaster’s stand-
point, this has the advantage that the av-
erage audio level of the transmitted pro-
gram can be increased (or the limiting of
high-frequency peaks decreased) with-
out risk of overmodulation. And listen-
ers without Dolby decoders who have
standard 75-usec de-emphasis in their
receivers will hear an approximately
correct frequency balance, since the
Dolby encoding at the broadcast station

TECHNICAL TALK

By JULIAN D. HIRSCH

will add enough brightness to compen-
sate for the more drastic high-frequency
roll-off caused by the 75-usec de-em-
phasis. Finally, those people using Dol-
by decoders together with a 25-usec
receiving de-emphasis will hear the
proper frequency response with the full
noise reduction of the Dolby system —
and with the bonus of less compression
of high-frequency material and possibly
less distortion in the overall transmis-
sion-reception process. Last June, the
FCC authorized a 25-usec pre-emphasis
during broadcast when a Dolby encoder
is used. (Actually, the Dolby encoder
has a built-in 50-usec de-emphasis that
provides the 25-usec characteristic with-
out actually changing the transmitter’s
75-usec pre-emphasis. (For further dis-
cussion of all this, see my December
1974 column on ‘‘time constants.”)
However, the pre-emphasis change
poses some problems for people who al-
ready have a Dolby unit and a tuner or
receiver with the standard 75-usec de-
emphasis. When a Dolby decoder is fed
a 25-usec pre-emphasized signal by a
tuner with 75-usec de-emphasis, the
higher frequencies suffer badly.

A simple resistance-capacitance net-
work (see accompanying circuit dia-
gram) can be inserted in the signal path
between the tuner and a Dolby unit or
cassette recorder to restore the missing
highs (by converting the tuner’s de-em-
phasis time constant from 75 to 25 usec)
without disturbing the tuner’s internal
circuits. Note that only one channel is
shown, and that there is an insertion loss
of about 10 dB. This conversion is incor-
porated in some of the newer cassette
recorders and Dolbyized receivers, so
that the proper FM audio-frequency
response is obtained while listening to,
or recording, Dolbyized transmissions.
The normal operation of the system with
75-usec transmissions is not affected,
since the network is bypassed when the
Dolby system is not used, or when a
recording is made from a source other
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Used with an existing tuner, the above cir-
cuit can switch Dolby de-emphasis in or
out. The circuit for one channel only is shown.

than FM. The FMm cAL adjustment in the
diagram must be set while the station is
transmitting a 400-Hz Dolby-level tone
(corresponding to 50 per cent modula-
tion) for a correct reading on the Dolby
unit’s meters. This calibration is re-
quired only once and will be correct for
any Dolby broadcast, unless the tuner or
its output-level settings are changed.
During the period when a local New
York ‘“‘good music” station (WQXR)
was transmitting with the old 75-usec
pre-emphasis plus Dolby encoding, we
frequently found its sound to be undesir-
ably bright when listened to without
decoding. This was a function of the par-
ticular program material; if the high fre-
quencies were not predominant in the
low-level portions of the music, the tonal

balance was not seriously affected.
When we listened to the WQXR trans-
missions in decoded form, the results
were excellent, as might be expected.
The only noise we heard was that inher-
ent in the original record or tape.

We looked forward with interest,
therefore, to the changeover to the 25-
usec characteristic. However, to our sur-
prise, there was virtually no difference
between the sound we heard when using
25-psec de-emphasis and Dolby decod-
ing and that obtained without Dolby
decoding and with the standard 75-usec
de-emphasis. If there was any differ-
ence, it was in favor of the latter, which
seemed to give a quieter background!
This is hardly what we expected, of
course, and it would be interesting to
hear of other listeners’ experiences with
Dolby reception under both the old and
new standards, since it is possible that
our local conditions are not truly repre-
sentative of the overall picture.

Before leaving the subject of Dolby
noise reduction, I would like to comment
on our plan to use standard-level Dolby
tapes as one of the reference criteria for
evaluating tape recorders in the future.
For proper operation, the Dolby circuits
in a tape recorder must be calibrated to
the playback-head output from a

standard-level tape. For cassette and
open-reel recorders, this tape is recorded
with a 400-Hz tone at a magnetic flux
level of 200 nanowebers per meter
(nW/m). When we note the recorder’s
meter readings or output level from such
a tape, the information can be used to
compare the playback output levels (and
therefore the signal-to-noise ratios) of
different recorders on an absolute basis,
rather than in respect to their meter
readings or their record-playback levels
corresponding to 3 per cent distortion.
(With some machines, the 3 per cent
distortion point corresponds to a meter
reading far off scale, and therefore not
readily identifiable by the user.) QOur own
view is that, for a consumer product, the
recorder’s own meters, generally the
only indicator of recording levels
available to the user, should be used to
establish an overall signal-to-noise
figure. But this is not in accord with
general industry practice. The additional
data supplied in our test reports,
referring the signal-to noise measure-
ment to the 3 per cent distortion level,
the recorder’s own meter readings, and
(indirectly) to the playback level from
a 200-nW/m tape, will enable the tech-
nically minded recordist to evaluate this
parameter as he wishes.

EQUIPMENT TEST REPORTS

By Hirsch-Houck laboratories

Sherwood S-7110 AM/Stereo FM Receiver
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® SHERWOOD’S  next-to-lowest-price
stereo receiver, the Model S-7110, pro-
vides a level of performance, especially
in its FM section, that would have been
unattainable at any price only a few
years ago. The unit has direct-coupled
audio amplifier outputs that, rated in
accordance with current FTC require-
ments,* can deliver 17 watts per channel
into 8-ohm loads at less than 0.9 per cent
harmonic distortion between 40 and
20.000 Hz.

Retaining the familiar Sherwood styl-
ing, the S-7110 has a “blackout” dial and
tuning meter (a signal-strength indicator
for both FM and AM) occupying the

*See November 1974 issue of STEREO REVIEW, page 81.
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upper portion of the panel, together with
the large tuning knob. When the receiver
is on, the dial and meter are lit in blue,
and a red STEREO light appears when &
stereo FM broadcast is received. The
meter illumination is extinguished when
the PHONO or AUX inputs are selected.
At the lower left of the satin-gold panel
is the input selector, with positions for
PHONO, FM, AM, and Aux. Four pushbut-
tons control tape-monitor switching,
stereo mode, loudness compensation,
and speaker-switching functions. Two
pairs of speakers can be connected to the
receiver; one is always energized, and
the switch connects the second pair in
parallel with the main speakers. There is
also a stereo headphone jack on the front

panel. The bass and treble tone controls
affect both channels, and the remaining
knobs operate the balance and volume
controls (the latter includes the power
switch).

In the rear of the receiver are thumb-
screw terminals for the speakers and
antennas (300- and 75-ohm FM anten-
nas and an external AM wire antenna).
There is also a hinged AM ferrite-rod
antenna. The two speaker fuses are ac-
cessible, protected by a clear plastic
cover, and there is a power-line fuse. A
single switched a.c. outlet is provided.
The Sherwood S-7110 is supplied in a
wooden walnut-finish cabinet, measures
172 inches wide, 5%s inches high, and
13%2 inches deep, and weighs 15V
pounds. Price: $229.95.

® Laboratory Measurements. We were
particularly impressed by the FM tuner
performance of the S-7110, which in
many ways rivaled that of some compo-
nent tuners selling for more than this en-
tire receiver. The 1HF sensitivity was
(Continued on page 34)
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Have a Salem.
Smooth, rich tobaccos

with refreshing menthol.
No hot, harsh taste.

DIV E L REYNOLDS TQEALTOCO

King or Premium Length.

Warning: The Surgeon General Has Determined

That Cigarette Smoking Is Dangerous toYour Health. [ SNCIEA L
SUPER KING: 19 mg. “1ar”, 1.3 m3, njcotine, av. per cigarette, FIC Report GCT. /4.
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Along with the inputs and owtpuis, the rear panel of the Sherwood

S-7110 provides one u.c.

The levels of both random noise and total noise »
plus distortion are compared with the audio-output level
as input-signal sirength increases. Both mono and stereo are shown.

1.8 microvolts (u V) in mono and 4 1V in
stereo (the latter being the automatic
stereo/mono switching threshold). The
50-dB quieting sensitivity was an excep-
tionally good 2.2 «V in mono and 33 JAY
in stereo. The ultimate signal-to-noise
ratio (§/N) was 69 dB in mono and 64
dB in stereo. The FM distortion, both
in mono and in stereo, was commendably
low, measuring 0.22 and 0.28 per cent,
respectively.

The stereo FM frequency response
was =1 dB from 30 to 15,000 Hz, with
the output rising gradually above 1.000
Hz and no sign of the usual sharp high-
frequency cut-off which sometimes re-
duces the 15,000-Hz response of a tuner.
Although the 19-kHz leakage from the
pilot carrier was a good 60 dB below the
100 per cent modulation level, the 38-
kHz switching frequency had to be fil-
tered out before stereo distortion mea-
surements could be made. The stereo
separation, rated at 40 dB at 1,000 Hz,
not only surpassed that figure by a com-
fortable margin, but exceeded 45 dB
from 180 to 4,000 Hz, reaching 37 dB at
30Hzand 31.5dB at 15,000 Hz.

The capture ratio was 3.6 dB at 10
#V and an excellent 0.7 dB at 1,000 unV.
AM rejection was a very good 66 dB at
1,000 1V and 50 dB (the rated value) at

convenience outler,
Jor main and remote speakers, and antenna inpurs for AM and FM.
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100 V. Alternate-channel selectivity,
rated at 60 dB, averaged 61 dB. Image
rejection was 51 dB. The frequency re-
sponse for AM reception was quite lim-
ited, being down 6 dB at 2,500 Hz.

The audio amplifiers clipped at 21
watts per channel with both channels
driven into 8 ohms at 1,000 Hz. The
power at clipping with 4-ohm loads was
25 watts, and into 16 ohms it was 15.2
watts. At 1,000 Hz, total harmonic dis-
tortion (THD) dropped smoothly from
0.1 per cent at 0.1 watt to 0.017 per cent
at 10 watts, rising again to 0.1 per cent at
21 watts. just before clipping occurred.
The intermodulation (IM) distortion de-
creased from 0.07 per cent at 0.1 watt to
0.031 per cent at 10 watts, and reached
0.1 per cent at 20 watts At very low out-
puts (considerably under 100 milliwatts)
the IM rose to several tenths of one per
cent.

At the rated 17-watt output, the THD
was less than 0.1 per cent from about 33
to 20,000 Hz, and was typically under
0.04 per cent. The residual (but inaudi-
ble) hum in the output was greater than
the distortion, increasing the typical
readings to (.05 or 0.06 per cent below
1,000 Hz (at higher frequencies a filter in
the distortion analyzer was able to re-
move the hum components and provide a

10 20 50 100 2k Sk 10k

R.F. TEST-SIGNAL INPUT IN MICROVOLTS (JLVv)

more accurate reading of the distortion).
At most frequencies, the distortion at
haif and one-tenth power was roughly
the same as at full power, and remained
below 0.1 percent evenat 20 Hz.

The amplifiers required 0.12 volt
through the aux inputs, or 1.35 milli-
volts (mV) through the pHoNO inputs,
for an output of 10 watts. The hum and
noise was about 68 dB below a 10-watt
output through either input. Phono over-
load occurred at a safe 88 mV. The
RIAA equalization, measured at the
tape-out jacks, was within 0.5 dB from
50 to 20,000 Hz, dropping to —3 dB at
30 Hz. Equalization was affected some-
what by cartridge inductance, with a
drop in the 15,000-Hz response of 2 to 4
dB, depending on the cartridge used.
The bass tone control had a sliding turn-
over frequency, and the treble response
was hinged at about 2,000 Hz. The loud-
ness compensation boosted only the low
frequencies. The amplifier has no high-
or low-frequency filters.

® Comment. We did not find the S-
7110’s lack of filters to be a drawback.
especially since most audio filters are not
particularly effective for their intended
purposes. Surprisingly, the lack of FM
(Continued on page 36)

The break in the distortion-vs.-frequency curves (below, left) shows where a low-frequency filter was added to reduce inaudible hum.
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Introducing the first
4-channel receiver with automatic
CD-4 separation.The SA-8500X.

Until now you had to depend upon your hands,
your eyes and your ears to bring you 4-channel

separation of CD-4 records. When they missed,

so did you.

But now you can sit back and relax. With the
Technics SA-3500X . Instead of trial and error, the
SA-8500X brings you automatic and continuous
CD-4 separation.

The SA-8500X has just about everything else
you might want for command of 4-channel.
Automatic carrier level controls. A CD-4
demodulator with LSI IC’s for discrete 4-channel
records. A decoder for both types of matrix. And

an MPX output ready for discrete FM broadcasts.

There’s also plenty of power: 26 watts per
channel, mirimum RMS, at 8 ohms from
20Hz—20kHz with no more than 0.5% total
harmonic distortion.

But equally important, all this power is under
vour control. With 4 VU meters for visual control
of 4-channel balance. 3tape monitors. Click-stop
tone controls. High and low filter switches. And

a 20dB audio muting switch for reducing sound
output without changing the volume setting.

We’ve also put a 4-pole dual-gate MOS FET
and 3ceramic IF filters into the FM section. So
you get a sensitivity of 1.9uv (IHF). S/N ratio of
65dB. And a capture ratio of 1.5dB.

For stereo, a simple flick of a switch on the
front panel straps the amplifiers together.
Producing 80 watts per channel, minimumRMS,
at 8ohms from 20Hz—20kHz with no more
than 0.5% total harmonic distortion.

The SA-8500X. It’s the way to hear everything
in 4-channel the way it should be heard.
Because it’s the first 4-channel receiver with
both automatic carrier level controls and
automatic CD-4 separation.

The concept is simple. The execution is
precise. The performance is outstanding. The
name is Technics.

200 PARK AVE., NEW YORK. N.Y. 10017. FOR YOUR NEAREST
AUTHORIZED TECHNICS DEALER. CALL TOLL FREE 800 447-4700.
IN [LLINOIS. 800 322-44(0).

Technics

by Panasonic
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interstation-noise muting did not de-
crease our enjoyment of the receiver—
again perhaps because most low-cost
“garden-variety” muting circuits add as
much transient noise as they remove
hiss. In any event, the interstation noise
was at a moderate level. Sherwood has
arranged the pushbutton controls so that
all are in their “out” positions in
the “normal” mode of operation. This
means that the loudness compensation is
in use, a condition we do not consider

“normal.”” More serious, we think, is the
choice of speaker-switching options.
One can use one or both of the speaker
outputs, but they cannot be switched off
for headphone listening.

Aside from these minor criticisms, we
found the Sherwood S-7110 to be a most
satisfying receiver to use. It not only
meets its generally conservative specifi-
cations, but within the limitations of its
maximum power output, this is as fine a
receiver as one could wish for. By

spending two or three times as much for
a stereo receiver, one can get more
power and more control features, but
when the S-7110 is used with moderately
efficient speakers we doubt that any re-
ceiver on the market can deliver better
listening quality. This is quite an
achievement for a receiver that is not
only low-priced by today’s standards,
but would have been considered low-
priced even four or five years ago.
Circle 105 on reader service card

Ortofon VMS 20E Phono Cartridge

® A LISTING of the finest phono car-
tridges available today would certainly
include the Ortofon M [5E Super, which
we reported on in STEREO REVIEW for
January 1973. In respect to flatness of
frequency response, low distortion, and
overall tracking ability, the M 15E Super
ranks with the best. However, its very
high compliance and delicate stylus
structure limit its application to the finest
tone arms (and its price, like that of so
many other things, has increased appre-
ciably since its introduction). The audio-
phile who has looked forward to own-
ing an M 15E Super but is faced with
equipment or financial incompatibility

Om o
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need not despair. Ortofon has recently
announced a new cartridge, the VMS
20E, which is for all practical purposes
the equal of the M 15E Super but is con-
siderably less expensive and sufficiently
rugged to be used with almost any good
automatic turntable.

Like its more expensive counterpart,
the Ortofon VMS 20E uses the ‘“‘vari-
able magnetic shunt” principle, which is
claimed to reduce distortion in the mag-
netic circuit of the cartridge below the
levels attainable by other means of
transduction. The user-replaceable sty-
lus assembly has a 0.3 x 0.7-mil diamond
mounted on a low-mass cantilever. In
accordance with current practice, the
vertical-tracking angle has been changed
from the former 15 degrees to 20 degrees
(not a significant change from the listen-
er’s standpoint).

Externally, the VMS 20E appears
identical to the M 15E Super, with a rel-
atively low cartridge weight of 5 grams
and a swing-away stylus guard attached
to the stylus assembly. A comparison of

| 1

the manufacturer’s specifications shows
that the two cartridges are indeed almost
identical, with only two apparent differ-
ences: the horizontal compliance of the
VMS 20E is rated at 40 X 10-¢ centime-
ters per dyne (cm/dyne) as compared
with 50 X 108 ¢cm/dyne for the M I5E
Super, and the tracking rating at 300 Hz
is 70 micrometers instead of 80 (see be-
low). The nominal tracking force is 1
gram, with a recommended range of 0.75
to 1.5 grams, and the recommended load
is 47,000 ohms paralleled by a capaci-
tance of 400 picofarads. Price: $65.

® Laboratory Measurements. We tested
the Ortofon VMS 20E in the tone arm of
a Pioneer PL-71 record player using a
47,000-ohm load shunted by 340 pico-
farads (pF). The low-frequency tracking
ability, with a Cook Series 60 record,
was very good, and the highest recorded
levels (at 32 Hz) were played cleanly at
0.75 gram. The very high velocity (30
cm/sec) 1,000-Hz tones of a Fairchild
101 test record were tracked with a
small amount of symmetrical clipping at
only 0.5 gram. Higher tracking forces
did not improve the output waveform.
The 300-Hz tracking test referred to
in Ortofon’s ratings involves the use of a
German test record that has a series of
test tones recorded at increasing ampli-
tudes, from 20 to 100 micrometers (wm).
The VMS 20E played the 80-um band
easily at 1 gram, and, with a careful ad-
Jjustment of the tone-arm anti-skating
compensation, it was able to track the
100-um band without significant distor-
tion. The M 15E Super can do this a lit-
tle more easily, and only a few cartridges
we have tested have been able to track
these high levels at all. Most portions of
the Shure “Audio Obstacle Course—
Era II1” record could be played at their
highest levels with a l-gram force. We
did hear a slight mistracking of the high-
est levels of the musical bells and sibi-
lance test sections of this record at |
gram. Increasing the force to 1.5 grams
(Continued on page 40)
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Discwasher

is the only
superior
record cleaner.

Total protection
for the price ol
three records.

Available at finer
audio dqalers
nationwide

for 515.00 '

% 1 isac waehear
THE SUPERIOR RECORD CLEANE

DISC ER INC.
COLuwg&s.':wo 520"
lMPORTAN 4
T:
KEEP OUT OF REACH OF CHILDREN
Net Contents 1 FI. OF
MADE IN US A

discwasher inc., 909 University, Columbia, Missouri
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From front to rear: Dual 1229Q, $259.95:

Dual 1228, $189.95; Dual 1226, $159.95;
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Dual 1225, $129.95.
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Why many choose the
highest-priced Dual even though

our lowest-priced model has
all the precision your records need.

Even the lowest-priced Dual, model
1225, is a perfect example of Dual’s basic
design concept: to build every Dual turn-
table with more precision than you are
ever likely to need.

The 1225's vernier-adjust, counter-
balanced tonearm can track flawlessly
with the most sensitive cartridges
available—at as low as one gram.
Tracking pressure is applied exactly as
with the highest-priced Dual —around the

‘ vertical pivot, maintaining
perfect balance inall
planes. And the anti-
skating system has
separate calibrations for
conical, elliptical and
CD-4 styli.

Operating features
include a single master
switch for all start/stop operations, pitch-
control, viscous-damped cueing and a
hi-torque motor that maintains speed
within 0.1% even when line voltage varies
as much as 20%.

Less obvious, but
important nevertheless,
the 1225 also provides the
same high quality
Pl materials, carefully fin-
Separate anti-skating ished pOrTS and meticulous
e et slang Quality control that have
emiore oy lONg €arned Dual its repu-
Dualturntable. * tation for reliability.
(Typically, many audio experts who
bought the lowest-priced Duals early in
their careers tell us they are still in
service years later in a second system.)

Considering all this, why do so many
serious music lovers spend $259.95 for
the 1229Q7? Although the 1225 has ail the

Tracking force is
applied directly
around the vertical
pivot, maintaining
perfect balance in
all pianes.

precision your records need, the 1229Q
has refinements you may well want. For
example, the 1229Q s a full-sized turn-
table with a 12" dynamically-balanced
platter that weighs a full seven pounds.
It is driven by the powerful Continuous-
Pole/synchronous motor. The gimbal-
mounted 8-3/4" tonearm can track at as
low as 0.25 gram, and has provision for
adjusting the vertical tracking angle of
the stylus for single or multiple play.
The 1229Qalso has an
illuminated strobe, and
cueing is damped in both
t directions to prevent
bounce.

Dual's other multi-

= play turntables, the 1226

e e et m a1 $159.95 and 1228 at
tocenter stackinmulti- - $189.95, offer one or more

play mode; tosingle- 5
Pecordnsingleply.  Of these refinements.

— T Considering all this,

it's no wonder that readers
e : of the leading audio maga-
- zines own more Duals in
every price range than any
other quality turntable.
Evidently, they choose Dual
first to preserve their
records, then select a
specific model depending on the refine-
ments they prefer.

To sum up, Dual has made certain
that your continuing investment in records
will be protected even if you choose the
lowest-priced model. How far you go
beyond that is up to you. That decision

can best be made when you visit a
franchised United Audio dealer.

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

Exclusive U.S. Distribution Agency for Ducl

-

X

Tonearms of the 1228
and 1229Q are
suspended in a true
four-point gyroscopic
gimbal.

CIRCLE NO. 50 ON READER SERVICE CARD
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in decibels) between the two curves represents the separation between channels.

sponse to a 1,000-Hz

cured the problem with the bells, but left
a trace of *‘sandpaper’” quality on the
maximume-level sibilance test.

The intermodulation distortion, mea-
sured with the Shure TTR-102 record (a
33Ys-rpm counterpart of the 78-rpm
RCA 12-5-39 disc) was very low —under
1 per cent up to a velocity of about 15
centimeters per second (cm/sec) and only
3 per cent at the maximum velocity of
27.1cm/sec using a 1-gram force. Track-
ing at higher frequencies was checked
with the Shure TTR-103 record, which
has specially shaped tone bursts at 10.8
kHz for this purpose. With this record,
the distortion remained low up to about
20 cm/sec (under 2.5 per cent, although
the actual numbers cannot be compared
readily to other types of measured dis-
tortion), and increased rapidly at higher

Hz

velocities. However, when we used the
maximum rated force of 1.5 grams, the
distortion increased smoothly and gradu-
ally to only 3.6 per cent at 30 cm/sec.

The frequency response with the CBS
STR 100 record was almost identical to
that of the M 15E Super we tested some
time ago — essentially within =1.5 dB up
to 20,000 Hz on one channel and +1 dB
on the other channel. The channel sepa-
ration was typically 25 to 30 dB at mid
frequencies, decreasing above 4,000 Hz
to 15 dB in the 10,000-Hz region and 5
to 10 dB at 20,000 Hz. The 1,000-Hz
square waves of the CBS STR 111 rec-
ord showed only a single small over-
shoot with the VMS 20E. The output
was 3.2 millivolts at 3.54 cm/sec. In the
Pioneer PL-71 arm, the low-frequency
resonance was at about 6 Hz.

5 16 18
PEAK VELOCITY IN CM/SEC OF TEST DISC
At lefi, the upper curve represents the averaged Sfrequency response of the cartridge's right and left channels. The distance (calibrated

20 25

The oscilloscope photograph of the cartridge’s re-
square wave is an indication of the cartridge’s high- and low
the distortion of the cartridge for various recorded v
these discs constitute extreme tests of cdrtridge pe

~frequency response and resonances. At right,
elocities of the TTR-102 and TTR-103 test records is shown. Note that the high velocities on
rformance, and the numbers cannot be compared directly with distortion of other components.

® Comment. As might be expected from
their very similar measured perfor-
mance, the Ortofon VMS 20E had the
same neutral listening quality as the
M 1SE Super. Our experience with both
cartridges proved that they sound exact-
ly alike on virtually all recorded material
when tracking at | gram. The chief dif-
ference to the user is that the M 15E
Super will track just about anything on
records at | gram, while the VMS 20E
may require its maximum force of 1.5
grams in the most severe cases of high-
velocity, high-frequency program mate-
rial. However, it is unlikely that most
people will ever play a music record (as
opposed to a test record) which will
overtax the VMS 20E (even at | gram),
which makes this cartridge a fine value.
Circle 106 on reader service card

Sony TC-756 Stereo Tape Deck

® THE Sony TC-756 is a deluxe 10Y2-
inch-reel stereo tape machine with many
of the performance qualities and features

40

of professional recorders, yet it is suit-
able for the serious amateur recordist. It
is a two-speed machine (7¥2 and 15 ips)

with an a.c. servo-controlled capstan
motor and an eight-pole induction motor
for each of the two reels. The transport
controls are mechanically latching push-
buttons that operate the mechanism
through solenoids. A logic control system
permits the buttons to be operated at any
time and in any sequence without risk of
tape damage. The separate RECORD but-
tons for the two channels can be retained
in their “in” positions by a REC TIMER
LOCK so that the machine can be set up in
advance for recording and turned on by
an external timer. Smalli levers select the
tape speed and set the reel torque for
10%2- or 7-inch reels. The PAUSE lever
also lights an indicator when engaged.
The tape-loading path is a fairly
straight line, passing over tension arms
near each reel. Although the head cover
is not readily removable, its design
(Continued on page 42)
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Canyou spot
the Camel Filters smoker?

Local Rock Concert is
about to begin . . . and almost
everyone has a gimmick.
Find the one who doesn’t.

1. No. He's Phil O.
Dendron. Gimmick: Talks
with plants. Plant he’s holding
just told him it’s poison ivy.
Bought a pack of orange-flavored cigarettes—because store was
out of his favorite brand, Chocolate Fudge.

2. He's Sy Cole Delic. Wears outfit so wild, he gets fan mail
from neon signs. Gimmick: Plays along with band. He does
to music what termites do to an old barn.

They're not(

Warning: The Surgeon General Has Determined
That Cigarette Smoking Is Dangerous to Your Health.
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©1974 R. J. Reynolds Tobacco Co.

3. Nope. She’s Bertha D. Blues, Groupie.
Gimmick: Records everything. Has 12 cassettes of
chickens tap dancing. Once lit a charcoal-filtered P
cigarette...and it made four carbons of her lips. W2

4. Wrong. She’s Rhoda Deadron (no o
relation to #1 above).

5. Right! He's there for the show, not
to show off. Wants his cigarette honest and
natural, too. Camel Filters. No nonsense.
All flavor,

6. & 7. They're two guys trying to see / !
better—or an unfinished totem pole.

8. The Invisible Man, streaking.

Camel Filters.
for everybody

but they couid be for you).

]
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/

19 mg.“tar", 1.3 mg. nicotine av. per cigarette, FTC Report OCT. '74.
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makes tape threading a simple matter
and permits sufficient access to the
heads for cleaning or demagnetization as
well. The heads are Sony’s “Ferrite and
Ferrite” design (available in either two-
or four-track), and a dual-capstan,
closed-loop drive reduces the flutter to
very low levels. A four-digit index coun-
ter is located between the tape reels. The
lower portion of the recorder’s panel
contains the electronic controls as well
as the RECORD buttons and the TIMER-
Lock lever. Two separate switches ad-
Just the recording bias to a low or high
level and the recording equalization for
NORMAL Or SPECIAL tapes. The instruc-
tion manual suggests the settings for
most popular tapes. Two MONITOR
switches connect each of the output
channels to either the source or the tape-
playback signal, and a pushbutton con-
trols the power to the recorder.

Two large, illuminated VU meters
monitor either recording or playback
levels according to the setting of the
monitor switches. Playback levels are
monitored at the line outputs, where
they are affected by the settings of the
playback level controls. Recording sta-
tus is indicated by red lights in each of
the two record-interlock buttons. Con-
centric knobs control the recording lev-
els for the line inputs; another pair is
used for the microphone inputs, and the
two sources can be mixed. A front-panel
microphone-input attenuator switch can
be used to reduce microphone levels by
15 or 30 dB ahead of any preamplifier
stages, if needed, to prevent overload
from very-high-level mike signals. An-
other pair of concentric knobs sets the
playback levels; one of the knobs is de-
tented at its center to provide a reference
setting for overall record-playback gain.
There are two standard Ys-inch micro-
phone jacks on the lower left edge of the
panel for unbalanced low-impedance
dynamic microphones, and a jack at
lower right for 8-ohm stereo head-
phones. In the rear of the recorder are
the line inputs and outputs (through
standard phono jacks) and a single un-
switched a.c. outlet. The Sony TC-756 is
housed in a walnut-finish wooden case; it
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measures approximately 17 inches wide,
18 inches high, and 9 inches deep and
weighs about 53 pounds. It can be oper-
ated either horizontally or vertically.
Price: $899.95.

® Laboratory Measurements. We tested
a half-track version of the recorder, the
Model TC-756-2, with a variety of tapes,
using the recommended bias and equali-
zation settings. In general, they proved
to be optimum. A line input of 45 milli-
volts (mV) or a microphone input of 0.13
mV was needed for a 0-dB recording
level. The microphone input at the
“zero” attenuator setting overloaded
with 74 mV input; the 15- and 30-dB at-
tenuator settings increased this to (.38
and 2.4 volts. The playback output from
a 0-dB level, with the playback-level
controls centered, was 0.43 volt (as rat-
ed), and it could be increased to about
0.8 volt at maximum control settings.
Based on the meter readings when play-
ing a standard Dolby-level tape, the 0-
dB calibration corresponds to a flux level
of about 240 nanowebers per meter on
the tape.

At a 0-dB recording level, the play-
back distortion was exceptionally low,
measuring 0.45 per cent at both tape
speeds. To reach a reference 3 per cent
distortion level it was necessary to re-
cord at +9 dB. The unweighted signal-to-
noise ratio (S/N), referred to that level,
was 64.5 dB at 7Yz ips and 60.5 dB at 15

The control section
of the TC-756 is
relatively simple and
uncluttered, but
provides mixing for
microphone and line
inputs. as well as tape
bias and equalization
switching.

ips. We suspect that much of the noise,
especially at 15 ips, is ultrasonic and
shows up in the measurement only be-
cause of the phenomenally extended
high-frequency response of the recorder
at that speed (see below). A measure-
ment with IEC “A™ weighting, which
rolls off low and high frequencies, tended
to confirm this theory. With weighting,
the S/N at the two speeds improved to
71 and 70.5 dB, respectively. At maxi-
mum microphone-input gain, the un-
weighted noise increased by 16 dB; with
IEC weighting the increase was 10 dB
(at lower, more typical, gain settings the
noise was much less, of course).

The 7Y2-ips NAB playback frequency
response over the 50- to 15,000-Hz
range of the Ampex test tape was within
+0.7 dB. The overall record-playback
frequency response was better than
Sony’s specifications; in fact, it was by
far the widest we have ever measured on
a tape recorder. At 7Y2 ips, the response
ata —10-dB level was =1.5 dB from 36
t0 27,000 Hz, and at 0 dB it was =1.5dB
from 36 to 18,500 Hz. At the 15-ips
speed the response was identical at the
—10-dB and 0-dB levels: within 1.5 dB
from 36 to beyond 40,000 Hz, the upper
limit of our test capability. Although the
low-frequency response sloped off
smoothly below 40 to 50 Hz at both tape
speeds, the highs were remarkably flat
and extended.

Combined wow and flutter measured
0.055 per cent at 7Yz ips (the wow alone
was unmeasurable at less than 0.01
per cent). At the 15-ips tape speed, the
only way we could measure flutter was
through the combined record-playback
process, and the resulting (0.025 per cent
figure also set a new mark in our experi-
ence with tape recorders. When we mea-
sured the record-playback flutter at 7V
ips in the same manner, the reading was
0.04 per cent, which was slightly better
than the playback-only results using an
Ampex flutter test tape.

The tape speeds were exact, and since
the capstan drive is servo-controlled, a
simple internal adjustment will correct
any errors that may develop over time.

(Continued on page 46)
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SPECIAL BONUS: Mozart's Piano Concertos Nos. 12 and 26

All 4 International Award-Winning Records
For Less Than The Price Of 1!

Your Introduction To The Unique Money-Saving Program That Offers Free Auditions Of
Prize-Winning Recordings By The Leading Concert Artists Of Our Time!

Mozart — music's greatest natural genius!
Wolfgang Amadeus Mozart — divinely
gifted beyond any other musician who
ever lived! And into his six greatest sym-
phonieshe poured a multitude of his most
astonishingly beautiful, incredibly mov-
ing inspirations!

Symphony No. 41, "Jupiter”
Symphony No. 40 in G-minor
Symphony No. 39 in E-flat
Symphony No. 38, “Prague”
Symphony No. 36, “Linz”
Symphony No. 35, “Haffner”
Extra! Symphony No. 32

Now you are invited to hear these
miraculous works in their finest record-
ing . . . interpreted with extraordinary
empathy by Karl Bshm ... played to per-
fection by the Berlin Philharmonic Or-
chestra...captured in unsurpassed stereo
realism by Deutsche Grammophon. So
outstanding is this recording that it has
won three of the music world’s most
eagerly sought honors: the Grand Prix
International du Disque, Edison Award and
Deutsche Schallplatten Prize! In addition, you
will also receive Mozart’'s Piano Concertos
Nos. 12 and 26, “Coronation,’ superbly per-
formed by soloist Geza Anda with the Salz-
burg Camerata Academica—winner of the
coveted Grand Prix des Discophiles.

Now enjoy and keep these 4 superb albums
for less than the price you'd pay for 1!

Because these magnificent recordings have met
with almost unprecedented acclaim, they have
been chosen to introduce you to The Great
Awards Collection, a totally new concept in
homelistening. You may enjoy all eight master-
pieces, on four superb-quality, imported rec-
ords, for 10 days absolutely free. Then keep all
four if you wish, for only $6.98 (that’s less than
the price you'd pay for just one record)! Simply
mail the attached card or coupon today.
Collect the world's greatest music—only in
award-winning albums!

As a member of The Great Awards Collection
you will receive only the finest recordings of
prize-winning concert performances by top
orchestras, conductors and soloists. Distin-
guished jurors each year select, from the hun-
dreds of classical releases, the “golden few”
that will be offered to members of The Great
Awards Collection. Every month you'll enjoy
free 10-day audition privileges on each award-
winning single LP. Of course, you have the
option of keeping or returning each one so
you'll never waste a penny on disappointing
purchases!

Special half-price bonus offer saves you
money!

In addition to great music, you'll enjoy great
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savings with our half-price bonus plan. For
every record you buy at our low members’
price (always well below suggested retail), you
may choose another one from a list of award-
winners and other critically-acclaimed LDPs
and pay just half that price! A truly economi-
cal way to build your library of superb clas-
sical recordings.

How many records are you committing
yourself to buy when you return the attached
coupon? Nore at all! Even your introductory
set of Mozart’s Six Greatest Symphonies and

Piano Concertos 12 and 26 comesto you
on approval. Auditionit free for ten days,
then either return it—or keep it for only
$6.98 for all four records (plus a small
postage/handling charge).

Here at last is the ideal way to acquire,
In easy stages, a connoisseur’s record
library without wasting a penny on dis-
appointing purchases. You listen at home
to every award-winning selection before
deciding whether to buy it! Please act
today! Begin your money-saving, no-
obligation membership in The Great
Awards Collection by mailing the at-
tached card or coupon for your free
trial, with four-for-less-than-the-price-of-
one purchase option of this essential col-
lection of Mozart’s Six Greatest Sym-
phonies and exquisite Piano Concertos
Nos. 12 and 26.

Eight ways The Great Awards Collection

helps you enjoy

fine music more than ever!

1. The greatest music by the world’s

immortal composers.

2. A major, award-winning recording each
month.

. Superior imported LPs—silent surfaces.

[o%)

4. Free ten-day trials of all selections.
5. All selections always far less than
retail price.
6. Extra savings with Half-Price Bonus Plan.
.No obligation to buy— no minimum
purchase.
8. Money-saving introductory offer.

~

Send no money now —Mail coupon TODAY!

Please send me, for my free audition, the
triple-award-winning recording of Mozart’s
Six Greatest Symphonies by Karl Bohm,
together with Geza Anda’s award-winning
performance of Mozart’s Piano Concertos
Nos. 12 and 26. | may return the set after

10 days and owe nothing, or keep it and pay
only $6.98* for all four Deutsche Grammophon
records, plus a small postage/handling charge.
This is all four records for less than the regular
price of one!

| Listen for 10 days free.
| Keep all 4 for less than the price of 1!

The Great Awards Collection ¢ 175 Community Drive ¢ Great Neck, N.Y. 11025

1 will also receive a free ten-day audition
each month of another award-winning record-
ing of great music. For every one of these
records 1 buy at your members’ price (always
below suggested retail), | may also choose one
record at half that price from your special list.
[ am not obligated to buy any minimum
number of records. I may cancel my member-
ship at any time.

*Sales tax added for New York residents.

NAME (please print}
ADDRESS APT. NO.
CITY STATE Zp

Offer hmited to the connecting 48 states. Ofter expires 9/1/75. Limit: one membership per household. Only new
members eligible. NOTE: All applications are subject to review, and we reserve the right to reject any application.
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In fast forward and rewind, a 1,800-foot
reel of tape was handled in just under 2
minutes. The VU meter response was
slower than professional VU standards,
a 0.3-second tone burst producing 70 per
cent of the continuous-signal reading in-
stead of the standard 99 to 101 per cent.
Headphone volume was adequate with
8-ohm phones, but unusably low with
the high-impedance phones (200 to 600
ohms) made by several manufacturers.

® Comment. In many important respects,
the Sony TC-756 set new records for
performance of home tape decks we
have tested. In fact, for any recording
other than from a “live” source, using
top-grade microphones and auxiliary
equipment, the dynamic range, distor-
tion, flutter, and frequency-response per-

formance of this machine are so far be-
yond the limitations of conventional
program material that its virtues can
hardly be appreciated.

The two-track format, 15-ips tape
speed, and 10%2-inch reel size imply in-
tended professional applications. but the
use of consumer-oriented phono-type
connectors and unbalanced microphone
inputs clearly shows that this machine is
intended for the serious amateur. The
quarter-track version would doubtless
be more convenient for many users, and
should offer essentially the same level of
performance,

The performance of this machine at
high frequencies is a convincing demon-
stration of the inherent advantage of
high-speed, open-reel recording over
either cassette or lower-speed open-reel

systems. The relative absence of high-
frequency tape saturation, even at a 0-dB
recording level, is obvious from the mea-
surements. When recording and playing
interstation FM tuner hiss at a 0-dB
level, no differences could be heard be-
tween the input signal and the output of
the recorder—a fairly severe test of the
effect of tape saturation on actual listen-
ing quality.

Although no claims are made for the
TC-756-2 in this regard, it is the first
machine we have seen whose frequency
response (not necessarily its phase char-
acteristics, however) should allow it to
copy CD-4 discs in their encoded form,
for later decoding through a suitably
modified demodulator. An intriguing
prospect!

Circle 107 on reader service card

Technics Model SL-1300 Turntable

® TeCHNICS BY PANASONIC was the
first company to market electronic di-
rect-drive turntables in which the platter
is in effect a part of the drive motor. The
SL-1300, a versatile single-play record
player with automatic features, is the
latest in a series of direct-drive units
from that company.

The die-cast aluminum-alloy platter,
covered by a ribbed rubber mat, weighs
about 3¥s pounds. It is 13 inches in di-
ameter, with a sloping outer rim that car-
ries four bands of raised stroboscope
marks (for its two speeds of 33¥s and 45
rpm, and for 50- and 60-Hz line frequen-
cies). The portion of the platter support-
ing the record is 11Y2 inches in diameter.
A clear plastic prism carries the light
from a neon stroboscope lamp below the
motorboard up to the edge of the platter
to the strobe markings for easy speed
adjustment while a record is being
played. It also serves as a pilot lamp to
show that the unit is operating. The larg-
est of the three knobs near the strobo-
scope lamp selects the operating speed
and the other two adjust each speed sep-
arately over a nominal 10 per cent range.
The speed controls are electronic and do
not interact. The efficiency of the direct-
drive system is illustrated by the very
low power consumption of the SL-

46

1300 —normally 4 watts, and only 6.5
watts during the cycling of the automatic
mechanism.

The Technics SL-1300 tone arm,
mounted on a gimbal-pivot suspension,
is longer than average, measuring 9Y1s
inches from pivot to stylus. The low-
mass cartridge shell attaches to the tubu-
lar tone arm with a twist of a locking
ring. The cartridge overhang is adjust-
able, using a full-size profile in the in-
struction manual as a template. The
counterweight, which screws onto the
rear of the arm, is rotated to achieve
“zero” balance. A calibrated ring on the
counterweight is then set to align its zero
mark with a reference line on the arm,
and the entire counterweight is turned
until the desired tracking force is indicat-
ed. The scale is calibrated from 0 to 3
grams at intervals of 0.1 gram.

At the base of the pivot structure is an
arm-lift (cueing) lever with a damped
descent and a small anti-skating adjust-
ment knob calibrated to match the 0- to
3-gram tracking-force range. A knob at
the right side of the motorboard allows
the SL-1300 to be set to repeat a record
up to five times, or indefinitely if de-
sired. Another knob sets the arm index-
ing for 7-, 10-, or 12-inch records. A
STOP/START lever initiates the playing

cycle, starting the motor and moving the
arm to the selected index position before
lowering it to the record surface. After
play, the arm returns to its rest and ei-
ther shuts the motor off or repeats the
record, depending on the setting of the
MEMO-REPEAT control. If the control is
set for a single play. the sTop position of
the lever turns off the turntable: other-
wise, it functions similarly to the REJECT
lever on a record changer, returning the
arm to the record for a repeat play. For
fully manual operation, lifting the arm
from its rest starts the turntable, which
shuts off when the arm is returned to the
rest, either manually or automatically, at
the end of a record. An arm lock safe-
guards the stylus against damage when
moving the turntable.

The Technics SL-1300 is supplied on
an attractive silver and black base with
soft supporting pads. It has a hinged
plastic dust cover which remains open at
any angle and can be removed easily if
desired. The arm wiring and integral 4-
foot signal cable have low capacitance
for compatibility with CD-4 cartridges.
The overall dimensions of the SL-1300
are 17%, inches wide, 14%s inches deep,
and 5Y: inches high: it weighs about 21
pounds. Price: $299.95.

® Laboratory  Measurements. The
Technics SL-1300 was tested with an
Ortofon VMS 20E cartridge. The over-
hang adjustment was quite critical, and
the first time we installed the cartridge
the tracking error was higher than we
would have expected. A recheck showed
an error of about one millimeter in our
overhang adjustment. After resetting the
cartridge, the tracking error was almost
too low to measure —less than 0.25 de-
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gree per inch of radius everywhere on
the record, and nearly zero at most
points. Technics tells us that future
units will be supplied with an improved
overhang calibration device.

The calibration of the tracking-force
adjustment was excellent, with an error
of less than 0.1 gram over its full range.
Like most anti-skating systems we have
tested, this one had to be set slightly
higher (by about 0.5 gram) than the
tracking force for optimum compensa-
tion. The cycle time, from the moment
the START lever was moved until the sty-
lus touched down in the groove, was
10Y2 seconds at 33%3 rpm and 8%2 sec-
onds at 45 rpm. The cueing lever had to
be operated slowly to avoid jarring the
arm and shifting its horizontal position.
The descent was well damped, with a
slight outward drift equivalent to a cou-
ple of grooves. The well-damped low-
frequency arm-cartridge resonance (with
the Ortofon cartridge) was at approxi-
mately 7 Hz, with an amplitude of 2 to 3
dB. The arm wiring capacitance, from
cartridge shell to the end of the signal
cable, was 70 picofarads per channel.

FEBRUARY 1975

The SL-1300 performed easily as well
as the earlier Technics units we have
tested. The unweighted wow and flutter
were 0.03 and 0.04 per cent at 33%s rpm,
and approximately the same at 45 rpm.
The rumble was extremely low, with the
unweighted (NAB) level measuring —46
dB including both lateral and vertical
components, and —49 dB with the verti-

The tone-arm pivot
assembly of the
SL-1300, with anti-
skating adjustmnent
to the side and

the MEMO-REPEAT
selector

further to the left.

cal rumble canceled by paralleling the
cartridge outputs. These are the lowest
unweighted rumble levels we have ever
measured, and consisted predominantly
of frequencies around 25 Hz. With rela-
tive audibility weighting, the rumble was
~63 dB —also one of the lowest figures
we have recorded with this method of
measurement. The speed vernier range,
relative to the nominal center value. was
+7 and =5 per cent at 335 rpm, and +6
and —11 per cent at 45 rpm. The speed
did not change detectably with extended
operation or with a line-voltage shift
from 90 to 140 volts. We were able to
induce some moderate acoustic feed-
back with the SL-1300, but only by plac-
ing it directly in front of a speaker and
applying some heavy bass boost with a
high-power amplifier. It appears that the
turntable is not likely to suffer from feed-
back under any normal listening condi-
tions likely to be encountered.

® Comment. The figures speak for
themselves with regard to the perfor-
mance and quality of the Technics SL-
1300. It is at ieast the equal, in every
respect, of the finest record players we
have tested. In other words, even when
some other units have measured slightly
better in a particular parameter, the dif-
ferences were well within the normal
limits of measurement error and would
not indicate the superiority of one unit
over the other.

Although its price is actually moderate
compared with those of some turntables,
the Technics SL-1300 offers perfor-
mance equivalent to the finest available
in today’s record-playing equipment.
For those people planning a CD-4 quad-
raphonic installation, the wiring capaci-
tance of the SL-1300 is the lowest we
have measured, and should permit any
CD>-4 cartridge to perform at its best. In
its operation, the SL-1300 was com-
pletely smooth and quiet. In our judg-
ment it is an outstanding combination of
electromechanical design, styling, and
human engineering, and a particulary
fine value as well.

Circle 108 on reader service card
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... 10 lroing singer has enjoved such a testimonial.. ..
%

Maria Callas
in the role of Medea

Operas Grand
Tradition:

Two New Books

Reviewed by Max de Schauensee

Booxs about singers and their musical ac-
tivities, often as not, can make for dull
reading. Almost miraculously, writer J. B,
Steane sustains an enthusiasm that bubbles
and proves contagious through 610 pages of
penetrating observation in his epic The Grand
Tradition.

The author has covered almost all of the
great opera singers who have recorded be-
tween 1900 and 1970. What a tremendous
task this must have been! One can only guess
at the endless hours of concentrated listening.
But one also senses that the author had a
grand time all the way. That is what makes
the reading of The Grand Tradition an unal-
loyed delight.

A supreme value in this book stems from
the obvious fact that Mr. Steane, besides be-
ing a meticulous critic, is also a fan. Too often
tiresome aesthetes write about such matters,
spewing their prejudices and seeing to it they
do not enjoy anything that might damage
their reputations as the bearers of exalted
standards.

Again and again, after carefully pointing out
the limitations of a singer and his repertoire,
Mr. Steane will arouse an appreciative chuck-
le with such a sentence: *. . . It is largely
pious self-deception to sigh for the Mozart
and Handel he [Tito Schipa] did not record.”
And continuing on Schipa’s singing of light
songs by Richard Barthelmy and Cesare An-
drea Bixio (*‘The Cole Porter of the Italian
films”), Mr. Steane may confound the snobs
by exclaiming: *“. . . all these are a joy, and if
for some reason they had to be lost from one’s
collection they would leave a black gap where
once was sunshine. One could better spare
much better music.”

Lest the above quotation create an impres-
sion that The Grand Tradition is a preoccupa-
tion with so-called “trifles,” let me immedi-
ately say that this is a book of stature which
gives the preservation of singing on records
its due historical importance.

Beginning with Adelina Patti (debut 1859)

and progressing up to today’s designated su-
perstars Joan Sutherland and Beverly Sills,
the author covers a formidable panorama. It is
remarkable how many singers are dealt with,
how many discs described. Naturally, in so
long a survey, there are some strange omis-
sions: the great basso José Mardones, the
colorful Australian Marjorie Lawrence, the
French sopranos Yvonne Gall and Suzanne
Balguerie, the baritone Martial Singher, and
the German sopranos Barbara Kemp and
Delia Reinhardt. And short shrift has been
recorded the great Margarete Matzenauer,
Kerstin Thorborg, John Brownlee, and Leo
Slezak (who was anything but a favorite with
the author).

On the other hand, his treatment of Lucre-
zia Bori and her records, his comparisons of
Fernando de Lucia and Alessandro Bonci, of
Beniamino Gigli and Schipa, are all absorb-
ing. Singers who have recorded copiously
during the present era— Dietrich Fischer-
Dieskau, Elisabeth Schwarzkopf, Maria Cal-
las, and Janet Baker—are gone into in depth
and with an absorbing thoroughness.

For minute, microscopic detail, Mr.
Steane’s appraisal of Riccardo Stracciari (a
baritone he admires) serves as a good exam-
ple: “An oddity that became more noticeable
as years went by was a kind of squeeze or
even squirt given to notes usually at medium
volume in the middle register. If the word
were usanza (as in the Prologue to Pagliacci),
it might come out as something like usuanza
... .” This is applying a fine-tooth comb to
criticism, but when it is accurate, as it is in
this case, it becomes of incalculable fascina-
tion to any probing analyst of voice —and are
we not all?

There are one or two inaccuracies. For in-
stance, Marcella Sembrich did not sing on the
very first night of the Metropolitan in 1883.
That honor was reserved for Christine Nils-
son in Faust. Mme. Sembrich sang two nights
later in Lucia. Then, reference is made to the
aria “L’anima ho stanca” as being from Mas-

cagni's L’Amico Fritz when it actually occurs
in Cilea’s Adriana Lecouvreur. These are tri-
fles, slips that can be easily brushed aside.

For those who might be confused or even
glutted by so much material, Mr. Steane has
conveniently subdivided his book into three
sections: Pre-Electrical Recordings 1900-
1925 (The Golden Legend); The Electrical 78
1925-1950 (Decline and Survival); and The
Long Playing Record 1950-1970 (Renais-
sance). Over this long vista he walks a fasci-
nating tightrope, not feeling as George Ber-
nard Shaw evidently did—‘“Let us hear no
more of a golden age of bel-canto. We sing
much better than our grandfathers” —for
Steane is fully aware of the particular glories
of the past.

For instance, in a comparison of an aria
from Verdi’s Luisa Miller by de Lucia, Giu-
seppe Anselmi, Bonci, Schipa, and Aureliano
Pertile with the more recent singers Carlo
Bergonzi, Mario del Monaco, and Richard
Tucker, he exclaims, “I found myself sur-
prised at the sheer dullness of the moderns.”
If I may venture to intrude my own opinion, I
have always felt that it was not that the old
singers were better or worse; they were sim-
ply different. Styles in singing change as do
fashions in clothes, food, and decoration.

The Grand Tradition is a thrilling book,
one that has been long and fervently desired
by all who enjoy vocal art as preserved on
records. Mr. Steane has backed up the sing-
ing with a further preservation of what we
know to be precious.

* * *

ND now Callas, a new, sensationally
handsome volume by John Ardoin,
Dallas music critic, and Gerald Fitzgerald
of Opera News, has appeared to delight all
wealthy worshipers at the diva’s shrine. It
accords her highly intelligent praise, a modi-
cum of criticism, absolution for past misde-
meanors, and a magnificent gallery of dramat-
ic pictures. (Continued on page 50)

“
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Infroducing. __
the KLH Research X
Classic Four Loudspeaker.

If you think
that’s a lot of numbers,
wait’ll you hear the number
it does on your ears!

KLH loudspeakers usually need very little introduction.
But the Classic Four is so radically different that it may
take a little explaining. For one thing, it incorporates a
high frequency dispersion concept that not only gives
music a new dimension but also gives you greater
freedom as a listener. What we've done is build two tweeters
into the Classic Four in a mathematically calculated and
meticulously tested configuration. The angle of the tweeters
creates incredibly wide dispersion so that you hear perfect
high frequency sound no matter where you sit in the listening
room. In addition, this amazingly-accurate means of sound
dispersion allows you greater flexibility in the placement of the
speakers. But most important, it brings a new life and airiness
to your recorded music. Each instrument is perfectly defined
and recognizable — regardless if you're sitting on axis or not.

The Classic Four has a typical KLH mid-range— ultra
smooth and silky. And, of course, KLH has always had a
reputation for getting an inordinate amount of bottom out of
modest sized loudspeakers. But the Classic Four’s bass

response is clearly a step beyond anything you'd ever
expect from a bookshelf type speaker. It's new low
resonance, long throw piston-action 12" woofer
creates a sound that is so accurate and full of life that it
simply defies easy description.

The Classic Four is at selected KLH dealers now. It comes
with a removable grille cover in a choice of two decorator
colors. It costs $170. And if you think that's a big number,
wait'll you hear the number it does on your ears!

The Classic Four. Another innovative product from KLH
Research X—a new era in audio.

For more information, write to KLH Research &
Development Corp., 30 Cross St., Cambridge, Mass. 02139.

e® ! ¢ " ®
..-q“
.“ ! had 1
.. esses
KLH Research X Division

KLH Research & Development Corp.
30 Cross 5t., Cambridge, Mass. 02139
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Wolver in cheaps dothing.

Design charlatans around the world have found a lucrative business
in selling spurious replacement styli. And because Shure phono
cartridges are asked for by more knowledgeable hi-fi enthusiasts
than any other cartridges, our styli seem to be imitated more than
any others. Now, flattery notwithstanding, Shure design engineers
see red when they see these impostors, because they know that
the performance of your Shure car-
tridge absolutely depends upon the
genuine Shure stylus assembly — so
to protect your investment and to in-
sure the original performance of your
Shure cartridge, insist on the real
thing: Look for the name SHURE on
the stylus grip (as shown in the photo,
left) and the words, “This Stereo
Dynetic® stylus is precision manufac-
Lured by Shure Brothers Inc.” on the
oX.

Shure Brothers Inc.
222 Hartrey Ave., Evanston, IIl. 60204
tn Canada: A. C. Simmonds & Sans Limited
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The text is by both these gentlemen (the
essay by Ardoin, the richly informative pic-
ture captions by Fitzgerald), and the indefa-
tigable Fitzgerald is responsible also for the
astounding collection of pictures that catch
the prima donna in every phase of emotion.

Probably no living singer has enjoyed such
4 gorgeous testimonial, nor has any singer
enjoyed in print such an exhaustive survey of
her life and art. The authors end by almost
making you believe that the object of their
labors was the greatest. Tonal inequalities are
mentioned but not dwelt upon: the impor-
tance of Maria Callas’ place in the history of
opera remains, and rightly so, never in doubt.

Callas was indeed something very special.
Most of her contemporaries seemed conven-
tional if measured by her tempestuous tem-
perament. | myself have never been an uncrit-
ical admirer of the lady’s extraordinary gifts.
When the authors state that Callas revolution-
ized opera. there is an implication that all the
bad old things after the time of Giuditta Pasta.
Maria Malibran, and Pauline Viardot-Garcia
have been joyously relegated to oblivion.
Here, | cannot go ulong. Should we simply
dump Adelina Patti, Marcella Sembrich, Nel-
lie Melba, Luisa Tetrazzini, and Amelita Gal-
li-Curci, with their ravishing bloom of voice.
their fantastic techniques. into outer dark-
ness? 1 do not think so.

While Callas did inaugurate a new trend in
awareness of the obscure bel canto repertoire.
the trend actually owed most to Tullio Sera-
fin, who in Callas found the perfect soprano to
give form to his ideas. For Cuallas was indeed
an extraordinary artist, a personality whose
force has left a powerful impact on the present
opera scene. But she did so at considerable
Ccost.

Possessor of a difficult, sometimes even
ugly voice, she enjoyed some treasurable as-
sets: an infinite capacity for disciplined work:
an instinctive grasp of any role she was sing-
ing: an ability to rivet attention on her phras-
ing and word-weighing: and a gift for exact.
meticulous, florid singing. Her best effects
were in quiet moments in the middle range.
which was often lovely. decidedly her best.

H ER admirers claim that she was a throw-
back to the great soprani sfogati of the early
nineteenth century. But here we are dealing
with an unknown quantity, for nobody today
knows what they were actually like. The small
size of the orchestra, the small size of the
theater, the limited repertoire —there was no
Wagner, no verismo —makes such an asser-
tion conjectural. During Callas’ career, she
had access to a variety of music undreamed of
by those earlier singers, a variety that proba-
bly proved a factor in the damaging of her
voice.

I found the book extraordinarily well writ-
ten by both authors; they make an excellent
case for the object of their devotion. with
added testimony from Franco Zeffirelli, Lu-
chino Visconti, Carlo Maria Giulini, and
others. It is edifying reading. and the haunting
pictures add a superb diadem to the entire
project, surely worth the stiff price ($27.50)
for any red-blooded Callas fan—or for any
mere opera buff worth his salt.

The Grand Tradition. by ). B. Steane. Scribner's.
New York (1974), $25.00: 610 pp.: illustrated with
photographs.

Callas, by John Ardoin and Gerald Fitzgerald. Holt,
Rinehart & Winston, New York (1974), $27.50;
282 pp..illustrated with photographs.
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Rather than starting with an existing
speaker, Yamaha began with a
speaker idea.

A speaker system with the lowest
distortion and coloration, and the
best possible transient response.

Instead of merely modifying one,
Yamaha has re-invented it. And in
doing so, has improved every aspect
of speaker design.

We call it the NS-1000 M Monitor.

Transparency and The

Dome. Existing technology has
fargely solved a major problem of
speaker design through the use of
the acoustic suspension dnver:
extended frequency response
Today. what's missing from most
sound 1in most people’s iving rooms
1s something a touch more subtle
It's called transparency

The hemispheric dome tweeter
allows a wider dispersion of high
frequencies

But the dome’s own material
weight causes it to lag behind the
input signal. It simply doesn’t
respond fast enough, creating an
opaque. masked sound that lacks
fine detail and definiuon

The ideal dome material for
midrange and high frequency drives
would be extremely nigid and, most
importantly. virtually weightless.

Introducing the
Beryllium Dome. Why did

it take so long!

After all, beryllium s the lightest.
and most rigid metal known, and
has a sound propagation velocity
twice that of commonly used
aluminum.

Beryllium is lighter and stronger and |
propagates sound better than ather metals.
RIGIDITY SOUND
(ELASTIC  PROPAGATION
ATOMIC MQDULUS) velocity
WEIGHT gtmm? misec
YLLI
BERVLLUM. 9013 25000 12600
MM 2032 ase0 5770
ALUMIN
(,:]?M S 26.98 7400 6420
TITANIUM
MM 4790 11000 5990
IRON
(FRE) 55.85 19700 5950

But because of beryllium’s inherent
characteristics, it resisted attempts
by any manufacturer to form it into
a diaphragm, let alone a dome.
Until now.
The New Yamaha Beryllium Dome,
formed by Yamaha's unique
vacuum deposition process, is lighter
than any other speaker diaphragm
found today. So 1t's more responsive
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to direction changes in amplitude
and frequency of the inputsignal.

Dome Tweeter Comparison
S‘I)gMOEi THICKNESS WEIGHT
YAMAHA
NS- M
(BEIR?.?.IUM 3cm 0.03mm 0.03¢g
DOME}
TYPICAL
SOFT 3em 03mm  0lg
DOME
NV NA|
ggwEERN“O : 25cm 045mm 1.03¢g
L

Thus 15 called transparency. It can
be noticed best in complex musical
passages and can be best described

as highly defined and finelv detated
Only Yamaha has it

Midrange: The Voice of

Your Speaker. It's no secret
that between 500 hz and € Khz s
where most audible ditferences in
speakers occur.

It's where we hear the human
voice, and it is the hardest part of
the frequency spectrum te
reproduce accurately.

Once again, berylhum solves the
problem of uncven response. Since
it's so lightweight, the dome can be

made larger and highter than before

The Beryllum Dome uses more of the fa” sectran
ol the frequency curve than 3 con 1 dome

possible for a midrange driver. It
extends the linear portion of its
response curve.

The midrange driver's frequency
response is so wide that we can
select only the choice flat section of
its frequency response, thereby
eliminating the peaks and valleys
most competitors are forced to use
The Beryllium Dome creates
simply the flattest response: least
colored, most natural sounding
midrange of any speaker around.
Carefully designed acoustic
equalizers flatten the frequency

response curve even further

The NS-1000 M Monitor is so
accurate that you may even hear
enhanced detail in a recording you
once thought already petfect.

Re-thinking the Woofer.
Some respected speaker
manufacturers buy their low
frequency drivers wholesale

Yamaha doesn 't buy them We
make them.

Even the very cone material itself
was resezrched and developed and
manufactured specially by Yamaha.
{It's made much more dense than
most cones. That means a tighter.
cleaner sound.) And the frame is
cast in our own foundry so we can
control quality

A plucked string of a bass sounds
tike a plucked string bass note.

Instead ot a dull thud.

The Tangential Edge and

Other Extras. Yamaha
designed a special suspension
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e Speaker.

system that holds the beryllium
dome to the speaker frame with less
contact allowing it to move more
freely. It's called the Tangential
Edge. (You may not hear the
difference at first, but you will.)

The crossover system was
specially designed to have a very
low DC resistance, increasing the
system efficiency.

Most highly accurate systems
need a large amp to drive them
properly. The NS-1000 M Monitor
requires only 15 watts RMS to fill an
average room with loud music, yet
can handle RMS power outputs
exceeding 100 watts

By Our Own Skilled

Hands. Yamaha™s philosophy 1s
one of self-reliance

That's why. for example, we build
the critical speaker components
{like cone materials and speaker
baskets) rather than purchase them

That includes the speaker
enclosure made from matenal
designed for anti-resonance
charactenistics. (Our piano making
experience was essential here |

There are enough speaker system
modifications and copies around.
already

This is something original

Proudly Presenting the
NS-1000 M. It not

INexXpensive or ¢asy o flnd

The NS-1000 M 15 sold as night
and lefi-hand units. and by the parr
on

They cost $960.0C che parr, when
you can get them.

Yamaha is making them as fast as
we can, but you may have to wait a
short while untl your Yamaha
Audio Dealer has a pair for you to
audition. (He also features Yamaha
speakers based on the same
technology and quabity at less
moncy. |

Patience. please
Part of the Yamaha
System. The NS-100C M Monitor
is the ultimate air suspension
speaker system.

That is a strong claim to make.

In the future, Yamaha will present
the ultimate power amplifier. tuner,
preamplifier, and turntable.
Actually advancing the state-of-
the-art of the major components
of a music reproduction system.

In short, the ultimate system.

We're convinced that no matter
what you think 1s the best today.
we'll make you dissatisfied with it.

Don't say we didn’t warn you.



—E SIMELS
REPORT

By STEVE SIMELS

BOWIE: THREE WAYS, NO WAY

ONE of the great moments in rock-
and-roll history was aired on ABC’s
In Concert recently during D. A. Penne-
baker’s otherwise sleep-inducing film of
David Bowie’s 1973 ‘“‘retirement” (ha
ha) show. I had a pretty good idea of
what was going to happen, having read
reviews of the event at the time, and
God, was I looking forward to it! But it
was an absolute gas to see it finally, let
me tell you. Briefly, what happened was
that after what seemed like hours of sit-
ting through David’s ludicrously preten-
tious miming (“*A pie in the face would
be too good for him,” remarked a friend
of mine at just the point when Bowie
began his dying swan number) and an
interminable series of grimaces from gui-
tarist Mick Ronson (who has just joined
Mott the Hoople, by the way, which
should effectively end the nice thing
they’ve had going for the last two years),
the Star broke character for a moment
and introduced a special guest, the re-
doubtable Jeff Beck.

There was more than a little irony in
this, of course; Ronson almost invari-
ably dishes up the most thinly disguised
imitations of Beck’s work (minus the
Master’s inspiration, it goes without say-
ing), and the song the augmented ensen-
ble was about to perform —Jean Genie,
one of Bowie's English hits—bears a
startling resemblance to Beck’s revolu-
tionary work on the Yardbird's /'m «
Man. At any rate, Jeff, who when he is
on is still the most innovative electric
guitar player who ever lived, sauntered
out looking oh-so-cool (especially when
compared with the “Ming the Merciless
at Robert Hall” outfits Bowie and pals
were decked out in) and within ten sec-
onds had completely wiped out everyone
else on the stage. He took a solo that was
one of the most mind-boggling and un-
clichéd I've heard in ages, and then—
quite obviously smirking—deferred to
Ronson, whose attempt at a topper
sounded like the work of a backward six-
year-old by comparison. Simply lovely.
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(Incidentally, at various points in the
broadcast, the nasty censor bleeped out
what you were supposed to assume were
“naughty” words. Unfortunately, if you
were familiar with the lyrics, you knew
that all of them can indeed by said on
television, even in prime time. Our intel-
ligence insulted once again, in another
cynical ploy by Bowie and the Main-
Man organization.)

A week later 1 had the dubious pleas-
ure of sitting through the current Bowie
experience in the flesh, and although
Beck was not on hand to liven up the
proceedings, | must confess it was an
interesting evening. David has been
threatening to go funky for some months
now —for purely commercial reasons.
you understand, since at heart he’s about
as funky as Margaret Rutherford (may
she rest) —even going so far as to try to
persuade interviewers that his favorite
singers have always been people like
Jackie Wilson. Baloney. It's just that in
England he made it by pitching his rec-
ords to the disco crowd, but in America
they don’t play rock-and-roll but r-&-b in
discos: consequently, since Dave natu-
rally still lusts to be as big in the States
as he is at home, he’s figured it's time to
hit the Soul Train crew where they live.
So, after cajoling a pal into attending
with me—which wasn’t easy, believe
me; in fact, it was almost as difficult as
cajoling one of my friends into going to
the last John Denver show — I trotted off
to Radio City Music Hall to see Darling
David’s new look for myself. The affair
(not quite sold out, by the way) began
with a warm-up by Bowie's current
band, mostly black, which featured a trio
pretending to be the Supremes, and two
male lead singers, one of whom danced
on a piano (which | consider to be the
single most offensive thing that a per-
former can do) while lisping out Stormy
Monday, and another who looked and
sounded exactly like George Kirby.
They did some currently popular soul

tunes, and the audience greeted them
with bemused tolerance at the start and
protracted boos by the finish. After a
suitably lengthy intermission, they came
back on, began to vamp out an intro riff,
and then the George Kirby look-alike
intoned (against the de rigueur drum
roll), ““And now, from Ziggy Stardust to
Alladin Sane, the Diamond Dog himself,
from London, England, the star of our
show, Mr. ... DAVID BOWIE!'!!”
All that was missing was Ed McMahon
and Doc Severinsen. Bowie bounced on
stage in a baggy suit, carrying a cane,
looking for all the world like Fred As-
taire with terminal jaundice, and
launched into revamped soul versions of
his better-known numbers (beginning
with Rebel, Rebel, which I like), all of
them funked into unrecognizability.

‘The crowd, with the exception of the
faithful in the front rows who kept trying
to touch him, seemed more and more
bored as the evening went on: it was
clear that a mincing manikin doing a bad
Joe Cocker act was not what they had
paid ($12.50 a shot, in some instances)
to see.

Nothing daunted, RCA had the temer-
ity to release a double live album at
about the same time—material drawn
from David’s summer tour—which |
also sat through, martyr that [ am. It's
summed up for me by his version of 4//
the Young Dudes, which barely sur-
vives, but does at least make it quite

(Continued on page 54)
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THE CLASIIC &
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COMPUTER SYSIE
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That's because every Onkyo product
design . . . from concept to finished
model . . . is developed with the aid of
massive research data, computer analyzed
to achieve highest State-of-the-Art per-
formance. And every component part, cir-
cuit, coil, transistor etc., is computer
checked for optimum reliability.

Then we get down to the ‘nitty-gritty’ —
building stereo receivers, amplifiers, tuners,
the world's first fully automatic 4-Ch
receivers; and 2 and 3/way speaker
systems. With precise, dedicated crafts-
manship. From prototype, to test model, to
finished product, we apply the same State-
of-the-Art technology to maintain design in-
tegrity. And, on the way, we use the
toughest quality control procedures. All
because we know that shock, vibration, tem-
perature/humidity, circuit endurance, reti-

Eastern Office: 25-19 43rd Ave,, Long Island City, N.Y. 11101
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Onkyo Computer Systern, Osaka Facility.

ability, and resistance-to-wear tests are
vital to fine gquality.

Onkyo was first to develop an ideal Tran-
sient Response (signal input = signal out-
put), because it's as important as harmonic
distortion content in quality reproduction.
And, the overall “Energy Resporse” of our
speaker systems means clean, clear, natural
sound-on-or-off-axis! What's more we hold a
series of impartial listener tests for a panel
of audio critics. After all, it's what you hear
that counts.

With all this care and precision, we're
concerned only with giving you superb
lasting performance. And superb perform-
ance you get!

How do the Audio experts evaluate
Onkyo? They've been more than impressed
with the quality & design. Just read this:

on

Onkyo Sales Section/Mitsubishi Intarnational Corp.
Midwest Office: 935 Sivert Drive, Wood Dale, {11. 60191

(212) 729-2323
CIRCLE NO. 31 ON READER SERVICE CARD

Recently, High Fidelity magazine (Jan. '75
Test Profiles) said our Model TX-560 Stereo
Receiver “delivers quality and flexibility” in
keeping with the phrase “totally engi-
neered’’. FM Guide magazine (Dec. '74,
The Feldman Report) said about our TX-330
Stereo Receiver At under $300, it earns a
very high lab rating . . . we had the distinct
feeling that we were dealing with a much
more expensive set”.

Now it is up to you. Learn more about
Onkyc by listening. Compare the quality, the
performance and the craftsmanship. See
your dealer. You'll discover why Onkyo has
been an audio innovator for more than 28
years. Onkyo has the quality speaker
systems and electronics priced to suit your
requirements.

You won’t need a computer to make your
decision.

KYO

Artistry in Sound

(312) 595-2970
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THE MOST SPECTACULAR

SOUND EXHIBITIONS of STEREO FIDELITY

EVER AVAILABLE!

STEREO DEMONSTRATION
RECORD AND CASSETTE

s § TEREO
DEMONSTRATTON
RECORIY e

STEREO REVIEW BINAURAL
DEMONSTRATION RECORD

1

Stereg Review's |

B e e ———
DT 138 A Ay T S S e

This record is the result of two years of intensive
resparch in the sound libraries of Deutsche Gram-
mophon Gesellschaft. Connoisseur Society, West-
minster Recording Company and Cambridge Records
Incorporated. The Editors of Stereo Review have
selected and edited those excerpts that best demon-
strate each of the many aspects of the stereo
reproduction of music. The record ofers you a
greater variety of sound than has ever before been
included on a single disc.

t1s a series of independent demaonstrations each des gned to show
't one or more aspects I musical sound and s reproduction

Entirely mu the Record has been editeg to proviae self-sufficrent
capsuie oresentations of an enormous variety of music arrange
a conlrasling and pieasing order It includes ail the basic musice

and acoust
solated and p

unds that you hear when you lisien fo records
nted up to give you a bass for fulure critical listening

WIDE RANGE OF DEMONSTRATIONS

o Technigu: t Separation & Multinle Sound Sources e Acoush
Deoth e Ar 1 Ce 1 Ha'| ® Sharp Contrasts of Dvnamics
® Ciescendo & Diminuendo » Very Higl Very Low Pitc [

Sounds e Potyphony {2 or more melndies at orce) With Bolh €
& Contrzsting Instruments ® Tonal Quanhlies ¢ Wind, Str ng & Pe

cussion Instruments e Sounds of Ancient Instruments e Sour i
Both Ciass

Oniental tnstruments e Sound o! Singing Vcice ally
Te ur ® Pius a Large Sampiing of Finger Snap
< Ha c ng. Foot Stamping & Other Musical & Percy
ve u

13 SUPERB SELECTIONS
STRAUSS: Festive Prelude. Op. 61 (excerpt) DGG
DEBUSSY: Feux d artifice (excerpt). Connoisseur Society
BEETHOVEN: Welington s Victory (Battle Symphony) {excerpt from
ihe tirst movement) Westminster Records
MASSAINO: Canzona XXXV 2 16 (complete! GGG Archive
CORRETTE: Concerio Comigue Op 8 No 6 “Le Plaisir des Dames
{third movement! Connoisseur Society
KHAN: Raga Chandranandan (excerpt) Connoisseur Society
RODRIGO: Cuncert—Serenade for Harp and Orchestra {excerpt from
the first mevement) DGG
MANITAS DE PLATA: Gypsy Rhumba (complete] Conn. Soc
MARCELLO: (arr King) Psalm XVIl "The Heavens are Telling
{complete! Connoisseur Society
PRAETORIUS: Terpsichore. La Bourree XXXII {complete) DGG
Archive
BERG: Wozzeck (excerpt from Act Hl) DGG
BARTOK: Sonata for two pianos and Percussion {excerpt trom the
first mevement Cambridge Records
BEETHOVEN: Wellington's Victory (Battle Victcry) (excerpt trom the
laglt movemen: Westminster.

FREE - Booklet which discusses and
describes each of the selections performed.
THE RECORD IS AVAILABLE IN YOUR
CHOICE OF 33's RPM OR 45 RPM.

g CHARGE YOUR ORODER TG YOUR AMERICAN EXPRESS OR BANKAMERICARD ACCOUNT

Created specifically for
playback through stereo
headphones, this unique
record presents sound
of unsurpassed realism.

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 1s accomplished by recording the acoustical input for
each ear separately. and then playing it back through
stereo headphones. Thus the sound intended for the lef
ear cannot mix with the sound tor the right ear, anda vice
versa.

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

"MAX''—GENIE OF BINAURAL RECORDING. 'Max
specially constructed dummy head, cast in silicone rubber
duplicaies the role of the human head as an acoustical
absorber anc refiector of sound Super-precision capacior
microphones were installed :n Max's ears so thal eacr
microphone would pick up exactly what each human ea
would hear The resuit is a demonstration of phenomena
recorded sound

STARTLING REALITY. The Binaural Demonstration Recora
offers 45 minutes of sound and music of starl ng reality
You'll marvel at the eerie accuracy with which cirection
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 Stree! Parade
a Street Fabrication Plant, The Bird House at the Zoo—ali
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 totai 23 minutes, ang incluge
examples of jazz. organ. and chamber music.

The Stereo Review Binaural Demonstration Record is the
ultimate in sound reproduction. It has been made without
compromise

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

%8, Cassette $698
h each

Records $5

eac

Banehuericen

| RECORDS -+ Ziff-Davis Service Division * 595 Broadway » New York, N.Y. 10012

[T My check (or money order) for $

I
| is enclosed.
| [ Charge: [1 American Express
| [0 BankAmericard
Account = B N
Signature -
—__ Stereo Demonstration Records @ $5.98
each. postpaid ($8 outside U. S. A.)
Check one: [] 3314 RPM ] 45 RPM

each, postpaid ($8 outside U. S. A.)
Binaural Demonstration Record @ $5.98

|

|

| Stereo Demonstration Cassettes @ $6.98
|

|| each, postpaid (38 outside U. S. A)

Print Name

Address

City

State Zip

ENCLOSE PAYMENT WITH ORDER IF NOT CHARGED

clear that the rumors about his having
taught Mott all they know are totally
unfounded. Their performance had gran-
deur, power, and a stately rock-and-roll
majesty; Bowie does it as if it were a
cocktail song, complete with tinkling
pianoin the next room.

Overull, these three different looks at
David had a very sobering effect on me.
Here is a man who has written a few
(very few —perhaps three or four) inter-
esting songs, which makes him a respect-
able minor talent, a sort of Seventies
Graham Gouldman, but a2 man who ap-
parently takes himself so seriously that
he believes his every utterance is worthy
of immortality. 1t’s depressing. His cur-
rent shtick. pretending to be bluck —let's
not forget that two years ago he was say-
ing things like “1 can't think of a whiter
artist than me”—would be stomach
turning if it weren't also such a colossal
commercial miscalculation. Bowie's funs
are. in the main. white middle-class teen-
agers, and no matter what Bowie or
those around him think. they are 1o the
people who hang out in trendy New
York discos dancing to the Three De-
grees or Love Unlimited. What we're
about to witness. I think. as the taste-
makers conned by their own careless
enthusiasm begin to turn on him. is a
decline that is going to be most unpleas-
ant. a spectacle featuring a portrait of the
artist as musical bankrupt. If he didn't
so richly deserve it. 1'd teel sorry for
him. Of course. as you'll recall, the Who
predicted all this in 1971, and if Bowie
wants 1o make a graceful exit. he'll do a
cover of their Won't Get Fooled Agpain
and fade fast.

Okay. all that out of the way. and. hav-
ing kept my promise not to review the
new Stones album. | must add that you
should immediately run out and buy the
single of 11°'s Only Rock'n Roll. because
the flip side (a ballad left over from the
Jamaican *Goats Head Soup™ sessions
entitled Through the Lonelv Nights) is
perhaps the band's most mature and
moving performance since Moonlight
Mile. and it is not scheduled for an [P
appearance in the foreseeable future.

Further.if the touring stage version of
Sgi. Pepper's Lonely Hearts Club Band
on the Roud makes it to your town.
avoid it like the plague: Lennon and
McCartney’s music will probably sur-
vive director Tom O Horgan's witless
onslaught. but | see no reason 1o encour-
age him to try this sort of thing again.

Finally. the Rock-and-Roil Wisecrack
of the Year. overheard at a club in New
Jersey during a performance by a local
band culled the Weasels. Drunken jock
on dance floor: “Play Barry White! |
wanna hear some Barry White!” Weu-
sels’ piano player: “As soon as we finish
our Jimmy Olsen medley.”

Say goodnight, Gracie.
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wasted wotts!?
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$50 out of every $100 you spend cn a hi-fi receiver ~L
may be on wasted sound! 108t = =l
Poor room acoustics . . . thin walls . . . low ceilings . . . unusual room TJZ"L‘?J;‘?;E"JL’Z?"E':EE:;'.,Z?“'"W"""’
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components can all rob you of the sound you're paying for.
That can’t happen with a JVC receiver featuring our exclusive Sound
Effect Amplifier ... SEA ... circuitry which gives you complete freedom
and control over sound throughout the entire audio frequency range. SEA 100Hz 1kHz 10KHz 100Hz 1kHz 10kHz
allows you to adjust the acoustic response of the typical home listening Corrected by conventional Corrected by S.E.A.
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By JAMES GOO

DFRIEND

Music Editor

LONG AFTER THE BALL

AFEW days after hearing Nonesuch’s
new recording of songs of the
1890’s, appropriately titled *‘After the
Ball,” the logic and rationality of its ap-
pearance becomes evident. At first
glance, though, perhaps even at first
hearing, one feels a certain sense of sur-
prise that such a project came into being
at all. 1t is, peculiarly, the very same
sense of surprise that was engendered by
the appearance of the first Scott Joplin
record, the Stephen Foster record, the
record of comet favorites, and perhaps
even the Gershwin record. All these
Nonesuch releases have been solid, even
outstanding musical achievements (as is
the present one, and those additional
albums of ragtime that followed logically
from the first), but the particular furrow
that Nonesuch has been plowing with
these discs has not been all that obvious.
It is the seeming lack of connection be-
tween them that has made each a matter
of surprise as well as delight. But this
new record, once again involving Bill
Bolcom, this time with mezzo-soprano
Joan Morris, may have taken us just far
enough along in this mysterious se-
quence that we can divine the direction
of the whole.

The albums are, of course, explora-
tions of the American musical past, but
they would hardly have produced the
impact they have were they only that.
Perhaps their rationale would become
clearer if 1 ventured to guess that the
next album in the series (I have no ad-
vance information on this) would far
more likely be a collection of barber-
shop quartets than, say, the Bay Psalm
Book or the songs and hymns of that
American contemporary of George
Washington, Francis Hopkinson. For
what Nonesuch has been dealing with is
not-the long ago and far away aspects of
American music, but music we already
know through the presence of on-geing
and still-living traditions. The point
about the Nonesuch records, though, is
that they have thrown out the traditions
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and gone back to the original scores, and
the surprise that is intrinsic to hearing
them is that they have all given us famil-
iar music presented in a totally unfamil-
iar way.

“Tradition,” an eminent conductor of
classical music has told us, *is the last
bad performance.” Few of us would care
to make it as cut and dried as that, but
there is no question that the score and
the tradition of performance that germi-
nated from the score have often, in seri-
ous music, come to oppose one another.
The roots of this lie partially in the in-
ability of our notational methods to re-
present fully and exactly what the com-
poser had in mind, and partially in the
desire, on the part of most composers, to
purposely leave some room for variabili-
ty in performance. In this “‘room,” per-
formance traditions grow, and since such
traditions are handed down in the play-
ing, the listening, and the talking about
music, the performance tradition itself
changes, sometimes to the point. of par-
odying. its original nature, in the same
way that a simple English sentence whis-
pered into the ear of the first of a group
of people, and whispered in turn by each
to the next, emerges from the last as

something quite different from what it
was originally.

Performance tradition is an even more
important element in popular music than
itis in classical, and those areas between
the two —such as classical music that has
become, like Joplin’s rags, an item of
popular consumption—are also greatly
affected by it. There were nwo traditions
of performance that grew from Joplin's
rags: one that treated them as if they
were jazz, and one that lowered them to
a derby-hat, garters-on-the-sleeves,
ricky-tick musical nostalgia for the turn
of the century. The shock of Joshua Rif-
kin’s first record was that it followed nei-
ther tradition but went back to the score
and to the little we know of Joplin's own
performing style, presenting us with a
different music out of the same notes.
The Stephen Foster, cornet favorites,
and Gershwin piano-music records did
more or less the same thing, each of
them coping with (and bypassing) a dif-
ferent tradition or group of traditions.
“After the Ball” offers probably the
most extreme case, for what Bolcom and
Miss Morris are dealing with here is not
the hard-to-categorize music of a misty
mid-region (as the others were) but an
out-and-out popular music.

T-IERE is (as this particular issue of
STEREO REVIEW should demonstrate) a
tradition of cabaret singing still very
much alive in this country, and there is
also a just barely living tradition of per-
formance of Gay-Nineties and Turn-of-
the-Century popular song. Neither is to
be found on this record. What we get in-
stead are sensitive, musicianly, totally
unexaggerated renditions of the songs as
they are on the printed page. Though
such performances could paradoxically
be called “classical,” the performers
have not superimposed classical-music
traditions on popular songs. Miss Mor-
ris’ voice has in it no echo of opera or of
art song; it is vernacular American and,
if anything, the sort of voice sometimes
referred to as “‘churchy.”

The effect is startling. Whether it is

Pianist William
Bolcom and soprano
Joan Morris:
separating the
master pieces from
the period pieces
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everything that might be desired is some-
thing else again. For (as should once
again be demonstrated by this “cabaret”
issue) some popular songs come to life
only to the extent that they are vehicles
for the projection of their performer’s
personality: do them straight and they
die. The kind of exaggeration of empha-
sis that Beatrice Kay (does anyone else
remember Beatrice Kay?) brought to
such a song as A Bird in a Gilded Cage
did not work against the song but
breathed life into it. It was so exaggerat-
ed that it was satire, yes, but it was seri-
ous too, just as the song itself was seri-
ous —and satire. The tears were croco-
dile tears even in 1900, and Harry von
Tilzer, who wrote the song, was not an
innocent man.

THE effect of that song in Miss Morris’
performance is a lesser one. So too with
Monroe Rosenfeld’'s Those Wedding
Bells Shall Not Ring Out. 1f one takes it
completely seriously, it is a dreadful
piece of hash: it needs the sting of irrev-
erence to bring it to life. So much for the
good side of tradition.

The bad side of it is that it covers
everything with the same sauce, and not
everything is palatable that way. Among
the hamburgers on this disc are some
very choice morsels indeed. I am being
completely serious when I say that Paul
Dresser’s (Theodore Dreiser’s brother)
On the Banks of the Wabash is a great
song, and that Ernest R. Ball’s Will You
Love Me in December as You Do in
May? (which, of course, carries the same
message as the Beatles’ When I'm Sixty-
four) is a classic as well. The perfor-
mances we get here of these works, and
others like them, strip the overpainting
of tradition from the songs and present
them as they really are: masterpieces.
Miss Morris sings honestly and affect-
ingly, Bolcom plays sensitively and mu-
sically, and the recording ambiance is
completely sympathetic to the material.
And so the upshot of it all is that this
record (and the preceding ones) gives us
the previously denied opportunity of
separating the masterpieces from the
period pieces. Such an experience opens
up a whole new way of looking at and lis-
tening to the American musical past, and
one could not imagine a more valuable
contribution to the coming Bicentenary.

AFTER THE BALL: 4 Treasury of Turn-of-
the-Century Popular Songs. Joan Morris
{mezzo-soprano); William Bolcom (piano).
After the Ball; Good Bye, My Lady Love; A
Bird in a Gilded Cage; Under the Bumboo
Tree; On the Banks of the Wabash, Far
Away; Those Wedding Bells Shall Not Ring
Out; I've Got Rings on My Fingers; Come
Down Ma Evenin® Star; I Don’t Want 1o Play
in Your Yard: Will You Love Me in December
as You Do in Mav?; Meet Me in St. Louis,
Louis; Love's Old Sweet Song; Waltz Me
Around Again Willie;, Wair Till the Sun
Shines, Nellie. NonesucH H-71304 $3.98.
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A philosophy of design

that demands no compromise.
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you may want to

empty your pocket.

Janszen.
$700 each. Down to $120.
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ELECTROSTATIC

7516 42nd Avenue North
Minneapolis, Minnesota 55427
a division of

Electronic Industries, Inc.
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4outof 5
automatic turntables

sold in Britain are BSR.

9 out of 10
automatic turntables

sold in Japan are BSR.

More automatic turntables
sold in the U.S. are BSR than
all other brands combined.

The fact is, 2 out of 3
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Hi-Fi Ho-Hum

Competing with the giants in a
giant industry is no small task.
Which should explain why we
at Sherwood feel a sense of
accomplishment.

After all, we can't invest as
much in advertising as the
larger manufacturers. Nor pro-
duce as many different types
of equipment. So we certainly
can’'t come close to matching
their total sales volume.

Yet, we've steadily gained
leadership status in the field of
high fidelity electronics. For
one simple reason:

Dollar-for-dollar, Sherwood
provides more power and greater
performance in its products
than anyone else.

You can prove this by com-
paring our products with others
in the same price categories.
The S-7210 is a case in point.

It has minimum RMS power
output @ 0.8% total harmonic

CIRCLE NO. 40 ON READER SERVICE CARD

distortion, both channels driven, of

26 watts per channel @ 8 ohms,
20-20,000 Hz. FM Sensitivity (IHF)
of 1.9 uv. Alternate channel
selectivity of 65 db. Front panel
switching of 4-channel decoder
(which doubles as second tape
monitor). FM muting switch.
And a Tape Dubbing feature.

What's more, the S-7210 is
built with the most advanced
componentry. Integrated cir-
cuits, FET circuitry, solid-state
ceramic FM [F filters.

All for under $300.

So although it's easy to be
impressed by the sheer size of
a company or the weight of its
advertising, when you get right
down to it, performance-per-
dollar makes it all hi-fi ho-hum.

P

SherwoodElectroniclLaboratories
4300 N. California
Chicago, Illinois 60618

Sherwood.

The word is getting around.
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By MARTIN BOOKSPAN

KODALY'S HARY JANOS SUITE

OLTAN KoDALY’s ballad opera, Hdry

Jdnos, with a text by Béla Paulini
and Zsolt Harsanyi, was produced for
the first time on October 16, 1926, in
Budapest. Its composer was then forty-
three, fresh from the international
triumphs of his Psalmus Hungaricus,
and still deeply involved, along with
Bartok. in searching out and recording
authentic Hungarian folk music.

Writing an opera about the folk figure
Hary Janos was almost inevitable for
Kodaly, for, as H. A. Phillips wrote in
the New York Times on Christmas Day,
1927, *Hary is the braggadoccio spirit of
the Magyar himself crystallized into
mythical character. He is amused and
terrified, regaled and enchanted by his
own personality, about which he has
woven a charming legend. Hary Janos is
a colossal conceit. With this delightful
character in mind, Kodaly set out to de-
pict him as a figure on the stage and as
the embodiment of a certain phase or as
an aspect of Hungarian history and char-
acter. It is hardly necessary to say that
he uses folksongs for this purpose, help-
ing himself to an age-old treasure which
is rich beyond the dreams of melodic
avarice.”

A year later Kodaly extracted from his
score for the opera a suite of six num-
bers, of which only two (the third and the
fifth) quote genuine Hungarian folk
songs. The Hdry Jdnos Suite was intro-
duced to the United States on December
15,1927, at a concert by the New York
Philharmonic Orchestra conducted by
Willem Mengelberg, and it has been a
popular favorite ever since.

It is an old Hungarian superstition that
whenever a statement is preceded by a
sneeze, that statement, unbelievable as it
may seem, must be regarded as being
unquestionably true. The musical repre-
sentation of Hdry Jdnos, whose story
involves some of the tallest tales ever
told, comparable to the exploits of the
German Baron Munchausen or the
American Paul Bunyan, opens with a
colossal orchestral sneeze, and so ““The

Tale Begins™” (No. 1 of the Suite). The
remaining movements concern them-
selves with the “Viennese Musical
Clock™ (No. 2), a song of homesick long-
ing (No. 3), the “Battle and Defeat of
Napoleon’ (No. 4), a most aromatically

ZOLTAN KODALY

Hungarian. if nonrepresentational, Inter-
mezzo (No. 5), and the “*Entrance of the
Emperor and His Court™ (No. 6), which
depicts not the reality of the Austrian
Imperial Court but how it might be in the
imagination of a Hungarian peasant.
Kodaly himself wrote program notes
for the first New York performance of
Hary Jdnos, and he described the action
of the fourth movement this way: “"Hary,
as general in command of his hussars,
confronts the French army. He bran-
dishes his sword and lo! the French
begin to fall before him like tin soldiers!
First, two at a time, then four, eight, ten,
and so on. Finally, there are no more
soldiers left, and Napoleon is forced to
engage in person the invincible Hary.
Hary’s fantasy pictures a Napoleon
made in the image of his own burly peas-
ant imagination—an immensely tall and
formidable Napoleon who, shaking in

Drawing by hunwald

every limb, kneels before his conqueror
and pleads for mercy.”

The Suite from Hdry Jdnos is surely
Kodaly’s most popular work, and it is his
most often recorded one as well. There
are currently available five different
performances of the music, each with its
own special pleasures: Bernard Haitink’s
(Philips disc 6500015, reel 5015, cas-
sette 7300017) is lucid and straightfor-
ward, with a special sensitivity to the
poetic passages; Istvan Kertész’s (Lon-
don disc CS 6417, reel L. 80159) is flam-
boyantly extroverted and sumptuously
recorded; Erich Leinsdorf’s first record-
ing of it, with London’s Philharmonia
Orchestra (Seraphim S 60209), is a tight-
ly disciplined, superbly played perfor-
mance; Leinsdorf’s second recording,
with the Boston Symphony Orchestra
(RCA LSC 2859) is more self-indulgent,
with phrases milked for all their worth
(particularly in the Intermezzo), but with
an infectious enthusiasm; and George
Szell's (Columbia MS 7408) combines
the directness of the Haitink approach
with the color of Kertész and the
discipline of Leinsdorf 1.

If I were forced to select my own fa-
vorite among them, | would choose the
Kertész recording. Kertész makes more
of the music’s humor, its puckish quali-
ties, than do his rivals. Similarly, there is
a real feeling of spontaneity to the per-
formance and a sense of rightness to the
many fluctuations in tempo. And the
London Records engineers have cap-
tured itall in recorded sound that is vivid
in the extreme. The third and fifth move-
ments of the Suite incorporate promi-
nent music for a Hungarian folk instru-
ment, the cimbalom, and the microphone
spotlighting transforms parts of the In-
termezzo into a virtual concerto for cim-
balom and orchestra. But even this ex-
travagance does not offend me in the
context of the sweep and surge of the
Kertész reading.

My second choice would be Letnsdorf
I, particularly since it is the only record-
ing on a budget label. Though a product
of relatively early stereo technology (it
was recorded around 1960), its sonics
are bright and full, with particularly rich
reproduction of the lower brass and
stringed instruments. And at that time
the Philharmonia Orchestra was one of
the very best in the world.

A final note: those intrigued by the
Hdry Jdnos Suite may wish to investi-
gate the recording of the entire opera
(London OSA 1278, two discs). The
presentation is a tour de force for Peter
Ustinov, who impersonates a whole host
of characters, including Hary himself.
And the music is again safely and styl-
ishly in the hands of the late Istvan
Kertész.

*

Mr. Bookspan's 1974-1975 UPDATING OF THE BASIC REPERTOIRE is now available in convenient pamphlet form. Send
25¢ and self-addressed #10 envelope to Diane Nakamura, Stereo Review, 1 Park Avenue, New York, N.Y. 10016 for a copy.

*
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William Livingstone
visits with the singers’ singer

_.3.'.000...00..0.0...0
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critics, columnists, and liner-note writers on the

subject of Mabel Mercer. The St. Regis Room,
where she performs, is in the St. Regis Hotel at Fifth
Avenue and 55th Street in New York: it has been de-
scribed as an “‘elegant salon™ or a *“posh watering hole.”
The chair from which she sings is a “Louis Quinze
throne,” and she herself is a “high priestess weaving her
spell.” *“‘the doyenne of American popular singing,” and
the “queen of the supper clubs.” Her repertoire, which
encompasses aboat a thousand very carefully selected
songs. is said to ‘‘rub a patina on our lives and loves, en-
riching, beautifying, and spiritualizing our experience.”
The writers carry on about her influencz on our greatest
pop singing stars and America’s finest songwriters. They
wax eloquent about Miss Mercer's impeccable taste, her

!N awful lot of gaudy prose has been ground out by



flawless diction, her musical phrasing, her penetrating
insight, her incomparable projection of lyrics, and her
regal dignity. And it’s all true.

It’s all true. and yet it’s somehow unfair. In their efforts
to do justice to this singer’s art, some writers make her
sound like a forbidding educational experience, some-
thing that’s probably good for you but you'd just as soon
put off for a while. Frankly, some of them make her sound
like a royal pain, and nothing could be further from the
truth. Okay, the room she sings in is nicely decorated, but
as Penelope Ross pointed out recently in the Village
Voice, a show at the Bottom Line (a rock joint in Green-
wich Village) and a show at the St. Regis Room cost
about the same. And Mabel Mercer, who regards herself
as an entertainer, a girl who has been singing for her sup-
per in show business since she was fourteen, is in there
every night doing her best to see that the customers get
their money’s worth and have a good time. Without ever
losing her natural dignity, she manages to exude warmth,
hospitality, and humanity. Nobody loves a good-time
atmosphere more than Mabel. She’s the kind of woman
who doesn’t know how to talk to a man without making
him feel good and glad he came to the party. As for the
living-legend bit, she's quick to say that it makes her
“veddy nervous.”

I’ve been pestering Mabel for an interview for two or
three years. At a party after her closing show at the St.
Regis last spring, | asked her, “When can | come and talk
to you so that you can tell me all your secrets?’’ She gave
me an impish smile and said, “Secrets? I’'m not going to
tell you any secrets. It’s all in the songs, dear. Listen to
the songs.” But when she came back to town for the
1974-1975 season, I pinned her down, and we set a date.

Since Mabel was born in 1900, she is celebrating her
diamond jubilee this year. Faced with that momentous
event and the fact that my interview was to coincide with
her receipt of this magazine's first award of a Certificate
of Merit for Significant Contributions to the Quality of
American Musical Life, 1 panicked. Although she’s
friendly and easy to talk to, I'm still somewhat in awe of

Mabel Mercer has an uncanny very personal story rather than

topped by a crown of shortish hair. She doesn’t begin to
look her age. At practically seventy-five. I feel no differ-
ent.” she said. '‘I'm beginning to creak a little, but
there are pills for that. Otherwise, 1 feel the same. The
only thing [ regret about my age is that 1 can no longer
hold a note for a long time. In singing there are certain

Mabel is Cleopatra, Salome, and
all great women, She slides down
the bannister of your mind. If
you're a songwriter, she captures
the meaning of your songs better
than you do. | am always under

Besides being one of the great
human personnages, my friend
Mabel Mercer turns a lyric into
worlds of joy, longing, or sadness
with unparalleled art. There is no
one who cannot learn from her.

her spell. — Howard Dietz —Leontyne Price

effects you can make by sustaining a note, and I've had to
learn to make them in other ways.”

According to the reference sources, she was born on
February 3, 1900, at Burton-on-Trent, Staffordshire,
England. Her father was a black American who died be-
fore she was born, and her mother was a white vaudeville
singer and actress whose whole family was in show busi-
ness. Since her mother and stepfather toured constantly.
Mabel was sent off to a convent school as a child.

“1 was the most self-conscious child. I don’t know how
1 ever became an entertainer. It was absolute agony at
school when 1 was called on to recite a poem or some-
thing. I would turn scarlet, my knees would knock, and
my lips would tremble so that I could hardly pronounce
the words. And there 1 was, the child of performers, and 1
couldn’t get over it. Horrible. horrible. Even now when
I’m going to sing a new song or appear in a new place, |
get stomach-aches up ta here.”

When Mabel sings. she has no discernible regional ac-
cent, just clear diction. but in conversation her British

Mabel Mercer has ever made me
aware that a singer is someone
through whom the words of the
song must come alive. This great
lady has been “telling it like it is”

all of her lifetime. What a thrill
for the lyricists of her songs—
and for those of us fortunate
enough to hear her—to know her
inour lifetimes.  — Sylvia Syms

ability to interpret lyrics with a
realism that is seemingly abso-
|ute. You feel she is telling you, a

just singing. And she does ii all
with a regal bearing uncommen in
today's casual society.

close and much-loved friend, a —Johnny Mathis

her, and I needed someone to join us at lunch to keep the
conversation going in case I was overwhelmed by the
importance of it all and my tongue clove to the roof of my
mouth. Therefore, | invited one of Mabel’s long-time
friends and devoted admirers, Donald Smith, a public re-
lations consultant, who is convinced that **‘Mabel Mercer
Madness will yet sweep this country.”

The three of us met in the King Cole bar at the St. Re-
gis one Saturday afternoon for what was lunch for Don
and me and breakfast for Mabel. To avoid having toask a
lot of biographical questions, I had looked her up in Cur-
rent Biography and elsewhere, so no formal interview
took place. We just ate, laughed, and talked all afternoon.

A short, round little woman who looks taller than she is
because of her erect posture, Mabel was wearing a bright
red dress and seemed to be in good spirits. Her skin is the
color of cream with a little coffee in it, and her head is
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accent. with a slight North-Country flavor, is quite appar-
ent. There is not much change in her volume, but she
places emphasis by rising and falling intonation, pausing
after an important word, or really bearing down on it. 1
couldn’t help noticing this as she continued to talk about
her childhood. **At school all the kids thought I was rather
odd. They'd never seer anything like me. 1 was the only
one. you see. They christened me Golliwog, which was
an affectionate term, kecause the “golliwogs™ the chil-
dren had were little black dolls, with black woolen hair. 1
was always envious of the girls with long hair. The one
who sat next to me in the refectory at the convent—
Queenie Vail—had long flaxen hair down to here. | never
had any more than I've got now. and it was the bane of
my existence. 1 used to get string and braid it and tie it to
my hair with a big bow so that 1 could flick my plaits
back. 1 remember one little girl said to me, ‘Oh, vou’ll
never get married.” And I said, ‘Why?" ‘Your hair’s too
frizzy.’ she answered, ‘No man will ever marry you.” And
another kid said. ‘We'll turn you upside down and sweep
the floor with you.” And 1 got terribly upset because I had
golliwog hair.” (Continued overleaf)
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Mabel Mercer? Marvelous! She is
the keeper of the show songs that
were never heard before. Singing
intimately into your ear, she
“reads a song beautifully.”

— Harold Arlen

Hercer

At fourteen Mabel left the school and joined members
of her family in a touring music-hall act, beginning as a
dancer. ‘1 had two cousins in our family act, and |
learned from them what was called step dancing, rather
like tap dancing. We were on stage together until the war
took my cousins. The act split up, and I had to go out on
my own. | thought I knew how to sing well enough and
dance well enough to get by. so | joined a troupe of girl
dancers. When we played in Manchester, which was the
home of the Tiller Girls —they were like the Rockettes — |
asked for an audition. and they said I could go into one of
their smaller troupes. So I joined the Tiller Girls — that is,
until the head man saw me and said. ‘Oh. out with her,
she’s not right in the line.’ | was so different, you see, with
my woolly head, rather like they're wearing now.

“But | joined another troupe and in time met up with a
coloured show. Now, rhat was a first experience. | had
never known any coloured people. never met any. Isn’t
that funny? My family never discussed anything, and |

I don't know any singer of repute,
whether it be Tony Bennett, Frank
Sinatra, Jack Jones, Andy Wil-
liams, or a score of others, who
would not in some way have to
acknowledge the influence Mabel
Mercer has had on them. For my-
self, she, along with Sinatra,

taught me the importance of tell-
ing the lyrical story clearly and
concisely. Above all, Mabel Mercer
has total integrity when she per-
forms, and that integrity always
extends to respecting the author's
and composer’s wishes.

—Rod McKuen

was the only one at school, so I just took it for granted
that I was one of a kind. And finding these others was like
adream. I was delighted. We were all different shades but
all the same.

Don and I were fascinated and wanted to know what
sort of show they put on. *‘It was run by an American.”
Mabel said. ““He had collected a few Africans and a lot of
artists of mixed blood in England and put together a fine
show. It was called Coloured Society, I think —a very
good singing and dancing show. with comedians, a regular
revue. The boss was an excellent lyric tenor, we had a big
fellow from Africa with a gorgeous bass. and there were a
lot of fine voices in the group. The first scene was set in
Dahomey, and we were all Zulus, running around and
saying ‘Woo. woo. woo.” Then we’d each do our different
things. and we’'d wind up. believe it or not, singing the
sextet from Lucia. | sang the soprano part.”

We all three laughed at that prospect, and Mabel said,
“It was so unexpected —all those Zulus singing Lucia. |
loved it. I never realized the incongruity of it until 1 was
grown and looked back and wondered what must people
have thought! I stayed with that show until the end of the
war, through the Zeppelin raids and the flu epidemic.
That was terrible. Our conductor had such a bad case of it
that he couldn’t work, and my boss sent me on in his
place, as a pianist/conductor down in the pit. (I'd rush up
on stage for my title part in Lucia.)

*“The conductor never rejoined us, and [ continued as

pianist/conductor as we traveled about, until we got to
London and were to play in a large theater with an or-
chestra of fifteen or sixteen men. Here | wasn’t to sit at
the piano, but stand and conduct, and when we went to
the first rehearsal, I was scared to death. One of the grey-
beards in the orchestra looked at me and said, “What can
she do? and my boss spoke up very strong, ‘She can do
exactly what I want her to do.” He took me to a boys’ tai-
lor, and they rigged me up in a silk-bosom shirt and white
tie and tails, and / thought | was IT! Entertainers used to
have what we called cigarette cards, their photographs
with their names on them, and when we got to Bristol |
had my picture taken in my white tie and tails —and with a
monocle, if you please —and someone put a cigarette in
my hand. That was me as a conductor. And I had ‘Musi-
cal Director’ on my card.”

The middle phase of Mabel Mercer’s career was in chic
cabarets and bistros on the Continent, mostly in Paris.
during the glamorous period between World Wars | and
I1, when Paris was a haven for expatriate American musi-
cians, writers, and painters— Ernest Hemingway. Cole
Porter, Gertrude Stein, and F. Scott Fitzgerald. Mabel
became almost a permanent fixture at the smartest of
these, a club in the Rue Pigalle run by Bricktop, a famous
American hostess and singer, which was a favorite of the
so-called smart set. Since she was in a reminiscent mood,
Don pressed her to tell about Paris.

“I went first to Belgium.” she said. *“When the war was
over, | teamed up with a girl dancer, and we went to Os-
tend. There was an American band playing at the casi-
no—they were the first American entertainers | had
seen—and I thought oh, this is the w/timate. If | could just
perform like that! In those days | was just trying to do a
few shuffles and sing ballads. But I danced for them, and
they engaged me. They must have thought | was the
funniest thing they ever saw, because they were Ameri-
cans, and I was still doing it all in my English way. But
they were nice fellows, and | was voung, and we had good
times.

“Florence Jones was the wife of the pianist, and when
the group went to Paris, they eventually opened Chez
Florence, where 1 worked for some time before | went to
Bricktop’s. But | worked in other clubs first and contin-
ued to travel to Antwerp and to Luxembourg with the girl
I sang and danced with. She was a Cockney girl and sang
French like you have never heard—all Mistinguett
songs —and people would get hysterical. The French
were on the floor. But people liked us and we joined trav-
eling shows and went to Egypt, and Yugoslavia, and to
Constantinople. I wasn’t making any money, but | was
seeing the world, and if I'd become a typist or something
I’d have been stuck in an office. Between times 1’d come

Left. Mabel Mercer as she appeared in a Vienna revice entitled
The Chocolate Kiddies: ar right. in conductor's tie and tails.




back to Paris, which was very exciting in those days. Fi-
nally, I took an apartment in Paris, and it became my
home until | came to America.”

“But I thought you'd worked at Bricktop's all the time
you were in Paris,” | said.

“No, Brick came to Paris in 1924, and she worked in
several clubs before she opened her own about 1931. She
was a real American entertainer. In no time at all pecple
like Cole Porter found her, and they all loved her. She
was a great siostess, as well as a great entertainer. and she
made everything like a big party. 1 learned a lot from
Brick. Not how to sing, but everything about night clubs.
how to meet and talk to people.

“Bricktop’s closed about five or six in the morning, and
a place called the Breakfast Club would still be open so
everybody would troupe over there. | remember one
morning Louis Armstrong with his trumpet and Django
Reinhardt with his guitar were playing for each other. |
went home and to bed. 1 got up around noon and came
down for some milk or something, and they were still
there playing duets. People were so carefree in those
days. There was a lot of fun and practical jokes. Cole Por-
ter had me arrested once because | sang a particular song
so often. It was Thank You for the Flowers, written for
me by a young society lad. It wasn’t terribly good, but it
seemed to take everybody’s fancy, and it was requested a
lot. Porter and his gang of friends got tired of it, and de-
cided they'd have me arrested if | sang it one more time.
Sure enough, someone asked for it, and while 1 was sing-
ing it, a gendarme tapped me on the shoulder and led me
off the fioor. [t was just a joke they'd cooked up between
them.

“Then there were the parties. Everybody came to Paris
for the season— the Prince of Wales, Prince George, the
Duke of Kent, and Princess Marina, they were our con-
stant patrons. 1 remember the first time 1 saw Gertrude

Mabel Mercer is a phenomenon in
that she raises popular song to
the level of a legitimate art form.
Her profound concern for the
essence of the lyric, her faultless
diction, her mastery of the musi-
cal phrase are unique. She ema-
nates not only magnetism and
warmth, but she creates a mood

when she performs which dispers-
es all negativism, gloom, and
depression. Mabel Mercer is, as a
person, a healer, a believer, a
steadfast companion, and a con-
stant disseminator of love,
valiance, wit, and understand-
ing. | am proud to be her friend.

— Alec Wilder
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= June 1937, ut Bricktop's

in Paris: left 1o right. un
unknown reveler. Mubel
Mercer. Tony Muast (didn’t
they use to call them
“plavboys™?). Spivy
(onetime proprietress of

a New York cabaret called
Spivy's Roof). Julius Monk
(his New York clubs were
called Upstairs at the
Downstairs and vice versa).
In front, another stylish
reveler and the
redoubtable Bricktop.

Stein—1'd never seen a woman with a mannish haircut
before. And the American families like the Singers and
the Cranes (not the bathtub Cranes, the cash-register
ones). Every year it would be like meeting old friends —
the Indian princes, Maharanee Cooch Behar, and this one
and that one. 1 knew them all and they were all very, very
nice.

“When you went to a party you never knew who would
be there. and we were constantly being invited to parties.
Brick was very strict about that: you can go to a party,
but you don't sing: if you goto a party and sing, you get
paid for it. We had a lot of fun. I wouldn't exchange those
years | worked with Brick for anything.”

IN 1938 Mabel Mercer came to the United States for
an engagement at Le Ruban Bleu in New York. She went
on to a job in the Bahamas, where she was isolated by the
outbreak of World War 11, unable to return to England
and unable to obtain re-entry papers for the United
States. She married the black musician Kelsey Pharr,
who brought her back to the United States in 1941 (they
have long been separated), and in 1952 she became an
American citizen. Her permanent home is a farm in
Chatham, New York, where she still gardens a bit. In
addition to her collection of dogs and cats, the fauna in-
clude deer, raccoons, and an enormous population of
birds. “I1t’s only thirty acres,” she says, “‘l1 wish 1 had
thirty more or three hundred. The land, that’s what 1
care about.”

Don Smith drew the conversation back to show busi-
ness, asking. “Were there other singers at the Ruban Bleu
when you first came to New York?”

And Mabel answered, “Oh, 1 can’t remember all their
names. There was Elsie Houston. She had a beautiful
voice, not really a classical voice, but it had great tender-
ness. and when she sang those fados she was marvelous.
It was 1938 and Greta Keller came that year. And there
was a wonderful couple who were in Sillman’s first New
Fuces: she was a very dark girl with a smile thatlitup the
room. | cannot remember her name. She used to sing I'm
the Prettiest Piece in Greeve, so you know they were
good songs! Then a French lady came (she was very
funny), and Richard Dyer Bennett, and a girl called Olga
something, an Argentine girl, and Julius Monk, who was
the sort of master of ceremonies.”

I wanted to know how New York had struck her at
first, and she said, ““With all due respect, | thought it was



Mabel Mercer. | love her. She is

the eternal guardian of elegance

in the world of popular song.
—Leonard Bernstein
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Srightfully strange. It didn’t begin to grow on me until I'd
been here about six months. The buildings were like
monolithic gravestones, and it was all so different. And
for me it was very different for other reasons. | could
never get over the fact that I couldn’t go here or couldn’t
go there. I couldn’t understand why not. But | grew to
like it, and it’s stuck with me now. Cy Walter helped me
getinto Tony’s. It was a hand-to-mouth existence, but I
didn’t have the kind of voice and I wasn’t the kind of en-
tertainer to go to enormous places. I remained there for

each other if they were lovers and become interested not
in me, but in what I was singing and how they could apply
it to themselves. That's how it started, and | became very
comfortable with it. I look at the audience, of course, but
individuals don’t know whether I'm seeing them.

“I'm pleased when someone comes up and says, ‘I felt
that you were singing particularly to me.” What that
means is that they were able to apply the lines of the
songs to their own experience.

The first time | heard Mabel Mer-
cer sing | know that my world of
music and singing changed. It
was in the Forties at Tony's West-
side, and after the first visit |
think | went every night for a
week. Lyric writers all must have

Mabel in mind when they write.
Hers is always the supreme rendi-
tion of warmth, honesty, and
knowledge of what to do with
every kind of song. If Mabel can't
sing it, it can’t be sung.
—Margaret Whiting

Mabel Mercer is all things to all
people. She has kept us all young.
In a world slowly going mad with
apathy and ugliness, she has
pruned away the troubles the way
she prunes away the clutter in her
country garden, gracing our lives

and elegance in music. No popu-
lar composer of any merit, no
singer with any class has failed
to be influenced by her way with a
lyric or her weaving of a melody.
Her achievement is a legend. |
think she is the eighth wonder of

with her unerring ear for beauty  the world. —Rex Reed

years. | prefer to stay in one place. It’s the only way for
people to know where to find you.”

When the building that housed Tony’s was torn down
in 1949, Mabel went on a long sojourn at the Byline Club,
and after trying several others, she is now settled at the
St. Regis. Wherever she has sung, the audience has in-
cluded a large number of other singers. She is said to have
influenced such diverse artists as Peggy Lee, Frank Sina-
tra, Leontyne Price, Eileen Farrell, Margaret Whiting,
Blossom Dearie, Bobby Short, Johnny Mathis, Barbra
Streisand, and countless others. When I asked Mabel to
comment on this, she said. “It’s wonderful that they say
these things, and it makes me very happy, but you know
I’ve never had a pupil or coached another singer. I can’t
think of anyone specifically who influenced me as a sing-
er. The Americans all sang so differently. I admired them
a lot, but 1 felt theirs was a style I could never acquire.
And I never thought I was good enough to do anything
anyway, and as long as | could sing and get by and get the
rent I’d be happy. If you have any listening ability, you
naturally learn from watching others perform. Mostly you
see their mistakes and think of ways to avoid them your-
self. First you have to learn how to stand and what to do
with your hands. | remember one girl I heard sing in the
Bahamas. She had a beautiful voice and just came out and
sang. Dead still. Never moved. Never moved anything,
not even her hands. And | said, ‘Of course, that’s ir.
Don’t make any unnecessary movements! I've never
forgotten her composure. I guess that might have influ-
enced me.”

Don asked when she started sitting down to sing.
“Well, off and on back in Paris, when one of us would
sing to an individual party in a club. It’s very tricky to
sing for a small group or even a small room full of people.
You have to learn to sing for them and somehow sing at
them, but not sing ro them in a way that makes them con-
spicuous because that embarrasses them and makes them
uncomfortable. So I tried singing at them, but ignoring
them, and they’d suddenly relax and become engaged in

64

Our chat drifted to other singers and who was in town
at what clubs. Mabel was planning to go to hear Tony
Bennett and Lena Horne, and Johnny Mathis, and was
trying to find a time when she was free to catch Cleo
Laine’s show downstairs at the Maisonnette. She said
there are dozens of current singers she likes. “Voices—I
like singers with good robust voices, although I don’t like
the style in which many of them sing. Sarah Vaughan has
a divine voice. And the girl who did Seesaw — Michelle
Lee —she’s wonderful. And the one who used to sing Big
D in Dallas, Susan Johnson. There’s a real performer’s
voice. Grand! She never misses. And the girl on the rec-
ord of The Grass Harp, Karen Morrow: she’s a good
show-person’s singer. You know it’s all there. I like Ethel
Merman, I like her gusto. I thought she was fabulous in
Gypsy and in the other shows. She’s a downright robust
performer. She doesn’t care if it’s a right note or a wrong

It is impossible not to have heard  the song and the artist who is

of her before the first experience
of hearing her, and yet you feel
that you have discovered her. Her
singing is the creative process of
discovery shared with us. The in-
tention of the artists who wrote

singing it flow from her to us,
changing us while we listen and
filling us with gratitude. She
wakens us, makes us hear and
feel more deeply.

— Marian Seldes

note. She’s gutty. I like Lena’s voice, and Ella Fitzgerald
has a truly gorgeous quality.”

Her choices surprised me, and | said, ‘‘But so many of
them seem to be the antithesis of you. You are subtle and
work so much with the words, and Merman is a belter,
and Ella Fitzgerald ignores the words to concentrate on
an instrumental quality.”

“Yes, but I envy them all their lung power,” Mabel
said, “‘because mine is gone, even though | breathe prop-
erly, from the diaphragm. I just love watching entertain-
ers, and they, in turn, make a marvelous audience.”

The repertoire Mabel Mercer performs is, in large part,
songs by the great composers for the musical theater,
such as George Gershwin, Cole Porter, and Harold Ar-
len, as well as songs by composers who have written es-
pecially for her, such as Bart Howard, Cy Coleman, and
Alec Wilder. I asked her how she selected her songs, and
she shrugged her shoulders and said, *1 like a good melo-
dy and a good lyric, lyrics | can getr something out of.

STEREO REVIEW



Mabel Mercer and fellow cabaret entertainer Bobby Short are
the most affectionate of buddies professionally and privately.

What you can do with it depends on how you read a thing
and what it suggests to you. The choice is instinctive. The
first time | heard The Way We Were, | thought “That’s a
beautiful song. and nobody knows what they’re singing
about.” The melody’s nice, but when they get to the sec-
ond part, they screech it out, especially Barbra with that
beautiful voice of hers. She has absolutely no perception
of what this song is about. Most of them think you have to
sing loud or soft. Loud and soft are the only nuances they
seem to understand. and they don’t get the meaning of
certain phrases.

“There are lots of good contemporary songs. but rock
singers are interested only in an exciting rhythm —1 like
the rhythm, 1 like the loudness of it —but they throw away
the words.”

Don, who knows Mabel’s repertoire well, began to cite
particular songs, such as Raindrops Keep Falling on My
Head. Mabel commented, “To me Raindrops is a happy
song, and if other singers don’t get a laugh with it, it’s
because they don’t mean the words when they sing
them.”” He mentioned /'m Way Ahead, which she makes
into a miniature drama, and she said. “That one means a
great deal to a lot of people.”

Mabel sings many sophisticated love songs. but they
never become explicit. She will take you perhaps to with-
in sight of the bedroom door, but never beyond. Irvin
Graham, who wrote You'd Better Go Now, a favorite
with cabaret singers, told me he’d offered Mabel a new
song, Loneliness, in which a woman sings that loneliness
is her lover and she sleeps in the arms of loneliness. Ma-
bel liked the song but declined to sing it unless the lyrics
could be changed. **'I'm shy about things like that.” she
said. **Perhaps it’s my convent upbringing. I don’t mind
implying things, suggesting things. I'm not a prude, but
I don’t think it’s necessary to put a name to everything.”

And Don commented, *‘When you sing these songs,
Mabel, you make it seem as though you know the things
that will always be true. You have a gift for insinuation.
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You somehow manage to be wise without pontificating.”

“Well, I've had my experiences, and | happen to know
what I’m talking about. I've always been on the sentimen-
tal side. but not maudlin. When you’re young you cry a
lot. 1 thought I'd never survive certain things in my life,
that if it didn’t go the way 1 wanted it to, life was not
worth living. Later you learn to shrug your shoulders, and
say well, it was great fun. Just One of Those Things is not
a sad song: it's very cvnical, and I like to get a laugh on
the line about a trip to the moon where nothing happens.
We’ve all been in that situation, and some people in the
audience respond to it with a laugh, others can’t. It’s of-
ten from the audience that I get ideas about how to handle
certain lines, but I've never tried to analyze that. | feel
that 1'd start imitating myself and ruin it.”

A phenomenon of some interest to Mabel’s friends and
admirers is that with the revival of interest in cabaret
singing, she is attracting an increasing number of young
people. This seemed not to surprise Mabel’s friend, the
actress Eugenia Rawls, who said, “The ambiance and
style of Mabel Mercer is cherished by our generation, and
now she is reaching out to a new one.” Bricktop, now in
her eighties. was currently performing at Soerabaja, and
she said, " This is the year of the old. We're «¢// out work-

It has been often said that the
night club is the bottom level of
show business. This is partly true,
but a great artist can surmount
with what seems like an uncanny
ease the dir and smoke of such
places, transforming their con-
fines into places of magic. Ma-

bel's refined manner, her ele-
gance, and her sweetness have
done so over the years both here
and abroad. Her enthusiasm, ded-
ication, and devotion to her art
cannot help but be felt by anyone
who has ever known her.

— Bobby Short

ing. Young people were terribly disillusioned by the Nix-
on Era and the phoniness it revealed. They're now
searching for quality in music, in life, and they turn to
people like us for values.”

On that subject, Mabel said, “The young are very sen-
sitive. They haven't experienced very much, and when
they're hurt they feel it very deeply. Nothing hurts like
young love that’s been slapped in the face. Nothing is so
painful as the sting of love. I've known a great deal of
suffering, and young people sense that in my songs and
are comforted by it. This all becomes easier as you grow
older.”

I told her 1 hadn't noticed that it became one bit eas-
ier. She smiled. patted my hand, poured me another cup
of tea. and said, “‘Don’t fret. Whatever it is, | assure you
by the time you're my age it won't hurt any more.”

A MABEL MERCER SAMPLER

tanyan Records has produced, especially for STEREO
ReVIEW readers. a 7-inch, 33Ys-rpm sampler of the
art of Mabel Mercer drawn from its just-released album
“Mabel Mercer . . .for Always” (reviewed on page 90 by
Rex Rezed). The sampler includes. in addition to a short
introductory tribute by Stanyan’s Rod McKuen, Miss
Mercer’s performances of the songs Once Upon a Time,
Mira, and Ballad of the Sad Young Men. To obtain your
copy, send 25¢ to Diane Nakamura. STEREO REVIEW,
1 Park Avenue, New York. N. Y. 10016.
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DOES THE PHONOGRAPH DISC

HAVE A FUTURE?

A wealth of technology lies ready for the taking—
if the industry’s innovative resolution
and economic courage are up to it
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HE imminent dethronement of the phono-

graph disc from its position as the number-

one medium for the reproduction of music
has been predicted with numbing regularity ever
since the introduction of the tape recorder to the
consumer market. The attainment of genuine hi-fi
status by the once lowly cassette has, further, given
those predictions a new lease on life. “The Future
of the LP™" was therefore an appropriate topic for a
panel discussion at the latest Midwest Acoustics
Conference held last year in Evanston. Illinois, an

annual meeting that brings together leading engi-
neers and consultants from all areas of the audio
industry (the box on page 68 lists the panel mem-
bers and their professional affiliations). As might
be expected, the discussion covered a lot of
ground, and in the question and answer session at
the end many valuable comments were contributed
by members of the audience. The following is my
synopsis of the proceedings—which ought to be
prefaced by an apology for any accidental omis-
sions or faulty attributions. —Craig Stark
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T HE first subject addressed by the
panel, that of the limitations of
present-day discs as a sound-repro-
ducing medium, got quickly to the
heart of the matter: the dvnamic-
range requirements of music and the
dynamic-range capabilities of phono-
graph records. Simply defined, dy-
namic range is a ratio between the
loudest and the softest sounds in a
given recording situation: this ratio is
expressed in decibels (dB). At the
lower limit, dynamic range is deter-
mined by the point at which ambient
room noise, hiss, or other noises on
the tape or disc obscure or “mask™
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our ability to hear such sounds as the
dying reverberations at the end of a
note. The upper end of the dynamic
range is fixed by the loudest sounds
we wish to hear or by limitations
(such as distortion and phono-car-
tridge mistracking) of the record-
playback system. Between these
limits lies the system’s usable range.

Panel moderator Daniel Queen
opened the discussion by observing
that peak sound-pressure levels in
excess of 120 decibels are reasonably
common in musical performances,
and peaks of even 125 dB happen
with significant frequency. At the

lower end of the range. good record-
ing halls might have a (weighted)
“background™ noise level of about 30
dB (consisting of noise from air condi-
tioning, traffic, and various other
sources). Subtracting these unwanted
sounds from the total leaves a poten-
tial range of 90 to 95 dB for the mu-
sic. To capture this range. Queen
suggested that the transmission me-
dium (that is. the whole train of elec-
tronic gear between the original
“raw’ master tape and the finished
disc) should have a signal-to-noise
ratio at least about 10 dB better:
" Any attempt to put full-range signatls
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of ecither serious rock or classical
music through a system limited to less
than 100 dB between peak levels and
background noise means a4 compro-
mise there is information con-
tained in this area [the full, uncom-
promised dynamic range] that the
buying public may find important.”
Queen’s figures correlate well with
measurements made of concert-hall
performances, though it should be
noted that with the addition of an au-
dience the buckground-noise level
rises considerably. On this same
question of background noise, Elmar
Stetter noted that very few living
rooms are as quiel as a near-empty
concert hall. “In a normal city resi-
dence. | don’t know what background
noise levels you should expect, but 1
suspect they’re on the order of 40 to
50 dB.” As concerns the other end of
the loudness scale, he observed, with
wry understatement, that “many
people have adjacent neighbors who
might complain when their walls
started moving.” In Stetter’s view,
therefore, a disc with a full 100-dB
dynamic range would in many cases
oblige its user o mike constant trips
between his easy chair und the vol-
ume control, alternately turning it up
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to hear pianissimos above the back-
ground noise and turning it down on
fortissimo passages to keep his neigh-
bors’ plaster from coming off’ walls or
ceiling.

Given these considerations, the
question then becomes: do we want
or need a greater dynamic range on
records intended for home playback
than is presently being provided. and,
il so. how do we get it? David Black-
mer pointed out the advantages of
using a noise-reduction process (on
the master tape or even on the disc
itselt) to help preserve full dynamic
range. Briel musical “transients’ —
the first few milliseconds of the “at-
tack” on a given note —may run as
much as 20 decibels higher than the
average loudness. These momentary
peaks don't register on the ear (yours
or your neighbor’s) at their true loud-
ness level, but, he contends. they do
constitute i significant part of the
emotional impact of music and so
should be preserved in the interest of
musical realism. The way to do so. in
his view, would be to compress the
loudness runge of the music during
the making of the disc, thereby reduc-
ing a range of, say, 90 dB 1o 45 dB.
This limited range can be cut well

above the residual surface noise ol a
disc and also well below the onset of
distortion from excessive sound lev-
els. A complementary expander cir-
cuit In our receivers or preamps can

then restore the original dynamic

range. This would constitute a kind of
volume-level encoding. in some re-
spects analogous to the RIAA fre-
quency-response encoding or equali-
zation conventionally used in modern
recording practice.

Quiet
Pressings

i

John Bittner responded to this ap-
proach rather pessimistically. He felt
that if noisc-reduction encoding were

67



added to discs, the record companies
would say, *Now we don’t have to
worry about quality control any more
as far as surface noise is concerned,”
and quality would eventually fall right
back to where it started. Bittner went
on to add that it is possible to produce
a quiet recording right now: his com-
pany does it, and it is being done in
Europe all the time. The problem,
Bittner felt, was that present-day
technology just isn’t being used, first
because a significant percentage of
the public isn’t demanding it, and
second because the record companies
aren’t interested in it.

Asked for particulars, Bittner
stressed that the issue was purely a
matter of economics. For example, he
noted, you can press a record quickly
oryou can press it slowly, and a long-
er cycle will generally give you a
quieter record. But if you take forty
seconds to press a record rather than
thirty seconds, that’s going to cut
down your daily output. Therefore,
there’s a direct trade-off between how
many records you can press and the
quality of the pressings you turn out.

A recording engineer in the audi-
ence contributed a related point:
“With Dolby or dbx 1 know 1 can put
80 to 90 dB of usable dynamic range
on the master tape — which is more
than most people can listen to in their
homes. And I've also got to give the
man on the disc-cutting lathe a break
by not putting too much high-fre-
quency energy on. At the same time,
if I don’t use the right overall level,
kids with a $25 portable aren’t going
to be able to play the disc because of
the noise, power-output, and tracking
limitations of their equipment. I've
mixed lots of classical material and
choral work that ended up on a major
label, only to find that they later com-
pressed the dynamic range because it
was going to be for general consumer

use.” The sympathetic applause from
the audience served to underline the
economic dilemma: it is evident that
it is not the audiophile purist with
state-of-the-art équipment and the
desire to hear realistic dynamics who
ultimately determines these matters,
but rather the accountant who han-
dles the recording-company ledgers.
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Discussion then diverged to con-
sider a variety of topics, ranging from
the use of recycled vinyl (okay up to
30 per cent, according to Bittner: the
noisier styrene substitute is being
used only for lower-quality 45's) to
the potential danger of hearing dam-
age among those who listen to music
at very high sound levels via head-
phones. Moderator Queen brought
the discussion back to the main theme
by asking RCA spokesman Joseph
Wells what effect a wider dynamic
range would have on the CD-4 quad-
raphonic  system, which requires
about twice the information density
of an ordinary stereo disc. Wells re-
plied that the four-channe!l informa-
tion (which in this system modulates
an ultrasonic carrier frequency which
is then demodulated for playback)
already is being subjected to noise-
reduction techniques. The so-called
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“base band,” however, which is all
the ordinary stereo listener to such a
quadraphonic disc would hear, is not,
for it would not then be compatible
with existing stereo equipment. Wells
did observe, moreover, that RCA has
“found it necessary to upgrade the
quality of record manufacture for
CD-4 records because of the in-
creased information density, and we
have also developed new compounds
and new techniques.”

This brought Shure’s Bernard Ja-
kobs into the discussion, for every
additional wiggle of the disc grooves
(“increased information density”)
means that much more work for the
phono cartridge. Though Blackmer’s
compression/expansion noise-reduc-
tion proposal would actually permit
lower average stylus velocities, Ja-
kobs was more concerned with trac-
ing problems on momentary signal
peaks at high frequencies: “For these
short-duration time periods, the ac-
celeration reaches numbers on the or-
der of 2,000 to 3,000 times the force
of gravity in the 6,000- to 10,000-Hz
region.” His hope, seconded by
Blackmer, was that noise-reduction
systems might provide some relief
in this area, but he also feared that
recording engineers, given a compres-
sion system that reduced average and
even peak velocities, would use it to
increase those velocities even further,
easing the demands made on the
phono cartridge not at all. Jakobs also
echoed the concern voiced earlier by
Stetter: if the background noise in the
average home is 40 dB, and if you
wish to play a record with a dynamic
range of 60 dB, turning up the volume
so you can hear the softest moments
may result in high-level moments as
intense as 100 dB. Do [most] con-
sumers want it? Could they stand it?

These questions quite naturally
provoked some discussion of noise
levels in typical listening situations.
Most panelists concurred with the

. conventional estimates (weighted to

discriminate against extremely low
frequencies) that put the noise level in
the average home between 30 and 40
dB. But, in the opinion of some, this
noise figure, although weighted, is
still dominated by low-frequency
noise. If there is less noise at higher
frequencies (generally more impor-
tant for music), might there not be
less masking of music, permitting a
lower volume-control setting?

The consensus of the panel on this
point was that there could be no con-
sensus without more objective data.
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But all agreed in principle that listen-
ers in different environments —in an
automobile, a noisy mid-city apart-
ment, or a quiet country house — may
well have different, incompatible
dynamic-range requirements for de-
riving the greatest satisfaction from
program material. ldeally, because
the noise level of the listening envi-
ronment is a factor beyond the record
producer’s control, the playback
equipment ought to permit the listen-
er to select not only the volume level
preferred but the volume range

(dynamic) as well, and this by the
simple turn of a knob. That, at least,
was a proposal the entire panel could
endorse.

What about the impact of future
technical developments on dynamic
range, frequency response. and multi-
channel reproduction? This question
inspired some comment on the sever-
al color TV, video-disc systems un-
der development by Teldec, Philips,
RCA. and others. (The video disc,
with its 4,000,000-Hz bandwidth, of
course requires a completely different
recording, duplication. and playback
technology. European and U.S. de-
velopers have been working with
mechanical, electrostatic. and laser-
beam pickups to play the discs, and
have had some success with all three.
However, playing time, turntable
speed, and other considerations as
well still remain problematic.) Ber-
nard Jakobs pointed out that one of
the most appealing things about vid-
eo-disc technology as it might be used
for purely audio applications is that
the bandwidth requirements for audio
are nowhere near as great as those for
video, which means that the rotation-
al speed of the disc (typically 1,500
rpm for video purposes) can be
slowed down and playing time in-
creased. Or, conversely, it would be
easy to trade some playing time for as
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many additional, completely indepen-
dent sound channels as desired—up
to a dozen or more.

Two questions that arose immedi-
ately in connection with these discs
were: How should the information be
recorded on them, and what form
should the information take? Video
discs have been developed that are
mechanical (there is an actual groove
with physical modulations just as in a
phonograph disc) and photographic (a
light scans an optical pattern on a
translucent disc). Also, there is the
possibility of a magnetic disc with a
groove that is a very thin magnetic
track designed to be ‘“‘read’’ by a
transducer similar to a tape head. As
to the form of the recorded signal, vir-
tually all audio is stored or broadcast
in analog form, which means that for
every audible phenomenon (intensity,
frequency, and phase) there are direct
physical (or magnetic) analogs built
into the recording: among these are
the extent of stylus excursion, rate of
stylus vibration, and playing speed of
the disc. But there is another form of
information storage common in the
world of computers: digital record-
ing, which, briefly speaking, reduces
everything to ‘'bits” of information
numerically encoded. These bits can
be “‘played back™ and converted to
the original electrical analog of the
musical waveform that the micro-
phone produced. And, of course, the
electrical analog can in turn be con-
verted by the speaker back to anal-
ogous acoustical terms.

Or From
Digital

The great advantage of digital tech-
niques is that once the audio signal
achieves digital form. it is “*safe’ from

any intrusion of noise, distortion,
frequency-response degradation, or
even (since frequency and time are in
code form and not dependent on the
steady rotation of a turntable) wow
and flutter. Some companies in Japan

have already begun using digital pro-
cessing to produce records—the so-
called PCM (pulse-code modulation)
discs described in Larry Klein’s **Au-
dio News” column last July. The re-
corded signal must uitimately return
to analog form, of course, either to
drive speakers or, in the case of the
Japanese recordings, to drive the rec-
ord-cutting lathe (since the LP disc is
not a suitable medium for digital re-
cording, and since there is no con-
sumer sound system set up to play
back digital recordings).

Many members of the panel were
of the opinion that digital techniques
may in time come to play the domi-
nant role in home-entertainment me-
dia, but there are enormous technical
and financial obstacles to be over-
come before this happens. One of
these problems, touched upon by
Elmar Stetter, is that digital record-
ings require far more recording
“space’’ than analog recordings, so
that the recording medium, whatever
it is, must have even more capacity
than most present systems do. When
the amount of digital information to
be encoded exceeds the capacity of
the medium to accept it (or to give it
back properly on replay), a digital
system is subject to a kind of over-
load that produces gross distortion.
This fact has problematic implications
for dynamic range in particular. Digi-
tal techniques are virtually ideal as
long as their limitations are respected.
but any overload is literally cata-
strophic. A digital system can be de-
signed with less rendency to overload
than any analog system now in use,
but an analog system overioads more
“gently,” with incremental increases
in distortion rather than instant chaos.
Perhaps the next Midwest Acoustics
Conference, scheduled to concen-
trate on digital techniques, will put
these matters in clearer perspective.

CAN all this be summarized easily?
Well, it appears that there are still
strong ditferences of opinion among
the experts in regard to what they
think the consumer wants to hear—
probably because of an almost com-
plete lack of objective data support-
ing anyone’s subjective views. But it
also appears, gratifyingly, that there
is technology presently 