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The Fisher 500-TX
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tuning knob
ob§olete.
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Push-button electronic tuning without
moving parts is more convenient,more accurate,
and more foolproof than tuning by hand.

(No matter how many meters or scopes you use!)

If you saw Audio magazine's review of the
Fisher 500-TX 200-watt AM/FM-stereo receiver, you
may have been surprised, and maybe a bit confused,
by a statement that was made about our AutoScan®
electronic tuning.

We quote Audio: “AutoScan is probably more
accurate in tuning to center of desired channel than
can be accomplished manually.”

At this point in history, when other receivers are
offering two and three tuning meters, oscilloscopes,
words that light up, and various other devices to help
you tune in stations more accurately, we thought you
might like to know why we at Fisher are putting sim-
plified push-button tuning into all our best receivers.
And how our push-button tuning is more accurate
than anybody's manual tuning, including our own.

For the moment, disregard its convenience.

Diode tuning is dead-accurate, instantly.

AutoScan (as well as our Tune-O-Matic push-
button memory tuning) is a purely electronic tuning
system. There are no moving parts. Instead, devices
called varactor diodes are used to lock in stations at
their most powerful, most distortion-free tuning point.
We again quote Audio:

“Station lock-in is flawless. That is, when the
AutoScan stops on a station it stops on the exact ‘cen-
ter' of that channel.

“The photograph shows the detector ‘S’ curve
obtained using the AutoScan and letting it ‘home in’
on our signal. Note that it locked in on the precise
center of the curve. This test, by the way, is far more
severe than would be encountered in normal station
selection because of the extremes of modulation we
employed.”

Now comes the ques-
tion of how important this
degree of tuning accuracy is
to you. Can you hear it?

We believe you can.
There's a subtle distortion
that creeps into complex or-
chestral material, at every
volume level, when an FM station isn’t precisely tuned.
If you've ever tried to listen to an FM concert, and felt
somewhat unsatisfied with the sound as compared to
records or tape, it could be a tuning problem. No tuner
or receiver can be manually tuned as accurately as the

Fisher 500-TX (as well as the Fisher 450-T) with Auto-
Scan. Our engineers estimate that tuning accuracy

is at least ten times greater with AutoScan than with
manual tuning.

Also, AutoScan accuracy requires no warm-up.
Stations can be locked in instantly, as soon as the re-
ceiver is switched on. That's important, because even
some of the best manual tuning systems can’t be

tuned with reasonable accuracy until the circuits are
stabilized, after the tuner has been on for twenty min-
utes or so.

AutoScan is so automatic —does it take the fun

out of tuning?

Everyone who has ever used the AutoScan me-
chanism has found it to be a more enjoyable way to
tune than any other they've tried.

Here’s how AutoScan tuning is accomplished:

bt ot

Press one of the Auto- |
Scan buttons and you auto- £
matically bring in the next
station, right or left, on the =HEEE Rl e
dial. ( Even far-off stations that are marginal or com-
pletely impossible to tune in manually on other good
receivers, are brought in loud and clear, automatic-
ally, by AutoScan.) Keep your finger on“the button and
the AutoScan will scan the entire FM band, station by
station. There's nothing further for you to do but en-
joy the parade of perfectly tuned-in stations filing be-
fore you. Stop when you hear what you like.

For added convenience, a remote control option
is available. You can work the AutoScan from your
favorite chair.

Of course, for the psychological benefit of those
who still want to tune manually, the Fisher 500-TX
also has ultra-smooth flywheel tuning, complete with
an accurate tuning meter. And, in addition to Auto-
Scan automatic tuning, and manual tuning, the 500-
TX has still another tuning convenience called Tune-
0O-Matic®.

A button for each of your favorite FM stations.

Tune-0-Matic is an-
other form of diode tuning.
It has no moving parts, and
works completely electron-
ically, just like AutoScan.

However, Tune-0O-
Matic is actually a simple
computer with a memory. You program each of the
Tune-O-Matic push buttons with the frequency of a
favorite FM station. After that, you just push the but-
ton that corresponds to the station you want to hear,
and that station will be locked in immediately. Per-
fectly tuned to center-of-channel of course.

Tune-0-Matic push-buttons can be re-pro-
grammed (set for a different station) anytime, in a
matter of seconds.

Tune-O-Matic is also available in a lower-cost
Fisher receiver, the new Fisher 250-TX.

Fisher receivers pull in more stations than
equally sensitive, competitive receivers.

Why?

Open the flap for more information about all
the new Fisher receivers.
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throughout the entire funda-
mental frequency range.

XV-15
at 100% Music Power

With the Pickering XV-15 Cartridge You Get
100% Music Power —You Hear It All!

Only Pickering’s XV-15 series of cartridges features 100%
Music Power. With the Pickering, a harp sounds like a harp,
a trumpet has the biting sound that you expect from a brass
instrument, the flute has a rich romantic tone, the orchestra
is the full-throated instrument the composer called for.
So choose Pickering — and make the enjoyment of 100% Music

Power a part of your life.
PICKERING
For those who can [HEAR| the difference

THE NEW PICKERING XV-15/750E. PREMIER MODEL OF THE XV-15 SERIES. TRACKS AT Y2 TO 1 GRAM. DYNAMIC COUPLING FACTOR
OF 750 FOR USE IN FINEST TONEARMS. $60.00. OTHER XV-15 CARTRIDGES FROM $29.95. PICKERING & CO., PLAINVIEW, LI, N.Y.
CIRCLE 43 ON READER-SERVICE CARD
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A letter from the Editor

Karajan completes the Ring . . . Klemperer begins it?

Records for a critic's holiday

Only if it is not treated as a form of music

An enthusiast looks at musical parody

Some thoughts on Alan Curtis’ new recordings

Be=thoven, Schubert, and Schoenberg from Vermont

HF answers your more incisive questions

Dolby for home use . . . how long do tape heads last?
The latest in audio gear

BSR McDonald 300T Turntable

ADC 303AX Speaker System

Quad 33 Preamp and 303 Power Amp

Wollensak 4700 Cassette Recorder

What to know when shopping for a compact

George Movshon explains his center channel

A new quadriphonic world to conquer

{domeneo—Mozart's problem opera
Rarities from the Furtwangler archives s
Magda Olivero returns as Francesca da Rimini

Ivesian discoveries . . . Queen Elizabeth and Beverly Sills

Capsule wrap-ups of new releases

Monteux's complete Daphnis . . . Lily Pons retrospective
Re-exploring the Romantic past

Rock with the Airplane, Stones, and Byrds

QOtis Spann plays the blues . . . A jazz party at the Blue Angel

New York isn’t all that bad

An "‘at home'' shopping service

Published at Great Barrington, Mass. 01230 by Billboard Publications, tnc. Copyright ¢
9y Blilboard Publications, Inc. The design and Contents of High Fidelity Magazine are fully
grotected by copyright and must not be reproduced In any manner. Second-class postage
@8id at Great Barrington and at additional mailing offices. Authorized as second-class mail
a the Post Office Department, Ottawa and for payment of postage in cash. High Fidelity/

usical Amecica Edition is published monthly. Subscription in the U.S.A. and its Posses-
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sions, $12; elsewhere, $13. Subscription including Concert Artist Directory published in
Cecember, $17, In the U.S.A. and its Possessions; elsewhere, $18. Regular tssues $1.00 a
copy. National and other editions published monthly. Subscription in the U.S.A. and its
Possessions, $7; elsewhere, $8. Regufar issues 60¢ a Copy. Indexed In the Reader's Guide
% Periodical Literature. Current and back coples of High Fidetity and High Fidelity/
Musical America available on microfitm from Unlversity Microfilms, Ann Arbor. Mich
@gan 48106. Change of address notices and undelivered copies (Form 3579) should
be addressed to Wigh Fidelity, Subscription Department, 2160 Patterson Street, Cin-
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Ford, Rockefeller, and Acoustic Research

DEAR READER:

In the 1970 edition of the Musical America Directory (known to
insiders as MAD), Gene Bruck outlines the proposals he made on
commission to the Rockefeller Foundation regarding aid to composers
of scrious music. He mentions a series of surveys the Foundation
financed, which included a questionnaire and interviews with hundreds
of American composers. It should come as no surprise that almost to
a man they insisted on recordings as the most important channel of
their music’s dissemination. Neither publication nor live performance
could compare in the composers’ esteem and affection.

Thousands of contemporary recordings have of course been made,
though most arc now deleted. One of Bruck’s proposals in fact
suggested that a fund be established to finance an overrun of record-
ings of contemporary American composers’ works, to keep them avail-
able for at least twelve years (the time needed for colleges—the greatest
market for such esoteric material—to include them in their curricula).
Another suggestion would aid colleges in making and distributing their
own recordings—sort of an aural University Press—with the composers
themselves approving the quality of the performances.

Meanwhile Acoustic Research, the audio-equipment manufacturer,
has initiated its own program of aid to contemporary composers [see
“AR and the Now Composers,” News & Views, HF, November 1969}
by financing a recording project with an eye to broadcasting at least
a season of FM radio shows of new serious music.

Both the Rockefeller and AR plans call for a disinterested committee
of experts—fellow composers, college personnel, altruists—to deter-
mine what music gets recorded. In other words, theoretically the deci-
sion-makers have no personal financial stake in their decisions. Fine
and dandy. This has been the traditional stance of American charity.

Now along comes the Ford Foundation with a completely opposite
attitude. Let whoever has a financial stake in the music make the
decision. says Ford. That would be the publisher. Then let the
publisher interest a record company in recording the music, just as in
commercial recordings. In fact, lct it be a commercial recording. Ford
will help, to the tune of up to $7,500 per LP, for artists’ fees and studio
costs. But the record company will have to bear the cost of pressing,
distributing, and promoting the album. In order to ensure the publisher’s
financial commitment, he will have to really publish the work—not just
add a copyright notice and mail two Xeroxes plus a registration fee to
Washington, but go to the expense of printing copiecs and making
them publicly available. Thus. presumably. decisions will be made
with a market in mind, with the consumer rather than the insulated
producer eventually determining what music gets disseminated. The
Ford plan requires record companies to keep the recordings in their
catalogues for only two years, which might tend to discourage colleges
from including worthy though commercially unsuccessful works in their
courses, but otherwise I think the plan has exciting potential.

But if only Ford and Rockefeller had shared their thoughts!

Next month we will devote a major portion of HF to turntables
and record changers, surveying the field, giving shopping advice, and
pointing out THE CHALLENGE OF THE CHANGERS to the once
complete hegemony of the manual turntable in the quality field.
Also, since most of you have secen ads or demonstrations of record
players running upside down—to show how well the arm is baianced—
we will present a feature to tackle the question HOW IMPORTANT
IS A LEVEL TURNTABLE? The answer may surprise you. Qur main
music article will be the third part of our continuing Beethoven discog-
raphy, BEETHOVEN’S STRING QUARTETS, about which I will

have more to say in next month's letter.
W /I7M
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Therave reviews keep coming...

from the AMERICAN record guide, December 1969

An Equipment Review

By LARRY ZIDE

Bose 901 Speaker System

HERLE IS a great deal of advance
Tinterest in this report—and not
wirhout reason, as you will see.

Bose is a relatively new compaany, and
the 901 is its one and only product. This

ix o Ysvstem’ il every sense of the word,

because the nodel number actually -
cludes two speaker units plus an electromuc
control that goes between your preamip

and amp. (It can also be hooked up to

the tape wmonitoring circuits, and wil
provide switching for a tape recorder in

addition to fulfilling its own primary

functions. More about these presently.

I'he two speaker enclosures e marked
for left and right channels. \t first
slance vou might think that they are
ment for corner placement ouly, though
this is hardly the case. [hey are not very
large —ouly about 19" wide across the
flat front and 13" deep.

Yet inside cach box are mne small high-
quality speakers!  Light face the rear,
via the two faces of the pointed side.
‘I'he ninth faces forward, in the upper lett
of the left speaker and upper right of the

right speaker. T'he frequency spectrun

306

and strength are divided among the speak-
ers <o that each gets fundamentally the

same. The enclosure is intended to be

free-standing, some distance from a wall.
The eight rear speakers act as dispersers,
serving mostly to reflect sound from the
Only the ninth or forward speaker
sound, in particular for the
The net effect

wall.
localizes
poorly-retlected highs.
is intended to be an impression of wide
sound dispersion over a broad plane (as

in a concert hall) which nevertheless

preserves the localizing information of
sterco.

It works!
I'he Bose 901 is. indesl, one of the

finest speaker systems it has ever been my
pleasure to hear. [ have lived with it now
for several months, so that [ am quite
sure of what | sav. [ have long believed
i the value of wide sound dispersion, and
this system amply provides it
Dispersion notwithstanding, it is the
sound itself that remains  paramount.
The 901 is characteristically  smooth
iverything is simply there. At high fre-
quencies the car indecd tells you that the

The American Record Guide

Youcan hear the difference now.

— OSE.-

East Natick Industrial Park, Natick, Massachusetts 01760
CIRCLE 9 ON READER-SERVICE CARD

frequency is there, but vou do not have
any “beaming” effect as with direct
radiators. The bass is smooth down to
my room’s resonance at 3} Mz with a
smooth rolloft below. And therc'is usch;l
output to about 25 Hz, which is plenty
low enough. I
In part the 901 achieves jrs excellent
l»n§s respoie by means of a boost cir-
cutt in the control hox. ‘This places ar
enormous striain on a4 power ampliter ‘m}
marginal power. And 60 watts may prove
to be marginal' | would sy that to use
the Bose 901 at it= fyl) potential demands
an amplifier that can provide at Ie'\s-r ?IAD
or 60 watts af 50 Iz and belowe, | (~ th.
that \\'.ill cause you o hear s,om(; ..t;ldilwll:
l):?ss .(h&l'orrion cansed by rthe amplitier
clipping) at very high Listening levels in
large rooms. 1n anv case | ll!il;!\ that ‘-u‘
fine a speaker would he simplyv wasted on
amiplifiers that can provide onlv 20.253
watts per channel  d
Fhe  control D provides useln
degree of speaker tuning, 1t does serve
to compensate the speaker against room
acousucs, but it will do more, [f you have
bright (or dull cartridge and a rapc.r X
C(frtler that is flat, thev wil not sou LI-
.'l.!lke with equally good wmaterial II'Ilu-
high-frequency control can helu;'ul §
(subtly) boost or cur highs in ‘uchA L “f
as to er!ualin\ abright cartridge. l. h n;::
uscd.t'lns to compare nore accurately .rl
rel;mye sound of cartridges, and it is
elfective ' )
But back to the sonic quality per ¢
I would have expected that .| this *
flected sound might have 4 had elfect e
}le sharpness of  transients, Not ':"‘
[he 901 iﬁ quile crisp inits attacks \\'helll;
the music stops, so does the i)(‘.l.| er
But you really have to hear miusic lr:)m.
the best sources (such as master tape:
to .‘lpprcci.tle all the virtues of this elxllr::
or(lnmry system.  [rue, at a pru:L- ‘l'
$476.00 for the pair its virtues may u(())c
I)cj for everyone. \nd perhaps [-h '
failed (I suspect that I have failed) to ::'e
a clear picture of its special quulifieL
I urge that you listen for yourself :I
.thmk.you will have to agree that Bosc‘has
in a single giant step, produced one of lhc:
finest speaker systems ever made.

December, 1969
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THE LITTLE
PERFECTIONIST.
ONLY $100.

Not all records are created equal. And
now Audio Dynamics has done some-
thing about it. We've hand-crafted the
world's only 3 stylus cartridge. It allows
you to custom match the cartridge to
each record in your collection, simply by
selecting the optimum stylus assembly.

The ADC 25 represents the “state of
the art”—the ultimate refinement of
Audio Dynamics' induced magnet
principle.

With all this, the ADC 25 naturally
costs a little more than most other
cartridges, but for audiophiles $100.00
is a small price to pay for perfection.

If money is an object, buy the ADC 26.
It is the same cartridge, but with one
elliptical stylus. You can always add one
or both of the other 2 styli later.

SPECIFICATIONS
ADC 25 STEREOQ PICKUP SYSTEM with
GRAIN ORIENTED DIAMOND STYLUS*
Type . .. Induced magnet
Sensitivity . .. 4 mv at 5.5 cms/sec.
recorded velocity

Tracking force range ... Y2 gram to
1Y grams

Frequency response .. . 10 Hz to
24,000 Hz = 2 db

Channel separation . .. 30 db from 50
Hz to 10 KC

20 db from 12,000 Hz to 24,000 Hz [
Compliance . .. 40 x 10-* cms/dyne
Vertical tracking angle . .. 15 degrees [

Recommended load impedance
47,000 nominal ohms |

Price . .. $100.00 suggested resale
Rezpslacement Styli.. =251, #252,
=253

“For substantially increased stylus life

AUDIO
DYNAMICS

CORPORATION

| PICKETT DISTRICT ROAD,
NEW MILFORD, CONNECTICUT 06776

AUDIO FOR
AUDIOPHILES |

CIRCLE 6 ON READER SERVICE CARD

letters

New York Lives

Gene Lees would have the naive be-
lieve that culture in New York is dead
["New York City—R.1.LP.;” November
1969], and cites the following as evi-
dence: 1) the record industry has left:
2) so have Johnny Mandel, Henry Man-
cini, and Antonio Carlos Jobim: 3)
Broadway is dying: 4) live juzz is dead:
5) you can’t get a ticket to the Met:
6) the “heart of the city,” including
restaurants, bars, music shops, and re-
cording studios, has been torn down,

I haven't mentioned Mr, Lees’s clever
remarks about the telephone system, the
traffic situation, etc., because [ can't
imagine these as being relevant to any-
one's (even Mr. Lees’s) definition of
culture. True, if you share Mr. Lees's
extraordinarily narrow view of what con-
stitutes “culture” in New York, then
you can go off to Detroit or Miami
(the latter “swings hard™) and groove.
Most of us, however, are remaining in
New York and loving it.

New York is the undisputed world
center of art and dance. Now [ know
HF is a music magazine, but if Mr.

Lees can include restaurants and Broad-
way in his definition of culture. then 1
think I can include art and dance in
mine. There is more symphonic music
offered in New York than in any other
city in the United States (probably the
world). Some of us, believe it or not,
prefer a live concert to records. Be-
sides. can’t Mr. Lees also hear his jazz
and Henry Mancini on dis¢c “a hundred
miles out in the bush?” True, it's diffi-
cult to get tickets for the Metropolitan
Opera. But if you're an opera nut, you
might wait in line, or, heaven forbid,
step next door to the City Opera, or hop
on the subway and hear the Amato
Opera in Brooklyn, or go to Juilliard,
or. . . . Yes. Broadway is dying. lLong
live the Off-Broadway of Joseph Papp’s
Public Theater, of Circle in the Square,
and numerous others.

In short, there’s more culture in the
two square blocks of Lincoln Center (the
real cultural heart of the city—not be-
cause of its “palaces,” but becausc of
the terrific things going on within them)
than in all the citiecs Mr. Lees mentions
put together.

Mr. Lees needs to open his cyes and
cars to some of the other arts, not just
the “pop"” arts he scems to think con-
stitute the cultural life of New York.
Maybe then he wouldnt find the city
such a dull place after all.

Andrew Beecher
New York, N.Y.

Thanks From a Former Prisoner

It is now several months since I re-
twrned to Berlin, and 1 am gradually
reading all the documents of assistance
and friendship which contributed so
much to help me during those difficult

www americanradiohistorv com

months in prison. I came upon the De-
cember 1968 issue of HiGH FieLITY
with your kind article [*New Hope for
Isang Yun”]. and I should like 1o thank
you very sincerely: I am quite convinced
that the many voices from the free
world helped to save me from a hard
and undeserved fate.

The only way for me to show my
gratitude is to go on working as a com-
poser, hoping that I may succeed and
s0 to prove my good will to all those
who were kind and faithfu! to me.

Isang Yun
Berlin, Germany

Poor Man's Opera

Elizabeth  Bessaraboff's “Poor Man's
Glossary of Musical Terms™ [“Letters,”
October 1969] has inspired me to sub-
mit a list of operatic puns.
Ernani—What Mary Poppins was o
little Jane.
Un Ballo in
Rubenstein bash.
Die Frau ohne Schatten—Margo Lane
splits with Lamont Cranston.
Nabucco—Acronym for the National
Bucket Company.
Carmen—Henry Ford,
et al.
Aida—Cannibal’s repast.
Gotterdimmerung—A house painter’s
first words after a two-story fall.
Thais—What one does to shoelaces.
Love for Three Oranges—What one
gets in a glass of Tropicana O.J.
Boris Godunov—The verdict offered
by the Boyars in turning down the false
Dmitri.
La Bohéme—Or how the Albert clar-
inet system vanished.

maschera—A Helena

Barney Oids,

Mcelvin Rosenberg
Roslyn, N.Y.

Mabhler's Tenth

While 1 share Robert C. Marsh’s high
opinion of the new Kubelik recordings
of Mabhler's Sixth and Tenth Symphonies
|[December 1969], 1 must object to his
apparently innocent statement that “the
text of the Tenth Symphony played here
is. of course, the old one . . .” Which
“old one?”

There is a score, published by Associ-
ated Music Publishers, of two move-
ments (the same opening movement
Kubelik plays, and a demonic scherzo).
This score “reads” like the one used by
George Szell in his Cleveland recording
for Epic. 1t is not, apparently, the edi-
tion used by Kubelik, whose perform-
ance differs from it in the following
ways: 1) the first violins play the
fifth and sixth bars after No. | an octave
lower than the score indicates; 2) an
A sharp rather than F sharp is played
in the first violin melody two bars after
No. §: 3) wind parts arc omitted in bar

Continued on page 10
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The AR-2aX:

an evolutionary
new speaker
system.

1970 AR-2a*

The AR-2 series of speaker systems made by Acoustic Research has
1964 AR-2a* long been considered a standard of high-fidelity performance where
cost requirements made technical compromise necessary. The best
speaker system in the series, the AR-2a*, was the result of a series of
refinements of the original AR-2. The most important such change has
probably been the conversion of the older unit to a three-way system.

Now, the AR-2a* has been changed to incorporate the same two

1959 AR-2a speakers as are used in the AR-5 for reproduction of the lowest and
highest frequencies (the AR-2a* midrange speaker remains the same).
Both of the new speakers are among those most recently designed at
Acoustic Research.

The high-frequercy unit is the same miniature hemispherical device
— asis usedin the AR-5 and AR-3a, and is only 3-inch in diameter.
1958 AR-2 Itis the best high-frequency speaker we know how to make. The
low-frequency speaker cone uses a newly developed material and
process of manutacture which make its absorption of high frequencies
very high, suppressing a form of coloration frequently found in
conventional cones its size. The circular suspension ring around the
cone is also of a new material, silent and highly stable. The voice-coil
is a new high-temperature design, triple-insulated and wound on a
form of Dupont Nomex.

We believe that the AR-2a* is now equal or superior to any
commercially produced speaker system except the AR-5 and AR-3a.
We base this judgment on its lack of distortion, wide bandwidth,
reliability and uniformity of both on-axis and total energy radiation.

Detailed measured performance data for the AR-2a* is available on
request, as is the new AR catalog.

Acoustic Research, Inc.
24 Thorndike Street, Cambridge, Massachusetts 02141
CIRCLE 2 ON READER-SERVICE CARD
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ROBERTS

“Welcome
to Japan'”

e 4

\

&

. Fabulous All-Expense

Someone’s going to win. It might
as well be you! Two weeks of fun and excitement
as ROBERTS guests, exploring the most ancient and

most modern of lands . . . Japan! You'll tour

the incredible Expo ‘70 with its mile-long Festival Plaza,

its striking Theme Towers depicting ‘‘Progress and

Harmony'’, and its international exhibits from 70 countries the
world over. You'll visit ancient cities . . . sacred temples . ..

...Plus 40 Professional ROBERTS Tape

iY¥ 4
l"" ﬂ""
io &7

814y

1—ROBERTS 778X 1—ROBERTS 1725-8L 1) 2—ROBERTS 771X 2—ROBERTS 610X
the amazing cartridge-and-reel 22.000-cycle the only Cross
combination reel- stereo tape recorder Cross Field Stereo, Field Stereo battery/
and-cartridge tape with 18,000-cycle 4.speed operatiort AC portable recorder;
recorder with Cross range: flawless including 1% ips; plays or records 25
Field Head featuring stereo FM recording; sound-on-sound: hours on one 7" reel;
the new One Micron 2-speed operation: electrically switched 4-speed operation;
Gap Record Head for and 2 stereo mikes. hysteresis-syrrchron- new brushless DC
super fidelity The recorder of ous motor; 2 built-in micro-motor;
cartridge recording. tomorrow. extended range automatic record
speakers. level.

ENTER ROBERTS “WIN A TRIP TO JAPAN—EXPO '70"
ENTERY BLANKS AVAILABLE AT

CIRCLE 51 ON READER-SERVICE CARD
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FEBRUARY 1 thru JUNE 15, 1970

A ——

serenely beautiful gardens. You'll
ride the world’s fastest train . . . shop for bargains
along the Ginza . .

live in Oriental splendor in the finest

hotels . . . and revel in the extravagance of

Tokyo night life! All this and more, much, much more!

To enter, visit your ROBERTS Dealer and

pick up your Entry Form today. There's nothing to buy,
no slogans to write! And Japan is waiting to welcome you!

Recorders to Other Lucky Winners!

___.. !

2—ROBERTS 1725W-111

the tape recorder
component system in

walnut furniture;

2 wide-range
Acoustic Suspension
speakers in genuine
walnut:; 18.000.cycle

range; 4-speed
option; 4-track stereo
and monaural record
and play.

2—-ROBERTS 1720

20-watt, 15,000-
cycle audio featuring
detachable speakers

for full stereo

separation; sound-
with-sound; 2 speeds;
separate tone and
volume controls;
automatic shut-off.

10—ROBERTS 450

3-head tape deck
for Record. Play,
Erase; 2 speeds;
automatic stop:
sound-with-sound;
built-in tape cleaner:
2 VU meters; instant
pause; handsome
wood-grained
cabinet; dust cover.

The Pro Line

“WINATRIPTO
EXPO 70"

SWEEPSTAKES

20—-ROBERTS 1719

20-watt. 15.000-
cycle stereo recorder
with built-in
speakers;sound-with-
sound; 2 speeds and
optional 15 ips; tone
and volume controls
each channel;
automatic shut-off;
lightweight.

SWEEPSTAKES TODAY. T
ALL ROBERTS DEALERS. "w) ROB E RTS Div. of Rheem Manufacturing Co. Los Angeles, California 90016

CIRCLE 51 ON READER-SERVICE CARD
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This speaker system distributes its lows
through a complete circle, then spreads them
across your room like a carpet of sound.

It puts the bottom on the bottom, so you
get deep, pure, total bass. We deliver it
through a 15 in. high compliance woofer
with an 18 Ib. ceramic magnet structure
(the world’s largest). This immense woofer
magnet combines with those of the mid-
range and tweeter drivers to produce over
one million lines of force. More than
enough reason why this magnificent 3-way
speaker system can handle a full 125 watts
of receiver power per channel without
overload or burnout.

Our full presence mid frequency driver
makes you feel you're listening to a live
performance. while the ultra-sonic domed
tweeter provides crystal clear response
all the way to 20,000 Hz. Then ... Empire’s
wide-angle acoustic lens diverges even
the highest of these high frequencies
through a full 160° arc.

The enclosure is a hand-rubbed sonic
column topped with imported marble. This
totally stiff, rigidly damped cabinet pro-
duces no vibrations to color the sound.

Listen to it. Walk around it. Compare it to
any speaker at any price for absolute
fidelity and total transparency. Then see
if you can live with anything else.

Empire’s world famous
Royal Grenadier Model
9000M is available thru bet-
ter high fidelity dealers at
$299.95. Other Empire
speakers from $99.95.

] Write for free Guide To Sound Design For 1970.
[El E M P I R E Empire Scientific Corp., 1055 Stewart Ave., Garden City, N. Y. 11530

CIRCLE 28 ON READER-SERVICE CARD
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LETTERS
Continued from page 6

5 and the first three beats of bar 6
after No. 2, between Nos. 3 and 4 (the
stopped horns may be playing two bars
after No. 3—it’s difficult to tell from
the recording), bars 3 to 8 after No.
20, bars 1 to 4 after No. 21, and bars
I to 4 after No. 30; 4) the bassoons
are omitted one bar before No. 10, and
the bassoons and trombones two bars
before No. 17.
With the exception of items 1 and 2,
I find all of Kubelik’s additions much
to the work’s advantage. The question
is, are they additions or do they rep-
resent yet another edition? Under these
circumstances Mr. Marsh's statement that
“this orchestration is almost entirely
Mabhler’s work . . .” requires some elab-
oration. Enlightenment, anyone?
Paul Turok
New York, N.Y.

Seasoned Electronics

I have news for Paul Lewinson [“Let-
ters,” December 1969), who complained
that “the music of the future will be
produced by teenyboppers who have
graduated from kindergarten rhythm
toys to the home electronic workshop.”
Most composers interested in and creat-
ing electronic music are not youngsters,
but well-seasoned musicians. I, for in-
stance, am a composer and composition
teacher at a university and 1 am in my
late fifties. Though 1 have not yet ac-
tually tried my hand at electronic music,
1 have guided some students in this
direction and still intend to investigate
the medium myselt on a small scale.
Violet C. Severy
Morehead, Ky.

Mancini in Philadelphia

1 was thoroughly disgusted and disap-~
pointed to read Robert W. Schaaf’s un-
fair review of Henry Mancini’s “Debut”
album with the Philadelphia Pops Or-
chestra on RCA |December 1969]. In
the past, both Morgan Ames and Gene
Iees have given more accurate judg-
ments of Mancini’s music which is
definitely in a class by itself—I'm sure
his work deserves a place next to George
Gershwin's in the American repertoire.
We are indeed lucky to have someone
who can compete so successfully with
the trash turned out by the “beat gen-
eration.”

Earl H. Swen

Schiller Park, Hi

Monteverdi's Madrigals

In a report from London [*Behind the
Scenes,” November 1969]) Edward Green-
field wrote about a Philips project to
record Monteverdi's complete madrigals
on sixteen discs. The description of the
contents ot each disc indicates miracles
of compression and expansion. Book

Continued on page 12
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In 500 RADIO SHACK Stores

STA-120 RECEIVER BY ~— F_REALISTIC_

When Rezlistic™ builds a receiver
to sell for 269.95 you expect
90 watts: you get 140,
You expect a feature
nobody else has: you get 6.
You bet your sweet ad agency
the Audio Establishment
has a right to be worried!

TTRRUEALISIIC.

The cabinet is included |
at our price. It is made
of wood. It is not made
of metal or plastic. It

Three tone controls: | Push-push AC
treble, bass, and mid. | button. We just
Anybody can hear the | plain hate to put
But only | the power switch

| Glide-Path* volume controls give
you visible level and a big “‘plus”
| we call Perfect Loudness Control.
You get the correct compensation

Two meters for FM |
tuning. One for AM.
Two is one more than
competition has. How

Flip-Levers* 48 of
them). Slim ond long,
not stubby and short.

Positive action, not difference.

does not cost you
$29.95 extra!

pushbutton dubious or
slide-switch  flimsy.
Aside from their grand
design, our Flip-Levers
have a “touch appeal”’

come?

Realistic* gives it to
you! Maybe thai’s why
The Shack* is the big-
gest audio dealer in
the country?

on a tone or vol-
ume control.

’ at every volume setting. P-L-C is
our invention, an audible bonus, a
I real advence—not a gimmick.

Only the STA-120 has it.

that’s almost erotic!

FIRST THE PRICE — $269.95. Then the power — 140 watts at 8 ohms. So now you know you're looking at the biggest
value in stereo ever offered to serious music lovers. Radio Shack’'s million-customer Realistic line is the distillation
of 46 years in electronics, of thinking about music reproduction, of designing equipment to sound a certain way.
The STA-120 receiver is the best piece of gear we've ever built. Wideband AM. FET stereo FM. All the “me too”
features and a whole host of “me only” innovations. Another good thing: we service what we sell, in 46 states. with
original parts. Probably nobody (but nobody!} else in the USA can make and substantiate the above claims. Radio
Shack Q.A.— Quality Assurance — makes Realistic a better buy.

Mail to: Radio Shack Computer Center Dept. ZY
2727 West 7th St.. Ft. Worth, Texas 76107

There’s a Radio Shack
store very near you.

Name print] et e B .
LOOK US UP IN THE PHONE BOOK
PSieetlmma e e = e e
City — st o 3Shate meel S plile— s
el Mart e e e e e e e e e e e i
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In 1948, University Sound
made home high fidelity possible.

Now, 22 years and 38 patents later, we've made it perfect.

In 1948 University unveiled the

world's first popularly priced, g‘

full fidelity speaker—the 6201

born.

In 1970 University unveils the
~\\ finest, fullest line of high fidel-
</ | ity products in the world—and
—and home high fidelity was @ ~e~ home high fidelity is finally

perfected.

EL DORADO

Brilliant, room-sized sound
from an ultra-compact
speaker system. Perfect for

newlyweds or college bound
youngsters. And as extension
speakers too. Matches vir-
tually any receiver or ampli-
fier.

PROJECT M EL PASO

UNIVERSITY SOUND: the finest, most complete line of
high tidelity speaker systems in the world, from the world’s

Two-way bookshelf system =
Frequency Response: 40 Hz
to beyond audibility m Power
Handling Capacity: 30 watts
IPM ® |Impedance: 8 ohms
® Components: Ultra-compli-
ant, long-throw, 6" two-way
speaker ® Finish: Oiled Wal-
nut ® Dimensions: 15" x 9%
(W) x 6" (D)

MEDITERRANEAN

leading manufacturer of electroacoustic products.

P.O. Box 26105, Oklahoma City, Okla.

e A quallty company cf LTV Ling Altec, Inc.

LETTERS
Continued from page 10

Four would certainly fill a single disc
to overflowing—it 100k four sides for
Marcel Couraud's excellent group of
madrigalists on Discophile Frangais. How
Books Seven and Eight could each fill
six sides baffles me. Afier all, Book
Seven takes up 214 pages and Book Eight
348 pages in the Malipiero edition. This
leaves nine records for the remaining
762 pages. Surely this information must
be incorrect
We are also told that Raymond Lep-
pard was directing a full five-part chorus
in the madrigal Voi pur da me partite
and that the recording ended with a
“plink™  from the harpsichord. Plink
indeed! Monteverdi did not provide a
basso continuo part for this madrigal
and one should certainly not be added.
Even more disturbing is the perform-
ing group—a full five-part chorus. Mon-
teverdi wrote this and all his madrigals
for one voice to a part. The recordings
of choirs singing Monteverdi madrigals
that do exist prove that using a chorus
for this music would be the equivalent
of asking sixteen string players to per-
form a Haydn quartet. On top of this
we are told that Raymond Leppard has
brought together young singers to form
a new choral group. If any music needs
the team training and discipline only
achicved by years of singing together,
it is the Monteverdi madrigals.
Gunnar Westerlund
Stockholm, Sweden

A Schubert Discography

I have compiled a list of every Schubert
song that has been recorded. The songs
are arranged alphabetically with each
entry followed by up to six or eight re-
cordings. A list of artists is also included.
A copy of this twenty-page listing may
be obtained from the undersigned for
$1.00.

J. F. Weber

I Jewett Place

Utica, N.Y. 13501

High Fidelity, March 1970. Vol. 20, No.
3. Published monthly by Billboard Publica-
tions. Inc., publisher of Billboard, Vend,
Amusement Business, Merchandising Week,
American Artist. Modern Photography. Pho-
10 Weekly. and Gift & Tableware Reporter.
High Fidelity/Musical America Edition pub-
lished monthly. Member Audit Bureau of
Circulations.

Editorial correspondence should be ad-
dressed to The Editor, High Fidelity, Great
Barrington, Mass. 01230. Editorial con-
tributions will be welcomed. Payment for
articles accepted will be arranged prior to
publication. Unsolicited manuscripts should
be accompanied by return postage.

Subscriptions should be addressed to High
Fidelity. 2160 Patterson St., Cincinnati, O
45214, Subscription rates: High Fidelity,
Musical America: In the US.A. and its
Possessions. | year $12; elsewhere. 1 year
$13. National and other editions published
monthly: In the U.S.A. and its Possessions,
| year $7; elsewhere, i year $8.

Change of address notices and undelivered
copies (Form 3579) should be addressed 1o
High  Fidelity, Subscription  Fulfillment
Dept.. 2160 Patterson St., Cincinnati, Ohio
45214,
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MUSICAL HERITAGE SOCIETY WILL SEND
YOU AN UNEXCELLED $2.50 RECORD ENTIRELY
FREE AND WITHOUT ANY PURCHASE OBLIGATION
JUST FOR THE PRIVILEGE OF OFFERING YOU

ITS OUTSTANDING RECORDINGS?

To introduce you to the Society’s superb recordings and its recording
program we'd like to send you a fine record of your choice absolutely free!

SEND THE ATTACHED POSTCARD TODAY!

ARSI R

To get your FREFE $25° Record just...

Send attached business reply card for the Society’s catalog of over 600 STEREO records of great Baroque,

Classical and Renaissance musicand .. ...

The Society will send you the catalog with a FREE RECORD CERTIFICATE.
3. You may then select the record you want, enter its number on the FREE RECORD CERTIFICATE and

return to the Society.

4, The Society will then send you at its expense the record you have selected and put you on its mailing list to
receive monthly release announcements. There is no purchase obligation whatsoever.

WHY THE SOCIETY OFFERS YOU A FREE RECORD

The Society’s recordings are not sold through stores. Its recor-
dings are offered only through the mail by way of its catalogs
and monthly release announcements. This is the Society’s way
to spread great music in America.

YOU'LL FIND GREAT MUSIC ON
MUSICAL HERITAGE SOCIETY RECORDS!

The Society’s catalog of over 600 records contains
some of the world’s most honored recordings. 85 of
its recordings have won GRAND PRIX DU DISQUE
and other awards!

The Society issues only 12 STEREO Long Playing
records. They are priced usually at $2.50 each, but
some are priced at $1.89 and certain series recordings
are priced at $2.89 per disc.

The Society issues records covering such musical peri-
ods as the Renaissance, Barogue, Classical, Romantic
and Modern Periods.

35 30 39~

This offer subject to
change without notice.

The musical herItaGe SOCIETY INC.
1991 Broadway, New York, N. Y. 10023

* ARE YOU A BACH LOVER?
The Society has issued more recordings of Bach’s works than
any other American record company! It has over 20 records of
Bach’s Cantatas, his complete organ works on 25 records and
numerous other works you might appreciate.

¢ ARE YOU A BEETHOVEN LOVER?
Friediich Gulda's definitive performance of Beethoven's 32
Piano Sonatas an 11 of the Society's records has received more
awards and honors than any other performance of these Sonatas
in history! The Society has also issued all Beethoven's Sym-
phonies, Piano and Violin Sonatas, etc.

¢ ARE YOU A HAYDN LOVER?
The Society is the first organization to record ALL 107 of
Haydn's Symphonies. It has also recorded all his keyboard
Sonatas.

¢ ARE YOU A CHOPIN LOVER?
The Society is the first in this country to issue on 25 records the
complete works of FREDERIC CHOPIN!

¢ ARE YOU A LOVER OF MONTEVERDI’S MUSIC?
The Society has issued over 15 records of Monteverdi’s music,
notably such GRAND PRIX DU DISQUE and MONTREUX
award winners as ORFEO, VESPERS OF 1610, SCHERZI
MUSICAL! and most recently E SERVA MORALE which won
the silver prize as one of the best recordings of the year at
MONTREUX. This is the recording that appeared on the front
cover of the December, 1969 HIGH FIDELITY.

This offer valid only
in U.S.A. and Possessions.
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Only Marantz Has a Built-in

What's a

Any audio engineer or stereo hobbyist
will tell you Marantz builds the world’s
finest high-fidelity components. And has
for fifteen years.

This message, therefore, is not to
engineers but to professional musicians,
serious music-lovers, and beginning
stereo hobbyists. We'd like to introduce
you to Marantz.

Never Heard Of Marantz?

Until this vear, the least-expensive
Marantz stereo component you could buy
cost $300.00. And our FM tuner alone cost
$750.00' To own a Marantz, you either
had to be moderately wealthy or willing
to put beans on the table for awhile. But
it was worth it. And a lot of experts
thought so, too, because the word soon got
around, and the products sold themselves.

What The Competition Said

The chief design engineer of a major
competitor once said that no one even
tries to compete with many of Marantz’
sophisticated features; it would be just
too expensive. Marantz designs its circuits
the same way the aerospace industry
designs missiles and jet planes — for
utmost performance and reliability.

Built-In Oscilloscope

The unique features of a Marantz
component are there for only one purpose:
to make possible the highest level ot

Marantz?

listening enjoyment.

That's why we put an oscilloscope in
our best components.

An oscilloscope is |
kind of a TV tube. %

But instead of the

“Wednesday Night

Movie,” it shows vou a

green wavy line. An electronic

picture of the incoming FM radio
signal, telling vou exactly how to

rotate your antenna for minimum
multipath distortion (ghost signals) and
maximum signal strength (clarity) even
from the weakest stations.

The “"scope’” also shows correct stereo
phasing: that is, whether the broadcasting
transmitter or your equipment is out
of phase. And it lets you set up optimum
stereo performance and reception to
create a solid “wall” of sound.

Features, Not Gimmicks

You've probably never heard of
Butterworth filters because
practically

no one else uses
w3 them besides Marantz. And
the U.S. Military. Other manufacturers
feel they can get by without them. And
they can. Because their standards don’t

www americanradiohistorv com

have to measure up to Marantz’.
Butterworth filters let you hear music
more clearly, with less distortion,
and, unlike conventional LF. coils
or filters, they never need realignment.
They help pull in distant FM stations
and separate those right next
to each other on the dial.
Although Butterworths cost more,
Marantz designed not one but four of
them into our Model 18 receiver.

Marantz also offers a different tuning
experience because you rotate the actual
tuning flywheel. This results in the
smoothest, most precise tuning possible.
And this Marantz-
exclusive design
requires
considerably
fewer moving
parts than
conventional systems
used by other manufacturers. The benefits:
reduced friction, wear, and service
problems. We call this patented feature
“Gyro- Touch tuning.”

Built To Last

Marantz stereo components aren’t built
in the ordinary way. For example, instead
of just soldering connections together
with a soldering iron, Marantz uses a
highly sophisticated waveflow soldering
machine — the type demanded by the
Military. The result: perfect, failproof

Hicx FIDELITY MAGAZINE
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Oscilloscope!

connections every time.
Even our printed circuit boards are a
special type —glass epoxy — built to rigid

military specifications, ensuring rugged-
ness and dependability.
Marantz Power Ratings Are True

When someone tells you he has a
”100-watt amplifier,” ask him how the
power was rated. Chances are his 100 watts
will shrink to about 75 or 50 or perhaps
even as few as 25. The reason is that most
manufacturers of stereo amplifiers
measure power by an inflated ““peak
power,” or “IHF music/dynamic power.”

Marantz states its power as “RMS
continuous power’’ because Marantz
believes this is the only method of
measurement that is a true, absolute,
scientific indication of how much
power your amplifier can put out
continuously over the entire audible
frequency range.

But if Marantz were to use the
unscientific conventional method, our

Model Sixteen 100-RMS- 100 power amplifier

could be rated as high as 300 watts .
Moreover, you can depend on Marantz

to perform. For example, the Marantz
Model 16 can be run all day at its full
power rating without distortion (except
for neighbors pounding on your wall).
That’s power. And that’s Marantz.

Marantz Speaks Louder Than Words

In a way, it’s a shame we have to get
even semitechnical to explain in words
what is best described in the medium of
sound. For, after all, Marantz is for the
listener. No matter what your choice in
music, you want to hear it as closely as
possible to the way it was performed.

In spite of what the ads say, you can’t
really “’bring the concert hall into your
home.” For one thing, your listening room
is too small. Its acoustics are different.
And a true concert-hall sound level (in
decibels) at home would deafen you.

What Marantz does, however, is
create components that most closely
recreate the sounds exactly as they
were played by the musical pesformers.
Components that consistently represent
“where it's at”” in stereo design. And no
one gives you as much —in
any price range — as Marantz.

Every Marantz Is Built

The Same Way

Every Marantz component,
regardless of price, is built
with the same painstaking

craftsmanship and quality materials.
That’s why Marantz guarantees every
instrument for three full years, parts
and labor.

Now In All Price Ranges

Today, there is a demand for Marantz
quality in other than very-high price
ranges. A demand made by music-
lovers who want the very best, no
matter what their budgets. True, you can
still invest more than $2,000.00 in Marantz
components, but now we have units
starting as low as $209. Though these
lower-priced models do not have every
unique Marantz feature, the quality of
all models is the same. Marantz quality.

And quality is what Marantz is
all about.

Hear For Yourself

So now that you know what makes a
Marantz a Marantz, hear for yourself.
Your local dealer will be pleased to give
you a demonstration. Then let your
ears make up your mind.

i ¢ U= 8 o= 0 o} vV 4

Components * Speaker Systems * Receivers

WMarantz Co.. Inc. 970 A subsidiary of Superscope, Inc . IO Box WA, Sun Valley. Calif 91352. Send for free catalog {llustrated above, Model 26 $2M,
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A linle chapel ar Tooting
Graveney provides Klemperer's
new EMI recording of Die Walkiire
with a real “Wagner sound.”

LONDON

Klemperer’s Die Walkure Project

At the age of eighty-five Otto Klemperer
is embarking on one of his most am-
bitious tasks to date: a complete recording
of Wagner's Die Walkiire, The original
plan was to tape Act 1 and leave it at
that, but EMI, not to mention the con-
ductor himself, was so pleased with the
results of the sessions last December that
plans have now been drawn up to record
the remaining two acts next fall. Like
Deutsche Grammophon in Berlin, EMI1
chose a church for their recording of
Wagner's pagan ritual. It was the little
clapel at Tooting Graveney, way out in
the southern suburbs of London—a build-
ing so well hidden that even local cab
drivers take one in circles while searching
for the exact location. It was there that
Daniel Barenboim recorded the Bruckner
Te Deum and Bach Magnificat, so the
members of the New Philharmonia Or-
chestra were at least familiar with the
surroundings.

These sessions were linked—as in the
old days of Walter Legges Philhar-
monia—with a live performance at the
Royal Festival Hall. On this occasion
Klemperer broke his usual habit of com-
pleting the recording before the concert.
He started with a rehearsal session and
followed it with two recording sessions:
then came the live performance with
three more sessions scheduled afterwards.
Against all Klemperer precedent, the ses-
sions after the excitement of the concert
produced the bulk of the finished per-
formance. Klemperer approached them a

18

little uneasily, wondering why the engi-
neers had not recorded the live perform-
ance which might have conveyed that
important touch of extra tension. But with
a visiting critic as arbiter, he was quickly
convinced that the Festival Hall would
hardly have provided a congenial acoustic
for Wagner and recording in the church
promised to yield a real “Wagner sound.”

The main job of re-creating the tension
after the concert fell to Suvi Raj Grubb,
the recording manager who has worked
with Klemperer since the duys of Walter
lLegge. Klemperer was not (0o cager to
spoil the spontaneity of the occasion by
indulging in retakes, but the more he was
challenged, the more the results pleased
Grubb. So during the initial session after
the concert, Klemperer completed the
first two scenes and then took no more
than an hour and a quarter to tape the
third scene—the third and final scheduled
session was not needed at all.

The three singers make an interesting
trio—Helga Dernesch, best known as the
impressive Briinnhilde on the Karajan
Siegfried, the American Heldentenor,
William Cochrane, whose finely pro-
jected, carefully enunciated, and accurate
singing especially pleased the engineers;
and what Grubb describes as “a real
find,” Hans Sotin as Hunding. Klemper-
er and Grubb auditioned the bass in
Zurich in September and, as Grubb says,
“nearly got blown out of the room.”
Sotin has been a member of the Ham-
burg Opera and now, at the age of thirty,
has a dark and supple voice reminiscent
of a young Gottlob Frick. Klemperer was
so delighted that he was moved to sing
all the extra cues—vocal and instrumen-
tal—during the audition. The conductor’s
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love of Wagner’s score was felt through-
out the project, and though sometimes
criticized for not demanding crisper dis-
cipline, Klemperer was acutely aware of
onc of the major stumbling blocks dur-
ing the recording: the dotted rhythms for
the Wagner tubas. He patiently rehearsed
the players separately for an hour or
more in his hotel room. There is no
evidence of the neighbors’ reaction.

Dcbussy @i la Boulez. The other major
opera project this month has also been
linked with live performances. CBS has
recorded Debussy’s Pelléas et Mélisande
complete, using the much praised produc-
tion recently staged at Covent Gar-
den with Pierre Boulez conducting. The
first obvious advantage of this arrange-
ment was that the singers did not have to
reter to their scores as they sang. Every-
one knew his part to the last semiquaver
with complete confidence and could con-
centrate completely on expressing De-
bussy's vocal lines. I attended the session
devoted to the opening of Act I, the
scene by the well where Mclisande loses
Golaud’s ring. I had already seen this
passage rehearsed at Covent Garden, and
here again  Elisabeth  Soderstrom  as
M¢élisande and George Shirley as Pellcas
acted out their parts—this time before
the microphones. One main problem with
non-French singers is pronunciation and
CBS had not overlooked it. A French
language adviser sat  beside recording
manager Paul Myers and at the end of
most takes she made a few suggestions
to the singers, who then proceeded to
practice such tongue twisters of nasal
sound as “fontaine abandonnée” or “a
notre recontre.”

It says something for Pierre Boulez’
sense of timing and clear confidence that
it was more than an hour after the session
started that the tape was set rolling for
the first take. First there was a run-
through with the soloists “marking” their
parts, then an extremely detailed rehears-
al of incidental points, and then another
full run-through. Two complete tikes be-
fore the break, and that was it. Toward
the end of this third session of the twelve
scheduled, we had only reached take
twenty. "Some artists arrive at that point
in a quarter of an hour,” Myers pointed
out. Boulez certainly follows the long-
take technique to the full limit.

In Search of a Studio. For all the Debussy
sessions CBS used both the EMI studios
at St. John's Wood and an EMI engineer
tamiliar with the equipment, There has
been something of a studio shortage in
London lately owing to the temporary
unavailability of Kingsway Hall, a fa-
vorite recording site of both EMI and
Decca. In the early autumn, without
warning, part of the ceiling fell down and
the need for immediate repairs pushed the
recording people out. Argo had a num-
ber of sessions lined up at Kingsway for
Neville Marriner and the Academy of
St. Martin’s, but fortunately they found
the perfect substitute venue: St. John's
in Smith Square. This former church was
bombed during the war and very recently
restored as a small, beautiful concert

Continued on page 22
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TANDBERG

NEW 6000X STEREO DECK

A Dynamic New Thrust In Recording Capability
Featuring Our Unique CROSSFIELD Design

The 6000X challenges the most precise
professional instruments that sell for $1,100 or
more. At 3% ips, this new stereo deck surpasses
the 7V2 ips performance of our world famous,

top rated Model 64! It offers the truest high fidelity
you've ever heard, even at 3% ips (40-18,000Hz
+2%db). And, it incorporates a completely

new design for the 70’'s...fresh, interesting
—inviting use!

Convince yourself. Would you believe...

« Signal-to-noise ratio at 62db

¢ 70db dynamic range, plus

* An additional 24db overload protection

» Peak reading instruments -

S—

°
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And would you believe...

* 4 hyperbolic, mumetal screened, precision-
gapped heads

* Mixing, cueing, source vs. tape monitor,
sound-on-sound, add-a-track, remote control

* Independent mike/line recording controls
and stereo mixing

Although we hesitate to say that this is the world'’s
best tape recorder, we have yet to find its equal!
Try the new 6000X. Record any material at 3%.
Play it back. Compare with others at 7%2. You'll see
that you now can make professional quality
recordings. Your franchised dealer

has it now ... $499.00

TANDBERG
SERIES 6000X

g Available in quarter or half-track models, 3 speeds.
. Solid state, 57 silicon planar and FET transistors. May
' d be used horizontally or vertically. Low-noise, high out-

put tape recommended. Hand-rubbed wainut cabiinet.

/
/S -
/ l:"“"’cr” P.0. Box 171, 8 Third Ave, Pelham, N.Y. 10803

OF AMERICA, INC. — Tel.: (914) 738-0772 « N.Y C. (212) 892-7010

In Canada: Clitco Electronics, 5522 Cambie St., Vancouver, 8.C.
Engineered Sound Systems, 169 Kipling Ave., So.. Toronto, Ontario
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180 WATTS ,\SANSUI POWER
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180 {IHF) watts of Sansui power are built into the 5000A—an AM/FM stereo re-
ceiver that has been created for the connoisseur who demands the ultimate in tonal
magnificence and clarity of sound. The Sansui 500CA features a new FM Pack with
linear tuning for greater selectivity and pin-point station selection . . . All-Silicon
AM tuner for maximum stability . . . inputs for three separate sets of speaker sys-
tems . . . records up to 4 tape decks simultaneously . . . just a few of the features
which will make the Sansui 5000A the nucleus of your most comprehensive hi-fi
music system for years to come. At your Sansui Audio Dealer. $449.95

m SANSUI ELECTRONICS CORP.
Woodside, New York, 11377 = Los Angeles, California 90007

SANSUI ELECTRIC CO., LTD., Tokyo, Japan e Frankfurt a.M., West Germany e Electronic Distributors (Canada), British Columbia
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S5P/200 Power Amplifier
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S5A/200 Integrated Amplifier (Pre-Amp & Amp)

If we cared less,

we'd produce more...

The
“NOT FOR EVERYBODY"

STEREO
UNITS

from

MATTES-MARTIN

If price is the problem, the solid state
stereo units from Mattes-Martin are
no solution. Building these superlative
stereo sound-makers is a state-of-the-
art triumph. Precious time, lots of it,
along with concerned craftsmanship
are essential for hand wiring and hand
soldering the better, exclusively Amer-
ican made components. This, plus
innovative circuitry and rare elec-
tronics pioneering combine to make
Mattes-Martin a unique and unparal-
lelled listening experience. Our repu-
tation is built on performance quality
rather than volume of production. We
make a few units for the discriminat-
ing few. If sound—glorious, true, full,
high-fidelity sound, is part of your
world, then Mattes-Martin ought to be
part of your life. Start the miracle hap-
pening. Get the name of the franchised
dealer in your area by writing to:

MATTES — MARTIN
ELECTRONICS CORP.

909 Pitner Avenue - Evanston, lllinois 60202
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BEHIND THE SCENES

hall. Joan Sutherland and Richard
Bonynge have been associated with its
restoration, and now it looks as though
Argo and its parent company, Decca/
London, will be using it regularly as a
studio.

Not that it was easy going at first for
the Argo engineers. Mike Bremner, the
Argo recording manager, found at first,
to his; disappointment, that when used
crosswise the sound at St. John's turned
out to be “as dead as mutton™: but when
used lengthwise the sonics became as
richly reverberant as in a cathedral. This
gave him plenty of scope, and he is very
pleased with the results. To date, Neville
Marriner and the Academy orchestra have
recorded Vivaldi's The Four Seasons with
Alan Loveday as violin soloist; Handel's
“Look Down Harmonious Saints™ and
Boyce's “"Momus to Mars” both with
tenor Robert Tear as soloist; and Bartok's
Music for Strings, Percussion, and Ce-
lesta. There is now a bit of a race be-
tween Argo and EMI over the Bartok.
EMTI’s version was recently taped by Dan-
iel Barenboim and the English Chamber
Orchestra. EDWARD GREENFIELD

BERLIN

Karajan Completes
The Ring Cycle

First DGG invited, then disinvited:
Herbert von Karajan preferred to have
no outsiders whatever present at his
Ganterdimmerung sessions. Perhaps he
stil rankled from the events of one
afternoon during his recent taping of
the Beethoven Triple Concerto ["Behind
the Scenes,” December 1969]; the word
had spread round Berlin concerning the
almost incredible simultaneous presence
of Richter, Oistrakh, and Rostropovitch,
and when Karajan mounted the podium
he found to his intense displeasure that
he and his glamorous Muscovites were
the cynosure of far more eyes than any
of them had reckoned with. After the
Gotterddammerung disinvitation, during a
consolation luncheon at the Kempinski
Grill with Dorothee Koehler (DGG's
charming and intelligent new press chief),
Otto Gerdes, the leader of the company’s
Karajan team, happened by and said he
and the Maestro planned a two-hour
stroll through the Grunewald that after-
noon. Next morning, the suave and diplo-
matic Herr Gerdes telephoned me that
in my own case at least. the disinvitation
had turned back into an invitation.
Nervousness? Perhaps. Karajan surely
regards this as one of the most important
recordings of a career that has seen
many high points. Members of the Berlin
Philharmonic told me that Helga Der-
nesch as Briinnhilde had proved down-
right fabelhaft—fabulous—a judgment I
take on faith, since she had finished all
her scenes before the afternoon of my
invitation. The session I attended began
with the basso Karl Ridderbusch rising
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Continued from page 18

to the microphone as Hagen. Big, brawny,
and heavily sideburned, Ridderbusch
proved nonetheless just as concerned
about drafts and his pipes as any prima
donna. “Is it warm here?" he asked
anxiously. “It's warm, isn't it?” The
assistant assigned to watch the score for
possible textual skips reassured him that
one could indeed call the temperature
in the Jesus-Christus-Kirche warm. Rid-
derbusch then—but only then—relaxed,
removed his jacket, and unbuttoned his
collar before settling down to work.
Gundula Janowitz, so tightly corseted as
to evoke one of W. C. Fields's more
memorable (but possibly libelous) re-
marks, shared the platform as Gutrune,
with Helge Brilioth. a surprisingly young
Swede of whom I'd heard enthusiastic
reports, as Siegfried. Other principals in
the completed recording, which will be
released to coincide with the stage pro-
duction's Easter premiere in Salzburg,
will include Thomas Stewart as Gunther
and Zoltan Kelemen as Alberich.

Karajan has the rare ability to combine
a businesslike briskness with an un-
hurried, unaggressive approach. 1 can re-
call no other conductor who, in moments
of high tension involving big climaxes
with appropriately large gestures, retains
the greatest possible degree of muscular
relaxation; this comes, 1 should think,
from his profound mastery of yoga. His
voice may take on a slight edge when a
player needs more than two attempts to
respond to a correction of phrasing or
accent, but he never rages or rides his
artists, as 1 have seen other conductors
do in this studio: smiles characterize his
recording manner far more than frowns.
Even so, on one occasion when Karajan
returned from the listening room to the
podium and sauntered past a minor young
DGG employee, I noted that the young
man snapped to military attention out
of sheer reflex.

When Karajan feels a passage needs
more than momentary rehearsing, he asks
the singers to come down from the high
platform at the back of the room and
sit in chairs right under his nose to save
their voices. During one such rehearsal
passage he managed the nimble feat of
suddenly removing a pull-over sweater,
all without missing a beat. During breaks,
the Berlin Philharmonic retired in groups
to various niches and crannies of the
case-hardened church to smoke and play
poker and skat for what looked to me
like fairly serious stakes. “Those Phil-
harmoniker,” a DGG representative said;
“the only orchestra 1 know of in the
world that demands single rooms when
they go on tour.”

Miss Koehler telis me that DGG, with
the Boston Symphony now under exclu-
sive contract, also worked out an agree-
ment to record the Vienna Philharmonic

. under Karl Bohm. Does that mean Kara-

jan and the Vienna Philharmonic might
also finally rejoin forces? Miss Koehler
gave me a charming, sphinxlike smile and
suggested that perhaps a Himbeergeist
might complement our Mokka.

PauL Moor
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Component
Long-Life
Insurance

NEW MODUTRON
CIRCUIT BOARD
EXCHANGE POLICY

A SERVICE YOU
MAY NEVER NEED...
(But isn't it great to know it's there?)
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Scotts New

Modutron Circuit Board
Exchange Policy:

Let's face it . . . electronic devices are becom-
ing progressively more complex and are therefore
more difficult and costly to repair.

Scott engineers have solved this problem two
ways. First, they minimized the need for service
through careful selection of parts, then they went
on to simplify servicing through the use of replace-
able Modutron circuit boards.

BUILT TO LAST

Scott designs-in more Integrated Circuits than
any other manufacturer (as many as eight in most
receivers). These frozen-in-silicon devices are vir-
tually indestructible.

Massive power transformers are built to take it
... welded type electrolytic capacitors are virtually

fail-proof . . . wire-wrap construction eliminates
most solder joints, the most common electronic
bug-a-boo.

With all of this, service is still an occasionat
necessity.

NEW MODUTRON CIRCUIT BOARDS

To make servicing easier and less costly, Scott
engineers designed new Modutron circuit boards.
All major electronic circuits are modularized on
separate printed circuit boards . . . and each of

these boards plugs into place on the chassis. This
means that a failure in any major circuit can be
repaired instantly by plugging in a replacement
board.

Our new service policy allows replacement of
any printed circuit board at deliberately low cost
no matter how long you've owned your unit!

|'.:I 3 .!' ” -\

HOW SCOTT'S MODUTRON EXCHANGE
POLICY WORKS

Should your Modutron unit ever need servicing
here's all you do:

Take or ship your component to a Scott War-
ranty Service Station.

Your unit will be electronically tested and the
problem isolated. (Experience shows that 95% of
problems can be repaired by plugging in a re-
placement board.)

The warranty station will then exchange the
defective board for a perfect one right from stock,
or contact Scott for air shipment.

This means service is faster than ever before
and that you pay only for minimum service time,
plus the low exchange cost of a perfect factory-
rebuilt Modutron circuit board.

CIRCLE 100 ON READER-SERVICE CARD
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If any printed circuit

board on any Scott Modutron
component needs service,

we’ll exchange it
for only $10!

ADDITIONAL PROTECTION FOR YOU

Scott's regular Two-Year Warranty remains fully
in effect. During the first two years there is no
charge for either parts or labor costs. This new
Modutron circuit board exchange policy is addi-
tional protection . . . it assures you of minimal
service cost no matter how long you keep your
Scott component.

SCOTT AUDIO COMPONENT, LOUDSPEAKER SYSTEM,
AND STEREO MUSIC SYSTEM WARRANTY

All H.H. Scott professional qualjty tuners, amplifiers,
receivers, compact stereo music systems, and loudspeaker
systems are warranted against defects in material and
workmanship for two years from the date of saie to the
consumer. The unit must be delivered to and picked up
trom either an authorized Scott warranty service station or
the Customer Service Department, H.H. Scott, inc., 117
Powdermill Road, Maynard, Massachusetts 01754,

This warranty covers repair and/or replacement of any
part found by the manufacturer, or his agent, to be
defective, including any associated tabor cost.

The above warranty does not apply to (1) accessory parts
explicifly covered by the field warranty of an original man-
ufacturer (2) units subjected to accidental damage or mis-
use in violation of instructions; (3) normal wear and tear;
(4) units repaired or altered by other than authorized ser-
vice agencies; and (5) units with removed or defaced
serial number.

This applies to 1968 and later model year units.

WHAT UNITS ARE COVERED

Most of Scott's new receivers utilize Modutron
construction. Included are the 342C FM stereo
receiver at $269.95, the 382C AM/FM stereo re-
ceiver at $299.95, the 386 AM/FM stereo receiver at
$349.95, and the Scott 2506 compact stereo sys-
tems, ranging from $399.95.

WHAT WILL EXCHANGE BOARD COST?

Sample 1970 factory-tested replacement boards
costs are listed below. A complete list is available
by writing to our Service Manager, Don Whitney.

Regular Exchange
MODUTRON BOARD Cost Cost*

342C Stereo Preamplifier | $28.84 $10.00
342C Quartz Crystal FM

IF Amplifier $48.88 $10.00

{ 382C Tone Contro! £30.32 $10.00
[ 382C Power Amplifier $30.64 $10.00
' 386 IC Multiplex $37.52 $10.00
386 Driver Amplifier $25.92 £10.00
386 Stereo Preamplifier | $40.95 $10.00
2506 AM/FM IF Amplifier | $40.44 $10.00

"Exchange price applies only if board is not physically damaged.

NEW MODUTRON CONSTRUCTION
APPROVED BY EXPERTS

The 1970 CONSUMER GUIDE published by
BUYERS GUIDE Magazine discusses Scott Modu-
tron construction: "Scott is . . . pioneering the use
of plug-in modular construction. With entire banks
of transistors on plug-in modules, troubles are
easier to isolate and service costs are down ac-
cordingly. Instead of troubleshooting for a single
defective unit in the spaghetti of circuitry, clipping
out, and then delicately soldering in a replace-
ment, the entire module can be yanked out and a
new one plugged in..."”

“Many a hi-fi buff has experienced having a
defective receiver, with poorly accessible circuit
boards, sit in the service shop for two or three
weeks while waiting for the necessary skilled and
tediously laborious attention. There is no good
excuse for that situation with plug-in modular con-
struction. In fact, a great deal of emphasis for the
use of electronic modules comes from the service
agencies handling warranty work, and, as for out-
of-warranty repairs, modular circuit design can cut
service bills by 40-80% compared to what it costs
to have a non-modular receiver repaired.”

[ISCOTI-

H.H. Scott, Inc., 111 Powdermill Road, Maynard, Mass. 01754

Export: H.H. Scott, Inc., Maynard, Mass. 01754

Prices and specifications subject to change without notice.

© 1970, H.H. Scott, Inc.

*Or the equivalent 1970 purchasing power.
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speaking
of records

Records for a Critic’s Holiday

by Robert C. Marsh

As A CRITIC for a large metropolitan news-
paper | spend several evenings a week
evaluating live music from distinguished
artists, Why should I listen to records on
my day off? Plainly I am not interested
in hearing standard repertory in average
performances. | am indeed saturated with
the staples of the day and may take pains
to avoid some of them. (With sufficient
repetition, you can forget at times that
a masterpiece really is a masterpiece.) If
1 simply want 1o hear a standard work,
all that is required is patience. It will
return in the performance cycle with the
inevitability of tomorrow’s sunrise.

A record, to claim attention, must offer
something that the opera house and con-
cert room cannot match, either in terms
of repertory, interpretation, or excite-
ment. We know that the music heard
most frequently in public is only a
sampling—sometimes a capricious sam-
pling—of the greater body of music
literature from which it is drawn. The
sophisticated lisiencr. and the critic in
particular, must know more than this
sample. The works of the major com-
posers, the output of the important peri-
ods of music history should be under-
stood with some awareness of the whole.

One of my ambitions as a record col-
lector is to assemble the complete works
of Mozart, K. 1 to K. 626 on discs. This
will take some doing, since quite a few
Mozart works still await their first re-
cording, but | have about 60% of
the total. Completeness attracts me. It
fulfills a need for logic and order, and
it is specially welcome when the concert-
goer normally hears only part of a com-
poser’s work in a form.

The Kertesz, LSO edition of the nine
Dvorak symphonies (London DVO-S-1.
nine discs, also available singly) found
me in an especially responsive state, since
| respect the composer and find in this
series the most persuasive account of his
musical development. The Watanabe, and
now the Bernstein, editions of the com-
plete Sibelius symphonies (Epic BSC 157
and Columbia M3S 784 respectively) and
the Dorati, Mauzel. and Markevitch per-
formances of the early Tchaikovsky sym-
phonies (Mercury SR 6-9121, London
TCH-S [, and Philips PHS 900223,

A long-time contributor to Higu FIDEL-

1Y, Mr. Marsh is principal music critic
for the Chicago Sun-Times.
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900205, and 900224 respectively) have
all proved instructive in completing the
artistic profiles of these composers. Of
course there are classic complete editions,
with the Schnabel version of the thirty-
two Beethoven piann sonatas (now thir-
teen Angel discs) one of the most valu-
able. Even a comprehensive edition of
familiar music can be a revelation of in-
terpretive achievement. In this category
I would place Szell's account of the tfour
Brahms symphonies (Columbia D3S 758)
or the Goherman set of the Bach Brand-
enburg Concertos (Odyssey 32 26 0017).
Indeed, thinking of Goberman, even an
incomplete edition can be a monument—
witness the Haydn albums he left us at
his death. They too are being reissued on
Odyssey.

Naturally there is much valuable ex-
pansion of the repertory through individ-
ual recording projects. It is amazing that
the popularity of baroque instrumental
music has done so little for baroque
opera. Admittedly it is difficult to cast,
but operatic music is the key to the un-
derstanding of the period. The Cambridge
recording (CRS 1901) of Monteverdi's
L’ Incoronazione di Poppea showed what
a smail company could do in this area.
but apparently the project was not a
success with the public. Columbia’s re-
cent albums of Gabrieli, the excellent
brass disc (MS 7209) and the two won-
derful sets from San Marco, Venice
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(MS 7071 and 7142) are examples of
how imagination und creativity on the
part of a recording company can provide
musical experiences that not even the
most widely traveled listener would have
encountered for himself. This suggests a
point that is very important to me: rec-
ords are now technically so fine that they
can be developed as an independent mu-
sical medium, aiming at more than the
duplication of a live performance in a
public hall (who ever said that was the
optimum way to listen to music anyway?)
and going beyond the predictable events
of a concert season.

One would not call Lowise a rarity on
the level of most baroque operas, but its
composer, Gustave Charpentier, is miss-
ing from my Schwann catalogue. | have
the Epic set SC 6018, and World Series
has announced a reissue of the pertorm-
ance at a budget price. This is one of the
great French operas, and it once was a
Metropolitan favorite, and in Chicago a
Mary Garden specialty. French and Ger-
man operas, in fact, formed a major part
of the Chicago repertory a generation ago.
The Italians are dominant now, and one
must turn to the phonograph for a Ring,
a Rosenkavalier, or a Meistersinger. Solu’s
new Rosenkavalier album has been wide-
Iy acclaimed and his Ring albums for
London are surely classics. In the absence
of an outstanding stereo Meistersinger |
have been deriving much solace from the
recent Seraphim set (1E 6030) drawn trom
the 1951 Bayreuth Festival (Karajan con-
ducts with a cast headed by Schwarzkopf,
Hopf. Edelmann, and Kunz).

My taste in orchestral music was
shaped by the conductors whose work
was best represented in my carliest record
purchases: Toscanini, Stokowski, Kousse-
vitsky, Beecham, Rodzinski, and Walter.
All of them. with the exception of Kous-
sevilzky, are still reasonably well repre-
sented in the catalogue. The recordings
which had the greatest effect on me were,
of course, the 78-rpm productions, long
out of print, but when I return to them
now my ear has become so accustomed
to better sound that I must confess my
antiquarian interests frequently have to
compensate for a lack of real musical
excitement.

George Szell once expressed to me his
skepticism over the real value of record-

Continued on page 30
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The Creative Switch

No other camera has it. The Creative
Switch circ ed in the photograph
allows you 0 make a choice between
w0 sepdrdate exposure meter

systems and guarantees a perfect
2xposure every time. Why two?
3ecause subjects w th fron

lignting are measired easiest with

in “averaged’ mete- sysiem

With back or side lighting you need
3 ‘spot’ meter system to read the
mMost important part ol the picture

Almost all fine 35mm SLR cameras
have one of these systems; only

the Mamiya/Sekor DTL has both
The CTL with every important

SLR feature is priced from less than
$180. plus case. Ask for a
demonstration at your photo dealer
or write for folder

mamiya/sekor
Ponder&Best, Corporate Offices
1120 West Pico Boulevard,

Los Angeles, California 90064
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SONY CITY

(where leading high fidelity dealers offer the finest

stereo receiver values)
Stop in at your Sony high fidelity component dealer.
Audition any of these magnificent stereo receivers.

At $099.50, the Sony STR-6120 M Sterco/FM Receiver.
‘Theset logged no less than 55 stations. . 43 were deemed
suitable for long-term listening or off-the-air taping (the
others were mostly stations that many lower-quality sets
don t even hint at receiving)” That's what High Fldelity

said about the 6120
At $399.50, the Sonv STR-6060 FAM Stereo/FNM-AM

Receiver. Try the tamous Sonv FM station countdown
test. Tune along the dial and hear the stations pop in
one after the other, sharp and clear. Audio Magazine
said: “Such excellent receiver performance at $400

list price is not so very common these davs
At $279.50, Sonv STR-6050 FM Stereo/FM-AM

Receiver. Hirsch-Houck Laboratories tells it all in the
Mav, 1969 issue of STEREQ REVIEW: “When we

received the Sonv STR-6050 Stereo receiver for test
ing, we did not know its price. \We listened to it and
estimated its price from its general pertormance. Qur

guess was about $120 higher than its actual price

At $199.50, the Sonv STR-6040 FAN Sterco/FM-
AM Receiver. First receiver to break the $200 price
barrier without putting the slightest dent in quality
Eliminates the unessentials. just delivers pure
superior pertormance. In your city, visit Sony City.

It's at vour local stereo component dealer
Sonyv Corporation ot America.47-47 Van Dam St.

Long Island City, N.Y. 11701
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gz SAVES YOU 33%:% ON ALL TAPES!

952
-

Tap

8-TRACK TAPE CARTRIDGE PLAYER
¢ Portable. Plays anywhere, anytime,
« Separate volume and tone controls.
e Plays on batteries or AC adapter.
* Famous name, fully warranted.
L r . r r r r. r . ' I 1 5 11 /|
Please specify:

OMLY

$2495

Retaidl 53995
A

FOR

Now, by joining the CARTRIDGE TAPE CLUB
OF AMERICA, you can save 33%3% on all the
top hits, from every label. Buy just the tapes
you want, when you want them, and receive a
subscription to The Glass List—the magazine
with the most complete list of tapes in exis-
tence, as well as tape reviews, features, and
updated listings of the newest tapes as they
come out.

You will never be required to buy any tapes
and nothing will ever be sent unless you re-
quest it.

Previously membership was offered on a life-
time basis for $5. But now you can join for a
year for only $1. Then you decide to continue
or not. We will not bother you with renewals.

Even if you are a member of other clubs, it
will pay you to join just to be able to save on
top hits, top artists from all labels—as weil as
for receiving The Glass List. But you must act
now. Send $1.00. When sending, save time by
ordering some tapes from the sample list be-
low. Circle the numbers of the tapes and add
the amount members pay to your membership
fee. One check brings you tapes, membership,
and Glass List master catalog immediately.

SPECIAL BONUS OFFERS

OMLY

$2495 .

Retlail §39.95

accidental erasure of tapes.

0O 8-Track

[ Cassette

oin the
ALLLABEL
eClub

CAPITOL CASSETTE RECORDER/PLAYER

¢ Includes remote control microphone.
e Snap-on vinyl case with flexible handle.
» Safety interiock button—prevents

§d8:Alice's Restaurant
939 _Santana

940 _ Ye-Me-Le—Sergio Mendes & Brasil "66 4

941 Ice On Ice—Jerry Butler

942 Get Together With Andy Williams___

943 The Association’s Greatest Hits _

944 The Brass Are Coming—Herb Alpert & Tijuana
Brass o

945 The 4 Seasons 2nd Vault Of Golden Hits _

946 Smash Hits—Jimi Hendrix Experience

947 Country Music Hall Of Fame Hits, Vol. 2—Jerry Lee
__ Lewis _

948 Joe Cocker by Joe Cocker

949 My Name Is Johnny Cash—Johnny Cash

F------1

Pictured Above 950 951 952 953

Rqanl Member s

peice Price Cartridge Tape Club of America ]
$6.98  $4.66 47th & Whipple, Chicago, Ill. 60632 i
Here is my check for: l

Trial Membership Fee ............... $1.00
Plus______tapes........ $ |
] 8-Track Player ($24.95) ...... l
7 Cassette Player ($24.95) ..... l

$

Total ... ..ot l
Name |
Address l
blty l
State Zip 1
-------------------------------J
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SPEAKING OF RECORDS

Continued from page 26

ings as musical documentation, and T see
his point. I keep a stock of Toscanini and
Furtwiingler discs and check them fre-
quently to contrast their interpretive ap-
proaches, but does anyone believe that
these are anything more than fairly pale
copies of the original performances, pen-
cil sketches. of oil paintings?

It would be pleasing to say that I use
records to keep up with new and experi-
mental music, bui of course 1 do not.
Far too little of this repertory is recorded.
and discs bring only random samplings.
It is frustrating that so many interesting
works are left unrecorded.

Varése's Poéme electronique (Colum-
bia MS 6146) is a work I like to hear
with some regularity. I find it marvelous-
ly evocative. Columbia has given us three
other discs in recent months which 1 find
are full of fresh, imaginative possibilities.
The highly popular "Switched-On Bach™
(MS 7194) hardly requires more com-
ment. | was less enthusiastic than my
friend Alfred Frankenstein about Terry
Riley's In C (MS 7178), but agree it has
remarkable properties. Add my vote for
“The World of Harry Partch™ with its
unusual exploration of sounds and tex-
tures (MS 7207). Here again records are
important: so many things are happening
outside the conventional framework of
the concert hall and theater. I shall
probably never hear Partch with the
Chicago Symphony (worse luck). even
though ir needs him.

Finally a few words about recordings
I play simply for pleasure and to ease
the strains of living. Visit me on Satur-
day night and you are more likely to hear
Bessie Smith (Columbia CL 855/58) than
Beethoven. Yet I find jazz criticism ex-
tremely difficult to write well, and the
presence of such a splendid work as
Gunther Schuller’s Early Jazz is a pow-
erfully inhibiting force. Schuller can do
the writing: ['ll settle for listening.

As a supplement to my opera collec-
tion | have tried to put together a set
of discs representative of the development
of the American musical theater, but
there are many gaps, and even as im-
portant a figure as Kurt Weill is imper-
fectly represented in the catalogue. Isn't
it time someone did something about
this?

I also confess to a fascination with
sound as sound. I have kept the Emory
Cook classics, and when | am in the
right mood you may find me listening to
steam locomotives, the whistle of the
Queen Mary. or my favorite Cook. “Bur-
lesque Uncensored.™ (Like many another,
[ am an alumnus of Harvard and the Old
Howard.) ~“Sounds of the Sea and Ships™
(Argo DA 37) is another disc with a real
emotional pull. But the most elemental
stimulation I have ever found on records
is at the close of side 1 on M-G-M tape
4457. a Ferrari engine going flat out on
the Monza circuit. It is a sound that
makes a direct. animal appeal to the
naked ape, and it can turn me on all
the way.
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‘@ie Outperformer that fulfills the impossible dream

Here's the brilliant realization of sound, beyond your
fondest dream. The new Pioneer SX-990 solid state
AM-FM multiplex stereo receiver was designed with you
in mind. Thoroughly flexible, you can plan a complete
stereo system around it. Rated according to the Institute
of High Fidelity standards (as all Pioneer units are), it
contains top quality circuitry plus many refinements

found only in much more expensive units. Versatile, it
offers: 2 phono, tape monitor, microphone, auxiliary and
main amplifier inputs. Outputs for two pairs of speakers
make it ideal as a power source for any fine stereo sys-
tem. Elegantly styled in an oiled walnut cabinet, it's the
perfect complement to the most discriminating decor.
Hear it at your local Pioneer dealer. Only $299.95

PIONEER

PIONEER ELECTRONICS U.S.A. CORPORATION, 140 Smith Street, Farmingdale, N. Y. 11735 * (516) 694-7720
West Coast: 1335 West 134th Street, Gardena, Calif. 90247 / (213) 323-2374 & 321-1076 * In Canada: S. H. Parker Co., Ontario
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| have used a Dokorder, a Uher 4000-S,
and a stereo Uher 4200—all open-reel
portables—for conferences and lectures
and for recording local music while
traveling. But | would prefer something
as light and inconspicuous as a port-
able cassette recorder if it will give me
comparable quality. When used with
quality mikes, are the heads, transport
mechanisms, and electronics of the
pocket models really as good as those
of the cassette decks, and is it possible
to defeat their AGCs [automatic gain
controls] for greatest fidelity and dy-
namic range in recording music?—S.
G. Lutz, Los Angeles, Calif.

It sounds as if you want a class of
equipment that doesn’t really exist as
yet. Cassette equipment manufacturers
so far have concentrated on servicing
the most obvious markets for their
wares and hence have given little at-
tention to the needs of specialists.
Consequently, record/playback specs
generally aren't as impressive as play-
back-only data, using the best of the
prerecorded cassettes. Likewise, sim-
plicity of operation has been deemed
more important than the fine points
of ultimate quality for in-the-field re-
cordings. But cassettes are young, and
anything's possible.

Where in the world can | buy a profes-
sional tape splicer? I'm transferring
to tape my entire collection of 78s—
and that includes some sets.—J. An-
thony Salerno, Houston, Texas.

We must confess to a deep prejudice
for the aluminum EdiTall blocks—a
prejudice that seems to be shared by
most recording studios and broadcast
stations. The blocks are available in
most audio stores or direct from Elpa
Marketing Industries, Inc., Atlantic and
Thorens Ave., New Hyde Park, N. Y.
11040. Used in conjunction with the
narrow (7/32-inch) splicing tape and
a really sharp razor blade, they are
the simplest, most foolproof route to
really good splices. Some of the more
complex devices introduce more prob-
lems than they solve, and the less
expensive ones generally are not as
accurate in lining up the tape and hold-
ing it flat—a prime requisite. For most
purposes, however, an efficient pause
control on the recorder will do an ex-
cellent job; moreover, it will leave your
tapes splice-free, and allow you to use
all four tracks on the tape.

Since we moved to our present address,

our V-M phonograph has decided that
it is a radio! It picks up nearby station

32

WHBI whenever it is turned on. While
| mean no disparagement to the station,
there are times when I'd like to listen
just to my records. So far, repair men
have been unable to help me. Can you?
—Dorothy C. Heckel, New York, N.Y.
Maybe. It's not unknown for a phono-
graph to ‘“think’’ it is a radio due to
a cartridge that may, under certain
conditions and given a certain radio
frequency, exhibit spurious response
as a radio detector. Looseness or dirt
at any of several electromechanical
contact points inside the cartridge or
in the wiring from it to the amplifier
can be the cause. So first try discon:
necting everything and then reconnect-
ing it. The scraping action at the
contacts may clean them and solve the
problem. Include the clips in the pickup
head and the connections at the am-
plifier in this procedure. If the phenom-
enon persists, check the connections
on any separate grounding wire from
the turntable. |f there is none, try
adding a ground, experimenting with
various connection points to see wheth-
er it will get rid of the station. Next,
try a new cartridge. If none of these
dodges work, a capacitor may be called
for in the first stage of amplifier gain
to block the unwanted signal. But that's
a job for an experienced technician.

| have an Eico 70 amplifier and a Sher-
wood 3000 tuner operating with two
AR3ax speakers. The room is small—
10 by 16 feet—with a soundproofed
ceiling, carpeted floor, a lot of furniture,
and what have you. Would | obtain sub-
stantial improvement in over-all recep-
tion with some of the receivers now
available?—George Friedman, Glen Bur-
nie, Md.

Improvement is substantial only if you
can really hear it. So your question
should have been, ‘Is there anything
| lack in my present setup?’’ and you
should have asked it of yourself. If
the answer is yes, then try to pinpoint
exactly what it is you want but don't
have. When you've determined which
specifications are the significant ones
to effect a remedy, compare the data
on your present equipment (we've pub-
lished test reports on both tuner and
amplifier) with the data for any receiver
that may interest you. If the receiver
is superior in those areas that you feel
need improvement, without being de-
ficient in any way to your present
system, you may be in the market for
a receiver. But if the answer to the
question is no, there's nothing you
can do but sit back and enjoy.

www.americanradiohistorv.com

| can't believe that cassettes really are
the coming thing in audio recording,
since breaks in the tape are so diffi-
cult to mend. What do manufacturers
say about the problem, and how can
it be solved?——Louis Vyner, Reading,
Pa.

Splicing is admittedly difficult with
cassettes. For that reason, even their
most ardent proponents have not
pushed them for most uses where
editing is to be expected. If you must
splice cassette tapes, Elpa offers an
appropriate EdiTall block. (Robins has
also announced a unit.) First fish the
broken tape ends out of the cassette.
It may mean undoing the screws that
hold the cassette case together and
reassembling the cassette after the
splice is made. If your cassette is held
together by sonic welding (now stand-
ard procedure) you can shop for one
that uses screws, discard the tape it
contains, and replace it with the tape
you want to salvage. You will have to
pry open the damaged cassette, de-
stroying its case. Since the design is
standardized, the hubs that came with
the salvaged tape should fit into the
new cassette; if not, you'll have to
take the hubs from the discarded tape,
attaching the salvaged tdpe to the clips
molded into most hubs. If you use
splicing tape to attach the recording
tape to the hubs, it will tend to pull
off when you fast-wind to the ends.
While the tape is out of the cassette,
it's easy enough to make the required
repair, of course. But don’'t unwind
any more tape than necessary, since
putting it back onto the hubs can be
difficult. Incidentally, we have experi-
enced only a few broken cassette tapes
in testing equipment, and none at all
recently. At one time, C-120 (double-
play) cassettes frequently spelled trou-
ble; but manufacturers seem well on the
way to solving that problem—in the
case of most major brands, at least.

I'm using a JBL SA-600 amplifier and
a Shure V-15 Type Il cartridge. | have
no hum or other sign of malfunction,
and the sound is great—but | find |
have to turn the amplifier volume con-
trol up to the three o’clock position to
get good volume. | have tried different
phono inputs but find no difference in
volume. JBL suggests that the output
of the cartridge used with this amplifier
should be 3.5 millivolts or more. Are
they right? Shouid | get a higher-output
cartridge?—William  Stivelman, West
Los Angeles, Calif.

JBL is right. Our own tests of the SA-
600 amplifier showed that the phono
input sensitivities for full rated out-
put on the low, medium, and high in-
puts were, respectively, 4.7, 9.4, and
18 millivolts per channel. The V-15
Type Il furnishes 3.2 millivolts per
channel, which makes it a bit under-
rated to drive the JBL amplifier.
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—or the Rock, or the Bartok, or the Bach.

Box 280 H-3

You see, we built our reputation with the | Hope, Arkansas 71801

KLIPSCHORN,, a big beautiful corner speaker |

Please send me eomplete information on Klipsch speakers and klipsch

system. So our first venture into small non wide Stage Stereo. Also include the name of my nearest Klipseh
corner speakers had to be-named HERESYg Authorized Audio Expert

It’s ideally suited to modest apartments | Nam - .
and modest budgets. No compromise either. e ,

The biggest sound you can buy for $250.

A little HERESY is good for your soul, and
your ears, and your checkbook. Commit your Occupation Age .
HERESY today. This coupon will help. | SN I i
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Introducing...A
| KENWOOD

o A-TOTO
AUTO TUNING SI1EREC RECEIVER

..........

KENWOOD's proud tradition
of quality craftsmanship
and superb engineering has
achieved a new milestone in
“stereo receivers. Super-abun-
. dant power, exceptional

. broadcast reception, magnifi-
cent stereo performance and
sophisticated controls open
new worlds of enjoyment to
the connoisseur of fine stereo.

CIRCLE 32 ON READER-SERVICE CARD
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NEW MILESTONE

KR-7070 STEREO RECEIVER

SE.ECTOR
" Tiheg

s

oy

\ ' : OTHER SPECIAL FEATURES
<—/ : e FET, Mechanical Filter AM Tuner Section ¢ Interstation Muting Cir-

& \ cuit to suppress interstation noise ¢ 2 pairs of PHONG Input Jacks for
OF 10w & s FD o s a8 0o ’ o 2 sets of record paayers e Front Panel Tape Dubbing and Hz2adphone
) X —p \ Jacks ¢ 20 dB Muting Swtch for temporary quietness ¢ Exc usive low
b , .. l2vel Phono Inputs for low level Output Cartridges, the output of 2mV,
I -] e .6mV, .06mV e Separate Pre-amplifier Qutputs and Main Amplifier
TR ARG T Inputs e 2 pairs of stereo speaker Output Terminals for 2 sets of stereo
I speakers and Front Panel Speaker Selector Switch ¢ Exclusive Power
Transistor Protection Circuit (U.S. Pat.) e Automatic FM Stereo/ Mono
Mode Silent Switching Circuit with Stereo Indicator ¢ 734" wide dial
scale and new large Tuning Meter for easy tuning ¢ Monaurzal Speaker
Output with ON-OFF switch.
NEW 3-WAY FM/AM . SPECIFICATIONS:
IR'UMTGACQNVE?'E('?CEt | p FM TUNER SECTION AM TUNER SECTION
ontro
M%rr?t?a? Tuun?nma é?(clusive AS{‘O- Usable Sensitivity (IHF) 1.5 uV Usable Sensitivity 15 uVv
matic Tuni g p e Harmonic Distortion less than 0.4% Signal to Noise Ratio 50 dB at 1 mV input
matic Tuning. Circuit selects Signal to Noise Ratio better than 70 dB Selectivity (IHF) better than 30 dB
only FM stereo station. Capture Ratio (IHF) 1.5 dB Image Rejection better than 70 dB
- Selectivity
AUTO (Alt. Channel, IHF) better than 75 dB
Image Rejection better than 100 dB
- & Stero Separation better than 35 dB
— at 1,000 Hz
Automatic Station Selector AMPLIPIER SECRION
Dynamic Power Output 300 watts both channels Frequency Response 12 Hz to 40,000 Hz
NEW OUTSTANDING TUNER (IHF) at 4 ohms +1.5dB
SECTION 220 wBatts both channels  Power Bandwidth (IHF) 10 Hz to 30,000 Hz
. at 8 ohms
4 ICs and. Crystal Filter FM .IF Continuous Power Output Damping Factor 50 at 8 chms; 100 at
Stages deliver superb selectivity Each Channel Driven 110/ 110 watts at 4 ohms:; 4 ohms
and 1.5 dB capture ratio 90/90 watts at 8 chms Loudness Control MAX: + 10 dB at 100 Hz,
. S Both Channels Driven 95/95 watts at 4 ohms; (at —30 dB) +5 dB at 10.000 Hz
3 FETs, 4-gang Tuning Con- 80/ 80 watts at 8 schms MID: + 6 dB at 100 Hz
- i 65/ 65 watts at 8 ohms, Presence Control 1k Hz: + 6 dBat 1,000 Hz;
denser FM Front-end provides (e BaAttare 400 Hz: + 6 dB at
superior sensitivity and spuri- 20,000 Mz 400 Hz
ous response ratio. Mono Output 6 (TS
NEW DYNAMIC AMPLIFIER Harmonic Distortion less than 0.5% at rated DIMENSIONS 17”W, 6Y5”H, 15”D
SECTION i
Intermodulation less than 0.5% at rated
300 watts (IHF) power output Distortion ‘ outt:Utov/ g WEIGHT 40 Ibs.
. _— ess an 0, at —
to drive any iow efficiency rated output
speakers.
2 dB Step_]‘ype Tone Control the sound approach to quality
and Presence Control for best - s T
sound. For complete specifications ! K E N wo o D
visit your nearest KENWOOD
authorized dealer or write to: L - =

15711 So, Broadway, Gardena, California 90247
69:41 Calamus Avenue, Woodside, N.Y. 11377
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IS NOTHING REAL ANYMORE?

However devoted to stereo components we may be, we ve
always had to recognize that sound is not the only factor
of importance to those who buy the vast array of prod-
ucts lumped uncomfortably together under the vague
term “high fidelity.” And loudly as we may have railed
against second-rate electronics and third-rate speakers
done up in impressive woodwork and sold as “fine stereo
funiture,” we're aware that distressed pecan still is more
important to some purchasers than undistorted decibels.

The siren song of “fine furniture™ (regardless of the
equipment it contains) struck an odd note recently with
the announcement that GE—a major console manu-
facturer—was dispensing altogether with wood. Instead,
its console cabinets would be constructed of a plastic
imitation “based on a combination of injection-molded
polystyrene and pressure-foamed polyurethane resins.”
Heavenly days, McGee, what next?

SEPARATE DOLBY UNIT ANNOUNCED FOR HOME USE

Among the more widely acclaimed developments in audio
in the last few vears, the Dolby noise suppression system
stands out as a frontal attack on what is perhaps the
weakest facet of modern sound recording technique:
mherent noise. The professional Dolby units divide the
frequency spectrum into four bands and in effect boost
the signal in each of these bands whenever it falls below
a predetermined level. The result is that the signal is kept
up away from the inherent noise level of the tape medium
no matter how quiet are the sounds being reproduced.

In playback it is necessary to reverse the process. of
course; and this the Dolby does in elegant fashion when
the signal is fed “bachwurd™ through it. Used this way,
it will return all the boosted levels to their original rela-
tive loudnesses—and push down tape hiss and any other
noise generated in the recording process along with it.
Properly applied. the Dolby system has therefore given
us recordings virtually free of background noise.

KIH. of course. was the first company to announce a
product adapting the Dolby for home use. The KLH
Model Forty and Model Forty-One tape recorders in-
corporate a simplified Dolby system, known as the “B-
Parameter™ version. Instead of dividing the frequency
spectrum into four bands and operating on each of them,
the B-Parameter model concerns itself only with the high
end of the audio range, where most tape noise—known
as hiss for obvious reasons—is generated.

Now Advent Corporation too is developing the possi-
bilities of the B-Parameter Dolby. But whereas KLH
uses the system only as a built-in feature of tape decks.
Advent has announced a separate model that can be used
with any tape deck. The obvious appeal of the separate
unit for serious tape recordists is that it allows them to
pick a deck on the basis of otherwise desirable features
and then Dolbyize it. In addition, it will now be possible
to hook the Dolby into existing tape recorders or to use
a single Dolby with several decks, if the recordist owns
more than one.

Admittedly. Advent's separate Dolby unit, at about
$300, plus a tape deck will be somewhat more costly
than it would be if built as a single unit. But the added
flexibility in customizing the system to the particular
needs of the recordist will in many cases be an overriding
consideration.

CIRCLE 146 ON READER-SERVICE CARD

HAVE YOUR HEAD EXAMINED

Nortronics, a major producer of tape-recorder heuads for
all sorts of applications, has issued some interesting
figures on the life expectancy of heads. Since the com-
pany sells replacement heads for just about every re-
corder on the consumer market, it is understandably con-
cerned that owners may not be aware of the fact that
heads do wear out. But the figures may also be of help
if you are undecided about which recorder model to buy
among several that use different transport designs.

Two basic design features affect head life, says Nor-
tronics: pressure pads and tape lifters. For the uninitiated,
pressure pads are little, spring-mounted squares of felt
(usually) that press against the back of the tape to keep
it in contact with the heads. The alternative is to use
tape tension in combination with precise positioning and
contouring of the heads. Tape lifters are gadgets in the
basic transport design that hold the tape away from the
heads in the fast-wind or rewind modes.

If your recorder has pressure pads but no tape lifters,
Nortronics will give average heads only 300 to 400 hours
before wear appears. Add tape lifters, and you gain about
200 hours of life. Designs that dispense with pressure
pads should allow 1,000 to 2.000 hours of useful head
life even without tape lifters—which should double
those times.

The figures come from a Nortronics leaflet called
“Every Tape Recorder Ought to Have his Head Ex-

Continued on page 40
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Iife test

Yen 3000 play (ests prove the DPHDVE
is the longest playing eartridge.

No one evzar dared to challenge a stereo car-
tridge again and again the way we did. But then
no cne ever created a cartridge like our 9939VE
before. We designed it to cive superb playback of
all frequencies, at any groove velocity, at tracking
forces so /ow that records sound brand new even
after 5000 plays.

We cycled the 999VE through 5000 complete
plays on a test prassing, more than 50 times the
ordinary life usage of a record. Through the entire
low and middle sp2ctrum there was no audible or
measurable wz2ar or distortion, while at the high
frequencies the loss was less than 3 dB at 20,000
Hz ... after a fu'l 5000 plays.

These sensat onal figures are only matched

Write for your free “Guide to Sound Design for 1970.”
Empire Sdienti‘ic Corp., 1055 Stewart Ave., Garden City, N. Y. 11530

Circle No. 21 Reader Service Card

FMPIRE

www americanradiohistorv. com

by the enthusiastic acclaim of the experts. Stereo
Review Magazine, ranked the 998VE '‘#1 in light-
weight tracking ability.” Hi Fi Sound called it “A
real hi fi masterpiece.” Popular Science chose the
999VE for “The stereo system | wished | owned,”
whi e Audio Magazine said “Otrtstanding sqLare
wawves. Tops in separation.”

There's no question about it — if you wart the
longest playing cartridge money can tuy you want
Ermpire’s 999VE at $74.95.

TECHNICAL SPECIFICATIONS 939VE Stereo
Cartridge. Frequency Response 6 to 35,000 Hz;
Stereo Separation more than 35 dB; Cutput volt-
age 5 mv/channel; Compliance 35 x 10 cm/dvne.
Styvlus.2mil.x.7mil. hand polished elliptizal diamcnd.

EMPIRE

>
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NEWS & VIEWS  Continued from page 38

amined.” If you're interested in knowing how to check
your heads for wear, write for a copy to: Distributor
Division. Nortronics Co.. Inc.. 6140 Wayazata Blvd,,

Minneapolis. Minn. 55416.
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FOR COLLECTORS ONLY

An interesting tape was sent to our offices recently by
Arthur Shifrin. a student who lives in Flushing, N. Y.
The tape contained a number of dubbings derived from
records of the early swing era—say about 1930. judging
from the sound. Aside from the nostalgic delights of the
music itself, the interesting thing about the tape was
that it gave an A/B comparison between a “straight”
dub of the discs—surface noise and all—and the sound
produced by copying the records through Shifrin’s Sonic
Attenuator, a product he is offering for sale.

It's not often these days that collectors of older 78s
find their needs being catered to. And on the basis of the
1ape, Shifrin’s device seems to do a remarkably good
job. It is described as an equalizer containing a twenty-
four position sharp-cutoff high filter., a midrange control
that allows varying degrees of both boost and cut, a bass
control that acts similarly, and a bypass switch allowing
the sort of before-and-after comparison reproduced on the
tape. Since losses in the equalizer run to about 16 dB. the
bypass position includes a 16-dB loss pad to match its
level to that of the equalized signal.

At first we were startled to note that Shifrin makes

a stereo model. Why stereo, since all 78s were mono?
But a little thought convinced us that it probably makes
sense. since most systems today—even in the homes of
78-collectors—are stereo and many include a stereo pick-
up custom fitted with a 3-mil or 2.5-mil stylus for play-
ing 78s. If you're interested. the mono Model A costs
$78: the stereo Model B, $150. Special input and output
impedances are available, as is a standard 19-inch hous-

ing for rack mounting.
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SHOW PLANNED FOR ATLANTA

Mis. Teresa Rogers, better known to industry insiders as
Terry, has built an enviable reputation in recent years
as the organizer of successful high fidelity shows in
Philadelphia and Washington. The shows have taken
place. usually in February, in alternate years in the two
cities.

Now we have word of Mrs. Rogers’ first show venture
in Atlanta. The Atlanta High Fidelity Music Show is
planned for March 20-22 in the newly remodeled Shera-
ton-Biltmore Hotel on Peachtree Street. And it may be
the prelude to ventures even further afield. Terry tells
us that she has received overtures from other cities in
the past but has hesitated to move out of home territory.
The Atlanta show may serve as a pilot project from
which she can gauge the feasibility of possible expan-
sion of her activities. It's a likely city for the purpose.
Atlanta has not had any sort of show for a good many
years and has been undergoing a burgeoning community
interest in cultural matters. The recently completed arts
center is symptomatic of this interest.

equipment in the news

Twenty-eight drivers make a stereo pair

Biggest in the line of feedback loudspeaker systems made by the
LWE Division of Acoustron is the LWE 1V, available both as finished
systems in three different styles (at $950) and as an Instant Kit for
custom mounting (at $750), shown here. The driver complement in-
cludes four 15-inch woofers, four 8-inch lower midrange. four 6-inch
upper midrange. and two horn tweeters, with level controls provided
for the three highest ranges. The control panel also features a phase
switch and connections that will allow driving upper and lower ranges
from separate amplifiers. as in a biamplification system. Feedback
connections—a central feature of LWE systems—provide inverse
feedback to the amplifier or amplifiers, controlling both distortion
and potential overload. The LWE 1V requires at least 100 watts

rms per channel and will handle up to 200 watts.
CIRCLE 149 ON READER-SERVICE CARD

New name enters tape-deck field

Astrocom/Marlux, a newcomer to the tape recorder field located in
Oneonta. N. Y.. has announced a model that. the company says, offers
specifications comparable to those of the finest home recorders at
a price of $379.95. The Model 407 is a three-motor solenoid-oper-
ated stereo deck with automatic reverse in playback. It contains four
quarter-track heads (erase. record, forward playback. and reverse
playback). and offers two speeds. 7%2 and 3% ips. The automatic
reverse function is triggered by metallic foil strips applied to the tape.
Other features include automatic tape lifters and shutoff switch, dual

meter, and tape-echo and sound-on-sound recording.
CIRCLE 150 ON READER-SERVICE CARD

Continwed on page 42
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Citation
iIS back.

TECHNICAL SPECIFICATIONS

AND FEATURES FOR

Continuous Power Qutput:

Intermodulation
Distortion:

Hum and Noise:
Damping Factor:
Frequency Response:

Power Bandwidth:
Phase Shift:

Rise Time:
Dimensions:

Weight:
Finish:
Outstanding Features:

Marcu 1970

CITATION TWELVE POWER AMPLIFIER

+ 120 waltts, RMS, both channels driven
simultaneously @ less than 0.2% THD,
20-20,000 Hertz @ 8 ohms.

» Less than 0.15% at all power levels, 60 and
6,000 Hertz.

« Better than 100 d¢h below 60 watts.
« 40,
+ 1.70KHZ, + 0.5 db @ normal power level.

Less than 1. Heriz—100KHZ, = 1 db @
nor:nal listening level.

+ 5-35,000 Hertz.

+ Less than 5 degrees at 20 Hertz.

« Belter than 2 microseconds @ 20K Hertz.
« 571" H X 1231" W x 123" D (complete
with metal cage).

+ 30 pounds.

+ Qlive, black trim and gold escutcheon.

» Two individual power supplies deliver
superb regulation for absolute stability and

extended low frequency response. Handling
of transients is effortless at any power level.

Minimum resale prices—
(Kit) $225. (Wired) $295.

+ Thermal cutouts remove power from output
stage when heat build-up exceeds 80 degrees
C. Series-type limiting relays protect amplifier
from short circuits. Reset automatically once
short is removed.

« Absolutely stable with any type of speaker
system.

The Citation Twelve is availablc as a
factory wired and tested amplifier or as
a simple-to-construct kit. No special technical
or mechanical skills are required. Instructions
arc complete and easy to follow. See and
hear the Citation Twelve soon. We think you
will agree it represents a remarkable
Lreakthrough in high fidelity.

For complete technical information, write
to Harman-Kardon, Inc., 55 Ames Cowrt,
Plainview, N.Y. 11803, Dept. HF3.

EREEY ardon | <=

A subsidlary of Jervis Corporation

CIHCLE 25 ON READER-SERVICE CARD
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EQUIPMENT IN THE NEWS

Continued from page 40

““Human engineering’’ a feature of Scott receiver

Scott’s latest stereo FM/AM receiver. the 3800. features a tilted
control panel and key-type switches designed to increase visibility
and ease of use by contrast 10 older models. according to the manu-
facturer. The receiver retains the Perfectune light that was intro-
duced in an earlier Scott model to indicate correct tuning of an in-
coming signal. The IF circuitry features a permanently aligned crystal
lattice filter. The power amplifier section is rated at 53 watts per
channel continuous into 4-ohm loads. or 43 watts per channel into
8-ohm loads. The price is $419.95.
CIRCLE 151 ON READER-SERVICE CARD

More power in JBL Energizer

The SE460 Energizer from James B. Lansing Sound is a stepped-up
version of the SE4008S. rated at 80 watts. The new model is rated at
120 watts continuous rms output. Like other JBL Energizers. it is a
solid-state power amplifier designed for use either as a separate com-
ponent or mounted in the cabinet of the speaker it is driving. Custom
equalization boards tailor the output to specific JBL speaker models.

The SE460 will sell for $354.
CIRCLE 154 ON READER-SERVICE CARD

Loudspeaker system first product from Advent

Advent Corporation has announced a two-way acoustic-suspension
speaker system that the company says is designed to equal the per-
formance of any system on the market for home use. In making the
claim. it cites its two-way system as inherently superior to three-
way systems on the grounds that only one, simple crossover is
needed and the possibility of interference between drivers is re-
duced. While allowing that multiple-driver designs are appropriate
for use in filling large listening areas. the company says that modern
driver design obviates the need for a separate midrange unit. Cross-
over of the system is at 1 kHz: selling price is $112 in walnut.
CIRCLE 152 ON READER-SERVICE CARD

Quickie size for cassettespondents

For those who record their correspondence on cassettes and don't
need a full sixty minutes to speak their minds, the 3M Company has

g ‘_:3” introduced the Scotch C-30 size, which will hold thirty minutes—

Component-styled cassette recorder

Lafayette’s RK-510 recorder combines a stereo cassette deck with a
built-in monitor amplifier. Cassettes may be played back through
speakers connected to the monitor amp or through a component sys-
tem. In addition to jack-panel connections for use with a stereo
system, there are front-panel jacks for a pair of microphones and for
stereo headphones. Separate record and playback level controls are
provided for each channel. Playback tone controls gang the two
channels together. The transport is provided with a tone control. The

RK-510 sells for $149.95.
CIRCLE 162 ON READER-SERVICE CARD
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fifteen on each side of the cassette. The C-30 size is available in a
Post Office-approved mailer at $2.35 or in a standard plastic box at

CIRCLE 161 ON READER-SERVICE CARD
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©1969 Sony Corp. of America. Visit our showroom 585 Fifth Avenue, New York, N.Y. 10017.

You've got a reom at the top. You want a complete stereo music
system to put into it. You're an HP-580. A complete system of com-
ponent quality with a pair of high-compliance 3-way speakers (8”
woofer, 3” mid-range, 2" tweeter). It includes an all-silicon transistor
amplifier with exceptionally high frequency response and low signal-to-
noise ratio, a s2nsitive Sony FM sterec/FM-AM tuner and a Dual pro-
fessional auto/manual turntable with Pickering moving magnet car-
tridge. The works, $419.95.* v

; You just want the best of almost everything. An
HP-465 is what you are. A Sony-designed amplifier (that
means all-silicon transistors and OTL circuitry), the reliable
Garrard auto/manual turntable and Pickering V-15 mag-
netic stereo cartridge, a pair of matched high efficiency
speakers with a 612" woofer and 3" tweeter for $249.95.*
When you're ready for everything, you can add the ST-80
—a compact, sensitive tuner—for $89.95.* A happy ending.

A4

You're a nervous beg nner. You want
to ease your way int2 stereo. Just turn-
table and speakers. You want the HP-155:
Sony amplifier, a 4-speed BSR automztic
turntable with a Sony-des.gned feather-
we ght cartridge, a pair o~ 2-way high-per-
formance speakers with a 6 2" woofer and
2" tweeter for $179.95.* (After their ner-
vous beginning, HP-155 s nearly always
want to add ST-80's—our mifty little tuner.)

v

You're the man who has
nothing. No turntable, no speak-
ers, no amplifier, no tuner. And not much
money. You're an HP-188: A tuner and amgli-
tier with FET circuitry and solid state IF filters like every
Sony, 4-speed BSR automatic turntable and two-way high-com-
pliance speakers. $239.95.*

‘fou’re a once-in-a-lifetime plunger. So you'll spend more to get
more. Like the HP-480A: Sony's sensitive FM stereo/FM-AM tuner and
all-silicon transistor amplifier in a rich walnut-finished cabinet with an
‘ automatic turntable. The high-efficiency bass-reflex speakers (6'%”

*Mir.'s suggested relail price. woofer and 3” tweeter) deliver the sound beautifully. $319.95.*
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Higher trackability in the “backbone” region of music

The grand structure of orchestral music relies heavily upon tympani,
tuba, contrabass, bassoon, bass drum, and other low register instru-
ments to form the solid foundation upon which the harmonies and
melodic line are built. Unfortunately it is exceedingly difficult to track
these passages when they are cut at high velocities. Even the Shure v-15
Type II, the world's highest trackability cartridge, required raising the
tracking force when playing recordings containing this type of program
material. We took this as a challenge and have prevailed. The top line
of the graph at right shows the increased bass and mid-range track-
ability of the IMPROVED V-15 Type |I. Practically speaking, it means you
can reduce 1% gram trecking force to 1 gram, or 1 gram force to %
gram for records with high velocity bass register material. No increase
itn price ($67.50 net), but you will significantly extend record and stylus
ip life.

NOTE: You can attain this superior bass and mid-range trackability
with your present V-15 Type 1l by using the IMPROVED VN15E stylus at
$27.50. Look for the word Shure in red letters on the stylus grip.

!

V-15 TYPE Il (IMPROVED)

SUPER TRACKABILITY PHONO CARTRIDGE

x

MODULATION VELOCITY CW/SEC

ORIGINAL V-15 TYPE Il
1 { |
- ] i
|
|

i

ENT

v-15 TYPE I (IMPROVED)

I |
CICEE) 4000 6 1000 10000

2000
FREQUENCY ¢

- T
N0 000

TRACKABILITY CHART (1 GRAM STYLUS FORCE)

1969, Shure Brothers Inc., 222 Hartrey Ave., Evanston, 1llinois €0204

CIRCLE 55 ON READER-SERVICE CARD
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equipment
reports e consumers cuioe

QUAD’S TWO-PIECE AMPLIFIER

THE EQUIPMENT: Quad 33, a stereo preamp-control
unit. Dimensions: 1014 by 354 by 614 inches. Price:
$180. Quad 303, a stereo power or basic amplifier.
Dimensions: 43/ by 61/ by 1234 inches. Price: $220.
Manufactured by Acoustical Manufacturing Co., Ltd.,
Huntingdon, England. Distributed in the U.S. by
Harmony House, Inc., 197 East 76th St., New York,
N.Y. 10021.

COMMENT: Although either the Model 33 preamp or
the Model 303 power amp may be purchased sepa-
rately and used with other makes of power amp and
preamp respectively, the two units mate most con-
veniently with each other as the fore and aft sections
of a complete stereo amplifier. In common with all
two-piece amplifiers of whatever make, the basic or
power amp may be installed out of sight, while the
preamp or “front end” is intended for normal access
location. To the average U.S. user unpacking a Quad
for the first time, the novelty of its appearance and
of the requirements for hooking it up and putting it
into service may prove fascinating or annoying, de-
pending on individual inclination. Everything about it
is atypical, from the plug-in circuit boards (three of
which are supplied “‘loose’” and must be inserted by
the owner) to the European DIN connectors (multi-
pin types to which your U.S.-made gear must be
related, via the included cable adapters). Even the
output terminals from the power amp are unique,
requiring that you solder the leads from each speaker
system to special plugs which then jack into the
amplifier. And so on.

Some of this need for fussing around can be justi-
fied on technical grounds: the hookups, once made,
probably are stronger and more durable than usual
(we have, in fact, commented in this magazine in the
past on the flimsy mechanical connections provided
on most audio gear), although some of it strikes us
as window-dressing, or—in this day of product appeal

TO HIGH FIDELITY EQUIPMENT

gambits—as ‘‘image reinforcement.” Quad claims to
offer nothing less than the best available equipment;
certainly the products look like nothing else in the
field, and a Quad owner—once he has figured out
the hookup adaptations—can boast of owning a
unique setup . . . down to the very styling of the unit,
and the intransigence of its appeal vis-a-vis the U.S.
market by such flourishes as the “E" (for “earth’)
rather than a '‘G" (for ‘‘ground’’) on one of its rear
terminals, not to mention the wording used in the
owner's instruction booklet. it's rather like buying a
Jaguar with the steering wheel on the right.

The comparison, by the way, is fairly apt. For
if the Quad is fairly difficult to become acquainted
with and get into use, it also is a smooth, honey of
a performer. As our tests indicate, both preamp and
power amp either meet or exceed all performance
claims within normal tolerance limits. For instance,
Quad claims for the Model 303 a mere 0.1 per cent
distortion for 45 watts output at 10,000 Hz; CBS
Labs measured less: 0.067 per cent. Distortion, in fact
(either THD or IM), over most of the response band
at any output level was almost nonmeasurable, well
down into the hundredths-of-a-per-cent range, and
we had to expand the vertical scale of our distortion
graph to show any amounts. Signai-to-noise ratio was
outstandingly good at 95 dB. Power bandwidth, while
not as spectacular as on some other high-priced am-
plifiers, did conform to Quad's specifications which,
we ought to point out, express a deliberate design
philosophy of rolling off the response below 20 and
above 20,000 Hz. At that, the 303 produces its power
bandwidth for rated distortion of 0.1 per cent from
just below 20 Hz to 16,000 Hz. Frequency response
remains within 2 dB from 20 Hz to 45,000 Hz.

The preamp (Model 33) tested ran with no more
than a few hundredths-of-a-per-cent distortion within
its specified range. Although the lab could not du-
plicate the 90-dB signal-to-noise figure claimed, it

Equipment reports are based cn laboratory measuraments anc controlled listening tests. Unless otherwise noted,
test data and measurements are obtsined by CBS Laboratories, Stamford, Connecticut, & division of Columbia

REPORT POLICY

Broadcasting System, Inc., one of the nation’s lesding research crganizations. The choice of equipment to be
tested rests with the editors of HIGH FIDELITY, Manufaciurers are not permitted to read reports in advance

of publication, and no report, or portion thercof, may be reproduced for any purpose or in any form without
written permission of the publisher. All reports should be construed as applying to the specific samples tested;
neither HIGH FIDELITY nor CBS Lsboratories assumes responsibility for product performance or quality.
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Square-wave response
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Quad 33 Preamp

Performance
characteristic

Output at clipping

IM distortion 0.06% at 1 volt output
Inputs (for 0.5 volt out) Sensitivity S/N ratio
Radia 1, 2 96, 96 mV 73,73 dB

Additional Data

Measurement

left channel 1.63 volts at 0.13% THD
right channel 1.58 volts at 0.14% THD
(figures remain same for channels driven
individually or driven simultaneously)

Tape (M, L, H)
Disc (M2, M1, C1)

380, 93, 950 mV 74, 61, 63 dB
5.5, 1.9, 27 mV 60, 54, 60 dB

PERCENT HARMONIC DISTORTION

RESPONSE IN DB

PERCENT IM DISTORTION

0.2

0.1

Square-wave response

45 WATTS OyTPUT oA

—— Left channel: <0.20%, 30 Hz to 20 kHz
—==—Right channel: <0.20%, 31 Hz to 14 kHz

HARMONIC DISTORTION CURVES

225 WATTS QUTPUT

——— Left channel: <0.15%, 20 Hz to 20 kHz
- — = Right channel: <0.15%, 20 Hz to 20 kHz

20 50 100 200 500 1K 2K 5K
FREQUENCY IN HZ

POWER DATA
Channels_individually
Left at clipping: 50 walts at 0.023% THD
Left at 0.03% THD: 50.5 walts
Right at clipping: 50 watts at 0.023% THD
Right at 0.03% THD: 50.5 watls

Channels simultaneously

Left at clipping: 40.9 watts at 0.064% THD
Right at clipping: 40.9 watts at 0.070% THD

POWER BANDWIDTH, 0.1% THD
ze10 db = 43 watts

0
below 0Hzt0 16Kz N

10K 20K
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Quad 303 Power Amp Additional Data

Performance

characteristic Measurement

Damping factor 40

Input characteristics Sensitivity S/N ratio
(for 45 watts output) 480 mV 95 dB

did confirm that S/N on all inputs came to better
than 60 dB, which is excellent by any standards.

The cosmetics of the Quad, while novel, do re-
late to the unit's functionalism. The large knob on
the left of the preamp serves as the volume control
combined with a power off/on switch. Directly below
it a slide control adjusts for channel balance. The
lower left row of push buttons is divided into two
groups; the first three, colored orange, select mono
left, mono right, or stereo. Pressing the two mono
buttons at once sends the same mono signal through
both channels (the preferred way to play mono discs
with a stereo pickup). The four white colored buttons
in this row select input signals: radio 1, radio 2, disc,
and tape monitor. Radio 1 and 2 correspond to the
auxiliary or high-level inputs on U.S. equipment. The
knobs at the right control tone and filter action: bass
control on both channels simultaneously, similar-act-
tng treble control, and filter slope. The last knob s
used in conjunction with the other set of push buttons
below it which determine the frequency at which the
filtering becomes effective. A fourth button in this
group marked ‘‘cancel’”’ deactivates all tone and filter
action to return the preamp to flat response. This un-
usual versatility may not concern many users, al-
though it could be of interest to professionais and
to those who do a good deal of listening to, or dub-
bing of, older recordings. A final flourish on the front
panel is the word Quad which lights up when power is
turned on.

BSR AUTOMATIC COMES
WITH STEREO CARTRIDGE

THE EQUIPMENT: BSR McDonald 300T, a four-speed
automatic turntable supplied with stereo cartridge and
fitted onto mounting base. Dimensions: 15, by 14
by 7 inches. Price: $44.50. Manufacturer: BSR (USA)
Ltd., Blauveit, N.Y. 10913.

COMMENT: When we first saw this new BSR we were
skeptical. Four speeds, a good-looking mounting
base, and a magnetic pickup—all for less than $457
How good could it be?

The answer is, surprisingly good for the cost. What
we have here is a cleverly integrated ensemble in
which certain design compromises (such as the par-
ticutar cartridge employed, and the fixed—rather than
user-adjustable—antiskating force) add up to a given

MarcH 1970

The preamp’s rear panel contains the little ‘‘doors”
that you lift to slide in the circuit boards for tape
and disc playback, a grounding (pardon, earthing)
post, a fuse holder, three AC sockets, and the signal
input and output connectors. Of the AC sockets.
two are convenience outlets for powering other equip-
ment, including the basic amplifier; one is the main
AC line connector. This last is a three-prong connector
at the preamp end, although it may be terminated
in a normal two-spade plug for insertion into a wall
outlet. Of the signal connectors, four (the signal
inputs and the tape feed) are 5-pin types which must
be wired, via shielded cable, to standard U.S. phono
connectors. The fifth (output to the power amp) is
a 4-pin connector which may be wired directly to the
4-pin input on the Quad power amp via the reversible
cable supplied. To use the preamp with a U.S. power
amp you would, however, have to adapt the cable with
suitable plugs.

The 303 power amp, in keeping with its function,
has far less external hardware, all of which—happily
—is located on one end panel to facilitate instaliation.
The signal input jack is the 4-pin type, corresponding
to the preamp’s signal output jack. Speaker connec-
tors are separate pin-jacks, one each for signal and
ground sides of each channel, and color-coded for
polarity. There’'s a fuse holder and an AC connector
(again, it's a three-prong connector on the chassis, al-
though a standard two-spade plug may be used at the
other end to connect either to the preamp or to an
ordinary AC outliet). Finally, the 303 has an adapter
plug that permits running the amplifier on 110, 120,
or 240 volts AC. A pilot lamp comes on with the
power.

Either the 33 preamp or the 303 power amp stands
as a top-grade performer in its respective class. The
combination offers, at a premium price, correspond-
ingly high-grade performance combined with stability,
reliability, apparent longevity, and a distinctly ‘“‘Brit-
ish-modern’* appearance.

CIRCLE 144 ON READER-SERVICE CARD

level of performance which, while not the equal of
other possible turntable/pickup assembles costing
considerably more, still is not as far below them as
one might think.

A four-speed (16-, 33-, 45-, and 78-rpm) unit, the
Model 300T may be used manually or as an auto-
matic, depending on which of the two spindies (long
and short, supplied) is used, and how you adjust the
position of the over-arm. For instance, with the short
spindle and the over-arm moved to the center, you
can cue manually via the finger lift, and set the pickup
down as desired. The unit will shut itself off at the
end of the record. In this mode, by the way, you can
—by swinging the over-arm to the right—get the ma-
chine to repeat the same record automatically. The
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long spindle, of course, permits stacking up to six
records (of the same size and speed) and playing
them in automatic sequence; in this mode, the over-
arm must be moved to the center to help hold the
records in place. We found operation in all modes to
be very simple and foolproof, with no evidence of
jamming or faltering at any point.

Prefitted on arrival in its stylish walnut and black
base, the machine required a minimum of fuss and
bother to set up for use. We did check stylus force,
however, as we do on all record players that are sup-
plied with a cartridge. We found it to be 33/ grams.
Consulting the literature sent with the unit, we 1ound
that with the particular cartridge employed (a modi-
fied Shure M75, here designated as Model NC 71),
the recommended stylus force was 3 to 5 grams. Just
to be ornery, we reduced stylus force to the lowest
value, 3 grams, and found that the machine still
worked beautifully—and the sound of the cartridge re-
mained unimpaired. In tests at CBS Labs, the mini-
mum stylus force needed to trip the automatic mecha-
nism was found to be 2.5 grams, admittedly high as
modern automatics go but, on the other hand, obvi-
ously suited tor the particular cartridge used and—
just as interesting—well matched to the fixed amount
of antiskating or bias force built into the machine.
What this means simply is that while the BSR 300T
is quite definitely designed to perform optimally with
the cartridge it comes with, it is not—by the same
logic—too well suited for use with higher-compliance
cartridges. Indeed, the head or shell of the tone arm
is so dimensioned that it won't accept most cartridges.

Speed accuracy was distinctly better than average
for a changer-with-pickup in this price class. In fact,
at the most used setting of 33 rpm, the 300T ran with
no measurable error at the standard line voltage of
120 VAC, and deviated by no more than 0.29%, for the
most extreme variations in supply voltage. This would
be a commendable score for any turntable; in a unit
as low priced as this, it's almost phenomenal. There
is no provision for varying the speed-—but unless you
deliberately want to do so for special purposes, there

ADC’S REVISED
BRENTWOOD SPEAKER

THE EQUIPMENT: ADC 303 AX, a compact, full-range
speaker system in enclosure. Dimensions: 233/ by
13 by 1134 inches. Price: $100. Manufacturer: Audio
Dynamics Corp., Pickett District Rd., New Milford,
Conn. 06776.

COMMENT: An updated version of ADC's popular
Brentwood system, the new Model 303 AX looks very
much like its predecessor (still available, by the way,
as Model 303A for $10 less), but two internal design
changes can be credited with a subtle, though audible,
improvement in sound. The “AX’ version employs a
10-inch woofer (as compared to an 8-inch unit in
the older version), and the nominal frequency cross-
over occurs at about 1,500 Hz (the older crossover
is at 2,000 Hz). The net result is a speaker system
which sounds to us a little smoother (in the treble)

really is no need for it in this model, so close to abso-
lute accuracy does it run. Flutter was clocked at a
very low average of 0.15%, completely inaudible.
Rumble, by the CBS-ARLL method, was measured as
—47 dB, and arm resonance occurred as a 7-dB rise
at 22 Hz. These figures mean that when playing
through really powerful amplifiers and wide-range
speakers with full bass response, the 300T will pro-
duce some low-pitched noise that could intrude at
times into tne music. How much, and how often, de-
pends a great deal on the record itself and how loudly
you play it. Our feeling on this point is that while
lower rumble and/or lower arm resonance would be
ultimately desirable, they are not out of line here in
view of the ensemble’s low cost.

Other vital statistics: the platter itself weighed in
at 1 pound, 8 ounces—fairly lightweight but obviously
capable of moving smoothly and accurately at all
speeds. Arm friction laterally measured 0.50 grams;
vertically, 0.12 grams-—again, higher than you’'ll find
in costlier models but still within acceptable design
limits for the ensemble.

To sum up: the BSR offers a great deal of conven-
ience and ‘“‘bonus’ features in a good-looking and
good-functioning format which, at its very low cost,
recommends it as a reliable record-playing ensemble
for use in less-than-perfectionist, but still fairly high
quality, stereo systems.

CIRCLE 141 ON READER-SERVICE CARD

BSR 300T
Speed Speed Accuracy
setting Percentage (fast or slow)
(rpm) 105 VAC 120 VAC | 127 VAC
16% 0.2 f 03 f 0.4 f
33 0.2 s exact 0. f
45 03 f 0.6 f 0.7 f
78 03 f 0.5 f 0.6 f

and a little fuller (through the midrange and in the
upper bass) than its antecedent. Another way of
putting it would be to say that the 303 AX sounds a
little *less bright'' than the 303A.

Neatly styled in walnut, with its dark grille framed
in aluminum, the 303 AX may be positioned vertically
or horizontally. In addition to the woofer, the system
houses a 5-inch tweeter whose center is fitted with
a plastic dome that helps disperse the highs evenly
into the listening area. The enclosure is completely
sealed. Connections at the rear are screws marked

HiGH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

for polarity. Near them are two toggle switches
marked for midrange ‘“down’’ and ‘“‘up” and for
treble ‘“‘down’’ and “‘up.” These controls provide a
deliberately limited tona! adjustment range (a 3-dB
difference between the two positions of either switch)
to help suit the system to different room acoustics.
After some experimentation, we settled on the ‘‘down”
position on both switches as delivering—in our room—
the smoothest sound. The 303 AX is moderately
efficient and can be driven by amplifiers producing as
little as 6 watts per channel, although they will make
a better acoustic showing when connected to higher-
powered equipment. They are rated for a maximum
capacity of 60 watts (music power) each. Impedance
is 8 ohms.

In response checks, the 303 AX doubled very
slightly at about 55 Hz; this effect increased a bit at
45 Hz, but was no worse at 35 Hz. Response at 30 Hz
was very faint, but still quite clean. In all, we'd say
the 303 AX introduces relatively little distortion at
the low end, and has a useful bass output to 35
Hz. The upper bass is ample and remains level in
output, with no discernible peaks or roughness. This
same smoothness characterizes the midrange and
highs, except for a hint of a peak at about 6 kHz.

3M ENTERS THE
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Directional effects do not become very noticeable
until at above 8 kHz, with the sound rolling off and
becoming gradually narrower, although tones up to 12
kHz remain audible slightly off axis. At 13 kHz, the
output is still audible on axis; ditto for 14 kHz, from
which frequency the response slopes to inaudibility.
White noise response varied from fairly smooth (on
axis) to very smooth (off axis).

In describing the 303 AX, one must acknowledge
that it stands up as a very worthy competitor in the
densely popuiated $100 price class. Vis-a-vis any of
several costlier and/or larger systems, its bass sounds
adequate though not overpowering; its midrange is
strong and clear with a slight tendency to favor the
upper middles; its extreme highs are clean and well
aired. A well-balanced system, its sound is generally
uncolored, smooth, and capable of presenting good
inner detail of complex musical textures. A pair, on
stereo or mono, can fill a larger-than-average room
with very listenable sound; the same pair work very
well in smaller rooms with no evidence of musical
dropout. The 303 AX may be located on the floor, on
any convenient base or bench, or on a shelf deep
enough to accept it.

CIRCLE 143 ON READER-SERVICE CARD

CASSETTE FIELD

THE EQUIPMENT: Wollensak 4700, a stereo cassette
tape deck (transport plus record/playback preamps),
housed in wainut. Dimensions: 14 by 41, by 91,
inches. Price: $159.95. Manufacturer: Mincom Division,
Minnesota Mining and Manufacturing Co., 3M Center,
St. Paul, Minn. 55101.

COMMENT: In most ways the Model 4700 resembles
other cassette recorders we've reported on. It is, how-
ever, the largest cassette deck yet tested. It also
appears to be ruggedly built and handsomely finished,
with obvious attention to controls and exterior details.
Completely encased in walnut, the 4700’'s top panel
is dominated by the dark tinted plexiglas cover which
you lift to get at the cassette well. To its left there's
a three-digit tape index counter with reset button;
farther left is a pair of microphone input jacks
for left and right channels. At the right you'll find the
power off/on slide switch; next to it is a pilot lamp that
comes on with the power. The aluminum strip across
the panel contains individual VU meters for each
channel, the cassette eject lever, and the printed
legends for the bottom row of controls. This group
includes left- and right-channel level knobs, a lever
for fast forward and rewind, a recording button, a
pause control, and two heavy-duty push-switches for
play and for stop. The right-channel level control
doubles as a mono conversion gimmick: when it is
turned fully counterclockwise it clicks into ‘““mono’
positior; this puts any left-channel input signals onto
both teft and right channel recording heads so that
identical mono may be recorded on the twin tracks;
the resuitant recording then can be played on any
mono cassette machine. These controls also allow in-
dependent adjustment of each channel during
stereo recording, and during stereo playback through
one set of output jacks. There’s also a second set of
output jacks which is not controlled by these knobs.

As in all cassette units we’'ve encountered, the
record button is interlocked with the play control,
so that both must be engaged simultaneously to put
the machine into the recording mode, a safety feature
to prevent accidental erasure of recorded tapes. The
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Wollensak 4700

Performance
characteristic

Speed occuracy, 178 ips

Wow and flutter, 173 ips

Additional Data

Measurement

105 VAC: 0.45% fost
120 VAC: 0.97 % fast
127 VAC: 1.17% fast

ployback: 0.18%
record/playback: 0.25%

and chart based on data taken at CBS Labs, add up
to a satisfactory performer in the cassette class.

Like any cassette machine, installing the 4700 for
recording and playback via an existing stereo sys-
tem (the unit has no built-in power amplifier or
speakers) takes no longer than the few minutes re-
quired to connect four signal cables and the AC line
cord. Operation proves to be simpie, virtually fool-

proof, and—thanks to its sound—quite gratifying.
CIRCLE 142 ON READER-SERVICE CARD

TEST REPORT GLOSSARY

Rewind time, C-60 caossette 41 sec.

Fast forward time,

same cassette 43 sec.
S/N rotio (ref 0 VU)
ployback I ch: 44 dB rch: 44 dB

lch: 41.5dB rch: 41.5dB

record/ playback

Erasure (400 Hz at narmal
level) 59 dB

Crosstalk (400 Hz)
recard left, playback right 40 dB
recard right, playbock left 38 dB

Sensitivity (for 0 VU record-
ing level) preamp input
mike input

lch: 37 mV  rch: 37 mV
| ¢h: 0.18 mV rch: 0.14 mV

left: exact
right: 0.5 dB high

Accuracy, built-in meters

IM distortion (recard/ play)

1% ips, 0 VU and =10 VU I ch: 10% rch: 9%

Maximum output, con-

trolled jacks lch: 1V ms rch:1Vims

Fixed jacks I ch: 850 mV  r ch: 760 mV

recording button cannot be pressed unless a cassette
is correctly seated in the well, or if the little tabs have
been removed from the back edge of a cassette—as
they are on all prerecorded cassettes. In other words,
it is impossible to erase a commercially programmed
cassette unless, of course, you deliberately want to do
so and insert tab-equivalents into the little spaces on
the edge of the cassette housing.

The output jacks mentioned are found along the
left-hand side of the recorder where there’'s alsc a
stereo pair of input jacks. All connections, except
for the mike inputs, are phono-plug types; the mike
jacks take the larger phone plugs. The unit's AC
power cord emerges from underneath the set. In com-
mon with all cassette machines, the 4700 uses two
heads: one for erase and one for combined record/
playback. During play (or record), the heads and the
drive capstan move out from a recess in the well;
during fast wind, pause, and stop, these parts are
withdrawn into the recess. The mechanism works very
smoothly, and indeed the unit's excellent marks for
speed accuracy and wow and flutter attest to the
high-grade transport mechanism employed here.

The record/playback response remains literally flat
all the way out to 10,000 Hz, although a rising noise
level tends to obscure the extreme highs, thus limiting
the unit's effective clean response during recording
to perhaps 7 or 8 kHz—still an average good mark
for this class of equipment. Playback response, how-
ever, which also goes to beyond 10 kHz (it actually
rises at the high end) does so without any apparent
noise other than the residual hiss on a programmed
cassette. And so while the 4700 can serve as a rea-
sonably good recording device, it does excellently
as a player of commercially recorded cassettes. Other
characteristics, detailed in the accompanying graphs

Bias: antiskating, a force applied to counter-
act a tone arm’s tendency to swing inward;
a small amount of voltage applied to a device
to prepare it for correct performance.

Clipping: the power level at which an amplifier’s
output distorts.

Damping: a unit's ability to control ringing.

dB: decibel; measure of the ratio between elec-
trical quantities; generally the smallest differ-
ence in sound intensity that can be heard.

Doubling: a speaker’s tendency to distort by
producing harmonics of bass tones.

Harmonic distortion: spurious overtones intro-
duced by equipment to a pure tone.

IM (intermodulation) distortion: spurious sum-
and-difference tones caused by the beating of
two tones.

k: kilo-; 1,000.

m: milli-; 1/1,000.

M: mega-; 1,000,000.

u (mu); micro-; 1/1,000,000.

Power bandwidth: range of frequencies over
which an amplifier can supply its rated power
without exceeding its rated distortion (defined
by the half-power, or -3 dB, points at the
low and high frequencies).

Resonance: a tendency for a device to empha-
size particular tones.

Ringing: a tendency for a component to con-
tinue responding to a no-longer-present
signal.

RMS: root mean square; the effective value of a
signal that has been expressed graphically by
a sine wave. In these reports it generally de-
fines an amplifier's continuous, rather than
momentary, power capability.

Sine wave: in effect, a pure tone of a single fre-
quency, used in testing.

S$/N ratio: signal-to-noise ratio.

Square wave: in effect, a complex tone, rich in
harmonics, covering a wide band of frequen-
cies, used in testing.

THD: total harmonic distortion, including hum.

Tracking angle (vertical): angle at which the sty-
lus meets the record, as viewed from the
side; 15° has become the normal angle for
the cutting, and thus the playing, of records.

Transient response: ability to respond to percus-
sive signals cleanly and instantly.

VU: volume unit; a form of dB measurement
standardized for a specific type of meter.

REPORTS IN PROGRESS
Grado FTE Cartridge
Benjamin EMI 205 Speaker System
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...(the Dynaco A-25's) are quite probably
the hest buy in high fidelity today.”

DYNACO A-25
$79.95

The Sterecphile, Vol. 2, No. 9

‘.. . (when) some really deep stuff came along
. . what came out of the A-25’s simply defied
belief, for they went deeper even than two of
our standard systems . . . We were certainly
not prepared to find these piddling little Dyna
systems going flat down to 35 Hz and rattling
windows at a hair below 30 Hz! . . . these A-25's
are better than anything else we've ever
encountered for less than $200 each . . ."

66The excellent overall
transient response of the
Dynaco A-25 speaker system
is shown by the tone-burst
response photos at (left to
right) 600, 2,000 and 10,-
000 Hz.99 (Stereo Review)

The Stereophile Magazine.

Dynaco designed the A-25 loudspeaker
system to have the most accurate repro-
duction of any speaker available, regard-
less of price, yet at a low cost to the
consumer. Here's what two of the most
respected publications say about the re-
sults of our efforts.

Julian Hirsch in Stereo Review, June, 1969

*. . . the Dynaco had a remarkably neutral
quality. Many speakers have response irreg-
ularities that . . . leave no doubt in the listener’s
mind that he is listening to a speaker. The A-25
had less of this coloration than most speakers
we have heard, regardless of price . . . nothing
we have tested had a better overall transient
response . . . Not the least of the A-25's attrac-
tion is its low price of $79.95.

1n||||llII

M Wi

O

Send for literature or pick some up at your dealer where you can also hear the A-25

olynaca iuc.

3060 JEFFERSON ST., PHILA., PA. 19121
IN EUROPE WRITE: DYNACO A/S, HUMLUM, STRUER, DENMARK
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There are 202 parts
in a Garrard automatic turntable.

We make allbut a
piddling few.
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Today's automatic turntable is a
beastly sophisticated device.

The Garrard SL95B, below, has
202 different parts.

That is, unless we taily the “parts"
that go into such final assembly parts
as the motor and pickup arm. In
which case the total is more like 700.

A few of these parts we buy.
Mostly springs, clips and bits of trim.

But the parts that make a Garrard
perform, or not perform, we make
ourselves.

To buy or not to buy

At our Swindon works, in England,
a sign reads “If we can't buy sur-
passing quality and absolute accu-
racy, we make it ourselves."

E. W. Mortimer, Director of Engi-
neering Staff and a Garrard employee
since 1919, says “That sign has been
there as long as | can remember.

“But considering the precision of
today’'s component turntables, and
the tolerances we must work to, the
attitude it represents is more critical
now than it was even ten years
ago.”

Our Synchro-Lab motor is a
perfect example.

To limit friction (and rumble)
to the irreducible minimum, we
super-finish each rotor shaft to one
microinch.

The bearings are machined to a
tolerance of plus or minus one ten-

MARcH 1970

thousandth of an inch. Motor pulieys
must meet the same standard.

“When you make them yourself,”
observes Mr. Mortimer “you can be
that finicky. That, actually, is what
sets us apart.”

Mass produced, by hand

Despite its place as the world’s
largest producer of component auto-
matic turntables, Garrard stubbornly
eschews mass production techniques.

Every Garrard is still made by
hand.

Each person who assembles a
part tests that finished assembly.

And before each turntable is
packed in its carton, 26 final tests are
performed.

Thus, we're assured that the pre-
cision achieved in its parts is not lost
in its whole.

Swindon, sweet Swindon

In fairness to other makers, we
confess to a special advantage.

CIRCLE 103 ON READER-SERVICE CARD
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Our home.

At last census the total population
of Swindon, England was 97,234. Gar-
rard employs a rather large share of
them, and has for fifty years.

“Not everyone has been here
from the year one as | have,” smiles
Mortimer ‘but we have 256 em-
ployees with us over 25 years. Many
are second and third generation.

“It's hardly your average labor
force. Everyone feels a part of it.”

The sum of our parts

Today's SL95B is the most highly
perfected automatic turntable you
can buy, regardless of price.

Its revolutionary two-stage syn-
chronous motor produces unvarying
speed despite extreme variations in
line voltage.

Its new counterweight adjustment
screw lets you balance the tone arm
mass to within a hundredth of a gram.

Its patented sliding weight anti-
skating control is permanently accu-
rate.

And its exclusive two-point rec-
ord support provides unerringly
gentle record handling.

You can enjoy the SL95B, the
sum of all our parts, for $129.50.

Or other Garrard component
models, the sum of fewer parts, for
as little as $44.50.

Yourdealer can helpyou decide.

C';W'
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by Robin S. Lanier

Stereo Without Fuss

What to know when shopping for a compact system

A HIGH FIDELITY BUFF just returned from five ycars
in the upper Amazon would have difficulty recogniz-
ing some of the hybrid products on dealers’ shelves
today, thanks largely to the compact format in mod-
erate-priced stereo equipment.

So diverse are the permutations that are marketed
under the name “compact” that the term is almost
impossible to define simply. The most elaborate com-
pacts contain most of the features of a full-fledged
component system and may even include clectronics
that are identical (or nearly so) to a sterco receiver
mode! sold as a separate component by the same
company. Looking in the other direction, you can
find a good many so-called compacts that are really
nothing more than table radios or table phonographs
dressed up with component styling.

Another expression for stereo compacts. and one¢
that further complicates the problem of definition,
is “modular systems”—or “mods” for short. The awk-
ward thing about the word modular is that it also has
been used by makers of consoles to characterize the
“separates” that they have, from time to time, intro-
duced in imitation of true sterco components. Or it
may be used to suggest subassemblies that can be re-
moved, replaced, and rearranged at will. So well
stick to the less equivocal “‘compacts.”

That word is, for one thing, a reflection of the
fact that compacts have evolved by combining sep-
arate components into single units whose design saves
space—as well as bother and money—by comparison
to the separate units from which they are derived.
So for our purposes a compact will contain, as a basic
minimum, a turntable plus the necessary electronics
—often the equivalent of a stereo receiver. If no
tuner is included, the electroaics will be only a stereo
amplifier—plus preamp stages, assuming that a mag-
netic cartridge is provided in the turntable’s arm.
These elements will of course be housed in a single
unit, known often as the “‘control module.”

Unlike most table-model phonographs, a compact
requires (and usually includes) a pair of separate
speakers. Lest this criterion appear to defeat the con-
cept of compactness, consider that built-in speakers
can’t be moved about for optimum sound and stereo

effect—or. at best, they offer only limited adjust-
ments to this end.

These basic requirements can be elaborated upon
in a number of ways. The tuner section. if one is in-
cluded, may cover the FM band or both FM and
AM. Tape equipment—often for cassettes, sometimes
for eight-track tape cartridges—may be built in. If
the tape facility is capable of recording, the compact
probably will have microphone jacks; but in any case,
a compact should provide for interconnection with
other components if it is to be more than simply a
table phonograph with outboard speakers. Unless the
necessary jucks are provided, you will not be able to
use it with a separate tape deck,. for example.

The tlexibility possible in interconnecting the
compact with other components and in controlling
the system through the compact's switching arrange-
ments are subject to wide variation from manufac-
turer to manufacturer and from model to model, of
course. Some designers feel that complexity of con-
trol defeats the basic aims of a stereo compact: sim-
plicity and efficiency. Others feel that oversimpli-
fied controls undermine component-quality clectron-
ics by limiting their adaptibility to other program
sources and varying signal quality. Take your choice.

The Argument for Compacts

One strong point of stereo compacts is case of use
and installation. Equatly basic, they take up very
little room: two or four square feet of table space
for the control unit plus a couple of corners or some
shelves for the speakers. On the technical side, the
compacts’ speakers have the advantage of being freed
from the equipment case so that they can be put
where you choose. (To hear stereo across a moderate-
sized room, for example, you need speakers six to
ten feet apart.)

Another basic advantage of the compact format is
the opportunity it gives the manufacturer to match
all the parts, increasing the design’s over-all effi-
ciency. Matching speaker and amplifier is particularly
helpful: good results can be had at minimum cost
if the two are made to go together. This approach
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Not all compacts are delivered with speakers.

can he carried just so lar, however. if the compact
is to continue 10 wlow a choice of speakers—neces-
sary. for example. it extension speaker connections
are provided or if vou may want to replace the orig-
inal speakers with better units eventually.

The efficiencies of system design help to keep com-
pact costs down, too. The format doesn’t repeal the
laws of hi-ti economics, however. If a stereo compact
costs. sav. $200. it probably will sound as good as a
carefully chosen component system of the same total
cosl. At that price, both types of system border on
the lower edge of high fidelity.

By the same token, compacts in the $100 range
(there are some) will have many of the hang-ups of
inferior equipment—including pickups that tend to
wear stereo records rapidly.

In the $250 10 $450 bracket. though. where most
ot the popular compacts are. there is a lot of good
fidelity 10 be had. Power will be in the moderate
range—10 1o 30 watts rms—but the speakers sup-
plied with the compact are usually efficient enough to
make a sutistyingly loud sound with the power avail-
able. Pickups will he very good. if not the best avail
able. Speakers will have smooth highs and satistying
bass, if not that final low octave you get in the best
speakers (at up to 3250 or more apiece). in other
words. by choosing components carefully and spend-
ing more money. vou can beat the fidelity of almost
any compact. That is hardly a surprising state of af-
tairs. because really good sound has never been cheap.

Compacts are generally not aimed at the audio up-
per crust. Many stereo buvers want the most fidelity
they can get at a middle-bracket price. It they also
want minimum technical tuss and easy installation. a
compact may be a completely satisfying answer. For
that reason. compacts today make up one of the main
underpinnings of the high fidelity market.

How to Choose a Compact
The traditional disc compact is the standard. basic
model. Your first decision. therefore. must be be-

tween it and those models that add extra functions.
IU's & question of what vou want from vour compact.

1970

The Heatk AD-27 (left), one of the few kit models
available, will drive a choice of speakers from Heath or other manufacturers. Marantz Model 25 (right)
is one of few that offer choice of turntable. Miracord is shown; Garrard and Dual are other options.

It vou're looking for the widest range of musical
choice in commercial recordings of top fidelity—and
for a minimum cash outluv—the standard format
still is best for your needs.

If vou want 10 make your own recordings, vou
must consider tape: ecither open-reel or cassette. Right
now. for top quality. open-reel tape does best. And
if vou are serious about the production of tapes that
require interpolations.  excisions, rearrangements—
tape editing, in other words—aun open-reel tape ma-
chine is a necessity. But if vou are interested in
playing and recording on tape without editing, vou
should consider the cassette, about which so much s
being written tn this magazine and elsewhere. The
audio industry is obviouslv betting on the future of
the cassette in high fidelitv, because equipment to
handle 1t is being incorporated into more and more
components and  systems.

One poputar tape format. for example. combines a
cassetie deck with a tuner from which programs can
be recorded directly. In a stereo compact. of course,
FM multiplex would be a minimum requirement: but
many throw in the AM band as well. (It you already
have a tuner to use with the compact. you necd only
be sure that an appropriate input is provided.) Con-
sidering how easy cassettes are to use by comparison
with tapes that must be threaded. many users are
yuite willing to forego the extra quality of open-reel
in favor of cassette convenience.

Others will be willing to forego the ubihty to
record as well. It vou're one of them, there are a
number ot ecight-track cartridge units on the market.
The advantage of these cartridges to owners of
automobile stereo systems is that they can be played
cither in the home or on the road—unless vour car
system takes the older four-track cartridges. 16 so.
don’t look for a compact to handle your cartridges.
Few four-track home systems have been offered and.
with the declining popularity of the four-track me-
dium. vou’ll probably want to switch to eight-track
or cassettes in vour car betore long.

A finul basic consideration in buying a compact
is the speaker systems it will drive. Most stereo com-
pacts include a pair of speakers, and some even ofter
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Component manufacturers

tend to offer more ‘‘advanced”
features than other producers of

compacts. Electro-Voice (in Landmark 100,

above), Harman-Kardon, and Nivico are among those
whose speakers use special dispersion techniques to
fill listening room. Pioneer C-5600 (upper right)
features built-in biamplification; Kenwood may offer
model with jumpers between preamp and power amp
to allow addition of biamplification system. Bogen
BC-460 (right) has Crescendo Control—a variable

expander-compressor to extend or limit dynamic range.

36

you a choice of speakers. In a few cases the compact
may be offered without speakers, allowing you to
choose among appropriate systems on the market.

The lcast flexible arrangement is, of course, the
sort in which electronics and speakers are custom-
engineered for each other. If the compact will not
accept any speakers except those that are delivered
with it—or if you feel that you will never want to
upgrade the compact by adding better speakers—
you should do some careful listening before you
buy. Any shortcomings in the speakers will be with
you for the life of the compact.

Listen first for smoothness and balance by playing
various sorts of music—small instrumental groups,
solo voice, full orchestra, solo instruments (particu-
larly organ), and chorus. Do any particular notes,
ranges, or instruments seem to stand out unnaturally,
forcing themselves on you, so to speak? Next, using
deep organ or orchestral sounds, check the bass re-
sponse. Is the bass simply a thumping, rumbling
noise that suggests the presence of these notes with-
out accurately reproducing them? Using a passage
rich in high frequencies (cymbals and triangle are
particularly good) check for naturalness and open-
ness of reproduction and wide sound dispersion. Is
the sound fuzzy or sizzly or muffled? And do you
lose much of the highs as you move away from the
speaker’s axis?

If the speakers are interchangeable, it might be
advisable to listen to the compact with better speak-

ers—choosing models with which you are familiar,
if possible. Does the compact have difficulty pump-
ing out a full, natural sound with the other speakers?
If there are connections for a second pair of speak-
ers and you think you will eventually want extension
speakers, check the amplifier's power rating. If it
is less than 20 watts rms per channel, you may
have trouble finding four quality speakers that can
be driven well simuitaneously by the compact.

Those are, in briefest terms, some of the main
factors to consider in choosing basic functions. But
there are also a number of particulars you should
watch out for when you buy a compact.

On a disc machine, first check out the pickup.
It should be a high-compliance magnetic or ceramic
unit that will track stereo records at 3 grams or
less. An elliptical tip is nice but not essential;
sphericals should have a 0.7-mil radius. The lowest-
bracket compacts tend to have ceramic cartridges
with turn-over stylus assemblies—one stylus for
microgroove and one for 78 rpm. As a class, these
pickups are not appropriate for high-grade stereo
use. They are too “stiff” and contain too much
moving mass. The result is high record wear and
poor fidelity.

A good assurance of pickup quality is a statement
by the compact maker that he is using a standard
model from one of the top audio manufacturers.
Many manufacturers are doing that. If the pickup
iIs a mystery, your best quick check is a recording
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with very loud orchestral music, one vou have heard
severil limes on a machine that plays without a
trace of shatter in the peaks. You also need to know,
or measure, the tracking force on the pickup. The
calibration on the changer arm itself may be inac-
curate. but maost audio shops have tracking-force
gauges.

Changers need careful attention because they can
be the weakest clement of a low-cost compact. To
check for high flutter. play a record that has a very
slow piano passage. Any noticcable pitch wavering
or sourish quality on long-held notes is caused by
flutter. and it probably will bother you more and
more as lime goes on. You may even begin to hear
it in faster music and with other instruments, though
the effect is not as striking.

Many of the changers in medium-priced compacts
run a little fast. Tempo will be a shade too quick.
the pitch a little too sharp. The best check is a
stroboscope disc. But a small speed error may not
be bothersome. or even detectable by ear. If familiar
music sounds right to you, speed probably is within
acceptable limits. The limits get very much tighter
if you are a musician, amateur or pro, and want to
play along with the phonograph. For that, speed
has to be right on the nose, and you should look for
a changer with adjustable speed.

To check for rumble, play an orchestral record,
turning up the volume about as loud as you'd ever

want 1t for prolonged listening. Adjust the bass con-
trol tor good bass balance. Then move the pickup
back to the starting grooves on the record, ahead
of the music. Is there an objectionable low-pitched
noisc when you drop the stylus in the blank groove?
Judge whether or not this noise is too loud for soft
passages of music. Try two or three different records:
rumble is sometimes in the recording itself.

Another failing in the changers of some compacts
is high susceptibility 1o outside vibration. A hcavy
footstep—sometimes even a light one—may jiggle
the stylus around in the groove, causing very distress-
ing noisc and distortion. Unfortunately. this is hard
to check except in the room where the machine
will be used: the characteristics of the floor and of
the tuble holding the machine enter the equation.
An agreement with vour dealer that will permit you
to exchange an unsatisfactory unit is a good idea.
But you can often curc transmitted noisc problems
by putting the compact on a very heavy piece of
furniture or a noise-absorbing pad such as those
used under typewriters.

For a rough check of FM radio. first find out
what kind of antenna is being used in the shop.
Then tune across the dial, noting whether or not
all local stations, and some further away, come in
loud and clear, without noise. If you get such re-
ception with an inside antenna, the set has enough
sensitivity for almost any location in the city and

CAN COMPACTS BE AS GOOD AS SEPARATES?

Although as a class the compact systems have
achieved a reputable level of performance, no com-
pact system we have listened to can match—Ilei
alone surpass—the performance of any number
of possible systems made up of carefully chosen
and costlier separate components. Which raises an
interesting question: will. or can, compacts ever ap-
peal to the all-out stereo enthusiast who need not
concern himself with considerations of budget and
instatlation space?

The answer, it seems, is both technical and cul-
tural. To begin with, from a quality and perform-
ance standpoint, it is quite feasible to install the
most sophisticated, refined, or advanced “state of
the art™ turntable/arm/pickup together with a high-
powered deluxe amplifier (or amplifier plus tuner)
in a wooden wraparound that itself is large enough
to accommodate it all. Indeed, if you buy such
equipment as completely separate components and
later install them in some form of cabinetry or
housing. what you've done—from a technical
standpoint—has been essentially to make your
own “integrated” system. How “compact” such a
system is may well depend on one’s concept of
size, but basically a super record player plus a
super amplifier or receiver fitted into a common
housing is. by any definition, an integrated assem-
bly: it corresponds functionally to the “control
module.” if you will, of a stereo compact.
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The fact is, however, that no manufacturer has
so far brought out an integrated system designed
on an all-eut performance level. The industry as a
whole does not feel the market is ready for o com-
pact (or, let's allow, a not-so-compact-but-still-
integrated) system designed on a state-of-the-art
basis. Manufacturers certainly know how to make
such systems, but they have to date deliberately
opted i0 limit the size. performance level, and
cost of such systems in keeping with their evalu-
ation of the market. Putting it another way: at
the ultrahigh performance level, the “single for-
mat” concept is regarded as too auspicious and
too expensive for the large market which is known
to exist and which has been accurately defined
(judging by sales success up to now) as a market
seeking reasonably high quality combined with
convenience, compactness, low price. and a non-
involvernent with the technicalia and “personal
commitment™ that have long been associated with
high fidelity ownership.

Can compacts be as good as the best available
separates? The answer is yes. but they probably
would be a little bigger and a lot costlier than
what we now call compact. Are they now as good”
The answer is no, but they're not terribly far be-
hind, all things considered. Will they ever be as
good? The answer is maybe, depending on the in-
dustry’s changing view of the market. N.E.
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suburbs. If the shop uses an outside antenna and
you plan to do the same, you should get similar
results at locations not too much further out. I you
are very far out—fifty miles or more from the sta-
tions you want to hear—you need very high FM
sensitivity, especially for sterco. That means 3 micro-
volts or less under the 1HF standard.

For a quick check of an open-reel tape unit,
bring along a recording on tape with which you are
familiar, one with low noise and distortion. Playing
it will give you a rough but useful idea of frequency
response, distortion, and so on. Is the low bass
really there? Are the highs airy. open, ecasy? Try

all the controls to make sure the various transport
functions follow one another smoothly.

The same scheme can be used with a cassette
machine. If radio is built in, it is very useful to tune
in a program and listen carcfully, at the same time
recording it on a blank cassette. After a few minutes,
rewind and listen to the cassette. It probably won't
be quite as good as direct listening, but it may be
close enough to make you happy.

Lastly, buy from a dealer who won't shrink from
servicing the unit. Expert help, if you need it, is worth
many times more than what you might save by buy-
ing at a discount from a no-service dealer.

FOR THE RECORD: THESE ARE MAJOR SOURCES OF PHONO COMPACTS

In the following representative list of manufacturers,
all of whom offer stereo compacts, no attempt has
been made at a model-by-model comparison for several
reasons. First, compacts represent the most mercu-
rial area of stereo componentry today. New offerings
appear with such rapidity that any list prepared for
publication would be out of date by the time it reached
you in printed form. Second, as the accompanying
article points out, there are no clearly drawn
boundaries around the models that might qualify as
compacts—as opposed to table phonographs, mini-
consoles, prepackaged component systems, or what
have you. And a list including all models that might be
considered as possible candidates would be endless.
Third, there is no unanimity among manufacturers
about such matters as terminology and specifications.
For example, power-rating figures (when they are
published at all) can run the gamut from conservative
to wildly inflated. So comparative listings based on
manufacturers' specifications would be grossly unfair
to those brands that are most conscientious about
product listings.

The models referred to below all contain, as mini-
mum equipment, a record changer with cartridge and
a stereo amplifier. If you have specific questions or
want over-all product literature, we suggest you write
to the manufacturers on our list. Addresses are in-
cluded for that purpose.

Allied Radio Corp.
100 N. Western Ave.
Chicago, Ill. 60680.
1 system, with AM/FM and cassette. About $380.

Benjamin Electronic Sound Corp.

40 Smith St.

Farmingdale, N.Y. 11736.
4 systems, 3 with AM/FM, 1 with FM only. Priced
from about $300 to $600.

Bogen Communications

P. O. Box 500

Paramus. N.J. 07652.
3 systems, all including AM/FM. Prices vary ac-
cording to speaker system chosen; from about $350
to $490.

Claricon, Inc.

663 Dowd Ave.

Elizabeth, N.J. 07201.
3 systems, all including AM/FM. Prices not avail-
able at press time.

Concertone, Inc.

7035 N. Laurel Canyon

North Hollywood, Calif. 91605.
1 system, includes AM/FM. Price not available at
press time.

Concord Electronics Corp.

1935 Armcost Ave.

Los Angeles, Calif. 90025.
3 systems, all including AM/FM, 1 with cassette.
Priced from about $250 to $400.

Consolidated Merchandising Corp. (Webcor)
520 W. 34th St.
New York, N.Y. 10001.

1 system, includes AM/FM. About $190.

Crown Radio Corp. (Industrial Suppliers Co.)

755 Folsom St.

San Francisco, Calif. 94107.
1 system, includes AM/FM and cassette. About
$300, not including speaker systems. Optional
matching speakers available at about $70 per pair.

Electro-Voice, Inc.
P. O. Box 186
Buchanan, Mich. 49107.
1 system, includes AM/FM. About $445.

Fisher Radio Corp.

11-35 45th Rd.

Long Island City, N.Y. 11101.
5 systems, 3 with AM/FM, 1 with FM and cassette,
1 with FM only. Priced from about $270 to $450.

Harman-Kardon, Inc.

55 Ames Court

Plainview, N.Y. 11803.
9 complete lines, all but 1 with FM, 4 with AM/FM,
2 with cassettes. Prices vary according to speaker
systems selected; from about $200 to $530.
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Heath Co.

Benton Harbor, Mich. 49023.
2 kit systems, 1 with FM. Priced at about $110 to
$180, not including speakers. Matching speakers
available at about $145 to $170.

Hitachi Sales Corp.

48-50 34th St.

Long Island City, N.Y. 11101.
2 systems, both including AM/FM. Priced from about
$250 to $350.

JVC America, Inc.

50-35 56th Rd.

Maspeth, N.Y. 11378.
2 systems, 1 with AM/FM, 1 with eight-track car-
tridge. Priced from about $140 to $220.

KLH Research & Development Corp.

30 Cross St.

Cambridge, Mass. 02139.
4 systems, 2 with FM and optional AM. Priced from
about $200 to $430.

Kenwood Electronics, Inc.
3700 S. Broadway Place
Los Angeles, Calif. 90007.
1 system, includes AM/FM. About $330.

Lafayette Radio Corp.

111 Jericho Turnpike

Syosset, N.Y. 11791.
5 systems, 2 with AM/FM, 1 with FM only. Priced
from about $70 to $250.

Lear Jet Corp.

13131 Lyndon Ave.

Detroit, Mich. 48227.
1 system, includes AM/FM, eight-track cartridge.
About $290.

Marantz, iInc.

8150 Vineland Ave.

Sun Valley, Calif. 91352.
2 systems, both including AM/FM. Record changer
and speakers not included with 1 system; has space
for installation of Dual, Garrard, or Micracord
changer. Priced from about $340 to $400.

Mikado Electronics Corp.

1072 Bryant St.

San Francisco, Calif. 94103,
3 systems, all including AM/FM. Price on 1 system
varies according to changer selected. From about
$190 to $300.

Motorola, inc.

9401 W. Grand Ave.

Franklin Park, ill. 60131.
4 systems, all including AM/FM. Priced from about
$200 to $230.

Panasonic (Matsushita Electric Corp. of America)
200 Park Ave.
New York, N.Y. 10017.
6 systems, all including AM/FM. Priced from about
$130 to $350.
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Pioneer Electronics USA Corp.
140 Smith St.
Farmingdale, N.Y. 11735.
2 systems, including AM/FM. About $500 to $550.

Radio Shack Corp.

730 Commonwealth Ave.

Boston, Mass. 02215.
2 systems, 1 with AM/FM, 1 with FM and cassette.
Prices not available at press time.

Roberts Division, Rheem Mfg. Co.
5922 Bowcroft St.
Los Angeles, Calif. 90016.
1 system, includes AM/FM. About $300.

H. H. Scott, Inc.

111 Powdermill Rd.

Maynard, Mass. 07154.
5 complete lines, 4 with AM/FM, 1 with FM only.
Prices vary according to speaker systems selected.
From about $300 to $600.

Sherwood Electronic Laboratories, inc.

4300 N. California Ave.

Chicago, ill. 60618.
1 system, includes AM/FM. About $390, not includ-
ing speakers, changer, or cartridge. Has accommo-
dation for any current Dual, Garrard SL65 or SL55,
or Sherwood SEL-100 changer. 2 speaker systems
available.

Sony Corp. of America

47-74 Van Dam St.

Long island City, N.Y. 11101.
5 systems, 2 with AM/FM, 1 with FM only. Priced
from about $180 to $380.

Sylvania Electric Products, iInc.

703 Third Ave.

New York, N.Y. 10017.
6 systems, 4 with AM/FM. Priced from about $150
to $400.

Telex Corp.

9600 Aldrich Avenue South

Minneapolis, Minn. 55420.
3 systems, all including AM/FM, 1 including eight-
track cartridge. Prices not available at press time.

Toshiba America, Inc.

477 Madison Ave.

New York, N.Y. 10016.
3 systems, all including AM/FM. Priced from about
$100 to $250.

Yamaha

7733 Telegraph Rd.

Montebello, Calif. 90640.
1 system, includes AM/FM. Price varies according
to speaker systems selected. From about $280 to
$595.

Zenith Sales Corp.
1900 N. Austin Ave.
Chicago, lil. 60639.
1 system, includes AM/FM. About $240.
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by Conrad L. Osborne

Opera is not a form of music, claims the author,
opera is simply opera, but it needs a radical reorientation
if it is to become relevant to our times

EVERY SO OFTEN, a certain New York sports colum-
nist takes a poke at opera. I'm ready for it now, of
course, but the first two or three times, it sneaked up
on me. The column would be running its normal,
tie-undone, cigarette-dangling course, explaining why
it was that soccer will not catch on in the US,
or how baseball owners came to be such a foam-
headed, avaricious lot, and then here would come this
mildly contemptuous crack about opera, as if some
perfectly representative white-collar type, out on his
lunch hour, had crossed the street to punch an elderly
stranger in the nose.

Oh, there's no danger. The attitude of most people
toward opera most of the time is one of indifference.
They figure maybe they don't like it, but they don’t
actually know, and above all they do not give a
damn. Yet there is an antipathy about, however
peripheral. And that, if you think about it, is re-
markable. Few people of any intelligence or maturity
will express contempt for poetry per se, or painting.
They may feel it, but they do not express it, for the
silliness of condemning an entire artistic form, with
all its possibilities, is too evident. Not evident at all,
it seems, with respect to opera.

We converts no longer look at the face opera
presents, and so we forget how very unappealing it is.
We fail to note, for example, that the form’s present
structure of presentation, its repertory of works, and
its inbred little social universe, all so charmingly dis-
connected from the post-World War 1 world, so
engagingly oblivious to its deep need for a responsive
art, and so thoroughly worthy of its contempt, have
come to personify the form itself, so that the form’s
true nature and potential are utterly obscured. And
we look past, or feebly rationalize on exclusivist
grounds, the fact that this structure does not pull its

For ten years the chief reviewer of vocal recordings
for HicH FIDELITY/MUSICAL AMERICA, Conrad L. Os-
borne is also a professional singer and actor, and for a
time direcied an experimental opera workshop in New
York City. He is a direcior of Affiliate Artists, Inc., and
an associate of the Martha Baird Rockefeller Fund for
Music, Inc.

own weight, that it sucks on society for the nourish-
ment of a rarefied little minority.

But this face is not that of the form itself, nor
this posture toward the world that of art itself. And
before we can decide what must be done to make
opera excusable in this country and century, we must
have a belief about what it is, and a belief about why
art should exist at all.

In my judgment, there is only one unexception-
able statement that can be made about opera as a
form: it is the form of theater in which the essential
means of expression is the singing voice. It is obvious
that most operas consist of more than these two ele-
ments, but they need not to be identifiable as opera.
(An orchestra, for instance, is by no means essential.
To take a commonplace example: Aida minus the or-
chestral parts is still an opera, however poor; Aida
minus the vocal parts, however, is no longer an opera,
but some dreadful and interminable sort of suite; and
Aida minus its theatrical context is no longer an opera
either, but an oratorio straining at the seams.)

The essential elements are theater and singing;
theater through singing. That creates opera. One of
the peculiarities of this definition is that, although it
seems to strip the form of some of its richest cus-
tomary attributes, it opens up a whole range of pos-
sibilities not discernible in opera as it is presented.
How much more is implied by the word “theater” or
the word “singing” than can be glimpsed in what we
think of as “opera”!

Also proceeding from this definition of opera are
some logical inferences as to what it is not. It is not,
for instance, a form of music. It remains not a form
of music despite the fact that in theory it is commonly
considered such, especially by classifiers and observers
who have nothing to do with its performance. (News-
papers send their music critics to opera performances,
universities consign opera to their music departments.)

Having told us that opera is not a form of music
but a form of theater, the definition has some further
limitations to impose, for there are many things in
the realm of theater that opera is not. It isn’t a sung
play or a play with music. (It would make just as
much sense—none—to call a play a spoken opera.)
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This is a point of some interest, inasmuch as the
spoken drama has a habit of lurking about as a
reference point in the operatic background, and while
few people who think on the subject would actually
term an opera a sung play, there is a strong tendency
to suppose that a libretto is, approximately, the “‘play"
part of an opera. But that is no more accurate than
to say that song is “elevated speech,” or that dance
is “walking extended”; there are differences of kind,
not simply of degree. Play: the form of theater in
which the essential means of expression is the spoken
word. Dance: the form of theater in which the essen-
tial means of expression is bodily movement. Opera:
the form of theater in which the essential means of
expression is the singing voice. Let's not talk of
opera as music, or even of opera as drama, but of
opera as opera.

Apologia for the Abashed

I have already spoken of the necessity to render opera
excusable, and to relate it to a belief about the raison
d’étre of art in general. This springs partly from a
feeling of abashment—on the face of it, opera is to
such a large extent inexcusable—and partly traceable
to my belief that questioning art’s necessity or desir-
ability is entirely valid. I cannot see why art should not
be called to account. Art for art’s sake, sure—the
thought is philosophically unassailable, marvelously
employable in turning aside some of the more
childish questions about art’s “usefulness.” But it an-
swers the query as to why art should be, rather than
why art is; the latter is the more interesting and urgent
question. And though art’s existence may be its own
justification, and though it may be as inviolable as
the Sahara or the Atlantic, it differs from these two
phenomena in that it exists as a result of human
volition.

Art is a means of symbolization for the purpose of
understanding. Understanding—of self, environment,
and the relationship between the two—is the only dis-
cernible, logical reason for these forms of human
activity. I also believe that artistic expression is an
actual function of the human organism; that it is
essential to man’s spiritual well-being. But that, too, is
really a sort of understanding, for it re-establishes con-
tact with something that is of the human essence, and
reveals to us the true order of our inner necessities.

In theater, the self and the environment, and their
interrelationship, are expressed by the characters and
the settings. We are able to fragment the psyche, to
personify conflicts and meanings, to represent any se-
lected view of ourselves and our world. It is our hope
that this process of selective objectification will help
us to understand—even to come to terms with—the
forces represented. Theater has this hope in common
with all other efforts toward understanding and self-
unification, artistic or otherwise. There is a particular-
ly striking parallel with the twentieth century's most
characteristic effort in this direction—psychoanalysis:
both seek to place us simultaneously within and
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without a spiritually significant experience. This en-
ables us not only to undergo the impact of the experi-
ence without having to endure the consequences of it,
but to comprehend it as it is happening. Failure is of
course the rule for both kinds of attempts; but the
exceptions have their piquancy.

Given this definition of purpose, we cannot be
surprised that theatrical performance has so often
been intertwined with religious ritual—the latter being
a symbolic, celebrative re-enactment of basic myth
(thai is, of commonly held understanding). The theater
periodically returns (usually with conscious reference
to the Greek festivals) to a religious ideal. According
to this ideal, a theatrical performance is an occasion
on which a community gathers, in a celebrative at-
mosphere, for presentations of spiritual significance,
either in the form of familiar ritual or of a fresh
attempt at clarification by a new author. This ideal
has special relevance to the development of the
modern opera, since it recurs at its very origin in the
aims of the Florentine camerata, and again, with
varying emphases, in the work of a number of its
quintessential creators, notably Gluck and Wagner.

Regrettably, operatic presentation currently par-
takes of precisely those qualities that have tended to
render religion itself decadent and irrelevant
(churchiness and a falsely elevated tone, exclusivity
and snobbishness, self-righteousness, and a parasitical
relationship to society) rather than those that can
render it relevant and necessary (joy, refreshment of
spirit, rededication of purpose, service to the com-
munity). It is time for a New Reformation.

Opera is now enduring the most severe crisis in its
three-hundred-year existence. This crisis is to an ex-
tent a popularity problem; it is also a matter of
mounting economic pressures. But more profoundly,
it is a crisis of relevance. Both as an institution and
as an art, opera is in a terminal stage. Along with
every other art form, it is being tested for its adapt-
ability, for its capacity to break through to something
new when conditions insist upon it. So far, it’s
flunked—flunked more miserably than its sister stage
arts. It has, in fact, flunked in the most ignominious
of all possible ways: by default. It has simply failed
to show up for the exam.

The reasons for this failure are embedded in the
structure we have developed for the presentation of
opera, which operates in a vigorous and thorough
manner to discourage evolution and mutation in the
form, and in the narrowness of our vision with respect
to the unexplored potential of the form.

Buried Needs, Nails in the Coffin

There is not yet a significant lyric theater system
in our country for a simple and excellent reason:
almost no one feels the need for it. The need is there,
inside people, to be sure, but it does not make
its presence felt in any specific or identifiable way.

How could it? No important number of Americans
have ever had evidence that an operatic theater can
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have any direct relationship to their own lives. Of
the works that are performed, almost none has any
explicit meaning for contemporary Americans, and
though many have an important or cven a profound
meaning on a more indirect, implicit level, they are
presented in such a way as to actually disguise. rather
than illuminate, such meaning. What hint are we
given of the power of theater-through-song to leap off
the stage, seize us by the throats, and shake us, hard?

Consequently, most Americans regard such opera as
they may encounter with indifference. Some are con-
temptuous, out of ignorance and defensiveness, and
some are respectful, out of ignorance and defen-
siveness, but few are taken by the urgency of it. One
of the depressing aspects of operagoing in most
American cities (and in European cities too for that
matter) is the observable detachment and distance
between the performance and the audience. There
is no emotional interplay, hardly the sense of an
event under one roof—it's more like standing on a
sidewalk watching an animated store window display.

So people are right to withhold their support, dead
right. They are wrong who give token support, with-
out conviction, without involvement, without even a
momentary gut connection.

Now it is true that in some cities companies have
developed cnough support to sustain a brief season;
but even here, no ground swell rises to force
the establishment of permanent resident companies,
and no body of opinion—even that of a significant
minority—popularizes the notion that opera is a
public matter.

A dual revolution is needed: a revolution in the
form itself, so that a body of current work that speaks
to present times and circumstances grows, and a revo-
lution in the means of presentation; so that the in-
credibly rich store of past work can have vitality for
contemporary audiences—for. say, some of the same
audience that customarily patronizes good movies.
The people who seek out Antonioni or Bergman or
Fellini or Kubrick are people in search of art. There
are a lot of them.

I am not offering an original insight when I say
that we need a breakthrough in the form. We all know
that (I include in the “‘we” even the stodgiest and most
self-interested of the resisters). But I do have a
rather special viewpoint on the kind of effort re-
quired, and it stems from my belief that opera is a
form of theater, and not a form of music. For we are
al straining our eyes, trying to penectrate the mists of
evolving musical idioms, when the breakthrough we
must make is not a musical one at all, but a theatrical
one.

It is for this reason that the presentation of each
new opera by our tradition-oriented companies scems
nothing more than another nail in the coffin of the
form itself. Composers attempt settings in various
musical languages—neo-Americana, ncoverisno,
nco-Berg, Great Grey Atonal-—and with differing
degrees of compositional sophistication and an almost
uniform incompetence in the handling of their pri-
mary solo instrument, the legitimate singing voice.

The conservatives suppose that by cleaving to the
outward symptoms of the old disease they may infect
us all anew. Wrong. The “modernists” imagine that
through the adoption of a musical language that is
nominally contemporary, they will produce a new
kind of opera. Wrong.

The most clever, innovative, and audacious of
avant-garde scores alters the form not one jot. On
the other hand, the simplest and least original of
scores, wedded to a theatrical concept that is new
and urgent, would constitute an important alteration.

Since the theater is a means of symbolizing the
forces of the self and of environment, it is logical
that it change as men’s view of themselves and their
world change. These changes in this century have
been soul-shaking. And if a man views himself and
his relationship to the universe in a new way, where
is the truth for him in a theater that mirrors the
old? Would not a lyric theater of our time of neces-
sity come to grips with the crisis of identity, of moral
meaning, of environmental convulsion, through which
we are¢ passing? Might not this theater expressly
confute the views of self and environment expressed
by the theater we now accept as “opera” and replace
them with our own? And could these new views of
ourselves and our world possibly be expressed in a
fixed proscenium theater? On the far side of an
orchestra pit?

The new technology of the theater, with all its
implications, has far outstripped our imagination in
the controlled use of it. We have glimpsed more of it
at World's Fair exhibits than in any avowed theater,
and the experimental application of it to the theatrical
situation, musical and nonmusical, is just beginning.
But it is clear that the possibilitics that lie before us
at this moment as a result of recent (and some not so
recent) developments in film and projection work, in
lighting. in sound recording and reproduction, are
staggering. It is possible, right now, to completely
surround an audience with an unprecedented diver-
sity of visual and aural images—still or motion, black
and white or color, on surfaces of many shapes and
changing shapes, a single image or twenty images,
sound and sight synchronized, combined or alternated
with live performance, and in space that does or does
not resemble theaters past and present. These possi-
bilitics amount to nothing less than the means for
portraying, with a hitherto undreamt-of sorcery,
an entirely new view of the universe, and consequent-
ly of man’s relationship to the universe and to other
men.

The danger of the new technology is that it is seen
as a salvation, as the theatrical statement in and of
itself. And to be sure, it can effect basic alterations.
In the Joffrey Ballet's Astarte, for instance, we al-
ready have a sophisticated and successful example
of simultaneous live and filmed explorations of the
same event: and we have a set that performs.

But the performers can become the set. too, as in
certain works of Alwin Nikolais. Regardless of tech-
nological advancement, the performer remains the
center of any theatrical event. And here the path of

HiGH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

discovery is much more rugged. For not only have
there been no sustained efforts at getting at the prob-
lems of the singer as actor, as theatrical instrument—
we have gone from bad to worse in dealing with the
problems of the singer as singer. Teachers, perform-
ers. composers have not merely altered styles or
adopted new attitudes; they have lost contact with
functional realities. The performer must locate him-
self, must find the means of making his voice, body,
and imagination the means of direct, spontaneous
creativity.

It is in these areas that the breakthrough must
come. The music will follow.

An Informative Parallel

In considering how this breakthrough might come
about, it may be instructive to consider the world
of dance, where approximately just such a break-
through has been niade, and where, for that reason,
more growth and artistic excitement has taken place
over the past quarter-century in the United States
than has been the case in any of the other live per-
forming arts. This experience reaffirms some basic
truths about the juxtaposition of art and socicty. The
revolutions (I use the plural advisedly) in dance have
not been preconceived. They have had nothing to
do with intellectually formulated theory, with socio-
logically determined nceds, or with civic pride.
misguided or otherwise. Above all, they have had
nothing to do with buildings or complexes or centers.
They have arisen out of the inspired responses of
individual artists to the same challenge that now
faces opera: to find an expression for what
we now believe to be true and important. These indi-
viduals saw that the challenge could not be unswered
with the language of the classical ballet, and so
they simply invented their own forms of dance: they
actually changed, many times over and in many ways,
the basic language of their art. Because works did
not cxist in these new languages, these innovators
created their own works, and soon others created
works for them. Because companics did not exist to
perform these works, these too were organized and
trained in the new styles and languages. Thus, entire
repertories of work and entire schools of dancers
grew from those original responses to expressive
needs, and our dance world now includes not only
several fine classical companies, but a raftful of highly
individualistic modern dance groups, each offering
its peculiar vision on a continuing basis.

This observation does not tell us precisely how a
parallel breakthrough may be brought about in opera,
for we cannot legislate the appearance of fresh in-
sight and original perception. But it tells us something
of what we are looking for. It tells us that we should
look for it outside the present operatic establishment—
a mutation in form is no more likely to occur in one
of our repertory opera companies than Martha
Graham might have been likely to spring from the
Kirov, or Merce Cunningham from the Roval Dan-
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ish. And perhaps it indicates that in the new lyric
theater. the composer, librettist, director, and per-
formers will work in more nearly the relationship
ot the modern composer, choreographer, and dancer
than in the fragmented, musically dominated patterns
of the recent past.

The artistic revolution is only half the story: the
other half lies in the re-establishment of an active,
edifying relationship between art and the community
at large. Recent dance history is again instructive,
though in a negative sense, for while the artistic
breakthrough has been achieved and considerable
growth has taken place, there has existed an unfor-
tunate assumption (which now shows some sign of
correcting itself) that the community, despite its total
lack of previous experience and of any other com-
pelling reason for interest, would by some extrasen-
sory process apprehend the relevance of the new
forms. Or else that the community did not count. The
first assumption contradicts all history and sense; the
second is arrogant and, worse, suicidal.

Suddenly the socictal considerations, which seemed
so irrclevant to the artistic creation, become alto-
gether urgent, for they are the key to the survival
of the institutions that perpetuate those creations.
A new operatic theater must not only find its cre-
ative and interpretative validity, but must demonstrate
that these discoveries can have significance for more
than a fraction of a per cent of its potential
constituency.

Preserved in Amber

The operations of our present operatic theater are
geared 10 the presentation, and repeated re-presenta-
tion, of a very limited number of works. With token
exceptions, these works have in common origins in
times, places, and socicties well removed from our
own. As in any performing art whose disciplines are
not subject to continual joggling by the infusion of
fresh creation, the style of presentation has gradually
become gencralized, homogenized, and ritualized. It
is above all imitative. The “why” of the performance
is no longer there—we are given, at best, a reasonable
“how.” Mecthods of preparation and rehearsal are
based on the assumption that a4 common tonguc
exists, a basic identification among performer, ma-
terial, and audience that will tolerate preparation
roughly equivalent to giving the air conditioner its
spring start-up: coach the role, decide on tempos, get
your blocking.

But this assumption is incorrect. That basic identi-
fication is not present, and the “why™” is no longer
a self-answered question. In a serious, creative the-
ater. nothing is predetermined. Rehearsal is a time of
exploration and discovery, not of drill on specifics
that have been fixed in advance, in a vacuum.

Since the means of preparation do not even ad-
dress themselves to the proper problem, they natu-
rally de not solve it. Further, there is increasing pres-
sure, largely economic. to accomplish this essentially
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imitative (coached) preparation in a shorter time,
and to multiply the number of performances.

So we have a theater in which a repertory that
ought to be considered in the light of quite special
qualities and special problems of performance, and
that should occupy a slice of high but restricted ter-
rain on the operatic landscape, is instead presented
on a strictly routinized basis, and then by means
which simply omit the basic steps underlying any true
creation.

This situation has had two disastrous consequences,
to wit: 1) the rich and immensely varied repertory
of the past, much of which possesses an importance
and relevance equal to that of Shakespeare or
Sophocles, is cheated twofold—it is accorded neither
the careful preservation of its traditions and past per-
formance standards (which would at least grant it
an integrity) nor the exploratory, genuinely re-cre-
ative search for a “why,” an interpretation that is
truly of this time and place; 2) the construction and
consolidation of this means of presentation has effec-
tively closed off channels to new creative effort,
which depends in large measure on the existence of a
performing medium responsive and flexible enough
to incorporate innovation and mutation, and creative
enough to suggest it. Operawrights have, therefore,
by and large given up. Some have tried to create for
the existing situation, writing for this sort of theater
as a playwright might attempt to create a work for,
say, a rep company specializing in nineteenth-century
Romantic French drama. Such operas turn up hither
and yon and are always awful, whether their scores
consciously hark to the past or scream of the present.

In all sobriety, and without malice toward any
of the interpreters of this theater (there are many po-
tent talents among them), one can only say that it
is decadent, an absurd frivolity in a society whose
need for truth, for compassionate insight held up for
all to sce and feel, is acute. Moreover, it is not going
to change. The three or four large companies and
assorted imitators which constitute the world of this
theater are locked firmly in place, complete with
audiences, boards of directors, funding structures.
They constitute a self-sufficient closed system. This
system is probably in no danger of immediatc col-
lapse, but its difficulties are mounting and, in the
long run, it is doomed, for it has made itself struc-
turally, organically incapable of adapting to a world
that is changing so rapidly that in many fields the
man who has just completed his education finds the
knowledge he has acquired already on the way to
obsolescence.

There is no point in attacking or goading this
system. For that matter, there is no persuasive argu-
ment against the notion that a nation’s system of
lyric theaters should include several whose primary
function is to maintain the *classical” repertory, pre-
senting older works of proven merit with every ef-
fort bent toward ensuring that all aspects of the per-
formances are of a kind and caliber designed to bring
the best qualities of those works home to succeceding
generations of operagoers. Such a company would

constitute a well-stocked and well-maintained “per-
forming museum,” and would not have to waste
effort or confuse itself by trying to be something
clse part of the time.

Unhappily, the Metropolitan (which of course
heads and symbolizes this closed little system) is
not even a very good museum. It exhibits only a frac-
tion of its warehouse, and the works are often care-
lessly hung and thoughtlessly lit. Nor can those of
us interested in a renewal or mutation of the form
altogether ignore the fact that the Met acts as a
blinder on the vision, a clamp on the imagination,
and worst, as a very synonym for opera in the gen-
eral mind. Still, it need only be ignored. It has
isolated itself, to the point where the bulk of its
tickets are not placed on truly public sale. It is
caught behind the lines, and the wide front is ours.

Art in the Service of Life

Let us try to imagine a new operatic theater. Let us
begin by assuming that it exists to serve its commu-
nity. It claims no a priori right to existence, but pro-
poses to stand or fall on its power to make itself a
necessity in the eyes of the community, and an or-
ganic, functioning part of it. It aims to justify its
presence among the urgent priorities of its time and
place by demonstrating to a widening group of citi-
zens the special exaltation, the peculiar clarity and
depth of understanding, that is conveyed by theater-
through-song.

Such a company’s structure, and the pattern of its
activities, might of course vary broadly from one
community or region to another. Certainly the re-
semblance to past and current efforts would be few
and slight. Since it would be conceived not as an
opera company but as an organization geared to
servicing the people of a community or area with
theater-through-song of many varieties, it is probable
that the principal activity of traditional companies—
the presentation of full-scale productions in a fixed
location—would be the least of its functions, the
special event rather than the routine occasion. The
study, rehearsal, and presentation of such produc-
tions would emerge from the company’s ongoing oc-
cupations in responsc to increased community aware-
ness of lyric drama and its potential importance for
the community’s citizens. Here are a few of the things
that might constitute such a company’s “ongoing
occupations”:

1) Community outreach. Sorry about that social
welfare label; it’s descriptive. It implies something
beyond doing one’s toilette in the washroom mirror
of one’s own Arts Center, Culture Complex, or Enter-
tainment Enclave, and charging a few people high
prices to watch. It might mean taking performances,
complete with theater or other environment, to peo-
ple where they already exist in social units—the true
divisions, not the ones that show on maps. And tak-
ing artists too, individually or in small groups, to
churches, places of work, housing developments,
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THe PROBLEMS OF OPERA  on recordings
pretty much reflect the problems of opera in
the theater: most of the repertory consists of
machinelike repetition of works that have al-
ready been done far too often. As in the theater.
there is the occasional notable exception—a new
work or an unfamiliar older one, or a perform-
ance that really means it. Don’t hold your
breath.

Of course when it comes to opera. record-
ings labor under a tremendous disadvantage:
they cannot reproduce a theatrical event, but
only the audible portion of it. This is bad
all around. It encourages the incorrect notion
that opera is basically a musical, rather than a
theatrical, form and establishes an artificial
separation of the elements. It throws the
whole weight on the performance of the score
and. in particular, lays a false emphasis on
the orchestral portion thereof. This doesn’t
mean that a recording of an opera is automat-
ically an event of negative value: it does mean,
however, that we must be careful to see it for
what it is.

The time is soon upon us when record-
ings will consist of a visual element as well as
an aural one. And there it will be—Theater of
the Game Room. Theater of the Split Level.
Theater of the Already Overcrowded Apart-
ment. (And you can figure the apartment wall

What, Then, About Opera Recordings?

of the future will be so thin you'lli be able 10
sec. as well as hear, your neighbor's recordings.
Backwards, of course.) We all say (me too):
that'll be marvelous. But chances are it'll be
marvelous some small part of the time and
boring and crumimy most of the time, because
the technology cannot transcend the motives
and imaginations of those who use it. The
medium is a message, but it’s not rhe message.

However that turns out, this will still be
true—it will be recorded theater, different from
live theater and therefore no replacement for
it. Recorded performances (quality aside, now)
are just not the same as live performances, and
the experience of a performance at home, alone
or in a small group. is plainly not at all the
experience of a performance in a place away
from home. Sometimes we will prefer one,
sometimes the other, as now. The great func-
tion of the live theater—the function it will
maintain or die ignoring—will be to keep it-
self truly “live.” creatively changing and of the
moment, ruthlessly destructive of barriers and
distances. That, and to bring people together
for a shared event. It will thus combat the
mechanical, the fixed, the alienated, the awful
crowded isolation of our lives, the mass-dis-
tribution conformity of our time on earth. And
technology—which is a tool, not an end—can
serve such a theater.

neighborhoods where they still exist: places where
the artists can be present as persons and, theretore,
spokesmen for the very idea of art and its connec-
tion to living.

2) Promotion of the product. Again I apologize for
the terminology. In this case. it recks of the com-
mercial and suggests a connection to the world that
actually exists, as opposed to the largely fictional one
fit only for artists and devotees. I intend the word
“promotion™ in both its denotative and connotative
meanings. It means, for instance, actual advertising
and p.r. work as normally understood. America is
fuli of people who are very good at this sort of
thing. They apply themselves heart and soul to the
flourishment of products and services and causes,
exalted and base, essential and useless. Do we think
so little of art, and have we so little belief in its
potential worth to the public, that the sole connec-
tion with this standard means of contacting people
must be the lending of its techniques to the wider
distribution of deodorants, soft drinks, and carpet
remnants on the time payment plan?

But “‘promotion”"—watch this, now—also means
everything that can be stated or implied under |: the
publication of a serious periodical (other arts have
them—why not opera?), or presentation of a mature
radio/ TV discussion program (not fan babble).

3. Education. When it comes to the performing
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arts, American schools—public and private, elemen-
tary and secondary—add up to a plump zero. Such
activity as exists is accorded an extracurricular posi-
tion that guarantees the status of performing art as
something unimportant, sometimes even freakish. On
the whole. it secems to me that the teachers are as
ignorant as the students. The engagement of their at-
tention, the availability of materials to them, and
the awareness of the power of performance as an
actual classroom tool in nearly any subject—history,
for instance, or literature—is therefore extremely
important. So is a sustained performance program
for the schools—not cutsied-up Rossini or bleeding
gobbets of poor Cosi, but original works and spe-
cially designed programs at several age levels, whose
purpose is to touch the children, to widen and deepen
their understanding and strengthen their dignity and
humanity. For inner city kids: a bilingual (Spanish/
English) opera (placards with subtitles to translate),
built around a simple conflict, perhaps real, perhaps
all too easily imagined. It uses a few singers and the
instruments that lie around—guitar, sax, piano, may-
be a clarinet, perhaps some amplification. Hopefully,
it employs the kids; hopefully, they helped write it,
under professional direction. all very local. Hope-
fully. it won't be a masterpiece (though some master-
picces have been born this way). for with the recog-
Continued on page 101
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by William Zakariasen

The Sicofried Waltz?

AN ENTHUSIAST LOOKS AT MUSICAL PARODY

A cursory examination of musical parody. with
emphasis on Webster's definition: Parody, n.
(Fr. parodie, Gr. paroidia; fr. para- + oide,
ode) 1. Literary or musical composition imitat-
ing the characteristic style of some other work
or of a writer or composer. but treating a
serious subject in a nonsensical manner in an
attempt at ridicule. 2. A poor or weak imitation.

ON A DEPRESSING TRAIN trip from Prague to Munich
last summer in a virtually empty car, I sought to
alleviate the gloom a bit by twiddling the dials of my
transistor radio—perhaps something enjoyable was
on the Bayrische Rundfunk or AFN's Luncheon in
Munchen. 1 settled for the BR, which had just be-
gun to play what secmed to be an obscure concert
waltz by a member of the Strauss family. Enjoyment
changed abruptly to amazement when the familiar
Wagnerian motifs of the Nibelung’s hammering,
Siegfried’s horn call, the Woodbird. and God knows
what else, appeared separately and/or in waltz
counterpoint, all developed into a beautifully or-
ganized twelve-minute example of lilting Viennese

William Zakariasen, an indefatigable record collector,
sings tenor with the Metropolitan Opera Chorus.

-MarcH 1970

mastery. Naturally, after the final chord, I discovered
that this peculiar composition was not by any
Strauss—it was rather the Siegfried-Walzer by one
Josef Klein. No information was given by the an-
nouncer about this composcr nor about the follow-
ing Nibelungenmarsch of Gottfried Sontag and the
Tannhiiuser-Parodie Overture of H. Carl Binder,
except that all three gentlemen had been contempo-
raries of Wagner and that the Sontag work uses the
original 1876 Bayreuth fanfare.

These three works clearly belong to the art of
musical parody, and fit Webster's first definition
with honor. They inspired me to conduct a little re-
rearch: how many works of quality exist in this bi-
zarre field—particularly on records? This search
has been largely frustrating—there is quite a large
assortment of available written matcrial, but little
music (the Wagner parodies cxist only on tape, for
instance). Morcover, the bulk of the reading cata-
logue is made up of such horrors as the Byron/
Henderson Trovatore ll-Treated, a skit that held
sway in London music halls during the 1860s. Like
most parodies on serious music from this period, all
that remains is the libretto. To peruse this document
is rather like being trapped in a kiddies’ movie mat-
ince, which is showing a double cxposure of the
Three Stooges and the Bowery Boys with a defective
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projection bulb. Here's a samplc quatrain, apparent-
ly sung to Manrico’s offstage Serenade: O but my
throat is sore/l won't take no encore/You need
expect no more/ From your dear Trovatore.” Such
stuff is rcally of only historical interest, but it does
show what certain segments of Victorian England
thought was funny.

Webster's definition unfortunately must eliminate
some of the greatest jokes in music, based on amus-
ing quotes from other composers” works or even the
composer quoting himself. From Mozart's snide
interpolation of Figaro into the Don Giovanni sup-
per scene to Henze's “seventy-six-trombones™ treat-
ment of a tune from Mozart's own Die Entfiihrung
to herald the entrance of an ape in Der junge Lord,
inside jokes have been a part of great music: but true
parody must be a complete work in itself, or at lcast
a complete through-composed part of a work like
an operatic aria.

Many musical genres sprang from the opera,
and parody s no exception. Its birthplace was France
of the late seventeenth century, where spoofs of
operas by Jean-Baptiste Lully, Louis XIV's molly-
coddled favorite composer, were staged in several
theaters. Nothing seems to remain of these early
efforts—even Lully pretended ignorance of them
(rather like Lyndon Johnson holding himself aloof
from MacBird). It remained for the British to pub-
lish the first (and the most durable) operatic parody:
the Pepusch and Gay Beggar's Opera, which satirized
the work of the leading composers of the day—par-
ticularly Handel. It is also the earliest parody on
records, and the choice between the Argo. Everest,
and Seraphim, with their minor differences, is a
tossup—until some enterprising label records the
Britten arrangement. As a stopgap. Goberman's on
Everest 3127/2 is closest to the original.

The Beggar's Opera continued its unabated pop-
ularity well into the following century, adding such
timely political satire to the plot as the Prince of
Wales’s affair with Mrs. Fitzherbert. For the chang-
ing times and situations, the music was altered along
with portions of the book, until we reach Germany
of the 1920s and the immortal Kurt Weill/ Bertold
Brecht version. Other, and less successful. operatic
satires were offered by the forementioned Trovatore
and similar efforts of that ilk—Ak! Sonnambula!,
for example, or Norma. the Pretty Druidess, Carmen,
or Seville and Civilians, and an American entry, [/
Pescebello by Rossibelli and Donnimozarti  (the
librettist’s real name was James Russell Lowell).

In the mid-nineteenth century the wind blew
from France again, perhaps inspired by that adopted
Frenchman, Rossini, whose “sins of old age” were
often spiked with musical parody, even of his own
music. The hilarious Cat Duet is actually based on a

Continued

tragic aria from Otello. The leering masterpieces of
Offenbach, thumbing their noses at the politics of
the time. and the Moulin Rouge arrangements of
Meyerbeer are too well known to analyze here, as
are the little masterworks of Gilbert and Sullivan.
Several volumes could be filled on the latter sub-
ject (it would take one volume to deal with Pinafore
alone!); I cannot resist mentioning that [ never hear
the D minor Trio from Act Il of Ballo in maschera
without thinking of the Nightmare Song from lolan-
the. It is unfortunate, however, that most perform-
ances still accent Gilbert at the expense of Sullivan,
who. proper Victorian though he was, had an even
more devastatingly subtle sensc of humor. Since their
works were largely parodies of grand opera, the
lack of a recording with a true grand opera approach
makes it impossible for me to enthuse over the var-
ious cditions from the D'Oyly Carte and Malcolm
Sargent. cspecially since the finest and funniest
Mikado I ever heard, language notwithstanding, was
in Vienna, starring Karl Donch, Hilde Konetzni, and
other Wagnernian voices.

Wagner has, of course, been parodied more than
any composer. The disastrous Paris premiere of
Tannhiiuser inspired the French once again to several
take-offs, including one with a talking dog. An early
Offenbach opus, Carnival des Revues, showed the
hapless Wagner driven from the Elysian ficlds by the
shades of Mozart, Lully, Rameau, Gluck. et al. The
German Wagnerian satires at this time culminated
in 1865 with the rather heavy-handed Tristander!
und Siissholde (perpetrators anonymous), which had
its premiere in Munich five days before that of the
opera it parodied! Things improved a bit a few years
later with the Binder Tannhiiuser-Parodie (from
which the forementioned overture was taken)—the
great playwright Johann Nestroy wrote the libretto
for this operetta, which enjoyed great popularity for
a time in Vienna. On perusal of the incomplete
score in the Lincoln Center Library. the music seems
several notches above the average. The Overture,
constructed like the original, used German drinking
songs for its themes. Tannhiuser's Hymn to Venus
is one of homesickness for his friends at the Miinch-
ner Hofbrduhaus, and in that famous edifice Wolfram
and Walther, in typical Bavarian fashion, respectively
receive a radish and a carrot for their vocal efforts.
The procession of the guests includes eight couples
from popular operas of the period (Norma, Rossini's
Otello, etc.), each heralded by the appropriate music.
When these themes ure played in rudimentary coun-
terpoint over Wagner's cantus firmus, one realizes
that Binder's pastiche was perhaps the first in a line
that culminated with the masterful creations of Franz
Reizenstein (i.e., Letr's Fake an Opera) for the Hoft-
nung Music Festivals.
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Getting back to the French repertory. we find
what is perhaps the most recorded parody in the
catalogue—Saint-Saéns’ Carnival des Animaux, in
which the composer pokes fun at any number of
pieces (including his own) as well as performers. A
delightful version for chamber orchestra having long
vanished, Georges Prétre's excellent, if somewhat
overblown, account on Angel S 36421 is the choice.
In the same vein are the Réminiscences de Bayreuth,
a collection of piano vignettes composed by Fauré,
Messager, and Chabrier in 1876, of which Chabrier’s
is the easiest to find (Vox SVBX 5400). It is also the
funniest: it has a quadrille for four hands on themes
from Tristan—Wagner supposedly enjoyed it too.

There have been many expert parodists among
solo entertainers and many of them pianists. One
of the first to record parodies on serious music was
a music hall comedian known by the odd name of
Béthove—in 1926 he made a ten-inch 78 for Odeon
(available later on American Decca) of four through-
composed operatic and song take-offs on Wagner,
Rossini, Massenet, and Reynaldo Hahn. Not side-
splitting, but cute. Slightly later, Alec Templeton
recorded a few sides for Victor and for the Gramo-
phone Shop label—his Kravattentenor rendition of
The Shortest Wagnerian Opera is most famous (why
does Wagner bring out the best and worst in us?).
Best known of this school is Victor Borge, who for
some reason was able to convulse an audience with
the staggering revelation that he was playing a Mo-
zart sonata from an upside-down score. His favorite
stunt was to request melodies from the audience,
and then improvise on the tune in the style of several
composers. Samples of Borge's work can be heard
on Columbia CCL 554 and 646, and Verve 15044,

The funny faces of our adversaries in World War
11 inspired a series of movie cartoons lampooning
the Axis—naturally the incidental music was trans-
mogrified Wagner. Everyone from Tom and Jerry
to Bugs Bunny warbled, barked, meowed, or quacked
unholy arrangements of the Bayreuth master. But it
was a non-Wagnerian Disney soundtrack of 1942
which initiated the unique career of a master paro-
dist. Der Fiihrer's Face, with its spoof of a Brauhaus
band complete with nasal vocalist, made a star of
Spike Jones, who managed even to upstage the on-
screen antics of Donald Duck. Naturally the sound-
track record became a best seller. Jones's subsequent
efforts, which included Dance of the Hours, William
Tell Overture, Nutcracker Suite, and old favorites
such as Chloe and Laura, became classics and re-
main so today. Jones was deceptively lowbrow, but
only a musician of first rank could have puiled off
these masterful tours de forces. His secret was in-
credible virtuosity coupled with perfect timing—an
absolutely essential quality for any form of humor.
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Jones possessed a conductor's knowledge of exactly
when to make a point in this most exacting art: one
might call him the Furtwingler of musical humor.
His Thank You Music Lovers (RCA Victor LPM
2224) is but a fraction of his work, and doesn't in-
clude my own personal favorites, Love in Bloom and
1l Barkio (featuring Ina Souez!) but even so, like all
great comedians of the past, his wit is just as effective
now as it was when new.

Musically Mad (RCA Victor LSP 1929), with
its rather forced collegiate humor exhumed by Bernie
Green and “Dr. Heinrich von Morgan,” features
dated take-offs on the masters (including Wagner,
who niust be extremely tired by now of rolling in his
grave). Another group, a reasonable successor to Jones
(1950s" style), is the San Francisco-based Gucken-
heimer Sauerkraut Band, an organization of music-
loving gentlemen who chose to perform under pscu-
donyms: the bass drum player turns out to be car-
toonist George Lichty of Grin and Bear It. Do not
expect Jones's timing or virtuosity—it's like compar-
ing Florence Foster Jenkins with Mrs. Miller—but
their monumentally incompetent readings of Poet
and Peasant (on RCA Victor LPM 1453), Hungar-

. ian Rhapsody No. 2, and Stars and Stripes Forever,

with its recently discovered vocal part in tritones (on
RCA Victor LSP 1721), still command a devoted
audience.

Band music of a more monumental style can be
heard on Amadeo AVRS 9111: the Viennese Carl
Michacl Ziehrer's Traum eines Osterreiches Reservis-
ten—a “Grosses Militirisches Tongemdlde,” written
at the turn of the century—does not use one original
note throughout its record-breaking thirty-six min-
utes. Chunks of Richard and Johann Strauss, Bee-
thoven, Berlioz, Weber, Nicolai, Boito, Wagner, and
you name it are mixed along with various extra-
musical noises into an odd Greek musical salad—it’s
sort of a Bauermusik Heldenleben. After a few
preliminary chuckles, one discovers that Strauss's
Tongemiilde is really funnier. Be that as it may, it
is representative of the period and is on record for
those who care.

Much more succinct humor can be heard on the
“Collector’s Party Record” (Belcanto BC 235) con-
taining the Handelian Little Jack Horner sung by
Alexander Kipnis. and a recently discovered one-act
opera. Die Zauberposaune, by “Wolfgang Amadeus
Mooooozart“—voices, instruments, assorted noises,
and commentary by Peter Ustinov, who also offers
Phony Folk Lore and manages to sound like a cer-
tain renowned Norwegian soprano, Ustinov's Bach
discoveries—the cantata Herr Gott, Sei it mir nicht
so Bés, and the Seventh Unaccompanied Cello Suite
—are unfortunately not available.

Anna Russell is justifiably famous for her literate
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musical humor. With Gilbert, Sullivan, and Ustinov,
she shares that elusive quality of crucifying sacred
cows with a light hand—so typically British. Though
she has made many records, it is her first—"Anna
Russell Sings?” (Columbia ML 4594)—which is her
most successful parody. Her analysis of the Ring is
famous (ML 4733), but the humor comes more from
speech than song. Her first record, while uneven. is
made up of through-composed take-offs on Rossini,
American Folk Music, Wagner (vy not?) and, best
of all. a devastating specimen of German Lied
Schiumpf. written for “that singer with no voice, but
grrrreceaaat artistry.” Her later Hamletto (a recently
discovered Verdi score) and Gilbert and Sullivan
parodics are funny in spots but lack the magic of
her early effort.

Passing reference could be made to certain mod-
ern composers’ spoofs. On an antediluvian Colosseum
CRLP 167—"Footlight Favorites from Behind the
Iron Curtain®—one can hear (if vou can call it that)
Shostakovich's Waltz from The Golden Mountains
and The Tahiti Trot. The latter is as horrifyingly
funny as its title—Tea for Two from a samovar,
served naturally in a glass. Vanguard VRS 432 con-
tains a section of Gliére's chintzy Red Poppy not
available elsewhere—an American Dunce: imagine a
half-tempo Charleston fost in the percussion section
of the Mahler Sixth! Ginastera’s Overture to the
Creole Faust (Mercury SR 90257) depicts an ex-
cited narration by a gaucho to his friends of his first
opera—Faust. Bits of Gounod get confused with the
rhythm of the pampas, and if the themes used indi-
cate our gaucho fell asleep after Act I, this still de-
lightful music.

The Broadway musical has occasionally burlesqued
serious music with success, as in A4 Svmple Lirtle
System from Bells Are Ringing. (How many know
that the character of Sandor in this show is a parody
on an actual record company president who put out
bogus records for many a year? I believe he's still
peddling his line somewhere.) There was a scream-
ingly funny impression of Pcars and Britten in Be-
yond the Fringe, and The Littlest Revue parodies
included the carcer of a renowned American Wag-
nerian soprano—though in this case, her original
records with Jimmy Durante were even funnier. |
sometimes consider things like Kismet and Song of
Norway as take-offs, but 1 guess they weren't in-
tentional,

The category of unintentional parody might be
noted here. Were Mrs. Miller and Mme. Jenkins
serious? Or the Bach, Wagner, and Chopin transcrip-
tions of Stokowski? Or Stan Kenton’s Wagner? Nat-
urally these artists spoke only in the most elevated
terms of their work, but for thosc whose taste says
otherwise, Kenton's Loliengrin Preludes (Capitol
STAO 2217) and Stokowski's Mazurka in A minor
(Everest SDBR 3070) almost succeed in making the
composcr's identity a secrct. They are models of
taste, however, compared to an old French Pathé of
Pictures at an Exhibition arranged for an orchestra
of fifty accordions! One might mention in this de-

partment the numerous “operas™ performed in such
films as Phamion of the Opera, Two Sisters from
Boston, and That Midnight Kiss, in which Nelson
Eddy, Susanna Foster, Kathryn Grayson, Lauritz
Melchior. and Mario Lanza sang the immortal scores
of L'Amour et gloire. Le Prince masqué du Caucas-
sus, My Country. and Marie Antoinette (the authors
remain anonymous—they had to be kidding!). Be-
lieve it or not, the last two were recorded by Mel-
choir and Nadine Connor (a sadly underrated so-
prano) on RCA Camden CAL 424—"The Lighter
Side of Melchior.”

Also in the realm of popular music, we should
mention The Barogue Beatles Book (Elektra EKS
7306). a reasonably amusing Handelian setting of
Mersey favorites, though my preference runs to a 45
I heard once in England called Eine kicine Beatles-
musik. I don’t know the number or label, but it’s
worth a search.

Getting back to intentional parody, Peter Schick-
cle’s services on behalf of P. D. Q. Bach, the black
sheep son of Johunn Scbastian, is amply documented
on Vanguard 9195, 9213, and 9268, and a few items
are genuinely funny (i.e., the Quodliber and most of
Iphigenia in Brooklyn). Many of his picces, while
having ideas of potential hilarity, begin well, but
soon run out of stcam through overstatement or just
plain poor timing. Much greater were the tragically
defunct Hoftnung Festival Concerts. For literate mu-
sical humor on a grand scale, they still lead the field.
One can only conjecture if Gerard Hoffnung, had he
lived fonger, could have sustained their remarkably
high level. Though no musician himself, Hoffnung
knew what was musically funny and who could
bring it off, so we have on Angel 35500, 35828, and
35800: Franz Reizenstein's Concerto Populare and
Let’s Fake an Opera, Joseph Horovitz' Horrortorio.
Humphrey Searle’'s Punkt Kontrapunkt and the
Barber of Darmstadt, to say nothing of “original”
manuscripts of the Haydn Surprise Symphony and
the Leonore No. 4. These three discs remain the
most cultivated and side-splitting examples of musi-
cal humor on records; one can return to them again
and again and find something new to laugh at and
admire. Hoffnung's use of some of the finest mu-
sicians of the day contributes to the polish of these
performances.

The test of any music of quality is its ability to
stand repeated hearings, and parody is no exception.
Unfortunately, we discover that many musical jokes
not only wear thin quickly, but often fit Webster's
second definition, not his first. Comedy is an elusive
form in all fields, and that is apparently why we
have so few Joneses, Ustinovs, and Hoffnungs to
make us realize with Verdi that “Tutto nel mondo é
burla.”” There are still enough laughs for us in musi-
cal history, however, including many I have becn
unable to mention in a limited space; surcly they too
are worth performances by competent musicians.
Now, if Georg Solti or Willi Boskovsky could get the
Vienna Philharmonic together for the Siegfried
Waltz. . .

HiGH FIDELITY MAGAZINE
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How | Hooked Up
My Center-Channel Speaker

Few articles published in  HiIGH
FIDELITY have sparked as mnuch reader
response (if phone calls and letters
received are evidence) as George
Movshon's piece on “Records 1o
Test Your Woofer's ‘Crunchability’”
which ran in June 1969. Interestingly,
the burden of these queries had less to
do with the recordings Mr. Movshon
discussed than with the modification
—provision for a center bass channel
—he made in his sterco system 10
hear those recordings.

The inquiries ranged from simple
requests for details on how to do it,
to the conment from one reader who
tried the modification and found *‘the
results not wholly satisfactory.”

Mr. Movshon began. earnestly, to
reply 1o all these letters individually.
He soon gave up and—ar our sug-
gestion—has written an additional
piece which should answer all ques-
tions about setting up a “‘crunchabil-
ity test” system. In his own words,
then, here is Mr. Movshon's further
amplification (pun intended) on his
original theme. We have, incidentally,
heard this setup and can attest to its
sonic excellence: the sound is excep-
tionally clear and wide-range; the
stereo effect is broad and room-
filling.

The added third channel speaker
described in my “Speaking of Records”
column consists of an AR-1W speaker
powered by its own amplifier, a Quad
11 15-watt monophonic veteran which
has a separate “front-end” or preampli-
fier. also mono.

Into the “tuner” input of this Quad
preamp. I feed the center-channel out-
put of my main (stereo) preamplifier.
a Scott L.C-21. This unit has a com-
bined-channel mono output governed
by its own volume control. a feature
not always found on today's equip-
ment.

The volume control of the Quad
has been set by ear. after careful
listening; it is now fixed by adhesive
tape to its predetermined optimum
setting—that point on the volume dial
which provides a little bass “crunch”
yet does not contribute significantly to

MARCH 1970

LEFT QUAD

RIGHT QUAD

CENTER

the total mid- or upper-range signal.
The treble control of the Quad is set
to minimum; the bass control to maxi-
mum.

A further refinement: 1 have modi-
fied the Quad front end so as to
eliminate mid- and upper-range tones
entirely. The Quad happens to have a
cut-off filter. designed originally to
make short-wave listening more in-
telligible. This provides sharp high-
frequency slopes beginning at. respec-
tively, 10 kHz. 7 kHz, and 5 kHz. An
engineer friend showed me how to
modify this part of the circuit so that
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the S-kHz setting in fact starts sloping
off (and soon disappears) above about
120 Hz. This modification, the mathe-
matics of which 1 cannot claim to
understand. means that the mid-chan-
nel now yields only “crunch.”

Not all of these arrangements are
possible for every gramophile. nor are
they necessary. But if you happen to
have an old loudspeaker with good
bass, as well as an unused monophonic
amplifier. there is probably some im-
provement you can bring to your
present listening setup.

GEORGE MOVSHON
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Four-Channel Stereo FM-

From One Station

ALTHOUGH QUADRIPHONIC SOUND has been broadcast
in Boston, New York City, and San Francisco by the
two-station method (dual transmissions by pairs of
sterco FM stations working in harmony—musically
and technically), a new thrust has developed in broad-
cast circles for a single FM station to put four-
channel sound on the air. To do so, the one station
would require, of course, additional transmitting
equipment that would, to put it simply, enable two
more audio channels to piggy-back their way through
the air on the same carrier frequency now being
used for regular sterco and mono FM signals.

The immediate prospect for this new form of
four-channel broadcasting—Ilet’s call it “quadricast-
ing"—is a system developed by William Halstead
and Leonard Feldman. Halstead, it may be recalled,
was one of the movers and shakers in the early
days of two-channel stereo FM; Feldman has been
involved for years in the engineering and manu-
facture of home receiving equipment, and is also
known to readers of HF as a contributor of technical
articles. Together, Messrs. Halstead and Feldman
have evolved a one-station-four-channel system
which they claim will allow a single FM station to
transmit four independent channels simultancously,
is compatible with existing transmitting and re-
ceiving equipment, is also compatible for two-
channel sterco or one-channel mono reception, of-
fers clean and wide-range response on all channels,
and will not interfere with adjacent stations on the
FM band.

Listeners would require only the addition of a
small adapter or decoder to an existing stereo tuner
or receiver, rather than a second complete set, to re-
ceive a quadricast. Eventually, the decoder circuitry
would be built right into four-channel tuners and
receivers; in this sense, then, the progress of quadri-
cast FM would parallel that of two-channel stereo
FM. Of course, we'd also need another pair of am-
plification channels and speakers—as we would for
any kind of four-channel sound, including discs
and tapes. Like the transmitter, the new receiver-
cum-adapter would also be compatible—that is, it
would respond to quadricasts when they are trans-

mitted, and continue to bring in conventional one-
or two-channel signals when those are transmitted.

Of course, the two new channels added to a single
FM station's carricr