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t moving parts,

scurate than flywheel
neter or a scope.

broughtin loud and clear, automatically, by AutoScan.)
Or you press another button and the AutoScan will
scan the entire FM band, station by station. There's
nothing further for you to do but enjoy the parade of
perfectly tuned-in stations filing before you. Stop
when you hear what you like.

For added convenience, remote control is
standard. You can work the AutoScan from your favor-
ite chair.

Of course, for the psychological benefit of those
who still want to tune manually, the Fisher 450-T also
has ultra-smooth flywheel tuning, complete with an
accurate tuning meter. (Even if you never use the fly-
wheel tuning for FM, you'll need it for AM. The 450-T
has an AM section that we're extremely proud of, in-
corporating sophisticated circuitry to cut out inter-
ference and whistles, and highly selective ceramic
filters.)

Power? Power!

With 180 watts of clean power you'll be able to
drive several remote pairs of speaker systems, as well
as a big, power-hungry main stereo system.

We figure there’s no point in giving you all that
tuning convenience without an amplifier capable of
excellent transient response, and truly big, clean
sound.

Go ahead, boost the bass and treble.

Baxandall tone controls (a feature of every
Fisher receiver) allow you to increase the very low
bass and upper treblewithout affecting the mid-range.
That means no boomy, or harsh side eftects at higher
bass and treble boost levels.

Now about IC’s.

There are many reasons why the Fisher 450-T
sounds as clean as it does, including a more discre-
tionary use of IC's than is common industry practice
these days.

Other receivers claim to have more IC’s than
Fishers.

That's fine with us.

Sure, we use IC's, FET's, MOSFET’s and space-
age circuitry in our receivers. And in many applica-
tions they’re a definite asset.

Many, but not all.

We've found that the mere inclusion of these
devices does not result in superior performance.

Careful judgment and discretion is required to
make the most out of IC’s, and the rest.

For example. Our engineers discovered one par-
ticular application (in one of the audio preamplifier
stages) where none of the available IC’s on the market
could match the noise and overload performance of
our special low-noise, silicon transistors.

And that’s not an isolated example.

Another new IC that many manufacturers were
using and advertising was tested by Fisher, and found
to have subtle performance flaws. Rather than incor-
porate it in our equipment simply to “keep up" with
our competitors, our engineers worked with the IC
manufacturer and were able to improve on its signal-
to-noise ratio, distortion and dynamic range. As a re-
sult, no Fisher receivers were built with the inferior
version of this IC.

A few important specifications:

FM sensitivity, 2.0 uv.

FM stereo separation (at 1 kHz), 38 dB.
Harmonic distortion, 0.5%.

Hum and Noise, —90 dB.

The Fisher

OVERSEAS AND CANADIAN RESIDENTS
PLEASE WRITE TO FISHER RADIO INTERNATIONAL, LONG ISLAND CITY, N.Y. 11101,
PRICES SLIGHTLY HIGHER IN THE FAR WEST.
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The Fisher 450-T gives
electronic tuning withouw
for less than $400.

It's many times more ac
tuning, even if you use atr

If you are a regular reader of this magazine, you
may already be aware that Fisher's top receiver (the
500-TX, at $449.95) has a push-button electronic FM
tuning system that makes flywheel tuning obsolete.

But it may be news to you that the identical
sophisticated diode circuit with its AutoScan® push-
button controls is available in a $399.95 unit (price
includes remote control).

Here's what Audio magazine had to say about
our AutoScan electronic tuning: “AutoScan is prob-
ably 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, oscillo-
scopes, words that light up, and various other devices
that are supposed to help you tune in stations more
accurately, we thought you might like to know why we
at Fisher are putting simplified push-button tuning
into all our best receivers. And how our push-button
tuning is more accurate than anybody's manual tun-
ing, including our own.

For the moment, disregard its convenience.

Diode tuning is dead-accurate, instantly.

AutoScan, a Fisher exclusive, is a purely elec-

“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 cen-
ter 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
degreeof accuracyistoyou.
Can you hear it?

We believe you can.
There's a subtle distortion
that creeps into complex
orchestral 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 dissatisfied with the sound as com-
pared to records or tape, it could be a tuning problem.
No tuner or receiver can be manually tuned as accu-

tronic tuning system. There are no moving parts. In-
stead, devices called varactor diodes are used to lock
in stations at their most powerful, most distortion-free
tuning point. We again quote Audio:

Mail this coupon
for your free copy of
The Fisher Handbook, 1970 .
edition. This reference guide
to hi-fiand stereoalso
includes detailed information
on all Fisher components.

Fisher Radio :
11-40 45th Road
B Longisiand City, N.Y. 11101

= Name
Address

City State Zip 0104701
1 fr 11 . fr 1 P fr f B b7 |

rately as the Fisher 450-1 with AutoScan (except, of
course, the Fisher 500-TX). 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
receiver is switched on. That's important, because
even some of the best manual tuning systems can’'tbe
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.

tuning is accomplished:

Press one of the AutoScan

ally bring in the next station on the dial. (Even far-off
stations that are marginal or completely impossible

Here'showAutoScan nl
buttons and you automatic-
to tune in manually on other good receivers, are
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Now
_your index finger
IS amore accurate
tuning aid than a

meter or an
oscilloscope.
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Only “Pickering offers

“Dynamic Goupling “Factor...
your assurance of
greater listening pleasure

A sophisticate who can afford the finest
in stereo components and equipment,
would select the Pickering XV-15 Cor-
tridge lobeled 750E, 400E or 350. They're
the proper ones to deliver "100% Music

With the more simple equipment that
characterizes today's informal living,the
XV-15 with a DCF of 150 or 200 will as-
sure "100% Music Power.”

A Pickering XV-15 Cartridge with a DCF
of 100 or 140 will guarantee “100%
Music Power" on the type of set up that
the young in your house use for dancing
or listening.

Power."”

The Dynamic Coupling Factor is an index of maximum stylus performance
when the cartridge is related to a particular type of playback equipment. This
resultant number is derived from a Dimensional Analysis of all the parameters
involved. To select a pickup for a professional manual turntable, with its sophisti-
cated, dynamically balanced tone arm, tracking at an ultra-light force, a higher DCF
index would be required than, say, for a pickup to be used in an ordinary record
changer. For maximum distortion-free response, this index to application relation-
ship properly determines maximum stylus performance in your playback equipment.
100% music power is assured at all frequencies ~ linear response from 10 to 20,000
Hz virtually a straight line — due to the extremely low mass of its moving magnetic
system — 1/5t0 1/10 of ordinary pickups.

There are seven DCF rated XVY—=15 models. Each is equipped with the famous
patented V-Guard “floating stylus” — the easily replaceable stylus assembly that
protects the diamond and record while it plays. In addition each model includes the
DUSTAMATIC” brush that automatically cleans the record groove while it plays.

PICKERING
For those who can [HEAR] the difference

THE NEW PICKERING XV-15/750E. PREMIER MODEL OF THE XV.15 SERIES. TRACKS AT % 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 41 ON READER-SERVICE CARD
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music and musicians
Leonard Marcus HOW TO ENJOY CHAMBER MUSIC

Edward Greenfield, Royal S. Brown
BEHIND THE SCENES: LONDON AND PHILADELPHIA

Eugene Istomin SPEAKING OF RECORDS

Ronald Eyer MUSICIANS' AUTOGRAPHS

Robert P. Morgan
BEETHOVEN ON RECORDS: THE STRING QUARTETS

Jack Hiemenz MARTIRANO'S L'S GA
Harris Goldsmith THE INCOMPARABLE FEUERMANN
Gene Lees THE LEES SIDE

audio and video
TOO HOT TO HANDLE
NEWS AND VIEWS
EQUIPMENT IN THE NEWS

EQUIPMENT REPORTS

Robert Long THE CHALLENGE OF THE CHANGERS

Daniel Graveraux

HOW IMPORTANT IS A LEVEL TURNTABLE?

recordings
R. D. Darrell THE TAPE DECK

FEATURE REVIEWS

CLASSICAL REVIEWS

IN BRIEF

Peter G. Davis REPEAT PERFORMANCE
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JAZZ REVIEWS
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ADVERTISING INDEX

ApriL 1970

24

32
61

73

100
112
122

38
40
42

49

54
57

46

79

86
118
120
126
132

21
115

114

FIDELITY

VOL. 20 NO. 4 APRIL 1970

A letter from the Editor

The Barenboims' Beethoven . . . Shostakovich’s unlucky 13th

A gallery of great performances

Collecting musical signatures for fun and profit
Part I1l of an eight-part critical discography

A musical harangue for gassed-masked politico
Three discs pay tribute to the late cellist

Doc Severinsen of the Tonight show

HF answers your more incisive questions
Hegeman kits unveiled . . . Rim drive again?
The latest in audio gear

EMI 205 speaker system

Advent Frequency Balance Control
Grado F series cartridge

Teac A-6010U tape recorder

Current trends in turntables

It's all a matter of degrees

En route with Schubert and Handel

The muddied waters of Swan Lake
Gieseking illuminates Mozart and Debussy
What's better than the Beatles?

Karajan's modest Creation . . . Britten’s Brandenburgs
Capsule wrap-ups of new releases

Flagstad in Alceste . . . Chopin and Dinu Lipatti

The Grateful Dead "live” . . . Relax with Glen Campbell
The Clarke/Boland Big Band . . . Miss McP's joyful jazz

How old was Beethoven? . . . How obscene was he?

An “‘at home" shopping service

Published at Great Barrington, Mass. 01230 by Billboard Publications, Inc. Copyright @ 1970
by Billboard Publications, Inc. The design and contents of High Fidelity Magazine are fully
protected by copyright and must not be raproduced in any manner. Second-class postage
paid at Great Barrington and at additional mailing offices. Authorized as second-class mail
:( the Post Office Department, Ottawa and for payment of postage in cash. High Fidetity/

usics! America Edition is published monthly. Subscription in the US.A. snd its Posses-
sions, $12; elsewhere, $13. Subscription Including Concert Artist Directory published In
December, $17, in the U.S.A. and its Possessions; eisewhere, $18. Regular Jssues $1.00 2
copy. National and other editions published monthiy, subs:rlgtlon in the USA. and its
Possessions, $7: elsewhera, $8. Regular issuss 60¢ 8 cqw. Indexed in the Reader's Guide
to Periodical Literature. Current and back copies of High Fidefity end High Fidelity/
Musical America avaiiable on microfilm from Unlversity Microfilms, Ann Arbor, Mich-
igan 48106. C of address netices aad undellversd ceples (Ferm 3579) should
ns addressed te High Fidellty, Subscriptien Department, 2160 Patterson Strest, Cin.
cinnati, Ohle 45214, Pleass state Doth eid and new addresses when requesting 2 changs.
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How to Enjoy Chamber Music

DEAR READER:

Music lovers can be divided into two categories: those who enjoy
listening to chamber music and those who do not. The latter don't
know what they are missing.

Neither do the former.

It has always amused me that people would pay good money to hear
a string quartet. The players, after all, are the ones who have all
the fun. I don’t know whether 1 would enjoy listening to string
quartets if 1 didn’t also play them and could thus identify with
the players; I know that I didn't attend chamber concerts hefore
I began, in my teens, to play quartets. (I seem to recall figuring
that for the same price 1 could get a whole orchestra') And what
do you think orchestral string players do for amusement? Go to
concerts? Listen to records? Not on vour life. They get together
and play chamber music, going to such extremes as forgoing TV,
movies—even gin rummy—for a good quartet session.

The playing of string quartets is so thrilling an experience that it
makes even taking up the violin (or viola or cello) a worthwhile chore.
Our art director, Roy Lindstrom, did just that some years ago and it
has since become his greatest musical joy. If the mind-expanding
cligue of now aging youngsters had any idea of what could await
them by playing. say, Beethoven's C sharp minor Quartet, they'd give
up acid, make America’s string teachers their gurus, and solve the
problem of where the next generation of violinists is coming from.

For starters, there is the beautiful experience of simply playing
in a quartet. Chamber playing, unlike orchestral playing, lets each
person do his owr thing. In any halfway decent work, each instrument’s
line becomes a distinct personality, with especially interesting music to
play (even a second fiddle's dudle-dudle in some Haydn passages will
be interesting if the fiddler takes care to make cach du- and each -dle
say something), and cach participant plays not only something else but
something different from any of the others. Then when it's all played
together it becomes a wonderfully harmonious production. Could there
be a better example of ideal democracy?

To top it all, the greatest composers from Haydn on have put their
most acute musical thoughts into string quartets and quintets—and
they have designed them for the exhilaration of the players, rather than
the diversion of the listeners.

Let's not forget a social bonus. If word gets around that you
play chamber music, you will be inundated with calls from strangers
as well as friends to join them for an evening of ecstasy. (If you
are a violinist or ceilist, you might even get kidnaped) And with
that, 1 leave you to Bob Morgan's discographic discussion on page 73
of seventeen (don't forget the Grosse Fuge) of the most exciting
quartets ever written, so that those of you who don't play them might
at least share them vicariously with other players.

* % Kk % %

Next month we will continue with BEETHOVEN'S OTHER CHAM-
BER MUSIC, which will consider over seventy works and two hundred
recordings. And if that isn’t enough of a discography, we will have
another, shorter one, appended to an article on THE GUITAR AND
OTHER PLUCKED INSTRUMENTS, with recommended recordings
of nearly every type from balalaika to zither.

For those of you who are looking forward to a summertime of music
outdoors and want to know what you can get in battery-operated radios
and tape recorders, we will run a featurc on THE PLEASURES OF
PORTABLES.

Loorard) Mercu

www americanradiohistorv com
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1.

Bose 901 DIRECT/REFLECTINGT™ Speaker System

The rave reviews keep coming...

‘ The Bose 901 is, ir deed, 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

Isay....ilis the sound itself that

remairs paramount. The €01 is characteristizally

smooth. Everything is simgly there ....1urge that

you lister for yourself. | think you will have to agree

that Bos= has, in a single giant step, produced one cf the

finest speaker systems ever made.”

Larry Zide — American Record Guide — December 1969

Norman Eisenberg — High Fidelity

“you feel youve made some sorl of stereo
discovery .. . f your own response to it is like
ours, you'll be reluctant to turn it off and go
to bed.”

Julian Hirsch — Stereo Review

“all the room-filling potency of the best acoustic-
suspension systems, combined with the tautness
and clarity of 2 full-range electrostatic speaker
.. | have never heard a speaker system in my
own home which could surpass, or even equal
the BOSE 901 for over-all ‘realism’ of sound.”

Bert Whyte — Audio

“the illusion of an orchestra spreac acrdss the
wall is uncanny . . . To hear a thunderous ‘low C’
organ pedal . . or a clean weighty impact of a
large bass drum is truly impressive . . . There s
no doubt that the much-abused term, ‘break-
through,” applies to the BOSE 901 and ts bold
new concepts. '

Hi-Fi Buyers Guide

“ . its over-all sound quality so clean -hat tre
listener is almast unaware of the electronics be-
tween him and the instruments .. . The sounc?
The 901 is very possibly the only speaker to daze
to pour forth in true concert hall fashion.”

5.

$476 the Stereo Peair, includ

Stereo & HI-Fl Times

“But the proof of the pudding irevitably is sound.
And it is here that the BOSE €01 stands clearly
away from the crowd . . . What a lovely sound
these speakers produce! . .. Listen tc Columbia’s.
Carmina Burana on this speaker and hear what a
chorus should sound like! . . . these speakers
provide a quality that is not to te matched.”

Elementary Electronics

“Conclusion. The BOSE 901 speaker system de-
livers the mast natural stereo sound, creating the
illusion of teing in a concert hall, with a uni-
formity of frequency resdonse and freedom fromr
distortion that is unbelievable, particularly if the
listener takes into account the physical size. It is
our opinion that this is the speaker system 1 (]
own, regardless of price, i one wants the
ultimate in listening pleasure.”

Your inquiry will bring you somplete reprints
of these unprecedented reviews and a list o
franchised BOSE dealers in your ar2a. Ask your
dealer for a1 A-B comparison of the BOSE 9071
with the best conventional speake's — regard-
less of their size or pric2. The, go Jack to you-
present speakers — if you carn.

ing Active Equalizer. Slightly highe south .and west. “edestal base ext:a

Youcanhear the difference now.

M OSE -

East Natick Industrial Park, Natick, Massachusetts 01760
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ADC:

WORLD’'S MOST
PERSNICKETY
SPEAKER MAKER.

We make 303AX speakers for fussy
audiophiles. Each one is crafted by
hand and contains a two-way acoustic
suspension system that's accurate
enough to please even the most
discriminating listener. The ADC 303AX
lacks the distortion and coloration often
found in speakers in its price range.
Which makes it a superb value in a full-
sized bookshelf speaker.

Of course, there’s only one way to
find out how really accurate our speaker
system is. Go to your nearest ADC dealer
and compare it to other models. After
all, hearing is believing!

SPECIFICATIONS

Type . . . Bookshelf.

Cabinet . . , Oiled Walnut.
Dimensions . .. 233" Hx 13" W
x113%”D

Weight . . . 37 Ibs. each.

Frequency Response . . . 33Hz—20kHz
+ 3 db (measured in average
listening room).

Speakers (2) . . . High accuracy, wide
dispersion tweeter with Hi Flux Magnet
and 10” high compliance woofer.

Nominal Impedance . . . 8 ohms.
Power Required . . . 10 watts min.
Price . . . $100 suggested resale.

Write for details about other
ADC speaker systems. From $55-$350.

W~ AUDIO

DYNAMICS
A CORPORATION

AUDIO FOR
AUDIOPHILES

CIRCLE 5 ON READER-SERVICE CARD

6

letters

How Old Was Becthoven?

In your magnificent Beethoven issue you
reprinted the [Heiligenstadt  Testament.
In it Beethoven says “that for 6 years
now 1 have been hopelessly afflicted
S and later, “forced to become a
philosopher already in my 28th year. .. ."
Yet in your caption, you state that Bee-
thoven was thirty-one when he wrote the
Testament, and the article by Karl-Heinz
Kohler tells us that Beethoven's deafness
started when he was twenty-six. The
document was signed “October 10th,
1802" and something is definitely wrong
here. Either the date is a misprint. or
I can’t add, or everybody's got Bee-
thoven’s dates wrong.

James Parks

San Francisco, Calif.

Or Beethoven didn't know how old he
was—wluch is the case here. Beethoven's
Jather, 1rying 1o make a career for his
son as a child prodigy, lopped two years
off lus age; Beethoven thought he was
wo years younger than he was at least
imo his forties. Now, six years before
1802 was 1796 and Beethoven was then
“hwenty-six”: in October he was 1wo
months shy of his thiriy-second birthday,
so e was “thirty-one”; Beethoven wouldd
have thought he was 1wemy-nine and
the "28th year” simply indicates that he
was “forced 1o become a philosopher”
about a year hefore he wrote the docu-
ment. Clear?

Beethoven's Obscene Language

Please cancel my subscription. 1 will
no longer allow your magazine into my
house, since you have obviously decided
1o become just another filthy rag. Heaven
knows how you determined that Bee-
thoven used such an obscenity as you
printed on page 73 of your January issue,
or what probably innocent German word
you translated it from. I've never seen
it referred to anywhere else. But it com-
pletely perverted what could otherwise
have been a magnificent and unique
Beethoven issue. Considering today’s im-
moral standards. I wouldn't be surprised
to see foul language in the New York
Times. But Hion FogeLiry!!!

H.L. Smith

Little Rock. Ark.

Maybe Beethoven did utter that profan-
ity. But there is a distinction between in-
house conversation and out-house gessip.
Conversation—whether oral or written
—-conveys no licensed writ to reprint.
The magazine's idolatry of Jews. Negroes,
and Russians—as sickening as that hom-

www americanradiohistorv com

age appears west and south of the Hudson
River—is disappointment enough. Your
foot-in-the-door vulgarity attributed 10
Beethoven is sad.
George C. Stamps, Jr.
Mary Esther, Fla.

Hion FIDELITY wishes 1o apologize 1o
any readers offended by Mr. Beethoven's
inexcusably  coarse langnage—which, as
we pointed out elsewhere in the January
issue, Goethe himself found vulgar. We
have often considered avoiding reference
1o his music as well, so much of which
lacks a proper gemeel quality and
times, in fact, is even stronger than his
language.

The German expletive thar Beethoven
used in referring 1o Napoleon was Scheiss-
kerl. We did translate the kerl part
as “head” rather than the more literal
“fellow,” as that brought the word closer
1o the American vernacular. The precise
phirase was “Auch in dem Scheissker! habe
ich mich geirrt,” according 10 Boliemian
masician Jan Dolezilek, who got 10 know
Beethoven just prior 1o 1800 through
their  joing teacher, Johann  Albrechis-
berger. Mozart's great biographer, musi-
cologist Ouo Jaln, who was planning a
similar  biography of Beethoven, inter-
viewed Dolezilek  for the latter's Bee-
thoven  reminiscences on  October 30,
1852, From the many things Dolezilek
tld Jahn that we can corroborate with
other sources, he seems 1o have been an
exceptionally  yeliable  evewitness.  Dol-
ezdlek’s reminiscenses may he seen inter
alia in Friedrich Kerst's Die Erinnerungen
an Beethoven, Swntgart, 1913, Vol 11,
pp. 191 ff.

This naughty expression can also be
found, written down (1), in Beethoven's
conversation books, which we must con-
scientiously advise sueh good souls ax
Messrs. Stamps  and  Smiith 10 vefrain
Jrom reading when those filthy rags get
published.

Beethoven's Birthday Issue

Congratulations on your stunning Bee-
thoven issue [January 1970]. 1 have
a feeling that it will turn out to be the
most inspired opening to the Beethoven
Year published anywhere, Everything in
it is a coup, beginning with that gorgeous
portrait on the cover (which helps to
explain  Beethoven's success with the
women) and including each one of
those important articles.

Most impressive of all 1 thought was
Jan Meyerowitz® "Do We Overestimate
Beethoven?” Mr. MeyerowitzZ mind is

Continwed on page 8
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the AR guarantee:

not one cent for parts,

not one cent for labor,

not one cent for service charges,
not one cent for freight.

AR guarantees are unmatched in the high fidelity industry. They are also easy

to read. We believe that when a consumer buys a product, he should get one that
works as he has been told it will work for the price he has been asked to pay.

If the product then fails to operate correctly through no fault of the consumer, the
manufacturer must accept responsibility for the failure at no cost to the
consumer. A guarantee under which the consumer is forced to pay, perhaps
repeatedly, for the manufacturer’s errors, is not fair.

Acoustic Research guarantees its loudspeaker systems for 5 years, its turntable
for 3 years, and its amplifier and receiver for 2 years from the date of purchase. During
this time, if a product we have made fails to operate properly through no fault of
the owner, Acoustic Research takes full responsibility for the necessary

repairs. There is no charge for parts which need to be replaced; no charge for
the labor of locating these parts and replacing them; no “*service charge’ by
Acoustic Research or its authorized service stations; no charge for

shipping, whether to the nearest authorized service station or all the way to our
factory in Cambridge and back; not even a charge for a new carton and

packing materials, if these are needed. The only cost to the owner is
inconvenience, which we deeply regret and make every effort to minimize.

24 Thorndike Street, Cambridge, Massachusetts 02141

‘&K Acoustic Research Inc.

Acoustic Research International
Radiumwegq 7, Amersfoort, Holland
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LETTERS readers.  I'm sure.  either  points  out Heinz Kohler's article on the conversation

Continued froni paze 6 errors  or disagrees with the opinions books gave us another insight into Bee-

80 keen. perceptive, poetic, and human of vour writers. | would. on the other thoven 'lhc man; Gcorgc. M{lrck'S n-
that | hope vou capture him for many hand. like 10 devote this letter to prais- vestigabon  of  Beethoven's biographer
articles 10 come. | was so taken with ing  your magazine—specifically  your A"-‘Nm}l‘-" TF‘“Y*-‘"; was 1o me the most
ong pavagraph on the Moonlieht Sonata. Beethoven  bicentennial  issue. It was rewarding of all: zmd. even the editor’s
that T immediately got a copy for Claudio written and illustrated  with all of the letter “'SEL‘S“{lI i slrznghltoruqrd reason
Arrau. He was equally impressed  and refinement. illumination.  and  respect for Beethoven's greainess. Th}-‘“l‘Sl month
thinks that this paragraph offers w. great that such an occasion for such a man ot the ysal does not 0'“‘""““')’ signal
an nsizht into an understanding ot the deserves. the end of the bicentennial festivities
tragic side of Beethoven's music as has All of the articles were provocative —especially since B.cclhovcn was born in
ever been put into words. Writers on and absorbing. 1 staved up until the the last month of the year—and I'm
music of that order are precious. Meyer- carty hours of the morning making sure glad 10 see your staft has begun a guide
owily belongs in the same ‘eague with I had read the issue from cover 1o cover. 1o the complete Becthoven recordings.
Abert on Mogant The questioning article, Do We Over- Again. my compliments. Your January
Fricde F. Rothe estimate Beethoven?™ arrived at the one 1ssue s certainly a treasure that 1 will

New York, N.Y and only answer possible: the highlight add 10 my own personal collection of

of the fine color reproductions in the “Beethoven archives”
A Large portion of vour mail from center was the portrait by Neugass: Karl- James D, Maffen

Lakeland, Fla.

New Binding

I Congratulations and manv thanks for

the new binding on the January isste-

a most sensible arrangement that makes

the magazine much easier 10 hold and

to read,

| W.R. Aupur
Chuemont, Calif

N\ WANT
&< SOMETHING
" FRESH. ..

Upon receipt of my January 1970 issne
[ of Hign FrorLity. the first thing | noticed
was not the catchy descriptions of the
contents on the cover, but rather the
[ obvious cheapening of the binding. What
| happened 1o the square-end binding

which histed the date so that particulin

issucs could easily be retrieved from a
| shelf file?

Am 1 correct in assuming that vour
conversion 10 this cheap binding is a
| manifestation  of the inflationary  cost

of publishing vour magazine?

Frederick Horton, 111
Baltimore, Md

Only partially. Higu Fiber1vy's present
[ Usaddle-stitel” binding does cost sonie-
, what less than the “perfect” binding v«
| had been using before 1970 bat hardiy
cnough to have been the determining
l factor in the  changeover. For Veurs
our art departmient  had  heen  asking
| ts to adopt a saddle-stitch format, as
other quality  publications  have done.
far reasons of graphics and production.
| o the first place. the magazine now lies
flat a1 any page, making it more con-
venient 1o read. Secondly, illustrations

SUPE REX e o o wat] can span two facing pages without notice-
sg9 ' / 1 able seams. as on pages 34 and 35
lt S eaut/ U Thirdly, it is now possible 10 reproduce

ke , | some pictures larger or fuller scale.
Beautiful all the way! In desigh — a triumph of newest state-of-the-art \.n/l.u .[)l.( III‘(‘\ on u‘uL ¢ 0/.'/11 (/' \“”,,
3 5 For instance, if we had used the oldes

concepts. In response — a spectacular bass; sweet, clear highs; exciting:

i hinding. illustirations on pages 81. 1.
5 Il performance is better than i - g
mid-range. And the experts say that overail pe 4 that is, those that 2o over into the bind-

{

some expensive speaker systzms. It's all made possible by our exclusive | b, ol ] B wiTilar
woofer/tweeter design that puts a 2-way speaker system at each ear. The il ULAa-—=WOn]d have had 1o be either
name is PROB-V...and the all-new extras include ‘“con-form” ear cushions, cropped” —or pade smaller (or mor
tunad port ear shells, retractable cord and soft, tropical green finish. awkwardly placed) if the inner  edge

$59.95 — at dealers everywhere was to remain visible, One further ad-

vantage  of  saddle-siitching  for  those
like My Horton who file old copies is
that the pages will no longer tend 1o be-
\ | come loose with the years. Incidentally,

heginning with  the  current  issue,  the

date has been reinstated near the spine,
LECTRONICS RP. \ o
51 Ludlow Street, Yonkers, N.Y, 10705 m Continued on page 14
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COLUMBIA STEREO TAPE CLUB now offers you

»2Z>-1Z>0

181230

JIM) HENDRIX
EXPERIENCE

Frank
Sinatra

Las Vegas
Il Naver Fall
in Love
Again

WAL, 92 mORE

JANIS JOPUN

181222

181156

CASH
v al
SAN QUENTIN
A to
~ Nomed Sue
9 MORE

176776
Tammy B
WYNETTE'S
GREATEST
HITS

Dvorce

TWREE DO NIGHT
Ssitable for Framing

DUNHILLABC

Foatin' All Righ! - © MORE

IRON BUTTERFLY
In-A-Gadda-Ds-Vidad

¥

AT

170357

MERBALPERT
L THE THUANA BRASS

TAE BRASS ARE COMIN'

[~ 7"REEL-TO-REEL

STEREO TAPES

o

F R E E-if you join now
REVOLUTIONARY SELF-
THREADIMG TAKE-UP REEL
Just drop the end of the tape over this
reel, start yous recorder, and watch it
thread itse!f! Bnique Scotch® process
automatically “hreads up tape of an
thickness, releases freely on rewind.

L

plus mailing ana handling
if you join now, and agree to buy five
additional tapes during the coming year,
from the hundreds to be offered

179671

ENGELBERT
HUMPERDINCK
Les
Bicyclettes
de Belsize

EEST)
180323

0.C.
SMITH
AT HOME
Daddy's
Li*tle Man

181677

BLOOD, SWEAT & TEARS
You've Made Me So K

# mone

THE BEST OF
BiLL COSBY

| -‘.9—1@

172411

Beethoven's
GREATESY HITS

e
ap -
|m.' < y

182238

’EUGENi ORMANDY
Piiladeighia Orchesira

Groatest Yol
ity "- w

Traumerei « Bacchanale
s moet

173674 176297
I ;§ ARETHA FRANKUNY | x 2000:
( Led == A SPACE 00YSSEY

" , Y EUGENE DRMANDY
\ ‘Zeppehn ﬂ‘- Philadelphia Orchestra
- 3’ - 4 LEONARD BERNSTEIN
‘*’-_ Mew York Philharmonic
I:[}DIB_' - " ATLANTIC | Lt MEIA
182246 185850 183178 167692
g—The New-—, PAUL MAURIAT
(GARY n:t{fxnf And His Orchestra e Ry oo R e
& e
UNION GAP Bsy; D00t Take -"
L Gl 3 TR | 0
This Girl (- V.
Is & Woman Now ?‘" e P NOODY WOMAN
U-'M'Fvﬁ n ) 10 MORS
183293 183699 182352 183301
ROY CLARK The Electric ROLLING AMA CASS
Mo Eclectics ot STONES a'l‘l%?iRlE e
DICK HYMAN Through The
VAN Past Darkly Alice’s 7
THE MINOTAUR HONKY TONK Resta 3
It's Getling Better
10 mORE

180448

179341

[BOB DYLAN
Noshville Skyline

174995

THE BUCKINGHAMS'

RAY CORNIFF'S
GREATEST HITS

176891

GERSHWIN §
RHAPSODY
IN 8LUE
AND OTHER
FAVORITES

The Sintonia
of London
Orchestra

W CoLuMsia At coRr Lyl

143024

ol Mebnen

L3 - ol
f = CARNEGIE

182378

SEND NO MONEY—JUST MAIL ATTACHED POSTPAID CARD TODAY!

© 1970 CBS Direct Marketing Services T.415/870

Aprit 1970

Nmt e, e X SR L.
cREATEST PSS
LI o
n, m, Churish
Aquarius hdy

1t moRe B8
10 MORt

184200
CROSBY, STILLS RAY CONNIFF
& NASH and The

Singers

arrakesh
Express

184499

JUST LOOK AT THE FABULOUS SELECTION of best-sellers tne
Columbia Stereo Tape Club is now offering new members!
The greatest stars...the biggest hits...and all available
in the incomparable stereo fidelity of 4-track reel-to-reel
tape! To introduce you to the Club, you may select any 5 of
the stereo tapes shown here, and we'll send them to you for
only one dollar each! That's right . . . 5 STEREQ TAPES for
only $5.00, and all you need to do is agree to purchase as
few as five more tapes during the coming year.

AS A MEMBER you wi'l receive, every four weeks, a copy of
the Club’s entertaining and informative music magazine.
Each issue describes the regular selections for each musi-
cal interest. .. hits from every field of music, from scores
of different labels.

If you do not want a tape in any month — just tell us so by
returning the selection card by the date specified . . . or
you may use the card to order any of the other tapes offered.
If you want only the regular selection for your musical inter-
est, you need do nothing—it will be shipped to you auto-
matically. And from time to time, the Club will offer some
special tapes which you may reject by returning the special
dated form provided . . . or accept by doing nothing.

YOUR OWN CHARGE ACCOUNT! Upon enroliment, we will open
a charge account in your name. You pay for your tapes only
after you've receivec them. They will be mailed and billed
to you at the regular Club price of $7.98 (occasional Orig-
inal Cast recordings somewhat higher), plus a mailing and
handling charge.
FANTASTIC BONUS PLAN! Once you've completed your enroll-
ment agreement, for every tape you purchase you will be
entitled to an additional stereo tape of your choice for only
$2.00 . . . or you may choose one FREE tape for every two
tapes you buy.
SEND NO MONEY NOW! Just fill in and mail the card today!
NOTE: All tapes offered by the |

Club must be played back on 4-track |
reel-10-reel stereo equipment.

'COLUMBIA STEREO TAPE CLUB

Terra Haute, Indiana 47808

183103
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APRIL

You can’t beat
our system!

Sonyv/Superscope makes it casy for vou to
discover the thrill of both recording and
listening to sterco with the world’s most

complete line of sterco tape-recorder
svstems! No matter how large or small vour
budgct, vou'll find there's a Sony system

to match vour requirements exactly.
Systems that range from the most basic

to the most sophisticated. In fact, Sony
even has syvstems that serve as the nucleus
of a complete home-stereo sound center.
Each instrument is flawlessly crafted,

1970

with rigorous testing at every step of
construction. Then every tape recorder
is subjected to a complete serics

of quality- assurance tests by skilled
technicians at one of the most modern and
sophisticated tape-recorder test
facilitics in the world. You can be sure
that the Sonv product vou purchase will
give vou years of trouble-free service.
Look over the complete line at vour
dealer’s. He has the Sonv/Superscope
svstem that's exactly right for vou.

E::::: SUPERSCOPE [

You never heard it so good.®
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The Z-960 speaker system
features three electro-
static elements matched
with our model 350D dy-
namic woofer. The com-
bination allows a frequen-
cy response beyond
30,000 Hz. This unit floor
stands in handsome oiled

‘electrostatic systems

The JanKit 41 (Z-600 in
kit form) allows quick in-
stallation in a wall, stair-
case, bookshelf or an ori-
ginal cabinet. Convenient
size 19-1/2"H x 16"W x
7-1/27D, permits electro-
staticrealism to go
custom.

ULL RANGE PERFECTION-

Janszen

The JansZen Z-600 con-
tains two electrostatic
elements which are cou-
pled to the JansZen 3508
dynamic woofer. The fre-
quency response is from
30 Hz to over 30,000 Hz
and cabinet measures
26-5/8"H x 20°W x 13D,

and is finished in oiled
walnut,

walnut at 20-3/4"'H
x27-1/2"Wx 14-1/2"D.

*JansZen speakers incorporate desigos by Arthur A Janszen and are made
exclusively in the United Stales by

ELECTRONIC INDUSTRIES, INC.,7516 42nd Ave No , Minneapolis, Minn 55427

CIRCLE 23 ON READER-SERVICE CARD

You don’t have to be big to have brains.

Tiny solid state devices in the Olympus 35EC
do many things automatically that cameras twice
its size can’t do. Indoor or outdoor exposures,
whether day or night, sunlight or flash;
all are set automatically. The fastest action
stopped electronically at 1/800th of a
second. Yet you can take pictures with the light from
one match automatically. The professional type

5 element lens delivers razor sharp pictures. If you're
looking for a camera that slips into your pocket
but is packed with electronic brains..
see the remarkable new Olympus 35EC

The Olympus 35EC

(Electronic Compact)

World’s smallest
electronic full frame
35mm Camera.

OLYMPUS

Marketed in U.S. A. by Pander8®Best. Corporate Offices: 11201 West Pico Blvd., Los Angeles, Calif.90064.
CIRCLE 43 ON READER-SERVICE CARD
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Continued from page 8

for easy identification when stored on
shelves.,

Marsh and Mahler

Congratulations for rehiring Robert C.
Marsh 1o review Mahler and the late
Romantics in Hicu Fivbeiiry. As an old
fan of both Mahler and Marsh, 1 was
delighted to see his byline once again
in your columns.

Robert V., MacLeod

Creston, B.C.

Canada

In his January review of the Mahler First
Symphony under Ormandy's direction,
Robert C. Marsh uses the term “Mahler
cultists™ in a catch-all way that amusing-
ly recalls a recently famous reference to
“effete snobs.” According to Mr. Marsh,
one qualifies as a cultist (as distinct from
a scholar or a sensible person) by insist-
ing on the first-movement repeat and the
newly rediscovered Blumine movement
for the Symphony No. 1. (Ormandy may
or may not be one, since he employs
only the latter.) But Mr. Marsh invokes,
as a guide to true scholarship and sen-
sibility, the Critical Edition of 1967,
which contradicts his point about the re-
peat by including it.

In other words, in order to avoid being
tagged a cultist (a rather sinister imputa-
tion at the moment), one should not only
be wary of Blumine, since the composer
dropped it after 1894, but one should also
eschew the repeat despire the fact that the
composer put it into the first edition in
1899 and left it in, Thus a Mabhler scholar
is easily defined, in this lexicon, as “one
who can follow me all the way and still
agree with me when he gets there.”

Mr. Marsh, take note, does not “con-
demn” the occasional five-movement per-
formance or recording of No. 1. But
neither does he provide a clue as to who
the cultists might be that are trying to
“force performers and recording artists”
{(my emphasis) to restore the extra move-
ment. Nobody has tried to do that, to
my knowledge, nor is likely to succeed.
For my own part, 1 have said in a num-
ber of publications that (a) the desirabil-
ity of taking the repeat is, for me, an
internal matter of balance and structure,
and that (b) one should know the
Blumine, if only because it is pregnantly
referred to in the other movements, and
thence decide for oneself whether and
how often he wishes to hear it in the
context of the Symphony. And with a
five-movement recording the decision can,
of course, be made ad lib with each re-
playing. One has the instant option of
hearing Mabhler’'s First “in the form in
which the composer originally conceived
it" (Hign Fibeoity, November 1968, in
a review by Bernard Jacobson) or not.

I have also said that 1 think the Critical
Edition of 1967 was “absolutely right”
not to include Blumine in the body of the
Symphony, but “would not have been
remiss to have offered it as an appen-

Continued on page 16
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Scott's New
Modutron
Circuit Board

Exchange Policy

If any printed circuit board
on any Scott Modutron
component needs service,
we’ll exchange it

for only $10!

Let's face it . . . electronic devices are becoming pro-
gressively 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 care-
ful selection of parts, then they went on to simplify ser-
vicing through the use of replaceable Modutron circuit
boards.

All major electronic circuits are modularized on sep-
arate 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 plug-
ging 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!

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 Warranty Ser-
vice Station.

Your unit will be electronically tested and the problem
isolated. (Experience shows that 95% of problems can
be repaired by plugging in a replacement 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 troubleshooting costs, any required
alignment and the $10* exchange cost of a perfect
factory-rebuilt Modutron circuit board. Exchange price
applies only if board is not physically damaged.

*or the equivalent 1870 purchasing power.

WHAT UNITS ARE COVERED

Most of Scott's new receivers utilize Modutron con-
struction. Included are the 342C FM stereo receiver, the
382C AM/FM stereo receiver, the 386 AM/FM stereo re-
ceiver and Scott's 2506 compact stereo systems.

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 additional protection . . . it
assures you of minimal service cost no matter how long
you keep your Scott component.

SCOTT AUDIO COMPONENT WARRANTY

All H.H. Scott professional quality tuners, amplifiers, recelvers, compact
stereo music systems, and loudspeaker Systems are warranted against
defects in material and workmanship for two years from the date of sale to
the consumer. The unit must be delivered to and plicked up from either
an authorized Scott warranty service station or the Customer Service De-
partment, H.H. Scott, Inc.

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

The above warranty does not apply to (1) accessory parts explicitly cov-
ered by the field warranty of an original manufacturer (2) units subjected
to accidental damage or misuse 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.

The 1970 CONSUMER GUIDE published by BUYERS
GUIDE Magazine says: *. . . as for out-of-warranty re-
pairs, modular circuit design can cut service bills by 40-
80% compared to what it costs to have a non-modular
receiver repaired.”

NSCOTI-

H.H. Scott. Inc., 111 Powdermill Road, Maynard, Mass. 01754
Export: H.H. Scott, Inc., Maynard, Mass. 01754
® 1970, H.H. Scott, Inc.
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advanced tube circuitry. .

After years of research and compari-
son to the tone burst tests on the finest
amplifiers on the market today, we
have developed our high definition
series of pre amplifiers and amplifiers.
Now you can remove the veil and hear
the difference, the high definition
difference.

The nucleus of any fine sound system
altows complete control from all music
sources. The SP-2 will flatter all exist-
ing amplifiers whether tube or solid
state.

The Dual 50's highly refined tube cir-
cuitry limits any distortion to less than
25% at 50 watts RMS per channel.

*Patents Pending

ELECTRONIC INDUSTRIES, IN

CIRCLE 23 ON READER-SERVICE CARD

THE LISTENING MAN’S COMPONENT

The SE-HIl Solid State Equalizer flattens and extencs sp=2axesr
system frequency response drama'ically. It makes ery sy/st=m
“come on strong” . . . restoring the brilliance, d-ama and rezlism
of the original material for you in your own home. Sirrply plug in.
Listen for yourself. It's truly exciting! A demonst-at cr is yours
for the asking at any authorized dealer. In handsore, 2i ez-
walnut cabinet. . . $129.95

D.Box 698 o Levittcan. Pa. 19053
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dix.” Any other cultists or weirdos o be
heard from?
Jack Diether
New York, N.Y.

Robert C. Marsh made some cryptic re-
marks in his review of the Ormandy
Mahler First Symphony recording that
I would like unraveled. He states au-
thoritatively that in his twenty-five years
as a conductor. Mahler did not observe
the repeats in his symphonies. Then he
states that . . . there is reliable contem-
porary evidence that Mahler did not ob-
serve them in his own later performances”™
(my emphasis).

But where is the evidence that he did
not observe them in his early twenty-five
years as a conductor? Which is to say,
what is  Mr. Marsh's authority that
Mahler did not observe his repeats
throughout these twenty-five years of his
career?

The fact is that in all of Mahler’s sym-
phonies there are but three repeats—two
m the First (the first movement and
scherzo) and one in the first movement
of the Sixth. It seems evident then that
Mahler did not write these repeats merely
by rote, but since they are so economical-
ly used and pointedly placed, one must
assume that he really wanted them. It is
conceivable that at the end of his career
Mahler may have omitted the repzats in
some of his performances, but if so, the
omissions probably were for personal.
not musical. reasons. At this time he was
a sick, disillusioned man without the
energy or desire to conduct more than
he had to. He even cut the operas that
he conducted at the Metropolitan Opera.
something he had never done before.

I think that Mr. Marsh paints himself
into the proverbial corner when he
argues that Blumine should not be in-
cluded as regular practice in perform-
ances of the First Symphony, arguing that
Mahler dropped it after 1894 and if he
wished he . . . could in later years have
changed his mind. . . .” Doesn’t the same
argument hold for observing the repeats?
In fact, Mahler added the repeats 0 the
First Symphony aiter 1899 and if he real-
ly didn’t want them he *. . . could in
later years have changed his mind. . . .7

Delwyn Morrison
Melville, N.Y.

Mr. Marsh replies: Mr. Morrison has mis-
read my remarks and overgeneralized.
The only repeat 1 ways 1alking abowt was
the one in the exposition of the First
Svmpliony, and my point was as follows:
there is evidence that during the final
fifteen (not tweniv-five—an uncorrected
tvping error) vears of his career, ie,
after the 1896 Berlin  performance,
Maller had second thoughts about the
neccessity of this repeat.

It must be appreciated that to study
a phenomenon such as Mahler, docu-
mentary sources are not completely ade-
quate. For some fifteen vears I have been

Continued on page 20
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The independent test labs think as highly
of the Dual 1219 as we do.

No surprise. Because with every Dual tested, every performance claim we've
ever made has been confirmed by independent test labs. With no exceptions.

Four years ago, for example, we introduced our 1019. Audio experts rafed it
the finest automatic turntable ever made. But we were already hard
at work on what was to become the Dual 1219.

. Is it the worthy successor to the 1019 we believed it would be?
i “ Stereo Review says it is.

“The 1219 is a good illustration of how
™l on already superior product (the 1019) can be

 Sot-a et further improved by infelligent and imaginative
onti-skating...reduced wear on desi d . .
the record grooves..” esign and engineering!

Audio High Fidelity also agreed, with such
specifics on the 1219's performance as these:

“Speed accuracy is greater (than the 1019), wow and
flutter are a bit lower, tracking force and anti-skating adjustments
are more precise...outstanding in all these characteristics.” » B

As for the benefits of the 1219's gimbal-suspended 8-3/4" Bl fo g S
tonearm, The American Record Guide's results showed: Aisiiin fecie Gl

“The arm carries the cartridge in a way that permits it to extract every subtlety
it possibly could from the record groove™”

We actually felt the 1219 might have more precision than most people would

ever need. But Audio disagreed, we're pleased to note:
_________________ - “\Whether or not the advantages of exact setting for vertical
i—] tracking and for anti-skating can be identified by the average listener,
measurements show that there are improvements...reduction in
distortion, and...reduced wear on the record grooves, pa rticularly
on the side of the groove nearest the center of the record.”
Complete reprints of these test reports are yours for
= the asking. So is a 16-page booklet which
“...novel adjustment for . . . .
epimizing vertcal racking TSP iNFS AN informative Stereo Review
angle...” High Fidelity article on turntables and tonearms.
After you look through all of this, you'll understand
why most hifi experts have Duals in their own systems.
And why every record you buy is one more reason to 7_.will have greatest appeal o those who dislike
own the $175 Dual 1219. onY CaMpIOMiEe-.” o0 Reiew
United Audio Products, Inc., 120 So. Columbus Ave., Mt. Vernon,

New York 10553. M
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Until Now There Has Been One Stereo Receiver
Obviously Superior To All Others—
The Heathkit® AR-15

Now There Are Three

1. Heathkit® AR-15

M On M % 8 1B W) |

@O M W %W W
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—150 Watt AM/FM/FM Stereo Receiver

The receiver that started the trend to new concepts in circuitry is still judged the world's finest . . . by owners. electronic
experts and testing labs. Here are some of the many reasons why. The AR-13 delivers 150 watts music power from its
69 transistor, 43 diode, 2 IC’s circuit — 75 watts per channel. Harmonic and IM distortion are both less than 0.57, at
full output. The FM tuner has a cascode 2-stage FET RF amplitier and an FET mixer to provide high overload capability,
excellent cross modulation and image rejection. The use of two crystal filters in the IF section is a Heath first in the in-
dustry and provides an ideally shaped bandpass and adjacent channel selectivity impossible with conventional methods.
Two Integrated Circuits in the IF amplifier provide hard limiting. excellent temperature stability and increased reliability.
The FM tuner boasts sensitivity of 1.8 uV, sclectivity of 70 dB and harmonic & IM distortion both less than 0.5

you'll hear stations you didn’t even know existed. and the elaborate noise-operated squelch. adjustable phase control,
stereo threshold control and FM sterco noise filter will let you hear them in the clearest. most natural way possible. Other
features include two front pancl stereo headphone jacks, positive circuit protection, transformerless outputs, loudness
switch. sterco only switch, front panel input level controls. recessed outputs, Tone Flat control, a massive electronically
filtered power supply and “*Black Magic™ panel lighting. Whether you choose the kit model or the factory assembled and

tested version, you have chosen the world's finest stereo receiver . .. the Heathkit AR-1S.
Kit AR-15, (less Cabinet), 34 IbS.. ... ottt e i e i e $349.95*
Assembled ARW-15, (less cabinet), 34 I1bs...... ..o $540.00*

Assembled AE-16, optional walnut cabinet, 10 1bs. ... .. i e $24.95*

—100 Watt AM/FM/FM Stereo Receiver

The world’s finest medium power sterco receiver . . . designed in the tradition of the famous Heathkit AR-15. It's all
solid-state . . . 65 transistors, 42 diodes plus 4 integrated circuits containing another 56 transistors and 24 diodes. Music
power output at 8 ohms is 100 watts. Frequency response is 7 to 60,000 Hz. Harmonic Distortion is less than 0.25%; and
IM Distortion is 0.2 % — both ratings at full power. Direct coupled outputs are protected by dissipation-limiting circuitry.
It boasts a massive, electronically regulated power supply. Circuitry includes four individually heat sinked output tran-
sistors. The AR-29 uses linear motion bass, treble, balance and volume controls and pushbutton selected inputs. There are
outputs for two separate stereo speaker systems, it has center channel capability and a front panel stereo headphone jack.
The FET FM tuner is assembled and aligned at the factory and has 1.8 uV sensitivity. Two front panel tuning meters
make precise tuning casy. A computer designed 9-pole L-C filter plus 3 1C's in the [F give ideally shaped bandpass with
greater than 70 dB selectivity and climinates alignment. IC multiplex section. The AM tuner has three FET's. An AM
rod antenna swivels for best pickup. Modular Plug-in Circuit Boards make the kit easy to build and service. Built-in test
circuitry lets you assemble, test and service your AR-29 without external test equipment. “"Black Magic” panel lighting,
chrome trim, aluminum lower panel. The AR-29 will please even the most discriminating stereo listener in performance
and value.

Kiti AR-29, (less cabinet); 33 1DS! .. usiuaum s s sobegh s by gl o besnoseesinesomesanssndsssibsiaasbiosssnbsseiues oo $285.00*
Assembled AE-19, oiled pecan cabinet, 101lbs............cooiiiiiiiiiiiiiiiin, 5t et L bl e i e W' sxoponmul @omont $19.95*

— 60 Watt AM/FM/FM Stereo Receiver

APRIL 1970

The AR-19 circuitry reflects many of the advanced concepts of the AR-29. It uses 108 transistors and 45 diodes including
those in 5 integrated circuits. It delivers 60 watts music power at 8 ohms, At any power level, Harmonic and IM Dis-
tortion is less than 0.25%. Frequency response ranges from 6 to 35,000 Hz. Direct coupled outputs are protected by
dissipation-limiting circuitry. A massive power supply includes a section of electronically regulated power. The assembled,
aligned FET FM tuner has 2.0 uV sensitivity. A preassembled and factory aligned FM [F circuit board gives 35 dB
selectivity. The multiplex IC circuit provides inherent SCA rejection. [t features two switched noise muting circuits;
lincar motion controls for bass, treble, volume and balance; input level controls; outputs for 2 separate stereo speaker
systems; center speaker capability; two tuning meters; stereo indicator light; front panel sterco headphone jack. The
Modular Plug-in Circuit Board design speeds assembly. Built-in Test Circuitry aids assembly, simplifies servicing. **Black

Magic” panel lighting, black lower pancl, chrome accents. Compare it with any model in its price range . . . the AR-19
will prove itself the better buy.
Kit AR-19, (le9s CBDINEL) 29 IDS.ypuq s cwssd i bormss ausbascrmsdwbssbapansbbesne i pbione b lagphosdio.ian $225.00*
Assembled AE-19, Cabinet, 10 IDS. .. .uu.inttiteeeeeenteteeeaaanenaneeeenearauaeesnentesensenesnessneenensesanoans $19.95*
S O W3 cn iz
| HEATH COMPANY, Dept. 8.4 -i
| Benton Harbor, Michigan 49022 a Schiumberger company I
FREE 1970 CATALOG! | © Erclosediss plus shipping. i
Now with more kits, more color. | Please send model (s)_ ——— |
Fully describes these along with | [ Piease send FREE Heathkit Catalog. O Please send Credit Application.
over 300 kits for stereo/hi-fi, |
color TV, electronic organs, gui- | Name___ |
tar amplifiers. amateur radio, |
marine, educational. CB, home Address__ |
& hobby. Mail coupon or write | |
Heath Company, Benton Harbor. ' City _State Lip
Mijchigan 49022. L *Mail order prices; F.0.B. factory. Prices & specifications subject to change without notice. HF-234 |
____________ Madfialg it gt pondpariid -t gt kbbbt et NS U2 S
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LETTERS
Continued from page 16

attempting 1o secure clear ideas of his
performance practices, interviewing when-
ever possible his friends and the musi-
cinns who plaved under his direction. The
material is still incomplete, but in this
case (with the evidence of his own re-
cording as further support) Bruno Walter
leads the list of those who recalled that
in later years it was not Mahler's prac-
tice 1o observe the first-movement repeat.
I therefore conclude that this constitutes
justification for other conductors to omit
the repear if they see fir.

Mr. Diether approaches the Mahler
scores  lihke «a  fundamengalist  minister
opening  his convinced that the

Bible,

tuth consists ina literal, naive interpreqa-
tion of what he finds there in pring.
Moreover. e here reveals an unfortunate
aspect of the alliance between Malhler's
admiivers and the Bruckner Society  of
America. For many  Brucknerites, the
simple  rude  of  thumb is  that  first
thoughs are always good and revisions
are always bad. In fact. this rule does
not apply uniformiy 1o Bruchner. It cer-
taindy does not apply 10 Maliler, whose
later thoughts frequenids are the best and
should be respecred. Thus Mallder's Tater
performance  practices  are  potentially
more instructive  than  score  markings
from cuarlicr years. My object is 10 find
and defend revisions, not construct Ur-
teals,

The quanation from Bernard Jacobson,

“I LIKE TO THINK OF THE DOLBY SYSTEM AS ANOTHER
DECCA/LONDON FIRST,” 5.y oo i oo rocaran oy

"“In 1947 we developed a cutter system which enabled us to
issue the first wide-range 15 kHz recordings. known as ffrr,
which really revitalized the gramophone industry. In 1957 we
also offered the first available catalogue of 45-45 stereo record-
ings. And in November 1965 we had the opportunity of first
evaluating and adopting the Dolby System: we purchased the
entire first five months of Dolby production. With over fifty A301
units in service in our recording facilities in London. Rome. and
Vienna. we have since May 1966 recorded all of our major pro-
ductions using this new technique. We have an enormous clas-
sical catalogue of immense value. both financially and artisti-
cally; with the problems of tape hiss and print-through. we
think that the Dolby System is an insurance on the future.”

for international inquiries:

DOLBY LABORATORIES INC

333 Avenue of the Americas New York NY 10014
telephone (212) 243-2525 cables Dolbylabs New York

346 Clapham Road London S W 9 England
telephone 01-720 1111 cables Dolbylabs London
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whicl Mr. Diether cites with evident ap-
proval, suggests that tapart from historic
interest) it is desirable that we atempt
to hear the Mahler First Symplony in the
nearest approximation  of its  original
form. It seems 1o me that this is a very
debatable point. One may ask first why
Malder's revisions should not 1ake prior-
iy, and secondly (particularly in the case
of the First Symphouyy one must ques-
tion whether the original version can even
be said 1o exist—if every manuscript and
primted edition we possess is not in fact
a revision of one 1ype or another.,

Fo the extent that Mahler's final in-
tentions  are  hnown, they  provide  the
critic. witlt the basis for the evaluation
of performances, But the speculative re-
constraction  of original conceptions  of
works does not provide criteria of this
type.and musicians may he spared criti-
cism and instruction based on this kind of
coltjecture,

Beatles Slighted

I'm sure it won't come as a surprise
to you if | point out that the Beatles are
today the most widely appreciated and
imitated performers in the field of popu-
lar music. Even the cognoscenti who sneer
al what the masses enjoy cannot deny
this fact. How then can you publish a
review of a new Beatles recording with a
four-sentence paragraph that says in es-
sence “if you like the Beatles. you'll like
"Abbey Road™; if you don’t like the
Beatles. you won't like "Abbey Road’ ™
{January 1970)?

Would you publish a review of Rubin-
stein playing Chopin that states “if you
like your Chopin played this way then
you'll like this record; if you dont. for-
ge* about it”?

If you don't like the Beatles. thut's
all right with me. But when you review
their next recording. will you kindly
deign 1o tell us why it's no good.

Marvin  Bleicher
Lincoln, Mass.

John Gabree answers this letter on page
ARR

High Fidelity. April 1970, Vol. 20, No.
4. Published monthly by Billboard Publica-
tons, Inc.. publisher of Billboard, Vend.
Amusement Business, Merchandising Week.
American Artist. Modern Photography, Pho-
to Weekby. and Gilt & Tableware Reporter.,

High Fidelits /Musical America Edition pub-
lished monthly. Member Audit Burean ot
Circulations,

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

Subscriptions should be addressed to tligh
Fidelits, 2160 Patterson St.. Cincinnati, O.
45214, Subscriplion  rates:  High  Fidelity/
Musical America: In the U.S.A. and its
Possessions. 1 year $12: elsewhere. 1 vear
$13. National and other editions published
monthly: In the U.S.A, and its Possessions.
1 year $7: clsewhere, 1 year S8,

Change of address notices and undelivered
copies (Formv 35879) should be addressed 1o
High  Fidelity, Subscription  Fulfillment
Dept.. 2160 Patterson St., Cincinnati, Ohio
45214,
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furned
the turntable
inside out

And the outer rotor motor is the result. Exclusive with JVC, it
runs circles around the old conventional type, offers vastly
improved performance at recuced operating costs.

For example, it achizves significantly better balances, which
make for reduced vibration and far smoother rotation

Leakage flux is greatly reduced, eliminating
the possibility of hum.

And since heat radiation is minimized, the motor does not
seize the way conventional types do.

The remarkable outer rotor itself is bigger and several
times heavier than the obsolete inner rotor type, but amazingly, it
enables the motor to tunction on half the power.

You save three ways—on initial cost, on power consumed and
on wear and tear on your record library.

The JVC 6102 and 5201 aie both powered by it.

list prices
5204 $59.95, 5201 $94.9%, 6102: $139.95

H
Inner rotor motor ' Outer rotor motor

Catching On Fast

B JVC

JVC America, Inc., 50.35, 56th Road, Maspeth, New York, N.Y. 11378 A Subsidiary of Victor Company of Japan, Limited. Tokyo, Japan
CIRCLE 33 ON READER-SERVICE CARD
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Reports from the International Recording Centers the
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behind

scenes

Barenboim, Zukerman, and Du Pré team up (with Suvi Raj Grubb, standing) at

EMI  for eight exhilarating

LONDON

A Beethoven Treat With
Zukerman and the Barenboims

As Beethoven's bicentenary year dawned.
Daniel Barenboim, Jacqueline du Pré.
and Pinchas Zukerman set to work on an
integral recording of Beethoven's piano
trios—eight strenuous sessions that will
eventually yield eight very full LP sides.
This was the first time that Zukerman
had joined his two friends in a trio re-
cording. and all three were determined
to enjoy the occasion—a rare instance of
intercompany co-operation since Zuker-
man is contracted to CBS and the Baren-
boims to FMI. Farlier the CBS half of
the swap involved Barenboim conducting
for Zukerman in a number of Mozart
violin concertos [see "Behind the Scenes.”
February 1970). In return. EMI lined up
the Beethoven trios. and Suvi Raj Grubb.
the recording manager. set out to capture
the players’ boundless enthusiasm.
Barenboim always likes to use his re-
cording time to the optimum. On the first
day 1 went to EMI's No. 1 studio. he was
fretting as the engineers took a bit longer
than usual in balancing the microphone
arrangement. Although the microphones
had been left in place from the previous
wession. the sound was found to be quite
different due to an extra density of

24

recording

sessions  of Beethoven's  piano  trios.

humidity in the hall. Then there arose
the question of photographs: each player
provided an action study while playing
different music at the same time—Zuker-
man sailed into Wieniawski's Caprice
Espagnole while Miss Du Pré attended
to the cello part of Schubert's B flat Trio
and Barenboim tackled the Scherzo of
the Archduke. This glorious cacophony
was unmistakably reflected in the gen-
erosity of arm and bow flourishes from
all three. Finally they agreed on the
Schubert. helping each other over bits
they had forgotten.

No question of forgetting the Bee-
thoven. however. “let's do the Arch-
duke!” they said. like children about to
enjoy a treat. and the Archduke it was.
The Scherzo came first (they had al-
readv done one run-through at the pre-
vious session). followed by a couple of
takes for the first movement with minimal
patching. and then—literally within ten
seconds after completing the last “in-
sert"—the biggest test of all: the slow
lengthy variation movement and the
finale. This they completed in a single
take. and it is that first flush of concen-
trated intensity that will appear on the
finished record. Again the number of “in-
serts” was negligible. and the only major
interruption came when another musician
friend. the clarinetist Gervase de Peyer.
decided to pay a visit. Barenboim greeted
him with « piano version of the Brahms E
flat Clarinet Sonata. daring him to phrase

www americanradiohistorv com

it any better on the clarinet. De Peyer
is recording the Op. 11 Trio with the
Barenboims, and the banter between the
clarinetist and Zukerman (which ran
along the lines of “Youre not as good
as 1 am™) was the surest sign of warm
mutual admiration.

Playfulness. practical joking, fits of un-
controllable giggles—these are some of
the halimarks of the Barenboim. Du Pr¢.
and Zukerman team. Somehow the light-
ness of touch in their human relationships
allows them to release their deeper feel-
ings with complete spontaneity when ap-
proaching the serious business of music-
making. De Peyer rightly pointed out in
the playback of the Archduke slow move-
ment that after the sublime adagio varia-
tions. the basic andante was not precisely
restored. and he was not convinced when
1 suggested that this was something of a
Schnabel trick. What Barenboim realized
—and he was seconded not only by his
fellow players but also by Suvi Grubb—
was that a gradual rather than a sudden
restoration of the andante was essential
to the kind of performance that the trio
was aiming for: a spontaneous and con-
centrated reading that would be remark-
able enough if heard live in the concert
hall but even doubly so when captured in
the recording studio.

The Tireless Trio. After three hours 1
retired exhausted. By this time the Arch-
duke was completed. and the first take
was being done of the brief one-move-
ment work in B flat that Beethoven wrote
for the twelve-year-old Maximilian Bren-
tano in 1812. The pressure was too much
for a mere listener. but the three princi-
pals were more exhilarated than ever. As
I later discovered they went on. with
hardly a break. well into the evening—
not just to complete the B flat work but
the whole of the Geister Trio as well as a
first run-through of the Kakadu Varia-
tions. I arrived the following morning
to find them preparing to hear the play-
back. After something like seven hours
of concentrated recording. could it have
been anything but a tired performance of
Kakadu. 1 wondered. particularly when
reheard in the dispassionate light of the
morning after. Not a bit of it. The exhila-
ration was still unmistakably evident in the
long slow introduction which was given
really weighty. intense treatment. Then,
with Zukerman at his jauntiest. came the
perky Kakadu theme that Beethoven took
from Wenzel Miiller’s long forgotien
opera. Die Schwestern von  Prag, |1
laughed out loud at the sheer effrontery
of Zukerman's phrasing. Suspiciously he
turned round and asked: “What are you
laughing at?” It hardly seemed convinc-
ing to answer that 1 was musically tick-

Continued on page 26
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We put a little
more feature into
each feature.

The Miracord 50H notonly ofters more
features than any top quality automatic
turntable on the market, but each fea-
ture offers more. Here's what we mean.

B Two worthy competitors offer a kind
of synchronous motor. Neither motor,
however, can quality as a hysteresis
synchronous motor. Ang, neither is a
Papst hysteresis synchronous motor.
The Papst is the one used in profes-
sional studio record-playing equip-
ment. The Miracord 50H uses the
Papst hysteresis synchronous motor
with outer rotor for unvarying speed
accuracy, regardless of the voltage or
load fluctuation.

B When examining the cueing feature,
be sure to ask whether cueing works
in both automatic and manual modes.
Because, in automatic, where one lead
ing automatic turntable doesn't work,
cueing represents the ideal device to
interrupt play for just a moment when
there are a stack of records on
the spindie. The Miracord 50H
provides silicone-damped cueing
in both modes.

ApPriL 1970

B Stylus overhang adjustment is es-
sential for optimum tracking. Another
automatic turntable does feature this
adjustment butit'sinternal and difficult
to set. The Miracord 50H offers exter-
nal overhang adjustment with built-in
gauge — no shifting, no guess work, no
templates. You can line up your stylus
in seconds accurately.

B Now here’s the feature no one has.
Those light touch pushbuttons that
make it so easy for you to enjoy all of
those other wonderful Miracord 50H
features. The pushbuttons provide sim-

ple, foolproof operation. For example,
the 50H is the only automatic changer
that can go from manual to automatic
or vice versa without re-setting

B Over the past few years, Miracord
50H has proven its reliability and en-
hanced its position of leadership by its
superb performance in thousands of
home music systems. The finest auto-
matic turntable available today costs
$169.50. At leading hi-fi dealers.
Benjamin Electronic Sound Corp.,
Farmingdale, N.Y. 11735, a division of
Instrument Systems Corporation.

Miraco 50H

=
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The JansZen model 130 speaker makes fast friends with any of today's fine speaker
systems and enhances the sound with true electrostatic realism A quartet of electro-
static elements arranged for maximum dispersion, can add a spectrum of frequency re-
sponses from 500 Hz 1o beyond 30,000 Hz
This speaker companion demands no special wiring or adapters for hook up to your
present system. The model 130's size. 7-1 2" x 22" x 13" allows it to fit in nicely with
bookshelf or floor standing speaker systems and finished in hand rubbed oiled walnut

SEE THE COMPLETE JANSZEN LINE AT YOUR LOCAL DEALER

*JonsZen speakers incorpurate designs by Arthur A Janszen and are made
exclusively in the United States by

ELECTRONIC INDUSTRIES, INC.,7516 42nd Ave No , Minneapolis, Minn 55427

CIRCLE 23 ON READER-SERVICE CARD

For cartridges that can
track as low as 0.1 gram

; '—"‘-‘Q"' : e Features all new Empire 890. ..
_.L..ﬁ_,__ép.__.__._l < world’s most perfectly balanced
» playback arm.

No acoustic feedback even when
you turn up gain and bass.
World's finest turntable motor—
hysteresis synchronous type main-
tains speed accuracy with zero
error.
Lowest rumble of any turntable
tested, 90dB (RRLL), wow and
flutter, .01%.
Exclusive pneumatic suspension
lets you dance, jump or rock
without bouncing the stylus off
the record.
Tone arm floats down or lifts up
from a record surface bathed in
light. Pick out the exact selec-
tion you want, even in a dark-
ened room.

New Troubador 598

A

record playback system

8199.95—less base and cover [ walnut base and plexiglas cover—834.95

E M_PIRE Write for free '*Guide to Sound Design tor 1970.”" Empire Scientific
' | Corp., 1055 Stewart Ave., Garden City, N.Y. 11530

CIRCLE 28 ON READER-SERVICE CARD
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BEHIND THE SCENES
Continwed  from page 24

hsh and playing hke that always muakes
me laugh.

Naturally EMI is anxious to have the
Beethoven trio cycle processed and is-
sued before bicentenary year has run
much further, and Barenboim is hoping
that the inclusion of at least one pre-
viously unrecorded work will help to
boost interest. § rather think that he need
not worry on that score.

Berlioz in Westminster, Microphone plac-
ing was an especially trying problem
when the Philips engineers went to West-
minster Cathedral to record Colin Davis
and the London Symphony Orchestra
and Chorus in the Berlioz Requiem.
This was the first time that Britain's
principal Roman Catholic cathedral had
heen used for a recording session  of
anything but organ music, but the ca-
thedral authorities  could  hardly  have
been more helpful. No one seemed to
mind unduly when the Philips crew had
1o erect a huge scaffold and stand tor the
choir. Mind you, | didn’t manage to con-
sult any speakers of Maltese, for they
might indeed have been worried—their
special — confessional  was  completely
huried.

One point which helped the engineers
was the cathedral’s wooden floor. Unlike
the sound in most cathedrals, the West-
minster Cathedral sonics seem 10 grow
clearer with distance—an important point
in a work involving such enormous forces.
What with a string complement of 20/ 18
16/ 14712, a massive assortment of brass
instruments, and virtually all the front-
rank timpanists i London, it was hard
enough 1o accommodate everyone: to
cap it all, Colin Davis, with no special
justification from the score, called in the
Wandsworth School Choir (the choir for
whom Britten wrote The Children’s Cru-
sade last year) to augment the sOprinos
in the four weightiest numbers. As he
said, it gave a nice extra edge to the
sound. One session was devoted to the
unaccompanied choir and six for the
full forces. Though there was panic for a
moment that the Offertorivm would run
over into an exatra session, the closing
stages of the project went even more
smoothly than expected. and all was well.
One special bonus for the sisters of var-
jous orders: normally barred from live
performances of any music, even reli-
gious, they seemed to relish this extra
music-making on their home ground.

EbwaArD GREENFIELD

PHILADELPHIA

Shostakovich’s Unlucky 13th

More than seven years after its premiere
in Moscow, the Shostakovich Thirteenth
Symphony, Op. 113 finally made its
United States debut in Philadelphia on
January 16, 1970, under the baton of
Fugene Ormandy. Four days later, the

Continued on page 28
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“...the Dynaco PAT-4 is unsurpassed
... a remarkable unit and unmatched at
anywhere near its Iuw price...”

DYNACO PAT-4

(Stereo Review January 1968)

A separate preamplifier can offer su-
perior performance and greater flexi-
bility than available on any integrated
control amplifier or receiver. How well
did Dynaco succeed with its PAT-4?

$129.95 avoooo kit Here's what two of the most respected

&3

The Stereophile, Vol. 2, No. 9, 1968

“With all of its tone controls and filters set to
Flat, and feeding any high-level input, we were
simply unable to tell whether we were listening
to the original ‘raw’ signal or the output from
the PAT-4. In this respect, we cannot see how
any preamp, present or future, could surpass
the PAT-4."”

publications say.

Julian Hirsch in Stereo Review, January, 1968

. (the PAT-4 has) an extraordinary degree
of operating flexibility . . . (and) in sonic qual-
ity, we would unhesitatingly say that the Dyna-
co PAT-4 is unsurpassed by any preamplifier
we have seen. It is a remarkable unit and un-
matched at anywhere near its low price of
$89.95 in kit form or $129.95 factory-wired."”

The Dynaco PAT-4 preamplifier can be used with
any power amplifier, tube or transistor, like the
Stereo 120 (60 watts rms per channel) or new
Stereo 80 (40 watts rms per channel). Owners of
Stereo 70's can also derive the full measure of en-
joyment from the PAT-4.

Send for literature or pick some up at your dealer where you can see and hear Dynaco equipment

olynaco i

3060 JEFFERSON ST., PHILA., PA. 19121
IN EUROPE WRITE: DYNACO A/S, HUMLUM, STRUER, DENMARK

CIRCLE 22 ON READER-SERVICE CARD
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A Major
Breakthrough

In Sound
Reproduction...

THE RABCO
SL-8

ACCLAIMED BY EXPERTS...

“Without question, the Rabco arm
does what it is supposed to do, and
does it nicely. ..minimized record and
stylus wear, superb reproduction.”

Audio Magazine

“Extremely well engineered...unpre-
cedented low tracking force, no skat-
ing effects, minimum groove wear,
and minimum stylus wear. ...ruggedly
constructed:  after months of con-
tinuous use the SL-8 remains as re-
sponsive and foolproof as when first
installed.”’

High Fidelity Magazine

THE ONLY STRAIGHT LINE
SERVO TONE ARM

RABCO

11937 TECH ROAD,

SILVER SPRING, MARYLAND 20904
CIRCLE 44 ON READER-SERVICE CARD
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BEHIND THE SCENES
Continued from page 26

visiting Philadelphians gave New York its
premiere. On January 21, the day after
the New York performance. the musi-
cians were back in Philadelphia’s Town
Hall to record the symphony for RCA.
On that day the orchestra completed the
first two movements. The lust three move-
ments were recorded on the 23rd, the
session | attended.

Things have changed. of course, since
the days of the Seventh Symphony. In
1942, the mystigue centered around the
heroic efforts of a famous (and at one
point infaumous) composer to immortalize
the allied cause, and the Russians wasted
little time in smuggling the microfilmed
score over to the United States. where
it wus performed a scant four months
after its Russian premiere. In the case
of the Thirteenth, on the other hand. the
Russians seem to have made every ef-
fort to keep the work within the country,
and just what finally inspired them to
release the score is still a mystery. There
has certainly been no lack of interest.
From the very start, Ormandy expressed
a strong desire to perform the work,
and RCA Victor (before their current
association with the Philadelphia Orches-
tra) had made attempts to obtain the
symphony for Erich Leinsdorf.

Besides o large orchestra.  including
an expanded percussion section, the sym-
phony calls for a baritone soloist and a
male chorus. Tom Krause, who had car-
lier sung in Mendelssohn's FElijai with
the Phitadelphians, was hand picked by
Ormandy to do the demanding baritone
pare. and the conductor, for whom the
work is obviously a labor of love, told
me that I couldn’t have gotten a man
betier suited to the purt.” The Finnish
baritone’s enthusiasm  was  also  quite
manifest during the recording  session,
Keeping his hand cupped to his car in
order (o hear himsell. he constantly
moved with the rhythm of the music,
and when he wasn't singing. he conducted
along and scemed quite ready to join
Ormandy on the podium. The chorus con-
sisted of the male members of Phil-
adeiphia’s  Mendelssobn Club, a  semi-
professional group directed by Robert E.
Page.

Producer Peter Dellheim, who has been
responsible in the past for such releases
as André Previn's Shostakovich Fifth and
Walton First Symphonies, both recorded
in England, was dissatisfied with  the
acoustical  possibilities of Philadelphia’s
Academy of Music, where RCA  has
made carlier recordings with  Fugene
Ormandy. Dellheim chose to record at
the Town Hall, a dark and rather dilap-
idated old building located at Broad and
Race strects. Although the Town Hall
itself offers a sizable concert hall, it was
in a relatively small, meeting-hall type of
room on the seventh floor that Deltheim
set up shop. using a room adjoining a
ladies’ washroom us a control center.

Conditions were far from ideal. Dur-
ing the first session. | understand, the
studio was dismally chilly, and several of
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the musicians came down with colds as a
result, including principal horn player
Mason Jones. who therefore was absent
from the session | attended. (For that
session, the place was well heated.)
Althcugh the large-scale Symphony pre-
sents no complex logistical problems, it
does pose some particularly thorny diffi-
culties vis-i-vis the various balances in-
volved. When 1 first ventured into the
control room, Ormandy was sinking into
despair at a playback of the tranquil
flute duet that opens the fifth movement:
it was coming over with the subtlety of a
trumpet fanfare, and had to be corrected
during a later take. There was also a
confusion that arose in the fourth move-
ment due to what I understand was the
illegibility of some sections of the original
manuscript score received from Russia.
A trombone chord toward the end of the
movement sounded unstylistically  dis-
sonant due to one particular note. On
the possibility that it may have been
a copying mistake (in the recopied con-
ductor’s score as well as in the part), two
versions of the puassage were recorded.
with the decision as to which one to use
being postponed until the editing sessions.
It was, in fact, the final three move-
ments. which are played without pause.
that offered the most problems. Accord-
ing to a chorus member I talked with.
the first two movements went quite
smoothly. There will be the additional
problem of squeezing these final move-
ments. which run approximately thirty-
five minutes, onto a single side of a disc:
but Dellheim told me he intends 10 do
this—very  carefully. At any rate, the
session ended with a straight run-through
of the third and fourth movements, and
everybody scemed immensely satisfied.
Almost concurrently with the release
of the recording, MCA Music is publish-
ing a miniature score of the Thirteenth.
It will be interesting, once the score and
disc are in circulation, to see whether
the poem used in the first movement,
Yevtushenkos Babi Yar, has been re-
stored to its originul form (both the text
and the music of the Bahi Yar section
were slightly revised at the demand of the
Soviet government). According to one
source, the score used by Ormandy is the
latest version, but there is no way of
telling for sure at present. This will not
be the first recording of the Shostakovich
Thirteenth, of course. Fverest has re-
leased a disc ol a live performance, taped,
apparently, the last time the Symphony
was played in concert in the Soviet Union
(1965). And the Russians have indicated
the existence of a swudio recording, al-
though this version has yet to turn up in
any form in the United States. But the
RCA/Ormandy effort will represent the
first performance by aun American orches-
tra. and it will alsa be the only disc
available in true stereophonic sound. If
the record is anything like the best of the
takes 1 heard, this new release will be
more than a match for the Kondrashin
disc. Roval S. BRowN
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Citation

TATION TWEVE

Minimum resale prices—

TECHNICAL SPECIFICATIONS (Kit) S$225. (Wired) $295.
AND FEATURES FOR
CITATION TWELVE POWER AMPLIFIER

Continuous Power Output: - 120 watts, RMS, both channels driven - Therimal cutouts remove power from output
simultaneously @ less than 0.2% THD, stage when heat build-up exceeds 80 degrees
20-20,000 Hertz @ 8 ohms. C. Series-type limiting relays protect amplifier

Intermodulation - Less than 0.15% at all power levels, 60 and  {[OM Short circuits. Reset automatically once
Distortion: 6,000 Hertz. short is removed.

Hum and Noise: - Better than 100 db below 60 watts. * Absolutely stable with any type of speaker

Damping F 40:1 g iy
SITPIRE baGr e The Citation Twelve is available as a

Frequency Response: - 1-70KHZ, = 0.5 db @ normal power level. aet 3 . B c il
Less than % Hertz—100KHZ, = 1db @ fdcllz)r\/l wired and ‘C°£9(l§’]]l)l'f‘9'lor eis -
normal listening level. a simp e-to;consﬁruct it. No jsp(é]m[a technica
Power Bandwidth: - 535,000 Hertz. or mechanical skills are required. Instructions
are complete and easy to follow. See and

Phase Shift: - Less than 5 degrees at 20 Hertz. hea- the Citation Twelve soon. We think you
Rise Time: - Belter than 2 microseconds @ 20K Hertz. will agree it represents a remarkable
Dimensions: « 57" H X 12%s” W x 127" D (complete breakthrough in high fidelity.
with metal cage). For complete technical information, write
Weight: - 30 pounds. to Harman-Kardon, Inc., 55 Ames Court,
Finish: - Olive, black trim and geld escutcheon. Plainview, N.Y. 11803, Dept. HF4.

Outstanding Features: - Two individual power supplies deliver :
superb regulation for absolute stability and kardon @
extended low frequency response. Handling

of transients i rel.
a 1ts is effortless at any power level A subsidiary of Jervis Corporation
CIRCLE 29 ON READER-SERVICE CARD
APrit. 1970 29
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FABULOUS SUCCESSOR TO THE

THE NEW SANSUI 2000A

AND STILL AT THE SAME PRICE

CIRCLE 50 ON READER-SERVICE CARD
30 Hign FinELtY MAGAZINE
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FABULOUS SANSUI 2000

SELECTOR

- AM
TAPE PPONQ 2
LOUDNESS REVERSE MONO oo F M MONO

$299.95 can still go a long way in purchasing top notch high fidelity equipment. The exciting new
2000A has a wide dial FM linear scale plus a sensitivity of 1.8 uV(IHF)for pin-point station selectivity
with a clean crisp signal from even distant stations. Its powerful 120 watts (IHF) will easily handle 2
pairs of stereo speaker systems. The Sansui 2000A has inputs for 2 phonographs, tape recording
and monitoring, headphones and auxiliary; and for the audiophile, pre- and main amplifiers may be
used separately. Hear the new Sansui 2000A at your franchised Sansui dealer.

an_WL@ SANSUI ELECTRONICS CORP.
Woodside, New York, 11377 ® Los Angeles, California, 30007

SANSUI ELECTRIC CO.,LTD,, Tokyo, Japan ® Frankfurt a.M., West Germany Electronic Distributors (Canada), British Columbia
CIRCLE 50 ON READER-SERVICE CARD

Apri 1970 31

www americanradiohistorv com


www.americanradiohistory.com

speaking
of records

Columbia Records

A Gallery of Great Performances

bv Eugene Istomin

I1 NIVER CEASFS to amaze me that vir-
tually the entire world of music is now
available on records. For music listeners.
this medium is an endless source of
pleasure. but for the young professional,
records also serve as a museum of per-
formance in which he may browse and
study at his leisure. In my carly teen-age
years, around 1937, there were far fewer
records than today. Still. they played
an incalculable role during that forma-
tive period. I can remember cagerly wait-
ing for the new releases of my idols
and then going on “listening jags™ as |
absorbed not only piano works but the
whole orchestral and string quartet rep-
crtoire.

My discovery of the great musical liter-
ature, both classical and contemporary.
came mostly through records. Although
I went to many concerts during this
period. the amount of time spent in the
concert hall was negligible compared to
the hours [ spent discovering the classics
on 78s. In the early "40s I can remember
gobbling up the Bach suites with Casals:
the Berg Violin Concerto with Louis
Krasner. Rodzinski. and the Cleveland
Orchestra; Berg's Lyric Suite: and several
Stravinsky works. like the Syvmphony of
Psalms. This kind of exotic diet would
have been impossible without records.

But certainly. records played their
greatest role for me in my education
as a pianist. There were five great pian-
ists whom | idolized as a boy. They were
Rachmaninoff. Artur Rubinstein. Viadi-
mir Horowitz. Artur  Scknabhel.  and
Rudolf Serkin. who became my teacher
at the Curtis Institute from 1939 to 1943.
The first gut-churning thrill at the sound
ot great piano playing came at the age of
eleven when I heard Rubinstein’s record-
ing of the Tchaikowsky Piano Concerto.

e

Although in some ways this performance
now seems to me (and to Rubinstein
himself. incidentally) technically some-
thing less than perfect. there is a nobility
and passionate gallantry in his style that
blemishes could not hide from me.
Then and there I became a Rubinstein
fan. and more important. a devoted
student of his playing.

Then there came a Rubinstein perform-
ance of the Mozart K. 488, the second
movement of which so enflamed me with
its Chopinesque melancholia that I would
sit down at my little piano and play the
particularly poignant sections right along
with my idol! And portions of his re-
cording of the Chopin E minor Concerto
still hold up today as a model of Chopin
playing. In short. listening to records. |
became hooked by Rubinstein's special
variety of controlled rubato. As Plato
said. “Learning is recollection.” And at
that very early age | found a deep and
intimate response to Artur Rubinstein.

That was before my advanced musical
education at the Curtis Institute. where
understandably Rudolf Serkin became my
next hero: through him [ developed a
great interest in Arturo Toscanini, then
the reigning musical influence in America.
Serkin was for me a severe disciplinarian
in the ethics of music. So the eloquent
charms of Rubinstein were now poised
against the aesthetic regimen of Serkin,
plus worship at the altar of Toscanini-—a
“god™ whom | now view a bit more dis-
passionately.

During the early war years in Phil-
adelphia. 1 became friendly with com-
poser Harold Brown. a most sensitive and
perceptive  musician  who. incidentally.
taught Noah Greenberg. Brown was a
“hi-fi bug” (a new term in those days)
and an ardent Schnabel devoiee. He had
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all this pianist’s records, and practically
drowned ‘'me in them. Tt seemed to me
then that Schnabel combined the tonal
seduction of Rubinstein’s playing with the
ethics of Serkin's approach, and intro-
duced o new element for me—intellect.
that is to say. a philosophy of music in-
terpretation. We listened avidly to his
records and argued endlessly about their
merit and the value of Schnabel’s often
profound. often controversial ideas. 1
began o go to every concert of his
that I could, while continuing to study
him through his recordings. In a few
years, I had absorbed his playing so
thoroughly that when I first met him
I felt as if I had known him long and well.

Horowitz and Rachmaninoff had a
more peripheral influence on me, for
while 1T was fascinated to hear the rep-
ertoire in which they specialized. T was
not particularly interested in playing it.
(I only played the Rachmaninoft Second
and the Tchaikovsky First for a few
years.) But 1 treasure Rachmaninoff's
recordings-—particularly  his  incompa-
rable way with his own music—and the
memory of many live performances as
well. And Horowitz' early recording of
the Liszt Sonata. and later recordings of
~o many other works, revealed the nature
of the modern piano with a demonic
beauty that no one has since equaled.

I heard all of these giants in concert
during those early years. but with the ex-
ception of Serkin, who made most of his
recordings later, | studied them best on
records. They inspired me. and offered
alternatives to Serkin's influence. Natu-
rally. since he was my teacher I was in
aconstant state of revolt against him. My
weapons  were immeasurably strength-
ened by the availability of records. No
matter how | battled. 1 sensed then and
I know even more surely today that he is
a  musician of the highest integrity.
Thanks to Rudolf Serkin and to his rare
quality. T started to find my own way.
But in the beginning. there was the rec-
ord. and the whole world of music it gave
me. Although I listen much less often
today. I have never forgotien that great
gift.

Today's recordings are by and large
superior in every way to yesterday’s. both
as performances and as recorded sound.
The contemporary artist has profited
from his predecessor’s accomplishments
and experience so that one is sometimes
tempted to come straight out and say that
a Byron Janis or Gary Graffman or
Viadimir Ashkenazy recording of a Rach-
maninoff concerto may well be superior
to Rachmaninoff’s own. The comparative
merits of today's pianists versus yester-
day’s are frequently argued. but 1 for one
am quite convinced that the standard of
performances both in the concert hall
and on recordings is definitely higher to-
day. Sacrilegious as it may seem. musical
performance is not excluded from the
laws of progress and development that
govern all the arts and sciences.

At the moment [ am involved in an im-
mense project: recording with Isaac Stern
and leonard Rose the complete piano
chamber music repertoire for Columbia

Continued on page 34
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“Build a complete stereo system

around any of these

Pioneer Outperformers

————

$X-1500TD AM-FM STEREO RECEIVER $X-990 AM-FM STEREO RECEIVER

Exclusive microphone mixing. Audio output: 180 Audio output: 130 watts (IHF); FM Tuner Sen-
watts (IHF); FM Tuner Sensitivity: 1.7 uV {IHP); sitivity: 1.7 uV (IHF). Completely versatile with
6 sets of inputs; accepts 3 speaker systems; wal- inputs for: 2 phono, tape monitor, microphone,
nut cabinet. $399.95 inci. microphone. auxiliary & main amps; walnut cabinet. $299.95.

S$X-440 AM-FM STEREO RECEIVER SX-770 AM-FM STEREO RECEIVER
Audio output: 40 watts (IHF); FM Tuner Sensitiv- Audio output: 70 watts (IHF); FM Tuner Sensitiv-
ity: 2.5 uV (IHF); Frequency response: 20-70,000 ity: 1.3 uV (IHF); 4 sets of inputs; 2 speaker out-
Hz. Oiled walnut cabiret. $199.95. puts. Oiled walnut cabinet. $249.95.

Depending on the number of refinements you're
looking for in an AM-FM stereo receiver,
Pioneer has ore in your price range.
Regardless of what your budget is,
you never compromise with quality
with a Pioneer Qutperformer.

Hear them and get full details at your Pioneer dealer.
Or for more information write . . .

) PIONEER’ -

PIONEER ELECTRONICS U.S.A. CORPORATION, 140 Smith St., Dept. H-4, Farmingdale, N.Y. 11735 * (516) 694-7720
West Coast; 1335 W. 134th Street, Gardena, Calif. 90247 — (213) 323-2374 & 321-1076 « In Canada: S. H. Parker Co., Prov. of Ontario
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EDGAR DEGAS: Detail of Café-Concert: at Les Ambassadeurs. Museum of Lyons, France

HIH FIDELITY/ MUSICAL AMERICA

ANNOUNCES TWO EXCITING

“MUSIC FESTIVAL HOLIDAYS”

IN EUROPE
(JUNE 20 —JULY 11 AND JULY 27—AUGUST 17)

High Fidelity/ Musical America is proud to announce sponsorship of two delightful “Music
Festival Holidays,” each for 22 days filled with the finest music that Europe can offer.
Festivals to be visited include Glyndebourne, Aldeburg, Holland, Spoleto, Salzburg,
Prades, Munich and the Wagner Festival.

HIGH FIDELITY/ MUSICAL AMERICA, YOUR HOST—We are pleased to announce that
R. D. Darrell, contributing editor of High Fidelity and compiler of the original “Grama-
phone Shop Encyclopedia Of Music,” will host the June 20-July 11 “Music Holiday” and
that Conrad Osborne, 10 years chief opera reviewer for High Fidelity, will host the July

27-August 17 “Holiday.” Your host will personally escort you and your fellow music |

lovers throughout the whole tour and his knowledge and expertise will be devoted to
making your “Music Holiday" an enlightening and rewarding experience.

UNIQUE BACKSTAGE ENTREE —Your Hos! will take you backstage at opera houses and
festivals to see rehearsals, meet music world personalities and performers and thus
give you an entirely unique and exclusive insight into the wonderful world of music.

QUALITY IS THE KEYNOTE —Accommodations will be excellent (double rooms with pri- '

vate bath, of course) selected with the utmost care to guarantee your comfort.

SEND FOR MORE INFORMATION —WITH NO OBLIGATION-—Use coupon to secure the
itinerary, complete with all exciting details. But act now for, obviously, there is a strict
limit on the number who can be accommodated on each of these two unique tours.

High Fidelity/Musical America ‘‘Music Festival Holidays"
The Publishing House, Great Barrington, Massachusetts 01230

Please rush me all information about the “Music Festival Holiday” checked
below (no obligation, of course):

]

|

|

|

|
June 20—July 11, 1970 “Music Holiday” {
July 27—August 17, 1970 “Music Holiday” I
[ Send information, when available, on your Fall and Winter “Music Holidays” l
|

|

|

|

|

!

Name
Address
City
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SPEAKING OF RECORDS
Cantinued from page 32

Records. When I was making my earlier
records in the '40s and '50s, my favorite
older pianists set the standard for me.
Today 1 hope that I may set some stand-
ards for the exceptionally fine younger
group of artists.

Possibly because T spend so much time
playing and recording instrumental music,
1 am more inclined to devote most of
my spare listening moments to opera.
Opera recordings are a boon for me be-
cause | rarely enjoy sitting in the theater
on nights when I am not performing—
yet 1 enjoy operatic music immensely. |
did make an exception this past season
and attended the performance of Berg's
Wozzeck at the Met, one of my great fa-
vorites; 1 also have the DGG recording
with Evelyn Lear, whom [ consider a
ohenomenal artist (DGG 138991/2).
I'm delighted that Perter Grimes was
recorded with all of its magic intact (Lon-
don OSA 1305), and I'm impressed with
Henze's Der junge Lord (DGG 139257
9). Somewhat older operatic recordings
in my collection, but perhaps even more
cherished, are the first Tebaldi Otello
(Richmond 63004 )—still unsurpassed for
sheer vocal beauty—and the same so-
prano’s early Bohéme, which 1 think is
her greatest recording (Richmond 62001).
My favorite opera is Madama Butterfly,
and if 1 had to settle for just one record-
ing it would be Renata Scotto’'s memo-
rable performance on Angel (S 3702). |
can't imagine how anyone who likes
Wagner could live without London’s
complete Ring with Solti and company
(RING S). And speaking of Wagner, one
final thought; if I may put in a plea for
an opera as yet unrecorded, how about
the complete Rienzi?

Having siid this much, it may sound
as if there's not an orchestral or nonvocal
record to be found in my entire collec-
tion—this is not quite true, of course. 1
greatly admire Ormandy’s reading of the
Mabhler Tenth Symphony (Columbia M2S
735), and 1 am fascinated with Boulez’
Debussy series, particularly Jeux and La
Mer (Columbia MS 7361). My all-time
favorite recording of chamber music is
the Guarneri Quartet’s pluperfect per-
formances of the Brahms piano quartets
and the Schumann Piano Quintet with
Rubinstein (RCA Red Seal LSC 6188).
I also confess to a vicarious thrill while
thumbing through Schwann's new listings
cach month, and at the moment I am
cairious  about the new recording of
Messiaen's Quartet for the End of Time
with the great English clarinetist, Gervase
de Peyer, among the soloists (Angel S
36587). I'm also planning to investigate
Zubin Mehta's recording of the Schoen-
berg Chamber Symphony, Op. 9. and
Variations, Op. 31 (London CS 6612).
That's about the limit of my interest in
“modern” music for the moment—with
the exception of Leon Kirchner, whose
String Quartet No. 3 I find very listen-
able (Columbia MS 7284). I know 1
probably should be listening to Stock-
hausen, Berio, and their contemporaries.
but 1 will have to save them for my old
age.
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Trade in your 3-hour
speaker systems for a pairof
these all-day speakers by Fisher.

Most of today's bookshelf speaker systems sound
pretty good after a day at the office, for two or three
hours in the evening.

But if you've ever tried to listen for a solid Satur-
day or Sunday, you know what happens. You're squirm-
ing in your seat by late afternoon. And watching TV by
evening.

Subtle speaker distortions don't usually show up
during your first few hours of listening. Or in a hi-fi
store for that matter.

That's why, if you want to be rid of listener fa-
tigue once and for all, you'll need speakers designed
to eliminate certain common distortions. Here are
some of the things we've learned about making all-day
speakers at the Fisher laboratories:

Eliminating bass and mid-range distortion.

Bass should be deep, and shouldn't interfere
with the mid-range.

However, with the acoustic suspension system
commonly used in bookshelf speakers, achieving good
bass without muddying the mid-range is no easy task.

Fisher speakers achieve clean, disciplined bass
by starting with a larger-than-usual woofer in each
price range. Fisher woofers use an extremely compli-
ant butyl rubber or butyl-impregnated surround and a
specially treated cone that allows a fundamental bass
response as low as 30 Hz without doubling or distor-
tion. Higher bass frequencies sound clean, with no
tubbiness creeping in. In the three high-end Fisher
bookshelf systems, mid-range frequencies are han-
dled entirely by a specially designed mid-range
speaker or two, isolated from the rest of the system
physically as well as electronically. In addition to keep-
ing each mid-range speaker in its own enclosure,
Fisher uses sharp-cutoff band-pass filters in place of
conventional roll-off networks.

Eliminating impactless transients.

If speakers don't respond quickly to musical
changes, instruments won't have a natural bite. They
won't be clearly etched. And, in general, they'll lose
their impact after a very short period of listening. By
using newly developed super Alnico magnets, with
high flux density, Fisher woofers and mid-range
speakers achieve faster, more positive control of their
cones than any other speakers being manufactured
today. Fisher speakers are so listenable for so long
largely because Fisher transient response is absolutely
unsurpassed in the industry.

Eliminating dull or artificial highs.

Unlike many of the tweeters used in bookshelf
speakers, Fisher tweeters aren’t designed to glamor-
ize highs. Overly bright or subtly dull highs are one of
the most irritating forms of speaker distortion in ex-
tended listening. Fisher uses specially designed,
sealed-back tweeters that provide excellent frequency
response to beyond the limits of human hearing. A
low-mass voice coil assures highs that are natural

sounding as well as unusually clear and transparent.
For widest dispersion, Fisher tweeters incorporate a
soft dome diaphragm. Their impregnated cotton or
formed mylar construction eliminates parasitic high-
frequency resonances and the resultant coloration of
sound.

The four Fisher bookshelf systems pictured here
are all-day systems. We encourage you to listen to the
one in your price range. For as long as you have the
time.

{For more information, plus a free copy of The
Fisher Handbook, 1970 edition, an authoritative 72-
page reference guide to hi-fi and stereo, use coupon
on magazine's front cover flap.)

THE FISHER XP-608,
2-WAY SPEAKER SYSTEM,
$79.95.

THE FISHER XP-668,
3-WAY SPEAKER SYSTEM,
$99.95.

(AVAILABLE WITH
FRETWORK GRILLE AS
THE XP-66K,

$10 ADDITIONAL.)

THE FISHER XP-78,
4-WAY SPEAKER SYSTEM,
$149.95.

(AVAILABLE WITH
FRETWORK GRILLE AS
THE XP-7K,

$10 ADDITIONAL.)

THE FISHER XP-9C,
4-WAY SPEAKER SYSTEM,
- $199.95.

The Fisher

FISHER RABIO. 11-40 05TH ROAD, LONG INCAND CITY. N.Y. 11101,
OVERSEAN AND CANADIAN RFSIDENTS PLEASE WRITE To

FISHER RADIO INTERMNATIONAL, LONG ISLAND CITYV. N.V. 11100,
PRICES SLIGHTLY HIGHAER IN THE FARR WEST
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- Only Marantz Has Variable

What's a Marantz?

Any audio engineer or stereo hobbyist
will tell you. Marantz builds the world’s
finest high-fidelity components. And has
tor 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
vou to Marantz.

Never Heard Of Marantz?
Until this year, 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
50, 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 muissiles and jet planes —for
utmost performance and reliability.
Variable-Overlap Drive

When you buy a Marantz stereo, you
can look forward to sterling performance

it 07 kol s

vear after year. Marantz reliability is
due in great part to such exclusive
features as Variable-Overlap Drive. This
Marantz circuit eliminates irritating
cross-over notch distortion found in most
solid-state amplifiers. In addition,
Variable-Overlap Drive compensates for
the natural aging of an amplifier’s
components. This means that even after
vears of listening enjoyment, Marantz
still delivers “like-new’” performance.
Features, Not Gimmicks

The unique features of a Marantz

component are there for only one purpose:

to make possible the highest level of
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 you exactly how
to rotate vour 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, if the broad-
casting transmitter or
your equipment is
out of phase. And it lets
you set up optimum stereo pertormance

www americanradiohistorv.com

and reception to create a solid “wall”
of sound.
Gyro-Touch Tuning

Marantz even 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 pleasure “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 connections every time.

Even our printed circuit boards are a
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Overlap Drive!

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 un-
scientific conventional method, our
Model Sixteen 100-RMS-100 power
amplifier could be rated as high as
600 watts!

Moreover, you can depend on Marantz
to perform. For example, the 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 performers
Components that consistently represent
“where it’s at” in stereo design. 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 components in other than
very-high price ranges. A demand made
by music-lovers who want the very
best but must consider their budgets.
Though you can easily invest more
than $2000.00 in Marantz components,
we now have units starting as low as
$209. True, these lower-priced models
don’t have all the same features, but the
quality of every Marantz is exactly 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.
Then let your ears make up your mind.

¢ o U5 0 o= 9 ¢ | ¥ A

Components - Speaker Systems - Receivers

¢ Marantz Co. Inc. 1970 A subsidiary of Superscope. Inc . PO Box 99A. Sun Valley. Calif. 91352. Send for free catalog. Shown above, Model 22 $449

APRIL 1970
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About a year ago | read a recommen-
dation that if a Shure V-15 Type Il
cartridge is not tracking well in the AR
arm at 114 grams, the stylus force
should be increased to about 11/
grams as a minimum tracking recom-
mendation for the AR arm. But what
about the Pickering XV15/750E and
Empire 1000ZE, with recommended
tracking forces between 1 and 114
grams?—David Fryman, Hayward, Calif.
Neither of these cartridges is recom-
mended for the arm on the AR turn-
table. Empire tells us that the 1000ZE
should not be used in any arm without
antiskating compensation—which the
AR doesn't have. For your purposes,
Empire recommends its 888TE; Picker-
ing its 200E; and Stanton its 681SE.
Shure admits the V-15 Type Il mis-
tracked for some owners of earlier mod-
els of the AR turntable and arm and
that it was necessary to incapacitate
the arm’s viscous damping to get
proper results. They say, however, that
they have encountered no reports of
this problem with ARs made in the last
two years or so.

| keep my equipment updated and was
planning several improvements this
year. Suddenly, however, | feel 1 have
to forget these improvements because
of the advent of four-channel stereo.
The equipment | had chosen now
seems like a poor investment.—
Stephen D. Walsh, Kent, Ohio.

An investment in new stereo equipment
should be a good one if it really will
improve the sound you will be hearing
for the next few years. That's how long
we figure it will take as a minimum
before quadriphonic sound becomes a
commercial reality. At present, it is
no more than a subject of investiga-
tion by some professionals and a
minute handful of dedicated audio tink-
erers. While some attractive tapes
have been produced, the two disc sys-
tems have met with less enthusiasm,
and four-channel broadcasting as a
practical routine matter could be at
least a decade away. Indeed, four-
channel sound may never be accepted
in the sense that stereo is accepted
today. And anyway, most of the com-
ponents in a high-quality stereo sys-
tem probably will be equally useful in
a four-channel system when and if
quadriphony arrives.

It is my understanding that all cas-
settes are manufactured under licenses
granted by Philips. Ignoring the quality
of the tape used in the cassette, would
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all blank cassettes, regardless of price,
be of similar construction and me-
chanical quality?—Arthur J. Richards,
Bakersfield, Calif.

Similar, perhaps, but not identical.
Philips, in the cassette specifications
which other manufacturers accept in
signing the licensing agreement, gives
basic dimensions and tolerances of
critical parts; but a number of options
remain in the actual construction of
the cassette case and its working parts.
Futhermore, some companies con-
sistently do a better job than others
of forming critical parts. Next time
you have an opportunity, look at sev-
eral different brands and compare the
precision with which the two halves
are joined, the way in which the open-
ings are shaped and finished, and the
centering of the tape as it passes these
openings.

| have an elderly Dynatuner with a
multiplex adapter, fed by our local
CATV cable. Some distant stations come
in well enough in mono but not as well
in stereo. Would adding a booster or
changing to a more sensitive tuner give
me better stereo?—Richard N. Wisan,
Oneonta, N.Y.

We'd guess that the cable company
already boosts the incoming FM enough
so that what you’re suffering from is
not inadequate RF (radio-frequency)
signal strength for your tuner but
simply stations that are too distant for
the cable system’s antennas to pull in
well. If that's true, neither a booster
nor a more sensitive tuner will help.

Do speakers rated at 8 ohms perform
‘“better’”” or ‘“‘worse’” in any way by
comparison to those rated at 16 ohms?
—F. S. Stiegler, Minneapolis, Minn.
No. At one time 16 ohms was con-
sidered a ‘“hi-fi’" speaker impedance
because some of the most impressive
systems available were rated that way.
And cheap replacement speakers usu-
ally have a low impedance rating. But
impedance itself bears on audio quality
only to the extent that a mismatch
in impedances between amplifier and
speaker can degrade sound—or, in
modern solid-state equipment, force
the amplifier to work at less than its
maximum efficiency.

Some years ago you recommended
equal parts of distilled water and rub-
bing alcohol as an effective solution
for cleaning records. Now | read that
denatured alcohol should not be used
to clean records. While | haven't been

www americanradiohistorv com

able to detect any damage to my rec-
ords due to the water/alcohol clean-
ing, I'm getting worried. What should
| do?—Dave Barry, San Jose, Calif.

First of all, you're confusing denatured
alcohol with isopropyl alcohol, better
known as rubbing alcohol. An even
better way to clean records might be to
wash them in a lukewarm solution of a
mild liquid detergent, rinse them in
lukewarm or cold water, and prop them
up on edge to drain and dry away
from sources of dust and with nothing
touching the discs' grooved area. In
any case, don‘t use denatured alcohol.

Can you straighten me out regarding
stereo tapes? Which format is here to
stay? Has the cartridge arrived? Are
cassettes worth buying? | own good
equipment—a Heath AR-15 receiver,
AR-3 speakers, and an AR manual
turntable—and desire compatible tape.
—Justin Hartley, New Britain, Conn.
Open-reel, cassettes, and cartridges all
appear to be here to stay for the pre-
dictable future though there's no ques-
tion that open-reel presently is the
best bet for quality. We believe that
it will continue in that position for the
predictable future. Cassettes have im-
proved rapidly and now offer good—
though not first-rate—quality combined
with convenience for use in the home.
They're even beginning io make inroads
in automobiles, for some time the
private preserve of four-track and espe-
cially eight-track cartridges. For your
purposes, though, we'd recommend the
old-faithful open-reel format.

If | can buy a reliable, perfectly decent-
sounding GE AM/FM table radio—con-
sidering its poor speakers—for twenty
bucks, why can't | buy a basic, simple
FM tuner for half that?—Jack Belck,
Morgantown, W, Va,

Hook the output of your twenty-buck
GE into a component system so you
can really hear what kind of a signal
it's delivering and you'll know why not.
In terms of distortion, noise, selectivity,
image rejection, and so on, it's liable
to be pretty bad. Granted that what
you'll hear will be perfectly satisfactory
for a lot of people, particularly if they
use FM simply as a sort of background-
music source, but they're the sort who
won’'t want to muck about with sepa-
rate tuners and amplifiers and speak-
ers and things. If they can buy the
whole package ready to go for twenty
bucks, few of them will care how poor
the speakers are. So who would buy
the cheap-and-dirty tuner you propose?

CIRCLE 54 ON READER-SERVICE CARD-—»
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Sony humbly nominates itself for the understatement-of-the-year award

We priced the Sony STR-6050 FM Stereo/FM-AM receiver at $279.50 —
quite reasonable, we thought. However, the renowned
Hirsch-Houck Laboratories seems to feel that we understated the price
and said so in their report in the May issue of Stereo Review.

“When we received the Sony STR-8050 stereo receiver for testing we did not
know its price. Before making any measurements we listened to it
for a time and estimated its price from its general performance.
Our guess was about $120 higher than its actual selling price, which
should give you some idea of what an excellent value this receiver is.”

Most humbly. we point to this “$120 Understatement” as indicative of
the way we understate other points about our products like performance,
specifications. etc. We'd rather let the owners of Sony
stereo components speak up for us. Audition the Sony 6050 and our other fine
stereo components at your Sony high fidelity dealer, or write for catalog.
Sony Corporation of America, 47-47 Van Dam St., Long Island City, N.Y. 11101

SONY°STR-6050

CIRCLE 54 ON READER-SERVICF CARD
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HEGEMAN KITS
UNVEILED

We got our first chance to see the Hegeman Labora-
tories line of modular electronics kits “in the flesh”
during two days of receptions held by Stewart Hegeman
in New York in January. Stu is well known to those of
us who have been around high fidelity for some time
as the designer of the original Harman-Kardon Citation
line and some indirect-radiating speakers whose con-
figuration to a large extent prefigured a number of
“omnidirectional” systems on the market today. So we
had looked forward with considerable anticipation to
his latest work.

There's nothing old-fashioned about the equipment
(though it might prove to be classic in the same sense
as his Citation line). It’s all solid state, of course. and
uses a number of integrated circuits in low-power stages
where, according to Stu, discrete components can no
longer compete in terms of linearity and noise parame-
ters. But the most striking thing about the designs is
their air of professionalism. They have been conceived
with both the serious amateur and the professional in
mind and look as though they may well find application
in broadcasting and recording in addition to home use.

At any rate. it's not equipment for the neophyte. Be-
tween the preamp/equalizer and control modules there
are almost as many switches and knobs as you're likely
to find on any two average receivers. And there is a

CASSETTE BUYER, BEWARE!

Later this year there may begin to appear on the U.S.
market a rash of minimum-priced cassetie recorders of
the so-called rim-drive type. And if you're planning
to buy. you should know what's wrong with the rim-
drive principle before you spend money on a piece of
cquipment that may do less than you expect.

The term rim-drive comes from the days when there
were a fair number of open-reel recorders around that
had no capstan. Instead. the motor transmitted motion
10 the tape via the rim (hence the term) of a flywheel
or drive wheel connected to the takeup reel. While this

Hegeman Labs kits ai left comprise the equivalent
of a stereo integrated amplifier: HL-100 preamp
assembly is siacked above HL-200 dual power

amp. Below is HL-300 jack-pancl/metering unii.

jack panel that allows almost any conceivable configura-
tion of cross-patching for A/B comparison of signals
in the various portions of the circuitry. There’s another
professional touch in the power amplifiers: each has its
own power supply, which of course improves the voltage
regulation and helps maintain full rated power for each
stereo channel.

“Center-channel” operation—the two usual stereo
channels plus a derived “fill” combining the two—is im-
plicit in the design. The control module contains the A-
plus-B output, and the power amplifier rack has space
for three amp modules. In two-channel operation a dum-
my panel fills in the center space.

At present the line consists of three basic units. The
HL-100 preamp rack containing the preamp/equalizer
module, the control module, and their related power
supply costs $380 ($490 wired). The HL-200 power amp
rack containing two modules plus a dummy panel costs
$342 ($398 wired). The HL-300 volume level indicator
containing the jack panels and dual VU meters costs
$146 ($186 wired). In addition. there are a variety of
optional configurations—for example, a three-channel
power amp rack at $496 in kit form—and accessories.
The preamp rack and wood cases (at $30) are scheduled
for May availability. most of the rest for June I.

CIRCLE 154 ON READER-SERVICE CARD

drive system requires relatively few parts and there-
fore can be manufactured at rock-bottom cost, at best
it can keep only the takeup reel moving at constant
speed—or constant angular velocity. to be more precise.
But the actual tape speed is dependent on the circum-
ference of the tape wound on that reel.

Let’s say. for example. that a small-size reel is turning
at one revolution per second and is almost empty. with
a tape circumference of 33 inches. Fine—the tape will
move past the heads at 334 inches per second. But as
the tape builds up on the reel. the tape speed will in-
crease. When the diameter of the tape—and therefore

Continued on page 42
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The inevitable choice among automatic turntables

Feature for feature PE automatic turntables stand alone: Dial-a-Matic
vertical tracking angle adjustment . . . Gentlest, fingertip cueing action
~ . One-Lever Control . . . Fzil safe stylus protector . . . Automatic record
scanner. Awarded “'DIN'’ Seal of Excellence for PErfection in PErtorm-
ance. Get a demonstration on the world's gentlest automatic turntable
at your PE dealer, or send for defails: Elpa Marketing Industries, Inc.,
New Hyde Park, N.Y. i{1040.

CIRCLE 26 ON READER-SERVICE CARD
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NEWS & VIEWS Continued from page 40

its circumference—has doubled. you will find that it is
passing the heads at 7% ips. And in the meantime, of
course, you will have had every tape speed in between.

If everything is recorded and played back on the
same machine, things may not be too bad (as long as the
reel velocity reallv is constant) because the tape will
always be traveling at the same speed in playback that
it was when the recording was made. But change ma-
chines. edit the tape. or—heaven forbid—try to play
prerecorded tapes and you're out of luck. For this
reason. rim-drive operation has almost disappeared from
recorders. The exceptions are some equipment for special
applications like dictation and a few “toy™ models that
are still Kicking around the souvenir-discount shops for
the benefit of the sucker market.

Norelco—or rather Philips. its parent company in the
Netherlands—is of course the developer and patentee
of the cassette format and as such has used a licensing
system to head off design variations that tend to under-
mine the quality or versatility of cassettes. And while
we understand that Philips is asking its lawyers to see
what measures can be taken to nip any rim-drive boom
in the bud. at this writing no details are available.

So if you're planning to buy and the price is way

MODEL 804 ..

»
»
»

:99.

DIGITAL TUNER MAKES IT TO MARKET

A little over a year ago, C/M Laboratories first unveiled
a pet project: a stereo FM tuner that provided digital
frequency read-out instead of the conventional dial. In
fact. nothing was conventional about the pilot model
shown to the press at that time. A stepping relay. which
could be made to scan the spectrum hunting for stations,
replaced the conventional tuning knob. A sensitivity knob
made it possible to tell the relay how choosy about
signal quality it should be in the automatic-hunt mode.
There were cven connections for a remote timer, with
which a whole evening’s listening on several stations
could be preprogrammed. And then there was the price:
ubout $1,000,

No availability date was announced at the time; C/M
would say only that the unit was under development.
But now we have word that the Model 804 Channel Se-
lector (tuner is too mundane a term) is in production

and should be on dealers’ shelves by the time this issue
appears in print.
CIRCLE 156 ON READER-SERVICE CARD

down—perhaps in the $15-320 bracket—Ilook to see
whether the cassette recorder has a capstan. In case
you don’t know where to look, the capstan is a thin
metal rod standing in the bottom of the cassette well.
When a cassette is inserted, the capstan falls in one of
the notches in the cassette itself. behind the tape. In the
play mode, a pinch roller in the side of the cassette well
pops out and presses the tape against the capstan. If
the unit you are looking at doesn’t operate in this fashion,
it is a rim-driven model.

POP-IN CLIP FOR PICKERINGS

Pickering says it has the fastest cartridges in the
West—or East—when you come to put them in a
tone arm. The trick is pulled off by special plastic
snap-in mounts now available from Pickering.

CIRCLE 159 ON READER-SERVICE CARD

equipment in the news

Pioneer’'s new top receiver has mike input

The Pioneer SX-1500TD is delivered with a directional dynamic mike
that can be plugged into a front-panel jack, with its own level control.
to feed both audio channels for public address work or tape recording.
The receiver has AM and FM front ends and is equipped with dual
tuning meters—FM center channel and signal strength. Outputs
permit connecting three sets of stereo speakers. Any of the three can
be turned on independently, either extension set can be used simul-
taneously with the main set. or all may be turned off for headphone
listening. The headphone jack is live at all times. The SX-1500TD is
rated at 70 watts per channel rms into 4 ohms or 58 per channel
into 8 ohms, It sells for $399.95.
CIRCLE 147 ON READER-SERVICE CARD

TDK cassette claims top performance

Its “Super Dynamic™ SD cassettes, TDK says. have a new oxide
formulation that makes it possible to get response over the full audio
range from 30 to 20,000 Hz with substantially flat response from 50
to 10,000 Hz. Subsidiary benefits claimed for the new formulation
include improvements in signal-to-noise ratio—and therefore dynamic
range—in print-through. and in improved head-wear characteristics.
C-60 cassettes are available at $3.75. C-90 cassettes also have been
announced. Endless-loop cassette configurations for message-repeater

use are expected in the near future,
CIRCLE 149 ON READER-SERVICE CARD

Continued on page 44
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Nobody likes a name-dropper,

but it’s pretty difficult

not to drop a few names

when you own

Altec Lansing bookshelf speakers
and stop and think

that the same fine quality

of Altec sound equipment

is now playing at

the Houston Astrodome,

Columbia Records, Disney Studios,
Universal Recording Studios,
Nashboro Records, Universal Decca
Recording Studios,

Century Records, Lincoln Center,
and a lot of other famous places.

Altec Lansing bookshelf
speakers include

the Bolero (shown), $179.95 each
the Madera, $149.95 each;

and the Corona, $85.50 each.
Hear them for yourself

at your Altec Lansing dealer.

Or write for a free catalog:

1515 South Manchester Avenue,
Anaheim, California 92803.

A QUALITY COMPANY OF L1V LING ALITFC. INC

Aprit. 1970 43
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EQUIPMENT IN THE NEWS

Continued from page 42

EPI speaker features impedance switch

Since the product was first announced, Fpicure Products, Inc. has
made some modifications in its Quartet speaker system, Model 201.
A switch now makes it possible for the user to choose either 4 ohms
(most efficient with many solid-state amplifiers) or 16 ohms (for
tubed circuits) as the system’s effective input impedance. Other new
features are a britliance control and an easily removed grille cloth.
As in the original version, drivers fire both outward and upward
to increase sound dispersion. Both versions are priced at $199. 13
CIRCLE 150 ON READER-SERVICE CARD

Tandberg 6000X replaces 64X

The Tandberg 64X, for some years the premier model in that line,
has been replaced by a quarter-track mode! in the new Series 6000X.
Although its styling differs from that of previous Tandbergs, the
6000X retains most of the features of the 64X. including its cross-
field head design. with scparate erase, record-bias, record-signal, and
playback heads. One new feature, Tandberg points out. is a limiter
that can be switched into the record circuit 10 control overload peak-
ing as high as +24 VU. Other features include cueing, search, sound-
on-sound, automatic end-stop, and peak-reading meters. The three-
speed deck, in cither quarter-track or half-track configuration, sells
for $499.

CIRCLE 146 ON READER-SERVICE CARD

JBL Alpha series goes contemporary

James B, Lansing Sound, Inc. has announced a new version of the
Alpha speaker system and component cabinet, The STOWX speaker
system now is available in a4 hand-rubbed oiled walnut enclosure
with contemporary styling that sells for $336. It is a three-way system
contaming three drivers plus a passive radiator, crossovers. and
brilliance and presence (midrange) controls. The matching C7TRWX
cquipment cabinet sells for $258.
CIRCLE 152 ON READER-SERVICE CARD

Continuous-play for cassette changers

“Circulator” is the word Norelco uses to describe an attachment
announced recently for use on automatic-changer cassette units. Tt
will operate with from four to six casseties, moving played cassettes
1o the top of the changer stack and turning them over at the same
time so that both sides of the cassette can be played without human
intervention, according to the company. The CCé Circulator will fit
Nerelco models 2401, 2401A. and 2502; Bell & Howell models 332
and 337; and Ampex Micro 90 and 95 It costs $19.95.
CIRCLE 151 ON READER-SERVICE CARD

Mikado/Garrard/Pickering compact

Mikado Electronics Corp. has announced a stereo compact system

that combines the Mikado 2425 AM/FM receiver with a Garrard

Model 40 changer and a Pickering cartridge, housed in a single case.

Controls include a main/remote speaker switch, tape monitor. and

FM AFC. The compact is priced under $250, exclusive of speiakers.
CIRCLE 158 ON READER-SERVICE CARD
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automatic turntable

from Swindon,
has made it big

At the risk of seeming immodest,
we've had a smashing success in the
United States.

There are more Garrards being
used in component stereo systems here
than all other makes combined.

Even we find this a curious fact.

But the die was cast thirty-odd
years ago.

Not parity, but superiority

H. V. Slade, then Managing Di-
rector of Garrard Limited, decreed,
"We will sell a Garrard in the U.S. only
when it is more ad-
vanced than any ma-
chine made there.”

A commitment
to, not parity, but ab-
solute superiority.

Spurred by it,
Garrard of England
has been responsi-
ble for every major innovation in auto-
matic turntables.

In the thirties, Garrard pioneered
the principle of two-point record sup-
port. Still the safest known method of
record handling. Oddly, still a Garrard
exclusive.

In the forties, we introduced the
aluminum tone arm. Today, widely used
by makers of fine equipment.

By 1961, increasingly sensitive
cartridges had led us to adapt a feature
originally developed for professional
turntables: the dynamically balanced
tone arm, with a movable counter-

H.V. Slade, 0.B.E.

inthe States.

weight to neutralize the arm and an ad-
justment to add precisely the correct
stylus tracking force.

In 1964, we added an anti-skat-
ing control, and patented the sliding
weight design that makes it perma-
nently accurate.

Then, in 1967, Garrard engineers
perfected the Synchro-Lab motor, a
revolutionary two-stage synchronous
motor.

The induction portion supplies
the power to reach playing speed in-
stantly. The synchronous section then
“locks in” to the 60-cycle frequency of
the current to give unvarying speed de-
spite variations in voltage.

“We’'re bloody flattered”

This year one of our competitors
has introduced a copy of our Synchro-
Lab motor on its most expensive model.

To quote Alan Say, our Head of
Engineering, “We're bloody flattered.

“After all, being imitated is a
rather good measure of how significant
an innovation really is.”

The new Garrard SL95B features
still another development we expect
will become an industry standard.

Garrard's viscous damped tone
arm descent—originally offered to pro-
vide gentler, safer cueing—now oper-
ates in automatic cycle as well.

It seems only logical. Yet, for the

www americanradiohistorv com

England

present at least, it is another Garrard
exclusive.

Other 1970 Garrard refinements
include a counterweight adjustment
screw for balancing the tone arm to
within a hundredth of a gram. A win-
dow scale on the tone arm for the stylus
force gauge. And a larger, more precise
version of our anti-skating control.

Un-innovating

At the same time, we've elimi-
nated a feature we once pioneered. A
bit of un-innovating, you might say.

Garrard's disappearing record
platform is disappearing for good.

We've replaced it with a non-
disappearing record platform. A larger,
stronger support with an easy-to-grasp
clip that fits surely over the stack.

A small thing, perhaps.

But another indication that H.V.’s
commitment remains with us.

$44.50 to $129.50

Garrard standards do not vary
with price. Only the degree of refine-
ment possible for the money.

There are six Garrard component
models from the SL95B automatic
turntable (above) for $129.50 to the
40B at $44.50.

Your dealer can help you arrive
at the optimum choice for your system.

Garrard

British Industries Co.,
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Schubert and Handel Join the Car Pool.
The runaway success of the Stereo-8 for-
mat well may seem something of a mys-
tery to music lovers without direct per-
sonal experience of carborne listening via
8-track cartridge tapes. It can be under-
stood only when you discover for your-
self the incffable delights of driving to
the music you like best—and after you
find yourself (like most Stereo-8 enthu-
siasts) passionately persuading all your
friends to share your own pleasure in
banishing travel tediums and irritations
when sharing the company of good mu-
sical companions. Both familiar and un-
familiar composers and interpreters can
reveal new charms when they ride along
with you in the next seat. as it were.

My own latest revelation has resulted
from a number of rides with Franz
Schubert’s Piano Sonata, in B flat, D 960
—a masterpiece I've long esteemed for
its eloquence and’ grandeur, but whose
intimately heart-touching lyricism 1'd
never properly appreciated before. Heard
more objectively at home, or in concert,
1 might find Artur Rubinstein’s interpreta-
tion (the first in any tape format) a bit
too vehement at times or perhaps not
quite perfectly proportioned architectural-
ly; but when listening on the highway,
my attention is focused solely on the
music and its utterly beguiling magic
(RCA Red Scal R8S 1136, $6.95).

Handel has been one of my favorite
traveling companions from the first, but
none of his all o few cartridge repre-
sentations has offered such idezl en
route enjoyment as the Warer Music. This
work was first heard, of course, over the
creaking of owrs in the busy Thames
River traffic, but it couldn't have tickled
the fancy of George I and his court more
effectively than it exhilarates a weary,
bored driver in today's thruway or city
traffic. Luckily, the performance at hand
is the generally acclaimed “best” of the
complete Water Music recordings, that
by Menuhin and the Bath Festival Or-
chestra (reviewed here in its reel edition,
September 1965), which is now available
for everyone's off-Thames trips (Angel
8XS 36173, $7.98; also cassette 4XS
36173, $6.98).

I don't think I'd want to invite Richard
Wagner to be a permanent member of
my private car pool, but I must admit
that Klemperer's Wagner program, which
includes some familiar concert excerpts
from the Ring, proved to be mighty
stimulating “car fare” (Angel 8XS 35947,
$7.98; also in 3%-ips reel and cassette
editions, $6.98 each). This music is dan-
gerous, though—particularly when it
comes to stimulating the illusions of
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iibermenschlich  omnipotence  alveady
latent in any big-car driver. The Ride of
the Valkyries distracted me too and set
me (o imagining that some of the
maidens’ stallions and mares were con-
tributing to my own horsepower. For-
tunately, this and the other high-powered
selections gave way 1o a calming Siegfricd
ldyll—in its original chamber-orchestra
version—and 1 responsively slowed down
before 1 got myself ticketed. For home
listeners. and especially for younger con-
noisseurs, Klemperer's romantic Wag-
nerian approach may not appeal; in that
case | yecommend the more tautly dra-
matic Szell/Cleveland treatment of or-
chestral selections from the Ring (Co-
lumbia MQ 1157, 72-ips reel $7.98).

Blueprint for Le Sacre. At first, the idea
of hearing Stravinsky's Rite of Spring
in a four-hand piano reduction might
seem utterly ridiculous. 1t doesn’t to me,
simply because the first time 1 encoun-
tered the revolutionary work in concert,
in its 1924 Boston premicre  under
Monteux, 1 had been helptully briefed
in advance by a lecture-demonstration
with piano illustrations. For others, the
plano version may have historical va-
lidity when they remember that the
composer himselt sketched the Rire for
piano four-hands to rehearse the dancers
for the historical first ballet perform-
ance. Anyway, this piano edition has
now been recorded for the first time by
Michael Tilson Thomas and Ralph
Grierson (using (wo pianos), together
with  Stravinsky's (wo-piano  transcrip-
tion of his potboiler, the Scherzo d lu
russe (Angel YIS 36024, 33-ips reel,
$6.98). The players (new to me) are
drily accurate, although the work's dis-
tinctive color, sonority, and impact are
entirely lost in the clean but bloodless
piano sonics. But listeners already fa-
miliar with the full score in concert ure
compensated by a soit of X-ray picture
of the music’s structural details and an
arresting reminder of how many good
tunes—or at least tune fragments—the
work contains.

Commendable only to specialists, this
reel is partnered by a slightly belated
tape release of a full-orchestra Rite of
Spring, by the New Philharmonia under
Rafael Frihbeck de Burgos. This reel
can be particularly recommended to
young listeners who have not yet heard
the work or have in the past found it
rather baffling (Angel YIS 36427, 3%-
ips reel, $6.98). The Burgos reading is
a beguilingly romantic one and its stereo
sonics are gleamingly transparent—at-
tractions more likely to make converts
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to the work than the grimmer dramatic
power and more realistically recorded
Columbia taping by the composer him-
self—the one all true Stravinskians prop-
erly prefer. This Angel reel is filled out
(since the sides are broken not between
Parts 1T and 1l but midway in Part Il
of Le Sacre) with Prokofiev's Classical
Symphony. It too is highly romanticized
and attractive in its way, but another
Columbia taping—in this case, Bern-
stein’s—is more buoyantly vital; and at
any rate the coupling of Prokofiev's
jeu d'esprit with Stravinsky's evocation
of barbaric Russia is incongruous.

Potted Opera. Hard on the heels of the
first complete operas in musicassette edi-
tions (see the February 1970 “Tape
Deck™) has been a flood of cassette
opera highlight releases (I prefer the Ger-
man term for excerpted opera collections
—CQuerschniti—which better suggests the
chicken-in-parts chopping up usually in-
volved). Since most of the many Angel,
DGG, and London examples are drawn
from complete operas already available
in open-reel tape editions, the most news-
worthy are those in the new Everest cas-
sette series, which has the further at-
traction of a bargain $4.95 price per cas-
sette. Some cighteen of these releases are
“electronic-stereo™ reprocessings, mostly
drawn from the historic Cetra series of
complete operas starring Callas, Tag-
liavini, etc.; six others are true-stereo
recordings from various French, German,
and ltalian sources,

The bargain price accounts for the less
than deluxe packaging: not only are there
no notes or lexts, bul we are not even
given any specific details as to what is
actually included! And the reprocessing
doesn’t cover up the sonic deficiencies
of the older recordings, some of which
date back to the early Fifties. The his-
torical significance of these pzrformances
remains their prime attraction, while the
true-stereo examples offer the additional
appeal of far superior sound. In the
latter category I note such relaiively
novel materials as excerpts from the in-
comparable Callas Medea, originally re-
leased by Mercury (CEV 2437); Mus-
senet’s Don Quichotte in the French-sung
Belgrade Opera production (CEV 2440);
Johann Strauss's Zigeunerbaron con-
ducted by Robert Stolz (CEV 2469);
Weber's Freischiiiz conducted by Von
Matacic (CEV 2468); as well as high-
lights from Die Fledermaus conducted
by Stolz (CEV 2463), and Donizetti's
Lucia di Lammermoor starring Scotto,
Di Stefano, and Bastianini, conducted by
Sanzogno (CEV 2439).
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And we think you too are going to flip for the
same reasons reported by Hirsch-Houck Lab-
oratoriesin the January issue of Stereo Review.
But, let Hirsch-Houck do the speaking.

‘The Concord Mark lll features their new
pressure-sintered ferrite heads, which are
claimed to have a hardness between that of a
sapphire and a diamond and to be corre-
spondingly wear-resistant: it is also claimed
that they provide an extremely wide frequency
response. We cannot comment on the former
claim, but our tests certainly confirmed the
latter.”

"When we measured the overall playback-
frequency response of the Concord Mark I,
the advantages from its new heads were im-
mediately apparent.. we did not extend our
measurements beyond 20,000Hz to check
Concord’s claim of 27,000Hz response: the
results in the audible range were impressive
enough!

‘Thewow and flutter wererespectively0.015%
(the residual level of our test tape) and 0.05%.
among the lowest figures we have ever meas-
ured on a tape machine.’

LPPED QV:P.
M%

LK

“In any event, the Concord Mark lll provided
oneofthequietestbackgroundsintheabsence
of signal that we have heard (or should we say
"not heard"?) from a tape machine’”

“In all other respects, the Mark !ll was equally
satisfying. Its frequency response and overall
cleanness of sound left little to be desired”

The best news of all is its price — under $260
We haven't used a tape recorder at that price
that could match it (if such machines do exist,
we have not had the opportunity to test them)!

The Mark Ill, under $260, is one of a series
of hysteresis-drive tape decks. The Mark .
under $230. similar in every respect except
that it uses Hi-Mu laminated record and play-
back heads and a ferrite erase head. The Mark
IV, Concord's top-of-the-ine deck. similar to
the Mark lll. also has an extra playback head
and electronic automatic reverse. Audition
the new Mark Series at leading high fidelity
dealers. For an “all the facts” brochure. write
Concord Electronics Corp.. 1935 Armacost
Avenue, Los Angeles, California 90025 é
Subsidiary of Ehrenreich Photo-Optical
Industries, Incorporated.

F
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TRACKABILITY CHART FOR MI1E

If it were not for the incomparable Shure V-15 Type Il
(IMPROVED) Super-Track, the Shure M91E Hi-Track would be
equal or superior to any other phono cartridge in trackability . . .
regardless of price! The astounding thing is that it costs from
$15.00 to $50.00 less than its lesser counterparts. And, it
features an exclusive “Easy-Mount” design in the bargain.
Trade up to the M91E now, and to the V-15 Type Il (iMPROVED)
when your ship comes in. Elliptical Stylus. 3% to 1% grams
tracking. $49.95. Other models with spherical styli, up to 3
grams tracking, as low as $39.95.

M91E HI-TRACK PHONO CARTRIDGE

© 1969, Shure Brothers Inc., 222 Hartrey Ave., Evanston, lllinois 60204
CIRCLE 51! ON READER-SERVICE CARD
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equipment
reports r: consumer's Guibe
TO HIGH FIDELITY EQUIPMENT

THE EQUIPMENT: EMI 205, compact full-range speaker
system in enclosure. Dimensions: 2514, by 141, by
133/ inches. Price (list): $225. Manufactured in Eng-
land by EMI Ltd.; distributed in the U.S. by Benja-
min Electronic Sound Corp., 40 Smith St., Farmingdale,
N.Y. 11735.

COMMENT: The Model 205, currently the top of this
company's bookshelf line, is a three-way system em-
ploying an elliptical or oval-shaped woofer (14 by 9
inches), a pair of 5-inch midrange cones, and a
compression-driver tweeter. The woofer cone is re-
inforced with fiber glass to reduce breakup tendency;
the tweeter is fitted with a center plug and radial
fins to help dispersion. Essentially an air-suspension
system, the 205 comes in a completely sealed walnut
enclosure. Frequency division, provided by an internal
network, occurs at 1,000 and 5,000 Hz. Connections
are made by color-coded binding posts on the rear
panel, where you'll also find two switches for balancing
the midrange and highs with respect to individual
room acoustics. Each switch has three positions—
increase, normal, and decrease—which provide
4-dB changes in relative levels. Input impedance is
8 ohms. Efficiency, on the low side, requires ampli-
fier power of 20 watts or more per channel; a single
205 is rated for handling up to 90 watts (music power).
A shade larger than most ‘‘two-cubic-footers’' and, at
52 pounds, weighing about as much as the heaviest in
this class, the Model 205 may be placed on a shelf
sturdy enough to hold it, or on any pedestal or bench
desired. Although positioning is not critical, the verti-

EMI'S THREE-WAY
BOOKSHELF SPEAKER

cal attitude will help—in a relatively large room—
because of the way the midrange units are mounted
to fan out the sound over a wider angle. This position,
as well as the settings of the rear switches, really are
matters of personal choice and doubtless will vary
from room to room and from listener to listener.
For our tests, we positioned the 205s vertically, and
set the rear switches to their middle (normal) positions.

Sweep-tone tests revealed the 205 to be smooth
and level in response from below 100 Hz to beyond
audibility. No audible peaks or dips were discerned,
and no harshness could be detected at the critical
crossover frequencies to which we paid especial
attention, as we do in all multiple-driver systems. At
normal listening levels, we found the bass clean
and ample down to 80 Hz, from which frequency
it rolled off smoothly, seeming to drop out at 40 Hz.
Response in this region could be brought up by driving
the system ‘‘harder,’”’ but doubling and distortion would
increase proportionately. Midrange and treble disper-
sion narrowed gradually as we went up the scale from
about 3 kHz, and narrowed a little more at 9 kHz,
although tones above 10 kHz were still slightly audi-
ble at about 45 degrees off axis of the system.
A 14-kHz tone could be heard thinly mostly on axis,
and from here the response began its slope to inau-
dibility. White noise sounded moderately smooth,
with a slight midrange coloration and some evidence
of directionality. From off axis, white noise sounded
smoother.

On program material, the 205s proved capable of
filling a large room with generally clean sound and
a broad stereo ‘“‘front.”” On some program material we
felt that the deepest bass could be a bit more prom-
inent; the general impression was one of a bright-
sounding speaker. In a smaller room, things sounded
more in balance, and on a variety of music—from
solo piano to grand opera—the 205 gave a very good

account of itself.
CIRCLE 145 ON READER-SERVICE CARD
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ADVENT’S TEN-OCTAVE BALANCE CONTROL

THE EQUIPMENT: Advent Frequency Balance Control,
an active equalizer for altering the tonal balance of
a stereophonic system in ten octaves over the audio
range. Dimensions: 12 by 73/ by 3 inches. Price: $200.
Manufacturer: Advent Corp., 377 Putnam Ave., Cam-
bridge, Mass. 02139.

COMMENT: Tone controls, those familiar staples on
all audio front panels, have fostered two diametrically
opposed schools of thought. Purists insist that tone
controls should never have been invented in the first
ptace; that they are distortion-producing hangovers
from the pre-high fidelity days of public address am-
plifiers; that, in any event, music faithfully recorded
and then played over a really high-quality system
shouid be played ‘‘flat”"—with no tonal alteration
introduced by any of the equipment. An equally sincere
and vocal group of enthusiasts advocates deliberately
altering a system’'s response to suit one's taste or
acoustic environment, or to compensate for heard or
imagined deficiencies at any point in the playback
chain, from program material to speaker output.

This latter group has complained that conventional
bass and treble controls, however well engineered,
provide insufficient and/or incorrect compensation.
The Frequency Balance Control, or FBC—the recently
formed Advent Corporation’s first product—is intended
for this latter group. it provides individual control of
each octave of audio frequencies from 20 Hz to just
beyond 20,000 Hz, so that specific regions in the
response curve requiring correction can be ‘‘treated”
without affecting adjacent frequency regions—an in-
herent defect long attributed to conventional bass and
treble controls. Accordingly, the Advent device provides
an individual sliding control for 20-40 Hz, 40-80 Hz,
80-160 Hz, and so on up the scale. Each channel is
separately and identically treated, making a total of
twenty controls. Additional switches to round out the
unit’'s usefulness bring the grand total to twenty-five.

Since the FBC is intended for insertion in the
signal path (between a stereo preamp and power amp,
or else by utilizing the tape-monitor *‘circuit interrupt'’
feature found on most integrated amplifiers and re-
ceivers), two rocker switches are provided for by-
passing the unit or inserting it, one channel at a time.
A third switch enables you to change from mono to
stereo, while a fourth switch makes available the tape-
monitor function if, in your hookup, you had pre-
empted it from your original equipment. Finally, a four-
position switch applies power to the unit and selects
channels A and B (normal stereo), channel A to both
speakers, or channel B to both speakers.

In addition to its input and output jacks, the rear
panel features a three-position input-sensitivity switch

(0.3 volts, 0.5 volts, and 1.0 volt rms) and a pair of
output level adjustments designed to match the FBC's
signal channels with each other.

Following the suggestions furnished with the FBC,
our initial tests involved moderate use of the levers,
only two or three at a time, in an effort to equalize
what to our ears had always been a somewhat deficient
midrange response in one of our stereo setups. Im-
provement was apparent immediately, not unlike that
achieved with the aid of those popular but long since
abandoned ‘‘presence controls’”’ of some years ago.
With increasing confidence, we decided to take drastic
action, to see what special effects we could produce.
The results were astounding—in many ways. At one
ridiculous extreme, we were able to distort over-all
frequency response until all music sounded as if it
were being listened to via telephone. Then at the
opposite extreme, we were able to approximate the
booming Johnny-one-note-bass effects common to
some cheap package sets we have heard. Quickly
resetting all the levers to zero position (flat response)
we duly noted the most important lesson to be learned
when using devices of this kind. Used in a haphazard
manner, the Advent FBC can cause tonal havoc with
an otherwise good stereophonic high fidelity system.
On the other hand, used intelligently and with modera-
tion, the FBC can—as claimed—compensate for peaks
and valleys in your system response in an effective and
gratifying way that is not possible by using conven-
tional tone controls. While Advent lists no less than
seven basic uses for its new device, we found that its
most useful applications lie in acoustic environment
correction and speaker deficiency balancing. One of
the FBC's listed uses—extending the frequency range
of loudspeakers—strikes us as overoptimistic, par-
ticularly at the low end, for when a speaker *‘quits’’ at
the low end, attempts to emphasize bass response are
likely to increase doubling and distortion rather than
produce lower fundamental tones than were possible
before. In any case, if we discount that particular use
for the FBC, we can add one that Advent doesn’t list:
that of A-B testing of speakers, aided here by the
unit's built-in controls and its facility for balancing the
audible output of the two speakers under test.

Some distortion was noted in switching from direct
connection to FBC use, and it was found that the level
of signal supplied to the input of this unit is extremely
critical and should never exceed that recommended in
the instructions. Even in the 1-volt setting of the input
sensitivity switch (all measurements were made with
the switch set for highest signal input possible), as
the 1-volt signal level was approached, distortion rose
rapidly, particularly if the tone-control lever associated
with the frequency involved was in an extreme boost
position. The distortion curves shown illustrate this
critical feature.

How accurate is the FBC, and how closely do its
indicated control settings coincide with actual audio
response? To test this performance, we measured
response as shown in the accompanying graphs. Note
that with all levers set to the indicated flat position
(zero dB) departures from flat response at any fre-
quency never exceed 2 dB across the audio band.
Although this response curve does not look as literally
“flat”” as the curve for a good amplifier, it actually is
an excellent characteristic for a device as complex and
versatile as this. The fact is, to engineer twelve pre-
cisely calibrated active filters per channel in one piece
of equipment is a formidable and expensive task. The
minor departures from absolute calibration (as marked
on the front panel) still represent quite an accomplish-
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ment, and are fairly insignificant from the stand-
point of both listening and of the FBC's intended uses.
Similarly, interaction between levers, even from one
octave to the next, while not entirely absent, was
found to be minimal, so that the promised ‘‘octave by
octave’ compensation is truly realized. In this sense,
the FBC may be described as a ‘“‘pure’” device for
“‘nonpurists.”

In summary, we feel that this new genre of com-
ponent will attract the knowledgeable high fidelity
enthusiast who may, at first, ‘“‘play” with it but will
ultimately come to appreciate it for its intended
purpose—to facilitate the subtle but important sonic
corrections needed to gain that last measure of
perfection for which so many listeners strive. The
serious user would do well, however, to pay attention
to input levels to avoid an increase in the system’s
total distortion which—under certain conditions—

could be audible.
CIRCLE 144 ON READER-SERVICE CARD
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NEW MAGNETIC PICKUPS
FROM GRADO

THE EQUIPMENT: Grado Model FTE, a magnetic stereo
cartridge fitted with elliptical stylus. Price: $19.95.
Grado Model FTR, same cartridge fitted with 0.6-mil
spherical stylus. Price: $9.95. Manufacturer: Grado
Laboratories, Inc., 4614 Seventh Ave., Brooklyn, N.Y.
11220.

COMMENT: Grado's recent “F" series of stereo disc
pickups employ a newly designed magnetic cartridge
available with different styli. An interesting design
feature of the F series, advises the manufacturer, is
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its use internally of Swiss-screw connections, instead
of solder joints, for connecting the coils of the move-
ment. This technique is said to make for greater effi-
ciency and generally improved response. At the same
time, the “‘pivot’’ section (the critical junction of the
stylus cantilever to the internal movement) is designed
to prevent any decoupling between stylus and internat
generator; this, to smooth the response—particularly
at the high end—so that it may be extended without
resonances or peaking. It also is said to help achieve
“symmetrical voltage response’'—that is, a well-bal-
anced output on both stereo channels.

Interestingly enough, these claims—as well as those
for the cartridge's rated compliance, vertical angle,
and low distortion—all were verified in CBS Labs’
tests. The response curves on both channels remained
within 0.5 dB of each other across the audio band,
and never varied by more than +2.5 dB, -2 dB on
the left channel or more than +2 dB on the right
channel. The slight rise at the 15-kHz region could
hardly be termed a peak, being within these normal
dB limits, and obviously lower and smoother than
response rises we've seen on some cartridges costing
considerably more than either the FTE or the FTR.
The low-end rise is directly attributable to a resonant-
interaction effect with the tone arm employed for
testing; it is not an inherent characteristic of the
pickup itself.

Grado's recommended stylus force for the new
pickup ranges from 1.5 to 3.5 grams. Actually, the
lab found that at a low 0.9 gram, the pickup was able
to track the “‘torture” bands of CBS test records STR
120 and STR 100. For measurements and listening
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tests, however, a value of 2 grams was used—which
still is comfortably below the median figure specified
and which attests to the careful engineering (and con-
servative claims) of this product. Signal output meas-
ured was 4.5 and 4 millivolts for left and right chan-
nels respectively; harmonic distortion was lower than
average for a pickup in this price class and indeed
compared favorably with the THD measured on some
costlier models. The same couid be said for IM dis-
tortion. Vertical angle was 23 degrees—obviously a
departure from the 15-degree standard—but again
confirming Grado's specification. Compliance was
checked as 11 (x 106 cm/dyne) laterally; as 9 ver-
tically—also “‘within the ball park’ for this pickup.
The FTE’s stylus tip measured a true 1-mil by 0.6-mil
ellipse and had good geometric conformation. Low-
frequency resonance in the SME arm showed a 10-dB
rise at 12 Hz. Stereo channel separation, while not as
wide as can be found in some costlier cartridges, was
adequate for today's stereo discs, as listening tests
confirmed. Indeed, these listening tests soon turned
into listening sessions; the urge to make a critical
evaluation had been converted, thanks to the clean
sound of the Grado, into one of appreciation and ac-
ceptance.

Spot checks of key performance areas of a Model
FTR cartridge (the same basic cartridge fitted with a
0.6-mil spherical instead of an elliptical stylus—and

THE EQUIPMENT: Teac A-6010U, a two-speed, quarter-
track stereo tape deck (including record/play preamps)
with automatic reverse in playback. Dimensions 171/
by 21 by 7 inches. Price: $664.50. Manufacturer: Teac
Corp. of America, P. O. Box 1587, Santa Monica,
Calif. 90404.

COMMENT: Handsome and versatile, the Teac A-6010U
is equipped with three motors (a dual-speed hysteresis
capstan motor plus two reel motors) and four heads
(erase, record, forward playback, and reverse play-
back). In addition to the usual complement of controls,
it has a two-position button that adjusts tape tension
for normal or extrathin varieties, paralieled line and
mike inputs that may be used as mixers, and separate
record/playback buttons for each channel that can be
used for positive prevention of accidental erasure even
when the main record button is pressed. In perform-
ance the A-6010U meets, within normal toterances, its
published specifications—in some cases with room to
spare.

An apt, single-word characterization of the unit
would be luxurious. The smoothness of the solenoid-
operated controls, the fine finish of every detail in

priced $10 below the FTE) revealed the same smooth
performance, within a dB or so, as the FTE. The only
measurable difference between the two pickups was
a very slight increase in the midrange distortion of
the FTR, and interestingly enough, this difference
could not be heard in comparative listening tests. To
sum up, then: both versions—regardiess of cost—are
excellent performers and must be accorded a rank
among the best stereo pickups available. And at their
announced prices, both the Model FTE and the Model
FTR are excellent buys. Incidentally, for playing 78-
rpm discs with either Grado, you can order a 2.7-mil
stylus at an additional cost of $4.00. All styli are

easily removable and replaceable.
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TEAC’S REVERSING
STEREO DECK

sight, and the professional look of such elements as
the oversize pinch roller (the ‘‘drive puck' as it is often
called) and VU meters, all contribute to a reassuring
feeling that you are working with a piece of equipment
that can be relied on to do what you expect of it.

Judging from our lab test results, this confidence is
well founded with respect to ali the regular tape
recorder functions. The data and curves shown here
indicate that the A-6010U is a superior deck. During
in-use tests it went flawlessly through all its paces,
including both options for automatic reverse: phase
sensing and foil cueing.

These reversing systems are a bit unusual. The
phase-sensing system allows only one cycle of back-
and-forth operation; that is, it will not work on a
continuous-duty or repeat basis. The cue—a signal
derived from the machine—is applied to a previously
recorded tape at the end of the first side and is sensed
in only one channel so that both tracks of a mono
recording will reverse at the same point. While indi-
vidual reversing signals might be desirable to some
users (those who like to record the Metropolitan Opera
broadcasts, for example, since they're always mono),
the lack of this feature is to be expected among
reversing models and the Teac is obviously following
the trend. A phase-reverse cue on the tape introduces
a very loud—though brief—signal into the audio when
the switch for the automatic reverse feature is turned
off for manual play. For this reason we tended to prefer
the foil cueing.

Foil sensing is accomplished by a split conductive
guide on the left-hand tension arm. When a short
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length (34 inch is all you need) of conductive foil
attached to the base side of the tape passes the
tension arm, the foil shorts the idler’'s two halves and
trips the reverse mechanism. This system, like the
phase-sensing one, allows for only one tape reversal;
you can, however, buy an accessory Repeat Control
Unit (Model RC-602) that will permit the use of foil
cues at both ends of the tape for continuous replay.

Other accessories can turn the A-6010U into a
more versatile ‘‘hobbyist”’ recorder. For instance,
there’s the accessory Pause Control, Model RC-604,
which we did not test. The RC-604 also allows easier
cueing and editing of tapes, which on the A-6010U re-
quires the use of the play mode to move the tape lift-
ers out of the way and allow tape-to-head contact. To
disable the drive system during cueing it is necessary
to thread the tape outside the capstan or, preferably,
slip off the removable pinch roller. Similarly, sound-on-
sound and tape echo are possible on the A-6010U, but
only by repatching jack-pane! connections and using
mike and line input controls as mixers.

These connections inhibit use of the deck in a
horizontal position since they protrude beyond the
case. The solution, according to Teac, is to unscrew
the feet and move them from the bottom to the back
of the wood case. The deck may also be built into
a cabinet; the interconnect cables between transport
and preamp units are long enough to allow consider-
able flexibility in positioning the two units. Even
greater flexibility is permitted by the accessory Remote
Control Unit, Model RC-601, which provides transport.
function buttons and record button for use at a
considerable distance from the recorder.

The RC-601, like the other accessories mentioned
here, plugs into one of a series of connections on the
jack panel that contain jumper plugs when they are
unused. The accessories, which also include a device
to make the A-6010U sensitive to the reversing cues
recorded on Ampex prerecorded tapes, in sum enable
the recorder to be custom tailored to the needs of
individual users, thereby enhancing the basic deck for
“‘advanced amateur’ use. With or without them, how-
ever, the A-6010U—with its very low distortion, sturdy
construction, and excellent frequency response—is
unquestionably a superior performer and, in addition,
a joy to use

CIRCLE 141 ON READER-SERVICE CARD
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TEAC A-6010U

Performance
characteristic

Speed occurocy, 7V2 ips

3% ips

Wow and flutter, 7¥2 ips

3% ips

Rewind time, 7-in.,
1,200-ft. reel

Fost forword time,
some reel

S/N rotio (ref 0 VU)
ploybock
record/ ploybock

Erosure (400 Hz ot normol
level)

Crosstolk (400 Hz)
record left, ployboack
right
record right, ploybock
left

Sensitivity (for 0 YU
recarding level)
live input
mike input

Accurocy, built-in meters

M distortion (record/ play)
7Vv2 ips, =10 VU record
level
3% ips, —10 VU
Moximum output, line
(ot 0 VU record level)

Additional Data

Measurement

105 VAC: 0.13% fost
120 VAC: 0.13% fost
127 VAC: 0.13% fost
105 VAC: exoct
120 VAC: exoct
127 VAC: exoct

ploybock: 0.05%
record/ ployback: 0.05%
ploybock: 0.10%
record/ ploybock: 0.15%

1 min. 15 sec.

1 min. 11 sec.

| ch: 56 dB r ch: 57 dB
| ch: 52 dB r ch: 53 dB
65d8
55 dB
55 dB

Ich: 84mV rch: 60 mV
1ch: 0.57 mV rch: 0.54 mV

left: 1.5 dB high
right: 0.5 dB low

I ch: 3.0% rch: 2.5%
I ch: 3.0% rch: 2.5%
leh:21YV rch: 2.2V

REPORTS IN PROGRESS

Harman-K

ardon 820

Stereo Receiver

Advent Loudspeaker
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s THE GHALLENGE OF THE

THE INVOLUTED SEMANTICS of the high fidelity in-
dustry have required in recent years that any really
fine record changer—or at least one costing more
than about $75—be called an automatic turntable.
Arbitrary through this habit may seem, there has
been a good reason. The record changers of an car-
lier day, as we have had occasion to say so often in
the past, sacrificed the fine points of reproduction
in order to achieve automatic sequencing of the
records they played, the quality alternative being a
manual turntable. So as changers began to approach
state-of-the-art reproduction quality, some recogni-
tion of the fact scemed necessary in the nomencla-
ture.

Manufacturers of the finest automatics have,
therefore, been adamant about repudiating the word
“changer,” with its less-than-perfect image. Their
best equipment addressed itself first to the problem
of reproducing the music in the record grooves and
sccond to the problem of changing the records, they
said. So “‘turntable” was the appropriate word.

The cheapest changers of today, while they hardly
qualify as state-of-the-art equipment, generally do
a better job of reproduction than their predecessors.
As a class, they run more quietly, they track at lower
forces, require less mechanical drag on the drive
system in order to change records, and—most im-
portant—accept cartridges that are almost universally
vast improvements over earlier models. Even the
least expensive ceramics of today tend to reflect the
lowered moving mass, higher compliance, and other
technical advances that have taken place in cartridge
design.

Consequently, the word ‘“changer™ has lost almost
all of the stigma it once had. To us, then, a changer
has once again become a mechanism—any mech-
anism—that not only plays records, but changes them
automatically as well. A turntable that will only take
one record at a time may be called a “manual player,”
a “manual turntable,” or simply a “manual.”

The foregoing foray into etymology is intended to
do more than smooth the ruffled feelings of those
few who still may balk at referring to a $150 piece
of equipment as a changer: it demonstrates how far
changers have come in the last few years. They have
literally pulled themselves up by their (upgraded)
tone arm pivots; if a turntable can change records, it
no longer need apologize for the fact.

www americanradiohistorv com

Latest Dual, the model 1219, incorporates

newly designed arm with compensation for vertical
angle. Optional walnut base features a drop-lid
hehind which extra pickups. accessories can be stored.
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CHANGERS

Sherwood SEL-100 uses two motors: one

rotates the platter; the other is used only to drive
the changer mechanism. Single spindle adupts

(o either awtomatic or manual (single play) use.

Garrard's X-11 “Demi” continues module concept

by offering compact, low-cost automatic, complete with
ceramic cartridge, base, and dust cover,

Garrard makes a full component line as well.
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Automatic turntables have staked out
major claims on the manuals’ own grounds

Turnabout is Fair

The ultimate of proof of the reputation that changers
now enjoy is, of course, their unequivocal domina-
tion of turntable sales. A year ago we considered the
rapidity with which new manual models were then
being announced and wondered editorially whether
those announcements were harbingers of a renaissance
in sales of manuals. So far, the answer would appear
to be no, although—particularly where price is no
object—there are on the market a number of attrac-
tive models and a few that are even a little fantastic.
That is to say that while manuals are reasserting
themselves they still offer no serious threat to the
pre-eminence of changers in terms of over-all unit
sales.

The AR turntable, for example, has been on the
market for some years, and has remained attractive
because it both does its job and costs relatively littie
—less than a good many changers and much less
than most manuals.

As a basically simple design, however, the AR
turntable lacks some of the more claborate extras
that characterized the new manuals listed in last
year's article. Sony, Pioneer, Teac, Nivico, and Pana-
sonic were among those companies that had an-
nounced intentions of introducing manual turntables,
were delivering their first model, or had added a new
model in a line only a year or two old. No further
advance in plans has been announced by any of
these companies in the interim, and another—Bogen,
which had been importing the Lenco line from
Europe—has gone out of the turntable business al-
together. The rapid tempo at which new manuals
were appearing a year ago has, in other words,
slackened a bit.

But it has by no means stopped. Thorens, whose
TD-125 was a recent model a year ago, has since
added the TD-150 Mark II, a two-speed model with
antiskating and cue control that sells for $125 includ-
ing base and tone arm. An operational dust cover
costs $6.00.

Somewhat more elaborate again is the newest
Empire manual, the Troubador Model 598, which
(like some of the Japanese-made manuals) raises the
arm automatically at the end of the record. The
Troubador has several interesting design features,
like the little light to help in finding the beginnings
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New import from England ix the Transcriptors trntable
and arm. Unusnal-looking  desien supports the record
ahove the platter by posis thar 1ouch the edges only,

More  conventional is the latest in the  Swiss-made
Thorens line: the TD-150 Mark 1t At $150. with inte-
grated arm, it offers 1wo speeds and bhuailt-in cueing.

Empire’s latest, the Troubador model 598, bears a
resemblance 10 earlier models bur has heen redesivned
so that it can be used ar extrenrely low tracking forces,

of separate cuts on the disc. but probably its most
startling is the minimum tracking force claimed for
it by Empire: one tenth of a gram. The turntable—
including the arm but without base or dust cover
costs $199.95,

More startling still are a couple of British-made
turntables that at first glance barely resemble what
we expect a turntable to look like. One is the Trans-
criptors unit, which has been made for some time
and now is being imported by Transaudio Corp. of
Woodside, N.Y. Visually, its most unusual element
is the series of record-support posts designed to
hold records by their outer edges only. The arm is a
spidery low-mass affair with oil used in the pivot
system as a damping and supporting agent. Unique
to our knowledge is the strobe arrangement: instead
of being part of the platter, it is a separate wheel
driven at a 6:1 setup ratio from the platter., The
advantage of this design, according to its manufac-
turer, is that any speed inaccuracy is magnified six
times so that trimming can be accomplished more
precisely than with conventional strobes. The unit
costs $159.95 including mounting legs and dust
cover, plus $59.95 for the arm. Accessories are avail-
able for cleaning records and stylus, and checking
tracking force.

The Concept 2000 turntable, which should be
available in this country through Revox by the time
you read this, also eliminates the usual flat, circular
bearing surface under the disc. It has a platter-
flywheel, but it is hidden below a smoked-glass top-
plate through which you can see its strobe markings
once the power is turned on. This platter supports
the record holder (what else can we call it under the
circumstances?) via a relatively flexible, spring-
loaded coupling that is designed to transmit the rota-
tional momentum of the platter-flywheel without
transmitting any rumble, feedback, or other ex-
traneous motions or vibrations. The record holder
itselt is u three-armed affair with a spindle at the
center. Pads at the ends of the arms support the
circumference of the records,

The Concept 2000 is delivered fitted with an Audio
& Design arm (also British-made) with a new plug-in
cartridge shell and wire signal leads instead of the
mercury contacts that were used at the pivot of a
previous model. The turntable can be used with other
arms, however: indeed, it can be adjusted for overhang
with other arms or cartridges unusually easily. The
mount is a large cylindrical affair that moves in a
wide slot and is fixed in place by a hefty. knurled ring
at its base. Changing arm geometry requires only
loosening the ring, moving the mount to the desired
position, and retightening the ring. The Concept
2000 will sell at $285 with the Audio & Design arm.

There is another turntable that may appear soon
through Revox, but this one is expected to sell for
less than $100. It too is made in England—by Con-
noisseur, a well-established firm in high fidelity com-
ponents whose products have, however. seldom been
seen here. The name under which the unit will ap-
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How Important Is a Level Turntable?

by Daniel Graveraux

A record, by definition, is accurately reproduced when
the cartridge correctly tracks the modulation (groove)
and when the turntable correctly supports and rotates
the disc. Except for jukebox and other special mecha-
nisms, ‘‘correctly’” translates to a “‘horizontal position,"
and horizontal has meant, for the most part, gravity-
dependent. The weight of the front portion of the arm
(with the cartridge mounted) was offset either by
weights mounted on the arm behind the pivot points,
springs pulling up on the arm, or a combination of
both. This design requires that gravity makes the play-
back stylus press perpendicularly to the record sur-
face. The turntables themselves used (many still do)
both vertically oriented bearings and a vertically ori-
ented motor. Balance depends on the platter’s being
rotated on a vertical axis. Moreover, the motor mounts
(a form of shock absorber to lessen motor vibration)
require an even downward stress for best operation.

All this means that any self-respecting quality play-
back system would have to be installed, literally, on the
level. A question, then, that comes up now—partic-
ularly in the wake of demonstrations showing turn-
tables playing while tilted, or even upside down—is:
do we still have to pay attention to the concept of a
‘‘level turntable''?

Those demonstrations, to begin with, are more than
showy stunts. They do document the fact that the
arms employed are inherently balanced in all planes
without depending on gravity. Springs are then used to
press the stylus perpendicular to the record. Such arms,
correctly installed, will indeed track a disc accurately,
without adding any distortion due to an off-level turn-
table. But—they should not be taken as a go-ahead
sign for everyone to suddenly start ignoring the level-
ing of a turntable; the turntable itself, regardless of the
arm, should be designed to operate satisfactorily in an
off-level position and this attribute depends mainly on
the motor suspension beneath the platter. The suspen-
sion should be so designed as to permit the motor to
run smoothly, silently, and at constant speed, and to
transmit its power via the belts or pulleys or whatever
is used in a smooth, silent, and constant manner—
no matter how the motor is ‘‘hanging’’ due to an off-
level chassis.

To put it another way: an arm that is spring-con-
trolled for vertical stylus force, or for antiskating force,
and so on, but which also can be completely balanced
in all planes when spring adjustments are exerting
zero force (equivalent, that is, to having removed all
springs), can be used on an off-level turntable if the
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motor under that turntable is itself hung in such a
manner as to permit it to run satisfactorily in an off-
level position.

On the other hand, an arm that depends upon gravity
for tracking force, i.e., on weights (or on spring-and-
weight combinations) will, if used on an off-level turn-
table, introduce distortion, or it may not even
track the record. Nothing that has happened in recent
times in the design of pickups, arms, or turntables
has changed this basic rule. Indeed, the design refine-
ments—particularly in pickups—that have helped to
reduce tracking errors actually demand more em-
phatically than ever a level turntable, since an off-
level platter used with a gravity-dependent arm that is
carrying a sensitive, high-compliance pickup will more
obviously reveal signs of distortion that may previously
(that is, in less sensitive pickups) have been masked.

With this type of arm and player, a tilt can influ-
ence both the tracking by the pickup and the very rota-
tion of the platter. But just how much tilt constitutes a
problem? Certainly one can adjust a turntable base to
level within one degree by eye. So let us see what hap-
pens if the player is tilted this one degree. Gravity cre-
ates a force component toward the center spindie (as
shown in the drawing). With a tracking force of, say,
2 grams, this inward force becomes 0.04 grams. The
antiskating compensation is now about 10 per cent less
than it should be. The tracking force against the inside
groove wall of the stereo record (left channel) is only
4 per cent higher than the outer groove wall. Audible
changes in the music, differences in stylus and record
wear, and changes in tracking ability remain insig-
nificant.

What happens to the motor shaft (which generally is
either pulled toward the platter by the drive belt, or
pushed away from a rubber puck in a puck-driven turn-
table)? Normal stresses on the motor mounts and on
the bearings far exceed those created by a mere one-
degree level error, and so the dynamic properties of
platter rotation are scarcely changed.

With a significantly larger tilt, however, say about
five degrees or more, changes in both the inner-groove
wall pressure and in the very manner in which the
turntable rotates can become significant: distortion
may increase or unequal groove-wall wearing away may
occur or both. At the same time, stresses on the motor
may cause erratic rotation or rumble. But as | said, it's
fairly simple to avoid all this by leveling the turntable.
It reduces itself to a matter of using one’s eyes, as
well as one’'s ears, for high fidelity performance.
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pear in this country has yet to be decided. It is a
compact integrated manual with a gimbaled arm and
most of the features we have come to expect in
premium changers—less, of course, the changing
mechanism itself.

The Quest for Perfection

To repeat, current turntable models—changers and
manuals alike—categorically do a better job of play-
ing records than comparably priced equipment did

only a few years ago. The search for perfection has
seen to it that improvements not only continue to
appear but that they represent genuine upgrading of
performance. Often the improvements, insignificant
in themselves, have been a direct response to a pre-
vious improvement elsewhere in the system. And like-
wise they often serve to precipitate further improve-
ments themselves.

Antiskating is just such an improvement. It would
have been totally without value only a few years
ago, but within those years styli have become pro-
gressively more compliant, stylus moving mass has
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been reduced. arms have been made to track at pro-
gressively lower vertical forces, and so on. Needless
to say, the gross inertia (gross by contemporary
standards, at lcast) once nceded to trip changer
mechanisms has gone by the boards too. So while
the difference in the two components of tracking
force exerted respectively on the two walls of the
record groove was minute compared to other forces
at work in older designs, upgrading has left this
difference standing naked and obvious.

To put it another way, when four or five grams of
tracking force are required, the difference of a few
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tenths of a gram in the distribution of that tracking
force is undetectable. But in attempting to reduce
tracking force below one gram, it is much more
readily perceived that significant distortion begins to
enter the channel recorded on the outer wall of the
groove before it does on the other channel. If track-
ing force really is to be reduced to a minimum, there-
fore, antiskating will be required to equalize the effec-
tive tracking force on each groove wall.

Once that improvement is made, it is possible to
reduce still further the stylus’ compliance—but only
if the design of the entire arm is altered so that the
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increased compliance does not result in an objec-
tionable arm resonance. Hence, antiskating devices
may be said to have contributed to recent arm designs.

And the top changer models continue to find ways
of approaching ever nearer to perfection. The Dual
1219, for example, is the first changer to build in
some compensation in vertical arm geometry for the
fact that the stack of records—and therefore the
height of the playing surface—progressively rises in
automatic operation. Ideally, of course, the pivot of
the arm should always be the same height above the
playing surface if the effective vertical tracking angle
is to be kept constant. The 1219's pivot is raised in
the automatic mode to a compromisc setting designed
to give optimum performance part way through the
stack (representing a maximum of six records). But
in manual play, the pivot automatically is reset to
the height required by a single record. The 1219 costs
$175 and was revicwed in detail in our January issue.

Sherwood, a newcomer to the changer field, now is
offering the $149.50 SEL-100, a model that has been
in the works for several years but only rcached the
market late in 1969. An unusual feature of this model
is its double-motor system: one is a synchronous
design that drives the turntable; the other is a high-
torque drive for the changer mechanism. When the
tone arm reaches the record’s inside diameter, it
interrupts a beam of light—which, being weightless,
offers no drag on the turntable motor—to start the
change cycle. The record is lowered gently (Sherwood
calls it “escalator action”) by a spindle whose record-
holding fingers can be folded into the spindle itself,
for single-play manual operation. With the fingers
out of the way, it becomes a tall manual-play spindle,
and since the spindle cannot be removed, there can
be no question of misplacing one while another is in
use.

Newly returned to the American market is the
Lesa line, now being imported by Components Spe-
cialties, Inc. of Freeport, N.Y. The top-of-the-line
model is the PRF-6 at $179.95. It contains a built-in
strobe lamp and easily accessible adjustments for
stylus height above the record, stylus descent posi-
tion, and record size, in addition to those adjustments
that have become standard in this price class: antiskat-
ing, speed fine-tuning, tracking force, and so on. A
lower-priced model, the ATT-4 is in preparation, we
are told, but details are not yet available.

Perpetuum-Ebner’s latest also is a top-of-the-line
model: the PE-2020, imported by Elpa Marketing
Industries. Its special feature, shared by the PE-2018,
is a vertical tracking angle adjustment controlled by
a knob at the front of the cartridge shell. Like Sher-
wood, Elpa lays stress on its changer's controlled
record-descent rate—"elevator lowering easement™ is
the phrase used for the PE design.

Benjamin has announced an extra-fancy Miracord
(the Model 700H with strobe, stylus overhang adjust-
ment, and elapsed time stylus wear indicator), but as
this is being written it has yet to reach the market.
Most recent in the line for practical purposes, there-
fore, is the Model 750. At $149.50 it is similar to

the SOH, the present top of the Miracord line at
$20 more, except that the 750 has an induction motor
as opposed to the hysteresis motor in the SOH.

Garrard’s most recent model also fills out the
existing line. It is the SL72B at $89.50, one of five
models in the Synchro-Lab Series. Like the top model
(SL95B), it has a gimbaled arm pivot, and it includes
most of the features found in the SL75B, which costs
$109.50

A New Format Takes Hold

A couple of years ago, Garrard began its series of
“modules”—changers that are dclivered with a base,
dust cover, and cartridge, ready to plug into both AC
and amplifier. This format, while it had been seen in
Europe previously, was relatively unknown in the
American market. It has the obvious advantage to
the novice that the entire record-playing system is
bought as a unit with its elements preselected and
usually preinstalled. For the more sophisticated pur-
chaser, however, it often has the disadvantage that
the cartridge is a ceramic model, and American
buyers simply do not seem to “believe in” ceramic
cartridges as a rule. In Europe, where high-level
phono inputs are to be expected on radios and tape
recorders, the ceramics are more widely accepted;
but with few exceptions, they are associated with
less-than-high-fidelity equipment here.

There are, however, some modules that contain
magnetic cartridges. The Garrard SLX-2 at $69.50
has one, and the Garrard SLX-3 at $99.50 has one
with an elliptical stylus.

BSR, JVC/Nivico, Lesa, and other companies are
also bringing units of the type into the American
market. In some cases, the model turns out to be a
nationally advertised changer specially packaged with
a base, dust cover, and cartridge for sale under the
trade name of another company—a dealer or a manu-
facturer or importer without a proprietary changer
brand who nonetheless wants to offer a full line of
cquipment. Present indications are that the trend
toward this sort of prepackaging will continue.

The changers in question usually are drawn from
the middle or lower end of the line—as are the car-
tridges—since the product is not intended for the
“perfectionist” market. Prices generally top off at
around $100—much as they did only a few years
ago for the finest changers, though without base,
dust cover, or cartridge, of course. By comparison,
today's top changer prices are climbing close to the
$200 mark, even without thosc threc cxtra elements.

At present, then, the market looks like this. In-
tegrated changer-base-cover-cartridge units and mod-
erate-priced separate changers generally sell at be-
tween $50 and $100. The better changers run from
$100 to $200. Manual turntables that include an
arm can be found at under $100. From there prices
run upward toward $300—or more, perhaps, if the
total price includes an exceptionally expensive arm
like the Rabco.
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by Ronald Eyer

Vlusicians
Autographs

Don't throw away that signed picture of Leroy Anderson-
it may become your family heirloom

AN INTIMATE aND ingenuous note in the childish
hand ot a ninc-ycar-old to his music teacher (“As a
New Year's present to vou, I promise to study my
music more faithfully.”) would undoubtedly bring
morce than $1,000 it offered tor sale today. The child
happened to be Johannes Brahms. Oddly cnough,
an autograph of the now untashionable salon com-
poscr Ccecile Chaminade may well be worth even
more.

There 1s an ultimate irrationality about autograph
collecting, according to Samuel Orlinich and Charles
Hamilton (located in New York), two of this coun-
try’s leading dealers in musical letters and manu-
scripts. (Perhaps a half dozen others dabble a bit in
this rarclied business.) Any number of reasons can
fire a collector to scek out and purchase items that
range from impersonal calling cards to the hand-
written score of an entire musical composition—and
there are equally many reasons for the incredibly
varied prices these documents bring in the collectors
market place.

Like coins, stamps, books. objects of art. or any
other commodity bought and sold by collectors, rarity
is one of the most important tactors in determining
value. Some musicians, including Jules Massenct and
Felix Mendelssohn, were prolific letter writers (Men-
delssohn is said to have thought nothing of writing
as many as fitty letters in one cvening!), and the
market value of these composers is therefore minimal.
Muaurice Ravel, on the other hand, wrote infrequent-
ly; his available handiwork is, consequently, quite
valuable. Specimens of Schubert’'s handwriting are so
scarce that his letters usually bring more than his
musical manuscripts. This rule of thumb might seem

Arrit. 1970

to be contradicted in the case of Richard Wagner,
the Mozart family, and Becthoven, all of whom were
frequent and often vehement letter writers; but their
writings arce highly prized simply because they were
so great and tamous that their autographs are rarcly
found on the open market. Similarly, the autographs
ot even Albert Einstein (we include the great mathe-
matician here because he was at least a celebrated
amatenr musician), who is said to have replied in his
own hand to cach and cvery correspondent, are there-
fore not hkely to command high prices.

I"actors other than the sheer rarity of a composer’s
extant writings play a part in this expensive hobby.
One important consideration is what the autograph
contains in addition to the bare signature—the touch-
ing little note by the young Brahms, already referred
to, is a case in point. According to Hamilton, Puccini
is often a best-scller because he frequently scribbled
a few bars of his music along with his signature. These
items sell from $100 to $200. Among American com-
posers, the current favorite is George Gershwin whose
typed and signed letters are worth from $30 to $150.
(Ira Gershwin is an ardent collector of his brother’s
autographs.) Another American composer who has
been elevated to a high rank on collectors’ lists is
Stephen Foster. One of his lesser-known songs, Mag-
gie by My Side, recently brought $4,500!

In comparison to musical autographs, royal signa-
tures are of lesser importance. “Kings come a dime
a dozen,” says Orlinick. One reason, he points out, is
that monarchs usually sign thousands of documents
during their reign. But “the great never cease being
great,” and autographs of notable figures in all
fields are comparable. A letter written by George
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Musicians’
Autographs

Washington, for example, might be priced at any-
where from $1,000 10 $10,000, a letter of Handel’s
may bring $5,000 to $10,000, and a letter written
by Mozart to his sister should bring about $5,500.

A second consideration is that of authenticity, The
letters of kings and princes were, as a rule, written
by secretaries and, in most instances, probably also
signed by them, with the result that verification of
authenticity becomes extremely difficult. The same
is true of most other important political figures.
Presidents of the United States, for example, rarely
sign routine correspondence sent over their names
to ordinary citizens. Even Abraham Lincoln’s famous
“Bixby™ letter to the mother of five sons lost in the
Civil War is represented solely by a variety of false
copies; the original has never been found. Like most
“forgers™ of famous names, however, the anonymous
signer of the “Bixby” letter imitated the well-known
“A. Lincoln™ signature with extraordinary accuracy—
but, to the tramed eve, with detectable tallaciousness.

Authenticity is rarely a problem in the musical
world, mainly because few musicians have ever been
wealthy enough to afford secretaries. But in the mat-
ter of musical manuscripts, signatures are often whol-
lv unnccessary for identification. The identity of a
composer can be revealed in the general styvle of even
just a scrap of his music. A knowledgeable collector
is not likely to mistake a phrase by Bach, Beethoven,
or even Haydn.

The content of an autograph along with its signa-
ture can range from a hastily scrawled introduction to
another violinist by Pablo Sarasate on his calling
card, to the full manuscript score of a collection of
twelve minuets for piano by Mozart. Both these items
are included in Orlinick’s most recent catalogue of
available autographs. Of the Mozart manuscript, the
catalogue states: “The score itself, in the hand of
Mozart’s copyist, occupies 23 pp. Small folio, un-
bound; in case of full black morocco. Accompanied
by a statement from Prof. Eric Werner, including the
information that the title page has been examined and
authenticated by Alfred Einstein, the Mozart author-
ity. Interestingly, Mozart had drawn at the head of
the title page a small sketch of a Masonic emblem,
comprising a spoked wheel. Both Aloys Fuchs and
Dionys Weber mention the fact that, especially in his
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later years, Mozart frequently cntrusted the writing
ol piano arrangements to his copyist, thereatter add-
ing a title page in his own hand to establish authen-
ticrty.”

Understandably, the Sarasate card is listed at $15
while the Mozart manuscript is offered tor $1,800.
An ordinary letter of Beethoven's, says Hamilton,
would bring around $2,500, but a highly personal
letter, in which the writer might discuss a great con-
temporary like Schubert, would be much higher.
Similarly, a simple signature of Liszt is worth only
$15, but a letter from Liszt to George Sand immedi-
ately increases in value from $300 to $500. The man-
uscript of a Beethoven symphony, such as the Fifth
or Ninth, would be a bargain at $100,000, say the
experts. The most valuable item currently in Orlinick’s
possession is the only surviving page of Mozart's
Sinfonia concertante in E flat, K, 364, for which he
is asking $3,800.

The immutable law of supply and demand is the
sole factor that determines price, maintain the deal-
ers, and Orlinick recalls an instance at a Parke-Bernet
auction when a manuscript by the late sixteenth-cen-
tury English writer Fulk Grevill was oftered by the
auctioneer at a modest $50, but for some inscrutable
reason, it suddenly skyrocketed spectacularly to
$12,000. The original of Mozart’s Don Giovanni,
bought by the singer Pauline Viardot-Garcia a century
ago for $2,500, would probably now bring a million
dollars. And a fragment from Beethoven's Kreutzer
Sonata, bought by a dealer for $25,000 and sold for
somewhat less to a mysterious woman who subse-
quently presented it to the New York Public Library,
would now be worth at least $150,000. Over-all values
have increased 60 per cent in just thc past year,
according to Hamilton, who quotes his source as the
financial authority Franz Pick.

Such items as the unique Becthoven sketchbooks,
which offer a wealth of knowledge about the man
and his work methods, are virtually priceless. But
high on any collector’s list is intimate, highly per-
sonal correspondence, such as love letters. These cov-
cted documents are almost nonexistent since they
are usually destroyed by the authors’ families or by
the addressees themselves, simply because such revel-
ations are so personal. One can only conjecture about
the uitimate worth of Liszt's love ictters or of Wag-
ner’s most private communications with King Ludwig
of Bavaria.

Collectors sometimes have peculiar quirks about
values, however. One example is Mozart’s little Minuet
and Trio in G, K. [, his first known composition
which he composed at the age of five. This unique
document (its present value is placed at $9,500) gives
collectors pause because the hand is that of Leopold
Mozart writing for a prodigious son who apparently
had not yet mastered the techniques of notation.
Though clearly an authenticated piece of Mozartiana,
collectors have had reservations about this manu-
script because it was not actually written by Wolf-
gang Amadeus.

A similar case involves a song by Schubert which
was copied for him by a friend. Because the auto-
graph is not Schubert’s (though the song certainly is),
its value to collectors is less. Orlinick views this pecu-
liarity as typical of most collectors. They are people,
he says, who worship greatness and feel that by hold-
ing in their hands an article personally written by a
genius some of the creative magic might rub off.

Who, then, are these people with such deep rever-
ence for scraps of paper out of the past? To begin
with, they are few in number, according to Orlinick,
and the regulars are a mere handful. “They come on
like meteors,” he says, “and suddenly disappear, per-
haps never to return.” Because this is @ hobby that
usually involves large sums of money, musicians do
not, as a rule, go in for collecting. There are, however,
a few notable exceptions: Abbe Santini, the Italian
scholar and composer, had an enormous collection
of manuscripts; and the French pianist Alfred Cortot
avidly amassed autographs, books, and scores. Pi-
anist Rudolf Serkin is one of today’s most enthusias-
tic collectors among musicians.

The majority of collectors, Orlinick notes, are phy-
sicians and scientists who, he beliceves, find collecting
musical autographs a means of escape into a more
romantic and perhaps less pragmatic world. One of
his best customers is a former musician who turned
to physics and patented an invention from which he
has derived a great deal of money. This man is not
only an omnivorous buyer of autographs and manu-
scripts, but he has also acquired an impressive array
of Stradivarius, Guarnerius, and other fine violins
which he loans to deserving students.

The interest many scientific people have in music,
of course, extends well beyond collecting. They are
noted supporters of all sorts of musical institutions
and many are quite good amateur musicians who have
formed orchestras and chamber music groups. Albert
Einstein, for example, took great delight in playing
the violin and once, after he participated in a Mozart
Trio during a little shipboard concert, he proudly
signed his name to the program ($60).

A growing number of people are turning to collect-
ing for investment purposes and the profits can some-
times run into seven figures. Art has always been
popular with speculators. Financial experts feel, how-
ever, that rare books and manuscripts have even more
potential—investments of this sort have been highly
reccommended by Barron’s, the Wall Street Journal,
and other financial publications. Even more impor-
tant to the field today than private collectors are
libraries and museums which have far greater pur-
chasing power.

The whole modern concept of a musical auto-
graph’s intrinsic value is a fairly recent phenomenon.
In the past, publishers oftecn destroyed original man-
uscripts once copies were made. Breitkopf and Hiirtel,
in their dealings with Constanze Mozart, preferred
to exchange her husband’s handwritten scores for
neat, clean printed copies. Had they but known what
riches they were so lightly dismissing!

CIRCLE 40 ON READER-SERVICE CARD —»
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Qur S1000 receiver is pretty impressive. But then so are our less expensive ones.
Because at Panasonic, we do1't just assemble sterec receivers. We make every vital
part that goes in them. With the same quality, consistenzy and =ar for details.

G ve all our receivers a listen. At any dealer we franchise to handle the Panasonic
Audio Equipment line. You'll see why our less expensive nodels might become our
$1000 receiver’s biggest competition.

I N T N T

AM>PLIFIER SECTION

IHF Music Power
RMS Power
(at 1 bHz and rated distorton)

Harmonic Distortion
{at 1 kHz and rated output)

Intermodulation Distortion
(60 Hz +7 kHz, 4 : 1, SMPTE)

Power Bandwidth

Frequency Response
Power Amplifier

-lnput Sensitivity (for rated output)

Phono

Tnput Impedance
Phoso

Hum and Noise
Phono

Bass Range
Treble Range

Turnover Frequency Selsctor

Dampitg Factor
Recoroer Output Lovoi

FM TUNER SECTION

FM Umable Sensitivity (IHF)

FM Harmonic Distortion
(at 400 Hz, 100 % modulation)
Signal to Noise Ratio
Selectivity Channel
Spu;lous

(at 100 MHz)
IF Rejaction  (at 100 MHz)
FM Stereo Separation
Captur; Ratio FHF)

AM TUNER SECTION

AM Sersitivity (IHF)

Selectivity (at1 MHz and £10 kHz)

Iimage Bejection (at 1 MHz)
(at 1 MHz)

IF Freqaency Rejection

(W xH xD)
(Including control knobs and fuse post)

Weight (Packed)

Power Supply

55 Watts at 4 ohms
40 Watts at 8 ohms

20 Hz to 50,000 Hz
-3de

20 Hz to 60,000 Hz
-3d8

3.5 mV (Phono Low:

10 mV (Phono High}

"7 50 kohms (Phono Low)

100 kohms (Phono High)
33 kohms {Cesamic)

60 dB (Phono Low)
+10 dB at 5C Hz

20 at 4 ohrrs
40 at 8 ohrrs

120 v AC
100 Watts

SA-50 without AM

60 Watts at 4 ohrrs
50 Watts at 8 ohms

22.5/22.5 watts at 8 chms

20 Hz to 50,000 Hz
-3d8

20 Hz to 70,000 Hz
-3dB

3.5 mV (Phono Low)
10 mV (Pono High)

50 kohms (Phono Low)”J

60 kohms (Phono High)

65 dB (Phono Low)
"~ £10dB at 50 Hz

+9 dB at 10 kHz +10 dB at 10 kHz

25 at =« ohms
50 at 8 ohms

198" x54” x14”

120 v AC
190 Watts

90 Watts £t 4 ohms
B0 Watts at € ohms

I2/32 Watts a1 8 ohms

5 Hz to 70,000 Hz
-3de

30 Hz to 100,000 Hz
-3dB

4 mV (Phonc Low)
18 mV (Phono High)

5C kohms (PFono Low)
6C kohms (Phoso High)

25 dB (Phonc Low)

+10 dB at 50 Hz

25 at 4 ohms
50 at 8 ohms

120 v AC
220 Watis

160 Watts at 4 ohms
160 Watts at 8 ohms

60/60 Watts at 8 ohms

0.1 %

20 Hz to 30,000 Hz
-3d8

10 Hz to 130,000 Hz
3 mV (Phono 1)
5 mV (Phono 2)
47 kohms (Phono 1)
100 kohms {Phono 2)

e

65 dB (Phono 1)

+12 dB at 50 Hz
+10dB at 10 kHz

Bass: 250 Hz/500 Hz
Treble: 2 kHz/4 kHz

75 at 4 ohms
150 at 8 ohms

150 mV

120 v AC
200 Watts

PANASONIC’

just slightly ahead of our time.

Panasonic specifizations are subject to change without notice:

www.americanradiohistorv.com
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for one of our speaker systems

SB-88. “TECHNICS.” 3-WAY
FIVE-SPEAKER SYSTEM.
$249.95 PER UNIT.
(Mfr.'s suggested list price.)

The SB-88 is built to
outperform anything in its price
range

The 51-pound woofer
magnet structure and a unique
ultracompliant pure virgin rubber
surround provide a free-air
resonance below 20 Hertz. For
exceptional low-frequency
response.

The mid-frequencies pour out
from two independent 5-inch
midrange speakers. Each with a
compliant impregnated half-roll
surround for magnificent response.

A pair of 2-inch horn
tweeters with Mylar Domes gives
120-degree dispersion of the high
treble frequencies.

And an inductive capacitive
crossover network eliminates
speaker phasing problems
effectively.

All five of these speakers
are so well matched acoustically,
they’ll knock your ear on its ear.
And can be adapted to any room
with two three-position treble
and midrange balance controls.

$8-77. “TECHNICS.” 3-WAY
SPEAKER SYSTEM. $179.95
PER UNIT.

{(Mftr.’s suggested list price.)

The SB-77's 10-inch woofer
tncorporates a unique compliant
inverted haif-roll surround. It has
a 43-pound magnet structure
and a 11-inch voice coil for a
power-handling capacity of
60 watts.

The 5-inch midrange driver
uses an impregnated haif-roll
surround to prevent cone
resonances and assure perfect
transient response.

The 2-inch horn tweeter
has a Mylar Dome and aluminum
horn that eliminate distortion.

A low-loss capacitive and
inductive network gives control
impedance and smooth transitio

SB-33. "BOOKSHELF.”
3-WAY SPEAKER SYSTEM.
$125.00 PER UNIT.

(Mfr.’s suggested list price.)

The 10-inch woofer has an
inverted half-roll surround of
extremely high compliance and
a 1}-inch voice coil. It results
in an exceptional free-air
resonance of 25 Hertz.

The 33-inch midrange
speaker has resonance-free cone
plus 2-inch cone tweeter with
a 4%-ounce high flux density
magnetic structure.

A three-position treble
balance control adapts upper
frequencies.

$B-22. “COMPACT.” 2-WAY

SPEAKER SYSTEM. $79.95

PER UNIT.

(Mfr.’s suggested list price.)
The 8-inch acoustic

suspension woofer utilizes a unique

plasticized inverted half-roli

surround and a 4-pound magnet

for a free-air resonance of 33

Hertz. Together with an airtight

enclosure, the fundamental bass

response reproduces down to

38 Hertz without doubling or I

The 3-inch cone tweeter
has a low-mass cone. For smooth
response up to 19,000 Hertz
A special peak-free cone design
accounts for a smooth tight treble
And a low-loss crossover
network separates the frequencies
at the crossover point of 2,500
Hertz.

$B-66. "COMPACT.” 2-WAY
SPEAKER SYSTEM. $119.95
PER PAIR.

(Mfr.’s suggested list price.)

This pair of speakers sends
out a lot of beautiful sound.

At a beautiful price.

The 8-inch acoustic
suspension woofer with an
inverted half-roll surround gives
fundamental bass response down
to 40 Hertz. And a 2-inch wide-
dispersion tweeter utilizes a
low-mass cone for smooth
response out to 20,000 Hertz.

And the frequencies are
separated at the crossover point
of 8,000 Hertz by a low-loss
crossover network.

distortion.



www.americanradiohistory.com

SB-88

3-Way

Woofer

10"

10"

32

Midrange

Tweeter

3

3

5"

2 x5"

2

2"

2x2"

Frequency Response

4) 4z to 20,000 Hz

.
3€ Hzto0 19,000 42z

30 Hz %0 20,000 =2z

28 Hz to 21,000 Hz

24 Hz to 22,000 Hz

Recommended Amplifier Power

; 1C V/at:s to 30 Watts

| 10 Watts to 30 Watts

10 Watis to 40 Wacts

10 Waus to 60 Watts

| 10 Watts to 80 Watts

Smpedance

8 ohms

8 ohms

8 ohms

8 ohms

8 ohms

Crossover Frequencies

8,000 Hz

2,500 Hz

1,300 4z, 6,000 #2z

800 Hz, 6,000 Hz

Woofer Resonance

45 Hz

33 Hz

25 Hz

25 Hz

€00 Hz, 6,000 Hz

20 Hz

Woofer Megnet Structure

Midrange Magnet Structure

Ferrite Magnet

4 1b.

41b.

43 Ib.

sib.

Twester Dispersion

Accessories (balance control)

100 degrees

6% oz.

23 Ib.

23 Ib.

100 degreses

12C degrees

120 degrees

120 degrees

A 3-position trebs
balance control

Two 3-position treble
and micrange

| Two 3-position treble
| anc m drange

Dimensions (W xH xD)

1§ x17¢§" x83"

193" x204" x9%”

1137 x223" x11§°

134" =237 x 113"

| 165" 261" x133"

Woeight

11 1b.

143 Ib.

20 Ib.

321b.

! 484 Ib.

Cabinet

Walnut

Walnut

Walnut

Walnut

Walnut
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SC-666. 80 WATT (40 WATT
IHF) FM/AM, FM STEREO
MUSIC CENTER. $349.95.
(Mfr.’s suggested list price.)

The FM tuner has FET for
greater sensitivity and selectivity.
Four dual-tuned IF circuits and
a unique Ratio Detector to provide
clear reception on FM.

The Multiplex Circuit has six
Solid-State transistors for error-free
automatic Mono/ Stereo switching.

A calibrated signal strength
tuning meter and automatic Stereo
Indicator Lamp simplify perfect
center-of-channel tuning.

Our full-range Linear Sliding
Controls provide smooth and

instant adjustment of tonal qualities.

And positive action Mono/
Stereo and Tape Monitor rocker
switches control the whole Stereo
Music Center. While Main and
Remote Speaker switches control
speaker selection.

The 8-inch woofer with an
inverted half-roll surround gives
fundamental bass response down
to 40 Hz. And a 2-inch wide-

e |

dispersion tweeter utilizes a low-
mass cone for smooth response

out to 20,000 Hz without distortion.
A low-loss crossover network
controls frequency separation.

The precision automatic
turntable’s Cue control lets you
interrupt record tlay by moving
a lever. It plays 7. 10 and 12-inch

records. At 78, 45, 332 and 162 rpm.

Stylus pressure and anti-
skating adjustmerts assure reliable
operation. And the Pickering V15
MICROMAGNETIC cartridge
includes an ultracompliant
stylus with diamond needle.

SC-555. 60 WATT (30 WATT
IHF) FM/AM, FM STEREO
MUSIC CENTER. $279.00.
(Mfr.’s suggested list price.)

The FM tunzr features FET for
greater sensitivity and improved
rejection of unweanted signals.

And four dual-tuned IF circuits
provide clear reception on FM.

The Multiplex Circuit affords
automatic Monoy Stereo switching.

Our AM tuner circuits pravide
the highest sensitivity and
selectivity. With static-free AM
reception because of a built-in
ferrite antenna of unique coil Jdesign.

Wide-range Linear Slidirg
Controls provide for precise
adjustment of the sound.

The rear panel includes
facilities for a tape recorder.

And an auxiliary program sou-ce.

The compact speaker
incorporates an acoustically
matched 63 -inch woofer witk
an inverted half-roll surround for
bass response down to 40 Hz.
And a 2-inch wide-dispersijor
tweeter utilizes a wide-dispersion
cone for ultra-smooth response
up to 20,000 Hz.

The precision automatic
turntable takes 7, 10 and 12- nch
discs. 78, 45, 324 and 16% rpm.

Low gram stylus pressurs
and built-in skating compensation
assure reliable operation.

The exclusive Panasonic
Magnistate cartridge comes with a
turn-over stylus and diamond needle.
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Part lll: The String Quartets

Beethoven on Records
Continuing High Fidelity’s appraisal of all available
recordings of the composer’'s music

by Robert P. Morgan

THE BEETHOVEN STRING QUARTETS stand apart. They seem to inhabit a world uniquely
their own, an imaginary realm where music exists in a quintessential state—an expres-
sion of the human spirit removed from the cares and concerns of everyday existence.
It is perhaps for this reason that the quartets have tended to be greeted by music lovers
with extreme reverence (as the purest of pure music) or outright puzzlement (as rather
abstruse expressions ol rarefied sensibility).

It is often claimed that one can view the over-all development of Beethoven's
compositional style solely through a study of the sixteen quartets. This belief has given
rise to a remarkably extensive literature dealing with these works (two major studies—
by Philip Radcliffe and Joseph Kerman—have appeared in English within the past four
years), but the more I become acquainted with the quartets, the more 1 am convinced
that from them one can receive only a very special and—at least in one sense—essen-
tially limited view of the composer. This is in no way meant to reflect negatively on the
quality of the works; it is, in fact, just the opposite—i.c., their uniformly high quality—
which is the point here. For it scems to me that the quartets represent merely stylistic
peaks in Beethoven's evolution and can therefore give only a distorted picture of the
over-all process.

There are two principal recasons why the quartets occupy a unique position in Bee-
thoven’s work. The first has to do with the medium itselt: the very nature of the string
quartet seems to suggest a special kind of treatment, a highly concentrated style of
writing that tends to inspire music of an essentially serious and abstract nature. The
second reason has to do with the chronological placement of the quartets in Beethoven's
total oeuvre. The quartets may be conveniently divided into three groups, each cor-
responding to one of the traditionally viewed “stylistic periods.” Thus the carly period is
represented by the six quartets of Op. 18, the middle period by the three Op. 59 quartets
and Opp. 74 and 95, and the late period by the five quartets, Opp. 127, 130, 131, 132,
and 135 (plus the Grosse¢ Fuge). But actually the quartets show only the maturest, most
completely realized stage of cach period. The Op. 18 quartets, for example, were all
written between 1798 and 1800 and thus followed the remarkable development (best
traced in the early piano sonatas) that culminated in the Pathétique Sonata. Similarly,
the Op. 59 set, written in 1805-6—and thus after the Eroica Symphony——reveals the
characteristics of the middie period only in its fully realized form. The quartets Opp.
74 and 95, written in 1809 and 1810 respectively, are perhaps the only questionable
cases, particularly the latter work, which can be viewed as a sort of bridge that extends
from the middle period into the late. But the last five, all composed after 1824, are the
most mature manifestations of the late style, coming as they do after the Ninth Sym-
phony and all five of the late piano sonatas.

It is this quality of stylistic maturity, I think, that accounts as much as anything
for the special aura surrounding the string quartets. It is also, } would suggest, an
explanation for the over-all remarkably high quality of the available recordings of these
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works. Something about these pieces seems to demand a serious and painstaking ap-
proach, a fact that tends to discourage all but the most intelligent and dedicated per-
formers. Particularly noticeable—and happily so—is the absence of any extreme idio-
syncrasy in the interpretations. One rarely has the feeling that the composition is being
exploited simply as a vehicle for the performers; it is rather the composition itself that
is in the foreground. All this leads me to a point I should like to emphasize before
considering the various recordings: 1 very much doubt if one could find a comparable
standard of performance in recordings of any other category of Beethoven's work.

The Complete Recordings

e Hungarian Quartet. Seraphim § 6005,
$7.47 (three discs);, § 6006, $7.47 (three
discs); § 6007, $9.96 (four discs).

® Amadeus Quartet. Deutsche Gram-
mophon SKL 2721 004, $13.50 (three
discs); SKL 2721 005, $13.50 (three discs);
SKL 2721 006, $18 (four discs).

® Budapest Quariet. Columbia M3S
606, $17.94 (three discs); M4S 616,
$23.92 (four discs); MSS 677, $29.84
(five discs).

e Fine Arts Quurtet. Everest 3255,
$17.91 (nine discs). Also available on
Everest 507, 35.97 (three discs); Concert-
Disc 506, $5.97 (three discs); Concert-
Disc 502, $9.95 (five discs).

Nowhere is this generally high quality of
performance more evident than in the
integral recordings of the sixteen quartets
—of which four are presently available:
the Amadeus, Budapest, Fine Arts, and
Hungarian Quartets. Each set is pack-
aged in threec boxed volumes, one de-
voled to each of the three periods. Thus
the buyer need not confine himself to
one group of performers in order to
have the complete quartets, but there
ar¢ undoubtedly those who like the idea
of having a “matched set.” Assuming
this to be the case, 1 would favor the
Hungarian performances, followed quite
closely by the Amadeus set. Although
both quartets have an exceptionally high
standard of ensemble playing, 1 find the
subdued, contemplative, and more con-
sistent approach of the Hungarian pref-
eruble in the long run to the aggressive,
extrovertish quality of the Amadeus’
playing. But everyone may not agree, and
at any rate, both are excellent. If price is
a consideration, then of course the Hun-
garian wins hands down,

If, on the other hand, one prefers a
more objective, streamlined Kind of per-
formance, then the Fine Arts should be
considered, although I find that their
readings lack a really strong individual
interpretive character and are thus a bit
on the dull side. This, incidentally, is the
only complete set also available in one
box (Everest 3235, nine records). There
are, however, distinct disadvantages to
this arrangement, First of all. so many
records in one box muakes it rather diffi-
cult to locate a particular disc, unless
you're very careful about how you put
them away. More importantly, Everest
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has jammed so much music onto each
record that few of the quartets start at
the beginning of a side. This can at times
even affect the structure of a composition,
as for example in Op. 59, No. 1, where
the marvelous overlap between the third
and fourth movements is lost due to a
record change. If you want to avoid this
problem, you can get these same per-
formances in three separate boxes (Ever-
est 507 and Concert-Disc 502 and 506, a
total of eleven discs).

For me, the Budapest readings are
the least satisfactory of all. I grant that
they do achieve a wonderfully warm
sound (somewhat obscured, however, by
the breathy quality of Columbia’s stereo)
and an effective rhythmic flexibility, but
the quality of the ensemble playing is
often weak and out of tune, particularly
when the going gets a bit rough. But
my own inclination would be to avoid
any matched set; onc can get much more
interesting—and of course more varied—
results by purchasing individual records.

The Early Quartets
(ADDITIONAL COMPIETE)

® Barvili Quartet. Westminster S 1028,
$9.98 (three discs).

o Endres Quarter.
39.95 (three discs).

® Budapest Quartet. Odyssey 32 36
0023, $8.94 (three discs, mono only).

Vox SVBX 516,

(ADDITIONAL, INDIVIDUAL READINGS)
Op. 18, No. 1, in F,

o Allegri Quartet. Music Guild S 866,
$2.98 (with Mozart: Quarter, K. 499).

e Lenox Quartet. Dover 7240, $2.50
(with Op. 59, No. 3).

o Smetana Quarter. Parliament S 614,
32.98 (with Op. 95).

Op. 18, No. 3, in D,

o Fine Arts Quariet. Concert-Disc 210,
$35.98 (with No. 4).

Op. 18, No. 4, in C minor.

E)‘- e Bartok Quartet. Dover 7280, $2.50

A

(with Op. 95).
o [Fine Arts Quartetr. (See No. 3.)
o Morini Quartet. Westminster 9074,
Cyerr Aoumd)
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$2.49 (mono only, with Mozart: Quartet,
K. 590).

Op. 18, No. §, in A.
e Claremont Quartet. Nonesuch 71152,
$2.98 (with No. 6).

Op. 18, No. 6, in B flat.

e Claremont Quartet. (See No. 5.)
o Janacek Quartet. Parliament § 623,
$2.98 (with Op. 135).

There are three boxed sets of the six Op.
18 quartets (three records each) in addi-
dition to the four that form parts of the
complete sets just discussed. The Barylli
version is definitely inferior, due both to
the cavernous recorded sound and the
mediocre quality of the playing. The
Endres, though, provides real competition
for the Amadeus. This group takes a
similar approach, often with better results.
Unfortunately their entry is marred by a
lack of careful editing: e.g., noticeable
splicing and the failure to correct inac-
curate entrances and even faulty pitches.
(This set represents the first volume of
the complete Vox recording, the other
volumes of which use a different en-
semble.) Finally, a Budapest Op. 18 is
also available in a re-release of their 1951
mono discs. Although I confess I am
unable to detect any great differences
between these performances and their
more recent ones—t0 my ear, they both
suffer from similar defects—I would go
for the earlier version in choosing be-
tween the two, mainly because the sound
is so much more natural. Also, the per-
formances are perhaps somewhat more
assertive and technmically more assured.
But for an over-all choice. the Hungarian
still seems to me to be the clear winner
for the carly quartets.

Turning now to the individual record-
ings of the Op. 18 group, something is
available for all but No. 2. Of the three
versions of No. 1. | prefer the one by the
Smetana. The warm, lyrical reading suits
the work very well. Similar, but some-
what more timid and thus less interesting.
is the Allegni version. The Lenox gives
the work a careful, well-thought-out in-
terpretation but suffers from a lack of
momentum in the first movement (e.g..
the slowing down of the tempo for the
second subject) and from technical diffi-
culties in the finale (the fast scale pas-
sages). The sound is also excessively dry.
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No. 3 is represented only by a single disc +

taken from the Fine Arts’ complete re-

cording. 1 have already expressed my 8

reservations about this ensemble, and they
apply to both of these readings. But there
is an excellent version available of No. 4
by the Barték, a beautifully integrated
performance featuring excellent ensemble
and tonal quality. 1 only regret that the
minuet seems a bit too slow to sustain
interest. A third version, by the Morini
Quartet, unfortunately suffers from poor
sound, unfortunate because the perform-
ance is quite beautiful. The only single
pressing available of No. 5 is by the
Claremont. They play with a great deal
of rhythmic flexibility and a free-wheel-
ing approach that works quite well for
both pieces. Some may object to the free-
dom of the style, but for me the resulting
plasticity is most effective. Finally, No. 6
is also obtainable in a version by the
Janagek. It is given a very rough, even
coarse, reading completely inappropriate
to the piece. The harsh sound of the
recording matches the performance. In
summary, with the exception of the Bar-
ték Quartet’s No. 4, none of these singles
can compete with the Hungarian set.

The Middle Quartets

(ADDITIONAL, BOXED SETS)

® Juilliard Quartet. Epic BSC 152,

2 [ $17.37 (Opp. 59 and 74, three discs).
® Guarneri Quartet. RCA Victor VCS 3

6415, $11.98 (four discs, complete). o'y

o Loewenguth Quartet. Vox SVBX
543, $9.98 (Opp. 59 and 95, and the
Grosse Fuge, three discs).

(ADDITIONAL, INDIVIDUAL READINGS)
Op. 59, No. 1, in F.

® Viach Quartet. Parliament S 615,
32.98.

Op. 59, No. 2, in E minor.

o Jandéek Quartet. Parliament S 627,
$2.98.

Op. §9, No. 3, in C.

® New Music Quartet. Bariok 909,
$4.81 (with Piano Sonata, Op. 14, No. 1).

® Smetana Quartet. Parliament S 634,
$2.98 (with Haydn: Quartet, Op. 103).

® Lenox Quartet. (See Op. 18, No. 1.)

Op. 74, in E flat.

® Allegri Quartet. Music Guild S 863,
$2.98 (with Op. 95),

4~ - ® Weller Quartet. London 6431, 35.98

(with Op. 95).
® Loewenguth
Quartets.)

Quartet. (See Late

Op. 95, in F minor.

o Allegri Quartet. (See Op, 74.)
— o Weller Quartet, (Sce Op. 74.)

APRIL 1970

e Juilliard Quartet. RCA Victor LSC
2632, $5.98 (with Op. 135).

o Weiner Quartet. Dover 7280, $2.50
(with Op. 18, No. 4).

o Smetana Quartet. (See Op. 18, No. 1.)

With the middle quartets the choice be-
tween the Hungarian and Amadeus sets
is more difficult. These pieces (particular-
ly the Op. 59 group), due to their expan-
siveness and dramatic tension, are more
appropriate to the Amadeus approach
than those of Op. 18. 1 would rate the
two about even, the choice depending
quite simply upon one's performance
preferences. For instance, 1 prefer the
Amadeus in Op. 59, No. 1, and the Hun-
garian in Op. 95. In these middie
quartets the problem is further compli-
cated by the addition of two excellent
sets, which the listener may well prefer
to any of those forming parts of the
complete recordings: one by the Juilliard
(only recently deleted), the other by the
Guarneri. The Juilliard Quartet omits
Op. 95 (it contains only three records,
one less than the Guarneri), but it has
outstanding performances of the other
four pieces. The Juilliard plays with a
sense of precision and rhythmic thrust
unmatched by any other quartet currently
active, There is perhaps a tendency
toward stiffness in their interpretations,
but this is more than offset by the good
features. For example, they play the
finale of Op. 59, No. 3 with a speed and
clarity that leaves all the other per-
formances far behind. Furthermore (and
contrary to the opinion of many com-
mentators), 1 find their playing highly
expressive, but this expressivity is the
result of clear articulation of formal
structure rather than mere surface
nuance. As for the Guarneri offering, it
is difficult to imagine a greater contrast
in approach to that of the Juilliard. Al-
though this is an American quartet, their
sound is definitely “European.” They
achieve a beautifully ripe, mellow tonal
quality; the intimate lyricism of their
playing is in its own way as equally ex-
pressive as that of the Juilliard. Their
ensemble is also excellent, and they play
all of the works with an evident sense of
care for both the details and the total
conception. (One word of warning, how-
ever: my copy of this set has extremely
bad surface noise throughout all eight
sides.) The third available set of the
middle quartets is by the Loewenguth
Quartet, which omits Op. 74, but does
include, curiously, the Grosse Fuge.
(Their Op. 74 appears in a later volume.)
The Loewenguth sounds a bit schmaltzy
here: a too liberal use of vibrato and a
tendency to scoop into pitches. This, in
conjunction with a rather loose sense
of ensemble, creates an unpleasant
“soupy” effect.

As for individual recordings, there is
surprisingly little available for the Op.
59 quartets: only one version for each
of the first two, and three versions for
the third. No, 1 is represented by the
lovely sounding Viach Quartet. The per-
formance of the first movement is quite
striking—slower and more lyrical than
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usual. It creates an interesting effect that
works well here, but when the second
movement also appears in a very slow
tempo and is also performed in a relaxed
rhythmic vein, contrast is lost and the
whole structure begins to topple. No. 2
brings up the Janalek Quartet again.
The results are considerably better here
than in their reading of Op. 18, No. 6,
due in part to the nature of the piece—it
can take this kind of roughshod approach
somewhat better, although the slow
movement is so slow that the music
threatens to evaporate before the double
bar. With No. 3, the situation brightens
a bit. Best of all is the performance by
the now defunct New Music Quartet,
which competes with the Juilliard in
the brisk tempo of the last movement
but provides a softer instrumental sound.
There is also a very good version by the
Smetana Quartet, but this performance
suffers from an overly slow first move-
ment. Finally, the Lenox Quartet gives
an adequate, if restrained, reading.

Both of the singles available of Op.
74 are paired with Op. 95, and each
has impressive performances by the
Allegri and the Weller Quartets. They
are alike to a marked degree: both tend
to emphasize the lyrical side of the works,
playing down dramatic effects, and both
reveal the same qualities of textural
balance and beautiful instrumental sound.
If 1 had to choose between the two, I
would say that the Weller is perhaps a
bit superior, due mainly to the better
recorded sound, but also because the
fugal middle section of the slow move-
ment of Op. 95 is given an extraordi-
nary performance. Op. 95 is for some
reason the most recorded of all the quar-
tets (and on the whole also the best
recorded). There are three additional per-
formances to be considered. One is by
the Weiner Quartet, coupled on Dover
7280 with the Barték Quartet's remark-
able version of Op. 18, No. 4, and this
reading manages to hold its own quite
well with Side 1. The Weiner plays with
great authority—there is something al-
most overpowering about their approach
to this music—but they also maintain a
balanced instrumental quality and mar-
velous textural clarity. Altogether, this
disc represents one of the best buys in
the entire field, and I recommend it as
an initial disc for anyone interested in
becoming acquainted with this music.
There is also the Smetana Quartet’s
version, the companion to their recording
of Op. 18, No. 1. Again, this is a warm,
robust reading, not geared to subtlety
but nevertheless quite good in its way.
Finally, the Juilliard’s Op. 95: again
their clear, precise style is evident in
a performance that is a worthy com-
panion to their boxed set of the first four.

The Late Quartets

(ADDITIONAL, BOXED SETS)
e Guarneri Quartet. RCA Victor VCS

6418, $11.98 (four discs, complete).
® Loewenguth Quartet. Vox SVBX
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544, $9.95 (Upp. 74, 127, 130. 135, three
discs); Vox SVBX 545, $9.95 (Opp. 131,
132, and Piano Quartets, Op. 152, three
discs).

(ADDITIONAL, INDIVIDUAL READINGS)
Op. 127, in E flat,

® Yule Quartet. Cardinal VCS 10054,
$3.98.

o Vienna Konzerthaus Quartet. West-
minster W 9073, $2.49 (mono only).

® Quartetto  laliano.  Philips  SAL
3703, 3598 (with Op. 135).

Op. 130, in B flat.

o Smetana Quartet. Crossroads 22 16
0056, 32.98.

o Quartetto Italiano. Philips SAL 839
795, 33.98 (with the Grosse Fuge).

Op. 131, in C sharp minor.

o Viach Quartet. Parliament § 625,
32.98.
o Juilliard Quartet. RCA Victor LSC
2626, $5.98.
)

Op. 132, in minor.

e Yale Quartet. Cardinal VCS 10005,
$3.98.

® Quartctio laliano. Philips 900182,
$5.98.

Op. 135, in F.
® Jundcek Quartet. (See Op. 18, No.
6.)

_.)L_ — o Juilliurd Quaurtet. (See Op. 95.)

® Quurtento ltaliano. (See Op. 127.)

Grosse Fuge, Op. 133 (Orchestral tran-
scriptions).

® Berlin Philharmonic, Wilhelm Furt-
wingler, cond. Heliodor HS 25078,
$2.98 (with Symphony No. 5).

o Winograd String Orchestra, Arthur
Winograd, cond. Heliodor HS 25019/2,
$2.49 (two discs, with Bach's Art of
Fugue).

o English Baroque Orchestra, Her-
mann Scherchen, cond. Westminster 9711,
$2.49 (with Septet, Op. 20, mono only).

® Orchestre de la Suisse Romande,
Ernest  Ansermet, cond. London CS§
6159, 35.98 (with Bartok’s Music for
Strings, Percussion, and Celesta).

The five quartets of Beethoven's last years
are the ultimate realization of the com-
poser’s most advanced musical thought.
Although these works may still strike
some listeners as the confused imaginings
of a sick man, those who have come to
terms with their admittedly difficult lan-
guage will discover that they embody an
ideal—a brilliant vision of the heights to
which music can aspire. Each of the five
is unique—as different from one another
as all five are different from the earlier
quartets—and it is undoubtedly this fact
that makes the performance of each one
such a totally different problem. None of
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the ensembles with complete sets, for ex-
ample, gives uniformly excellent readings
of all of these works, which makes it
particularly difficult to recommend any
one as a clear choice. The Amadeus pro-
vides impressive performances of Opp.
132 and 135, where the extreme contrasts
in the former and the outgoing quality of
the latter suit their style very well: but
some roughness is discernible in the more
intimate Opp. 127 and 131. While the
Hungarian, on the other hand, plays both
these latter works with wonderful con-
trol and understanding, it lacks the bite
of the Amadeus in Opp. 132 and 135.
Volume 111 of the Fine Arts entry should
be mentioned here, for it gives both ver-
sions of Op. 130 (i.e., one with the
Grosse Fuge as finale and the other with
the later, "normal” finale—thus adding
an extra record to their set), whercas
all of the others (including the Fine Arts’
nine-record Everest set) give only the
later version, presenting the Grosse Fuge
either on a separate side (Fine Arts and
Budapest) or as an additional finale for
Op. 130, placed after the usual one
(Amadeus and Hungarian). (The latter
arrangement has the advantage of en-
abling the listener to choose his own
finale—or to have both, if he so desires.)

There is only one additional boxed set
of the late quartets currently available,
(the Guarneri set of the late quartets did
not arrive in time for review) and this
one, unlike the others, is in two volumes:
Volumes IlI and 1V of the Vox Loewen-
guth recording. My objections to the
performance style of this group are
already on record. so I will confine
myself here to the unusual packaging.
The Grosse Fuge, as we have already
seen. appeared in their second volume:
Op. 74 (missing from that volume) is
included in Volume 111. along with
Opp. 127, 130, and 135. The remaining
two quartets—Opp. 131 and 132—ap-
pear in Volume 1V, in addition to (of
all things!) the three piano quartets,
Op. 152 (performed by the Mannheimer
Trio with pianist Giinter Ludwig). This
is particularly strange when one con-
siders that these piano quartets, despite
their opus number, were written when
Beethoven was only fifteen, and thus
make odd companions for the late string
quartets. But actually, I would advise
avoiding all of the complete sets for
recordings of the late quartets: such in-
dividual works seem to require individual
choices.

For Op. 127, there is a remarkable
performance by the Yale Quartet. This
ensemble’s clean. precise playing resem-
bles that of the Juilliard. but its gentler,
less cutting instrumental sound enables
then to project the soft contours of this
piecec most effectively. The relationship
of tempos between movenents is particu-
larly tricky—and particularly important—
in Op. 127, a problem impressively han-
dled by the Yale, but one which mars an
otherwise fine performance on another
available single: the Vienna Konzerthaus
Quartet version. Interesting and techni-
cally fine as it is. the slow tempos in
the last two movements tend to weaken
the over-all continuity. (The monaural
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sound is quite good here, by the way.)
A third entry is the recent version by the
Quartetto Italiano. Here is a beauti-
fully matched ensemble that performs
with extraordinary elegance. Despite a
somewhat measured, almost stiff quality
to their playing, the calm, controlled,
often "sweet” approach is effective in
this essentially nondramatic work. Only
the scherzo, the movement that supplies
the main contrast in the piece, lacks the
necessary punch.

The Quartetto ltaliano has also re-
cently released a version of Op. 130.
This includes both final movements, but
curiously enough the Grosse Fuge is
placed first, followed by the later finale,
which sounds ridiculously anticlimactic in
this context. A pity, since the perform-
ance (particularly of the fugue) is quite
good. Another single, by the Smetana
Quartet, has been deleted, but the per-
formance is a fine one and well worth
tracking down. The Smetana plays the
“Galitzin™ version (i.e., with the Grosse
Fuge as finale) in a vigorous, exciting
performance that makes up in intensity
for what it lacks in subtlety. Especially
impressive is the fugue itself, taken at
a furious pace and generating an enor-
mous amount of excitement. Of course,
for those who are bothered by the fugue
in this context, it will not be a satisfac-
tory disc, but personally I find the presen-
tation completely convincing.

Opp. 131 and 132 are each represented
by two single versions, For Op. 131, there
are performances by both the Vlach and
Juilliard Quartets. The Vlach disc seems
to me inferior because of slow tempos
and a tendency to oversentimentalize.
The Juilliard reading is better, but
flawed. Although they play with their
usual precision, their over-all approach
does not always work as well here as in
the middle quartets. The first movement
in particular is disappointing; they seem
unable to generate interest in this kind of
piece (i.e., placid and nondramatic) and
try to create an artificial excitement by
accelerating in the middle of the move-
ment, but the result seems strained. The
slow variations, however, are quite beau-
tiful and the last movement—despite the
extremely detached bowing—also has
merit. With Op. 132, the choice seems
clear; the Yale Quartet here gives an-
other magnificent reading. This is one
of the finest ensembles presently in exist-
ence, a point proved here by their ability
to bring out the contrasts inherent in
this piece with great vitality but without
losing the larger sense of the composi-
tion. The other version is by the Quar-
tetto Italiano; unsatisfactory due to a
lack of tension, a quality necessary to
convey the character of this very com-
plex work. Coming finally to the last
quartet, Op. 135, the Janacek version,
on the reverse side of their Op. 18, No.
6, is unacceptable for the same reasons
1 cited in the earlier piece. Another entry
is the Juilliard on the reverse side of
their Op. 95. Despite the somewhat bland
quality of the first movement, this is, on
the whole, an excellent rendering (the

Continued on page 114

CIRCLE 101 ON READER-SERVICE CARD—>»


www.americanradiohistory.com

W 80 Rear View

When our engineers told us what
the new VARIFLEX" Speaker Systems
could do...we didn’t believe it.

After all when we were told that two
speaker systems can be placed end-to-end
as a console. or at various spacings apart. or
any distance from the wall, or at almost any
height between ceiling and floor. and still
project flawless stereophonic reproduction
to all areas of a room simultaneously ... we
were skeptical ... but there are three ways to
deal with a skeptic.

First, tell it like it is.

Engineers love to explain things, so
that’s what they did. Variflex Speaker Sys-
tems, we were told. are not like any other
speaker systems past or present. They are
unique because they are the only reflective
speaker systems that are completely adjust-
able. In the rear of cach unit is a vanplanu-
lar disc set in a universal swivel mount. This
dise. they said, can be finger tip adjusted for
any combination of vertical to horizontal
positions. Once adjusted for correct acousti-
cal reflection. the speaker systems would pro-
vide overall stereophonic reproduction as
promised . .. and furthermore. we were told.
we could move about the room freely and
never lose that important sense of program
source characteristic of concert hall per-
formance.

Second, put it to the test.
We watched as two W80's were ad-

justed. The engineer merely tipped the vari-
planular disc this way and that...and
rotated the swivel mount a little to the left.
a little to the right...and that was all there
was 10 it. It seemed too easy to us. But after
about two minutes, or maybe a shade less.
they were ready. We were asked to stand
anywhere in the room. Then we were treated
to a fine performance of Tchaikovsky's
Pathetique. “Walk about.” they suggested.
We did and we were amazed. It was true
stereo everywhere and anywhere. There was
none of the splatter or surround effect asso-
ciated with omnidirectional systems. We had
to admit this was a “first” for all of us and
we found it difficult 1o restrain our excite-
ment.

Third, do it yourself.

“Now.” they suggested. "you try it.”
It looked like fun. We each took a turn ad-
justing the speakers. Only one thing bothered
us. The W80 makes everybody with finger
tips an instant expert. Then they ashed us
questions.

What acoustical problem is solved?

A very important one. Since almost
all rooms are acoustically unbalanced. fixed
directional systems. conventionally placed.
are too rigid to overcome this deficiency.
Only the amazing tlexibility of the new Vari
flex Speaker Systems can provide “all over”
balanced sterco.

What will women say?

“It's about time.” probably. W80's
are a woman's dream. They are never un-
welcome intruders. Since they are reflective
systems. the front of the cabinets resemble
fine pieces of furniture. Because they permit
placement versatility. they can be inserted
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decoratively or unobtrusively into any room
scheme . .. even as built-ins with an optional
roll out base.

What about quality?

That was an unnecessary question.
The W80's are Achromatic Speaker Sys-
tems—and therefore are critically engineered
in the uncompromising tradition of excel-
lence

A suggestion to all skeptics.

Believe your own ears. Just visit a
Wharfedale dealer, and ask for a dramatic
demonstration. Start walking around as a
disbeliever ... you won't be one for long.
You'll be as amazed as we were. Wherever
you pause. you will be aware of distinct
stereophonic  separation, ... Variflex may
well be the component speaker innovation
of the 70's.

For full specifications on the W80
and all Wharfedale Systems write: Wharfe-
dale. division British Industries Co., Dept.

HD20. Westbury, N.Y. 11590

Wharfedale

Achromatic Speaker Systems

Front view of two W 80's
mounted on optional base
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EVENIF IT WEREN’T
BE REASON TO CELEBRATE.

3 reasons.

Two masterful albums by [eonard _#%
Bernstein, one containing the 4th and 8th £t
symphonies, the other, the 7zth. A stun- “"
ning collection of sonatas from Glenn &8
Gould, including the “Moonlight,” &
“Appassionata’” and “Pathétique.” &

All are recording firsts. Each {2
interpretation is unique. S

So even if it weren’tthe 200:h
birthday of onc of music’s greatest
men, now is the pérfgct time to list:
to some of his greatestmmn

After all}]
celebration is all ‘gl

—

i

id/ Becthoven Sonatas
Gmlﬁ;:; ‘\P‘Pu_«imsnl Pathetigue

ON COLUMBIA RECORDS #
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the
new
releases

Recharting the Muddied Waters of Swan Lake

by R. D. Darrell

NoT UNLIKE the variously equalitarian pigs in George
Orwell's Animal Farm, some complete recordings are
more complete than others.

The most notorious examples, outside the world of A re’(rOSpeC’(lve
opera at least, long have been the multiple versions of . . R
Tchaikovsky's first great ballet, Swan Lake: the recorded lnSplred by Rozhdestvensky S
performances differ madly, not only in length but also .
in the selection and sequence of materials included. Even new Complete recordlng
the generally accepted first recording to warrant the
accolade of “complete” (the famous 1955 mono version
by Dorati) lacks four selections comprising an Act III
Pas de deux, rescued from the 1877 original production
of the ballet, while all two-disc versions, including several
that claim to be complete and are so listed in the Schwann
catalogue, lack not only these pieces but a good many
others (see the accompanying chart for specifics).

Happily, the proud claim on the handsomely illustrated
box cover of the latest set seems to be quite legitimate:
“The first stereo recording of all the music from the
original production of Tchaikovsky's Swan Lake.” It is
notable too for Rozhdestvensky's invigoratingly dynamic
reading; the extremely powerful, open, and stereoistic
engineering; and not least for the notes (by James Lyons)
which helpfully clear up many of the mysteries and
misconceptions that have shrouded the original 1877
production of the ballet, as well as the differences be-
tween the original score and the one used in the Petipa/
Drigo revival of 1895 which made the work world-
famous. The accompanying leaflet is also admirable for
giving full details of the musical contents and specific
credits to the important soloists: Mikhail Chernyakhovsky
(violin), Olga Erdeli (harp), Viktor Simon (cello), and
Suren Gevorkian (trumpet).

There are of course minor reservations to my general
acclamation: the orchestra here—particularly the rather
coarse brass section—is scarcely a match for some of
those to be heard in far less complete versions, such as
the excerpts offered by Ormandy’s Philadelphians,
Stokowski's New Philharmonia, and Ansermet’s Suisse
Romande, for examples. And one must grant that
Rozhdestvensky's uninhibited energy sometimes verges on
the slapdash and that he seldom approaches the grace
and subtlety of an Ansermet or Monteux. But one can't
have everything. Over-all, this must rank as the Swan
Lake for Tchaikovsky connoisseurs.

Indeed, each of the other five charted here has its
individual attractions. The Fayer/MK version—still listed
in Schwann's supplementary catalogue—in particular de-
serves credit as the first to use the new 1957 Russian
score, including the rediscovered Act IIl Pas de deux
(Insert A in the chart); for that matter, it is essentially
identical in content with the new release. What handicaps
the performance is its mono recording, which now sounds
unpleasantly hard and cold, and a reading that is not
especially distinctive. The sonic brilliance of Dorati's )
once deservedly acclaimed version now shows its age, but N Be'ssm'ertm'n'a as 'Ollefie-O(!lIP and N. Fadeichev as
still remains exciting as well as historically important. Siegfried in this season’s Bolshoi production of Swan Lake.
could commend this reprocessed edition with more fervor,

Tass from Sovfoto
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SWAN LAKE BALLET RECORDED SEQUENCES

Rozhdest-
vensky
Jurgenson Orch. Score and (in parentheses) (Melodiya/ Fayer Doratl Lanchbery Abravanel Ansermet
Tchaikovsky Soc. Piano Score Item Numbers Angel) (MK} (Mercury) (Angel) (Vanguard) {London)
= ) Introduction: Andante 1 1 1 1 1 1
Act |
1 (1) Opening Scene: Allegro 2 2 2 2 2 2
2 (4) valse (Corps de Ballet) 3 3 3 3 3 3
3 (3) Scene: Allegro moderato 4 4 4 4 X X
4 (2) Pas de trois
a) Intrada: Allegro moderato 5a 5a 5a X 4a 4a
b} var. i: Andante sostenuto 5b 5b 5b 8 X X
c) Var. ii: Allegro semplice 5¢ 5¢ 5¢ X 4b 4b
d) var. iii: Moderato 5d 5d 5d X 4c 4c
e) var, iv: Allegro Se Se Se X 4d 4d
f) Coda: Allegro vivace sf 5f 5f X 4e de
5 (29) Pas de deux
a) Intrada: Tempo di valse 6a 6a 6a X 5a 18a
b) Var. i: Andante; 6b 6b 6b X 5b 18b
b') — Allegro; Molto pid mosso 6b! 6b! 6b! 26b x X
¢) var. ii. Tempo di valse 6¢c 6¢ 6¢ X 5d 18c
{30) d) Coda: Allegro molto vivace 6d 6d 6d X Se 18d
6 (5) Pas d'action: Andantino 7 7 7 X X X
7 (6) Scene (Sujet) (Dusk falls) 8 8 8 6 6 5
8 ()] Danse des coupes (Polacca) 9 ? 9 7 7 6
9 (8) Finale Act I: Andante 10 10 10 9 X x
Act 11
10 9 Scene: Moderato 11 11 11 10 8 7
11 (10) Scene: Allegro moderato 12 12 12 11 9 8
12 (11) Scene: Allegro 13 13 13 12 10 9
13 Dance of the Swans
(12) a) Tempo di valse 14a 14a 14a 13 11a 10a
(16) b) Scene: Moderato assai 14b 14b 14b 17 11b 10e
(12) c) Tempo di valse (bis} 14c 14c 14c¢ X X X
(14) d) Allegro moderato 14d 14d 14d 15 11c 10c
(13) e) Pas d’action: Andante; 14e 14e 14e 14a 11d 10b
el) — Allegro 14e! 14e! 14e! 14b X X
(15) f) Danse générale (Valse) 14f 14f 14¢ 16 1le 10d
17 g) Coda: Allegro vivace 14g l4g 14g 18 111 10f
14 (18) Finale Act II: Moderato 15 15 15 19 x x
Act 1l
15 (19) Scene: Allegro giusto 16 16 16 20 12 11
16 (20) Danses du corps de ballet et des nains 17 17 17 X X X
17 (21) Scene (Fanfares & Valse) 18 18 18 21 13 12
18 (22) Scene: Allegro; Allegro giusto 19 19 19 22 14 13
19 (23) Pas de six
a) Intrada: Moderato assai 20a 20a 20a 5a X X
b) var. i: Allegro 20b 20b 20b 5b X
b!') — Andante con moto 20b! 20b! 20b! 33 X X
c) var. ii: Moderato 20¢ 20¢ 20¢ X x X
d) var. iii: Allegro 20d 20d 20d 5c X X
e} Var. IV: Moderato; Allegro 20e 20e 20e 26¢ X X
f) Coda: Allegro molto 20f 20f 20f 26d X X
— (—) Insert: Pas de deux (MS)
a) Intrada: Moderato 21a 2la X 26a X X
b) Var. i 21b 21b x 5e x x
c) var. ii 21c 21c X 5d X x
d) Coda 21d 21d X 5f X X
20 27) Danse hongroise (Csardas) 22 22 21 25 17 17
21 (25) Danse espagnole 24 24 22 23 15 14
22 (26) Danse napolitaine 25 25 23 X 16 15
23 (28) Mazurka 26 26 25 24 18 16
24 (31) Scene: Allegro; Valse; Allegro 27 27 26 27 19 X
Act IV
25 (32) Entr’acte: Moderato 28 28 27 28 X X
26 (33) Scene: Allegro non troppo 29 29 28 29 X X
27 (34) Danses des petits cygnes 30 30 29 30 20 X
28 (35) Scene: Allegro agitato 31 31 30 31 21 19
29 (36) Final Scene: Andante; 32a 32a Jla 32 22a 20a
Allegro agitato 32b 32b 31b 34 22b 20b
Supplements
— (24) Danse russe 23 23 24 X X X
Petipa/Drigo Interpolations
—_ (294) I.  Tchaikovsky's Op. 72, No. 12 X X X -, X X X
= (324) I11. Tchaikovsky's Op. 72, No. 11 b3 X X X X X
— (36A) 111. Tchaikovsky's Op. 72, No. 15 X X X X X X
- (298) Iv. Polka (by Drigo?) X X X b3 5¢ X

This chart has been modeled — with considerable_revamping as well as up-
dating — from that in the Clough and Cuming The World Encyclopedia of
Recorded Music, Supplement 111 1953-55. Since the Russian orchestral score
of 1957 is not yet accessible in the west, the numbering is that of the 1895
Jurgenson orchestral score (a more recent American one by Broude Bros. Is
quite similar) and the ‘‘complete” piano score edition b{ Peter March, pub-
lished by the Tchaikovsky Foundation of New York in 1549. The recording
sequences shown are those of (from left to right): the new Melodiya/Angel
three-disc stereo set under review; the MK 202C three-disc mono set con-
ducted by Yuri Fayer (released in 1961); the Dorati performance originally
released by Mercury in a three-disc mono set in 1955 — currently available

80

only in a “stereo _reprocessing’ in the six-disc Mercury set, SR 69014 (1963-
64), which also includes Dorati’s complete Sleeping Beauty and Nutcracker
Ballets; the two-disc stereo Angel set SB 3706 of the Unitel Film Soundtrack
conducted by John Lanchbery (1967);, the two-disc stereo Vanguard-Everyman
set, S 223/4, conducted by Maurice Abravanel (1967); and the two-disc stereo
London set, CSA 2234, conducted by Ernest Ansermet (1959).

It might be added, for the benefit of those following the performances
from the Tchaikovsky Foundation piano score, that ten or mote items appear
there in versions which omit some of the rearrangements, repetitions, and
extensions of the same materials In the orchestral score.

HiGH FIDELITY MAGAZINE
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though. if only it were made available at a bargain price.
A budget tariff and a warmly engaging performance and
recording are the prime attractions of the Vanguard-
Everyman entry in the incomplete lists. Angel’s sound-
track of a Viennese film starring Fonteyn and Nureyev
may well appeal to balletomanes since it is the only per-
formance that has actually served for dancers. But perhaps
for that very reason the late John Lanchbery’s tempos
often seem too slow and his reading lacks zip and lift.
And while he includes the Insert A Pas de deux pieces.
they—Ilike many of the other more familiar selections—
are played out of order and out of proper context. The
London set stands up well despite its age. thanks to
Ansermet’s gracious, resplendent performance and to the
recording itself. which still retains warmth and expansive-
ness. And ils labeling is more honest than that of most
incomplete versions: the omissions are clearly indicated.

Some mysteries still remain. among them the one that
puzzles me most: the relationship between the item 5b'
Allegro addition to the Andante violin solo (Var. i) in the
Act 1 Pas de deux. and the Petipa/Drigo production’s
Interpolation 1V. The latter is noted in the piano score

as “not by Tchaikovsky . . . attributed to Drigo.” But to
my ears. this printed piece seems to be a shortened and
much simplified version of the 5b' Allegro. which pre-
sumably is by Tchaikovsky.

For the most part, however, the long-muddied Swan
Lake waters at last have been clarified and helpfully re-
charted. In particular, the new set’s notes correct a mis-
conception that many of us had long accepted: evidently
a large amount of Tchaikovsky’s original material actually
was jettisoned—and presumably lost forever—from the
1895 Petipa/Drigo production. Apparently there will be
no further rediscoveries after the delectable Insert A Pus
de deux. So we can relish with sharpened satisfaction
what now must be acknowledged as the truly complete
Swan Lake. the thirty-six-year-old Tchaikovsky's infi-
nitely imaginative adventure into the world of ballet that
he was later to conquer and rule so gloriously.

TCHAIKOVSKY: Swan Lake, Op. 20. Moscow Radio
Symphony Orchestra, Gennady Rozhdestvensky, cond.
Melodiya/Angel SRC 4106, $17.94 (three discs).

_ The Piano Music

The illuminating performances
of Walter Gieseking

Arrit. 1970

of Mozart and Debussy

by Harris Goldsmith

IT HAS OFIEN been said that when a performing mu-
sician dies. his recordings die with him. The public seems
more interested in recorded souvenirs of personalities
they can hear live in the concert hall: unfortunately. few
collectors wish to own the work (however supreme) of
artists no longer active. The only exception, so far as |
can see. is Enrico Caruso, dead for nearly half a century
but whose records are still in demand. Artur Schnabel
almost made it several years ago when Angel releassd
his Beethoven sonata cycle and found themselves with
an unexpected best-seller on their hands. Toscanini.
Rachmaninoff. Kreisler. Furtwiingler. and Bruno Walter
all continue to have a sparse but loyal following, yet
their reputations have fallen off alarmingly.

Now Angel/Seraphim and Columbia/Odyssey are res-
urrecting the legacy of Walter Gieseking (1895-1956).
one of the pianistic giants of his day. Gieseking was
born in Lyons. of German parents. studied piano with
Karl Leimer at Hannover. and became famous for his
performances of the German masters and the French
impressionists. The pianist’s American career neatly sep-
arates into two parts. The great dividing line. of course.
is World War II. Gieseking’s unsavory activities during
this period nearly finished him with the American pub-
lic. Picketing caused his withdrawal from the domestic
circuit in 1948-49. and even when he did finally re-
appear at Carnegie Hall in 1953, there were demonstra-
tions all down 57th Street. Though Gieseking was a pro-
lific recording artist all during the blitz years, the fruits
of his wartime sessions (for German Columbia and
Electrola) have never been released here. Aside from
the two or three wartime broadcasts issued by Urania
(without Gieseking's approval). the pianist’s best-known
recorded work in this country divides itself into his pre-
war 78-rpm discs made in the studios of American and
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Mozart
and Debussy

British Columbia, and post-1950 efforts, which appeared
on domestic LPs first on Columbia, later on Angel.

rlier in his career, Gieseking was a larger, more hard-
hitting player and his repertoire went as far afield as the
difficult Concerto of Goffredo Petrassi (which Gieseking
learned on a two-day journey by train). I have heard a
marvelous Gieseking Rachmaninoff Second Concerto
with Mengelberg and the Concertgebouw, well preserved
by the Netherlands Radio. Were that performance made
available we could hear facets of Gieseking hardly sug-
gested by his limited, strictly kosher postwar repertory.

Gieseking's technique is reputed to have declined
alarmingly during his years of absence from American
concert halls, but records do not support this assertion.
The virtuosity one hears from his 1953 discs is quite as
breathtaking as that from his 1938 releases—and there
are a few wrong notes in both! The German pianist
was also supposed to favor a precious, mincing, under-
vitalized approach to Mozart—and the recorded evidence
refutes that claim too. Seraphim’s treasure-laden reissue
of the complete solo piano music gives us an excellent
opportunity to reassess an important and much maligned
segment of recorded lore. The first thing one notices
about these recordings is that they are very well repro-
duced. The mono piano tone is clean and strong—a bit
sec perhaps, but eminently well suited to Gieseking's
refined, rather objective classical approach. Next, one
observes the remarkably poised beauty of Gieseking's
pianism: limpid ornaments, bejeweled symmetry, almost
superhuman composure. No other Mozart piano record-
ings known to me display such remarkable and con-
sistent balance between the two hands. Gieseking had
the ability to hold a mercilessly brisk basic tempo, and
he negotiates countless treacherously difficult passages
with ease and perfection. Gieseking’s Mozart has been
accused of coldness (according to contemporary ac-
counts. Mozart himself was similarly faulted for lack of
feeling!). Such an indictment is really insupportable, but
not surprising: 1 suppose blood, sweat, and tears will
always have more universal appeal than the kind of god-
like perfection that both Mozart and Gieseking display.

It is also not surprising to find that Gieseking plays
some pieces of Mozart better than he plays others: such
a vast lexicon of expression is too multifaceted to be
entirely grasped by any single personality. I felt that he
missed the point completely in the A minor Rondo,
K. 511 which, though exquisitely well played, is alarm-
ingly flippant and arbitrary. Similarly, I found Gieseking
to be less than inspired in the D major Rondo, K. 485,
the first movements of the A major Sonata, K. 331, the
F major, K. 451, and throughout all of the sonatas K.
330 and K. 545. The K. 331 Variations are rather archly
and insipidly re-created. But all of his interpretations in
these works are both a trifle rigorous and inexpressive.
On the other hand, Gieseking is remarkably effective in
the great C minor Fantasy-Sonata, K. 475/457. His
broad, singing delivery of the K. 570’s first movement is
marvelously satisfying, and the F major Sonata, K. 332
is quite simply the finest presentation I have ever heard.
It has a wide dynamic range, hard-hitting tempos, with
equal and complementary portions of immense refine-
ment and high animal spirit. Gieseking uses the sustaining
pedal rather sparingly, and his touch has a dry, some-
times supercilious, austerity. Yet, if you bear in mind
that his performances demand that you go to them (Lili
Kraus’s equally perceptive but completely dissimilar
Mozart comes to you), you will discover a great deal
of backbone, expressive point, and rhythmic freedom.

Despite his severity, Gieseking almost always differen-
tiates between soft and loud passages. and his sforzandos
are roguishly intense, and best of all, there is virtually
none of that cherubic lingering and sentimentality some-
times indulged in by even so fine an artist as Walter
Klien (Vox). In the great A minor Sonata, K. 310, you
will note that Gieseking ends the first and third move-
ments with nary a hint of a ritard! I rather like this
sort of terse directness. On the other hand, the delicious
series of German Dances, and the long sequence of
Minuets with Trios are full of pliancy, charm, grace,
and humor.

Gieseking approaches the childhood works (K. 1
through K. 5) with beguiling simplicity. He certainly
doesn’t make the mistake of becoming wistful or ex-
cessively precious (eight-year-olds. after all, are not
especially given to sentimentality). Nor is Gieseking
ever pretentious with the mature works, even though
he plays them with increased nuance and sensitivity. In
the wonderful F major Sonata, K. 533/494, he shifts
the value considerably by giving the first movement a
weighty. almost Beethovenian firmness rather than the
usual subdued melancholy. The many sets of variations
are played with sharp, clear, gallant sparkle and—
where necessary—poignant, intense artistry. Gieseking's
K. 397 Fantasy in D minor is delicately rather than
thunderously drawn, but it has proportion and a goodly
ration of drama. The delectably chromatic D major
Minuet, K. 355, is supremely supple in Gieseking's
insinuating reading, and the startling, unfinished Suite,
K. 399 is, for all its occasional digital desperation,
potent and well conceived. In the curious little Gigue.
K. 574, Gieseking wisely refrains from clarifying the
enigmatic rhythm. His shifting accentuation brings out
all of Mozart's harmonically accented upbeats with
telling sophistication.

Seraphim retains the identical format of the original
full-priced Angel edition. The first four records appear
in Vol. 1, the second four in Vol. 2, while Vol. 3 con-
tains the ninth, tenth, and eleventh discs of the cycle.
The contents of each box are fully noted on the cover,
and inside you will find excellent annotations on each
work by William Glock. The high spots are evenly dis-
tributed throughout the three albums, and I would urge
any collector to take them all.

The other Gieseking memorial comes from Odyssey.
It is a three-disc box containing Debussy’s Children's
Corner Suite and Suite Bergamasque, and both books
of the Preludes. These are not the performances that
appeared in Gieseking’s complete Debussy piano cycle
on Angel, but are taken from earlier postwar discs.
When I wrote my Debussy discography (HiGH FIpELITY,
October 1962), I found the older Children’'s Corner/
Suite Bergamasque coupling preferable to the newer,
slightly less flexible Angel versions. My preference still
holds, and with improved sound and reduced price, the
Odyssey entry is a stronger competitor than ever. In the
Preludes, though, candor compels me to do a complete
volte-face: in 1962 1 found both Gieseking versions of
the Preludes virtually identical as performances and both
Angel discs considerably superior to their older Columbia
counterparts in terms of sonic clarity. The Columbia
edition of Book 1I, in particular, was flat in pitch, and
afflicted with distortion and excessive background noise.
I find now that the sonic discrepancies, while still dis-
cernible. are less obvious, and that the sound of Odyssey's
reissued Book II is squarely in pitch and agreeably
undistorted (and. thankfully, in unadulterated mono).

HigH FIDELITY MAGAZINE
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Book I however, is about the same as it was on Colum-
bia—e.g., a little harsh and unresonant, slightly over-
loaded at climaxes. Furthermore, 1 now hear differences
—considerable ones at that—between the Columbia
Odyssey and the Angel performances. The Angel ac-
counts are intimate, delicate, prismatic, and a bit over-
refined; those on Columbia/Odyssey are bigger. firmer.
manlier. and less prettified. For example. La Puerta del
Vino is more assertively rhythmic. and General Lavine-
Eccentric considerably more capricious. I am not advo-
cating that you discard your Angel disc but urging
rather that these Odyssey reissues be acquired as well.

Looking Past the Beatles

by John Gabree

Quicksilver Messenger Service

IN Tk “tLeITERS” CcotuMN of this issue. I am taken to
task by a reader for giving the Beatles’ "Abbey Road™
short shrift in the January “In Brief” section. Besides
being yet another instance of a phenomenon that [ have
noted in these pages before—namely, that Beatles” fans
and admirers make an unusual and disproportionate
identification with the fortunes of their heroes—the letter
also suggested a misunderstanding of the role of critics,
especially those who write about pop music.

It is a common complaint among “serious” music
listeners that we pop critics are better sociologists than
musicologists. Perhaps there’s a good deal of truth in
this charge—if there is. I think the reasons lie less with
the commentator than with the subject. The truth is that
most pop music is just not worth talking about in mu-
sical terms. Much of the Beatles’ work—and they are
certainly among the best groups—is quite ordinary: on
their last three albums the songwriting, their strongest

ArriL 1970

They offer a refreshingly different facet of Gieseking's
impressionistic mastery.

MOZART: Complete Music for Piano Solo. Waliter
Gieseking, piano. Seraphim ID 6047, $9.92 (four
discs, mono only); ID 6048, $9.92 (four discs, mono
only); IC 6049, $6.47 (three discs, mono only).
DEBUSSY: Preludes, Books | and Il; Suite Berga-
masque: Children’s Corner Suite. Walter Gieseking,
piano. Odyssey 32 36 0021, $3.94 (three discs, mono
only).

McKenna Mendelson Mainline

point, has seemed half finished. As I have pointed out
repeatedly in these pages and elsewhere, there are a num-
ber of creators of pop mwusic who are mwore inventive
musicians than the Beatles.

To the sociologist (or perhaps. more correctly. the
political scientist) the Beatles have always been a sub-
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The Rascals

ject of study; but even here, it seems to me, the more
important developments are happering elsewhere. For
example, in the same issue with the mini-review of "Ab-
bey Road.” I tried to focus attention on John Denver
and Lonnie Mack. performers 1 find more interesting
and more fun than the Beatles. I ako attempted to put
perspective on the Janis Joplin experience. which is of
negligible importance musically but crucially important
as a pop happening. Also in January. my able col-
leagues Morgan Ames and Gene Lees tried to arouse
the reader’s interest in Laura Nyro and Jerry Reed, either
of whom 1 would agree can be listened to far more
profitably than the Beatles on “"Abbey Road.” Related
to all of this is the simple matter of a magazine’s avail-
able space and the question of critical balance: can a
pop critic really have any greater function than calling
attention to worthy records that listeners might other-
wise have missed? I doubt that any Beatles’ fans needed
to be told about "Abbey Road.” but I would wager that
most readers were unfamiliar with many of the other
names in the same issue. It is usually true that the
more good music people can be persuaded to hear the
less they will tolerate inferior music: but it is equally
true that the setting of standards. other than compara-
tive ones. is the least important service performed by
the pop critic in the space of a short review,

I might add, parenthetically, that 1 had an additional
and very selfish reason for giving “Abbey Road™ so
little attention. Besides genuinely believing that [ allowed

the record all the space it deserved, I find myself un-
speakably bored with the Beatles after having written
about them extensively in these columns, in Down Beat,
and in Cheetah, as well as having talked about them
endlessly after the publication of my book on rock. The
only interesting new fact, and I didn't know it at the
time, is that Capitol Records set a list price of $6.98 on
“Abbey Road.” which says a great deal about the state
of both the Beatles and the record industry.

All of which leads to three flawed but enjoyable al-
bums to which | would like to draw your consideration.
I have complained a lot about the Rascals in the past
and most of those criticisms—especially that they are
far too imitative of black groups and are as profound
as the Lennon Sisters—still hold. But their strengths—
careful musicianship. good melodies. exquisite produc-
tion—make “See.” at least. a pleasure to hear. The
lyrics. which sound as though they had been written at
an Urban Coalition day-care center, would make even
the Archies gag. but fortunately you can usually manage
to ignore them in the rush of beautifully produced rock.
Incidentally. the Rascals have added a Jimi Hendrix
imitation that works marvelously well in the context of
Motown-type soul; maybe Hendrix himself ought to try
this format. 1 had a fleeting thought that the Tempia-
tion's "Bout to Get Me might be about a vengeful attack
by the Motown group of the same name. It's not.

Although in general 1 have an aversion to blues imi-
tating in any form. 1 have found myself enjoying the
McKenna Mendelson Mainline. so I pass that informa-
tion along for whatever it's worth. There is nothing very
original here (as a matter of fact, I can’t say there’s
anything original in any of it), but Mike McKenna's
guitar and Joe Mendelson's singing are pleasant enough,
and the whole album is unpretentious and unforced.
Actually, don’t give it a second thought unless you are
gaga over white blues or have money to burn; if the
truth be told. it is neither stronger nor more significant
than "Abbey Road.” But it is cheaper.

The best and most important of these three discs is
the new Quicksilver album, “Shady Grove.” which seems
to have been designed for Nicky Hopkins' devotees.
Hopkins® claim to fame, other than his work with Quick-
silver, Is some exceptional rock piano on the last several
Rolling Stones albums. He is an unusually dynamic and
inventive player. and there have been few if any rock
pianists as consistently interesting in either a solo or
supporting role. The rest of the group is nearly as com-
petent, though none can really compete with Hopkins'
presence. The band's sound is a cross between the
Stones and Neil Young with a lot of Byrds thrown in
for good measure. That's pretty heavy company to be
in, but Quicksilver holds its own and the album can
be listened to frequently without its growing tiresome.

RASCALS: See. Rascals, hard rock quartet. (I'd Like to
Take You Home; Remember Me; I'm Blue; Stop and
Think; Nubia; six more.) Atlantic 8246, $4.98. Tape:
o® 8246, 33, ips, $5.95; #3 48246, $5.95; W@
88246, $6.95; 58246, $6.95.

McKENNA MENDELSON MAINLINE: Stink. McKenna
Mendelson Mainline, white blues quartet. (One Way
Ticket; She's Alright; Beltmaker; Mainline; Drive You;
five more.) United Artists 6729, $4.98.
QUICKSILVER MESSENGER SERVICE: Shady Grove.
Gregory Elmore, drums; John Cipollina, guitar and vo-
cals; Nicky Hopkins, keyboards; David Freiberg, viola,
bass, guitar, and vocals. (Flute Song; Too Far; Holy
Moly; Joseph’s Coat; five more.) Capitol SKAO 391,
$4.98. Tape: @ 8XP 391, $6.98; 4XP 391, $6.98.
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BACH: Brandenburg Concertos (6), S.
1046/51. The English Chamber Or-
chestra, Benjamin Britten, cond. Lon-
don CSA 2225, $11.96 (two discs).

My unqualified enthusiasm for this set
of Brandenburgs from Benjamin Britten
and the English Chamber Orchestra—
with a largish band, modern instruments,
fat and luscious sound—may come as a
surprise to regular readers of these pages,
who might expect me to reserve my
highest praise for the so-called authen-
tic” performances of the Collegium
Aureum (Victrola) and the Concentus
Musicus (Telefunken). While those read-
ings display an up-to-date awareness of
the latest Bach research and attempt
(successfully, to my mind) to re-create
the sounds Bach wanted to hear, Britten
gives us a timeless kind of performance,
with so many musical virtues that such
niceties as authentic instrumentation and
the like seem relatively unimportant.

The ECO plays with a rich, full-
blooded, and romantically expressive tone
that seems even larger in the warm,
resonant acoustic of the Maltings Con-
cert Hall. 1 can only speculate on the
actual number of players involved, but
this is definitely a large chamber or-
chestra, especially in No. 1. The Third
Concerto is the only one in which Britten
has cut back to one player per part, but
in No. 6 he alternates between solo and
ripieno passages quite effectively.

In spite of the large numbers of play-
ers and the plump orchestral sound,
London has given us one of its cleanest
engineering jobs: even the viola part is
always clearly in evidence, and the horns
in No. 1, while more prominent than
usual, never muddy the texture. The
recording is also very kind to the harpsi-
chord, which can be distinctly heard at
all times; but, conversely, in the solo
cadenza of No. 5, it remains in proper
perspective without becoming larger than
life. Philip Ledger deserves no less, for
his is the finest continuo harpsichord
playing I've heard in these concertos.
With impeccable taste (his or Britten’s?)
he adds scales, ornaments, or little echo
passages throughout that are perfectly
delightful. Every aspiring young continuo
player should hear this.

The other soloists are all equally de-
serving of praise. Only in the First Con-
certo the violino piccolo occasionally
has some slight intonation problems, but
otherwise plays with swashbuckling flair.
(The Collegium Aureum recording, inci-
dentally, is the only one in which this
fiendish part seems to be completely under
control.) The high trumpet in the Second
Concerto is nothing short of brilliant,
though 1 feel it dominates the flute, oboe,
and violin too prominently: here the
purists win a point—Bach’s clarin trum-
pet does balance with the recorder, ba-
roque oboe. and violin. Now that that nit
has been picked. I can say this is one
of the most irresistibly exciting perform-
ances of the set. The middle movement
is gentle and delicate; all three soloists
play together in true chamber music
fashion, with perfect ensemble and com-
plete agreement on ornamentation and
phrasing. This is also true in the slow
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movements of Nos. 5 and 6—one feels
here that Britten put down his baton and
simply let the instrumentalists play cham-
ber music together.

Britten’s “Romanticism” is most ob-
vious in the way he molds line and
phrase with delicate and subtle dynamic
nuance. Tempos tend to be on the brisk
side, especially the last movement of
No. 3. but in the last movement of No.
6. he opts for an unusually slow and
heavily accented tempo that is very at-
tractive. No matter what label you apply,
the results are wonderfully warm and
human, and all six performances are also
filled with extroverted humor and just
plain fun. Mind you, I'm not about to
give away my Collegium Aureum or my
Concentus Musicus sets (or, for that mat-
ter, Richter on Archive or Ristenpart on
Nonesuch), but Britten's efforts win my
wholehearted recommendation. C.F.G.

BARTOK: The Miraculous Mandarin;
Dance Suite; Hungarian Peasant Songs.
Budapest Philharmonic Orchestra, Jan-
os Sandor, cond. Hungaroton LPX
11319, $5.98.

BARTOK: Two Elegies, Op. 8b; Two
Rumanian Dances, Op. 8a; Sketches,
Op. 9; Four Dirges, Op. 9a. Lorant
Sziics, piano. Hungaroton LPX 11335,
$5.98.

These two records represent part of the
Hungaroton's projected complete re-
corded edition of Bartok’s music. The
present discs contain piano music from
the years 1908—10 and three orchestral
pieces from a period approximately ten
years later. The piano pieces make a
curious set. Except for the two dances
(which take up only a small portion of
the total time), everything moves at an
incredibly slow pace. One expects this,
of course, in the case of dirges and
elegies, but the sketches are equally
lugubrious. As a result, the listener can't
help but be affected/by the turgid, down-
cast character of the whole and begins
to long for a breath of fresh air. Besides,
none of these pieces ranks with Bartdk's
better music for piano. For the Bartdok
student, however, the record will be wel-
come, as all of this music was previously
unavailable on a single disc.

The orchestral pieces, on the other
hand, include one of Bartok’s master-
pieces: the music for the pantomime The
Miraculous Mandarin. The other two
works show two sides of the composer’s
preoccupation with folk music; the Dance
Suite is completely original with strong
folk overtones. while the Hungarian Peas-
ant Songs consist of fifteen orchestrated
folksong arrangements first written for

TAPE FORMAT KEY
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the piano. Both picces (but particularly
the aiier) are more popular in intent
than their companion. yet they rank
among the best examples of their type.
No composer has ever done this kKind of
thing with more skill and stylistic flair
than Bartok.

The performances of both the piano
and orchestral picces are adequate, if
somewhat subdued (particularly in the
rhythmic domain) by American stand-
ards of Bartok performance. All of the
orchestral works are available in other
versions, and | would particularly like
to recommend the Martinon/Chicago
Symphony recording of The Miraculous
Mandarin on RCA, This is actually a
recording of the suite, whercas the pres-
ent disc includes the complete music: but
only the endings differ. and 1 find the
suite more successful as a concert piece
(the complete music ends anticlimactical-
ly when heard outside of its dramatic
context). Besides. the Chicago perform-
ance has a thrust that lends the piece a
sense of life missing in the Hungarian
version, R.P.M,

BEETHOVEN: Andante Favori in F, WoO
57—See Schubert: Sonata for Piano,
No. 20, in A, D. 959.

BEETHOVEN: Sonatas for Piano (com-
plete). Friedrich Gulda, piano. Orpheus
Uk 116/126, $2.89 each (eleven discs).
Available from the Musical Heritage

Society, 1991 Broadway, New York,
¢ N.Y. 10023. o
Ca , ¢ 5

Friedrich Gulda recorded frequently for
lLondon in the early days of LP, and
among his discs for that label were
large segments of the Beethoven sonata
cycle. A few discs for Deutsche Gram-
mophon followed (including the complete
Beethoven cello/piano canon with Pierre
Fournier), and one or two scattered
items for Vanguard and Mace. There
was also an RCA record entitled “Gulda
at Birdland” documenting the pianist’s
alter ego as a jazz musician. For the most
part, however, Gulda is a forgotten man
in America: he has not appeared here
for several years and most of his prior
recorded output ha. fallen victim to
Schwann’s black diamonds. Now this
weighty undertaking, taped in 1967 by
Austria’s Amadeo label, brings Gulda
to the attention of record buyers once
again.

The initial impression to be gained
from these performances is that Gulda
is a changed pianist. A careful side-by-
side comparison with his earlier per-
formances. though, shows that the shift
of values is actually subtler than one
might at first suspect. The illusion of
greater force and profile here is un-
doubtedly due partially to the perform-
ances themselves: but o good deal ot
the difference must also be attributed
to the close-up. plangent sound on the
Amadeo/Orpheus  discs. which  intensi-
fies dynamic contrasts  and  permits
sforzandos to project more forcibly than
on the distant, roomier mellowness of the
older Londons. Always a fine technician,

b

Friedrich

Gulda—objective and direct
in his complete Beethoven sonata cvcle,

Gulda remains one here: he is, however,
much more willing to take calculated
risks—even to the point where he will
pass a few passages of imperfection in
the interest of a more intense entity.

Textually. Gulda favors the Urrext but
he is not a slavish disciple of this school.
Most of his few departures are limited
to octave doublings in the bass in order
to lend greater amplitude to a climax.
Such augmentation can be rationalized
by the argument that Beethoven's key-
board didn’t extend down as far as our
own. and that the composer would
certainly have used the modern range
were it available to him—au reasonable.
but not irrefutable conjecture. With a
single exception in Op. 10. No. 2. Gulda
faithfully observes all the repeats. As
to Beethoven's controversial fast met-
ronome markings. Gulda is apt to be
a mite inconsistent. More often than
not, though. he is more pro than con.
In general, the playing is architecturally
clear, rather objective. and often quite
astonishing in its uncomplicated direct-
ness. Those who favor tremendous color-
istic variety and metaphysical philos-
ophizing had best look elsewhere: such
listeners are apt to find Gulda's Bee-
thoven interpretations a little callow and
extroverted—indeed, sometimes  even
downright brutal and aggressive. But this
magnificent music can withstand any
number of approaches. and Gulda's
musicianly way demands. at the very
least. respectful attention.

The eleven discs are available sep-
arately. For those who want some but
not all of them. here is a brief rundown
of their content and a few notes about
the performances:

Vol. 1. A firm. conventional Op.
No. 1: a slightly substandard Op.
No. 2. and an interesting Op. 26. Sonata
No. | receives a brisk. classical reading.
Tempos wre impetuots throughout, dy-
namics varied and robust with no dainty
forte-ptuno  effects  (e.g.. Kempff) or

1919
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oversized romantic languishings (Baren-
boim). Surprisingly. Op. 2. No. 2 was
better on the old London. Here the
first movement is a bit unsettled rhyth-
mically and the crowding of three sonatas
onto one disc impairs the sound (the
pre-echoes are annoying). Op. 26 is
amazingly fast and the variations are
treated too objectively, The spare pedal-
ing in the Marcia funebre suggests muted
trombones rather than reassuring strings.
The scherzo and finale are romping and
playful.

Vol. 2. Op. 2, No. 3 is more intense
than on the older London, but still rather
cool and brainy. Loud-soft contrasts are
as good as before. but the soft playing
is more inflected. Op. 7 is similarly more
personal than before, with little swells
and stresses that give character and
forward impetus. The third and fourth
movements receive a much more scher-
zando treatment than before. Good
readings both, but perhaps not Gulda
at his most distinguished.

Vol. 3. All three of the Op. 10 sonatas
are crammed onto a single disc, and as
a result the sound is a trifle mushy and
overcrowded. The Adagio of Op. 10,
No. | presses forward more than on
Gulda’s London version. and is a bit
more romanticized and less cool. The
prestissimo finale is more exciting, less
precise than of yore. Op. 10, No. 2 is
brisker, more excitable than previously:
the Allegretto is now very fast, while the
third movement, dogged and stodgy on
London, is a real presto. Op. 10, No. 3
is also a couple of notches up in tempo.
The erstwhile too slow first movement
now just about qualifies as a presto
(which is advantageous), while the slow
movement loses some of its previous
serenity (which is not). Al three per-
formances are solid and dependable, but
lacking the last ounce of executant or
interpretive refinement. None is repre-
sentative of Gulda's best efforts.

Vol. 4. Here. by contrast to the fore-
going. is a disc to acquire. Gulda's
Pathétique is orthodox in the Schnabel
manner, with a slow introduction, a
rapid allegro, and plenty of romantic
emphasis. Curiously, though the pianist’s
rhythm is very good for the most part, the
long rests at the end of the first movement
are foreshortened (interference from tape
editors?). Fluent, natural readings of
both Op. 14 sonatas, with very fast
second movements in each. Op. 54 gets
a superbly coloristic performance dis-
playing a lyrical streak unusual for
Gulda. Happily. the sound on this disc
is particularly full throughout.

Vol. 5. Here is another of the series’
more arresting installments. All three
of these sonatas (Op. 31, Nos. 1 and
2: Op. 90) are fiery, thoroughly Bee-
thovenian.  and scrupulous to the texts
without being in the least unimaginative.
Fast tempos are employed throughout,
and the harmonic pointing plus the
speed produce an intriguing angularity.
Op. 90 is sanguine rather than lyrical—
in the last movement, almost impatient.
Ali three readings—Op. 90 especially

—are very closc to Schnabel's indi-
vidualistic,  intellectualized  interpreta-
tions
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&\J The “Symphony of Protest"
: A major work, of and
for our time
l ~ N\ SHOSTAKOVICH
é SYMPHONY NO. 13 (BABI YAR)
=2\ 0n Five Poems by

YEVTUSHENKO

&W

~ THE PHILADELPHIA ORCHESTRA

TOM KRAUSE, Baritone
Male Chorus of the
Mendelssohn Club, Philadelphia

In his native land, Shostakovich’s
Thirteenth Symphony, “Babi Yar,” with
texts by the outspoken poet, Yevtushenko,
lies silent—banned, damned and
unpublished—an uncomfortable reminder
to the Soviets of the bloody slaughter

in the pogroms.

We are pleased to present the first

American recording of “‘Babi Yar,” a

document of protest.

“Capacity audiences first in Philadelphia, ther in Manhattan,

roared approval of Shostakovich’s grim, powerful mus:c and

offered special braves to Ormandy and the black, Slavic sound
Finni .

of Finnish baritone, Tom Krause Time, February 2, 1970
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FOUR PIECES FOR ORCHESTRA reest sECORDING

Perhaps the most important piano concerto Performed by Bream and Pears. you will
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