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THE FISHER PHILOSOPHY OF EQUIPMENT DESIGN. PART 7.
PLANNED NONOBSOLESCENCE IN 4-CHANNEL.




This is the seventh of a series of ads about the major
conceptual differences between Fisher components and
other makes. It is not necessary 10 have read the first six ads
before reading this one, but see footnote in italics below.

isher’s engineers consider nonobsolescence to be of
paramount importance in the design of 4-channel
equipment. It would be easy enough for a manufac-
turer to bring out a 4-channel receiver, for example, that
would handle the existing 4-channel sources with no regard
for the future.

But since we at Fisher are responsible for initiating
the 4-channel era (we introduced the world’s first 4-channel
receiver back in 1970), we feel an enormous responsibility
to the buying public not to allow anyone ever to regret the
purchase of a 4-channel system.

2ch 4.CH

discussion and have our own opinions, our equipment
remains impartial. Our matrixing system, standard on all
current Fisher 4-channel receivers, can handle all existing
stereo records or matrix-encoded signals.

And all Fisher 4-channel equipment can handle four
discrete channels, whether they originate from a 4-chan-
nel reel of tape, a 4-channel 8-track cartridge, or from a
discrete 4-channel record (with an external adapter).

How does Fisher’s 4-channel philosophy differ from
the basic Fisher design philosophy? Only in that non-
obsolescence is at the top of our list of non-negotiable
features a unit must possess.

Readers of the other six parts of this series will recall
the principles of the Fisher design philosophy. We believe
that in every area of high fidelity there are certain non-
negotiable design features that every unit must incorporate
in order to reproduce sound that closely approximates the
original source. On those features, Fisher does not
compromise.

But as price permits, certain other features,which

offer performance and convenience

SVEREOQ SIESEO
.

MONO.

J2*t2cn  Fig. 2. Mode selec-
tor allows choice
of mono, stereo,
discrete 4-channel,
and decoding 2

channels into 4.

benefits over and above the basic high-
fidelity product, are added.

However they are added very"
thoughtfully. You have heard us talk
about the “balanced component”’ By that

Fig. 1. The $749.95 Fisher 801, with 62.5 watts
from each of its four discrete channels, represents
the state of the art of 4-channel design.

So Fisher equipment must be capable of handling not
only every existing 4-channelsource, but every proposed
4-channel source. And we make this pledge: the Fisher 4-
channel receiver you buy today will not become obsolete,
not in 1973, or 1975, or 1979. Whatever comes along,
Fisher 4-channel equipment, either alone or with a simple
adapter, will be able to handle it.

Here is an example of what we mean. There is now a
controversy over which form of 4-channel LP will be the
standard. Will it be the Columbia SQ system? Or will it be
some other form of encoded two-channel record? Or will it
be a discrete 4-channel LP?

At Fisher, while we are extremely interested in the

Fig. 3. The Fisher 40 is the world’s first

we mean we do not, for example, include
high power in a medium-priced unit at the expense of FM
sensitivity. Our medium-priced receivers include more
power, more sensitivity, and more convenience features
than our lower-priced 1eceivers. The more you pay, the
more you get. In perfect balance.

In this respect, Fisher 4-channel components are no
different from Fisher 2-channel components. Except for
one thing.

4-channel is something that we at Fisher believe in.
It provides a method of reproducing the acoustics of a
concert hall in a way no stereo system can accomplish.

But we realize stereo will also be around for a long
time to come.

So we've promised ourselves that no matter how
much (or how little) you pay for a Fisher 4-channel system,
it will not only deliver fine 4-channel. It will deliver stereo
through 4 speakers that sounds even better than the best
2-channel-only system you could buy for the money.

all-in-one 4-channel component,
combining discrete 4-channel
receiver, turntable and cartridge
player on one chassis.

FISHER

We invented high fideliry.
—
bo!

Zanl

If you missed one or more of the first six ads in this series, or even if you didn't, you may want a free reprint of the entire set
of seven. It is an excellent summation of what Fisher stands for To obtain this valuable booklet, or to receive free technical literature
on any of nearly a hundred Fisher products, write to Fisher Radio. Dept. HF-7, 11-44 45th Road. Long Island Ciry. N.Y. 11101
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Artie Altro makes the WOR-FM sound, while Eric Small, Sebastian Stone and Promotion Director, Kim Olian look over a new album.

WOR-FM, the country’s leading FM/Stereo
rock station, has been using Stanton cartridges
since its inception.

Program Director Sebastian Stone likes the
smooth, clean sound the Stanton delivers; the way
it is able to pick up everything on the record so that
the station can assure high quality transmission
of every recording.

Eric Small, Chief Engineer for WOR-FM,
likes the way that Stanton cartridges stand up under
the wear and tear of continuous use. “We stan-
dardized on Stanton a couple of years back,”

Small said, “and we haven’t had a cartridge failure
since. Studio Supervisor Artie Altro concurs.

Whether you're a professional or simply a
sincere music lover, the integrity of a Stanton
cartridge delivers the quality of performance
you want.

There are two Stanton professional
cartridge series. The Stanton 681 Series is engi-

neered for stereo channel calibration in record
studios, as well as extremely critical listening. The
500 AL Series features design modifications which
make it ideally suited for the rough handling
encountered in heavy on-the-air use. In fact, among
the nation’s disc jockeys it has become known

as the “industry workhorse.”

All Stanton cartridges afford excellent
frequency response, channel separation, compliance
and low mass and tracking pressure. And every
Stanton cartridge is fitted with the exclusive
“longhair” brush to keep grooves clean and protect
the stylus. They belong in every quality repro-
duction system—broadcast or high fidelity.

For complete information e
and specifications on Stanton
cartridges, write Stanton
Magnetics, Inc., Terminal Drive,
Plainview, L.I.,, N.Y. 11803.

STANTON

All Stanton cartridges are designed for use with all two and four-channel matrix derived compatible systems.
CIRCLE 51 ON READER-SERVICE CARD
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© 1972 MEMOREX CORPORATION, SANTA-CLARA, CALIFORNIA 95067

You'’re looking at part of
the Memorex Cassette Tape story.

The rest you have to listen to.

Memorex Cassette Recording Tape can reproduce a pitch that
shatters glass. And that proves we can record and play back
with exacting precision.

But, it doesn't tell you we've improved signal-
to-noise ratio. Or that we've increased
high frequency response and sensitivity
over the tape you're probably using now.

For that part of our story, you'll just
have to listen to what happens when
you record and play back your favorite
music with our cassette tape.

And that’s just what we hope you do.

MEMOREX recoring tape

Reproduction so true it can shatter glass.
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There’s more behind the BOSE 901
than just a reflecting wall.

Research

The 901 DIRECT/REFLECTING®
speaker system is the result of the most
intensive research program that has
been conducted into the physical
acoustics and psychoacoustics of loud
speaker design. The research that gave
birth to the 901 in 1968 began in 1956
and continues today to explore the
frontiers of sound reproduction. Copies
of the Audio Engineering Society paper,
‘ON THE DESIGN, MEASUREMENT
AND EVALUATION OF LOUDSPEAKERS’
by Dr. A. G. Bose, are available from
the Bose Corp. for fifty cents.

Technology

As might be expected, the product
that emerged from 12 years of research
is technologically quite different from
conventional speakers. Some of the
major differences are:
1) The use of a multiplicity of acousti-
cally coupled full-range speakers to
provide a clarity and definition of musi
cal instrument sounds that can not, to
our knowledge, be obtained with the
conventional technology of woofers,
tweeters, and crossovers.
2) The use of active equalization in
combination with the multiplicity of full
range speakers to provide an accuracy
of musical timbre that can not, to
our knowledge, be achieved with
speakers alone.
3) The use of an optimum combination
of direct and reflected sound to provide
the spatial fullness characteristic of
live music.
4) The use of a totally different fre.
quency response criterion—flat power
response instead of the conventional
flat frequency response—to produce
the full balance of high frequencies
without the shrillness associated with
conventional Hi-Fi.

JuLy 1972

Quality Control

It's a long way from a good theoreti-
cal design to the production of speakers
that provide you with all the musical
benetits inherent in the design. To this
end BOSE has designed a unique com-
puter that tests speakers for parameters
that are directly related to ihe percep-
tion of sound. There is only one such
computer in existence—designed by us
and used tor you. In January alone it
rejected $ 504 speakers that will never
be used again in any BOSE product. It

is the speakers that survive the computer
tests that provide your enjoyinent and
our reputation.

Reviews

The BCSE 901 DIRECT/REFLECTING®
speaker is now the most highly reviewed
speaker regardless of size or price.
Read the complete text of reviewers
who made these comments:*

Julian Hirsch STEREO REVIEW.

... | must say that | have never heard
a speaker system in my own home which
could surpass, or even equal, the Bose
901 for overall ‘realism’ of sound.”

e/e HIGH FIDELITY. “It is our opinion
that this is the speaker system to own,
regardless of price if one wants the
ultimate in listening pleasure.”

Irving Kolodin SATURDAY REVIEW.
" After a time trial measured in months
rather than weeks, this one can deh-
nitely proclaim Bose is best, big or small,
high or low.”

Performance

You alone must be the judge of this.
Visit your BOSE dealer. Audition the 901
with your favorite records. We make
only one request. Before leaving, ask
him to place the 901’s directly on top of
the largest and most expensive speakers
he carries and then compare the sound.
You will know why we make this request
when you have made the experiment.

*For reprints of the reviews circle our
number on your readers service card.

You can hear the difference now.

MHOSE

NATICK, MA. 01760

BOSE 901 DIRECT/REFLECTING®

Speaker System, Stereo Pair,
including Active Equalizer,
S47¢ Stightly higher south
and west. Pedestal optional

extra. Covered by patent
nghts issued and pending

CIRCLE 14 ON READER-SERVICE CARD



letters

Rock and Music

loan Peyser's article on the “rock revolu-
tion's’” influence on “The Coming Generation
of Musicians™ [April 1972] was quite disturb-
ing. Sentences stating that “Rock never be-
came the great or important music some
thought it would™ and “it never moved be-
yond the initial forecasts of the engulfed adult
critics” will be taken by many of your readers
as the gospel truth. In fact. rock has already
hecome important music since its birth fifteen
to twenty years ago. and will probably con-
linue to become more important.

Mrs. Peyser’s real point is that rock has had
no influence on the students and faculties of
the highly structured and formal music
schools. It has had, however. a great influence
on “The Coming Generation of Musicians,”
if. or course, she will allow that musicians
might develop quite apart from Juilliard. Co-
lumbia, and other schools.

Simply stated. there are two ditlerent musi-
cal worlds. Fine musicians are developing in
the rock world and also in the more “formal™
world of music. | say “formal” as opposed (o
“‘serious™ because 1 think Lennon, Harrison,
Dylan. and many other influential rock com-
poser/musicians are quite serious about their
music. The fact that George Harrison. or who-
ever, cannot notate his music does not mean
he is not a serious musician.

There is a lot of creative. intelligent, and
yes. even complex and sophisticated music
heing made in rock circles. Just take a spin
across your FM band or check the paper to sce
whatis going on at your local concert halls and
theaters.

Paul F. Meissner, Jr.
Amston. Conn.

Joan Pevser’s “The Coming Generation of
Musicians™ lcaves the reader with the idea that
rock is a degenerate form of music and a mere
passing fad.

Everyone knows how popular rock is right
now. Millions. mostly voung people like my-
self (age sixteen), adore it. Our liking for rock
will still be vital fitty years from now. long af-
ter we have become adults. Thus rock will be
Just as popular then as it is now. Some passing
fad!

Dennis Bure
Austin. Mont.

In “Rock’s Influence on the New Generation
of Musicians™ [April 1972], Joan Peyser claims
that her research has not been restricted by
confining it to New York City. She argues that
“nowhere is there a greater concentration of
training facilities or jobs than in New York.”
True, New York is a training center for stu-
dents who devote their time to the serious
study of music with a strict specialization of a
certain facet of this art. Unfortunately, what
she fails to understand is that rock music is
such a free-form. inventive medium that the
best of it has been created by people without
formal training and without the incentive of
making it a life-long career. And today, Nash-
ville and San Francisco are the inventive cen-
ters of rock music.

It should be noted that rock is really not a
separate form of music. It takes from classical

6

Bob Dylan—how influential is
his kind of music?

music. jazz, boogie, blues, folk, and western,
as well as oriental music—plus others. no
doubt. There is no such thing as a specialized
rock music talent. What 1 would like to know
is: How many graduates of reputable New
York schools make their livelihood in tradi-
tional music? Are any of these students at-
tracted to the rock music field? Might not the
skills they enjoy be more profitable when ap-
plied 10 rock music? Fow many graduates
from thesc schools abandon their musical
training 1o enter the commercial world as
salesmen. retail store managers, etc.? Rock
music is now in its adolescence—it lacks ma-
turity and is often hostile. but might it still not
be made into an important form of communi-
cation?

Lawrence M. Miller

Milwaukee, Wis.

Mys. Pevser replies: 1 have no way of knowing
the answers (o the writers’ musicosociological
questions. My purpose was to determine the role
rock has played in the outlook and raining of
those commitied 1o a career in “art” music. 1
Sound it played virmally no role ar all. As 1o
Miller’s final query: who can predict the future?
All I can say is yes, it might.

Recording Societies

I am preparing a directory of recording so-
cicties which have been established to pre-
serve the memories of particular composers,
conductors, and musical artists. I anv of vour
readers are afliliated with such socictics. |
would very much appreciate hearing trom
them.

I will need specitic information about the
society: its purpose. membership quali-
fications. recordings issued. elc.

John Douglus
139 Senter Road
San Jose. Calit. 95111

Clara’s Forte

May | putin a word o the contrary anent lar-
ris Goldsmith’s dismissal of the piano music of
Clara Schumann [March 1972]? His distaste is
so violent (“'self-appointed saint . . . watery
stull. . undistinguished . . . inept . . . unplea-
santcloying Kitsch™) thatitis perhaps only fair
1o let your readers know that someone else out
there has heard the very same recording and
fallen in love with it.

The piano concerto, a very carlv work, is a
disaster in terms of formal design: Young

Clara simply got wearv of’ writing out all those
notes and abruptly brought the piece 10 a pe-
riod. She also didn’t know how 10 orchestrate.
But the musical content—the rhemes, to be
simplistic—are lovely. fresh. and original (they
don’t sound like anvone else that | can think
of).

The works for solo piano. on the second
side of the recording. are masterful; the two
scherzos prove that technically Clara Schu-
mann knew what she was about. and the Four
Fugitive Pieces—may | for the moment be just
as reckless in the opposite direction as Mr.
Goldsmith?—are among the most exquisite
jewels in the Romantic crown. Not to know
them is to suffer a deprivation.

David Jolhnson
New York, N.Y.

The Biggest

I find it very difficult 10 believe that the Musi-
cal Heritage lHaydn symphony series is really
“The Largest Recording ’roject in Historv” as
claimed in the title of Jack Hiemenz' article
[April 1972). Surely the Concentus Musicus
complete Bach cantata marathon will surpass
1.

Felix Farthing

Revnoldsburg, Ohio

When completed in 1980, the Concentus Musi-
cus/ Leonhardt Consort recordings of the Buch
cantatas for Telefunken will make the Musical
Heritage Havdn symphony project (40 records)
look like small beer indeed—ihe number of discs
is expected 10 1o1al approximarely 150 1.Ps. Not
only that. Argo’s integral Shakespeare series
runs 1o 137 LPs, while London/Stereo Treus-
ury’s complete Haydn symphonies project under
Daosati will take in 46 discs including several un-
mumbered works and aliernate movements.

‘Schoo! Days

“The Old School Ties™ [Leonard Marcus’ edi-
torial, April 1972] outlifed Life. Thanks for the
fun.
Lee M. Oser. Ir.
New York. NUY.

Warm Reception

I presume that most editors are accustomed to
criticism and contrary opinion. However we at
the Finnev Company would like 10 compli-
ment HiGu FIDELITY on the excellent antenna
article written by Leonard Feldman [*I'M An-
tennas—How to Pick the One for You,” April
1972]. The article is exceptionally well done,
both from the standpoint of reader interest
and technical information. We feel that the
simple vet verv basic rules tor the intelligent
and effective selection of an FM antenna as
outlined by Mr. Feldman will materially con-
tribute 10 the welfare and happiness of those
who love the best in FM reception.

Morris L. Finneburgh. Sr.. E.IlF.

Chairman of the Executive Commitiee

I'he Finney Compan

Bedtord, Ohio

Horowitz’s Emperor

I would like to compliment Harris Goldsmith
on his review of the reissued Horowitz record-
ing of" Beethoven's Emperor Concerto [April
1972]. 1t is a tragedy when the great mono

CIRCLE 103 ON READER-SERVICE CARD—»



MUSIC GOES ON A RECORD AT A PERFECT TANGENT.
NOW IT COMES OFF AT A PERFECT TANGENT.

For years, Zero Tracking Error has been the
elusive goal of the automatic turntable maker.

The objective: to develop an arm which would
keep the stylus perpendicularly tangent to the
grooves . . . to each groove throughout the record,
because this is the way music is put on a record.

Garrard's Zero 100 is the only automatic
turntable to attain this. It is done with an ingeniously
simple, but superbly engineered tone arm. Through
the use of an articulating auxiliary arm, with pre-
cision pivots, the angle of the cartridge continually
adjusts as it moves across the record.

The stylus is kept at a 90° tangent to the grooves ...
and the cartridge provides the ultimate [
performance designed into it. L]
=2

.
=H
I

True tangent tracking geoinetry
The Zero 100 tone arm.

P.U.arm
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Articulating

arm
pivot—fixed

Articulating
arm

Pickup arm {_

Pickup head

pivots =

inthis /14
direction

as arm

tracks { .

across ™
records. Stylus

The results have been recorded by experts in
their reviews of the Zero 100. Some of them are
saying things about this instrument that have never
been said about an automatic turntable before.

Center line ol
cartridge tangential
to record groove.

$19995

less base and cartridge

Mfg. by Plessey Ltd. Dist. by British Industries Company
Circle No. 103 on Reader Service Card

hey have confirmed that they can hear the
difference that Zero Tracking Error makes in
the sound, when the Zero 100 is tested against other
top mode! turntables, in otherwise identical systams.
Until now, we cannot recall any turntable feature
being credited with a direct audible effect on sound
reproduction. Usually that is reserved for the car-
tridge or other components in a sound system.

Zero Tracking Error is more than just a tech-
nical breakthrough. It translates into significantly
truer reproduction, reduced distortion and longer
record life.

Once we had achieved Zero Tracking Error,
we made certain that the other features of this
turntable were equally advanced. The Zero 100 has
a combination of features you won't find in any
other automatic turrtable. These include variable
speed control; illuminated strobe; magnetic anti-
skating; viscous-damped cueing; 15° vertical track-
ing adjustment; the patented Garrard Synchro-Lab
synchronous motor; and our exclusive two-point
record support in automatic play.

The test reports by independent reviewers
make fascinating reading. You can have them, plus a
detailed 12-page brachure on the Zero 100.

Write today to British Industries Co., Dept. G-22,
Westbury, New York 11590.

GARRARD ZERO 100

The only automatic turntable with
Zero Tracking Error.




recordings of yesteryear must be consigned to
phony stereo. This deplorable practice does
not enhance a recording but only makes it
worse, even unplayable.

| have the Toscanini “lnvitation to the

Dance” collection on Victrola [VICS1321(e)] .

and some of these fine recordings are ruined.

1 hope that Mr. Schwann realizes what he is
doing to mono records by relegating them to
his supplementary catalogue and encouraging
companies o rechannel.

James Wilder
tHalstead, Kan.

Mahler/Bruckner Discographies

I have just completed discographies of Mahler
and Bruckner, including wherever possible

dates of recording, release, and review as
well as other detailed information. The
Mahler runs to thirty-eight pages, the Bruck-
ner to twenty-six pages. Each is available at
$2.00 per copy from the address below

J. F. Weber

I Jewett Place

Utica, N.Y. 13501

Thank You, Mr. Ponti

The purpose of this letter is twotold. First to
thank Michael Ponti in print for his consider-
able efforts in resurrecting so much of the pi-
ano literature of the nineteenth and twentieth
centuries. llis recordings have given me much
pleasure. Secondly, and in line with this

course of uncovering forgotten or overlooked

hase Linear 400

400 Watt RMS Direct Coupled Stereo Power Amplifier

Phase Linear, developers of the
world’s most powerful amplifier, the
Phase Linear 700, introduces a
power amplifier for those who feel

that 700 watts RMS is more than
adequate, yet feel that nothing less
than Phase Linear is satisfactory

Price: $499.00

Sarse Conear

CORPORATION

405 Howell Way

Edmonds, Washington 98020
206-774-3571
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works of merit, might I take the liberty of
drawing Mr. Ponti’s attention to the Piano
Concerto in C minor by Dr. Heally Willan,
late of Toronto? One commercial recording
that | am aware of was released on 78s (RCA
Victor) in the late 1940s/early 1950s. It is a
work which | feel would merit Mr. Ponti’s
consideration.

M. C Manning

Victoria

British Columbia

Canada

The Stones

In his review of the Stones's //or Rocks. Mike
Jahn seems not to know that Brian Jones was
once an integral member of that band, and
that Jones played on all of the Stones’s songs
up to and including Jumpin' Jack Flash. The
Stones and Brian deserve a better memory.
Robert Kaneda
Cambridge, Mass.

Bernstein and Gershwin

Notwithstanding the fine qualities of Leonard
Bernstein’s recording of Der Rosenkavalier,
only part of which [ was lucky enough to catch
on the radio. | was troubled that Columbia
plunged in so soon after Solti’s fine recording,
which was really an artistic and technical ear-
popper. It seems to me that Columbia exer-
cised poor commercial judgment in issuing a
new Rosenkavalier so soon after London’s
widely acclaimed recording. How much of a
market would there be should a second
recording of Les Troyens be released so soon
after Colin Davis’ reading?

However, if Columbia wants 10 use Bern-
stein in an operatic venture that might sweep
the market, | hereby call on them 10 borrow
Leontyne Price from RCA—pay whatever is
necessary. the results will be worth it--put
Bernstein at the helm of the New York Phil.
harmonic, and record Gershwin's Porgy and
Bess complete. Bernstein. if one may extrap-
olate from his Rhapsodv in Blue disc, is t0
Gershwin what Colin Davis is to Berlioz and
the Philharmonic, again judging from that
Gershwin disc. would be the ideal orchestra.
As for Miss Price. well, | need only mention
the excerpts disc ol Porgy and Bess.

Daniel J. Harrison
Broadview. 111
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The AR-3a is Seiji Ozawa's choice for

listening.

Seiji Ozawa is acutely familiar
with the sound of the world’s
great orchestras. He is also
sensitive to the sound of the
same orchestras on records,
having made a prodigious
number of recordings during
recent years.

For home listening

The loudspeakers that Mr.
Ozawa has chosen for listen-
ing to records at home are
AR-3a’s. The AR-3a is de-
signed to reproduce commer-
cial recordings as accurately
as is possible within the pres-
ent limits of loudspeaker
technology.

Objective standards

At AR we believe that the ac-
curacy with which sound is
reproduced can be measured

1972

objectively, and that the de-
sign of high fidelity compo-
nents can best be accom-
plished through the application
of scientific methods in their
testing and evaluation.

We also believe that high fi-
delity equipment should not
necessarily sound ‘‘good” —
rather, it should have no sound

AR loudspeakers to

Name

Address__ =

—— ——— ———— ———— — -
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Acoustic Research, Inc.
24 Thorndike St., Cambridge, Massachusetts 02141

home

of its own. Its purpose is to
reproduce as closely as pos-
sible the sound of the original
performance.

The choice of AR loudspeak-
ers by Seiji Ozawa and other
celkebrated musicians is a firm
indication of the success of
this approach.

Please send detailed information on the complete line of

HF-7

|
|



People
are talking
about

Mn\sunum

Creators of “Dynamic Damping”

B PATENTED
A new concept in

Loudspeaker Technology

Werner Klemperer,
Filmand T. V. Actor “No shelf
speaker | have ever heard
comes even close to the
Opus-7 in authenticity and
pS delineation of individual
instruments. ..as to the Opus
24A—altogether unbelievable. Owners of
Crown, Marantz, and other fine ampilifiers will
be flabbergasted".

[ 3
crescendos are so solid they

seem organic. You can feel the air around
each instrument.

Barbara Cook,

Star. "The sound is gorgeous.
Voices and instruments are

Magnum Opus Loudspeakers are available
in 5 Models, Priced from $129. to $795.

For additional information and Dealer List
write or phone—

num

220 West 19 St., New York, N.Y. 10011
(212)255-8156
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Broadway Actress and Singing

-~ completely natural. Orchestral
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The Multitalented Bette Midler

NEW YORK

The most carefully guarded and most se-
cretive recording sessions in New York
have not been Bob Dylan’s or John Len-
non’s or Paul Simon’s. but those of car-
rot-topped night club sensation Bette
(pronounced Bet) Midler. and they have
been conducted at Atlantic Records’
West Side recording studio with a “Keep
Out™ sign posted on the door.

Atlantic has been staging a giddy ex-
travaganza in order to properly taunch
Miss Midler. So far. the young singer has
been backed by a rhythm section com-
posed of some of the funkiest rock-ses-
sion men in the world—musicians such as
guitarist David Spinoza and drummer
Rav Lukas: a four-man big band section
featuring such topnotchers as Warren
Covington and Ernie Roval who hav
played with Dorsey and Basie; a black
a cappella group, the Persuasions,
also has turned up as well as a siring
section featuring men who played
on the first strings overdubbing sessions
in the early 1950s. and a group of societ
bandsmen who have been working in the
most chic orchestras for the past thirty-
five years. Rahsaan Roland Kirk has
been approached 1o play flute on one cut
and another Bette. Miss Bette Davis. has
been asked to read connecting narrative
between numbers. Other requests for
spots have gone out to Joan Crawford.

Dick Clark, and Annette Funicello to
provide certain numbers with a period
flavor, but as of this session there are no
firm commitments. After a frantic search
for out-of-date mixing equipment to en-
hance any necessarv period sound. Miss
Midler’s stidio was transformed into a
collage of old microphones and old
headsets representing the most signifi-
cant pop recording eras of the last fort

vears. A girl who can sing boogie-
woogie. pop standards. special material,
golden oldies. rock. and blues with equal
flair hardly deserves less.

The Divine Miss M. Bette Midler played
Tevve's oldest daughter in Fiddler o the
Roof tor three years. and also began 1o
sing on weckend evenings in the night
club located in a men’s health club, the
Continental Baths. Audiences went wild
as soon as they heard her.

Miss Midler can belt out songs with a
full-bodied voice of incredible power.
She can also hush asad song and bring to
it the drama of a rock Edith Piaf. She has
volcanicenergy and a genuine wit. She is
able to ke anv song from the past
create the mood of the period in which
the song was written. and make the song
seem new. lier fans have coined a name
tor her: the Divine Miss M. Word of her
talent has spread fast and offers have
poured in from huge rock palaces. posh
night clubs. Las Vegas. the major rock
concert promoters, and the big record

Hi1G1 FIDELITY MAGAZINE




The first tuner
that can tell the
difference between

music and noise.

Since the function of FM tuners is to bring in FM
stations, tuners have traditionally been designed to bring in
the strongest signals possible.

This seems like the height of common sense. It isn’t.

Signals, weak or strong, are often noisy. So even
after you pull in a strong signal, you may have to deal with the
problem of noise polluting the music. Since your tuner can’t
tell you which is which, you have to rely on instruments that
have failed you in the past. Your ears.

Not with the new Citation 14.

Ours is the first tuner with a quieting meter (patent
pending). It tells you exactly how much noise is accompanying
the music. This lets you ad]ust the tuning dial, or your
antenna, to the precise point where quieting is at 2 maximum.
(It’s sensitive enough to detect a 1° rotation of your antenna.)

But Citation 14 does more than just tell you how
noisy a signal is. It’s the first tuner with a multiplex circuit
that senses any phase error in the pilot signal, and
then readjusts the circuit for maximum separation and
minimum distortion.

Citation fourteen

Once Citation 14 has brought in the cleanest
possible signal, it won't add any noise of its own. Signal-to-
noise ratio is —70dB. And to make things even quieter, its
also the first tuner with a built-in Dolby noise suppressor.

But to really appreciate all these firsts, you first have
to record off the air.

Since it is so noiseless, you can produce recordings
of close to master-tape quality. It even has a 400-Hz tone
oscillator to let you match levels with the station you're
recording. Soyou don't have to make adjustments every time
the music changes.

Still, at $525, Citation 14 obviously isn’t for
evervone. Like Citation ampllflers, preamplifiers and speakers,
it’s designed for people who zan’t tolerate even the suspicion
that there’s anything in their music but music.

But if you are such a person, theres finally a tuner
as intolerant as you.

For complete details and specifications, write
Harman/Kardon Incorporated, 55 Ames Court, Plainview,

N.Y. 11803.* harman / kardon
The Music Company

*Distributed in Canada by Harman/Kardon of Canada, Ltd., 9429 Cote de Liesse Rd.. Montreal 760. Quebec
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Playing records with some cartridges is like
listening to Isaac Stern play half a violin. -

In the important upper audio frequen-
cies, some cartridges suffer as much as a
507 loss in music power.

So, there’s a lack of definition in the
reproduction of violins, ohoes, pianos,
and other instruments which depend on
the avertones and harmonics in the up-
per frequencies for a complete tonal
picture.

The Pickering XV-15 cartridge delivers
100% Music Power 100% of the time.
Which is why we call it “The 100% Music
Power Cartridge.” At 100% Music Power,

¢

all the instruments are distinct and clear,
because Pickering XV-15’s have no music-
robbing output drop anywhere in the
audio spectrum.

Pickering XV-15 stereo cartridges are
priced from $29.95 to $65.00, and there’s
one to fit anything you plav records with.
For more information write: Pickering &
Co., Inc., Dept. F, 107 Sunnvside Blvd., Pain
view, LI, NY 11803,

@ PICKERING

“for those who can hear' the difference”

All Pickering cartridges are designed for use with all 2 and 4-channel
matrix derived compatible systems.
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LOWEST AIR FARES TO EUROPE

Thingvellir, where Iceland's parliament was founded in the year 930 A.D .

The unphotographed country. Hurry!

Here where the airis clear as a lens, you get pictures never seen before. Fjords,
geysers, waterfalls, volcanic islands. Whaling stations. Farm and tishing villages.
The Uninhabited Areas. Even the names are magic. Thingvellir. Langjokull.
Siglufjordur. You'll find birds like the Great Skua. And a people descended from
the Vikings. This is Iceland, the unphotographed country. Stopover Tours for
under $20 a day. Hurry to Iceland before it gets all snapped up. Then continue
on to Luxembourg, England, Scotland, Norway, Sweden or Denmark.

See your Travel Agent, or contact us in New York, Chicago, San Francisco,

l.os Angeles, Miami, Houston, Washington, D. C. or Mexico City. Write for

folder HF to Icelandic Airlines, 630 Fifth Ave., New York, N. Y. 10020.

ICELANDIC &> LOFTLEIBIR

LOWEST AIR FARES TO EUROPE
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companies. She has cigned up with At
lantic and the company has surrounded
her with its top pcrconhcl producer Joel
Dorn, whose musical aindance was in
strumental in bringing tame and foriune
10 Roberta Flack: engineer Lewis Hahn,
who 18 a snecessful producer in his own
neht: and arranger Aril’ Mardin, who
has created many ot Aretha Franklin's
most striking musical Inlcl\grunmk.

Dorn. Bette. Hahn. and Isit in the con-
trol booth of the studio. Capable of mak-
g anyone feel like an old friend. Miss
Midler pats me on the hand. gives me a
big smile. and offers me o container of
cotfee. Wearine tan hoots. hlack-and-
white-striped pedalpushers. and
purple rtleneck sweater with her Aam-
hoyant red hair demurely pinned up on
her head. <he looks like an impish
schooleirl

Ler's play some tapes”™ arnounces
Dorn. “Thev're verv rough but they'll
give vou a taste.”

A huskv guy with a beard and graving
hair. Dorn jumps up 10 play the conduc-
tor. waving his arms with glee

We hear O Cape Cod. a monster
Patti Page hit of 1954 and Betie's voice
makes Marnn Block and the “Mauke-Re-
lreve Ballrvoom™ come alive. We hear
Marijuana. a number from a Thirties
. Murder ar the Vanities. Betie's voice
transfarms the Thirties into a much Nash-
ier decade. Then finally we hear the
Bonnie Bramlett-Leon Russell Superstar
and we're back in 1972, listening 10 a
powerful, emotive blires singer. “Baby
baby . haby.” moans Miss Midler.
taking the last blues run of the song to a
level of exhaustive intensity. stopping it
at exactly the right place -just hefore it
reaches too tur.

Miss Midler listens caretfullv. She
s to Dorn, Pause. She finally Savs.
“The first note was the pits'”

“Your experience i the studio s <o
limited and vou've learned so much in
such a short period of time.” the pro-
ducer tells her paternallv. “You don’t
know what you've accomplished!™

Andrews Sisters Redivivas. Bette bounces
mnto the studio. She dons a huge set of
carphones—which make her look even
more like a schoolgirl—and sits down on
astool. She hegins 1o sing th rough Bugle
Bov from Company B, an Andrews Sis-
ters number from the Abbott and Cos-
telto film Buck Privates. Miss M. clasps
her hands to her eves. seratches her head.
uses a finger to help get herself through
the inerediblv intricate runs of the com-
plicated tune. Her voice instantly cap-
tures the essence of the Andrews Sisters
and creates a new sound. It takes her
three short takes to ect a perfect track.

“1s the most unusual talent.”™ Dorn
tells me. ~That's why I've had to produce
an unusual record.”™

HiGu FipeLny MaGgaziNg



Bette sits at the studio piano with
Marty Nelson. a member of Manhatten
Transter who is working on a high har
mony with her.

“Now do the same thing for the sec-
ond track.” Dorn tells her.

Bette stands in front ot the micro-
phone again. She is going to atiempt to
dub a hieh voice and then a low voice
onto the track she has just recorded.

“Can | hear the first take?” asks the
singer. I just want to hear where the
breath 1s.”

The first vocal track is played back
Bette dances to the track. taking intense
little steps and making intense little tin-
ger motions. She returns 1o the micro-
phone. She looks worried but brave.

“This is not an easv technique.”™ Dorn
tells me. “Wait until vou see what a fast
learner she is.”

Marty Nelson sits next to Bette. He
conducts her with his finger. Her finger
follows his tinger. She stops at the
breath.

Bernstein and Stravinsky’s Rite—
Quadraphonics in Excelsis

LONDON

Tur LONDON SYMPHONY ORCHESTRA
was spread out in a wide circular format
(orchestral plavers always complain ot
being crowded on stage but thisother ex-
treme seemed ridiculous). Leonard
Bernstein stood on a podium that was
dead center in the studio (EMI No. 1)
and signaled to all points of the compass.
Usually he faced the strings and wind.
but on occasion he swiveled on his hips
to signal 10 the great band of horns far
awav on his lefl. or to the trombones and

Jury 1972

“Thisis hard!™” she exclaims. She starts
agam

It takes twentyv diflicult minutes of
starting and stopping 1o ov erdub half the
track. Through it all. Miss Midler’s con-
centration has heen unshakable

She asks for a plavback. The har-
monies are uncanny.

“You see how fast she did alt ot Patti
and half ol Laverne.” Dornsavs happily.

The producer smiles. A huge ear-to-
car grin spreads across Bette Midler’s
face. She knows she’s done well. Rela-
tively new 1o recording. shke doesn’t
know she’s doing half a day’s work in an
hour's time. Dorn motons to her to con-
tinue. She shrues her shoulders. Her mo-
bile tace has become a mask of mock ex-
asperation

1 1 don’t have a hit.” she tells him,
“I'm never going through this again. I'm
soing into the movies!”

tCs my hunch that the movies are go-
ing to have a long. long wait.

HENRY EDWARDS

oto David

tubas far away on his right. At times he
even turned back to front 180 degrees to
face the battery of percussion behind
him.

This. vou might gather. is quadra-
phonic sound in excelsis. and 1 doubt
whether any serious music has ever been
subjected 1o such spectacular techniques
as 1t was at this session tor CBS. What
else could the music be but Stravinsky's
Rite of Spring? | asked John McClure.
now established as Bernstein's personat
recording manager wherever he is work
ino. wheiher the finished guadraphonic
recording will reproduce the layout. “Al-
most exactly.” promised McClure. He
showed me a diagram with the various
sections of the orchestra laid out in what
Roman army commanders would have

To get more
fromyour
high fidelity
system...
put more of
yourselfin it.

In these days of instant everything,
the idea behind Electro-Voice
Custom Loudspeakers is a refreshing
change of pace.

The custom loudspeaker concept
asks you to do more than buy. It
suggests that you participate directly
in choosing the very best speaker
system for your own special listening
needs, speaker by speaker.

There's a complete, logical range
of woofers, tweeters, mid-range
drivers and accessories. And, with
the help of your E-V dealer, you
create the performance that suits
you best.

You have the option of installing
the speakers in new or existing
furniture, or tuilding them into walls,
closets, or wherever

Write today for our literature
and list of E-V Custom Loudspeaker

dealers.
2 Gultcn

COMPANY

ELECTRO-VOICE, INC,, Dept. 724H,
619 Ceci! Street, Buchanan, Michigan 49107

ElechoYoree
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The 4-channel Sansui MQ2000
Is not a second-class
component system.

act.

It’s a firsclass comp

Sansui has never made anything but components until now. So our engineers just couldn't break the old habit when we asked
them to come up with a four-channel compact. They togk the ingredients of a state-of-the-art component system and packed them
into a single housing, then crowned them with an acclaimed, first-line automatic turntable and magnetic cartridge.

The MQ2000 complete four-channel music center. It's an AM/FM receiver. A decoder for all compatibly matrixed four-channel
recordings and broadcasts. A four-channel synthesizer for your entire collection of conventional stereo records, as well as for

reqular stereo broadcasts. It can handle any discrete four-channel source, taped or otherwise, and can take any adapter for any
future four-channel medium that might come along.

Total IHF music power: 74 watts. FM sensitivity: 5 microvolts IHF., Normal-
level response: 30 to 30,000 Hz +2 db, with harmonic or IM
distortion below 1% at rated output.

The automatic turntable is Perpetuum
Ebner's Model 2032 with calibrated
stylus-force adjustment,
variable-speed control, damped
cuing, anti-skating and a

host of other features. The
cartridge is Shure’s M75-6,
specially recommended

for four-channel discs.

The speakers are Sansui's
exciting new AS100 two-way
acoustic-suspension designs. Not
scaled-down performers made just to
go along with a package, but full-fledged
performers in their own right—regular
members of Sansui’'s new AS speaker line.
Two of them come as part of the package,
because most people already have a stereo
pair, but you can match up another pair of Sansui’s
regular line, if you wish, for a perfectly balanced
system. Wait till you hear this at your franchised
Sansui dealer!

@ SANSUI ELECTRONICS CORP.
. Woodside, New York 11377 « Gardena, California 90247
Sansui [\

J ELECTRONIC DISTRIBUTORS (Canada), Vancouver 9, B.C
SANSU! ELECTRIC CO..LTD Tokyo, Japan » Sansui Audio Europe S. A. Antwerp. Belgium
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It sounds like reel-to-reel.
It looks like cassette. Itis.

It is the new Sansui SC700.

Close your eyes and your ears tell you you're listening to a reel-tc-reel deck of the highest caliber.
Open your eyes and you know that cassette recording has finally made the grade.

The performance-packed, feature-packed SC700 Stereo Cassette Deck incorporaies Dolby i
noise reduction, adjustable bias for either chromium dioxide or ferric oxide tapes, three-
microphone mixing and specs that will make your eyes—as long as they're open—

pop even wider.

Undistorted response is 40 to 16,000 Hz with chromium dioxide tape and close to
that with standard ferric oxide tape. Record/playback signal-to-noise ratio is
better than 56 to 58 db with Dolby in—and commendably better than 50 db even

with Dolby out! Wow and flutter are below 0.12% weighted RMS.

A DC servo motor (solid-state controiled) assures rock-steady speed.
The tape-selector adjusts both bias and equalization for ferric-oxide or
chromium-dioxide formulations. The large, slant-panel VU meters

are softly illuminated. Contourless heads keep response smooth,

and a head gap one micron narrow brings high-frequency
output right up to reel-to-reel standards.

With so much in its favor, Sansui engineers
decided it deserved all the features of
a first-rank open-reel deck, and more:
Pause/edit control. 3-digit tape counter.
Separate record/playback level controls
(independent but friction-coupled). Auto-
matic end-of-tape shut-off with full dis-
engagement and capstan retraction . . .
and much, much more.

The SC700 is practically a self-contained
recording studio. Which makes it quite a
bargain at $299.95.

*Dolby is a trademark of Dolby Laboratories Inc.

SANSUI ELECTRONICS CORP.
0 e. New York 11377 « G a. Califorma 90247
EC N S }. Vancouver 9, B.C
SANSUI ELECTRIC CO ., LTD.. Takyo. Japan * Sansui Audio Europe S. A., Antwerp. Belgium

Sansui
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called “a hollow square.” A litle box
was sketched in the middle. “That.”
McClure explained, “is the listener.”

It was logical enough for CBS. of all
companies, to record its first quadra-
phonic Rite in such a spectacular way. in
the first place, as McClure says, Bern-
stein’s earlier version still sounds well:
and no one is going to forget the compo-
ser’'s own final version, not to mention
Boulez’ formidable one made in Cleve-

land. In any case, as | heard for mvself

from the conventional twin stereo loud-
speakers in the master control room, a
quadraphonic recording, however gim-
micky on four speakers, can filter down

Arroyo
Caballé
Corelli
Domingo
Merrill
Nilsson
Price

Resnik
Tucker
Zylis-Gara

On April 22, all of these glorious veices
sang farewell and Godspeed to their

to very satistying stereo. This recording
was in fact being made on eight separate
channels (McClure at the panel. elbow
1o elbow with EMI engineer Bob Gooch)
which will be mixed down to four quad

raphonic channels.

Taping the Rite. As to the performance. |
witnessed its climax, and very satisfying
it was. Only later did 1 learn of the en
semble troubles that had arisen due to
the unusual orchestral positioning. On
the previous day Bernstein had con
ducted this same work at a Stravinsky
memorial concert (exactly a year afler
the composer’s death) in the Royal Al-

Addio, Sir Rudolf.

METROPOLITAN OPERA GALA

SIR RUIDOUE BING SR

departing mentor on the occasion of the

Metropolitan Opera Gala honoring

Sir Rudolf Bing.

Now Deutsche Grammophon adds-its
voice to the acclaim. We proudly present
“live” recorded highlights of this glittering
and historic evening with this stellar cast.

For all time.

Deulsche Grammophon Records, MusiCassettes and 8-Track
Stereo Cartridges are distributed in the USA by Polydor
Incorporated; in Canada by Polydor Records Canada Ltd.

Metropolitan Opera Gala
Honoring Sir Rudolf Bing

— |
1 eI
Srdriminh
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bert Hall, but this new layout meant tak
mg the whole performance apart and
putting it together again. and in only two
three-hour sessions. | arrived as Bern-
stein was about to do a complete take of
the final Danse sacrale. The take was so
nearly perfect that even the meticulous
McClure put none of his damaging
minus signs in the score (his way of indi-
cating that a particular numbered take
has a flaw in the performance), and
Bernstein went into the control room to
hear it. Bernstein plainly enjoved it him-
self, but he had the ape stopped twice in
five minutes to check a particular pas-
sage. “If those horns are drowned.” he
said anxiously. referring 10 page 138
“we’re dead.” They were not. and he
proceeded with relief.

At the end McClure turned to Bern-
stein and asked him what he thought.
“Well,” said Bernstein. slowly but with
obvious satistaction. “it’s pretty good .
but is it the best you ever heard?” He
opted for another take of the final two
muinutes up to the cataclysmic chop at the
end (where with Bernstein. unlike Bou-
lez, the acciaccatura is clipped as short as
possible). and this time the precision was
beyond praise, particularly on that final
chord. But ten minutes before the sched-
uled end of the session. Bernstein made a
personal appeal to the players. Could he
be atlowed a quarter of an hour's over-
time 1o do just one more complete take
of the first part of the Rire? Steamed up
almost as much as Bernstein, the players
readily agreed. and though that final
run-through of Part 1 still had flaws of
ensemble, it became the “master take.”
After the full session was over. Bern-
stein, glass of scotch in hand, listened 10
the playback fully savoring the perform
ance, but even then he pounced on the
doubtful moments and each time asked
to hear those passages again

Later he discussed plans for the Svim
phony of Psalms recording on the follow-
ing morning. “What’s behind me?” he
asked McClure, concerned once more
about quadraphonic layout. “Only a
little—the cellos and basses.” McClure
replied happily. “A litle!™ Bernstein ex-
claimed. “but they are the mainstay.” He
had. after all. just said goodbve 1o the
violins and violas, who are not required
for the Symphony. McClure laughed and
confessed that he had changed his mind
about the layout at least eight times; but
the choir would be safe from any revolu
uonary dispersals to all points of the
compass. “Good old SATB along the
end there,” he promised. pointing to the
far side of the studio. It proved to be an-
other grueling session, but one which ce-
mented the bond between Bernstein, the
LSO, and the newly formed English
Bach Festival Chorus, a group of young
singers led by Laszlo Helay.

EDWARD GREENFIELD
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Scott Design g1

After 27 months of development effort, Scott engineers
have realized a new speaker system which significantly
improves upon the performance of presently available
designs. The new Design 51 speaker is a full frequency
range, floor standing, two-way acoustic suspension system
using Scott’s exclusive controlled impedance concept
which achieves an optimum match to contemporary
amplifier output characteristics.

The Design 51 has a long throw woofer with a four-layer
voice coil and highly compliant butyl suspension that
extend its useful range down to 30 Hz so you can really
feel the low “C’" organ pedal tone in Also Sprach
Zarathustra. And Scott’s tweeter goes right out to 20 kHz.
It has a transparency and clarity which make the percus-
sive section in Capriccio Espagnol sound like real tam-
bourines, triangles and cymbals instead of the diffuse
metallic clatter many medium priced systems offer.

CIRCLE 100 ON READER-SERVICE CARD
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Make us prove that our new Design 51 is the best speaker
system you can buy for under $100. Tell your Scott dealer
you'd like to audition the Design 51 speaker at $89.90.
Then, let him demonstrate everything else he has for
under $100. We think after you’ve heard all the rest you’ll
take home a pair of Design 51’s.

Design 41

For smaller listening rooms or bookshelf placement, try
Design 51’s little brother, Design 41. It's got the same state-
of-the-art component design, but it’s a smaller unit with
power handling capacity of 35 watts instead of 60 watts,
weighs 20 pounds less, and costs only $69.90. Circle
reader service number to receive specifications on both
Design 51 and Design 41.

[1SCOTT

where innovation is a tradition
H. H. Scott, Inc., 111 Powdermill Road, Maynard, Mass. 01754
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 the lees side

BETWEEN December 1, 1971, and Febru-
ary 7. 1972, no new motion picture music
was written or recorded in Hollvwood.
The guild of motion picture co;ﬁposors
was on strike.

Because its members could not hold
out any longer—thev (00 have rent 1o
pay. and often it’s quite heavy rent—they
went back to work. But on that Februar
7. thev filed in Federal Court in New
York City an antitrust action against the
Association of Motion Picture and Tele-
vision Producers. The suit demands set-
tlement of issues dating back to the in-
troduction of sound in motion pictures.

The dispute is over several things. bat
two issues are paramount. The first is
working time. In the old davs of motion
pretures. a composer might have six
weeks or more 1o score the music of a
ninety-minute motion picture. In these
daysof low-budget quickie TV movies or
one-hour shows, a composer may be
given ten daysin which to come up with a
score. and sometimes only six davs for
torty minutes of music. If you've ever
scen once of the composers working
against such a deadline—glued 1o the
drafting table. with scarcely time for
cating or sleeping. while orchestrators
and copyists stand by 1o rush the litte
black torrents of notes down the as-
sembly line 1o the recording studio—you
will know 1m mediately why movie com-
posers get bugged, and why so much
film scoring in TV movies, even by gifted
writers. is crushingly trite. As they say in
Hollywood. “They don’t want it good.
they want it Thursdayv.”

Buta more importantissue in the fight
hetween the composers and producers is
that of copyright ownership. Composers
resent the fact that they don’t own the
music thev write for tilms. Thev do not,
in other words. have what is called in
French law les droirs de laureur. rights of
the author. By this conception, what an
arust writes or paints or sculpts 1s his,
forever and ever, and that’s that. Not so
i America, and nowhere is this made
clearer than in Hollywood. Two quick
anccdotes will illustrate

Last year Lalo Schifrin was asked 1o
conduct the music from one of his film
scores during an appearance.at a univer-
sitv. When Schifrin called the studio to
ask for the score. he was informed that

the music didn't belong to him. it be-
longed 1o the studio. If he wanted 10 plav
it, he would have 1o rent it trom them'
Ultimately, the studio graciously and
kindly lent him his own music for noth-
ing. But the point had been made.

Maurice Jarre had an even more jolt-
ing experience. When he was asked by
one of the major svmphonv orchestras o
conduct his music for Dy Zhivago. he
called MGMI for the score. He was told
the music had been destroved. It seems
MGM was short of storage space.

A few composers have been in suf-
ficiently powerful bargaining positions
to demand half ownership of their mu-
sic. Henry Mancini won't do a picture
unless he gets an interest in the publish-
ing of his own music. Elmer Bernstein
David Raksin, Burt Bacharach, Leonard
Rosenman. and a few more can demand
that right. Even they solidly supported
their colleagues. and Elmer Bernslein is
in fact president of the American Guild
of Composers and Lyricists.

The motion picture producers appear
to have overplayed their hand. They re-
fused to accede 1o any of the demands of
the composers. Some were ready 1o
recach a compromise. but one or two stu-
dios held out, and an attorney for the
producers made a widely quoted com-
parison that reallv ticked the composers
off. He said, *When we buv a score, it’s
as it we are buying a suit of clothes. If we
want to hang it in the closet and Just
leave it there. that’s our business.” So
much for aesthetics and les droits de
Pauteur. The antitrust suit followed.

“This 1s ideal,” Ftenry Mancini said.
“I's where the issue alwavs belonged, in
the courts.™

Elmer Bernstein said: “The basic issuc
is clear. The producers forced us into a
position whereby the condition of work
is that they get all the rights. We're never
going to let that happen again on a col-
lective basis. We think it's wrong, and we
also think it's illegal.

“Our position is that what the produc-
ers get when they commission a score is
the right to use it in that picture, and
there it ends.

We're tired of seeing them take mu-
sic and lock it up so it can no longer be
made available 1o cither the composer or
the public.” GENE LEES

HiGH FIDELITY MAGAZINE



aynaco 4-a
amp kit

Value—the SCA-80Q is the only 4-D amplifier in kit form and for the
same cost as a similar two channel amplifier. From a built-in de-matrix
circuit at the output of the amplifier, connect four speakers {such as the
very popular DYNACO A-25s). Uncover hidden concert hail zmbience in
many conventional two channel discs, tapes and FM b-oadcasts and
recreate the original sonics with new 4-D recordings OJr use two
speakers now for stereo and add others later. 40 watts RMIS per chan-
nel, simple assembly, careful engineering, low distortion and superb
versatility go together to give traditional DYNACO excellence.
A special 4-D DYNACO/Vanguard LP is available now. See your
DYNACO dealer or send $2.95 to us.
$169.95 kit; $249.95 assembled

Nl_.ﬂ\fam 'NC. 3060 Jefferson Street, Philadelphia, Pa. 19121

IN CANAD2A WRITE: Dynaco of Canada, Ltd. 9429 Cote de Liesse Road, Montreal 760, Quebec, Canada

CIRCLE 22 ON READER-SERVICE CARD
JurLy 1972




IS YOUR
PREAMPLIFIER
AS GOOD AS
YOUR EARS ?

Your first preamplifier was probably
a kit or prebuilt economy model with
minimum quality and just the basic fea
tures. Since then you no doubt have be-
come more discerning and can hear more

music than your old preamp “lets
through”. Perhaps it is hindering the
development of your music appreciation?

We suggest that you consider the new
Crown IC150 control center for signif-
icantly increased enjoyment. For example,
does the loudness control on your present
unit really do much? The ICI50 provides
beautifully natural compensation whatever
the volume. Similarly, your tone controls
may give inaccurate effects, while the
IC150 has new “patural contour’ ex
ponential equalizers for correct com.
pensation at low settings. Is your preamp
plagued with turn-on thump and switching
pops? Crown's IC150 is almost silent.
The three-year parts and labor warranty
1s based upon totally new op-amp circuit
ry, not just a converted tube design.

Most dramatic of all is the IC150
phono preamp. No other preamplifier,
regardless its price, can give you disc:
to-tape recordings so free of distortion,
hum or noise, and so perfect in transient
response. It also has adjustable gain
controls to match the exact output of
your cartridge.

These are some of the refinements
which make the IC150 competitive with
$400 units, although you can own it for
just $269. Only a live demonstration
can tell you whether you are ready to
graduate to the IC150 and explore new
horizons in music appreciation. May we
send you detailed product literature today?

Ask your dealer also about Crown's new
companion D150 power amplifier, which delivers
150 watts RMS output at 8 ohms (150 watts per
channel at 4 ohms). No amp in this power range -
however expensive - has better frequency response
or lower hum, noise or distortion. It offers per
formance equal to the famous DC300, but at
medium power and price. It's worth listening into!

Y S

BOX 1000, ELKHART, INDIANA, 46514, U.S.A.
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those were the days

A nostalgic romp through the pages of High Fidelity and Musical America

60 Years Ago

Ihough Great Britain is not a partic-
ularlyv musical country. during the last
twenty or thirty vears women com-
posers there have produced much good
music and are contin uing to do so. Most
notable is Dr. Ethel Smvth who for man

years. says the Vew York Sun, had been
“a prophet without honor in her own
country. Her operas. Fantasie and The
Wreckers, have been performed else-
where in Europe, as have her chamber
music and symphonies, but England has
only recently given her a hearing. Now
she has innumerable honors heaped
upon her. has been made a doctor of mu-
sic, and has come 1o be regarded as an
important figure in the British musical
world. At present, Dr. Smuvth is sen ing a
term in jail for smashing windows in the
sutfrage cause.”

Unusual rumors concerning the present
whereabouts of composer Pietro Mas-
cagni have begun to secp into the press
though most of them vary considerably.
It1s generally understood that Mascagni
has eloped with a vaudeville dancer
whom he originallv met in London and.
along with his daughter. has taken her to
either Paris or the south of France. It ap-
pears that Mme. Mascagni confronted
her husband with the alleged facts con-
cerning the dancer and made for him
with either a heavy key or a knife.
wounding him in the arm. Mascagni's
daughter. Emmy. apparently sided with
her father, whereupon Mme. Mascagni
is said to have attempied 10 attack her
daughter also. The result. allegedly. is
that both Mascagni and his daughter
have left home. At anv rate. all definite
trace of the composer. his daughter. and
the vaudeville dancer has been lost for
the time being.

40 Years Ago

The set of twenty-four discs of Arnold
Schoenberg'’s Gurrelieder, recently is-
sued by RCA Victor. is surelv an idealis-
tic enterprise and is deserving of praise.
The recording was obviously made dur-
ing actual performance earlier this vear
in Philadelphia with Stokowski, lcanetie
Vreeland, Rose Bampton, and Paul Alt-
house. The set. therefore, “has all the
taults to which such a procedure is sub-
ject . . . sides of a disc end again and

again in most unfortunate places. such us
after 4 measure or two of a new solo

part.”

On the occasion of the above recording.
Leopold Stokowski predicted that a time
would come when the world's greatest
music would be brought to “summer
night audiences sitting under trees™ any-
where in the world. The time seems fast
approaching: The Cincinnati Zoo Opera
has inaugurated a series of live broad-
casts, and NBC has announced a new
National Civic Artists series to begin at 9
p-m.on July 12. In addition to the com-
plete broadeasts on Saturday nights from
Lewisohn Stadium in New York. CBS
will broadcast Sundayv night concerts be-
ginning July 3. After last month's experi-
ments in live broadcasting. the response
by letter and lelegram from listeners was
“most gratifying.” said a spokesman for
the WEAF network. and provided the
impetus for many of the new series.

20 Years Ago

The Philips Phonographic Industry.
subsidiary of the enormous Philips elec-
trical organization. has announced a new
7-inch. “Ninigroove™ 78-rpm long-play-
ing disc. These discs are made of viny!
copolymer resins and require a stylus
0001 inch in radius. A playing time of up
1o five minutes is possible. Although the
raw vinyl used in processing this disc is
an expensive item. the small diameter ot
the record permits it 1o be sold at a price
no greater than the normal twelve-inch
shellac pressings.

The prerecorded tape industry is moving
ahead slowly. The obstacles here are
many. but the most outstanding seems to
be the problem of making duplicates.
There are rumors in the industry that a
machine capable of making twenty-five
to fiftv duplicates is in the works. but at
present five duplicates at one time is the
standard. Since it is not uncommon for
a popular song to setl 1.000.000 copies.
this remains rhe problem since at the
present rate of duplication. competition
with LP records is laughable- despite the
fact that on tape there is no record
scratch. hiss, or pop. However. as 1.Ps
improve in quality, we reallv cannot see
a market for competition between the
disc and recorded lape.

Hi1GH FIDELITY MAGAZINE



JuLy

Nothing is hard to get...

Elac / Miracord has spent
a million dollars to bring you

NOTHING

True “NOTHING"” would be the
elimination of everything that
interferes with the perfect repro-
duction of sound. So, the closer
you get to “NOTHING™ in sound,
the better stereo equipment

you own!

The ELAC 50H MARK Il comes
closer tothe “NOTHING" in sound
reproduction than any other
automatic turntable. And for good
reason. You see, we've spent a
million dollars in reszarch to

e —————————

1972

eliminate motor noise, vibration,
rumble, wow, and distortion. The
closer we getto “NOTHING", the
better it is for you. With rumble
down to —42db, wow down to
0.05% and flutter to 0.01%, we're
really coming close to *“NOTHING"
And we've even reduced record
wear. Imagine an automatic tone-
arm that lowers so slowly, so
lightly to your records that you

CIRCLE 13 ON READER-SERVICE CARD

can hardly tell when it touches
the groove. You certainly can't
hear it. At your command, atouch
of the exclusive pushbutton con-
trol picks the arm up automatic-
ally and a silicone-damped piston
lowers itlighter than a floating
feather to your record. It's the
ultimate in protection for stylus
and record.

Benjamin Electronic Sound
Corp., Farmingdale, N.Y. 11735.
A division of Instrument Systems
Corp. Available in Canada.
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Recently | purchased my first prerecorded
cassettes only to discover that of the five |
had bought only two represented an ac-
ceptably high standard. The Beethoven
Fifth Symphony on Columbia was missing
the opening bars of the first movement. Ar-
thur Lyman’s '‘Pearly Shells” on Cre-
scendo had a 4-second dropout where the
tape was stretched near the end of Side 1.
And the Beethoven Sixth on RCA had to be
turned over in the middle of a movement—
something unheard of since the days of 78-
rpm records. All the tapes were sealed
when purchased and none were price-cut.
For a source of music that costs about
$2.00 more than the equivalent discs, don't
you think we should expect better than
this?—Christopher J. Ball, Marlboro,
Mass.

Absolutely. In the convenience-tape for-
mats perhaps the admonition caveat
emptor should be amended to include
cave canem. While your initial experience
with recorded cassettes includes a very
high percentage of dogs, it does drama-
tize the fact that tape's relatively laborious
and costly duplication techniques some-
times lead tape manufacturers to com-
pete with discs by slighting both care and
imagination. The bad side break should
have been easy enough to remedy had
RCA added a short overture to the cas-
sette. Columbia’s missing bars are totally
inexcusable, though unfortunately not in-
credible. Unless processors are willing to
think a little harder about what they're up
to, the extra buck or two will continue to be
only one of the prices that tape enthusiasts
sometimes must pay in listening to their fa-
vorite medium.

In your review of the Marantz 2270 [April
1972] you say that 4-ohm speakers are not
recommended with it. | recently bought a
pair of AR-3a’s, which are rated at 4 ohms.
Should | connect a 3- or 4-ohm resistor in
the speaker line to bring up the total im-
pedance?—Carlos Mager, Florham Park,
N.J.

What we said was, . . . power output at 4
ohms is relatively restricted if IM distortion
is to be kept low. If all speaker taps are to
be used, particularly if the listening rooms
are large or the speakers unusually
inefficient, 8-ohm speakers would appear
to be in order.” In other words, this applies
only if you are driving four loudspeaker sys-
tems at once. Above 30 watts per channel,
the IM distortion for 4-ohm loads rises
above 0.1%. That's not much distortion, but
it would be a shame to compromise the
2270’'s excellent performance by driving
distortion higher. It would also be a shame
to compromise the 2270's damping factor
by adding series resistors. But from the way

24

your letter is worded it sounds as though
you are contemplating the use of only one
pair of speakers anyway. If that's the case
you need not worry about this point since
the full 30 watts in each channel would be
available to each speaker—not divided be-
tween two—and the AR-3a’s only require
about 25 watts each.

| see that the Concord Mark Il has specifi-
cations equivalent to the Sony 366, but the
Concord has a higher bias frequency (200
kHz). Would the Concord therefore pro-
duce better sound on chromium-dioxide
tape than the Sony, or do | need a bias
switch? And is any deck without adjust-
able bias obsolete?—Mark McBride, Mid-
west City, Okla.

You're confused about a number of things,
and we picked your letter because other
readers seem to share your confusion. In
the first place, forget chromium-dioxide
tape for use on open-reel decks. It offers
little advantage to that format and presently
is sold to consumers in cassette form only.
Second, it requires an adjustment in the
current—rather than the frequency—of the
recorder’s bias signal. Third, if you're bas-
ing your statement about equivalent speci-
fications on maufacturers’ ratings you
should be more circumspect in your eval-
uations. Two manufacturers don't neces-
sarily use the same criteria in determining
their ratings, which therefore may not be
comparable. We haven't tested the Sony
366, so we haven't any objective fix on how
the two compare. Fourth, a tape deck with-
out user-adjustable bias (it may be ad-
justed by a technician even though there's
no front-panel control for the purpose) is
not obsolete if 1) the unit is properly ad-
justed for modern tapes to begin with and
you use only appropriate tapes for all criti-
cal recordings, or 2) it adjusts for the differ-
ence between "standard” and “high-per-
formance’ tapes by another means
(Sony’s switch for that purpose normally al-
ters equalization, rather than bias.) Most
older machines can be realigned for the
new premium ferric-oxide tapes but not—
evenifitwere available—chromium dioxide.

What is your opinion of the Discwasher
and of the Watts record-cleaning devices?
| also hear that it is not safe to use pre-
treated record cloths. Please help clean up
the situation.—Marty Portnoy, Bayside,
N. Y.

Okay; here's the real dirt. Watts is the es-
tablished name in record-care products, of
course. They and the Discwasher seem to
be about neck and neck in terms of results.
But the Discwasher does strike us as some-
what more convenient than the Watts
Preener, and somewhat more versatile

than the Watts Dust Bug—which, be it
noted, is appropriate for manual turntables
but not changers. Cloths are suspect both
because some of those that have appeared
on the market contain compounds that ac-
tually can harm the record and because
they can retain grit that will scratch the
record in subsequent use.

Would it be possible to dub four-channel
encoded discs directly onto tape without
decoding the signals, then play the tapes
back through the Electro-Voice ‘“univer-
sal” decoder, and still get good quad-
raphonic sound reproduction?—Douglas
N. Brink, Hopatcong, N.J,

Yes indeed. In fact it's virtually the only
practical way of copying encoded discs. If
you decode first and then make the copy on
a discrete quadraphonic open-reel
recorder you will simply use up twice the
tape with no sonic advantage if speeds and
track widths remain the same. If you try to
copy the decoded signals onto a blank
eight-track cartridge, you'll need a player
without automatic stereo/quadraphonic
switching since all the blank cartridges
we've seen lack the notch for the quad-
raphonic sensor—that is, they're shaped
for stereo use. And of course cassettes re-
main almost exclusively a stereo (or mono)
medium capable of recording the two en-
coded signals, but not the four decoded
ones.

I have a Viking Stereo 88 tape deck that is
about seven or eight years old. It has a
half-track recording head and quarter-
track playback. | can get it serviced and
have a pause control added for $70, and in
addition could add a quarter-track record-
ing head. Is my unit worth the cost, or
should | buy a Dolby cassette deck such as
the Advent? | have no sizable open-reel
tape collection, so that’s not a big prob-
lem.—Lawrence N. Teleshak, Northbrook,
Pa.

We'd choose the cassette deck by all
means. The Vikings were great for the price
in their day, but even with regular ferric-
oxide tape the Advent 201 at 17 ips tests
out better than the Viking did at 7' ips.
Also, cassettes are more convenient and
cost less, and the variety of recorded cas-
settes available today is far greater than
that in open reel. One tip, though. If you
plan to dub your present tapes onto cas-
sette, don’'t discard the originals when
you're through. We've made that mistake
only to find that the dub was imperfect in
one respect or another (perhaps we didn't
ride gain carefully enough or a badly
seated connection introduced a certain
amount of unnoticed hum) or that imper-
fections in the original could be ameiio-
rated by a new piece of equipment (an
equalizer for example) that we didn't get
until after the originals had been destroyed.

If | remember correctly, the price of Audio
Import’s Classic Compact record storage
cabinet was $19.95 when you reviewed it
less than six months ago [HF test reports,
January 1972]. | just received an advertis-
ing piece about it and the price is listed as
$39.95. Some rise, ain’tit?—C. S. Kawana,
Honolulu, Hawaii.

It sure is.
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When it comes to fine stereo receivers...

a Marantz is a Marantz
IS a Marantz.

That m=2a1s Marantz not orly makes the
finest most expensive st2reo equipment
in the world, but also the finest least
expens ve stereo equipment.
Take th2 Marantz Madz=l
2215 FsM/AM stereo receiver
for onlv'$249.95. You're
getting 15 watts RMS ger
channel, and exclusive Gyro-
Touch tuning. You're also
getting the same Marantz
prestige, the same crasman-
ship, aad the same Marantz
quality oifered in our most
expensive equipment.

If you'r= a purist $249.95

and willing to pay
for perfaction, then
you went the finest,
most expansive
stereo FM receiver
in the werld. The
Marantz Model 19.
Yes, it s$1200. It
is the kest stereo
FM recaiver money
can buy. And will
more than justify °
your investment.

$1200

Same name, same quality —regardless of
price. ~hat’'s Marantz’ supe-ior quality, inherent

in the full line of components priced from $1200.00

to as low as $149.95. And 0 complete your system, choose

a Marzntz Imperial speake- system. mameanmesann@ .
We sound better,

©Copyrig-t 1972 Marantz Co., Inc.,a subsidiary of Superscope, Inc., P.O. Box 994, Sun Valley, Calif. 91352. Ir Europe: Marantz int’l 3.7, Brussels, Belgitm. In Canaca
Electrohorre, Ltd., K tchzner, Ontarie. Prices subject to change without notice. Send for ‘ree catalog.



The experts talk about a new

“...The tuner which may well prove to be the ‘classic’
of the 1970’s is Heath’s new AJ-1510 Digital FM Stereo Tuner.”

— Leonard Feldman, AUDIO MAGAZINE

“...When it comes to using the A)-1510, we find ourselves almost at a loss
for words. It is probably as near to the ideal FM tuner as we have ever encountered.”

Mr. Feldman goes on to say: “The ‘ultimate’ tuner? Well, if it isn’t
it'll do until someone comes up with something better!... There is
NO tuning knob and there is NO tuning dial or pointer, since all
frequency indications are read from digital read-out tubes...At
the left are ten keyboard buttons, numbered ‘1’ through ‘0", as
well as a re-set button (punched when you wish to ‘punch up’ a
new station frequency) and a button labeled BY-PASS (used to
initiate the ‘auto-sweep’ action which causes the tuner to sweep
downward in frequency, automatically locking in on every avail-
able signal in your area)...three more buttons, labeled A, B and C
...are used to select three predetermined favorite stations...and
there are additional buttons for SQUELCH DEFEAT and STEREQ
ONLY reception...

“...a tiny test switch button when depressed, lights up all the
elements of the digital readout tubes to insure that they are oper-
ative. There is also a rotary control which determines the speed
at which the AUTO-TUNE action takes place, a noise squelch ad-
justment control, and an AGC squelch control. A slide switch
changes the meter function from signal strength indication to
multi-path indication and a second, three-position slide switch
selects automatic stereo, partial stereo blend (for reduced noise
in weak-signal stereo reception situations with some sacrifice in
overall stereo separation), and mono-mix. The right section behind
the trap door contains three horizontal slots, labeled A, B and C.
These slots correspond to the three PREPROGRAM selection but-
tons described earlier and, upon inserting three plastic cards no
larger than a standard credit card, the buttons can be used to
tune in your favorite station which you easily program onto the
cards yourself ...

“...The rear panel of the AJ-1510...contains antenna terminals
for 300 ohm or 75 ohm transmission lines, a dual pair of output
jacks as well as horizontal and vertical output jacks for connec-
tion to an oscilloscope for observing the nature and extent of any
local multipath problems beyond what you can read on the dual
purpose self-contained signal meter. ..

“...we were able to appreciate the amount of thoughtful engi-
neering that went into this unit, both in terms of its performance
as well as its kit feasibility. Recent Heathkits have increasingly

— Julian Hirsch, STEREO REVIEW

stressed the modular approach and the AJ-1510 has carried this
concept to its ultimate. There is a ‘master’ or ‘mother’ board into
which are plugged seven circuit boards. Connectors are used
throughout, which means that boards can be removed without
having to unsolder or unwire a single connection.

“...The heart of the non-mechanical tuning aspect of this unit lies
in the voltage-tuned FM front-end, which is of the varactor-tuned
type and contains no moving variable capacitor. Instead, a suit-
able d.c. voltage applied to the varactor diodes determines their
effective capacitance. The keyboard, pre-programmed cards, or
automatic sweep tuning methods all program a divider circuit.
The divider circuit divides the tuner’s local oscillator frequency
and compares it to a crystal controlled reference frequency and
the result of this comparison is the tuning voltage. Changing the
divide ratio of the divider circuit changes the d.c. voltage applied
to the tuner and a different station is tuned in. Simultaneously, a
visual display of the station frequency is provided by the readout
circuitry. Because of the crystal controlled reference frequency
and the phase-lock-loop circuitry, however, the accuracy of the
frequency tuned in is no longer dependent upon the drift-free
characteristics of the FM front-end but will be as accurate as the
reference crystal frequency and, in the case of the AJ-1510, that
means at least 0.005% accuracy!...

“...Do not confuse this ‘digital readout’ tuner with some units
which have recently appeared on the market and simply replace
the tuning dial with numeric readout devices. The latter variety
guarantee no more tuning accuracy than their ‘dial pointer’ coun-
terparts. The Heath AJ-1510 is tuned exactly to 101.5 MHz when
those readout tubes READ 101.5 — and not to 101.54 or 101.47!. ..
“...There is no doubt that the elaborate ‘computer’ type circuitry
incorporated in the Heath AJ-1510 must represent a fair percent-
age of its selling price, but even if you ignored it completely (or
considered it as a welcome bonus), the tuner’s performance as a
tuner would justify its total price and then some.

“...Almost as if to reprimand us, when we punched up 87.9 MHz
on the keyboard, a light lit up on the front panel and read RE-
PROGRAM. (It could have said ‘please’.. ) Realizing that we weren’t
about to fool this unit, we settled for 88.3, 98.9 and 106.1. These
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HeathKit ‘Classic’

chosen frequencies, together with our not-too-perfect ‘screen
room’ enabled us to read a sensitivity of 1.6 uV. Impressed, we
decided that we weren't going to let this one get off so easily, so
we tried to measure alternate channel selectivity and, as near as
we could figure, it was just about 100 dB!.. .[With] the totzl quiet-
ing curve, you can interpolate the THD (mono) down to an incred-
ible 0.18% for 100% modulation (as opposed to 0.3% claimed).
Ultimate S/N is a very respectable 66 dB....quieting reaches a
very usable 56 dB with a mere 5 uV of signal input. In the stereo
mode, we remeasured the THD and found that it was only 0.25%
for 100% modulation (as against 0.35% claimed) and that, to us,
represents a real breakthrough, since stereo THD is usually much
higher than mono THD on most tuners and receivers we have
measured in the past...

“  Here's a tuner that maintains at least 30 dB of separation
from 50 Hz to 14 KHz and hits a mid-band separation figure of
46 dB! Both SCA and 19 and 38 kHz suppression were in excess of
60 dB, which means that SCA interference was absolutely inaud-
ible. Capture ratio measured 1.35 dB as against 1.5 dB claimed...
In short, every space was easily met or exceeded and if you com-
pare published specs with the best of the ‘ready mades’ you're
not likely to come up with a finer set of readings anywhere ...
“_After spending several hours playing with the keyboard, the
automatic sweep, and the dozen or so cards which | prepared with
the aid of a small pair of scissors, | got down to the serious busi-
ness of logging stations...Would you believe 63, without having
to rotate my antenna?...

“ _We enjoyed the crystal-clear, distortion-free recepticn we ob-
tained in using the Heath AJ-1510...[it] has got to be the way all
tuners of the future will be made. It's very nice to know that Heath
has just brought that future into the present...”

Mr. Hirsch comments further: “.. the Heath AJ-1510 digital Stereo
FM tuner kit is new, with a fresh and imaginative design approach
_and we know of nothing else on the market with comparable
features...

“_ It is quite impossible, in the available space, to give an ade-
quate description of this remarkable tuner. Anyone familiar with
the inside of a typical FM tuner will not recognize this as belong-
ing to the same family. It more closely resembles a small digital
computer. There are no moving parts (the tuning is entirely elec-
tronic), and almost nothing resembling r.f. circuit components...
The if. selectivity is provided by sealed multipole inductance-
capacitance filters. Not only do they give outstanding alternate-
channel selectivity (the kind most of us are concerned with), but
it is also easy to separate adjacent-channel signals only 200 kHz
apart...

“ _our measured performance data on the AJ-1510 met or ex-
ceeded Heath's published specifications...The IHF sensitivity was
1.6 microvolts...The 89-dB image-rejection figure was very good,
and we confirmed Heath’s alternate-channel selectivity rating of
95 dB...The FM frequency response was well within —+1 dB from
30 to 15,000 Hz. Stereo channel separation was exceptionally
good — 40 dB at middle frequencies. .. suppression of 19 and 38
kHz components of stereo FM signals was the best we have yet
encountered...

“__tuning the AJ-1510, in any of its modes, is a unique experi-
ence. No matter how you go about it, the output is always a clean
signal or nothing — not a hint of a thump, hiss, or squawk at any
time...for anyone who wants a tuner that is most certainly repre-
sentative of the present state of the art, and which is not likely to
be surpassed in any important respect for the foreseeable future,
his search can stop at the AJ-1510.”

Kit AJ-1510, “Computer Tuner” less cabinet, 23 Ibs. . ... .539.95*
AJA-1510-1, pecan cabinet, 6 Ibs. .............. ...24.95*

New versatility in 4-channel sound —
the Heathkit AA-2004 Integrated Amplifier

Improves what you already ocwn. Thanks to buiit-in matrix circuitry
that decodes matrixed 4-channel recordings and 4-channe! broadcasts,
the AA-2004 lets you use your present turntable, tape equipment or
tuner. Also, the decoder enhances your present record & tape library,
and conventional 2-channel FM broadcasts by feeding the “hidden
presence” to rear speaker for an extremely satisfying 4-channel effect.

Puts you ahead of temorrow’s developments. As discrete 4-channel
media becomes more prevalent, the AA-2004 is ready. Four conserva-
tively rated and fully protected amplifiers produce 260 watts into 4
ohms (4x65), 200 watts into 8 ohms (4x50), 120 watts into 16 ohms
{4x30). Controls are provided for every source, mode and installation.
Amplifier sections are controlled in pairs with one complete stereo
system for left & right front speakers and another for left & right
rear —so your AA-2004 can be used to power two separate stereo
systems if desired. With outputs for both main and remote speaker
systems, it can be used to power two 4-channel systems (up to 8
speakers). Duplicate controls are provided for front and rear bass,
treble, balance and volume; phono, tuner, aux, tape & tape monitor
inputs. Mode switchas select mono, stereo, matrixed 4-channel or
discrete 4-channel. And 20 input level adjustments — enough for five
separate 4-channel seurces — can be reached from the bottom of the
chassis. Separate rear-panel jacks give direct access to preamp out-
puts & power amp inputs, permitting biamplification by simply adding
a crossover network.

Performance specs you'd expect from Heath. Make your own compari-
son of the AA-2004’s impressive specifications. Power bandwidth on
all channels from less than 5 Hz to more than 45 kHz for 0.25% totak
harmonic distortion. IM distortion less than 0.2%. Damping factor
greater than 100. Hum and noise — 65 dB for phono, -75 dB for tape
and aux.

Goes together with traditionai Heathkit simplicity. Plug-in circuit boards
and preassembled wiring harnesses reduce point-to-point wiring —
make the AA-2004 as much fun to build as it is to use. Add the pre-
assembled, prefinished pecan cabinet — and you have the most attrac-
tive, as well as the most practical approach yet, to the fascinating
new world of 4-channel sound. Get with it... today.

Kit AA-2004, 39 Ibs., less cabinet ............... ... 349,95

AAA-2004-1, pecan cabinet, 7 Ibs. ....... .. ..o 2495

Discover the Heathkit audio ‘classics’ at your nearest Heathkit
Electronic Center...or send for FREE catalog!

HEATHKIT ELECTRONIC CEMTERS — ARIZ: Phoenix, 2727 W. Indian School Rd.; CALIF.: Rna-
heim, 330 E. Ball Rd.; EV Cerrito, 6000 Potrero Ave.; Los Angeles, 2309 S. Flower st.;
Pomona, 1555 Orange Grove Av. N.; Redwood City, 2001 Middlefield Rd.; San Diege (La
Mesa), 8363 Center Dr.; Woodland Hills, 22504 Ventura Blvd.; COLO.: Denver, 5949 W.
38th Ave.; FLA.: Miami (Hialeah), 4705 W. 16th Ave.; GA.: Atlanta, 5285 Roswell Rd.;
ILL.: Chicago, 3462-66 W. Devon Awe.; Dawners Grove, 224 Ogden Ave.; KANSAS: Kansas
City (Mission), 5960 Lamar Ave.; MD.: Rockville, 5542 Nicholson Lane; MASS.: Boston
(Wellesley), 165 Worcester St.; MICH.: Detroit, 18645 P. Elght Mile Rd. & 18149 E, Cight
Mile Rd.; MINN.: Minneapolis (Hopkins}, 101 Shady Oak Rd.; M0.: St. Louis, 9296 Gravois
Ave.; NJ.: Fair Lawn, 3507 Broadway (Rte. 4); N.Y.: Buffalo {Amherst), 3476 Sheridan
Dr.; New York, 35 W. 45th St.; Jericho, L., 15 Jericho Turnpike; Rochester, Long Fidge
Plaza; OHI0: Cincinnati (Woodlawn), 10133 Springfield Pike; Cleveland, 5444 Pearl Rd.;
PA.: Philadelphia, 6318 Reosevelt 3lvd.; Pittsburgh, 3482 Wm. Penn Hwy.; TEXAS: Dallas,
2715 Ross Ave.; Houston, 3705 Westheimer; WASH.: Seattle, 2221 Third Ave.; WIS.z Mil-
waukee, 5215 Fond du Lac.

HEATHKIT
pesE=ane e e e Schiumberger [N
| HEATH COMPANY. Dept. 8-7 g

Benton Harbor, Michigan 49022
[] Please send FREE Heathkit Catalog.
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Views

The Big Little Record

The Fleetwood Recording Co. of Boston has come out
with a 7-inch LP that, the company says, will hold the
equivalent of a stereo 12-incher. The process is said to
involve a special cutting technique, though the Fleet-
wood people aren't giving out details of the process.
Once the master is cut, however, it can be processed
andthe records pressed just like any other. In fact we're
told that early samples went through standard produc-
tion lines without anyone’s being aware—except back
at Fleetwood, of course—that there was anything spe-
cial about them.

The first commercial issue of these new discs, distrib-
uted by All-Star Records, is a Boston recording of music
from Jesus Christ Superstar. At just over fifteen minutes
per side, it runs a little shorter than many 12-inch LPs.
(In classical recordings particularly we frequently see
timings that are about twice as long today, though per-
haps some twenty minutes per side is average.) It is,
however, a big jump from the three or four minutes of

video
topics

SelectaVision Gets Ready

RCA is making its bid in the already crowded field of
cartridge television with the introduction this fall of a
unit that will be offered by Magnavox dealers. RCA's en-
try has a familiar name: SelectaVision—the name ini-
tially used for the company’'s proposed holographic
(nonmagnetic) system.

Licensees for the present SelectaVision %-inch Mag-
Tape (magnetic video tape) cartridge-TV unit are Bell &
Howell and Magnavox. B&H will provide the tape trans-
port component, while Magnavox plans to integrate a
hand-held color camera of its own design into the sys-
tem when it offers SelectaVision through franchised
dealers this fall. RCA’s own version of SelectaVision
won't be on the market until late 1973. It is scheduled to
appear first as an accessory to existing television sets,
and later as part of a TV-receiver/video-recorder com-
bination.

The RCA record/playback deck is expected to cost
about $700—some $200 less than the Cartrivision unit
(which uses Yz-inch tape) and almost $300 less than the
U-Matic play-only deck (which uses %-inch tape, but is
incompatible with SelectaVision). RCA says it was able
. to cut costs by utilizing in-cartridge scanning so that the
tape need not leave the cartridge during playback or
recording. According to RCA this single-piece scanning
device reduces stress and friction by contrast to al-
ternative threading methods and is less susceptible to
distortion. Other features include stereo sound capabil-
ity (all regular U.S. TV broadcast sound currently is
monophonic, but both Cartrivision and U-Matic provide
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Fleetwood 7-incher has same timing as this 12-inch LP

music that Columbia used to put on a 7-inch 33-rpm
side in the days when it issued that format with some
regularity. And Fleetwood says that the technique could
be applied to a 12-inch side, yielding similarly extended
playing times.

For the present, however, it is being used as a way of
producing budget discs by reducing pressing and distri-
bution costs. Played back on wide-range equipment,
the Superstar recording is not particularly distinguished
in terms of sonics, but it's good enough to show that its
small size should not lead one to confuse it with 7-inch,
33-rpm kiddie records.
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for stereo), the ability to record programming off one
channel while viewing another, and a timer and digital
clock that permit unattended recording.

RCA admits the selections of prerecorded tapes will
be limited for quite a while, but hopes the unit will be
used for recording television programs off the air and
for “home movies.” A reusable blank one-hour car-
tridge is expected to market for about $30.

While SelectaVision follows U-Matic and Cartrivision
to the market, industry observers feel it has a good
chance to catch on. The reason: RCA and Magnavox
account for an estimated thirty to forty per cent of the
color television market while the Cartrivision licen-
sees—Sears, Admiral, Packard Bell, Montgomery Ward,
Emerson, and Dumont—account for little more than half
that much.

Thus by the end of the year three versions of the
home video cartridge tape concept will be available at
less than a thousand dollars. One big question remains
to be answered: Are home viewers interested?

For An Emerging Industry, Expo No. 2

VidExpo 72 it's called—or, at more length, the Second
International Cartridge TV/Videocassette/Disc Confer-
ence and Exhibits. That latter name, jaw-breaking
though it is, just about says it all.

VidExpo 72 will take place from August 21 to 24 at the
Hotel Roosevelt in New York under the sponsorship of
the Billboard Publications group, which includes HigH
FIDELITY. The First International . etc. was held in
Cannes, France in the spring of 1971 and drew more
than 600 industry executives from 31 countries.
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The new ADC-XLM

Superb performance.

Lowest mass.

Unbeatable price.
And it’s guaranteed for 10 years.

If you're like most audiophiles,
you've probably spent a great
deal of time. effort and money
looking for the “perfect”
cartridge.

We know what you've been
through. After all, we've been
through it ourselves.

That's why we're especially
enthusiastic about our newest
cartridge, the ADC-XLM. It does
everything a well designed
cartridge should do. 1t may not
be perfect. but we don’t know of
any that are better. and few that
even come close.

Now, we'd like to tell you why.

The lighter, the better.

To begin with, it is generally
agreed that the first
consideration in choosing a
cartridge should be low mass.
And as you may have guessed by
now, the LM in our model
designation stands for low mass.

Not only is the overall weight
of the ADC-XLM extremely
low, but the mass of the all-
important moving system (the
stylus assembly) is lower than
that of any other cartridge.

Translated into performance,
this means effortless tracking at
lighter pressures with
less distortion.

In fact, used in a well
designed, low mass tone arm.
the XLM will track better at 0.4
gram than most cartridges at
one gram or more.

A new solution for an
old problem.

One of the thorniest problems
confronting a cartridge designer
is how to get rid of the high
frequency resonances common
to all cartridge systems.

Over the years. various
remedies have been tried with
only moderate success. Often the
cure was worse than the discase.

Now thanks to a little bit of
original thinking, ADC has come
up with a very effective solution
to the problem. We use the
clectromagnetic forces generated
within the cartridge itself to
damp out these troublesome
resonances. We call this self-
correcting process, “Controlled
Electrodynamic Damping? or
C.E.D. for short.

And if it scems a little
complicated, just think of C.E.D.
as a more effective way of
achieving lower distortion and
superior tracking. as well as
extending frequency response.

Naturally, there's much more
to the new ADC-XLM. like our
unique induced magnet system,
but let's save that for later.

Guaranteed reliability plus.
At ADC we've always felt that
reliability was just as important
as any technical specification.
That’s why we now guarantee
every ADC-XLM., exclusive of
stylus, for a full ten years.
But this unprecedented

guaranteeinvolves something
more than just an assurance of
quality. It is also an expression
of our conviction that the
performance of this cartridge is
so outstanding that it is not likely
to be surpassed within the
foreseeable future.

And something more.

In addition to the superb
ADC-XLM, there is also a new
low mass ADC-VLM, which is
recommended for use in record
players requiring tracking
pressures of more than one gram.
The cartridge body is identical
for both units, and so is the
guarantee. Only the stylus
assemblies are different. Thus
you can start out modestly and
move up to the finest and still
protect your investment.

And that brings us to the
important question of price.
which we are happy to say is
significantly lower than what
you might reasonably expect to
pay for the finest. The suggested
list price for the incomparable
ADC-XLM is $50 and the
runner-up ADC-VLM is
only S$40.

But no matter which low mass
ADC you choose, you can be
certain that they share the same
outstanding characteristics...
superb tracking, very low
distortion and exceptionally
smooth and extended
frequency response.

* We guarantee (1o the original purchaser) this ADC cartridge, exclusive of stylus assembly, 1o be free of manufacturing defects for a ten year period from
the date of factory shipment. During that time, should a defect occur, the unit will be resaired or replaced (at our option) without cost. The enclosed
guarantee card must be filled out and returned to us within ten days of purchase, otherwise this guarantee will not apply. The guarantee does not cover
damage caused by accident or mishandling. To obtain service under the guarantee, simply mail the unit to our Customer Service Department.
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Pickett District Road, New Miltord, Connecticut 06776.

faoc) Audio Dynamiocs Corporation
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An Array of drivers

Array Company has introduced its Array 12 loudspeaker system,
with a complement of eleven 4V:-inch drivers for the bass and mid-
range, and a polycarbonate dome tweeter. The system uses a spe-
cially designed internal network that is said to eliminate interference
between multiple small drivers and help deliver a smooth response
from below 23 to beyond 20,000 Hz. Each pair has a maximum
power rating of 600 watts. The Array 12 is available in a variety of
finishes and costs $720 per pair.

CIRCLE 148 ON READER-SERVICE CARD

New oscilloscope display from Kenwood

The 3-inch viewing screen of Kenwood's KC-6060A Audio Lab
Scope offers the following displays: test 0.1 V peak-to-peak (for
comparing input signals to a built-in 1-kHz oscillator), left waveform,

right waveform, stereo display, and FM multipath. The KC-6060A-

can be used to check an amplifier for linearity, frequency response,
and phase characteristics; to display test square-wave signals; and
test phono cartridges for frequency response, phase character-
istics, erratic stylus tracking, transient characteristics, and optimum
stylus pressure. Price: $224.95
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equipment in the

Teac offers quadraphonic/overdub recorder

The new Model TCA-43 tape deck from Teac Corp. of America com-
bines automatic-reverse and quadraphonic capabilities with those
of “overdubbing”—the ability to build up multitrack tapes in suc-
cessive, but synchronous, recordings. Teac’s Simul-Sync feature is
used to achieve this last feature by switching the record head for use
in the playback mode. Any of the four tracks may be synchronized to
any or all of the remaining three tracks. In addition, the TCA-43 is
capable of discrete four-channel, stereo, or mono recording and
playback—including playback monitoring during recording. Speeds
are 72 and 3% ips. Price: $729.
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Wollensak portable cassette/radio

The Model 4515, a mono portable AC/DC cassette recorder with
FM/AM radio from Wollensak, allows you to take along a variety of
entertainment possibilities. Among its features are a built-in con-
denser microphone, switchabl2 automatic recording level circuit,
automatic end-of-tape stop, tape counter, monitor switch, and bat-
tery-recharger circuit. The unit weighs 7% pounds (without Hat-
teries), and carries a suggested list price of $99.95.
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Advent 202 player uses the Dolby system

All the playback functions incorporated in Advent's Model 201 cas-
sette-recorder deck are present in its Model 202. a stereo cassette
player. The first player to incorporate the Dolby noise reduction sys-
tem, it also has a switch that selects either special playback equal-
ization to take maximum advantage of chromium-dioxide tapes, or
regular equalization for ferric-oxide tapes. Mechanical functions of
the 202 are controlled by piano-key switches that permit going from
one operation to the next without pressing the “stop” key, and au-
tomatic shutoff is included. Suggested retail price is $129.95.
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After the monthly

breakthroughs and
revolutions in speaker
design, how come

the Redtilinearlll
still sounds better?

Figure it out for yourself.

More than five years ago,
without much fanfare, we came
out with a very caretfully engi-
neered but basically quite
straightforward floor-standing

speaker system. It consisted of |

six cone speakers and a cross-
over network in a tuned enclo-
sure; its dimensions were 35” by
18” by 12" deep; its oiled wal-
nut cabinet was handsome but
quite simple.

That was the original Recti- |

linear Ill, which we are still sell.

ing, to this day, for $279
Within a year, virtually every

hi-fi editor and equipment re-

JuLy 1972

viewer went on record to the
effect that the Rectilinear lll was
unsurpassed by any other
speaker system, regardless of
type, size or price. (Reprints still
available.)

Then came about forty-seven
different breakthroughs and
revolutions in the course of the
years, while we kept the Recti-
linear Il unchanged. We
thought it sounded a lot more
natural than the breakthrough
stuff, but of course we were prej-
udiced.

Finally, last year, we started to
make a lowboy version of the
Rectilinear lll. It was purely a
cosmetic change, since the two
versions are electrically and
acoustically identical. But the
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new lowboy is wider, lower
and more sumptuous, with a very
impressive fretwork grille. It
measures 28" by 22" by 12Va”
deep (same internal volume) and
is priced $20 higher at $299.
The new version gave Stereo
Review the opportunity to test
the Rectilinear lll again after a
lapse of almost five years. And,
lo and behold, the test report |
said that “the system did an es-
sentially perfect job of duplicat-
ing our “live music” and that both

| the original and the lowboy

version “are among the best
sounding and most ‘natural’
speakers we have heard.” (Re
prints on request.)

So, what we would like you to
figure out is this:

What was the real break-
through and who made it?

For more information, includ
ing detailed literature see your
audio dealer or write to Recti-
linear Research Corp., 107
Bruckner Blvd., Bronx, N. Y.
1C454.

Rectilinearlll
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When music becomes more than
just something to listen to,
Altec is involved.

This poster is yours for $1.00: Altec, 1515 S. Manchester Av., Anaheim, Ca. 92803



The Equipment: ADC XLM, a magnetic stereo phono
cartridge with elliptical diamond stylus. Price: $50
Manufacturer: Audio Dynamics Corp., Pickett District
Rd., New Milford, Conn. 06776.

Comment: Perhaps the agonizing upward surge of
prices for top-grade phono cartridges has been
reversed. The XLM, which certainly must be counted
among the state-of-the-art contenders now on the mar-
ket is pegged at a lower price than most. Yet the XLM
will, we believe, bear A/B comparison with the best
of them.

The findings at CBS Labs are, over-all, the most im-
pressive we've seen. Distortion readings approach
those for the B&O SP-12, which established a record in
this respect, and are almost without exception better
than those for any other model we've tested. Frequency
response is exceptionally flat; channel separation is at
least on a par with that of other top-quality models.
Square-wave reproduction is among the very best
we've seen.

in some ways the lab findings suggest those for
ADC’s own Model 25. Intermodulation measurements
are identical at 0.8% in the lateral plane, 4.0% measured
vertically. Output in both casesis slightly lower than that
from some comparable models; the XLM’s left channel
measured 3.0 millivolts from the standard test cut, the
right channel produced 3.3 millivolts. Compliance—
which was spectacularly high in the Model 25—is merely
extremely high in the XLM: 65 (x 10 cm/dyne) in the
lateral plane and 50 vertically. Minimum tracking force
required for the XLM is likewise unusual, though not as
spectacular as that for the Model 25. The XLM went
through the usual torture test at 0.4 grams (some top
models require more than a gram), and the lab chose
0.6 grams—including a normal allowance so that the
cartridge will not be working at the borderline of opti-
mum performace—for the remaining tests. Under the
microscope, the tip displayed good geometry and was
measured in the lab as a 0.25-by-0.9-mil eltipse. Vertical
angle was measured at 21 degrees. Low-frequency
resonance measured in the SME arm occurred at 5.5
Hz

When we listened to the XLM we felt that we had a $50
cartridge that sounded at least as good as some costing

mhe consumer's cuioe IBW @fuipment
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Superb New
Pickup from ADC
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Square-wave resgonse

more. As we've had cause to point out in the past, pick-
up cartridges are becoming so good that differences
between them often are exceedingly subtle. In A/B
comparisons, a listener might occasionally say he
heard a slightly silkier sound at the high end in listening
to other competing models or perhaps a slightly clearer,
more natural sound on such “‘difficult” instruments as
cymbals, for example. But in general we found it impos-
sible to attribute superior sound to costlier competing
models.

If you plan to replace your present cartridge with the
XLM, note that the contact pins on the latter are thin and
rectangular in cross section, rather than round. Contact
sleeves in our cartridge shells that had previously been
used with round-pinned pickups did not make good
contact with the XLM's pins, and even fell off in some
cases. The sleeves can easily be tightened with a small
pair of pliers however. When we did so and then re-
placed the sleeves on the XLM's contact pins we had no
further trouble.

CIRCLE 144 ON READER-SERVICE CARD

Equipment reports are based on laboratory measurements ana controlled listening tests. Unless otherwise noted, test data and measurements
are obtained by CBS Laboratoriss, Stamford, Connecticut. a division of Columbia Broadcasting System, Inc., one of the nation's leading
research organizations. The cholce of equipment to be tested rests with the editors of HIGH FIDELITY. Manufacturers are not permitted to read

REPO RT PO LlCY reports in advance of publication, and no report, or portion thereof, may be reproduced for any purpose of in any form without written per-
mission of the publisher. All reports should be construed as applying to the specific samples lested; neither HIGH FIDELITY nor CBS Laboratories
assumes responsibllity for product performance or quality
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Good Performance in Moderate-Power Rotel Amp

The Equipment: Rotel RA-610, a stereo integrated
preamp/power amplifier. Dimensions: 16 by 5 by 8%
inches. Price: $179. Manufacturer: Roland Electronics
Co., Ltd. of Japan; U.S. distributor: Rolecor of America,
Inc., 2642 Central Ave., Yonkers, N.Y. 10710.

Comment: Amplifiers of modest power output and price
all too often show signs of corner-cutting elsewhere in
their design. Not so the RA-610, which is distinctly bet-
ter than average, with distortion factors on a par with
those we have come to expect in power amplifiers at,
say, twice the power rating. Its physical design, while
not luxurious, is neat and solid; controls are clearly
marked, easy to use, and logically arranged.

For a moderately priced unit, the RA-610 contains an
unusual variety of control options and interconnection
possibilities. In the upper left corner of the front panel is
the main power switch followed by three knobs: mode,
balance, and volume. The mode switch contains a full
complement of positions: reverse stereo, normal stereo,
left mono, right mono, left-plus-right mono. Below these
controls are the stereo headphone jack (which is live at
alltimes) and a series of on/ off buttons: speaker pair 1,
speaker pair 2, muting (which drops output level by 20
dB), low filter, high filter, tone-control defeat, tape moni-
tor, and loudness. The tone controls are four sliders
(separate bass and treble controls for each channel)
with detents at the “fiat” position. At the far right is the
selector knob: phono 1, phono 2, tuner, aux 1, aux 2.

These five inputs also exist as stereo pairs of phono
jacks on the back panel, of course. In addition, there is a
DIN-style tape-recording jack and phono-jack pairs for
tape in, tape out, preamp out, and main amp in. These
last—between preamp and power amp—normally con-

POWER OUTPUT DATA

CHANNELS INDIVIDUALLY
Left at'clipping: 31.6 watts for 0.1% THD
Right at clipping: 29.3 watts for 0.1% THD

CHANNELS SIMULTANEOUSLY
Left at clipping: 24.2 watts for 0.14% THD
Right at clipping: 24.5 watts for 0.11% THD

POWER BANDWITH
(for 0.1% THD; 0 dB = 28 watts)
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tain unshielded metal jumpers, which can be pulled out
should you want to insert an additional unit (a room
equalizer or quadraphonic decoder) into the circuit at
this point. The only other connections on the back
panel are the spring clips for the leadsto the two pairs of
speakers and a thumbscrew ground connection.

The power-amplifier section checked outin the lab to
about 25 watts per channel—just about enough for one
pair of low-efficiency speakers in an average room—at
only 0.1% THD. All the harmonic-distortion measure-
ments in the lab were under 0.5% with the exception of
that for 20 kHz in the right channel at Rolecor’s rated
output of 28 watts. These figures, together with those
for IM distortion and noise factors, represent a level of
performance thatis a cut above what we would expect
in this price category. The RA-610 is therefore an at-
tractive unit for use with low-efficiency speakers in less-
than-large rooms, or with high-efficiency speakers in
almost any size room.

CIRCLE 143 ON READER-SERVICE CARD

Square-wave response

Rotel RA-610 Amplitier Additional Data

Damping factor 40
Input characteristics (for 28 watts output)
Sensitivity S/N ratio
phono 1 22 mVv 65 dB
phono 2 2.2 mv 61 dB
aux 1 &2 125 mV 68 dB
tuner 125 mV 68 dB
tape monitor 125 mVv 65 dB
660 mV 91 dB

I main amp

Attractive Cassette Deck from JVC

The Equipment: JVC Model 1660-2, a stereo cassette
deck with built-in record/playback preamps, intended
for use with a home stereo system. Dimensions: 11by9
by 3% inches. Price: $119.95. Manufacturer; Victor Co.
of Japan; U.S. distributor: JVC America, Inc., 50-35
56th Rd., Maspeth, N.Y. 11378.

Comment: This model demonstrates just how far cas-
settes have come. While it is not state of the art,
even without the latest refinements its performance is
such that many users will find it every bit as satisfactory
as an open-reel deck—and in terms of convenience,
considerably more satisfactory. The more demanding
of our readers will of course want more—Dolby circuitry
or adaptability to chromium-dioxide tapes for example—
but even some of this group would be surprised at the
sonic quality that can be obtained from this deck.
There are three openings on the back section of the
1660-2's top plate: for tape counter, dual VU meter,
and cassette well respectively. Along the front section
are the power on/off switch, dual volume sliders (which
control both recording and playback levels, depending
on the mode for which the deck is set), a noise-suppres-

1972

sor on/off switch, the usual '‘piano-key™ control array,
and an eject button. Drive disengagement and eject are
automatic at the end of the cassette.

At the rear of the ceck are the line input and output
connections and a OIN (European-style) input/output
jack. Two screwdriver controls inthis panel can be used
to adjust line input levels. In a well at the left of the deck
ar= the two mike inputs (phone jacks), a mono/stereo
switch, and a stereo headphone jack.

This system of connections and switching strikes us
as well thought out to simplify basic processes for the
inexperienced recordist. When a microphone plug is in-
serted into one of the mike jacks, the feed from the line
connection in that channel is cut off automatically. We
might have preferred that the mono/stereo switch
come after the leve! controls, rather than before, so that
the level controls would act as a mixer in the mono
mode rather than simply adjusting level on each track of
the arbitrarily premixed signals—but this is an ex-
ceedingly minor point. To preset recording signal levels
a cassette must be inserted into the deck and its con-
trols switched for recording. This minor inconvenience,
found in many other cassette units we have seen, can

35



HARMONIC DISTORTION CURVES
fat —10 VU) Ao

S 3
=2 =
5 W
&1
&£
e —=ilil annel <1.8%, 515 2 10 kHz
~~Right channel: <2.3%, 50 Hz to 10 kHz

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

1660:2/2

20 50 10K 20K

be circumvented by taking level readings in the pause
mode to avoid using up tape on test recordings.

The “‘noise suppressor” is simply a high filter, whose
characteristics are shown in the record/playback re-
sponse graph. On some program material containing a
good deal of relatively low-level signal but little in the
way of extremely high frequencies—solo guitar is an ex-
cellent example—the filter is very successful at taking a
big bite out of audible tape hiss without impairing the
sonic quality of the recording. In big orchestral music
and rock, where consistently high program levels regu-
larly mask tape hiss anyway, the filter's action does take
some of the sheen from the sound. The noise suppres-
sor switch therefore requires some discrimination in its
use.

With this switch turned off, and using TDK SD tape
(which also was used by CBS Labs in measuring the
unit's performance), the tape hiss is the only significant
audible factor by which we could distinguish recordings
made on the 1660-2 from the originals—assuming nor-
mal dynamic range and proper level adjustment of
course. Frequency range and harmonic distortion both
are excellent for a deck in this price category. Flutter is
low and speed constancy is unaffected by changes in
line voltage, but somewhat on the fast side in our test
sample. This factor is self-canceling in playing back
recordings made on the deck of course, but a pre-
recorded cassette made at precise speed will sound
approximately a halftone sharp—for most listeners, not
a serious fault, and slightly better than we have mea-
sured in some competing decks.

Among the *‘Additional Data”* you will find the state-
ment that the 1660-2's meters read 5 dB high. This is
measured with respect to Philips’ specification levels as
embodied in standard DIN test tapes. In effect, the me-
ter action places signal levels in home-recorded cas-
settes 5 dB lower than ‘‘standard,”” increasing head-
room but decreasing dynamic range. This approach
has been used in some other cassette products we've
tested and does have a significant advantage for the
inexperienced recordist. In recording from FM (and
even from records)-where the dynamic range already is
compressed, the lower level isa hedge against careless
gain riding, overloaded peaks with consequent distor-
tion, and the reduced high-frequency response of cas-
settes recorded at too high a level. In making live
recordings, where dynamic range can be extreme, ex-
tra care must be taken to prevent signal levels in quiet
passages from falling too low with respect to inherent

REPORTS IN PROGRESS
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JVC 1660-2 Cassette Deck Additional Data

Speed accuracy 105 VAC: 2.9% fast

120 VAC: 2.9% fast |
127 VAC: 2.9% fast

Wow and flutter (unweighted) playback: 0.13%
record/playback: 0.19%

Rewind time, C-60 cassette 1 min. 30 sec.
Fast forward time, same cassette 1 min. 30 sec. ]

S/N ratio (ref. 0 VU)

playback L ¢ch: 50.5dB R ch: 51.0 dB

record/piayback L ch: 48.0 dB R ch: 48.0 dB
Erasure (400 Hz at normal level) 58.5 dB
Crosstalk (at 400 Hz)

record left, playback right 38.5 dB

record right, playback left 40.0 dB

Sensitivity (for 0-VU recording level)
aux (line) input L ch: 130 mV R ch: 122 mvV
mike input Lech:13mV Rch:1.2mv

Accuracy, built-in meters
L ch: § dB high R ch: 5 dB high

IM distortion (record/play, -10 VU)
Lch:7.5% R ch: 7.0%

Maximum output (preamp or line, 0-VU)
Lch:135V Rch:1.25V

noise levels, of course; but even so—by observing the
meters and setting the gain accordingly—we were able
to make excellent live recordings with the unit.

This model, then, is a simple, efficient unit at an at-
tractive price—and one that will appeal particularly to
the neophyte or the casual recordist.

CIRCLE 141 ON READER-SERVICE CARD

Dynaco FM-5 FM tuner kit
Wollensak 4760 cassette deck
Panasonic SA-580 receiver
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Pioneer’s new
SE-L40 stereo headphones
flabbergasted the experts.

High fidelity dealers are orobably the
most blasé guys in the wceld They've
seen everytt ng. They've tea~d
everything. ¥ou really have 1a have
something e>traordina-y t= impress
them. So wh=n we introduc=d the new
Pioneer SE-L40 stereo 1eeddones

at arecent kame enterte nMent
electronics snow for deaiers, we were
overwheimez at its enth_s asfic
reception. Vue expected apalause.
We received an ovation.

These sader critics merveled &t
the new opem-air design ~1izh
enhances the intimacy of ce-sonal zed
listening. Th=y enthused cver the
incomparable bass rep-cdicton
achieved by a combina:ior cf techno-
logical adva-ces and nswly d=veloped
speakers nestled into esct egrpiece.
They tauded the extremre licht weight,
nearly one tF rd less than pr=sent
headphones Their conzlusion: the
SE-L40 is a complete d=pesture from
conventiona ty. -

If you're =till skepticz| =nc believe
that Pioneer high fidelity d=alzrs went
overboard w “h their acz a m for
SE-L40, ther='s only onswsy you're
going to be convinced.

Visit a Pioneer dealer and listen.

SE-L40 stereo heacphar es,
$39.95, with carrying cas2. Gther

quality Pioneer heacphcnes
from $24.95.

U.S. Pioneer Electrenics Corp.
178 Commerce Road. Carlstact
New Jersey 07072

) PIONIEER

when you want somz hing better
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ry the Sony Ears-

There are two ways to pick a receiver
by examining your budget, or by using
your ears. They both can work — but
the best approach is a combination of
the two

For example, you could simply de-
cide which of the four Sony receivers
best matches your budget: 75 watt*
Sony 6045 at $249.50** the 100 watt*
Sony 6055 at $319.50** the 6065 (220
watts*) at $429.50** or the Sony 6200F
with 245* watts of power (and many
other goodies) for $699.50**

Taking that approach you're bound
to get good value for your money. but
not necessarily the best value for your
circumstances. You could wind up
buying a little less Sony than you need
—or shelling out for a Sony that more
than surpasses your requirements. But
you should be able to narrow it down
on price alone, to two or at most three
Sonys. From there on, you have to use
your ears and your intelligence.

First, look for a Sony dealer fairly
near you; that's not only for conve-
nience, but so his FM reception prob-
lems will be just about the same as
yours. Then visit him. carrying a record

at the loudest volume youre lkely to
listen to. See which Sony sounds clean
estto you (though thanks to our direct
coupled circuitry, they all sound very
clean): that tells you which have enough
power for your needs (But remember
if your room's noticeably bigger than
the dealer’'s. or youre planning to
switch to a less efficient speaker. you
may need a bit more power still.)

that you know and love (if you ve loved
it to death already. get a fresh copy:
Test first for general sound quality
Using the same speakers you have at
home (or ones of similar efficiencv
play the loudest portion of your reco-d

Now try to tune your favorite stations
Even if the dealers on your block
reception conditions won't be abso-
lutely comparable But the receiver that
brings your station in most clearly



6065

vs. Budget Test...

Some similarities:
All four Sony receivers have: 70dB signal-to
noise ratios. and such features as linear tuning
dials. headphone jacks, switchable loudness
contour and hi-filters. FET front-ends and so'id
state IF circuits. dual power supplies and direct

there should do the same when you get
home with it

Now look for other features that you
think you will need. If stereo is your
abiding interest. you will appreciate the
6200's stereo-only switch. that blanks
out mono FM stations And its hi-blend
switch that cuts distant-station noise <, ==
without eliminating the highs or losing | oy
much stereo separation in the mid ’ 7
range If you find a second phono input
or a center-channel output jack very llﬂ [
desirable. you'll choose the 6200F or l
6065. which have them. over the 6055 _ ~
and 6045 which don't And so on

coupled outputs. speaker selector switches. A 100 dB and 1.0 dB respectively)
Some ditferences: 6200F 6065 6055 6045

IHF FM Sensitivity 1.8uV 2.2uV 2.6uV 2.6uV

IHF Music Power, 8Q 245W 220W 100W 75W

IHF Music Power. 4Q 360W 255W 145W 84W
RMS@ 4 ohms a0/90wW 80/80W 50/50W 25/25W
THD & IM @rated power:  G.2% 0.2¢ 0.2% 0.5%
Power Bandwidth, IHF 10-40.000 15-30,G600 15-3C.000 10-30,000

6200F

put the 6045 have: muting switches, front panel
AUX jacks. quick-disconnect DIN tape recorder
jacks. and center-tuning meters (the 6045 has
a signal-strength meter instead; the 62COF has |
both types). All but the 6200F have 80 dB IHF
electivity ano 1.5 dB capture ratio (6200F has

8ut, if you would prefer to sit at nome
and pick your Sony by its specs, go
ahead. You'll find the basic ones in the
box above —and you can get the rest

by sending for our pocket-sized Sony
Selector Guide. All you'll_miss will be
the fun of playing with the units them:
selves at your dealer. Sony Corparation
of America. 47-47 Van Dam Street,
Long !sland City, N.Y. 11101

SONY

* THF standard constant supply method

*s Suppested retall price. subject to Fair Trade where applicable
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Pioneer’s
“Simple Machine”
Turntable

The Equipment: Pioneer PL-12AC. a two-speed (33 and
45 rpm) manual turntable with integrated arm, base, and
dust cover. Dimensions: 17 by 13% by 6% inches includ-
ing dust cover; base, 3% inches high. Price: $99.95.
Manufacturer: Pioneer Electronics Corp., Japan; U.S.
distributor: U.S. Pioneer Electronics Corp., 178 Com-
merce Rd., Carlstadt, N.J. 07072.

Comment: The PL-12AC—like all the Pioneer products
we have tested in recent years—distinguishes itself im-
mediately by the fine finish of its parts and consequently
its elegant appearance and ‘““feel.” it is, moreover, a unit
that combines extreme simplicity of operation, a moder-
ate price, and considerable attention to the finer points
of record reproduction.

The drive system employs a hysteresis motor (note
that speed is unaffected by changes inline voltage) and
a rubber belt. The arm's design includes adjustments
for overhang and antiskating—the latter via a sus-
pended-weight system. Yet there are only two operating
controls: the speed-change lever at the left of the top
plate, and the cueing lever at the right. The turntable is
switched on automatically when the arm is raised from
its rest and moved toward the turntable.

Even the connections are simplified: There’s only a
twin audio lead and the AC cord. (Chassis ground runs
via the shields in the audio cable.) Setup of the arm and
cartridge is aided by the fact that the cartridge shell is
of the plug-in, removable type. Once the cartridge is
mounted in the shell its overhang must be adjusted by
measuring (with a ruler) from the center of the spindle to
the stylus tip. (A template would simplify the operation.)
This is a one-time operation with each cartridge how-
ever—as long as you have spare shells—so a little extra
fuss can easily be tolerated. Next, the counterweight at
the back of the arm must be positioned so as to balance
the arm and produce the desired tracking force as mea-
sured by a gauge that Pioneer supplies with the unit.
This gauge, which is calibrated down to 2 grams, is
quite small and must be placed on a record to get the
correct reading; and since the counterweight is not
threaded (it is held in place by a setscrew) the proper
position must be arrived at by a cut-and-try method.
Then the antiskating weight is positioned at the appro-
priate notch on its bracket.

In most respects the lab measurements of the PL-
12AC’s performance compare favorably with those of
the top automatics. Specifically, rumble (measured by
the CBS-ARLL method) is -54 dB; arm resonance (mea-
sured with the Shure V-15 Type || cartridge) rises 7 dB
at 6 Hz; flutter (unweighted) averages 0.04%; and turn-

table speed is 0.2% fast at 33 rpm and 0.7% fast at 45.
Arm friction in the vertical plane is low at 0.05 grams; in
the horizontal plane it is 0.3 grams. While this last
figure is higher than we would expect in a top-quality
unit, itis acceptable. It was high enough to prevent the
lab from making accurate antiskating measurements,
though on the basis of the approximate readings ob-
tained it was possible to confirm that the antiskating is
close to theoretically correct values.

For those who don't need the automatic record-
changing feature (or the 78-rpm speed), the PL-12AC
can be recommended as an excellent alternative. It can
be used with just about any modern cartridge (pre-
ferably tracking at 2 grams or more). Its cueing sys-
tem is gentler than that of some automatics and is accu-
rate, with no side drift when the arm is raised or lowered.
And its drive system is particularly fine for a unit in this
price class.

A stylus-force gauge
(above) is supplied
with the PL-12AC.
Position of the
counterweight
(toward back in
photo at left)

both balances arm
and sets the tracking
force. Weight at

far left supplies
antiskating force
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We doubt that anyone will be overly sur-
prised o learn that our newest loudspeaker sounds
terrific. Most people really exgect KLH to make
terrific sounding things. But at $62.50! a piece,
our new Model Thirty-Eight delivers an amount and
quality of sound that we think will astonish even
our most avid fans. The bass response is absolutely
staggering; the transient response is flawless; and
the Thirty-Eight's overall smocthness matches any-
thing we've ever heard. Most important, you can
use a pair of Thirty-Eights with virtually any mod-

estly priced receiver. (What good is an inexpensive
pair of loudspeakers that need a $400 receiver to
effectively drive them?)

The Thirty-Eights are at your KLH dealer now.
After hearing tkem, we think you'd pay $125 for
just cne. But $125 buys you two. Which has got to
make the Thirty-Eights the biggest stereo bargain
since ears.

For more infarmation, visit your KLH dealer or
write to KLH Resecich and Development, 30 Cross
Street, Cambridge, Mass. 02139.

The New KLH Model Thirty-Eight.
Two for $125.

tSuggested eost cocsk ratail price. Slightiy higher in the south and west. °A tradermark of The &

i »
';;.-" |
‘ sk w
»

e LA
KLH RESEARCH AND DEVELOPMENT
A Division of the Singer Company

nger Compony
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formed the Fox-Case Corporation to develop the
sound-on-film Movietone system.

Warner Bros. leased Oscar Hammerstein’s
deserted Manhattan Opera House (today, Manhat-
tan Center) on West 34th Street and turned it into
the first Hollywood-owned studio for the produc-
tion of talking pictures. Immediately. Warners be-
gan 1o produce a series of Vitaphone shorts and
also engaged Major Edward Bowes, David Men-
doza, and Dr. William Axt 1o arrange a complete
musical score for the New York Philharmonic to
play as accompaniment to the opulent silent fea-
ture Don Juan (WB, 1926) starring John Barry-
more.

Ja -
1921—Ralph Graves warbled the first audible love song on film and The historic debut of Vitaphone took place at
a turkey, Dream Street, became a historically memorable movie. New York’s Warners’ Theatre on Friday evening.

August 6, 1926. The program opened with an ad-
dress from the screen by Will H. Hays (president of

Motion Picture Producers and Distributors of
America), followed by a program of Vitaphone
shorts that included Mischa Elman playing Dvo-
Fak’s Humoresque, Roy Smeck playing guitar and
banjo solos, Marion Talley singing “Caro nome.”
N pro~ Giovanni Martinelli’s “ Vesti lu giubba,” and a mu-

J SlNGER wane 0on B sical scene with Anna Case. After an intermission
“[HE JALL Cii® el came Don Juan, with a complete musical score on

my 845 : discs and the occasional sound eflects of clicking

Suncay Matinees 3 PM swords during the final duel scene between Barry-
more and Montagu Love.

The second “Vitaphoned” feature. The Beirer
‘Ole (WB. 1926) starring Syd Chaplin, was accom-
panied by shorts with Al Jolson, George Jessel, El-
sie Janis, and Willie and Eugene Howard.

: o The public debut of Movietone took place on
January 21, 1927, when shorts featuring Raquel
Meller and Frieda Hempel were added to the 1wo-

— = a-day presentation of Whar Price Glory (Fox,
1927—The marquee of New York's Warners' Theatre 1926), already running at the Sam H. Harris
announces—in effect—the death of silent films. Theatre. A full Movietone program of shorts star-
ring Gertrude Lawrence, Raquel Meller, Chic Sale,
and Ben Bernic’s band accompanied the silent Sev-
enth Heaven (Fox, 1927), when the famous drama
followed Whar Price Glory at the Harris on May 25.
Synchronized scores were added 1o both features
later in 1927 and shown in that form around Sep-
tember. Erno Rapee’s enduring love song Diane,
sung by an off-screen female voice in Sevent/;
Heaven, thus became the first original song com-
posed directly for the screen. On September 23. F.
W. Murnau’s haunting Sunrise, starring Janet Gay-
norand George O’Brien, became the first feature 1o
be premiered with a Movielone score.

One of the great successes of the 192526 Broad-
way theater season had been Samson Raphaelson’s
three-act drama The Jaz: Singer, in which George
lessel had made quite a hit. Signed to a Warners
contract, Jessel’s first silent, Privare Izzy Murphy
" o (WB, 1926), was popular enough to encourage the
1927—Blue days were over for talking picture pioneers when Al studio to adapt The Ja:: Singer for the screen, with
Jolson sang Blue Skies to Eugenie Besserer in The Jazz Singer. Jessel re-creating his stage role. When Warners de-
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cided 1o augment the drama with Vitaphone musi-
cal sequences, Jessel balked, claiming that his con-
tract called for silent pictures only. In what may be
the most ill-advised decision in the history of the in-
dustry, he turned down TheJuzz Singer (WB, 1927)
on May 24, 1927, and instead made a long-forgot-
ten sequel 1o his first picture, Suilor Izzy Murphy
(WB, 1927). In a brilliant stroke of last-minute cast-
ing, the studio decided to use Al Jolson, long con-
sidered the greatest star on Broadway, and already
a veteran of one Vitaphone short.

Although erroneously regarded as the first talkie,
The Juzz Singer is in fact a silent picture. with ten
interpolated songs and some brief, entirely impro-
vised dialogue. Except for these vocal moments, the
film is accompanied by the endless droning of
Louis Silvers’ lugubrious Vitaphone Orchestra
with its hodgepodge of musical themes arbitrarily
strung together.

The Juzz Singer opened on Broadway at the
Warners' Theatre on October 6, 1927. Presented on
a road-show basis, it was an instantaneous smash
hit and continued its engagement until the follow-
ing March. Outwardly, other studios were calling
The Jazz Singer a freak and a novelty; but behind
their laughter was a chilling fear that the silent pic-
ture had come to the end of the road.

1928 was the year of transition for Hollywood.
One by one the studios signed with Western Elec-
tric and Fox to use their talkie patents, and a
cheaply made gangster thriller, Lights of New York
(WB, 1928), became the first all-talking feature fitm
ever released.

By the year’s end two more major part-talkie mu-
sicals had been released: Al lolson in The Singing
Fool (W B, 1928), one of the most successtul films of
all times, and Fanny Brice in My Man (WB, 1928),
a saccharine tearjerker in which the beloved Zieg-
feld star made her screen debut.

1929 was a miracle year for motion pictures, for it
is likely that more screen “firsis” took place in that
one year than in any other in film history. 1929 saw
the first all-Technicolor talkie (On with the Show.
WB, 1929), the first 70 mm. wide-screen talkie (Wil-
liam Fox Movietone Follies of 1929), the first all-
Negro talkie (/earts in Dixie, Fox. 1929), the first
sound operetia adapted from the stage (7he Desert
Song. WB, 1929), the first musical dream sequence
and split screen in a talkie (Married in Hollywood,
Fox, 1929), the first all-star revue film (The Holly-
wood Revue of 1929. MGM, 1929), the first verti-
cally photographed dance sequence (The Cocou-
nuts. Paramount, 1929). the first musical film with a
completely original score (The Broadway Melody,
MGM, 1929), and the first artistic use of sound in a
musical (Applause, Paramount, 1929).

February 1, 1929, marks the turning point in the
history of the screen musical; on that date MGNM’s
first all-singing, all-talking, all-dancing 100-per-
cent genuine musical film, The Broadway Melody,

1972

1928 —Broadway stars, including Fanny Brice who clowned
with I'm an Indian in her part-talkie film debut, My Man,
were called upon to give movies & professional sound.

had its world premiere at Grauman’s Chinese The-
ater. On February 8 it began its remarkably long
New York run of twenty-six weeks at the Astor, fol-
lowed by an engagement at popular prices at the
Capitol, and wound up with an Academy Award as
the best picture of 1929.

A typical wisecracking backstage musical, the
film boasted no fewer than three major song hits,
The Wedding of the Painted Doll, You Were Meant

for Me, and a title song, all composed by Arthur

Freed and Nacio Herb Brown. That the picture was
honored by an Oscar is no mere caprice, though ob-
viously many finer films were made during the
year. More important than its quality is the fact
that the picture set the entire attitude toward film-
making during 1929. The public’s desire to hear
their favorite performers sing could hardly be de-
scribed as a craze: it became an unalloyed mania.

Nearly everv well-known silent star was required
to vocalize in his first talking picture, and Holly-
wood began to import Broadway musical lumi-
naries by the dozens. Within one year the new
names on movie marquees included Marilyn
Miller, Vivienne Segal, Alexander Gray, Irene Bor-
doni, Sophie Tucker, Peggy Wood, Hal Skelly,
Belle Baker, Texas Guinan, Eddie Dowling, and
Helen Morgan.

Unfortunately, a successtul performing style for
the stage did not necessarily guarantee a smooth
transition 1o another medium, and many of these
stars returned east almost as swiftly as they had ar-
rived. Perhaps the saddest screen failure was the
fairy princess of the Broadway musical, Marilyn
Miller. whose luminous delicacy was a legend of
the 1920s. Under the impartial scrutiny of the caim-
era, and brought closer to her audience than ever
before, Marilyn was revealed 10 be a handsome
woman of thirty, not the bewitching child she
seemed on stage. Even though her screen debul
took place in a lavish Technicolor film version of
her favorite stage vehicle, Sally (First National,
1929), audiences were surprised to discover her a
rather feeble singer and a dancer of merely moder-
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ate technical skill. She made two later pictures 1o
complete her contract and then raced back to
Broadway.

Except for Jolson, the only Broadway musical
stars who achieved continuing success on the screen
were the Marx Brothers. who instantly established
themselves as the first giant comedy stars of the
sound era in The Cocoanurs. The boys were all
trained musicians, and both music and dialogue
form an integral part of their act. Not only do
Harpo and Chico perform their harp and piano
specialties in the pictures, but comedy songs often
set the spirit of an entire scene. Chico’s put-on ltal-
ianaccentand Groucho's caustic-insult deliveryare
entirely verbal, and even Harpo’s muteness is made
poignant and dramatic by contrast with the ca-
cophony that surrounds him.

For the most part, the first musical stars 1o
achieve prominence were those from Hollywood’s
own ranks and occasional Broadway players who
were developed by the studios themselves. John
Boles, a veteran of Broadway musicals, soared from
a minor player in silents 10 a top singing star after
revealing his well-trained tenor (and somewhat
overprecise enunciation) in The Desert Song (WB,
1929) and Rio Rita (RKO, 1929). His co-star in the
latter, Bebe Daniels, had been a silent favorite for
years but had been dropped by Paramount as inca-
pable of making the transition (o talkies when
sound came in. When RK O took a chance with her
she astonished everyone by handling the complex
and lengthy score of Rio Rita with charm and vocal
ease.

Another silent veteran to reveal an appealing
musical personality was Bessie Love, who sang and
danced in The Broadway Melody and even played
the ukulele. Her piquant delicacy and hearty vital-
ity delighted audiences in several MGM musicals.
including The Hollywood Revue of 1929, Chasing
Rainbows, and Good News (the last two. MGM
1930). Marion Davies, Charles “Buddy” Rogers,
Ramon Novarro, Janet Gaynor. and Charles Far-
rell were other silent favorites whose professional
standing was assured through musicals. But the
greatest surprise of all came in the middle of a tur-
gid melodrama about mother love called The Tres-
passer (UA, 1929), when Gloria Swanson calmly
walked over to her piano and sang Love ( Your Spell
Is Everywhere) with a ringing soprano of impres-
sive, legitimate caliber.

Minor Broadway players whose careers were de-
veloped by musicals include Ginger Rogers, red-
headed cupie doll Nancy Carroll, baby-talking
Helen Kane, the vivacious flapper Joan Crawford.
comedians Jack Oakie, Richard “Skeets” Galla-
gher, and Joe E. Brown, and that volcanic moun-
tain of good humor, Winnie Lightner.

Jeanette MacDonald had struggled for nine
years on Broadway in choruses and flops, when
Ernst Lubitsch, searching for a leading lady to play

1929—~Charles Kirg tried to convince an apparently doubtful
Anita Page that You Were Meant for Me in The Broadway
Melody, the first musical film with sound from beginning to end.

the queen of a mythical kingdom in The Love Pa-
rade (Paramount, 1929), witnessed a screen test she
had made earlier. Impressed by her regal bearing,
he cast her opposite Maurice Chevalier in one of
the year’s choice roles. With her rendition of Dream
Lover early in the picture, Miss MacDonald was es-
tablished as one of the screen’s most durable stars
untl her retirement from the medium in 1949.

Chevalier had appeared in pictures in his native
France as early as 1908, at which time he was al-
ready twenty years old. Brought to this country by
Paramount, he made his talkie debut in a three-reel
short, Bonjour, New York! It was his first American
feature, /nnocents of Paris (Paramount, 1929), that
started Americans on a forty-year love affair with
this remarkable star.

The simplest way for a studio to boast about its
roster of stars was (o produce a revue film. a mas-
sive stew in which everyone did a little something
without the need to adhere 10 a story line. MGM
was first with The Hollywood Revue of 1929, a gala
vaudeville show hosted by Conrad Nagel and Jack
Benny (his screen debut), and featuring everyone
from Cliff Edwards introducing Singing in the Rain
to Norma Shearer and John Gilbert in a Tech-
nicolored balcony scene from Romeo and Julier.

Warner Bros. was swift to get into the act with
The Show of Shows (1929). another all-star pot-
pourri that featured John Barrymore as the Duke
of Gloucester in a scene from Shakespeare’s Henry
VI, Part 111, Winnie Lightner parodying MGM’s
hit song by performing Singing in the Bathiub.
comic antics by Frank Fay, Lloyd Hamilion,
Louise Fazenda, and Beatrice Lillie, a Chinese
number danced with hopeless ineptitude by Myrna
Loy, and guest appearances by Rin-Tin-Tin, Ann
Sothern, Dolores and Helene Costello, Irene
Bordoni, Loretta Young, Nick Lucas, and dozens
of other Warners favorites. Except for one dance
number, the entire picture was shot in Technicolor.

HIGH FIDELITY MAGAZINE



JuLy

1929—Another dazzling moment lit up the silver screen when
Cliff “Ukulele Ike"" Edwards introduced Singing in the Rain
in The Hollywood Revue of 1929, the earliest revue film.

Universal, Paramount, and Fox joined the game
the following year with King of Jazz (Universal,
1930). Paramount on Parade (Paramount, 1930),
and Happy Days (Fox, 1930), although the last did
have a semblance of a plot line

In one short year Hollywood not only invented
the screen musical, but it produced about seventy
examples of the genre. Songs from musicals
flooded the radio air lanes and filled the catalogues
of record companies. Over twenty of these pictures
were filmed either entirely or partially in Tech-
nicolor or its rival system, Multicolor. And even 70-
mm., 65-mm., and other wide-film systems had be-
gun to be introduced, although both color and wide
film were 10 fall victims to the Depression almost as
soon as they were developed.

By 1930 the public had grown so weary of'an in-
cessant barrage of song-and-dance that marquees
began to announce that the pictures inside con-
tained no songs at all. Of course many major musi-
cals were produced that year—in fact some of the
best ever made. Lubitsch’s Monte Carlo (Para-
mount, 1930) with MacDonald and Jack Buchanan
brought the sly sophistication of The Love Parade
into fruition and gave the world Richard A. Whit-
ing’s throbbing Beyond the Blue Horizon.

Ziegleld’s stage production of Whoopee (UA.
1930) was brought to the screen by Samuel Gold-
wyn, with Eddie Cantor, Ethel Shutta, and most of
the original theater principals on hand to re-create
their comedy routines with the kind of polish that
can be achieved only after two years before live au-
diences. The film not only boasted the finest Tech-
nicolor seen to date but also the screen debut of
dance director Busby Berkeley, who was to develop
the already familiar technique of photographing
chorus patterns from above into the first purely
cinematic form of screen dance.

Most of the musicals of 1930 were adaptations
from Broadway shows. often opulently produced

1972

1932—Millions heard Mimi for the first time when Maurice
Chevalier sang ittc Jeanette MacDonald in Rouben Mamou-
lian's Love Me Tonight, one of the best early musicals.

and shot completely in Technicolor. Follow Thru
(Paramount, 1930), Golden Dawn (WB, 1930), The
Rogue Song (MGM. 1930—based on Gypsy Love).
Hold Everything (WB, 1930), Song of 1the Wesi
(WB. 1930—based on Rainbow). Song of the Flame
and Bride of the Regiment (both First National,
1930—the latter based on The Ludy in Ermine), and
The Vagabond King (Paramount, 1930) used color
throughout, while color sequences were employed
in The Cuckoos (RKO, 1930—based on The Ram-
blers), Good News, and No, No, Nanerie (First Na-
tional, 1930). The use of color-filtered light is one of
the thrilling aspects of King of Jazz, which features
the screen debuts of Paul Whiteman's Orchestra
and his resident croener, Bing Crosby. at the time
merely one of the three Rhythm Boys.

In 1931 and 1932, the musical moratorium was in
full sway. Only about a dozen musicals were pro-
duced, and most of the ads for these made no men-
tion of songs. Cole Porter’s stage hit Fifty Million
Frenchmen, the first stage musical backed by a Hol-
lywood studio to obtain screen rights, was filmed in
1931 without one note of Porter’s music sung. Ex-
cept for a few Paramounts and the annual Gold-
wyn-Cantor-Berkeley films. the public stayed far
away from anything that sounded like a musical.

Ironically, three of the best musicals ever made
were produced in those years: Lubitsch’s The Smil-
ing Lieutenant (Paramount, 1931) and One Hour
with You (Paramount, 1932—the latter co-directed
by George Cukor, who receives billing). and Rou-
ben Mamoulian’s Love Me Tonight (Paramount,
1932). All three starred Chevalier, who was co-star-

red with MacDonald in the last two. Like most of

Lubitsch’s musicals, The Smiling Lieutenant and
One Hour with You are about sex and very litlle
else: not the dreary, sordid vision of sex we see in
today’s films, but sex as a stylish game to be played
by witty masters of the frolic.

In The Smiling Lieutenant, Chevalier plays a
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1933—With Ruby Keeler tap dancing on a taxi, 42nd Street
brought musicals to a new peak of popularity and established
this medium as a genuine American cultural contribution

dashing Austrian army officer engaged in an affair
with Claudetie Colbert, the leader of an all-girl
band. As the carriage of the frumpy princess (Mi-
riam Hopkins) of neighboring Flausenthurm passes
by during a parade, Chevalier smiles at Claudette
who is across the street. The princess mistakenly
thinks he has smiled at her and falls in love at once.
The situation develops into an international crisis,
and Chevalier is forced to marry the dull little girl,
although he refuses 10 sleep with her. In desper-
ation, she finally begs Claudette for help. Knowing
that 10 help the princess means 1o lose her lover
Claudette nonetheless instructs the girl on the tine
art of enticing a man. In one of the funniest num-
bers ever filmed, Claudette bangs out on the piano
the musical advice Jazz Up Your Lingerie, a gleeful
duet with the princess. In One Hour with You, a
happily married couple pair off with another
couple only to discover how much they really love
each other. The artifice of the farce is enhanced by
Chevalier’s frequent asides to the camera. In both
pictures, the songs have a saucy civility that is un-
common n the literature of screen musicals.

Perhaps the last great expression of directorial
mdividualism in a Hollywood musical is Mamou-
lian’s Love Me Tonight, a remarkable lapestry into
which are woven a fanciful Never-Never-Land
story. an intriguingly attractive and intelligent
Rodgers and Hart score, and brilliantly eflective
performances down to Cecil Cunningham and
Marion “Peanuts” Byron in two- or three-line bit
parts.

Itis a bravura retelling of the sleeping beauty
fable set in France. with Chevalier asa Parisian tai-
lor who pursues his debtor, a penniless baron
(Charles Ruggles), to a suburban chateau, and
there falls in leve with a lovelorn princess, played
with wonderful world-weariness by Jeanette Mac-
Donald.

Mamoulian’s magical use of camera and music
creates a confection that has delighted cinema epi-
cures for decades. Other distinctive musicals made
the same year are Rodgers and Hart’s The Phaniom
President (Paramount, 1932—despite a ponderous
performance by George M. Cohan in his talkie de-
but), and Frank Tuttle’s The Big Broadcast (Para-
mount, 1932), which employs fanciful, almost sur-
realistic, cinematography to heighten what might
have been a routine assemblage of radio stars into a
masterful example of screen art.

With the election of President Roosevelt in 1932
a wave of optimism spread across the country and,
naturally, was reflected in Hollywood. As if a spell
had been broken. the grimness and harsh shadowy
appearance of many of the 1931-32 pictures was
replaced by a happier image of life. In this new
mood, the screen musical was reborn. And Warn-
ers, always the first studio to react to public senti-
ment, was the first to give birth.

The proud new baby was 42nd Sireer, a back-
stage saga that details with almost clinical acecuracy
how a Broadway musical comedy was produced
during the depression years: the financial backing
by a gangster or a “sugar daddy” who is “interested
in the career” of his little girl; the heart-of-gold
dames of the chorus, tough litile wisecracking hoof-
ers from Tenth Avenue who are cast by the shapeli-
ness of their limbs alone and not their ability to
dance; and the naive plots of the shows them-
selves—all depicied just as they were.

The enormous success of 42nd Sireer convinced
all the studios that the musical moratorium was
over, and like a dam bursting its walls a flood of
musicals struck America’s screens in 1933, Because
the studios used so many stafl people, a certain
sameness of style began 1o evolve in the output of
cach respective siudio. An astute moviegoer could,
by simply looking at the screen for a moment, iden-
tity which studio had made a picture by its contract
pertormers, production style, lighting, and other
more intangible qualities, all of which develop
when a group of artists works together for some
time. Thus the story of the musical after 1933 is not
the story of directors at all, but rather the individ-
ual style of each studio, as determined by its stars,
stafl’ personnel. choice of subject matter. and to a
certain degree, its abstract image of itself. The won-
derful musicals of Fred Astaire and Ginger Rogers,
of Dick Powell and Ruby Keeler, of Jeanette Mac-
Donald and Nelson Eddy, and the Technicolor and
wide-screen epics were (0 emerge from these primi-
tive roots. But that is another story. o
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by Miles Kreuger

Dubbers to the Stars

Whose Was That Voice I Heard You Singing With?

The odds are that you have in your collection recordings
by Betty Wand, Bill Lee, and other anonymous vocal doubdlers whose
soundtrack albums have sold in the millions.

iF AFTER SEEING Sidney Poitier in Gershwin’s
Porgy and Bess you wondered why this handsome
performer did not pursue a career in grand opera
instead of squandering his vocal skills in dramatic
movies, you are one of the few people who have not
heard of the phenomenon of vocal doubling. Al-
though it may shatter your illusions the next time
you see¢ this Samuel Goldwyn picture on television,
let me reveal a secret: Sidney Poitier’s singing voice
belongs to another man, Robert McFerrin. For that
matter, Adele Addison is the vocal ghost for Dor-
othy Dandridge. Loulie Jean Norman for Dia-
hann Carroll, and Inez Matthews for Ruth Atta-
\\'Lly.

[f you can accept the principle of vocal doubling
in what is essentially a grand opera, then try to ac-
cept this: Did you know that without exception ev-
ery note Rita Hayworth has ever “sung” on the
screen has come from someone clse’s throat? As
carly as Blood and Sand, when Rita seduced Ty-
ronc Power with a Spanish song in her moonlit gar-
den, she has been vocally assisted by a platoon of
girls, including Nan Wynn (My Gal Sal, You Were
Never Lovelier, Cover Girl), Martha Mears (Tonight
and Every Night), Anita Ellis (Gilda. Down to Earth,
The Lady from Shanghai, The Loves of Carmen),
and Jo Ann Greer (Affair in Trinidad, Miss Sadie
Thompson, Pal Joey).

Rita Hayworth is not Hollywood’s only glamour
queen to sing through the courtesy of another. Cyd
Charisse. Vera-Ellen, Linda Darnell. Virginia
Mavo. Kim Novak. Lynn Bari, Alexis Smith, and
Jean Harlow are a few of the stars who were always
dubbed, because their romantic screen images
might have been shattered if they had sung for
themselves. Some stars, ke Ava Gardner, were
dubbed at first, but their dedication to vocal train-
ing cventually enabled them to sing their own
songs. Miss Gardner was dubbed by Eileen Wilson
in The Hucksters, One Touch of Venus, and The
Bribe, and by Annctte Warren in Show Boat, but
her own voice was used in Pandora and the Flying
Dutchman, Lone Star, and Moganbo.

1972

The phenomenon of dubbing dates back to the
inception of talking pictures. Although Al Jolson
naturally did his own singing in The Jazz Singer
(1927), both Bobby Gordon, who played Jolson as
a boy, and Warner Oland, as his Cantor-father,
were dubbed. (Does any reader know by whom?
Oland was not dubbed by Cantor Josef Rosenblatt,
who appeared in person in the picture.)

In the early days of sound, films were photo-
graphed and recorded simultaneously, with a mi-
crophone hanging directly above the actors just out
of camera range, or buried in a ncarby floral ar-
rangement. In musical numbers, the entire orches-
tra had to be present throughout the filming and
had to play over and over until a take was satisfac-
tory. The technique was costly and complex

Put the Blame on Mame sang Rita Hayworth in Gilda—or so
you thought Actually you saw Rita but heard Anita Ellis.
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enough when the star himself sang, but it became a
circus when a dubber was used. The latter had (o
stand just outside of camera range, yet close
enough so that the star could watch him and mouth
hisown lip movements in perfect synchronization.

Almost every established silent screen star was
required to sing in his talkie debut. Several made
the transition quite easilv. Fans were delighted
when Richard Barthelmess sat down at the pranoin
Weary River and began to warble its title song: that
is, until Photoplay magazine revealed that it was ac-
tually a vocal double, Johnny Murray, who had
done the singing and that Frank Churchill had
played the piano. Laura La Plante, who played
Magnolia in the first screen version of Show Boar
sang through the courtesy of Eva Olivotti. Corinne
Griftith was dubbed in The Divine Lady (both sing-
ing and playing the harp), and Barry Norton (by
Sherry Hall) in Mother Knows Besi. Nor was dub-
bing in carly talkies restricted merely (o singing or
playing an instrument. Because of Paul Lukas
thick Hungarian accent, his speaking voice was
dubbed in several pictures by Lawford Davidson, a
British actor of some repute.

Once the initial craze for musicals died down,
Hollywood tended, during the 1930s, (o rely upon

Among the many vocal doubles
who are probably hiding

in your collection of movie music
are (clockwise from top)

Bill Lee, Peg La Centra, Marni
Nixon, and Betty Wand.

performers who could actually sing because of their
prior careers in the theater or on radio. Vocal
doubling waus restricted largely to dramatic actors
who were required 10 sing because of a film’s plot
but could not do so for themselves. For example. in
her second talkie, Romance, Greta Garbo had to
play an opera diva. Her deep speaking voice was al-
most ludicrously mismatched with the singing
ghost, Tina Paggi, a high soprano. Similarly, Jean
Harlow’s tough-as-nails speaking voice was clum-
sily combined with the cultured, mellow mezzo of
Virginia Verrill in Harlow’s only musical. Reck/ess.
Although Hollywood generally tried to deny that
its stars were not doing their own singing, Miss
Harlow, in an act of typical graciousness for which
she was adored by friends, publicly admitted that
Miss Verrill, a popular radio star, had sung for her.
Miss Verrill also dubbed for Barbara Stanwyck in
Ten Cents a Dance, Pat Patterson in 52nd Stwreer, and
Andrea Leeds in The Goldwyn Follies. On camera,
Miss Verrill introduced Sammy Fain's Thar Old
Feeling in Walter Wanger’s Vogues of 1938, a bright
Technicolor farce about the world of high fashion.
Other examples of dubbing nonsinging actors
during the 1930s include Georgia Stark for Norma
Shearer in Smilin’ Through. Brick Holton for David
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A rare picture of a star and vocal double in action—Marni
Nixon (left) and Deborah Kerr at rehearsal of An Affair to
Remember, with vocal supervisor Ken Darby at the piano

Manners in Crooner. Nina Koshetz for Elissa Landi
in Enter Madame, Diana Gaylen for Virginia Bruce
(who often sang for herselt) in The Mightv Barnum
and Olivia de Havilland in Anthony Adverse, Betty
Hiestand for June Lang and James O'Brien for
Douglass Montgomery in Music in the Air, James
Newill for Ross Alexander in Ready, Willing, and
Able, and Mary Martin, sull undiscovered, for
Margaret Sullavan in The Shopworn Angel. Al-
though Jack Haley had been a singer since his
vaudeville davs, Fox used the soft crooning voice of
Buddy Clark to sing for Haley in Wake Up and
Live. Similarlv. MGM’s producer Hunt Stromberg,
Jr.. used Allan Jones to sing A Pretty Girl Is Like a
Melody for the yet unknown Dennis Morgan in
The Grear Ziegfeld, even though Morgan would, in
vears lo come, reveal a well-trained tenor of his
own.

With the 1940s, the frequency of dubbing began
to accelerate. The excessive romanticism of the
previous decade was replaced by a robustness that
required stars to emerge from behind the gossamer
scrims of artificiality. With the nation on the
threshold of war, the stars found themselves sing-
ing in more everyday situations. For example,
Lynn Bari. a nonsinger, was cast as Glenn Miller’s
band vocalist in Sun Valley Serenade and Orchestru
Wives and was dubbed in both films by Pat Friday.
Martha Mears sang for Lucille Ball in The Big
Street,a Damon Runyon story. Peg La Centra was
the vocalist for Ida Lupino in The Man I Love and
Escape Me Never and for Susan Hayward in
Smash-Up: The Story of a Woman. The graceful
ballad Through a Long and Sleepless Night was per-
formed in Come 1o the Stable by Dorothy Patrick
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Does Any Reader Know?

Except for one pioneering article published in Photoplay. July
1929 (and recently reprinted in The Tulkies. Dover 1971), this is
the first study on the practice of vocal doubling. Until recently,
the studios carefully guarded all information about dubbing.
unless the vocalist was famaus enough 1o provide good advertis-
ing copy on his own. Of all aspects of film making. this is per-
haps the one most shrouded in mystery, despite the great pleas-
ure that dubbed voices have provided over the years.

Because it will soon be virtually impossible to obtain first-
hand information about dubbing, if any readers of HiGu FipEL-
1Ty know who dubbed for the following performers, we would
appreciate your letting us know. Any information will be duly
acknowledged in Mr. Kreuger's forthcoming book orn the
American tilm musical.

Virginia Mayo
Rita Havworth
William Marshall
Jean Harlow
Elizabeth Taylor
Glenn Tryon and
Mcerna Kennedy
Boris Karlotl’
Barbara Stanwyck
Alexis Smith
Linda Darnell

Dorothy Janis
Dorethy Patrick
Lucille Ball and
Richard Carlson
Corinne Gritlith
Beuy Field
Barbara Bel Geddes
Gilbert Roland
Susan Hayward
Dolores Del Rio
George Nader and
Jeanne Crain
Nancy Kelly

Joy Ann Page
Rubky Keeler

Joan Blondell

Otuto the ventrilo-
quist's dummy
Vera-Ellen

Cyd Charisse and
Michael Kidd
Warner Oland and
Bobbv Gordon
Edward Franz
Carole Landis

all Goldwyn and Warner Bros. pictures
Blood and Sand

State fair, Calendar Girl

singingDid | Remember? in Suzy

A Duate with Judy

Broachway

Charlie Chan at the Opera

California; This Is My Affair

San Antonio: any other pictures

Rise and Shine;, Centennial Supnuner:
any other piclures

Te Pagan

New Orleans

Too Many Girls

The Divine Lad

Blues in the Night

The Five Pennies

The French Line

The Hir Parade of 1943

laternational Setilement

The Second Greatest Sex

One Nightin the Tropics; any other pic-
tures

Kismet

Flirtation Walk (her only dubbed per-
formance)

singing the last chorus of Remember
My Forgotten Manin Gold Diggers of
1933

The Great Gubbo

Wonder Boy, The Ki(lfrom Brookivn;
Three Little Girls in Blue; Carnival in
Costa Rica; On the Town, Happy Go
Lovely; Let’s Be Happy

1t’s Always Fair Weather
The Juzz Singer (1927)

The Juz: Singer (1953)
Roud Show; The Brass Monkey

In addition, does anyone know of Mary Martin’s dubbing proj-
ects other than The Shopworn Angel or the name of the actor
who spoke the dialogue tor Oreste in The Vagabond King (Para-
mount, 1956)?
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and Hugh Marlowe, but the voices belonged to Ei-
leen Wilson and Ken Darby.

To a record collector who wants to own every 78
rpm disc by the performer who sings in every pic-
ture, vocal doubling presents a problem, for in
those days dubbers rarely made commercial rec-
ords of the songs they ghosted on the screen. Eileen
Wilson, Nan Wynn, Jeri Southern, and Peg La
Centra made quite a few commercial recordings
but never made any 78s of the film songs that they
dubbed.

One exception is Margaret Whiting, who sang
I’ve Heard That Song Before for Martha O’Driscoll
in Youth on Parade and recorded the Jule Styne
song for Capitol. Another is Louanne Hogan, who
sang for Jeanne Crain in both Stare Fair and Cen-
tennial Summer. It was the voice of Miss Hogan that
introduced the Academy Award-winning Rodgers
and Hammerstein /1 Might As Well Be Spring in
the former and Jerome Kern’s lovely The Right
Romance in the latter. Gratefully, Miss Hogan did
record four selections from Centennial Summer
(including Two Hearts Are Better Than One, deleted
from the film) for the Musicraft label.

By the 1950s, vocal dubbing had become a com-
monplace practice in the art of film-making. Even
deeply involved historians of cinema would be
startled to discover the extent of dubbing during
the last twenty years or so. This aspect of film pro-
duction has come to be regarded as a special craft,
like lighting, make-up, and cinematography. And
as in every craft, there are those specialists who
work continuously, submerging their own person-
alities for the extremely generous financial reward
and career continuity that dubbing guarantees.

One of the most prolific dubbers is Betty Wand,
whose name is entirely unknown to the general
public, but whose voice has been heard in dozens of
films and whose soundtrack albums are in every-
one’s collection. If you own the soundtrack albums
of Gigi, West Side Story, South Pacific, or Les
Girls, then you have a collection of Betty Wand
records. It is almost impossible to believe that one
woman did so, but it was Miss Wand alone who
sang the frothy Lerner and Loewe airs for Leslie
Caron in Gigi, the impassioned and torrid A Boy
Like Thar for Rita Morenoin Wesr Side Story, and
the delicate Dires-moi for child actor Warren Hsieh
in South Pacific. Miss Wand also sang all of Kay
Kendall’s notes above C in Les Girls. In addition,
this remarkably versatile performer also dubbed
for Pier Angeli in Merry Andrew, Lisa Montell in
10,000 Bedrooms, and Shirley Temple in Adventure
in Baltimore.

Another benevolent ghost, Eileen Wilson, made
commercial 78s for Decca, while singing for Cyd
Charisse in Words and Music and for Ava Gard-
ner’s early pictures. One of the most active doubles
in the business, Miss Wilson has sung for Kim No-
vak (Jeanne Eagles), Linda Darnell (Slattery’s Hur-

ricane), Christine Carere and Sheree North (tor
both in Mardi Gras and for Miss North alone in The
Best Things in Life Are Free), and Donna Douglas
(Frankie and Johnny), among others.

Most dubbers have been band vocalists who have
preferred not to pursue a screen career of their own.
Jo Ann Greer began dubbing when she sang for
Charlotte Austin in Rainbow 'Round My Shoulder,
a minor Columbia musical of 1952. Much of her
subsequent work has been at that studio, where she
sang not only for Rita Hayworth in three films but
also for Gloria Grahame in The Big Hear, May
Wynn in The Caine Mutiny, and Kim Novak in Five
Against the House. She has also sung for Susan
Kohner in Imitation of Life, June Allyson in The
Opposite Sex, Carole Mathews in Meer Me at the
Fair, and Esther Williams in Jupiter’s Darling.

With the advent of soundtrack albums during
the late 1940s, MGM Records in particular began
to identify the names of the persons on the discs,
even when these names did not coincide with the
stars in the films themselves. It was because of this
gesture of corporate honesty that the public first
heard the name Anita Ellis. Although Miss Ellis’
earlier dubbing for Rita Havworth had remained
cloaked in secrecy, it became a matter of common
knowledge that it was she who sang for Vera-Ellen
in Three Little Words and The Belle of New York
and for Jeanne Crain in Gentlemen Marry Bru-
nettes.

Other mysterious names began to appear on
record labels: Pete Roberts for Hans Conreid in
Summer Stock, John Gustafson for Jimmy Thomp-
son in Brigadoon, and Robert Farnon for Scott
Brady in Gentlemen Marry Bruneries. One of the
most frequently seen names is that of Carole Rich-
ards, who is given record label credit for having
dubbed for Vera-Ellen in Call Me Madam, for Cyd
Charisse in Brigadoon and Silk Stockings, and for
Betta St. John in The Robe. Label credit is also
given to Trudi Erwin, who sang for Lana Turner in
The Merry Widow, although her dubbing for Kim
Novak in Pal Joey has been a secret until now.

Not all the dubbers who are fortunate enough to
receive label credit are unknown to the general
public. Al Jolson’s singing for Larry Parks in The
Jolson Story and Jolson Sings Again was widely ad-
vertised. Metropolitan Opera star Eileen Farrell
was credited on the Interrupted Melody album as
Eleanor Parker’s vocal double after the soprano’s
admirers made such an outcry that MGM was
forced to do so. Marilyn Horne and LeVern
Hutcherson were both credited as the voices of
Dorothy Dandridge and Harry Belafonte in Car-
men Jones. Carlos Ramirez receives label credit for
having sung for Ricardo Montalban in Lartin
Lovers, and Broadway singer Danny Scholl for
Barry Sullivan in Nancy Goes 0 Rio. Ads also ap-
peared announcing that Mario Lanza was singing
for Edmund Purdom in The Student Prince and
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Gogi Grant for Ann Blyth in The Helen Morgan
Story.

The wide-screen era has spread the practice of
dubbing to epidemic proportions. With wide film
has come stereophonic sound and a swelling of
screen size that Hollywood has come to believe
means bigger and better voices. Also, the multimil-
lion-dollar budgets of many musicals of the 1950s
and 1960s forced the studios to cast their proper-
ties with big box-office names regardless of their
singing abilities.

Many of the principals in recent musicals have
been dubbed by a veritable army of ghosts. A per-
fect example is South Pacific. Of all the major play-
ers, only Mitzi Gaynor and Ray Walston sing their
own songs. Twentieth Century-Fox has advertised
that Giorgio Tozzi sings for actor Rossana Brazzi,
but the studio has neglected to mention that John
Kerr was dubbed by Bill Lee, Juanita Hall (the
original Bloody Mary) by Muriel Smith (who had
played the role in London), Warren Hsieh and
Candace Lee (the two children) by Betty Wand and
Marie Greene, and Ken Clark (as Stewpot) by
Thurl Ravenscroft.

Rodgers and Hammerstein films seem to be prone
to dubbing. In The King and I, for example, Debo-
rah Kerr and Carlos Rivas are ghosted by Marni
Nixon and Reuben Fuentes respectively, although
in Carousel only Susan Luckey, as Billy Bigelow’s
daughter, is dubbed (by Marie Greene). In Flower
Drum Song, Nancy Kwan, Kam Tong (who plays
Miyoshi Umeki’s father), and Reiko Sato (as the
lovelorn seamstress) are dubbed by B. J. Baker
(Mickey Rooney’s second wife), John Dodson, and
Marilyn Horne. In the grisly remake of Stare Fair,
it was our old friend Marie Greene who sang /1
Might As Well Be Spring for Pamela Tiffin. Al-
though Christopher Plummer tried desperately to
sing for himself in The Sound of Music, and his own
voice was heard in an early sneak preview, Bill Lee
(who had sung so well for John Kerr in South Pa-
cificy was called in at the last minute. Peggy Wood’s
stirring rendition of Climb Everv Mouniain was ac-
tually performed by Marjorie McKay.

One of the most celebrated of recent doubles is
Marni Nixon, who achieved overnight notoriety
when it was revealed that she was the ghost for Au-
drey Hepburn in My Fair Lady. Actually, Miss
Nixon’s work in this field goes back to her child-
hood, when she sang for Margaret O’Brien in The
Secret Garden. As one of the most creative of dub-
bers, Miss Nixon spends weeks with the stars for
whom she plans to double. Consequently, her voice
assumes an almost eerie similarity to the stars
themselves. In The King and I and An Affair 10 Re-
member, she sounds exactly as Deborah Kerr
would, if Deborah Kerr could sing as well. She also
assumed the exact vocal intonations of Audrey

voice is interspliced with that of Rita Moreno her-
self in the star’s rendition of America.

Perhaps the busiest male dubber these days is
Bill Lee, who also finds time (o appear in concerts
on the Coast and wita many choruses. In addition
to the two Rodgers and Hammerstein films, Mr.
Lee sang the Lamen: for Matt Mattox in Seven
Brides for Seven Brothers, for Cary Grant in Father
Goose, for Bill Reeve in Westward Ho the Wagons!,
for Edson Stroll in Snow White and the Three
Stooges, for William Lundigan in Down Among the
Sheltering Palms, and for Ricardo Montalban in
On an Island with You. As a member of his vocal
group, the Mellomen, he has been heard in many
Walt Disney and ather pictures, including The
Glenn Miller Story.

Determined to establish a veritable dynasty of
singing Lees, Bill 1s proud to admit that his wife,
Adabeth, appears on screen but unbilled as one of
the nuns in The Sound of Music, and their daughter
Diana has dubbed for Samantha Eggar in Doctor
Doolittle and for Diana Sowle in Willy Wonka and
the Chocolate Factory. Diana Lee also sang for one
of the kids in Bve Bye Birdie, every one of whom
had to be dubbed.

Doubling is even used in pictures aimed at the
young market. In April Love, for example, Pat
Boone’s friends, Dolores Michaels and Brad Jack-
son, were dubbed by Eileen Wilson and Ray Kel-
logg. who are husband and wife in real life. In Love
Me Tender. James Drury and William Campbell,
who play Elvis Presley’s brothers, are dubbed by
Charles Prescott, John Dodson, and Rad Robin-

Hepburn in My Fair Lady and Natalie Wood in
West Side Storv. Incidentally, in the latter, her

The Wizard of Oz's lollipop-bearing Munchkins sang to Judy
Garland thanks to Bud Linn, Rad Robinson, and John Dodson.
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son: The public gets three voices for two, a bargain
at any price.

A rundown of some of the major musicals of the
last decade suggests the widespread use of dubbing
today. In West Side Siory, in addition to Marni
Nixon and Betty Wand’s participation, Jim Bryant
sings for Richard Beymer, and several members of
the gangs do not sing for themselves. In Gypsy,
most of Rosalind Russell’s songs are performed by
Lisa Kirk; Marilyn Hooven sings for Dorothy
McGuire in Disney's Summer Magic; and Stephen
Boyd sings in Billy Rose’s Jumbo thanks to James
Joyce. The voice of Julia Foster. who plavs the in-
genue lead in Half a Sixpence, actually belongs o
Marti Webb, who created the role in the original
London company of the show.

Bill Shirley, who had been a singing juvenile at
Republic during the 1940s, and later appeared on
Broadway, received the coveted assignment of
singing On The Street Where You Live for Jeremy
Brettin My Fuir Lady. His impressive baritone was
also heard as the Prince in Disney’s The Sleeping
Beauty, in which Mary Costa sang for Princess Au-
rora. Bill Shirley also sang for Mark Stevens in O4,
You Beautiful Doll, when Buddy Clark, who had
sung for Stevens in I Wonder Who's Kissing Her
Now, was killed in a plane crash. For some inex-
plicable reason, the Disneyland soundtrack album
of The Sleeping Beauty does not use Bill Shirley’s
voice. With this exception, almost all the dubbed
performances mentioned in this article are in-
cluded on whatever soundtrack albums have been
released.

There is a popular rumor that Richard Harris,
Vanessa Redgrave, and Franco Nero were all
dubbed in Camelot. This is not precisely true. Mr.

Douglas Shearer, MGM executive and developer of a sys-
tem that made possible the special voice effects used in
The Wizard of Oz, explains technique to his sister, Norma.

Nero was indeed dubbed by Gene Merlino; but
due to contractual restrictions, it was impossible to
dub either Mr. Harris or Miss Redgrave, despite an
overwhelming need to do so. The performances on
the soundtrack are their own, but they had to be as-
sembled by vocal arranger Ken Darby from hun-
dreds of snippets and snatches into coherent rendi-
lions.

That these nonsingers could be made 1o sing at
all is the result of Ken Darby’s career-long devo-
tion to film music. Mr. Darby entered pictures in
1929, when he and three other singers, John Dod-
son, Rad Robinson, and Bud Linn, formed the
King’s Men. They appeared first in Sweerie and
then in many Paramount pictures before joining
Paul Whiteman’s band during the mid-1930s.

By the end of the decade, Darby had become a
vocal arranger at MGM. where one of his most
exacting projects was The Wizard of Oz. Although
the principals all sang for themselves, the midgets
who portrayed the Munchkins did not. Darby him-
self sang the role of the mayor of Munchkin City,
while his old partners Rad Robinson and Bud Linn
are heard as the coroner and the district attorney
(who wants “to verify it legally”). Linn, Robinson,
and Dodson play the three toughs of the Lollipop
Guild, while the popular girl trio, The Three Debu-
tantes, are heard as the toe-dancing Lullaby
League.

At that time, all film recording was made opti-
cally. using cameras that ran at a standard speed of
ninety feet a minute. In order to speed up the
Munchkin voices. it was necessary to slow down the
recording camera. This was accomplished by the
director of MGM’s sound department. Douglas
Shearer, who ground special gears to slow down the
recording camera to proper speed. Only deep
voices were used for the male characters, as tenors
would have sounded too squeaky when sped up.
Similarly, the Winkies, who guard the witch’s castle,
were recorded faster than is natural to sound very
ominous and deep-voiced, and tenors were used for
this group.

The practice of movie-dubbing continues into
the present. In Paint Your Wagon, Jean Seberg’s
voice is that of Anita Gordon; Margaret Whiting
sings for Susan Hayward in Valley of the Dolls; and
in the current Cabarer, the voice of the blond Nazi
youth who sings Tomorrow Belongs to Me is that of
Mark Lambert, a West Coast singer who was lo-
cated after a long search both in Germany and in
the U.S.

Obviously it is the ideal of the studios to find the
singing voice that most closely matches that of the
on-screen performer. Ponder then this most re-
markable combination of dubber and star. When
Lauren Bacall sang Hoagy Carmichael’s How
Linle We Know in To Have and Have Not, her
voice was that of. . .yes, Andy Williams. ¥

The screen is, afier all, a medium of illusion. @
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by Elmer Bernstein

What Ever Happened to
Great Movie Music?

High Noon and his own Man with the Golden Arm
were partially to olame for the decline in quality
of background music, says a distinguished film composer.

THE EVENTS of the past few years in the field of film
scoring seem 1o indicate that any discussion on this
great art may indeed have to be a historical sum-
mary at the end of its era of greatness. As a working
film composer and an evolutionary product of the
works of' Aaron Copland, Bernard Herrmann, Max
Steiner, Erich Korngold, Hugo Friedhofer, Franz
Waxman, Alfred Newman, David Raksin, George
Antheil. Miklos Rosza, Dimitri Tiomkin, and
Bronislau Kaper, and a contemporary of" Alex
North, Jerry Goldsmith, Henry Mancini, Lalo
Schifrin, and André Previn, [ find it inconceivable
that this sophisticated art has in such a short time
degenerated into a bleakness of various electronic
noises and generally futile attempts to “make the
pop Top 40 charts.™ Today the trend is most ob-
viously to the <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>