National Public Radio’s new satellite FM-broadcasting system
Outlaw Willie Nelson discusses his burgeoning movie career

EQUIPMENT TEST REPORTS: Akai GX-635D Stereo Tape Deck
dbx Model 21 Disc Decoder o GAS Thaiia 1l Preamplifier
Luxman Model L-11 Integrated Amplifier « Acoustique 3A Andante Speaker System

Why does most FM sound so lousy despite todayss fabulous receivers?
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UNDER LABORATORY CONDIT’: .
" FEW HIGH PRICED TURNTABLI




Foryears, people have been selecting
turntables based on specs obtained in a lab,
without knowing what kind of sound they'll
obtain in their homes.

And while a few turntables today look
as good as Pioneer’s PL-630 on paper, you'd be
hard pressed to find one that sounds as good
in your living room.

A SUSPENSION SYSTEM THAT ELIMINATES
SHAKE.RATTLE & ROLL.

In your home, simply walking across the
floor can cause the stylus to skate across your

the overall performance of the turntable. -y

ONLY ONE THING COMES THROUGH
THE TONE ARM. MUSIC.

The tone arm of the PL-630 rests on
a massive die-cast aluminum base.

And while other tone arms may reston a
similar base few, if any, are mounted toitina
similar manner. Instead of piano wire or cheap
plastic casings that vibrate, the PL-630's tone
arm is gimballed on spring mounted pivot
bearings. This not only reduces tracking errorae
due to tone arm pivot wear, but increases -~

Which brings us to the ' g

And acoustic
teedback can make

records.
K

| § E magnesium headshell. It has
=

o 8 far better acoustical properties
: than the headshell you'll find

even the most lively

i

piece of music sound
dull and lifeless.
Pioneer's PL-630, however, has a free floating
suspension system that isolates the platter and
tone arm from the rest of the turntable. So that

while the base may vibrate, the platter and  spring loaded
tone arm pivots
help improve

sensitivity.
g

tone arm won't. Which means you don't
have to tip-toe across the floor just to
prevent vibration. And you can turn your
music up loud enough to rattle the walls
without fear of rattling the turntable.

A DIRECT DRIVE MOTOR
THAT WON'T DETERIORATE WITH OLD AGE.

All DC direct drive motors start out to be
incredibly accurate.

Unfortunately, they don't always stay that way.

After a while, the quality of sound
could deteriorate because the motor
is left exposed and free to collect dust
and foreign objects.

This is not the case with the PL-630.
Unlike most of the competition, its motor is
totally enclosed. Which means that the
incredible wow and flutter figure of 0.025% will
still be an incredible 0.025% years from now. And
so will the 0.002% speed accuracy.

What's more, the electronic circuitry of this
Quartz PLL Hall element system constantly
monitors itself. When it senses the slightest
deviation in speed, it corrects itself. By just
switching the quartz “lock” on, you lock onto the
correct speed, so youre assured of accurate platter
speed at all times and under all conditions.

And because of its extremely high torque, the
PL-630 reaches full platter speed in a mere third of
a revolution.

But more importantly, it stops almost as

uickly as it starts. Reverse currentis fed into the
3rive system eliminating both excessive wear on
the turntable and the need for a brake.

of the PL-630

e

©1979US Pioneer Electronics Corp.. 85 Oxtord Drive, Moonachie, N.J. 07074.

When the base of the PL-630 vibrates,
the platter and tone arm don't.

The electronic brain |
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on most turntables. This new
construction reduces the chances
of hearing any howling or distortion.

FEATURES OUR COMPETITORS
PRETEND THEY'VE NEVER HEARD OF

Our platter mat is concave

so that even if your records are
slightly warped, they'll sound
like they aren't.

Our spindle isonly 0.8
microns larger than most, but
it can make a big difference in
keeping your records
perfectly centered.

And our massive platter is less
vulnerable to fluctuations in speed
than smaller platters that come with
most turntables.

Even the way the platter is
coupled to the motor is unique. It
doesn't have bearings. It's precision
machined to a tapered fit so thatit's __ =
less likely to wobble. -

And while you'll find a strobe
on most direct drive turntables, you
won'tfind one on the PL-630. Simply because
there's no need for one. Instead, there's a pitch
display that gives you visual confirmation
of accurate speed.

You'll also find super sensitive controls that
even shut off the power automatically when the
tone arm comes to rest.

[f youre beginning to get the idea that
Pioneer's PL-630 would sound great in your
home, we suggest you go o your nearest
Pioneer dealer.

After all, you may not live in a sound room,
but it doesn't mean your

living room can' -
sound like one’ GD P | ‘
We bring it back alive.
CIRCLE NO. 69 ON READER SERVICE CARD
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= ADVERTISEMENT
= Empire’'s EDR.9
The Phono Cartridge Designed for
Today’s Audiophile Recordings

Direct-to-Disc and digital recording
have added a fantastic new dimension
to the listening experience. Greater dy-
namic range, detail, stereo imaging,
lower distortion and increased signal-
to-noise ratio are just a few of the
phrases used to describe the advantages
of these new technologies.

In order to capture all the benefits
of these recordings, you should have a
phono cartridge specifically designed to
reproduce every bit of information with
utmost precision and clarity and the
least amount of record wear.

The Empire EDR.9 is that cartridge.
Although just recently introduced, it is
already being hailed as a breakthrough
by audiophiles, not only in the U.S., but
in such foreign markets as Japan, Ger-
many, England, France, Switzerland and
Sweden.

What makes the EDR.9 different?

1.

Within the cantilever tube, we added
a mechanical equalizer. It serVes two
purposes: (1) to cancel the natural reso-
nance of the cantilever tube, and (2) to

improve the overall transient response
of the cartridge. The end result is a
stylus assembly that has a mechanically
flat frequency response. The frequency
response extends from the 20Hz to 35Hz
with a deviation of no more than = 1.75
dB. No other magnetic cartridge has
that kind of performance. We call this
stylus assembly an “Inertially Damped
Tuned Stylus!” the refinement of which
took over 6 years.

Contact area of
ordinary

Elliptical Diamond.

Large contact area
of LAC Diamond.

In order to reproduce a groove con-
taining extreme high frequency musical
overtones, the stylus tip must have
small enough dimensions to fit within
the high frequency portion of the groove.
Yet, the smaller the stylus tip, the greater
the pressure applied to the record sur-
face and the more severe the record
wear. In the EDR.9, we have responded
to these conflicting requirements by de-
veloping a stylus that has the. praper
dimensions from side-to-side, a much

A -

N ~

smaller dimension from front-to-back,
and a very large, low pressure degree
of contact between stylus and groove
top-to-bottom. The net result of this
large contact area. which engineers call
a “footprint; is that the stylus of the
EDR.9 can track musical signals to the
limits of audibility and beyond, yet has
the lowest record wear of any cartridge
presently available. The stylus shape of
the EDR.9 is called L.A.C. for “Large
Area of Contact”

3.

Conventional cartridges exhibit radi-
cal changes in their frequency response
when connected to different preampli-
fiers. This is because the load condi-
tions — the amounts of capacitance and
resistance provided by the preamp—
vary tremendously from one preamp
to another, and from turntable to turn-
table. Consequently, most phono car-
tridges., even expensive ones, have their.
frequency response determined essen-
tially by chance, depending on the sys-
tem they are connected to.

But the electrical elements of the
EDR.9 have been designed to remain
unaffected by any normal variations in
load capacitance or resistance. Thus,
the EDR.9 maintains its smooth fre-
quency response and accurate transient-
reproduction ability in any music system,
irrespective of loading conditions.

LA F ,
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' PREQUENCY IN CYCLES PER SECOND

A conventional cartridge’s frequency re-
sponse changes when connected to different
preamps.
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EDR.9 is not affected by changes in loading
conditions.

4.

Then, as a final test of performance,
we listen to every EDR.9 to make cer-
tain it sounds as good as it tests. At
$200, the EDR.9 is expensive, but then
again, so are your records.

For more detailed information and
test reports, write to:

Empire Scientific Corp.
Garden City, NY 11530
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Edited by William Livingstone

® NEW RECORD PRICES: To counteract this
year's slump in popular record sales,
the first in the LP era, such labels as
Columbia, MCA, and Capitol have reduced
prices on some pop albums from $7.98 to
$5.98. Available at the lower price are
selected new releases and albums from
the existing catalog. Sales of classical
records have held firm, and their prices
continue to rise. Columbia Masterworks
have gone up from $7.98 to $8.98 per
disc and Deutsche Grammophon and Philips
from $8.98 to $9.98. List prices in the
review section of this magazine were
correct at press time; other changes are
expected during the rest of the year.

% WILL THE POPE GO PLATINUM? Pope John
Paul II (bass) can be heard on Crystal
Records' new album "The Pope in Poland"”
{056 CRY 275) singing with the Krakow
Symphony Orchestra and a student chorus.
Among the six folk and religious songs
on the disc is The Moment of the Entire
Life, written by the Pope himself.
Orders for the record already exceed
half a million copies worldwide, so it
is no Polish joke. The original German
pressing is available from the German

News Co., 218 East 86th St., New York,
N.Y. 10028, for $9.98 postpaid.
& "DISCO" IS A DIRTY WORD TO SOME PEOPLE,

but that allegedly is not the reason the
Disco Department at Warner Bros. Records
was renamed the Dance Music Department.
According to division head Ray Caviano,
the name was changed because "expanding
musical tastes and trends for the future
show us that America wants to dance to
all forms of music, including disco,

new wave, rock, r-&-b, reggae, jazz,

and fusion."

% NEW VHS VIDEOCASSETTE RECORDERS with
two audio channels, now being developed
by several Japanese manufacturers, will
incorporate the Dolby B-type system of
noise reduction for improved sound. JVC,
inventors of the VHS system, as well as
Akai, Hitachi, Matsushita, Mitsubishi,
and Sharp, who together manufacture all
VHS recorders under their own and other
brand names, have agreed to make Dolby
noise reduction a standard feature of
the new two-channel VHS format. The
first models in this format have been
announced in Japan, where there are now
television broadcasts in stereo.

November 1979

® STEREO SOUND FOR TV WAS ENDORSED by a
large majority of the U.S. consumers who
were polled in an independent survey
sponsored by Generzl Telephone and
Electronics earlier this year. Of those
interviewed, 87 per cent said they would
definitely or probably buy TV sets with
stereo sound regardless of price.

& THE C-QUAM SYSTEM FOR BROADCASTING AND
RECEIVING STEREC AM will be demonstrated
to the public for the first time at the
Hi-Fi Music Show in Chicago, November
8-11, by Sherwoad in conjunction with
Motorola. In endorsing Compatible
Quadrature Modulation (C-Quam for short)
Sherwood claims that the system has such
advantages over competing systems as
superior area coverage, insensitivity

to interference, absence of negative
modulation problems, and compatibility
with existing mcno AM receivers. If the
FCC chooses C-Quam, Sherwood could
incorporate it into receivers as early
as the second quarter of 1980.

® THE SMALLEST HI-FI TURNTABLE with a
full-size platter has been produced by
Technics to mark the tenth anniversary
of the direct-drive turntable. In depth
and width the SL-10 measures the same as
a standard record jacket, and it is 3%
inches high. Incorporating technology
developed for the Visc videodisc system,
the SL-10 employs a servo-controlled
linear-tracking tone arm housed in its
nonremovable dust cover. It should be
on the market by March of next year.

® OUTSTANDING MUSICAL TELECASTS ON PBS
this month include Bartdék's Concerto
for Orchestra amd Tchaikovsky's Piano
Concerto No. 1 {with Emil Gilels) by
the New York Philharmonic, Zubin Mehta
conducting, on November 14. Eugene
Ormandy and the Philadelphia Orchestra
will present Rachmaninoff's Symphony
No. 2 November 21. A new series on

pop lyricists, Song by Song, will

honor E. Y. "Yip" Harburg November 26.
"Live from the Met'" on November 27

will be Kurt Weill's Rise and Fall of
the City of Mahagonny with a stellar
cast; James Levine will conduct. On
November 28, Poulenc's opera La Voix
Humaine (Karan Armstrong, soprano, Dino
Anagnost conducting) is paired with Jean
Cocteau's play The Human Voice with Liv
Ullman. Check local listings; load VTR.
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EAR TRAINING

Ny hobbyist decently up to his neck in his
A specialty has to be prepared to deal good-
naturedly with the jibes of unsympathetic un-
believers. Skiers, joggers, stamp collectors,
and audiophiles alike grin and bear it when
outsiders pooh-pooh their incomprehensibly
single-minded dedication to patently foolish
pleasures. Usually, that is. At least one audio
enthusiast, evidently fed up with uxorial carp-
ing, fought back by sicking his wife on
STEREO REVIEwW when she questioned the ne-
cessity of upgrading his system regularly with
‘‘newer, more specialized, and more expen-
sive [!] components. . . . How much of the
appeal of such a system,”” she wants to know,
““is based on infatuation with gadgetry, desire
for prestige, or the result of good old manu-
facturers’ hype?””

So far as gadgetry is concerned, I would
say quite a good deal, but that same natural,
irresistible infatuation is what lies behind the

tradition of the Yankee tinkerer in this coun-
try (not that it is exclusive either to Yankees
or to this country), a tradition that has given
us Alexander Graham Bell, Thomas Edison,
Henry Ford, and an alphabet’s worth of oth-
ers (there may be a difference in degree, but
not in kind). And at least the infatuation in
this case is not with automobiles, power cruis-
ers, or airplanes, in which upgrading (to say
nothing of original cost) proceeds on steeper
pitches.

Desire for prestige? Some, but not a whole
lot. There is a little satisfaction to be gained
from one-upping an audiophile friend or
two—particularly if they have been unfeeling-
ly claiming sonic superiority for their own
systems—but it simply doesn’t work when the
audience one is trying to impress doesn’t even
know the difference. Then, too, the kind of
audio equipment one has is at least a semi-pri-
vate affair—one doesn’t, in other words, get a

chance to wear it (or ride in it) in public. Let
us say, then, that there is a good deal iess
prestige-seeking involved here than there isin
publicly sporting objects bearing other peo-
ples’ names-—Gucci on the handbag, Vuitton
on the luggage, St. Laurent on the scarf, Mer-
cedes on the car. Manufacturers’ hype? Well,
there is such a thing as persuasive language,
thank God, or nobody would ever be able to
sell anything to anybody, whether it be goods,
ideas, or salvation. But it is important to real-
ize that what audio manufacturers are selling
actually, measurably exists—and there, I
think, is the crux of the matter.

Sonophiles, melomanes, audio nuts—
whatever you want to call them—undergo a
very concentrated kind of ear training in the
course of pursuing their hobby, with the re-
sult that they become acutely sensitized to dy-
namics, frequency, phase, and a host of their
intermarried cousins. They become, in other
words, connoisseurs of sound, addicts of per-
fection. Though it is true that the higher you
go on the price scale, the smaller the measur-
able and audible increments of improvement,
they are nonetheless there, and for the dis-
criminating ear they are worth seeking out.
(That makes the audio game no different—
once you get into the big leagues—from any
other.) And though living at this very high lev-
el of discrimination can get expensive, the
advanced hobbyist in any field—whether it be
vintage wines, first editions, or master
prints—should be able to feel that there are no
artificial limits being placed on him.

Interestingly, the real limits are now appar-
ently in the process of being raised for audio-
philes. For some time, discs and tapes have
been technologically inferior to the electronic
hardware they have to be played on. The
Eighties, however, should see the perfection
of digital recording and playback techniques,
with the result that manufacturers of electron-
ic equipment and (especially) speakers will
have to deal with a whole new world of psy-
choacoustic possibilities. The prospects are
good for a really serious general upgrading.
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100 watts under the dash.

introducing Bose" Direct/Reflecting” car stereo.

100 watts. That's how much power is behind the
new Bose 1401™ Direct/Reflecting® car speakers
when all four are used with our compact
Booster/Equalizer.

You hear plenty of loud, clear sound to fill your
car with music.

Two Direct/Reflecting® speakers with adjustable
vanes let you direct energy toward the rear window
or other solid surfaces of the car. And reflect sound
the way it is reflected in a concert hall.

And two accessory speakers can be mounted in
the daor for even greater dimension and fullness.
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Plus a Spatial Control™ system lets you shape the
sound to fit the acoustics of your car. To create the
spatial realism of a live performance.

The speakers are full-range drivers similar to those
developed for the lagendary Base 901® system.
But specially engirieered for the car.

The Bose Model 1401 Direct/Reflecting® car stereo
surrounds you with sound.

4 Better sound through research.
N/ie A4S 100 The Mountain Road, Framingham, MA 01701

Covered by patent rights 1ssued and pending.



Why JVC’s new metal decks
knock out your ears and not your wallet.

Free tape.

Even though we knocked out the
hi-fi world last year with the
world's first true metal-compatible
deck, we're not the only company
that sells them now. So we've de-
cided to stay one jump ahead by of-
fering you SIX metal compatible
models from $299 to $749* Each
packed with a free Metafine C-46
metal particle cassette.

One reason we're doing this is
because our metal-compatible,
KD-Series decks perform so well
with conventional tape, you might
never get around to buying a
metal tape!

But pop the Metafine cassette in
and you'll hear the difference. Sud-
denly you've gained 6dB output
level, 10dB signal-to-noise and at
least 3000 Hz of high end. Even
more with our computerized
KD-A8!

Features like Sen-Alloy”
and Super-ANRS
even at $299;

Our key to metal tape perform-
ance is all in our heads. Super-hard,
low-distortion Sen-Alloy heads dif-
ferent from any other manufac-

famous Multi-Peak recording indi-

cators, you get a knock-out sound.

And all in decks starting at less
than $500.
T-shirts and posters
at your JVC dealers.
The arrival of a whole line of

decks this good for prices this rea-

sonable is worth celebrating. So
we've cutfitted participating

; " y o -
e
3 /s ol

some limited edition T-shirts, all
with ou~ knock-out Technical
Knockout graphic.

Just walk in and ask to hear a
compar:son of conventional oxide
performance
VErsus
metal

et et

turer’s. When we toss in our
unique Super-ANRS noise ==

reduction system that adds [

10dB S/N at 5kHz and our (¢

Shown: KD-A8 with B.EST., KD-A5, KD-A3.
“Suggested Retail Price.

KD-AB withB.EST. KD-A3, KD-AZ
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dealers with free posters and even

particle tape in a JVC KD-A3, A5,

AB. or A8. (The three-head KD-A77

and two-color fluorescent meter A7

will be in the stores by December.)
Where do you go to hear for your-

self just how much better metal

sounds than oxide?

Call 800-221-7502
and get knocked out.

That's the toll-free number that
tells you where you'll find your
nearest participating JVC dealer.
(In New York, call 212-476-8300.)
Drop in to see and hear the techni-
cal knock-outs, including the top-
of-the-line KD-A8. It features
B.E.S.T., the computerized bias/
equdlization/sensitivity tuning sys-
tem that fine-tunes the deck to any
tape= Y2dB, special “X-cut” heads
that add another octave of bass,
(flat all the way down to 25Hzl),
solenoid operation, Multi-Peak re-.
cording indicators, and a host of
other audiophilia. -

Stop in and take advantage of
the free metal tape with each deck,
and free posters and T-shirts, while
supplies last,

But stunning as JVC's new metal
decks are, free offers like these
won't last for long.

Now you're ready for JVC.
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LETTERS TO

Young Composers

® [t is perhaps arrogant of me to respond to
William Anderson’s ‘‘Advice to Young Com-
posers’’ (September), since I supplied him
with several of the bombs he so pinpointedly
dropped in answering the question, ‘““What set
of circumstances produced the great compos-
ers of the past, and why don’t we have those
circumstances today?’’ You see, I am the
“‘young Californian’’ he met at BMI’s awards
ceremony this year.

Mr. Anderson’s observations are brilliant
and extremely amusing. Furthermore, [ agree
with every one of them. LLooking at it from an
arrogant point of view, however, [ would an-
swer the two-part question thusly: ‘““There
were none, and we do.”” It is completely un-
clear to me why anyone would think that a
particular century’s circumstances or situa-
tion or octane rating could have any effect on
whether or not it produces great composers.

Mr. Anderson’s closing comments did
strike a sensitive nerve, though if his sugges-
tions on how to become ‘“‘great’’ are valid, I
haven’t got far to go. I do work for an insur-
ance company and certainly do not plan to
teach. I still use Greek titles occasionally, but
only when overcome by desperation. I have
not and will not ever set Lao-tse to music,
though I must admit to having used Edgar Al-
lan Poe once. I do not yet have the money to
go to New Zealand, but perhaps selling my
TV and stereo will put me over the edge. And
I have run my credit-card debts past their lim-
its just so my cash flow disintegrates every
once in a while and I feel hungry. It is difficult
to keep all this machinery clicking, however,
and I do sometimes catch myself getting com-
fortable and only writing music that I want to.
But I'm trying.

JEFF COTTON
Ingiewood, Calif.

Willie and Leon

® I was quietly sipping my afternoon bever-
age and reading Noel Coppage’s highly opin-
ionated review (in the September issue) of
Willie Nelson and Leon Russell’s “‘One for
the Road’” when I was assaulted by the sen-

tence, ‘‘Stormy Weather sung by Willie is al-

10 ~
Tem o4 bl

: N
a3 - i

THE EDITOR

most as tired and schmaltzy as it is sung by
anyone else.”’

My first reaction (like in the Martin Mull
song) was to throw my drink across the lawn.
My second thought was to rip out the page,
make a paper airplane from it, and set it on
fire in tribute to the forthcoming Airport ’80.
Then I decided to write a letter to the editor.

Willie and Leon’s album is a welcome
change from the norm and an attempt at a
combination of styles that I think works very
well. “‘One for the Road”’ is a good, healthy
pitch for the wide open spaces as well as re-
laxing listening with such as Stormy Weather,
Danny Boy, and Faraway Places. Heartbreak
Hotel is also currently heading for No. 1. ]
rest my case in the hands of the people.

ROBERT D. WILLIAMSON
Knoxville, Tenn.

® Noel Coppage’s review of the double-disc
Willie Nelson/Leon Russell ““‘One for the
Road’’ puts the album squarely where it be-
longs but does nothing to shed light on the
mysterious doings of the producers. (Why
didn’t they just split the package up and sepa-
rately release the half with Willie’s and Le-
on’s bands and the half that Noel called
““‘Stardust, Phase 1I’°?) Hell, Willie and Leon
must have had a lot of fun with their set, and
that does come across. But such company as
Maria Muldaur and Bonnie Raitt (on Trouble
in Mind) deserve to have their pretty hands
shook, don’t they? Also, I'm puzzled by
Noel’s reference to Leon’s c-&-w album
‘““Hank Wilson’s Back.”” Could this be a
“‘cover’’ for ‘‘Jackie Williams’ Front’’?
RON WANDER
San Francisco, Calif.

Popular Music Editor Paulette Weiss replies:
Bonnie Raitt’s pretty hands played slide guitar
on Trouble and Maria Muldaur contributed
background vocals to it. “‘Hank Wilson's
Back,”” Russell’s album of country standards,
was released on the Shelter label in 1974.

Minnie Riperton

® I’d like to thank Phyl Garland for her ex-
cellent review in August of Minnie Riperton’s
last album, ““Minnie.”” No doubt about it, it’s

one of the best albums of the year. Tragedy
seems to strike just when you’re at the top,
and I’'m sure Minnie’s death was a terrible
blow to all the people who knew and worked
with her. It will be hard to find another talent
like hers, for she was gifted in every way.
GEORGE E. Ro1G
Miami, Fla.

Quadraphiles -

® I would like to second Sumner Kernan'’s
suggestion about digital quad in the Septem-
ber “‘Letters.”” In fact, I agree with every-
thing he said. Quad may have been a ‘‘flash in
the audio pan’’ to some, but it has *‘lit up’’ my
entire record collection and still influences my
buying. Even if all quad records and tapes dis-
appear from the stores tomorrow, I will never
feel sorry I am equipped for it, because T have
much better sound than I ever had with two-
channel stereo.
IRVIN SAssAMAN
Tamaqua, Pa.

® [ agree with Sumner Kernan about Rich-
ard Freed’s nauseating comment regarding
quadraphonics in June’s ‘“The Pizzicato Polka
and the Digital Waltz.”” I, too, am a ‘‘quadra-
phile,”” and I feit slighted by Mr. Freed’s irre-
sponsible and inaccurate statement about
London/Decca’s ‘‘abstention’” from ‘‘quadra-
phonaticism.”” Granted, that company has
never released quadraphonic discs, but there
are several quad tapes, both eight-track and
open-reel, on the London, Parrot, Dream, and
Threshold labels.

Like Mr. Kernan, [ play everything through
an SQ decoder (an Audionics of Oregon
Space and Image Composer with Tate DES
circuitry), and the results must be heard to be
appreciated. Four-channel separation in the
SQ mode is the equivalent of a discrete mas-
ter tape’s, and the enhancement of two-chan-
nel material is equally spectacular. Anyone
who still has doubts about quad should try lis-
tening with one of these units. It’ll make a be-
liever of him.

Jay L.. Rubko
Great Falls, Mont.

Idomeneo

® George Jellinek, in his interesting observa-
tions on Mozart’s Idomeneo in the September
issue, is deceived by a not uncommon error.
Idomeneo is not ‘‘impractically long.”” I was
responsible for a production in 1961 in which
we attempted to reproduce exactly the origi-
nal Munich premiére, without cuts of any kind
in either the numbers or the secco recitatives.
The running time exclusive of the two inter-
missions was three hours, sixteen minutes—
very little or no longer than Don Giovanni,
Cosi, or Figaro. In my opinion the plethora of
“‘performing editions’’ of Idomeneo is the re-
sult of infrangible convictions in the hearts of
conductors and directors that operatic mas-
terpieces can survive revival only with the aid
of their own refurbishing and improvements.
DAy THORPE
Blue Hill, Me.

George Jellinek replies: I am not *‘deceived’’ in
this instance. I may be wrong, but if I were to
consider staging Idomeneo, I would find it

(Continued on page 12)
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Tomorrow is here early.

Now, a line of audio components which is truly
ahead of its time. Introducing the SAE TWO R6 and
R9 Receivers. matching T7 Taner and A7 Integrated
Amplifier,anc C4 Cassette Deck —a collection of
engineering masterpieces meticulously blending
uniq.e featurss with impressive specifications.

SAE TWO Receivers and Tuners have a Quartz-Lock
reference of t1e type used by radio stations in beaming
their signal. This system actually locks in the station,
elimmates drift, lowers distorion and provides perfor-
mancze limited solely by the station’s broadcast quality.

The R9 Rezeiver features a Digitally Synthesized
touch tuning section, first developed for the space
program, whch precisely advances the tuner to every
FCC assigned position with pinpoint accuracy.

Additional features include Digital Readout of the
exact station frequency taking the guess work out of
finding your -avorite stations And, a massless multi-
functional Ba~ Graph Displav which responds instantly
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and accurately providing informatior. on signal strength,
multipath and >ower output.

All SAE TWD Receivers and Integrateds feature a
Single-Strata Voltage Amplifisr which utilizes the hybrid
technique of selecting active cormponents from the same
production ba:ch and moun-ing themn on a uniform
thermal base. ~he result is stper.or thsrmal racking
and gain linearity, unobtainable in cenventional designs.

The new C4 Cassette Deck has Metal Tape capa-
bility, the latest breakthrougt. in recording technology.
[t provides greater high end response with lower
distortion. Anc, with the tape deck’s adjustable bias
feature you ca optimize its performance with any
brand of tape available now. .or in t72 future.

Unique feazures? Yes! Impressive specifications?
You Bet!

SAE TWO —see tomorrow's line of components
today at your SAE dealer.

= A2 B= +wno

For the latest information, fast, write:
SAZ TWO,PO. Box 60271, Terminal
Annez, Los Angeles, CA 90060.

In Carada, The Pringle Group,

30 Scarsdale Rd., Don Mills,
Ortario, Canada M3B 2R7
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“impractically long.”’” That Don Giovanni or
Figaro (or, for that matter, Don Carlo or Tris-
tan) are as long or even longer is a different
matter altogether.

Side Breaks

® A few years ago I purchased the RCA cas-
sette recording of The Barber of Seville (RK
6143) and was amazed to find that arias ended
abruptly when the tape ran out and continued
on the other side. Last week I bought the
RCA cassette of the Schubert Quintet in C
Major, Op. 163 (ARK 1-1154), and was really
shocked when the magnificent adagio—one of
the masterpieces of the literature—was inter-

-
X

rupted by the need to reverse the tape. Is
there any rational explanation for this?

ALAN L. MORGENSTERN

Portland, Ore.

Certainly: letting non-musicians determine
side breaks. This habit was (largely) broken in
the disc department thanks to the howls of
critics and consumers over the years, but pre-
recorded tape does not yet inspire the same
level of seriousness.

® One great disappointment I suffer in pur-
chasing prerecorded cassettes is the almost
universal habit of aping the disc version in re-
spect to where the sides are divided. I must

admit ignorance about the economics of cas-
~,

~ Free
details on a different kind

of record club

offering... BACH, BEETHOVEN, BRAHMS,
CHICAGO, JOHN DENVER, EARTH-WIND & FIRE,
C.W.McCALL, FREDDY FENDER, LINDA RONSTADT,
GROVER WASHINGTON JR., DONALD BYRD

and every other composer and artist in print

You can now own every record or tape that you
may ever want . .. at tremendous savings
and with no continuing purchase obliga-
tions. You can get valuable free dividend cer-
tificates, you can get quick serviceand all the

_100% iron-clad guarantees you want.

Now you can stop price increases that leave
you with less music for your record and tape
budget. You can guarantee yourself more
music for less money through membership in
Discount Music Club.

Look at these benefits:

TREMENDOUS SAVINGS on every record
and tape in print—no “agree-to-purchase” ob-
ligations of any kind.

DISCOUNTS OF 43% TO 73% off mfg.
suggested list ... special catalog features
hundreds of titles and artists.

ALL LABELS AVAILABLE inciuding most
imports through special custom ordering serv-
ice. If we don't stock it we'll get it for you.

SCHWANN CATALOG lists thousands of ti-
tles; classical, pop, jazz, ballet, opera, musical
shows, folk, rock, vocal, instrumental, country.
DISCOUNT DIVIDEND CERTIFICATES. Di-
vidend Gifts—Every shipment carries a di-
vidend gift or dividend certficate. Certificates
redeemableimmediately for extra discounts.

NEWSLETTERS. Happenings in the world of .

music; concerts, critiques, new releases . . .
special super-sale discounts ofup to 73%.
DISCOUNT ACCESSORY GUIDE. Diamond
needles, cloths, tape cleaners, etc. Discount
Music Club is your complete one stop music
and accessory buying service.

QUICK SERVICE. Same day shipping onmany
orders . .. rarely later than the next several
days. Partial shipments always made in the
event of unforeseen delay . . . all at no extra
costtoyou.

100% IRON-CLAD GUARANTEES on all prod-
ucts and services. Everything is guaranteed
factory fresh and free of defects ordamages of
any sort. Your total satisfaction is uncondition-
ally guaranteed.

Discount Music Club is a no-
obligation membership club that
guarantees tremendous discounts
on all stereo records and tapes and
lets you buy what you want...when
you want...or notat all if you choose.

These are just a few of the money-
saving reasons to write for free
details. You can’t lose so why not fill
out and mail the coupon

for immediate information.

[T e m———

Discount Music Club
Department 9-1179

650 Main St., New Rochelle, N.Y. 10801

NAME

ADDRESS

CITY

STATE ZIP

-—ggm——-iﬁ——-d

L————— —.—————————J
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sette production, but it seems to me that the
additional cost of recording a complete selec-
tion on one side of the tape should be mini-
mal. If Advent can do it, why can’t others?
W.N. ZipLow

Vienna, Va.

‘Neath the Arches

® As an erstwhile burger flipper, I feel
obliged to correct Paulette Weiss® August
“‘Pop Beat” column. First, You Deserve a
" Break Today was not the first McDonald’s jin-
gle but was preceded by McDonald’s Is My
Kind of Place. And second, the name of the
company is McDonald’s, not “Mac-
Donald’s.”” Honest! Go down and look at
your local Golden Arches if you don’t believe
me.
STEPHEN P. RENWICK
Portland, Me.

Discophobia

@ Discois a bad joke that’s gone entirely too
far. I don’t wish to inflict my personal tastes
in music on anyone at any time; likewise, I
don’t wish to be constantly subjected to an
idiom 1 find degenerate and totally lacking in
redeeming musical qualities. Yet in any urban
environment, where can one go to escape?
More alarming than its inferior musical
qualities is the artificial, superficial, and un-
healthy lifestyle that disco promotes, wherein
control of one’s senses and intellect are sur-
rendered to an electronically crafted and
packaged mass movement. The long-term
effect of exposure to the sound levels typical
of disco is a threat that only time will reveal.
As a medium of entertainment, disco far sur-
passes television in the negation of choice. s
JaMEs R. LINDSEY
Chicago, Iil.

The Editor replies: It would be as easy as it is
tempting to take Mr. Lindsey’s letter, change
the date, and substitute ‘‘jazz’’ for ‘*disco™
throughout, or change the date again and sub-
stitute ‘‘rock.”’ Without changing anything
else, we would have typical generational re-
sponses to those earlier musical styles. But
even disco shall pass away, to be replaced by
who knows what? We have reason to suspect,
however, that it will be at once the delight of
youth and the despair of their rock- and disco-
raised parents, who once more will ask the
question: Whatever happened to real music?

Back Issues

® Is there a market for back issues of

STEREO REVIEW and Hi Fi/Stereo Review? I

have nearly complete sets in mint condition
from 1960 to 1974.

KATHERINE V. RooT

10 Mclnroy Street

Wellsboro, Pa. 16901

® [ have a complete set of the first ten years
of STEREO REVIEW (under that and previous
names), from Volume 1, No. 1, through Vol-

- ume 22, No. 1. All copies are in very good

condition. Is anyone interested?
H. ROBERT MORRIS
4 Turnmore Court
Silver Spring, Md. 20906
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These machines have it all. Every
advanced feature you could want.
And more.

The luxurious new digital
receivers and cassette decks from
Vector Research are rugged but
beautiful.

Omni-talented but simple.

Advanced but affordable.

Our VRX-9000 receiver has
quartz-locked digital-synthesized
AM and FM tuning circuitry. Built-
in C-MOS micro-computer in
charge of preset 12-station
memory. Automatic AM and FM

4-:._,_‘\
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THREE HEAD/ TWO MOTOR/REEL SERVO

scanning. Optional remote and
rack mount. And more.

VCX-600 deck features com-
puterized Programmable Music
Search™ Sendust heads for
metal tape. Two-motor solenoid-
activated logic-controlled transport.
LED color-bar peak level meters.
Optional remote with all function
conirols. Everything!

Suggestedretail price $750 each*
Other Vector Research models as
low as $350.

So if your appetite for perfection
is huge but your stash of cash is

clnigs|

wy
B, g Y T
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modest, call us toll-free at
800-854-2003 or, in California,
800-522-1500 ext. 838. We'll tell
you the nearest store where Vector
Research is now playing.

See them and hear them; feel
their feather touch; put them under
your control. We promise you a
surprising and sensual experience.

“Optional with dealer

VRX-9000 Digital Receiver has RMS power (both
channels driven, frism 20 to 20,000 Hz, with no more than
0.08% total harmonic distortion] of 80 watts per channel
into 8 ohms.

VICX-600 Three-Head Cassette Deck wow and flutter
is less than 0.06%. Frequency response (* 3 dB}: metal
tape, 30 to 20,000 Hz; Co or CrO= tape, 30 to 18,000 Hz.

A new direction in sound technology.

© 1979 by Vector Research, Inc. 20600 Nordhoff Street, Chatsworth, CA 91311
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flew Products iotest audio equipment and accessories

A New Three-way
Minispeaker from
Custom Craft

O Largest of the minispeakers in Custom
Craft’s “‘Dimension Lab Series’” of both
small and full-size speakers is the three-way
MK-VIII. Incorporating an 8-inch woofer
with special surround for low free-air reso-
nance, a 5-inch midrange driver separately en-
closed within the cabinet, and a l-inch dome
tweeter, the MK-VHI's crossover points are
1,500 and 4,000 Hz, with a system impedance
of 4 ohms. Frequency response is rated at 57
to 20,000 Hz =3 dB, and efficiency is 94 dB
(sound-pressure level at 1 meter with a 1-watt
input). Minimum recommended input power
is 10 watts; maximum, 50 watts. The cabinet
is %-inch solid walnut measuring 14% x 10 x
612 inches; weight is 17 pounds. Price: $199.
For more information, write to Custom Craft,
Dept. SR, 819 South Kraemer Boulevard, Pla-
centia, Calif. 92670.

Superex Five-band
Graphic Equalizer

O Superex, a New York manufacturer of
stereophones, has entered the electronics
field with the introduction of their GEM-1
graphic equalizer, a five-band-per-channel
unit housed in a small, lightweight plastic
case. The GEM-1 permits +12 dB of adjust-
ment at 60, 240, 1,000, 3,500, and 10,000 Hz,
with separate controls for each channel. The
center position of each slide control is detent-

14

ed. Supplied with the equalizer are a number
of program cards that, when properly cut out
and slid onto the equalizer faceplate, move
the slider controls into predetermined posi-
tions and thereby effectively ‘‘program’’ the
equalizer for various response curves.

Specifications of the GEM-1 include a har-
monic-distortion rating at 1,000 Hz of 0.02 per
cent or less, a rated output of 2 volts rms, and
a signal-to-noise ratio of 92 dB at rated out-
put. Three switches on the rear panel of the
unit control signal routing, permit tape-
recording and tape-playback equalization,
and provide a tape-monitor loop to replace the
one lost when the equalizer is connected to
most receivers or amplifiers. The unit has a
plug-in power supply in a separate sub-enclo-
sure. Dimensions are 614 x 434 x 234 inches.
Price: $89.95. For further information write to
Superex Electronics, Dept. SR, 151 Ludlow
Street, Yonkers, N.Y. 10705.

Quartz-lock Sanyo
Turntable with
Low-mass Tone Arm

O Sanyo’s Plus Q25 is a two-speed semiauto-
matic turntable that uses a quartz-controlled
direct-drive motor. It has a straight-shaft tone
arm of unusually low mass and friction and a
nonresonant base molded of a proprietary
compound.

The Q25’s drive motor is a brushless unit
with twenty poles and thirty slots for uniform
torque and reduced ‘‘cogging’’ effect. The
platter weighs 2.2 pounds; wow and flutter is
specified as 0.03 per cent or less. The tone
arm has a straight aluminum tube and an ABS
head shell with a plug-in connector fastened
by a knurled set-screw. Arm length is 194 mil-
limeters, arm mass (without a cartridge fitted)
is 9.7 grams, and bearing friction is 10 milli-
grams or less in both planes. The turntable’s
suspension is of the platform type and uses
four compliant feet.

Additional features include a strobe light
and associated platter markings, controls
mounted on an angled panel so that they may
be operated with the dust cover down, and a
dense rubber platter mat. Dimensions are 173%
x 52 x 15%inches. Price: $179.95.

Circle 120 on reader service card

Fisher Expands lts
Cassette-deck Line

[0 Featured among the new Fisher cassette
decks is the CR 4016, a two-head, two-speed
(1% and 33 ips), front-loading unit with
Dolby noise reduction as well as two-position
bias and equalization switches for various
tape types. There is also a front-panel head-
phone jack. Frequency response at the higher
speed is 40 to 18,000 Hz +3 dB, extending to
19,000 Hz with CrO, tape. Signal-to-noise
ratio without Dolby is 50 dB; the Dolby cir-
cuits reduce it to 60 dB (both figures CCIR
weighted). Wow and flutter are 0.1 per cent
rms at 1% ips and 0.09 per cent rms at 334 ips.
Weighing 16 pounds, the CR 4016 measures
17V5 x 9% x 5Vainches. Price: $250.
Circle 121 on reader service card

Induced-magnet
Phono Cartridge
From Osawa

0O Osawa’s MP-15 operates on the induced-
magnet principle, using a moving permalloy
yoke modulating a magnetic field provided by
a cobalt magnet and picked up by the car-
tridge’s internal coils. The body of the car-
tridge is a plastic casting reinforced with fiber
glass. The MP-15 has a 0.3 x 0.7-mil elliptical
stylus on an aluminum-alloy cantilever said to
provide high rigidity and low mass. Frequen-
cy response is 20 to 20,000 Hz, and channel
separation is 24 dB at 1,000 Hz. Priced at
$150, the MP-15 is also available premounted
in an Osawa head shell for $175.
Circle 122 on reader service card

(Continued on page 17)
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From ghe grancest opera to the Grand Ole Opry. A lot
“of FM'stations play a lot of different music yet still have
one th'ng in common: The need for uncommonly accurate
‘trntabies. That's why so many FM stations use Technics
_direct Frive turrtables.

Thet professionals use Technics direct drive turntables
is realls not surprising. What is; is that now you can get
professional performance in Technics quartz-synthesizer
MK2 Saries: Tke SL-1800 manual, the SL-1700 semi-
automatic and the SL-1600 fully automatic.

Speed = .
Wow & Flutter Rumble Accuracy Start-up Time
0.025<WRMS | -78DINB +0.002% 1/4 rotation

As you-can see, they all have impressive performance.
But wiz1 Technizs MK2 Seyie’s‘, you also get impressive
advane=s in electronics. Like aquartz-synthesizer pitch

contrel. As youvary the pitch it’s instantaneously displayed

by 13 _LED’s in exact 1% increments. That makes life easy.

Se¢ does the SL-1600 MK 2% infrared disc-size sensor.
Just piace adisc on the platter, press the start button and
immediately an infrared ray acfivates the micro-computer.
Then the Tech-ics precision gimbal-suspension tonearm
auton-atically sets down in the lead-in groove.

And for double protection against acoustic feedback,
Technizs precision aluminum diecast base has a double-
isolated suspemsion system..One damps.out vibration
from the base, -he other from the tonearm and platter.

The MK2 Series. You don’t have tq be aradio station
to affard performance good-enough for a radio station.

Technics

Your next turntable should be as accurate
as the ones many radio stations use.

ICS aard
Duoct Deive Automatic Turninbio Sysiam
SL-1600MK2
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WHY? Because WE CARE about HOW an equalizer does its job BEST!
That's the reason for Our 10-POINT “TOTAL-SYSTEM EQUALIZATION"

YOU NEED MORE THAN JUST AN EQUALIZER ... FOR
OPTIMUM EQUALIZATION BENEFITS, HERE ARE THE TEN
ESSENTIAL ELEMENTS YOU NEED:

1 YOU NEED VISUAL ZERO-GAIN LEVEL INDICATION: SOUNDCRAFTS-
MEN combination zero-gain controls with LIGHT EMITTING DIODE indicators to show
when exact zerc-gain is accomplished. Adjusting the zeto-gain controls for equal L.£.D. intensity
assures you of nput vs. autput level matching.

ZYOU NEED FULL-SPECTRUM BOOST OR CUT CONTROLLABILITY:
SOUNDCRAFTSMEN'S "zero-gain” cuicuit provides an additional 18 B cont ol-range over
the full spectrum 20 to 20,480 Hz on each channel for instantaneous input-output zro-distortion
signal matching.

THE
EQUALIZATION
LEADER...

3YOU NEED AUTOMATIC/CONTINUOUS OUTPUT-OVERLOAD WARN-
INS SIGNAL: SOUNDCRAFTSMEN'S 2 top L.E.D.'s glow brightly, (bottom L.ED.'s otf).
if ;itput voltage 15 boosted excessively, thus eliminating the danger of distortion and/or damage
to =lated equipment resulting from the high voltages that can be generated by any fine equalizer.

&} YOU NEED A POSITIVE METHOD OF READING dB SETTINGS . ..
&5 YOU NEED AT LEAST 30 dB TOTAL CONTROL OF EACH OCTAVE . . .

6 YOU NEED A UNIT THAT WILL ADD ZERQ NOISE AND DISTORTION:
SCUNDCRAFTSMEN'S signal-to-noise and distortion performance tigures are far superior
to most high fidelity components,. SOUNDCRAFTSMEN products are used in professional
broadcast and recording systems, assuring you of completely noise-free and distottion-free
mt@mnon into your system.
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flew Products

latest audio equipment and accessories

Two-way Speaker
System from Avid

O The Avid 110 is a two-way acoustic-sus-
pension system containing an 8-inch woofer
and a I-inch soft-dome tweeter; the crossover
is at 2,500 Hz. Incorporated in the system are
special ‘‘couplers’ said to minimize diffrac-
tion effects. Impedance is 8 ohms and fre-
quency response is 48 to 20,000 Hz =3 dB.
Efficiency is 88 dB (sound-pressure level at 1
meter with a l-watt input), with a maximum
recommended power input of 100 watts. The
cabinet is walnut-grain, vinyl-covered particle
board with a dark brown grille. The system
measures 2138 x 12V4 x 93 inches and weighs
28 pounds. Price: $135.
Circle 123 on reader service card

Monster Cable
For Loudspeakers

1 Said to optimize the connections between
an amplifier and loudspeakers. Monster Cable
consists of more than five hundred very thin
copper strands wound in a manner resembling
rope. the whole clad in a clear vinyl insulator.

NOVEMBER 1979

Monster Cable’s electrical characteristics (per
foot) are: 0.003 ohm resistance, 21 picofarads
capacitance, and 0.23 microhenries series in-
ductance. The cable is ¥2 inch wide and oval
shaped. It is available in a variety of precut
lengths (terminating in spade lugs coated with
a noncorroding finish) or cut to order by deal-
ers. Prices start at $20 for a pair of 15-foot
double-conductor cables. Gold-plated termi-
nations are available on custom-cut cable or-
ders. For more information, write to Monster
Cable, Dept. SR, 101 Townsend Street, San
Francisco, Calif. 94107.

Speakerlab’s
Three-way
Speaker-system Kit

1 The Speakerlab Model 30 is a three-way
speaker system employing four drivers: one
8- and one 10-inch woofer, a 5-inch cone mid-
range, and a l-inch dome tweeter. An unusual
electrical configuration is used to establish the
relationship between the two woofers. At
very low frequencies, a network shifts part of
the signal away from the larger woofer, which
then behaves as a passive radiator. Crossover
points are 750 and 4,000 Hz, and there are
three-position switches to control relative lev-
els of the midrange and tweeter. Impedance is
8 ohms; an input of 1 watt produces a
sound-pressure level of 91 dB at 1 meter.
Power-handling capacity is 350 watts, with a
recommended minimum amplifier power of 25
watts. The system measures 50 x 32%% x 28
inches and weighs 70 pounds assembled. The
Model S30s is $245 for the four drivers, cross-
over, and enclosure plans; the S30u is $285
for a complete kit (estimated 2-hour construc-
tion time) that includes a walnut-grain, vinyl-
finish enclosure with grille, damping material.
etc.; the S30k is $330 and the same as the
S30u. except that the enclosure has a walnut-
veneer finish. For more informaticn, write to
Speakeriab, Dept. SR, 735 North Northiake
Way, Seattle, Wash. 98103.

(Continued overleaf)
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A Te_EhnqugicaI
Masterpiece...”

Mcintosh C 32

“More Than a Preamplifier”

Mcintosh has received peerless ac-
claim from prominent product
testing laboratories and outstand-
ing international recognition! You
can learn why the “more. than a
preamplifier” C 32 has been
selected for these unique honors.

Send us your name and address
and we'll send you the complete
product reviews and data on all
Mcintosh products, copies of the
international awards, and a North
American FM directory. You wilt
understand why Mcintosh product
research ‘and development always
has the appearance and tech-
nological look to the future.

Keep up to date.
Send now - - -

Mcintosh Laboratory Inc.
Box 96 East Side Station
Binghamton, NY 13904

Name

Address

City State Zip

If you are in a hurry for your catalog please
send the coupon to Mcintosh. For non-rush
service send the Reader Service Card to the
magazine.

CIRCLE NO. 46 ON READER SERVICE CARD
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lew Products

latest audio equipment and accessories

Armless Turntables
From Thorens

03 For audiophiles wishing to install their
own tone arms, Thorens supplies the TD-160
IT B turntable with a blank wooden board io
be cut out for arm installation. Predrilled
boards will also be available for the more pop-
ular arms. Belt-driven at switchable speeds of
33%3 and 45 rpm, the 7.1-pound turntable plat-
ter is 12 inches in diameter. For protection
from acoustic feedback and external disturb-
ances. the turntable and tone-arm mounting
board are on an independent subchassis mre-
chanically isolated from the main chassis as
well as the drive system and controls. Speci-
fications of the TD-160 Il B include a wow-
and-flutter rating better than 0.06 per cent
(DIN) and rumble of —65 dB (DIN). Dimen-
sions with the dust cover are approximately
17 x 1444 x 6 inches. and weight is 20 pounds.
Price: $295.
Circle 124 on reader service card

Mesa Introduces
Subwoofers for Cars

0O Extending the subwoofer concept to auto-
mobiles, Mesa Electronics has announced
their “‘Bass Booster’™ mobile loudspeakers.
Designed to reproduce only the lowest bass

information. the Bass Boosters are said to
function well with any existing car speaker
system of moderate efficiency. For door
mounting. a SY-inch round flush-mount unit
1s available; there is a 6 x 9-inch rectangular
unit (shown) for rear-ledge mounting. Power-
handling capacity of the round speakers is rat-
ed at 15 watts, with a frequency response of
42 to 200 Hz; the rectangular speakers are rat-
ed at 30 watts, with a frequency response of
37 to 200 Hz. Both sizes are supplied with a
crossover network and 30 feet of cable. Price
for the SVa-inch units is $64.95 per pair; the 6 x
9-inch speakers are $69.95 per pair. For more
information, write to Mesa Electronics Sales.
Ltd.. Dept. SR. 2940 Malmo Drive. Arlington
Heights, 111. 60005.

Beyer Electrostatic
Headphones and
Power Supply

O The Beyer ET 1000S is Beyer’s first elec-
trostatic headphone system. It uses an open-
back design with broad ear cushions that rest
on the surface of the ear rather than surround-
ing it. The unit’s power supply. the N 1000.
drives the headphone elements and supplies
the required polarizing voltages: it will per-
form these functions for two pairs of head-
phones simultaneously. Frequency response
of the system is from 10 to 25,000 Hz, max-
imum output level is 115 dB at 1,000 Hz, and
the length of the cord that connects the head-
phones to the power supply is 8 feet. Price:
$279. power supply included. Extra ET 1000
headphones without power supply are $159.95
each. For further information write to Burns
Audiotronics, Dept SR, 5-05 Burns Avenue,
Hicksville, N.Y. 11801.

(Continued on page 20)
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The Wharfedale E’s are the newest
speakers in an unequalled tradition of
excellence that goes back to the early
days of music reproduction.

In those days, our speakers —like
the unique sand-filled designs of Gil-
bert Briggs — were received with wide
acclaim despite the limited technical
resources of that era. Today’s Wharfe-
dale E’s benefit from our space-age
technology, and hold a special posi-
tion of leadership in acoustic
engineering.

The design goal for America’s
Wharfedale E's was to achieve that
elusive combination of crystal-like
clarity, strong bass and extremely
high efficiency. We met this objective

using computer optimization and
holographic research, developing
speakers with extremely wide
dynamic range and no coloration.
They’ve won the praise of lovers of
every kind of music. And seem des-
tined to keep that praise for years
to come.

A Wharfedale E can fill a room
with just a couple of watts. Or handle
hundreds for unusually large areas.
At any level, with any music, you
won't detect any of the harshness or

roughness inherent in lesser speakers.

Each Wharfedale E goes through
a stringent Quality Control procedure
that rejects all but the most perfect
speakers. Those that pass represent

E RANK HI Fl Inc., 20 Bushes Lane, Eimwood Park, New Jersey 07407 (201) 791-7888

CIRCLE NO. 85 ON READER SERVICE CARD

the highest attainable audio technol-
ogy, enhancad by the skills of old-
world craftsrnen who make each pair
of perfectly matched hand-rubbed,
fine wood veneer cabinets.

Many speaker makers have come
and gone in the nearly 50 years since
the first Wharfedale was made. And
when you listen to the E’s you'll know

why Wharfedale lasts.

The new E90 measures 45-3/8"H x 15-3/16"W
x 14-3/4" ¢ and has a typical frequency response of
30- 18,000Hz =3dB. The E70is 32" x 13-1,2" x
14" with frequency response from 35— 18,000Hz
+3dB The E50 measures 25" x 13-1/2" x 13-1/2"
with a frequency response of 40 18.000Hz +3dB
The new E301s 22-3/4” x13-3/16" x 10-5/ 16" with
a 45- 18,000Hz +3dB frequency response. Efficiency

is 94dB at T watt and 1
- - v ®

meter for the E3Q,
WHARFEDALE

and 95dB for the
other models.




AT WHOLESALE PRICES

MIN®MUM ORDER

BLANK TAPES

CASSETTE TAPES
Ampex Grand Master i C-90 $3.11
Ampex Grand Master 1C-90  $2.79

BASF Sh}dl -9 $2 6%
01 C-90 $2 B8
BASF Pra ilor 11l C-60 $210
HASF Pra Il or 1l C-90 $2.a%
Fuit FX 2 0¢ 1l G50 . 82.49%
Maxetl U D C bl CALL
[ 1) CALL
Mandl UD 120 CALL
Maxell UDXL | or Il C-60 CALL
Maxelt UDXL 1 o7 I} C-30 CALL
Scolcn an Noise/Dynarange &
Sco\ch Mas(er 1C-80 $2 4
Sw\ch Master i
.33 73
Sany Low Nmse ¢ 90 $TE
Sony Hi-Fidekty C-90 $2.47
r'? Ferrichrome C-90 $3 56
TOK'D C-60 #2In
TOKOC-90 §1.58
TOK D C-120 N[
TOKDC-180 . 2m
TOK AD C-60 BL74
TDK AD C-90 5282
TOK AD C-120 £348
TOK SA C-60 5222
TDK SA £-90 8

THE ONE-STOP
MUSIC SHOP

12 TAPES -100%
GUARANTEED

REEL TO REEL
Ampex Grand Master

3617
Maxell UD 35-90 1800 R CALL
Maxell UDXL 35-908 18001t CALL
Maxell UD 35-180 3600 ft
(10%) i CALL
Scatch 212 1800 1t $4.35
Scotch 207 1800 # $519
TDK S-1800 1800 fi $4.32
VIDEO TAPES
BETA FORMAT
TDK L-500 {2 Hour) $13 41
Sony L 750 (3 Hour) $18 .85
Sony L-500 (2 Hour) $13.05
Sentch L-500 {2 Hour) $13 50
Zenith L 500 (2 Hour) $13 95
Ampex L.-500 (2 Hour) $12 95
VHS FORMAT
Scotch VK-250 (4 Hour) . $17.85
JVC T-120 (4 Hour) $18.75
TDK T-120 (4 Hour) $19.50
Fu T |20éoHuur) 17.35
VK-250 {4 Hour) $18°85
RCAVK 125 (2 Hour} £14.95
Panasomc NVT-120 (4 Hour)  $18 .85

Panasonic NVT-60 (2 Hour)  $14 95

Call or write for super low prices on Maxell tapes.

CARTRIDGES

audio-technica.
2085 $129 50
AT-155S $83.90 i =TT
AT145A $48.95
AT125A MW VISTYPEIY $89 90
110 $1200  VISTYPEN 64,95
M3SHE $34 95
8815 . $7250  MasED $29 15
6B1EEE-S $s00  MAED ST
GBIEEE seso Mt $ieD
680EE 52490 9 90
e} e @ PICKERING
XSV/3000 $49 95
20002 $5990  XVIS/1200E $3995
20000 $3150  XVIS/7S0E $32 50
2000611 $1950  XVIS/E25E §2577
400001 $2990  XVIS/400E 32245
11001 6x920 0z
SANYO 3" midranqe, 2 tweeter  $94.98
R 9945 6x3200z
CASSETTE IN-DASH Triaial $59 98 pr
. W/RADIO C-9991  4x10200z
£1-417 11350 naxiat $59.98 pr
FT 489 13995  C- 9740692002
fat, e s
: y
Flet400 162 ¢ %?99 's-2000 58 9801
Fi-644 $10695 (9994 4x102002
592 50 Coaxial $39.98 pr
” “90? € 9852 5% 200z
CASSETTE UNDERDASH oaxial $36 98 pr
.50 C 9851 471006z
FT 1405 $114.95 Coaxial $32 98 pr

CASSETTE-IN-DASH

WITH RADIO

KP-a000 §128 701
KP-5005 §142 95

000 5157 301
KP-8005 $157 10
KFX-9000 $189 a5
KE-2000 $189 45

2002 §414 50
KE-3000 5742 90

5000

KE- $284 90
CASSETTE UNDERDASH
KP-372 64
kP-292 $78 62
KF-373 582 50

KP-250 w/FM Stereo $103 75
£P-500 wiSupertuner $134 95
KP-666 $92 95
%F-EBG $114 95
K#-600 $134 95
8-TRACK IN-DASH
W/RAQIO
TP-6001 $99,95
TP-7000 §114. 40
TP-7004, 5,6 $142 90
TP-9004. 5,6 $157.30

8-TRACK UNDERDASH
17252 $42 95

TR-727 §74 95
TF-200 w/FM Stereo

TP-900 wiSupertuner $128 75
POWER

AD-360 (70 watts) 5142 90

GM- 120 (120 watls) 12875

5
CD 7 (7 band graphiceq ) §128.75

GM-12 (12 watls) 53275

GM-40 (40 watts) 53 90

AD-312 (12 watts) 536 50

413320 {20 watts) §45 90

AD-30 Equal zer 59375

SPEAKERS

T5-M2 Tweelm wilh Adjust Leve:

(20 $29 95 pr

tts)
|65 6‘/7 Coaxiat Door Mounts

1 watts) 5 85 pr
T5-694 BXQ Coaxlal 200z

(20 wa $57 95 pr
T5- 695 Bxs 3.Way 2002

(40 89 95 pr

ts)
TSIX62. Way Surtace Mounts
(20w $69 95 pr
T5X8 z-Waysmace Mounts
waits) $139 95 pr

names as Sanyo, Crai
and Audiovox.

We carry the full line of car equipment by such
, Marantz
Vrite for free catalog.

ioneer, Jensen

DISCWASHER
Complete System $1095
Diskit §34 95
Discorganizes 38 95
60z D3 Refill $10 95
Zerostat Anti-Static Gun $14 95
SC-18tylus Ceaner 54 95
FUZZBUSTER Il RADAR

DET $82 90
BEAM BOX FM-8 ANTENNA  §36 50

HEADPHONES d

Koss Pro 4AA $39 80
Koss Pro 4AAA 548 00
Koss HVI/LC £35 97
HD-420 $50 88
HD-430 $74 40
Sennheiser H{»400 326 28
Sennheiser H{-414 544 88
Sennheser HI-424 §65 28

RECORDS

Pop, Rock, Jazz, R&B
All798 List.. . . $4.99
AlB98 List...... $5.49
A998 List .. ... $5.99

50c additional for cassette o 8-track, please specify; Minimum order $25 .00

WE STOCK THE COMPLETE SCHWANN CATALOG.

HOW TO ORDER: For shipment within 48 hours, send money
order or certified check. Two weeks delay on personal checks.
Please sdd $3.50 per order for shipping & handling ($5.50 for
orders outside U.S.). N.Y.S. residents add tax. No C.0.D.’s.
All merchandise 100% guaranteed, brand new & factory tresh_

33 PARK ROW, DEPT. SR, NEW YORK. N.Y. 10038

ORDER TOLL FREE (800) 221-8180
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new Products

latest audio equipment and accessories

New Cartridge
From Pickering

O Pickering has expanded its ‘‘Stereohe-
dron™ series of phono cartridges with the
Model XSV/4000. Its stylus is a nude ste-
reohedron, and a low-mass samarium-cobalt
magnet is used as the generating element. Fre-
quency response is rated at 10 to 36,000 Hz,
and channel separation is 35 dB at 1,000 Hz.
With the built-in 1-gram brush in place, the
recommended tracking-force setting is 2
grams for an effective force of 1 gram on the
record. Nominal output voltage is 0.7 mV/cm/
sec. Price: $140.
Circle 125 on reader service card

Clarke Systems’
‘Precedent”
Three-way Speaker

O Clarke Systems, a new Connecticut com-
pany, has recently introduced the ‘‘Prece-
dent,”” a three-way acoustic-suspension
speaker. Among its distinctive features is a
tubular absorption element, placed behind the
speaker’s S-inch midrange driver, that isolates
the midrange from the other drivers and ab-
sorbs much of its rear output, thus preventing
internal cabinet reflections from being re-

radiated through the driver’'s cone. The
*‘Precedent’” also uses a 12-inch roll-surround
20

bass driver and a I-inch fabric-dome treble
unit, with crossover points established at 500
and 5,000 Hz.

Frequency response of the speaker is 28 to
20,000 Hz, sensitivity is 89 dB (measured at 1
meter) for a [-watt input, and power-handling
capacity is 70 watts rms. The speaker has a
nominal 8-ohm impedance and a minimum
power requirement of 20 watts. Dimensions
of the cabinet, which is finished in a golden-
brown chestnut veneer, are 31 x 15 x 1315
inches. Price: $299. Write Clarke Systems,
Dept. SR, 359 C Governor’s Highway, South
Windsor, Conn. 06074.

Empire’s “Dry System”
Record-care Kit

O As part of its ‘“‘Audio Groome™ line, Em-
pire Scientific has introduced the ““‘Dry Sys-
tem’ record-care kit for cleaning both rec-
ords and styli. [ncluded is the “‘Static Elimij-
nator.” a gun-shaped device intended to neu-
tralize the dust-attracting static charges that
build up on record surfaces, a record brush
with electrically conductive bristles to re-
move both dirt and any static charge holding
it, and a bottle of stylus-cleaning fluid with a
brush applicator. As a convenience for own-
ers of more than one phono cartridge, a uni-
versal head shell designed to fit most Europe-
an and Japanese tone arms is also included,
along with a screwdriver, cartridge-mounting
hardware, and instructions. The Dry System
is packaged in a mahogany base with a black
vinyl cover. Price: $79.95.
Circle 126 on reader service card

NOTICE: All product descriptions and specifications
quoted in these columns are based on materials sup-
plied by the manufacturers.

Domestic inflation and fluctuations in the value of the
dollar overseas affect the price of merchandise import-
ed into this country. Therefore, please be aware that
the prices quoted in this issue are subject to change.
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At last a moving coil
cartridge you can

recommend
your best

friend!

New AT30E Stereo Phono

Cartridge with Vector-Aligned™ Dual Moving
MicroCoils™ and user-replaceable Stylus

The subtle, yet unique characteristics
of moving coil cartridges have had
their admirers for years. A top-quality
moving coil cartridge exhibits remark-
able sonic clarity and transparency.
This performance can be attributed to
the very low mass, and low inductance
of the tiny coils used to sense the
stylus motion.

But until now, moving coil cartridge
popularity has been limited by three
major problems which seemed almost
inherent to moving coil designs.

1) It seemed impossible to make a user-
replaceable stylus assembly without
compromising performance; 2) most
moving coil cartridges exhibited rela-
tively low tracking ability due to rather
stiff cantitever mounting systems; and
3) output of the cartridge was below the
level needed for commonly available
amplifier inputs.

introducing the new Audio-Technica
AT30E and the end to all three problems!
Our design approach is simple and

O

direct. Rather than locate the coils in the
cartridge body, they are integral with the
stylus assembly. If the stylus becomes
worn or damaged, the entire moving
system, coils and all, is simply un-
plugged and replaced, just like a moving
magnet cartridge. Large, gold-plated
connectors insure loss-free connections
so vital at the low voltages generated
by a good moving coil cartridge. The
result is easy field replacement with no
penalty in terms of performance.

Careful research indicated that good
tracking and moving coil design were
not incompatible. By controlling effective
mass and utilizing a radial damping
system similar to our famed Dual
Magnet™ cartridges, we have achieved

excellent tracking ability throughout the
audio range. Compliance is individually
contrclled during manufacture of each
assembly to optimize performance. This
extra step, impossible with most other
designs, coupled with our unique radial
damping ring, insures excellent track-
ing of the high-energy modulation found
in many of the top-quality recordings
now available.

Each coil is located in the ideal geo-
metric relationship to reproduce “its”
side of the record groove. This Vector-
Aligned™ design assures excellent
stereo separation, minimum moving
mass, and the highest possible efficiency.
It's a design concept which is exclusive
to Audio-Technica, and a major con-
tributor to the outstanding performance
of the AT30E.

We can't take credit for solving the
low output problem. The AT30E output is
similer to many other fine moving coil
cartridges. But an increasing number
of amplifiers and receivers are featuring
built-in “pre-preamplifiers” or “head
amplifiers” to accommodate moving coll
cartridges directly. Thus the new systems
buyer can make a cartridge choice
based on sonic characteristics rather
than on input compatibility.

In addition, Audio-Technica offers the
Mode! AT630 Transformer for matching
to conventional amplifier inputs.

The new Audio-Technica AT30E
Dual Moving MicroCoil Stereo Phono
Cartridge. With the introduction of
this remarkable new design, every
important barrier to full enjoyment of
the moving coil listening experience
has been removed. Progress in sound
reproduction from Audio-Technica...

a leader in advanced technology.

audio-technica.

s INNOVATION o PRECISION o INTEGRITY
AUDIO-TECHNICA U.S., INC., Dept. 119F, 33 Shiawassee Avenue, Fairlawn, Ohio 44313

e



Technical Director Klein
discusses an experimental
ribbon tweeter with Ray
Newman, chief loudspeaker
engineer of Electro-Voice.

A.C. Plug Orientation

The instruction manuals for several of
Q- my new components suggest that I ori-
ent the a.c. plugs in the wall sockets for least
hum. However, nothing I do seems to make
any difference. Can you explain exactly what
the plug orientation is supposed to accomplish
electrically?

CLIFFORD Baum
Patterson, N.J.

Unless all your equipment comes with
A. three-prong grounded a.c. plugs and
your a.c. wall outlets have the mating recepta-
cles, there’s an even chance that the metal
chassis of your equipment will be electrically
closer to the “*hot’” side of the a.c. line than to
the ground side. The consequence of your
equipment’s being plugged in the ‘“‘wrong’
way may be (1) nothing, (2) hum, or (3) shock
hazard. depending on the internal a.c.-line
‘‘leakage’’ of the individual components.

If you feel a slight ‘‘tingle™” as you brush
your fingertips over the panels of any of your
components, it would be wise to check the
*‘polarization” of your a.c. plugs. You can do
this easily using an inexpensive neon tester
available at any hardware or electrical parts
store.

Here’s how to determine whether your
components’ a.c. plugs are oriented properly
with reference to ‘“‘ground.’” First find a
known electrical ground. If any of your wall
outlets accept three-prong plugs directly
(without an adaptor). the off-center, U-shaped
hole should be a ground—but it isn’t always.
To check whether it is, insert one of the
probes of the neon tester into the supposed
ground hole and plug the other probe alter-
nately into the two other slots. Be careful not
to touch the uninsulated probe lead. If the
U-shaped hole really is an electrical ground.
the tester will glow when connected to one of
the slots (it doesn’t matter which) and the
“‘ground.’” but not when connected to the oth-
er. If there’s no glow from either siot, the
grounding connection has been omitted. This
sometimes happens in older houses in which
the outlets may have been replaced with a
modern, three-conductor receptacle even
though no means of grounding it was readily
available.

If you don’t have three-conductor recepta-
cles, however, you may still have an electrical
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ground right at that same outlet box (this
would be the case with premium-quality wir-
ing done before 1962). To check for this,
touch one test probe to the metal screw that
holds the cover plate in place and insert the
other alternately into each of the two regular
plug slots. (Be sure to scrape off any paint ¢n
the screw so you get a good connection.) If
the test light glows strongly when plugged into
either one of the slots, then the metal screw
head will serve as your grounded test point.
Otherwise, you may have to run a wire to a
ground clamp attached to a cold-water pipe
(electrical supply stores have inexpensive
ground clamps). To avoid shock, be carefui
not to touch any ground and your equipment
simultaneously until everything is safely
grounded.

Now unplug all audio cables as well as any
separate ground connections. You needn‘t
disconnect your loudspeakers, however. Con-
nect a length of insulated wire between one
probe of the neon tester and the ground test
point as shown in the diagram below. With a
component plugged in and turned on, see if
the tester glows when its other probe is
touched to the metal chassis of the compac-
nent. If it does. reverse the a.c. plug in the
wall socket and try again. This time it will
probably not glow, in which case this is the
way to leave the plug inserted for proper
grounding. Code the plug and socket with a
bit of tape so that you can reconnect it in the
same way if it becomes unplugged.

Repeat this procedure with each of your
components, including the turntable. If a giv-
en piece of gear doesn’t light the neon bulb
when plugged in either way, then it really

doesn’t matter which way that plug is insert-
ed. However, if it glows both ways, pick the
position with the dimmer glow.

Next, reinstall the audio cables between
components and check whether the hum level
of your system as a whole would benefit from
a wire run between the ground point at the
wall socket and the chassis ground terminal
on your receiver or preamp. If you have any
components with three-prong plugs and your
wall receptacles are grounded, this connec-
tion is likely to be made automatically through
the line cord. If not, switch to phono, turn the
bass up, the treble down, and the volume to a
level at which hum is clearly audible. If the
additional ground wire to your chassis-ground
test point results in lower hum, fasten it there
permanently.

Mono Cancellation

My single-play turntable has acted
Q. strangely ever since I bought it. Every-
thing sounds fine when my amplifier is set to
stereo, but when I switch to mono for playing
some of my old discs, I lose volume and the
tone is peculiar. My amplifier works correctly
with another turntable setup. Do you have any
idea what’s wrong—or where?

A. SCHWARTZ
San Remo, Calif.

The symptoms you describe would occur
A- if the ground lead and signal lead of
one channel were interchanged. When your
amplifier is set to the stereo mode, the fact
that one channel is reversed in phase appar-
ently is not audible. But when your amplifier
is switched to mono, the two channels are
combined and the out-of-phase condition
causes cancellation. Check the connections to
the cartridge in the tone-arm head shell. If the
color-coding seems correct but the problem
persists. try deliberately reversing the ‘‘hot’’
and ground cartridge-terminal connections for
the right channel. If your problem disappears,
you need go no further. If the mono cancella-
tion is eliminated but you now hear hum, re-
store the original right-channel connections
and switch the left channel’s hot and ground
leads at the cartridge terminals. If that
doesn’t cure the problem without hum, either
the cartridge or the internal wiring of the play-
er is at fault.

Because the number of questions
we receive each month is greater
than we can reply to individually,
only those letters selected for use in

this column can be answered. Sorry!

-

The neon tester is
connected between the
component’'s chassis
and a suitable ground
point. if the bulb lights e
there is a (possibly "
hazardous) voltage
potential on the chassis.

%‘APUFIER CHASSIS

NEON TESTER GROUNDED
PLATE SCREW
OR

GROUND CLAMP
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You know the Zenith name
means great television. Now it
means great audio, too. Check
out some of the specs.

SPECS ON POWER

Zenith’s MC7051 receiver
delivers 40 watts per channel
minimum. With both channels
driven into 8 ochms from 20 to
20,000 Hz, there’s only 0.056% or
less Total Harmonic Distortion.

The pre-amp section provides
excellent tone with a minimum of
distortion. There are Hi and Lo fil-
ters. A loudness switch. Two-way
tape monitor. And much more.

The tuner has IC’s and ceramic
filters to help eliminate noise and
station interference. A Phase-
Locked Loop MPX-IC gives pin-
point stereo separation by lock-
ing onto the stereo signal of the
station you select.

SPECS ON SOUND

Allegro 4000 speakers are so
efficient that comparable-sized
air suspension speakers need
twice the amplifier power to
match their sound reproduction.

TheyTe accurate, too. As illus-
trated here, the Allegro 4000
response curve is so flat, it
hardly looks like a curve at all.

The Allegro 4000 has a 12-inch

cone type woofer with a high
excursion phenolic voice coil. A

*Dolby is a registered trademark of
Dolby Laboratories, inc.

midrange with a 5-inch cone in its
own subenclosure. And a brilliant
3%-inch horn tweeter.

Allegro 4000’s, like all Allegro
speakers, also feature a tuned port
that uses air pumped by the
woofer to extend and reinforce the
bass response. And helps reduce
distortion.

And for final fine tuning, the
treble and midrange controls are
right up front.

SPECS ON DIRECT DRIVE

Zenith’s MC9050 direct-drive,
semi-automatic turntable
eliminates “cogging” because
torque remains constant. You get
no hesitation. And better than
—70dB of rumble. At 0.03%
WRMS, wow and flutter are
virtually eliminated.

CIRCLE NO. 84 ON READER SERVICE CARD

The raised platter is heavy
die-cast and lathe-cut aluminum
weighing nearly three pounds. The
tone arm is a highly sensitive,
static-balanced S shape made of
tubular aluminum for a gentle
tracking force. Combined with a
high quality magnetic cartridge,
you get excellent performance
and tracking.

The MC9050 also includes
strobe, anti-skate control and
bidirectional hydraulically-
damped cueing.

SPECS ON TAPE

For fast start ups, Zenith’s
MC9070 Stereo Cassette Deck
depends on a reliable high-torque,
frequency-governed DC motor.
There are three-position bias and
equalization switches that assure
you optimum frequency response
on any type of tape: 30 to 15,000
Hz on normal, 30 to 15,000 Hz on
Cr0O; and 30 to 16,000 Hz on FeCr

You get twin VU meters. And
you can set the level for each
channel during record.

To make your recording and
playback even better, we included
a Dolby™* Noise Reduction system.

THERE’S MORE TO ZENITH
THAN SPECS, SPECS, SPECS

What really counts is the

sound. So stop by your nearby
Zenith dealer and listen closely
to the full line of components he
has to offer. And let your ears be
the final judge.

" The quality goes in
before the name goes on®

ith.



24

TEAC

On paper, the specifica-
tions* look unbelievable:
80dB signal-to-noise ratio,
?5dB dynamic range and
15dB more headroom
than you've ever had. The
sound is sO noise-free, it’s
scary. And once you listen
to the audio performance
of the A-550RX, you'll know
that cassette recording
will never be the same.

You'll hear signal with-
out noise or hiss. Louder
louds and softer softs. And
you'll never have to be
bothered by tape satura-
tion again. All this
because the A-550RX is
the only mid-priced cas-
sette deck ever to include
integral dbx** noise elim-
ination plus complete
metal tape capabilities.

Atewvyearsago,the
dbx system helped revolu-
tionize protfessional
recording. Now
the same technol-

*Measurements made with metal particle lape.
"*dbx is a trademark of dbx. Inc.
tDolby is a trademark of Dolby Laboratories.

OQgV is helping us move
cassette performance
into a new era.

On the A-550RX, dbx II
gives you broadband
noise elimination and
dramatically improved
dynamic range. Signal
articulation that's better
defined than anything
you've ever heard from
da cassette tape.

And the A-550RX doesn't
stop there. Iis electronics
and heads are designed
to handle the new metal
tape formulations. Which
means yougetthe unprec-
edented performance of
dbx Il with the additional
improvements provided
by metal tape. The all-
time low in tape noise.
The all-time high in
dynamic range.

meters help you get as
much signal on tape as
possible without distortion.
And clutched record level
controls let you make
adjustments faster and
eqsier.

To make sure you have
complete compatibility
with your current tape
library, the A-550RX has
Dolby NRf as well.

Full logic micro-switches
control the high-stability
transport. The A-550RX
accepts our RC-90 remote
control unit. And rack
mounting hardware is
available optionally.

50 listen to something
you've never heard
betfore. The amazing
A-550RX. You'll hear
completely noise-free
cassette recordings with
the broadest dynamic
range avdilable.

TEAC.

© 1979 TEAC Corporation of America, 7733 Telegraph Road, Montebello, CA 90640 In Canada, TEAC is distributed by White Electronic Development Corporation (1966) Lid.
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STEREO REVIEW



NOVEMBER 1979

25




By Robert
Greene

FM infant:

Pilot Radio’s
$29.95 Pilotuner,
circa 1952

IN THE BEGINNING

THIS being my first ‘*Audio Basics’® col-
umn. I'm going to be basic indeed and go
back to the beginning of component hi-fi
(even a bit earlier) as I remember it. These are
my recollections, remember, so I’ll thank you
not to disturb them with corrections! The
point is only to give some idea of how things
were to those of you too young to remember
cactus needles and Capeharts, and perhaps to
jog a few pleasant memories for the (oh,
God!) old-timers like me.

Back in the Forties, the way to have good
sound in your home was, if you were ade-
quately affluent, to own a Capehart, the (then)
mighty Rolls-Royce of console radio-phono-
graphs . . . unless you were an electronics
hobbyist. in which case you might design and
build your own equipment. A few such hob-
byists, men like Avery Fisher and Herman
Hosmer Scott, turned their avocation into
small (and eventually large) businesses, there-
by beginning what was to become this coun-
try’s hi-fi industry.

Exactly when the term ‘*high fidelity’* came
into being I'm not sure. but the the H. A.
Hartley Co. of London claims to have coined
it in 1927 to describe their loudspeakers. I am
sure, though. that the first hi-fi speaker this
audiophile became aware of was a Jensen 12-
inch coaxial circa 1947,

Enthusiasts haunted radio-parts houses, ar-
gued about the relative merits of triode vs.
pentode tubes in the amplifier output stage,
and swore that a given output transformer
produced cleaner sound than another. Every-
thing was built from scratch. either from
home-grown designs or those published in the
radio magazines of the day.

It was not wise in those days to drop the
head of a record-player tone arm on one's
hand. for the weight behind the steel needle
(not yet a **stylus™) could drive it through to
the bone. To reduce surface noise, one used
cactus needles instead of steel—and owned a
sandpaper-on-a-wheel device to sharpen them
after playing each record side. Real living was
having a Pfanstiehl needle., which had a black
metal shaft with a flattened section claimed to
improve the sound. The point was osmium,
good for perhaps 1,000 plays.

The records themselves were 78s that
played for 3 to 5 minutes per side. Ten-inch
popular discs sold for 35 cents: the impressive
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Victor Red Seal records were $1. And they
weren’t too bad. British Decca’s FFRR
(full-frequency-range recording) discs had
achieved excellent sound quality, and RCA
was already using vinyl for special releases
(such as a ruby-red transparent issue of Tos-
canini recordings).

In 1948 the first LPs came from Columbia.
They were all in blue, flapped envelopes (no
cardboard sleeves yet) and did little to im-
prove sound quality, being merely copies of
78s edited together (sometimes audibly). The
selling point was the convenience of in-
creased playing time and decreased storage
space. Since there was nothing pre-existing
on which to play them, Columbia produced
new players as well as adapters for 78-rpm
turntables. That older table might well have
been a $10. 10-inch G.I. (General Industries)
unit covered with flocking that looked like felt
and was rim-driven via a rubber idler wheel
by a single-speed, four-pole motor. The really

posh system had a Rek-O-Kut turntable with
a Gray arm, or perhaps a Garrard changer—
brown. British, and built like a tank.

The cartridge was usually a “‘crystal.” a
piczoelectric device in which a piece of Ro-
chelle salt generated a small voltage when
flexed by the needie. It might have been by
Shure or Webster but was most likely an
Astatic. The needle. probably from Recoton.
was held in place with a knurled setscrew.
The earliest magnetic cartridge generally

available was the G.E. variable reluctance. It
sold for about six dollars, and the “‘needle™
was sapphire-tipped. The stylus pressure was
12 to 14 grams. and since the output was only
about 10 millivolts (crystals put out 1 volt), a
preamplifier was required. This was a little
chassis (about 3% inches square with a single
6SC7 tube) that also provided the special
equalization required by the magnetic car-
tridge. In due course models appeared with
0.001-inch diamond or sapphire styli for LPs.
There was also one with turn-around styli for
both sizes. The turning around was done with
a spring-loaded knob on a vertical shaft. And
stylus pressure was reduced—all the way
down to about 6 grams.

AT about this time the public was becoming
aware of FM as a superior kind of radio
broadcasting. Major Edwin Armstrong, its in-
ventor, had been touting it since the 1939
completion of his experimental station.
W2XMN, just outside New York City in Al-
pine, New Jersey. Broadcasting of music—
live music—was nothing new. The big bands
of the day all did ‘‘remotes’” from wherever
they might be performing, and the Sunday af-
ternoon broadcasts of the New York Philhar-
monic on CBS from Carnegie Hall and of the
NBC Symphony from Studio 8H in the RCA
Building were mainstays. They were all limit-
ed, however, to the narrow frequency range
used by AM broadcasters.

One of the first FM tuners to be produced
commercially was the Meissner FM “*Recep-
tor,” an eight-tube unit in a small wooden box
that looked like a table radio. Pilot Radio
brought out a similar device, the $29.95 ‘“Pi-
lotuner,”” at about the same time. Radio could
finally be heard even in thunderstorms with-
out annoying static. But the superior quality
of the signal would begin to be appreciated
only as wide-range audio equipment became
commercially available. And people like Fish-
er and Scott were starting to accomplish this
in the post-war Forties. By the early Fifties,
most amplifiers boasted power outputs of 10
to 20 watts, with distortion ratings ranging
from an exceptional 0.1 to | per cent and with
virtually flat response from 20 to 20,000 cy-
cles per second (use of the word hertz for cy-
cles came many years later). The most power-
ful was the 50-watt McIntosh at $250 for the
60-pound power amp alone. Other popular
names were Craftsmen (on a chrome-plated
chassis), Brook (with an all-triode 30 watter),
and (Victor) Brociner, best known for innova-
tive speaker-system designs using British
Lowther drivers. And everything was in
mono, of course.

Most of the speakers still weren't sold in
cabinets. but as speaker chassis (o be mount-
ed in a cabinet—or in a wall, closet, or what-
have-you. University had a very wide line of
units to use in making up your own simple or
complex system, as did Altec. Bozak, Jensen,
Stephens, and Electro-Voice, some of which
made large finished systems as well. Book-
shelf units didn’t become popular until the
mid-Fifties, when Edgar Villchur introduced
the AR acoustic-suspension system.

And so it went. High fidelity was a great
hobby back then—and it’s even greater now.
With today’s improved equipment anyone.
with or without experience, can have the kind
of audio only visionaries dreamt of twenty
five years ago—and for lots less money. I
can’t think of anything else in modern life that
can make that claim. O
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INTRODUCING THE B&W 801.
THE END OF THE BEGINNING.

Speaker design, as any
engineer will tell vou, tradi-

tionally involves compromises and
trade-offs. Visions of perfection sacri-
ficed to practical considerations.
But does it have to be this way?
B&W doesn'’t think so and
they've designed the loudspeaker to
prove it, the B&W 801.

No more compromises.

With the 801, B&W engineers
have broken with conventional design
practices, not to mention conventional
technology, to create a loudspeaker
that surpasses, in every audible
respect, the finest currently available.

The outstanding performance of
the B&W 801 is directly traceable to a
massive investment in research and
development. From the camputer
models employed in its design to the
laser interferometry used to measure

the behavior of its individual compo-
nents, this landmark in loudspeaker
technology represents an uncompro-
mising commitment to excellence.

Critically matched drive units
using new materials and fabrication
techniques are employed throughout.
A computer optimized, 4th-order
crossover network maintains uniform
sound pressure/frequency response
and correct phase characteristics. In
addition, a unique electronic overload
protection device continually senses
the voltage applied to each driver and
if safe values are exceeded, cuts off
the signal. A convenient reset button
restores operation.

The striking two-part enclosure
has been precisely matched to the
individual drive units with a staggered,
in-line driver configuration insuring
wide horizantal dispersion and the
time arrival correction needed to yield
a coherent wavefront. Finally, the en-
closure has been contoured to mini-
mize secondary diffraction effects.

For the discerning few.

To be sure, the 801 isn’tfor every-
one. Both price and limited production
effectively preclude widespread use.
However, if you are unwilling to settle
for anything less than a supremely
accurate loudspeaker fully capable of
recreating every nuance of the original
performance, the B&W 801 is for you.

A visit to your B&W audio
specialist will prove conclusively that
the B&W 801 represents a quantum
leap in loudspeaker technology—

a singular end to the beginning.

For additional information write:

Anglo American Audio Co., Inc.,
PO. Box 653, Buffalo, N.Y. 14240.
In Canada: Remcron Electronics Ltd.

B&W Loudspeakers.

The next step up.

CIRCLE NO. 13 ON READER SERVICE CARD
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Tape Talk

By Craig '*
Stark

Bass Bumps and Fringing

Every time [ see a graph of the frequency

« response of a tape recorder, the bass

end shows a pattern of ups and downs that

varies more widely than any other section of

the curve. Also, more often than not, when re-

corders are checked in their playback-only

mode they seem to have a rising bass re-
sponse. Why?

LEwis Kirx

Bangor, Maine

Actually, the answers to both your ques-
A. tions have to do with imperfections in
the behavior of the tape head during play-
back. The undulating pattern of bass response
you observe (see the graph below) in an over-
all record-playback-frequency-response curve
is not recorded on the tape, but develops as
the tape passes across the playback head. The
specific wavelengths (frequencies) at which
the hills and dales occur depend on the
lengths of the head’s pole pieces, the size of
the head face, and even on the shielding of the
head; the severity of these so-called ‘‘head
bumps’’ is affected by the ‘“wrap’’ of the tape
around the head as well as by the shape of the
head’s pole pieces. Thus, while low-frequen-
cy irregularities are to some degree unavoid-
able, careful attention to head design can cer-
tainly reduce the effect to the point of inaudi-
bility, if not unmeasurability.

The gradual, steady rise in bass response
that you usually see in a recorder’s playback-
only graph comes about because the calibrat-
ed tapes used to check the recorder are almost
always full-track—that is, recorded across the
entire width of the tape—while audiophile

decks are almost invariably quarter-track (or.
at most, half-track) stereo. At low frequen-
cies, the playback head tends to respond not
only to the recorded area scanned by the gap
between its pole pieces but to some of the
magnetic flux outside its gap. If the test tape
were recorded in a quarter-track format, there
wouldn’t be any. recorded signal at the fringes
of the playback head gap, so response would
be flat. But with full-track recordings there is
a signal at the fringes of the gap that gets add-
ed to the signal right at the gap, and the re-
sponse then tends to rise.

Again, how much “‘fringing’’ effect a given
head displays is determined at least in part by
the head’s geometry and its shielding, so you
can’t just apply a standard ‘‘correction fac-
tor’’ for all quarter-track heads playing full-
track tapes. Since the effect isn’t usually so
extreme astothrow the recorder out of the cus-
tomary *3-dB specification, reviewers often
make no attempt to compensate for it. Hence,
the tapes show an apparent (but not real) rise
in playback bass response.

Two Heads or Three?

I’ve read that the reason a deck with sep-

. arate record and playback heads is bet-

ter than one that uses the same head for record

and playback is that in the former the manu-

facturer can ‘‘optimize’’ the size of the head

gaps for the two different functions. Why is

there a difference? What is the optimum gap

size for record and for playback? Also, what is
a ‘“‘sandwich’ head?

DAvVE RUBIN

College Park, Md.

A “‘sandwich head’’ is one in which two
A. separate head assemblies (one for re-
cord, one for playback) are physically placed
in a single head case with a shield (the
““filling”” in the sandwich) between them to
prevent interaction. This type of construction
is frequently used in three-head cassette re-
corders because when the original design of
the cassette was standardized by Philips it did
not include openings for separate record and
playback heads. Thus, physically mounting
separate erase, record, and playback heads in
a cassette deck requires a good deal of me-
chanical ingenuity—though many manufac-
turers have found ways to do it. The sandwich
head does involve some compromises, but be-
cause the separate record and playback gaps
are so close to each other inside the single
head case, the technical advantages of three-
head operation are obtained without havingto
readjust the record-head azimuth (perpen-
dicularity) for each recording. If this is not
done, in a machine using three separate
heads, high-frequency losses occur because
of tape skew within the cassette itself.

But what are the advantages of designing
separate gaps (whether you put them in one
case or two) for record and for playback? In
general, a playback head gap should be very
narrow (that is, its pole pieces should be
spaced very close to each other) in order to
minimize high-frequency losses. If you want
to obtain frequency response out to 20,000 Hz
at cassette speed, for example, the optimum
gap length is less than 1 micrometer (one
millionth of a meter—roughly 39 millionths of
an inch). On the other hand, using normal
head-design techniques, a head with that nar-
row a gap, when used as a record head, will
not be able to put out a magnetic field that can
penetrate the full depth of the tape’s oxide
coating (normally about 5 micrometers, or
200 microinches, thick). The usual industry
rule of thumb is: for best recording results,
head-gap width should be equal to the thick-
ness of the oxide layer. So, in this case, there
is a 5-to-1 ratio between an “‘ideal’’ gap for re-
cording and an ‘‘ideal’’ gap for playback. Ob-
viously, then, when the same head is used for
both functions there has to be some compro-
mise inits design.

There are techniques that will permit a du-
al-function head to penetrate a thicker oxide
coating than its gap width indicates it should
be able to. At the risk of a bit more tape hiss,
you can compensate for a slightly wider-than-
ideal head gap in the playback mode by using
a little treble boost to compensate for the gap
loss. But, in general, for the best possible re-
sults the recording and playback functions
should operate with separate head gaps
whether they are in separate heads or sand-
wiched into one housing.

The frequency-response +5 It | T
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Introducing Accugllde. The computerized

Even before you enjoy listen-
ing to Accuglide,” you're going to

want to spend time just watching it.

Because Accuglide performs like

no other turntable you've ever seen.

Watch Accuglide’s unique
rotary spindle raise and lower
your records like an elevator. So
your hard rock doesn’t drop on
“Madame Butterfly.”

You'll see Accuglide’s spindle
rotate its way to the top to pick up
your record, carefully lower it,
then gently place it onto the platter.
Unlike other multiplay turntables,
it doesn’t drop them.

In fact, no other record chang-
ing system is as gentle. So your
records couldn’t be in better hands.
Not even your own.

BSR (USA) LTD Blauvelt, NY 10913
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Accuglide’s remote control
lets you play the “Hallelujah
Chorus” from across your
living room. Hallelujah!

Now, listening to
relaxing music can really
be relaxing. Thanks to
Accuglide’s remote
control you can play
your favorite music
without jumping up
and down.

In fact, you can
even raise and lower
the volume from 40
feet away. So you won't
be hassled by your neighbors if
you want to play a hustle at 11 PM.

Play it again, Sam, is only
one of 27 commands you can
give Accuglide.

Simply press the right buttons
on the Accuglide turntable or its
remote control, and Accuglide’s
built-in computer stores up to 27
different commands.

So, you can change a record,
reject it (you didn't like that one

anyway), raise the tone arm (so
you can answer the phone), then
resume play without missing
a beat, repeat it (because
now you want to hear it
a W without any interrup-
tions), then raise your
records back to starting
: position SO you can start

all over again.
- Accuglide’s tubular ”]”

¥ shaped tone arm is superbly
¥ balanced for exceptional tracking.
And comes with a precision ADC
magnetic cartridge with elliptical
diamond stylus. Plus, the belt-
drive Accuglide has the kind of
specs you'd expect to find in the
finest turntables. Like Wow and
Flutter that's less than .04 %
WRMS and Rumble that’s better
than —66dB (DIN 45539B).

And if you think all
this sounds good, how does this
sound?
You can have all this

viewing and listening pleasure
for a song.

EEE Accuglidé.” The computerized remote control turntable.

CIRCLE NO. 17 ON READER SERVICE CARD
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However, if you're looking for incredible sounding speakers

at an affordable price, by all means do! vou will find that for less money than you
planned on spending you can get much better sounding speakers than you dreamed you could ever afford.
Polk Audio loudspeakers have received worldwide praise because people recognize that they offer
remarkable value. Critical acclaim such as the following makes it clear why Polk speakers

have become famous for offering the best possible sound for the money.

“Polk Audio is a small, Maryland-based company whose speakers enjoy an
enviable reputation among audiophiles who would prefer to own such exotica
as the Beveridge System 28SW-1 (37000 per pair) or Pyramid Metronome s
($5200 per pair) but don’t have the golden wallets to match their
golden ears!” The Complete Buyer’s Guide to Stereo/Hi-Fi Equipment

“Audio experts know that the price of a speaker is not always
directly proportional to its quality. Nowhere at CES was that fact
more dramatically demonstrated than in room 900 of the Pick Congress
where the folks from Polk Audio of Baltimore were demonstrating
their speaker line...” High Fidelity Trade News

“They (Polk 10’s) are a high definition speaker system deserving
the very best associated electronics. And at their price, they
are simply a steall” Audio Advisor-Audiogram

Real-Time Array 12
Monitor 10 Reference Monitor System

Monitor 5 Monitor 7

PRy, s Y S V G
1 [} > b @ i B
Polk Audio loudspeakers, starting around $125 each, are available at the world's finest hi-fi stores. Write y ; & . 4 & ®
us tor complete information on our products and the location of the Polk Audio dealer nearest you.

Polk Audio Inc. 1205 8. Carey St., Baltimore, Md. 21230 Dept.B10 Monitor Series Loudspeakers
Distributed in Canada by Edon Acoustics — Ottawa INCREDIBLE SOUND- AFFORDABLE PRICE
CIRCLE NO 52 ON READER SERVICE CARD



Technical Talk

By Julian D. Hirsch

e Test Samples: How Representative Are They? e

WE normally test products drawn, like
those on your dealer’s shelves, from a

manufacturer’s regular production. This is the
ideal procedure for consumer product evalua-
tion. However. unlike Consumers Union,
which buys test samples at retail outlets, we
request them from the manufacturer and ask
that the sample submitted be checked to en-
sure that it meets his performance standards
and that he send us a copy of his test data for
cross-checking against our own tests and
measurements.

This is intended to expedite our work, since
any odd test results can be immediately com-
pared with the manufacturer’s own data on
the same sample. Questions can be resolved
without wasting time either in extensive tests
of a defective product or in rechecking test re-
sults that differ only because our procedures
differ from those used by the manufacturer.
Unfortunately, only a small percentage of
manufacturers comply fully with our request
for test data.

We do not, of course, ask (or wish) on the
one hand that the test sample sent to us be
specifically adjusted or optimized in any way,
and it would seem unlikely on the other hand
that a manufacturer would send in a review
sample that barely met his own specifications.
But it does happen, and more often than most
audiophiles would believe.

Neither we nor the manufacturer can guar-
antee that every production unit will be identi-
cal to our test sample (in fact, we can almost
guarantee that it will not), but any differences
should lie within normal production toler-
ances. This is one reason why tests of a cer-
tain product in STEREO REVIEw may show
slightly different results than tests of the same
model (but not of the same unit) made in
another test laboratory.

A special case arises when a manufacturer
is about to release a new model which will—
he hopes—reach the dealers at the same time
that his advertising campaign in the audio
magazines reaches their readers. There is a
normal “‘lead time’’ of at least three months,
and usually longer, between our test of a
product and the time the report is published.
Clearly, if a manufacturer wishes to have
product reviews appear more or less simul-
taneously with the advertising for his new
product. the review samples must be sent out
well in advance of regular shipments. Some-
times a product is “‘new’’ only in the United
States market and has been sold in Japan or
elsewhere for some time. In that case, early
samples can come from regular production,
although they may differ in minor details,
such as panel markings, color, nomenclature,
or the clarity of the instruction manual. from
the ones that will later be sold in this country.

HOWEVER. suppose a product is really
“*new’” and will not go into full production un-
til shortly before it is to be delivered to dealer
stocks. How can a manufacturer have it re-
viewed and the review published in time to
coordinate with his promotion? And why
would STEREO REVIEW want to publish such
an early review, since there is always the risk
that the product—because of unexpected pro-
duction difficulties—may not show up on the
dealer’s shelves for months?

The last question is easy to answer: most
audiophiles are terribly interested in ‘*what’s
new"" and like to keep abreast of develop-
ments. And so the benefit to the magazine is
that early coverage of particularly interesting
new products helps maintain reader interest.

The only way to achieve this sort of timing
is for us to test a preproduction or **pilot-run’’

sample. A “‘pilot-run’ is a limited-production
setup designed to ““prove out’’ the suitability
of the design for full-scale assembly-line pro-
duction. Such a unit is often indistinguishable
from future regular production in its physical
and electrical characteristics and perfor-
mance. Occasionally there are minor cosmet-
ic changes between the preproduction and
full-production stages. There also may be mi-
nor internal changes of component values, al-
though any substantial circuit redesign at this
point is expensive and can delay production
for months because of the normal six- to
eight-week lead time in obtaining parts.

Our experience has been that a test of a pre-
production sample is as likely to reveal its ba-
sic strengths and weaknesses as one of a final
model. We do make allowances for such
things as stiff or loose control action or other
mechanical or cosmetic flaws that are obvi-
ously not intentional or inherent. These are
called to the attention of the manufacturer,
and this often proves helpful to him in pro-
ducing a more satisfactory product.

One step earlier than the *‘preproduction’”
unit is the “*prototype.’” This is often a hand-
built sample constructed in the engineering
department or in a special prototype-assem-
bly section. Although a prototype may resem-
ble a final model in its external appearance
and even in its basic circuits, there are certain
to be numerous detail differences in construc-
tion between it and a full production model.
However, most of the performance ratings
and specifications have been established and
met at the prototype stage.

If the prototype has been checked out for
us, as requested, it can be just as suitable for
our purposes as a later production sample.
The chief problem here. however, lies in the

(Continued on page 36)
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Akai GX-635D Stereo Tape Deck e dbx Mode! 21 Disc Decoder
GAS Thalia il Preamplifier ® Luxman Model L-11 Integrated Amplifier
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A Hear the brilliant,
3 brassy music that makes
/ . Louis Armstrong the

& greatest Jazzman
: of them all! In sound
~ 28 soclear, you have to
hear it to believe it.

You never heard sounds like this come out
of a horn! Driving and climactic. Bright
and glittering. Soulful and sad. Louis
Armstrong was the most exciting, origi-
nal. influential jazzman of them all! And
now TIME-LIFE RECORDS gets his
music together as never before in the
most incredible Louis Armstrong
album ever—your introduction to the
most comprehensive jazz series
ever assembled.

You'll hear the explosive Armstrong
horn...the graveliy Armstrong voice
swinging through 40 legendary jazz
recordings. You'll hear Satchmo
malch sounds with all-time greats
like Bessie Smith, Sidney Bechet,
Kid Ory. You'lk hear him transform
standards like Ain't Misbehavin'
and Stardust into jazz classics.
And you'll hear it all for 10 days
free as your introduction to TIME-
LIFE RECORDS’ spectacular new
series—GIANTS OF Jazz!

Listen to $atchmo for 10 days FREE!
TIME-LIFE RECORDS, Time & Life Building, Chicago, IL 60611

YES! | would like to audition Louis Armstrong, my introduction to GIANTS OF JAzz.
Please send me this three-record album along with John Chilton's Who's Who of
Jazz, and enter my subscription to GianTs oF Jazz. If | decide to keep Louis Armstrong,
| will pay $19.95 (%24,95 in Canada) plus shipping and handling, and the book will be
mine to keep at no additional cost. | will then receive future albums (each one contain-
ing three 12-inch records) from GIanTs OF Jazz. shipped one album at a time approxi-
mately every other month. Each album will cost $19.85 ($24.95 in Canada) plus
shipping and handling and will come on the same 10-day free-audition basis. There is
no minimum number of atbums that | must buy and | may cancel my subscription at
any time simply by notifying you. If | do not choose to keep Louis Armstrong and the
accompanying book, | will return the complete package within 10 days, my subscrip-
tion for future albums wili be canceled and | will be under no further obligation.

Free bonus!

WHO'S WHO OF JAZZ—
a 370-page. $10.95 value—
yours free with purchase of
Louis Armstrong. The
definitive guide to who
played what...with
‘whom...and where.
Plus extra borius

["1 Check here if you want two [] Check here if you want two eight-track with every album:
tape cassettes and book instead of tape cartridges and book instead of a framable, fuil-
records. ($2 extra). RVAG23 records. ($2 extra). RUAG?24 color portrait

of the artist.

Name

Address Apt. _ S,

City State (or Prov.) Zip (or Code)

RPAGW?2
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Listen to legendary perfdrmantes of America's most
original music! Billie and Satchmo...The Duke and
Benny...and more, more, more!

| Album after album of vintage originals

that you could never assemble on your own!

Now, TIME-LIFE REGORDS iniroduces the most spectacular -
‘and comprehensive collection of jazz recordings ever assem-

bled. The greatest performers! Their greatest performances!
GIANTS OF JAazz features brilliant artists like Louis Armstrong,
Billie Holiday, Coleman Hawkins, Duke Eilington, Bix Beider-

becke, Eatl Hines. Plus the great instrumentalists and singers.

1 Sweet Day (1933) Song cf the Vipers, On the

Lcuis Armstrong swings and soars through
40 all-time greatest coriginal recordings!

Dipper Mouth Blues (1923):; Copenhagen (1924): Cake Walking
Babies From Haome, Gut Bucket Blues, Cold in Hand Blues, My Heart
(1925). Heebie Jeebies, Georgia Bo Bo, Cornet Chop
Suey, Static Strut (1926): Wild Man Blues, Potato Head
Biues, Ory’s Creole Trombone, I'm Niot Rough, Savoy
Blues, Willie the Weeper 1927); Wes® End Biues.
Tight Like This, Muggles (1928): Knockin® a Jug,
Dallas Blues, Ain‘t Misbeqavin', That Rhythm Man,
Mahocany Hall Stomp, (what Did | Lo to Be So)
Black and Biue, Some of These Days (1929): My
Sweet. Sweethearts on Farade (193C). Some

Sunny Side of the Street "1934): When the Saints
Go Marching In, Jubilee (1938).
2:18-Blu=s, Marie (1240).
Pennies from Hearen
11947); That's for Me
(1950).

It includes recordings that are virtually unobtainable—some
from private collections—some that were never even issued.

Original recordings of legendary performances!
Restored in their brilliant original sound!

These landmark albums draw on vintage material from such
labels as Vocation, Decca, OKeh, Brunswick, Gennett, Victor
and Columbia. Each recording has been reproduced in the
original monaural sound—no electronic gimmickry, no rechan-
neling. (Engineers at Columbia Records have developed a
system of restoration unparalleled in the industry to restore
the hundreds of classic recordings in GIANTS OF JAZZ!)

Mail coupon today!

Your choice of 12-inch LPs, tape cartridges, or cassettes.




nature of the quality-control (QC) procedures
applied to a product in different stages of its
manufacture. All reputable manufacturers of
high-fidelity components apply exhaustive
QC to their regular production. I have visited
a number of their plants, here and abroad, and
have invariably been impressed by the thor-
oughness of QC procedures. From the incom-
ing raw material and purchased parts to the
final item packed for shipment, everything is
checked repeatedly and little is left to chance.
That is why it is now the rule, rather than the
exception, for the equipment reaching us (and
the consumer) to work properly and meet its
specifications.

Some QC procedures are in effect at the pi-
lot-run stage, but weaknesses of design or
construction can slip by and run afoul of our
test procedures. However, it is unlikely that
prototypes have been subjected to extensive
QC and we often find these units to be ‘‘bad
news.”” We can almost count on some unex-
pected snag in our tests, some failure of the
product to meet specifications, or even an
outright failure or ““DOA.”" All of this takes
double and triple the normal amount of testing
time. Also, instructional literature, specifica-
tions, and prices are usually omitted when we
receive prototypes. When one shows up on
our doorstep, there’s a bit of a sinking feeling
accompanied by a sense of déja vu. Why let
ourselves in once again for the potential trou-
bles of prototype testing? For no other reason
than that reader fascination with the newest
interesting products!

R e G T TS A

® Prototype: the first, the original,
hand-made working model of a unit
put together on the designer’s bench
(there may be more than one of
these, and the design—both physical
and electronic—may not yet be abso-
lutely final).

® Preproduction models: these are
units from a ‘‘pilot run’’> whose pur-
pose is to check out the design’s suit-
~ability for large-scale assembly-line
" manufacturing. Often very minor
changes here can result in better or
more consistent performance.

® Production models: these are the
units that come off the functioning,
day-to-day production line to be
packaged and shipped to dealers.
Nonetheless, changes in parts values
and in the internal electronic design
may continue to be made throughout
the market life of the product.

I have received letters from readers who
are disturbed at the possibility that I have
tested a specially ‘“doctored’” sample and ex-
press doubts that they will be able to buy a
production model that is as good. Our experi-
ence is that the “‘earlier”” the origin of a prod-

uct, the worse it is likely to be, and the more
trouble it will give us in our tests. Even areg-
ular production sample, if it has been
““tweaked up’’ by an engineer or technician to
test marginally better than normal, is likely to
be the worse for it. Some such products have
received poorer reports from me than they
would have if they had been shipped out in
their normal state—to say nothing of leaving
me with doubts about the good sense of the
companies involved. A regular production
sample will almost always be better than a
hand-built model or a unit that was specially
adjusted for our benefit. I hope that this will
allay some of the doubts expressed by people
who fear that test laboratories are sometimes
reporting on ‘‘ringers.”’

To summarize: testing a product in advance
of regular production is advantageous to the
manufacturer, whose advertising and delivery
schedules can be more effectively coordinat-
ed and whose engineering department can of-
ten make minor corrections of weaknesses
that have been revealed by our tests. And it is
advantageous to STEREO REVIEW journalisti-
cally, in that we are providing detailed infor-
mation to our readers about newsworthy
products beyond that which appears in pre-
liminary advertisements and new-product an-
nouncements. The only party who does not
benefit directly is yours truly, who must often
do twice or three times the normal amount of
test work to evaluate an incompletely docu-
mented or otherwise unfinished product. But
itis allin a good cause, so. . ..
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FOR a small but solid core of recording en-
thusiasts, the open-reel tape machine con-
tinues to be the device of choice, offering po-
tentially higher performance, greater flexibili-
ty, and—in the view of some—the most ap-

36

pealing mix of ‘‘professional’” and ‘“‘consum-
er’” features. The Akai GX-635D provides an
excellent example of such features combined
in a mid-price deck. It is capable of accommo-
dating studio-type 10%%-inch reels, yet it oper-

ates in the normal home quarter-track stereo
format at tape speeds of 3% and 7% ips and
provides auto reverse in both the playback
and record modes.

The GX-635D uses three motors: one each
for the reels and a third servo-controlled a.c.
motor that directly drives the capstan, elimi-
nating the need for belts and speed-reducing
pulleys. On either side of the centrally placed
capstan are two complete sets of record, play-
back, and erase heads (a total of six in all).
The record and playback heads use Akai’s
*“‘GX"’ (glass and crystal) construction, which
is said to minimize wear—a genuine concern
at open-reel speeds. Because the two sets of
heads are symmetrically located with respect
to the capstan, equal performance can be
achieved in either direction of tape travel with
full source/tape monitoring. At either end of
the head nest are large, rubber-covered, iow-
inertia rollers, each of which works in con-
junction with a spring-loaded, oil-damped ten-
sion arm. The tension arms lock out of the
way during tape threading, and the right-hand
roller operates a tape counter that reads di-
rectly (at 7% ips) in minutes and seconds—far
more useful than the usual counters, which
register only revolutions of the take-up (or
supply) reel and whose readings vary accord-

(Continued on page 38)
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introducing the Bose" Spatial Contro

The first and only receiver that lets you
control the spatial distribution of sound.
Focused and intimate for a soloist.
Broad and spacious for a symphony.
The first and only receiver that puts you
in command of every performance with
six separate amplifiers. Instead of the
usual two.

The first and only receiver that allows
you to play equalized and unequalized
speakers. Simultaneously.

The first receiver with built-in 901°
Series IV equalization. That connects
automatically when: 901 speakers are
playlng

When used with 901 Serles i1l or IV speakars. special
circuitry shifts energy between rear-facing speaker
panels at your command to control the spatial gistribu-
tion of sound from spacious (red) to intimate (blue).
The first receiver with expansion capa-
bility limited only by your imagination.
With special switching logic to recon-
nect at the touch of a button, four power
amplifiers, two headphone amplifiers. a
901 Series IV equalizer, special Spatial
Control™ circuitry. And special provision
for connecting time delay units for your
ultimate future system.

To begin to appreciate the capabllmes
of the Bose Spatial Control™ Receiver,
visit a friend who owns one, or an au-
thorized Bose dealer. You have to hear
it to believe what it can do.

Better sound through research

Coverec by pending patent rahis
Cabinet is wairut veneer

"Receiver
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ing to the amount of tape on the reel. The ten-
sion arms are equipped with contacts to acti-
vate the auto-reverse functions when they
sense a piece of special foil attached to the
tape backing.

Below the head nest are a power switch and
a three-position switch that sets the machine
either to play just to the end of the tape in one
direction, to complete one entire forward-
reverse cycle, or to play continuously. (While
the GX-635D can record bidirectionally, it
must start recording in the ‘‘forward’’ direc-
tion. Further, if the deck is in the record rath-
er than the play mode, it will halt at the end of
one complete forward-reverse cycle, even if
set for continuous operation, to prevent acci-
dental erasure.) Adjacent to the three-posi-
tion switch is a button to select the proper ten-
sion for 10%-inch or smaller reels and an
orange button, with associated flashing LED
indicator, that temporarily mutes the signal
during recording, permitting the insertion of
pauses between selections. Beneath these
controls are a pair of illuminated VU-type me-
ters calibrated from —20 to +5.

Under the head nest on the right side are
pushbuttons that control the logic-activated
solenoids for the transport functions: RE-
WIND, STOP, FAST FORWARD, RECORD,
PAUSE, PLAY FORWARD, and PLAY REVERSE;
the last four of these have associated LED in-
dicators. Below the transport buttons are two
large, dual-concentric controls for mixing mi-
crophone and line-level inputs. Each of these
is equipped with an adjustable ‘‘memory
stop’’ ring so that during fade-down and fade-
up operations one can easily return to a prede-
termined setting.

At the bottom of the front panel is a head-
phone jack with volume control (the control
also affects the rear line-output jacks but not
the VU-meter readings); a source/tape moni-
tor switch; a timer-start switch; and four
pushbuttons to set tape speed, bias for two
types of tape, and left- and right-channel Re-
CORD MODE safety switches. Standard phone
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jacks are also on the front panel to accommo-
date medium-impedance (600-ohm) micro-
phones. The rear panel has the customary
phono-jack line inputs and an eleven-pin
socket for connecting a remote-control acces-
sory ($57.75).

The Akai GX-635D measures approximate-
ly 17% inches wide, 19 inches high, and 10
inches deep, and it weighs about 46%5 pounds.
Price: $995. The same unit is available as the
Model GX-635DB, with built-in Dolby-B
noise reduction, for an additional $100.

@ Laboratory Measurements. The instruction
manual that comes with the GX-635D divides
many of the currently popular audiophile
tapes into two groups: low-noise and wide-
range, for which there are corresponding bias-
selection pushbuttons on the machine. The
test material that came with our sample in-
dicated that its “‘low-noise’’ position had been
adjusted for 3M 176 (equivalent to 3M 211,
which we used) and its ‘‘wide-range’’ position
for Maxell UD (which we also used). In
checking the effect of switching between the

NEVILLE
MARRINER
CONDUCTING

two bias positions with a variety of tapes, we
found that the difference was rather slight—
perhaps 2 dB at 20,000 Hz. With the wide-
range position, a very slightly better signal-to-
noise ratio could be obtained with 3M 206; ar-
guably the best overall performance seemed
to be with Memorex Quantum used in the
low-noise position! All of this suggests that,
while the audible differences are not great, us-
ers should not hesitate to experiment some-
what to find the best combination of tape and
bias-switch setting for a given tape.

We checked the playback frequency re-
sponse with Ampex test tapes. As the accom-
panying graph indicates, response was com-
mendably flat throughout the range of our cal-
ibrated sources. More commendable: even at
the highest frequency on the tape (15,000 Hz
at 7% ips) the response discrepancy between
forward and reverse was less than 1 dB.

A line-level input of 55 millivolts was suffi-
cient to produce a 0-VU indication on the ine-
ters, and obtainable output at this level was
775 millivolts, as specified. Using the recom-
mended 600-ohm source impedance for the
microphone input, 0.024 millivolt produced a
0-dB reading, and overload of the microphone
section did not occur until an input of 55 mil-
livolts was applied.

Since the forward and reverse record-
playback responses matched so closely, a
composite trace of the two directions is
shown in the graph. At a —20-dB level, re-
sponse was down less than 2 dB at 20,000 Hz
with any of the tapes tested and at either
speed; indeed, at 7%% ips the sharp cutoff did
not take place until approximately 26,000
Hz—well beyond the scale of our chart paper.
At a 0-VU recording level, however, the diff-
erence between the two speeds showed up
very clearly. The 334-ips performance was not
markedly better than that of a top-rated cas-
sette deck, but at 7% ips the response was
down only about 4 dB at 20,000 Hz.

The playback distortion of a 1,000-Hz tone
recorded at a 0-VU level ranged from 0.2 to
0.4 per cent, depending on tape and speed.
The 3 per cent distortion point was not
reached until an input of between +9 and +10
dB was supplied, and the resulting signal-to-
noise ratios (plus or minus a decibel or so for
different tapes) averaged approximately 62 dB
(unweighted), 68 dB (A-weighted), and 64 dB
(CCIR/ARM-weighted) at the 7V%-ips speed.
At 3% ips the figures averaged about 4 db low-
er. Noise from the microphone inputs added a
maximurm of 5 dB, less than that at normal
control settings. (Continued on page 40)
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Puerto Rico is the
Rum lIsland, the world's %
foremost rum-producing
region. And Ronrico is the
rum—authentic Puerto Rican
rum since 1860. Ronrico’s
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Fast-forward and rewind times were 100
seconds for [.800 feet of tape on a 7-inch reel.
The tape pack, though not wound perfecily,
showed no signs of overly tight or loose wind-
ing. The range of the pitch control somewhat
exceeded *7 per cent. The metering, though
highly legible. was a slight disappointment.
The 0-VU indication was referred to the old
‘*Ampex Operating Level” of 185 nanoWeb-
ers/meter (well below the capacity of today’s
best tapes). Presumably this low level com-

pensates for the rather slow response time of
the meters, which underread by 20 to 30 per
cent relative to true VU characteristics.

@® Comment. The Akai GX-635D proved a
more than capable performer not only on our
test bench but in our listening tests. Tape han-
dling was smooth and positive, even with the
heavy load of 10¥%-inch reels. The plastic reel
adaptors for large reels are ingeniously de-
signed to accommodate both the thicker plas-
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tic and the thinner aluminum hubs. The turn-
around cycle from forward to reverse was
somewhat slow (taking between three and
four seconds), yet even this had its redeeming
aspect in that no combination of ‘‘fast but-
ton™ exercises could induce the deck to snarl
or snap a tape. And, overall, the sound quality
far exceeded that needed for dubbing any
source material we could find.

Circle 149 on reader service card

|

dbx Model 21 Disc Decoder

THE dbx noise-reduction (more accurately,
noise-prevention) system has earned it-
self a solid place in professional recording cir-
cles as well as among advanced home recor-
dists. Like the Dolby system, the dbx process
employs signal compression at the recording
end and a complementary expansion in repro-
duction. Other than that, the two systems
have little in common.

The dbx compression and expansion takes
place across the entire audio-frequency band,
and at all levels. This is in contrast to Dolby
B, which affects only high frequencies, and at
low levels. Some high-frequency pre-empha-
sis and de-emphasis are used in the dbx proc-
ess, but basically it is not frequency or level
sensitive. The fact that it is not level sensitive
simplifies its use, since it is not necessary to
match signal levels carefully in encoding and
decoding to obtain the correct results.

Several years ago, dbx demonstrated some
specially encoded phonograph records that
could be played through a matching dbx de-
coder to expand the dynamic range of phono-
graph reproduction by some 30 dB. The re-
sults were spectacular, but a limited record
repertoire and expensive decoders prevented
the format from being more than a technical
curiosity at that time.

Now, however, dbx has launched a deter-
mined effort in the disc area. Several of their
recent home and semiprofessional encoder/
decoder devices (Models 122, 124, 128) have a
““dbx Disc Decode™ switch, and with the si-
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multaneous announcement of the new dbx
record series and a new low-price dbx disc de-
coder, the Model 21, it is apparent that dbx
means business.

Unlike Dolby-B-processed tapes, the dbx-
encoded discs are utterly unlistenable (shrill
and noisy) unless played through a proper de-
coder. A low-price decoder was vital to the
acceptance of the dbx disc system, and the
dbx Model 21 answers that need. Itisa2:1 ex-
pander, complementing the compression that
was used in cutting the disc masters and in-
cluding the necessary high-frequency de-
emphasis. It is designed to function only as a
decoder and is connected into the tape-moni-
toring path of an amplifier or between a
preamplifier and power amplifier. It has no
fevel controls or other adjustments, and it can
deliver up to 4 volts rms output with no mare
than 0.2 per cent total harmonic distortion.

The dbx Model 21 is compact, measuring
8% inches wide, 234 inches high, and 6%
inches deep. It is powered from the 120-volt
a.c. line and can be left on continuously or
switched by the amplifier power switch. Its
walnut-finish wood side panels contrast with
the black front panel and silver markings. One
of its two pushbuttons switches the decoding
circuits in or out of the signal path (the latter
for playing standard discs in the event that the
decoder is between the preamplifier and pow-
er amplifier). The other button is a tape-moni-
tor switch, replacing the one in the amplifier
when the decoder is connected at that point.

A screwdriver adjustment in the rear matches
the playback level from a non-dbx disc to that
of an encoded disc.

The dbx process halves the dynamic range
of a program before it is recorded on a master
disc, so that if there’s a 100-dB dynamic range
in the original program it becomes 50 dB on
the record. In playback, the program is ex-
panded to the original 100 dB, which also re-
duces the record noise by about 30 dB, mak-
ing it completely inaudible. To make the sys-
tem work properly and unobtrusively, it was
necessary to design some very refined detec-
tors, and the compression/expansion time
constants were carefully selected and closely
matched. This part of the design process had
been worked out earlier in the development of
the dbx tape systems, so that relatively little
more had to be done to create the Model 21
disc decoder. Owners of the other dbx units
with a ‘““‘dbx Disc Decode’ switch can use
them to decode a dbx disc.

To overcome the ‘‘chicken or egg’’ problem
(which was one of the factors that limited the
commercial viability of the earlier dbx disc re-
leases), dbx searched for suitable recorded
material that could be remastered with the
dbx process and released for public sale. In
their search, emphasis was placed on record-
ings whose master tapes were as free as possi-
ble of noise and distortion, since the final
records could be no better than the master
tapes. Preference was also given to record-
ings that were originally made with either dbx
or Dolby noise reduction, as well as to direct-
to-disc and digital recordings.

A number of suitable master tapes were lo-
cated, and contractual arrangements were
made with the record companies owning
them. The labels represented in the initial se-
ries include Vox, Desmar, Sine Qua Non,
Orion, Desto, and Chalfont. A number of oth-
ers will be added in future releases. With dbx
assuming the costs, the master tapes (rather
than second-generation copies) were used to
cut new disc masters through dbx encoders.
The discs were processed conventionally,
with dbx buying them and assuming the role
of distributor (although the record companies
are free to market the dbx discs through other
channels if they wish). By removing the finan-
cial risk from the release of the dbx discs, dbx
hopes to spur their acceptance and establish
the system as a bona fide record medium.

In the first phase of the program, dbx ex-
pects to release some twenty-five albums by
the end of 1979 and to reach a total of one

(Continued on page 42)
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Crystal-clear reasons
for receiver-size separates.

If you're trying to choose between
a receiver and separate components,
we have a suggestion: Settle for both.

Now you can have the compact
size of a receiver with the quality of
separates.

Sony’s new ST-J60 tuner and
TA-F40 amplifier are a slim, dynamic
duo no larger than a medium-size
receiver but with crystalline,
powerful separate-
component \
qualities. s

The tuner is
quartz-crystal
locked with a
digital synthesizer
for drift-free
stability and
speedy touch
tuning. Distortion
is virtually non- | .
existent and

our slim-line [

music lover is
an FM specialist.

Convenient
auto tuning lets
you preset eight
stations. Simply
press the appropriate
button and an LED 2
light blinks as the tuner * =3
searches for the
"memorized” station.

e Two other buttons
- let you manually scan
the broadcast scale in
¥ either direction. And
* a Calibrated Tone

W feature assists you when
recording with a tape deck.

Our new thin-line TA-F40 inte-
grated amplifier snuggles up to its
tuner partner for extremely clean,
noise-free sound in a beautifully
sized package.

Total harmonic distortion (THD) is
one of the lowest in this class of
amplifiers. Fifty watts per channel
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surge through a high-performance MC cartridge

a newly with your turntable.
developed Sony's new, compact, perform-
Pulse Power ance-engineered ST-J60 tuner and

Supply (PPS). And Ll
Sony's exclusive Heat Sink A
with Heat Pipe ingeniously drains
away heat to reduce

distortion.

TA-F40 amplifier. Two crystal-clear

' reasons to settle for everything.
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|, STJ60

LED peak power indicators
pinpoint output in six steps for each
channel. Light-touch function
switches give you smooth control
for any stereo mission. And the
TA-F40 is so quiet you can even use

SONY.
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hundred albums by the end of 1980. The rec-
ords, which are priced at $8, $12, or $16, de-
pending on the original fabel, can be pur-
chased from dbx dealers (a special demon-
stration record made for dbx by Mark Levin-
son is priced at $20). The dbx Modei 21 de-
coderis $109.

® Laboratory Measurements. Conventional
performance measurements on the dbx Model
21 are not possible. The only specification
that can theoretically be checked without us-
ing a dbx-encoded input signal is the output
noise level of —100 dB referred to 1 volt (A
weighted). Since that is some 20 dB lower
than our minimum measurement capability,
we evaluated the Model 21 and the dbx discs
entirely by listening.

® Comment. At the time the decoder became
available to us, only about six of the dbx discs
had been released. Those few records were
played many times as we listened critically for
flaws in the dbx system. Our task was difficult
indeed, for the system is remarkably accurate
in its operation; the subjective effect is so
stunning that it is not easy to concentrate on
listening for flaws instead of enjoying disc re-
production the likes of which we have ex-
perienced only once before—with the earlier
dbx discs!

The most striking thing about the sound
from the dbx discs is the total absence of the
usual record noises—hiss, rumble, grain
mold, and the like. The noise is not merely
fow, it is absent! The dynamic range—about
90 dB—of the decoded records far transcends
that of any other program material prepared
for the home. So far, only digital recordings
have achieved this total absence of noise, but
they are not yet available in digital form for
home listening. There are other differences
between an- all-digital recording and a dbx-
encoded recording, and they probably should
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This diagram of the dbx noise-reduction process shows how the original dynamic range
of a master tape is compressed on a dbx-encoded disc and then restored in playback.

not be compared except in respect to their dy-
namic ranges, which are roughly equivalent.
With record noise eliminated, the remaining
noise is that of the master tape, and at times it
can be surprisingly audible. No doubt it would
be submerged in the record noise of a conven-
tional disc, but, ‘as often happens, when one
form of noise or distortion is removed, the
‘“layers” below it become audible. Unfortu-
nately, none of the dbx discs we received
came from digitally taped masters—that
would have been a sensational combination!
When the pickup is lowered to the record,

“*We regret that this evening’s performance of Arrigo
Boito’s Mefistofele with the Antwerp Boys’

Choir has been canceled due to acne . . ..
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there may be a slight thump, but following
that absolutely nothing can be heard as the
stylus follows the lead-in groove, even at
maximum gain with one’s ear pressed to the
speaker. The explanatory insert accompany-
ing each dbx disc cautions against setting the
playback volume higher than usual in an at-
tempt to hear noise, since speakers could be
damaged by the sudden application of full
power from the program material. As we
found out in our first experience with the dbx
discs, it can also be hazardous to one’s hear-
ing and nervous system.

Depending on the recording, the music may
suddenly emerge from the silent background
or the hiss of the master tape may precede it
by a second or two. The latter effect tends to
dilute the overwhelming impact of the sound
coming from silence, reminding us that true
perfection has not yet been achieved. If the
program comes on simultaneously with the
hiss, or if the hiss is exceptionally low, noth-
ing interferes with the iflusion of reality, since
the tape hiss is usually masked during the pro-
gram. Still, it is present, whether consciously
heard or not, and this may well be one of the
major distinctions between analog recordings,
no matter how good, and digital-tape masters.

Because the dynamic range of the material
has been compressed previous to its recording
on the disc, it has been possible to reduce the

‘péak recorded velocity cut into the disc sub-

stantially without incurring a penalty in noise.
It is also no longer necessary to use signal
limiters or compressors in the recording proc-
ess, so the natural dynamics of the program
can be preserved. This, together with the low-
ered distortion in playback from the velocity
reduction and the 30-dB noise reduction,
makes it possible for a dbx-encoded disc to
have considerably higher fidelity than a con-
ventional recording, all else being equal.

It is natural to wonder whether the comple-
mentary compression and expansion pro-
cesses can be so accurately matched that their
presence cannot be detected. We do not have
a definitive answer to that question. Under

(Continued on page 44)
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Metal’s mellow. Metal sings. Metal
soars in frequency response and
rockets the dynamic range upwards.

The new metal tapes are a multi-
decibel boost to serious ears. But it
takes a very special cassette deck to
give you this higher-fi.

Two special "metalists” from Sony:

The new TC-K65 and the new

TC-K55II.

Head Facts

Sony’'s new Sendust & Ferrite heads

in our new decks are uniquely

composed of ideal electro-

magnetic properties to

give you maximum

performance with any

tape. Regular-fj, q

chrome, FeCr or metal.  cemy
Sendust, Ferrite and E

(&)

* Sony
e

a head gap spacer ot
extremely hard quartz
are engineered to-
gether for a mirror-like
surface, long head life,
sharp gap edges and no
asymmetrical wear.

SONY

"Fwo-Motor Facts _
A linear-torque BSL (Brushiless &
Slotless) motor precisely maintains

the all-important capstan speed. And

an FG Servo-controlled motor drives
the supply :
and take-up
reels.

The BSL
motor, in a
major design
breakthrough,
has no slots to
cause uneven
torque distribution.
Microcomputer Facts
Sony's new microcomputer logic
control lets you speed through any
operation sequence by merely
pressing the appropriate
teather-touch bar.

This digital techno- ~
logy in each of our

g
o,
7;
3

decks even allows you to record at

any moment during playback.

Other Facts

Other distinguished features: The

TC-K65 has a Random Music Sensor

(RMS) that lets you preprogram any

desired selections in any desired order.
A computer-like display signals

your selections in bright LED lights.

Clearly revolutionary LED Peak
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are stacked for
1y's metalists.

Meters display recording and play-
back levels with sixteen digits per
channel. Thase new meters “hold”
peak levels and respond instantly
for truer recording.

The TC-K55I utilizes two large
VU meters, and a five-element LED
display indicates peak levels for more
accurate recording.

The new Sony TC-K65 and the
new Sony TC-K551. The facts are in.




normal listening conditions, no trace of modu-
lation noise or any other anomalies that might
be expected to accompany the encode/decode
process could be heard (in the past, we have
occasionally been able to hear these effects
when using dbx devices with tape recorders).
It is worth noting that dbx has courageously
included both solo-piano and duo-piano re-
cordings among their initial releases, and
these should be the most revealing of back-
ground-noise modulation.

We found that unnatural effects can be
heard—if at all-—only when playing the mate-
rial at a very high volume and with extremely

low ambient noise in the room. Once or twice
we suspected that we could hear a slight
“‘chuff” of noise going up or down with the
piano notes as they emerged from the silent
background. However, we feel that listening
at high volume with one’s ear glued to the
speaker in a soundproofed room is hardly
“‘normal listening,”” and so far as we are con-
cerned the system works without audible
flaws.

In conclusion, we feel that the dbx disc sys-
tem is—or at least has the potential to be—a
major advance and a logical extension of
analog recording that achieves some of the

GAS Thalia Il Preamplifier

THE GAS (Great American Sound Compa-
- ny) Thalia II stereo preamplifier is an im-
proved version of the original Thalia, to
which it is identical in external appearance.
According to the manufacturer, the internal
changes are numerous, including: (1) a *‘soft’’
turn-on and turn-off power supply that elimi-
nates switching thumps without the use of a
relay, (2) servo-controlled phono and line
amplifiers to prevent d.c. offset voltages from
appearing at the tape and main outputs,
(3) computer-designed RIAA-equalization cir-
cuitry to conform to the latest (November
1978) revision of the RIAA standard, (4) a lev-
el control using discrete precision resistors to
maintain channel balance within 0.5 dB at all
volume settings, (5) a very low output imped-
ance that enables the Thalia II to drive low-
impedance headphones directly, and (6) a
heavy-duty power switch that can control ex-
ternal equipment of up to 1,500 watts.

Except for three knobs and a horizontal
BALANCE slider control, all the front-panel
controls of the Thalia II are pushbuttons. The
knobs are a volume control and two slightly
smaller bass and treble tone controls. All the
control knobs are detented, with the tone con-
trols each having ten positions of boost or cut
and the volume control having twenty-two po-
sitions spaced at 2-dB intervals over much of
its operating range. The balance control has a
center detent.

At the right of the panel are two large
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square pushbuttons, marked oN and OFF,
which control the power to the preamplifier
and its switched outlets. Next to them is a
headphone jack and a small pilot light. At the
left of the panel, below the balance control,
are ten pushbuttons. Four of them select the
input source: PHONO 1, PHONO 2, TUNER, and
AUX. Others insert the low filter (an infrasonic

filter) in the signal path and mute the output

by dropping the volume about 20 dB. The
TAPE MONITOR button controls the single tape
deck that can be connected to the Thalia II,
and the three remaining buttons determine the
operating mode of the preamplifier. With all
three out, it is connected for stereo. The
STEREO REV pushbutton interchanges the left
and right channels (marked A and B). Engag-
ing either the A or the B button connects that
channel input to both outputs, and pressing
both gives a summed mono output.

The rear apron of the GAS Thalia II con-
tains the signal-input and output jacks (there
are two parallel pairs of main outputs), a
ground binding post, and three a.c. outlets,
two of them switched.

The Thalia II is finished completely in flat
black, with black control knobs and pushbut-
tons. The panel is slotted for mounting in a
standard EIA rack. The preamplifier is 19
inches wide, 3%% inches high, and 10 inches
deep. It weighs about 15 pounds. Suggested
retail price is $399 (with optional handles,
$419).

promised benefits of digital recording at a
vastly lower cost to the consumer (though the
discs are slightly more expensive than con-
ventional records). We would hardly claim
that it is the equal of all-digital recording and
playback in any respect (including price), but
once you have listened to dbx discs through
the Model 21 decorder, it is very difficult to be
satisfied with conventional records again. We
look forward to hearing future dbx releases,
especially those that will originate from digital
tape masters.

Circle 141 on reader service card

r——— —r

® Laboratory Measurements. In general, our
measurements closely matched the test data
supplied by the Thalia’s manufacturer. The
sensitivity for a reference output of 0.5 volt
(per THF-A-202, 1978) was 47 millivolts (mV)
through a high-level input and 0.75 mV
through a phono input. The output noise was
below our 100-microvolt minimum measure-
ment ability, or better than 94 dB below a 0.5-
volt output, through either high-level or pho-
no inputs. The phono-overload level was 235
mV (the “‘worst’” case being at 20 Hz, where
the overload occurred at 25.5 mV, equivalent
to 235 mV at 1,000 Hz). The high-level inputs
were not overloaded by the 10-volt maximum
output of our signal generator.

The distortion of the Thalia II was less than
0.001 per cent at a 0.1-volt output. At a 5-volt
output the distortion was between 0.0027 and
0.0045 per cent, depending on frequency.
from 20 to 20,000 Hz. The output clipped at
about 15 volts at all frequencies when driving
the IHF standard load of 10,000 ohms in par-
allel with 1,000 picofarads. The headphone
volume was very good with 200-chm phones.
The measured phono-preamplifier input load
was 47,000 ohms in parallel with 100 picofar-
ads, as rated.

The tone-control response curves had the
familiar characteristic of a variable bass-turn-
over frequency (from about 30 to 200 Hz),
and a family of treble curves hinged at about
3,500 Hz. Although the maximum control
range was about =10 dB at 20,000 Hz and =14
dB at 20 Hz, locating the hinge or turnover
frequencies well away from the midrange
gave the tone controls an effect much more
subtle than most. It is unlikely that one could
create a grossly unbalanced effect by misus-
ing them, and we would consider them among
the better tone controls we have used. The
midrange response, from 300 to 3,000 Hz, was
virtually unaffected by the tone-control set-
tings no matter how extreme. The RIAA pho-
no equalization was accurate within 0.5 dB
from 20 to 20.000 Hz. There was no measur-
able change in the phono response when it
was measured through the inductance of a
phono cartridge. The low filter reduced the
20-Hz output by about 1 dB, and we did not
measure its effect below that frequency.

® Comment. The GAS Thalia 11 departs

from several current trends in preamplifier de-
(Continued on page 46)
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sign. For example, it is designed to control
only one tape deck and lacks such features as
selectable phono-cartridge loads and multicol-
ored light displays. There is also no choice of
tone-control turnoverfrequencies, but the con-
trol-design makes that feature unnecessary.
All in all, the Thalia II presents a plain,

functional, and ‘‘no-nonsense’’ appearance,
contrasting sharply with the Star Wars school
of audio design. It is also an honestly de-
signed product that lives up to the claims
made for it in full measure. Not only is the
distortion truly negligible, but the noise levels
in the preamplifier outputs are unmeasurable

Lu‘xm'an Modél Lé1*1 __In‘tegfatéd'ﬁ\ﬁipiuflér

I-I-JXMAN high-fidelity products offer uncon-
ventional design and styling and superb
performance, usually at a rather high price.
Lux Corporation clearly has some definite
ideas regarding audio-component design, and
as a result no Luxman product could ever be
confused with competitive models.

An excellent illustration of the Lux philoso-
phy in action is the new Model L-11 “*Real-
time Processed DC Integrated Amplifier.”
The exact derivation of that name is not clear
to us, but the special qualities of the L-11 cer-
tainly are. It is an integrated amplifier, d.c.
coupled (except for the phono preamp) from
high-level inputs to speaker outputs and rated
to deliver 100 watts per channel to 8-ohm
loads at frequencies between 20 and 20,000
Hz with no more than 0.02 per cent total har-
monic distortion.

A cursory glance at the front panel of the
L-11 may suggest that it has conventional
control functions, but that is not the case. For
example, it has no tone controls in the stand-
ard sense; instead, a single knob marked LiN-
EAR FREQUENCY EQUALIZER has five settings
that either provide a flat frequency response
or tilt the entire audio spectrum up or down
with increasing frequency. The control mark-
ings of UP TILT and DOWN TILT are self-
explanatory. The Lux designers apparently
feel that the tonal balance of many programs
tends to favor one end of the frequency range
at the expense of the other, so that a simple
tilt of the otherwise flat response curve can
achieve a useful correction. The amount of
compensation available from this circuit is
slight—less than =3 dB at the frequency ex-
tremes. Clearly, its designers intended it to
provide subtle corrections to the tonal bal-
ance rather than to alter the overall sound
character of a program.
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The only other audible-frequency compen-
sator is a LOW BOOST circuit, operated by a
small button on the panel (Lux typically uses
very small controls for the lesser-used func-
tions to avoid a cluttered-looking panel, a pol-
icy of which we thoroughly approve). Ac-
cording to the instruction manual, the Low
BOOST is a sort of loudness-compensation sys-
tem, boosting the response below about 100
Hz at lower volume-control settings.

The volume knob, at the right of the panel,
operates a smooth, nondetented control. At
the left of the panel is a knob of similar size
for speaker selection, with positions for oFF,
MAIN, REMOTE, and MAIN & REMOTE. A head-
phone jack is located nearby. The only other
full-size knob on the panel is the input-func-
tion selector, with settings for AUX, TUNER,
PHONO 1, and PHONO 2. The last setting occu-
pies two switch positions, marked MM and
Mc. The MM (moving-magnet) mode of PHONO
2 is identical to PHONO 1, and it can be used
with all moving-magnet or moving-iron car-
tridges. When an optional Lux transformer is
plugged into a socket in the rear of the amplifi-
er, the Mc position of PHONO 2 can be used for
a low-output, moving-coil cartridge. (Two
transformer models are offered: the Model
8020, which increases the cartridge-output
voltage by a factor of ten, and the Model
8030, which increases it by a factor of thirty.
Both transformers have a similar construc-
tion, with a toroidal core, pure silver wire for
primary windings, and multiple magnetic
shields. Our test sample of the L-11 was fur-
nished with a Model 8030 transformer.)

Returning to the front panel of the amplifi-
er, two small knobs operate the mode selector
(STEREO, MONO, REVERSE STEREO) and the
BALANCE control (center detented). Three
three-position lever switches in the center of

as well as inaudible. There were no switching
noise transients, and all the controls had a fine
positive ‘‘feel.”” In our view, the Thalia II is
an excellent preamplifier by any standard of
performance and a real value for the money.

Circle 142 on reader service card

the panel control various tape-recording func-
tions, including dubbing from either of two
tape decks to the other and monitoring the
playback from either (or listening to the nor-
mal program source while dubbing is going
on). A fourth switch controls a subsonic filter.
In its center position the response of the
amplifier is flat to d.c. The other settings in-
troduce rolloffs below 10 or 20 Hz.

Two small pushbuttons change the re-
sistance of the pHONO 1 and PHONO 2 inputs
from the normal 50,000 ohms to 100,000
ohms. A larger pushbutton serves as the pow-
er switch, and a white pilot light also indicates
the operation of both the protection and the
signal-delay circuits (blinking on and off while
they are activated). The amplifier outputs are
not connected to the speakers until 10 to 15
seconds after power is applied in order to pre-
vent any voltage transients from reaching the
speakers. If a significant d.c.-voltage compo-
nent appears at the speaker terminals, the cir-
cuit instantly disconnects the speakers (this is
especially important in a d.c.-coupled amplifi-
er such as this, since a small d.c. voltage from
one of its signal sources will be amplified and
appear at the speaker outputs).

The rear apron of the Luxman Model L-11
contains insulated screw-type speaker termi-
nals, the various input and output jacks (in-
cluding a DIN socket duplicating the TAPE 2
jacks), and three a.c. convenience outlets,
one of which is not switched. There are hold-
ers for the speaker-protection fuses and a
large socket for the optional MC step-up trans-
former. A slide switch marked GENERAL
SPEAKER/ELECTROSTATIC SP rolls off the
low-frequency response of the amplifier in the
electrostatic position (independently of the
front-panel suBsonic filter switch). The rea-
son for this feature is not explained in the
manual. The Luxman Model L-11 is a rela-
tively compact amplifier measuring 174
inches wide, 15% inches deep, and 5 inches
high, but it weighs a solid 41 pounds. The sug-
gested retail price is $945. The Models 8020
and 8030 moving-coil-cartridge transformers
are each $195.

® Laboratory Measurements. The Luxman
Model L-11 is constructed with its power
transistors and their very heavy heat sink
completely enclosed within the perforated
metal case of the amplifier. The heat sink is
designed as a ‘‘chimney’” with free air flow
(by convection) entering from under the
amplifier and exiting at the top. Its effective-
ness was demonstrated by the fact that at no
time during our preconditioning period or
subsequent testing did any part of the amplifi-
er case become uncomfortably warm to the
touch. (Continued on page 48)
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There are other cassette decks at this price that can
handle metal tape.

But only the new Kenwood KX-1060 can get the most out
of every metal tape. And every other kind of tape as well.
The reason is our simplified adjustable bias control with
built-in oscillator that allows ycu to calibrate the deck to a
specific tape for optimum results. it’s one more “hands on”
feature that really lets you get the most out of your deck.

And when it comes to performance, you’ll appreciate the »
KX-1060 even more. The three ferrite heads have been designed R i e
tor better playback sensitivity and remarkable frequency 3;’?833ﬁf‘n‘f'r“esstﬁ‘ﬁ'sevﬁ’f{‘h‘“’a°n°y”ﬁ'i§'dvf)'ﬁhb?S‘A'é’é”f ?aspcél.ldmr g
response (30-18,000 Hz +3dB with chrome or metal tape).

To eliminate a common problem on other manufacturers’
three head decks, we’ve increased our tape-to-head contact.
This maintains constant output and high frequency response.
At .045% (WRMS), wow and flutter has practically been
engineered out. Signal-to-noise is an outstanding 65dB. .
Not to mention Kenwood’s Double Dolby** for true monitor- @ KEN
ing right off the tape for extreme accuracy in recording. :

At Kenwood, we think that metal tape is the future of g?fvmtee'(;gmoo(?ddgaéefB%exage;fanéégi Vgxfgfygg’ Pages,
ultimate-quality recordings. With the KX-1060, you can i Magnaso’mc' . T— ’ '
take full advantage of any metal tape and get the very best - 'advemd - T

performance pOSSible' Actual prices are established by Kenwood dealers.
See your Kenwood dealer and get your hands on one soon. **Dolby is a trademark of Dalby Laboratories, Inc.
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The power output at 1,000 Hz, with both
channels driving 8-ohm loads, was 130 watts
per channel at clipping. The distortion was a
constant 0.003 per cent from | to 120 watts,
reaching 0.14 per cent at the clipping point.
When we drove 4-ohm loads (for which the
amplifier is not specifically rated, although it
can drive two pairs of 8-ohm speakers) the
distortion was slightly but insignificantly high-
er, increasing from 0.0036 per cent at | watt to
a maximum of 0.045 per cent at 100 watts be-
fore dropping again to 0.01 per cent between
130 and 170 watts. The 4-ohm power at clip-
ping was 185 watts,

In accordance with our revised test proce-
dure, we also measured the performance of
the L-11 amplifier driving 2-ohm loads. The
distortion was a constant 0.008 per cent from
[ to 70 watts. At the 100-watt test level the
speaker-protection fuses blew, since the
amplifier was being asked to deliver an output
current far beyond its design capabilities.

*

and —80.8 dB for the Aux and phono inputs.
The phono-preamplificr overioaded with a
175-mV input at 1K) Hz (and at equivalent
or greater levels at 20 and 20,000 Hz). The

.measured phono (MM) input termination was

54,000 ohms in parallel with a capacitance of
120 picofarads.

The linear frequency equalizer had approxi-
mately the rated characteristics. Beginning at
about 200 Hz, the Low BOOST button boosted
the response to a maximum of almost 6 dB be-
tween 20 and 40 Hz. The amount of boost was
not related to the volume-control setting, con-
trary to the statementin the instruction manu-
al. The subsonic-filter response was —3 dB at
13 Hz in the 10-Hz position and at 26 Hz in the
20-Hz position of the switch. “The ultimate
slope of the cutoff characteri-tic appeared to
be 12 dB per octave at frequencies below 10
Hz. The RTIAA phono equalization was ex-
tremely accurate, varying less than 0.5 dB
overall from 20 to 20,000 Hz (] s is about the

In spite of its great subtlety, the linear fre-
quency equalizer produces clearly audible
effects. It was surprising to find that even a
single step of the control made a definite
change in the audio quality, even though it
boosted the highs by 1 dB at most and re-
duced the lows by the same amount (or vice
versa). Although Lux certainly did not intend
their equalizer to do the same job as conven-
tional tone controls, we found it to be at least
as useful. Most tone controls, if misused (or
badly designed), can easily destroy the fre-
quency balance of a program and wipe out the
best efforts of a speaker designer or a record-
ing engineer. Lux’s linear frequency equalizer
approach, however, can never do injury to ei-
ther. We occasionally found that we preferred
one or another of its settings, but as a rule it
could be left in the ‘‘flat’’ position and forgot-
ten, just as we do with any tone control. A
similar situation exists with respect to the
LOW BOOST; it can be heard, and with some
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The 8-ohm IHF clipping headroom was 1.14
dB, based on the 130-watt output and the
amplifier’s rating of 100 watts. The IHF dy-
namic headroom (rated at 2 dB) was measured
as 1.93 dB, corresponding to an output of 156
watts for 20 milliseconds out of each half-
second period. Into 4 chms, the dynamic out-
put was 260 watts per channel, and into 2
ohms it was an impressive 341 watts per chan-
nel at the clipping point. (This measurement
could be made without blowing the fuses be-
cause of the short duty cycle of the tone-burst
test signal.) No decibel rating can be assigned
for these load impedances because the
amplifier is rated only into 8 ohms.

The distortion of the L-11 (with 8-ohm
loads) was nearly independent of frequency
as well as power output. Between 50 and
5.000 Hz, it was between 0.002 and 0.003 per
cent for power outputs from 10 to 100 watts,
and even at 20 Hz the full-power distortion
was a mere 0.0045 per cent. The high-frequen-
cy distortion rose smoothly to a maximum of
0.0087 per cent at 20,000 Hz and 100 watts (it
was always less at reduced power outputs).
The ITHF slew factor, which is rated at more
than 5, exceeded our measurement limit of 25.

At maximum gain, an input of 13.5 mil-
livolts (mV) at the aux jacks or 0.19 mV at
the phono (MM) inputs was sufficient to drive
the amplifier to a reference output of 1 watt.
The A-weighted noise level, under IHF stand-
ard test conditions, was respectively —86.8
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inherent accuracy and resolutic: of our RIAA
testing setup). When measured through the in-
ductance of a phono cartridge, the phono re-
sponse showed a slight, broad rise at frequen-
cies above about 8,000 Hz, with a maximum
amplitude of about 1 dB.

® Comment. We listened to the Luxman
Model L-11 with FM tuner and phono sources
using both moving-magnet and moving-coil
cartridges. With the Model 8030 transformer,
we used an Ortofon MC30 cartridge, one of
those for which Lux recommends this trans-
former. The results were excellent. The entire
system was so quiet that even at maximum:
volume there was no audible hum and only a
faint hiss from the speakers when using the
Mc phono input. A volume-control setting of

about one o’clock was sufficient for a very

loud listening level. At that gain setting, and
through the high-level inputs at maximum vol-
ume, there was absolute silence in the
absence of program. However, we could see
little value in having the phono-input re-
sistance switchable, especially by front-panel
controls. In our view, switchable capacitance
values (with the controls in the rear) would be
far more useful. The Model L-11 performed
in an ideal manner, in every respect, with no
undesired side effects or peculiarities, no
electrical noise of any kind, and the silky-
smooth mechanical operation we always find
in Lux products.

CONTINUOUS AND EQUIVALENT SINE-WAVE WAT TS/CHANNEL

speakers or programs it might be beneficial.
Having speakers with adequate bass re-
sponse, we rarely, if ever, heard any benefit
from the slight added ‘‘bottom’’ contributed
by this feature.

As the test results show, the Luxman L-11
is a ‘‘state-of-the-art’> amplifier in every sense
of that overworked phrase. Together with its
elegance of design, this could partly justify its
considerable price. Intrigued by the weight of
the amplifier, we removed its cover and found
that much of that weight was in the huge to-
roidal power transformer and the massive
heat sink, which between them also occupied
a large part of the space within the unit. Both
these items are costly as well as heavy. In ad-
dition, we saw other reasons for the high price
of the amplifier. It has considerably more
hand wiring than is usual, much of it in the
form of extensive runs of shielded cables be-
tween the front-panel controls and the rear-
panel connectors and the circuit boards.

This form of assembly makes it possible to
pack a very husky amplifier into a small pack-
age (the interior of the L-11 is densely filled
with components), yet it keeps the amplifier
cooler than many lower-power units of the
same or larger size. Unfortunately, it does not
lend itself to automated assembly procedures.
The price of the L-11 reflects this factor per-
haps as much as it does the impeccable work-
manship and component quality that is evi-
dent throughout. (Continued on page 51)
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It's simple. Just getinto Tezhnics SU-80H stereo ampdifier, . S
ST-8011 AM/EM stereo tumer and SH-8010 stereo I eChnlCS
frequency 2qualizer. You'll get a lot of performance ovt of :
then-, without pouring a los of money into them.

By o SLI-8011 amplif er on for size. You'll get a lot
more than 25 wates RMS per channel, into 8 ohms frem
20 Mr o 20 kHz, with no more than 0.08% total harmonic
disteazion.A ot more. Like 13,600 microfarads worth of
high-zapacitance iltering for plenty of reserve power. Like a
fwo-=tage direct-coupled phono equalizer with the kind of
S/N satlo 80 dB} that doesn’t know the mweaning of noise.
And il fasz-acting LED peak-power indicators that let youy
eyes dhare the performance your ears hear.

With cur ST-8011 AM/FM stereo tuner, your eyes get in
on the act on. too. Take its tuning indicator for example. It
not znly wllsyou what stazion you te tuned to, it also tells you
how well you're receiving it. Two green LED's indicate ideal
sighal strength, while one LED tells you the sterea quieting
leve- s at least 50 dB. You also get a frequency response
of 27Hz to 15 kHz [+1, =2 dB) and.a 50 dB stereo quieting
sehdtivity of 38.6 dBI.

Bat whether you're listening to your favorite station o
youn favorite records, our SH-8010 stereo fréquency equalizer
will et yom make the most of each. By dividing the audio
range intc 5 bands with each center frequency set 1.& octaves
apast, yowcam tailor the saund to match your speakers, your
room andyowr own taste. You can also add taps to the highs,
botsems 6o the lows, orvize versa, by as nuich as 12 dB.

TFechnics SU-8011 amyp, ST-8011 tuner and SH-8010
equiizer.At’s as easy to-get into their performance asit is to
keezout of debt,
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‘Langwood FL

Ann Arbor, MI

Absolute Sound (313§ 662-2026
Atlanta, GA

Fat Julian's Audio. {404) 255-7015.
Bethesda, MD

Audio Associates (301) 320-3300
Birmingham, AL i

Audition (205) 823-6000
Bloomington, MN

Audio Perfection (612) 888-3224

‘Threshold

Buffalo, NY

Stereo Emporium. (716) 874-3372

Canton, OH :

Sound Connection (216) 494-5024

Carmael, CA

Audio Components of Carme! (408)-625-1969
Carmichael, CA

Audio Design.Specialists (916§ 334-7000
Champaign, IL

Gienn Poor"s Audio Video (217)356-5456

Early in 1976 Threshcld
introduced the 800A,
incorporating the first dynamic
class A bias for increased
efficiency. This patented goncept
quickly brought attributes of dn
amplifier's operating mode- to the
forefront-of attention.

Now, four years |ater, JVC.

SAE, Technics, and others are
promoting their circuits that
achieve, as did the 800A, more
éfficient class A transfer
functions.

Chapel Hill, NC

Vickers Audid, Inc. (919) 929:HIF
charleston. sC

British American Sound (803) 723-5025
Chicago, IL

110 Systems (312) 935-141

Cincinnati, DH

Audiophile Sound Studio (513) 984-0355
Cleveland, OH

Hoffman's House of Stereo (216}, 676-5555
During these four years
Threshold has developed an.en-
tirely new technology charac-
terized by virtual elimination, at
the source, of those conditions
that cause a tukie, transistor or
FET to operate ina nonlinear
fashion.

Dallas, TX

Augdio Vision {214) 2338513
Des Moines; I1A

Autio Lab ESJ 5) 288-:2216
Detroit, M|

Absolute' Sound (313) 527:2244
Englewood, NJ

Audio Guild {201) 569-7766
Falls Church, VA

Myer Emco (703) 536-2900

Hawthorne; NJ

George Blombach Electronics (201) 427-8885 .
Houston, TX oy PR ot
Houston Audio Concnpts {7 il 3] 527:0774 STAS ' S
Indianapolis, IN ‘ i
“Hi Fi Buys (317) 267-7207 1

Jacksonville, FI.

House of Sterso (904) 724 4988

Lexmgtnn, KY

Ovation Audic Systems. Ing. (606) 278-0333

Audio Excellence (305).834-9344
Louisville, KY

Hi Fi Buys (502) 447-6015

Miami; FL

Audio by Caruso (305) 251-9811
Middleton, Wi

Audiophile Sotind Studio (608) 831-5955
Muncie, IN

Hi-Fi Buys (317) 282.7177

Mew York, NY

Lyric Hi-Fi (212) 535-5710
Oklahoma City, OK

‘Gramophone (405) 840-1559

Palo Alto, CA

Audible Difference (415) 328-1081
Philadelphia, PA

Chestnut Hill Audio (215) 5466178
Pittsburgh, PA

Ovation Audio (412) 441-4550 =

Portiand, OR
Audio Alternative (503) 281-7848 =
Rockville, MD

Myer Emco (3101) 468-2000

. Royal Oak, M1

Absolute Sound 31 3) 549-7550
San Diego, CA

Audio Ditections (714} 278-3310
San Francisco, CA

Audio Excellence. (415)433-1335

Santa Ana, CA

Absolute Audio (714) 547-4497
Scarsdale, NY

The Listening Room (914 472-4558
Seattle, WA ’
Definitive Audio (206) 524-6633
Speedway, IN

Hi Fi Buys (317) 248-8575

Temple Terrace, FL

Audio Gallery (813) 985-7144

i oS

g I”

‘Tucson, AZ

Imagineering {602y 299-6137
Tulsa, OK

Gramophone (918)663-1511
Washington, D.C.

Myer Emco (202) 293-9100

Cnce again, Threshold
creates an original amplifier
technology

Moving beyond a “class”
designation, the Threshold
STASIS principle is the genesis
for amplifiers whose signal
pfocessing integrity can be
considered. without. error.

The STASIS 1 is the first of these
amplifiers and provides, without
recourse to loop feedback, an
unprecedented level of signal in-

tegrity.

The term STASIS is derived from
the amplifier’s unique configura-
tion in which both current and
voltage parameters are virtually
unchanging fot signal bearing
transistors. A condition of STASIS.
Since all the nonlinearities

-of a gain device result

trom fluctuating voltage and/or
current, Holdirig these factors in
STASIS turns such a device
into a'perfect system.

CIRCLE NO, 74 ON READER SERVICE CARD

power
amplifier

ing edge of audio technology, and

_products in the Threshold line;

Thoestobd

The STASIS 1 continues
Threshold’s position at the lead-

firmly establishes the commit-"
ment to products embodying the
most advanced concepts.

For detdiled information on all

contact one of the authorized
dealers listed, or write:

Threshold Corporation
1832 Tribute Road, Suite E
Sacramento

Califofnia 95815

Threshold products are available
in Canada through Threshold
Audio Ltd




We doubt that anyone who is ready to
spend $1.000 or so for a moderately powerful
integrated amplifier will be too concerned
about these manufacturing details. nor should
they be. This is a beautiful product, equally

impressive on the test bench, in a music sys-
tem. or when exposed to full view. These
qualities are consistent with its refined, subtie
control functions. The Luxman Model L-11
will not make poor program material sound

better, but in company with other quality
components it will certainly do justice to the
finest recordings.

Circle 143 on reader service card

Acoustique 3A
Andante
Speaker System

THE Andante loudspeaker is manufactured
in France and distributed in North Amer-
ica by Acoustique 3A International, Inc. of
Montreal, Canada. The woofer of the com-
pact. high-performance, three-way system is
driven by a built-in 150-watt amplifier, and
there is bridge-derived, negative-feedback
control of the cone movement. When the
speaker is driven, its impedance changes dy-
namically, and the balance of the bridge is ali-
tered so that it gives an error-signal output
voltage. This signal is ampiified and then inte-
grated twice in order to make it correspond
electrically to an acoustic-pressure speaker-
output signal. It is subsequently fed back to
the input of the built-in power amplifier that
drives the woofer.

The process is considerably more complex
than we have described, but in essence the
amplifier and feedback arrangement is de-
signed to force the 8%-inch-diameter woofer
cone to behave like an ideal radiator without
the resonances or the frequency-response ir-
regularities normally associated with a dy-
namic speaker. The input signal is amplified
only in the bass range, up to 400 Hz, where
there is a conventional passive (i2-dB-per-
octave) crossover to a 2-inch dome-type mid-
range radiator. At 6,000 Hz there is a similar
crossover to a planar tweeter whose flat plas-
tic diaphragm has a ribbon conductor bonded
to it, like the conductors in a printed circuit
board. It is suspended in a powerful magneiic
field, and when a current is passed through
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the ‘‘voice coil.”” the diaphragm surface is
driven uniformly, radiating its sound output
through a group of narrow slits in the metal
front plate. The tweeter response is rated at
5,000 to 45,000 Hz =2 dB, with high sensitiv-
ity and the ability to handle as much as 60
watts of input without damage or excessive
distortion. The Andante is a relatively
efficient system, rated for use with amplifiers
delivering from 5 to 100 watts per channel.
The nominal impedance of the Andante sys-
tem is 8 ohms.

Like some other feedback speakers. the
Andante does not depend on the usual rela-
tionship between enciosure volume and woof-
er parameters to determine the low-frequency
response. The woofer enclosure is only large
enough to hold the speaker itself (plus the
sound-absorbing material that lines the inside
of the cabinet). Most of the available cabinet
volume is devoted to the electronic section,
whose metal “‘chassis’” forms the back plate
of the cabinet and also serves as a heat-radiat-
ing surface for the power output transistors.
The Andante is meant to be plugged into a
120-volt a.c. power source, which can be
““live’” at all times. Its amplifier is turned on
by the presence of any signal at the speaker
terminalis, and 1t shuts off automatically about
2 minutes after the signal ceases. A small pilot
light can be seen through the black grille cloth
when the speaker system is on.

The Andanie speaker system is 18 inches
high, 12 inches wide, and 8 inches deep. Its

wooden cabinet is finished in walnut veneer.
The slightly curved grille is easily removed,
revealing ihe speakers and a knob that attenu-
ates the drive to its internal bass amplifier
when the system is used with a high-power
external amplifier. On the metal rear panel of
the speaker is a four-position switch that ad-
justs the woofer level relative to the other
drivers to compensate for speaker placement
in corners or against a wall and on the floor or
in a mid-wall position. A pair of narrow slits
in the rear of the woofer enclosure provide an
acoustical resistance as part of the woofer
loading (they do not radiate any sound and are
not analogous to the port in a vented system).
Despite its small size, the Andante is surpris-
ingly heavy, weighing 48 pounds. The sug-
gested retail price is $829 per speaker.

@® Laboratory Measurements. The Andante
speakers were placed about 3 feet off the floor
and close to the back wall of the room. The
smoothed response in the reverberant field of
the room was spliced to a close-miked woofer
response to form a composite frequency-
response curve. Although it did not appear in
the anechoic-response curve supplied with
each speaker, our measurement showed a
slight *‘bump’” in the response at about 500
Hz. Depending on the setting of the bass bal-
ance switch, this could also appear as a
“shelf>” between the woofer and higher-fre-
quency response curves. The bass response
was flat within +2.5 dB from 40 to 600 Hz and
rolled off at 12 dB per octave below about 40
Hz (the low-frequency response of the system
is deliberately attenuated, we were told. to
prevent distortion or damage from overdriv-
ing the woofer).

Above 600 Hz the response was flat (within
+1 dB) up to 10,000 Hz, rising to about =5dB
in the range between 15,000 and 20,000 Hz.
We extended our measurements to 40,000 Hz,
since the manufacturer claims a response to
that frequency. Our room is not calibrated
above 20.000 Hz. but the Andante’s output
was quite strong to about 30,000 Hz, even in
the reverberant field some 12 feet from the
speakers.

The directivity of the planar tweeter was
visible in our response curves as a difference
between the left and right speaker outputs
(the latter being about 30 degrees off axis, the
former in an on-axis measurement). The dif-
ference was 5 to 7 dB at frequencies above
11,000 or 12,000 Hz, which is not unusual
among the speakers we have tested (although
those with very wide dispersion usually do
not show any significant difference between
left and right speakers). We also observed a
measurable absorption of high frequencies by
the grille cloth, amounting to about 1 or 2 dB
in the range from 7,000 to 15,000 Hz.

(Continued overleaf)

51



The overall frequency response of the An-
dante in our measurement environment was
within £3 dB from 40 to 20,000 Hz, which is
excellent by any standards. The system sensi-
tivity was high, so that an input of 2.83 volts
of random noise in an octave centered at
1,000 Hz produced a 90-dB sound-pressure
level at a distance of 1 meter from the speaker
(this was really a measurement of the mid-
range driver alone, since neither the woofer
nor the tweeter contributes any useful output
at that frequency).

With a 2.83-volt input (1 watt into 8 ohms)
the woofer distortion rose from about 1 per
cent at 100 Hz to a maximum of about 5 per
cent in the 27- to 45-Hz range, reaching 8 per
cent at 25 Hz. A tenfold increase in driving
power resulted in much higher distortion at all
frequencies, increasing from 2 per cent at 100
Hz to 20 per cent at 30 Hz. However, because
of the high efficiency of the Andante system,
a I-watt drive signal produced a very loud lis-
tening level.

The impedance characteristic of the
Andante is unlike that of other speakers
because the woofer is effectively isolated
from the external amplifier by its own built-in
amplifier. Starting from about 600 ohms at 20
Hz, the impedance dropped steadily to a
minimum of about 6 ohms at 2,000 Hz, rose to
18 ohms at 7,000 Hz, and fell again to 8 ohms
at 20,000 Hz. The external driving amplifier
really “‘sees’ only the midrange and treble
drivers and supplies negligible power at
frequencies under 500 Hz. The tone-burst
response of the system was very good at all
frequencies.

An input signal of only 15 millivolts at 1,000
Hz was sufficient to turn on the speaker’s
built-in amplifier, and about 2 minutes after
the signal was removed the speaker turned
itself off silently and unobtrusively (the
audibility of the turn-on depends on the
characteristics of the driving amplifier;
usually we heard no more than a soft thump).
After a period of operation, even at low

Andante speaker system with grille
removed. Note tight driver spacing;
the planar tweeter is at upper right.

If one did not know its size, the impression
would certainly be of an exceptionally
smooth, integrated sound, clean and unusual-
ly free of distortion or strain at any level.
Without a doubt a blindfolded listener would
estimate the size of the speaker to be many
times its true size. It simply sounds big and
there seems to be no practical limit to how
loud it can play!

Actually, of course, it does have its limits,
but we were never able to reach them with a
200-watt-per-channel amplifier. We never
blew anything out, nor did we ever hear a sign
of overload distortion from the speakers ex-
cept when we deliberately overdrove the

particularly on transient sounds such as bass
drums. The effect is as much physical as audi-
ble, and it is difficult to credit it to a box of
this size. No speaker with a 0.6-cubic-foot in-
ternal volume has any business sounding like
a room-filling monster, but this one does, and
it also manages to sound more ‘‘natural’’ than
most large systems we have heard.

To our surprise, the background-hiss level
(from records and FM) was audibly lower
through the Andante than with several other
speakers with which we compared it. All of
them had excellent measured high-frequency
response, not unlike that of the Andante, but
the difference in subjective hiss level was
striking. We don’t have a definitive explana-
tion for this effect, but it certainly does not in-
volve any lack of highs!

Lengthy attempts to describe the sound of
this speaker (or any other) would be fruitless.
You may or may not prefer its sound to that
of some other favorite speaker, and in any
case it would probably sound different in your
room than in ours. We can only say that inre-
spect to clarity, smoothness, wide frequency
range, and the ability to play at prodigious
levels without distortion, the Acoustique 3A
Andante is one of the top speaker systems on
the market.

Unfortunately, no properly assembled
English-language instruction booklet was
supplied with our test speakers (most of the
material is in French). Without guidance from
the importer. we probably would not have
been able to appreciate the special qualities
(or limitations) of this remarkable speaker.
We also found that the signal-sensing switch
of the Andante can be turned on by a
high-teve] r.f. field such as exists near a
transmitting antenna. When we keyed our
amateur radio transmitter (about 200 watts on
7 MHz), it turned on the speakers and
produced some annoying sounds from the
rectified r.f. signal. If this should happen to
you. it might be necessary to switch off the
primary power to the speakers when they are

The 3A Andante’s
fine tone-burst
response is shown at
(left to right) 100,
1,000, and 10,000 Hz.
The input-signal
traces appear at

the top in each
oscilloscope photo.

levels. the metal plate on the back of the
speaker became quite warm. When we drove
the speakers hard (a very natural way to
operate them, because of the superb way they
handled high-level signals without distortion)
the back plate became too hot to touch
comfortably for more than a second or two
(though not so hot as to be a hazard to person
or property).

@ Comment. It is difficult to be totally objec-
tive about the sound of the Andante system.
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woofers with organ-pedal material plus heavy
bass boost so as to hear for ourselves what
happened when the speaker’s amplifier
reached its limits (which occurs before the
woofer itself is in jeopardy). This brutal treat-
ment was suggested by the importer as a dem-
onstration of the ruggedness of his product.
We were convinced! The sound at overload,
incidentally, is unmistakably unpleasant and
is not likely to be encountered in any practical
listening situation.

The Andante had an astonishing impact,

not in use (and possibly to add r.f. filters in
the line from the amplifier to the speaker at
the speaker terminals).

As we see it. the only real drawback of
these speakers is their price, which is high by
any standard. To be sure, it is not out of line
for the sound of the speakers, but it might
seem high for an unobtrusive little box that
could go wunnoticed in many a living
room—until it was turned on!

Circle 144 on reader service card
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What premium gasoline
can do for your car, premium tape
can do for your car stereo.

And there’s no finer premium
tape than Maxell.

Every type of Maxell tape
is designed to give you the widest
frequency response, the highest
possible signal-to-noise ratio
and virtually no distortion. All of

which results in high octane sound.

And to make sure our
cassettes don’t run out of gas
somewhere down the road,
we've constructed them to toler-
ances as much as 60% higher
than industry standards. We use
the finest high-impact styrene,
precision pins, polyester and
SCrews.

Because of this, we believe
Maxell makes the world’s finest
cassettes.

And every year, hundreds
of thousands of people
who own
car stereos
are driven
to the same -
conclusion.
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unless you want the best professional
advice on your next home, car and boat
stereo purchase.

e Wide variety of brands available,
representetives of finest components.

® Factory sealed cartons with full
manufacturers warranty.

® Fast shipments, fully insured.

Expert advice on all stereo purchases.

AND our prices are most competitive.

Our trained staff will help you
gelect the right stereo products for
your needs and budget. It's worth the
call.

CALL 1-800-

TOLL .
il 638-5260

No order too big or too small.

@ udio ‘@

upermart

(301) 267-9001

304 Legion Avenue
Annapolis, Maryland 21401
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A Dwision of Spaceway Sound

CAR STEREO & CB

~-CATALOG--
SAVE ON:

® CAR STEREO

® BLANK TAPE

® COMPACT HOME
STEREOQO SYSTEMS

® RADAR DETECTORS

® DIGITAL CLOCKS

® RECORD & TAPE CARE
PRODUCTS

® PRE RECORDED VIDEO
CASSETTES

™ CALL TOLL FREE TO ORDER
1-800-638-6900

L ) 8 1§ § 1 J 1 |
TO ORDER A CATALOG SEND IN THE
COUPON OR CALL (301) 821-0792.
Name

1
T I
VISA
== I
Address
|
|

City. State Zip @
HARVEY'S STEREQ ON THE GO

L 8848 ORCHARD TREE LANE & TOWSON, MD 21204
3 & 3 4 3 3 § §B 8 B B |
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The Pop Beat

By Paulette
Weiss
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Creators of The Fantasticks:
Iyricist Tom Jones (left)
and composer Harvey Schmidt

TWENTY FANTASTICK YEARS

URING the early Sixties in New York, kids
from Brooklyn dressed in black tur-
tleneck sweaters filled the coffeehouses of
Greenwich Village, singing their songs and
reading their poetry to kindred spirits, who
were usually kids from Queens dressed in
black turtlenecks. Besides these coffeehouse
entertainments, the Village also offered a va-
riety of Off-Broadway theater.

The Off-Broadway season of 1959-1960 fea-
tured (in addition to playwright Edward Al-
bee’s debut with The Zoo Story) the opening
of The Fantasticks, a small-scale musical that
has made theater history by becoming Ameri-
ca’s longest-running show and the world’s
longest-running musical. When it opened at
the tiny 153-seat Sullivan Street Theater,
most critics dismissed The Fantasticks. With
only nine characters (now eight), it is an inti-
mate show played in a simple stage setting,
and its slim plot, based on Edmond Rostand’s
play Les Romanesques (1894), deals with
young love and disillusionment. But the ap-
parently fragile story and its supporting score,
which includes thirteen endearing, timeless
songs by lyricist Tom Jones and composer
Harvey Schmidt, have attained an unequaled
longevity.

The Fantasticks has had nearly 8.000 per-
formances in its original theater, and there
have been 5,850 other productions in the
United States and 262 in fifty-four foreign
countries. And yet this year, when I attended
the performance that began the show’s twen-
tieth-anniversary season, its freshness and
universality were as apparent to me as the
time I first saw it fourteen years ago.

The plot is simple. Two doting fathers have
erected a wall between their properties to in-
sure that the son of one of them and the
daughter of the other will fall in love. El Gal-
lo, a villain for hire, is commissioned to stage
the Girl’s abduction, giving the Boy the op-
portunity to do battle and become her hero.
Their innocence and illusions fade away as
the narrator/villain guides the young couple
down the sad road to mature wisdom.

The original cast, including Jerry Orbach as
El Gallo, Rita Gardner as the Girl, Kenneth
Nelson as the Boy, Wiiliam Larsen as the
Boy’s Father, and Hugh Thomas as the Girl’s
Father, have since moved on. In fact, since
those early days, the entire cast at the Sul-
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livan has turned over more than twenty times.
Word Baker still directs, Julian Stein contin-
ues as musical director, and Lorre Noto, the
original producer, remains in that role and
now also piays the Boy’s Father.

It was Noto who held the musical together
in those early days of lukewarm critical recep-
tion and losses at the box office. He sank his
last penny into the production and rounded up
the fifty-six other investors whose initial
$16,500 has since earned a net profit of
$1,847,500 (that’s over 10,000 per cent). Noto
also persuaded a number of celebrities to sup-
port the show by endorsing it and talking
about it. Movie star Esther Williams even
worked as an usher one evening in order to
see a sold-out performance.

To commemorate the twentieth-anniversary
season of The Fantasticks at the end of this
summer, MGM rereleased the original-cast al-
bum (SE-3872) in special repackaging. The re-
cording has been continuously avaiiable since
1960 (same label, same serial number), and it
has become the best-selling album derived
from an Off-Broadway show. The new jacket,
which has artwork by composer Schmidt
(who also did the cover of the first album).
proudly prociaims that The Fantasticks is the
longest-running musical in the world. The lin-
er notes have been updated and abbreviated
somewhat, and there is a new inside photo-
graph showing the young Jerry Orbach and
lyricist Tom Jones himself (then billed as
Thomas Bruce) in the role of the Actor.

The container may be new, but the thing
contained is vintage 1960, as heady and bub-
bly as when it was first recorded. Among the
thirteen songs are two that have become
standards—Try to Remember and Soon It’s
Gonna Rain—and the lilting, beautiful They
Were You should have become one. Like the
plot and staging of The Fantasticks, the or-
chestration of the score is simple and effec-
tive, using only piano, harp, bass, percussion,
and cello. From the opening ptano chords to
the vocal finale, this record is an anniversary
present that not only entertains, but also
moves the listener in some inner place that
current shows rarely reach for and almost
never touch. The poetry may be gone from
those Greenwich Village coffeehouses, but it
lives on here, and it’s fantastick. [}
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new generation of Interlace speakers
represents an extraordinary develop-
ment in speaker design, Electro-Voice
engineers have developed the first
high-performance tweeter capable of
matching the high efficiency and ex-
tended bass response found in our
optimally vented, camputer designed -
Interface:A. Super-Dome has the

sonic excellence normally associated
with a dome tweeter and the efficiency
heretofare found anly in cone tweeters
—1iwo to four times thatfound in a
standard dome. Plus, its voice cail will
withstanid a full 25 watts power input
long term. That'’s five times the power
handling capacity of other standard
dome or cone tweeiers.

Whik= the dngle of dispersion nar-
rows a: high frequencies with con-
ventional tweeters, the high-density
Acoustifoam™ lens in Super-Dome
helps keep dispersion constant in

the upper octaves. Acoustically trans-
parent at lower tweeter frequencies,
the lens becomes opaque at higher
frequencies, reducing the effective di-
ameter of the radiating surface, thus
increasing the angle cf dispersion.

Interface: A Series il

Super-Dome is found in six of seven
speakers in the new third-generation
Interface line. No matter which model
you decide to buy, you are assured of
outstanding performance and model-
to-modet sonic integrity. Our goat re-
mains the same asitwasin 1973 when
we introduced the first Interface
speaker— to offar you a speaker that

sounds like music.

The resLit is the wide, uniform high-
frequency d spersion necessary for
precise localization of sound, both
lateral and front-to-back.

Ev| Eleclroloice
K o_gU|bﬂ company

600 Cecil Street, Buchanan, Michigan 49107
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~ Massive 1.6-Ib: mag-

netic structure pro-
vides quick response
to short-duration sig-
nals and contributes
to high efficiency, 2 to
4 times that of con-
ventional dome radia-
tors,

Lightweight aluminum
voice coil on large
1%2" high-temperature
polyimide form dissi-
pates high input
power,

High-density
Acoustifoam™ lens
for the wide
dispersion associated
with smaller, low-
output domeradiators.

Foam damper
smoothes response
in the upper octave.

Two layers of phenolic-
impregnated linen,
bonded together with
weave patterns inter-
secting at 457 pro-
duce a dome of high
stiffness, dimensional
stability, and strength.

Ferro fluid held mag-
netically in the voice-
coil gap damps coil

motion for smooth re-

‘sponse in the lower

octaves.
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WRITE FOR NEW COMPONENT CATALO

CURRENT SPECIALS!

Sansui AU-717
$335,00

Teac A-430
$315,00

P1oNEER SX-780
$199,00

Akat GXM-30
$195.00

Kenwoop KT-413
WRITE

TecHnics SLB-3
WRITE

Sony STRV-3
@ NEW LOW

MaranTZz SR-1000
CALL ~ wem=

D

TDK SA €90
$30.00 For 10

EVER SEE A BETTER PRICE?
LET US KNOW -- WE'LL TRY
TO BEAT THE DEAL!

BANK CARDS ACCEPTED NOw !! SEND TODAY !!

* WE HANDLE 60 MAJOR LINES OF STEREO
COMPONENTS. WRITE FOR PRICELIST.

* PRICES AND AVAILABILITY SUBJECT TO
CHANGE WITHOUT NOTICE.

catalog
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ByJames
Goodfriend

WEBERN, BERG, AND . . .

THE time has long been ripe for the appear-
ance of biographies in English of mem-
bers of the ‘‘Second Viennese School” of
composers: Arnold Schoenberg, Alban Berg,
Anton von Webern. Though their music has
its detractors (there are always detractors;
Brahms still has his), it is recognized as some
of the most important of our century and has,
for better or worse, influenced virtually all
music that has succeeded it.

Biographies sometimes throw new light on
music, but even when they do not, they give
us the man and the background and allow us
to compare what we have divined of the com-
poser’s personality from his music with what
the facts of his life show it to have been. This
is no small thing. And so one should welcome
unconditionally Hans Molidenhauer’s Anton
von Webern, A Chronicle of His Life and
Work (Alfred A. Knopf, New York. 1979,
$25) and Karen Monson’s Alban Berg
(Houghton Mifflin Company. Boston, 1979.
$15) as real contributions to our understand-
ing of music in the twentieth century.

One should. that is, but for the peculiar na-
ture of the situation: the relationship of
Schoenberg, the teacher, to Berg and Web-
ern, the pupils. seems to defeat the conven-
tional biographical approach. For Schoenberg
was more than a conventional teacher to the
two. Less so in the case of Berg, more so0 in
the case of Webern. Schoenberg was the pup-
pet master who pulled the strings. Berg would
probably never have made it as a professional
composer without Schoenberg, and Webern,
up to the time Schoenberg was forced to leave
Germany, could very nearly not get from one
day to the next without his teacher’s telling
him how to do so.

Schoenberg emerges from the Webern bi-
ography as a virtually incomprehensible force
of destiny, though encountered only in bits
and snatches. Moldenhauer’s exhaustive,
800-page book is, naturally, filled with docu-
ments; but it is simply not enough to read
Webern’s missives to Schoenberg without

knowing what it was that Schoenberg said, or

did, or wrote that set Webern off. The master
emerges from the Berg biography as a less
mysterious being, but also as less important
than, at least for a time, he was. Probably
only Schoenberg knew how Berg, a slightly
snobbish. highly romantic, and sensitive dilet-
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tante, almost overnight became a composer of
palpable masterpieces.

And so two major biographical efforts give
us only two-thirds of what is, after all, poten-
tially one of the most fascinating stories in
musical history. One waits, as with Berg’s in-
complete Lulu, not so much for the missing
piece itself, but for the whole opera, integrat-
ed, interpreted, and played out in full.

Of the two books we have, there is little
question that Moldenhauer’s Webern is the
more valuable. It is a work of primary schol-
arship based on personal contact with We-
bern’s survivors and on all the surviving writ-
ten material, and it will be the standard source
for factual material for all time. Its arrange-
ment (alternating chapters deal with the life,
others deal with the works) ts perfectly logical
for reference, but it makes for confusing and
repetitive reading. Webern’s personality
emerges gradually from the book in all its
paradoxical musical sophistication and world-
ly naiveté, and it both reinforces and con-
tradicts what his music seems to say about
him. To Webern, to be German was to be
right, tradition was everything in music. any
authority was better than none, the technical
construction of a piece (particularly a twelve-
tone piece) was the business of neither the au-
dience nor the performer, but the expression
had to be understood absolutely correctly.
Such are the things one learns from Molden-
hauer, and though evaluation and interpreta-
tion are left largely to the reader, the longtlo-
quent factual material coupled with the lacon-
ic music, now available on Columbia M4
35193, puts us in touch with an odd, some-
times infuriating, but unique creative mind.

KAREN MoNsoN’s Alban Berg is a more
readable book than Moldenhauer’s, and a
more interpretive one, but it brings us less
close to Berg than Moldenhauer’s brings us to
Webern. There is judgment in it and new in-
formation (Berg’s later love affair, the pro-
grammatic nature of the Lyric Suite). But
there is also an inconsistency of level, a feel-
ing of hurry, a sense that certain important
matters have not been thought through, and,
at moments, a contrived style of presentation.
It’s too bad, really. But Monson does tell the
story, and the story is important, as anyone
who has heard the music must agree. O
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LAB-TESTS EACH TAPE,
INCLUDING METAL, AND
STORES DATA IN MEMORY

The Phase 7000 is the cassette deck
that can get the best out of every tape,

hecause it has a microcomputer that
works like a lab technician, testing each
tape and making precise recording
adjustments.

Every type of tape varies by manufac-
turer. So each rape needs a different
bias, level and equalization setting to
minimize distortion and flatten fre-
guency response. Metal tape is so new
that bias standards haven’t even been
set. So the ordinary 3-position bias con-
trols can’t possibly do it justice.

To make proper adjustments for re-
cording, you'd have to put each tape
through a lab test— the same test that's
automatic in the Phase 7000!

MICROSCAN:
AMICROCOMPUTER WITH
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MicroScan automatically determines
optimum bias/level/EQ), and stores this
data for 9 different types of rape in its
memory. Like a technician, MicroScan
applies a test tone to the tape, then
varies the bias current over 64 possible
steps. It then scans the tape in playback
to Jetermine optimum bias with an ac-
curacy of £0.2dB. It setsoptimum level
and EQ the same way. You get the most
out of Metal, STD, CrOz and Fe-Cr
tapes. And it takes less than 45 seconds.

Once MicroScan has determined the
best settings. you can stove this data in
memory, ready for instant recall. No
further scanning is necessary.

ADVANCED TAPE
TRANSPORT SYSTEM

To avoid pitch variations, tape must
travel ata constant speed. Most cassette
decks have just one capstan, and a pres-
sure roller to apply tension to the tape.
But tape irregularities cause rension to
vary in this system, increasing wow &
flutter.

The Phase 7000 solves this problem
with two direct drive capstans. The
“drive” capstan and the “tension” cap-

stan are looped, so they rotate at pre-
cisely the same speed. Tape slack is
automatically eliminated before the

" dual pinch rollers engage. The rape is
isolated hetween the two rollers, so it's
free from external vibrations. This helps
keep your music free from pitch varia-
tions. And it reduces modulation noise
w extremely low [evels.

The “drive” capstan’s speed is regu-
lated by a quartz-phase lock loop system
that detects any speed variations, and
instantly corrects them. Speed drift is
less than 0.02%. And wouw & fluer
drops to an amazingly low —0.03%

WRMS.
SPECTACULAR SPECS
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The 7000 out-performs alt other cas-
sette decks, and rivals the best reel-to-
reel. Signal/Noise with Dolby* on is
~70dB. Double Dolby allows you to
record with Dolby, while monitoring 1t
with Dolby. The 3-head system with
Unu-Crystal Ferrite heads achieves a fre-
quency response of 20Hz-20kHz,—20d4B
with metal rape. The fluorescent meter
gives you 24-segment resolution for easy
readings from —30dB to +8dB.

If you like the look of these numbers,
wait until you hear how they sound.
Contact your Phase Linear audio dealer
for a convincing demonstration.

20121 48th Avenue West, Lynnwood, WA 98036
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At TDK, we're proud of our reputation as the leader in
recording tape technology. We got that reputation by paying
attention to all the little details other manufacturers
sometimes skim over But there’s more to a cassette than just
tape. There’s a shell ta house that tape, and a mechanism
that has the function of transporting the tape across the
heads. Unless that mechanism does its job evenly and
precisely, the best tape in the world won’t perform properly,
and you won't get all the sound you paid for.

The TDK cassette shell and mechanism are every bit as
goad as our tape. And when you begin to understand the time
and effort we’ve spent in perfecting them, you’ll appreciate
that our engineers wouldn'’t put TDK tape in anything less
than the most advanced and reliable cassette available.

The Shell our precision-molded cassette shells are made
by continucusly monitored injection molding that creates a
mirror-image parallel match, to insure against signal

cverlap, channel or sensitivity loss from A te B sides. We make
these shells from high impact styrene, which
resists temperature extremes and sudden
stress better than regular styrene or
clear plastic.

The Screws Our cassettes use five
screws instead of four for warp-free mating
of the cassette halves. We carefully

torque those screws to achieve computer-controlled stress
equilibrium. That way, the shell is impervious to dust, and
the halves are parallel to a tolerance of a few microns.

The Liner Sheet Our ingenious and unique bubble
liner sheet makes the tape follow a consistent running angle
with gentle fingertip-like embossed cushions. It prevents

. g uneven tape winding and
minimizes the friction
that can lead to tape
damage. Also our
cassettes will not
squeak or squeal
during operation.

The Rollers Our guide rollers are flanged, so the
tape won’t move up and down on its path across the
heads. This assures a smooth transport and prevents
tape damage. _—

The Pins In every
cassette we make, we use
stainless steel roller pins to
minimize friction and avert
wow and flutter and channel
loss. Some other manufac-
turers “cheat” by using
plastic pins in some of their
less expensive cassettes.

We don’t.




The Pressure Pad ' e << 2 to quality which allowed us to offer the first full lifetime

warranty in the cassette business—more than 10 years
ago: In the unlikely event that any TDK cassette ever fails
to perform due to a defect in materials or workmanship,
simply return it to your local dealer or to TDK for a free
replacement. It taok guts to pioneer that warranty, but our
cassettes have the guts—and the reliability—to back it up.

A Machine for All Your Machines Now that

we've told you how we move our tape, let us remind you abeut
The Shield We use an expen- ourtape. SA, the first non-chrome high bias cassette, is the
sive shield to protect your recordin reference tape most quality manufacturers use to align their
that could mar them. Some manufaeturers try to “get by” decks before they leave the factory. [t’s also the number
with a thinner, less expensive shield. We don't. one-selling high bias cassette in America. For critical music

recording, it isunsurpassed. AD is the normal bias tape

The Window Our tape checking window is ___emie.  withth>"hot highend.” It requires no special bias
designed to be large enough for you to see > 4 o SLI0E. setting, which is why it is the best cassette

all the tape, so ycu can keep track of your for use in your car, where highs are
recordings. , hardtocomeby, aswellasat

home. Whatever yourrecording

The Lakbel We've even put alot of thought Sl SAL e~ _AD. e needs, TDK makes a tape that
into the label we put on our cassettes. Ours ‘ . offersthe ultimate in sound

is made from a special non-blur quality quality. But it’s our super
paper. You can write on it with a felt-tip pen, precision shell and mechanism
a ballpoint, whatever. Its size, thickness and that make sure all that sound
placement are carefully designed and executed gets fram our tape to yourears,

so as not to upset the cassette’s azimuth alignment. year after year TDK Electronics
Corp., Garden City, NY 11530:

Our sophisticated pressure pad
maintains tape contact at dead
center on the head gap. Our
interlocking pin system
anchors the pad assembly to
the shell and prevents lateral
movement of the pad, which
could affect sound quality.

The Inspections When it comes to quality
centrol, TDK goes to extremes. Each cassette is suljjec:
to thousands of separate inspections. If it doesa’t
measure up on every one of these, we discard it. Qur
zeal may seem extreme, but it is this commitm.ent s -
CIRCLE NO. 70 ON READER SERVICE CARD
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FM BROADCAST QUALITY

Why must audiophiles with sophisticated, state-of - the-art,
digital-synthesized FM tuners put up with a signal that is inferior
to what is possible with current broadcasting technology?

By Robert Orban
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doubtless heard a difference be-

tween a given record played on your
turntable and the same record played
over FM. The difference may be very
subtle or it may be grossly obvious, but
rarely will the broadcast version of a
disc sound identical to the same disc
played at home. What accounts for this
difference?

Although a mono FM signal can the-
oretically embody audio frequencies up
to 75 kHz without incurring the wrath
of the Federal Communications Com-
mission (FCC), the stereo-FM system
currently used in the United States and
many other parts of the world is abso-
lutely limited by the broadcasting tech-
nique to a bandwidth of 19 kHz—which
is only 1 kHz short of the accepted 20-
to 20,000-Hz audio bandwidth. If the
broadcaster were to attempt to transmit
audio frequencies above 19 kHz, they
would come through as a very nasty
form of distortion called ‘‘aliasing.”
The FCC. however, requires only that
the FM station be able to broadcast an
audio signal reaching up to 15 kHz. So
in order to avoid aliasing distortion, ev-
ery competently designed stereco-FM
transmitter has built-in low-pass filters
that chop off the high-frequency re-
sponse somewhere slightly below 19
kHz—usually in the range of 15 to 17
kHz. Ignoring the other factors for the
moment, the high-frequency loss pro-
duced by the filtering of the broadcast
signal can range from the subtle to the
inaudible, depending upon the quality
of the disc, the playback cartridges, the
listener’s speakers, the accuracy of the
de-emphasis network in the receiving
tuner, and so forth.

Far more important to listening qual-
ity than this bandwidth restriction is
the problem of multipath distortion.
Most people find it inconvenient or im-
practicable to install a highly direction-
al outdoor antenna with rotor and coax-
ial cable. Those who use the 300-ohm
twin-lead folded dipole often supplied
with tuners or receivers are usually not
getting the full low-distortion perfor-
mance their units are capable of simply
because of the multipath distortion
caused by inadequate antenna direc-
tivity and orientation. In fact, even
simple, easily reoriented ‘‘rabbit ears””
are preferable to a fixed dipole.

IF you are a critical listener, you have

IN addition, even the slightest mistun-
ing can make a considerable difference
in the distortion of a receiver. This is
one reason why some form of automat-
ic frequency control is appearing in
new and sophisticated forms in many
tuners and receivers. Together with a
proper antenna, it guarantees that you
will be reproducing the broadcast sig-
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nal as accurately as possible. And, for
the same reason, manufacturers are in-
creasingly turning to digital and crystal-
controlled tuning as well.

The Ratings Battle

But what about the real source of the
program, the broadcasting policies of
the station itself? In the past six or sev-
en years, FM has made the difficult
transition from a ‘‘class’’ to a ‘‘mass
audience. FM stations, as a group, are
at last making money, since the size of
the FM audience is finally comparable
to (perhaps even greater than) the AM
audience.

The amount of money that can be
made by an FM station depends on
what is knawn as the ‘‘book’—the sta-
tion’s ratings, as determined by a sta-
tistical samipling of the total potential
audience. Unsophisticated local adver-

.
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Th-e owner will be at a
commercial disadvantage
if his insistence on
broadcast quality shapes
his audience in such a
way that it is less
appealing to advertisers.”

N\ -

tisers can often be sold on the basis of
their “‘feelings’ about the station’s for-
mat and programming, or even by using
the old ‘‘support your local station’
ploy. National advertisers, however,
are a little harder to persuade. Air time
for commercials touting autos, airlines,
beer, and deodorants are bought by
hard-nosed media buyers in major ad-
vertising agencies, and the first thing
these buvers want to see 1is the
“‘book.”” They are primarily interested
in something called ‘‘demographics,””
how many people in each of a number
of categories (age, sex, income level) in
a given market area listen to the sta-
tion, during what time period—and for
how long before switching 1o another
station. Demographics, in short, means
all the statistical information that goes
into helping an advertiser decide just
where to spend his money. To both ad-
vertiser and broadcaster, FM is a high-
ly competitive business.

But what, you ask, does that have to
do with audio quality? Simply put, if
you are one of those owners who re-
gards a station as a ‘‘property”’ that is
designed, like shopping centers or steel

mills, to produce maximum profit, then
your attitude toward it is likely to be
quite different from that of another
owner who is interested in broadcast
quality, who considers that his license
iIs, in a way, a public trust. The first
owner. in the interest of increasing rat-
ings and bettering the appeal of his de-
mographics, will be willing to compro-
mise broadcast quality in order to reach
those goals. The second owner wili al-
most certainly be at a commercial dis-
advantage if his insistence on broad-
cast quality shapes his audience—in
both numbers and kind—in such a way
that it is less appealing to advertisers.

The effort to enhance ratings and
demographics  frequently involves
‘*equalizing’’ the original tonal balance
of the broadcast tapes or records for
greater ‘‘listenability,”” whatever that
may mean to the engineer inflicting it
on his listeners. Such tampering with
the signal is likely to make the station
sound crisper on car radios, table ra-
dios, and the ubiquitous portables, but
it can also make the signal unbearably
strident, piercing, and fatiguing when
heard on a high-quality home system.
Fortunately, this equalization can
sometimes be ‘‘undone’’ in the home—
if an octave-band equalizer is part of
your setup and you have the skill and
inclination to adjust it carefully.

Far more disturbing than equaliza-
tion, however, is the excessive use of
compression and limiting. Unless the
compressors or limiters are part of a
“‘complementary’’ noise-reduction sys-
tem (such as Dolby or dbx), the damage
they do cannot be effectively undone
by the listener at home. In addition,
broadcast compressors and limiters,
particularly those not designed to work
with each other, can cause an astonish-
ingly large number of offensive side
effects as they operate to make the pro-
gram sound ‘‘louder’’ by increasing the
average modulation level. These in-
clude “‘pumping’’ (a listener hears the
volume level constantly rising and fall-
ing), ‘‘breathing’’ (excessive and sud-
den amplification of tape hiss or sur-
face noise during quiet parts of the mu-
sic or during pauses), ‘‘hole-punching”’
(a loud transient, like a drum beat, is
followed by an instant of low volume
and then by another of higher volume),
or simply a general impression of
sonic unnaturalness or strain.

AFTER such a list of horrors, it may
come as a surprise that I, along with
many others working in the broadcast
field., feel that compression and limit-
ing, if applied correctly and in modera-
tion, can often increase FM listening
enjoyment even on quality component
systems. It is unfortunate for listeners

61



that in the early Sixties a line of com-

mercial compression/limiting equip-
ment for FM broadcasting was intro-
duced that became extremely popular—
and that it was capable of producing
absolutely hideous results if overdriven
or misadjusted. Much of today's preju-
dice against compression and limiting
can be blamed on this equipment, even
though it was in many ways a signifi-
cant improvement over preceding de-
signs. The list of compressor/limiter
sins against the signal include none
which cannot be dealt with by compe-
tent design and by restraint on the part
of station managers and operating engi-
neers. The use of 6 to 10 dB of com-
bined compression and limiting can be
made extremely subtle as far as its
effect on the ear is concerned. And
when the low-level passages in music
are increased in volume 6 to 10 dB they
can be heard much more comfortably
in an automobile (typically a very noisy
environment) as well as at moderate
volumes in the home.

Most people in the United States
play the radio as a background for oth-
er activities (Europeans, oddly enough,
tend to use their radios for serious lis-
tening far more than Americans do,
perhaps because records are compara-
tively so much more expensive there
than they are here). It is, of course, im-
portant to take this simple fact into ac-
count, and a sensitive broadcaster will
vary the amount of compression and
limiting according to the type of music
being played (more for obvious back-
ground music or Top-40 hits, less for
“‘album-oriented’’ rock or concert mu-
sic) and even according to the time of
day (more compression should be used
in daytime, when background listening
is likely to be the case, less in the eve-
ning. when concentrated, serious lis-
tening is going on).

Pre-emphasis “Curse”

Considerable concern has been ex-
pressed in recent years over the effects
of the 75-microsecond pre-emphasis re-
quired by the Federal Communications
Commission for all FM broadcasts. Ba-
sically, this means that stations are re-
quired by law to provide a specific tre-
bie boost before transmission; when
the complementary built-in treble
rolloff in the listener’s receiver restores
flat response, it simultaneously reduces
high-frequency transmission noise by
about 1 dB.

The problem is that in 1947, when the
rule was introduced, records and tapes
had very little high-frequency content

by today’s standards. The 75-
microsecond high-frequency boost
could therefore be accommodated

without overmodulating the transmitter
(which can cause interference with ad-
jacent stations and/or receiver distor-
tion). Unfortunately, today’s records
have so much high-frequency energy
that if they were to be broadcast ‘‘as
is.”” the 75-microsecond boost could
easily produce illegal overmodulation.
The broadcaster has three basic means
of dealing with this problem. The first
is simply turning down the overall level
(the average modulation) of his audio
signal to accommodate the greater
high-frequency energy. Because of in-
tense market competition, however,
most broadcasters would be appalled at
the prospect of (in their view) thus
emasculating the signal, of deliberately
making it less loud than that of their
competitors.

The second means of accommodat-
ing the treble boost is clipping. This is
similar to the clipping that takes place
in an overdriven amplifier, and it in-
volves chopping off the high-frequency
peaks that would otherwise cause over-
modulation. Like amplifier clipping,
this process can cause harmonic and in-
termodulation distortion, but the audi-
ble effect is not as severe because the
receiver’s subsequent de-emphasis of
the treble rolls off the spurious
high-frequency harmonics. Although
IM distortion is audible (the sound be-
comes rather ‘‘gritty’’) when clipping is
excessive, it is usually masked psy-
choacoustically if it is present to only a
moderate degree.

The third way of dealing with the
pre-emphasis problem is high-frequen-
cy limiting. This involves introducing a
dynamic high-frequency filter into the
audio chain. Unlike a scratch filter,
which has fixed characteristics, the dy-
namic high-frequency filter reacts to
the content of the program material:
when little high-frequency energy is
present, no filtering occurs; when large
amounts of high-frequency energy are
present, the filter cuts down on the
highs sufficiently to prevent transmitter
overmodulation. Although such limit-
ers don’t introduce audible harmonic or
IM distortion if properly designed, they
can cause audible dulling of the pro-
gram, particularly when they are the
sole means of overmodulation control.

These. then, are the problems of the
FM broadcaster who uses audio
processing. He walks a tightrope, bal-
ancing the audiophile’s concerns
against those of the larger audience
that listens on technically inferior

equipment. His signal must be loud
enough to compete with others on the
band, yet it must retain enough dynam-
ic range that musical values are not to-
tally destroyed. And he must do this
while looking over his shoulder at his
ratings and their effect, positive or neg-
ative, on his advertisers.

Is there a way out of this dilemma?
Fortunately, there is. Continuing re-
search in the area of broadcast equip-
ment and particularly into the design of
compressors and limiters has resulted
in equipment that offers exciting prom-
ise of improved FM-broadcast quality
for the Eighties (see accompanying box
on the Optimod-FM audio processing
system). It comes at a time when other
FM developments, in particular the
new Public Broadcasting Satellite pro-
gram, are about to add a whole new di-
mension to an activity that has fas-
cinated Americans for over half a cen-
tury now.

OPTIMOD-FM
AND DOLBY
PROCESSING

! ABOU'I' three years ago, Orban As-
sociates introduced a new FM au-
/ dia—pr_n:cessii\g unit designed to solve
many of the problems associited with
previous processing technigues. 'This
device, which is called Optimod-FM,
s, in effect, a complete system con-
taining the functions of five separale
~ devices: compressor, limiter, high-fre-
quency limiter.  clipper;. and stereo
multiplex generator. By using the sys-
tcms approach. the various functions
of all of these signal processors can be
optintized for maximum eflectiveness
and compatibility.

‘One particular aspect of the system
is worth noting: the available compres-
sion using Optimed-FM is limited 10 a

 maximum of 15 dB, which assures that
4 station cannot overgompress the pro-
gram. In addinon. careful psycho-
acoustical “tuning™ of the dynamic
characteristics of  the ' compressor/
limiter circuits virtually eliminate the
irritating andible effects that preju-
diced 'so many musically sensitive peo-
ple against audio compression in FM
broadcasting.

The pre-emphasis problem has been
dealt with by combining high-frequen-
cy limiting and clipping in such a way
as Lo exploit the advantages of both.
The high-frequency limiler is actually a
program-controlled,  variable-pre-em-
phasis filter followed by a clipper; the
filter applies only as much high-fre-
guency rolloff as is required to reduce

\e

STEREO REVIEW



The Outlook

The foregoing discussion has fo-
cused on signal processing at the sta-
tion, which is the single most important
factor in determining audio quality.
However, the recent availability of
broadcast-type (which is to say rugged
and rapid-start) turntables and phono
cartridges with superlative perfor-
mance, plus a general upgrading of
broadcast tape-cartridge performance,
and the general application of modern
low-noise, low-distortion electronics to
areas other than signal processing also
help the revolution along; the improve-
ments in these areas can easily be
heard on the air.

The broadcasting trade magazine
Broadcast  Management/Engineering
devoted a good part of its October 1977
issue to the article ‘‘Audio for the 80’s:
A New Standard of Quality,”” observ-
ing in its introduction that *‘audio qual-

ity will be pushed far upward in the
next few years at a rapid rate, an up-
grading on a scale unlike anything the
industry has known.’” After profiling
eight ‘‘big-time,”” quality-oriented FM
stations, the article went on to point
out that the broadcast hardware needed
for such an upgrading is now available
to those stations whose management is
willing to take advantage of it.

Two or three years ago it seemed
that many stations were finally realiz-
ing that better radio could improve rat-
ings. And the major myth brought over
from AM radio—that a louder signal,
regardless of quality, attracts more lis-
teners—appeared to be losing its
strength. However, even though per-
haps 50 per cent of the FM stations in
the United States broadcast with the
Optimod-FM system, over the past two
years there appears to have been sub-
stantial backshding toward the old AM
anything-for-ratings philosophy. The

loudness war has escalated, and quality
is once again being sacrificed in pursuit
of listeners—in many instances by add-
ing other compression devices ahead of
the Optimod-FM system. Since exces-
sive signal processing is now the rule in
many of the major market areas, the
audiophile, even with his sophisticated
and expensive state-of-the-art, digital-
synthesized FM tuner, is likely to be
listening to a signal very much inferior
to what is possible with current broad-
casting technology. This trend is bound
to reverse itself—but when? Is it too
much to hope that the new PBS satel-
lite facilities will have a salutary com-
petitive effect on the sound-quality pol-
icies of commercial broadcasting? ]

Robert Orban is chief engineer at Orban As-
sociates, Inc.; perhaps 50 per cent of the
FM radio stations in the United States use
products that are made by his company.

to inaudible levels the distortion intro-
duced by the clipper. The success of
this approach is immediately apparent
in the listening: program material is
dulled either not at all or only very
slightly, and the sound is clean, trans-
parent, and distortion-free. Without a
direct A/B comparison with the
source, moreover, the effect on the
highs is not likely to be noticed.

The stereo-multiplex generator sec-
tion of the Optimod-FM device is un-
conventional in that it returns to the
original idea of matrix generation of
the encoded stereo signal. In receivers,
matrix-type decoders have now been
universally supplanted by ‘‘switching”
decoders, and at the broadcast end
analogous ‘‘switching™ stereo genera-
tors have become almost as universal.
However. advances in circuit design
now permit improved high-frequency
separation using the matrix approach.
Optimod-FM  provides  separation
throughout the entire system (including
audio processing) that typically ex-
ceeds 60 dB at | kHz and approximate-
ly 50 dB evenat 15 kHz.

As most readers are probably aware.
the Dolby-B noise-reduction system
has been applied to the problem of 75-
microsecond pre-emphasis in broad-
casting. In this context, it can be con-
sidered a high-frequency compressor
with characteristics so chosen that
they can be precisely ‘‘undone’ in a
complementary manner with a Dolby
decoder at the listener’s receiver. At
the station, the transmitter pre-empha-
sis is reduced from 75 to 25 mi-
croseconds. which increases the
high-frequency power-handiing capa-
bility of the modulation system and
also makes the sound acceptable on

standard (75-microsecond) receivers
not equipped with Dolby-B decoders.
The Optimod-FM system used with
Dolby encoding provides a noise re-
duction of about 5 dB with a Dolby-
decoding receiver as compared with
normal (nen-Dolby) reception. And an
increase in high-frequency energy is
also heard on some program material in
comparison to a properly adjusted Op-
timod-FM  75-microsecond system
without Dolby encoding/decoding. Un-
fortunately, many stations find that
there is a price to be paid for the ad-
vantages of the Dolby-B FM system: if
the station’s signal has been com-
pressed to the point that the Dolby en-
coder (which operates on low-level
high frequencies) is never activated,
then listeners will hear a substantially
duller sound on non-Dolby receivers
than the sound of identical program
material not Dolby encoded. This situ-
ation has caused many broadcasters to
resist adoption of Dolby-FM broad-
casting, but this resistance can be ex-
pected to decrease when sufficient
numbers of Dolby-equipped receivers
exist to make Dolby listeners a signifi-

The only two controls readily available on the Optimod-FM unit’s front panel are a
stereo/mono toggle and a nine-position switch that selects the meter reading.‘J

—

cant portion of the total audience—
demographics rears its ugly head again!
Although it is ordinarily used with-
out compression, the Dolby-FM sys-
tem requires a ‘‘transmitter-protection
limiter™ to prevent operator error from
overmodulating the transmitter. Un-
fortunately, conventional limiters can
degrade the quality of the Dolby-FM
transmission. The Optimod-FM -unit
was designed (with the assistance of
Dolby Labs) to interface correctly with
a Dolby-FM broadcast encoder at the
broadcaster’s option. When Dolby is
employed with Optimod-FM, another 2
to 3 dB of noise reduction can be ob-
tained because the more precise over-
modulation control provided by Opti-
mod-FM permits a higher average level
without increased compression.

SOME broadecasters have incorrectly
perceived Optimod-FM and Dolby-FM
as rival systems. However, they do
different jobs and are perfectly com-
patible and complementary: using the
two together can result in optimum
noise reduction and optimum audio
quality. —R.O.
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IPR:
THE SOFTUIARE

By Eric Salzman

Do you know Alfredo Tucci’s Rato In-
teresso? No? The touching story is set
in the Italian quarter of Louisville (Ken-
tucky). Alfredo wants to buy wali-to-wall
carpeting for Angelina but can’t afford the
interest rate on the loan. Qutraged, Perugino
the carpet seller heads to Washington sing-
ing the famous ‘‘Businessman’s Lament’’
aria. There he meets his arch-rival Luigi,
president of World Wide Wallets of Geneva.
Perugino is afraid that if the interest rate
isn’t lowered his business will fail, but Luigi
telis the American ieaders that if they don’t
raise the interest rate the dollar will suffer
abroad. What a conflict! What lyricism,
what dramatic intensity!

If you happened to tune in to National
Public Radio’s All Things Considered one
afternoon a couple of months ago you would

IARDUIARE
By Robert Greene

WOUI_D you like to have high-quality

stereo-FM programs available to you
from any part of the country instead of just
your own locality? Until recently there was
not much chance of that, since FM signals
reach no further than “‘line-of-sight.”” Well.,
it’s going to be happening. perhaps by the
time you read this.

One of the organizations involved in the
new transmission system that is needed to
achieve long-distance FM is National Public
Radio (NPR). originators of noncommercial
radio broadcasts. NPR is to radio what PBS
(Public Broadcasting System) is to televi-
sion. and it is made up of a network of about
two hundred noncommercial radio stations
that provide a variety of programming to
their respective localities. Until now the
only interconnections have been via a nar-
row-band telephone line (voice-frequency
quality only, and used for news program-
ming), and the U.S. Postal Service (used to
mail tapes of other broadcast material
around the country).
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actually have heard this touching melo-
drama—not a joke at all, but an amusing and
effective way of illustrating a point about
the economy. It’s the sort of thing that Na-
tional Public Radio does and does well. This
opera parody on a news program is a per-
fectly sensible conjunction for a broadcast-
ing service that provides both culture and in-
formation in a creative way. Public radio is
the FM equivalent of public television, but,
with a fraction of the funds, it has far out-
stripped its more glamorous sister medium
in terms of liveliness and originality.

If this sounds like an unabashed plug for
public radio, it is. Don’t expect objectivity
in this corner. I’ve been working at National
Public Radio for the past two years, produc-
ing a variety of things from short commen-
taries to full-length original operas, and 1
like it. T had previously put in some of the
best years of my life—a good part of the
Sixties—as music director of one of the Pa-
cifica group of noncommercial, listener-sup-
ported radio stations (WBAI in New York),
and it was a very idealistic place. When [
left in 1972, Pacifica had begun a long, slow
decline, and I never expected to return to
broadcasting on a regular basis. But Nation-
al Public Radio has picked up the torch.

Public radio in this country is actually two
things. It is, first of all, almost a thousand
nonprofit FM stations scattered around the
country; their broadcast power ranges from

But in January 1979, the Federal Com-
munications Commission gave its approval
to NPR for another interconnection: the
linking of their stations via satellite. Con-
struction of the system began in May and
will take about one year to complete, though
partial service is scheduled (as of this writ-
ing) to be available about October 1. The
stations involved will be able to pick up not
only the “‘feed’” from the Main Origination
Terminal (MOT) in Bren Mar, Virginia {near
Washington), but also programs from fifteen
other NPR stations to be equipped as Re-
gional Origination Terminals in selected
cities coast-to-coast. Eventually. each NPR
station will be able (o choose the program it
wants from a wide variety of material from
all aver the country, not just a single pro-
gram as in current commercial radio and tel-
evision. The stations with satellite transmit-
ting capability (as well as the MOT in Vir-
ginia) are known as ‘‘uplinks.”” They will
not communicate directly with each other
but by a (very) long-distance microwave-
relay arrangement at the center of which is
Western Union Telegraph Company’s Wes-
tar I satellite.

One of the purposes of this system is im-
provement of the transmission quality of
NPR’s distribution to permit high-fidelity
transmission of mono and stereo (and per-
haps. in time, quad) programs to all stations;
the audio bandwidth of the system is 15,000
Hz throughout. It is estimated that the cost
of construction of the ground terminals and
MOT will be $18.2 million, the bulk of which
will be provided by the Corporation for Pub-
lic Broadcasting (CPB).
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5 or 10 watts to over 100,000 watts. Itis also
NPR, National Public Radio, a Washington-
based programming and coordinating agen-
cy supported mostly by tax dollars. About
230 stations qualify for NPR membership by
virtue of size. hours on the air, and profes-
sional staff. Public funding for these stations
and for NPR comes through the Corporation
for Public Broadcasting (CPB), which also
helps support public television and is in turn
funded by Congress. This complex and cost-
ly system was set up to minimize political in-
terference; both CPB and NPR are, in theo-
ry, private entities supported by public
funds. Clear?

CURloUSLY, this system has hamstrung
public television (which has no national pro-
gram service] but not radio. This has some-
thing to do with the general resurgence of
radio as an entertainment medium, but it is
also due to its far lower cost and to some en-
lightened direction from the top. Frank
Mankiewicz, author, journalist. former
Kennedy aide, and current president of
NPR, has a simple formula for making it
work: find talented, creative people and give
them elbow room. *‘I really do believe that
radio is the newer, younger medium today,”’
says Mankiewicz. ‘‘People with talent and
creative ideas about broadcasting come into
public radio because there isn’t any other
place for them to go.””

Terms of CPB’s seven-year contract with
Western Union for its satellite service call
for the use of two leased program channels
initially. Because the left and right sides of a
stereo program in this system are handled
separately rather than being multiplexed as
in standard broadcast practice (though actu-
al broadcasting will remain unchanged), this
means one stereo or two mono channels. By
the end of 1979 four channels should be op-
erational for four mono, two stereo, or one
quad transmission—or various combina-
tions of them. CPB also has options that
permit increasing the service to twelve or, if
the demand should warrant, twenty chan-
nels. Leasing of additional channels will
also be permitted by the contract should the
need arise. such as for special events, elec-
tions, and the like. One of the more interest-
ing opportunities presented by the new sys-
tem will be joint public-radio/public-televi-
sion simulcasts. The audio of many PBS tel-
evision programs will become available on
NPR in stereo and even, possibly, in a quad-
raphonic format.

The Westar I satellite is in orbit: a dis-
tance above the earth where the centrifugal
force of its own revolution about the earth is
exactly balanced by the pull of the earth’s
gravity. The satellite is in the plane of the
equator, and since at 22,300 miles distance it
revolves in the same 24-hour period as the
earth rotates, it remains fixed relative to the
earth, hanging over a geographic point so
that it can be used as a “‘platform’’ for a mi-
crowave repeater.

Because of the great distance involved,
noise becomes a serious problem. To cope

In mast parts of the world, all radio is
public radio—government owned and oper-
ated. And there was a time even in this
country when the question of private broad-
casting was in doubt; that old radical-social-
ist Herbert Hoover himself supported public
ownership of the air waves! In the end, how-
ever, there was only public regulation of pri-
vate enterprise; the government stayed out
of the broadcasting business. Nevertheless.
public radio in this country is almost as old
as broadcasting itself. Station WHA, still a
leader, was established at the University of
Wisconsin in 1919. To this day many, if not
most, of the public broadcasting stations are
university affiliated. ‘‘Educational broad-
casting’” is what it used to be called until the
late 1960s. That was when the Carnegie
Commission recommended that Congress
create the Corporation for Public Broad-
casting and get public radio and television
established on a national basis. Starting op-
erations in 1970. NPR is now producing be-
tween fifty and fifty-five hours of programs
a week, mostly distributed to member sta-
tions by phone lines or on tape. This system
will change dramatically in 1980 when the
whole public-radio system “‘goes satellite.”’

The heart of broadcasting is, of course,
programming—software, not hardware—
and the list of current and future offerings is
so impressive that it warrants a bit of time

(Continued overleaf)
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with it, special low-noise amplifiers and
companders providing about a 29-dB im-
provement in signal over noise have been
designed. It is expected that NPR will deliv-
er a high-quality signal with a signal-to-noise
ratio of at least 67 dB.

Each of the signals transmitted to the sat-
ellite will be on a carrier frequency of about
6 gHz (1 gigahertz = { billion hertz). The
satellite’s transponder receives the signal,
converts it to 4 gHz, and transmits it back to
earth. The program material is impressed on
the microwave carriers by ordinary frequen-
cy modulation.

The antenna used at each NPR ground
station will be a parabolic (dish) reflector
with a diameter of 4.5 meters. Specialized
isolation techniques permit using the same
antenna for both transmitting and receiving
purposes.

ENALLY. this system of broadcasting by
satellite will not be exclusive to National
Public Radio. As reported in STEREO RE-
view’s  ““Bulletin®®  in  August, station
WFMT in Chicago will be the first station to
have its entire program schedule distributed
nationally by satellite. The satellite in this
case is RCA’s Satcom I, and distribution is
being handled by United Video. Inc., of Tul-
sa, Oklahoma. The retransmitted signal will
not be going to local radio stations but to ca-
ble systems whose subscribers will have the
options of having their cable hooked up to
FM as well as TV receivers. Also planning
their own variations on this use of satellites
are the Mutual Broadcasting System, the AP
and UPI news services, and Muzak. ]
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NPR...

and space. Bestdes All Things Considered—
one and a half hours, on weekdays, an hour
on weekends, of literate, informative, enter-
taining news and features—NPR is about to
inaugurate a daily two-hour morning news
service. (NPR will also broadcast the
SALT-II ratification debates from the U.S.
Senate, only the second time radio broad-
casts have emanated from the floor of that
august chamber. The first? The Panama Ca-
nal treaty debates on—right—National Pub-
lic Radio.)

® Drama? Masterpiece Radio Theater, pro-
duced at WGBH in Boston, offers BBC and
original American productions. Earplay,
from Madison, Wisconsin, produces new
American plays, some of which have gone
from public radio to Broadway (Arthur Ko-
pit’s Wings, for example). There’s a story-
telling festival produced by WNYC in New
York and The Spider’s Web, a children’s
story series, from WGBH. But the most un-
likely project, and the one most likely to
gain national attention, is a thirteen-week
science-fiction series called—no kidding—
Star Wars. And it is no cheap rip-off: the
original movie people are involved in it in a
serious way. and so is the BBC, which has
put up half the money.

® Music? You bet. Some people think that
Jazz Alive with Billy Taylor is the best jazz
show in the country;it’s “‘live on tape,”” and
the current lineup includes Mel Tormé, Ger-
ry Mulligan, Max Roach, Archie Shepp, El-
vin Jones, and a host of younger talents.
Folk Festival USA similarly travels all over
the country finding performers and perfor-
mances to broadcast: the New Lost City
Ramblers, the Western Regional Folk Festi-
val, the Indiana Old Time Musicians Gather-
ing, the New Orleans Jazz and Heritage Fes-
tival, Stefan Grossman and John Ren-
bourne, the Arkansas Folk Festival, the
Chieftains, the Horseshoe Bend Biuegrass
Festival . . . well, you get the idea.

® Classical music? Of course. A large per-
centage of the public radio stations in this
country are essentially devoted to classical
music—"‘fine arts’’ stations, they like to call
themselves. Much of the local programming
is, of course, recorded music, but NPR’s
network programs are virtually all live on
tape. Here’s some of this season’s line-up:
The third complete San Francisco Opera
season broadcasts include a Gioconda with
Luciano Pavarotti and Renata Scotto (the
first time in these roles for both); a triple bill
consisting of Poulenc’s La Voix Humaine
with Magda Olivero, Dallapiccola’s Il Pri-
gioniero, and Puccini’s Gianni Schicchi with
Giuseppe Taddei; a Flying Dutchman with
Simon Estes; Rossini’s Tancredi with Mari-
lyn Horne; Roberto Devereux with Montser-
rat Caballé; a Forza del Destino with Leon-
tyne Price and Martti Talvela; a Cosi Fan
Tutte with Thomas Stewart and Pilar Loren-
gar; The Girl of the Golden West with Carol
Neblett and Placido Domingo; and an FElek-
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tra with Leonie Rysenek and Christa Lud-
wig. If all that isn’t enough, there will be
three productions of the Vienna Opera (the
Bernstein Fidelio and a Figaro and an
Ariadne directed by Karl Béhm) live from
the Kennedy Center.

Orchestral concerts include the Los An-
geles Philharmonic under Giulini, the Cin-
cinnati and Indianapolis Symphonies under
John Nelson, the Berlin Philharmonic under
Béhm, the Orchestre de la Suisse Romande
under Antal Dorati, the Berlin Radio Sym-
phony under Erich Leinsdorf, the Polish
Chamber Orchestra, and radio orchestras
from Stuttgart, Finland, Denmark, and the
Netherlands. There are recitals by Lazar
Berman, the Smetana Trio, the New York
Vocal Arts Ensemble, and the Concord
String Quartet (which will play all six quar-
tets of George Rochberg, including the three
written and named for the Concord). There
is a whole week of programming recorded in

Cuba in conjunction with the fifty-fifth anni-
versary of the Havana Philharmonic (now
known as the Orquesta Sinfénica Nacional
de Cuba). The American Music Sampler has
a series on the American popular song with
Alec Wilder and friends (they include Mabel
Mercer, Thelma Carpenter, Barbara Lea,
and the late Teddi King) as well as contem-
porary and avant-garde works by younger
composers. There are thirteen programs
about the concert guitar, with an impressive
list of performers, and both the Friedheim
and Rockefeiler Foundation competitions
(chamber-music composition and voice, re-
spectively) from Kennedy Center. And, oh
yes, two theater operas—Civilization and
Its Discontents and The Passion of Simple
Simon, both by Michael Sahi and Eric Salz-
man—especially realized for radio.

Not all of this, by any means, comes out
of central control. In fact, an increasing
amount of original programming comes
from member stations and is then distribut-
ed nationally by NPR in Washington. As
one might expect, a few of the more dynam-
ic stations around the country lead the way:
WGBH-FM in Boston (their radio is as good
as their television), KUSC at the University
of Southern California in Los Angeles, and
that old pioneer, WHA in Madison. New
York’s WNYC (AM and FM) is an interest-
ing case. One of the earliest public-radio sta-
tions {dating from the Twenties) and one of

the few to be affiliated with a municipality
instead of a university, WNYC had its hey-
day in the era of Mayor Fiorello La Guardia
and subsequently settled down to a pleas-
ant, innocuous senility. Now, however,
New York’s Mayor Koch has appointed
Mary Perot Nichols (formerly an editor at
the Village Voice) to revitalize the station. It
has become a full-fledged affiliate of Nation-
al Public Radio and is slowly but surely up-
grading its sound and its mission.

Any problems in paradise? A few. The
number-one problem is the usual one:
insufficient money. Unfortunately, public
radio and television must share the same
pie, and it isn’t very difficult to guess who
gets the bigger slice. NPR director Man-
kiewicz recently asked the Corporation for
Public Broadcasting for an extra $3.5 million
out of the public-television budget (public
radio gets a little over $30 million from CPB
as compared to more than $100 million for
the television system, which also gets anoth-
er $50 million from corporations and foun-
dations). He didn’t get it. And finances are
unlikely to get any easier in the next few
years with the whole NPR system bursting
at the seams. The solution is probably more
outside funding of the foundation/corpora-
tion sort.

THERE is often a dynamic in the develop-
ment of institutions that defies rational ex-
planation. Whatever the reason, there is an
unconstrained fieid for creativity and talent
in public radio right now that is exhilarating.
Interestingly, there is also a high level of au-
dience response. Meaningful figures on pub-
lic-radio listening are exceedingly difficult to
come by, though the numbers, already in the
millions, are certainly climbing. But public-
radio people from Mankiewicz on down re-
fuse to play the numbers game. Instead,
they point to a high level of listener re-
sponse: public-radio listeners are letter writ-
ers (I find it remarkable that they will take
the considerable trouble to find out who and
where to write to). People in public radio,
moreover, have a sense of mission. They
are interested in quality of listenership, not
quantity—at least not mere quantity. Fred
Calland, NPR’s chief classical-music guru,
has been at NPR from its inception; he is
also one of the system’s most popular pro-
grammers and the recipient of the (affection-
ate) title of Resident Smart-Ass. He likes to
point out that NPR exists not to make
money or to perpetuate itself, but only to
fulfill its mandate: ‘“You can say, ‘Hey, let’s
do a program of new works,” and you can go
and do it without having it okayed by
twenty-five executives, a board of directors,
and a listener survey. If everybody cared as
much about the construction of their souls
as they do about cozing at the armpits, we
would be in a golden age and wouldn’t have
to worry about public broadcasting. Until
that day, we have something to do.”’

Steve Rathe, executive producer of Jazz
Alive, Folk Festival USA, and the Sahl/Salz-
man operas, has a simpler view: ‘‘Mission,
hell! Working at NPR and in public radio has
been for me like living in a candy store.
Each time we finish a project, there are two
more sitting waiting on the next shelf.”’

There just aren’t very many workplaces
these days you can say that about. O
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burned down, Willie Nelson left

Nashville—to which he’d come in
1959—to return to his native Texas.
The way he tells it, nobody much
cared, certainly not RCA, his record
company at that time. He had made
eighteen or so albums, but he wasn’t
rich. The record company’s executives
seemed to have little faith in him as a
vocalist, feeling that his peculiar,
haunting baritone was just too alien to
the prevailingly smooth and sweet
““Nashville sound.”” Nelson wasn’t bit-
ter, but he was frustrated.

““These people had things goin® their
own way, and they were successful
doin’ it the way they were doin’ it,”” he
recounts. “‘Here I was, some upstart
from Texas come runnin’ up here, run-
nin’ around sayin’, ‘Well, this is the
way I want to do it.” I'd probably have
reacted the way they did. They didn’t
have any idea that I knew what I was
talkin’ about. I have no idea who they
were, really. They were always name-
less, always in New York or some-
where. There was a computer some-
where that hated me, I think!>’

Nelson had stuck it out for a long
time in Music City, playing bass for
Ray Price and watching the songs he
had written for himself—Crazy, Night
Life. Hello, Walls, and Funnv (How
Time Slips Away)—become major hits
for other artists. The money from song-
writing started rolling in, but as far as
performing was concerned it came
down to doing it Nashville’s way or
cutting out for Texas. There. even if he
didn’t make a million dollars. he could
do things his way. Nelson chose Texas,
and not even he knew that there was an
audience waiting for him, an audience
made up of hippies and rednecks, liber-
als and conservatives, oldsters and
youngsters bound together only by
their attraction to the curious and high-
ly personal blend of country, blues,
gospel. honky-tonk, Western, and Tex-
as swing that made up the music of Wil-
lie Nelson.

EIGHT years ago, when his house

A YEAR after he left Nashville, Nel-
son returned there to record ‘‘Yester-
day’s Wine,” a concept album he still
considers his best work. But RCA was
not able to market it successfully, so he
went to New York and Atlantic Rec-
ords to do ‘‘Shotgun Willie™” (1973) and

the critically acclaimed ‘‘Phases and

Stages™ (1974), which sold 400,000
copies. With that, Columbia Records
offered him a contract that gave him
just what he wanted: total artistic con-
trol. The result was ‘“‘Red Headed
Stranger.’’ the brilliant theme album of
love and murder. Columbia reportedly
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had reservations about the album’s
sparse instrumentation and wanted to
overdub strings, but Nelson reminded
them of the creative-control clause and
they did it his way. In the end, they had
a best seller on both the country and
rock charts, and the cult that had
sprung up in Texas (where Nelson wor-
shipers wore ‘‘Matthew, Mark, Luke
and Willie*® T-shirts and turned out
60,000 strong for his annual Fourth of
July picnics) began to spread. Sudden-
ly. the hottest things in country music
were Willie Nelson, the ‘“‘new breed”
of singer/songwriter, and what some-
one quickly termed the ‘‘Austin
Sound.”’

Wasn’t he just once, in all those
years of struggle, tempted to compro-
mise a little to get ahead? ““No,’” he an-
swers, ‘‘I can honestly say 1 wasn’t,
because 1 got mad somewhere along
the way and decided 1 would not do it,
and it got to be fun, not doin’ it. I
mean, not compromising got to be a
thing with me, maybe to the point
where we went overboard in the other
direction. We were doin’ okay, the way
we were goin’. We weren’t gettin’ rich,

LR}

but we were eatin’.

IF “‘Red Headed Stranger’’ was Nel-
son’s breakthrough album {a single
from it, Fred Rose’s Blue Eyes Crying
in the Ruain, became a freak hit), the
one that secured his superstardom was
RCA’s ““Wanted: The Outlaws,”” re-
leased in 1976. In addition to Nelson, it
featured Waylon Jennings. Jessi Colt-
er. and Tompall Glaser in what RCA
saw as a sampling of “*‘Nashville rebel”’
music. Although the company hoped it
would be a winner, nobody foresaw
what was to happen: ““Wanted: The
Outlaws’’ sold like Gatorade at a chili
cook-off, becoming the first country al-
bum ever to go platinum, selling more
than a million units. Nelson and Jen-
nings now had a new reputation to
maintain—that of hairy, rough-living,
hell-raising. dope-smoking rebels who
just coincidentally happened to have
refused to be told how to make music.
The myth took hold. Not only about
Jennings and Nelson but about the
Austin Sound. “‘I don’t believe in the
Austin myth,”” says Nelson. ““I don’t
believe the Nashville myth or the New
York myth. I think there are good mu-
sicians all over the world makin’ music.
Now. there might be some towns
where good musicians gather more
than they do in other towns. Austin is
that place. for sure. There’s probably
more good bands playing live music in
Austin than in any other city in the
country. The climate is good, the atti-
tude of the people is good, the attitude

toward strangers is good, and it’s just a
nice place to go. And about the ‘out-
law’ thing,”” he muses, “‘a lot of people
misinterpreted the label to start with—
or maybe they didn’t.”” He laughs. “‘I
don’t mind. It was funny then—it’s
funny now.”’

Funny or not, Nelson suddenly be-
came very salable. It’s no wonder,
then, that the powers that be became
apoplectic when their “‘outlaw’’ decid-
ed to record a gospel album, then a col-
lection of songs by the late Lefty Friz-
zell, and, finally, ‘“‘Stardust,’” an album
of pop standards that included, besides
the title song, Georgia on My Mind
tanother old Hoagy Carmichael hit),
Blue Skies, September Song, Moonlight
in Vermont—in all, Nelson’s ten favor-
ite boyhood songs. If Nashville
couldn’t figure out just what he was up
to, Nelson knew he was on safe
ground. He had become one of the few
artists whose following was so secure
that he could record virtually anything
and be assured it would do well. ‘“Star-
dust’ was no exception, and Nelson
had another platinum album.

““I never had any doubts about how it
would do,’” he relates, ‘‘because those
were songs that I’ve been doin’ for
people every night nearly all my life. |
knew that people liked 'em, and I knew
[ could do ‘Stardust’ and turn around
and do any kind of music. Those peo-
ple didn’t know whether the songs
were country or pop, because there had
never been such divisions in Texas.
They just knew they liked the music,
and they’d sit out there and drink a
beer and dance to Stardust or You Are
My Sunshine.

“When ] got into the record end of
the business, 1 found out they had mu-
sic sliced up into a bunch of different
categories. That was very confusing to
me—I had to start slicin® up what 1
knew: ‘Well, you can’t play this one,
‘cause it’s not country,’ or ‘You can’t
play that one, ’cause it’s not commer-
cial.” There’s a lot of people who still
live under the illusion that music is
sliced up, butit’s not. A ‘G’ isa ‘G.” A
quarter note is a quarter note. Whoev-
er’s doin’ it makes it different, I think."’

CERTAINLY that’s true of Nelson,
who has been credited with bridging
the gap between country and rock with
his progressive country style. ‘‘Well,
that’s a nice thought,”” he observes in
his ever-humble manner. ““Whetherit’s
true or not, I don’t know. I may have
been partly responsible, but there's
been guys doin’ it all along. When Leon
Russell came out with ‘Hank Wilson's
Back,’ that helped a lot too. There was
a lot of Leon Russell rock-and-roll fans
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who listened to country music for the
first time. Leon laid the groundwork
for guys like me.””

Nelson’s admiration for Russell be-
comes apparent when he discusses
their joint spring and summer tour and
*“‘One for the Road,’’ their recent dou-
ble album of—you guessed it—pop and
country standards.

““Leon and I have been friends for
yvears,”” he told me aboard his bus out-
side a Lexington, Kentucky, hall. “I'd
been trying to figure out a way to make
records with him for a long time. I final-
ly talked him into doin’ one with me.
Leon is just a genius, that’s all. We’ve
got a mutual admiration society goin’,
and I'm in awe every night of the
tour.”’

I—AST July Nelson took his plaintive
sound to Las Vegas to play Caesar’s
Palace. In his jeans, T-shirt, and pig-
tails, he might seem an unlikely candi-
date for Vegas, but he has been playing
the town for twenty years—and Tahoe
and Reno too. Does he appeal to the
same crowd that comes to see Anthony
Newley and Shecky Greene? “Or-
dinarily the people who go to the shows
out there are just vacationers,”” he an-
swers. “‘But it’s not just an old-peo-
ple’s hangout any more. I think a lot of
young people feel like they can go there
and have a good time, too.”’

The Las Vegas date was not the only
thing that interrupted Nelson’s con-
certs with Russell. Nelson has been in
and out of the recording studio, putting
finishing touches on his upcoming al-
bum of Kris Kristofferson songs. He
also recently cut some tunes with coun-
try great George Jones, who reportedly
opted for dubbing in his parts rather
than trying to keep up with Nelson’s
phrasing and his singing ahead of or be-
hind the beat, something he picked up
from the Sinatra records he listened to
while growing up. Still to come, Nelson
says, is a ‘“‘Son of Stardust’ album
with Booker T. Jones and ‘‘Pretty Pa-
per,”” a Christmas album. Then, too, he
hopes to finish another of his concept
albums, ‘“The Convict and the Rose.”’

Some have suggested that the reason
Nelson has relied so heavily on other
artists’ songs lately is that he suffers
from a severe writer’s block. Nelson
doesn’t exactly deny it.

“I go for a long time when I think,
‘Well, I'll never write nothin’ else. I’ve
written my last song.”’”’ He laughs.
‘““And then another idea will come

70

along. Sometimes I'll get on kicks and
write about only one thing. I got on
house songs for a long time. Every
song I'd write would be about a house.
Hello, Walls was one of 'em. You're
probably not familiar with the rest of
’em—Hello, Roof, Hello, Car. ... ButI
don’t worry about it when I don’t
write. Because I know eventually I'll
write.’’

In the unlikely event that Willie Nel-
son’s magic streak ends and the public
suddenly tires of him, he has another
career waiting in the wings. He’s just
completed his first movie role, as Rob-
ert Redford’s manager in The Electric
Horseman. Before it premiéres in De-
cember, Nelson should already have
begun shooting Sad Songs and

“. .. filming lasts maybe
“ten to twelve weeks . ..
- when we start this next
~movie, I'm planning on
~ playing on weekends sa
| won't have to go
three months without
‘playing some kind of
‘music. I'd go crazy.”

Waltzes, a film he describes as *‘just an
ol’ movie about a guy with a band on
the road.”” Next year, he hopes to do
another film, The Songwriter, but by
that time production should have start-
ed on the movie version of his ‘“‘Red
Headed Stranger.”” ‘I really had a
movie in mind from the beginning,”” he
says of the record album on which the
film is based. ‘I felt like I was writin’ a
soundtrack when I did it.”>

What kind of a job does Nelson think
he did on his first acting assignment?
““Oh, I thought I was good,” he says
quickly. ‘I thought I was real good.”
He breaks into an embarrassed laugh.
“‘No, I really did,”’ he adds. ‘‘It wasn’t
as hard physically as doing one-night-
ers. Only thing is, when you do the
shows, you get the audience response
immediately. You’ve got to wait a long
time on these movies, I found out.
Another bad thing is that filming lasts
maybe ten to twelve weeks. Durin’ that
time I don’t play as much, and I miss it
But when we start this next movie, I'm
plannin’ on playin’ on weekends sg I
won’t have to go three months without

playin’ some kind of music. I'd go
crazy.”’

With such heavy concentration on
films, Nelson is likely to be the target
for one of the criticisms leveled at his
good friend Kris Kristofferson—that
he has nurtured his movie career at the
expense of his music. ““Oh, I'm sure
I'll be criticized, whatever I do,’” says
Nelson. “‘But while they’re talkin’
about me, they’re lettin’ somebody else
rest. I just want to play cowboys, is all.
I’ve been wantin’ to be in the movies
ever since I saw Gene Autry in there,
singin’ and pickin’. And Roy Rogers
and all those guys—Don ‘Red’ Barry,
Lash LaRue. I guess I was like every
other kid. I wanted to be in the mov-
ies.”” But Nelson stresses he’s being
careful. “‘I gotta wait and see how I do
in this stuff. I'm gonna look at this first
movie, I think, before I get into the sec-
ond one. I’m kinda anxious to see how
they turn out.”’

ONE thing he’s not anxious about—
only excited—is the authorized biogra-
phy of him being written by Newsweek
columnist Pete Axthelm and possibly
to be turned into a film. With such good
fortune coming his way at last, perhaps
it’s not surprising that Nelson says he
can’t think of anything to do with his
life that he’s not already doing, except
maybe play some guitar with B. B.
King or record albums with Ray
Charles and Rita Coolidge.

Still, in the lulls between shows at
$50,000 a crack, does he ever think
back to the years when, instead of
owning homes in Austin, Aspen, and
Malibu, he was worried about the rent?
Can he remember playing bars so mean
that the owners strung chicken wire
across the bandstand to keep perform-
ers safe from flying beer bottles?

‘I think about those days when the
places were smaller and the crowds
were smaller and the reaction was
smaller,”” he says with a short laugh,
“but I don’t really want to go back.
And I wonder about why it all got so
big. I guess it’s because of the energy
from the young people. When that
much energy gets behind any project,
it’s got to skyrocket. And there’s mil-
lions of those kids out there who buy
records, and that audience all of a sud-
den became a country-music audience.
I don’t know why they chose me. I re-
ally don’t. But I'm not gonna question
it. I'm just gonna enjoy it.”’ ]

Alanna Nash, a country-music specialist, is
a regular critic on the Louisville Courier-
Journal. Her book on Dolly Parton, Dolly,
was published by Reed Books, Los Angeles.
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STEREO REVIEW’S SELECTION OF RECORDINGS OF SPECIAL MERIT

BEST OF THE MONTH

e Randy Newman’s Movie Music

F I think that Randy Newman is the

best songwriter of our time—and I
do—it’s not because I see him as the
modern representative of the great tra-
ditions of Franz Schubert or Hugo
Wolf, of Irving Berlin or Noél Coward,
but just because he does what he does
so well that I can’t think of anyone to-
day who writes any kind of songs bet-
ter. The slight negative element in that
praise can be ignored, but anyone who
gets the idea that I find something dif-
ferent about Newman'’s songs is on the
right track.

Musically, Newman’s songs have al-
most exclusively American roots: jazz,
rock, ragtime, barbershop, hymn
tunes, folk songs, parlor songs. spiritu-
als, blues, film music—you name it.
Their lyrics have American references:
slavery, gangs, middle America,
church, the circus, violence, perver-
sion, the movies, prejudice, nostalgia,
the common man (nice list, no?). This
they share with many other songs of
our time (popular, not classical). What
they share with a few other songs of our
time is artistic quality. But what they.
at least as a body, seem to share with
no other songs of our time is a kind of
theatrical objectivity, the ‘‘once-
removed’’ quality of the writer or
filmmaker who is less interested in ex-
pressing himself than he is in interpret-
ing his world. Newman’s songs are the
musical numbers for films that have
never been made.

The thing you have to ask yourself
with virtually any Randy Newman song
is, ““Who is singing?”’ Because it’s nev-
er Randy Newman who’s singing; it’s a
sick old man or a good ol’ boy, a hood
or a psychopath, a farmer or a politi-
cian, and, just once in a while, a singer-
songwriter whose name just happens to
be Randy Newman. And it’s the com-
bination of the character and the song
that creates the scene and makes the
whole thing meaningful. This is nothing
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new: it’s how opera is written and how
great musical shows are written. But
Newman’s ‘‘opera’ has never been
written in full; there are only these iso-
lated characters from the great human
comedy who appear to us for a few mo-
ments and sing us their songs. The
amazing thing about Newman is as
much the range of his understanding as
it is the consistency of his dramatic and
artistic success.

“‘Born Again,”’ his latest, shows the
same approach, but there are differ-
ences between this album and the other
recent ones. The comfortable nostalgic

K \S
“... It may not be

comfortable, but it's
art, and even if it
doesn' last for a
thousand years, it's
the best we've got now.”
N 4

glow of historical Americana is largely
absent here: there are no strings inthe
arrangements, no brass choir. no bar-
bershop harmonies, little, in fact, in the
way of real tunes. There is a synthesiz-
er on eight of the eleven numbers,
which will tell you something, because
it’s not in there just to perform as a
cheap substitute for strings. In general,

By —

RANDY NEWMAN: Born Again. Randy
Newman (vocals, piano, Fender Rhodes);
instrumental and vocal accompaniment. It’s
Money That I Love; The Story of a Rock and
Roll Band; Mr. Sheep; Pretty Boy: They Just
Got Married; Ghosts: Spies; The Girls in My
Life (Part I); Half a Man; William Brown;
Pants. WARNER Bros. HS 3346 $8.98,
W8 3346 $8.98, © W5 3346 $8.98.

this is an album of a more recent Amer-
ica than Newman usually interprets. It
is also a tough album—even, in places,
an exceedingly nasty one. Mr. Sheep,
for example, gives us a crowd of poten-
tial muggers taunting their victim, and
Pretty Boy the warnings of a local gang
to an outsider who has just invaded
their turf. The cinematic qualities of
these songs are almost palpable.

The ‘‘anthem™ of this album, the
Short People of it, the Rednecks of it, is
obviously intended to be It’s Money
That I Love—and that’s the ironic tie-
in to the “*Born Again’’ title and the
cover with Newman as an executive
with green dollar signs painted over his
eyes. Who’s singing that song? A lot of
us are today (‘‘Used to worry about the
poor/But I don’t worry anymore”’),
just as a lot of us, maybe not the same
ones, sang Rednecks and Short People.
But the anthem could also be the clos-
er, Pants (“*Gonna take off my
pants . . ./And your mama can’t stop
me/And your papa can’t stop me/And
the police can’t stop me/No one can
stop me’’), rendered by Newman in a
voice so patently psychopathic you
want to quick.throw a net over the
speaker. What would happen with that
as a single. blasted over a thousand ra-
dio stations a dozen times a day?

There’s a lot more on the album
that’s worth talking about; it’s easy to
run ofl at the mouth about Newman.
There are rock references and film ref-
erences. There's a sick-old-man song
(Ghosts), and an *‘old, old story”” song.
told with the kind of brutal matter-of-
factness that identifies people of the
““me’’ generation. And there’s one of
Newman’s typical paranoid songs,
Spies (““They even got ’em in Chica-
g0’"). Throughout, Newman performs
brilliantly. It may not be comfortable,
but it’s art, and even if it doesn’t last
for a thousand vyears, it’s the best
we've got now. —James Goodfriend

Continued overleaf p
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Cory Daye’s Solo:

An Engaging Album of
Uncommon Rhythmic and
Lyrical Freshness

”CORY AND ME’’ is a record album
of hard-to-describe richness. 1|
could start with the songs, I suppose: a
wonderfully mixed bag united by musi-
cal quality and a rhythmic and lyrical
freshness that is all too uncommon
these days. Take Wiggle and Giggle All
Night, for instance. This jazz-calypso
gem reworks the oldest theme (sex)
with stuff like this: “‘I met this crazy
guy from Texas/Said his father was a
Mexi-/Can, his mother was the purest
Cherokee./It was the little part of her in
him/That made him such an Indian,/
But he was all American to me.”” (Go
ahead, read it aloud; it’s wonderful!)

And I could move on to the arrange-
ments. Cory, her back-up boys and
girls, and the musicians mix it all up,
and it comes out fabulous. There’s scat
pitted against bebop, disco inflected
with jazz, and just plain musical excite-
ment, as in the sensational chorus of
Keep the Ball Rollin’. My favorite mo-
ment of all is the album’s disco single
Green Light. The song opens (and
closes) with the phrase ‘‘give him that,
give him that, give him that green
light”” sung almost subliminally below
the music and then gradually emerging
from the texture as the song opens up
wider and wider. This is pop music-
making of a high order, and terrific dis-
co as well.

Then there’s the engineering, the
best today’s technology can provide.
The music in ““Cory and Me”’ is com-
plex and layered, tr}e sound texture
varying all over the lot. Yet everything
is balanced, everything is hearable. But
mostly there is Cory Daye. She used to
be the lead vocalist in Dr. Buzzard’s
Savannah Dance Band (RCA AFLI-
2402), where she showed herself to be
an interesting, if oddball, singer. She
sings in this solo debut with wit, intelli-
gence, and skill, far surpassing her ear-
lier work with the Savannah Band. And
she did the vocal arrangements (the
instrumental arrangements are by Joe
Delia).

So Cory Daye has come up with one
of the year’s most engaging pop al-
bums. Disco fans may object to the
non-disco elements that run through it,
but there’s plenty for them to enjoy in
Green Light and Pow Wow. The rest
can celebrate the making of good, un-
pretentious, delightful music.

— Edward Buxbaum
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CORY DAYE: Cory and Me. Cory Daye (vo-
cals); vocal and instrumental accompani-
ment. Green Light; Pow Wow; Rhythm
Death; Wiggle and Giggle All Night; Rainy
Day Boy; Single Again; What Time Does the
Balloon Go Up; Be Bop Betty a/k/a Co Co
Ree; Keep the Ball Rollin’. NEw YORk IN-
TERNATIONAL BXL1-3408  $7.98,
BXS1-3408 $7.98, © BXK1-3408 $7.98.
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The Cleveland Quartet’s
Beethoven: Intensity,
Flexibility—and
Gorgeous Sound

THE Cleveland Quartet is now ten
years old and well established as a
quartet in the great tradition—maybe
even the quartet (pace Juilliard, pace
Tokyo). They have the solidity and vir-
tuosity of the modern style together
with a good head about the music and a

Cory DAYE: wit, intelligence, and skill (tat s Me at right)

willingness to let it be shaped—as it
should be—outside the strict demands
of the metronome.

One of the tragic things about classi-
cal music today is that we have almost
lost the traditional idea of ensemble, in
the sense that a rock group or a dance
or theater company, rehearsing and
performing together day after day,
week in, week out, becomes an ensem-
ble. The string quartet is the major ex-
ception, and groups such as the Cleve-
land, with their consummate ensemble,
deeply studied and deeply felt, are
therefore especially important in our
musical life. String quartets can actual-
ly play ensemble rubatos; they can
articulate together and create big, ex-
pressive forms out of shared ideas and
feelings. That’s what the Cleveland
does, anyway, and hats off to them!

It is a tribute to this still-young en-
semble that they have taken on the
Beethoven quartets slowly over the
years, spending months studying each
work and only gradually introducing
them into their performing repertoire.
Just recently they have rounded out
their Beethoven cycle in performance,
and they are now in the process of re-
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Until now, buying a fine audio sys-
tem hasn't been easy. You had to learn
abouf components. And take time to
match them for looks and for sound.

Sansui has changed all that.

Our expert engineers have used
advanced Sansui technologies to produce
anew series of Select Systems that give
you purest high fidelity with minimum fuss.

In our Select System 70, great
sound starts with the new R-70 receiver, as
versatile as it's easy to use. You can listen to
one music source at the same time as
you're taping something else. The bright
and precise LED displays help you find your
station quickly, and monitor both signal
strength and output power. The DC-Servo
amplifier section delivers lots of power, vir-
tually without distortion. And radio reception
of even the weakest stations is superb.

Sansui's new direct-drive automatic FR-D3
turntable tracks your records with unusual gre-
cision, and its controls are conveniently outside the
dustcover. The Dolbyized D-90 cassette deck,

& convenient front-loader, has bias and
EQ switches to match standard and high
perfermance fapes. And when you
connect it to atimer, it'll make
recordings while you're awaw.

To deliver the music, we've
provided a pair of our fine 3-way
acousfic suspension SPA-3700 speakers,
with great power and clarity over the entire
frequency spectrum and special controlsto
mafchthe soundto your listening environment.

Everything (except the speakers,
of ccurse) is conveniently mounted in a
handsome walnut veneer cabinet with
smoked glass doors, and plenty of
room for your records.

Ask your Sansui authorized deoler
0 show you the Select System 70 and the
other fine Systems, turntables and speakers
n the Selec line.

When your friends listen to the great
sound of your Sansui Select System, they/ii
wonder how you did it. Tell them it was easy —
with alittle help from another friend. Sonsw

SELECT SYSTEM 70
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Ferenc Berko

cording it. RCA’s new four-disc set—
the second of three such in progress—
comprises the three quartets commis-
sioned by Count Rasoumovsky, the
odd Op. 74, and the F Minor Quartet,
Op. 95, sometimes called (apparently
even by Beethoven himself) the ““Seri-
ous.”” One of the set’s outstanding fea-
tures is that the players take Beetho-
ven’s controversial metronome marks
seriously: indeed, the last movement of
their tour de force Third Rasoumovsky
must be heard to be believed. The be-
ginning of Op. 95 is almost as astonish-
ing (they don’t quite hit the prescribed
half-note = 92, and they let up on
tempo—in good romantic style—for
the contrasting material).

There’s a lot to praise here: big
phrases made out of articulations and
big, dramatic forms built up out of
phrases (and right from the top: listen
to the First Rasoumovsky’s opening
movement). Once in a while I found
myself actually wishing that the quartet
would stick their bows out even a little
further in matters of tempo variations,
rubato, and ritard, but perhaps the
more moderate choices are better for a
documentary medium like recording.
These performances are full of intensi-
ty and flexibility with never a hint of
self-indulgence. romantic excess, or,
for that matter, academicism or over-
study. The string sound is gorgeous and
beautifully recorded, although the

heavy-breathing level seems high even
for an intimate chamber-music record-
ing. Maybe it makes the recording
sound more Live or Sexier or some-
thing (didn’t they use to have a sepa-
rate mike to catch Glenn Gould’s sing-
ing?). Never mind; the real heavy
breathing is where it counts—in the
music. —Eric Salzman

BEETHOVEN: String Quartets: No. 7in F
Major, No. 8 in E Minor, and No. 9 in C Ma-
jor, Op. 59, Nos. 1-3 (“‘Rasoumovsky’’); No.
10 in E-flat Major, Op. 74 (“‘Harp*’); No. 11
in F Minor, Op. 95. Cleveland Quartet. RCA
ARL4-3070 four discs $31.92.

First Recording:
Richard Strauss’
Quicksilver Opera

Die Schweigsame Frau

RICHARD StrAUss began sketching
out his opera Die Schweigsame
Frau in 1932 while putting the finishing
touches on Arabella. Fired by a new li-
bretto submitted by the renowned au-

thor Stefan Zweig, he was eager to get
going on the fast-moving comedy
which had been freely adapted from
Ben Jonson’s Epicoene. Strauss had
every reason to believe that in Zweig
he had found an ideal replacement for
Hugo von Hofmannsthal, librettist for
six of his operas, who had died sudden-
ly in 1929. Zweig was not only skillful,
but deferential and accommodating as
well.

The opera was successfully present-
ed in Dresden in 1935, but by that time
the Nazis were in power. Zweig was a
Jew, and Strauss’ protestations were
useless: Die Schweigsame Frau was
banned after the second performance.
Details of the political events surround-
ing the premiére are interestingly set
forth in the annotations to the opera’s
long-delayed first recording on the An-
gel label, one which may help to fulfill
the prediction Strauss made to Zweig:
““You can rest assured, the opera will
be a total success, if perhaps only in
the twenty-first century.”’

Zweig’s libretto is a work of consid-
erable literary merit. Jonson's bawdy
tale was changed quite radically and
the action moved forward into the
eighteenth century, but much of its
salty language was retained. It bears
more than a casual resemblance to the
plot of Donizetti’s Don Pasquale: just
substitute Don Pasquale for the retired
Admiral Morosus, Ernesto for the dis-

THE CLEVELAND QUARTET:
the real heavy breathing
is in the music
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inherited and amorous nephew Henry,
Norina for Aminta, and Malatesta for
the Barber (shades of Beaumarchais!).
The deception practiced here on Moro-
sus, however, is more elaborate than
that suffered by Don Pasquale. Aminta
is an actress-singer—a member of a
touring opera company, in fact, for
whom play-acting is a professional
challenge. With the cooperation of her
colleagues, the ruse is played out on a
truly grand scale. Zweig’s text is rather
wordy (hardly a hindrance so far as
Strauss was concerned, for he was
used to Hofmannsthal’s verbosity), but
not really repetitious and certainly nev-
er dull.

Strauss was seventy when he wrote
Die Schweigsame Frau. He told Zweig,
““‘I am not blessed with long melodies
as Mozart was; I only get as far as short
themes. But what I do know is how to
turn a theme, paraphrase it, extract ev-
erything that is in it, and I believe no-
body today can do this as well as I
can.”” Indeed he could, and no one has
emerged in the past forty years to sur-
pass him at it. The melodies in this op-
era are shortwinded. Though they soar
hauntingly at times (notably in the lyri-
cal conclusion of ActIl), at others they
tease more than they delight. But the
music is endlessly inventive and kalei-
doscopically colorful, ranging from
typical ‘‘Straussian richness’ to a
chamber-music transparency recalling
Ariadne auf Naxos.

If Der Rosenkavalier is Strauss’ Fig-
aro and Die Frau ohne Schatten his
Zauberfléte, Die Schweigsame Frau
may safely be called his Cosi Fan Tutte
on the strength of its jewel-like, exqui-
sitely wrought ensembles. It is, a vir-
tuosic opera, and conductor Marek Ja-
nowski performs it in a virtuosic man-
ner, with precise execution dovetailing
countless delicate details. The ensem-
ble precision alone is a splendid
achievement for a score of such quick-
silver qualities.

The cast is, by and large, very good.
The role of Aminta calls for Zerbinet-
ta’s high tessitura and the kind of fanci-
fully embellished line of which Strauss
was perhaps a bit too fond. Jeanette
Scovotti’s voice seems limited in vol-
ume (or perhaps it is only distantly
miked), but she sings neatly and accu-
rately and portrays the character with
liveliness. The light tenor part of Henry
is also treacherously written, but Eber-
hard Biichner handies it well. Neither
Theo Adam (Morosus) nor Wolfgang
Schone (Barber) would win any bel
canto prizes, but both are outstanding
singing actors enjoying their parts to
the hilt. The part of Morosus, inciden-
tally, calls for a bass voice of excep-
tional extension; Adam manages its un-
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MAREK JANOWSKI:

reasonable demands creditably, low D-
flats and all.

The recorded repertoire has been
significantly enriched by the addition of
Die Schweigsame Frau—not a great
Richard Strauss opera, but certainly a
good one, and blessed with. possibly the
best libretto of the twentieth century.
Its author, a refugee from the Nazis,
died by his own hand in 1942.

—George Jellinek

RICHARD STRAUSS: Die Schweigsame
Frau (The Silent Woman). Theo Adam
(bass), Sir Morosus; Annelies Burmeister
(contralto), Housekeeper; Wolfgang Schone
(baritone), the Barber; Eberhard Biichner
(tenor), Henry Morosus; Jeanette Scovotti
(soprano), Aminta; Carola Nossek {so-
prano), Isotta; Trudeliese Schmidt (mezzo-
soprano), Carlotta; Kiaus Hirte (baritone),
Morbio; Werner Haseleu (bass), Vanozzi;
Helmut Berger-Tuna (bass), Farfallo. Cho-
rus of the Dresden State Opera; Dresden
State Orchestra, Marek Janowski cond. AN-
GEL SZCX-3867 three discs $27.94.

Maria Muldaur:
Artistically Red-hot
In an Album Worth
Shouting About

s of right now, Maria Muldaur is at
much the same point Linda Ron-
stadt was about five years ago: known
and respected within the profession it-
self, the heroine of a smallish group of
regular, record-buying admirers, but
still without the mass audience she de-
serves. This may all change, radically

precise execution by a virtuoso

and happily, with the release of ““‘Open
Your Eyes,”” her newest Warner Bros.
album.

Muldaur first came to attention more
than a few years ago when she sang
with the Kweskin Jug Band (Linda
started much, much further down with
something called the Stone Poneys),
and since going solo she has made sev-
eral albums that may have had some
dazzling single tracks—her one hit so
far has been the three-years-ago Mid-
night at the Oasis—but did not fully
reflect all sides of an elegant musical
talent. ““Open Your Eyes’” does, from
the deliberately and unselfconsciously
market-oriented title song (done with
the same dry humor and charm Art
Garfunkel showed in his recent ‘‘Fate
for Breakfast’” album), to a lovely and
rasping Lover Man, performed with a
bluesy, shaking-with-passion intensity
that might sound foolish coming from
any other contemporary pop singer, to
the let-it-all-hang-out nostalgia rock of
(No More) Dancin’ in the Streets. In
short, this album demonstrates that
Muldaur is—right here, right now—
artistically red-hot, and if she doesn’t
knock you down with her sensitive,
sensual reading of Birds Fly South
(When Winter Comes), with Stevie
Wonder playing superb harmonica as
he weaves in and out of a gorgeously
limpid arrangement by producers Pat-
rick Henderson and David Nichtern,
then you have no blood left in you and
you shouldn’t be listening to records
anyway.

Burning-question time: Has She Ar-
rived? Yes—and then some. Actually,
she made her big leap with Oasis, but it
hasn’t been until now that she’s given
us a complete album that can justifiably
be shouted about from beginning to
end. “‘Open Your Eyes’’ needs no spe-
cial Certificate of Approval to be en-
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to the
tonearm

The unicue Linatrack opto-elz=ronic servo drive swster in the ReVox turntable replaces
th= corventional tonearm. In -he -rue tangential -recking B790, the cartridge is lifled
and kewe-ed electrically, and grided laterally by ¢ beam of light on an overheac
tfrollev.

The revolutionary Lratrack cartridg= aarier eliminates the two major
problers of cenventional recerz players, angular ®acking error caused by the geometry
of the tz=nearm, and non-grocve-eompliance resulting f-om the moving mass of the
tonecnr. The ReVox B790 delivers much cleaner sosnd reproduction and its error proof’
sensirg system vyields greatly ext=nded playing life for soth the stylus and your
t-easwred reco-ds.

You =xpect accurate so=ed from ReVox cnd vou gef it with a quartz
aystcl controlled direct drive sevo motor like those used in the legendary
Studer =nd ReYox tape recorcers. You also get mary o-her niceties that are
cvailablz only on the ReVex B79D To experienze thase benefits, take
your favorite record to your ReVex dealer and ask %or a
Gcemanst-ation of the B790. Far camplete informarien and the
name of your riearest dealer, zizl= reader service

 number o- writ2 to us.

Studer R=Vex America, Inc., 1819 Broacway
Mashvillle, T2nnessee 37203 / (615) 329-3576

In Canzd= Sauder FeVox Canada, Ltd. ~
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Why do we rhake rﬁoré than one speaker?

Just about everyone who
recognizes the name Bose®
also knows the Bose® 901®
Direct/Reflecting® speaker
They know it as the very un-
conventional speaker that,
soon after its introduction,
became internationally the
most highly reviewed speaker
regardless of size or price. And
now, more than 300 design
improvements later, it is the
standard bearer for the state-
of-the-art in our technology.

So why do we manufacture
any other speakers? Because
we appreciate that not every-
one is able to acquire the 901
system as his first investment.
And we would like that invest-
ment to be in Bose. Toward
this end we have adopted a
definite design goal for each of
our speakers.

Our continuing goal for the 901
is to produce the best speaker
regardless of price and our ob-
jective for each of our other
speakers is to produce the
best speaker for its price. We
pursue these goals by identify-
ing three price points below
the 901 speaker and putting as
much of the 901 system tech-
nology into each design as the
price will allow. Each is a
Direct/Reflecting® speaker
and each offers a measure of
the spaciousness and clarity of
sound for which the 901
speaker has become famous.

The Model 601 ,
Direct/Reflecting® speaker is
simply the finest speaker we
know how to make using
woofers and tweeters (rather
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Alive performance

Bose Model 901 speaker

Bose Model 601 speaker

Bose Model 501 speaker

Bose Model 301 speaker
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than the more-expensive full-
range drivers used in the 901
speaker). In its elegant walnut
enclosure are two high-
performance woofers and four
tweeters, arranged to provide
that balance of reflected and
direct sound most suitable for
a floor-standing speaker.

The Model 501 :
Direct/Reflecting® speaker is
the Bose economy floor-
standing speaker. A long ex-
cursion 10" acoustic suspen-
sion woofer, two tweeters and
a control for directing the
energy from one of the
tweeters combine to provide a
speaker of exceptional value.

The Model 301
Direct/Reflecting® bookshelf
speaker represents one of our
most challenging designs. The
object was to provide a clear
and spacious musical sound
from an enclosure that fits
comfortably on a bookshelf.You
can imagine our pride when
an independent market survey
found the 301 to be the best
selling speaker in the U.S.A.

Whatever your price range, if
you cannot start with the best
speaker, you can own a sub-
stantial portion of the tech-
nology that makes it the best.
And you can own a measure of
the special performance
benefits that only a Bose
Direct/Reflecting® speaker

can provide.
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Better sound through research
Covered by patent ights issued and pending.




joyed; it is pure rambunctious delight,
overflowing with musicianship, an al-
bum that ought to please almost every-
one. Ronstadt’s eventual breakthrough
wasn’t any real surprise to anyone in
the business, and Maria Muldaur’s
new. firm-footed stardom won’t aston-
ish any of the sharper ears that have
been listening to and admiring her for
years either. So this is another of those
double-barreled successes: great ex-
pectations fulfilled for those who knew
it all along, and a real discovery for
those who didn’t. —Peter Reilly

MARIA MULDAUR: Open Your Eyes.
Maria Muldaur (vocals); instrumental ac-
companiment. Fall in Love Again: Finally
Made Love to a Man; Birds Fly South
(When Winter Comes): Heart of Fire; Lover
Man (Oh Where Can You Be); Open Your
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Eyes; (No Mare) Dancin’ in the Streets: Elo-
na; Clean Up Woman; Love Is Everything.
WARNER Bros. BSK 3305 $7.98, M8
3305 $7.98. © M5 3305 $7.98.

Realizing the

Fabulous Potential of
Digital Recording in
Moussorgsky’s Pictures

As a combination of spectacular rep-
ertoire-as-sound, superb perfor-
mances by a major American orches-
tra, first-rate interpretation, and true
loving care lavished on every stage of
the recording process from initial mi-
crophcne setup to finished disc. Tel-
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MARIA MULDAUR: great expectations fulﬁlléd

arc’s new digitally recorded Mous-
sorgsky disc comes the closest yet, in
my experience, to realizing the fabu-
lous potential of the latest recording
technology.

The disc starts off with the Night on
Bald . Mountain, actually a Rimsky-
Korsakov composition put together
from Moussorgsky materials. It’s a
good warmer-upper, but even in the
fine recorded performance it gets here
it does not quite prepare us for the per-
formance of the Pictures at an Exhibi-
tion (in Maurice Ravel’s arrangement)
that follows. To begin with, Ravel’s or-
chestration in this instance is far more
phonogenic than Rimsky’s. and from
the very opening Promenade state-
ment, one senses that things are really
going to go right. The microphoning
has clearly been arranged to capture

the sound of the Cleveland Orchestra
in its totality, yet without slighting de-
tail where it is needed. Further, and
most important, the recording ambi-
ance is ideal for the music: Cleveland’s
Masonic Auditorium, which, when
properly handled, is one of the finest
recording locales anywhere. As the
music progresses through the Grnomus
episode—violent contrasts of dynamics
and of frequency extremes from bass
drum to whipcrack—one is aware of
everything’s being exactly in place: ex-
cellent instrumental localization, solid
low-percussion transients, and a hand-
somely extended high end that allows
cymbals and snare drums to sound
freely with no ‘‘choking up.”’

Again, the quiet Iyricism of Il
Vecchio Castello offers opportunity to
appreciate how digital mastering, with
its absence of spurious background
noise. brings out the fine detail and sub-
tle differences in sonic perspective.
The evocation of children playing in

Tuileries comes off musically with the
greatest elegance, and the Bydlo cattle-
wagon episode. complete with first-rate
solo tuba, is almost palpably real as it
moves across the stereo stage and into
the distance. And as for the Chicks in
Their Shells, it is areal dazzler not only
for orchestral virtuosity but for its su-
perb sonics. In the Two Polish Jews
there is nary a trace of the pre-echo
that heralds. in most recordings. the
entrance of the domineering party. The
quarreling womenfolk in Limoges Mar-
ket Place fare especially well here by
virtue of conductor Lorin Maazel’s
flair for capturing Moussorgsky’s
speech rhythms. In Catacombs and the
Hut an Fowl's Legs, the most telling
parts are not so much the big bow-wow
bits as the quiet episodes that require
the most subtle orchestral coloration.
The concluding Great Gate of Kiev is
all one might expect, but with a signifi-
cant difference from most other inter-
pretations: Maazel takes a solemn rath-
er than a festive view of the music, as
though to remind us that Moussorgsky
did, after all. compose the work as a
memorial to his architect-painter friend
Victor Hartmann. All told. thisis in ev-
ery respect an exceptional sonic real-
ization of the Moussorgsky/Ravel Pic-
tures. The price tag is stiff, but perhaps
not too high for what may prove tobe a
historic disc, comparable in its way and
in its time to the one produced (and fea-
turing the same music) by Mercury in
Chicago’s Orchestra Hall nearly
twenty-nine years ago. —David Hall

MOUSSORGSKY: Pictures at an Exhibition
(arr. Ravel); A Night on Bald Mountain (arr.
Rimsky-Korsakov). Cleveland Orchestra,
Lorin Maazel cond. TeLarc (P 0042 $17.98.

Coaductor Lorin Maazel
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That’s the Jensen Car Stereo Triax° 11
That’s the thrill of being there.

Power is right! 100 watts! Now
all the energy and intensity that
went into the original performance
comes through the Jensen Triax II
3-way speaker.

This incredible 100 watt capa-
bility gives the Triax II an unparal-
leled clarity of sound throughout the
entire spectrum.

Check out what else the Triax II
has to offer.

Anewly designed 20 0z. magnet
structure coupled with a high tem-
perature, high power 114" voice coil
allows higher listening levels with
less distortion. And with the new
high power car stereo units avail-
able today, that’s important.

The Triax II is also fully com-
patible with the advanced bi-ampli-
fied power sources for outstanding
clarity and separation.

So go to the concert. Hear the
Jensen Triax II. That’s the thrill of
being there.

NSEN

SOUND LABORATORIES
Jensen Car Audio
4136 N. United Parkway
Schiller Park, Illinois 60176

CIRCLE NO. 39 ON READER SERVICE CARD

® “Triaxial” and “Triax” are registered trademasks
identifying the patented 3-way speaker systems of
Jensen Sound Laboratories. (U.S. Patent #4,122,315.)




CLASSICAL DISCS AND TAPES

Reviewed by RICHARD FREED ¢ DAVID HALL » GEORGE JELLINEK * PAUL KRESH

J. S. BACH: Chaconne (see Collections—
Michael Newman)

J. S. BACH: Six Sonatas for Violin and Harpsi-
chord (BWV 1014-1019). Henryk Szeryng (vi-
olin); Helmut Walcha (harpsichord). PaiLIPs
6768 029 two discs $19.96.

Performance. Lush
Recording: Perfection

Although it is modish today to prefer Bach
played on authentic instruments according to
historically correct performance practice, it is
refreshing to hear a fine violinist of the ro-
mantic school playing Bach according to his
own lights. Henryk Szeryng’s tone is lush, his
lines seamless and molded by dynamics rather
than articulation. It is exquisite playing no
matter how one looks at it.

The only difficulty with this type of violin
playing is that it is incompatible with the harp-
sichord. The rich violin tone obscures the
harpsichord sound. so that when the two in-
struments have equal lines, the harpsichord
can only shadow the violin. Also, the two in-
struments necessarily phrase differently. and
the difference is often jarring. There is no
such conflict. however. in movements where
the two instruments are given differentiated
material. In such cases (for instance, the first
movements of the B Minor and E Major So-
natas and the two slow movements of the
C Minor). the two musicians are free to ex-

Explanation of symbols:

® = open-reel stereo tape

= eight-track stereo cartridge
© = stereo cassette

[J = quadraphonic disc

D = digital-master recording
D = direct-to-disc recording

Monophonic recordings are indicated
by the symbol @

The first listing is the one reviewed;
other formats, if available, follow it.
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plore the natures of their respective instru-
ments and parts, which they do to ravishing
effect. In all, though, the Bach sonatas pose
all but insoluble problems of phrasing and bal-
ance performed as they are here. Szeryng
would probably be better served by a pianist
as partner, playing in the same romantic man-
ner. But that will not happen unti} we get over
some of our rigidity of thinking about perfor-
mance practice and give primary importance
to making music whatever the style. S.L.

BALAKIREV: Symphony No. 2, in D Minor.
GLAZOUNOV: Cortége Solennel, Op. 91.
Moscow Radio Symphony Orchestra, Gen-
nady Rozhdestvensky cond. CoLuUMBIA/
MELODIYA M 35155 $8.98.

Performance: Dedicated
Recording: Spacious

Mily Balakirev, though mentor to many other
composers, was fitful in his own productivity.
The 1860s saw initial versions of his most col-
orful and influential scores, but only after a
decade of coping with depression and reli-
gious obsession did he return to composing, at
first revising early works, then going on to
write solo-ptano works, a piano concerto, and
the Second Symphony. 1 have relistened to
the early pieces and to the two symphonies,
and I find myself somewhat less enthusiastic
about Balakirev as a symphonist than as a mu-
sical story teller with a flair for atmospheric
orchestral coloration, but there are spiendid
moments in all the works.

The D Minor Symphony gets off to an in-
triguing start with a first movement that al-
most anticipates the symphonic waltz manner
of Carl Nielsen’s Sinfonia Espansiva, but the
development of the material is not nearly so
organic. The Alla Cosacca scherzo was in-
tended originally for the First Symphony and
shows the composer at his colorful and bril-
liant best. The Romanza slow movement is
like second-drawer Tchaikovsky in sub-
stance; despite a couple of handsome cli-
maxes, it fails to ring true. The finale starts off
as a brilliant polonaise in the best festive tra-
dition, but the intrusion of the slow-move-
ment main theme turns out to be just that,

robbing the movement of cumulative impact.
In this 1973 recording, though, Gennady
Rozhdestvensky and his Moscow players
make the music sound perhaps better than it
is, aided by spacious and full-bodied sonics.
The Glazounov Cortége Solennel is an
effective ceremonial opus in Ye Olde Slavic
manner. The recorded performance here
sounds identical with that still available on
Melediya/Angel SR-40225 as a filler for the
Glazounov Scénes de Ballet. D.H.

BEETHOVEN: String Quartets: Nos. 7-9, Op.
59, Nos. 1-3; No. 10, Op. 74; No. 11, Op. 95
(see Best of the Month, page 74)

BEETHOVEN: Symphony No. 3, in E-flat Ma-
jor, Op. 55 (““Eroica’’). Los Angeles Philhar-
monic Orchestra, Carlo Maria Giulini cond.
DeuTsCHE GRAMMOPHON 2531 123 $9.98, ©
3301 123 $9.98.

Performance: Thoughtful
Recording: Very good

Having heard Giulini and his Los Angeles or-
chestra in a tensionless and thoroughly dispir-
iting Eroica in Washington last May, I was
not eager to hear their recording of the work.
The recording. however, gives a much happi-
er impression of both conductor and orches-
tra and a provocative one of the familiar sym-
phony itself. There is no aimlessness but a
reassuring precision in the playing and a simi-
larly reassuring feeling of forward thrust to
sustain Giulini’s unusually slow tempos. His
interpretation is indeed a ‘‘thoughtful”” one,
in sharp contrast to more overtly dramatic ap-
proaches. With both slow tempos and re-
peats, this is one of the longest Eroicas on
record. It may not register with a single hear-
ing. and even after a dozen it will not be ev-
eryone’s cup of tea, but it does have the ring
of sincerity (if not Ultimate Truth) and is not
marred by grotesqueries like those that dis-
figured Giulini’s recent Schubert recordings.
The first mevement runs more than twenty
minutes. and it is as free of histrionics as it is
unhurried. The Funeral March, extremely de-
liberate in pacing, is no ceremonial gesture
but an intensely personal one. with climaxes
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101 years after
Tchaikovsky
composed it,
Periman
recorded it with
The Philadelphia.
It was worth

the wait.

TCHAIKOVSKY

VIOLIN CONCERTQ
SERENADE MELANCOLIQUE

PERLMAN
THE PHILADELPHIA ORCHESTRA
ORMANDY

$Z-37640

. You undoubtedly already have
a recording of the Tchaikovsky
‘Violin Concerto. But. when you
hear this one, combining the joy
of Perlman and the wonder of
The Philadelphia under Ormandy;,
you'll probably agree you've
never really heard it before.

After a performance at the
Music Academy, James Felton
(The Philadelphia Bulletin) wrote,
"The exuberant and good-natured
Perlman gave us a performance
that bubbled, sang and swept its
way through every measure as if
the concerto had been custom-
made for him."

5Z-37560

ITZHAK PERLMAN-ENCORES
Wieniawski: Second Polonaise
briltante & Obertass
Vieuxtemps: Souvenir d Amérigue
{“Yankee Doodla”)

Foster Hiestez: Jeanrie with the
Light Brown Hair - & More

A companion release, Encores,
offers a delightful and all-new
program of timeless favorites.

The 1980s are indeed off to
a brilliant beginning.

Ask your record dealer for
the new brochure listing all of
Mr. Perlman'’s performances on
Angel Records.

that really work. The scherzo is very tidy but
rather dry, with dynamic contrasts that seem
a little self-conscious. Drama is unleashed,
rather unexpectedly, in the well-organized
finale, seen here not merely as a release of the
tension built up earlier but also as its logical
consequence.

I find myself responding more readily to the
more galvanic Eroica conducted by Wyn
Morris (Peters PLE-020), the still more dra-
matic new one by Karajan (Deutsche Gram-
mophon 2531 103), and the solid account by
Karl Bohm (DG 2530 437). But Giulini's ought
to be heard, and I suspect that collectors wheo
like to have more than a single version of such
“‘basic’” works will find a place for it. One re-
markable feature of the new disc is that the
Funeral March is unbroken, though the play-
ing time of the side is nearly thirty-eight min-
utes; the output level is low, but there is ne
appreciable distortion. The sound on both
sides is well up to DG’s current standards.

R.F.

BRAHMS: German Requiem, Op. 45; Varia-
tions on a Theme by Haydn, Op. 56a. Kiri Te
Kanawa (soprano); Bernd Weikl (baritone);
Chicago Symphony Chorus and Orchestra,
Georg Solti cond. LONDON OSA 12114 twe
discs $17.96.

Performance: Good to outstanding
Recording: Good, but lacks depth

When Georg Solti first recorded Brahms’ Ger-
man Requiem nearly twenty-five years ago.
during his tenure at the Frankfurt Opera,
Robert Shaw and the young Herbert von
Karajan were his only competition. Today
Schwann lists eight other versions, including
two by Karajan and the 1962 recording by
Otto Klemperer that for me still sets the inter-
pretive standard.

I was surprised to discover that in his new
recording Solti takes an even statelier view of
the music, the first and last movements espe-
cially, than did Klemperer, who was notori-
ous for his slow tempos. The monumental
movements come off best here, thanks to su-
perb choral work and highly effective pacing
and tempo contrast. Both the soloists are
good, but Bernd Weikl offers no match for
Dietrich Fischer-Dieskau’s eloquent delivery
of ““Herr, lehre doch mich’ in the Klemperer
recording, and Kiri Te Kanawa does not equal
Elisabeth Schwarzkopf in her prime. The new
release has a more full-bodied sound than the
Klemperer recording, the text is more intelli-
gible, and the chorus is well up front, but not
at the expense of orchestral balance. What is
missing, however, is the stereo depth per-
spective so evident in the older recording.

The filler side is the real gem of the album.
for Solti and his Chicagoans present the most
exciting and brilliant performance of the
Haydn Variations since the incomparable
1936 reading by Toscanini and the New York
Philharmonic. [ hope it will soon be available
as part of a single-disc pairing. D.H.

BRUCKNER: String Quintet in F Major.
WOLF: Italian Serenade. Enrique Santiago
(viola, in Bruckner); Melos Quartet. TURN-
AaBouT TVC 37005 $3.98.

Performance: Warmhearted
Recording: Good

This must have been the first recording the
Melos Quartet made, or at least the first is-
sued in this country; it was released more

L*

than ten years ago as Candide CE 31014, and I
regretted its later deletion because it was
quite the finest Bruckner quintet in stereo at
that time. Last year, however, London gave
us an attractive version of the quintet, togeth-
er with the Intermezzo in D Minor that
Bruckner composed as an alternative scherzo
for the work (using the same trio as the origi-
nal scherzo), played by the Vienna Philhar-
monia Quintet (STS-15400), and for the most
part I prefer the Viennese version. Both outer
movements of the quintet have a little more
solidity on London, and the tempo of the
scherzo is clearly too slow in the Melos per-
formance; the phrasing lacks point in that
movement, too, I'm afraid. But—and this is a
major reservation—the Turnabout team is
more persuasive in the adagio, which is quite
rightly considered the heart of the work.
Moreover, while the intermezzo has little
more than curiosity value to recommend it,
Wolf’s delightful Italian Serenade has a great
deal more, and it receives a first-class perfor-
mance here. Both discs are recorded well
enough (the Turnabout benefits from a slight
boost in the midrange) and both teams per-
form the original version of the last move-
ment of the quintet, which is more powerful
than the revised form in which we usually
hear it. R.F.

CHAVEZ: Piano Concerto. Maria Teresa
Rodriguez (piano); New Philharmonia Or-
chestra, Eduardo Mata cond. Preludes Nos. 1,
2, 5, 8, and 10. Maria Teresa Rodriguez (pi-
ano). RCA ARLI1-3341 $8.98, © ARKI1-3341
$8.98.

Performance: Good
Recording: Lacks space

I had high hopes that this new recording of the
Chavez Piano Concerto would be an improve-
ment over the 1964 Westminster issue with
Eugene List (who played the world premiére
in 1942 with the New York Philharmonic un-
der Mitropoulos) and the Vienna State Opera
Orchestra under the direction of the compos-
er. I was not happy with the sonics on that
disc and did not feel that the Vienna players
really had the music in their fingers. The RCA
performance with Mexican virtuoso Maria
Teresa Rodriguez and Mexican conductor
Eduardo Mata strikes me as sharper and more
sure-handed on all counts. But what is miss-
ing is the epical, almost Brahmsian dimension
(not style!) of the piece as I stili remember it
from the broadcast of the 1942 performance.
No doubt a more spacious acoustic envelope
would have accomplished just that, as well as
bringing more impact to the crucial orchestral
percussion. But Rodriguez and Mata do bring
a more convincing momentum to the intro-
duction than List and Chivez, and they are
somewhat more deliberate in the ensuing alle-
gro. Textures emerge with greater clarity in
the almost hieratic slow movement, with its
prominent role for the harp, and the finale is
cracklingly brilliant.

The five items from the 1937 set of preludes
emphasize for me the ‘‘Mexican Bartok” as-
pect of Chédvez, ranging as they do from the
austere No. 1 through the charming No. 5——
canonic in berceuse style—to the bracingly
motoric No. 10. Rodriguez’s pianism is im-
peccable in them.

We’re not likely to get another recording of
the Chivez Piano Concerto in the immediate
future, so if you’re convinced—as I am—of

(Continued on page 86)
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You could spend thousands of dollars
an your stz2reo system and still not
Liear its Zuil musical potent:al. That's
because all hi fi systems, even the
most sopaisticated, have one weak
link — the music source i*seif.
Ciyaamic range ithe difference
betweer: the loudest and cuietest
music passages) is onedf the primary
elements that creates twe power and
excitemant of a live performance.
Records (even digital and cirect-to-
disc), ore-recorded tapes and radio
broadcasts sound lifelzss n com-
parison because they'rs missing
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more than 1/3 of th:s vital dypamic
rangz. But add a dbx Dymamic Range
Zxpander to any system large or
small and the missing dyramics are
amazingly restored.

dbx cffers three stzte-of-the-art
exparders that let every szeveo sys-
zem ilex its musical musclzs. The
-BX, 2BX, 3BX Dynamic Rznge Ex-
anders provide as much as 2 50%
‘mprcvem=nt in dynamiz range, with
“he zdditienal benefit afud tc 20dB

" zeduction of backzrourd ncise. Any

modz! will let you enjoy all the music
you never heard from your record
and tape library.

Dcn't let the weak link make
your investment in a good stexreo sys-
temn wortaless. Visit your nearest dbx
dealer for a demonstration of the dbx
dynamiz range expander that best
fits your budget. Experience all the
emozionzl impact and rezlism that
was missing from your music. Rec-
ords. tapes and radio broadcasts
never sounded so good.

dtx, Incorporated, 71 Chapel St.,
Newzon, MA 02135, (617) 964-3210.
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ARTOK's Concerto for Orchestra is an ideal
B vehicle for RCA’s first classical digital re-
cording. The music abounds in those con-
trasts of timbre, texture, dynamics, line, and
rhythm that can, under the right production
conditions, display all the advantages of the
new system. But just how successful one
finds this release depends to some extent on
whether one prefers the super-real detail that
can result from an elaborate multimicro-
phone, multitrack recording setup and mix-
down or a more basic, ‘‘less is more’’ micro-
phone arrangement and minimal intervention
between the edited master tape and the final
transfer to analog disc.

In the RCA issue, which is excellently
pressed on distinctive red vinyl, it is the ele-
ment of exquisite detail that impresses me
most, with sharply defined localization and
handsome sonic framing of individual instru-
mental groups within the orchestra. The sec-
ond movement lends itself perfectly to .this
approach, and I don’t think I've ever heard a
more effective sonic realization anywhere of
this delightful music. As orchestral perfor-
mance, it is about the last word in elegance.
Also singularly striking is the spooky episode
that immediately precedes the final climax.
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Too often it emerges as a confused muddle,
but RCA’s twenty-six microphones and Eu-
gene Ormandy’s sovereign command over his
virtuoso players make every strand of texture
audible.

ON the minus side, what [ miss in Or-
mandy’s reading is a genuine sense of rhyth-
mic urgency in the end movements (except in
the very last pages) and the gut passion need-
ed to give the great slow movement its full
due. As for the recording itself, 1 find myself
wanting more of a sense of the orchestra as a
whole and not such a constant parade of al-
most intrusive detail. My bias being what it
is—in favor of having the conductor control
the balance rather than the engineering-pro-
duction staff—I find myself inclined toward
the view that the technical advantages of digi-
tal recording should lead us to more simplified
microphone setups rather than more complex
ones and hasten a return to the concept of the
conductor as the controlling force in what
emerges on the master tape. —David Hall

BARTOK: Concerto for Orchestra. Phila-
delphia Orchestra, Eugene Ormandy cond.
RCA (p ARC1-3421 $9.98.
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the importance of this piece and of Chéavez as
a creative figure, at least acquire this discasa
benchmark toward an eventual total realiza-
tion of this remarkable score. D.H.

COLERIDGE-TAYLOR: Twenty-four Negro
Melodies, Op. 59. STILL: Seven Traceries.
Frances Walker (piano). OrioN ORS 78305/6
two discs $15.96.

Performance: Taut, controlied
Recording: Very good

““What Brahms has done for the Hungarian
folk music, Dvofik for the Bohemian., and
Grieg for the Norwegian, I have tried to do
for these Negro Melodies.”” wrote Samuel
Coleridge-Taylor when these twenty-four
pieces were published in Londonin 1904. The
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son of a black doctor from Sierra Leone and a
white English mother, he was going on thirty
at the time and had already made a consider-
able reputation in Britain as conductor of the
Handel Society and composer of a cantata
based on Longfellow’s Hiawatha.

What Coleridge-Taylor actually tried to do
with these deft and subtle pieces, each a set of
variations following the statement of the orig-
inal melody, was to bring black music into the
drawing room. The first seven are based on
melodies from various parts of Africa, each,
in his own words, ‘“‘amplified, harmonized
and altered.”” The eighth takes off from the fa-
miliar West Indian dance The Bamboula, and
it is interesting to compare this composer’s
elegant, subdued treatment of the theme with
Gottschalk’s flamboyant setting. The rest of

the suite is based on American black spiritu-
als, some of them affectingly treated. all of
them inventively.

William Grant Still was born in 1895 and
died just last year. He studied under George
W. Chadwick and Edgard Varése after he
graduated from Oberlin College, but the
charming miniatures that make up Seven
Traceries sound as if they owe more to the
influences of Scriabin and Debussy. Still
wrote a great many stunning works in the last
half-century. but none more exquisite than
these. Out of the mists of the initial work,
called Cloud Cradles, emerges a series of deli-
cate and dreamy musical impressions, ending
with a brief “‘conversation piece, abounding
in pungent witticisms and clever satire.”” The
short suite is composed throughout with re-
markable skill and economy.

Frances Walker plays this music in a style
that is taut, reticent, and always under firm
control. The recording was sponsored by the
Theophilus-Rosa Foundation for Blacks in
the Fine Arts. P.K.

COPLAND: Symphony No. 3. Philharmonia
Orchestra, Aaron Copland cond. COLUMBIA
M 35113 $8.98.

Performance: Big
Recording: Superb

There have always seemed to be two Aaron
Coplands: the introverted composer of the Pi-
ano Variations and Inscape, and the extrovert
Copland of those outdoorsy, expansive, high-
spirited ballet scores for Rodeo and Billy the
Kid and the jazzy paces of the Piano Concer-
to. In the Third Symphony, written in 1942 on
a commission from the Koussevitzky Music
Foundation. the two Coplands seem to merge
into one. It is a big, ambitious piece—in part
because Koussevitzky, as Copland put it,
““liked music in the grand manner.”” When
Virgil Thomson reviewed the symphony in
1947, he said he was not convinced ‘‘that the
feelings expressed in the work are entirely
spontaneous and personal.”’ In an interview
with Philip Ramey three decades later (print-
ed with the notes for this album), Copland re-
plies: ‘““My friend Virgil has never been one
for the grand manner. He is, after all, an An-
glo-Saxon character from the Middle West,
and that’s a very different thing from coming
from a long line of Jewish prophets.’’

Grand and self-consciously prophetic in
tone as this symphony is, and despite the
curse of its unmistakably Forties sound, it
still sings today with considerable eloquence.
If it remains perhaps a bit too big for its
britches, it sounds more alive now than most
of the other music American composers were
turning out at the time it was written. The
Third Symphony has been recorded a number
of times by others, notably Bernstein and
Dorati, and once before by Copland, but nev-
er with such rich sound and superb control of
its varying moods and rhythms as in this new
version. The disc surfaces, incidentally, are
surprisingly clean for a U.S. pressing. P.K.

GLAZOUNOV: Cortége Solennel, Op. 91 (see
BALAKIREYV)

RECORDING OF SPECIAL MERIT

GRIEG: Ballade in G Minor, Op. 24; Four Al-
bum Leaves, Op. 28; Scenes from Folk Life,
Op. 19. Eva Knardahl (piano). Bis LP-110

(Continued on page 88)
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The Unique, New PRO-50 by Redlistic...only $79.95

The first headphones designed to reproduce
sound the way you would hear it af a live
performance. With the sterec image in front
of you. With natural, unexaggerated channel
separation and depth perception. But without
the bass boominess and rasonant peaks so
common in other headphones. Along with
exciting listening you get comfort, because
PRO-50 weighs a scant 10.4 ounces including
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response. PRO-50 has an audio range of
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$9.98 (from Qualiton Records. Ltd., 39-28
Crescent Street, Long Island City. N.Y.
11101).

Performance: Just right
Recording: Superb

Eva Knardahl has now passed the midpoint of
her projected twelve-dise survey of Grieg's
piano music, and this disc, Volume 7, strikes
me as the most satisfying so far. To say that
her handling of the big, sprawling Ballade is
“‘idiomatic’’ is not merely to suggest that she
makes this piece based on a Norwegian folk
song sound Norwegian to our North Ameri-
can ears, but also that she is deep inside the
personal idiom of Edvard Grieg. The drama
of each of the fourteen variations is realized

in full, and yet the sequence flows so seam-
lessly that it seems a single tale told in one ex-
pansively improvised phrase. The second of
the three Scenes from Folk Life (Folkelivsbild-
er) is ‘“The Bridal Procession Passes By,”
better known in Halvorsen’s orchestral set-
ting, for use in Peer Gynt, under the title
Norwegian Bridal Procession. Its predecessor
is a ““Mountain Dance’’ based on a folk tune
(Grieg accused Lalo of ‘‘theft’” when the tune
turned up in the latter’s Rapsodie Nor-
végienne, and long after they both died it
turned up yet again in Stravinsky's Four
Norwegian Moods); both pieces are cited in
the final portion of the last of the set, “‘Carni-
val Scene.”” This enchanting suite and the
four Albumblitter are brought to life here

Nobody can resist the power of

RUGGERO RAIMONDI
MOZART

ORCHESTRA AND CHORUS
OF THE PARIS OPERA

LORIN MAAZEL

3-RECORD SET

DON GIOVANNI

BERGANZA - TE KANAWA - MOSER
VAN DAM-KING-MACURDY-RIEGEL

Don Giovanni.
CBS Masterworks
presents a superb
new recording of
Mozart's great opera
Don Giovanni.

This specially boxed 3-record set features Ruggero Raimondi as Don
Giovanni and also stars Kiri Te Kanawa, Teresa Berganza, José Van Dam,
and Kenneth Riegel with the Orchestra and Chorus of the Paris Opera,

all under the direction of Lorin Maazel.

This production will soon be a major new film by Joseph Losey.

Listen to these other new vocal recordings:
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On CBS Masterworks Records and Tapes.

“CBS! “"Masterworks,’ are trademarks of CBS Inc. © 1979 CBS Inc.

*Not available on tape.

with the same sure instinct and sympathetic
involvement that make the Ballade so con-
vincing. Eva Knardahl finds Grieg’s pulsebeat
in every one of these pieces, and it must make
us wonder why such music hasn’t been part of
our ‘‘basic’” piano repertoire. The piano
sound is superb. R.F.

HANDEL.: Concerti Grossi, Op. 3, Nos. 1-6,
and Op. 6, Nos. 1-12. La Grande Ecurie et la
Chambre du Roy, Jean-Claude Malgoire
cond. ODYsSEY Y4 35234 four discs $15.98.

Performance: Solid
Recording: Good

Jean-Claude Malgoire’s reading of these
splendid works is tremendously satisfying; La
Grande Ecurie et la Chambre du Roy emits a
solid sound and plays in a sober fashion that
allows the music to stand on its own two feet.
The observance of Baroque performance
practice is evident in the minute articulations
and in the use of conventional rhythmic ob-
servations and added ornamentation, much of
which is very fine indeed. Some of the ap-
plication of these devices, however, might be
questioned. The use of double dotting in the
first movement of Op. 12, No. 6, transforms a
basically bel canto aria into a sort of French
overture, and in the Musette of the same work
it destroys the placid pastoral quality demand-
ed by the title of the movement. The détaché
bowings are generally effective, but there are
times (in the third movement of Op. 6, No. 11,
for example) when Handel’s lyricism cries
rather for a long, legato line.

It would be nice if Odyssey told us a little
more about the instruments used. La Grande
Ecurie usually uses authentic instruments, but
in this recording the instruments sound mod-
ern. Also, the soloists, who are very good,
should be credited. Nonetheless, if you don’t
already have a recording of Handel’s concerti
grossi, this is a good one at a reasonable price.

S.L.

RECORDING OF SPECIAL MERIT

HARRIS: Concerto for Amplified Piano,
Brass, String B , and Perc Johana
Harris (piano); members of the U.S. Air
Force Academy Band, Roy Harris cond. Toc-
cata for Organ and Brass; Chorale for Organ
and Brass; Fantasy for Organ, Brass, and Tim-
pani. Thomas Harmon (organ); UCLA Brass
Ensemble, James Westbrook cond. VARESE
SARABANDE VC 81085 $7.98.

Performance: Very fine
Recording: Very good

Among the key. musical experiences of my
adolescence was my exposure to the music of
Roy Harris via the Victor recording of When
Johnny Comes Marching Home by Eugene
Ormandy and the Minneapolis Symphony Or-
chestra. That and the other Harris works I
heard on disc or over the radio had a heady
rawness and a brawny strength I found wholly
exhilarating, and the advent of the Third Sym-
phony in 1938 se<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>