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1100lby under:200.

Twin illuminated VU meters, plus
separate input level controls for each
channel help you set accurate
recording levels. Stereo microphone
inputs as well as the headphone
output jack are all easily accessible
on the front panel.

Compare the CT-F2121’s
incredible combination of perform-
ance and features with cassette decks
costing much more. You can come to
only one conclusion — at a suggested
resale price of $199.95%, this is the
most extraordinary cassette deck
value ever offered.

Frequency Response (Chrome Tape):
30-16,000 Hz

Wow & Flutter (WRMS): 0.12%

Signal-to-Noise Ratio (with Dolby): 58dB

Input Sensitivity: 0.3mV — 63mV (mic);
63mV — 12V (line)

Outputs: 450mV (line & DIN); 80mV 8 ohms
(headphones)

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, !l. 60007 / Canada:
S. H. Parker Co.

The CT-F2121 comes ready for custom
installation. Handsome, optional cabinet with
walnut veneered top and sides also available.

®

when you want something better
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“Dolby s a trademark ot Dolby Laboratories, Inc. +(Optlonal cabinet with walnut veneered top and sides. Approximate value, $24.95.) Prices listed above are manufacturer's approximate
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‘The new 2121. Witr

Ever since the cassette deck stepped
into the spotlight with proven high
fidelity performance, great advances
in tape and cassette deck technology
have been made. Despite this
progress, most of the high fidelity
industry was convinced that it was
virtually impossible to build a really
superior front-loading, front-control
cassette deck equipped with Dolby —
that could sell for less than two
kundred dollars.

Pioneer thought it might be
impossible, too. But we figured it was
worth the try.

The engineers at Pioneer were
given the 2121 project two years ago.
They were asked to build a front-
access, front-control cassette deck
loaded with features. A deck that
would outperform any unit in the two
hundred dollar price range that had
ever been built before.

The result is the no-compromise
CT-F2121 — a cassette deck with
enormous capability, performance,
reliability and features. Pioneer
believes the CT-F2121 has the
greatest combination of value ever
put into a cassette deck at such an
extremely reasonable price.

]

Switch from one mode to another, bypassing
the Stop lever.

Everything’s up front for
optimum operating convenience.
Pioneer’s engineers have designed
the CT-F2121 to give you the highest
degree of flexibility in use. You can
stack it easily with other components
in your system because every control
function, as well as cassette loading,
is operable from the front panel. In
addition, the illuminated cassette
compartment permits rapid cassette
loading at an easy-to-see 30° angle.
An LED indicator lets you know when
you're in the racording mode. And,
as all Pioneer components, the
controls are simple to use and
logically arranged.

Improved sound reproduction
with built-in Dolby B system.
The CT-F2121’'s selectable Dolby B
provides as much as 10dB improve-
ment in signal-to-noise ratio with
standard low noise tapes. There's an
even greater improvement with
chromium dioxide tape. An indicator
light tells you instantly when the
Dolby system is in operation. And to
insure better, interference-free
recordings of FM stereo broadcasts,
Pioneer has built in a multiplex filter.

Outstanding performance with
every type of tape.
Separate bias and equalization
switches permit you to use any kind
of cassette tape: standard low noise,
chromium dioxide — and even the
newest ferrichrome formulations. The
CT-F2121 brings out the fullest
capabilities of each tape. And to
produce the best performance, the
operating manual of the CT-F2121
gives you a chart listing the most
popular cassette tape brands with
their recommended bias and
equalization control settings. There's
never any guesswork.
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Separate bias & equalization switches for any
type of cassette tape.

Versatile features increase
listening enjoyment and simplify
recording.

Pioneer has outdone itself on the
CT-F2121 with a host of easy-to-use
features. A long life permalloy-solid
record and play head and a ferrite
erase head insure excellent signal-
to-noise ratio. The transport operating
levers that permit, direct, jam-proof
switching from one mode to another
without having to operate the Stop
lever, are a great advancement. And,
like Pioneer’'s more expensive
cassette decks, the CT-F2121 has a
separate electronic servo-system
and a solenoid that provides
automatic stop at the end of tape
travel in play, record, fast wind and
rewind.
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ity. Actual resale prices witl be set by the individual Pioneer dealer at his own option.
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These four major developments
make the B:I:C VENTURI speakers totally
unlike all others...and better.

B-I-C VENTURI Principle Bass
Section (pat. pend. ) transforms the
magnitude of air mass and energy in a

way never before applied to acoustics. ‘“mm

(Fig. A) The result is bass response
hundreds percent more
efficient and substantially
purer in quality than is
possible from any other
speaker of comparable size.

B — Shows output of low frequency driver
when driven at a freq. of 22 Hz. Sound

Biconex Pyramidal Dispersion  presue eaing 50 ce note poor wave-

rm

Horn (pat. pend. ) was developed ¢ outout of 81 VENTURI coupled

duct, (under the same conditions as Fig.

to match the demanding capabili- 8 Sound oressure reading 1115 68

ties of the B1-C VENTURI bass ~ "onsioed sopesance

section. It is far more eflicient, can
handle more power and covers a
wider, uninterrupted frequency
range than cones and domes.

And, unlike other horn designs, it
can’t add metallic sound color-
ation and has truly wide angle
dispersion in both the horizontal
and vertical planes, for unres-
tricted system positioning.

Dynamic Tonal Balance
Compensation (pat. pend. ) adjusts
speaker performance automatically
(when desired) to provide aurally “flat”
response at all listening levels in accor-
dance with the Fletcher-Munsen
hearing characteristics. This is accom-
plished in a manner which cannot be
achieved by amplifier loudness or con-
tour controls.

[§9}

Extended Musical Dynamic
Range results from the unique
combination of high efficiency and
high-power handling capability.
Even our smallest model, the new
Formula 1 can be used with amplifi-
ers rated up to 50 watts RMS per
channel. The Formula 2 will handle
75 watts; the Formula 4, 100
watts; the Formula 6 can take 125
watts. Yet any of these can make
Titans of low-powered amplifiers.

A 4-page color brochure is
nceded, at the very least, to prop-
crly describe what makes these
B1C VENTURI speaker systems
so different, and we think vou’ll
agree, better. So this is what we will
send vou, upon request. Or better
still, visit vour BT C VENTURI
dealer, and hear for vourself.

i B1HC VENTURI

BRITISH INDUSTRIES Co., Inc.

Wesibury, New York 11590

Div. of Avnet, Inc., In Canada:
.W.Pointon, Ltd.

B-1-C VENTURI is a trademark of British Industries Co
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By WILLAM ANDERSON

WE ARE BUT CRITICS

WE do not, I think, need Senator Proxmire to tell us that at least a few
of our government agencies have found some mighty peculiar ways of fritter-
ing away our tax money, but we might be moved to thank him for bringing the more
exotic examples to our attention—we would very likely not have heard of them
otherwise. We are an endlessly curious species, and it cannot be denied that the end
results of these fritterings, even when finally boiled down to the arrant horse sense
that is often their essence, can make interesting, even useful reading—it is sometimes
the only way of reaching those pragmatic minds that will not attend to horse sense
unless it is codified in print and supported by the whole paraphernalia of statistical
scholarship.

Take, for example, a recent effort called Americans and the Arts: A Survev of
Public Opinion. Commissioned (paid for, that is) by Associated Councils of the Arts,
which is both publicly and privately funded, and executed by National Research
Associates (part of the Harris polling organization) with the assistance of the publicly
funded National Endowment for the Arts, it is a fascinating if mind-boggling (92
tables!) 162-page compendium that asks (and answers) more questions on the subject
than you might have thought possible. If I did not come away from my two hours or
so with it any wiser than when I started, I do know what interested me most: Table
13, **Respect for Different Kinds of Occupations and Professions.’” It will probably
be no more news to you than it was to me to read that doctors rate highest (82 per
cent of the respondents give them—or did at the time of the survey—a **great deal of
respect’’) or that next in line, descending, are scientists, schoolteachers, policemen,
master carpenters (!), and lawyers. It is satisfying to note that professional musicians
rate higher than bankers or businessmen in general, and not at all surprising that the
‘‘art or theatre critic’’ is at the very bottom of the list (20 per cent), after baseball
players, sanitation workers, and gas-station attendants (neither politicians nor
editors made the list).

Now that, I submit, is, if not surprising, at least interesting enough to inspire a
little thought: just how has the critic managed to make it to the bottom of the heap?
How has he contrived to secure a near-monopoly on the public repugnance? Well,
first of all, he had a little help, for he has gotten nothing but the worst possible notices
from critics of critics over the years. It was most likely the Romantics (novelist
Disraeli, poets Coleridge and Shelley) who invented that old saw about critics being
failed artists (horse sense tells me it’s not true—let’s conduct a survey). But there is
more to it than that, | suspect, something basic about critics or, more likely, about us
that makes this antagonism inevitable. Could it be. for example, that (1) we have
been (news)paper trained to expect ‘‘objectivity’’ and the subjective critic disap-
points us? Is it that (2) those we disagree with are simply disagreeable people even
(especially?) when they are right? (3) Do we resent those who threaten our prejudices
and make us rethink our old-shoe biases? (4) Do we feel intimidated when someone
undemocratically demonstrates that he knows more than we do—and worse, phrases
it well? (5) We are all paupers in respect to available time; do we therefore resent
being on the receiving end of someone else’s intellectual charity, especially when he
appears to have /ors of enviable time (and money) to spend with the frivolous arts?
(6) Are critics always ‘‘wrong,” not only historically but now? Or, finally, (7) are
we expressing some measure of nasty self-contempt when we revile the critic, are we
not all of us **but critics ready made’’ (I both telescope and wrench out of context a
line each from critics Yeats and Byron)? To answer my own question, I rather like
No. 7: the critic as Everyman. | therefore plan to put Jan Sibelius’ famous line
permanently to rest one of these days by erecting a Statue to the Unknown Critic.
The pedestal will be suitably inscribed *Critics AllL.""
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- Introducing the 601.
Dual’ first medium-priced single-play
turntable (fully automatic, of course.)

With the 601, Dual introduces its second
f,vllfou’romofic single-play turntable. Like the
first, the electronic direct-drive 7C1, it shares
several features with Dual's famil ar multiple-
play turntables, and offers a number of
innovations as well.

The 601 driva svstem corisists o~ an 8-pole
synchronous nrotor, developed especially for
this new mode , and a precision-ground belt
running directly from the drive shaft toa
flywheel benecth the 12-inch dvnemically-
balanced platter. The motor's absdlute speed
constancy, its exceptional smoothness, and
the isolation of the platter from the motor
combine to reduce wow, flutter and rumble
toan insignificantlevel.

Dual 601, $229.95, less base.
Dua CS601, $270.00, including
base and dust cover.

The 601's 8%" tonearm is suspended in
the same low-friction double gimbal as the
more costly 701. Operation of the tonsarm is
optionally fully-automatic, manual, or
continuous repeat.

Variable pitch-control is provided for both
speeds, and an illuminated strobe is built
into the chassis. The anti-skating system
has separate calibrations for conical, =lliptical
and CD-4 styli.

The high level of performance and gquality
for which Dual turntables have been known for
years is incorporated in the 601. Thus music
lovers who desire a single-play turntable in
the medium-price range, with Dual precision
and performance, now have it.

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

Exclusive U.S. Distribution Agency tor Dual




The
Nakamichi
Revolution.

A Critical
Evaluation.

When we introduced the Naka-
michi 500 Dual-Tracer, we modestly
stated that cassette recording
would never be the same.

Now, the experts have had their
say and their findings speak for
themselves.

Here is Julian Hirsch comment-
ing in Stereo Review (April 1975},
“The Nakamichi 500 is an excep-
tional recorder...in the key specifi-
cations of frequency response,
S/N, and distortion, it is at least
the equal of any under-$500 cas-
sette recorder we have tested and
better than most’’

Hi Fi Stereo Buyers’ Guide
declared, “Performancewise, the
Nakamichi 500 is outstanding. ..
and the end resuit is recording
equal to, if not better than, that of
many high quality reel-to-reel
recorders’’

And finally, Len Feldman, writing
in Tape Deck Quarterly, summed it
up with, "..it has become a bit of a
cliche on the part of many top
quality cassette deck manufactur-
ers to compare their product’s
capability with that of the finest
open reel decks. Conservative
Nakamichi refrains from making
that statement...though if anyone
comes close to justifying (it), they
certainly do”’

The Nakamichi Revolution. An
idea whose time has come.

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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Northern Lights

® Any discussion of Nordic music (June) is
incomplete without reference to the superb
Scandinavian composer Kurt Atterberg. His
beautifully conceived late-Romantic Sympho-
ny No. 2. conducted by Stig Westerberg on
Discofil, is simply out of this world.

DANIEL JONES
Eldridge. Calif.

® [ was most happy to read Richard Freed’s
June article, “Music’s Northern Lights. as |
have long wondered why there has been such
a glaring neglect of Scandinavian composers
in the American catalogs.

Turnabout issued Larsson's Orchestral
Variations from the old London TW series
and could perhaps bless us with more such re-
releases — Leon Jongen's Malaisie and Joseph
Jongen's Troisiéme Suite d'Orchesire, for
example. Swedish Society Discofil has con-
tributed a few Nystroem works: the Sinfonia
del Muare (No. 33207). the Wirén Serenade
for String Orchestra, coupled with Larsson's
sumptuous and lilting Pastoralsvit (No.
33176); and Wirén’'s Sinfonietta. coupled with
Kurt Atterberg’s Suite for Violin, Viola, and
Strings (No. 33167). Philips could issue some
of their European-sold goodies here, such as
Eivind Groven’s Margjit Hjuske. Op. 48. and
Brudgommen, Op. 16. And there are Dutch
composers who have recorded innumerable
Radio Nederland transcriptions, some of
which have been issued commercially in
Holland. It's time for new ground to be
broken, and what better way than with a
whole body of fine music that has already
won wide acceptance in Europe?

WirrLiam C.H. FRASE
Minneapolis, Minn.

® It was nice 1o see someone finally give
some attention to the Scandinavian compos-
ers (June). It is long overdue, and | hope that
some enterprising record company will make
arrangements to release some of the fine rec-
ords on the Swedish Discofil label. Wester-
berg’s 1971 recording of Nystroem’s Sinfonia
del Mare, which is a vast improvement over
Tor Mann's old Dial release. should certainly
be made available in the U.S.. as should West-
erberg's recording of Rosenberg’s Louisville
Concerto, which outshines the Louisville
Orchestra’s own release of this work. And |
agree with Richard Freed in calling for a new
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recording of Stenhammar’s Second Sympho-

ny. | hope Mr. Freed plans a follow-up on his
excellent article.

IrRVIN E. SASSAMAN

Tamaqua, Pa.

® | enjoyed Richard Freed's article, '*‘Mu-
sic’s Northern Lights” (June). One work 1
would have liked to have seen included was
Svendsen's Zorahavda. A radio program
(WQXR’s ““First Hearing”) that played it last
year indicated it was issued by Philips. But it
hasn’t appeared in the Schwann catalog since,
and correspondence with Philips has pro-
duced no information about it, so 1 assume the
recording is not available in the U.S.
LAURENS A. BLANDERS
Nashville, Tenn.

Zorahayda was released on the Phonogram
Norway label in that country, and will not be
released in this. The address in Norway is
Phonogram A[S, Postboks 5327 Rosenborg-
gaten 19, Oslo 3, Norway.

® Heartiest congratulations to Richard
Freed for “*Music's Northern Lights' (June),
a tempting smorgasbord of fine recordings
reflecting the Scandinavian musical main-
stream. However, Mr. Freed's lament about
the “‘lack of interest and curiosity on our part”
needs modification at the present time. For
example. we have the Carl Nielsen Society of
America, the enterprising Genesis label (a
gold mine of Scandinavian rarities), and dis-
cographers like David Hall, who has plugged
away for years on behalf of Scandinavian
music. My own contribution is a new 264-
page survey, The Nordic Sound (Crescendo
Publishing Co., Boston), the first American
book specifically devoted to the subject.
JounN H. YOELL
Los Angeles. Calif.

Yes, all verv good—but discographies are
not recordings! Devoted smaller lubels aund
importers aside, this music remains in limbo
until the American majors release it.

Barbara Cook

® Having been a devoted Barbara Cook
admirer ever since | first fell in love with her
in 1961 in The Gay Life as the delicate Liesl,
rescuing with beauty and grace Dietz and
Schwartz's sentimentalized melodies from
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mere Broadway bagatelles, I've wondered
why she never reached the pinnacle most simi-
larly gifted artists eventually scale on Broad-
way. Music Editor James Goodfriend’s excel-
lent review of her new album (June) answers
some of my questions.

I must admit to finding what he has to say
rather harsh on Miss Cook, but so very tell
ing. Miss Cook’s revolt against the willowy-
elegant roles she so superbly essayed on
Broadway has taken a very curious turn.
Happily. it seems to be good for /er, and her
devoted fans want her to be happy, too. But
this devoted fan must dissent when even dear
Barbara goes too far astray. As for not singing
anything from Candide, when Miss Cook
appeared at Brothers and Sisters in New
York, requests were heard aplenty for **Glit-
ter and Be Gay.” but the lady gently refused,
contessing she just couldn’t ““make it the way
it was written.”” Not any more.

DANIEL GREGG
Bronx. N.Y

Gloria Gaynor

® Peter Reilly, in his disheartening review
(June) of Gloria Gaynor's “*Never Can Say
Goodbye,” states the album as a whole is
dominated by “strait-jacketed™ and *‘tin-ear”
production. It is apparent to me who has the
tin ears.

Ms. Gaynor's album is one of the most in-
geniously created and stimulating musical
experiences around today. Mr. Reilly's com-
plaint that “the tracks blur into each other
like a juke box playing the same record a
hundred times in a row” completely misses
the mark. The disco trilogy of /onev Bee.
Never Can Say Goodbye. and Reach Our was
planned and precisely executed in such a way
that the three songs merged into one another;
this was no haphazard recording accident. [t
is unfortunate that Mr. Reilly failed to per-
ceive this, as well as the excellence of the
entire album.

Luis H. MORET
New York, N.Y

Mr. Reilly replies: Mr. Moret only strength-
ens my point—not only is it juke-box pro-
gramming, but it was done on purpose. Trou-
bleis. | don't have, and wouldn't want, a juke
hox in niy home, and | suspect I'm not alone
inthat.

Tracking Error

® One would expect Julian Hirsch’s very
favorable evaluation of our Model SL-1300
turntable in the February issue of STEREO
REVIEW 10 stir us to nothing less than unqual-
ified gratification. Alas, customer misinterpre-
tation of one paragraph in that report — appar-
ently through no fault of reviewer or editor-
has clouded our reaction. In that paragraph
Mr. Hirsch noted that. when he first measured
lateral tracking error, he found it “higher than
we would have expected.” It turned out that
he had initially erred by | millimeter in posi-
tioning the cartridge for correct overhang (it
should be 52 millimeters, or 2%s4 inches, from
the back of the head shell). After Mr. Hirsch
corrected his adjustment, error was found to
be “almost too low to measure.” He correctly
added that future units would be supplied with
an overhang-calibration device.

Shortly thereafter, we became aware of
some rather bizarre misinterpretations placed
on Mr. Hirsch’s remarks. These included the
mistaken view that the arm was inherently

(Continued overleaf’)
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Isitliveor

i1sit Memorex?
‘Whoknows?

In our most recent test, we asked Ella Fitzgerald's
old friend and longtime jazz ai anger, Nelson Riddle,
if he was listening to Ella live, o~ Ella as recorded

on a Memorex cassetle.
He couldn't tell.

Nobody has

© 1975, Memorex Corporation, Santa Slara. California 95452

We believe that's a strong endorsement
of our exclusive MR X, Oxide formulation.

In fact, since we introduced MRX, Oxide,
i ' a lot of other "2rric tapes have been
#3' scrambling to 'nd something to beat i:.

MEMOREX Recording Tape.

Is it live, or is it Memorex?
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SPEAKER
SYSTEMS

IC SERIES

HIGH EFFICENCY
SPEAKER SYSTEMS

Engineered to provide the
power handling capacity
necessary for full size amp-
litiers, yet offering efficiency
to perform fully with
moderate power output.

LABORATORY
STANDARD
POWER
SPEAKER
SYSTEMS

Created to answer

the requirements

of most home

acoustical situa-

tions fully and with

the highest stan-

dards of quality
FORUM®IC/SERIES SPEAKER SYSTEMS
COME WITH A § YEAR GUARANTEE ON

ALL PARTS & LABOR EXCEPT CABINET
& GRILLES.

FORUM* and MAXIMUS - are hallmark producis of

O Audmax

International Corporation

NEW YORK/CALIFORNIA

DEALERS CALL TOLL FREE: 800-421-1165

IN CANADA:

WILF FARROW ASSOCIATES. LTD./ONTARIO
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flawed, that it would damage records and sty-
lus, and would even be completely rede-
signed. It’s difficult to understand how these
misconceptions came about, but let us try to
clarify the issue.

(1) With overhang off by one millimeter on
the SL-1300 arm, tracking error remains with-
in the limits that would be considered quite
acceptable for some other arms whose effec-
tive length is 8%2 inches or so—in other
words, no worse than the inherent error found
in many of today's well-regarded arms. The
resuitant increase in harmonic distortion
would probably not be audible, and there cer-
tainly is no chance of damage to records or
cartridge. Mr. Hirsch did not warn of disaster;
he simply reported tracking error *“*higher than
we would have expected.” Knowing the arm’s
effective length to be 9Y,6 inches, we assume
Mr. Hirsch meant that he expected extremely
low error as distinguished from reasonably
low error. [He did.— Ed.]

(2) Without an auxiliary overhang gauge,
correct adjustment is inconvenient, but not
impossible. And, in any case, the ease or diffi-
culty of overhang adjustment has nothing to
do with the tone arm’s geometry and/or de-
sign. We therefore have no intention of rede-
signing an arm that has won deserved praise
from so many independent sources. The only
change is the inclusion in newly packaged
production of a reliable, easy-to-use gauge for
the present arm. At the moment, there is no
way for the purchaser (or for us) to know
whether he’s getting an SL-1300 with a gauge
in the carton, but we will be pleased to send a
free gauge to anyone who asks for one and
includes the serial number of his turntable.
The address is Technics by Panasonic, One
Panasonic Way, Secaucus, N.J. 07094. (Inci-
dentally, the same gauge may be used on
our SL-1100A and SL-1200 turntables, as the
overhang for the arms is also 52 millimeters.
The gauge, however, is nof usable with other
turntables or tone arms.)

SipNEY C. SILVER
Technics by Panasonic
Secaucus, N.J.

Who Cares?
® 1 read with interest William Anderson’s
May editorial *“Who Cares?” As an owner of
a high-quality stereo system, I too must take
issue with the statement that the pop market
doesn’t care about record quality. 1 am tired
of paying $7.00 or more for an album that has
major defects or whose sound quality is poor.
At the prices we now pay for records, I don’t
think it would be unreasonable for record
companies to take more care in their press-
ings, and 1 will continue to return defective
records as long as the companies continue to
turn out shoddy merchandise.
ToMMY ALLEN
Amarillo, Tex.

® Since I'm a disc jockey and music director
at WMON-AM, Montgomery, West Virginia.
1 was particularly interested in “How to
Make Good Records” (October 1974) and the
summary of readers’ reactions in the May
1975 issue.

Despite the fact that more radio stations are
now switching to cartridges, thus eliminating
most disc-related problems, they stili must
contend with them during initial dubbing (and
the annoyance of surface noise is compound-
ed by jocks who stack discs face-to-face, in-
stead of keeping them in cases). The biggest
complaint I have against record companies is

8

the problem of “off-center’” records. You can
get seasick just listening to some of these rec-
ords. I cannot understand why it is so hard to
get the hole in the center. Some discs. so flim-
sy they can almost be bent double without
breaking, are badly warped after only a few
weeks of playing. And warps on fresh records
are unbelievable. both the Postal Service and
the packagers being culpable.

I suggest that record companies stop send-
ing four or five copies of records to each sta-
tion. If each company saved all the vinyl,
packing material, time, and postage involved
just in sending promotion material, they could
spend more on producing a quality product.
Listen to the people and to the broadcast in-
dustry, record companies'

RICHARD LIVELY.JR.
Montgomery, W. Va.

Pope’s Good Friend

® Alexander Pope, the foremost poet of
eighteenth-century England, championed Mu-
sic Editor James Goodfriend’s indictment
of G. F. Handel, *'the root cause of the dis-
tinctly unfriendly relations that have existed
between music and the English language since
his time” (June) in the fourth book of his The
Dunciad (1742). In lines 53-56, Pope writes:

O Cara! Cara! silence all that train:

Joy to great Chaos! let Division reign:
Chromatic tortures soon shall drive them hence,
Break all their nerves, and fritter all their sense,

“Division” is the long, often chromatic series
of notes sung to the same syllable of one
word, found so often in Handel’s vocal music,
and leading, as Pope notes, to the *‘neglect of
that harmony which conforms to the Sense.”
Mr. Goodfriend should be pleased to find
himself in agreement with the best minds of
the eighteenth century.

PAUL HENNESSEY

Binghamton, N.Y.

Music Editor James Goodfriend replies: In-
deed 1 do, and for one reason in particular:
the concern of the best minds of the eigh-
teenth century with music, a subject that does
not concern very many of the best minds of
the twentieth century—much, 1 fear, to its
detriment.

Garland Tribute
® Thank you for Robert Kimball’s excellent
and concise article on Judy Garland (June).
It's about time someone presented an appre-
ciation of this fine performer’s talents and
abilities, as opposed to the representative
writings on the heartbreaks and tragedies of
her life. Liza Minnelli’s sensible, unsentimen-
tal remarks provided a welcome addendum to
this fine article.
RALPH LATIMER
New York, N.Y.

@ I loved the picture that ran with the Judy

Garland article, and while in Woolworth's the

other day was surprised and overjoyed to find

it packaged with the “Judy Garland in Con-
cert” atbum.

AMELIA FRIEDMAN

Bronx, N.Y.

The two-disc set (Trophy Records TR 7-2145)
was culled from the best of Judv's CBS TV
specials and electronically reprocessed for
stereo. It will be available through December
31 at Woolworth's for $7.95 (disc) and 38.95
(eight-track tape).
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BOOKS
RECEIVED

Compiled by
IOUISE GOOCH BOUNDAS

® The Rolling Stone Guide 10 High-Fidelity
Sound. by Len Feldman. Straight Arrow
Books, San Francisco (1974). 160 pp., $4.95

In the year or so it's been around. this
simplified handbook has already become a
classic. Anybody who wants to know about
high fidelity. or who has bought or plans to
buy audio equipment, will find it worth much
more than its modest price. There is a short
glossary, and the book is well illustrated with
charts and photographs. What it does nor con-
tain is all the confusing advanced technical
jargon so often found in books of this kind.
Mr. Feldman is a great teacher.

® Twenty-Seven Major American Sympho-
ny Orchestras: A History and Analysis of
Their Reperioires, Seasons 1842-43 Through
1969-70, by Kate Hevner Mueller. Indiana
University Studies. Bloomington (1973), 398
pp. + lix, $15.

Make sure your local public library has a
copy of this scholarly reference book. At $15,
it is a tremendous bargain, and the informa-
tion it contains is available nowhere else. If
you want to know what music of which com-
posers has been played by which American
symphony orchestras in the past 125 years,
this is the place to look. Ms. Hevner Mueller
has supplemented her study with analytic es-
says and charts.

® Philharmonic: A History of New York's
Orchestra, by Howard Shanet. Doubleday,
New York (1975), 816 pp., $20. |

This is a wonderful book. Over 350 pages |
of “‘backnotes.” appendices, and index attest
to its value as a reference. but it is the body of
this lively, well-written history that is sure to
capture and hold your interest. There are
colorful stories about conductors, musicians,
critics, composers, audiences, angels —about
the city itself. And there are some well-chosen
photographs, too.

® The Beatles: An lIllusirated Record. by
Roy Carr and Tony Tyler. Harmony Books,
New York (1975), 128 pp.. $6.95 (paper).
Even better than Hunter Davies' Autho-
rized Biography, if only because of the
hundreds of superb photos, this just may be
the definitive book (so far) on the Beatles. It’s
musically sound, impeccably researched,
remarkably fair. and as up-to-date as is hu-
manly possible. A treat for Beatlemaniacs.

® Acoustic Techniques for Home and Stu-
dio. by F. Alton Everest. Tab Books, Blue
Ridge Summit, Pa. 17214 (1973), 224 pp.,
$7.95 (hardbound). $4.95 (paper).

This manual covers the basics of sound and
human hearing. then proceeds to discuss lis-
tening-room design, testing the performance
of audio systems, and evaluating room acous-
tics. The book is illustrated with charts and
photographs.
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4 lot of headphones hurt. After a few minutes they begin to weigh you down. A few
minutes longer, and they start building a tiring pressure on your ears. They hurt too much to
keep on your head.

Or you can slip on the new lightweight AKG K-140 headphones. They automatically
adjust to the contour of your head. (With our exclusive Cardan® swivel and Supra-aural de-
sign, the 140 doesn't have to make a squeeze fit) So there’s no ear pressure. And no
thumping head. You can listen for hours. Painlessly.

The 140 also lets you enjoy music at high sound levels without punishing your ears.
Yet, you can hear your environment because the 140 won't isolate you. After all, music isn't
played in a vacuum. But don't worry, no one will be disturbed when you wear a 140.

We designed the 140 for professional monitoring. Which means wide bandwidths
and low distortion, and sound pressure levels over 115 dB. The 140 is compatible with all
outputs, 4-600 ohms. Weight: a scant 6.2 ounces. Price? That's so scant it won't give you

a headache eimef. $3450 AKG MICROPHONES * HEADPHONES T~ i

distributed by: |

PHILIPS AUDIO VIDEQ SYSTEMS CORP.
AUDIO DIVISION |

91 McKee Drive, Mahwah, New Jersey 07430 |
A North American Philips Company |~ |

The headphone without the headache.
Introducing the AKG K-140.

{

®— AKG. Vienna
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EW PRODUCTS

THE LATEST IN
HIGH-FIDELITY
EQUIPMENT

Kenwood Model Seven
Speaker System

The new Mode! Seven is Kenwood's finest
and costliest speaker system. Much of its per-
formance capability is based on the use of

special materials said to be uniquely suited to
their applications. Three of its four drivers
use diaphragms fabricated from different
types of wood pulp that, according to the
manufacturer’s analysis. possess nearly ideal
characteristics ot density, rigidity, and elastic-
ity. The fourth driver (the super-tweeter) has
a Ya-inch titanium-foil dome. In addition. the
woofer has a copper-capped pole piece to
combat hysteresis effects and a specially de-
signed low-deformation surround. The cross-
over network utilizes silicon steel-core induc-
tors and metal-film capacitors: the enclosure
is constructed of solid lumber-core panels
overlaid with cross-grained veneers.

The woofer in the Model Seven is a 14-inch
air-suspension unit that crosses over at 400
Hz to a 4Ys-inch dome mid-range. Frequen-
cies from 4.000 to 8,000 Hz are handled by a
1Y/2-inch dome high-frequency driver. while
the super-tweeter extends response to 35,000
Hz. The nominal impedance of the system is 8
ohms. with a power-handling capacity of 150
walts program material. Low-frequency re-
sponse extends down to 20 Hz: distortion ts
rated at less than 0.5 per cent. The Model
Seven is finished on all sides. including the
speaker-mounting panel behind its removable
sculpted grille, which also conceals output-
level controls. calibrated in 2-dB steps from
—2 to +2 dB. for all drivers but the woofer.
Overall size of the enclosure is 37 x 18Y2x 15
inches. Price: $1.350.

Circle 115 on reader service card

Electrostatic Research
ER-139 Speaker System

The second speaker system from Electro-
static Research Company is a three-way de-
sign incorporating a 3Yz-inch cone mid-range
that covers the frequencies from 800 to 3,000

10

Hz and faces straight up. It is otherwise simi-
lar to the previous two-way model also re-
ferred to as the ER-139.

The distinguishing feature of the Electro-
static Research systems is the array of eight
electrostatic tweeters mounted around the
circumference of a horizontally oriented
drum, providing a 360-degree lateral disper-
sion pattern. Low frequencies are reproduced
by a 10-inch woofer tacing downward into a
sealed enclosure. The back of the cone then
becomes the radiating surface. and the drum
(positioned just above) acts as a reflector for
its output. spreading it out horizontally. The
mid-range driver in the three-way model is
mounted in the top of the drum and radiates
through a small grille.

The electrostatic elements in the ER-139
are new designs created by Arthur Janszen. a
leading authority on electrostatic transducers.
They are intended to derive their polarizing
voltages from the audio signal itself’ alterna-
tively. the system can be plugged into a wall
outlet with an ordinary extension cord, which
will keep the tweeters energized even during
listening interruptions. The ER-139 has an
impedance of 6 ohms. It is recommended for
use with amplifiers having between 1S and
100 watts per channel continuous power-out-
put capability. Frequency range is 32 to
20.000 Hz. The system occupies a floor area
of 16 x 16 inches and stands 28 inches high.

Price: $179.90. or $199.90 with the decora-
tive grille top shown. The two-way version
costs $139.90.

Circle 116 on reader service card

IMF Model R
Speaker System

A new three-way spcaker system from IMF
employs a more compact enclosure than this
company’s “Monitor” systems. It has a 9-
inch acoustic-foam-filled duct (called a “resis-
tive line tunnel™) of the same cross-sectional
area as the woofer diaphragm and ending in a
port at the bottom of the cabinet. The main
volume of the enclosure’s interior is also liber-

ally treated with acoustic foam to absorb in-
ternal reflections. The mid-range driver has
its own internal sub-enclosure —a long tube
filled with acoustic foam of varying density.
The drivers of the Model R, all of which
have plastic diaphragms, consist of an 8 x 12-
inch flat-oval woofer, a S-inch cone mid-

range. and a ¥s-inch dome tweeter. Crossover
points are 375 and 3,500 Hz, and the cross-
over network is phase compensated. The
high-frequency energy of the system can be
subtly altered (over a 2-dB range in three
switch positions) to suit the program material.
Frequency response is said to be essentially
flat from 25 to 30.000 Hz. The impedance of
the Model R is 8 ohms, and amplifier powers
ranging from 35 to 100 watts per channel con-
tinuous are recommended. The system is fin-
ished in natural walnut with a black grille;
dimensions are 28 x 16 x 14%; inches. The
Model R is sold in “mirror image’ pairs for
stereo at a price of $330 each. Optional stands
(shown), 8 inches high, cost $50 per pair.
Circle 117 on reader service card

Infinity Monitor Il
Speaker System

The Monitor 11, the latest version of the Infin-
ity speaker system. is now a four-way design
with a tall (50 inches) columnar enclosure that
provides a damped. ported transmission line
for the rear radiation of the 12-inch woofer.
The output of a 1Y2-inch dome mid-range
driver covers the range between 450 and
5,000 Hz. The system has two tweeters: a |-
inch dome unit for the octave from 5.000 to
10.000 Hz and Infinity’s special version of the
Walsh transmission-line driver. which is used
as a super-tweeter from 10.000 Hz up. (The
Walsh driver employs a steep-sided alumi-
num cone with its widest end terminated only
by a damping plug: vibrations of the voice coil
are encouraged to travel up the cone in suc-
cessive waves instead of exciting it as a pure
piston radiator.) The crossover network is
designed for minimum phase/time error. The
(Continued on page 12)
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The tuner that restates
the state of the art.

Imagine a stereo FM tuner that performs as
cleanly and vividly as your favorite records. That
has distortion so low it defies laboratory
measurement. That automatically rejects all
unwanted notse and interference

You're looking at it. The YAMAHA CT-7000
the new state of the art tuner. Its cost? $1,200.
So listen at your own risk, because you may
never be satisfied with any other tuner again.
It's the first tuner with Negative Feedback.
Long used in amplifiers to lower distortion, the
application of Negative Feedback to the CT-7000
has all but eliminated MPX distortion. (At 400 Hz,
for example, it's an unheard of 0.02% —and that
includes distortion caused by the measuring
instrument itself.} Also, Negative Feedback
eliminates the need for distortion-causing Side
Carrier Filters

For superior separation of the left and right
channels, Yamaha designed a unique Phase Lock
Loop MPX Decoder. Instead of being a single IC
chip as in other tuners, our Phase Lock Loop
consists of discrete components mounted on
their own circuit board, thus allowing precise
control in production and hand-tuning adjustment
to meet exact specifications
A 7-Gang Tuning Capacitor? Most tuners get
by with 4 or b stages. We refused to. By
designing the Front End with our unique 7-Gang
Tuning Capacitor and utilizing Dual Gate MOS
FETs, the CT-7000 can receive the weakest
stations and, at the same time, accept an
extremely high input {up to 1 volt input signal)
without overloading.

Advanced IF Amp Stages. Inside the IF amp
stage is the world's finest combination of ceramic
and L/C filters. This has resulted in an advanced
degree of selectivity (the ability to pick out a
desired signal while rejecting neighboring
frequencies). And maintains proper phase
lineanity and minimum distortion (less than
0.08%

A selectable IF Mode lets you choose the
width of the tuner’s selectivity. .. narrow setting
for crowded band areas; wide setting for
uncrowded areas. The tuner's reception can be
optimized for virtually every listening situation
Some other important differences. An Auto
Blend Logic Circuir automatically operates in
three stages to blend high and middle-high
frequencies for maximum stereo separation with
minimum noise and distortion on even the
weakest stations. And you don’t need to get up
and switch in the MPX filter when a station turns
noisy. The CT-7000 does it for you - silently,
automatically

There's Auro-Touch Tuning that automatically
disengages AFC while you tune, for maximum
station selection. When you release the tuning
knob, AFC reengages and locks onto the station,

electronically fine-tuning it to the one point of
maximum stereo separation and minimum
distortion

A umigue Variable Muting Contro/ makes it
possible ta receive music where there used to be
just noise. This control lets you select the muting
cut-off level to an unbelievably low 10 dB {3 myd,
yet it can be adjusted to accommodate stations
up to 30 dB (30 my) in level.

Vaniable Output Level permits adjustment of
the tuner’s output to match the other input levels.
So, when switching from tape, to records, to the
CT-7000, you don't have to readjust your
volume control.

The end of Multipath Distortion. Reflection of
FM signals off their surroundings causes
multipath distortion. And that causes muddled,
distorted sound. Until now, you could rely on
inaccurate signal strength meters to orient the
antenna— or you could invest about 800 dollars
in an external oscilloscope.

The CT-7000 neatly solved that problem with
a unique signal minus multipath gircuit which
when activated by the S-M front panel relay,
allows the signal strength meter to accurately
display the multipath content of the incoming
signal. Without guesswork, you now can zero-in
the antenna incoming signal to reduce to a
minimum multipath interference and distortion. In

©YAMAHA

fact, tests show the S-M meter of the CT-7000 to
be three times more accurate for this purpose
than an oscilloscope

Some things we didn’t have to do. We could
have settled for just having the best performing
tuner in the world. But we also wanted it to be
the most reliable and durable

That's why all the push buttons are silky-
smooth, precision reed relays instead of switches
Why the flywheel is solid brass. And why, beneath
the walnut wood case, each circuit board is
protected by a stainless steel cover to guard
against stray noises and interference
01 as Stereo Review summed it up in its
January 1975 issue: “Judged by its overall
measured performance, the Yamaha CT-7000 is
clearly one of the finest FM Tuners ever made. In
na respect was it less than superb, and in a few
areas —notably distortion, image rejection. AM
rejection, and pilot-carrier suppression—Iit was
either far better than anything we had previously
measured or simply beyond the measurement
abilities of the best laboratory instruments’

Your Yamaha Audio Dealer will be pleased to
demonstrate the incomparable CT-7000. Plus
other state of the art Yamaha components that
make up the system—designed to make you
unhappy with what you're listening to now.
Because, like life, the best is always yet to come

INTERNATIONAL CORPORATION. PO. BOX 6600. BUENA PARK. CA 90620
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THE
GOLD-PLATED
RELIABILIT
FAGTOR.

In this age of planned obso-
lescence, unreliable performance
and shoddy workmanship are
almost taken for granted. But there
are still a few exceptional products
that are built to last and one of
them is the Revox tape recorder.

Revox dependability is
a combination of
many factors,
but perhaps
the most
important
of them
is advanced
engineering. :
Borrowing from e
space age technology,
Revox gold-platesall of the
electrical contacts on its plug-in
circuit boards, relays and rotary
switches. The result: every one of
these movable contacts, the ones
that usually cause most of the
problems, can be depended upon
to perform well for the life of
the machine. Obviously, gold
plating is considerably more
expensive than conventional tin-
ning, but Revox thinks it's worth it.

Because Revox engineers
demand margins of performance
and reliability that far exceed
ordinary production standards, you
can own a tape recorder that will
work perfectly the first time you
use it and for years to come.

And that’s why Revox

is the only one
to back its A77
machines with
a lifetime

4

[
lh_.

guarantee.
Revox Corporatlon
3637 Cahuenga Blvd. West

155 Michael Drive
Hollywood, Callf. 30068

Syosset, N,Y, 11791
Theillustratlon contalns optional extras.
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THE LATEST IN HIGH-FIDELITY EQUIPMENT

overall frequency response of the system is 26
to 28,000 Hz +4 dB.

The enclosure of the Monitor I1 has walnut
side panels and a front covered almost entire-
ly with black grille cloth. Beneath the cloth,
the speaker-mounting panel is clad in black
vinyl. The top portion of the enclosure is open
on four sides to permit utilization of the Walsh
tweeter’s fully omnidirectional (in the hori-
zontal plane) radiation pattern. Two top pan-
els come with the system: one of acoustically
transparent cloth and a second, solid panel
finished in oiled walnut. Like the removable
main grille, these snap in and out for easy in-
terchangeability, permitting the user to adapt
the system to his own needs.

The Monitor [I has a nominal impedance of
8 ohms; an amplifier with an output power of
45 watts per channel minimum continuous is
advised for driving the system, while ampli-
fiers capable of 250 watts per channel are the
maximum recommended. Controls are pro-
vided for varying the acoustic outputs of the

dome mid-range and tweeter. The Monitor 11
measures 50 x 17 x 16 inches overall and
weighs 94 pounds. Price: $449 (slightly higher,
in the East).

Circle 118 on reader service card

ADC MK I
Phono Cartridges

The MK 11 series ot phono cartridges from
ADC comprises the company’s top models:
the VLM, XLM, and Super XLM. The MK
11 designation indicates that the specifications
for these cartridges have been more clearly
defined and that the useful life of each has
been extended by the tightening of mechani-
cal tolerances wherever possible. The VLM
and XLM MK |l are stereo cartridges
equipped with 0.3 x 0.7-mil elliptical styli; the
Super XLM MK I is a CD-4 cartridge fitted
with a Shibata-type stylus having edge radii of
0.2 mil and bearing radii of 2 mils.

The VLM MK |1 has a rated tracking force
of | to 2 grams, a frequency response of 15 to
20,000 Hz *1.5 dB. and channel separation of
24 dB. The outputs of the two channels are

balanced within 2 dB. The XLM MK 11
tracks at ¥4 to 12 gram and has the same fre-
quency response. channel separationof 28 dB,
and channel balance within | dB. Both cart-
ridges have an output of 0.9 millivolt per
centimeter per second of recorded velocity:
they are designed to drive an impedance of
47,000 ohms with a maximum shunt capaci-
tance of 275 picofarads.

The Super XLLM MK 11, with an output of
0.6 millivolt per centimeter per second, has a
frequency response of 15 to 50,000 Hz +2,-5
dB. Most other specifications match those of
the XLM MK 11, except that the maximum
recommended shunt capacitance is 100 pico-
farads. The cartridges come in small hinged
boxes with stylus brush, screwdriver, and
mounting hardware enclosed. Prices: VLM
MK 1[I, $75; XLM MK 11, $100: Super XLLM
MK I1, $125.

Circle 119 on reader service card

Teac “White Paper”

The “White Paper” from Teac is a compre-
hensive discussion of tape-recorder design
considerations which can serve as an excel-
lent introduction to tape-recording theory.
The twenty-four-page booklet begins with the
nature of the recorded signal on tape, relates
this to head-gap configuration and frequency
response, and then continues on through re-
cording-level meters, equalization, bias, dis-
tortion, and signal-to-noise ratio, concluding
with a description of various tape-drive sys-
tems. The booklet is liberally illustrated with
black-and-white drawings and printed with
wide margins suitable for note-taking. High-
quality coated stock is used. The Teac “White
Paper” is available free of charge by circling
the Reader Service number or by writing
Teac Corp. of America. Dept. SR, 7733 Tele-
graph Road, Montebello. Calif. 90640.
Circle 120 on reader service card

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

STEREO REVIEW



OUR NODT
DIOHINOUOE
—RITORMERD

T KENWOOD /00 OERED

Not for everyone, it's true. But for those sophisticated audiophiles who can appreciate
the 0.0024% tuning accuracy of the 700T Frequency Synthesizing Tuner . . . the exceptional conirol
flexibility of the 700C Preamplifier-Control the masterful power of the 700M Main Amplifier with its
incredible 170 watts per channel Min. RMS (at 8 ohms, 20 to 20,000 Hz with no more than 0.1% total harmonic
distortion) . . . KENWOOD proudly presents the 700 Series. Priced approximately $2150

P XENWOOD

w

v_

SR LIRS

7

For complete information, write

$ KENWOOD

15777 S. Broadway, Gardena, CA 90248 - 72.02 Fifty-first Ave., Woodside, N.Y, 11377 « in Canada Magnasonic Canada, Ltd
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“THE
BEST
TURNTABLE|
IN THE
WORLD”

Acclaimed
by the Critics...

‘A silent giant that's buiit to last
-probably forever.

Stereo & Hi Fi Times
‘The feel of precision machinery.”
Hi Fi Stereo Buyers Guide

‘The turntable is aimost imper-

vious to jarring or bumping’

Audio Magazine

Admired
by the Public...

“I'm glad | bought it’
E.G., Lowell, Mass.
It has no faults’’
H.W., Birmingham, Ala.
The best turntable in the world’’
H.M., Honolulu, Hawaii
The 598 Il comes complete
with walnut base, plexiglass dust
cover, and the world's finest
cartridge (4000 D/IH). List price
$399.95. It plays any stereo or
4-channel records at tracking
farces so low you can't wear out
your records. Write for your free
fuil color Empire catalogue:
EMPIRE SCIENTIFIC CORP,,
Garden City, N.Y. 11530

wavs» ENPIFE

CIRCL! NO. 99 ON READER SERVICE CARD
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AUDIO

QUESTIOI\IS

AI\IS\/\/ERS

By I_/A\RRY KI.EIN Technical Editor

Electromagnetic Speakers
The use of eleciromugnetic speuhers is
o virtually unheard of in the stereo indus-
try. However, I have recentlv become uware
that their efficiency is 30 to 40 per cent greut-
er than that of the permaneni-magnetic rypes
generally used today. Thus, to reach u given
decibel level, an electromagnetic speaker
would require less amplifier power. I feel that
vou would be doing a service for vour readers
if vou would publish a list of manufuctirers
of this kind of speuker. us it is an elusive

product 1o track down.

R. S. Davis
Syracuse, N.Y.

For those unfamiliar with the type of

speaker Mr. Davis is referring to, a few
words of background wouid be helpful. The
electromagnetic speaker was popular from the
late 1920’s until the late 1930’s. It very much
resembled a modern speaker except that in-
stead of having a ceramic or metal-alloy mag-
net, it used a heavy "field” coil of copper wire
as an eleciro-magnet. This coil was energized
by d.c. taken from the associated equipment’s
power supply

There are at least two things wrong with
Mr. Davis’ suggestion. 1 don’t know where he
obtained his efficiency numbers, but I doubt
that they are correct. In addition, it may come
as a surprise to many readers to learn that as
far as a woofer is concerned, the designer
does not necessarily choose the strongest
possible magnet available to him. At a given
point, depending on a number of other design
factors, adding more magnetic Aux will redice
the bass performance of a woofer —because
the moving system becomes overdamped.
The designer therefore chooses the magnetic
flux level that provides the best compromise
between efficiency and bass response — which
for a hi-fi speaker system is very seldom the
point at which the magnetic flux is as strong as
possible.

As far as the magnetic flux in mid-ranges
and tweeters is concerned, although the de-
signer usually does try for the strongest flux
field possible (within his cost restrictions), the
problem is to deliver the energy from the
magnet to the desired area in the magnetic
circuit of the speaker. An electromagnetic
field coil provides no advantage over a con-
ventional permanent magnet in this regard
either.

In addition to the factors mentioned above,
the field coil would require a power source.
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and given today’s copper cost. a field coil
would probably be as expensive as a good-
quality permanent magnet. So, Mr. Davis. |
am unable to supply you with a list of manu-
facturers of field-coil speakers, simply be-
cause, for the reasons given above, there
aren’tany

Doctoring Drivers
Several vears ago I read about a rech-
«  nique to improve the perforinance of a
woofer. As I recall, it entailed cuiting slots in
the outer edge of the cone and coating it with
a special substance. Do yow have any

thoughts on this?

MARVIN SPATHE
Fairlawn. Ohio

Over the years | have also read articles
A. on improving the performance of driv-
ers which involved everything from gluing
eggshell halves to the apex of the cone to
doping the cone edges with photographic
chemicals. And. as a matter of fact. | recom-
mended such techniques myself in the days
(over ten years ago) when | was designing
build-it-yourself speaker enclosures.

It may be instructive to examine exactly
what such speaker-cone modifications are in-
tended to achieve. Any technique for loosen
ing the cone suspension (such as adding slots
or substituting rubber segments) is aimed
mostly at lowering the mechanical resonance
of the cone. The speaker will then be able to
reproduce somewhat lower frequencies than
it could before the treatment. But the speak
er's ability to go down lower, without aun ac-
companying redesign of the voice coil and
magnet assemblv. means that it will run into
distortion if it is played loudly at those low
frequencies. In other words. the resonant fre-
quency of the cone is just one of the limiting
factors determining a speaker’s low-frequen-
cy response and distortion level.

Speaker engineers are constantly making
“trade-offs™ in their designs. and the factors
being juggled at the bass end are distortion,
efficiency, cone resonance, and box size. Any
attempt by the amateur to second-guess the
professional by changing one of the parame-
ters is likely to work out badly. If you dis-
agree with the specific trade-off choices of a
speaker-system designer, it's safer to do your
second-guessing electronically via a multi-
band equalizer than to work directly on the
drivers or the enclosure

(Continuted on page 16)
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You never had it
ood

You may be asking yourself
how we could possibly
know what you've ever had
—and how good it was.
Vell, we couldn’t. Except

lea? XC-39D t Ic. when it comes to Akai's
(Akai’s new GXC-39D stereo cassette deck.) ew GXC-39D.

Then we say — with what it has and for what it costs — you never had it so good.

This cassette deck is so good you can push a button at a certain spot in the tape and
itll remember. And go back to it anytime you want.

Flick on the Dolby™* switch and it'll filter out any bad sounds going to your speakers.

Flick another switch and it's set for low noise tape.

Push another button and it'll pause in the middle of a recording. Push it again and
it'll start again, smoothly.

Just turn on the GXC-39D and your tape will be running across Akai's own glass
and crystal heads. We developed them.

Lights pop on to remind you the tape If youre going to get big, you gotta be good.
is running. We’re good.

More lights pop on if the recording level |
is too high.

It has direct function controls so you
can go from play to forward to rewind and
back to play — non-stop.

And it comes in Akai's professionally
styled brushed aluminum finish

The Akai GXC-39D stereo cassette deck.

We never had it so good, either.

| 39 e
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SIBLING
RIVALRY
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Which one you like best depeds on
what you want to do with it.

Our Ultra Dynamic cassette can vent stretching. Both Maxell cassettes
play back every note your system can feature the strongest shells made to pre-
record. vent warping and popping. Both cas-

Or, for a few Hertz less and a lot of settes come in 120 minute lengths that
cents less, you can have quality almost really work.
asgood inour Low Noise cassettes. (1t's so So, while our two cassettes have a
good, many people compare it to our few differences, they're all in your favor.
competitors' top-line products.) Maxell Corporation of America,

However, both cassettes feature Moonachie, New Jersey 07074. Also avail-

Maxell “tensilized" tape strength topre-  able in Canada maxe "

For professional recordings

t‘l.."..&

CIRCLE NO. 19 ON READER SERVICE CARD

at home,

It you are starting from scratch with a
build-it-yourselt” enclosure and you want to
experiment with cone modifications, do your
doctoring on cheap drivers rather than on
expensive ones. because the better the speak-
er, the worse the odds that your efforts will
achieve anything worthwhile.

Open-Reel Reference Level
| note that Julian Hirsch refers 1o a
Q. ‘standard Dolby level” tape with a 200-
nanoweber-per-meter flux level in his tests of
open-reel tape recorders. However, the rec-
ognized ‘Dolby level” for open-reels is 185
nanowebers per meter, and S|N easure-
menis referred 10 a 200-nanoweber-per-meter
level will be incorrect. Would vou care 1o

comment on this discrepancy?
HuBERT THEIGAL
San Francisco. Calif.

You are correct in your statement. The
A.reason Mr. Hirsch uses 200 nanowe-
bers per meter in his tests is simply that the
Dolby calibration tape he uses was made in
the early days of the introduction of the Dol-
by B system. before the change was made to
185 nanowebers per meter. The measurement
of tape-recorder noise levels, at least insofar
as consumer products are concerned, in-
volves visually averaging a constantly fluc-
tuating meter reading whose uncertainty is
somewhat greater than the 0.68-dB difference
between the two tape-reference levels. To
correct the readings to the current standard
would really not be warranted by the preci-
sion of the measurement, but anyone who
cares to “'split decibels™ can easily do so from
the test data in our tape-recorder reports.
And. of course. 200 nanowebers per meter is
the standard Dolby reference level tfor
cassette recording.

Adding Turntable Capacity
The turntable | would like 10 buy
- (hecause of its excellent rumble and
Sflutter figures) is appuarenily intended for CD-
4 use and has been designed with low-capuaci-
tance tone-arm wiring and leads. The cur-
tridge | am considering is one of the several
types on the market that require a relativel
high capaucitive load for flaitest frequency
response, and F'm wondering whether it is
compatible witlh a CD-4 turniable.
GARRY WooDs
Crown Point, N.Y

This is a problem that, as far as 1 know,
A. has not yet been dealt with satistactori-
ly by the manufacturers. It is difficult 1o op-
timize the capacitive load on the phono car-
tridge (even it you know the desired value)
when the capacitive loads presented by the
turntable cables and the preamplifier's phono
inputs are unknown. A simple trial-and-error
solution to the problem —pending the day the
designers get together—would be to try addi-
tional cable lengths at the output of your turn-
table (which will introduce additional capaci-
tance) or replace the low-capacitance leads
with conventional ones. This is easy enough
to do since most turntables use cables with
phono plugs that insert into jacks beneath the
turntable chassis.

I the upper mid-range and highs sound bet-
ter to you with a given cartridge and phono-
cable assembly, then that’s the combination to
use. | suspect. though. that in most cases the
audible differences will be so subtle that the
effort may not be worth making.
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THE INNOVATORS. BY BOSE.

The only Direct/Reflecting loudspeaker systems.

The Bose 901, 501and Model 301. The only speak-
er systems that meet the two basic requirements for
preserving the qualities of live music in reproduced
sound: the preper balance of reflected and direct
sound for spackcusness and clarity; and flat power
rad:ation to assure correct frequency balance and
accurate reproduction of instrumental timbre in an
actual listening environment.

The internationally acclaimed 901®system util-
izing nine full range drivers with an active equalizer
to provide the ideal balance of reflected to direct
sound at all frequencies, setting the standard for
lifelike music reproduction in the home.

The unconventional 501 incorporating an excep-
tionally linear 10” woofer and two rearward facing
tweeters to furnish many of the performance advan-
tages of the 90! system, but at substantially lower
COST.

Model 301 Patents Issued and Pending

The new Model 301 offering a unique combina-
tion of features: Asymmetrical Design, a Direct
Energy Control and a Dual Frequency Crossover™
network. This achieves reflected and direct sound
with flat power radiation in a bookshelf enclosure,
producing a sound quality that is extraordinary
from so compact a speaker at so low a price.

The innovative speakers. From Bose. Each unique
in concept and design to provide the maximum
musical enjoyment for your home. One of them
will ideally meet your requirements.

Shown above, left to right, 501, 901, and Mode! 301.
For information, write to us at room S8S.

-/ /L =

The Mountain, Framingham. MA 01701



AUDIO

BASICS

By RALPH HODGFS

SHOPPING FOR SPEAKERS

T HE difficulties of choosing a speaker
system cannot be exaggerated.
Although the electronic audio compo-
nents —receivers, tuners, and ampli-
fiers—may be prone to certain sonic
shortcomings, none is likely to have
faults of such number, diversity, and
outright audibility as that last important
link in the equipment chain: the speaker.
No wonder speaker selection is consid-
ered by some to be simply a process of
settling for the sonic irritant that annoys
you least!

However, as you stand in the show-
room and ponder this sobering thought,
it should be some comfort to know that
there are recommended rules and pro-
cedures for listening critically to speaker
systems. Perhaps they won't lead you
automatically to the best choice, but
they will improve your chances of spot-
ting it among the throng.

@ First, do not be led astray by periph-
eral design matters —the number of driv-
ers, the rype of conductor used for the
voice coil, the weight of the woofer mag-
net, etc. What makes a speaker sound
good (or bad) cannot readily be deter-
mined from these physical details. Also,
do not immediately fall in love with some
new design principle or development just
because of its newness. Some old tech-
niques may be just as effective as the
newer ones.

@ Placement in a room affects a speak-
er’s sound, particularly its bass-to-treble
balance. When making a final choice
between two candidates, try to arrange
to hear them side by side.

® Since louder sounds better, even a
loudness difference too small to be per-
ceived as such can lead you to conciude
that the sound from the louder speaker is
more ‘“‘open” or better defined. If you
can hear obvious loudness differences
between speakers you are trying to com-
pare, hold everything until the levels are
made equal. If you still suspect therc isa
level/quality problem after adjustment,
fiddle with the level controls yourself.
@ If you are fond of bass (and who
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isn’t?), resist the temptation to go whole
hog. The bassiest speaker in the store is
probably a loser; there is nothing easier
than designing a bit of temporarily im-
pressive but false bass into a speaker
system. Qualitv (not quantity) of bass is
what counts. Also, be aware that a thin-
sounding speaker may suffer not from
inadequate bass but too much mid-
range —a condition that is often remedia-
ble via room placement or the speaker’s
controls.

® Be suspicious of any speaker that has
a lot of something —a lot of zip, a lot of
sock, or even a lot of bland, retiring qual-
ities. A good speaker is the patient, non-
contributing slave of the recording, not
an orchestrator of razzle-dazzle effects.
Logically. the best speaker is the one
that reveals the most differences among
recordings, because it is so neutral.

® Expect that, for equal loudness levels
from speakers of equal sonic quality, the
physically smaller speaker will require
more amplifier power. In other words,
smaller speakers tend to be less efficient.
This is not, however, a good or sufficient
reason in itself for accepting or rejecting
a speaker. If you’re concerned that the
amplifier you favor or own won’t have
enough power for speaker X, try out the
combination in advance.

® You may be told that a good speaker
is a merciless exposer of poor record-
ings. This is true only in part. A good
speaker is highly analytical and will of-
ten reveal exactly what’s wrong with a
recording. But this may serve merely to
make what you hear from it more plausi-
ble. more real —and that’s a benefit. In
any case, no matter how wretched a re-
cording sounds with a good speaker, a
bad speaker can always be found that
will make it sound much worse.

® Finally, if a speaker well reviewed by
respected authorities sounds dreadful in
a showroom, there are at least two possi-
bilities: the manufacturer has sold out to
Mammon or the dealer has, wittingly or
unwittingly, sabotaged the works. In ei-
ther case, look elsewhere.
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Super high efficiency Heil air-rhotion
transformer loudspeaker system

Tempest is for the man who trusts himself enough
to break free from conventional judgments. So pass by those
“me too” loudspeaker lines with their “prestige” nameplates.

Turn on to the Tempest Lab Series by ESS — the new, intense,
super high efficient Heil air-motion transformer bookshelf
line designed for a total musical experience. Listen carefully

.to Tempest. Make your own comparison. You can trust f”—' -
yourself —and you know you can because you're hearing and
feeling the difference. Then let yourself go. Go Tempest. "\\ L)
: 3 .
% - - .

Tempest Div., ESS, Inc., 7719 Fair Oaks Blvd., Carmichael, CA 95608
ESS products are available in CANADA througk ESS CANADA




The oscillograph you
see is an actual photo
of a high-quality audio
system "‘playing” a
fingerprint.

You're hearing finger-
prints now through
your speaker system.
Instead of the sound z
your precious discs

are capable of. And
no vacuum record
cleaner, brush-arm
or treated cloth will
remove them. None.

The sound
of your
fingerprint

But Discwasherrw — with new
fluid —removes fingerprints
completely. Along with dust. And
manufacturing lubricants (added
to make pressing faster) that can
act like grove-blocking finger-
prints. All this cleaning without
pulling polymer stabilizers from
your vinyl discs.
Discwasherm. The only safe,
effective way to silence the
printed finger. At Audio
specialists wor)d wide.

dn

L e
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Actual,
unretouched
photo of an
oscillcgraph
test.

Discwasher, Inc.
909 University,
Columbia, Mo. 65201
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VIEWS AND COMMENT

By LARRY KIEIN

Technical Editor

® if you are wondering whatever hap-
pened to the ESS/Heil full-range speaker
system, [ heard the latest (and possibly
final) prototype during a recent visit to
ESS in Sacramento. The Heil driver
moves air by squeezing it between two
adjacent surfaces, rather than pushing
and pulling it as all other speakers do,
and the idea is being explored in depth
by ESS. | saw perhaps a dozen different
configurations of high-frequency drivers
in prototype tform and. of course. the
long awaited tull-range system.

In its present incarnation. the low-
frequency driver is a long. three-section
cylinder installed in a batlte panel so that
it can radiate both front and rear. The
cylinders house a series of interleaved
fixed and moving small (3-inch) dimpled
diaphragms. the active ones being driven
by a series of rods which are moved by a
voice-coil/magnet assembly. The cross-
over {from the Heil tweeter (the sume one
that's used in the AMT-1)is at 700 Hz.

How did it sound? At least as good as
any speaker system I've ever heard. If
and when 1 get a pair of production mod-
els to live with for a while, | may have
further reactions. 1 also heard a pair of
prototype Heil-device headphones that
in an A-B comparison sounded clearly
superior 10 a very well regarded pair of
competing Japanese phones previously
distributed by ESS. Target date for dis-
tribution of the full-range Heil system (in
several models) is this fall.
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® A large West Coast speaker manufic-
turer/retailer recently spoke despairingly
to me about the growing popularity
(among the rock freaks) of what he re-
ferred to as "“thud-squawkers.” Accord-
ing to my friend, these are bass-reflex
speaker systems designed with a big 70-
Hz resonant bump plus an upper mid-
range peak. Although there is no real low
bass response, the resonant peak at 70
Hz provides an illusion of bass. (I sup-
pose it's better to have a 70-Hz reso-
nance that thuds rather than a 100-Hz
resonance that booms.) My friend tells
me that because of the competition pre-
sented by these units, he's considering
designing some bumps and humps into
his own smooth-sounding speaker sys-
tems. | sympathize with his dilemma; it
really hurts when you see the bad speak-
ers outselling the good ones just because
so many rock-music listeners have cars,
but apparently hear not.

® If you're having dithculty finding
prerecorded open-reel tapes. you might
try Barclay-Crocker. They claim to be
the foremost retail specialists in open-
reel tapes. carrying the largest selection
of titles available anywhere. They offer a
fast. efficient. personalized service at
discount prices both over the counter
and through mail order, and visitors are
welcome to stop by their oftice and
browse. All the latest Dolby and quadra-
phonic open-reel releases are listed in B-
C's bimonthly newsletter, Reel News. If
you would like a subscription to this
publication. along with a copy of their
comprehensive and very nicely put to-
gether new 96-page catalog, send one
dollar to: Barclay-Crocker, 11 Broad-
way, Room 8570SR, New York, N.Y.
10004,

® Through the unhappy experience of
having my apartment broken into, 1've
discovered a hitherto unrealized virtue
of high-power, heavy-duty audio equip-
ment. My speakers, tape deck. and
power amplifiers apparently were just
100 heavy to steal. But (worry, worry)
maybe the thieves intend to return later
with the required jacks, lifts, dollies, and
hand trucks.

One of the thre¢e cvlindrical
modudes from a protoivpe
Heil woofer. Diaphragmn
maotion is provided bv the
lightweight rods seen
protruding from the ends, and
air is “squeezed” out of the
slots in the housing. The
magnet]voice-coil assembly
that drives the rods is part of
the 1op and bottom modules.

Larry Klein



If you listen to the experts,
you'll listen to our speakers.

Ask any audio expert what mzkes a speaker
good. If he’s Stereo Review’s Technical Editor,
Larry Klein, he'll tell you, “A speaker should
have no character or sound quality of its own
... a speaxer should be neutral.” Or ask Julian
Hirsch: “. .. uncolored sound is the only kind
of speaker response that gives the listener
a good chance of hearing a balanced sound.”

If you listen to the experts, you'll look for
neutrality in speakers. That’s why you should
listen to the T-200, Technics’2-way speaker
system. Hirsch-Houck Labs did: “'. .. highs were
virtually perfect . . . response of the woofer was
notably smooth . . . difficull to believe that the
sound is coming from an inexpensive compact
system.” Popular Science rated the T-200
“excellent. . . gcod tonal balance . . . very clean,
accurate sound.”

The experts are even more impressed with
the T-400, Technics’ 4-way speaker system.
High Fidelity: .. . the sound produced is well

balanced . . . neutral and uncolored with very
good internal separation on complex
instrumental textures . . . easily one of the better
non-compact speaker systems.”” Martin Clifford
of FM Guide: “Having a pair of super-tweeters
angled to disperse sound. .. means not worrying
about the directionality of the highs .. . bass
response was good and clean.”

For the complete reviews and other technical
information, write: Mr. Jack Bloom, Panasonic,

1 Panasonic Way, Secaucus, N.J. 07094.

Technics also offers you the T-300 and T-500.
The reviews aren’t in yet, but since they share
the neutrality and other important
characteristics of the T-200 and T-400, we expect
the experts to be equally enthusiastic.

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

FOR YOUR TECHNICS DEALER, CALL FREE 800 447-4700.
IN ILLINOIS, 800 322-4400.

Technics

by Panasonic
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The new Sansui
that sel the

onils ears

At the $1st Convention
and Exhibitionof the Audio
Engineering Society in LosAngeles
last May, Sansui demonstrated a
new concept in loudspeaker design.
The audience was as golden-eared
and hard-nosed as could be found
anywhere. Chief engineers of radio and TV
stations. Record producers. Recording
engineers. Sales executives of audio com-
panies. All of them professionals who make
their living with good sound.
Their reaction was overwhelming. The
new LM design was acclaimed as a
very serious new contribution fo
loudspeaker technology. The
quotes on the oppocsite page are a
mere sampling of this outburst of
professional enthusiasm.
The radically new element
in the three LM models
is the multi-radiation baffle for the Linear Motion
tweeter. The rear sound from the tweeter cone, in-
stead of being damped as in conventional designs,
is brought out and added fo the forward sound
through exponentially shaped parts.
This achieves a broadened sound dispersion
and wider stereo perspective. With a completely free
motion of the tweeter cone unimpeded by sealed
cavities, the results are a spectacular improvement
in fransient response and overall increased efficiency
of the speaker. Multi-radiational
In addifion, the bass response of the three LM tweeter -
speakers is exceptionally powerful because of the -
heaviest possible woofer selected for each size and e
the rock-solid cabinetry. el

LM 330




akers
onvenhon

Allin all, the new Sansui Linear Motion
speakers are a realdeparture in speaker
systems. A more redlistic, a more definitive,
a more musical system you have never
known, even in much larger and much
costlier speaker systems.

Available in 3 models. Ask for a
demonstration at your nearest Sansui
franchised dealer.

You have never heard music so
alive before.

LMs
AES

.
Here’s whalt the Experts said.

Best sound for the small size | have heard yet. R. H. W, Electronic Engineer
LM 330—impressed with bass response. Excellent mid reproduction. Overall excellent speaker.
Good things do come in small packages. LM M0—Excellent. DD.

Very big sound for a small speaker—excellent high frequency dispersion. H. S., Chief Engineer

The lowest, smoothest low frequency response from woofers of this size. Highs —good cispersion, clean, transparent.
Congratulations! R. G.. Director

Best sound for small size, excellent bass and very good mid-range. J. F K.
LM 110 and LM 330 —Excellent systems—should be a winner.  S. S., Studio owner

Much impressed by high frequency dispersion—seemed not fo lose highs all the way around the speaker—Better mid-
range on LM 330: amazed by sound output from LM 110; good clean sound from both. R M. H.

Very exciting. R. G. R., President/Director of Engineering
Sounds excellent—can't believe the size for what it does. J. F, Engineer Supenvisor LM 330
LM 110 and LM 330 (very, very, very—Impressive).  G. F, Engineer

Fantastic output and fidelity, M. P
Super. D. P, Recording Engineer
Good transient response. R H.

LY/ 7 Ly 78 SANSUI ELECTRONICS CORP.

Woodside, New York 11377 « Gardena, California 90247
SANSUI ELECTRIC CO., LTD., Tokyo. Japan « SANSUI AUDIO EUROPE S.A.,
Antwerp, Beigium « ELECTRONIC DISTRIBUTORS (Canada)}B.C.
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NATIONAL
Yo'l HEADQUARTERS

For Famous Brand

Electronics By Mail

333 N. Michigan Ave. « Suite 2025
Chicago, IL 60601 « (312) 293-1825

All Orders Shipped In
Factory-Sealed Cartons

Write Or Call For
The Lowest Prices

-
-

&

MILLION SSS 4™ INVENTORY
LOWEST PRICES ON

RECEIVERS TURNTABLES TUNERS
SPEAKERS CHANGERS CARTRIDGES
TAPE DECKS AMPLIFIERS HEADPHONES
CALCULATORS COMPACTS CAR AUDIO
- M . M1 " 4l
Top Discount Audio 535% Chicage. i 60601
SR-8 (312) 293-1825
We honor Master Charge and
Bank Americard.
Ptease send me a quote on:

Date

MR,
MS.
Warsty s [

(Mumbe« Ana Street)

v (State}
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WHO GIVES A FI?

We do and we want to spread the highest
fi for the lowest buck! We know that top
brands and low price is the name of the
mail order game. We're Tokyo Shapiro,
the audio specialists with over a million
dollars of every brand worth having in
stock. We buy big and keep overhead low
(We don‘t even print a catalog ‘cause
they're so expensive and get obsclete so
fast!) to keep the prices right for you!

tet us know what you want and we'll
get you a price quote in the mail the
same day! We've put it all together,
price and brand selection. We've got all
the catalogs and if we can’t beat ‘em all,
we’ll tell you! So check us out. You'll
like our ““No Delay Ship Today’ phil-
osophy, factory sealed new merchandise
with full warranties, carefully packed and

ready to go.

TOP BRANDS
BELOW DISTRIBUTOR PRICING
Write or Call Today:

TeKYD SHARIRC
34300 t.akeland Blvd.
Eastlake, Ohio 44094

Phone: (216) 951-0433

ATTENTION:

Midwest Residents: Buy from us,
- save excessive {reight charges.

CIRCLE NO. 36 ON READER SERVICE CARD

TAPE

HORIZONS -

By CRAIG STARK

MICROPHONE TYPES

AT one time, most open-reel tape re-
corders came with their own micro-
phones. Although these mikes were fine
for voice, they were certainly less than
suitable for high-quality recording, as
their owners soon discovered. Today,
only the portable cassette machines
come with microphones, and those are
frequently built in. From time to time,
therefore, I get inquiries about choosing
mikes for tape decks, and | am some-
times asked if I can recommend a book.

Until now, my answer has been *“no,”
for there just weren’t any to recommend.
At last, however, there is. Written by
Lou Burroughs and edited by John Wor-
am, Microphones: Design and Applica-
tion (Sagamore Publishing Co., 980 Old
Country Rd., Plainview, N.Y. 11803,
$20) is a volume intended for profession-
als and serious amateurs, as its price
alone indicates. And while you don’t
need advanced math to comprehend it, it
is heavy on theory and packed with fre-
quency-response curves and graphs.

Besides microphone facts. Burroughs
also points up some misconceptions
about mikes. For example, if you go to
an audio dealer in search of a pair of
mikes, one of the first questions you’ll
get is, Do you want omnis or cardioids
(unidirectional)?”” The former pick up
sounds from all directions, while the lat-
ter reject sounds from the rear, and so
need to be *“aimed” in the direction of
the sound source you want to record.
The dealer’s recommendation will al-
most invariably be the cardioid micro-
phone, the reason being the desirability
of “eliminating” background noise and
increasing separation between channels.
This is a popular misconception which
can be exposed with a simple test.

Set up a cardioid mike in the room in
which you normally record, and with
chalk, tape, or newspapers, make a circle
six feet in diameter around it. While
you man the recorder’s controls, have
someone stand at the circle’s edge in
front of a microphone feeding into the
left channel and repeat, ‘“‘one-one-one-
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one-one’ as rapidly as he can. (The repe-
tition will help him keep his voice at the
same level.) Now, keeping the same
voice level and repeating the *‘one-one-
one . . .” monosyllable, have him walk
around the circle, facing the mike, while
you note the time (or tape index-counter
settings) he reaches various points on
the 360-degree circumference. Rewind
the tape, plug in the right channel, and
repeat the experiment, but this time out-
side the house in a quiet spot.

When you compare the playback of
the left (in room) and the right (outdoor)
channels, you won’t need any instru-
ments (though if your VU indicators
read the playback levels, they’ll confirm
it) to tell the difference between the two:
the rejection of sounds coming from be-
hind a ‘‘unidirectional”’ mike may be
quite satisfactory out of doors, but it will
be very slight in your recording room.
It’s no fault of the mike that sounds orig-
inating from the rear bounce off the front
wall, and thus also reach the front of the
cardioid in time, drastically diminishing
its practical advantage over that of the
omnidirectional type. But, given the in-
herently smoother frequency response
of an omni in the same price range, your
choice is no longer quite as easy as the
salesman’s automatic recommendation
of the cardioid made it seem. When 1|
started taping concerts years ago, |
wouldn’t even consider an omnidirec-
tional mike. Now, when I can switch-se-
lect either unidirectional or omnidirec-
tional pickup patterns with the same
mikes, I find I use the latter most.

What you won’t get, either here or in
Burrough’s book, are hard-and-fast rules
for microphone placement or selection.
Time and again I've heard studio engi-
neers debate about how they’d use only
such-and-such a mike, at a distance of
*“X" inches for a clarinet pick-up, but for
drums they’d not consider anything but a
so-and-so (or a pair of them), spaced so
far apart. . . . Maybe in their rooms and
conditions those choices are optimal, but
no two rooms are exactly alike.

STEREO REVIEW



JBL Loudspeaker Components

Twelve brand new pages. Forty-
seven JBL components —dividing
networks, lenses, horns,
transducers, everything.

Lots of thes= goodies have never
been available as individual
components kefore. (They've been
performing inside JBL's newest
professional studio monitors.)

Write us. We'll send you the
catalogue, free, along with the
name and location of your nearest

authorized JBL Loudspeaker
Components Dealer.

He's important. Besides all those
components he's got a fresh
supply of the new JBL Enclosure
Construction Kits that tell you
everything you need to know about
building your own JBL enclosure.

Fill out this coupon and send it
along to JBL, the people who
wrote the book on sound.

CIRCLE NO. 17 ON READER SERVICE CARD

Name
Address
City

'SR

3249 Casitas Avenue
Los Angeles 90039

Gentlemen
| can’t beat the price. Send
me the book.

State Zip

James B. Lansing Sound, Inc
High fidelity loudspeakers
from $99 to $3210.



TECHNICALTALK

By JULAN D. HIRSCH

® LOUDSPEAKER POWER RE-
QUIREMENTS: In the September 1973
issue of STEREO REVIEwW Roy Allison
presented a thorough analysis of the
power requirements for realistic music
reproduction in the home. Mr. Allison’s
article dealt primarily with the question
of how much power is needed with typi-
cal low-efficiency speakers to give a sat-
isfactory illusion of “’live™" listening levels
without audible distortion from am-
plifier clipping. His conclusion was, in
brief, that 40 to 60 watts per channel
might be enough, provided the listener
was satisfied with a maximum instanta-
neous sound-pressure level of about 100
dB. Under these conditions, amplifier
clipping can be expected to occur regu-
larly, but most listeners are able to ac-
cept the resulting distortion, which need
not be grossly audible.

My own conclusions in the matter,
reached during (and as a result of) test
measurements and listening compari-
sons between a number of very powerful
amplifiers, are consistent with the Alli-
son findings, although 1 am of the opin-
ion that even the most powerful amplifier
available may be inadequate for com-
pletely realistic sound levels under cer-
tain home listening conditions.

In looking at the problem once again,
let us put aside most of the variables in
the home music-reproduction equation
and consider only the matter of the ratio
of peak to average sound pressures in
the acoustic output of musical instru-
ments. (By “peak’” | mean the highest
levels attained by the audio signal, and
by “average” the mathematical average
of all the signals occurring over the same
given period of time.) Studies published
over forty years ago—and presumably
still valid —indicate that in the output of
most instruments the peak sound pres-
sures (in limited frequency ranges) are
typically 10 to 30 dB greater than the to-
tal average sound-pressure level (SPL).
Peak energy levels most often occur in
the mid-range—from 200 to 500 Hz -
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but there are many exceptions. Extreme
examples include the pipe organ, whose
sound peaks of 20 to 30 dB above aver-
age levels may occur anywhere in the
frequency range from 20 to 2,500 Hz,
and cymbals, whose peak energy is con-
centrated at the highest frequencies,
with a maximum of +20 dB between
5.000 and 10.000 Hz. (Higher frequen-
cies may have been involved, but 10,000
Hz was the upper measurement limit in
the particular study in reference.)

It should be noted that we are not
dealing here with the total dynamic
range of a given program, which extends
from the highest peak level down to the
no-signal noise level. That subject was

TESTED THIS MONTH
®

Pioneer SA-9900 Stereo Amplifier
Pickering XUV/4500Q Cartridge
Wollensak 4766 Cassette Deck

Tannoy/Micro TM55DD Record Player

treated in some detail at the recent Mid-
west Acoustics Conference (see STEREO
REvIEw, February 1975), and the Con-
ference panelists indicated some diversi-
ty of opinion as to the dynamic range
desired or required for music reproduc-
tion in the home. Our concern at the
moment, however, is with the upper por-
tion of the program’s dynamic range,
which extends from the ‘“‘average” level
to the maximum peak levels, since this
directly involves the question of loud-
speaker survival.

To return to those peak energy figures
mentioned above, they appear 1o be
large enough that a home music system
would find it virtually impossible to re-
produce them unless they had first been

subject to limiting or compression. To
take the pipe-organ figure as an example,
a 30-dB increase in sound level repre-
sents a power ratio of 1,000 to I, which
means that today's largest amplifiers
would have to operate at average levels
of a fraction of a watt to prevent clipping
on peaks. The situation is saved, how-
ever, by two fortunate circumstances:
our ears are able to tolerate without dis-
tress—or even recognition—consider-
able peak clipping (as long as it is not too
severe or too frequent), and virtually all
program material played through home
systems has indeed already been pro-
cessed to limit (compress) its dynamic
range.

I have not seen any thorough study of
the peak-to-average level ratio of re-
corded music (as distinguished from
“live’ music), but my guess is that it is in
the 10- to 15-dB range for most classical
music and that it rarely, if ever, exceeds
20dB. Even if the latter figure is valid, it
should be possible to listen at average
levels of 1 watt or so with a 100-watt
amplifier with virtually no clipping, and
at substantially higher levels with ac-
ceptable amounts of clipping. On many
occasions | have listened to music with
an average power of SO to 60 watts per
channel using an amplifier that clips at
about 250 watts (permitting a peak-to-
average ratio of about 6.5 dB) and have
not found the clipping distortion objec-
tionable. Perhaps an SPL of over 110 dB
is sufficient to mask the distortion that
occurs on the loudest peaks. or perhaps
is simply numbs the auditory system!

The basic study of music-instrument
peak-to-average output, of course. came
long before the advent of rock and elec-
tronic music. Much hard-rock music has
a very high average level, with the peaks
rarely going more than 5 or 6 dB above
it. In addition, distortion is frequently
very difficult to hear in rock, whose
sound may already be, in effect, “‘pre-
distorted™ by the techniques used in its
production. Electronically synthesized
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musical sounds are not usually played at
the extreme levels employed in much
rock music, but they difter fundamental-
ly from the sounds produced by conven-
tional musical instruments. It is possible
to synthesize almost any type of wave-
form, including essentially pure single-
frequency square or sine waves. This
presents the possibility of driving a
speaker with a steady-tone signal, possi-
bly at full power. Most speaker manufac-
turers caution against driving their prod-
ucts with such signals (especially at high
frequencies) except at power levels un-
der 1 watt or so.

All of this leads us to another impor-
tant factor in the definition of "‘neces-
sary and suthcient”™ power for home lis-
tening. No matter how much power an
amplifier can deliver, there is a finite
limit to the electrical input a specaker can
accept without harm. A loudspeaker
driver can be damaged in two ways:
mechanical breakage of the cone, suspen-
sion, or voice coil. and thermal burn-out
of the voice coil (which can sometimes
be accompanied by a spectacular dis-
play of smoke and flames). The former
type of failure is most likely to occur in
the woofer. which undergoes large phys-
ical excursions in the course of its nor-
mal function. Some acoustic-suspension
woofers are designed for cone move-
ments of an inch or more, but any at-
tempt to drive them beyond that point
usually produces enough audible distor-
tion that it will effectively discourage the
practice. However, an ‘‘accident” such
as flicking the phono cartridge stylus
with amplifier gain at maximum can re-
sult in a few hundred watts of power lit-
erally tearing the voice coil from its form
or the form itself from the woofer cone.

The large size of a woofer voice coil,
and the amplitude of its movement,
provides enough cooling capacity to
make thermal burn-out a rarity. Even so,

a woofer designed to handle the high
average power levels of rock music must
have a voice coil able to dissipate that
power for extended periods. and this
calls for special high-temperature mate-
rials and bonding agents.

At the other end of the frequency
range is the tweeter —by its very nature,
a small and rather delicate mechanism.
The tweeter cone does not move visibly,
and its voice coil is wound with fine wire
in the interest of achieving low muass.
Physical damage to the cone or voice
coil is unlikely, but thermal burn-out is
an ever-present threat. To make matters
worse, the tweeter does not provide ear-
ly warning of impending disaster by
sounding distorted; the entire catastro-
phe takes no more than a fraction of a
second, and the tweeter is no more'

The mid-range driver, whether it is a
cone or a dome radiator, usually resem-
bles the tweeter in its lack of appreciable
physical movement and general fragility.
although its voice coil is larger and more
rugged. Unfortunately, many musical
instruments deliver their peak energies
in the mid-frequency range, and as a re-
sult the mid-range driver is usually more
vulnerable to damage than any other part
of the speaker system. As with the
tweeter, its nemesis is thermal overload,
and there is no advance warning that it is
being overloaded.

Any speaker can handle large momen-
tary power inputs if they are brief
enough that the average power does not
heat up the voice coil excessively —or
damage the cone mechanically. As the
duration of the input signal increases,
however, the power-handling capability
decreases. Most speaker maximum-
power ratings are merely a rough guide
to the amplifier rating that can drive
them to a loud output without undue risk
of damage. Some idea of the power-vs.-
time relationship can be gained from the

specifications for the AR-LST 1, one of
the few speakers we have seen rated in
this way. It can handle 23 watts indefi-
nitely. 64 watts for 30 seconds. and
1.000 watts for 2 seconds. No distinction
is made in regard to the trequency distri-
bution of the input signal. possibly be-
cause the system’s multiple mid- and
high-frequency drivers provide a more
or less uniform capability at all frequen-
cies. We suspect that a somewhat similar
relationship between power and time
exists with most other speakers, al-
though the numbers will of course be
different (and usually much lower).

Many speakers are protected by fuses
(and, lately, by circuit breakers) either
factory-installed or to be inserted in the
speaker line by the user. Although fuse
protection is always advisable, the de-
gree of protection varies widely (I have
blown out speakers without damaging
their fuses'). If the fuse has too low a rat-
ing, or if it responds too rapidly to an
overload, blown fuses become such a
regular annoyance that one is tempted to
forego their protection. And, too. a larg-
er fuse or a “'slow-blow” type may fail to
protect the more fragile drivers. It is best
to abide by the speaker manufacturer’s
recommendations in this respect—and
better yet to avoid a gross mis-match
between what the amplifier can deliver
and what your speakers can take.

If you are aware of the risk. and are
willing to assume it, most speakers can
be used safely with amplifiers consider-
ably more powertul than recommended.
I7 you choose this route, do nor try to
play the speaker louder than would be
possible with an amphfier of the correct
rating. Let the added power give your
system the “open” quality that comes
with an absence of peak clipping in-
stead of risking speaker damage through
an over-enthusiastic application of raw
waltage.

FQUIPMENT TEST REPORTS

By Hirsch-Houck laboratories

Pioneer SA-9900 Integrated Stereo Amplifier

-
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@ PIONEER's finest integrated stereo ampli-
fier, the SA-9900, is rated to deliver 110 watts
per channel continuously between 20 and
20,000 Hz into 8-ohm loads with no more
than 0.1 per cent total harmonic distortion
(THD). It combines many of the features of
earlier Pioneer amplifiers with several new
ones to provide exceptional operating flexibil-
ity and electrical performance.

The dual tone-control system found on
some other Pioneer products is part of the
SA-9900. There are two bass controls and
two treble controls, calibrated to show their
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effect on the output at frequencies of 50, 100,
10,000, and 20,000 Hz. They are step-type
controls, the lowest and highest having a
range of +4.5 dB and the others having a
range of =7.5 dB, all in 1.5-dB steps. Lever
switches bypass all tone-control circuits and
introduce low- and high-frequency filters with
cut-off frequencies of 15, 30, 8,000, and
12,000 Hz.

The sPEAKERS switch connects either or
both of two pairs of speakers or shuts them off
for headphone listening via the front-panel
jack. The MODE switch provides normal or
reversed STEREO, MONO (L + R), and either
right or left inputs through both amplifier out-
puts. As the BALANCE control decreases the
output of one channel, the level of the other
increases by as much as 6 dB (most balance-
control systems maintain a constant level on
one channel as the other is reduced).

A large FUNCTION knob selects the pro-
gram source. Inputs are provided for PHONO
1. Mic/PHONO 2 (plugging a microphone into
the front-panel jack disconnects the phono
source), TUNER, AUX 1, and Aux 2. The vol-
ume control is a detented twenty-two-position
selector that operates with a positive yet light
“feel.” Volume is reduced in 2-dB steps to
—30 dB. and in larger steps to —60 dB, fol-
lowed by a fully oFF position. The level mark-
ings are set slightly behind the panel surface
and are rather faintly illuminated by edge
lighting. A small orange light indicates that
the amplifier is on.

A three-position lever switch labeled AT-
TENUATOR makes it possible to operate the
volume control in a convenient portion of its
rotation over a wide range of input levels. It
has fixed steps of 15 and 30 dB. The other
front-panel controls include two lever switch-

kiHz

es, one connecting the amplifier for off-the-
tape monitoring from either of two tape decks
and the other connecting the recorders to
copy a tape from either one to the other.
Power is controlled by a pushbutton switch.

Unlike most amplifiers, the rear of the Pi-
oneer SA-9900 is fully occupied by a large
heat sink. The various inputs and outputs are
located along the sides of the unit, with guides
(which resembie handles, but are nor intended
as such) to dress the cables out to the rear. On
the left side are three a.c. outlets (one of them
switched) and insulated connectors for two
pairs of speakers. The separate PRE AMP OUT
and POWER IN jacks are on this side, with a
slide switch to open the internal jumpers for
connecting accessories (such as electronic-
crossover networks or equalizers) between
the preamplifier and power amplifier sections.

The right side of the amplifier contains the
input and output jacks. A small knob adjusts
the MIC/PHONO 2 sensitivity over a range of 0
to —12 dB relative to the PHONO 1 sensitivity.
A four-position switch adjusts the PHONO 2
input impedance from 35,000 to 100,000
ohms in four steps (PHONO 1 is always 50,000
ohms). The amplifier is supplied with soft
plastic covers on all signal and power sockets,
and the manual suggests leaving them on all
unused connectors (presumably to discourage
improper connections at a later time). The
Pioneer SA-9900, with its front panel finished
in satin gold, is 16Y2 inches wide, 62 inches
high, and 15%s inches deep; it weighs 44 Ibs.
Price: $749.95.

® Laboratory Measurements, Following a
one-hour preconditioning period at 37 watts
output, the Pioneer SA-9900 heat sink was
warm, but not excessively so. With both chan-

CONTINUOUS AND EQUIVALENT SINE-WAVE WATTS/CHANNEL

nels operating into 8-ohm loads, the outputs
clipped at 132 watts per channel at 1,000 Hz.
With 4- and 16-ohm loads, the power levels at
clipping were, respectively, 189 and 85.6
watts. The THD with a 1,000-Hz test signal
was below the noise level until the output
reached 20 watts, where it measured 0.016
per cent. It remained under 0.013 per cent up
to 120 watts, and reached 0.05 per cent at 130
watts. The intermodulation distortion (IM)
was less than 0.03 per cent from 2 to 120
watts, increasing to 0.08 per cent at 140
watts. Although the IM rose to 0.32 per cent
at the extremely low output of 3.5 milliwatts
(mW), this does not indicate any significant
amount of ‘‘crossover” distortion, since dis-
tortion was a mere 0.05 per cent at 100 mW.
At the rated 110 watts per channel, as well as
at half and one-tenth rated power, the THD
was under 0.03 per cent from 20 to 20,000 Hz
(typically under 0.015 per cent).

At the AuX inputs, 42 millivolts (mV) drove
the amplifier to an output of 10 watts with a
signal-to-noise ratio (S/N) of 78 dB. The
phono sensitivity was 1.4 mV, with a /N of
about 68 dB and a remarkable overload capa-
bility of 500 mV. If PHONO 2 is used at re-
duced sensitivity, the overload point can be
raised to about | volt, though this is certainly
not required for any hi-fi phono cartridge we
know of., The Mic-input sensitivity was 1.7
mV, with a S/N of 55.5 dB and a 1.1-volt
overload point. Although Pioneer’s published
S/N figures are somewhat better than our test
results, they are based on an output of 110
watts (which adds about 10 dB), on shorted
inputs (we use a 2,200-ohm input termination),
and on **A’" weighting (our measurements are
unweighted). When the proper conversion

(Continued on page 30)

The right and left side panels of the Pioneer SA-9900 incorporate « section that provides a convenient mounting surface for the profu-
sion of input and output terminals. Two swiiches above the phono-input jacks select phono-input load impedance and phono or mic level.
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There are no quality compro-
mises in the Philips SC 102A. It's a
stereo control center/pre-amplifier
that matches the very best high fidel-
ity systems

Take the Opto-Mute™ for exam-
ple. It's an optical/electronic muting
innovation fcund only on the 102A
(Only the best pre-amps and receiv-
ers have muting devices at all. Ang
ours is superior to any of them.)

Basically the Opto-Mute works
when you turn on the 102A. It gives
you a 15 second safety margin while
the power stabilizes. (A pilot light tells
you the 102A is working.) With to-
day's high pertormance amplifiers

and wide range dynamic music, this
guards against start-up power surges
“blowing" your system

Since the Opto-Mute is all elec-
tronic, there are no mechanical parts
toget dirty and cause intermittent me-
chanical noise.

The entire 102A is solid-state with
modular printed circuit boards. (In
the laboratory we found distortion
levels so low they were practically
non-measurabile.)

Input selections: Phaono, tuner,
tape and auxiliary, Mode, tape mon-
itor and balance control, bass and
treble equalization, volume and
phono gain controls are provided
Plus subsonic filter and bass and
treble flat switches.

You could pay over $600 for a
pre-amp that has the 102A's specifi-
cations. Or you could pay less than
half for the 102A. At better audio

l The SC 102A's surprising ]
specifications.
Maximum Output: 10V rms into
IHF Load Freguency Response:
| 2Hz-80kHz =0.5dB at rated output.
Total Harmonic Distortion: = C.05%
| 20-20 kHz at rated output
IM Distortion: == 0.02%
| at rated output (SMPTE)
|  TotalHum and Noise: High Level: >
100 dB below rated output, IHF “A”
weighted. Phono: 80 dB below
10mV input
Tone Control Range
Bass: £18dBat 20 Hz
; Treble =15 dB at 20 kHz
[ AC Convenience Dutlets:
two switched, one non-switched
Dimensions: 12% x4 x9
Optional cabinet and rack mount

L —— J

PHILIPS AUDIO VIDEO SYSTEMS CORP
AUDIO DIVISION
91 McKee Drive, Mahwah, N.J. 07430

Super specs. Super price.

You could pay twice as much and not get much more

PHILIPS®

TM—N V Philips. Hclland
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tactors are applied, there are no essential con-
tradictions between our tigures and PPioneer’s
published ratings.

The tone-control characteristics were as
represented, with our measurements agreeing
closely with the indicated level changes. Pi-
oncet’s duul tone-control system is one of the
most effective we have used, making it possi-
ble to reduce mid-bass boom resulting trom
speaker/room resonance without loss of deep
bass response, and to restore the sparkle to
the high end of a speaker lacking extreme
highs without adding stridency or increas-
ing noise. All the filter characteristics are
well chosen. with desirable 12-dB-per-octave
slopes.

The RIAA phono equalization wus accu-
rate to within =0.5 dB (about as close as we
can measure it) from an extended 30 to 20.000
Hz. Cartridge inductance had only a slight
effect on the response at 15,000 Hz and
above. The MiC signal passes through the
phono preamplifier. with an added network to
remove the low-frequency R1IAA boost. but
with no modification of the high-frequency

rolloff. As uresult. its response is tar from flat.
although it would be satistactory for public-
address use.

The power-amplitier square-wave output
had a rise time of about 8 microseconds. Add-
ing a 2-microfarad capacitor in parallel with
the 8-ohm load introduced a single cycle of
ringing at about 70 kHz. In testing the ampli-
tier we encountered some problems with
“ground loops’™ due to common ground cir-
cuits between the signal generiator and the
output-measuring instruments. But there was
no evidence ot this etfect when the amplifier
was connected as part of a functioning sys-
tem rather than in a test-instrument setup.

® Comment. The output transistors are
protected against damage trom overload and
short circuits by a combination of electronic
circuits and a tast-acting relay. Any condition
that might prove hazardous to the amplifier
(or to any speaker rated to handle its power)
causes the relay to disconnect the output in-
stantly with a barely audible click. In a few
seconds. normal operation is restored auto-

matically. We deliberately presented the am-
plitier with every problem it was likely to en-
counter, and the protective system never
tailed to do its job.

Aside trom these generally objective mat-
ters. we must say we were impressed by the
care that has gone into the “tactile’ character-
istics of this amplitier. No matter how well a
product pertorms, sloppy or stiffly operating
controls can detract trom the pleasure of its
use. Pioneer products have long been among
the smoothest-handling hi-fi components. but
in the SA-9900 they seem to have outdone
themselves. Every control operates with a
definite positioning, without a trace ot loose-
ness or wobble, and yet requires only a mini-
mum of etfort from the user.

To us. the Pioneer SA-9900 represents the
highest current state of development of inte-
grated amplifiers. In all major respects-
power output. distortion, noise. treedom from
phono overload. control flexibility. and styl-
ing—it cannot be faulted. 1t is a beautiful, al-
beit expensive. product.

Circle 105 on reader service card

Pickering XUV/4500Q Stereo/CD-4 Phono Cartridge

describes

® PICKERING the new XUV/
4500Q as a ‘“‘second generation discrete
phono cartridge.” This is to distinguish it
from almost all previous CID-4 cartridges.
which have required relatively high tracking
forces (usually 1.5 to 2 grams) and which gen-
erally were not able to play the highest veloci-
ties on stereo discs without mistracking.

The XUV/4500Q is rated for use at a |-
gram vertical force and to have the 50-kHz
frequency response and channel se¢paration
needed to deliver full performance from CD-4
records. Virtually all CD-4 cartridges have
some form of speciully shaped stylus. with a
very small “scanning’ radius to tollow the
groove modulation and a much larger trans-
verse “‘bearing” radius to distribute the track-
ing force over a greater area and thus reduce
record wear. Pickering calls theirs a “*Quadra-
hedral” stylus. and as with that company's
other cartridges, the replaceable stylus assem-
bly carries a hinged brush that removes sur-
tace dust from the record.

The internal coils of the Pickering
XUV/4500Q have less inductance than those
ot most stereo cartridges, but it is still recom-
mended that the total cable capacitance not
exceed 100 picotarads (pF) to maintain tull
output to 50000 Hz. However, the load is
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quite noncritical tor stereo applications, and a
typical termination of 47,000 ohms and 275
pF has no effect on the response in the audio
range. Price: $139.95.

® Laboratory Measurements. The Pickering
XUV/4500Q was installed in the tone arm of
a Garrard Zero 100 record player which had a
totul cable capacitance of 100 pF. The initial
checks made to determine the tracking force
needed to play high-velocity test records con-
firmed that the XUV/4500Q is on a par with
the best stereo cartridges in this respect. The
30-centimeters-per-second (cm/sec), 1,000-
Hz bands of the Fairchild 101 test record
were played with insigniticant distortion at
only 0.5 gram —a figure that ranks it with the
best of the stereo cartridges we have tested. A
tracking force of 1 gram sutticed tor the 32-Hz
portion of the Cook 60 record. and at that
force the 300-Hz tones of the German High-
Fidelity Institute test record could be played
at the 80-micrometer level without mistrack-
ing. Only a couple of the best stereo cart-
ridges have done as well in our tests. and the
XUV/4500Q matched the best of those by
playing the maximum [00-micrometer level
with a 1.5-gram force (its maximum rating).
We used a 1-gram tracking force tor all sub-
sequent tests.

Although most CD-4 cartridges have a
rather low output voltage (2 to 2.5 millivolts is
typical at the reference test velocity of 3.54
cm/sec), the XU V/4500Q delivered a healthy
3.95mV. Furthermore, the output was identi-
cal on both channels (there is a 1.5-dB chan-
nel-balance spec, but our test cartridge was
much better than that). The intermodulation
(1M) distortion with the Shure TTR-102 test
disc was about 1.5 per cent at most velocities,
reaching 2.5 per cent at the maximum level of
27.1 cm/sec. This is a noteworthy achieve-
ment for any cartridge. let alone a CD-4 mod-
el operating at | gram, The high-frequency
tracking distortion. from the 10.8-kHz tone

bursts of the Shure TTR-103 record, was also
low up to the 30-cm/sec maximum of the rec-
ord. The square-wave response showed a sin-
gle cycle of overshoot and bounce at about
10.000 Hz. The low-frequency tone-arm/
cartridge resonance was at 5 and 6.5 Hz
(a double-peaked response). with a relative-
ly low amplitude of about 4 dB.

The frequency response in the audio range
was measured with the CBS STR 100 record.
It yielded an output flatness of =2 dB and a
channel separation of typically 20 to 30 dB
over the full 40- to 20.000-Hz range. The CD-
4 response was checked with the JVC TRS-
1005 record from | to 50 kHz: it produced an
output that was flat within =1.5 dB on one
channel and +3 dB on the other over that en-
tire range. Channel separation was also fully
maintained throughout, typically measuring
20 to 30 dB in the audio band and also in the
20 to 50 KHz carrier band: its minimum ot 15
to 20 dB occurred at about 10 to 12 kHz.
When we changed the cartridge load trom the
CD-4 values to a more conventional stereo
load ot 47 000 ohms and 335 pF, there was no
measurable change in frequency response up
to 20,000 Hz, thus confirming fully the stereo
compatibility of the cartridge.

® Comment. For listening tests. we used the
cartridge in conjunction with an early Pana-
sonic SE-40SH CD-4 demodulator. With all
the CD-4 discs at our disposal the sound qual-
ity seemed at least as good as we have heard
from other pickups (no direct comparisons
were made. however). At times, especially
with some of the older discs. there was an
occasional tendency to audible “break-up.”
which could sometimes be minimized by in-
creasing the tracking torce to 1.5 grams.
However. we have every reason to believe
that this problem is inherent in the specific
records used. and possibly in the early-model
demodulator they were fed into. At any rate.
no other cartridge we have used has done any
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In the graph at left, the upper curve represents the smoothed, averaged frequency response of the cartridge's right and left chan-
nels; the distance (culibrated in decibels) between it and the lower curve represents the separation between the two channels. The
inset oscilloscope photo shows the cariridge’s response 10 a recorded 1,000-11z square wave, which gives an indication of reso-
nances and overall frequency response. At right is the cartridge’s response to the intermodulation-distortion (IM) and 10.8-klz tone-

burst test bands of the TTR-102 and TTR-103 test records. These high velocities provide a severe test of a phono cartridge’s performance.

better on these apparently difficult-to-track
musical passages.

Asa stereo cartridge. the XUV/4500Q is in
a class with the best units we have used. On
the Shure ERA 111 test record, the two high-
est levels of the sibilance test and the highest
level of musical bells showed signs of mis-
tracking, as is the case with most cartridges.
Otherwise, the XUV/4500Q sounded clean
and unstrained at all times. especially with
ordinary commercial records whose levels.
unlike the test records —have not been de-
signed to stress any cartridge to its utmost.

The slight rise in output above 10,000 Hz,
though not enough to impart any obvious
brightness, is an ideal complement to the
reduced output shown by many speaker
systems in that frequency range and should
restore some of the fine edge of the program
content often lost in the uppermost octave of
the musical scale.

The Pickering XUV/4500Q is obviously
one of the best phono cartridges presently
available. One would probably not buy such
an expensive unit solely for playing stereo
records (although its Quadrahedral stylus

should produce substantially less record wear
at | gram than conventional elliptical or coni-
cal styli at the sume force). On the other hand,
there are few stereo cartridges that can out-
perform it in any of its individual characteris-
tics. and we know of none that could be said
to be a better stereo/CD-4 pickup. For use
only with CD-4 records, there are only a cou-
ple of cartridges (also quite expensive) that
are at all comparable. and here. too. the Pick-
ering offers a very hard-to-beat combination
of performance parameters.
Circle 106 on reader service card

Wollensak 4766 Stereo Cassette Ceck

® WOLLENSAK’s new Model 4766 cassette
deck. using their time-tested, highly regarded
transport mechanism, is a de luxe recorder
with provision for FM Dolby decoding
(during recording or separately). There is
switchable bias and equalization for the new
Scotch Classic ferri-chrome tape in addition
to conventional ferric-oxide and chromium-
dioxide tapes.

Screwdriver-adjustable recording-calibra-
tion controls make it possible to match the
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Dolby characteristics to any specific tape
formulation. These are factory-set for Scotch
I.ow-Noise/High-Density, Classic, and chro-
mium-dioxide tapes. When the 4766 is used
just for decoding ot Dolbyized FM broad-
casts. a front-panel switch shuts off the ma-
chine’s motor and transfers control of incom-
ing signal levels to a pair of screwdriver-slot
adjustments in the rear of the machine. Once
set for a particular FM tuner’s signal-output
level (a Dolby test tone transmitted by the sta-

tion at a 50 per cent modulation level should
provide a calibration reading of +2 dB on the
recorder’s meters). the main recording-level
controls can be set as required for other re-
cordings without disturbing the special FM
calibrations. The 25-microsecond time con-
stant now used for Dolby FM broadcasts is
applied automatically by the 4766.

The tape transport used in the Wollensak
machine needs little introduction to audio-
philes. Since its first appeuarance several
years ago. this basic mechanism has earned a
reputation for high performance. ruggedness,
and reliability in a number of recorders made
by Wollensak and several other manufactur-
ers. The operating controls. for PLAY. STOP.
RECORD. and PAUSE. are clearly distinguished
by their placement, shape. and direction of
motion in use to eliminate any possibility of
confusing their functions. A separate FAST
WIND lever. when shifted to either side of its
center OFF position, moves the tape at very
high speed (much faster than most cassette
mechanisins) in the indicated (backward or
torward) direction.

Six toggle switches along the front of the
panel control the FM DOLBY, REC/PLAY DOL-
BY. TAPE bius and equalization, MONO/STEREO
recording node. recording INPUT (for LINE,
MmIC. or a Mix of the two), and POWER. An
EJECT lever raises the cassette-well cover and
partially ejects the cassette. and a small panel
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section can be removed to expose the heads
fully for cleaning or alignment.

Along the back of the panel, behind the cas-
sette, are the pushbutton-reset index counter
plus signal lights to show when the tape selec-
tor is set for ferri-chrome or chromium-diox-
ide tapes and whether the Dolby system is
turned on. And adjacent pushbutton injects a
standard Dolby-level tone into the recording
circuits for calibrating the Dolby system.

At the right rear are two large illuminated
level meters. slightly angled for easier view-
ing. Above each meter is a red PEAK light that
flashes when momentary signal levels exceed
0 dB, and between them is a red RECORD light.
In front of the meters are four knobs for inde-
pendent adjustment of recording and play-
back levels on both channels. The line inputs
and outputs are recessed into the rear of the
recorder’s wood base. and a similar recess in
the front contains the two microphone jacks
and a stereo headphone jack. The Wollensak
4766 is 17Ya inches wide, 10Y4 inches deep.
and 6%2 inches high. including the smoky-
plastic cover supplied with it. The recorder
weighs 16 pounds. Price: $429.95.

® Laboratory Measurements. The Wol-
lensak 4766 was tested with the three tape
formulations for which it was factory adjust-
ed: Scotch LN/HD, Classic. and Chrome.
The input sensitivity for a 0-dB recording lev-
el was 47 millivolts (mV) for LINE and 0.13
mV for microphone (MiC) inputs, with the MiC
input overloading at a rather low 12.5 mV.
This suggests that to prevent overload a low-
output microphone or an external attenuator
had best be used when making live recordings
of loud sounds. In the Mix mode, the gains
were reduced by about 3 dB. The relative lev-
els of the line and microphone sources must
be set externally, since the recording-level
controls affect both inputs simultaneously.
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The maximum playback level from a 0-dB
recording level was 1 volt with LN/HD tape,
0.9 volt with Chrome, and 0.77 volt with
Classic. The PEAK overload-indicator lights
began to glow at +1 dB, with the brightness
increasing at higher levels.

With a 1,000-Hz signal recorded at 0 dB,
playback distortion was 2.3 to 2.7 per cent,
depending on the tape used. The reference
harmonic-distortion level of 3 per cent was
reached at +2 dB with LN/HD. +1 dB with
Classic, and +0.5 dB with chromium-dioxide
tape. Signal-to-noise ratios of the three tapes
(with IEC “*A* weighting) were, respectively.
53.8. 54.2. and 55 dB referred to the 3 per
cent distortion level. With the Dolby system
switched in, these figures improved to 62, 60,
and 61.5 dB. Through the mic inputs, at maxi-
mum gain, the noise increased by 12.5 dB, but
at normal gain settings the added noise was
not significant.

The transport of our test sample ran about 1
per cent fast. A C-60 cassette was fast for-
warded and rewound in 45 seconds. Wow was
literally unmeasurable (0.0l to 0.35 per
cent), and the unweighted r.m.s. flutter was
about 0.14 per cent—similar to our test re-
sults with other decks using this transport.

We measured the playback frequency re-
sponse with a Nortronics AT-200 test tape for
the 120-microsecond *“‘standard™ playback
equalization. and a Teac 116SP tape for the
70-microsecond eqgualization used with chro-
mium-dioxide and ferri-chrome tapes. The lat-
ter was virtually flat within +0.5 dB trom 40
to 10,000 Hz, while the former was within +2
dB from 100 to 10,000 Hz and rose at lower
frequencies to +6.5 dB at 31.5 Hz. Like that
of many recent recorders, the 4766’s play-
back equalization at 50 Hz does not conform
to the curve of the Nortronics tape, which
accounts for the apparent bass rise.

The record-playback frequency response
was unusually flat over the full audio range at
a —20-dB recording level. With the Scotch
LN/HD tape it was within +0.5 dB from 60 to
13.000 Hz and it was down 3 dB at 37 and
14.500 Hz. At a 0-dB level, the usual high-
frequency roll-off occurred because of tape
saturation. with the two curves intersecting at
10,500 Hz. The Classic tape response was 1
dB from 50 to 14,500 Hz. down 3 dB at 37
and 15.000 Hz. Its 0- and —20-dB curves in-
tersected at 14,000 Hz. indicating its superior
high-frequency capability. Finally, the chro-
mium-dioxide tape produced the widest re-
sponse at —20 dB —within +0.5 dB from 70 to
15.000 Hz, and down 3 dB at 35 and 15.400
Hz. Its 0- and —20-dB curves intersected at
13.400 Hz. placing it about haltway between

the ferric-oxide and ferri-chrome tapes in this
respect.

The meters read +2 dB (their Dolby cali-
bration level) when we played a 200-nanowe-
bers-per-meter Dolby-level tape. Their ballis-
tic response was very close to that of a true
VU meter. with 0.3-second tone bursts read-
ing at about 95 per cent of their steady-state
indication.

® Comment. Having had experience with the
Wollensak transport in 3M and other ma-
chines over a number of years, we felt com-
pletely at home with the 4766. Although
it may lack the glamour and feather-touch
pushbuttons of a solenoid-operated mecha-
nism, the Wollensak transport has what we
consider to be some of the best human engi-
neering in this field, as well as being one of the
most time-tested designs in current cassette-
recorder manufacture.

The only disconcerting note was the fact
that when the fast-speed lever was used it
remained in either operating position rather
than being spring-loaded to return to its center
“off”’ position when released. Since the auto-
matic end-of-tape shutoff and mechanical dis-
engagement do not function in the fast-wind-
ing modes, one must still stand by to shut off
the machine when the tape stops. Also, in
view of the very fast winding speed of the
Wollensak mechanism, we have never consid-
ered the need to hold the lever (in the original
design) a hardship. but perhaps others have.

The headphone output of the 4766, which is
intended to drive 8-ohm phones, is one of the
very few we have encountered that can also
deliver a strong and listenable volume with
high-impedance (200-ohm) phones. The PEAK
lights are a very useful guide to setting safe
recording levels, since the tape begins to satu-
rate (overload) just above 0 dB, and one must
normally keep the maximum meter readings
somewhat below that level. By setting the
gain so that the lights just flicker on the high-
est peaks, one is reasonably sure of having a
distortion-tree recording with the best possi-
ble signal-to-noise ratio.

The FM Dolby feature, which is found ona
few other recorders. is a strong “plus” of the
4766 because of the way it is interlocked with
the recorder controls. For simply listening to
a decoded Dolbyized station, the deck’s mo-
tor is shut off. However, a recording can be
made at any time (without going through Dol-
by decoding) merely by pressing the RECORD
and PLAY buttons. In addition, since only a
few tuners and receivers have available the
25-microsecond de-emphasis characteristic

(Continued on page 34)
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’ Automatic reverse has not been generally
associated with high quality in tape recording.
~ But as Dual has long proven with automatic

' | ~ turntables, convenience can accompany precision
Th D l ~ performance.
e ua o Since the primary reason for selecting
~ acassette deck is its performance quality, let's
casselte deCk. _consider this first. With standard tapes, the
' - frequency response of the Dual cassette deck
T " extends from 20 to 14,000 Hz at =1.5dB and to
- 17,000 Hz at =3 dB. Wow and flutter (DIN
. weighted) is 0.07%. Harmonic distortion is less
. than 1.5%, and signal-to-noise is greater than
50 dB; 59 dB when the Dolby system

is switched in.
The motor is Dual's well-known

-® Continuous-Pole/ synchronous
.. _a motor which has long proven its
- reliability in our finest automatic
o £ turntables. A precision-ground fiat

belt transmits power to the capstans.
A separate drive belt powers tape
take-up. The VU meters are ballistically
- damped to provide precisely the rise time and
overshoot characteristics specified for broadcast
~ quality meters.
' Now for convenience. Automatic reverse
lets you double the playback time of any cassette.
- Continuous-play lets you hear both sides over
and over until you shut the machine off. Recording

is bi-directional, eliminating the need to turn the
The m cassette over at the end of side one. Rewind time
h h ri - for a C-60 cassette is 60 seconds flat.
= You can see the rest for yourself in the
: lg pe omm photograph. This cassette deck is also typically
rec's'on deck Dual inappearance: clean, functional, uncluttered.
p If you own a Dual turntable, you've come to

J' appreciate these qualities. And if you're about to
own a cassette, you'll appreciate some additional
- niceties of the Dual. The meters tilt up for viewing

aulmnahc _'_ from across the room. The viscous-damped

|
reverse.
if

cassette holder rises smoothly and silently when
the eject button is pressed. The built-in Dolby test
oscillator precisely adjusts tor any tapes, today's
or those of the future.

In short, this cassette deck was designed
with the same philosophy that Dual has espoused
for years: the most serious audio equipment can
also be the easiest and most convenient to use.
Price: $450.

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

Exclusive U.S. Distribution Agency for Dual



required for proper FM Dolby decoding for
either recording or listening. the inclusion of
this feature in the Wollensak 4766 eliminates
the need for an external adapter.

There is little one can say about the sound
quality of the 4766. [t is in every way typical
of the finest cuassette-deck performance —
which is to say, very fine indeed. We were
somewhat surprised to find that the ferri-
chrome tape, even with the presumably opti-

mized circuits of the 4766, did not signif-
icantly surpass the chromium-dioxide or
low-noise tapes. Perhaps the super-critical
recordist will prefer the marginally better
high-trequency saturation properties of the
Classic tape. For our part. there was little to
choose from among the various tapes with
respect to the final listening quality. They
were all excellent.

As we see it, the Wollensak 4766 is a ma-

® AiTHOUGH the Tannoy name has long
been associated with loudspeakers. Tannoy
(America) Ltd. has recently begun to distrib-
ute a line of fine record players manufactured
in Japan by Micro/Seiki. At the top of the
Tannoy/Micro line is the de luxe Model
TMS5DD. whose 3Ys-pound cast-aluminum
platter is driven directly by the shaft of a ser-
vo-controlled d.c. motor at either 33Ys or 45
rpm. Separate vernier adjustment knobs for
each speed. with a nominal *6 per cent range,
are located on the front of the base, where
they are accessible even with the cover
lowered.

The edge of the platter carries four rows of
raised stroboscope dots tor both speeds and
either 50- or 60-Hz power lines. (The turn-
table speed. of course, is not affected by line
frequency. but the neon lamp that provides
the stroboscopic illumination of the platter
markings is.) The TMS5DD is a completely
manual record player with no automatic fea-
tures. [ts tone arm is made with jewel-like
precision, but it must be placed by hand in the
lead-in groove and removed from the run-out
groove at the end of the record. The counter-
weight position is adjusted by rotating it for
arm balance; what appears to be the forward
section of the weight is then turned to align its
zero calibration against a reference mark on
the tubular-arm body. Similar systems are
used on other arms, but most of them require
the main weight to be held in place while mak-
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ing the zero adjustment. In the Micro arm, the
two rotating sections of the counterweight,
although they appear to be a single unit. are
constructed so that the tracking-force scale
turns completely independently of the main
weight. after which the latter is rotated by its
knurled ring, turning both sections to place
the desired tracking-force calibration (from 0
to 3 grams, at 0.25 gram intervals) against the
reference line.

A dial on a horizontal extension of the pivot
support is calibrated from 0 to 3 grams: this
supplies the anti-skating correction. The arm-

chine designed to be wired into a good music
system. including a non-Dolby FM tuner.
When so used (in contrast to making “live”
recordings. for which it is less well suited), it
will probably do as many things for as many
people as any cassette machine we know of.
Furthermore. it does them about as well as
the current state of the cassette art allows,
and at a very down-to-earth price.
Circle 107 on reader service card

lift bar and its operating lever are also next to
the pivot structure. and they provide damped
lift and descent of the arm.

The low-mass metal cartridge shell plugs
into the end of the arm and is held in place
with a locking ring in the manner of many
other European and Japanese arms. The fin-
ger lift is integral with the sliding cartridge
mount, and a plastic jig is supplied for setting
the correct stylus overhang. The single oper-
ating lever on the motorboard switches the
turntable to 45 rpm when moved toward the
rear and to 33 '3 rpm when moved toward the
front. the center position being OFF.

The base of the Tannoy/Micro TMSSDD is
rather large (18Y2 x 13Y2 inches) and is hand-
somely finished in what appears to be rose-
wood. The tinted. easily removable plastic
cover is hinged. and it remains open without
additional support. The entire unit is sup-
ported on four adjustable feet that act as
vibration and shock isolators. Each can be
screwed out over a range of nearly one inch.
so that the turntable can be leveled on almost
any mounting surface with the aid of the cir-
cular bubble level on the motorboard. The
Tannoy/Micro TMSSDD is approximately
18Y2 inches wide. 13Y2 inches deep. and 6
inches high (with the cover lowered); it
weighs 18 pounds. Price: $330.

® Laboratory Measurements. We tested the
Tannoy/Micro TMSSDD with an ADC
XI.M MKII cartridge installed in its tone
arm. The low-frequency resonance was at
approximately 10 Hz. Since this cartridge
resonates at 8 Hz in a typical good-quality
record-changer arm. it is evident that the Mi-

The pivot areua of the
precisely machined
tone arm incorporaies
the anti-shating
adjustment and damped
cuing lever.
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cro arm has a relatively low effective mass is
spite of its physically large appearance. The
tracking-force calibrations were accurate
within 0.05 gram over their full range. The
anti-skating dial had to be set about 0.5 to |
gram higher than the tracking force for opti-
mum correction. The cueing system operated
smoothly. with no lateral drift during the arm
descent. The tracking error was less than 0.5
degrees per inch over the record’s playing sur-
face (between radii of 2.5 and 6 inches). The
manufacturer states that the Tannoy/Micro
arm was designed to be compatible with CD-4
cartridges, and this was confirmed by the
measured wiring and cable capacitance of 95
picofarads per channel.

The turntable reached its synchronous
speed in about 4 seconds at 33%s rpm. The
vernier speed adjustments had a range of +7.2
to —5.2 per cent at 33Y3 rpm, and from +8.6
to —5.8 per cent at 45 rpm. A change in line
voltage from 95 to 135 volts had absolutely no
effect on the operating speed, which aiso did
not shift detectably over long periods of oper-
ation. Wow and flutter. as one would expect
from a well-engineered direct-drive turntable,
were very low. The unweighted rms wow
measured 0.035 and 0.045 per cent at the
33Y3and 45-rpm speeds, and the flutter read-
ings were, respectively. 0.035 and 0.03 per
cent. The unweighted rumble was —35 dB, but
since it was concentrated in the sub-sonic fre-
quency range, applying RRLL audibility
weighting reduced the figure 1o a very good
—62 dB.

® Comment. The simple statement that the
Tannoy/Micro TMS5SDD easily met or sur-
passed all its specifications completely fails to
convey a sense of the “‘feel” and of the taste-
ful styling of the total package. In its technical
performance aspects, the TMS55DD is cer-
tainly the effective equal of the best of today’s
record players, and (in our view) it is also one
of the handsomest pieces of equipment we
have seen in some time. Admittedly, styling is
a subjective matter, but we could not help
being impressed by what appears to be a most
successful wedding of form and function.

The adjustable mounting feet of the
TMSSDD ( a feature most of us tend to ignore
in favor of the more publicized aspects of rec-
ord-player design) are remarkably effective in
both of their intended functions. Leveling the
base takes a few seconds, and the soft mounts
isolate the record player from external vibra-
tion with considerable effectiveness. 1t would
be difficult, if not impossible, to induce acous-
tic feedback with this unit unless it were
placed directly on top of a speaker that had
powerful bass response. Rough measure-
ments suggest that its isolation from the sup-
porting surface, in the frequency range from
20 to several hundred hertz, is from 10 to 30
dB better than that of a couple of highly re-
garded record players we have checked in a
similar manner. This new measurement tech-
nique has recently been undertaken at H-H
Labs in the hope that it will yield quantitative
data on the susceptibility of record players to
acoustic feedback. As we gain experience
with other record players, we expect to have
some specific results to report.

To sum up, the Tannoy/Micro TMS5DD,
although lacking the automatic features of
most comparably priced units, nevertheless
does offer some very concrete advantages to
the user, in addition to being a thoroughly
competent and attractive product.

Circle 108 on reader service card
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“The Sony TC-756 set new records

ﬁ. - SONY

i TYPE A-11A uu N JAPAN

" SONY

7vPE R-113 VADE IN JAPIN

TC-756-2 Stereo
Deck also features 15 and

7% ips tape speeds; Ferrite & Ferrite
2-track/2-channel stereo three-head configuration;
symphase recording that allows you to record FM matrix or SQ**
4-channel sources for playback through a decoder-equipped
4-channel amplifier with virtually non-existent phase
differences between channels. Also available, TC-756

with quarter-track/2-channel stereo head configuration.




for performance of home tape decks.’

Hirsch-Houck Laboratories further noted, “The
dynamic range, distortion, flutter and frequency-
response performance are so far beyond the limitations
of conventional program material that its virtues can
hardly be appreciated”

The frequency response of the TC-756-2 is rated
at 30 to 30K = 3 dB at 15 ips. Hirsch-Houck Labo-
ratories said, “Although no claims are made for the
TC-756-2 in this regard, it is the first machine we
have seen whose frequency response should allow it
to copy CD-4 discs in their encoded form”

The Sony TC-756-2 is representative of the pres-
tigious Sony 700 Series —the five best three-motor
10%-inch reel home tape decks that Sony has ever
engineered.

Like the TC-756-2, all feature a closed loop dual
capstantape drive system that reduces wow and flutter
to a minimum of 0.03%; logic controlled transport func-
tions that permit the feather-touch control buttons to
be operated in any sequence, at any time without spill-

(Stereo Review, February, 1975)

ing or damagingtlape; an AC servo control capstan
motor and an eight-pole induction motor for each of the
two reels; a record equalization selector switch for
maximum record and playback characteristics with
either normal or special tapes; mic attenuators that
eliminate distorticn caused by overdriving the micro-
phone pre-amplifier stage when using sensitive con-
denser mics; tape/source monitoring switches that
allow instantaneous comparison of program source to
the actual recording; a mechanical memory capability
that allows the machine to turn itself on and off auto-
matically for unattended recording; and a full two-
year guarantee?

In addition, each deck has its own versatile combi-
nation of built-in professional functions.

Sony engineers know that it's not one feature—
but a combination of high performance features that
makes a good unit great. Sony knows. Stereo Review
knows. If you're a serious recordist, you'll want to know
more about the Sony 700 Series.

SONY.

Brought to you by

SUPERSGOPE_

. ‘j,‘ -
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TC-755 Stereo Deck also offers
the lowest price in the Sony
700 Series at $699.95; Ferrite
& Ferrite heads; symphase
recording; 7% and 3% ips tape
speeds; tape path adjuster for
even tape winding.

TC-758 Automatic Reverse Stereo
Deck adds features like programmable
autoreverse and bi-directional record-
ing that allow up to 6 hours continuous
record and playback time—Ilonger
than any Sony unit; roto-bilateral
Ferrite & Ferrite heads that cffer wider
frequence response, better tape-to-
head contact and less distortion than
other magnetic heads; symphase record-
ing; and 7% and 3% ips tape speeds.

TC-788-4 Quadradial Deck features 4-
channel record and playback; built-in
PAN POTS that function as a built-in
mixer; synchro-trak that allows record
heads to double as playback heads for
perfectly synchronized multi-track
(sound-with-sound) recording;
mode selector switches that make it
virtually impossible to erase mas-
ter track while recording additional
tracks; and 15 and 7% ips tape speeds.

*Superscope, Inc. guarantees to the original registered owner that all parts will be free from operating defects for two years from purchase date. Product will be repaired or replaced
free of charge in the sole discretion of Superscope, Inc., provided it was Rurchased in the U.S.A. from an authorized dealer. The serial number cannot be altered or removed. Product

must be serviced by authorized Su erscoge repair technicians only

change without notice. Consult the Yellow

CB8S, Inc. © 1975 Superscope, Inc., 8150 Vineland Ave., Sun Valley, CA 91352. Prices and models subject to
ages for your nearest Superscope dealer. Send for free catalog.



HE SIMELS
REPORT

By STEVE SIMELS

MY FRONT PAGES

Y younger brother's passion—or per-

haps it’s a mania —for film exceeds even
mine for music. 1 mean, he’ll sit through four
hours of a Republic serial without even going
to the john! But his mania has its uses: not
long ago | was browsing through an esoteric
film journal in his collection and chanced
across an article whose basic premise 1 have
decided to crib. Titled simply “Things We
Like.” it was a completely and openly subjec-
tive (what else?) catalog by two film nuts of
moments they found memorable in various
motion pictures. One moment that stopped
me —and it’s the only entry 1 can remember,
by the way — was the opening: ‘‘Mariette Hart-
ley’s wedding in Peckinpah’s Ride the High
Country.” Lovely.

Anyway, after worrying away at my own
list culled from twenty-odd years of rock-and-
roll, I've decided at last to air the dirty linen in
public. What follows is simply a random run-
down of things that have given me pleasure,
rock-wise. over the years—specific songs.
events, brief musical bits. | won’t pretend. as
much as I’d like to (ought to?). that any of
them have any significance other than show-
ing where my own head is at, but never mind.
This is strictly for browsing. 1'm willing to bet
any rock fan could come up with a totally dif-
ferent list that would be equally valid and just
as much fun. So, without further ado, "Things
I Like.”

George Harrison's last harmonic on the
solo from Nowhere Man.

Charlie Watts hitting the bell of his cymbal
on the final line of Dead Flowers.

The opening a cappella harmonies on Fair-
port Convention's version of Percy’s Song.

The Beach Boys’ background ah-ohm-wop-
diddits on This Whole World.

Smokey Robinson’s heartrending wordless
vocalizing at the end of Qoo Baby Baby.

Keith Richards’ guitar solos on Down the
Road Apiece.

Dave Davies’ finger-picking on the fade-out
of the Kinks' See My Friends.

Roy Wood introducing his solo on Turkish
Tram Conductor Blues with a coy ""Oh, yes.”

All of Bruce Springsteen’s Rosalita.

Bob Dylan's spoken introduction for Like a
Rolling Stone on the Albert Hall bootleg.

The back-up vocals on the last verse of the
MC 5°s Shakin’ Street.

Steve Marriott’s screaming at the end of the
Small Faces’ Tin Soldier.
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David Crosby's harmonies on the last
verses of the Byrds® Fifth Dimension and
I Come and Stand at Every Door.

The drunken Dixieland band on the Stones’
Something Happened 1o Me Yesterduy.

Arlene Smith’s singing on the Chantels’
Maybe.

The production (especially of the percus-
sion) on Martha and the Vandellas' Dancing
in the Street.

Paul McCartney's bass line on A4 Little
Help from My Friends.

Keith Moon’s drumming on the final break
of HappyJuck.

Eric Clapton’s lead guitar on the studio ver-
sion of Badge.

Stevie Winwood’s organ work on the end-
ingof I'maMan.

Jeff Beck’s guitar solo on the Yardbirds’
Train Kept A-Rollin’.

Keith Richards’ forgetting to turn on his
fuzz-tone during Satisfaction on the Ed Sulli-
van Show in 1966.

Todd Rundgren’s guitar work on the
Nazz's Under the I ce.

Leon Russell’s piano on Dylan’s Watching
the River Flow.

Alan Price’s two-fingered organ solo on the
Animals’ Boom Boom.

Johnny Johnson’s boogie-woogie piano
break on Chuck Berry’s School Davs.

Jimi Hendrix's solo on Little Wing.

Roger Daltrey’s “Yeahhhhh!!!"" after the
instrumental section of the Who's Won't Get
Fooled Again.

The censored original cover for ‘‘Beggars
Banquet.”

The uncredited piano player (Carole King?)
on the Chiffons’ One Fine Day.

Steve Stills’ and Neil Young’s guitar duet
on the original Bluebird.

Skip Spence’s mumbled vocal on Moby
Grape's Seeing.

The rave-up during the Kinks' Milkcow
Blues (studio and live versions).

Buddy Holly’s rendition of Slippin' and
Stidin’.

The Stones doing Under My Thumb at
Altamont, as seen in Gimme Shelter.

Van Morrison’s harp break on Mystic Eves.

Joni Mitchell’s long-held notes and guitar
work on Marcie.

lan Hunter's primal (what else?) screaming
on Mott the Hoople's The Journey.

The fact that Dylan is removing Pete
Hammill's liner notes from ‘‘Blood on the
Tracks.”

The back-cover photo on the English EP
version of “Got Live If You Want 1t.”

Paul Buckmaster's orchestral evocation of
Vaughan Williams at the conclusion of Moon-
light Mile.

Paul McCartney’s vocal on Long Tall Sal-
Iv. (Not to mention Ringo’s drumming or
George's second solo.)

The out-of-tune twelve-string and falsetto
vocal on the Stones’ Singer Not the Song.

Gary Brooker’s scream of **Here 1 Go!”
from Rambling On.

Nicky Hopkins’ electric piano on the Bea-
tles’ Revolution.

Zal Yanovsky’s solo album.

Lou Reed’s singing on the last verse of the
original Sweet Jane from *Loaded.”

John Fogerty’s harmonica on Riun Through
the Jungle.

John Mendelssohn’s review of "'Led Zep-
pelin 11.”

The Move’s Tonighi.

“Beatles V1.”

Joan Baez’s unintentionally hilarious at-
tempt at soul singing on the Righteous
Brothers' You’ve Lost That Lovin® Feelin’ (in
the 1966 rock film The T.N.T. Show).

Almost anything by Dave Edmunds.

Carly Simon’s legs (but not her records).

John Lennon forgetting the words to /elp/!
on the Ed Sullivan Show.

The echoed hand-clap before the end of the
Zombies’ Tell Her No.

John Entwistle’s bass figures on the “teen-
age wasteland” portion of Baba O’Reilly.

Rod Stewart’s “Whooo!!!"” on the Faces’
Had Me a Real Good Time.

Iggy Stooge’s Ray Davies imitation on
Gimme Danger.

The Beatles’ Shea Stadium Concert film.

Elvis’ weight problem.

Jack Cassady’s eyebrows. (Also, his bass
on the Airplane’s Other Side of This Life.)

Lou Reed being reduced to tears by anti-
Semitic remarks during his recent Italian tour.

Steppenwolf’s Born to Be Wild as featured
in the credit sequence of Easy Rider.

Keith Richards’ teeth.

Carl Wilson's twelve-string break on the
Beach Boys® Dance Dance Dance.

B. J. Wilson’s one-measure drum solo on
Procol Harum’s The Devil Came from Kan-
sas.

Neil Innes’ “‘worst guitar solo in history”
from the Bonzo Dog Band's Canyons of Your
Mind.

West., Bruce and Laing titling a banal slow
blues S/ow Blues.

And, of course. just everything from “Exile
on Main Street.”

LIEYS
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With an Empire wide response cartridge.

A lot of people have started “trackin’” with Empire cartridges for more or less
reasons.

More separation: “Separation, measured between right and left channels at
a frequency of 1 kHg, did indeed measure 35 dB (rather remarkable for any car
tridge)” FM Guide, The Feldman Lab Report.

Less distortion: . the Empire 4000D/Ill produced the flattest overall re
sponse yet measured from a CD-4 cartridge —within =2 dB from 1,000 to 50,000
Hz” Stereo Review.

More versatile: “Not only does the 4000D/11l provide excellent sound in both
stereo and quadriphonic reproduction, but we had no difficulty whatever getting satisfactory
quad playback through any demodulator or with any turntable of appropriate quality at our
disposal’’ High Fidelity.

Less tracking force: “The Empire 4000D/Ill has a surprisingly low tracking force in the
Ya gram to 1% gram region. This is surprising because other cartridges, and | mean 4 channel types, seem
to hover around the 2 gram class” Modern Hi Fi & Stereo Guide.

For the complete test reviews from these major audio magazines and a free catalogue, write:

Empire Scientific Corp., Garden City, N.Y. 11530.  Mfd. US A. MI E

Choose the Cartridge Designed to Play Best in Your System

Plays 4 Channel Discrete (CD4) Plays 2 Channel Stereo
r and Super Stereo 1 o o

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

1€ Same

e 3 VISR
Mode! b/ D/ D/l E/N E/I E/I -
R
P G 5-50,000 5-45,000 10-40,000 | 5-35.000 |6-33.000 | 8-32,000 [10-30.000 |10-28,000
Output Voliage per
Channe! at 3.54 cm/sec 3.0 3.0 3.0 50 50 50 50 50
groove velocity:
Channet Separation | MOfe ian  § - more fhan 3508 3508 3508 | 35d8 | 3008 | 30dB
g m g vato 1% Y20 1% %t0 1% wic 1% | 2o | %o 1103 1103
miniature nude | miniature nude{ miniature nude nude nude nude
diamond with | diamond with | diamond with elliptical elliptical | elliptical elliptical | spherical
= T 1 mil tracing .1 mil tracing 1 mil tracing diamond | diamond | diamond | diamond | diamond
radius radius radius ox 7mil | 2x 7mil | 2x.7mit |-3x.7mil 7 mil
"“4 Dimensionall ™4 Dimensional | *4 Dimensional
. turntable or  |turntable or furntabie or Jturntable or | changer | changer
For Us2In: turntableonly | turntable only changer changer changer | changer aniy only
(White) (Yellow) (Black) (Clear) (Blue) (Green) (Red) (Smoke)™ |
i
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Radioe fhaek
50%-OFF TAPE SALE"

TO GET YOU INTO
REALISTIC SUPERTAPE

(even if you're there already)

‘ﬁ: el = -“’u-'w'“:#c"‘ ) Mivures
P AL 1800FT Tl
TRREALISIIC. santren 1 s . |
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T o wam FOR THE RECORDING PERFECTIONIST FOR THE ReCoRog PERFECTIOMST
CASSETTE OFEN REEL 8 TRACK

Join the big switch to Supertape and save a neat 50% on your trial order at any
participating Radio Shack store or Dealer. It's made in our factory on the newest
equipment and to the highest standard we could set. It's internationally sold and
acclaimed. Let your recorder and your ears be the judge. Not our advertnsnng

Not theirs. Try Supertape today. There’s only one place you can find it .
Radio Shack!

“At Participaling Radio Shack Stores and Dealers Now Through Sept. 30, 1975

L——! - —

Radio Shack's 8 - “ Ty The nation’s newest

Own tape factory oy JELEL. O U tape manufacturing operation

in Fort Worth, Texas devoted exclusively to audio tape
l_ __________________________________________ 1
1 & - _-l ! ) Lx | <l

551 551 = | = 551 —
' GET ONE ! GET ONE = GET ONE = |
| | I1C -
I SUPERTAPE I SUPERTAPE 1< SUPERTAPE =
= CASSETTE > | & OPEN REEL I CARTRIDGE =
| &@ AT NO EXTRA COST — | AT NO EXTRA COST — | = AT NO EXTRA COST = )
| < when you buy the same cas- | o= when you buy the same reel ) | when you buy the same 8- N |
| & sette at the regular price at — | at the regular price at any > track cartridge at the regular |
I‘ ~ any participating Radio Shack- 1 participating Radio Shack > ] < price at any participating I
: > store or Dealer. Limit one. ] — store or Dealer. Limit one. = i Radio Shack store or Dealer.

’ (‘C‘Z This coupon must accompany 2 This coupon must accompany : Limit one. This coupon must d |
| = your in-person purchase. > | : your in-person purchase. | accompany your in-person = |
| E None sent by mail. . | None sent by mail. | purchase. None sent by mail. i |
| = store#_ 1= stores =] store#_ =1
i @ Sale Ends Sept. 30, 1975. — | sale Ends Sept. 30, 1975, — | = sale Ends Sept. 30, 1975. = |
| 2000900009900 RIA R12 990000R
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GOING

By JAMES GOODFRIEND

Music Editor

PASSING THE BATON

ECENTLY, Pierre Boulez announced that
he would no longer lead the New York
Philharmonic Orchestra after 1977. The an-
nouncement, or something like it, had been
expected for some time, for rumbles of dis-
content had been steadily building up in musi-
cal circles. and even the least sensitive ob-
server must have understood that Boulez him-
self had reservations about the job—though
he is too much the professional, and too much
the gentleman, to have aired them publicly.
Naturally, this brings up the question of who
will succeed him. But it also raises some larg-
er questions about conductors and orchestras
today, their mutual pressures, and their some-
what conflicting demands.

Boulez is not the only conductor of a major
ensemble about to leave it. At the National
Symphony in Washington, D.C., the board of
directors informed Antal Dorati—who had
not yet resigned—that his successor. as of
1977-1978, had already been chosen: Msti-
slav Rostropovich, the eminent cellist-turning-
conductor. In St. Louis, Walter Susskind has
recently conducted his last regular-season
concert as music director. He will be replaced
by Jerzy Semkow. Other relatively recent
appointments include Seiji Ozawa as director
of the Boston Symphony, James Levine as
music director of the Metropolitan Opera (he
was formerly principal conductor), and André
Previn as director of the Pittsburgh Sympho-
ny. Leonard Bernstein has also made loud
noises about wanting to return to the New
York Philharmonic in some capacity, though
it is doubtful that taking on, once again, the
responsibilities of music director is exactly
what he has in mind.

It is just those inherent responsibilities of
the job of music director, of course, that make
it seem that both orchestras and conductors
are going about things in what must ultimately
prove to be a self-defeating way. The New
York Philtharmonic — using the name to cover
not only the orchestra but the board of direc-

tors and the audience as well —has not really
been satisfied with a music director since . . .
well, / don’t go back that far. Rodzinski. Sto-
kowski. Mitropoulos. Bernstein, Boulez— all
have come in for harsh criticism and some-
times outright antagonism. The announce-
ment in Washington — to cite a different exam-
ple —provoked an ill-considered letter to the
Pos:t saying that Dorati, who, after all. had
built the orchestra up from a mediocre ensem-
ble to an estimable one. was an advocate of
“elite programming™ and that Washington
would be better off under Rostropovich. I
wonder. He is not the music-director type.

LEAVING aside all the social folderol and
the nonmusical administrative duties and deci-
sions, a music director has two principal jobs:
first, to build and maintain an orchestra at a
high level of proficiency: and second. to direct
the repertoire in such a way as to keep audi-
ences happy and interested, so that the house
will be filled at every concert. The first of
these demands that the music director be
there, with the orchestra, for most of the sea-
son. He simply cannot make the orchestra
grow. or even maintain its best present level,
if he is not familiar with the day-to-day capa-
bilities of every individual member of the en-
semble. That is not something to be assimilat-
ed on planes jetting from one guest appear-
ance to another.

The second of these jobs requires that the
music director be a specialist in the familiar
and even the commonplace. He must know
the basic orchestral repertoire and know it
cold because. novelties aside, thar is the mu-
sic that keeps subscribers coming back, r/har is
what makes board members happy, rhai is the
magic formula which attracts and holds the
newer and younger audiences still in the
throes of their first discovery of Tchaikovsky
and Beethoven.

How many major conductors today would
sit still for these requirements if they were
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really required? That kind of job-with-obliga-
ttons is the success story of an earlier day, not
of our own. Important conductors today want
an orchestra already so accomplished that it
bas nothing left to learn but what the conduc-
tor wants in this piece or that. Will a Bernstein
take precious time (his own and the orches-
tra’s) to drill and re-drill the strings into play-
ing smoothly, together, and on pitch? He
didn’t, as many records still in the catalog will
testify, when he was music director of the
Philharmonic. Will a Boulez put aside his
concerns with contemporary music and take
the time to master not only the notes but the
performance traditions of a Beethoven sym-
phony? His sole recording of a Beethoven
symphony seems to deny it. Will a Maazel
(now in Cleveland) be content (o provide rela-
tively standard interpretations of standard
works because his audience (unlike himself) is
still learning the music? The eccentricities of
many of his prior recordings make it seem
very unlikely.

Most major conductors today think about
the post of music director either as a sinecure
and a base from which to branch out to inter-
national guest appearances, or else as a chal-
lenge to shape the musical life of a community
in the way rhey think it should go. The first of
these attitudes is cynical: the second is, given
today’s situations, somewhat unrealistic. At
amy rate, somebody invariably gets frustrated:
the orchestra goes to pot, or the audience re-
bels against the programming: the conductor
resents time expended on drilling the orches-
tra in basic playing techniques. or he finds
himself at war with the board in regard to rep-
ertoire: the orchestra begins to play better
for visiting conductors than for its own music
director and finds it prefers to play for one or
more of the visitors. These may not be intoler-
able conditions. but they are not healthy ones
either.

If we conclude, therefore, that there is a
problem that will not get solved through cur-
rent ways of doing things, there are still dif-
ferent approaches to betterment. Perhaps the
music director should nor be an international
ly famous “glamour” conductor but someone
younger, someone willing to invest all his en-
ergies and talents in the building of an orches-
tra and the purveying of standard repertoire to
a continually growing and changing audience.
The “big’” conductors would come in for
guest appearances, find a well-disciplined
ensemble waiting for them, conduct their spe-
cialties, and move on. Such a situation would
imply that the post of music director is nor the
top of the heap — but then it isn’t today, except
in name.

( )R another approach: since most “big”
conductors are more or less specialists in cer-
tain areas of the repertoire today (and most of
them not in the standard areas), perhaps the
Boston should restrict itself pretty much to
what Ozawa is best at, the St. Louis to Sem-
kow's specialties, and so on, and let the visit-
ing conductors do whatever basic repertoire
is to be done. | would guess that something of
the sort is what Boulez had in mind when he
came to the Philharmonic. 1t is. of course. not
what happened.

Directors, players, conductors, audiences,
and record companies might do well to keep
these things in mind before selecting this or
that individual as the “logical” man to assume
the directorship of any given orchestra. The
lines of succession are not so clearly drawn as
they might think.
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TH
OPERA FIL

By \/\/ILUAM LIMINGSTONE ‘)

MY SUMMER VACATION

NlUSIC lovers in New York. particularly
opera fans, used to get a little time off in
the summer. The Metropolitan and the New
York City Opera Company would end their
seasons in the spring., and we could spend free
evenings putting our record collections in
order and maybe even get away to the beach
fora few weeks. No more! The “season™ now
seems never to end. New opera-producing
companies keep springing up. and we get oc-
casional visitors {rom elsewhere (Moscow’s
Bolshoi Opera is already poised to spring at
us). And with the continuing decentralization
of the performing arts in this country there are
more frequent and more tempting productions
to lure operaphiles to such places as Santa Fe,
Houston. Seattle. and Boston.

Shortly after the end of the Met season this
year, Sarah Caldwell. artistic director of the
Opera Company of Boston. had large num-
bers of fans traveling up from New York for
America’s first staged production of Berlioz’s
Benvenuto Cellini. Jon Vickers sang the title
role, and other principals were Patricia
Wells, Nancy Williams. Gimi Beni. Donald
Gramm, and John Reardon. Miss Caldwell
mounted and conducted the work herself. and
I was most impressed by her ingenious stag-
ing. which included the casting of Cellini’s
famous statue of Perseus before our very
eyes.

The production was an important event in
the current revival of French opera and was
well worth the trip to Boston. But, despite
Miss Caldwell’s clever direction, Benvenuto
Cellini did not work for me as a theater piece
(dramatic construction was not Berlioz’s long
suit). There is some wonderful music in it,
however, and it was fun to hear familiar bits
from the Roman Carnival Overture sung. The
performance was in English, and English so
well projected that one could follow the com-
plicated plot easily. This made me wonder
whether, given the current shortage of French
singers. it might not be wise to do certain
other French operas in translation.

Back in New York, | was still turning this
thought over in my mind when | went toa per-
formance of Ravel’s opera-ballet L'Enfant et
les Sortileges (The Spellbound Child) in the
New York City Ballet’s festival celebrating
the Ravel centennial. The sets and costumes
were beautiful, the choreography was by
George Balanchine (he had worked with Ra-
vel on the premiere), and it was conducted by
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Manuel Rosenthal (he studied with Ravel).
But somehow L.’ Enfant et les Sortiléges didn't
come off well as a theater piece either. Since
the characters include an armchair, a teacup,
a clock, assorted animals, and arithmetic (!
am nor making this up). all except The Child
were portrayed on stage by dancers and were
sung (English again) by singers off to one side.

Teresa Berganza ax Lluxa Fernanda

This was something of a strain on the audi-
ence. and anything that has a child performer
in it (in this case boy-soprano Paul Offen-
krantz) is already in big trouble as far as I'm
concerned. L’Enfant is a fascinating work
musically, and it lasts only about forty min-
utes, but in the theater it seemed at least twice
that long. And even the English didn’t help.
Well, if I'm of two minds about opera in
English in the theater. at least 1 know that on
records | want the original language. And al-
though Benvenuto Cellini and L'Enfant et les
Soriileges are difficult to stage convincingly,
they are fine on records. Fortunately. both are
available in excellent performances in idio-
matic French, Benvenuto Cellini on Philips
and L'Enfant on London Stereo Treasury and
Deutsche Grammophon. London offers a
budget price. decent sound, and a delicate
performance by a cast that includes Suzanne

Alhambra Hecords

Danco conducted by Ernest Ansermet. For
the full price on DG you gel a more recent
recording with up-1o-date sound and a robust
performance by Lorin Maazel. Both albums
are recommendable.

NOTHER post-season vocal evenl was a
repeat performance of Luisa Fernanda. a
Spanish zarzuela. produced by José Bovantes
and the Teatro Lirico Latino Americano.
Bovantes. a Cuban impresario who has spiced
up New York musical life for the past few
years with such things as the return of Yma
Sumac. staged Luisa Fernandalast year with
regular members of his company. The cast |
saw absolutely knocked me out—Puli Toro
(as Luisa). Jorge Gavira. Antonio Barasorda.
and Sara Escarpanter. a marvelous zarzuela
singer of the old school with a glottal attack
that would strip vocal gears not made of steel.
Revived this year with the parents of Met
tenor Plicido Domingo— Plicido Domingo
Sr. and Pepita Embil — it went less well. Mme.
Embil, a famous zarzuela singer who toured
for years with her own company, no longer
has the vocal resources 10 play the title role in
Luisa Fernanda convincingly.

If you are not familiar with the Spanish
operetta form called zarzuela (after the royal
palace in Spain where it originated). Luisa
Fernanda is a good work to begin with. Com-
posed by Federico Moreno Torroba, it is
filled with attractive music. and there is an
excellent recording on the Alhambra label
conducted by Rafael Friihbeck de Burgos and
starring Teresa Berganza.

Zarzuela music is no more profound than
the average Broadway musical. Distinguished
by a strong lyric impulse, it was writlen to
move or amuse audiences. and Alhambra’s
zarzuela catalog is a treasure trove of proof
that it can. The company is a branch of Span-
ish Columbia. which is in turn an affiliate of
British Decca. which in this country is Lon-
don Records. Some of Alhambra’s albums are
performances conducted by Ataulfo Argenta
that were formerly available on the London
label. These include a highlights album called
“Romanzas y Diios de Zarzuelas.” which is
one of my favorite zarzuela records and a
good sampler for beginners. It contains
famous arias and duets performed by Bergan-
za and Pilar Lorengar when they were very
young. and by Manuel Ausensi, Carlos Mun-
guia, and Ana Maria lriarte, a unique older
singer with an incredible low chest register.

I VE only just begun to mine the gold of this
catalog, but I've liked everything 1've heard
so far. This includes Los Gavilanes and La
Leyenda del Beso (one disc each) with An-
geles Gulin, La Dolorosa and Los Claveles
(on one record) with Berganza and Placido
Domingo, La Gran Via (one side) with Nati
Mistral. and E! Pdjaro Azul with Montserrat
Caballé. A brand-new item is a disc of tenor
arias from zarzuelas sung by Placido Domin-
g0. also a good sampler for beginners.

Alhambra records are produced for Span-
ish-speaking collectors, so some of them con-
tain a complete libretto in Spanish only and
others have no annotation at all. If you can’t
find them in your area. you can order directly
from the company: Alhambra Records. 2214
West 8th Ct., Hialeah, Florida 33012. They
will send a catalog to anyone who requests it.
| look at that catalog and want everything in
it, and if | have any free evenings this sum-
mer. | expect to spend them listening to zar-
zuela records.
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THE LAST

LOUDSPEAKER,
SHRUNK.

The last loudspeaker, as all good audiophiles
know by now, is the “coherent-sound” trans-
ducer invented by the late Lincoln Walsh (U.S.
Patent 3,424,873) and developed by Ohm
Acoustics.

We believe it’s the last loudspeaker in the
same sense as the wheel was the last device for
transmitting rotary or rolling motion. A
mathematically perfect concept, utterly simple
and unimprovable.

That doesn’t mean, of course, that its physi-
cal construction can’t evolve further or that its
dimensions can’t change. There are big wheels
and there are little wheels, and now there's a
smaller but no less perfect Walsh speaker.

The Ohm G.

It's still a single-driver, crossoverless system
with an exceptionally flat response over the en-
tire audio range. (In this case, from
32 to 18,000 Hz.) It still behaves like
a terminated transmission line. It
still has a cylindrical output in per-
fect phase with the input signal at
all frequencies (except the bottom
octave, where phase effects are
inaudible). And therefore it still
passes square waves like no other
type of speaker.

But it’s about half the size, over-
all, of our top-of-the-line Ohm F. In
fact, it doesn’t look significantly
different in size from an upended
bookshelf speaker.

Better yet, the Ohm G is priced
at only $300 in walnut-finished
vinyl ($350 in oiled walnut).
Barely higher than some fancy
bookshelf speakers that are
hopelessly outclassed by
itin measurable and
audible performance.

How did we shrink the
last loudspeaker?
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Itisn’t so much shrunk as chopped. The 8-inch
Ohm G driver is virtually identical to the top half
of the Ohm F driver. We made up for the
chopped-off part with the unusually sophisti-
cated design of the enclosure.

The air volume behind the Ohm G driver is
only a little over one cubic foot. A 10-inch pas-
sive radiator in the back of the enclosure acts
as a kind of super-vent, relieving the ab-
breviated Walsh driver of the need for exces-
sive excursion without interfering with coher-
ent sound radiation above approximately 64 Hz.
Response is down only 3 dB at 32 Hz!

The mathematics of low-frequency loading
with a passive diaphragm are rather compli-
cated, the Ohm G configuration being a
fourth-order Butterworth filter. Not many
speaker designers even know what that means,
let alone apply it, so that passive-
radiator systems in the past have

be=n mostly cut-and-try.

Not the Ohm G enclosure.

Its characteristics have been so pre-
cisely celculated and optimized that

the system is at least 4 dB more
efficient than the equivalent acous-
tic-suspension design.The speaker

can be driven with medium-

powered amplifiers, although it

can handle the monsters.

Allin all, the Ohm G is the most
advanced small speaker system
you can buy and, along with the

Ohm F, one of the most
advanced regardless of size
— or price.
We may have shrunk the last
loudspeaker but we’re stretch-
ing the state of the art.
Ohm Acoustics Corp.

241 TaaffePl.
N.Y. 11205
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Stereo doesnt
havetobe.

Our GHEAP
catalog shows how.

Mail the coupon for your FREE copy of
our 25¢ catalog. With it, you'll save on
over a hundred brands of fine components.
Bonus features—a pull-out “Hifi Primer”
section to get you started, our own Test
Reports, plus articles on tape equipment
and 4-channel. Write for your copy today.
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1626 Ogden Avenue
Downers Grove, lllinois 60515
(312] 852-5885
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By MARTIN BOOKSPAN

SIBELIUS' FINLANDIA

WE year 1899 was a difficult one for Fin-

land and its population. As a subject of
Imperial Russia, Finland had long been bru-
talized by outside interference in the adminis-
tration of her affairs. Now. however. the tyr-
anny from across the border grew in intensity.
Revolutionary flames were fanned by new
Russian repression, and Finnish intellec-
tuals — writers, poets, musicians—gave voice
to a newly aroused nationalism. One such pa-
triot was Jean Sibelius, who since the early
1890’s had been allied with the radical nation-
alists. In 1899 Sibelius was thirty-four years
old. He produced his First Symphony in that
year, along with two other works that instant-
ly fired the imagination of the people. One
was titled T/e Song of the Atheniuns: scored
for a chorus of men and boys. it was set to a
seemingly innocent classical text. Karl Ekman,
Sibelius’ biographer, wrote that in The Song
of the Athenians the composer “made the
metallic sound of the boys’ voices proclaim
the readiness of a whole nation to fight and die
for its liberty. . . . At one blow Sibelius had
stepped into a leading position in Finland's
political front by virtue of his ability to inter-
pret in music the thoughts and purposes that
could not be expressed freely in words during
the years of oppression.”

The other score of 1899 that was a power-
ful stimulus to the Finns' national aspirations
was a work for chorus and orchestra. titled at
first Finland Awakes. 1t was the finale of
a series of patriotic tableaux with music
staged in Helsingfors on November 4. 1899
Six months later, Sibelius revised Finland
Awakes as a score for orchestra alone and
submitted it to the Helsingfors Philharmonic
Orchestra under the title Swomi, the generic
name for Finland. On July 2, 1900, the or-
chestral version was played for the first

time —and it created a sensation. ““Hot with
the spirit of revolt” was the way the great
| American critic, Philip Hale, described

Swuomi. In English-speaking countries the
music has come to be called Finlundiu; in

| Germany it is known as Vaterlund, in France

as La Patrie. Significantly, Finlundia was one
of the works Sibelius conducted during his
only visit to the United States in the crucial
summer of 1914.

The summer of 1939 was also a crucial one
in the history of the world, and Finlundia fig-
ures in one of my most indelible memories of
that period. With the clouds of war gathering
ominously over Europe, a World's Fair was
scheduled for 1939-1940 in New York. To
the miracles of the Trylon and Perisphere and
General Motors’ World of Tomorrow exhibit
was added the first genuine multimedia extrav-
aganza in my eXperience: every evening at
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sunset the magnificent fountains in the very
center of the fair were illuminated with multi-
colored shimmering lights, and, as the waters
cascaded up and down, the music of Fin-
landia roared out majestically over the public
address system. Now r/iar was a spectacle of
sight and sound'

MY own favorite among the many record-
ings of Finlandia is Eugene Ormandy's ver-
sion in any one of its several alternative
couplings on Columbia: the one | would
recommend is MS 6732, on which Finlandiu
shares disc space with three other Sibelius
favorites, The Swan of Tuonela, En Saga,
and Valse Triste. There is also a cassette of
the Finlundia performance availuble —Co-
lumbia 16-11-0184 —but with other couplings.
Ormandy’s recording is particularly distin-
guished in its use of the version for chorus and
orchestra. When the mighty sound of the Mor-
mon Tabernacle Choir is added to the rich-
ness of the Philadelphia Orchestra in the
presentation of the great hymn in Finlandia.
only the stone-hearted could resist the nobili-
ty and grandeur of the experience. The re-
corded sound. though now more than a dec-
ade old, is still quite serviceable. Ormandy’s
years-long devotion to Sibelius is evident in
every measure of this assured performance.

Another longtime Sibelius champion was
Sir John Barbirolli, and his is the performance
I would single out from among the many
recordings of the orchestra-alone version
(Seraphim S 60208). Barbirolli, too. delivers a
high-voltage reading of the music. and if his
Hallé Orchestra does not have quite the tonal
splendor of Ormandy’s Philadelphia forces,
the recorded sound is never less than first-
rate, with particularly fine reproduction of the
snarling brass at the very opening. Barbirolli
conducts Finlandia as part of an entire Sibe-
lius program. the other works included being
the Karelia Suite, Polyjola’s Daughter, Valse
Triste. and Lemminkainen’s Rerurn from the
composer's Four Legends, Op. 22. Every-
thing on the disc is conducted and played with
conviction and deep commitment. At the bar-
gain Seraphim price, the Barbirolli record is
an ideal introduction for newcomers to Si-
belius’ music.

e
The 1975 UPDATING OF THE BASIC
REPERTOIRE is now available in con-

{ venient pamphlet form. Send 25¢ and |

a stamped, self-addressed #10 (32 x

4'/s in.) envelope to Diane Nakamura,

| Stereo Review. 1 Park Avenue, New
York, N.Y. 10016 for your copy.
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New Heathkit“Super-Amp”

The new Heathkit AA-1640 is one powerful stereo amplifier —
200 watts, minimum RMS, per channel into 8 ohms at less than
0.1% total harmonic distortion from 20-20,000 Hz.

That massive power virtually eliminates one of the most com-
mon forms of distortion — clipping. Driving low or medium-
efficiency speakers (like acoustic suspension) to a moderate
listening level may require 20 watts per channel. But a momen-
tary musical peak that's twice as loud as the average level
requires 10 dB more power — that's 200 watts per channel. If
your amplifier can’t deliver that much, the peak is “clipped”
off. That destroys the music’s dynamic range, making it sound
dull, constricted and unrealistic. Clipping also produces rough,
raspy harmonics that can actually damage tweeters. You simply
won’t believe how good ““unclipped” music can sound until
you hear the AA-1640.

And what you don’t hear sounds good, too.
Harmonic and intermodulation distortion are
under 0.1% at any power level from 0.25
watts to full power. We think that makes
them absolutely inaudible. Hum and noise
are also inaudible — 100 dB below full output.
And you can enjoy all that quiet because the AA-1640
requires no fan. Even as a PA amplifier, its massive heat
sinks need only normal ventilation.

The optional backlighted meters are unusually useful. They
monitor the power output directly in watts from 0.2 to 200
watts into 8 ohms and in decibels from —30 to +3 dB.

Special ballastic circuitry allows the meters to respond to peaks
as short as a record click, making them extremely effective over-
load indicators. The meters can be added to the basic AA-1640
during or after construction.

It almost takes an engineer to appreciate the AA-1640's con-
servative, reliable design — direct-coupled, differential input
amplifier, 16 output transistors (8 per channel) in parallel,

HEATHKIT ELECTRONIC CENTERS —
Units of Schiumberger Products Corporation
Retail prices slightly higher.

ARIZ.: Phoenix; CALIF.: Anaheim, El Cerrito, Los Angeles, Pomona, Redwood
City, San Diego {La Mesa), Woodland Hills; COLO.: Denver; CONN.: Hart-
ford (Avon); FLA.: Miami (Hlaleah), Tampa; GA.: Atlanta; ILL.: Chicago,
Downers Grove; IND.: tndianapolis; KANSAS: Kansas City (Mission); KY.:
Louisville; LA.: New Orleans (Kenner);" MD.: Baltimore, Rockville; MASS.:
Boston (Wellesley); MICH.: Detroit; MtNN.: Minnesota {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: Cincinnati
(Woodland), Cleveland, Columbus, Toledo; PA.: Philadelphia, Pittsburgh;
R.1.: Providence {(Warwick); TEXAS: Dallas, Houston; VA.: Norfolk (Va.
Beach); WASH.: Seattle; WIS.: Milwaukee.

o

quasi-complementary cenfiguration, 12 pounds of diecast heat-
sinking, a 25-pound power supply transformer, dissipation
limiting, automatic thermal shutdown, and output compensa-
tion to make the AA-1640 unconditionally stable with any load.
A special relay circuit prevents power on/off thumps from
reaching your speakers and protects them from DC and ex-
tremely low frequency AC. In an exclusive Heath design,
speaker fuses are located in the primary feedback loop where
they don’t degrade bass clarity by lowering its greater than 50
damping factor. And its 1.5V input sensitivity is compatible
with most stereo preamplifiers.

But it doesn’t take an engineer to hear how great the AA-1640
sounds. Its massive power and incredibly low distortion make
a big difference. For the first time you’ll hear how good your
system really is — solid bass, free of boom and distinct, note
for note...spacious, effortless, mid-
range...realistic, high-definition
treble. Combine that with the excit-
ing dynamic range that rivals a live
performance and inaudible distor-
tion and you’ve got sound that’s
nothing less than spectacular.

And when you compare perform-

ance and reliability, we think you'll

agree that the price is spectacular,

too — just $439.95* in kit form.

The optional AAA-1640-1 meter acces-

sory kit is just $69.95° and if you buy the amplifier and meters
together you pay just $489.95° — a savings of $20.

—

Build the Heathkit “Super-Amp” — make your music sound
its very best.

Send for your FREE 1975 Heathkit Catalog —
the world’s largest selection
of electronic kits!

1 4
HEATH Heath Company
Dept. 40-08 v
Schiumberger Bev‘:lon Harbor,

Michigan 49022

1

| Please send my free 1975 Heathkit Catalog.

1 Name T

| Add_ress_ -
City T “State Zip )
A GAEER PAICES, T 0rb, TacTORy, | CHANCE MITHOUT NOTICE. HF-294
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SPEARER MVYTHS

Since speaker design is more mysterious art than exact science,
it tends to be a natural magnet for a lot of very fanciful baloney,
applesauce, twaddle, and poppycock, which are here exposed by

Technical Editor Larry Klein

()F all the hi-fi components. loud-
speakers offer the audio consumer
the very best opportunity to make a bad
buy. He not only faces the usual difficult
decisions inherent in the purchase of any
audio component, but in addition must
cope with a hodgepodge of confusions
and misconceptions peculiar 10 speakers
as a product category. And even the best
intentioned hi-fi salesman is likely to be
of little help in separating fact from falla-
cy because of the probability that he is
similarly handicapped by his own treas-
ury of spurious loudspeaker lore. His-
torically, the attempt to dispel supersti-
tion with hard fact has always been a
thankless task (consider poor Galileo).
Nevertheless and notwithstanding. I will
attempt in the following pages to debunk
some of the most well respected, popular
(and hence pernicious) myths that make
it so difficuit for a speaker shopper toar-
rive at a well-considered choice.

ity, that is, ro the original sound. The
fact that we all do not share the same
hearing apparatus therefore has no bear-
ing on our possible disagreement about
what constitutes good sound reproduc-
tion. This dispute arises because of dif-
ferences in sonic raste, not differences in
perception.

The point is simply this: one is entitled
to introduce whatever variations one
likes into the reproduction of a sound,
but such departures from the original —
whether produced accidentally or on
purpose by a speaker or a tone control —
cannot be justified on the basis that
“everyone hears differently.” The live
sound and the reproduced sound are
both heard by the same ears in the same
way. The two sounds either match rea-
sonably well—or they don't.

I

Cucrvone heavs diffevently, and
that 18 wbp people prefer dfferent
loudspeaticrs.

A Ligaer speakieris a better
spralier.

True, everyone does hear differently:
but, Carlos Castaneda to the contrary,
we are all listening to the same ohjective
reality. Suppose | set up a microphone
and make a perfect anechoic tape re-
cording of this issue's Reader Service
card being shredded by the blades of a
w~*-*ing electric fan. The tape, when
playea back (assuming the recording and
playback system to be perfect), would,
to any listener’s ears, sound identical to
the original. However, some listeners
might nevertheless feel that the repro-
duction of the card shredding lacks bass.
the mid-frequencies have no ‘presence,”
or the highs are without “zip.” They are
certainly entitled to those opinions, but
their sonic preferences have nothing
whatever to do with high-fidelity —fidel-
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Some are —but then some ain't. It is
usually true that a bigger speaker is a
more etficient speaker, assuming that we
are talking about a system using conven-
tional dynamic drivers. But isn’t a more
efficient speaker a better speaker? Yes

. if all other factors are equal —and
they very seldom are. It is possible to
design a system in a one-cubic-foot cabi-
net whose bass response goes down low-
er and comes out cleaner than that of a
15-cubic-foot horn-loaded p.a. speaker.
However, the little unit will not be able
to play very loud without severe distor-
tion. and it will perhaps be only 1/100 as
efficient as the larger unit. You could
drive the big unit to a given sound vol-
ume with, say, | watt, while the smaller
unit might require as much as 100 watts
from the amplifier to reach the same vol-
ume level —assuming it could do so with-
out blowing up. Speaker-system design-
ers who know what they are doing are

able 10 make exactly the compromises
they desire, within a given price range,
between cabinet size, low-frequency
response, low-frequency distortion, and
efficiency. The factors are traded off
against each other in the final product
according to the designer’s notion of
what the public wants. what he thinks
they should have, or some compromise
between the two.

The wmore monep vou spend, the
Detter speatier vou get.

The unexpressed assumption behind
this myth is that the speaker designers
are restricted mostly by cost limitations.
If given more dollars to put into the de-
sign, they will automatically come up
with a better product. Oh. would that
this were the case' The unfortunate real-
ity is well illustrated by an event that
took place in my living room not too long
ago.

One evening. at my invitation, manu-
facturer X brought to my apartment two
different pairs of bookshelt speakers: a
three-way system selling for about $180.
and a four-way job that costs about $40
more. To my surprise, when |1 went
through my usual A-B plus equalizer lis-
tening-test procedure, the more expen-
sive and slightly larger four-way system
sounded and tested interior to the three-
way system.

Seeing that | was somewhat taken
aback, the manufacturer hastened to
explain that the four-way system was
designed as a “step-up.” In the jargon of
the trade. this means that once the dealer
has persuaded a customer to buy a three-
way Brand X, he might possibly step up
the sale by indicating that it would cost
only $40 additional to upgrade to a tour-
way system. As my tests revealed —and
the designer acknowledged —the price
step-up was. in fact, accompanied by a
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performance step-down— probably be-
cause of interference between the two
tweeters.

The moral to be drawn from the tale is
simply this: more is not always better. It
is true, however, that a careful and
knowledgeable designer can provide le-
gitimate price-point step-ups for the
dealer by intelligent manipulation of the
design trade-offs discussed earlier. Spe-
cifically, the more expensive speaker
systems in a given manufacturer’s prod-
uct line should have an advantage in one
or more of the tollowing aspects: power-
handling capacity (which is related more
or less to volume-output capability),
efficiency. low-bass capability, high-fre-
quency range and dispersion, or physical
appearance (for example, solid walnut
trim and veneers rather than vinyl).

It is important to realize that these
“trade-offs”” in design do not really
determine the basic sound of a speaker
system. Rather. relatively small fre-
quency-response irregularities in the 70-
to 8.000-Hz region are audibly far more
obvious and determine a system’s speci-
fic sonic character (“‘coloration™). It is
the flatness of response in this critical
range that to my ear separates the good
from the bad —and both of these from the
indifferent. The correct handling of the
“trade-off parameters™ is simply the
frosting on the basic cake.

To illustrate: 1 once spent hours A-B-
ing a small, two-way, $75 bookshelf sys-
tem installed atop a nine-driver $600
system, both made by the same compa-

s |

V()

Listening comparison cvalu
ations i a hi-fi showroom are the
best way to choose a speaker.

This is such an “iffy” proposition that
to my mind it qualifies as a myth. First of
all, the statement assumes that the listen-
er comes to a showroom with the ability
to differentiate between accurate and
less-than-accurate reproduction. But
even if such a talent is present (actually
it's more training and experience than
talent). it is frequently very difficult for
anyone to differentiate between the in-
herent pertormance capabilities of a
speaker and the possible peculiarities
introduced by the program material or
the acoustics of an unfamiliar room. It’s
not uncommon to have a speaker sound
fine in my own living room—and mea-
sure well in the lab—yet be sonically
disappointing when encountered in some
other environment. The reverse has sel-
dom occurred. but it is possible that the
choice of program material and/or the
acoustic peculiarities of a showroom
may by accident (or design) compensate
somewhat for sonic aberrations that
would be heard as defects under more
normal circumstances.

Now that I've shot down showroom

Although you will find a certain amount
of disagreement on details among the
reviewers, to my knowledge none of the
legitimate magazines have ever given a
really rorren speaker a good review.
Good products, however, for obscure
and complicated reasons, do occasional-
ly receive mediocre reviews (elsewhere,
of course!).

A note of caution: speaker systems, in
general. have improved tremendously
over the years. A system we rated as one
of the very best five or ten years ago
might be judged as simply just another
good speaker among many today. For
this reason be sure to check the dates on
reprints of (or quotes from) speaker re-
views to avoid being misled. (An index
of STEREO REVIEW’s own test reports
can be obtained by sending 25¢ and a
stamped self-addressed long envelope to
STEREO REVIEW, Dept TRI, One Park
Avenue, New York, N.Y. 10016.)

PV

The best wayp to prepave vourselt
for speakicr evaluation 1s to attend
ltve concerts.

17 740Y({8)] 1IN

ny. I proved to my own satisfaction that
as long as | Kept the volume at a
reasonable level, played program materi-
al that did not have very-high highs and
very-low lows. and listened on-axis, the
speakers both sounded excellent—and
virtually identical. That is just one good
example of proper use of cost-vs.-per-
formance trade-offs.
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evaluation. what is left? That's easy. If
you are serious about your speakers and
unsure about your ears, the best source
of guidance is the speaker test reports in
the legitimate hi-fi magazines. Searching
out these reports is not as time-consum-
ing a task as it might at first appear since
manufacturers who have received good
reviews usually have reprints available.

Although 1 applaud the good inten-
tions of the propagators of this myth,
there are several practical things wrong
with the idea —aside from the simple fact

that recordings only rarely embody the
same sound qualities heard in a concert
hall. The major flaw has to do, once
again, with the nature of auditory per-
ception. Most people hear well enough
to make judgments. but they simply do
not know what to listen for—even after
years of concert-going.

The experienced loudspeaker evalua-
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tor consciously or unconsciously divides
the frequency spectrum reproduced by a
speaker into three general bands: lower,
middle, and upper. He then focuses on
each frequency band individually and lis-
tens for typical problems. In other
words, he listens for what’s wrong, rath-
er than what’s right.

In the low band, one should listen tor
the presence of boom or *‘barrel effect™
on deep male voices. Listen also for
weaknesses in the low-frequency range,
although this is very difficult to judge
except on a comparison basis. For exam-
ple, a speaker can have a low-frequency
peak at. say, 70 Hz and not be able to go
much lower, but it will nonetheless
sound. on many modern rock records. as
though it has better bass than another
speaker that goes smoothly down 10 40
or 50 Hz (moral: choose your program
test material carefully). Such peaked
speakers are also usually more efficient
than speakers that go down lower and
smoother—all of which relates to the
design trade-offs discussed in Myth I11.

In the mid-range frequencies, listen
for a sound quality that’s neither too pro-
jected (boosted middles) nor too with-
drawn (depressed middles). The forward
ty pe of projection is frequently associat-
ed with a nasal, honky quality that shows
up in female voices. especially in the
middle (rather than soprano) range. A
withdrawn quality makes vocalists
sound as though they were behind the
orchestra rather than in front of it.

In respect to the high-frequency
range, I’ve found a tambourine to be a
fine ‘“‘test instrument’: it provides an
excellent live standard of comparison.
Note the delicacy, shimmer, and lack of
“shatter’” in the sound of the live tambou-
rine versus the recording of a tambou-
rine reproduced by speakers. Of course.
the phono cartridge and the recording
also introduce variables here, but there

AUGUST 1975

should be no problem in finding ones that
do a proper job. (It should be obvious
that I've covered just some of the areas
in which speakers can go wrong, but the
subtlety of the other effects—and the
lack of an accepted terminology — untor-
tunately precludes verbal description.)

T e more bass, the better bass.

This myth dies hard, mostly because
many speaker manufacturers tend to
endorse it, having lost their shirts trying
to fight it. For perspective on the ques-
tion, it's necessary to be aware of the
distinction between miore bass and lower
bass touched on in Myth V. For all of
us. the mid-frequencies (roughly 400 to
2,000 Hz) provide a subjective zero-ref-
erence point. It this entire range of fre-
quencies were to be boosted. the overall
sound would be louder. but there would
be an audible loss of highs and lows.
Conversely, if the mid-range were to be
depressed, there would be a loss in loud-
ness and an audible boost in the high and
low frequencies. In other words, to the
earit’s all relative.

In addition, the amount of bass pro-
duced by a speaker system can vary rad-
ically in response to its placement and
the acoustic character of the room.
Speakers in the middle of the floor orin
the middle of a wall produce the least
bass. Place them at a floor-wall junction
and you have more bass. Install them in
a corner and you have the most bass of
all. Which is best? Ideally, the level of
the bass frequencies should be more or
less even with the level of the middle

frequencies. In other words, you want a

flat frequency response.

But all of this has to do only with the
relative amount of bass, not how low the
bass goes. The ability —or inability —of a
speaker system to reproduce the low
bass. say frequencies of 50 Hz and on
down, is inherent in its design. The room
can either help the speaker realize its
low-bass performance potential or pre-
vent it from doing so. One rough index of
a speaker system’s low-bass potential is
its “in-box” or system resonance speci-
fication. Most bookshelf speakers with
good low-bass performance have a reso-
nance between 40 and 50 Hz. However.
don’t confuse the in-box resonance with
a wooter's free-air resonance, which is
probably specified at under 25 Hz and is
not meaningful except to the designer.

There's one best speakier svstem

design, and anvene who learns

enough theory candeternune which
one it 1s.

I must confess that this myth is never
phrased in language quite this blunt. Itis
more likely 1o appear as, say. an oblique
question probing into the significance of
a specific —and usually novel—driver de-
sign. Or it may be a question about the
relative design virtues of acoustic-sus-
pension vs. aperiodic vs. transmission-
line enclosures. In any case, as far as
determining how close a particular de-
sign concept comes to achieving some
ideal of ‘“‘absolute fidelity™ (cost no ob-
stacle). I really can’t be of any help since
I know of no way to establish the abso-
lute best among the many high-accuracy
reproducers we have tested over the
years. All we honestly can —and do — say
in our test reports is something like “this
ranks with the finest speakers available.”
It may well be that among those ““finest”
there is one that comes closer to perfec-
tion (absolute accuracy) than the others,
but we have no way of scientifically
making such a fine distinction. More-
over, in any practical listening situ-
ation. differences in program material,
the associated audio equipment, the
acoustic environment, and room place-
ment will introduce far more variation in
the audible outputs of two excellent
speakers than might result from the dif-
ferences in their measured performance.
However, if there were magically to ap-
pear on the market a speaker system
that sounded and tested as good as ‘“"the
finest” and was half the price, half the
size, and had twice the efficiency. the
impossible dream would have been real-
ized —and | would be inclined 10 judge it
1he best.
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He may wear gloves and scarf even in summer...
he may not like to shake hands.. . he may
hum up a storm while playing. . . but

“That nut

IS agenius

That was George Szell’s appraisal of Glenn Gould
...one of the most extraordinary pianists of
our day...and just one of the world-famous

artists whose great performances are

available on this special offer.

241950, Bach Organ Favor-
ites, Vol. 6 (Concerto in
A, Trio Sonata, etc.)
E. Power Biggs (Columbia)
171504. Switched On Bach
- Walter Carlos and Moog
Synthesizer (Columbia)
237768. Bartok: Concerto
for Orchestra — Boulez
N.Y. Phil. {Columbia)
232496. Beethoven:
Symphony No. 3 (Eroica)}
Bernstein and New York
Philharmonic (Columbia)
230441. Beethoven:
Symphony No. 5—Bernstein,
N.Y. Phil. (Columbia)
231167-231168. Beethoven:
Symphony No. 9 (Chorale)
Solti, Chicago Symphony
and Chorus (2-record set
counts as 2 — London)
229658. Beethoven: Piano
Concerto No. 5 (Emperor}
- Rudolf Serkin, piano;
Bernstein conducts the
N.Y. Phil. {Columbia)
230425. Beethoven: Violin
Concerto — Isaac Stern,
violin; Bernstein and the
N.Y. Phil. (Columbia)
233155, Beethoven: Three
Favorite Piano Sonatas
(Moonlight, Pathetique,
Appassionata} — Rudolf
Serkin {Columbia)
243626. Berlioz: Symphonie
Fantastique — Solti and the
Chicago Sym. (London)
217547. E. Power Biggs
in a program of Music for
Organ, Brass, Percussion
— works by Dupre, Campra,
Widor, etc. (Columbia)
228684. Bizet: Carmen Suites
No. 1 & 2; Grieg: Peer Gynt
Suites 1 & 2—Bernstein,
N_Y. Phil. (Columbia)
240960. Borodin: Polovet-
sian Dances—and other
Russian Favorites (Night
On Bald Mountain, etc.)
— Bernstein, New York
Philharmonic (Columbia)
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249821. Brahms: Symphony
No. 1 — Stokowski, London
Symphony Orch. (London)
205039. Brahms: Piano
Concerto No. 2 — Viadimir
Ashkenazy, piano; Mehta,
London Sym. (London)%k
236810. Brahms: Violin
Concerto — Stern, violin
Ormandy and Phlladelphla
Orchestra (Columbia)

231118. Chabrier: Espana;
Falla: Dances from Three
Cornered Hat, La Vida
Breve, etc. — Berns!ein
N.Y. Phil. {Columbia

246843. Chopin: Mazurkas,
Etudes, and more — new
recordlngs by Vladimir
Horowitz (Columbla)

240473. Copland: Appa-
lachian Spring (original
version) — Copland and
the Columbia Chamber

Orch. (Columbia)

231142. Copland: Rodeo
and Bill{ The Kid

Bernstein and New York
Philharmonic (Columbia)

209924-209925. Debussy:
La Mer; Clair de Lune;
Afternoon of a Faun; etc.
— Ormandy, Phila. Orch.
(2-record set counts as 2
Columbia)k

250878. Delibes: Ballet
Sultes '‘Sylvia" and
‘'Coppelia’; Chopin: Les
Sylphides — Ormandy and
Phila. Orch. {Columbia)

230433. Dvorak: Symphony

No. 9 (**‘New World") —

Bernstein, N.Y. Phil.

(Columbia)

245571, Elgar: The Five

Pomp And Circumstance

Marches; Crown of India

Suite—Barenboim and

the London Philharmonic

(Columbia)

243576. Faure: Requiem
Yamada, Tokyo Metro-

politan Sym. {(Columbia)k

230391. Grieg: Piano
Concerto; Rachmaninoff:
Rhapsody on a Theme of
Paganini — P. Entremont,
piano; Eugene Ormandy,
Phila. Orch. (Columbia)
201665. Grofe: Grand
Canyon Suite—Ormandy,
Phila. Orch. (Columbia)k
244822, Handei: The Great
“‘Messiah" Choruses —
Mormon Tabernacle Choir;
Condie conducts Royal
Philharmonic (Columbia)
245423. Ives: Old Songs
Deranged — Yale Theater
Orch. in a delicious set

of racy pieces (Columbia) %k
128819. lves: Symphony
No. 2; The Fourth of

July — Bernstein and

N.Y. Phil. (Columbia)k

249961. Scott Joplin:

"'The Entertainer’’ Ballet

— Joplin works adapted

for piano_and the London
Festival Orch. {Columbia)
237743. Liszt: Hungarian
Rhapsodies 1, 2; Enesco:
Roumanian Rhapsodies

1 and 2 — Ormandy and the
Phila. Orch. {(Columbia)

247674. Liszt: Todtentanz;

Franck: Symphonic Variations

Andre Watts, piano;
Leinsdorf conducts London
Symphony (Columbia)
239046-239047. Mahler:
Symphony No. 2 (Resur-
rection} — Bernstein and
London Sym. (2-record set
counts as 2 — Columbia) X
233122. Mozart: Piano
Concertos No. 21 (Eivira
Madigan} and No. 24 -
Casadesus, plano; Szell,
Cleveland Orch. (Columbia)
251157, Mozart: Piano
Concerto No. 21 ("Elvira
Madigan'’); Haydn: Piano
Concerto in D—Gilels,
plano; Barshai and the
Moscow Chamber Orchestra
(Columbia/Melodiya)

184937. Mussorgsky:
Pictures at an Exhibition;
Debussy: The Enguifed
Cathedral — Stokowski's
own arrangements of two
exolic works (London) %
240648. Oftenbach: Gaite
Parisienne Suite; Bizet:
L'Arlesienne Suites
Ormandy and Philadelphia
Orchestra (Columbia)
252551. Orff: Carmina
Burana — Michae! Tilson
Thomas, Cleveland Orch
and Chorus (Columbia)
229971. Prokofiev:
Classical Symphony; Love
for 3 Oranges; L1. Kije
Suite — Ormandy and the
Phlla. Orck (Columbia)
227009. Prckofiev: Peter and
the Wolf; Tchaikovsky: Nut-
cracker Suite — Bernstein
N.Y. Phil. (Columbia)
229674. Rachmaninoff:
Piano Concerto No. 2;
Rhapsody wn a Theme of
Paganini — Gary Graffman,
piano; Bernstein and
N.Y. Phil. (Columbia)
250803. Rachmaninoff:
Symphony No. 2 — Bolshoi
Orch. under Svetlanov
(Columbia/Melodyia).
207753. Ravel: Alborada
del Gracioso; Pavane pour
une infante defunte; and
more — Boulez, Cleveland
Orch (Columbna)
237750. Ravel: Daphnis et
Chloe Suite No. 2; Bolero:
La Valse — Bernstein and
N.Y. Phil. (Columbia)
240655. Rimsky-Korsakov:
Capriccio Espagnol;
Tchaijkovsky: Capriccio
Italien; more — Ormandy,
Phila. Orch (Columbia)
230409. Rimsky-Korsakov:
Scheherazade—Bernstein,
N.Y. Phil. tColumbia)
232116. Rossini: William
Tell Overture—plus works
by Herold, Suppe, Thomas
Bernsteln and the New
York Phil. (Columbla)
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229989. Saint-Saens: The
Carnival of the Animals;
Britten: Young Person’s
Guide to the Orchestra

— Bernstein and New York
Philharmonic (Columbia)
231126. Schubert: Symphony
No. 8 (Unfinished}; Men-
delssohn: Symphony No. 4
(I/talian} — Bernstein and
N.Y. Phil. {Columbia)
229955. Sibelius: Finlandia:
En Saga; etc.—Stein, Orch
Suisse Romande (London)*

* Selections marked
with'a star
are available on
wecards only
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250795. Sibelius: Symphony
No. 2—Tauno Hannikainen,
The Sinfonia of London
(Columbia Musical Treas.)
242461. Sibelius: Symphony
No. 4; Swan of Tuonela

— Bernstein and New York
Fhilharmonic {(Columbia)
243618, Soltl/Chicago Sym-
phony Showcase includes
Strauss' Don Juan; Wagner's
“Die Meistersinger'' Pre-
lude, etc. (Londcn)

251413, Richard Strauss:
Dor Quixote—Zubin Mehta,
L.A. Phil. (London) %
202796. Richard Strauss:
Also Sprach. Zarathustra
— Bernstein and New York
Philharmonic (Columbia)
236546. Stravinsky:
Firebird and Petrushka
Baliet Suites — Columbia
Symphony conducted by
Strzvinsky (Columbia)
191932. Stravinsky: The
Rite Of Spring—Boulez,

232750. Tchaikavsky and
Mendelssohn Violin Con-
certos — Isaac Stern,
violin; Eugene Ormandy,
Phila. Orch. {Columbia)
201129. Tchaikovsky:

1812 Overture; Serenade
for Strings — Ormandy.
Phila. Orch. (Cclumbia)
249730-249731. Tchaikovsky:
The Nutcracker (complete)
— Rozhdestvensky, Bolshoi
QOrch. (2-record set counts
as 2 — Columbia/Melodyia)

Cleveland Orch. (Columbia) %

YES Glenn Gould is a gentus . particu-
larly in the keyboard music of Bach.
Gould’s performance of the “Goldberg Varia-
tions” has been hailed as the greatest record-
ing ever of this monumental work but
it’s just one of the widely-acclaimed selections
offered here. There are over sixty recordings
to choose from . definitive performances
of the greatest symphonies, concertos and or-
chestral masterpieces of all time . and you
may take ANY 8 — in your choice of stereo
records, cartridges or cassettes—for only $1.00.

Your only membership obligation is to buy
just eight selections in the coming two years,
at the regular Club prices (which currently
are: $6.98 for records: $7.98 for cartridges
and cassettes, plus shipping and handling.
Multi-unit sets and Double Selections may be
somewhat higher).

Think of it . . . you need buy as few as four
records or tapes a year...and you won’t have
any difficulty in selecting them, because you'll
receive our Classical Bulletin regularly every
four weeks (13 times a year). And we'll also
send you the regular Club Magazine, which
contains additional classical recordings, as
well as hundreds of selections from every field
of music. In addition, up to six times a year
we may send some special issue of the Bulle-
tin, offering exira-special savings.
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This Bulletin will tell you about many of the
newest classical releases and we'll even select
one as “The Selection of the Month” — but
there is no obligation to accept it . order
only those you want when you want them!

A special response card will be enclosed
with each Bulletin and you may use it to
order or reject any selections offered simply
by mailing it by the date specified. And if you
want only The Selection of the Month, you
need do nothing — it will be shipped to you
automatically. What's more, you'll have at
least ten full days in which to make your deci-
sion if you ever have less time than that,
just return The Selection of the Month at
our expense, for full credit.

You may cancel membership at any time
after you've purchased eight selections — or
continue under our special bonus plan, which
offers vou at least 33% savings on all future
purchases. Here, indeed, is the most conve-
nient way possible of acquiring the classical
library you want at the greatest savings
possible! So do act now.

Note: selections with two numbers are

2-record sets or double-length tapes. Each

of these “double selections” counts as 2
write in both numbers.

Ali applications subject to review and Columpla
House reserves the right to reject any application

BACH

GOLDBERG
VARIATIONS
GLENN GOULD,
PIA [cotvmpi

231134

245381, Tchaikovsky:
Symphony No. 5 — Ormandy,
Phila. Orch. (Columbia)

235184-235185. Richard
Tucker and Robert Merrill
at Carnegie Hall — duets
and solos by Verdi, Bizet,
Mozart, etc. (2-record set
counts as 2 — London)
195024-195025. Verdi:
Requiem — Bernstein
London Symphony Orch
Chorus (2-record set
counls as 2 -

Glenn Gould
" Wagner
Pano Transcriptions |
0Of Orchestral
Showpieces

TN

236679

GLENN
GOULD

Beethoven
Bagateiies
0p.3340p.126

254276 %

246645. Music From Walt
Disney's ‘‘Fantasia’ —
Night on Baid Mountain
{Stokowski, London Sym.);
Sorcerer's Apprentice
(Hermann, London Phil.};
many others (London)x
227561. Vivaldi: The Four
Seasons — violinist Pinchas
Zuckerman and the English
Chamber Orch. (Columbia)

233684. Wagner: Tristan Columbia
und Isolde (Prelude and
Columbia)k Love-Death, etc.)—Boulez, 1@iorimwasswe

N.Y. Phil. (Cofumbia)

Columbla Music Club/CLASSICAL DIVISION
Terre Haute, Indiana 47808

Please accept my membership application in the Club
under the terms outlined in this advertisement. Send
me the 8 classical selections listed below for only
$1.00, plus shipping and handling. | agree to buy 8
selections (at regular Club prices) during the coming
two years — and may cancel membership at any time
after doing so. | am interested in the follfowing type of
recordings (CHECK ONE ONLY): 2MR/GF

] RECORDS = [ CARTRIDGES ] CASSETTES

Write in numbers
of 8 selections
_ —
7I ]
1] J
] Mr.
] Mrs.
] i SS0gwr; putg 5Pt t §PUA© BT Pugie S 8 Ry TH 0.8 td 5,588 48 1Y
(Please Print) Last Name First Name linitial
Apt.
NAATESS o sis as ooms o 0973 o 5 brolaie smons 600 somesid & = NOusonis § 5 ol & as
Gty s e Wi & d haln a6 b ¢ Wi @b 8 0 aasll b b s @ bis @8 4 S80wn
T 1T LTP RN S E Sl S S S b SR L ke €3 P {1 T P TP
Do You Have A Telephone? (Check one) [ ] YES. .[ ] NO
APOQ, FPQ, Alaska, Hawait: write for special offer 555/F75
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The delicate question of

Some useful—even ingenious—how-to guidance
by speaker expert Roy Allison

THE process of choosing, buying,
and installing high-fidelity compo-
nents is often accompanied by some anx-
iety and frustration. Perhaps the most
exasperating experience of all, however,
is to bring home some speakers that you
know are good ones, only to find that
they sound disappointing or even terrible
in your listening room.

If this should happen to you, the fault
may lie with a component you haven't
even thought about: the room itself. Any
room has a major effect on what you
hear from the speakers used in it. At low
audio frequencies it actually modifies the
acoustic-power output of a speaker as
measured in the room, and it determines
the spatial distribution of that power as
well. Moreover, by means of its ability to
absorb certain audio frequencies more
readily than others, the room alters the
frequency balance you hear when listen-
ing to the speakers. The acoustical char-
acteristics of your listening room, and
the placement of speakers in the room,
are therefore of crucial importance in
determining the quality of the sound field
at your ears.

Room Dimensions
Sound energy reverberates in a
room — that is, it persists for a time after

leaving the speakers because of being
reflected from one room boundary (wall,
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ceiling, or floor) to another. Ultimately,
partial absorption at each encounter with
a boundary or piece of furniture gradual-
ly diminishes the energy until it is no
longer audible. At certain frequencies,
however, it arrives back at its source
(the speaker) at just the right moment to
be reinforced strongly. This happens
when the total to-and-fro length of the
path followed by the reflected sound
equals one wavelength of the sound or a
multiple thereof. The reflected sound
returns just in time to be in phase with
the continuing output of the speaker.
Then the sound energy, comprised of
what was left of the original impulse plus
the augmentation by the speaker, makes
another circuit of the room and is further
reinforced as it reaches the speaker
again. For as long as the speaker contin-
ues to emit sound of the same frequen-
cy (or frequencies), standing waves are
set up in the room. The standing waves
are room resonances. quite similar to the
air-column resonances in organ pipes of
various lengths.

The path length of the reflected sound
1s of course determined by the dimen-
sions of the room, and a set of room res-
onances therefore exists for each di-
mension —length, width, and height. (A
set of resonances also occurs for cach
combination of rwo and three dimen-
sions. It is a simple matter to calculate

the frequencies of the resonance modes
involving single room dimensions. To
find the lowest-frequency resonance
mode of a dimension, simply divide 565
(half the speed of sound in feet per sec-
ond) by the dimension in feet. If a room
is 20 feet long, for example, its lowest
resonance frequency is 28Y4 Hz. Reso-
nances for each dimension alsc occur at
every multiple of the lowest frequency:
twice the frequency, three times, four
times, etc. Thus the set of 20-foot-length
resonances is 28Ya, 56Y2, 84%4, 113 Hz,
and so on. If the width dimension is 15
feet, the set of resonances for it is 37%a,
75Ys, 113, 150%3 Hz, and so on. And if
the height dimension is 10 feet, reso-
nances occur at 56Yz2, 113, 169Y2, 226
Hz, and on up. In rooms of typical size,
resonances above these low frequencies
are clumped together so closely that they
tend to give uniform support to all fre-
quencies. Therefore, the emphasis (or
the suppression) of any single frequency
above about S00 Hz is rarely prominent
enough to cause problems.

However, at the lower frequencies we
are considering, note that all three of the
simple room dimensions have reso-
nances at 113 Hz. and that two of the
dimensions are resonant at S6%2 Hz.
Strong, probably annoying reinforce-
ment could be expected for music tones
near these frequencies in the room. But
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even so. the situation could be much
worse. If two of the room dimensions
were equal and the third were half of the
others. there would be many groups of
three identical resonance frequencies.
and wide frequency expanses between
them with little or no reinforcement from
the room (see Figure 1). In other words.
the low-frequency and transient respons-
es of the room would both be very bad.

Simple logic informs us that the ideal
room proportions are those for which the
sets of resonance frequencies are sepa-
rated by equal intervals. A good approxi-
mation is obtained when the dimensions
are in the ratiosof 1 to 1.26 to 1.59. This
would be true for a room 8 feet high, 10
feet wide,and 12% feet long, or by one 9
feet high, 11Y4 feet wide, and 14Y4 feet
long. These are not very large rooms, but
ceilings higher than 8 or 9 feet are rare in
home environments. One acceptable
compromise would be to adopt a length-
to-width ratio of 1.4 and use whatever
ceiling height is available.

Suppose you are stuck with a room in
which two dimensions are equal, or in
which one is an exact multiple of anoth-
er. You can break up a strong resonance
mode in one direction by building a par-
tial room divider several feet out from
one wall: cabinets or bookshelves on
pole supports can serve this function
very well. Alternatively, a wall can be
covered by wood paneling. not more
than Y4 inch thick. applied over wall
studs or furring strips. This is one of the
few methods of resonance damping that
is effective at upper bass frequencies
(where coincident resonance frequencies
are most frequent) but which does not
have high absorption at high frequencies
also.

Side view of the sound-pressure distribu-
tion in a room when the second resonance
of the room’s length is stimulated. Darkest
areas represent zones of maximum pressure.

Room Construction
and Furnishings

If room proportions are reasonable to
start with (or can be made so with minor
modifications) the distribution of reso-
nance frequencies will be fairly uniform.
But at low frequencies there are wide
frequency intervals between resonances
in rooms of average size.even when the
distribution is very good. If the room
boundary surfaces and furnishings ab-
sorb little sound energy, for example,
reverberation will continue too long—
the room will provide too much rein-
forcement of sound at the resonance fre-
quencies but very little reinforcement at
the in-between frequencies. Music
played in such a room sounds hollow,
boomy. and —because of too little ab-
sorption at higher frequencies —screechy
bright.

Fortunately, normal room-surface cov-
erings and furniture do absorb some
sound energy. In doing so they damp the
room resonances. Damping reduces the
amplitude of the peaks at the resonance
frequencies and fills in the valleys be-
tween. producing a more uniform rein-
forcement throughout the room for all
frequencies. Too much absorption. on
the other hand. is nearly as bad as too lit-
tle, for then the room has a lifeless qual-
ity that is decidedly unpleasant.

The right kind of acoustic treatment
for a listening room involves a mixture of
hard. rigid surfaces (such as real plaster

Sound-pressure distribution (overhead view}
when the combined second-order resonance

of a room’s length and widith is stimulated
nine columns of maximum pressure residt.

walls and ceilings. solid doors, and glass
window panes) that have low absorption
and soft padded surfaces (heavy drapes.
upholstered furniture. and rugs) that
have high absorption. Also, for all but

the very lowest audio frequencies. open
doorways are virtually perfect absorbers.

Ideally, there should be alternating
surfaces of both kinds throughout the
room. Usually it isn’t practical to ar-
range this; the ceiling, for example, is
most often uniformly hard. But in most
cases it is at least feasible to avoid the
condition in which opposite room sur-
faces are both entirely hard or complete-
ly soft. If the ceiling is plaster, much of
the floor area should be covered by rugs
with thick padding underneath, or even
by wall-to-wall carpeting with a lighter
padding. If one wall is nearly all papered
or painted plaster, or wood paneling. the
opposite wall should have large areas of
draped windows, bookcases. or wall
hangings. Furniture is obtainable in a
wide range of mostly hard or mostly soft
surfaces: it can be used to partially com-
pensate for room-surface textures.

One of the most difficult problems in
room acoustics — particularly in modern

Side view of the sound-pressure distribution
when the combination resonance of room

width and height is activated. Pressure is least
in tventered vertical and horizontal planes.

home construction —is the lack of rigidi-
ty in walls, ceilings. and floors. A parti-
tion wall built of 2 x 4-inch studs on 16-
inch centers, with thin wallboard and a
skim coat of plaster on both sides, is
really quite flexible. So is a large expanse
of window glass. They yield readily to
low-frequency sound-pressure waves,
and they absorb or pass through the bass
energy that should be reflected if it is to
be reinforced equally with the rest of the
frequency range. The result is a loss of
bass in the sound field of the room that,
in many cases. is quite significant.

©Only a major job of carpentry or ma-
sonry can correct this condition in a
room already built, for it requires the in-
stallation of a layer of additional thick-

Fig. |. Distribution of resonant modes in 1wo rooms. (A) shows the coincidence of such modes in ¢ room with cubical dimensions. Resonant
modes in another room (B) are well distributed and would minimize formation of areas that would be “hot” or “dead” at certain frequencies.
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Fig. 2. Corner plucement of a conventional bookshelf speaker svsiem us in (A) produces the greatest bass reinforcement. but it may cause
dips in the upper-bass response. Plucements (B) and (C) may improve frequency balance greatly owing to better room-boundary relationships.

ness to the partition wall —a brick veneer
or additional sheets of wallboard and
plaster. A floor at the first-story level can
be stiffened substantially by means of an
adjustable lally column installed in the
basement between the concrete base-
ment floor and a joist or beam at the
approximate center of the room’s floor.
If that isn’t practical. another layer of
oak flooring thoroughly nailed across the
existing floor will be of some value.
These are drastic reconstruction
measures. to be sure. | recommend them
only to those who are totally obsessed
by a search for the perfect sound system.
The rationale would be that the room is
part of the system —us indeed it is. The
lucky few whose listening rooms already
have rigid boundaries can congratulate
themselves that they are getting all the
bass their speakers are putting out.

Speaker Placement

There is little need to elaborate on the
general rules of placement for stereo
speakers: they should be approximately
equidistant from the center of the listen-
ing area and spaced apart by between
one-third to two-thirds of that distance.
In four-channel or ambience-recovery
setups. the two rear speakers should
preferably be placed as far behind the lis-
tening area as is convenient; if that can-
not be done, nearly as good results can
be obtained with the ‘“‘rear’” speakers
placed to the left and right of the listen-
ing area. In cither case, they should be as
far away from the listening area as the
front speakers are. or as nearly so as the
room dimensions allow.

Within this general framework much
variation is possible, and some experi-
mentation —the only way to do it—is al-
most always advisable. When a speaker
is placed at a location in a room where a
standing-wave resonance has its maxi-
mum pressure. it will excite that reso-
nance most efficiently. Conversely. if the
speaker is placed at a point where that
resonance has minimum pressure, it will
cxcite the standing wave least effective-
ly. Some degree of room-resonance con-
trol can therefore be obtained merely by

This article is adapted from “Your listening Room: The
Final Component”™ which appeared in Boston's [’hoenix.
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moving a speaker a relatively small dis-
tance from its initial location.

Every room-resonance mode has its
maximum pressure at the room’s cor-
ners. Half of the modes have maximum
pressure at two-boundary intersections
(floor and wall. ceiling and wall, or two
adjacent walls), one quarter of the modes
have maximum pressure at the center of
a wall. and only one eighth of the modes
have maximum pressure at the center of
the room. In general, the bass output
from any speaker is increased as the
number of low-frequency resonance
modes fully excited is increased. Moving
a speaker closer to a wall intersection
and then down toward the floor. there-
fore, gradually increases the average
amount of bass power delivered to the
room, but at the risk of strongly exciting
some potentially undesirable combina-
tion of resonances. The only practical
way to strike the best compromise in
location is by trial and error.

There i1s another important aspect of
speaker placement that has only recently
received attention. When a conventional
speaker is normally situated in a room.
reflections from the three nearest room
boundaries reduce the speaker’s power
output significantly in a rather narrow
band of frequencies —usually in the 150-
to 400-Hz range. The effect is difficult to
avoid completely, but it can be reduced
in severity by following the few simple
rules illustrated in Figure 2.

1. Do not put the speaker at equal dis-
tances from the floor (or ceiling) and two adja-
cent walls. The most severe power-output dip
occurs when a speaker is located on a line of
symmeltry from a room corner.

2. Turning the speaker cabinet so that one
side. rather than the back. is against a wall is
helpful if it can be done without compromis-
ing adequate radiation of the middle and high
frequencies into the listening arca.

3. The best placement (from the point of
view of uniform bass-power output) has the
side of the speaker cabinet against a wall. the
woofer end of the cabinet resting on the floor,
and the cabinet at least 2Y2 or 3 feet from the
nearest other wall. This is especially effective
if the speaker sysiem has a woofer-10-mid-
range crossover frequency of 500 Hz or
lower. Unfortunately. it may result in so much
bass output that the system becomes buss-
heavy.

To repeat, there is no substitute for
experiment in speaker plaicement. To
ease your task. take advantage of the law
of acoustical reciprocity. Put the left
speaker in the chair in which you will
normally be sitting while listening. Put
on a record. set your amplifier in the
mono mode. and disconnect the right
speaker. Then move vourself around,
exploring with your ears the general
areas of all possible left-speaker loca-
tions. Note the location of your head
where the sound is best, and put the left
speaker there (or as close to it as possi-
ble). Repeat the process. putting the
right speaker in your listening chair. etc.
If you try this method, you’ll find that
moving either yourself or the speaker
affects the sound in similar ways —a fact
worth remembering as you adjust for
optimum final placement.

Next. return to your listening position
and. using the same mono program
source, assure yoursellf that the two
speakers sound reasonably alike when
you switch rapidly between them. If they
do not, it’s possible that your chosen
speaker locations have too many differ-
ences between them to be compatible for
stereo. For example. one may be sur-
rounded by hard surfaces—bare walls
and floor — while the other is amidst car-
peting, upholstered furniture. and the
like. If tone controls, or the controls on
the speakers themselves, cannot com-
pensate for these differences enough to
produce a satisfactory. stable stereo
image. you will have to repeat the whole
speaker placement procedure. using an-
other wall or perhaps even another ar-
rangement of room turnishings.

FINALLY, don’t feel obliged to follow
either hi-fi or decorating convention.
There is no law. for example, that says
both the left and the right speaker nust
rest against the same wall. If an odd,
asymmetrical speaker placement turns
out to be sonically the best and it is not
aesthetically objectionable, then thart is
the place for your speaker.

Roy Allison, formerly Vice President of
engineering at Acoustic Research, is now
the President of Allison Acoustics, Inc.
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Sorry, but when it comes to our

Phase Linear 4000, mcdesty

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 closely approximate
the original.

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

» Lets your music (at last) reach
a life-like level where cymbals
sound like cymbals, kettle drums
like kettle drums.

e Lets you . . . for the first time . . .
hear your music from a
silent background.

Since its introduction follows the

Phase Linear 700B 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 fead network,
and restores dynamics lost in
recording to closely approximate
the original.

*8Q is a trademark ot CBS Laks, Inc.

Phrtvoe Feveovrs
fewvy

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.

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

PHASE LINEAR 4000 SPECIFICATIONS

Total Distortion: Less than .25%
Typically .02%.

Total Noise: High level: 83 dB below
2 volts. Phono: 72 dB below a 10
millivolt reference.

Tone Controls: Bass: Monotonically
increasing and decreasing, dual hinge
points, * 8 dB @ 20 Hz. Hinge points
switch selectable beginning at 40 Hz
or 150 Hz. Treble: 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 variable.

Aato 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” x 77 x 10” —Weight: 18 Ibs.
Warranty: Three years, parts and labor.

Sevse Lenear 4000

CIRCLE NO. 28 ON READER SERVICE CARD

THE POWERFUL DIFFERENCE

PHASE LINEAR CORPORATION, P.O. BOX 1335, LYNNWOOD, WASHINGTON 98036
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Rabco ST-7 430

We've been at the business of high fidelity for a long
time. And still, every so often we ask ourselves,
“What's it all about?”

For us, it's certainly not about mass production, nor
about squeezing products into traditional “price
points”. What we are about is to find, without qualifica-
tion, the best way to reproduce music in the home.

Of course we've had our disappointments. We re-
member a “shelf” unit that couldn't fit on any shelf
known to mankind.

But then there have been our triumphs.

We believe the products in this advertisement are
the finest expressions of the attitudes that motivate
us. They are diverse, but consistent with our commit-
ment to bring the highest quality to every function of
music reproduction.

The new Harman/Kardon Rabco ST-7 turntable is an
excellentexample. It plays a disc in precisely the way
the cutting head made the master record. The arm,
carried by the remarkable “rolamite” bearing, moves
across the disc in a straight line. The result is a cas-
cade of zeroes. Trackin% error? Zero. Skating force?
Zero. Stylus overhang? Zero. Horizontal friction?
Zero. Vertical friction? Zero.

Simply stated, the new ST-7 provides a way of playing
music in the home that obsoletes conventional piv-
oted arm turntables.

Diverse and consistent. The Citation 16 amplifier is a
remarkable synthesis of brute force, technological
precision and sonic sensitivity: awesome power
with flawless performance. When measured by the
criteria that together most accurately predict musical
results—square wave response, slew rate and rise
time—Citation 16 is without peer. The excitement
we feel at Harman/Kardon these days is in part due
to the reaction from audiophiles who have experi-
enced Citation 16.

harman/kardon

A401 ation 16

Diverse and consistent. The ST-7 and Citation 16
expand the boundaries of state-of-the-art. The result-
iNng new technology is soon incorporated in other
products. The new A401 integrated pre-amplifier and
power amplifier does not produce the absolute power
levels of Citation 16. But its square wave response,
slew rate and rise time reveal its genealogy. We can
conceive of no better recommendation for the first
time “investor” in nigh fidelity.

Diverse and consistent. As the 430 receiver vies
for visual attention on your dealer’s shelf, it may
seem almost diffident. Don't believe it! For within its
graceful contour lies such power as to meet truly de-
manding dynamic conditions—without compromise
of sound quality.

The source of the 430's energy is not the conventional
single power supply. It has two discretely separate
power supplies—one for each channel. Consequent-
ly, no matter how much energy is called for by
dynamic music passages, performance of one
channel is not affected by the other. The features of
the amplifier section (twin power, wide bandwidth,
square wave response, phase linearity, instantane-
ous transient response) and many elements of the
tuner and preamplifier sections are inherited from our
Citation series of components.

There is simply no comparison between the 430 and
other modestly priced receivers. Its performance can
be appreciated most by direct comparison with ex-
pensive individual components. The 430 demon-
strates, upon the very first hearing, that quality need
not be sacrificed to achieve the economy of size,
convenience and price.

Of course you're looking at new high fidelity instru-
ments. But the attitudes with which they were con-
ceived and built are their very essence. We'd like to
tell you much more about them-—directly—without cir-
cled numbers or coupons. Write to us. We'll respond
promptly. Harman/Kardon, 55 Ames Court, Plainview,
N.Y. 11803 Harman/Kard

1 Canada Ltd. Montrez
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AMONG today's major symphony and
opera conductors, Carlo Maria
Giulini cuts an especially imposing figure.
Tall, classically handsome, and with a
full head of greying but still predomi-
nantly dark hair, he looks much, much
younger than his sixty years—an age to
which he admits with disarming direct-
ness. His manner, both on and off the
podium, is suave and elegant in an Old
World, always gentlemanly way. Other
musicians 1’ve interviewed go out of
their way to speak of him as one of the
most gracious and charming colleagues
they’ve ever worked with. ““l adore Giu-
lini,” Alexis Weissenberg told me. “Giu-

How had Vienna gotten him to change
his mind? Giulini smiled as he replied to
the question during a recent interview in
New York. ““You see, the title ‘music
director’ is a bit different there than
here. It is more like chief conductor.
This isall I really am in Vienna. | am not
at all interested in administration. |1 put
this to them very clearly. | want nothing
to do with such problems—only with
musical problems. For example, if they
want me to hear an audition. I do so. Just
so it deals with music.

“Another condition 1 made,” he con-
tinues in soft-spoken, lightly accented
English, “is that I don’t want to conduct

quently took him into the forests of
neighboring Austria. In the peace settle-
ment that ended World War | in 1918
Italy’s northern border was extended to
include territory that had formerly been
Austrian. That’s when Giulini’s father
moved his family to a small town in the
newly Italian territory that he had known
and liked before the war.

“It was a beautiful town, surrounded
by forests,” Giulini says, illustrating the
comment expressively with his hands.
“We were one of the first ltalian families
there, so | grew up speaking both Ger-
man and Itahan. | started kindergarten
there, and also my first music lessons

o
Gonductor

2

arlo

Giulini

.. more and more I find orchestras everywhere can do everything.”

“By “Roy “Hemming

ar. 13

N

lini is absolutely marvelous,” says Shir-
ley Verrett. Other comments from
fellow musicians inevitably end up sound-
ing like a fan-club oration.

Yet Giulini remains something of an
enigma on the contemporary music
scene. He is as concerned with maintain-
ing a cultivated balance in his personal
life as he is with being a world-famous
conductor. In an age when most musi-
cians jet here, there, and everywhere
week after week, Giulini rigidly restricts
the number of engagements he will ac-
cept. He shuns big social events and as
much of the publicity whirl as he possi-
bly can. When he is not conducting he
flees to the privacy of his small-town
home in the mountainous region of
northern ltaly.

Until last year Giulini had steadfastly
turned down offers to head major or-
chestras in both the United States and
Europe. The closest he had come was
his engagement. dating from 1969, as
principal guest conductor of the Chicago
Symphony Orchestra. Other than that,
he had long insisted that he did not want
10 get tied down to a permanent post
with any orchestra. Then, to almost
everyone's surprise, Giulini agreed last
year to become music director of the
Vienna Symphony Orchestra.

‘ Photo by Rex Wilsan/Angel Records

very often. Perhaps five or six programs
in all the year. Of course, if and when the
orchestra goes on tour outside Vienna, |
will tour with them as their chief.”’

Does his Vienna contract give him
approval of other conductors and pro-
grams when he’s not there? ““Yes,” he
replies, “although arranging everything
is a little bit complicated because | prefer
not to live in Vienna.”

Home for Giulini is Bolzano, in the
Dolomite Alps, not far from the Austri-
an border in northeastern ltaly. “When 1
am not conducting | stay there expressly
to be quiet. to be in contact with nature.”
He makes the comment without any of
the pretentiousness or ‘affectation it
might bear coming from another speaker.

“My home used to be in Rome, then
Milan, but I don’t want to live in big cit-
ies any more,” he explains. “Cities, |
feel. are less and less for human beings.
When | conduct, of course, 1 am obliged
to be in the big cities, because that is
where the great orchestras are. But after
the concerts | must get away. This is
very important to me.”

LTHOUGH Giulini was born in the
Adriatic town of Barletta in southern
Italy, he grew up in the Dolomites. His
father was a lumberman whose work fre-

*“l think 1 was about four years old
when | first saw a violin. You know the
man who goes about the village playing
the violin for charity — what is he called
in English? Well. never mind. 1 must
have been very taken with his playing,
for when my father asked me what |
wanted for Christmas | said a violin. So
he bought me a starter-size violin. My
mother told me later that 1 was absolute-
ly crazy about learning how to play it
and to play evervthing!

“l began taking lessons from an old
Bohemian violin master who lived in the
village. | will never forget that man. |
studied with him until 1 was twelve.
Then the Italian government set up a
new music school in the region under a
cousin of the composer Mascagni. He
sent a young Italian violinist to our town
with a whole new conception of teach-
ing. My Bohemian teacher. who loved
me like a son, said to me: ‘'l am old. Go
and start fresh with this new teacher.’
How he must have suffered as he said
it —but he understood.”

When Giulini was fifteen his family
realized that their town was too small for
further important musical study. So they
packed him off to Rome. At the Santa
Cecilia Conservatory he studied violin,
viola, and composition. By the mid-
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Thirties he was already playing in a
string quartet.

“Each summer | always went back to
the mountains. One of my teachers sent
me a telegram there, telling of a competi-
tion for the lust viola chair in the Augus-
teo Orchestra in Rome. At that time the
Augusteo was a really great orchestra.
So I went back to Rome to enter this
competition. When they told me | was
the winner of the nwelfi/ seat in the viola
section, this was for me the greatest joy
of my musical life —before or since!

“And what an experience it was. We
played under all the greatest conduc-
tors — Mengelberg, Kleiber, Klemperer,

De Sabata, Richard Strauss, Bruno Wal-
ter. Sometimes we would play the same
Brahms or Beethoven symphony with
Walter and De Sabata—two completely
different conceptions, and both great
conceptions. When you sit there and
play with such great musicians—even
when you are in the last chair—you can-
not help but get excited.”

Giulini’s love affair with orchestras has
lasted ever since, although it has been
from the conductor’s podium rather than
as a player since the end of World War
I1. It was Giulini who led the first con-
cert at Rome’s Teatro Adriana following
the liberation—after he had spent
months in hiding from the Nazi police as
an anti-Fascist. In 1946 he became a
conductor for Radio Italiana, and in
1953 a principal conductor at Milan’s La
Scala Opera. His American debut came
in 1955, with the Chicago Symphony
Orchestra.

During the 1950’s and 1960’s, Giulint
was most closely identified with opera.
In those years he was the conductor for
some of the great Angel recordings with
Maria Callas and Elisabeth Schwarz-
kopf, and he was principal conductor for
the Rome Opera’s visit to the United
States in 1968. Then, amid reports that
he was increasingly dissatisfied with the

60

casts he had to work with and with pro-
duction problems at major houses, he
announced in 1969 that he was giving up
opera to concentrate on symphonic mu-
sic — at least for four or five years.

Since that length of time has now
elapsed, is he thinking of going back to
opera? Giulini answers quietly but firm-
ly: “I have no projects for the opera
house. I have no time now for opera,
because there are so many symphonic
works | haven’t performed that I would
still like to do. And I really don’t want to
conduct too much. I don’t want to get
used to the music I perform. For me,
every performance, every rehearsal

must be a great event. I do not want it
to become routine. That possibility ter-
rifies me.

“I am afraid, I know that I’'m afraid,
and 1 know also why I'm afraid. This
mystery of music —the mystery of sound
that before you actually hear it you first
hear it inside yourself —you cannot let
this become like a machine. So I perform
for three or four weeks, and then I must
have three or four weeks to myself —to
study, to think, and to restudy. I find that
the more years I live and the more expe-
rience | acquire, I must study again and
again to try to understand the creative
geniuses for whom | would be a servant.
You cannot jet everywhere all year long
and do this.”

Just as he fights the increasingly ma-
chine-like “manufacture” of music to-
day, Giulini bridles at impersonal refer-
ences to an orchestra as an instrument.
“I hate this,” he says. “The orchestra is
not an instrument. It is human beings
who play instruments. That’s a very dif-
ferent thing!”

Can orchestra players then, I asked,
shape the way a conductor will play a
particular work? For example, will Giu-
lini himself play the Brahms First Sym-
phony differently with the New York
Philharmonic than he will with an or-

chestra in Rome or London because the
individual players are different?

“Every great orchestra has its own
character, its own personality,” he re-
plies. “The conductor must understand
what that character is, and then try to
bring out /is sound, his conception. A
work that is played in London may
sound different because of the character
of the orchestra, but the artistic concep-
tion, the interpretation of the conductor
will be his wherever he conducts.”

How about a Mabhler or Bruckner
symphony played by an orchestra in
Vienna which has grown up with a cer-
tain tradition or identity with these com-

posers? “Yes, in Vienna there are some
charming things that it is impossible for
others to imitate,” Giulini admits. “It’s
been with them for so many years. But
music is much more than this. And more
and more I find orchestras everywhere
can do everything. There are no longer
borders. 1 do not believe in borders.
Human beings, I feel, are much the same
everywhere. We all have a heart. Some-
times the outward expression of individ-
ual feeling is different. But what is inside
us is fundamentally the same —the sor-
row, the joy, the tears, the smiles, all
these things.

*“Sometimes 1 hear it said in Europe
that American orchestras are splendid
but cold. I get a bit crazy whenever |
hear this. It is not true! Sometimes an
American orchestra can play cold. just
as a European orchestra can play cold. It
is up to the conductor to bring out its
heart.”

There are many who would agree that
Carlo Maria Giulini has few peers today
in being able to do just that. Maybe it’s
his ability to pull back from the rush of
the modern world that has made it possi-
ble for him not only to preserve his own
contact with the music that is so impor-
tant to him, but to serve so well as one of
ours. O
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Noise
vs signal

Noise is usually defined as
an unwanted disturbance of
some sort. In a tape recorder,
noise does not occur at the
same volume level across the
entire frequency spectrum.
Low frequency hum is
generally louder than high
frequency hiss, but the human
ear does not perceive noise
in that relationship.

The sensitivity of the ear
1s not uniform with frequency,
a situation expressed
graphically in the well known
Fletcher-Munson curves.
Since the ear is most sensitive
to sounds in the range from
1kHz to4kHz,low frequencies
(hum) must be substantially
louder than high frequencies
(hiss) for the same apparent
loudness.

You can see from Fig. 1 that
recorder A has more hiss than
B, yet the unweighted signal-
to-noise ratio would be the
same for both machines

(61 dB). Obviously this
method of specifying noise
characteristics is inadequate
and misleading. It gives no
indication at all as to the kind
of noise measured. Hiss is
more annoying than hum
because it is more apparent
at the same relative level.
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What is weighted
noise?

Weighting curves simulate

the non-linearity of human
hearing (F'ig. 2). When they

are used as filters in signal-to-
noise measurements, they make
the resultant specifications
more credible and meaningful.
Comparisons based on
weighted noise figures are
therefore more valid

Ff—} Ode sm— 3% OIST

m—_u Dig
t

WEIGHTED S/N

RECORDER A N

T amoun( I3 )-‘

100 PR} 108
FReQuERCY M

Using the prev10us

*. example of recorders A

and B, we now send the

overall noise through the

L weighting filter and then

FIGURET measure the remaining
noise. You can see from
Fig.3 that recorder A
measures 62 dB, while
recorder B measures 65 dB
referenced to 3% distortion.
Now this comparison more
accurately corresponds to
what the listener actually
hears and the subjective
annoyance of the noise.

Why add Dolby?

Because you can gain an
additional 9-10 dB reduction
In noise with the B-type
Dolby system. And that works
out to be 74 dB on the

jf{
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1T A-2300 SD. We took some-
~ thing already quite good,
|| and made it better.

1

1 The

ma advantages
.of integral
Dolby.

With an external Dolby
unit, irregularities in a
tape recorder’s frequency
response characteristics will
be magnified during the
signal processing, generally
by a factor of two. When the
Dolby circuits are an integral
part of the recorder, however,
the record and playback
electronics can be optimized
for the encode/decode
171 processing. In addition,
] with integral Dolby you
- don’t have to pay for an
 extra power supply,
_ || cabinetry and the like.

.Some popular
"o mnisconceptions.

DOLBY FM

DOLBY NR

There’s no doubt that Dolby is
an effective means of reducing
noise, however the system will
not eliminate any noise present
on the original signal source.
That noise would go through
the encode/decode processing
along with the signal.



Then there’s the feeling

that Dolby reduces high end
response in the process of
reducing hiss. Highs are
reduced during decoding,

but in exact proportion to the
extent they were boosted
during encoding —back to the
level they were on the
original music. Finally, since
the Dolby system is level
sensitive —low level signals
are affected more severely
than high level signals —it
should be emphasized that
very high level signals are
virtually unaffected by Dolby.

Complete Dolby
Flexibility.

The Dolby/FM switch
activates the new 25 micro-
second de-emphasis curve for
decoding Dolbyized broadcast
material. In addition, there’s
an FM copy switch on the
back of the unit so you can
record the broadcast encoded
while monitoring the program
decoded for a more accurate
listening reference. With the
A-2300 SD you can decode
any external Dolby source.
And the external calibration
controls, including a built-in
tone generator, help you
derive optimum benefits of
the Dolby system through
accurate level settings.

TEAC

Tape it.

There’s a unique satisfaction
to be had in personally
selecting and sequencing your
own source material. Enjoy
tapes that exactly satisfy
your particular musical
tastes, your changing moods.
The tapes you make will
bear the imprint of your
individuality. They will
become the expression of
your personal artistic
perceptions. And if you truly
enjoy listening to music, the
qualitative difference that the
A-2300 SD makes can offer
you years of rewarding and
enjoyable musical
experiences.
We’ve been
making
3-motor,
3-head tape
recorders for
over 20 years.
Continually
refining and
perfecting the
fundamentals.
Consistently
providing the
features and
functions that
best fit your
recording
needs. There’s
a certain pride
here. A repu-
tation for
quality and reliability
can not be proclaimed. It
must be earned.

Dolby is a trademark of Dolby Laboratory Inc. © TEAC 1975
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A lot of the information in
tnis ad was excerpted from
The White Paper. If you're
interested in tape recording
in general, and TEAC
products in particular, be sure
to get your free copy. You can
do that by writing us. To
audition the A-2300 SD and
hear the audible improve-
ment it makes, just call

(800) 477-4700* to find the
name of your nearest TEAC
retailer. We'll pay for the call.

*In Illinois, call (800) 322-4400

A-2300SD

TEAC

The leader. Always has been.

TEAC CORPORATION OF AMERICA
7733 Telegraph Road, Montebello, Calif. 90640
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IF there is a new musical messiah
coming, he, she, or it is now well over-
due, and if you happen to be a member of
any of the music-industry congregations
centered upon Los Angeles, San Fran-
cisco, or New York, the anxiety gener-
ated by the waiting is by now almost
unbearably intense. Truth to tell, rock
has been creatively stagnant—at least
relative to the appearance within the
medium of another starry visitation such
as Elvis Presiey or the Beatles —for at
least five years, and during most of that
time many people have been wondering
just when the new musical savior will

Souther-Hiliman-Furay Band, and the
splintered efforts of the CSN&Y individ-
vals. Another example is the Eagles, a
quartet which is at once simply another
regrouping of spare parts and something
very special: it draws its inspiration
quite candidly from the examples of the
Byrds, Buffalo Springfield, the Beach
Boys, and the Beatles, but it adds to it a
curious and completely original dimen-
sion of technical perfection.

In its first incarnation, the Eagles con-
sisted of Glenn Frey, Bernie Leadon,
Randy Meisner, and Don Henley, and it
might be well to see just who 1/iey were.

THE
UAGLEN

“...what we want todo is...
upgrade the lyrics and the
appeal of country music.”

appear, who he will be, and, particularly,
what he will be like. But watched pots do
not boil, and it is conceivable that simply
because so many people have been sit-
ting around impatiently waiting for it, the
second (or third) coming has been indefi-
nitely postponed.

In the meantime, rock has been per-
petuating itself through what can only be
described as incest. It has become so
common for so-called “‘new” groups to
be formed merely by reshuffling the
members of older ones that the music
industry (on this level at least!) is start-
ing to resemble professional sports, in
which players are shifted from team to
team by trade, sale, or waiver.

Rock today can be said to be under the
domination of third-generation groups
that were themselves formed from sec-
ondary reorganizations. The Buffalo
Springfield, for example, begat portions
of Poco and of Crosby, Stills, Nash &
Young. These secondary groups, in turn
produced Loggins and Messina, the
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By Al Parachini

Meisner met Richie Furay and Jim Mes-
sina in Nebraska just before the Buffalo
Springfield broke up, then joined them
professionally in the early days of sec-
ond-generation Poco. Leadon emerged
professionally in San Diego playing with
Dillard and Clark, a group dominated by
ex-Byrds, then continued this develop-
ment with the Flying Burrito Brothers,
another part of the Byrds legacy. Hen-
ley, a native of Texas, met Kenny Rog-
ers on a First Edition tour and ultimate-
ly migrated, under Rogers’ influence, to
Los Angeles, where he played with a
group called Shiloh, which evolved
somewhat and became the late Manas-
sas, the back-up group for Steve Stills (of
CSN&Y, of course, if you are still with
me). Frey, the /eas: incestuous of the
Eagles, sprang almost miraculously out
of Detroit, where he had been profound-
ly influenced by Bob Segar, whose vari-
ous bands have been very influential on
other professionals even though they
have not had much effect on the public.

Anyway, the four fledgling Eagles
eventually fluttered separately to Los
Angeles, where they landed by splendid
accident in the middle of a clique that
was fast becoming rock’s new dynasty —
Messina, Furay, Jackson Browne, and
Linda Ronstadt (who is, of course, the
former lead singer of a lesser farm-club
group, the Stone Poneys). First individu-
ally and later collectively, the Eagles-to-
be met one another through Linda and
ultimately became her back-up group.

In 1972 the quartet became officially
the Eagles (choosing the name after an at
least superficial study of the religion of
the Hopi Indians, who revere the eagle
as the most sacred of animals), signing
on with David Geffen (then an artists
manager as well as the head of Asylum
Records), who was as deeply involved in
the rebirth of certain ex-Beach/Byrds/
Buffalo/Beatles members as they them-
selves were.

Geffen sent the Eagles off to England
to record under producer Glyn Johns,
whose previous clients had included the
Rolling Stones, Eric Clapton, Traffic
and the Who. The result was the album
“Eagles,” Asylum SD-5054. The album
produced a hit single. Take I1 Easy, and
was followed in mid-1973 by “‘Despera-
do” (SD-5068) and irs single, Tequila
Sunrise, the instrument with which the
group proved itself the most successful
of the incest groups. So back they went
to England in late 1973 to record their
third album, *“On the Border” (and, inci-
dentally, to sign on slide guitarist Don
Felder as Eagle No. 5). The single A/-
ready Gone was a sizable hit from that
session, as has been, more recently, the
ballad Best of My Love.

Glenn Frey gives credit for all this to
Glyn Johns: *‘He’s really what made us
different and set us apart. It would have
been easy for us to stay in L.A. and re-
cord, but we didn’t. First, Glyn’s an Eng-
lish producer, and he feels more com-
fortable technically in the studios over
there. But the most important thing is
that by going to England we just avoided
a lot of distractions. We were able to
divorce ourselves from all our usual
hang-outs.” (The third album was com-
pleted in Los Angeles, however, with
producer Bill Szymczk at the helm, the
“distractions” having proved less dis-
tracting, perhaps, with success. Szymcyk
is also the producer of the fourth al-
bum, “One of These Nights,” which is
reviewed in this issue.)

“We’re a combination of all kinds of
things,” says Frey. “We know that we’re
really a product of the Byrds, the Buffalo
Springfield, and others, and that’s not
necessarily a distinctive thing these
days. But by taking owr conception of
those influences to England and giving it
to Glyn Johns, it got refined and became
more clear-cut.”

“Desperado,” a concept album, tried
to draw a few romantic parallels between
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the images of the Western outlaw and
the rock-and-roll musician. It was a cal-
culated risk. but the group elected not to
play it safe: “We could have done anoth-
er album just like the first one, then puta
picture on the cover of all of us sitting in
a field with our shirts off,” said Frey
Geffen booked Eagles conservatively.
putting them on the road with Procol
Harum and Jethro Tull, then getting
them top-bill concerts of their own. By
the summer of 1973 talk about Eagles
was in terms usually reserved for only
the most successful of groups, and their
flight since has been sustained and

strong —though not without the prob-
lems success itself brings.

“Some days success is a mind boggle:
other days | can put it in perspective.”
says Henley, who speaks with a soft
Texas drawl and is noticeably calmer
than Frey and leadon. both of whom
sizzle with nervous energy. " But some-
times it even gets too much for me.”
complains Frey. “The elements of the
business seem to control you. When you
have hit records, people tend to assume
you're rolling in money and want for
very little. 1 suppose, though, that the
idea of ‘taking it easy.” which really
came across in that song [written by
Frey and Jackson Brownel. is that you
shouldn’t get too big too fast.”

Perhaps because it is already a unique
amalgam of country and rock musical
roots. Eagles has not presented itself'as a
“personality”” group in the extra-musical
areas of costuming, staging, and the like.
The group prefers jeans and T-shirts on
stage. and they say very little to their
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audiences—except when some brief
observation skitters across Glenn Frey’s
mind and machine-guns out his mouth.
There was a theatrical experiment of
sorts in the spring of 1973. when the
group pertormed the songs from “Des-
perado™ in front of a Western-style back-
drop in Santa Monica and beefed up
their sound with a modest string section.
It was effective, probably because it was
understated.

“As far as we're concerned,” says
Frey. ““the bottom line is the songs. We
work a little bit on stage personality. but
it's not our main concern. | think we

have a strong image — strong in terms of
consistency and in terms of ourselves. If
you can retain the music as your bottom
line, the audience itself will create your
aura and your image.”

It's a simple philosophy as Frey ex-
pounds it: he wants Eagles to be remem-
bered for its music, and he wants to
make a reputation for himself as a song-
writer. ‘Beyond that. | don’t really care.
We're concerned with the state of the art
[of songwriting], and we don't feel like
compromising the music for wider public
acceptance.

“Country music today is an insult to
the intelligence of the average redneck
blue-collar worker,” continues Frey, to
the accompaniment of encouraging nods
from the rest of the band. ““There are
some righteous pickers in Nashville who
don’'t like the way things are going. but
they can’t change it on their own. Every-
body has to help.”

Frey occasionally gets carried away
with his missionary zeal, regretting now,

for example, that he once told a Univer-
sity of California audience, ““It’'s about
time you hippies took country music
away from the straight people.” It’s the
kind of thing you don’t want to say too
loudly or too publicly, since the tradi-
tionally conservative country crowd
don’t take kindly to sentiments that ring
so with the political rhetoric of the long-
haired left.

“If I had it to do over again, | wouldn't
put it quite that way,” says Frey. “I
don’t really want to take country music
away from them for good —just for a lit-
tle while, and then give it back after

The Eagles

left to righi:
Bernie Leadon,
Glenn Frey,
Don Henley,
Randv Meisner.
Don Felder

some of us young people have had a
chance to have some influence. We've
been walking the line, not making any
waves: what we want to do, which is
upgrade the lyrics and the appeal of
country music. we have to lay on them a
little at a time.”

IF the Eagles last. as they seem likely
to, they should have lots of opportunity
to get a little of this work done. And at
least some observers. tired of the mes-
siah watch, have begun to wonder
whether the next development in popu-
lar music hasn’t already occurred.
Rock’s new forms have in the past vccil
the result, if not of immaculate concep-
tion. at least of some form of sponta-
neous creation. The Eagles success
argues strongly that all that may now be
over, that the age of miracles has given
way 10 the age of evolution. That’s a net
loss in the excitement department, of
course. but at least we know the system
works.

67



MUSICAL HONORS

It is hard, in a self-consciously democratic
country such as ours, to find meaningful ways
of recognizing conspicuous individual achieve-
ment in the various areas of human endeavor.
We do not have, say,a Queen’s Honors List, but
we do have the mechanism of the Honorary
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At Duke University in Durham, North Carolina, it's an honorary
Doctorate in Humane Letters for well-loved contralto Marian An-
derson, shown here with the university’s president Terry Sanford.

Cosmo Photokraphers

Some are too young for doctorates, but give them a litile time.
Above is fourteen-year-old Margaret Ann Griebling accepting one of
Broadcast Music Incorporated's young-composer-awards from BM|
president Edward M. Cramer and the congratulations of composer
William Schuman, permanent chairman of the judging panel. Right
(and old enoughy is the imperishable Lionel Hampton (he and his big
band currently ornament Bette Midler's Broadway show Clams on
the Halfshell), in academic garb to accept an honorary Doctor of
Music degree from Xavier University of Louisiana, New Orleans,
shown chatting with university president Dr. Norman C. Fraucis.
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Audio-Visual Center/Brooklyn Coliege

Doctorate, plus various other little shifts that
cunningly outwit our egalitarian reflexes. Cus-
tom—perhaps even instinct—dictates that these
ceremonies take place in early summer, and
here is a representative sample from this year’s
awards in the field of music.

—Ed.

Awarded the same dezree a® Booklyn College was ccmposer Aaron
Copland, here with President John W. Kneller, Provost Donald R.
Reich, and Dean Robert Hickok of the School of Performing Arts.
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Brand-new Poctor of Music Mabel Mercer (second from left, of course) poses after the commencement ceremonies at Boston's Berklee College
of Music with. left to right, composers Alec Wilder and Cy Coleman, Betklee's president Lawrence Berk, jazz pianist Marian McPartand,
music publisher (and commencement speaker) Leenard Feist, Mrs. Lawrence Berk, and Berklee College’s vice-president, Lee Eliot Berk.

Columbia University/Public Information
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Pianist Arthur Rubinstein, eighty-eight, Docror of Music, Honoris
Causa, addresses the commencement gathering at Columbia Univer-
sity in May shartly before signing a new five-year contract with RCA.
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Martha Swope

French ambassador Jacques Keosciusko-Morizet (at mike) congratu-
lates New York City Ballet's George Balanchine on receipt of the Or-
der of the Legion of Honor ar the “Hommage a Ravel” Festival.

Pulitzer prizewinner in music for 1975, for his song cycle From the
Diary of Virginia Woolf, is Dominick Argento (left). The work was
premiered by mezzo Janet Baker with the Minnesota Orchestra last
January in Minneapolis. And was ever an awuard so justly given or so
aptly titled as the Doctor of Fine Aris degree awarded to the gui-
tarist Andrés Segovia by the North Carolina School of the Arts?
Above, right, Dr. Segovia accepts the congratulations of Dr. James
H. Semans, who is chairman of the schaol's board of trusiees.
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_ Introducing the BSR
Silent Performer

The only rumble from this belt-drive turntable comes from our competitors.

For years most expensive manual record-playing devices
have used belt-drive as a smooth, trouble-free—and most
-mportar.t—silent method for transmission of power. Now,

our engineers have succeeded in integrating a highly-
refined belt-drive system into more atfordably-priced turn-
tables. They ofter a combination of features and performance
not yet available in even more expensive competitive
models. We call them the Silent Performers.

Our Model 20 BPX is a fully automated
single-play turntable with a
precision machined platter,
high-torque multi-pole
synchronous motor,
tubular "'S" shaped
adjustable counter-
weighted tone armin
gimbal mount, viscous cueing, quiet
Delrin cam gear, automatic arm lock,
dual-range anti-skate and much more. It is
packaged with oase, hinged tinted dust cover,
and ADCK6E cartridge. See your audio
dealer for more information, or write to us.
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Consumer Products Group
BSR (USA) Ltd.
Blauvelt, N.Y. 10913

CIRCLE NO. 8 ON READER SERVICE CARD
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Culver Pictures

STEREO REVIEW’S SELECTION OF RECORDINGS OF SPECIAL MERIT

BEST OF THE MONTH
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Massenet’s

La Navarraise:
Designed Not to Charm
But to Clobber

ULES MASSENET’s brief two-act opera

La Navarraise was produced in [on-
don on June 20, 1894, following closely
upon the Paris premiére of his more
celebrated Thais on March 16. But
what a difference those three months
made! Thais, sentimental. perfumed, and
sensuous, continued the pattern Masse-
net had so successfully exploited in his

Hérodiade (1881). Manon (1884), and
Werther (1892), while La Navarraise,
brief, tragic, almost brutal. was clearly a
Gallic response to the challenge of veris-
mo. Its concentrated action presents a
passionate story: a girl commits murder
to get her man, but the desperate act
proves futile—her lover dies and she
loses her mind. All this happens in some-
thing like forty minutes, and it may fairly
be said that, unlike previous Massenet
operas, La Navarraise was designed not
to charm its audiences but to clobber
them.

Contemporary criticism, apparently
unable to accept such atypical subject
matter from the hand of Massenet.
made rather too much of the opera’s al-
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leged ‘“‘noisiness,” its trumpet calls, gun
shots, ringing bells, and the like. Since
La Navarraise is a wartime story (one of
nineteenth-century Spain’s numerous
civil wars), these effects are hardly over-
done. being instead quite logical tools for
a composer bent on embracing the new
operatic realism. And, too, Massenet ac-
complished skillfully what he set out to
do: La Navarraise is not, perhaps, a
masterpiece, but simple though it is, it is
yet powerfully effective, most particu-
larly in its verismo aspect: brief moments
of tenderness set in a whirling sea of pas-
sion, tragedy. and human stupidity.
Columbia has scored a coup with the
first complete recording of this opera.
The music is paced very effectively by

A contemporary sketch of the sack of Cuenca by Carlist forces under Don Alfonso on Julv 14, 1874

i
|

|

\

</

P
\
A i
'y P —— :i
< 2 . ¥
S M)
e i £ v
E SRR s AR i
e ——— ¥ N\ et
- 5

< " b —
g R F@z‘"*j' £
o e e TS A { —
i = S S " | -
e DR e ?‘ :
L { ;
e N

cv

~ Y e~ (_Cl

AUGUST 1975




[ ]
| '
La Navarraise: Lucia Popp

conductor Antonio de Almeida: there is
evident tension, but no effect-seeking
vulgarity. The principal roles have not, I
think, been ideally cast, but all the sing-
ers are good and they do their profes-
sional best nonetheless. The role of Ani-
ta, the Navarraise of the title, calls for a
voice more robustly dramatic than that
of Lucia Popp, for example (Emma
Calvé created the role in London, Paris,
and New York; Geraldine Farrar inter-
preted it in a Met revival of 1921). But
though much of the music lies below
Miss Popp’s most effective range, she
manages to cope with its dramatic re-
quirements admirably. Again, tenor
Alain Vanzo is fine in the iove scene, but
his part, too, seems to demand a sturdier,
more ringing sound. The same is true of
the role of the Spanish general Garrido:
Pol Plangon and Léon Rothier were its
interpreters at the old Met —true basses
both—but Vicente Sardinero, an able
light baritone, here sounds a bit uncom-
fortable with the tessitura at times.
Gérard Souzay and Michel Sénéchal
both contribute fine, idiomatic character-
izations, and the recording’s technical
qualities—excellent sound and vivid
theatrical presence —are distinct produc-
tion values. All in all, a worthy, useful
addition to the opera catalog.

Lawrence W. Haward observes in the
1954 fifth edition of Grove's Dictionary
of Music and Musicians that Massenet,
“with all his skill as a composer . . . was
strictly confined by a temperament of
narrow range, so that to have heard
‘Manon’ is to have heard the whole of
him.” (Mr. Haward himself, evidently,
had not heard ‘‘the whole” of Massenet:
La Navarraise is not even listed in his
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article.) It is perhaps impossible from
this distance to discover whether such a
statement is hurried, ill-informed, or
simply prejudiced on the part of its au-
thor, but it is at the very least insulting to
the French (and other) audiences who
listened to Massenet works with pleas-
ure both before and after 1884. Such
Olympian disdain perpetuated in stand-
ard reference works is intellectual mis-
chief, closing doors too quickly. peremp-
torily, and unfairly on a posterity that
has a right to its own judgments.

It is heartening, therefore, to find that
modern tastes—or perhaps even mere
curiosity —are opening at least this door
again. There is certainly more to Masse-
net than Manon, and the current revival
of interest in some of his neglected
works will enable modern audiences to
reach their own conclusions as to just
how much more. These manifestations
include, for the record, last year’s
Thérése from London, this Navarraise
(and another to come soon from RCA),
the Esclarmonde produced last year in
San Francisco (it is also scheduled for
recording by London soon), the recent
RCA Thais, and another to come in time
from Angel—it will be based on a 1976
production to be mounted for Beverly
Sills and Sherrill Milnes first in San
Francisco and later at the Met.

George Jellinek

MASSENET: La Navarraise. Lucia Popp
(soprano), Anita: Alain Vanzo (tenor), Ara-
quil: Gérard Souzay (baritone), Remigio;
Michel Sénéchal (tenor), Ramon: Vicente
Sardinero (baritone), Garrido: Claude Meloni
(baritone), Bustamante. Ambrosian Opera
Chorus: London Symphony Orchestra, Anto-
nio de Almeida cond. CoLUMBIA M-33506
$6.98.

The Alban Berg Quartet
Plays Haydn with
Traditional Warmth,
Contemporary Crispness

IT may seem odd for Haydn quartets
to be performed by an ensemble bear-
ing the name of Alban Berg, but the
European tradition of naming such per-
forming groups for composers (for exam-
ple, the Sibelius Quartet in Finland. the
Dvofak, Smetana, Janacek, and Novak
quartets in Prague, the U.S.S.R.’s Bee-
thoven and Borodin quartets) has sel-
dom been a delimiting factor in terms of
repertoire. What the youngish members
of the Alban Berg Quartet did commit
themselves to do when they banded to-
gether in Vienna was to include a work
of Berg, Schoenberg, Webern, or a con-

temporary composer in every one of
their programs.

Significantly, before making their
public debut as a unit in 1970, violinists
Giinter Pichler (a former Vienna Phil-
harmonic concertmaster) and Klaus
Maetzl, violist Hatto Beyerle, and cellist
Valentin Erben spent a year in the
United States studying with the La Salle
Quartet. the Cincinnati-based group so
admired for its authoritative interpreta-
tions of the works of both Viennese
schools. This combination of Viennese
and American influences has been a
happy one, to judge from the Berg
Quartet’s new Telefunken disc of
Haydn’s Horseman and Emperor Quar-
tets. Neither work has been more ef-
fectively set forth in a recording known
to me, and most certainly not in any
other available at present.

The playing here is as crisp and clean
as one would expect from specialists in
contemporary material, yet free of the
“antiseptic” quality such specialists of-
ten display. At the same time it is filled
with the warmth and affection one asso-
ciates with the most revered interpreters
of the Viennese classics, yet never veers
in the direction of sentimentality. Clear-
ly the Alban Berg Quartet has managed
to soak up tradition in a productively
selective way, learning from it without
being bound by it.

All the tempos in the Emperor are on
the brisk side, and the work benefits
enormously, especially in the two inner
movements; the variations have real
dignity here, and the often languid-
sounding Menuetto springs to life with a
freshness that can still be astonishing
even in Haydn. The finale may seem a
shade foo brisk, but in the context of the
whole it is a convincingly joyous conclu-
sion. The realization of the Horseman is
sheer perfection, combining the gutsy
vigor of the Griller version with the
suave polish of the Fine Arts and adding
a large element of affectionate under-
standing in the glorious slow movement
such as has barely been hinted at since
the Budapest Quartet’s short-lived re-
cording of some thirty years ago. Here
the outer movements are conventionally
paced, their strength lying in the rock-
firm rhythm and eloquent phrasing: this
performance alone would make the disc
indispensable.

Telefunken has provided first-rate
sonics and has used a gatefold container
in order to provide elaborate notes in
three languages; unfortunately, the Eng-
lish translation of Ludwig Finscher’s
German original is inept, but this is the
only blemish on a really superb produc-
tion, a major addition to the swelling
Haydn discography. Richard Freed

HAYDN: String Quartet in G Minor, Op. 74,
No. 3 (“The Horseman”); String Quartet in C
Major, Op. 76, No. 3 (“The Emperor”). Alban
Berg Quartet. TELEFUNKEN SAT 22550
$6.98.
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CLARK TERRY: coazis“ently dy-no-mite!

ALBAN BEeRG QUARTET: Klaus Maetzl, Hatio Beyerle, Giinter Pichler, and Valentin Erber:
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Clark Terry:

Superb Big-Band
Playing by a Somewhat
Neglected Master

CLARK TERRY is one of the most reli-
able and (therefore?) one of the busi-
est players in jazz. He also happens to be
a man of extraordinary talent and, as
evidenced in his new Vanguard album,
great wit. He was a member of the To-
night Show band for many years, but al-
though he had a great deal more to say
than most of the guests on that show,
neither camera nor microphone ever
gave us more than a hint of his presence.
Now, a little late, we get a chance to hear
some of what we missed. Recorded dur-
ing a concert at the Wichita Jazz Festival
in April of last year, the aibum faithfully
reproduces over forty-three minutes of a
superb big band playing fine arrange-
ments by such talents as Phil Woods,
Jimmy Heath, and Ernie Wilkins, the
whole neatly and humorously MC’ed by
Terry,complete with hilarious imperson-
ations of . . . Lawrence Welk and Mu-
hammed Ali.

Terry’s version of Mumbles here, his
big hit of several years ago, is different
from any rendition I have heard him do
and funnier by far than any number of
so-called comedy records. Add to this a
string of memorable solos and you have
one of the finest albums released so far in
this year 1975. I won’t single out any
track: I couldn’t—the album is consist-
ently dy-no-mite! Chris Albertson

CLARK TERRY: Clark Terry’s Big B-a-d
Band Live. Clark Terry (trumpet, flugethorn,
vocal); Jimmy Nottingham and Richard Wil-
liams (trumpets); Jimmy Heath, Ernie Wilk-
ins, Phil Woods. and Charles Davis (reeds):
Duke Jordan (piano); Wilbur Little (bass);
orchestra. Una Mas; Nefertiti; Take the “A”
Train; Randi; Mumbles; Sheba: Cold 'Tater
Stomp. VANGUARD VSD 79355 $6.98.

A Thoughtful Report
From the Home Front
By Investigator

Carly Simon

CARLY SIMON’s new album *‘Play-
ing Possum” for Elektra is an intelli-
gent, mind-warming romp and an aimost
continuous musical joy. The candid
cover photograph of Carly has caught
her in an abbreviated chemise in a way

73



that makes her look like a sexy grasshop-
per. all long white arms and longer legs,
proving that her various parts are as
nicely matched as the songs in the album
are: she has gotten her head together. in
1975 terms, better than any other young
female composer-performer around.

The sexual revolution? Put such pe-
destrian back-numbers out of your mind.
Carly has clearly moved beyond all that.
Listen to her in Look Me in the Eves:
“It’s your heat that makes me warm/
Makes me climb on you like a tree/
And I don’t need no fancy dancing/
When you bend over me.” Hm. Quite
frank. as we used to say, but also as
clear-eyed. healthily straightforward,
and up-to-the-minute as can be for an
honest woman dealing with these mat-
ters today.

Slightly more ambivalent is her ap-
proach to the Lib game in Slave: | wor-
ship your opinions/I imitate your ways/I
try to make you grace me/With a word of
praise/However much I tell myself/That
I'm strong and free and brave/I’'m just
another woman/Raised to be a slave.”
*“Raised” is the key word, of course, but
the song is a statement of fact, how
things are, and not a cry of impotent
rage. The point is that it’s a// role play-
ing; we cannot choose no role, but we
can choose among the number available.
even the one called the path of least re-
sistance. And choice is not without its
dangers too. according to Carly (and
Jacob Brackman) in Arritude Dancing —
“Find a role you like/Capture it and
freeze/Then turn it around/A hundred
and eighty degrees” —for even choosing
can become a habit, a role, condemning
the player to a life of confused, direction-
less (even though self-manipulated) jos-
tling. The best song here, however, is the
title song, Plaving Possum. It’s about
whatever happened to The Revolution.
it echoes with little whispers of frustrat-
ed cultural possibilities, perhaps sinister,
perhaps pathetic, and it will make you
think.

Production is by Richard Perry, and it
is superb —as well it ought to be for an
album that at least temporarily sums up a
number of current social conundrums
better than might any learned disserta-
tion by one of the paper pundits of the
media. And anyway, no one of them
sings as well as Carly Simon Taylor.

Peter Reilly

CARLY SIMON: Playing Possum. Carly Si-
mon (vocals): other musicians. After the
Storm: Live Out in the Street; Look Me in the
Eves; More and More; Slave: Attitude Danc-
ing; Sons of Summer; Waterfull, Are You
Ticklish: Playving Possum. ELEKTRA 7TE-1033
$6.98. ® ETS8-1033 $7.98. ® TC5-1033
$7.98.

Carly Simon right side up;
for the camera-eve view, rotate
90 degrees counterclockwise.

by Eupsychian Works




BEOGRAM 4002

Our Beogram® 3000 and
Beogram® 4002 turntables are de-
signed to achieve superb sound
reproduction. Each in a very
unique way.

Take the Beogram 3000. It’s
as beautiful to look at as it is to
listen to. Because we put most
technical functions (like anti-
skating) out of sight.

We integrated the cartridge
and tonearm to reduce resonance
as a cause of distortion. And devel-
oped one activator-button to con-
trol all major functions, so it’s
incredibly easy to operate.

Finally, we made this turn-
table an exceptional value.
Because its $300 price includes
everything: the cartridge, base
and dustcover.

Now consider the

Custom Sound Assoc.

A C Recordin
lio-Ho-Kus. N.|. 07434 8

Raritan. N.|

Audio Lab
New Brunswick. N_J. 08901

Gracom Industries
Flushing. N.Y. 11355

Leonard Radio of N_|. Inc.
Parammus, N.J. 07652

Sound Experience
Hunungton. N.Y. 11743
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BANG & OLUFSEN.
THE CHOICE FOR THOSE WHO SEEK
UNCOMPROMISING REPRODUCTION OF MUSIC.

Beogram 4002. One of the most

remarkable turntables in the world.

Its tangential tracking system
is an outstanding achievement in
gramophone technology, because
it tracks records exactly as they
were cut. The entire integrated
cartridge/tonearm unit moves in
a straight line from the rim of the
record to the center. (Unlike
conventional tonearms that de-

Bang & Olufsen

Narrowmg the gap
between man and music.

Write to Bang & Olufsen of America,

Inc., 2271 Devon Avenue, Elk Grove
Village, Illinois 60007 for more information
and a listing of our audio specialist dealers.
See below for those in the metropolitan

New York area:
r--------------,

Mr. Ms.

Address

1 Gy State Zip
SR-2
--------------‘
CIRCLE NO. 7 ON READER SERVICE CARD

scribe an ever-decreasing arc.)
This completely eliminates skat-
ing, a source of wear on both the
record and the stylus.

Tonearm and turntable func-
tions are controlled by optical
sensors that automatically per-
ceive the presence and size of the
record, and adjust for the appro-
priate speed. Scanning and cueing
are operated by a slight touch of
the simple control panel.

The logic of this advanced
technology and classically simple
design has placed eight
Bang & Olufsen products in the
permanent design collection
of the Museum of Modern Art
in New York.

Bang & Olufsen turntables.

For those who will not
compromise.

Listening Room
Scarsdale. N.Y. 10583

Sound Mill
Mt. Kisco, N.Y. 10549

Park Avenue Audio
New York. N.Y. 10016

Sound Experience
Stony Brook, N.Y. 11790

Audio Experts
White Plains. N.Y. 10605
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Grand Central Radio
New York. N.Y. 10017

Lyric Hi Fi
New York. N.Y. 10028



JAPES

Reviewed by CHRIS ALBERTSON * NOEL COPPAGE » PAUL KRESH »

AMERICA: Hearts. America (vocals and in-
strumentals): vocal and instrumental accom-
paniment. Midnight; Bell Tree; Old Virginia;
People in the Vallev; Sister Golden Hair;
Tomorrow: and six others. WARNER Bros. BS
2852 $6.98. ® M8 2852 $7.98. © M5 2852
$7.98. 18/ L9B 2852 $8.98.

Performance: Excellent
Recording: Excellent

[ began listening to this album with no great
expectations. but by the third song the excel-
lence of the arrangements and production was
so evident —and so comforting — that the rest
of the disc moved easily and pleasantly.
America still dispenses tuneful, if basically
bland, pop-oriented pastiches of Crosby.
Stills. Nash and Young, but let’s face it: as
pabulum goes, it’s remarkably well prepared.

The man responsible for the arrangements
and production of “Hearts™ is George Martin,
and it’s high time he got some kind of award.
Before he became associated with the Beatles
(and it is fair to say that Martin's skills. which
are diplomatic as well as musical, helped the
Beatles immensely). Martin produced the
recordings of the Goons. featuring Peter Sell-
ers. who were the Monty Python of the Fif-
ties. Whether dealing with lunatic comedy.
the farthest reaches of rock, or the very tune-
ful and straight-ahead pleasantries of Ameri-
ca. Martin has always brought to his produc-
tions taste combined with an understanding of
both what performers want to do and what
they are capabie of doing. He is a very accom-
plished gentleman, is Mr. Martin. and without

Explanation of svmbols: ]
® = reel-1o-reel stereo tape
eight-track stereo cartridge l
© = stereo cusselte
[ = quadraphonic disc |
[R] = reel-to-reel quadraphonic tape
(8] = eight-track quadraphonic tape
€] = quadraphonic casseite

Monophonic recordings are indicated
by the symbol ®

The first listing is the one reviewed:
other formats, if available, follow it. }
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him the history of recent pop music would
have fewer great moments. J.V.

HOYT AXTON: Southbound. Hoyt Axton
(vocals, guitar); Jerry Scheff (bass): Mike
Botts (drums); John Hartford (fiddle): Doug
Dillard (banjo); Linda Ronstadt (backing
vocals); other musicians. / Love 1o Sing;
Southhound; Lion in the Winter: Blind Fid-
dler; Pride of Man; Nashville; Whiskev; and
six others. A & M SP-4510 $6.98.

Pertformance: Pleasin’
Recording: Very good

If you're not familiar with Hoyt Axton, try to
imagine Mac Davis with a lot more talent and
a lot more taste, if that isn’t too much of a
strain. Maybe it would help to remember that
Hoyt’'s mama wrote Hearthreak Hotel. He
turned out interesting. His duet with Linda
Ronstadt, Lion in the Winter. quickly became
a staple on country music stations, raising
their quality average by several points. Axton
has a deep-voiced Southern kind of sentimen-
tality. which helps him make Greensleeves
enmeshed with House of the Rising Sun
sound more like real music than most people
could nowadays, but which also inspires him
to overdo the between-lines groaning in Blind
Fiddler. which needs all the understatement it
can get. Then there are some worthless songs
included. such as No No Song. which he
helped write and should have left in the fum-
bly hands of people like Ringo Starr. But
Pride of Man and Speed Trap (Out of Siate
Cuars) and such make up for the lapses. | know
how it must sound. asking you to pay atten-
tion to yet another roughneck poet. but |
think this one’s for real. N.C

RECORDING OF SPECIAL MERIT

JEFF BECK: Blow by Blow. Jeit Beck (guitar):
Max Middleton (keyboards): Phil Chenn
(bass): Richard Bailey (drums). You Know
What 1 Mean; She's a Woman; Constipated
Duck; AIR Blower; Scatterbrain: and four
others. Eric PE 33409 $6.98. ® PEA 33409
$7.98, © PET 33409 $7.98.

Performance: Outstanding
Recording: Excellent

1 am not very tfamiliar with Jetf Beck’s career

PETER REILLY » JOEL VANCE

beyond the basics: former lead guitarist for
the Yardbirds. considered one of the three
most important guitarists in rock (Clapton
and Hendrix are the others). inventor of some
of the dodgier possibilities of the electric in-
strument (such as deliberate feedback). and
general enfant terrible. But. after listening to
“Blow by Blow” —produced, with his custom-
ary infallible taste and discretion, by George
Martin — I can only say that Mr. Beck ought
to drop all pretense of being a rocker, since he
is obviously too talented to be confined in
that category.

A guitarist can easily fiddle with the dials
on his electric instrument and come up with
a lot of claptrap. but Jeft Beck is far from
being satisfied with making a racket. He
actually has the taste and sense to (1)
choose tunes that have real structure to
them, (2) play variations that allow for cre-
ativity but do not violate the boundaries of
the tune, and (3) make these variations bril-
liant. All this from a rock guitarist? |
wouldn’t have believed it, but here it is.

Clapton, Hendrix, and the late Duane
Allman expanded the technical possibilities
of their instruments. as did Beck. But it
seems that only Beck has gone beyond mere
technique, however accomplished, to what
the point of playing any instrument is: the
making of music. “Blow by Blow™ might just
turn out to be the album of the year. V.

CHER: Stars. Cher (vocals); orchestra. Mr.
Soul; These Days; Bell Bottom Blues; Love
Enough; Just This One Time: and six others.
WARNER BrOs. BS 2850 $6.98, ® M 82850
$7.98.© M 52850 $7.98.

Performance: Cher Bared!
Recording: Good

For sure, Cher’s personal life is a hell of a lot
more interesting than her singing. ‘‘Sonny
Seems To Be Carrying Torch!” “Cher
Leaves Dave Getfen For Greg Allman!!”
“Cher Testifies About Wild Hollywood Drug
Party!!!"” “Cher's Father Sues Her For Li-
bel''!"" And so on.

Well, if you feel that the excitement of fol-
lowing her glamour-drenched life is getting
too much for you. try her new album; it’ll
calm you down in a big hurry. She’s sorta-
inta-deeper-material-y'know, like Janis lan’s
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Stars and Jimmy CIiffs The Harder They
Come. and her whole attitude is more-on-the-
serious-sida-Cher-y’know. But as she bares
her newly found souiful self in track after
track, even going so far as to tackle Jimmy
Webb’s Just This One Timme, one cannot but
notice that Cher doesn't sound any different
here —which is to say, she sounds pleasant
enough, but so unremarkable that she might
be one of a dozen other singers. Her talent
still consists of her startling looks. her inbred
chic, her flair for costume, and a quickly de-
veloping skill at sketch comedy, all of it firmly
visual. On records she continues as the [nvisi-
ble Woman — the cover tells you who's sing-
ing, and 1 suppose her fans just mentally con-
jure up the rest. | wouldn’t want to call her a
no-talent as a singer. No siree, no more than
1'd want to read that ““Cher Has Jury In Tears
In Slander Suit Against Reviewer!"’ PiR5

CHICAGO: Chicago VIII. Chicago (vocals,
instrumentals). Anvwav You Want: Harry
Truman; Never Been in Love Before; Long
Time No See: Ain't 11 Blue?; Old Days; and
five others. CoLumBia PC 33100 $6.98, ®
PCA 33100 $7.98. © PCT 33100 $7.98

Performance: Mediocre
Recording: Good

The evolution of Chicago is probably about
complete. 1t has gradually gotten away from
the box-square self-consciousness of its
“jazz-rock™ sound —which has already been
milked for its prestige value and serves only
to date the group—and now it is casting
about in several styles: one cut here is folkish,
another uses the sighing-strings jazz-ballad
approach, another is polite honky boogie, and
so on. But Chicago is still one of the dullest
outfits ever to waddle down the yellow brick
road. Unfortunately, it is also extraordinarily
successful, so its music has a consistent smug-
ness about it which comes only when a band
moves from simple self-confidence to a sense
of its own infallibility.

This album includes not only the de rigueir
wall-size color poster, but also a Chicago
logo decal you can iron on to your T-shirt or
face. Hats and horns! J.V.

JUDY COLLINS: Judith. Judy Collins (vo-
cals, guitar, piano); David Spinozza. Steve
Goodman (guitars): Eric Weissberg (steel gui-
tar, dobro); Don Brook (harmonica): other
musicians. The Moon Is a Harsh Mistress;
Angel Spread Your Wings; Houses; The Lov-
in’ of the Game; Song for Duke; Send in the
Clowns: and six others. ELEKTRA TE-1032
$6.98, ® ETS8-1032 $7.98, © TC5-1032
$7.98.

Performance: Yes (!) and no (!)
Recording: Very good

Judy Collins can pull off a lot of unlikely ca-
pers because she’s a good person, a good,
honest, fine. brave person, and she has such
wonderful big blue eyes besides. But she can't
pull off the bizarre lunacy that attends the
song selection on the second side of this disc.
Salt of the Earth, Brother Can You Spure a
Dime, and I'll Be Seeing You are ridiculous
things for her to be singing in that earnest,
straightforward-pretty way of hers. The first
side, particularly the taste behind it, is really
good, making it all the more puzzling. In the
past. Collins has shown a tendency to let
down about once per album, which anyone
could endure as long as her eyes didn't turn
brown. but she —or at least the album —stays
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in a second-half slump this time. Her singing
of Steve Goodman's City of New Orleans is
all right, and the instrumentation. with Good-
man himself in there playing one of the better
acoustic guitars and Don Brook playing one
of the better harmonicas, can’t be faulted. But
for some reason she lets Eric Weissberg, one
of the better steel players, attempt to sing
harmony. So much for that one. The really
good stuff. on the other side, includes Jim
Webb's The Moon Is a Harsh Misiress. Ste-
phen Sondheim's Send in the Clowns, Collins”
own flouses, and a great job on a less than
great song, Pat Garvey’s The Lovin' of the
Game, with a non-singing Weissberg and
Brook carrying the heavy work. | see by the
slightly different front-and-back cover photos
that Judy’s eyes stayed blue. Somewhere in
there the smusic turned brown. N.C.

RECORDING OF SPECKAL MERIT

ROBERTA FLACK: Feel Like Makin’ Love.
Roberta Flack (vocals); orchestra. Feelin'
That Glow; I Wanted 11 Too; Early Ev'ry
Midnite; Mr. Magic: and five others. ATLAN-
Tic SD 18131 $6.98. ® TP 18131 $7.98, ©
CS18131%7.98.

Performance: Joyous
Recording: Excellent

There’s been a great deal said and written
about Roberta Flack’s fire and vitality and of

how superbly alive she is as an artist, but not
really enough about the pure joy she can
communicate. This tine new album has sever-
al tracks that are disappointing from the rep-
ertoire viewpoint, but Flack takes it all in
stride, lazing along, gathering and strewing
rosebuds as only she can, and freely and hap-
pily using her enormous natural gifts to be-
deck even the average and the mediocre. She
is able to bring the most guiescent material to
brimming life and to add her own special hints
of her pleasure in doing it. When she does
encounter a really fine piece of writing, such
as Stevie Wonder's I Can See the Sun in Late
December, the combined effect of her lus-
trous technique and superior material is
downright stunning. The production here is
first-rate, with the good sense to stay clear of
Miss Flack when she’s doing her thing—
which she does wonderfully well. P.R

GEORGE GERSHWIN: From Tin Pan Alley
to Broadway. George Gershwin, R. O. Erle-
bach, Cliff Hess (piano rolls). Honky Tonky;
Arrah Go On I'm Gonna Go Back to Oregon;
Chinese Blues; Story Book Ball; A Young
Man's Fancy;, and fifteen others. MARK 56
RECORDS 680 two discs $11.96.

Performance: Panoramic poundalong
Recording: Good

George Gershwin, as practically anyone who
has been to the movies knows, went to work

Jupy CoLLINs: such wonderful big hlue eves

Elektra Records




at the age of fifteen as a piano pounder on
28th Street in New York, which was where
Tin Pan Alley is said to have been located.
and made fifteen dollars a week. To supple-
ment his income, he also started recording
piano rolls, and the Mark 56 people have
managed somehow to assemble twenty of
these into a two-record set. It is not quite as
fascinating as their earlier albums in which
Gershwin rehearses scenes from Porgy and
Bess and plays his own pieces. but it's inter-
esting enough to hear the young Gershwin

sometimes with the help of another pianist —
embellishing perfectly ghastly tunes with his
own characteristic touches to make them
sound better than they really were. Yet hon-
ky-tonk and banal the tunes remain until we
get to the contributions of such as Jerome
Kern and Irving Berlin, where his open admir-
ation is reflected in his playing. He also clonks
out one of his own first songs, / Wus So
Young, as well as his Come 10 the Moon,
Kickin' the Clouds Awav,So Am I, and Sewa-
nee, which was a flop when introduced at the
Capital Theatre in 1919 ina show called Demi-
tasse Revue, but wowed the world when Al
Jolson sang it later in Sinbad at the Winter
Garden. When Gershwin plays his winning
and sophisticated That Certain Feeling, we
seem to be entering an era where the player
piano at last was capable of reproducing some
subtleties of fingering and dynamics. and the
true Gershwin charm finally comes across.
But by then the program is ending. P.K

HOT TUNA: America’s Choice. Jorma Kauko-
nen (vocals, guitar); Jack Casady (bass): Bob

Steeler (drums). Sleep Song; Funky #7;
Walkin® Blues; Invitation; and four others.
GrUNT BFL1-0820 $6.98, ® BFS!-0820
$7.98, © BFK1-0820 $7.98.

Performance: Regular
Recording: Good

Jorma Kaukonen is one of the musicians |
regard highly enough to tout, in my quiet way:
Jack Casady probably is the most spacey bass
player I’ve heard: and I’ll go along with what-
ever drummer they want to use. But still it
seems every other Hot Tuna album is just
routine. This is one of those. more blues-
based rock of the Cream mode. It seems to
me that Kaukonen, an amazing sound-effects
man with the electric guitar. is limiting himself
with this kind of straight-ahead part, which
calls for a lot of loud chording that lousy pick-
ers could do as well, together with solos that
just can’t approach the textures he achieves
on the acoustic guitar. His singing keeps get-
ting better, though, and the material really
isn’t bad. The cover is, as Hot Tuna covers
always are, gaudy and not as funny as it was
intended to be: this one supposedly repre-
sents a box of wash-day product. It is a fairly
pleasant album (the drummer is crisp, which
helps). with nothing really bad in it. But
this is a group of talented musicians capable
of something quite beyond fairly pleasant
albums. N.C.

BEN E. KING: Supernatural. Ben E. King
(vocals): instrumental accompaniment. Su-
pernatural Thing (Parts F and 11); Your Lov-
in" Ain't Good Enough; Drop My Heurt Off;

MANHATTAN TRANSFER: a perfect little gift for Mick and Bianca

By

/a

tic Recurda

Extra-Extra; Imagination; and four others.
ATLANTIC SD 18132 $6.98.

Performance: Smooth
Recording: Very good

| delight in seeing justice done: I'm happy to
know that Ben E. King, a valuable and experi-
enced vocalist, has a comeback hit, Supernai-
ural Thing. King has been out in the cold for
some time —the wheel of fortune sometimes
turneth exceeding slow —and he was in dan-
ger of disappearing altogether or being raised
from the grave every few years to appear at
oldies concerts. But now he is back and it's
good to have him.

| only wish that the material in this album
were worthy of King's talents. He is, after all,
the man who first sang Save the Last Dance
for Me and Stand Bv Me. Those songs had
some melody or sentimental hokum to them,
which gave King a chance to show what he
could do—a little embellishment here, a little
caution there—in a delicious display of a
knowledgeable singer’s technique.

But the material here is 1975 mechanical
soul music, two-chord, haif-a-lyric stuff in
which a grunt or a gasp or a “heh, baby” is
given the same weight as “Shall | compare
thee to a summer’s day?” King tosses off
these stillborn songs like a short beer. Oh,
what he could do with a good song! Won't
someone please give him one? J.V.

MANHATTAN  TRANSFER. Manhattan
Transfer (vocals and instrumentals). Opera-
tor; Candy; Gloria; Blue Champagne; Java
Jive; Heart’s Desire, and six others. ATLAN-
Tic SD 18133 $6.98, ® TP (8133 $7.98, ©®
CS 18133 $7.98.

Performance: Good
Recording: Good

This is a silky salon job that will probably be
most appreciated by the “in’" group in pop
social circles. Aaron Russo is Bette Midler’s
manager. which just might have given him a
little clout around Atlantic. since he also
manages Manhattan Transfer and one hand
does, even in the pristine world of pop music,
tend to lave the other. The album is produced
(very well, incidentally) by Ahmet Ertegun,
who isn’t precisely chopped liver over at At-
lantic; he founded the label some years ago in
order to make records that he and his friends
would enjoy listening to. The album itself is a
clever rehash and remembrance of the remips
perdu of the big-band sound of the late Thir-
ties. Michael Brecker’s tenor sax solo in Op-
erator is very fine indeed, as is the guitar work
of Ira Newborn in Java Jive, but Manhattan
Transfer’s vocal “stylings,” as they used to
say, though good enough, are hardly invigor-
ating. Still, as | was saying to Elton the other
day, it’s a perfect little gift for Mick and
Bianca to play when they’re flying down to
Rio in their jet and ennui threatens. P.R

JOHN MAYALL: New Year, New Band, New
Company. John Mayall (vocals. harmonica);
vocal and instrumental accompaniment. Sit-
ting on the Ouiside; Can't Get Home, Step in
the Sun; To Maich the Wind; Sweet Scorpio;
Driving On. and four others. ABC/BLUE
ThuMB BTSD-6019 $6.98. ® 8307-6019H
$7.95.© 5307-6019H $7.95.

Performance: Okay
Recording: Very good

There are eight people in John Mayall's new
band. It does not take eight people to play
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watered-down white blues based on watered-
down black blues based on the post-1945 ur-
ban blues style. But they play it anyway.
Thank you very much. and good night.  J.V

KEITH MOON: Two Sides of the Moon. Keith
Moon (vocals, drums); instrumental accom-
paniment. Crazy Like a Fox; Solid Gold;
Don’t Worry Baby; One Night Stand; Teen-
age ldol; Back Door Sally; and four others.
MCA/Track 2136 $6.98, ® MCAT 2136
$7.98.

Performance: Poor
Recording: Okay

Keith Moon is the Who's great drummer.
John Entwistle. the bassist for the group, re-
cords very entertaining and delightfully vi-
cious tunes on his own solo albums. Entwistle
is vulgar sometimes, but that is all right, since
he has wit. Mr. Moon, however. does not. He
is merely vulgar. And his solo album—a
mediocre imitation of an Entwistle album —is
pointless. J.V.

ELLIOTT MURPHY: Lost Generation. Elliott
Murphy (vocals, guitar, harmonica, piano);
instrumental accompaniment. Hollywood, A
Touch of Mercy; History; When You Ride;
Bitrersweet; and five others. RCA APLI-
0916 $6.98, ® APS1-0916 $7.98, © APKI-
0916 $7.98.

Performance: Competitive
Recording: Very good

Elliott Murphy has the kind of gimmicky act
record companies are always willing to spend
money promoting: that is, it’s a composite of
familiar, safe-looking gimmicks—a little Dy-
lan, a littte Bowie, a little Springsteen, some
nostalgia to make it all personal. Scared peo-
ple who advance in corporate politics under-
stand these things. having heard them enough
times in the last decade, thanks to their kids.
Murphy also has a right to make aliving as an
entertainer, as he can carry a tune, write a
tune, and handle the language better than
some. He’s a competent hack, that’s what he
is, and don’t get all riled up thinking **hack” is
something nasty. The difference between the
competent ones and the incompetent ones is
more important than who is or isn’t one, and
we've suffered many incompetent ones pro-
moted more extravagantly. Murphy just
doesn’t have untainted credibility on the sub-
jects he discusses, and he doesn’t have much
to offer in the way of unusual performing skills
either. The vocals here are hidden in or ob-
scured by the instrumentals in several selec-
tions, even though the words are supposed to
be the thing, but if they brought up the vocals,
the thinness of Murphy’s singing would be a
problem. This album isn’t quite as tuneful as
his previous one, but that's hardly a major
consideration. It’s simply not all that impor-
tant, and at the same time it is well enough
crafted to do no damage. N.C.

PASADENA ROOF ORCHESTRA. Pasadena
Roof Orchestra (instrumentals); John “Pazz”
Parry (vocals). Paddlin’® Madelin® Home;
Love in Bloom; Nagasaki; Muddy Water; and
nine others. IsLaND ILPS-9324 $6.98, ®
Y81-9324$7.98.

Performance: Contrived
Recording: Good

As if the British weren’t already mired down
enough in the past, they still keep looking
back into the distorting mirror of the bygone
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1he country-rock vemn. already plaved our?

(e Proficient “Eagles

A far as I'm concerned, country-rock has
proved to be a total dead end. When the
fusion really worked, as it did in the dazzling
surface textures of certain tracks by the Lov-
in’ Spoonful, Moby Grape, the Youngbloods,
the Byrds, the Allman Brothers in their
Blue Sky moments, or even the roughhewn
(and slightly mad) best work of the Burrito
Brothers and the late Gram Parsons, it was
one of the most appealing of all the rock hy-
brids. Unfortunately, what it has boiled down
to of late is usually an adenoidal kid from the
Bronx pretending to be a redneck while sing-
ing mawkish nonsense to the accompani-
ment of a steel guitar. You all know who |
mean: Poco, with their infuriatingly moronic
grinning optimism: the unspeakably banal
Souther-Hillman-Furay Band; Loggins and
Messina . . . the list is endless. And while
I'm on the subject, the Cosmic Cowboy fan-
tasy these groups purvey is, as far as I’m
concerned, fully as boring and corny as all
that sci-fi/pseudodecadent androgyny offered
by the glitter contingent.

Which may be why I’'m so disappointed in
the Eagles: they seemed at first to promise so
much more. When Take It Easy blasted onto
the airwaves in the summer of 1972, it was so
obviously a major record that one naturally
assumed this was a group to be reckoned
with. It was perfect: a real fusion song that
didn’t compromise either of the forms it was
working with, complete with bracing harmo-
nies, a charming lyric, powerful Who-esque
playing and production, and an arrangement
that built from start to finish. A classic by any
standards.

Needless to say, nothing they’ve done since
has come even close to that one magnificent
moment. The first album was totally forgetta-
ble (except that Wirchy Woman sounded like
an unconscious parody of the score for a John
Ford western at just the point the Indians are
massing on the horizon); **Desperado” was an
unqualified dud (do you really care if you ever
hear Tequila Sunrise again?); and the third
album . . . well, Already Gone was good

enough to be a hit, but any competent band
could have made a rocker like that, Best of
My Love is so soppy that | rate it my major
AM annoyance so far this year, and as for the
rest, despite the opinions of various friends
whose opinions | respect, the mere thought of
having to listen to their version of Tom Waits’
similarly execrable and sentimental O/d ’55 is
enough to make me break out with the hives.

And the new one? You guessed it . . . the
same old same old. You can predict every
lick, every other lyric line, and there are two
really horrendous bummers—a six-minute
exercise in old-style psychedelia in which
Bernie Leadon’s banjo does a ridiculous sitar
imitation (Journey of the Sorcerer), and what
may be the world’s first c-&-w cocktail song, /
Wish You Peace. In fairness, 1 must also
point out that there are one or two bits | like a
little, and the end of Hollywood Waltz attains
some real tinselly grandeur as the instrumen-
tation builds up relentlessly.

1 can’t explain why the group hasn't done
any better than they have. Glenn Frey has a
terrific rock voice, whether he's faking a
country twang or not, the rest of them are
great harmony singers, and instrumentally
they’re as proficient as any band in the world.
My suspicion is, simply, that the genre itself is
played out. Rock, as we all know, is all about
the endless manipulation of the cliché, and
I’'m reasonably certain that unless there’s
some genius out there we don’t know about
yet. none of the country-rock clichés are
going to be manipulated very interestingly in
the foreseeable future. They certainly aren’t
on “One of These Nights.” More’s the pity.

-Steve Simels

THE EAGLES: One of These Nights. The Ea-
gles (vocals and instrumentals). One of These
Nights; Too Many Hands; Hollywood Waliz;
Journey of the Sorcerer: Lyin’ Eyes; Take It
ro the Limit; Visions; After the Thrill Is
Gone; I Wish You Peace. AsyLum TE-1039
$6.98, ET-81039 $7.98, ® TC-51039
$7.98.
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for a trendy giggle or two at the sheer tacki-
ness of it all. Some of the results are superb.
Angus Wilson's For Whom the Cloche Tolls.
for instance. which appeared in 1953 (and
probably gave Patrick Dennis a hint or two
about his later Auntie Mame), is the funniest
book ever written about the Twenties: Sandy
Wilson (no relation) created a minor work of
art in his Twenties pastiche, The Boy Friend,
as did Ken Russell. who moved the period up
to the Thirties in his musical film version of it.
But these were creations based on great love
and great knowledge of the periods they were
about. The Pasadena Roof Orchestra, regard-
less of the California associations in its name.
seems to be an attempt to parody the old and
very great Ray Noble Orchestra, which was
the most popular musical group in England
during the Thirties. Unfortunately., nobody
involved in this album seems to have really
listened to that splendid orchestra’s record-
ings (and why not a re-release of some of them,
EM17?), and the result is a tame. listless run-
through of songs of the Twenties and Thirties
with all the tricks and curlicues of the period
but none of the elegance or heart. John
“Pazz” Parry makes a few feints at copying
the style of Noble’s vocalist, Al Bowley. but
he remains, as does the Pasadena Roof Or-
chestra, the palest watercolor in comparison
to the vivid Art Deco original. P.R.

RECORDING OF SPECIAL MERIT

JOHN PRINE: Common Sense. John Prine
(vocals. guitar); Steve Goodman (guitar);
James Brown (organ): Larry Muhoberac
(piano); Peter Bunetta (drums): Tommy Cath-
ey (bass): other musicians. Middle Man;
Common Sense; Way Down; My Own Best
Friend; Forbidden Jimmy; Saddle in the
Rain; That Close to You: and four others.
ATLANTIC SD 18127 $6.98. ® TP 18127
$7.98.© CS 18127 $7.98.

Performance: Very good
Recording: Very good

I’m not enthralled by John Prine’s major shift
of emphasis here, but this thing is so consist-
ently good-sounding it’s worth having. Prine
seems. as Dylan did. to be moving from a top-
ical period to a stint as an absurdist folk
(-rock) poet. At the same time. as also hap-
pened with Dylan, he seems to be paying
more attention to how it all sounds, how the
tnstrumentation can be profitably fattened up,

| the rhythms better exploited, and so forth.

The difference in the ways he and Dylan do
these things, stylistic idiosyncracies aside, is a
difference in musical sophistication and com-
poser savvy. coming down to such practical
matters as Dylan’s having a better grasp of
what minor chords can do and a few other
small, important things like that. But for one
more album’s duration, Prine’s simple way
with melodies holds up well, and his way with
words at least was never looser. “She was
leaning on a juke box/And was lookin® real
good/Like Natalie Wood/On a Pontiac hood™
is the kind of thing he just keeps tossing off
here. You move from one interesting tangle of
language to another — it isn't 100 difficult to lis-
ten through his similarities to Dylan to the
differences. Prine’s uniqueness —but 1 guess |

| don’t like dealing with dadaism much. Too

much like keeping track of a dart game whose
players are blindfolded.

There are some hot issues around nowa-
days, and, as always. they need alert, articu-
late, truthful observers such as Prine on the

scene. But no, not now. says he, I’'m going to
lay up in my room for a while and play with
these words. Maybe it comes down to a matter
of degree, and a little bit of this now will lead
10 a lot of something else later. And even here
Prine doesn’t drop all the way out; a new.
closer kind of peer friendship is one of the
turns | and a couple of good film directors
seem (o see our society about to take. and
Prine gets into that in /e Was in Heaven
Before He Died. And then, and then, he

well. he hoogies on outa here, is what he does.
with Chuck Berry's You Never Cuan Tell.
He'd already boogied about in the middie
some. though. and if you can curl up with the
best of that (Forbidden Jimmyvy) and some
headphones, you'll probably wind up feeling
a little better. Saddle in the Rain and the title
song are especially good-sounding cuts, too,
Prine’s pal Steve Goodman deserving special
notice, and somebody ought to get an award
for Best Folk-Rock Use of Horns for some
punchy work in several selections. Mostly.
the album is not abour anything, but it gives
you something with Prine’s signature on it.
And gives it to you in such a nice way. is the
thing. N.C.

LUCKEY ROBERTS: Ragtime King. Charles
Luckeyeth Roberts (piano); Garvin Bushell
(clarinet, alto saxophone): Herbert Cowens
(drums); Joe Benjamin (bass). /f You Anen
Susie; St. Louis Blues; By the Beauriful Sea;
Houneysuckle Rose: and seven others. EVER-
EST FS 304 M $5.98.

Performance: Available for weddings, etc.
Recording: Good

Charles "*Luckey” Roberts died over seven
years ago. but the notes for this album would
have us believe he is still active. Furthermore.
this collection of trivia, obviously released in
order 1o cash in on the current Scott Joplin
renaissance. has as little to do with ragtime
music as Horowitz playing Chopin. Except
for bassist Joe Benjamin, who gets in a few
worthwhile solos, the group sounds like some-
thing sent over from the local musicians’
union for a bar mitzvah.

Roberts made his first recordings for Co-
lumbia in 1916, but they remain unissued. His
accompaniments for entertainer Bert Wil-
liams reveal but a fraction of the talent he is
said to have possessed, and subsequent re-
cordings —made in 1946 and 1958 for the Cir-
cle and Good Time Jazz labels —appear to be
those of an artist already past his prime. |
don’t know when these selections were made.
but they should not have been. CA.

SMOKEY ROBINSON: 4 Quiet Storm. Smo-
key Robinson (vocals); orchestra. Love Lei-
ters; Coincidentally; Happyv: Wedding Song;
and three others. TamLa T6-337S1 $6.98, ®
T-337T $7.98, ©® T-337C $7.98.

Performance: Good
Recording: Excellent

Here's a beautifully produced and recorded
album by Smokey Robinson. He performs.
with his usual pliant ease, another collection
of his own songs. and there is some entertain-
ment to be found in Happy and Love Letiers.
The main problem with Robinson’s work is
that he has a broad streak of marshmallow
sentimentality which, while it may be genuine
on his part, eventually seizes me in the kind of
clammy embrace that means turn-off. P.R.

(Continued on page 83)
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Creation of the new Calibration Standard

filled a need..
Stanton's 68l TRIPLE-€ is unprecedented!

It was no accident!

The Recording Industry needed a new calibration
standard because it had been cutting discs with higher
accuracy to achieve greater definition and sound quality.

So, the engineers turned to Stanton for a cartridge
of excellence to serve as a primary calibration standard
in recording system check-outs.

The result: the new calibration standard, The Stanton
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The rest is history!
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And, audiophiles by their purchases have voted it
the oustanding stereo cartridge availablzs.

The Stanton 681 TRIPLE-E offers improved tracking

the acceptance of

at all frequencies. It achieves perfectly flat trequency
response beyond 20 kHz. Its ulfra miniaturized stylus
assembly has substantially less mass than previously,
yet it possesses even greater durability than had been
previously thought possible to achieve.

Each 681 TRIPLE-E is guaranteed to meet its speci-
fications within exacting limits and each one boasts the
most meaningful warranty possible. An individually cali-
brated test result is packed with each unit.

As Julian D. Hirsch of Hirsch-Houck Labs wrote in
Popular Electronics Magazine in April, 1975: “When we

through the best speaker systems at our disposal, the
results were spectacular”,

Whether your usage involves recording, broadcasting,
or home entertainment, your choice should be the choice
of the professionals . .

Write today for further information to Stanton Magnetics, Terminal Drive, Plainview, New York 11803
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“Oneof the longest Gershwin medleys in mght-club history..”

Mel Tormé cuis the cake
at a birthday celebration
at New York’s Maisonette

“Mel Tormé:
A Little Older,
Still a Pro

10ME performers, Lord knows. strut and
\_? fret their hour on the stage and are heard
no more: others seem to go on forever. Mel
T'ormé is, thanks be, one of the latter. His lat-
est recording 1s Atlantic’s new *“Live at the
Maisonette.” and “live” is certainly the word
or 1t. Chintically christened in his youthful
ears as “the Velvet Fog” —the very nub
ind essence of crooning blandness. that is-

orme. now fifty, has managed to leap. not
walk, clear over the generation gap and land.
vigorously triumphant, on the other side.

[ hope I may be forgiven when | confess
that [ had long thought of him as a closed
case. a limited yeoman talent trudging dutiful-
ly but joylessly back and forth along the Mi-
amt Beach-Las Vegas-Los Angeles night-club
axis in response to some faint summons from
an agmg and diminishing band of followers.
His television appearances | found easy
enough to take. but singularly lacking in ur
gency. All of that—or maybe it's just all of
me — has changed. For the last four years this

inger has been opening the fall season at the
Maisonette Room in New York's St. Regis
hotel with a verve and a style that have fairly
sel the rafters to ringing. He has proved him-
self there a wizard among arrangers. the most
winning of personalities. and. as a singer. a
man who has learned to find gold even in
mines we would have sworn were played out.
In short, the velvet fog has lifted. and the fel-
low benind it turns out (0 be a dynamno of mu-
sical energy and enthusiasm.

t is good to have the latest o his Maison-
ette visitations on record —this one was re-
corded on the premises last September. From
the first moment when the imperishable

Tormé struts out to greet his patrons (*Oh,
you're beautiful!”’), the atmosphere seems to
tingle with a special excitement. The singer
pays tongue-in-cheek tribute to his classy sur-
roundings by opening the proceedings with a
sophisticated little piece of irony called The
Jet Ser (*“The good life —that’s the only way
to fly”). Then he settles down for a hushed
and serous treaitment of What Are You Doing
the Rest of Your Life—and not a glass is
heard to rattle. “*A beautiful song,” he com-
ments. and after another *You're beautiful,”
shifts into high gear for a rapid —but not vap-
id —tiptoe through that hardy perennial
Mountain Greeneryv. He then sets out to re-
duce the whole place to tears with an irresisti-
ble study in self-pity entitled /1 Takes Too
Long 10 Learn 10 Live Alone, concluding side
one in a burst of period exuberance with Ger
Your Kicks on Route 66

Lx LL this while, the crowd has been audibly
{ slowly warming up to Mel Tormeé. and stde
two will melt any remaining icicles of reserve:
he launches into one of the longest Gershwin
medleys in night-club history, a fifteen-minute
cycle of no less than seventeen Gershwin
songs. He really knocks himself out. counter
pomting the melody of one old favorite
against an accompaniment drawn from anoth-
er, working bits of the Rhapsody in Blue and
the Concerto in F into the mosaic of the over
all design. speaking in tongues in homage to
Ella Fitzgerald (who still sings these songs
better than probably anyone else alive) until
he climbs. right there before his stunned audi-
ors. a dizzying flight of musical steps. that
star-studded Srairwav to Paradise. And the

applause thunders in. as well it should, from
every sidle.

An astute man in the programming depart-
ment, Tormé drops quickly back down to
present reality with a clever Stevie Wonder
number called Superstition and winds up the
evening —or at least the one presented on this
album—with The Partv’'s Over. This listener
was sorry to hear it.

What. besides some newly discovered vi-
tamin. can account for the infectious energy
projected by this half-century-old entertainer?
In part. it’s the intelligence and ingenuity of
the arrangements, most of which are the sing-
er's own. Another is the room-filling build-up
in an ecstatic style he seems to have learned
at the feet of such singers as Miss Fitzgerald
and the once (and deservedly) celebrated
Frances Faye. The playing of the Al Porcimo
Orchestra also has more than a little to do
with it. The rest—and there’s a lot of that
can only be attributed to the mystery factor
that enables an authentic talent to broaden
and develop over the years mstead of freezing
into mannerism. becoming a mere parody of
itself. [ am left to say to Mel Torme only what
he keeps telling his audiences at the Maison-
ette: “'You're beautiful.” -Paul Kresh

MEIL TORME: Live at the Maisonette. Mel
Tormé (vocals): orchestra, Al Porcino cond.
Introduction; Jet Set: What Are You Doing
he Rest of Your Life; Mountain Greenery; It
Takes Too Long to Learn to Live Alone;
Route 66; Gershwin Medley; Superstition;
The Party’s Over. ATLANTIC SD 18129
$6.98. ® TP 18129 $7.98, © CS 18129
$7.98.
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RECORDING OF SPECIAL MERIT

LEON RUSSELL: Will o’ the Wisp. leon
Russell (vocals, piano. bass. synthesizer,
clavinet, clarinet, guitar, etc); Teddy Jack
Eddy (drums); Steve Cropper (guitar): other
musicians. Litile Iideaway; Make You Feel
Good: Can’t Get Over Losing You; My Fa
ther's Shoes: and seven others. SHELTER SR-
2138 $6.98, ® SRT-2138 $7.98, © SRC-
2138%$7.98.

Performance: Uh-good
Recording: Very good

Leon Russell has given me a lot of fun
through the years. most of it nasty, malicious
fun at his expense. but still fun. Certain
friends and 1 would feel culturally deprived if
we couldn’t use Leon’s "‘uh-hey' from Roll in
My Sweer Bahy's Arms as a formal greeting,
or if we couldn’t quote Leon (in something
from that horrible live album) when inquiring
whether certain sights. sounds. tastes. smells,
and other sensations “make you want to go
Woo Woo0." This album has some funny stuff
i it, though. that may not have been 100 per
cent unintentional. | wouldn't put it past Leon
to have planned it so those Japanese instru-
ments in Can't Get Over Losing You sound
just slightly like something cooked up by the
Monty Python bunch. The reason | suspect
that may be tied to the fact that at last Leon
has again shown some craftiness in his song-
writing. I always thought Delra Lady was no
fluke, but I surely didn’t have the evidence to
back up such a wild idea. Here, at last, is
some. My Father's Shoes may catch your
head first; and then you'll notice, incredulous-
ly. that Back to the Island becomes increas-
ingly pleasant as Russell shovels the clichés
into it: and then along comes Deep River.
which is just a rinking-tinking dandy. Rus-
sell’s voice, of course, is still not a work of art,
or even of very good engineering. but it’s kind
of a friendly voice, for all its posturing. And
one of the better features of this album is how
disciplined he seems to be with the instrumen-
tals. There are some familiar excesses in Liz-
tle Hideaway, but once the thing hits its stride
it doesn’t break it. I was impressed in lis-
tening to Russell’s country album by how well
musicians play behind him —he must be treat-
ing them well, communicating with them—
and I'm impressed by that again. What I'm
saving. l.eon ol' buddy. is uh-fev. this'n al-
most makes me want to go Woo Woo. N.C.

TELLY SAVALAS. Telly Savalas (vocals);
orchestra. / Think of You: Whar's New: Try
to Remember; Didn’t We; But Beautiful, and
five others. Aupio FIDELITY AFSD 6271
$6.98.

Performance: For tans
Recording: Good

I am so sick of Telly Savalas oozing around
my TV screen like some giant, malevolent
amoeba in his role as Kojak that | found |
could easily contain my rapture at the appear-
ance of his new album. Aunt Myrt is going to
love it, of course. as will most of the ladies
over fifty or so who, along with small children,
seem to make up his fan club. Everything is all
very kiiss die land (or “gondinental,” as
Tante Rifka might say) in Savalas’ versions of
such pulse raisers as Try to Remember,
Didn't We. and Last Time | Suw Her. He's
professional enough. in a grisly way. and the
production by John Cacavas has a diamond-
pinkie-ring sort of assurance, but | still had
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the feeling I was sitting in a vat of mayon-
naise. What Savalas’ kiddie fans will make of
all this, 1 have no idea. But I'm positive that
Grandma will get the message. Oh, Granny.
how could you? PR.

SEALS & CROFTS: Pll Play for You. Jim
Seals (vocals, guitar, banjo). Dash Crofts
(vocals, mandolin): other musicians. I'/l Play
for You; Blue Bonnet Nation; Golden Rain
how: Fire and Vengeance: and five others.
WARNER Bros. BS 2848 $6.98, ® M 82848
$7.98. © M 52848 $7.98.

Performance: Very good
Recording: Very good

There’s still a not-quite-realized quality about
Seals and Crofts that, in this album, seems to

INVISBLE

CLEAN

have settled in and put its feet up. Some-
thing's missing from the words, and maybe
also from the blend of the voices, even though
as musicians they are thorough pros. Some-
how they seem to keep signaling what | read
as Stand By for Significance. and then they
just go on being adamantly bland. Partly, it
may have something to do with the times,
which seem to be pressuring everyone to re-
hash Tin Pan Alley. Seals and Crofts, here as
always, clearly represent themselves as going
beyond that, but—possibly because littie is
bothering them —they don’t really take you
on much of a trip. Maybe you can imagine
yourself in some far-out place anyway, as
people did with all those Hermann Hesse
books, but you ought to consider giving your
self a little more of the credit for making the

SOUND

AND FAITHFUL

Our two-way speaker systems ADS LAOO, LSOO
and L700 were developed right along with
our more expensive studio speakers for the
best possible reason, we warted to create
a coherent line of loudspeakers where
every model, regardless of price, would
have to reproduce musical sound with
| an optimum of clarity and a -otal ab-
sence of coloration.

When our engineers finally
were able to meet these
criteria, we called this re-
markably open quality the
‘Invisible Sound’ of ADS. Since
its infroduction only two years
ago. it has become the
standard of excellence for
many professionals and
dedicated audiophiles.
Our lowesl priced specker, §
the ADS L4OO, costs less
than $100. Yet it shares §
with all other ADS sys- §
tems the ‘Invisible Sound’
and the technical re-
finements that make this |
faithful response to the
input signal possible. For
instance, we install only
one type of soft-dome
tweeter, a masterpiece

als L 700

in sophisticated audio design. Also, all ADS
speakers utilize similar small-diameter woofers
and the same computer-grade materials for
the crossover networks. The craftsmanship and
materials that go into every cabinet are
of uniform, high quality.
Of course, you buy a speaker for its sound.
When you listen to one of ours for the first
fime, please note how the virtually massiess
tweeter meticulously renders every treble
detail.Discover how smoothly the woofers
take over the midrange frequencies, feel
the strength and precision of their
compiiance to asudden bass signal.
As a total value, we believe the
ADS L4OO0, LSOO, and L7000 are
without competition in their re-
spective categories. Your local
ADS dedler will proudly prove this
claim in his sound studio.
Take the time to test our
. speakers critically. Take
the step beyond trans-
parency. Experience ‘In-
visible Sound: It will then
be impossible for you to
accept anything less.
Analog and Digital
Systems, 377 Putnam
Avenue, Cambridge,
Massachusetts 02139



JiM STAFFORD:
an appealing
c-&-w Buster Keaton

travel arrangements. This is still, of course,
a pleasant album and stands up well to com-
parisons with other albums. As Martin Mull
says, it just doesn’t go that extra mile. N.C.

CARLY SIMON: Playing Possum (see Best of
the Month, page 73)

RECORDING OF SPECIAL MERIT

JIM STAFFORD: Not Just Another Pretty
Foot. Jim Stafford (vocals and guitar); orches-
tra. Lady Greenfeet; Your Bulldog Drinks
Champagne; 1 Ain't Working; Midnight
Snack; and seven others. MGM M3G-4984
$6.98, ® M8H-4984 $7.98.

Performance: Fun and funny
Recording: Good

There’s a touch of c-&-w Buster Keaton
about Jim Stafford that 1 find very appealing.
Deadpan, earnest, and often thwarted, Staf-
ford always seems either to find that / Gor
Stoned and | Missed 11, or 10 have the amia-
ble-appearing young girl roar, *“| know karate
smarty/And | carry a knife. . . and You'll
Never Take Me Alive. Just a trifle wind-
ed, perhaps. but still undaunted. Stafford
reaches his comedic high point with the
Brontéish tale Your Bulldog Drinks Cham-
pagne. Seems that Siafford is in his hotel
room in his shorts, drinking beer, when he
notices that a woman across the street is en-
tertaining a bulldog with champagne. Brood-
ing over this for the next few weeks, he finally
musters up enough courage to go over and
ring her bell, *“Cause any woman that’ll get a
bulldog drunk/Would have to be good to me.”
But “Then the bulldog staggered out the
door/And he said ‘How do you do?’/But the
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lady bit me on the leg/And 1 said ‘I love you

ORY)

t00’.” The more 1 hear it, the more I'm con-
vinced that it’s my favorite track of the year.
Strange, aren’t 1? Not to mention Stafford.

P.R.

STEELY DAN: Katy Lied. Donald Fagen
(vocals); Walter Becker (guitar); instrumental
accompaniment. Black Friday;, Bad Sneak-
ers; Rose Darling; Daddy Don’t Live in That
New York City No More; Doctor Wu, and
five others. ABC ABCD-846 $6.98, ® 8022-
846 $7.98, © 5022-846 $7.98.

Performance: Okay
Recording: Clean

1 admire Steely Dan—or, more accurately, |
admire Walter Becker and Donald Fagen as
writers and melodists —but | am disappointed
in this album. A Steely Dan outing usually
includes one outstanding tune. This time they
get close but never quite make it. Though
some of the writing here is taut and fine,
Steely Dan too often depends for melody on
fill-ins played by a number of guitarists, in-
cluding Becker and the little-known but great-
ly accomplished Hugh McCracken. The fills
attempt to bolster the performances, but noth-
ing can replace the absence of a real melody
or improve a mediocre one.

There may be extenuating circumstances.
The group is temporarily in flux, the regular
supporting musicians having departed. Here
the back-up is provided by studio men, and
although their efforts are professional, there is
a lack ot the spirit which only the interplay of
a living, working band can spark. Still, Steely
Dan at half power is better than most other
groups at full power. Maybe next time around
they'll come up with some of the peculiar, ar-

MOM Recurds

resting melodies of which they are capable. 1
live in hope. JV.

AL STEWART: Modern Times. Al Stewart
(vocals, guitar); Simon Nicol (guitar); Tim
Renwick (guitar); Peter Woods (keyboards);
George Ford (bass); other musicians. Carol;
Sirens of Titan: Whar's Going On?; Nor the
One; and four others. JANUSJ XS 7012 $6.94,
® 8098-7012 H $7.95.

Performance: Quo vadis, Al baby?
Recording: Very good

Al Stewart probably has a plan of some kind.
His previous album dealt with some of the
larger historical events, and this one, in addi-
tion to what’s implied in the title (styled after
one of the songs), has imagery of rusty trains,
wooden benches that contain no travelers or
Irish lady authors, and a girl who walks like
Greta Garbo and talks like Yogi Bear. The
lad is driven by some vision, but | can’t quite
make out what it is. His stuff continues to
sound oddly bookish, and not simply on the
surface —where, in this case, he makes up a
song for Malachi Constant, hero (well, main
character) of Kurt Vonnegut’s worst book —
but somewhere in the attitude toward how
words are written and sung. His singing ap-
paratus is tidy and competent but singularly
unspectacular: the voice sounds bookish too.
about five-foot-seven in a bow tie. He has a
better-than-average way of putting things,
though, and usually writes a decent tune to
put them in. His backing here seems to sug-
gest that rock in the middle Seventies can be
tasteful without being excessively dull, and
thai, like so many things about Stewart, sur-
prises me in some tiny, obscure way. N.C.

B. ). THOMAS: Reunion. B. J. Thomas (vo-
cals); orchestra. Real Life Blues; Crving;
Docror God; Sea of Love: City Bovs: and five
others. ABC ABDP-858 $6.98. ® 8022-858
H $7.98,© 5022-858 H $7.98.

Performance: Flat
Recording: Good

B. J. Thomas has a flat, weary style that
makes for tepid, boring listening. There's alit-
tle spirit in (Hey Won't You Play) Another
Somebody Did Somebody Wrong Song—but
not very much. Most of the time Thomas
sticks to a style close to Johnny Cash’s, but
since the voice itself is reminiscent of Johnny
Ray, and since he doesn’t seem to have the
energy to do much with either factor, the lis-
tener is left indifferent. P.R.

FRANKIE VALLI: Closeup. Frankie Valli
(vocals); orchestra. My Eyes Adored You,
Swearin’ to God,; 1 Can't Live a Dream; Wiy,
and four others. PrRIVATE STock PS 2000
$6.98, ® 8300-2000 H $7.98, ©® 5300-2000
H $7.98.

Performance: Flabby
Recording: Poor

Frankie Valli’s album and his flabby perform-
ances have a fake Fifties sound that made
me think of Fabian, Annette Funicello, beach
party movies, Edsels, and, eventually. the
Franco-Prussian war. This last because it
holds even less interest for me than the goings
on in the Eisenhower Era—1 grow listless at
the mere thought of even trying to find out
why it happened. P.R.

LESLIE WEST: The Great Fatsby. Leslie
West (guitar, vocals); instrumental accompa-
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niment. Don't Burn Me; House of the Rising
Sun; High Roller; I'm Gonna Love You thru
the Night: ES.P.; Honky Tonk Woman: and
four others. Priantom BPL1-0954 $6.98. ®
BI'S1-0954 $7.98. © BPK 1-0954 $7 98,

Performance: Good
Recording: Good

Actually, this is pretty good dinosauric hard
rock. if you’re in the mood for that sort of
thing. West is a screamer rather than a singer,
so he gets tiresome after a while; if all the
tunes are not in the same key, then they are
loaded with the same amount of decibels.
West is also a good mechanical guitarist in a
limited way. He doesn’t do anything that a
six-month guitar student couldn't handle on
an acoustic model, but. amplified on an over-
kill electric instrument such as West plays. it
sounds impressive. Good party music.  J.V

BOBBY WOMACK: I Don’t Know What the
World Is Coming To. Bobby Womack (vocals,
guitar, bass); other musicians. / Don’t Know;
Superstar; Git 11; Check It Qui; Jealous
Love; It's All Over Now, and five others.
UNiTEn AkTisTs UA-LA353-G $698. ®
EA353-H $7.98. © CA353-H $7.98.

Performance: Overacting
Recording: Good

Almost all of this album is devoted to Mr.
Womack roaring away in his hoarse voice to
no great purpose that | can hear. Although he
has been a professional songwriter for many
years and has recently become known as a
performing artist, he has very little style of
his own. His efforts are loaded with every
cliché of pop music imaginable.

There are two bright spots, however. One is
his tune I1's All Over Now, an early hit tor the
Stones in the mid-Sixties. Womack’s pertor-
mance isn't particularly good, but he is joined
by Bill (Ain't No Sunshine) Withers, who
shows how it should be sung. Gir /1 1s an in-
strumental with some wordless vocals in the
middle: the organist is William “Smitty”
Smith, the former captain of the Canadian
quartet Motherlode (When | Die), which was
one of the finest small groups in the history of
rock or jazz in the last thirty years. Although
he is not credited, it sounds as though Smith is
also singing on the track. it doesn’t really
make much difference whether you listen to
Womack or not, but it you ever come across
the first Motherlode album (Buddah BDS-
5046), get it at all costs and listen to the glo-
rious Smitty. a4

COLLECTIONS

RURAL BLACK RELIGIOUS MUSIC: Sor-
row Come Pass Me Around. Kphram Carter:
Sorrow, Come Pass Me Around. Willard Artis
“Blind Pete” Burrell: Do Remember Me: A
Little Tatk with Jesus Makes 11 Right; | Shall
Not Be Moved. Babe Stovall: The Ship Is ar
the Landing; When [sic) the Circle Be Unbro-
ken. And nine others. ADVENT M 2805 $6.98
(trom Advent Productions, P.O. Box 635
Manhattan Beach, Calit. 90266).

Performance: You shall not be moved
Recording: Home variety

The Library of Congress has been making
field recordings of this nature since the early
Thirties, and this album of recordings made
between 1965 and 1973 indicates that there
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are al least some rural black Amercans
whose music remains unatiected by times and
trends. Everything i this album is very folksy
and authentic but unfortunately not very good
from a musical standpoint. For instance,
Robert Johnson’s (not the Robert Johnson)
Car’'t No Grave Hold Mv Body Down pales
by comparison 10 Ain't No Grave Can Hold
My Body Down, recorded for the Library of
Congress by Bozie Sturdivant in 1942, I's
the same song, but whereas Sturdivant's ren-
dering s artistically on a par with Bessie
Smith at her best and soulfully deeper than
anything Bessie ever recorded. Johnson's per-
formance is the pittful. though no doubt sin-
cere, whimper of an old man. Furry | ewis.
heard here on one track. can be heard to much
greater advantage on his Voculion recordings
ot the late Twenties and on the commercial
sessions he did after his “rediscovery” in the
early Sixties. Similarly, Napoleon Strickland’s
Motherless Children is no match tor Blind
Willie Johnson’s very moving 1927 Columbia
recording of the same song. And if you want
ta hear your religious bluck music sung a cup-
pella | suggest you forget Katie Ma Young's
By the Gruce of My Lord, I've Come a Long
Way and check out Marion Williams' rendi-
tion of the Dr. Watts hymn Shall These
Cheeks Go Dry.

Since the tape recorder became accessible
10 the common man, those lollowing in the
footsteps of the Lomaxes have almost be
come a crowd. Though this has resulied in
much important documentation of our musi
cal and folkloric heritage, all that glisters is
not gold. CA

(Continued on page 88)
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:1 { ""! m"""""' (i Wsu., here it is the summer of 1975 and

the Rolling Stones are touring again. for

\ - ‘ . which we can only praise the Lord; if there’s

i anything that can shake us —meaning the rock

\ audience —out of our collective doldrums. it’s
having the Stones back on the road. There's
drama in the air this time, a sense of some-
thing crucial impending, and the stakes are
very high indeed. In terms of the Stones’ fu-
ture, this is rather obvious. but I'm referring
as well to the future of rock itself. A friend of
mine has the depressing theory that the late
efflorescence of German bands such as Kraft-
werk may kill it for good in the next two
years; if the high-school kids I’ve talked to
lately are any indication. he may be right.

A In the meantime, both of the Stones’ record
companies have new releases out, although
neither of the discs is really new —the Munich
album the band has been working on for the
last several months has been delayed until
September after the tour dust will have set-
tled. Atlantic has rushed out *Made in the

s Shade,” which is simply a greatest-hits pack-
- age culled from the Stones’ four releases on
that label since 1971, and London (via Abkco
and Allen Klein) has simultaneously favored
us with a single (praise the Lord again, for
what good is a summer without a Stones sin-
gle?) and an album of previously unreleased
vault material recorded at various times
throughout the band’s long career.

v

\
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T) take the Atlantic album first: as great-
est-hits packages go, it’s reasonably well pro-
grammed, and since my copies (and probably
yours as well) of the originals are pretty
scratched up, it’s nice to have all these great
songs together in a spanking new pressing,
especially considering that the cover art and
title are simply pertect. I must nit-pick, how-
ever; the absence of Moonlight Mile, perhaps
the song from “'Sticky Fingers,” is somewhat
annoying, and there is simply no excuse for
the failure to include Through the Lonely

S v, |l DR i

B Nighis and Let 11 Rock (the B-sides of,
'ﬁ'_-' respectively, /t's Onlv Rock 'n' Roll and the
3 English version of Brown Sugar). among the
‘,' finest things this band has ever committed to
~  vinyl and nowhere available on LP. This was
;:‘ clearly the time to rectify that situation, and
s I’m pretty damn annoyed that nobody thought
b enough about Stones fandom to do it. Then

again, that kind of seemingly random thought-
lessness has been part of the Stones’ own who-
gives-a-hoot stance for so long (it’s their
charm, really) that I can’t say I'nr surprised
either.

The Abkco album is another kettle of fish
entirely, a sort of Stones equivalent of the
Who's ““Odds and Sods.” The difference is.
however. that when the Who put their out-
takes together. they assembled the lot them-
selves, and they saw to it that they put their

. =
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Steve Mitler
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best foot forward in the process. In the
Stones’ case it would appear that they simply
dumped a load of tapes on Allen Klein in or-
der to extricate themselves from the ridicu-
lous legal hassles they’'ve been having with
him for lo these many years (did | say “ran-
dom thoughtlessness™?). This is all typically
very unclear. of course: the parties involved
have been making all sorts of contradictory
remarks about just how the tracks were se-
lected and even who actually owned them.

Mick Jagger has already indicated that he
feels much of the material is substandard. an
opinion | would be inclined to take seri-
ously —except for the fact that he's said much
the same thing about /ors of their old records.
including some of the best ones. As far as
**Metamorphosis” is concerned. however, I'd
say on the evidence that he’s about half right.
Some of this stuff is pretty feeble, the ballads
(such as Each and Everyday of the Year) in
particular. even though they are. in a peri-
od way. kind of charming. The reul turkeys
are Heart of Stone, an early hit inexplicably
done here as a ¢-&-w tune without a hint of
the fury or menace of the original. and a
downright amateurish run-through of the
great Memo from Turner, its only redeeming
virtue being the chance to hear the original
last line, in which Jagger offhandedly ob-
serves “You schmucks all work for me.”
That, needless to say. is somewhat ironic giv-
en the situation vis-a-vis Klein and the Abkco
folks who made this grave robbery necessary.

E)RTUNATELY. there are also some rerrific
things here, and if the Stones don’t like them.
1 for one don’t care. Out of Time. perhaps the
neatest straight pop tune they ever wrote. is
done here to a fare-thee-well, with a fantastic
vocal and some cracking-good production
touches —far superior to either of its prior
public incarnations. There’s also a Chuck
Berry tune (you're shocked. 1’'m sure) called
Don't Lie 10 Me that rocks along in great good
spirits, with Wyman throwing in that wonder-
ful bass riff from their version of /'m Moving
On: a few folkish things that sound as if they
came from the "Aftermath™ era—an irresist-
ibly wistful seduction song called /f You Let
Me . for example; and. best of all, a rocked-up
rendition of an obscure Stevie Wonder tune, /
Don’t Know Why. with a blistering lead from
Keith and a choked-up soulful vocal by Mick
that together make it one of the most powerful
things they’ve ever done.

Overall, ““Metamorphosis” is certainly en-
tertaining, and no more rag-tag, really, than
*“*December’s Children,” the 1966 set London
put together from various English cuts of dif-
fering vintage: nobody, to my knowledge, has
ever groused about that. The Stones, after all,
are at their hest when they’re sloppy. and here
we have them with all their lovable warts (as
a certain ex- President might have put it) in tull
view. For all its faults, it’s fun, which is more
than can be said for far too many of the slick,
high-polish LP’s some of our major artists are
shoving on us today.

But | do wonder what the public’s reaction
to it will be. I wonder especially what the
younger Stones fans, who picked up on the
band only after their sound had begun to get,
S0 to speak. more refined, will think of all this.
| guess that's part of the drama | mentioned at
the beginning. If those kids can accept it
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(and 1 fervently hope they can). then rock-
and-roll. the most vital and overwhelming pop
music of the twentieth century (it you'll par-
don my critical pontificating) may still be here
to stay. despite the fast-approaching Invasion
of the German Androids. One way or anoth-
er. this looks to be an interesting summer.

* * *

WROTE the above a few days before the

Stones’ tour began, and. as you may have
gathered. 1 was worried. 1 wasn’t the only
one. of course; while at the airport, in fact,
preparing to fly to Baton Rouge to see my
heroes at their out-of-town opening. |
chanced across a magazine article that articu-
lated those worries in an extremely pessimis-
tic way. | disagreed with it almost reflexively,
but as it was written by Nik Cohn. the bril-
liant English pop scribe who did the text for
Rock Dreams. 1 couldn’t exactly dismiss it
either. | 'thought Cohn’s central thesis— that
the Stones. because of the inevitable attrition
of the years. had become a self-parody (it a
brilliant one: he hedged on the music)—was
more a lament for his own lost youth than any-
thing else. Sull. an awful lot /ius happened in
the decade since the Stones first came to
prominence. In 1966 Ed Sullivan wouldn't let
Jagger sing Ler's Spend the Night Together
on television. but today someone as totally
bland as PPaul Anka has a Top Ten hit called /
Don’t Like 10 Sleep Alone (they even had it on
the Muzak tape on my flight). That may be
progress of a sort. but if there’s no one left 10
shock any more. where does that leave the
band that practically invented outrage?

I decided tinally that Cohn was parily right:
that band (the one that used to urinate on gas
station walls to make the front pages) doesn’t
exist any more. But on the other hand. the
teenagers who came to see the Stones at the
concert | attended never saw them. they prob-
ably don’t know about that Ed Sullivan show,
and they may not even remember the song
involved. To those kids. the Stones are a band
that appeared in 1971 with Brown Sugar, or a
band they first encountered at their neighbor-
hood movie houses in Gimme Shelter. So
whether or not the Stones are still juvenile
delinquents is mostly irrelevant.

That made me feel better, but 1 still had
nagging doubts; all of us old-timers did after
*“Goats Head Soup.” and the last album was a
comeback only of sorts. [t seemed the ques-
tion was no longer whether or not the Stones
were still the World’s Greatest Rock-and-Roll
Band (something to be considered, surely.
after the trauma of Mick Taylor’s departure).
but whether being the WGRRB was a worth-
while ambition. Could rock still mean some-
thing more than “That’s show biz.” and could
the Stones prove it? Somehow a lot seemed to
be riding on that.

But I'm delighted to report that my fears
were groundless: the Stones in 1975 are (or
were, since by the time you read this their lat-
est assault on America’s larger concert halls
will have just wound up) as strong and vital as
ever. mavbe rmore so than ever. The sense of
strain, of fatigue, that many of us noted on the
1972 tour is gone; the band seemed complete-
ly comfortable in their new roles, and the
show they put on and the music they made
transcended the mere protfessionalism of most
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other bands with a kind of ease that was a joy
to behold, especially because the audience so
clearly picked up on it.

This was not a nostalgia package: there was
a lot that was new in the act. Yes. Ron Wood
acquitted himself brilliantly in the second gui-
tar slot; I'll miss the kind of seamless floating
lines that Taylor dispensed. but Wood plays
with equal fire. and he complements Keith far
better. And there were surprises— Wood on
bass for the first time since 1968, Bill Wy-
man’s debut on synthesizer. and Jagger’s first-
ever appearance as a rhythm guitarist. The
band as a unit even allowed itself. with a total
lack of self-consciousness. to share the stage
with Billy Preston for a number or two. Best
of all. everybody was a star this time out. Tay-
lor. bless his heart. never really seemed to fit
on stage. and it was wonderful to see Wood
and Richards doing their level best to carry
the weight «long with Mick —just like the old
days when Brian Jones used to mug shame-
lessly in a good-natured attempt to upstage
the other two frontmen.

Ir is significant that when Jagger sang You
Cun't Always Get What You Wani, hardly an
out-and-out boogie number, the crowd was
almost as ecstatic as they were for the straight
rockers that are usually considered the band’s
raison d'étre. In fact. it’'s more than signifi-
cant: it’s heartening. For what that song is
about —a mature acceptance of life’s pain as
well as its rewards. and. most crucially. the
realization that good times have to be
earned —is something much more important
than the kind of narcissistic | ook-At-Me-1"'m-
Wonderful bushwah that most of the Seven-
ties rockers have been trying to peddle to to-
day’s kids. and there's no doubt in my mind
that both band and audience understood that.
The kind of love I saw pass in both directions
across the stage in Baton Rouge is very rare
these days. It happens with the Who, and
sometimes with Rod Stewart and Faces. but it
took the Rolling Stones to really make me
aware of it. And. unlike Nik Cohn, [ think
that in the long run that teeling, and the music
that accompanies it. are going to mean much
more than the Stones’ initial stance of adoles-
cent rebellion and blues purism. That was fun
in its day. to be sure, and I'll always regret |
never got to see riiar band in the flesh. But rhis
band . . . well, 1 can only say I hope you got
to see them too. You need them as much as
they need you. Steve Simels

THE ROLLING STONES: Made in the Shade.
The Rolling Stones (vocals and instrumentals):
other musicians. Brown Sugar; Tumbling
Dice: Happy: Dance Litle Sister: Wild
Horses; Angie: Bitch, 1t's Only Rock "1 Roll;
Heartbreaker: Rip This Joint. ROLLING
StoNEs COC 79102 $6.98, TP 79102
$7.98, © CS 79102 $7.98.

THE ROLLING STONES: Metamorphosis.
The Rolling Stones (vocals and instrumentals):
other musicians. Our of Time; Don't Lie 10
Me, Each and Evervday of the Year: Heart of
Stone; I'd Much Rather Be with the Bovs,
(Walkin' Thru the) Sleepy Citv: Try a Little
Harder; 1 Don't Know Why; If You Ler Me:
Jiving Sister Fanny; Downtown Suzie: Fami-
Iv: Memo from Turner; I'm Going Down
ABKCO ANA-] $6.98.
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BH.I.  EVANS: Intuition. Bill Evans
(acoustical and electric piano): Eddic Gomez
(bass). Invitation: Blue Serge: Hi Lili. I1i Lo:
Falling Grace: The Nature of Things. and
three others. FANTAsy F-9475 $6.98.
8160-9475 H $7.98.

Performance: Graceful
Recording: Very good

1t can truly be said that Bill Evans has never
made a record on which he was less than very
good. Consistently inventive. lyrical. and
tasteful. Evans virtually makes love to the
piano. extracting from it beauty that less sen-
sitive fingers fail to find. When many of his
colleagues turned to electronic keyboards.
Bill Evans continued caressing the piano in its
natural state. | admired him for that, and 1
hoped 1'd never see the day when he. too.
switched his instrument on. Well, he has done
just that on some of these tracks. The result s
listenable. but it can in no way mcasure up to
the beauty of Evans’ acoustical sound. Bassist
Eddie Gomez—who remains acoustical
throughout — first recorded as a member of the
Newport Youth Band fifteen years ago and
has since developed into one of the finest
exponents of his instrument. As annotator
George Cleve points out. Gomez seems to
operate on Evans’ wavelength —which is a
good frequency for any musician. CA.

CHUCK MANGIONE: Chase the Clouds
Away. Chuck Mangione (flugelhorn, elec-

tric piano). Gerry Niewood (soprano and
tenor saxophones. flintes): Chip  Jackson
(bass); Joe L.aBarbera (drums): Esther Satter-
tield (vocal): orchestra. Echano: Song of the
New Moon; Soft. and three others. A & M
SP-4518 $6.98.

Performance: Evenly ebullient
Recording: Very good

I have heard only two other Chiick Mangione
albums of recent vintage. so my trame of ref-
erence is small, but T think this s a far more
satisfying album than “Alive!” and it lacks

the pretentiousness that marred “1.and of

Make Believe.” Mangione's quartet. with the
very talented Gerry Niewood. is suitably
framed by a fair-sized studio orchestra. The
arrangements are by Mangione, who has kept
the spotlight on the quiaurtet except on Soft. a
low-keyed song featuring the not-so-interest-
ing voice of Esther Satterficld. Highlights are
Mangione’s tiery flugelhorn solo on Echano
and Niewood's soprano work on /e Was a
Friend of Mine. but the album is full of good
music of the middle-of-the-road jazz variety.
something like what lLalo Schifrin used to
cook up for Cal Tjader

Technically. the recording —made without
overdubs or additions —is very good, but my
reviewer's copy produced some rather rude
noises on the right channel in the outer inch of
side two CA.

RECORDING OF SPECIAL MERIT

GERRY MULLIGAN/CHET BAKER: Carne-
gie Hall Concert, Volume 1. Gerry Mulligan
(baritone saxophone). Chet Baker (trumpet):
Bob James (piano): Ron Carter (bass): others.
Line for Lvons: Song for an Unfinished
Woman;, My Funny Vualentine; Song for
Stravhorn. CT1 CTI-6054 S1 $6.98. ® CTS-
6054 $6.95, © CTC-6054 $6.95

GERRY MULLIGAN/CHET BAKER: Carne-
gie Hall Concert, Volume 2. Gerry Mulligan
(baritone saxophone); Chet Baker (trumpet);
Bob James (piano); Ron Carter (bass); others.

Bernie’s Tune; 11's Sandv at the Beach; K-4
Pacific; There Will Never Re Another You.
CTI CTI-6055 SI $6.98, ® CTR-6055 $6.95
© CTC-6055 $6.95.

Performance: No skimping on the oid
tamily recipe
Recording: Excellent remote

With pop nostalgia doing big business. rag-
time composer Scott Joplin practically be-
coming a household word. the Andrews Sis-
ters rubbing shoulders with Gladys knight on
Juke boxes, and Hollywood scrambling to re-
create the era that fostered it, it wasonly to be
expected that old jazz sounds would be resur-
rected too. Jelly Roll Morton’s works have
fallen victim to two abysmal attempts at re-
creation in recent times; Time-l.ite Records
spent a fortune re-recording the old big-band
charts in stereo. but failed to find the spark
that characterized the onginals: Linda Hop
kins, a fine singer, has lost her own identity
trying to be Bessie Smith. But yesterday’s
jazz can be brought back more successtully,
especially when the retrievers are also the
originators. The Mulligan/Baker reunion at
Carnegie Hall last November is a case in
point.

Twenty-two years had passed since Gerry
Mulligan and Chet Baker recorded those first
classic sides with the piano-less Mulligan
quartet, and it had been ten years since they
last performed together, but that old rapport
was very much intact. Only four of the eight
selections contained in these two volumes
give us Mulligan and Baker together: Line for
Lyons. Bernie's Tune.and My Funny Valen-
tine from the old quartet repertoire. and /¢'s
Sandy at the Beach, a more recent Mulligan
composition. Baker's trumpet and vocal are
heard in There Will Never Be Another You.
and Mulligan is featured in the three remain-
ing selections.

The addition of guitarist John Scofield and
pianist Bob James makes it obvious that exact
re-creation was not intended. but the Mulkh-
gan/Baker sound brings back those early
Fifties when it was hip to dig their Pacific Jazz

Chet Baker (left) and Gerry Mulligan: 1wo volumes of smooth, swinging. timeless juzz
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sides. What we have here. then. is the resur
rection ol a sonnd rather than a sterco recon
struction of something we once enjoyed in
mono. More, Mulligan plays his own music m
the present tense with fine support from mem
bers ol the CTI stable. These are two volumes
of smooth. swinging jazz that is as imeless as
the nearly generation-old records that in-
spired the reunion at Carnegie Hall. CA

JACK REILLY: Blue-Sean-Green. Jack Reilly
(piano): Jack Six (hass); Joe Cocuzzo (drums).
Halloween: Waliz for Fall: Unichrom,; Flo-
red Space: and three others. CAROUSEL ATM.
1001 $6.98 (available by mail from Carousel
Records, 125 Prospect Park West, Brooklyn.
N.Y. 11215).

Performance Studied soul
Recording: Good

Jack Reilly’'s musical background is very im
pressive: David Hollander. Ali Akbar Khan.
Halt Overton, and George Russell are among
those who taught him. But. except for a tour
with the Ben Websier Quartet and a stint as
musical director of David Frost’'s TW3 show.
most of Reilly's 1ime has been spent compos-
ing and teaching. so chances are that you have
never heard of him before.

This album. recorded pnrivately in 1968 by
the late Jerry Newman (whose early Fortics
Tatum recordings appeared on Onyx a couple
of years ago). show Reilly to be a good. tech
nically facile pianist and -a very interesting
composer. Though much of his music is jazz-
inspired (//alloween by Bobby Timmons™ Dar
Dere and This Here. Blue-Sean-Green by
Charlic Parker’s Billie’s Bounce). Reilly’s
sometimes complex. often mathematical writ
ing tends to get in the way of the music if
viewed from a jazz standpoint. Such are the
hazards of a formal music education. Never-
theless, Reilly’s music —and the entire album
consists of it —has much to offer, and | would
really like to hear some of it played by a less
formal performer. Reilly and his cohorts do a
good job, however. and the album deserves
your attention. cA

CLARK TERRY: Clark Terry's Big B-a-d
Band Live (see Best of the Month, page 73)

RECORDING OF SPECIAL MERIT

TOOTS THIELEMANS: Captured Alive.
Toots Thielemans (harmonica): Joanne
Brackeen (piano): Cecil McBee (bass). Fred-
die Waits (drums). Airegin; Giant Steps,
Days of Wine and Roses. and tive others.
Cnoice CRS 1007 $5.98 (available by mail
from Choice Records. 245 Tilley Place, Sea
Ciff. N.Y. 11579).

Performance: First-rate
Recording: Very good

Before lean '“Toots” Thielemans became a
prominent figure on the U.S. jazz scene as a
member of the popular George Shearing
Quintet in the Fifties. the harmonica had not
been considered a jazz instrument, although
blues men did use it, mostly to emulate the
human voice and mournful train whistles.
Since leaving Shearing in 1959, Thielemans
has worked as a studio musician in New
York. free-lanced. and enjoyed some popular-
ity in Europe. but his recordings have mainly
been of the commercial pop variety and only a
step closer 1o jazz than Larry Adler. This al
bum is particularly refreshing. then. for here.
backed by a superb rhythm section and play
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ing a variety of music that ranges from Manci-
ni to Ellington, Rollins, and Coltrane, Thicle
mans is in his element.

I have 1o admit that the harmonica has nev
er produced my favortte sound, but Thiele
mans” approach is saxophonic (if there is such
a word). and he is an imagimative improviser
Ms. Brackecn. who contributes two interest
ing compositions to this set, 1s the most inter
esting female panist since Mary Lou Wil
liams. Cecil McBee has been impressing me
since his early days with the PYaul Winter
group, and Freddic Waits is one of those rare
drummers who doesn’t let his ego get in the
way of his playing. Choice Records has pre-
viously proved its dedication to good jazz and
should be commended for this worthy addi
tion to its catalog. CA

GROVER WASHINGTON, JR.: Mister Mag-
ic. Grover Washington, Jr. (soprano, alto. and
tenor saxophones), Bob James (keyboards):
Enc Gale (gunar). orchestra. Earth Tones,
Passion IFlower, Mister Magic; Bluck Frost
Kupu KU-20S1 $6.98, ® KU8-20 $7.98. ©
KUC-20 $7 98

Performance: Formula funk
Recording: Very good

Grover Washington, Jr. is a good if not terri-
bly exciting saxophone player whose records
follow the slick funk formula of the day and.
as funk, are all right. But in a few years this
stuff will sound as hopelessly outmoded as the
once super-hip Hi-Lo's do today. Billy Stray-
horn’s Passion Flower is lush and listenable
here. but it too will pass. C.A

If you don’t mind paying for it,
Interface:A can give you just about
everything you've ever looked for in
a speaker system.

Like accuracy. Clarity. A re-
sponse range wide enough to han-
dle any recorded program material.
Greater efficiency (more sound per
watt] than any competitive speaker
its size.

All in an enclosure whose vol-
ume is a mere 3/4 cubic foot.

ougUIth company

Y el
Small speaker. Big price.

Inlerface:A

Elechroloice ..

Dept. 854F. 616 Cecil Street. Buchanan, Mich. 49107

7’/}/-1'1."’

How do we get this kind of
soundinsuch acompact size? First,
there’s our unique vent substitute
12-inch radiator. It goes all the way
down to 32 Hz within 3 dB (hon-
estly). Then, tweeters mounted
front and rear ensure flat response
and uniform dispersion. And finally,
an integral equalization unit.

So take your favorite record
down to your Interface.A dealer for
a listen. When you decide to buy,
bring $450.

CIRCLE NO. 14 ON READER SERVICE CARD
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“Cectl Tavlors Silent Tongues’ is, stmply, a superb album...”

IN the course of making Columbia Records
the number one company in youth-oriented
music. then-president Clive Davis tostered
the careers of Janis Joplin. Donovan. and
Sly Stone. brought us such groups as Chicago,
BS&T. and Santana, and directed the Miles
Davis rejuvenation program that catapulted
Davis (Miles. that is) into the rock world and
spawned the Weather Report school of
electronic jazz-rock units. He also brought
Charles Mingus back to the label and signed
Bill Evans and Ornette Coleman, who was
about as close to the avant-garde jazz move-
ment as the label ventured.

cAvant-Garde Jazz Finds
An Unexpected Outlet
On the Arista Label

CEeciL TAYLOR:
an intensity that
commands attention

When Clive Davis’ dramatic and unexpect-
ed dismissal from Columbia was announced
in 1973, those who knew him knew it would
be oniy a matter of time before the industry
witnessed his resurrection. Thus the an-
nouncement, a few months ago, that Davis
wotld be heading up a new label came as no
surprise, but few could have predicted that
Arista. along with soul/rock offerings. would
introduce a line of avant-garde jazz albums to
rival the excellent Polydor ECM series.

As was the case with ECM. all but one of
Arista’s initial releases in this genre stem
from a European source. Alan Bates’ Black
Lion/Freedom label, but the list of artists
reads like a Who’s Who of American musi-
cians who have had to look to other countries
for measurable recognition. Polydor's ECM
series. though richly rewarding from an artis-
tic standpoint, has not been a commercial
success, and, with the possible exception of
an Ornette Coleman album (which | did not
receive for review), neither will the Arista
records. Still, it's good to see these artists on a
label that promises to have good distribution,
and — who knows? — perhaps proper exposure
will eventually make this music a more viable
commercial product.

On the whole. Arista’s releases %re not as
well produced as the ECM series. but there is
much here that warrants attention. The most
gratifying of this initial batch is Cecil Taylor’s
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“Silent Tongues,” not only because it is,
simply; a superb album. but also because
Taylor is a talent who has been neglected by
American record companies for many years.
Ironically, Taylor was turned down by Co-
lumbia during Davis’ regime, but these re-
cordings from last year’s Montreux Festival
will surely inspire Arista to record more of his
work. His solo piano performance is a com-
plex tour de force of technical virtuosity. Tay-
lor’s music is more capricious and not as lyri-
cal as Keith Jarrett’s, and. though improvised,
it is less akin to jazz, but there is an intensity
about it that commands attention.

The album by the late Albert Ayler, re-
corded in Copenhagen eleven years ago, is
characteristic of his work, though less preten-
tious than some of his later recordings for
Impulse. Former Ornette Coleman associate
Don Cherry and bassist Gary Peacock make
it a little easier to tolerate Ayler’s technical
deficiencies. [ admit that I'm not an Ayler
devotee, but his tango-palace sound can be
quite effective at times, and this date proved
to be one such instance.

Alto saxophonist Marion Brown does have
full mastery of his instrument, and his *“Porto
Novo” album, recorded in Holland in 1967
with a Dutch bassist and drummer. is as fine
an example of his work as | have heard. Firm-
ly rooted in jazz traditions, he uses their ele-
ments to produce highly personal statements
in a language wide audiences have yet to
grasp. Brown’s day will come. and when it
does these works will seem as classic as the
Ornette Coleman of fifteen years ago. The
Dutch rhythm men are also excellent here.

Gato Barbieri and Dollar Brand taped their
collaboration in Italy in 1968. Brand, a South
African. plays cello as well as piano. and
“Confluence” provides this series of releases
with its most inaccessible music. but when
Barbieri’s tenor is not “screaming.’” an effect
he employs to excess. there are moments of’
great beauty here. The juxtaposition ot the
saxophonist’s free form with Brand's almost

traditional playing makes this quite an inter-
esting set.

Roswell Rudd, one of the few white players
in New York’s avant-garde movement of the
early Sixties. has come up with a surprisingly
conventional album —well, conventional by
his standards, at least. Featuring vocals by
Sheila Jordan (whose name is misspelled on
the album), “*Flexible Flyer™ falls outside the
avant-garde category, reminding me more of
some of the recordings Abbey L.incoln made
for Riverside almost twenty years ago. Rudd,
whose background includes stints with such
veteran Dixielanders as Wild Bill Davison

Arista Records

and Eddie Condon and who spent some five
years tailgating for Eli's Chosen Six, is a re-
markable musician of enormous scope.
Though he has recorded with Cecil Taylor,
Archie Shepp, and the New York Art Quar-
tet, this is only his second album as a leader

it should have been his twentieth. The whole
album is a gem, Miss Jordan’s voice is an in-
strument of beauty and great sensitivity, and
pianist Hod O’Brien is also a tremendous as-
set to this fine session.

Y
(_,mmu es TorLLiver. a Clifford Brown/
Freddie Hubbard-inspired trumpeter, has
several albums out on the musician-owned
Strata-East label, but this 1968 session was
his first as a leader. With a pre-electric Herbie
Hancock, Ron Carter, and Joe Chambers
torming the rhythm section and with (on side
two only) alto saxophonist Gary Bartz, Tolli-
ver takes us through six of his own composi-
tions in a group style not unlike that of Miles
Davis ten years ago. He is an interesting com-
poser with a lyrical style and good tone, and
this is a good album, but Tolliver’s music has
progressed since 1968 and he is far more in-
teresting today.

When Anthony Braxton teamed up with
Joseph Jarman on a recent Delmark release.
the result was disastrous. but “"New York.
Fall 1974,” the only album in this collection
that is an original Arista release. is super-
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excellent. Braxton is one of the finest saxo-
phonists the new music has produced; he
makes Albert Aylersound like a rank amateur,
and he is leagues above Archie Shepp. | pre
dict that he will in time be regarded with a
respect equal to that now given John Coltrane
and Eric Dolphy, and | think this album will
do much to further his career. Kenny Wheeler,
a Canadian trumpeter now living in England,
and bassist David Holland, on whose ECM
album *“‘Conference of the Birds” Braxton
came to the fore, add immeasurably to the
high quality of this album, but it is Braxton
himself, through his compositions and his
playing. who leaves the most indelible mark
Fumbling haphazardness mars much of the
avant-garde output, but there is none of that
here

SINCE the Impulse label became an outlet
for watered-down alternative takes, the
ECM/Polydor series has been virtually the
only major, properly distributed source of the
so-called “new music.” But now there is also
Arista. Let us hope Clive Davis is encouraged
to continue releasing not just overdue music
from foreign sources, but also fresh, quality
albums like the Braxton set. — Chris Albertson

CECIL TAYLOR: Silent Tongues. Cecil Tay
lor (piano). Abyss; Petals and Filaments; Jit
ney; Crossing, Parts | and 2; After All; Jitney
No. 2; After All No. 2. Arista AL 1005
$6.98

ALBERT AYLER: Vibrations. Albert Ayler
(alto and tenor saxophones); Don Cherry
(trumpet); Gary Peacock (bass): Sonny Mur
ray (drums). Ghosts; Holy Spirit; Mothers
and three others. ARISTA AL 1000 $6.98

MARION BROWN: Porto Nove. Marion
Brown (alto saxophone); Maarten van Regte-
ben Altena (bass); Han Bennink (drums).
Similar Limits; QBIC; Sound Structure; Por-
to Novo; Improvisation. ARista AL 1001
$6.98.

GATO BARBIERI & DOLLAR BRAND:
Confluence. Gato Barbieri (tenor saxophone)
Dollar Brand (piano, cello). To Elsa; Eighty-
First Street; Hamba Khale!; The Aloe and
the Wildrose. AR1STA AL 1003 $6.98.

ROSWELL RUDD: Flexible Flyer. Roswell
Rudd (trombone, French horn); Hod O’Brien
(piano); Arild Anderson (bass); Barry Alt-
schul (drums); Sheila Jordan (vocals). What
Are You Doing the Rest of Your Life; Maiden l
Voyage; Moselle Variations, and two others. The power be z

ARisTA AL 1006 $6.98. | Greer. Chartreuse, | 10 proc .hha_s:m =

CHARLES TOLLIVER: Paper Man..Charles e . 3
Tolliver (trumpet); Gary Bartz (alto saxo- ﬂ mercy, that’s Wh)- ir's called Green Fire.
phone); Herbie Hancock (piano); Ron Carter To sample ths powerful drink,
(bass); Joe Chambers (drums). /ousehold of :

Saud: Lil’s Paradise: Earl’s World; and three | | (l€gal inall SO stateS) ask any bartender

others. ArRista AL 1002 $6.98 to ﬁx a balch He may Say, “Whal's
ANTHONY BRAXTON: New York, Fall 1974, Swampwater?” Give him the recipe!
Anthony Braxton (contrabass clarinet, so-
prano and alto saxophones, flute); Kenny To each 1Yz ounces of Green
Wheeler (trumpet and flugelhorn); Julius 2 . ine:
Hemphill (alto saxophone); Oliver Lake _Clildrtre“.se’ adj_6_ ounu.:s plneapple
(tenor saxophone); Leroy Jenkins (violin); Juice. Vs lime amc ice. Stir.
Richard Teitelbaum (Moog synthesizer); - - 2L .
Dave Holland (bass); Jerome Cooper (drums). Note: For de-i-your-selfers, one
§i6x98unlilled selections. ARiSTA AL 4032 bottle of Green Chartreuse makes one

' gallon of Swampwater. 110PROOF
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CHOOSING 4
SIDES

By IRVING KOLODIN

AKSEL SCHIOTZ (1906-1975)

IF ever an artist was bedeviled in his lite-
time, that artist was the late Aksel Schigtz.
The development of an artist is a stow, pains-
taking business and virtually unrewarding in
itselt. But the long way is lit, at least, by the
expectation of some final tulfillment, just
compensation for the work, the effort, and the
sacrifice that have gone into the building pro-
cess. For Schigtz, tultilment was almost un-
conscionably delayed —trom 1939, when he
was ready tor recognition as rhe lieder singer
of his time, until after 1945, when he and all
the Danes were finally freed from the German
occupation.

Schigtz’s moment came at last in the sum-
mer of 1946, with appearances at Glynde-
bourne and at the Edinburgh Festival. It was
perhaps the sweeter for being delayed, but it
was also maddeningly brief. The bright hopes
of that summer turned almost to a death
watch by December, when Schigtz under-
went one of the most delicate operations
surgeon can undertake. A sudden onset of
double vision had given warning that Schigtz
was afflicted with a tumor of the acoustic
nerve. The surgical procedure has become
known medically (after another tamous musi-
cian who did nor survive it) as “the Gershwin
operation.” Schigtz did survive, but at the cost
of a predicted penalty: lifelong paralysis of the
right side of the face.

Blighted careers are subject to many torms
of frustration. lt was Schiptz’'s particular
curse to have in existence tangible, demon-
strable, recorded evidence of the beautitul
sound, the rare musical art, the exquisite
command of language that made him a master
interpreter of vocal music —and to know that,
after his surgery, he would never be able to
produce them again.

As time progressed, he accepted the inevi-
table—first by performing in the baritone
range and then by applying his intelligence
and insight to teaching (a profession tor which
he had originally been trained). But when he
and | first became acquainted, the operation
and its aftermath were still fresh memories.
the hope that a miracle —plus exercise and
patience —might restore his faculties to a
functionul level at least was still alive.

This was in the fall of 1948, when his New
York debut was one of the eagerly awaited
events of the new musical season. It was
known that Schigtz had been ailing and inac-
tive, but neither the cause nor the duration of
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his problem were vet clearly understood pub-
licly. A representative of his manager (who, |

learned much tater, had read my comment ot

the previous year which had likened Schigiz’s
singing ot Handel to John McCormack’s and
had booked him, unheard. because *John”
had long been one of his favorite clients) sug-
gested a meeting. To my surprise and shock |
was contronted by a cordial, well-spoken man
in his early forties with a cruelly contorted
night lip and lower jaw. As the total etfect of
this deformity on his singing could not be
judged until his first public performance, |
wrote nothing about the visit until after
his Town Hall concert. It was textually well-
handled and musically scrupulous—but I had
toadd that it was also “efforttul and uncertain™
vocally, that Schigtz was “"taxed toreach a G.”

As our acquaintance broadened, I discov-
ered the reasons why Schigtz had come to
America when he did. (My first question drew
the response that, yes, he had been warned
that it was too soon after surgery, but he had
begun to sing in Copenhagen nonetheless only
weeks before.) The first reason he gave was
the gnawing human necessity to know wheth-
er he could face an audience again; the sec-
ond, he confided, was simply financial need.
Following the expensive surgery, he had been
advised to seek tranquility in a long (and cost-
ly) sea voyage. tt took him from Denmark to

South America, across the Pucific. and back
again 1o Europe through the Suez Canal. The
two things taken together. and the need to
provide for a wite and four (eventually five)
children, made inescapable a return to the one
thing he knew: public pertformance

Some months later, 1 received a Christmas
greeting trom Schigtz which contained the fol-
lowing note: *Health is improving and voice
too. Apparently it was mad to come to New
York last year, but | learned more there in
three months than [ would have learned at
home in three years. So it was not lost.”” in the
yeurs that tollowed, 1 would meet Schigtz of-
ten in the oddly unexpected places where a
performer’s path and that of an itinerant ¢ritic
might cross: at P’erpignan during a Casals
Festival; in Boulder, Colorado, where Schigtz
was teaching at the University of Colorado;
and most recently in St. Paul, Minnesota. a
tew years ago. where he had been wnvited to
attend the American premiere of Carl
Nielsen’s opera Maskarade.

In other circumstances — perhaps if he had
been prevented trom singing altogether -
Schigtz might have reaped something sizable
from his treasury of recordings. Before his
voice was impaired, he had recorded a total of
more than two hundred sides (as documented
in a fine discography published in 1966 by
the National Diskoteket ot Copenhagen), of
which many were Danish materials not readi-
ly marketable elsewhere. Outside Scandina-
via, where many of the communal musical
properties (Grieg, Nielsen, Svendsen) did cir-
culate, record companies were —as they noto-
riously are —loath to perpetuate discs by liv-
ing, but no longer prominent, performers.
Angel has been a conspicuously creditable
exception to this rule: its three discs of “The
Art of Axel Schigtz’” contain, in their Sera-
phim reissues, fourteen Nielsen songs (Vol. I,
60112), Schubert’s Die Schone Miillerin (Vol.
1. 60140) with Gerald Moore as the incom-
parable collaborator. and another of selections
with orchestra (Vol. L1, 60227) ranging from
the superb ‘Comfort ye, my people” and
“Every valley” trom Handel's Messial: to six
great Mozart arias. These three records
would in themselves be sufficient to make any
tenor’s reputation. But they were not enough
for Schigtz, for he was not “‘any tenor.”

’erhaps the happiest thing that happened to
Schigtz in his years of unhappiness was the
appearance in the United States in the early
Fitties of his famous recording, with Gerald
Moore, of Schumann’s Dichierliebe (RCA
LCT 1132) backed with the historic pertorm-
ance of the same work by Charles Panzéra
(with pianist Alfred Cortot), a baritone of an
earlier generation. 1t was an instance ot cor-
porate noblesse oblige that might well be em-
ulated in these latter days of duplicated rich-
es. The suggestion for the coupling came to
me from a correspondent who asked me to
relay it.to RCA. | had reason to believe that
Panzéra would be the last artist in the world
1o object to having his performance bracketed
with one by Schigtz. During his only visit to
America (in the summer of 1948, when he
conducted a master class at the Juilliard
School), 1 became acquainted with both
Panzéra and his wife, and | introduced them
to the Schigtz recording of Dichterliebe. After
sampling a tew songs, he turned to his wite.
fellow professional and pianist Madeleine
Panzéra-Baillot, and exclaimed: **But this is
unbelievable! 1 have never heard such vocal
art!”

Another twenty-five years of listening and a
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recent rehearing of the Schigtz-Moore Dich-
rerliebe have, | think, given me an insight |
did not then have into Panzéra’s meaning.
There ts, as anyone can hear, a remarkable
legato line throughout Schigtz’s reading of the
cycle. an uncanny interrelation of word and
tone. a smooth, gearless shift from piano to
forte and back again. But, if you listen in a
particular state of awareness. you may sud-
denly become conscious as well, as | lately
did, of something you do not hear: any intake
of air, any sense of a note’s being truncated
because it lies in an awkward place, or conso-
nants unpronounced because their omission
might make the singer’s task easier. To state
it affirmatively. one is aware of a breath sup-
port so complete, so uninterrupted, that the
vocal statement sounds as effortless as it must
have been effortful to master.

Perhaps the best demonstration of what
Panzéra characterized as ‘‘unbelievable”
comes in the five-part series of “Danske
Sange” which accounts for nearly one
hundred of Schigtz’s numerous song record
ings (EMI1/Odeon E 051-37021/5. $5.99 each
at import outlets). Jacket information about
the contents is restricted to the names of the
songs. their composers, and their poets (when
known): no text. let alone translation. is of-
fered. Lacking even a word of Danish. I was
nevertheless enthralled as song succeeded
song and side succeeded side. Merely by in-
flection alone, Schigtz kept me with him all
the way. never in the least doubt just what

emotion was at issue. Whatever the shade of

sadness (grave. pensive, wistful) or of glad-
ness (quiet, triumphant, exultant), it was all
there in the Schigtz sound. It was a sound
pure, fervent, square on pitch, intensely indi-
vidual —and, sadly. never the same after the
surgeon had done his life-preserving work

Taken together, these five discs memonial-
ize Schigtz as something more than a great
vocalist, a prime artist, or a performing per-
sonality. He was a man born to do one thing,
and to do it supremely well —to sing. This ap-
plies no less to Oscar Rasbach’s Trees and
Cole Porter’s Night and Day (both of which
he recorded in the summer of 1941 in flawless
English) than to Grieg’s setting of Hans
Christian Andersen’s Jeg Elsker Dig (one of
the least effusive and most eloquent versions
of that great love song ever), or to the simple
strains of Mor Danmark, performed almost
daily by Schigtz during the occupation

T

HEN one has heard. say, a hundred and
fifty performances of Schigtz on record in a
week's time (there is a further collection of
seven LP’s on Danish Odeon—-MOAK 1,2
3.4, 5. 19, and 20 — which duplicates much of
the content already mentioned but searches
out some other matter as well), one is im-
pelled to recognize one basic fact: Schigtz
was a rare order of artist, one who fulfilled
completely the precept that the style should
be the man. He was thoroughly consistent in
singing the way he lived and in living the way
he sang, a man who faced up to the challenge
of his tragically shortened career as coura-
geously as he did to the invaders —not con-
querers — of his beloved country.

One of the greatest of all his performances
was of Haydn’s “Mir Wiird' und Hoheit An-
geian.” from The Creation. In it, he made
such words as “ein Mann und Konig der
Nar’ ("a man and king of nature™) live
for us because they were words by which he
himself lived. Aksel Schigtz died of cancer
on April 19, 1975.
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CTASSICAL DISCS AND TAPES

Reviewed by RICHARD FREED « DAVID HALL + GEORGE JELLINEK ¢ IGOR KIPNIS

J. S. BACH: St. Matthew Passion. Karl Erb
(tenor), Evangelist; Willem Ravelli (bass),
Jesus; Jo Vincent (soprano); llona Durigo
(contralto); Louis van Tulder (tenor): Her-
man Schey (bass); Amsterdam Tonkunst
Choir; Zanglust Boys Choir; Concertgebouw
Orchestra, Amsterdam, Willem Mengelberg
cond. PuiLirs 6747- 168 three discs $23.94.

Performance: Imposing
Recording: Good for its age (1939)

The S1. Matthew Passion is one of those
monumental works that literally demand
stereo, what with its drama enacted on var-
ious levels (action, narration, contempla-
tion), its double choruses. its divided orches-
tras. And, since there are a number of fine ster-
eo versions in the catalog to suit virtually all
tastes. Philips’s reissue of an actual perform-
ance recorded on Palm Sunday. 1939. is not
intended to compete with them. Historically,
however. this is a significant set because of its
conductor Willem Mengelberg. who was
something of a giant in those days. and tenor
Karl Erb. the outstanding Evangelist of his
time.

Mengelberg's reading was found ‘“‘eccen-
tric’’ by some critics when this recording first
appeared here some twenty years ago on Co-
lumbia SL-179. “Romanticized’ would be a
fairer assessment, perhaps. for it is character-
istic of the nineteenth-century view of Bach:
large forces deployed in a large-scale manner.
Mengelberg's tempos seem quite sensible,
and, if he goes in for some violent dynamic
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contrasts or heavy retards, he is by no means
the only conductor to have done so. At least
he offers a dramatic performance.

Erb's Evangelist is worthy of its fame
profoundly moving. with every word elo-
quently projected. [t cannot be denied, how-
ever, that several Evangelists in the modern
recordings (Pears, Hafliger, Altmeyer) are
comparable to Erb’s. which was once a unique
recorded achievement.

Mengelberg’s singers may not number such
outstanding vocal personalities among their
ranks as Christa Ludwig. Dietrich Fischer-
Dieskau, and Nicolai Gedda (who are heard
on the Klemperer-directed Angel S-3599), but
they form a well-balanced ensemble without
any weak points. Sonically. the vocal num-
bers are reasonably well captured. but the
choral and orchestral reproduction cannot
satisfy today's demands despite Philips’
clean reprocessing in electronic stereo. It
should also be added that this version is far
from complete: several important arias and
choruses are omitted. particularly in Part
Two. As a historical memento. though. it is
eminently listenable G

RECORDING OF SPECIAL MERIT

BEETHOVEN: Seven Bagatelles, Op. 33; Six
Bagatelles, Op. 126. Glenn Gould (piano).
CoLumBIA M 33265 $6.98.

Performance: lrresistible
Recording: Very good

The Op. 33 Bagatelles are among Beetho-
ven's earliest creations: one or two of them
were apparently written before his teens (but
revised in his early thirties, when the set was
published). They are not heard frequently.
and Glenn Gould communicates their sunny
inventiveness and wit with such charm that he
must be forgiven the insistent vocal obbligato
that accompanies his keyboard work. The lat-
er and more substantial Op. 126 set is orna-
mented with a similar vocal contribution, but
the freshness and imaginativeness of Gould's
characterization of these six pieces is even
more striking than in the earlier seven. Some
of his tempos are conspicuously unorthodox,
but they are without exception irresistibly
persuasive — particularly in No. 4 in B Minor,

whose rumbustious humor is so much more
delectable at Gould's jaunty but unhurried
pace (a¢ la Gottschalk. leaning toward rag-
time) than in the scramble of a true presro.
The recording, which does keep Gould's light
baritone to a murmur. presents a realistic
image of his instrument. There are several
more important piano records among this
year’s releases, but none. | think. more down-
right enjoyable than this one. R.F.

BEETHOVEN: Violin Concerto in D Major,
Op. 61. Arthur Grumiaux (violin): Concertge-
bouw Orchestra, Amsterdam. Colin Davis
cond. PriLips 6500 775 $7.98.

BEETHOVEN: Violin Concerto in D Major,
Op. 61. Henryk Szeryng (violin): Concertge-
bouw Orchestra. Amsterdam, Bernard Hai-
tink cond. PriLirs 6500 531 $7.98. ®
7300 275 $8.98.

Performances: Both excellent in their
differences
Recordings: Both excellent

As if it were not strange enough to have a la-
bel competing with itself at all. we have here
not only two of the best musicians in the busi-
ness as competing soloists. but both ot them
recording with the same orchestra. Moreover.
this is each violinist's third time around on
records with the Beethoven concerto.

Even so. this is no case of Tweedledum and
Tweedledee. For a starter. Szeryng uses the
Joachim cadenzas. while Grumiaux opts for
the Kreisler. Szeryng favors both a wider vi-
brato than in his 1965 Mercury recording
and an almost expansively romantic approach
to the music—an essentially Mittel Europa
view that evokes memories of Adolf Busch.
Here one can discern. perhaps. the influence
of conductor Bernard Haitink. Grumiaux
and Colin Davis. for their part, are all aristo-
cratic elegance and enchanting lyricism,
bringing to an essentially classically styled
reading a shade more rhythmic tautness than
is the case with the Szeryng-Haitink team.

In short. then, we have two fine and dif-
ferent readings to choose from here, both
graced with full-bodied and well-balanced
sound. Of course. there are still Heifetz. Ois-
trakh, Milstein, Stern. etc.. etc. D.I.
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BRITTEN: The Young Person’s Guide to the
Orchestra (see PROKOFIEV)

DEBUSSY: Fantaisie for Piano and Orches-
tra; Danse Sacrée et Danse Profane; Clarinet
Rhapsody; Saxophone Rhapsody. Aldo Cicco-
lint (piano); Guy Dangain (clarinet); Jean-
Marie Londeix (saxophone); Marie-Claire
Jamet (barp, in Danses). French National
Radio Orchestra, Jean Martinon cond. AN-
GEL S-37065 $6.98.

DEBUSSY: Jeux (Poeme Dansé); Images pour
Orchestre..French National Radio Orchestra,
Jean Martinon cond. ANGEL S-37066 $6.98.

Performances: Strong
Recordings: Good

Angel’s Debussy orchestral series with Marti-
non and the French Radio Orchestra began
with an album of arrangements and oddities;
these are the second and third albums. Vol-
ume 2 consists of three relatively obscure
concerted works, the early Fantaisie —appar-
ently never performed in Debussy’s lifetime
and curiously unpopular since —as well as the
Clarinet and Saxophone Rhapsodies and the
Sacred and Profane Dances, all “occasional™
works of modest merit. Volume 3 begins with
Jeux, once equally obscure but now quite
thoroughly rehabilitated. (Jeux, a kind of Sa-
cre du Printemps in tennis shoes, was pre-
miered within a few days of the Stravinsky
heresy and was consequently overshadowed
by it.) Of the /mages pour Orchestre, only the
Ibéria is really popular, although the complete
set turns up rather often these days and was
recently recorded by Boulez in /iis Debussy
series with the New York Philharmonic.

I is difficult not to compare the two new
performances of Jeu.x. since Boulez was large-
ly responsible for the restoration of that un-
usual work to favor. Martinon is altogether
more engaging and, in a sense, more
“French” (in the cliché meaning). He makes a
nice sound, he aims to please, and he suc-
ceeds. The electric tension, the clarity of
rhythm and color. and the special energy that
Boulez brings is missing; Martinon’s Jeux is
softer and more flowing. And the French Ra-
dio group is not really as good an orchestra as
the New York Philharmonic. In the Images,
the same differences hold, but in the lesser
music Martinon is exceptionally convincing.
These are attractive performances and re-
cordings, and the listener who prefers his
Debussy in the pure, traditional. “French-
impressionist” manner may even prefer them
to Boulez’s versions. E.S.

RECORDING OF SPECIAL MERIT

HADZIDAKIS: For a Little White Seashell,
Preludes and Dances for Piano, Op. 1. SKAL-
KOTTAS: Suite for Piano, No. 3. PONIRIDY:
Rythmes  Grecs. Nicolas Constantinidis
(piano). MusicaL HERITAGE SociETY MHS
3055 $3.50 (plus 75¢ handling charge from
the Musical Heritage Society, 1991 Broad-
way, New York, N.Y. 10023).

Performance: Greek music lives
Recording: Very good

The piano music of three twentieth-century

Greek composers writing in widely different

styles makes for a fascinating program. Man-

os Hadzidakis. born in 1925, achieved world

fume through the sensuous allure of his music

for the movie Never on Sunday. and themes
‘Continued overleaf)
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“... those big, beefy pizzicatos of his...”

Y EHUDI MENUNIN: expansive

A Pair of
“Kreutzers”

BFCAUSE of what struck me as uneven-
ness in the total production of Deutsche
Grammophon’s big 1970 bicentennial release
of all of Beethoven’s works for piano and vio-
lin, I tended to undervalue Wilhelm Kempff
and Yehudi Menuhin’s splendid account of
the Krenizer Sonata when I listened to it back
then. I am happy to report that that marvelous
recording can now be better appreciated —and
richly enjoyed —on its own. As it happens.
Deutsche Grammophon's reissue comes at
the same time as the first installment in anoth-
er “integral” survey of the Beethoven violin
sonatas, on London. and | would think one or
the other of these records might well head the
list of currently available Kreutzers.

Menuhin and Kempff had never performed
with each other before they made their Bee-
thoven recordings, but each had been playing
the music for decades (and each had made
two earlier recordings of the Kreutzer), and,
as Menuhin remarked, ‘“We understood each
other instantly.” That is exactly what their
Kreutzer suggests: their mutual concept, both
impassioned and expansive, has the soaring
feel of inspired improvisation—big, unre-
stricted, quintessentially romantic in the best
sense. Vladimir Ashkenazy and Itzhak Perl-
man. on the other hand, have performed to-
gether and have recorded jointly before: both
are superb artists and superb collaborators.
but after exposure to the winged intensity
of the Kempff/Menuhin performance, the
younger performers may seem relatively
detached —even a little cautious—in their
approach.

To start with the final movement (after all,
that is where Beethoven began): Ashkenazy

CAM

ITZHAK PERLMAN: polished

and Perlman play only a shade below the tra-
ditional presto speed, but their version seems
to tack momentum: Kempff and Menuhin play
at a conspicuously slower pace, and theirs
shines with life. Vitality, in this case, is more a
matter of spirit than of velocity. In the open-
ing movement this is felt no less forcefully
Perlman is the smoother of the two violinists,
but Menuhin is the more fiery, and the occa-
sional roughness of his tone only underscores
this exciting quality: those big. beefy pizzica-
tos of his make other fiddlers’ efforts sound
perfunctory —a small point, perhaps, but one
that plays its part in defining the character of
the performance. Kempff, of course, never
threatens to boil over at the keyboard, but at
the unhurried pace he and Menuhin favor, the
calm authority and delicacy of the pianist
make him an effective counterbalance for the
violinist’s more impulsive thrusts. Ashkena-
zv and Perlman. to a degree, simply reverse
this balance. with the violinist the more
“tidy” and the pianist essaying the grander
strokes. Personally, | find the sense of pulse
im the Kempff/Menuhin recording more com-
pelling. I'm aware, though, that some listeners
will find this version exaggerated; for them
the polished, if less adventurous. Ashkena-
zy/Perlman will yield its own measure of sat-
isfaction. Both of the lighter sonatas arve de-
lightfully done, and the recorded sound in
both cases is very good indeed.

Richard Freed
BEETHOVEN: Sonata No. 9, in A Major, Op
47 (“Kreutzer”); Sonata No. 8, in G Major
Op. 30, No. 3. Wilhelm Kempff (piano): Yehu-
di Menuhin (violin). DEUTSCHE GRAMMO-
FHON 2530 135 $7.98.

BEETHOVEN: Sonata No. 9, in A Major, Op.
47 (“Kreutzer”); Sonata No. 2, in A Major
Dp. 12, No. 2. Vladimir Ashkenazy (piano):
itzhak Periman (violin). LoNDON CS-6845
$6.98
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logical step

Twenty years ago Edgar Villchur,
with his revolutionary acoustic
suspension design, demonstrated
the advantages of treating the
woofer and its enclosure as a
system rather than separate com-
ponents. Today, nearly all loud-
speakers embody this concept.
Roy Allison (a professional asso-
ciate of Mr. Vilichur for many
years) has now extended the
“system’’ one logical step further,
to include the listening room it-
self. The result is an improve-
ment by one order of magnitude
in the accuracy of the reproduced
sound field.

Descriptive literature on ALLISON
loudspeaker systems which in-
cludes technical specifications is
available on request.
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from that score, including a fragment from the
title song, can be heard in the miniatures that
make up his suite of preludes and dances
called For a Little White Seashell. But what
seasons the suite is the tang of Prokofiev.
Indeed, one of the pieces is entitled Conver-
sation with Prokofiev and wittily calls up the
manner of the Russian master. The five pairs
of preludes and dances that make up the suite
employ such Greek forms as the syrros. the
mandinada (or dialogue). a lively ballos. and
a calamationos in 7/8 time; a sousa (which
means “‘spring”) closes the action with bright,
leaping figurations. Economy of means and
fluent charm mark this attractive work.

Nikos Skalkottas (1904-1949) studied in
Germany under Kurt Weill and Arnold
Schoenberg. and it is Schoenberg’s influence
that can be heard in the “polychords” and
driving complexities of his dark music. Yet
popular Greek motifs underlie the minuet. the
theme with variations, and the march that
make up his Suite for Piano. No. 3, written in
his later style, which was atonal but not serial
This composer was largely ignored in his life-
time, but his advanced music has recently
been getting the attention it well deserves.

The third aspect of Greek music to be
heard here is the open. energetic. and highly
folkish one of George Poniridy. now in his
eighties. His Rvr/unes Grecs is constructed of
six short sections evoking the music of vari-
ous regions in ancient and modern Greece.
but vigor and invention do not allow the suite
to be a mere musical travelog.

Greek pianist Nicolas Constantinidis
proves equal to all the challenges inherent in
the complications and shifts in musical lan-
guage in the course of his absorbing concert,
and the album notes are unusually insightful
and informative. P.K.

RECORDING OF SPECIAL MERIT

HANDEL: Chamber Cantatas: Delirio am-
oroso: Nel dolce del’ oblio. Magda Kalmir
(soprano): Ferenc Liszt Chamber Orchestra,
Sandor Frigyes cond. HuNGArROTON SLPX
11653 $6.98.

Performance: Very good
Recording: Excellent

Among the chamber cantatas the young Han-
del wrote on his arrival in [taly (around 1707-
1708) are. according to Paul Henry Lang.
many authentic masterpieces. Furthermore.
Lang says. “they represent an idea bank in
which Handel deposited funds that lasted for
the remaining half century of his life.” The
accuracy of these remarks hit home almost
immediately as | listened to this Hungaraton
release and discovered that the orchestral
background to one of the arias in Delirio
amoroso was identical to the bouncy tune of
the fourth movement of Handel's Sonata for
Violin and Harpsichord in D. Op. 1. No. 13.

Delirio amoroso is rather lengthy, consist-
ing of a French-style operatic overture. four
full arias with appropriate recitatives, and
some orchestral interludes. The orchestral
writing provides for virtuosic stints for the
solo violin. cello, recorder, and oboe. Ne/
dolce del’ ohlio is short and calls only on the
violin soloist for exposed solo passages. Both
are pastoral pieces set to negligible texts, but
both are musically interesting — parts of Deli-
rio amoroso quite strikingly so.

Magda Kalmar. a young Hungarian so-
prano, is a well-trained singer with an agree-

(Continued on page 99)
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A COMPLETE SETOF
MATCHED

STORAGE GASES

Here's the ideal solution to the problem of keep-
ing all your records and tapes stored neatly,
safely, conveniently and attractively. A complete
set of matched storage cases, designed by the
editors of STEREO REVIEW magazine, for your
records and all your tapes: cassette, cartridge
and 7” reel. Now you can keep them side-by-
side on your bookshelf or cabinet, easy to iden-
tity and readily available.

These cases are sturdily constructed and cov-
ered in a handsome leatherette. The outer case
is elegantly embossed in gold and comes in your
choice of three popular decorator colors—black,
brown and green—so that they lend themselves
readily to the decor of any room,

STEREO REVIEW large capacity storage cases
are just what you've been looking for—they're
the ideal solution to keeping your records and
tapes neatly stored for easy use.

(A) 60-unit cassette case 13%2” high x 12% " deep x 52"
wide. $17.95 each; 3 for $49.95.

(B) 30-unit cassette case. 13%2” high x 6%2” deep x 5% "
wide. $12.95 each; 3 for $34.95.

(C) 12-unit 8-track cartridge case. 13% " high x 6% " deep
x 4%2" wide. $9.50 each; 3 for $24.95.

Units A, B and C have tilted compartments to prevent spill-
age and include pressure sensitive labels for titling.

(D) 6-unit 7” reel case. 8” high x 7%2” deep x 5” wide. Holds
reels in original boxes. $6.95.each; 3 for $18.50.

(E) 20-unit 12" record case. 13% " high x 12%2" deep x 3%2"
wide. Holds records in original jackets. $7.50 each;
3 for $19.95.

HERE'S HOW TO ORDER
CASH: Mail your order along with your name, address and
remittance in the amounts indicated above for the units
being ordered. PRICES INCLUDE ALL POSTAGE AND
HANDLING CHARGES. OUTSIDE U.S.A. ADD $1 PER UNIT
ORDERED. Residents of Calif., Col., Fla., Ill., Mich., Mo.,
N.Y. State, D.C. and Tex. add applicable sales tax.

CHARGE: Your American Express, BankAmeri- ﬁ

card, Master Charge or Diners Club account. E
Mail your order, name, address, credit card

number and expiration date (Master Charge
customers include four-digit Interbank #). Be =
sure your signature is on your order. You will be billed in
the amounts indicated above.

ldentify the type of case ordered and indicate your color
choice for the back of the case—black, green or brown
(sides in black only).

MAIL ORDERS TO ZIFF-DAVIS CONSUMER SERVICE DIVISION
DEPT. SV, 595 BROADWAY, NEW YORK, N.Y. 10012




able vocal timbre. Her intonation is pure, and
her coloratura technique, while not dazzling,
is expert enough to give an impressive ac-
count of her quite demanding part. The first-
desk players of the Ferenc Liszt Chamber
Orchestra (particularly oboist Péter Pon-
gracz, violinist Janos Rolla, and recorder
soloist Laszlo Czidra) carry out their as-
signment with distinction, and the engineer-
ing is ideal G.J

RECORDING OF SPECIAL MERIT

HAYDN: String Quartet in G Major, Op.
76, No. I; String Quartet in B-flat Major,
Op. 76, No. 4 (“Sunrise”’). Amadeus Quartet.
DEUTSCHE GRAMMOPHON 2530 089 $7.98.

Performance: Exemplary
Recording: Very good

One would expect all six of Haydn's Op. 76
quartets to be as abundantly represented on
records now as his twelve **London” sympho-
nies, but, according to Schwann, there is only
one “integral” recording of this magnificent
demi-dozen at present, and until the release of
the present disc No. 2 in D Minor and No. 3
in C Major had for some time been the only
parts of Op. 76 available separately. No one
familiar with the Amadeus recordings of
those two works (both paired with Mozart
quartets on Deutsche Grammophon) should
need any encouragement to buy the new rec-
ord of Nos. 1 and 4 beyond the mere an-
nouncement of its availability. The Amadeus
has recorded far more Mozart and Beethoven
but has reached its highest level. I think, in its
exemplary Haydn, perhaps because the
group’s collective musical personality most
nearly matches Haydn’s own — with emphasis
on style, taste, and a peculiarly aristocratic
vitality, Such younger ensembles as the To-
kyo Quartet and the Alban Berg Quartet will
undoubtedly have a good deal to say about
this music in the years ahead, but this beauti-
ful record can stand as a mode! of all that is
best in the playing of string quartets. Now
Nos. 5 and 6, please. R.F

HAYDN: String Quartet in G Minor, Op. 74,
No. 3; String Quartet in C Major, Op. 76, No.
3 (see Best of the Month, page 72)

KODALY: Summer Evening; Hungarian
Rondo; Suite from Hdry Jdnos; Ballet Music;
Theatre Overture; Dances of Marosszék;
Dances of Galinta; Peacock Variatiuns; Con-
certo for Orchestra; Minuetto Serio; Symphony
in C Major. Philharmonia Hungarica, Antal
Dorati cond. LonpoN CSA 2313 three discs
$20.94.

Performance: Lithe and vital
Recording: Excellent

Unlike his lifelong friend. Béla Bartok. Zoltan
Kodaly appears to have achieved the greatest
and most effective concentration of his cre-
ative gifts in his choral works. most notably in
the Psalmus Hungaricus (1923), Budavari Te
Dewm (1936), and the Missa Brevis (1945).
The orchestral works were more or less pe-
ripheral to the core of his interests. particu-
larly after World War One. Nevertheless, the
eleven works recorded by Antal Dorati and
the Philharmonia Hungarica for London.
making up the whole of Kodaly’s output for
symphony orchestra, do have their special
points of fascination and occasionally display
high achievement.
(Continued overleaf)

AUGUST 1975

Realistic?
Pioneer?
Marantz?

Realistic STA-225
Stereo Receiver

How do you make the choice?

These famous hi-fi component brands are sold in hundreds, even
thousands of stores nationwide. Suppose watt for watt, sound for sound,
style for style, they represent similar values in terms of investment. Why
co we recommend Realistic? If your first thought is “because it's Radio
Shack's own brand, you're right. We're proud of our industry position!

But consider these typical facts. Only Reatlistic* has Glide-Path* com-
bined volume/balance/loudness controls. Auto-Magic* FM tuning. Our
own service stations in every corner of the land. An Aucio Ccnsultant
named Arthur Fiedler. And over 5000 specialty salespersons. Like we
say on network TV: There's Only One Place You Can Find It:

nadlo ’ haek Great sound since 1923

Over 3500 Stores/Dealers in the USA, Canada. England. Australia. Belgium, Germany, Holland
‘Registered Trademark
CIRCLE NO. 31 ON READER SERVICE CARD

ONKYQ

AUDIO COMPONENTS

we’re built
better.

emonstrably betier . . . through matchess
uality. Transient Respomse is measurably
Supearior. Capture Ratio s excsllent. Total
Harmonic Distortion is eignificantly negli-
gible. Discover the important Gnkyo differ-
/ences — in every price range. From the
world's 1st Fully Automatic 4-Ch. Receives, to
gSIereo Receivers, Amplifiers, Tuners and
g Speaker Systems. They sound better.

Onkyo Sales Section Mitsubishi International Co p
25-1€ 43rd Ave . Long island C ty. New York. 11301
335 Sivert Drive. Wood Date. IHinows. 6019t

CIRCLE NO. 27 ON READER SERVICE CARD



Foremost in the category of high achieve-
ment | would place the Concerto for Orches-
tra, a terse and mettlesome piece that com-
bines Classical tradition and Magyar folk
roots in a brilliantly effective fashion. though
it is painted on a somewhat less expansive
canvas than Bartok’s celebrated work of the
same name, completed some three years later.
Not far behind the Concerto in my estimation
come the Peacock Variations. based on an old
Hungarian folk tune. The justly popular Hdry
Jdnos Suite needs no further commentary
here. As for the two sets of dances, | always
have preferred the more compact and musi-
cally more substantial Marosszék series, writ-
ten originally for piano. to the better-known
Galdnta. Among the more fascinating minor
surprises is the Ballet Music—a grotesque
Dragon Dance intended for Hadarv Jdnos,
which comes suprisingly close to the Bartoki-
an idiom —and the bitter-sweet Minuetio Ser-
io (taken from the stage piece Czinka Panna).
which is redolent of Ravel’s Tombeau de
Couperin. The Symphony is superbly crafted,
but | find its content rather bloodless except
in the superb slow movement. Summer Eve-
ning. the Hungarian Rondo, and the Theatre
Overture (a curtain-raiser for Hdry Janos) ave
all of lesser moment.

Antal Dorati and his orchestra of Hungari-
an expatriates are totally in their element in
this kind of music, which they dig into with
enormous zest and a rhythmic litheness not
often encountered in the general run of per-
formances by major orchestras. There are
times when | would have wished for a bigger
string sound, especially in the Peacock Varia-
tions. but the ensemble as a whole plays
beautifully.

London has done a splendid recording job
here. achieving a deep stereo perspective that
shows to fine advantage in the echo fanfares
of the Hdry Jdnos battle episode. D.H.

KURKA: The Good Soldier Schweik, Suite
(se¢ WEILL)

LISZT: Dante Symphony. La Psallette de Lor-
raine; Orchestra of Radio  Luxembourg,
Pierre Cao cond. CANDIDE || QCE 31082
$4.98.

Performance: Alert
Recording: Adequate

Liszt’s Faust Symphony has fared well in

100

recorded documentation —two good and one
outstanding stereo issues. by Bernstein. An-
sermet, and Beecham. respectively —but its
companion piece, based on Dante’s /nferno
and Purgatorio and rounded off with a choral
Muagnificat, has done quite poorly. The an-
cient mono recordings by Alfred Wallenstein
(Decca) and F. Charles Adler (SPA) failed to
do justice to an admittedly problematic score.
and the early stereo Urania issue with George

Sebastian did not represent any substantial

improvement.

The Candide label has now given us a re-
cording that is at least a step in the right direc-
tion: the sound is generally good, despite its
somewhat confined radio-studio quality. and
the pertormance is alert. if not the very last
word in big-time orchestral virtuosity. The
Dante Symphony is a less well-integrated
piece than the Faust Symphony. However. |
find its finest moments more striking than any
in the Faust score except the best of the
Gretchen music and some of the more ironic
touches in the Mephistopheles movement.
For the present, we can be grateful to Can-
dide for giving us the first reasonably ade-
quate recorded realization of a neglected ma-
jor Liszt orchestral work. But perhaps one of
the major labels will bring a topflight conduc-
tor and orchestra together to give this music
the outstanding recorded performance it de-
serves. Only then can we really evaluate it
accurately. D.H.

MAHLER: Symphony No. 4, in G Major. Ju-
dith Blegen (soprano);, Chicago Symphony
Orchestra, James Levine cond. RCA ARL -
0895 $6.98, ® ARS1-0895 $7.98, © ARKI-
0895 $7.98.

Performance: Gorgeous
Recording: Likewise

James Levine’s recording of Mahler’s First
Symphony, with the London Symphony Or-
chestra, received a warm welcome in these
pages last May, and the virtues David Hall
cited in his review are largely evident again in
this gorgeous Fourth. The approach is less
straightforward this time, but everywhere
there is clarity, phenomenal attention to de-
tail, and an obviously deep feeling for the
music — set off by the finest orchestral playing
and probably the finest reproduction of it yet
offered in a recording of this work. Dozens of
previously unnoticed details in the scoring are

brought to the fore, and for the most part the
blend of voluptuousness and innocence is in-
toxicating. | am left with the feeling, however.
that the inner movements are a good deal
more convincing than the outer ones in this
performance: in the first movement | found
myself admiring the execution more than be-
ing swept along —as if everything were set out
too beautifully to come to life —and the finale
lacks something of the spontaneity one wants
in this music to give it real continuity.

Judith Blegen is always an intelligent and
attractive singer: here she is mindful of Mah-
ler’s (and, no doubt, Levine's) injunction to
perform “without a trace of parody” —but
there is also not a trace of radiance. How
does one define such a quality. let alone mea-
sure it? It is terribly subjective, of course; |
can only report that | missed it, and found in-
stead a certain degree of self-consciousness.
both orchestrally and vocally, that spoils the
movement for me. Some of those “‘previously
unnoticed details” are emphasized 10 the
point of burlesque, and there is a sense of
constantly pulling back, until the music al-
most comes to a standstill.

The two inner movements, though. are ex-
ceptionally persuasive. Levine’s tempos are
broad, his slow movement extremely leisurely
but with nothing the least bit static about it.,It
flows, in fact, more convincingly than any
other part of the work: he has found a (not
necessarily rh1e) natural pulse for the Adagio,
and the momentum is superbly sustained.
This movement is extraordinarily beautiful;
Levine’s fastidious regard for internal balance
and subtle dynamic shadings ensures the sort
of clarity that really illumines the score in-
stead of merely X-raying it.

No one could be blamed for being seduced
by the magnificent projection of the great
Adagio, or simply by the outstanding orches-
tral playing in all four movements, but the cu-
rious failure of the outer ones to come to life is
as much emphasized by the marvelous techni-
cal work (both musical and electronic) as
compensated for by it. [t may not be neces-
sary to spend more than $3.98, the price of
the late Paul Kletzki’s Seraphim disc (with
soprano Emmy Loose. $-60105), to enjoy a
thoroughly satisfying Mahler Fourth —unless
you feel that the 1958 recording shows its
age now,.in which case the characteristically
idiomatic and more brightly recorded per-
formance under Rafael Kubelik, at full price

Trio Bell’ Arte (Susanne Lautenbacher, Ulrich Koch, and Thomas Blees): ingratiating Mozart Divertimento

STEREO REVIEW

‘Turnabout



(with Elsic Morison, Deutsche Grammophon
139 339). will justify the extra outlay. R.F.

MASSENET: La Navarraise (see Best of the
Month, page 71)

MOZART: Divertimento in E-flat Major (K.
563). Isaac Stern (violin): Pinchas Zukerman
(viola): Leonard Rose (cello). CorLumMBiA M
33266 $6.98.

Performance: Highly inflected
Recording: Sumptuous

MOZART: Divertimento in E-flat Major (K.
563). Trio Bell’ Arte. TurNaABOUT [J QTV-S
34567 $4.98.

Performance: Ingratiating
Recording: Warmly realistic

These two performances of the greatest of all
string trios contrast with each other fairly
sharply all along the way. and | find more to
enjoy in the one by the lesser-known Stuttgart
team. That the all-stars on Columbia play the
music beautitfully need hardly be said. but
they apparently see the work as a very large-
scale one, and. it seems to me. are rather selt-
consciously insistent on reminding us of its
greatness: in some sections themes are intro-
duced with portentous sobriety and every
note is weighted lest the drama be missed: in
others (notably the final movement) there is a
gratuitous romanticizing, as if the abundant
charm of the work needed underscoring.
While the recording itselt is otherwise excel-
lent, the cello is occasionally given unnatural
prominence. even in passages in which the
instrument has a purely rhythmic-supportive
tunction. The Trio Bell" Arte players seem
content to let the music speak for itself, in a
frame of eusygoing spontaneity —confidently
aware. one might infer. that so sublime a mas-
terwork has no need of interpretive enhance-
ment. Susanne | autenbacher. the Bell" Arte
violinist. cannot match Stern for sweetness of
tone, but she is thoroughly inside the music,
and the mesh with her two associates (Ulrich
Koch. as fine a violist as is active anywhere
today, and the very solid cellist Thomas
Blees) sustiins the eftect of ingratiating spon-
taneity most convincingly. Turnabout’s four-
channel sound (QS matrix) is less sumptuous.
perhaps. than Columbia’s stereo. but it does
not lack for warmth, and the instrumental
balance is always realistic.

Neither of these releases. beautiful as both
are in their respective ways. displaces the ele-
gant version of the Grumiaux Trio on Philips
802.803-1.Y, the ne plus wltra among all re-
cordings of K. 563 to date. The Philips disc.
however, does cost twice as much as the new
Turnabout. R.F.

RECORDING OF SPECIAL MERIT

MOZART: String Quartets: No. 14, in G Ma-
Jor (K. 387); No. 15, in D Minor (K. 421); No.
16, in E-flat Major (K. 428); No. 17, in B-flat
Major (K. 458, “The Hunt”); No. 18, in A
Major (K. 464): No. 19, in C Major (K. 465,
“Dissonant”). Quartetto ltaliano. Privirs
S-C 71AX301 three discs $23.94.

Pertormance: Bel canto
Recording: Very good

Strange as it may seem. the long-delayed
American issue of this recording, available in
England since 1967. makes the Quartetto [tah-
ano the only ensemble currently represented
(Continued on puge 103}
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Uher has the answer!

CG 360
STEREQ

The world's first hi-fi stereo cassette tape recorder with Dolby IC system and computer
controls. Dolby circuitry assures high quality signal-to-noise ratios: 56 dB for chromi-
um-dioxide tape (with Dolby in). Automatic blas switching for chromium-dioxide tape.
with touch controls, three-motor drive, input mixing from two stereo signal sources
and with a plug-in power stage the machine can also be used as a high-quality hi-fi

amplifier. Playback modes: cone tape pass
reversal (non-stop}).

ihe complete cassette automatic tape

Remote control plus front panel location for all other operation

controls make the Uher CG 360 a truly perfect cassette tape recorder.

For further information write to:

Eﬂ Uher of America Inc.

CIRCLE NO. 38 ON

621 S. HINDRY AVENUE
INGLEWOOD, CA 90301
READER SERVICE CARD

Why any cartridge
(even ours)
with an elliptical stylus

must be considered just
a bit old-fashioned.

As a premium stylus, elliptical de-
signs have only one real advantage
over a Shibata stylus: lower cost.
Which is why we still offer them.

But when it comes to perform-
ance, a Shibata stylus is far, far
better. It provides the small scan-
ning radius needed to track highs
(up to 45 Hz for CD-4), but without
the penalty of requiring extremely
low stylus force settings.

In fact, even tracking at up to 2

AT12S -

grams, a Shibata stylus is easier on
your records than an elliptical stylus
trying to track at 1/2-gram! New
records last longer, old records sound
better, and you can play every kind
of two or four-channel record made.

All  Audio-Technica top-of-the-
line cartridges have genuine Shibata
styli. Anything less would be false
economy for you...and out-dated
technology for us. Prove it to your-

self today
Bl

S AT15Sa g
'AT20SLa

/audio-technica.

AUDIO-TECHNICA U.S_, INC., Degt. 85F, 33 Shiawassee Ave., Fairlawn, Ohio 44313
Available in Canada from Superior Electronics, Inc.



“Here are clarity, brilliance, and a wonderful sense of space.”

THE essentially “cool” interpretive ap-
proach of Stanislaw Skrowaczewski and
the precision he insists on from his Minnesota
Orchestra (formerly the Minneapolis Sym-
phony) make both conductor and ensemble
excellent choices for Vox’s new quadraphon-
ic recording of Ravel’s orchestral works. This
is the first major recording the able Minnesota
Orchestra has done since breaking off its
Mercury affiliation some years ago. And the
performers are not all the four-disc Vox Box
has going for it.

As producer of the Mercury recordings
made between 1952 and 1956, | found the
Northrop Memorial Auditorium, former
home of the Minnesota Orchestra. just about
impossible acoustically, and 1 rejoice in the
good fortune represented by the new Orches-
tra Hall in Minneapolis (opened last October),
where the Vox Ravel recordings were made.
To my ear. on the evidence of these record-
ings, the hall is a real beauty [see the Editor’s
comments on the hall’s opening. *“‘Concert-
Hall Surrealism.” in the January issue]. Here
are clarity, brilliance. and a wonderful sense
of space—though I think it may take a bit
more practice before the Vox engineers get
everything there is to be had from Orchestra
Hall in terms of optimal sonic focus of the
orchestra as a whole.

It is in the most lightly scored works —the
Eventail de Jeanne Fanfare (two minutes of
magic!). Le Tombeau de Couperin, Ma Meére
I'Oye. and the Menuet Antique with its aston-
ishing touches of dissonance — that conductor
and engineers score most tellingly. Solo-in-

strument aural “placement™ is precise and
clear —most particularly the wonderful oboe
of Rhadames Angelucci in Le Tombeai—
while the larger ensemble textures come
through with fine transparency. enhanced in
the QS-matrix quadraphonic recording by a
judicious semi-surround distribution of the
sound.

Of the more densely textured pieces, Une
Barque sur I'Océan (Ravel's “La Mer™)
comes off best. if only because its great wash-
es of sound don't demand the precise focus
called for in the climaxes of such pieces as the
Alborada del G racioso, Daphnis et Chloé. La
Valse, and Boléro. Without having been in the
hall, it is hard to tell whether the tendency
toward diffusion in these latter works is the
fault of the hall or of poor microphone place-
ment. This same diffusion factor is probably
also responsible for a seeming lack of body in
orchestral string bass and percussion in both
La Valse and Boléro. Microphone and/or
ensemble placement is definitely at fault. |
think. in the choral sections of Daphnis et
Chloé, especially in the Suite No. 1. where
the a4 cappella choir should sound totally dis-
embodied rather than so uncomfortably
close.

() DD as it may seem, | found the most fas-
cinating single interpretation in this whole
album to be that of Boléro. which Skrowa-
czewski plays at the same stately tempo Ra-
vel himself used in his 1930 recording
(available on Turnabout 4256). Of course. the
latest and best of today’s recording technol-

ogy, applied in a superb new concert hall,
does make a difference in one’s overall im-
pression of such a reading. This Boléro is
no mere essay in orchestral frissons, let alone
“fifteen minutes of orchestration without mu-
sic.” as the composer ironically put it, but
rather an insidiousty hypnotic North African
ritual. Perhaps, in the context of the current
work being done by the likes of Terry Riley
and Steve Reich, this interpretation has a va-
lidity today that it could not have had in the
cultural milieu of twenty or more years ago. |
do wish that the Minnesotans’ violin body had
more bite and presence in the later pages of
the score, but. even so, I think the recording
provides fresh insight into Ravel’s much ma-
ligned and interpretatively abused piece.
The Vox set is priced at only $10.98. less
than $3 a disc. and. despite the minor reserva-
tions | have expressed., it is definitely an ex-
cellent buy. Moreover. 1 guarantee it will
whet your appetite for more and even better
productions from Vox in the company's fu-
ture forays with the Minnesota forces.
~David Hall

RAVEL: Menuet Antique; Pavane pour une
Infante Defunte; Une Barque sur I"Océan; La
Valse; Alborada del Gracioso; Rapsodie Es-
pagnole; Ma Mere I'Oye (complete ballet ver-
sion); Valses Nobles et Sentimentales; Daphnis
et Chloé, Suites 1 and 2; Le Tombeau de Cou-
perin; Fanfare, L’Eventail de Jeanne; Boléro.
St. Olaf Choir; Minnesota Orchestra, Stanis-
law Skrowaczewski cond. Vox || QSVBX
5133 four discs $10.98.
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in the Schwann catalog by all twenty-three of
the Mozart string quartets. Only the mail-or
der Musical Heritage Society offers an alter-
native choice, with performances by the Bul-
garian Quartet at a considerably lower price.

The six quartets Mozart dedicated to
Haydn are among the towering miracles of
chamber music. and have, of course. been the
subject of many notable recorded perform
ances, among them those by the Budapest

Juartet (Odyssey, mono), the Amadeus

(Deutsche Grammophon). and the Juilliard
(in a short-lived Epic album). The Quartetto
Italiano ranks right along with these ensem-
bles as one of the world’s finest and most
musically cultivated, but they have a very
distinctive playing style.

In using the term bel canto in the capsule
commentary above, | mean it in the literal
sense. This is to say that the Quartetto Ital:-
ano approach is that of maintaining a singing
line throughout, with somewhat less emphasis
on the purely formal and rhythmic aspects of
the music than one encounters with Northern
and Central European ensembles.

This singing quality comes to the fore in the
G Major Quartet. which gets a volatile and
sharply nuanced reading, graced by subtle and
highly effective rubato touches. For my taste
the interpretation of the somber D Minor
Quartet is a bit over-refined, but the Italians
cover themselves with glory in a deeply mov-
ing realization of the K. 428 slow movement.
Except for a little heavy-handedness in the
finale, K. 464 is another prize in the package,
especially the opening movement, where the
conversational ambiance is brought off with
enormous flair and subtlety. The famous Dis-
sonant Quartet gets a brilliant and highly nu-
anced reading, with the trio of the minuet
movement an absolute gem of a performance.
A further happy note is the excellence of the
recorded sound — enough presence to provide
intimacy and full-bodied tone. enough room
reverberance to lend a halo of aural warmth

One small unhappy note —the annotations
in my review album were in German and
French only. But that will probably be reme
died in future production D.H

OLDFIELD: The Orchestral Tubular Bells.
Mike Oldfield (guitar): Royal Philharmonic
Orchestra. David Bedford arr. and cond
VIRGIN VR 13-115 $6.98, & TP 13-115
$7.98. © CS 13-115 $7.98.

Performance: Anglo-pop-Mahler-Sibelius
Recording: Effective

Mike Oldfield’s Tubular Bells was a kind of
inspired one-man-band, multitrack, overdub
improvisation in the Terry Riley hypnotic-
pop vein. Now, as orchestrated by avant-
garde composer David Bedford in the manner
of Mahler and Sibelius, it has lost aimost all
the qualities of humor, invention, and brash-
ness that made it endearing in the first place
Gone are the cave-man grunts and groans, the
weird assortment of unusual instruments all
doggedly superimposed by Oldfield himself,
the suave B.B.C. announcements of instru-
mental entries, the slight pop-rhythmic eccen-
tricities, and the sense of spellbinding cre-
scendo. Instead, we have a superlatively
tasteful orchestration, polished performance,
and recording that tastefully soothes and ex-
hilarates even as it reveals the weaknesses of
free-association composition. What emerges
is the ultimate film score for which the film
has yet to be made (it will be, no doubt).
(Continued overleaf)
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Could the ultimate sysfem be

all Crown?

It depends on how you define
“ultimate”. But Crown
may be the only top-
quality, state-of-the-art
manufacturer whose
components could build
a complete ultimate
system.

For instance: A
CX-824 tape deck, world-
renowned for reliable
performance. Connected to an
IC-150 pre-amp. With the signal
amplified by a DC-300A power
amp, proved in many thousands
of hours of professional use. Out-
put controlled, monitored and switched
by an OC-150. Possibly a VFX-2 for personal
control of crossover polnts. And sound faithfully
reproduced by ES-212 electrostatic speakers.

All Crown. We think that system would be
somebody’s ultimate. Certainly ours. Maybe yours.

Write us tcday for the name o1 your nearest
Crown dealer. He'll talk to you — u-timataly.

When listening g c ro Lu n

Box 1000, Elkhart IN 46514

becomes an art,
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A PRECISION CLEANING INSTRUMENT
FOR TODAY’S STYLI

Today's advanced styli are remarkably sensitive,
and every manufacturer specifies that cleaning is

Introducing SC-I.
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. essential for maximum performance.

The SC-I| is a graceful walnut handle from which
you can push a small tang. At the end of this tang
is a calculated-density brush of black nylon with
enough rigidity to clean waxy deposits—yet with
enough ‘““give” to eliminate cantilever damage.

There is also a sivered mir-
ror that magnifies the stylus,
cantilever, ard cartridge
mounting for total perception
of your pickup system.

All of this retracts into the walnut handle for ele-

gant protection.

The new SC-| for only $6.00, at audio specialists
nation-wide that carry Discwasher products.

discwasher inc. . g9 UNIVERSITY, COLUMBIA, MO.
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= D'UN FAUNE - KHAMMAL

Those who may be tempted to buy this re-
cording to hear Oldfield solo with orchestra
should be warned that there are only a couple
of bars of solo guitar playing near the end of
side two. ES.

PONIRIDY: Rythmes Grecs (see HADZIDAK-
IS)

PROKOFIEV: Peter and the Wolf, Op. 67.
BRITTEN: The Young Person’s Guide to the
Orchestra, Op. 34. Will Geer (narrator); Eng-
lish Chamber Orchestra, Johannes Somary
cond. VaNGuarD [] VSQ 30033 $7.98; VSD
71189 $6.98.

Performance: Good to brilliant
Recording: Superb

The desirability of narration with one or the
other of these deservedly popular scores is a
matter of taste. Personally, 1 prefer the Brit-
ten without narration; but if narration there
must be, the British manner certainly seems
more fitting than Will Geer’s Foxy Grampa
approach. The Foxy Grampa does have a
place of sorts in the Prokofiev. but for those
who prefer something else, there is a repre-
sentative of just about every other narrative
style one can imagine among the dozen or so
other Peter and the Wolfrecordings.

The recording s the thing here. together
with the wonderful performances of the Eng-
lish Chamber Orchestra, particularly the
solo winds, in the Prokofiev. In quadraphonic
playback the realistic presence of the instru-
ments becomes almost frightening in its im-
mediacy. Yet the overall balance remains
excellent throughout (except for. occasional-
ly, too much snare drum). The contrast be-
tween the quadraphonic and the two-channel
discs is fascinating: the former amounts
to cineramic semi-surround. with featured
instruments decidedly centered : the two-chan-
nel disc offers more obvious lateral localiza-
tion against a flatter acoustic backdrop.

The Young Person’s Guide performance is
of much the same character sonically, but I
find it a bit less alert musically and close to
stodgy in what should be a bracing and excit-
ing display bit for the percussion.

I don’t know what children will think of this
record, but for sound buffs the quadraphonic
disc is certainly something to have—along
with such other remarkable four-channel
Vanguard discs as the Stravinsky Petrouchka
and the Mussorgsky Pictures at an Exhibi-
tion and Khovantchina. D.H.

RECORDING OF SPECIAL MERIT
RACHMANINOFF: Etudes Tableaux, Op. 33
and Op. 39. Jean-Philippe Collard (piano).
CoONNOISSEUR SOCIETY CS 2075 $6.98.

Performance: Stunning
Recording: First-rate

Jean-Philippe Collard, still in his twenties, is a
musician to watch. He is yet another of the
younger generation of pianists who. like our
own Murray Perahia. excels in the Romantic
repertoire, and. from what 1 have heard so far,
his playing affords vast satisfaction and enjoy-
ment. M. Collard comes to the Connoisseur
Society label by way of a cross-licensing ar-
rangement with Pathé-Marconi in France.
and. in addition to this Rachmaninoff album,
there are available a Schumann disc and a
complete set of the Fauré Nocturnes (see
Best of the Month. July).

The seventeen Rachmaninoff Erudes Tu-

104

hleaux, composed at the peak of the Russian
master’s creative powers, are among the most
demanding and musically varied of all his solo
piano works. A merely virtuosic performance,
however. makes them seem empty, while a
reading too heavy in sentiment obscures the
truly fine craft that the composer lavished on
these pieces. Happily, Collard has everything
it takes to make this music work — virtuosity,
intellect, and heart.

The tone is set at the very beginning with
Collard’s impetuous-sounding but sternly
controlled reading of the impassioned Op. 39.
No. 1, in C Minor. This is followed by an
uncannily hypnotic treatment of the succeed-
ing A Minor. with its Dies /rue ostinato and
harmonic recollection of The Isle of the Dead.
The F Minor, No. t of the Op. 33 set, is an-
other special favorite of mine, and Collard

MiKe OLDFIELD
Where has all the humor gone?

gives it a reading best described as tigerish.
Perhaps the finest performance of all here is
of the brooding Op. 33. No. 3. All told, this is
a wonderful album. And if you happen to be
afflicted with an aversion to Rachmaninoff,
Collard just might be the one who can cure it.

D.H.

CYRIL SCOTT: Sonata No. I, Op. 66; Danse
Negre; Lotus Land; Five Poéms. Martha Anne
Verbit (piano). GENEsis GS 1049 $6.98.

Performance: Perfumed and pretty
Recording: Very good

Cyril Scott was one of five English composers
(the “Frankfurt Five”) who came back to
Britain from their studies in Germany at the
start of this century determined to dazzle Eng-
lish ears. Of the group. only Percy Grainger
made it to popularity; Scott was considered
the runt of the litter. By the time of his death
in 1970, however, English audiences were
turning again with interest to his post-Ro-
mantic, dreamy piano works. One side of this
disc is devoted to his Piano Sonata No. |. a
labyrinthine, meandering dodo bird of a piece
that features Scott’s two specialties — parallel
chords and what he called “irregular rhythm.”
It is pleasant enough music. but so amorphous
and crepuscular in mood that it’s hard to focus
attention on, and it soon dissolves into the
background where it goes on providing more
atmosphere than substance. But then, in
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Scott’s music, it is always twilight. and a
heavy jasmine scent saturates the musical air.
Despite the ubiquitous perfume. the shorter
works on side two. straight out of Debussy.
Satie, and Griffes, are easier to grasp and to
live with. The Danse Négre is practically
pure Debussy in his Minstrels mood, and
Lotus Land is drenched in Oriental scent. but
both are appealing. For the group of five
Poéms (the umlaut is the composer’s, not
mine), the excruciatingly dreadful texts of five
pseudo-Oriental verses are supplied. | hope it
is not his lines about distant mosques ‘“‘roseate
with the pale illuminating haze” that are
bringing Scott’s works their new audience in
England, for the music itself remains attrac-
tive in its narcotic way. Miss Verbit, a fine
pianist who has made her reputation with lec-
tures on (as well as recitals of) the music of
Scriabin, gives these pastel pieces a bit of an
edge they sorely need. PK.

SIBELIUS: Finlandia (see The Basic Reper-
toire, page 44)

SIBELIUS: Symphony No. 5, in E-flat Major,
Op. 82; En Saga, Op. 9. Bournemouth Sym-
phony Orchestra, Paavo Berglund cond.
ANGEL $-37104 $6.98.

Performance: Idiomatic
Recording: Very good

SIBELIUS: Symphony No. 5, in E-flat Major,
Op. 82; Karelia Suite, Op. 11. London Sym-
phony Orchestra, Alexander Gibson cond.
LoNDON STS-15189 $3.49.

Performance: Very good
Recording: Good

Paavo Berglund, who gave us the premiére
recording of Sibelius’ early Kullervo Sympho-
ny four years ago, shows again in these more
familiar works both how fine a Sibelian he is
and the high level of proficiency to which he
has raised the Bournemouth orchestra. In-
terpretively, both performances on the new
Angel disc can only be called idiomatic: they
ring with the conviction born of long and de-
voted acquaintance with the material. | espe-
cially like the feeling of /ift Berglund imparts
at the outset of the finale, the way he sustains
it throughout the movement, and his imagina-
tive handling of those problematic final
chords. It must be acknowledged, however,
that his brass does tend to thin out a bit in the
final pages. and the weight of his strings seems
a little.light for the demands made on them in
En Saga.

The Gibson record was originally issued by
RCA in 1960; it was transferred from Red
Seal 10 Victrola a few years later, then deleted
when the rights reverted to London. It is one
of Gibson’s very finest achievements, with
the London Symphony at or near the top of its
form and the sound quality not all that dated.
The symphony’s finale does not have quite
the lift Berglund gives it, and the very end is
rather prosaic, but there is glorious brass
playing by way of compensation. and the
Karelia Suite is brought off splendidly. At
“half price,” this is an excellent value.

Yet, for an outstanding Sibelius Fifth ir-
respective of price, Bernstein's, with his stun-
ning account of Polijola’s Daughter as ‘“filler”
(Columbia MS 6749), is still the one to have,
and no other current version of En Saga is
quite as persuasive as Okko Kamu’s, which is
paired with his indispensable Sibelius Third
(Deutsche Grammophon 2530 426). Orman-
dy’s attractive performance of the Karelia
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Suite is especially recommended as part of
the package that includes his gorgeous per-
tormance of Alfvén’s Midsommarvaka (Co-
lumbia MS 7674). R.F.

SKALKOTTAS: Suite for Piano, No. 3 (see
HADZIDAKIS)

JOHANN STRAUSS, JR.: Die Fledermaus.
Gundula Janowitz (soprano), Rosalinde;
Renate Holm (soprano). Adele: Waldemar
Kmentt {tenor), Alfred: Eberhard Wiachter
(baritone). Eisenstein: Wolfgang Windgassen
(tenor), Prince Orlofsky; Heinz Holecek
(baritone), Falke; Erich Kunz (baritone),
Frank; Erich Kuchar (tenor), Dr. Blind.
Vienna State Opera Chorus; Vienna Phil-
harmonic Orchestra, Karl Bahm cond. LoN-
DON OSA 1296 two discs $13.96.

Performance: Less than intoxicating
Recording: Excellent

The reservations will outnumber the compli-
ments in this review; let me therefore begin
with the bouquets. After all. there is much to
enjoy in this set —when an ever-fresh, joyous
operetta is served up in echt-Viennese style,
how can it be otherwise?

The veteran Karl Bohm paces the music
with caressing affection. securing warm-toned
playing from the Philharmoniker. His tempos
are a bit leisurely in comparison with other
recent recordings. but the music never loses
its stimulating effect. and Bohm manages
to point up a few happy orchestral touches
other conductors have glossed over in more
precipitaus readings.

But if the cast glitters on paper, the gold is
found mainly in the female roles. Gundula
Janowitz is a somewhat remote and roo lady-
like Rosalinde, without the sauciness of a
Schwarzkopf, Gueden, or Rothenberger. but
her tonally immaculate singing is always wel-
come to the ear. Repeating her interpreta-
tion of Adele (which is one of the ornaments
of the Boskofsky-directed Angel set), Renate
Holm is all charm, temperament. and vocal
expertise.

The men are a varied lot. Eberhard
Wachter makes a ranting bully of Eisen-
stein, a part which should not be sung by a
baritone to begin with (it was written for ten-
or). Waldemar Kmentt, the affable Eisenstein
in the previous London set (under Karajan),
is a somewhat effortful Alfred here, without

the tonal allure his part calls for. Erich Kunz |

delivers the part of the prison warden Frank
with debonair charm though in a mere thread
of a voice. and Erich Kujar does the drunken
Frosch routine delightfully. Most baffling is
the presence of Wolfgang Windgassen as
Prince Orlofsky. In what may have been the
late tenor’s last phonographic appearance he
seems thoroughly miscast and emphatically
dull.

To add insult to the weaknesses of this pro-
duction, Fledermaus has here been made into
a series of isolated musical numbers without
the dialogue that gives them continuity. a pro-
cedure that virtually eliminates the role of
Falke. the prime mover of the plot (what re-
mains of him is interpreted without distinction
by Heinz Holecek). Since both London OSA
1249 and Angel S-3790 offer not only better
but more complete treatments of Die Fleder-

maus, either of them is preferable to this new |

offering. G.J.

R. STRAUSS: Ariadne auf Naxos. Viorica Ur-
suleac (soprano), Ariadne; Helge Roswaenge
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(tenor), Bacchus; Miliza Korjus (soprano).
Najade; Gertrude Riinger (contralto), Dry-
ade: llonka Holndonner (soprano), Echo:
Erna Berger (soprano), Zerbinetta: Karl
Hammes (baritone). Harlekin; Benno Armold
(tenor), Scaramuccio; Eugen Fuchs (bass),
Truffaldin: Erich Zimmermann (tenor), Brigh-
ella. Stuttgart Radio Orchestra, Clemens
Krauss cond. BASF ® KBF 21806 two discs
$9.98.

Performance: Very good
Recording: Dated

If the liner notes are accurate, this set is a
faithful reproduction of the third complete
operatic performance ever broadcast in Ger-
many. The old composer listened to the
“epoch-making event” at home with his
tamily, and afterwards communicated his
fervent compliments to his devoted friend.
Clemens Krauss. That was. of course. forty
years ago. and the recorded sound that meets
our ears is no better than such vintage produc-
tions usually are —perhaps even a bit worse.
The orchestral sound is particularly weak, yet
the conductor’'s authority clearly emerges in
the seamless flow of the music, in his unsenti-
mental but unhurried pacing.

As Ariadne, Viorica Ursuleac confirms a
reputation which. on the basis of her later
recordings, may seem unfounded. She builds
her aria “Es gibt ein Reich™ to an exciting
climax with a secure B-natural, and she han-
dles her part in the final scene impressively.
Hers is a voice with a true dramatic ring, not
entirely free of tonal blemishes, but expres-
sive and imposing. Helge Roswaenge. ideally
cast, is probably the best Bacchus on records.
and Erna Berger, while not as spectacular as |
perhaps expected her to be. is most certainly a
first-rate Zerbinetta. Despite the presence of
two stellar names (the third, llonka Holndon-
ner. was then the wite of Roswaenge). the trio
of nymphs does not match the ethereal blend
achieved on some more modern recordings.
The Scaramuccio and Brighella are adequate.
and barttone Karl Hammes (who was to per-
ish four years later as a Luftwaffe pilot) and
bass Eugen Fuchs are excellent.

The set contains the “opera” only. without
the Prologue. Ariadne auf Naxos has fared
very well on records (my own favorite is An-
gel 3532, mono. with Elisabeth Schwarzkopf
in the title role and Karajan conducting). This
BASEF set is in no way to be considered as an
alternative to the modern recordings, but |
recommend it as a valuable and still enjoyable
historical document. G.J.

STRAVINSKY: Les Noces (Orchestral Ver-
sion, 1917); Les Noces (Tableaux I and II,
Chamber Version, 1919). Rosalind Rees
(soprano): Rose Taylor (mezzo-soprano):
Richard Nelson (tenor): Bruce Fifer (bari-
tone). Gregg Smith Singers; Orpheus Cham-
ber Ensemble. Robert Craft cond. Symphonies
of Wind Instruments (Revised Version, 1947);
Chant du Rossignol (Symphonic Poem). Co-
lumbia Symphony Orchestra. Robert Craft
cond. CoLumBia M 33201 $6.98.

Performance: Craft without Stravinsky
Recording: Okay

The meat of this record is a pair of histori-
cal curiosities: Stravinsky's original thoughts
about the instrumentation of Les Noces. This
remarkable 