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Controlled
dispersion,
A new insight.

Starting at top left, the Fisher ST-550
Fisher ST-530 and Fisher ST-300 (right)
all with controlled dispersion

Presenting the Studio Standard speaker systems by Fisher.

The problem of getting a solo
instrument to come from a single point-
source while the rest of the orchestra
appears to originate from the rest of
the stage is one that has plagued
engineers since the invention of high
fidelity.

The problem has been attacked ina
number of ways, by using reflective

speakers or omnidirectionals.

At Fisher, we believe that controlled
dispersion is the complete answer. Qur
new Studio Standard series of speakers
incorporates this new concept of
speaker design.

We believe that these three speakers
represent a major step forward. In
order to gain a full understanding of

this new approach to speaker design,
you will have to read our detailed
literature (available free, on request)
and then listen to the speakers at your
dealer.

Write to Fisher Radio, Dept. HF-9,
11-44 45th Road, Long [sland City,
New York 11101.

FISHER

We invented high fidelity.
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A significant advance in the state-of-th .

HE= PICK

“PRECISION” is the one
word that test cheracterizes
the extraordinary juality of the
new Pickering XV-15/1200E
cartridge, the culmination of
Pickering's 25 years in
contributing impcrtant
technolcgical advarces to the
manufacture of magneiic
cartridges.

Its exceptional design and
performance accords ita DCF

{Dynamic Coupling Factor)
rating of 1200. Naturally, it
delivers 100% Music Power.
This cartridge is for the
sophisticate—one who
possesses components of such
superlative quality that the
superiority of the X\-15/1200E
is a requirement. $79.95
audiophile net. Write Pickering
& Co., Dept. G 101 Sunnyside
Blvd., Plainview, N.Y. 11803.

SPECIFICATIONS

Frequency Response: 10 Hz to 30 KHz

Nominal Output: 4.4mV
Channel Separation,
Nominal: 35dB8
Stylus Tip: 0.0002” x 0.0007"

Elliptical Diamond

¥ gram, + Y2 gram,
- Y2 gram

@ PICKERING

“for those who can heer' the difference”

Tracking Force:

All Pickering cortridges are designed for use with all 2 and 4-channel motrix derived compotible systems.
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Dimensional Praecox
(4 channels = 2 dimensions)

With all the hoopla about four-channel sound, some old promotional geo-
metrics have had to be revived and revised. I your memory goes back to
the early days of stereo, you may recall that the new process was referred
to as “threc-dimensional” or “3-D” (10 evoke in the American public such
glamorous cinematic images as the 3-D B picture House of Wax), in oppo-
sition 1o mono, which presumably was only 2-D. Today quadraphonics is
being touted as “three-dimensional,” implying that stereo was really only
two-dimensional all the time. Some quadraphonic equipment is even being
advertised as “tour-dimensional,” of course, which should give the theo-
retical physicists something to think about. But as anybody with two eyes
and/or two ears in his head should realize, four-channe! sound provides
only two dimensions. Mono sound, emanating from a point, is really no-
dimensional. Stereo, by stretching the point into a line across a wall, made
one’s high fidelity system one-dimensional. Now, with quadraphonics, the
dimension of depth is added. Depth and breadth—that’s two dimensions.

But. you may object, even in mono one certainly did not feel that the
music lacked dimension. Just listen to. (you) say. Beethoven’s Leonore
Overture Number Anything; you can tell that the oll-stage trumpet is not
atthe same spot as the orchestra. True—but only because of vour experience
with what a distant trumpet sounds like. You “hear” that the recorded trum-
petis “farther away™ in the same sense that you perceive perspective in a
two-dimensional painting. However, a mono sound system cannot tell you
whether that trumpet s to the right or left. If somebody had taped a distant
trumpet call and then played it at the appropriate spot in the overture but
directly in frontof the orchestra, I doubt that anyone could tell from a mono
recording of the performance that the sound was not coming from a trum-
pet really off stage. The only true dimensionality in mono comes from the
reflected acoustics in your listening room—which of course is three-
dimensional.

This suggests another acoustic/dimensional paradox. When you listen
10 a good stereo setup, you can pinpoint sound sources not only at the two
speakers but anywhere in between. In a quadraphonic setup, if you are in
the center of four equidistant speakers, you can pinpoint the sound any-
where along a circumference (theoretically, I suppose, you should be able
to detect a point of sound anywhere on a circular plane, though | for one
have never heard a four-channel system that could place an oboe at my
navel). But here is the paradox. Is it really a circular image? What if your
room is square?

I leave you to figure out that one.

At any rate, when you do want three-dimensional sound you will need
a system with a minimum of six channels—two emanating from the front,
two from the back. one from the floor. and one from the ceiling. Four-
channel sound is still onlv two-dimensional.

And if you are interested in adding this second dimension to your setup,
nextmonth’s annual “NEW PRODUCTS ISSUE" will tel! you what equip-
ment is being made available this season. Although there will be a big push
for quadraphonics, many new standard components are also being intro-
duced, and we will of course cover these too. Also in October you can
learn HOW TO UNDERSTAND OUR PREAMP REPORTS, the sequel
to an article in this issue. AMERICA’S CHANGING TASTES IN POPU-
LAR MUSIC, originally planned for this issue. will appear next month.
And a legendary singer will be the subject of an exclusive and rare INTER-
VIEW WITH LAURITZ MELCHIOR.
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We enjoy telling you how each aspect of the 12
year basic research program on sound reproduction
contributed to the unconventional features found in
the Bose 901 and 501 DIRECT/REFLECTING® loud-
speakers.* We also take pride in quoting from the un-
precedented series of rave reviews because to us they
are like awards won for the best design. ¥

However, it is important to realize that the re-
search and the reviews are of only academic interest
unless the speakers really are audibly superior. It is
equally important to realize that YOU are in every
sense the ultimate judge, for you are the one who lives
with the sound you choose.

So—forget the rave reviews and the research and
sit in judgement of two fascinating experiments. Take
your most exacting records to any franchised BOSE
dealer and:

1. Place the BOSE 901's directly on top of any
other speakers, regardless of their size or price, and

make an A-B listening test with your records.

2. Place the BOSE 501's beside (with at least 2 feet
clearance) any other speaker using woofers, tweeters
and crossovers and perform the A-B listening test.
(Don’t ask the price of the 501 before the test)

Then, just enjoy your records. When you finish you
will know why we get much more satisfaction from our
work than could ever be derived from profits alone.

P.S .. If you already own speakers, many
dealers will lend you a pair of BOSE 901’s for an A-B in
your living room, where the acoustics are generally far
superior to those of the speaker-lined showroom.

* Copies of the Audio Engineering Society paper,
‘'ON THE DESIGN, MEASUREMENT AND EVALUA-
TION OF LOUDSPEAKERS’, by Dr. A, G. Bose, are
available from the Bose Corp. for fifty cents.

t For copies of the reviews, circle our number(s) on
your reader service card.

You can hear the ditference noM”SE'

Unless they're audibly superior
it's all academic.

The BOSE 901 and BOSE 501 are covered by
potent rights, issued and pending.

Circle 9 tor information on the Bose 501
Circle 12 for information on the Bose 901
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High Efficiency

Bravo for the articles on “Loudspeaker Effi-
ciency: Pro and Con™ by Larry Phillips and
Roy Allison [June 1972]. As loudspeaker man-
ufacturers we continually struggle with the
same laws of physics that hamper other manu-
facturers in their attempts 1o make the “per-
fec” loudspeaker. We feel that the more the
public knows of these immutable laws and
how they aflect all designs—no matter what
the trade name—the better it is for the future
of the industry and the contentment of the
people involved.

The “best” loudspeaker is and will remain
the large high-efficiency type with the proper
bandpass for the music to be reproduced. The
point is not whether small models can be as
good, but how much of the enormous thrill of
music should be sacriticed for sake of size,
simplicity of design, and cost.

Every listener should be permitted to make
his own decision; and there will always be
manufacturers catering 10 each school of
thought. But the manufacturer who makes
limited bandpass or small size virtues in them-
selves is not telling all the truth 10 the cus-
tomer. Actually, larger speakers can be con-
structed with a wider bandpass than contained
in most large loudspeakers of today; and small
loudspeakers are simply unable to handle the
bandpass and dynamic range of today’s pro-
gram sources—for a series of reasons having to
do with thermal laws, the laws of defraction,
and other esoteric matter properly left to the
technical journals.

Thank you in any case for reopening a dis-
cussion that is as old as the art of high fidelity.

Irving M. Fried
IMF Products
Philadelphia, Pa.

After reading the Phillips/Allison double-
header in the June issue. my head reeled with
ideas. But I know that one should try to be
concise. Therefore, | will say only this: Mr. Al-
lison strikes me as being basically a music
lover: Mr. Phillips a gadget-happy salesman.
Leonard Auslender
West Hollywood, Calif.

Electro-Voice has designed and manufactured
loudspeakers of high and low efficiency for a
number of years. Since we are more than rea-
sonably familiar with the attributes of both
approaches. we were shocked by Larry Phil-
lips” “justification”™ of high-efficiency trans-
ducers. | can understand Mr. Phillips’ inclina-
tion to dismiss the “technical invective” that
has often surrounded the efliciency question.
Certainly most listeners are in fact seeking a
pleasurable experience quite apart from what
goes on inside of their loudspeaker systems.
Also justifiable is the idea of duplicating the
recording studio playback situation, at least in
sonic character it not, for all of us. in raw
sound pressure level. We can assume that the
recording people have achieved a desired ef-
fect during mixdown and would like to trans-
fer this experience to the home with minimum
error.

Itstrikes us, however. as absolutely impos-
sible to duplicate the studio experience simply
through the home use of high-efficiency loud-
speakers. Some other problems aside. high-ef-

6

ficiency does not lead to sameness! Anyone
who has spent five minutes evaluating on both
a subjective and objective basis the high-efli-
ciency loudspeakers of various manufac-
turers—including the 1wo or three most widely
employed in recording studios—will find gross
differences among these systems. These differ-
ences are al least as great as the difference be-
lween any one of them and a typical low-efti-
ciency design. Whether these differences exist
from a lack of design expertise or from care-
fully worked out differences in design philoso-
phy is of little importance. The fact is that dif-
ferences exist.

We feel. therefore, that if any standard is
sought to first create and then re-create the
studio control-room experience, the standard
must include wide frequency response, low
distortion. flat total power output. faithfulness
in live-versus-recorded tests, uniform disper-
sion. and the like. Reproducing the studio ex-
perience in this way will not, of course, occur
overnight, since defects of varying degrees ex-
istinall loudspeakers regardless of efficiency or
application. Some astute observers will note
the gravest defects in some of the older, most
popular high-efliciency designs employed in
recording studios. Hlowever. designs have and
will continue to improve in an absolute sense
over a lime, and each improvement brings us
closer to a reproduction of the sound heard in
the studio mixdown room.

It boils down, then. 10 the point of view that
a “perfect” low-efliciency speaker will sound
the same within its output capabilities as the
“perfect” high-efticiency system. The effi-
ciency choice is really dictated by the acoustic
nature of the listening environment in con-
Jjunction with peak sound pressure level re-
quirements and available amplifier power. We
would like to suggest that technical invective
really cannot be avoided—even for the pursuit
of pleasure.

Jim Long
Electro-Voice
Buchanan. Mich.

Department of Amplification

Gene Lees asserts [*Amplification in the The-
ater,” May 1972] that “a voice in amplification
1s In some ways even more naked than a voice
heard ‘live.”” Recently | heard a nightclub
singer who, 1o prove her worth, threw aside
the microphone she had been clenching all
night and let us have her real, true-o-life,
naked voice without benefit of amplification.
Result: a better, clearer. and—would you be-
lieve it—a louder tone, but without the unplea-
sant stridency and distortion induced by the
mike. In fact it was a completely differen
voice, vastly improved, a pleasure to hear—
which it hadn’t been with the aid of a mike.
The evil lies not in faulty equipment but in
overamplification. A good voice, big or small,
will fill a large hall or theater on its own; it
sounds better in its natural state and does not
need the aid of a loudspeaker.

To sum it all up. like many other com-
mercialized phenomena, amplification pro-
motes worthless wailing on the one hand, and
masks the qualities of an intrinsically good
voice on the other.

M. A. Holder
London, Ontario

Revising the Russians

Regarding Steven I. Haller's comments con-

Tchaikovsky—a Russia revised.

cerning the so-called “new™ Tchaikovsky pi-
ano concerto [“Letters,” June 1972, | do not
believe that performance of this recon-
structed™ work in the Soviet Union would be a
disservice to the composer. It is precisely be-
cause of the esteem held for Tchaikovsky in
Russia that his most obscure and discarded
works are scrutinized and studied.

The first movement of the originally pro-
posed Sixth Symphony was published in 1894
as the Piano Concerto No. 3, Op. 75 and the
reconstructed second and third movements in
1897 as the Andante and Finale, Op. 79. It is
interesting (o note that both publications were
posthumous.

Similarly. the symphonic ballad The Voy-
vode, Op. 78 was printed in 1897 although the
composer had destroyed the score after the
first performance of the work. This publica-
tion. made from orchestral parts, is even more
important since the work is Tchaikovsky’s
alone. Itis a highly dramatic work and was re-
corded years ago by Concert Hall Society in a
limited edition. Hopefully it will be re-re-
corded in the future.

Charles Marootian
Paterson, N.J.

The rearrangement of the overture 1o Mus-
sorgsky’s The Fair at Sorochinsk that David
Hamilton wonders about in his review of the
Melodiya recording [June 1972] is one made
by the composer Anatol Liadov in 1904. (A
performance was once available on MGM
3030, conducted by Walter Susskind.) Since
Mussorgsky not only completed but orches-
trated the overture himself. its use in this
recording just adds another line to the long list
of crimes that have been perpetrated against
this great artist.

The much superior Epic performance that
Mr. Hamilton mentions was available until
this February on Artia S 505.

Greg Audette
Hanover, N. .

Psyching Out Frank, Jr.

In the June 1972 issue, one Morgan Ames
(identitied on your masthead as a “contrib-
uting editor,” not a psychoanalyst as we must
assume from her comments) reviewed the
Frank Sinatra, Jr. Daybreak LP entitled
“Spice.”

After trying to find out what was disturbing
Miss Ames (it would appear to us here at Day-
break that she did not really bother to listen to
theentire LP, nor did she read the very inform-
ative liner notes), we came to the sad conclu-
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IMPROVE
YOUR HEARING

FOR $200.

Sometimes high fidelity people lose
sight of what it's all about: Sound.

The ultimate test of any piece of
high fidelity equipment is what vou
hear.

That’s why, of all the statements
made by equipment reviewers ahout
our Garrard Zero 100, the most
significant were these:

*Using identical virgin records.
and virgin styli in identical good
cartridges, the Zero 100 on occasion
sounded markedly ‘erisper’ than
other turntables.” Rolling Stone.

*A listening test proves to bring
new life to many records, noticeably
redueing distortion on the inner
grooves.” Radio Electronics.

Pickup head pivats
n this direction as arm
tracks across records

A

Py
Articulating fuzeen
.

&
Stylus, pivol—tized  l1ed

¥ — S
&

¥ =B

Pickup arm Articutating arm

“From about 7 in. diameter to
runout, the Zero 100 delivers
considerably less distortion and
greater definition than with the
same pickup mounted in a standard
arm. The improvement in sound
quality is notably impressive.”

Elementary Electronics.

“The articulated arm of the Zero
100 produced less distortion, and
therefore greater definition, on
high-level, musically complex
passages, from the inner grooves.”

Hi-Fi Stereo Buyers' Giide.

That's what reviewers actually

heard when they tested the first
automatic turntable with Zero
Tracking Error. This is, to our
knowledge. the first time a
turntable has been given credit for

making records sound better.

True tangent traching geometry ' pusses
The Zeco 100 tone arm O

I&,?w: /
7/

/I
’./",.////'

/

{
Articulating
arm

l
|
} i
|
|

10 reccrd groove.

l cartridge tangential

Cartridges and other components.
ves. But never a turntable — until the
Zero 100.

By this time you probably know
how we achieve Zero Tracking Error.
The principle of the articulating arm,
continually adjusting the angle of
the cartridge so it is always at a 90
tangent to the grooves, is a simple
one. But the ingenious engineering
and the development of the precision
pivots to make the principle work.
took several years.

But enough from us. Let’s go back
to what the reviewers say about the
Zero 110).

“[t probably is the best arm yet

offered as an integral part of an
automatic player.” High Fidelity.

*All of these features combined
into one automatic turntable make
news, even though some are found on
other units. Only in the Zero 100 are
they all put together.” Audio.

When Audio talks about “all of
these features” they're referring to
such things as our magnetic
anti-skating, variable speed control,
illuminated strobe, viscous-damped
cueing, 15 vertical tracking
adjustment, patented Garrard
Synehro-Lab synchronous motor and
our exclusive two-point recerd
support in automatic play.

But all of this gets back to our
origznal point. It is the sound that
makes the difference. Afterall, a
$200 record player should give you a
really meaningful difference. And
the high fidelity experts agreethat
people who own a Zero 100 will hear
better than people who don'..

If you'd like to read the reviews in
full detail, we'll send them to you
along with a complete brochure on
the Zero 100 and the Garrard line.
Write to:British Industries Company,
Dept. 122, Westbury, N.Y. 11590.

GARRARD
ZERO 100

The only automatic turntable with

Zero Tracking Error.
Mfg. by Plessey Ltd. Dist. by British Industries Company
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uncommon heard

If you -hougnt vou’d heard all there was to hear
in highly linear three-way acoustic suspension
speake- systems, you’ve got more hearing to do.
You m st now hear the new Scott Design 61 and
Design 71 contrclled imoedance spezker systems.

Aftar 27 morths of develooment effo-t, Scott
chie: sceake: engineer Peter Globa has realized
a pair of new ful’ frequency range speaker
sys:ems which significantly advance the state of
the speaker art in two important parzmeters,
smoothness of the respanse characteristic
(freedcm from peaks and resonances) and
breadth of useful frequency range. Design 61
covars the range 30 to 20,000 Hz and handles

75 watts. Design 71 covers the range 23 to
20,000 Hz and handles 100 watts.

We're ¢ plezsed with Peter’s new des:gn€that
we zhallenge you to ask ycur Scott dealer for a

demonstration of the new Design 61 and

Design 71 speaker systems using the best
electronics available, and program material with
which ycu are intimately familiar. Then, ask the
dealer to play tke same program through the type
speakers you now own, or any other competitive
system he has on display, even a system costing
twice as much.

We wouldn’t dare make this challenge if we
didr.’t know you’d find the Design 61 at|$129.90
and the Design 71 at $169.90 two of the
uncommon hea-d.

[1SCOTT

where innovation is a tradition
H.H Scott, Inc, 111 Powdermill Road, Mavnard, Mass. 01754
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Flip top cap
that won't spill
or get lost.

No destructive
: perfumes or
Won't pull / ' S~ coloring agents.
No ¢l in
plasticizers, il clogging
niipsan siicones. Safely

anti-static.
grooves, won't

’ Safely removes
grow mildew.

tingerprints,
no residue
accumulation,

discwasher.

Professional Bidg., 3rd Floor, Columbia, Mo. 65204

the superior record cleaner

for your nearest dealer call

00-325-2593

toll free @ AMto 5 PM thru September,

Uni-directionat
pile picks up
rather than lines
up micro-cdust
from the bottoms
of grooves.
Absolutely safe
for delicate
plastics.

Exclusive pad
deslgn removes
fluid and debris
by capillary
action,

Hand rubbed,
hand crafted,
contoured
walnut handle
that will not slip
or roll, With
convenient
bottle storage.

sion that your pseudo psvchiatrist really
should be sitting in at the Menninger Clinic re
viewing people. not records! We cannot be-
lieve that HiGn Fipeuiry condones such piti
ful. harmlul. and arsenic-inspired tripe

Both Frank. Ir. and Daybreak would wel.
come meaningful criticism about the record it-
self -not about the person. the manner in
which he has his hair cut. not the sweater he
wears. What has this to do with the perform-
ance on the record?

To support our good feclings about Frank
Sinatra. Ir. and his “Spice” LP we could cite
reviews from other leading publications in-
cluding Billhoard. Varietv. the Los Angeles
Times. and even the Manila Pace. This is a
mere sampling of the U.S. and international
acclaim given 10 this recording—constructine
crincism. not poison-pen  reflections of a
would-be critic. Isn’tit truly amazing that the
critics of these magazines and newspapers can
be so positive in their reviews and Morgan
Ames can be so completelv negative?

Robert B, Weiss
Exccutive Vice President.
Davbreak Records
Hollywood. Calil.

Wet Blanket

A tew words of caution to Russian and roman-
tic music lovers. Ormandv's new recording of

liere’s /lva Muronier: may sound magnifi-
centio R. D). Darrell. but 10 these ears RCA
has done it again--badhh

Back in the earlv "60s. when thev were pro-
ducing trulv awesome sound for Remer. RCA
could have done justice to Gliére's score. but
since Dvnagroove their orchestral recordings
have declined i sonic range and presence
not 1o mention in surface quality

In his review ot /lva Muromerz Mr. Darrell
praises the “true apotheoses of the brass. horn.
and woodwind choirs.” He must have quite an
imagination. Mr. Darrell says that this record
ing excels those that Ormandy made in hss last
vears with Columbia. Now Columbia mav not
have given its orchestras the most realistic re-
production. but at least the sound didn’t seem
1o have a blanket over it. Too bad Columbia
didn’t record a stereo version of /hu belore
Ormandyv lefi

Mr. Darrell’s defense of sensuous music like
Gliere’s was the best thing in the June issue
but 10 eatend one of his metaphors a bit. lis
tening to RCA's recording of [ha Muromer: s
like making passionate love when one has a
cold and one's ears are stutled

Joel Flegler
tenatl |

M. Darrell replies: 1t's good 1o learn thar M
Flegler and | agree on mwo things: the incom
parable merits of the RCA/ Reiner recordings
and the uppeal of sensuous nusic like Gliere's.
But I'm afraid that where our sonic evaluations
of the recent llya NMurometz recording is con
cerned. we don’t talk the same language. 1'm
sure we both hear very much the same things.
haw we describe and evaluate them involves
such irreconcilable personal iastes and remperu
ments that debaie is futile. All | can sav is that |
can procure a docior’s certificate 1o attest that |
did not have a cold when | listened 10 the disc in
question —several times and on two complerel
different plavhuch vysiems.

In addition. though. | must protest thar am
blanker-—wet or drv  indictmens o/ anv one ma-
jor recording company’s teclnology is inpos
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sible 10 validate due 10 the different conducior
producer-engineer teuns operaiing in varied lo
cations and with widelv varied programmatic
materials. Like book publishers. each mujor
recording company has its own proportionuie
amoint of successes and failures.

Missing Harpsichordists

I must write in hi-fi dudgeon 1o regisier one
complaint with Victor Wolfram’s otherwise
excellentarticle on the resurgence of the harp-
sichord {"Back from the Brink.” June 1972].
Mr. Wolfram has. in my opinion. slighted the
most exciting harpsichord virtuoso now per-
forming. Fernando Valenti

Especiallv when it comes to Scarlatti. no
one has approached Valenti's powerful. sculp-
tured. and deeply musical performances of the
sonatas. Also his monumental recording proj-
ect for Westminster in the 1950s (now partially
reissued) resulting in thirty-four volumes con-
taining more than 300 Scarlatti sonatas de-
served mention if only from a historical stand-
point

Fhough it was tuped scveral years ugo. Va-
lenti’'s Bach record (Columbia MS 6516)
stands with the greatest. including Lan-
dowska. | am not as familiar with the work of
Marlowe and Leonhardt. but can they be the
gods that Mr. Wolfram seems to make them?
As for Ralph Kirkpatrick. Valenti himself
spoke to me recently of his admiration for the
former’s enormous scholarship: the fact re-
mains that Valenti plays the Scarlatti sonatas
better than anyone. certainly better than Kirk-
patrick. whose puny. tinkling efforts are on
Odyssey. If the latter’s sound is the authentic
baroque so admired by Mr. Woltram. then
thank goodness for modern harpsichordists
and Valenti's powerful. eagle-taloned tech
nique

Richard W. Siiles
Pasadena. Calif.

In the recent article bv Victor Wolfram on the
harpsichord. the author’s failure to mention
Yella Pessl struck me as bad taste and unfortu-
nate from a historical point of view. Although
Madame Pessl did not make any LPs.in the
cra just betore the advent of LP she was a
prolilic recording artist. and accounted by
most discriminating connoisseurs as second
onlv to Madame Landowska

Buaird lastings

New York. \NUY
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Straight talk about a stylus

Listen carefully and you can still hear some audiophiles refer to the record
stylus as...“the needle.” Although we are not about to quibkle over
semantics, we would like to go on record, so to speak, as observing that the
stylus of today bears no more resemblance to a needle than it does to a
ten-penny nail. In fact, it is probably the most skillfully assembled, critically
important component in any high fidelity sysiem. It must maintain flawless
contact with the undulating walls of the record groove — at the whisper-
weight tracking forces required to preserve the fidelity of your records
through repeated playings. We put everything we know into our Shure
Stereo Dynetic Stylus Assemblies — and we tell all abeut it in an informa-
tive booklet. “Visit To The Small World Ot A Stylus.” For your copy, write:

222 Hartrey Ave., Evanston, Ill. 60204 Y | = - o=
il
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There’s a Heathkit receiver
with specs you never

The Heathkit AR-14 — a great
beginning for a first system.
Experts call it one of the best
kit-form values ever.

$99.95 less cabinet.

YR ERAEIME W NP W W The all new Heathkit AR-1214 —

o O ; = W [ ] a young-at-heart AM/FM receiver
‘ v % N 68 .- w® with a bold new styling,
RS SR ok e Nl T B

- W W unbelievable performance.
o0 000000 ‘ $169.95 includes cabinet.

"W ENE N i The new Heathkit AR-1302 offers
e - w"‘,“-‘,—q: ad 4 a newly designed FM IF utilizing
i SR L two ceramic filters, two IICs.
— You have to hear it to believe it.
—_————
— (— ﬁ]#‘—:ﬁ $239.95 less cabinet,

=

AR IR

[ | cawe [ ares [uss ):D:n — .
T F T2 =T ,_,—wa ——Y B
T

The Heathkit AR-29 — a solid
50 watts per channel with every
N e W @ state-of-the-art design feature

- you would expect in a top
quality receiver.

$299.95 less cabinet.

g 9 oM N u N LT

wonn

y pmun The incomparable AR-1500
e Bt adad e Julian Hirsch said it was the
= U most powerful receiver he had

R Ny gow &N ever tested. Check the specs

for yourself and save some
shopping time.
$379.95 less cabinet.

The most sophisticated components in the audio world are kits.
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in your price range

thought you could afford

Model No. AR-1500 AR-29 AR-1302 AR-1214 AR-14
Price $379.95* $299.95* $239.95* $169.95* $99.95*
less cabinet less cabinet less cabinet with cabinet less cabinet
IHF Sensitivit
w 18 18 19 2 5
IHF FM
% THD 0.5 0.5 0.5 3.5 1.0
IHF FM
Capture Ratio 1.5 1.5 1.8 2 3
(dB)
IHF FM o
Selectivity 90 70 60 60 40
(dB)
Radiated
AM Sensitivity 300 300 300 100 -
uV/meter
AM 10 kHz 20 25 20 oo
Selectivity — +—————— —

(dB) 20 kHz 60 40 40 -
'IHF Power | 80 0W @ 0.25 50W @ 0.25 30W @ 0.25 25W @ 0.5 15W @ 1.0
Per Channel +- - —

@ % THD | 40 120W @ 0.25 65W @ 0.25 30W @ 0.25 30W @05 1I5W@ 1.0
Continuous
Power Per | 89 60W @ 0.25 35W @ 0.25 20W @ 0.25 15W @ 0.5 1I0OW@ 1.0
Channel @ 1 P
% THD 40 100W @ 0.25 35W @ 0.25 20W @ 0.25 20W @05 1IOW@ 1.0
% THD
@ 1 Watt 0.1 0.1 0.1 0.2 0.5
% IM Distortion
@ Continuous 0.1 0.2 0.25 0.5 1.0
Power
Input Phono 1.8 2.2 2.4 2.0 45
Sensitivity S
(mV) Aux 140 [ 180 180 190 300
Signal to |Phono 63 ' 65 65 60 60
Noise Ratio — 1
(-dB) Aux 75 75 75 70 63
. , 5%"Hx18%"W | 5%"Hx16%"W | 5%"Hx16%"W 3% "Hx17"W 37%"Hx15%"W
P¥mengiOns x13%" D x14%2" D x14%2" D x13'D x12'D
Mailing Weight 53 ibs. 34 Ibs. 30 Ibs. 16 Ibs. 18 Ibs.
Cabinet ARA-1500-1/$24.95" AE-19/$19.95" AE-19/$19.95" Included AE-55/$12.95"

See them all at your Heathkit Electronic Center... or fill out the coupon below

HEATHKIT ELECTRONIC CENTERS — ARIZ.: Phoenix, 2727 W. Indian Sctool Rd.; CALIF.: T

Anaheim, 330 E. Ball Rd.; Ei Cerrito, 6000 Potrero Ave.; Los Angeles, 2309 S. Flower St.;

Pomona, 1555 Orange Grove Ave. N.; Redwood City, 2001 Middlefield Rd.; San Diego (La
Mesa), 8363 Center Dr.; Woodland Hills, 22504 Ventura Bivd.; COLO.: Denver, 5940 W.
38th Ave.; CONN.: Avon, 395 W. Main St.; FLA.: Miami (Hialeah), 4705 W. 16th Ave.; GA.:
Atlanta, 5285 Roswell Rd.; ILL.: Chicago, 3462-66 W. Devon Ave.; Downers Grove, 224
Ogden Ave.; IND.: Indianapolis, 2112 E. 62nd St.; KANSAS: Kansas City {Mission), 5960
Lamar Ave.; MO.: Baltimore, 1713 E. Joppa Rd.; Rockville, 5542 Nicholson Lane; MASS.:
Boston (Wellesley), 165 Worcester St.; MICH.: Detroit, 18645 P. Eight Mile Rd. & 18149
E. Eight Mile Rd.; MINN.: Minneapolis (Hopkins), 101 Shady Oak Rd.; MO.: St. Louis, 9296
Gravols Ave.; N.J.: Fair Lawn, 35-07 Broadway (Rte. 4); N.Y.. Buffalo (Amherst), 3476
Sheridan Dr.; New York, 35 W. 45th St.; Jericho, L.J., 15 Jericho Turnpike; Rochester,
Long Ridge Plaza; QH10: Cincinnati (Woodlawn), 10133 Springfield Pike; Cleveland, 5444
Pearl Rd.; PA.: Philadelphia, 6318 Roosevelt Blvd; Pittsburgh, 3482 Wm. Penn Hwy.;
TEXAS: Dallas, 2715 Ross Ave.; Houston, 3705 Westhelmer; WASH.: Seattle, 2221 Third

Ave.; WIS.: Milwaukee, 5215 Fond du Lac.

SEPTEMBER 1972

| NEW
| FREE
| HEATHKIT
| CATALOG!
I

| HEATH COMPANY, Dept. 8-9 Schiumberger [l

Benton Harbor, Michigan 49022
(7] Please send FREE Heathkit Catalog.

[J Enclosed is $_ _, plus shipping.
Please send model(s)

Name. . =

Address. = R o

City _ __State_______ Zip__

Prices & specifications subject to change without
*Mail order prices; F.0.B. factory.

notice.

HF-265 |
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Either way
you get the
world’s first
universal
four-channel

decoder.

EVR-4X4
Four-Channel
AM/FM Recelver
$249.95

EVX-44
Universal
Four-Channel
Decoder $99.95

Now Electro-Voice offers our new
universal decoder circuit built into
both a stereo receiver and a
4-channel decoder.

The EVR-4X4 Receiver has
every needed feature for 2- and
4-channel sound. Yet it costs no
more than many 2-channel units
that offer half the pleasure. And it
will properly decode any matrix
4-channe! input without switching.
ldeal for playing SQ*, Stereo-4t,
or any other matrixed records, tape,
or FM sources.

The EVX-44 Universal Decoder
creates a 4-channel control center
for existing stereo equipment. Just
add a second stereo amp and two
more speakers. Unique separation
enhancement circuit automatically
adjusts front-back separation as
required by program material.

Both the receiver and the decoder
are also deslgned to accommodate
‘discrete’ inputs like 8-track tape if
you wish. Hear the finest in four-
channel sound at your Electro-Voice
showroom. Where the excitement is!
E-V 4-channel products are produced
under U. S, Patent No, 3,632,886

*T.M. C8S, Inc.
7. M. Electro-Voice, Inc.

aGuiton

COMPANY

ELECTRO-VOICE, INC., Dept. 724 H,

619 Cecil Street. Buchanan, Michigan 4910|7
In Europe: Electro-Voice, S. A.. ROmerstrasse 49, 2560 Ni
In Canada: EV of Canada, Lid., Gananoque, Ontario
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A Copland Premiere

LONDON

How many world premieres have been
given in recording studios? The latest
came when Aaron Copland with the
New Phitharmonia Orchestra taped his
three Laiin American Sketches at the
EMI studios tor CBS early last June. The
following week, Copland explained,
André Kostelanetz was due to give the
first public performance at the New
York Promenade concerts. The com-
poser had been receiving transatlantic
cables asking for elucidation of accents
marked in the score. Copland seemed
quite relieved to get into the studio and
work the problems out for himself.

I have rarely seen him so happily re-
laxed during recording sessions, jaunting
back into the studio from a playback
humming the caichy rhythmic tune of
the first sketch, Estribillo. The score
bears the date August 31, 1971, but the
inspiration—like those of the other two
sketches—came many years ago. For this
opening Esiribillo and the third equally
rambunctious dance, Danza del Jalisco
(written in 1959 but not scored until
recently), he went back to his memories
of wartime Cuba in the early Forties.
Just as in Mexico City he had been in-
spired to write E/ Salon México, so in
Cuba he visited the dance halls, and
there he told me he wasstruck not just by
the vibrant noise and clashing rhythms-
“a terrific racket,” he said—but by the
layout of each hall, with the players
hoisted up on a balcony and the dancers
milling below.

Like E/ Salon México the three
Sketches may provide no musical prob-
lems for the listener, but the two dances,
with their cross-accents and uneven
rhythms, are taxing enough for the play
ers. When | arrived, the session was al-
ready half over, but they had reached
only the second take of the first dance
the Estribillo. Not even that take was

on Disc

completed hefore the tea break, and by
the time the first piece was safely “in the
can” to the satisfaction both of Copland
and of the CBS recording manager, Paul
Myers, only one hour remained of the
three-hour session.

“Never mind,” said Myers, “the other
two pieces are easy.” Certainly that was
true of the second piece, a quiet inter-
lude in Copland’s purest vein, E/ Paisaje
Mejicano, a musical landscape with soar-
ing string melodies. But even that took a
twenty-minute rehearsal—-Copland par-
ticularly careful about balancing and
perfecung one “slow grace note” for the
flute. The first take had only minor im-
perfections, but then the principal bas-
soon (who has an important solo) was
suddenly taken ill. While he was recov-
ering, Copland and the orchestra went
on to rehearse the final movement in
guapango thythm, 3/4 alternating with
6/8. It proved to be more difficult than
Myers had predicted.

In fact, it began 1o look as though the
session would have an untidy end, un-
satisfying 1o everyone; bul such is the
professional skill of an orchestra like the
New Philharmonia that the bassoonist
returned promptly for a second perfect-
ing take, and the tricky Danza del Jalisco
was completed after a mere fifteen min-
utes’ overtime. They went on that after-
noon—with an hour’s break for lunch—1to
record the five short movements of Cop-
land’s Music for the Movies, another
tricky task because it always seems more
economical timewise to record long
movements rather than short. The day
previously, Copland had recorded with
the same forces both El Salon México
and The Red Pony. The day before that
he had conducted a public concert of his
music with the NPO at the Royal Albert
Hall. Not bad for a seventy-one-year-
old.

Gentlemen’s Agreement. Earlier in the
month a long gentlemanly tussle be-
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Your next receiver
should have 3 things

The input transformer.
The output transformer.
And the output capacitor.
Because when you cut
those three things out of a
receiver, you cut down on a fourth
thing. Distortion. We do it with a
system called direct coupling.
And Panasonic puts it in all its
FM/AM/FM Stereo Receivers.

With this system the amplifier
circuit is coupled directly to the
speaker terminals. To improve
transient response and damping.
Sothere’s less than 0.8% harmonic
distortion. To help you hear only
the sound of music.

The sound of the SA-6500 is
really something to listen to. With
a full 200 watts of power (IHF).
To fill even a big room with nzusic.
And there’s also a power band
width of 5 to 60,000 Hz.

CONVENTIONAL METHOD

missing.

Tne SA-6500 also has two 4-
pole MOS FET’s. That providz
1.8uV FM sensitivity. To pull in
FM staticns that are too weak ar
too far tc make it on their own.
Integrated circuitry and a crystzl
filter improve the capture ratio.
Anc there are low-filter, high-fil-
ter, and loudness switches. So the
music comes out closer to the way
it started out. And an FM linear
dial scale and two tuning meters.
To make the music you want just
a lictle easier to find.

You can also find that music cn
the SA-6200. With 150 watts of
power. Plus 2 RF stages and 6
IF stages. To prov:de selective

Panasonic.

HiF 2- Channel F%ecelverQ

DIRECT COUPLING

station tuning. And there
are PNP low-noise silicon
transistors in the differen-
tial amplifier drive-stage.
To give almost noise-free
performance. No matter who's
performing,.

For less money you can still get
a lot of power. From our SA-580C.
With a full 100 watts. The SA-
5500. With 70 watts. Or our new:-
est receiver, the SA-5200. Wita
46 watts. And some of the fea-
tures you’'ll find in our more ex-
pensive stereo receivers.

So before you get your next
receiver, see your franchised
Panascnic Hi-Fi dealer. He'll
show you what should be miss-
ing. So you don’t miss out on
anything.

FOR YOUF NEAREST FRANCHISED
PANASON C HIsFI DEALER, CALL TOLL FREE
800 243-6010. IN CONN., 1-800 882-6500.




tween EMI and Decca/London had fi-
nally been resolved in favor of the latter,
when Daniel Barenboim and Viadimir
Ashkenazv recorded Mozart's Double
Concerto with the English Chamber Or-
chestra in Kingsway Hall. It was some
vears ago that Christopher Nupen, tele-
vision producer and friend of Baren-
boim, had directed a prize-winning film
of the two pianists preparing this work.
Barenboim has always insisted that his
only possible partner on record must be
Ashkenazy. but Decca refused to give
him up so that EMI might include the
discin its integral series of Mozart piano

concertos with Barenboim. In the end

Decca’s nerve proved stronger, and

NEW from CR

7 YUY

As a serious audiophile, you no doubt
recognize that the weakest link in the sound
reproduction system has long been the
speaker. You would not tolerate an ampli-
fier with 4-5% distortion or with response
as poor as +4dB or with a bandwidth of
only 100-10,000 Hz. And yet, only a very
few loudspeakers on the market today are
even that good! So no matter how fine the
rest of the system, the sound has always
been limited by the speakers.

Sensing this weakness, many music
lovers have been begging for a line of Crown
speakers that would live up to the Crown
reputation for innovative excellence,
earned by its professional tape recorders,
power amplifiers and preamplifier. Crown
engineers have been working for years to
develop such a speaker design. But they felt
that they would rather sell none at all than
to ruin their reputation with a mediocre
product that was “just another speaker”

At last, recent breakthroughs in elec-
trostatic speaker design have made possi
ble genuinely accurate sound reproduction.
Now Crown can offer you a line of four
Auralinear Speaker Systems, which unite
unique wideband electrostatic radiators
with special long-throw woofers, each mod-
el worthy of the Crown name in every re-
spect. They are the first and orily speakers
that radiate absolutely flat honest sound, as
documented by numerous measurements
detailed in Crown technical literature.

Crown is eager to make the "live sound
experience’’ yours. Who knows, you may
already have live sound in your system just
waiting to be expressed through Crown
Auralinear Speakers. See your audio spe-
cialist soon for a /ive demonstration.

WHAT MAKES CROWN
SPEAKERS UNIQUE?

1. Radically new wideband electrostatic
radiators have thinner membranes for
greater efficiency and greater acoustic out-
put. Special long-throw low distortion
acoustic suspension woofers exhibit ab-
solutely flat response over the entire range.
This means comfortable distortion-free
listening at full realistic sound levels, even
at low frequencies. Reliable electrostatic
elements need no pampering.

2. Models ES-224 and ES-212 have bidirec-
tional radiators emanating sound through
front, back and sides of upper enclosure.

though this disc (also including Mozart's
Triple Concerto with Fou Ts'ong as the
third pianist) is not likely to appear for at
least three years, it will have a Decca/
London label.

['he sessions were fascinating. Baren-
hoim. Ashkenazy, and I left the others at
lunch. while the two virtuoso friends
warmed up. Barenboim sat down at his
lidless prano. ethow 10 elbow with Ash-
Kenazy at a piano facing in the opposite
direction. Barenboim was in a smart.
verv English blazer with brass buttons:
but with cigar jutting and chin held high
he still managed to look like a miniature
tycoon. Then what did he play as soon as
his lingers touched the kevboard? Not

OWN

’%’7/”////4 %%47///%///4
k4 221 43 &

3_. Multi-element arrays are set at pre-
cise angles to form a powerful “acoustic
lens”

4. Al speakers are two-way with seam-
less electrostatic response.

FOUR MODELS

ES-224 2-10"' woofers +24
electrostatic ra-
diators; “req. rsp.
22-30,000Hz
2-~ 0 woofers +12
ES radiatcrs; fr.
rsp. 22-30.000Hz
2-70" woofers +4
ES radiatars; fr.
rsp. 25-20,000Hz
1-10" woofer +4

fr.

ES radiators;

rsp. 30-30,000Hz |

mode?
ES-224

crouwn

ELKHART, INDIANA 46514, U.S.A. |
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Alfred Brendel records Liszt.

Mozart at all bui the opening cadenza of
Brahms’s Second Piano Concerto: and
in a mad, headv moment Ashkenazy
Joined him in the most improbable of
synchronized duets. Needless 10 sav they
collapsed in laughter, and then went on
to serious work with the Mozart. The
curious layout for the session—Ash.
Kenazy and later Fou Ts’ong with their
backs to the orchestra—was prescribed
because Barenboim directed the instru-
mentalists from the keyboard.

More piano concerto sessions featured
Altred Brendel who, with Bernard Hai-
tink and the London Philharmonic. re-
corded the two Liszt concertos and To-
tentanz at Walthamstow tor Philips. It
savs much for Brendel’s concentration
and fantastic technique that a mere three
and a half sessions were needed, leaving
four and a half hours of recording time
to spare at the end. Haitink and the LPO
promptly slotied in an impromptu
recording of Elgar’s Enigma Variations.
which they had played very impressively
earlier in the week at the Roval Festival
Hall.

EMI sessions have included André
Previn and the London Symphony Or-
chestra at Kingsway Hall in a series of
popular Tchaikovsky works—the com-
plete Nuitcracker ballet, 1812 Overture
(previously not one of Previn’s party
pieces), Romeo and Juliet. and Marche
Slave. The recording manager, Chris-
topher Bishop. described the nine ses-
sions as being “full ol joy.”" though every-
one concerned tound that Awrcracker
i not as easy as you might think. requir-
ing the tull schedule of six sessions.
Bishop also promises great things of the
Brandenburg Concertos which rather
surprisingly Sir Adrian Boult is doing
with the tull LPO. The sound will be lus-
cious of course. deliberately taking a dif-
ferent course Itom current fashion: but
according to Bishop, there was “'no lag-
ging at all” under Boult's command.

EDwWARD GREENFIELD
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- The fall months are traditionally big ones for the record com-
Slleaklng Ilf panies: With the impetus of a fresh music season and an eye to
'ennrds Christmas gift-giving. the labels may be generally counted
upon to prepare a barrage of major new releases. A glance be-
low at HIGH FIDELITY’s annual forecast will show the customary wide-ranging variety of
offerings, from the medieval to the latest avant-garde ruminations. Expensive operatic
projects are the immediate attention-getters: Angel’s new Tristan with Karajan, an all-
star Fledermaus, and the Caballé¢/Domingo Manon Lescaur: Strauss’s Capriccio, Ros-
sini’s Barber, and a live Dutchman from Bayreuth on DGG; London’s two latest Suther-
land vehicles (Rigoletto and Hoffmann) and the Solti Parsifal; another entry in the Colin
Davis/Philips Berlioz cycle, Benvenuto Cellini; the ABC rival Hoffmann starring Sills.

In the nonoperatic “superstar” category we find the expected names of Klemperer,
De los Angeles, Oistrakh, Previn. Karajan, Solti, Mehta, Davis, Bernstein, Horowitz,
Michelangeli, Gilels, Arrau. Haitink. and Ormandy. For added spice there are a few
special issues, particularly the long-awaited Furtwingler Ring, which competes with a
second (!) budget (!") Ringcycle, a dark horse from Westminster; Columbia’s second (!!")
go-around on the complete Webern canon, this time with Boulez in charge; and Fischer-
Dieskau’s fourth (!!!!) version of Winterreise. In the curio department we note a high-
lights disc of Mefistofele from London featuring Giuseppe di Stefano: The tenor was to
have appeared in the complete 1959 recording instead of Del Monaco. and this disc rep-
resents what had been recorded before Di Stefano bowed out.

As in past years, the majority of new material originates from Europe, even in the case
of the two local giants, Columbia and RCA, which on the whole continue to hue to the
tried and true—big names and standard repertoire. For many collectors, smaller domes-
tic labels such as Nonesuch, Genesis, Cardinal, Candide, Desto. and Turnabout will
supply the principal points of interest, at least where fresh repertoire is concerned.
Nonesuch offers its usual fascinating blend of the old and the new, while Genesis contin-
ues to explore the byways of the romantic piano literature with Burgmiiller, Chaminade,
Goetz, Hummel, et al. These enterprising companies are expanding horizons with crea-
tive record-making, as many majors cut back their activities or, in the case of RCA, in-
dulge in a veritable orgy of “Greatest Hits” repackaging ploys.

Be that as it may, the following compilation should present an ample number of titles
to whet the appetite during the months ahead—and not the least in the all-important
reissue category (designated below by a ). And for those jaded souls untempted by the
prospect ahead, this may be a good time to take stock and perhaps catch up—after all, the
Schwann catalogue is already bursting with treasures.

Preview of the Coming Season’s Recordings

English Music for Strings. Works by Holst,
Britten, and-Walton. Academy of St. Mar-
tin-in-fhe-Fields, Marriner, cond.

Italian Opera Choruses. Works by Verdi, Ros-
sini. Donizetti, Mascagni; and Puccini.
Chorus and Orch. of Covent Garden, Gar-
delli, cond.

o

ABC Audio Treasury

® Donizetti: Lucia di Lammermoor (ex-
cerpts). Sills, Bergonzi, Cappuccilli, Diaz:
London Symphony Orch., Schippers,
cond.

® Massenet: Manon (excerpis). Sills. Gedda,
Souzay, Bacquier: New Philharmonia
Orch., Rudel, cond.

Offenbach: Les Contes d'Hoffinann. Sills. Bur-
rows, Treigle: London Symphony Orch,,
Rudel, cond.
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Angel

Bach: Violin Concerios in D minor and G mi-
nor; Double Concerto. Perlman and Zuker-
man; English Chamber Orch., Barenboim,
cond.

Bruckner: Symphony No. 9. New Philhar-
monia Orch., Klemperer, cond.

Debussy: Estampes, Pour le piano; Images.
Michel Béroff.

Victoria de los Angeles and Alicia de Lar-
rocha: Hunter College Concert.

Mozart: Violin Concertos (complete). Oist-
rakh, violin and cond.; Berlin Philhar-
monic Orch.

Puccinic Manon Lescaur. Caballé¢, Domingo;
New Philharmonic Orch.. Bartolett, cond.

Strauss, J.. Die Fledermaus. Rothenberger,
Holm, Gedda. Fischer-Dieskau, Berry;
Vienna Symphony Orch., Boskovsky.
cond.

Stravinsky: Capriccio; Concerto for Piano and
Winds; Movements. Michel Béroff; Or-
chestre de Paris, Ozawa, cond.
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Tchaikovsky: Nuicracker (compiete). London
Symphony Orch., Previn, cond.
Tchaikovsky: Symphonies Nos. 4, 5, and 6.
Beriin Philharmonic Orch.. Karajan. cond.
Wagner: Overwures: Die Feen,; Das Liebesver-
bot; Konig Ezio; Christoph Columbus; Hul-
digungsmarsch; Kaisermarsch. London
Symphony Orch., Janowski, cond.
Wagner: Tristan und Isolde. Dernesch. Lud-
wig, Vickers, Berry, Ridderbusch; Berlin
Philharmanic Orch.. Karajan. cond.

ARCHIVE

PRODUCTION

Bach: /4 Christmas Cantaras. Mathis, Topper.
Armstrong, Reynolds, Hiifliger, Schreier,
Fischer-Dieskau, Adam; Munich Bach
Choir and Orch., Richter, cond.

Bach: Cantarus Nos. 5! and 199. Mathis, Thi-
baud; Munich Bach Orch., Richter, cond.

Dance Music of the Renaissance Konrad Ra-
gossnig. gaitar: Ulsamer Coliegium.

Handel: Concerti grossi, Op. 3. Munich Bach
Orch., Richter, cond.

Josquin des Prez: Marian Motets. Hamburg
Monteverdi Choir, Jirgens, cond.

Pergolesi: Stabat Mater. Fremi. Berganza;
Scarlatti Orch. of Naples. Gracis. cond.

Tallis: Lanentations of Jeremiuh. Byrd: Mass
for Three Voices. London Pro Cantione
Antiqua, Turner, cond.

Viotti: Violin Concertos Nos. 15 and 24. An-
dreas Rahn; English Chamber Orch.,
Mackerras. cond.

Vivaldi: Il Fasior fido, Op. 13: Six Sonatas.
Various instrumentalists.

cu;go

Handel: BaHet Music from Alcina, Il Pastor
Jido, and A riodante. Academy of St. Martin-
in-the-Fields, Marriner, cond.

Messiaen: Peémes pour Mi; Chants de terre et
de ciel. Barker and Johnson.

Mozart: Symphonies Nos. 25 and 29. Academy
of St. Martin-in-the-Fields, Marriner,
cond. .

Palestrina: Missa assumpta Maria; Missa
brevis. Choir of St. John's College, Cam-
bridge, Guest. cond.

Schiitz: St. Matthew Passion. Pears, Schiitz
Choir, Nerrington, cond.

Stravinsky: Capriccio. Shostahovich: Piano
Concerto No. 1. Ogdon; Academy of St
Martin-ir-the-Fields. Marriner, cond.

(AMBRILGE REORLS

Anmerican Concert Songs, 1990-1950. Dale
Moore.

Harpsichord Music of the Couperin Family.
Alan Curtis.

Italian Baroque Organ Recital. Lawrence
Moe.

Weiss: Suites for Lute. William David
Rhodes.

SEPTEMBER 1972

CANDIDE 5

Avani-garde Music from Spain, Vol. 2 Works
by Benguerel, Taitabuli, J. Soler. Casa-
novas, and Mestres-Quadreny.

French Piano Music of Dukas. De Sévérac, and
Roussel. Grant Johannessen.

Gabrieli, A. & G.: Canzonas. Helga Weber In-
strumental Group.

® Gotischalk: Symphonies Nos. | und 2; Es-
cenas Campéstres. Vienna State Opera
Orch.. Buketoff, cond.

Joachim: Violin Concerto. Hubay: Héjre Kati.
Enesco: Prelude for Solo Violin. Rosand,
Radio Luxembourg Orch.,, De Froment,
cond.

Martin: Harpsichord Concerto; Bailade for
Trombone and Orch.; Ballude for Piano and
Orch. Various soloists; Chamber Orch. of
Lausanne, Martin, cond.

Vanguard

CARDINAL

Series

Cantigas de Sania Maria. Waverly Consort,
Jaflee. dir.

Cherubini: Missa Solemnis. Wells. Forrester.
Shirley. Diaz; Clarion Concerts Chorus
and Orch.. Jenkins, cond.

Handel: Royal Fireworks Music (original scor-
ing). English Chamber Orch.. Somary,
cond.

Handel: Semele. Armstrong, Waus, Tear.
Diaz: Amor Artis Chorale: English Cham-
ber Orch., Somary,.cond.

Historical Anthology of Music. A new series of
recordings- including works by Josquin,
Tallis, Byrd. Gabrieli, Mdnteverdi, Char-
penter, Purcell, Vivaldi, Telemann, Bach.
Boyce, Haydn, and Mozart.

Columbia
@

MASTERWORKS

Beethoven: Late String Quarteis. Juilliard
Quartet.

Beethoven: *“Moonlight” Sonata. Chopin: Fa-
vorites. Vliadimir Horowitz.

® Beethoven: Symphonies Nous. 5'and 8 (from
the complete set). Philadelphia Orch.. Or-
mandy, cond.

Brahms: The Four Symphonies. Philadelphia
Orch.. Ormandy, cond.

Copland: Preamble; Symphonic Ode; Orches-
tral Variations. London Symphony Orch.,
Copland, cond.

Copland: El Salon México; Red Pony; Three
Latin American Sketehes; Music from the
Movies. London Symphony Orch., Cop-
land, cond.

Monster Concert. Works by Gottschalk.

Sousa. Rossini, and . Strauss. Eugene List
and 15 other pianists playing on 8 pianos.

Quiet Night. Works by Debussy, Fauré, Schu-
bert, and Chopin. Philadelphia Orch., Or-
mandyv, cond.

Schubert: Symphonies Nos. 4 and 6. Phila-
delphia Orch.. Ormandy, cond.

Scriabin: Piano Music. Horowitz.

Shostakavich: Symphonies Nos. | and 9. New
York Phitharmoniz, Bernstein, cond.

Stravinsky: Firebird Swite; Petrushka Suite.
Philadelphia Orch.. Ormandy. cond.

Vivaldi: Violin Concertos, Op. 8, Nos. 1-12 (in-
cluding The Seasors). Zukerman, violin
and cond.; English Chamber Orch.

Webern: Complete Works. Under the super-
vision of Pierre Boulez. Rosen, Piatigorsky;
Juilliard Quartet; BBC Symphony, Boulez,
cond.. others.

Willian Tell Overture. Works by Rossini,
Wolf-Ferrari. Jarnefelt, Liszt, and Pierné.
Philadelphia Orch., Ormandy, cond.

ORRARCSEUr

- 06169/

Bach: Sonata for Violia Solo. No. 1; Partiia for
Violin Solo, No. 2. Wilkomirska.

Beethoven: Violin Soratas Nos. 5 and 9. Wil-
komirska, Barbosa.

Chopin: Etudes Opp. 10 and 25. Vered.

Franck: Violin Sonata. Szymanowski: Three
Myths. Wilkomirska, Barbosa.

Scarlatti, D.: 23 Sonatas. Di Bonaventura.

il

Argenta: Letters from Composers. Mayer:
Brass Quintet; Six Miniatures; Khartoum;
Two News [tems. Various soloists and in-
strumentalists. Wemsberg, cond.

Berry: Siring Quartet No. 2; Canto lirico; Duo
for Fluie and Piana. Bernard Zaslav, viola:
Naomi Zaslav, piano: Composers Quartet;
Bryan and Keys Duo.

Dodge: Folia; Extensions for Trumpet.
Sollberger: Divertimento for Flute, Cello,
and Piano: Improrptu for Piano. Various
instramentalists,

DESTO

Argento: Posicard from Morocco. Center Op-
era of Minnesota, Brunelle, cond.

Bach: Canitatas Nos. 3 and 102. Bach Aria
Group.

Flute Plus. The flute n combination with so-
prano. oboe. harp, cello. clarinet, and
double bass; works by Ginastera. Villa
Lobos, Persichett:. Peterson, Schramm,
and Bamert.

Music for Piano Four Hands. Works by
Wucrinen. Spiege:man. Moss, and Syde-
man. Jean and Keneth Wentworth: Con-
temporary Music Ensemble, Weisberg,
cond.

New American Music for Trumpet. Works by
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Brant, Morvl. Whittenberg, and Carter.
Gerard Schwarz.

Scriabin: Preludes for Piano. Laredo.

Starer: Ariel; Concerio a tre. Various soloists
and instrumentalists: Kaplan, cond.

Trimble: Panels I; String Quarte:r: Five Epi-
sodes for Piano. William Masselos: New
Forum Quartet.

~ Deulsche

Grammephon

Bach: Concertos for Violin in A minor and E:
Double Concerto in D minor. Francescatti
and Pasquier: Lucerne Festival Strings,
Baumgartner, cond.

Beethoven: Piano Concerro No. 3. Eschen-
bach: London Symphony Orch., Henze
cond.

Beethoven: Piano Sonutas Nos. 21 and 28
Gilels.

Beethoven: Piano Variations. Kempff.

Chopin: Piano Music. Michelangeli.

Chopin: Preludes. Eschenbach.

Debussy: String Quarier. Ravel: Siring Quar-
tet. LaSalle Quartet,

Itenze: Symphony No. 6. London Symphony
Orch., Henze. cond

Henze: The Tedious Way 1o the Place of Nu-
tascha Ungeheuer. Vanpus instrumental-
1sts. Henze. cond.

Hindemith: Marhis der Maler; Concert Music
Jor Strings and Brass. Boston Symphony
Orch., Steinberg, cond.

Rossini: The Barber of Seville. Berganza
Alva. Prey: London Symphony Orch., Ab-
bado. cond.

Schoenberg: ’iano Concerio; Violin Concerto.
Brendel. piano: Zeitlin. violin: Orch. of the
Bavarian Radio Symphony. Kubelik. cond.

Schubert: Die schone Midllerin: Winterreise;
Schwanengesang. Fischer-Dieskau. Moore.

Schumann:  Symphonies (complere). Berlin
Philharmonic Orch., Karajan. cond.

Scriabin: Piano Sonatas Nos. 1, 2. and 3: Two
Earlv Sonatas. Szidon.

Smetana: Richard 111: Wallenstein’s Camp;
Haakon larl: Prague Carnival. Orch. of the
Bavarian Radio. Kubehk. cond.

Stockhausen: Es; Aufwarts: Komnmunion: In
tensitar. Various instrumentalists. Stock-
hausen, dir.

Strauss. R.: Capriccio. Janowitz, Troyanos,
Schreier, Prev. Fischer-Dieskau, Rid-
derbusch: Orch. of the Bavarian Radio.
Bohm, cond.

Stravinsky: Rite of Spring; King of the Siars.
Boston Symphony Orch.. Thomas. cond.
Stravinsky: Symphony in C; Concerio Sfor
String Orch. in D: Circus Polka. Berlin

Symphony Orch.. Karajan, cond.

Verdi: Requiem. Fren. Ludwig. Cossuta.
Ghiaurov: Vienna Singverein: Berlin Phil-
harmonic Orch.. Karajan. cond.

Wagner: Der fliegende Hollander. Jones. Es-
ser, Stewart, Ridderbusch: Chorus and
Orch. of the 1971 Bayreuth Festival. Bohm,
cond.
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Bloch: Concerio Grosso for Piano and Sirings;
Quiniet for Piano and Sirings. Fine Arts
Quartet: Czech Radio Orch.. Epstein
cond.

Bruckner: Te Deum. Chorus and Orch.
dell’Angelicum. Janigro. cond.

Chihara: Wind Song. Vaughan Williams:
Wasps Overiure. Debussy: Children's Cor-
ner Suite. American Symphony Orch.. Sto-
kowski and Samuel. cond.

® Gilbert and Sullivan: The Pirates of Pen-
zance. 1Y’Ovly Carte Opera Company.

® Grieg: Violin Sonaias Nos. [ and 2. Elman.

Martinu: Svmphony No. 5: Mass. Czech Phil-
harmonic Orch., Anéerl. cond.

Messiaen: La Nativité du Seigneur. Ferdinand
Klinda, organ.

Monteverdi: /1 Ballo delle ingrate. Chorus and
Orch. dell’Angelicum, Stevens. cond.

Vecchi: L’Amfiparnasso. Alfred Deller Con-
sort.

® Verdi: Rigoletto. Scotto, Kraus. Bastianini;
Gavazzeni, cond.

Burgmiiller: Piano Sonata, Op. 8 Men-
delssohn: Variations. Ruiz.

Chaminade: Piano Sonaia;
Doris Pines.

Dvoiak:  Stmnumngsbilder, Op. 85. Gerald
Robbins, piano.

Goetz: Piano Works (complere). Ruiz.

Hummel: Piano Sonaias (complete). Balsam.

Kjerulf: Piano Pieces. Sjorgen: Erotikon, Op.
/0. Robbins.

Prokofiev: Piuno Concertos Nos. 2 and 3
Bolet: Nirnberg Symphony Orch., Cox.
cond.

Schumann: Fantasy, Op. 17. Chopin: Faniasy.
Op. 49. Jakob Gimpel. piano.

Sgambati: Piano Concerto. Op. 5. Bolet
Niirnberg Symphony Orch.. Cox. cond.
Volkmann: Piuno Sonata, Op. 12; Faniasy.
Op. 25a. Kirchner: Piano Pieces. Ruiz.

LOXNDOX,

RECORDS ®

Piano Pieces.

Beethoven: Symphony No. 9. Lorengar. Min-
ton. Burrows. Talvela: Chicago Symphony
Chorus and Orch.. Sohi. cond.

Boito: AMefisiofele (highlights). Tebaldi, Di
Stefano. Siepi: Chorus and Orch. of the
Accademia di Santa Cecilia. Seratin. cond.

Elgar: The Dream of Gerontius. Minton. Pears,
Shirlev-Quirk: London Symphony Orch.
Britten. cond.

Elgar: Symphony No. I. London Philharmonic
Orch.. Solti. cond.

Liszt: Hunnenschlachi; Orpheus: Mazeppa.
Los Angeles Philharmonic Orch., Mehta.
cond.

Offenbach: Les Contes d’Hoffmann. Suther-
tand, Domingo, Bacquier; orch., Bonynge.
cond.

Tchaikovsky: Manfred. Vienna Philharmonic
Orch., Maazel, cond.

Varése: Arcang, Iniegrales; lonisation. Los
Angeles Philharmonic Orch., Mehta. cond.

Verdi: Rigoleito. Sutherland. Pavaroui, Mil.
nes. Talvela; London Symphony Orch.,
Bonynge. cond.

Wagner: Parsiful. Ludwig, Kollo. Fischer-
Dieskau. Frick; Vienna Philharmonic
Orch.. Solii, cond.

<
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Bach: Organ Toccaras. 11arry Grodberg.

Brahms: Violin Sonata No. I. Tartini: Devil’s
Trill and Didone abbandonata Sonatas. Da-
vid Oistrakh. violin: Frieda Bauer. piano.

Music for the Domra. Works by Budashkin,
and Barchunov. Viadimir Yakovlev,
domra: Osipov Balalaika Orch., Du-
brovskv, cond.

Shostakovich: Symphony No. 6. Stravinsky:
Apollo.  Leningrad  Philharmonic,
Mravinsky, cond.

nonesuch

Amorous Dialogues of the Renaissance. Acca-
demia Monteverdiana, Stevens, cond.

Babbitt: String Quarter No. 2. Perle: Siring
Quarter No. 5. Seeger: Siring Quartet.
Composers Quartet.

Bach: Cantaras Nos. 49 and 84. Giebel.
Stimpfli; Westphalian Choral Ensemble,
Ehmann, cond.

Baroque Music for Trumper. Works by 17th-
century German and ltalian composers.
Gerard Schwarz, trumpet: Leonard Shar-
row. bassoon. Albert Fuller. harpsichord.

Dvorak: Symphonic Variations; Scherzo ca-
priccioso; Notturno. Czech Philharmonic
Orch.. Neumann. cond.

Early American Anthems and Iymns. The
Western Wind.

Huniing Music of 17th- and 18th-Ceniury Bo-
heniia. Collegium Musicum Pragensis.
Schinz: Kleine geisiliche Konzerie. Book 11
(complete). Westphalian Choral Ensemble,

Ehmann. cond.

Spectrum. Vol 4. Works by Wolpe. Rochberg,
Anderson. and Jones. Contemporary
Chamber Ensemble. Weisberg, cond.

Trumper Concerios. Works by Hertel. L. Mo-
zart, and Hummel. Edward H. Tarr; Con-
sortium musicum. Lehan, cond.

Varese: Ecuatorial: Octandre; Offrandes; In-
tegrales. Contemporary Chamber En-
semble. Weisberg, cond.

Vecchi: L'Amfiparnasso. The Western Wind.

Explorer Series: Caribbean lIsland Music
(Songs of Haiu, the Dominican Republic,
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BASF jamproof cassettes.

Now all BASF casgsettes feature
jamproof special mechanics.
The most significant design
breakthrough in the cassette
marketplace todey. Prevents
jamming of invalLable record-
ings. Eliminates wow and flutter.
Prevents tape edge dropouts.

Finally, a cassette with 100%
mecHanical r2tiability. Buy
BAS= Cassettes with jamproot
sp=cia mechanics. 3

=or tne BASF dealer nearest
yo.1, wiite BASF SYSTEMS INC,
Bedford, Vlassachusetts 01730.

Audia/Video Praducts N



©1972 Superscope, Inc., 8144 Vineland Ave., Sun Valley, Calif. 91352
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You never heard it so good.®
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Music and motion pictures have had a long and formidable association. Shostakovich, Prokofiev, Walton,
Copeland, and Vaughan Williams number among the great classical composers who contributed to the film
medium almost as profoundly as they did to formal concert repertoire. A grand alliance, indeed.

Now . . . three new original soundtrack productions by three remarkably diverse composer-conduc-
tors: John Lanchbery, David Munrow and Alfred Ralston.

Lanchbery’s enchantingly conceived score for “Peter Rabbit & Tales of Beatrix Potter" is a musical
entertainment that sparkles with infectious waltzes, polkas, marches and tarantellas. An intoxicating
fantasy-suite of concert hall proportion
oy P specialist in the music of the Tudor period, Munrow's courtly airs, ballads and dance tunes for
‘Henry VIII and His Six Wives” (scored entirely for historical instruments) are a vital partner to the
film's total artistic experience.

_Ralston’s sensitive score for “Young Winston" blazes with Edwardian pagentry, dignity and charm.
A vivid musical portrayal of brooding majesty and compelling emotion. In itself, an accomplished and
moving orchestral masterpiece.

p dtrack Recording l
?g ::8‘:::!“& AOYALBALLETFILM
MUS P ER RABBI QRIINAL SOUNDTRACK BRECORING ‘he El'lyDMA.Y,',D MUN;;;“’{"-(M by
AND OF YOUNG WINSTON 22t 1 12971 O Longop
- ac tion
ES Score Composed g -
T POTTER e, o)
BEATRI ALFRED RALSTON  ** A e
From COLUMBA PCTURES NG —
L0 Y Can omc A ‘
HBERY xno \‘
«| Mchamo arrensomouan
# ROBERY SHAW
ANNE BANCROFT
SIMONWARD
w YOUNG WINSTON
SF0-36895
$-36789 i

SF0-36901

CEASSICISOUND Y
43
Angel

Angel soundtrack recordings on record, cassette and cartridge.
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and Jamaica); P'Annsori (Korea's epic vo-
cal art and instrumental music): Turkish
Village Music; China: Shantung folk music
and traditional instrumental picces.

EDITIONS DE %
L'OISEAU-LYRE

® Albinoni: Oboe Concerios. Pierlot; orgh..
De Froment.

® Arne: Comus. Ritchie. Morison, Herbert:
St. Anthony Singers: orch., Lewis, cond.

Bach: Cello Suites. Clément.

® Bach: Orchesiral Suites.
Dart, cond.

Brahms: Clarinet Quinter. Ettlinger; Tel Aviv
Quartet.

® Couperin: Les Nations. lacobean En-
semble.

Davies: From Stone 1o Thorn: Hymnos: An-
tichrisi. Fires of London.

® Lalande: Symphonies pour le souper du roi.
Rameau: Les Paladins. Lamoreux Orch.,
Colombo, cond.

Maconchy: Ariadne. Walton: 4 Song for the
Lord Mavor's Table. Harper; English
Chamber Orch.

® lurcell: The Fairy Queen. Vyvyan, Mori-
son, Pears; St. Anthony Singers, orch.,
Lewis, cond.

® Purcell: Harpsichord Suites (complete).
Net

® Stamitz: Flute Concertos. Redel: orch.

ORION

Bach: Arrangements for Two Guitars. Al-
meida.

Bach. C.P.E.: Clavichord Sonatas, Wq. 63
Joan Benson.

Barber: Cello Sonata. Bach: Cello-Piano
Transcriptions. Lucille Greco, cello; Mary
Mark Zeven. piano.

Dussek: Piano Sonatas. Opp. 44 and 70. V'ladi-
mir Pleshakov.

Dutilleux: Piano Sonata. Hindemith: Piano
Sonata. Jeftrey Siegel.

Levitch: Trio for Fhue, Clarinet, and Piano;
Quurter for Flute, Viola, Cello. and Piano.
Various instrumentalists.

Marais: Folies d’Espagne Variations. Bach:
Partita for Solo Flute. Telemann: Fantasias
Jor Solo Flue. Blavet: Menwet and Vari-
ations. Ransom Wilson. flute.

Mozart: Piano Quintet, K. 452: Oboe Quartet,
K. 370; Horn Quintet, K. 407. New York
Woodwind Quintet; Fine Arts Quartet.

Mozart: Flute Sonatas K. {2 and K. 14. Bach.
C.P.E.: Trio Sonata in E. Clementi: Flute
Sonatq, Op. 2. No. |. Corette: Flute Sonata
in D. Ransom Wilson, flute; Albert Fuller,
harpsichord.

Vew Music for Trumpet. Works by Stravinsky,
Partch. Erickson, Gaburo, Alhstrom, and
Ernst. Jack Logan, trumpet.

Reger: Solo Cello Suite No. 2. Dvoiik: Polo-
naise in A. Schumann: Adagio and Allegro.
Saint-Saéns: Allegro appassionato. Bruch:
Cunzone. Terry King, cello; Milcho Levin,
piano.

Rudhyar: Syniony; Third Pentagram, Release.
Michael Sellers, piano.

Philo Musica,
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Recently a number of influential publicafions have
said some very nice things about our loudspeakers.
And we're most grateful. But reviews—even good
ones—don't tell the whole story. Stated simply, the
only way to judge a loudspeaker is to hear it. Pic-
tured here are four of our best selling models.
To the far left, our extraordinary little Thirty-Two
($47.50t). Next, the very popular Seventeen
($74.951). Up front, the classic Six ($134.001). And

finally, the spectacular Five ($189.951). If you really
want to know what KLH is all about, we suggest you
listen to any one or all of these fine loudspeakers.
And when you do, we're sure vou'll agree that KLH
delivers everything the reviews promised—cnd then
some.

For more information, visit your KLH dealer or
write to KLH Research eand Development, 30 Cross
St., Cambridge, Mass. 02139

think

Ifyou

our reviews sounded good,
wait till you hear our

loudspeakers!
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KLH RESEARCH AND DEVELOPMENT

A Division of The Singer Campany

tSuggested relail price—sirgatly higher in the South ard Wegl. "A trademark of The Singer Compony
CIRCLE 38 ON READER-SERVICE CARD
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The turntables with an
infinite choice of speeds.

And at every one of these speeds,
Swiss precision takes over. For
example, the Lenco L-75's sleekly
polished transcription tonearm shares

The variable control Lenco manual
turntables offer an infinite selection of
speed—a continuous sweep from 30
to 86 rpm. At the standard 16-2/3,
33-1/3, 45 and 78.26 rpm, there are
click stops that can be precisely set
or adjusted at any time.

Infinitely variable speed control
from 30 to 86 rpm is accomplished
by a unique motor and drive system.
the 4-pole constant velocity motor (1)
has conically shaped shaft (2) which
contacts a rubber drive wheel (3).
The speed control on the deck moves
the drive wheel along the tapered
shaft. The rim of the wheel makes
contact with the underside of the
turntable (4). As the wheel moves
toward the center of the turntable,
speed increases; as the wheel moves
away, speed decreases.

With this, you can slow down a
complex rush of notes, the better to
appreciate the inner voices when you
listen next at normal speeds. You can
tune a recorded orchestra to match the
instrument you play, and join in. Your
tuning is not restricted to a paltry
fraction of a note, either. You can

use it to extend your knowledge of the
dance or language, or to

accompany slide or

movie shows.

many design concepts (such as gravity-
controlled anti-skating, hydraulic
cueing, and precision, knife-edge
bearings) with arms costing more alone
thas the entire L-75 arm and turntable
unit. And the dynamically batanced
8.8 Ib. turntable reduces rumble, wow
and flutter to inaudibility.

The L-75 complete with handsome
walnut base at $99.95 offers profes-
sional quality and versatility but at

far less than studio-equipment prices.
The B55 (lighter platter and an arm of
almost equal specification) is only
exercise your urge to conduct, choosing $79.95 with base. Both are available
whatever tempo suits you. And you can now at your Benjamin/Lenco dealer.
Benjamin Electronic Sound Corp.
Farmingdale, N.Y. 11735, a division
of Instrument Systems Corp.

Prices subject to change without notice.

Lenco turntables from eniamin
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Servais: Three Grand Funiasies: The Barber of
Seville. Daughier of the h.giment, and
Souvenir de Spa. loel Krosnick, cello;
Cameron Grant. piano.

Siegmeister: Fantasy and Soliloquy for Cello;
On This Ground for Piano; Violin Sonara
No. 4. Nancy Mandel, violin; Robert Svl-
vester. cello; Alan Mandel, piano.

Ina Souez: Opera Recital.

Steibelt: Three Piano Sonatas. Carol Colburn.

PHILIPS

Beethoven: Piano Concerto No. 3. Bishop;
London Symphony Orch., Davis. cond.
Beethoven: Missa Solemnis. Giebel, Hoffgen,
Hifliger, Ridderbusch; Concertgebouw

Orch., Jochum, cond.

Berlioz: Benvenuto Cellini. Gedda; BBC Sym-
phony Orch., Davis, cond.

Brahms: Violin Concerto. Grumiaux; New
Philharmonia Orch., Davis, cond

Chopin: Piano Concerio No. 2. Arrau; Lon-
don Phitharmonic Orch.. Inbal. cond.

Cristina Deutekom in Vienna. Vienna Volks-
oper Orch., Allers. cond.

Dvofak: Legends. lLondon Philharmonic
Orch., Leppard, cond.

Mozart: Mass in C minor, K. 427. London
Symphony Chorus and Orch., Davis, cond.

Mozart: Strings Quariets, K. 159, 160, 68, and
169. Quartetto ltaliano.

Mozart: Sacred Music, K. 339, 165, 341, and
6/8 London Symphony Chorus and Orch.
Davis, cond.

Ravel: Ma Mére I'Oye. Daphnis er Chloe,
Suites I and 2. Concertgebouw Orch., Hai-
tink, cond.

Rimsky-Korsakov: Scheheruzade. London
Philharmonic Orch.. Haitink, cond.

Schumann: Davidsbindler; Nachistiicke. Ar-
rau, piano.

Strauss. R.: Wind Sonatina No. 2: Serenade for
Winds. Netherlands Wind Ensemble, De
Waart, cond.

Weber: Symphony No. I. Cherubini: Sym-
phony in D. New Phitharmonia Orch., Bott-
cher. cond.

N

Bach: Solo Violin Sonaius, S. 1001 and 1005.
Eszter Perenyi.

Bartok: Violin Concerio. Zoltan Szekely; Con-
certgebouw Orch., Mengelberg, cond.

Bartok: The Wooden Prince. Orch. of the
Budapest Philharmonic Society, Korody,
cond.

Beethoven: Prometheus Overture; Triple Con-
cerro. Soloists: State Concert Orch., Ko-
rody. cond.

Beethoven: String Quartets (complere). Bartok
Quartet.

Brahms: Violin Concerio. Dénes Kovics:
Orch. of the Budapest Philharmonic So-
ciety, Erdelyi. cond.
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Chrisimas Music in Medieval Hungary. Schola
Hungarica, Dosszay and Szendrey. cond
Franck: Symphonic Variations. Rachmani-
noff: Piano Concerto No. 2. Gabor Gabos,
piano; Orch. of the Budapest Phitharmonic

Society, Lukacs, cond.

Kodaly: Choral Works, Vol. 6. Choir of the
Hungarian Radio.

Kodaly: The Spinning Room. Soloists; Buda-
pest Philharmonic Orch., Ferencsik, cond.

Mendelssohn: A Midsummer Night's Dream.
Soloists, chorus; Hungarian Radio Philhar-
monic Orch., Korody, cond.

Mozart: Piano Concerio, K. 537; Piano So-
nata, K. 545. Gyula Kiss; Hungarian Radio
Philharmonic Orch., Lehel, cond.

Mozart: Piano Concerto, K. 491; Clarinet
Quintet. Gyula Kiss, piano; Hungarian Ra-
dio Philharmonic Orch., Lehel, cond

Mussorgsky: Piciures at an Exhibition: Night
on Bald Mouniain. Hungarian State Orch.,
Németh. cond.

RED SEAL
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Bach: Greaies: Hits. Philadelphia Orch., Or-
mandy, cond.

Ives: Piano Sonatas (complere). William Mas-
selos.

Korngold: Grearest Themes from Korngold's
Film Classics. National Phitharmonic of
London. Gerhardt, cond.

Mozart: Eine kleine Mozart Music. Vols. | and
2. Orch. of Naples, Vaughan, cond.

Puccini: Arias. Price: New Philharmonia
Orch., Downes. cond.

Puccini: Le Villi; Edgar, Act Il. Maliponte.
Morell. Manuguerra: Vienna Volksoper
Chorus and Orch.,, Guadagno. cond.

Strauss, R.: Don Quixote. Philadelphia Orch.,
Ormandy, cond.

Ariuro Toscanini and the Philadelphia Orch. A
five-LP set.

Verdi: Arias. Ricciarelli: orch., Gavazzeni
cond.

Richmond

Ettore Bastianini: Opera Recital.

Inge Borkh: Opera Recitul.

Anita Cerquetti: Opera Recital.

Giulietta Simionato: Opera Reciial.
Wagner: Goirerdammerung (excerpis).
Flagstad; Oslo Phitharmonic Orch., Fjel.
stad, cond.

C{SERAPHIM >

Bach ait the Royal Festival Hall. Fernando
Germani, organ.

® Mabhler: Kinderioienlieder; Dueis by Pur-
cell, Handel, Green, and Mendelssohn. Fer-
rier, Baillie, Moore; Vienna Philharmonic
Orch., Walter, cond.

SEPTEMBER 1972

® Puccini: La Funciulla del West. Nilsson,
Gibin, Mongelli; La Scala Chorus and
Orch., Matacic, cond.

Saint-Saéns: Piano Concerios (compleie). Cic-
colini, piano; Orchestre de Paris, Baudo,
cond

Wagner: Der Ring des Nibelungen. Modl, Ko-
netzni, Cavelti, Gabory, Grimmer, Juri-
nac, Klose. Malaniuk, Rossl-Majdan, Sie-
werl, Streich, Fehenberger, Frantz, Frick,
Greindl, Neidlinger, Patzak, Pernerstorfer,
Poell, Suthaus. Windgassen, Rome Sym-
phony Orch.. Furtwéngler, cond.

® Ljuba Welitsch: Opera Recital. Arias from
Salome, Der Freischiitz, Tosca, La Bo-
héme, Eugene Onegin, and Aida.

stereo Ireasury series

Beethoven: Piano Concerios (compleie).
Friedrich Gulda; Vienna Philharmonic
Orch., Stein, cond.

Haydn: Complete Symphonies, Vol. 5 (Paris
Symphonies). Philharmonia Hungarica,
Dorati, cond.

Tchaikovsky: Symphony No. 4. London Sym-
phony Orch., Szell, cond.

7N
<&
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Bach: Cuntaias, Vols. 4 and 5. Concentus Mu-
sicus, Leonhardt Consort.

The Baroque Luie. Works by Bach, Weiss, and
Kellner. Dubois.

Couperin: Concerts Royaux. Alarius En-
semble.

Hindemith: Violu Concerio: Viola d’Amore
Concerio. Concerto Amsterdam.

Mendelssohn: Twelve Early Symphonies. Am-
sterdam Chamber Orch., Voorberg, cond.

Mozart: Fluie Concerios. Vester; Mozart En-
semble. Briiggen. cond

Mozart: Piano Concerios K. 453 and 491.
Buchbinder; Warsaw Chamber Orch.

Mozart: Seven Piuno Sonaias. Leonhardt.

Mussorgsky: Boris Godunov (excerpis). Adam,
Schreier, Schrodter; orch., Sanderling,
cond

A=
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Barwok: Sonaia for Two Pianos and Percussion.
Stravinsky: Concerio for Two Pianos. Al-
fred Brendel and Charlotte Zelka.

Beethoven: Symphony No. 7. Berlin Philhar-
monic, Furtwingler, cond.

® Brahms: Cello Sonatas. Fournier; Back-
haus.

Brahms: Symphony No. 4. Berlin Philhar-
monic, Furtwangler, cond.

Dowland: Songs and Dances. Hugues Cue
nod; Joel Cohen, lute; Christiane Jacottet,
virginals.

Continued on page 33

get the

NEWS
FREE!

The new Mcintosh 36 page cat-
alog gives you all the details
on the new Mcintash solid state
equipment. In addition, you'!l re-
ceive absolutly free a complete
up-to-date FM Station Directory.
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SANSUI GIVES YOU THE

Sansui, famed for its leadership in the development of two-channel equipment, now brings
you the most advanced and most extensive four-caannel line available in the world today.
Whether your taste tends to be conservative or whether your ezrs are already attuned to the
new sound of four channels, Sansui has it all. In all power and orice ranges. Take your pick
for your own world of music enjoyment.

It’s no coincidence that we offer the most soph sticated yer most uncomplicated four-
channel line available today. Sansui doesn’t just meke four-channel equipment — we helped

T ml m

Model 210 Model AU999 Madel AUS05 Model AU101
AM/FM Receiver Controi Amplifier Cantrof Amplifier Control Amplifier

1) Model Eight: Still the standard of excellence! A complete AM/FM Stereo Receiver with the
performance found before only in separate components. 60/60 watts RMS power at 8 ohms
(200 watts total IHF music power at 4 ohms). 1.7-microvolt IHF sensitivity on FM Triple tone
controls. 2) Model 1000X: It's been done! A receiver with medium power output at a
popular price, but with no sacrifice in quality or features. 100 watts IHF music power at
4 ohms. 2-microvolt IHF sensitivity on FM. 3) Model 350A: Large-system performance in
the under-60-watt class. Full-featured, with complete control capability. 54 watts IHF music
power at 4 ohms, 3-microvolt IHF sensitivity on FM. 4) Model 2000X: A high-fidelity mile-
stone. A sensible combination of generous power output, high receiver sensitivity, low e T
distortion and outstanding control capability. 39/39 watts continuous power at 8 ohms catalog: ‘‘Sansui
(140 watts IHF music power at 4 ohms). 1.8-microvoit IHF sensitivity on FM. Stereo Components.”

@ COPYRIGHT 1972 BY SANSUI
30 CIRCLE 56 CN READER-SERVICE CARD HiGH FIDELITY MAGAZINE



BEST OF BOTH WORLDS...

invent four-channel sound. The Sansui design, while unique and available only in a Sansui,
is a completely compatible system.

Four complete four-channel AM/FM receivers. One integrated all-in-one four-channel
system that combines a complete Sansui receiver with a quality automatic turntable. Three
converters that can transform any existing two-channel stereo system to complete four-
channel performers.

>

Mode! QR500: 4-channel
AM/FM stereo receiver

Model QS500: 4-channel Mode| QS100: 4-channel

converter-decoder-amplifier converter-decoder-amplifier Model @S-1: 4-channel
converter-decoder

1) Model QR6500: 4-channel AM/FM stereo receiver. This monarch of the 4 channel world
is a Sansui milestone. 280 watts IHF music power. 1.8-microvolt IHF sensitivity on FM.
2) Model QR1500: 4-channel AM/FM stereo receiver. A complete 4-channel center with all
I facilities for every 2-channel and 4-channel function. 100 watts IHF music power. 3-micro-
‘;JL volt IHF sensitivity on FM. 3) Model MQ2000: 4-channel stereo AM/FM receiver/phono-
» graph module. Everything you need for a total-capability 4-channel home music center

Ask;o_ S L integrated into a single instrument. 74 watts IHF music power. 5-microvolt IHF sensitivity
guive book:tTae on FM. 4) Model QR4500: 4-channel AM/FM stereo receiver. Everything you need for
Wonderful World of 4-channel pleasure. Reproduce all matrixed four-channel recordings and broadcasts.

Four Channels.” Synthesize from 2 channels. 240 wetts IHF music power. 2-microvolt IHF sensitivity.

P>\ SANSUI ELECTRONICS CORP.
» Woodside, New York 11377 » Gardena, California 90247
Sa’l_sul_ k ELECTRONIC DISTRIBUTORS (Canada), Vancouver 9, B.C

SANSUI ELECTRIC CO., LTD., Tokyo, Japan ¢« Sansui Audio Europe S. A., Antwerp, Belgium
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PRIMUS "PLUS”

The name Primus means “First”. First in tape quality and
performance and is our brand name. The Plus stands for
all the extras such as packaging, extra reels and labels
that we give our customers. Listed are three new promotions
that Wabash Tape is proud to offer you under the heading
of Primus Plus.

Offer 1—6 reels Primus 1800 ft., 1 mil Low Noise, High
Output tape, frequency range from below 20 hz to beyond
22,000 hz, polyester base, standard bias curve, lubricated
coating. Packaged in durable plastic flip-lid containers.

Offer 2—Ten C-60 or C-90 screw type cassettes, also
loaded with superb quality Low Noise, High Output,

placed in a new, unbreakable carrying/storage container.

Offer 3 —3 reels Primus 1800 ft. with same specifications
as Offer 1, Plus three empty reels in deluxe flip-lid
containers.

Our functional Primus packaging should attract your eye.
The sound quality and performance of our product can only
be judged by your unbiased (excuse the pun)recorder.

So, we simply state this: You select Primus for its Pluses
and let your recorder give it the performance test; we
guarantee to satisfy you both or your money back.

Our current distribution is limited, so if our dealers listed
aren’t close enough to buy Primus direct, they buy

tensilized polyester backed tape. Guaranteed non-jam
mechanisms. Each cassette individually packaged and

direct from us. Either way, “Get Acquainted” with Primus.
We'll make it wortn your time and sound.

. i

Offer 1
Sug. List $41.70

$1995 Postage Prepaid

Offer 2
Sug. List (C-60) $30.40

$1 595 Postage Prepaid

Offer 2A
Sug. List (C-90) $42.40

$21 95 Postage Prepaid

Offer 3
Sug. List $24.90

$1 095 Postage Prepaid

IIl. Res. $20.95 Il. Res. $16.75 lll. Res. $23.05 Il Res. $11.50
f Wabash Tape Corporation, Huntley Il 60142 1
| ; |
I | want to take advantage of your 'Get Acquainted Offers”. If I'm not fully satisfied I
| with the performance/packaging of this product, | may return it within 10 days |

tor a full refund. Send me:
| |
| Offer No. 1 Offer No. 2 Offer No. 2A (] Offer No.3 |
| — 6 reels Primus 10 Primus C-60 10 Primus C-90 “— 3reels Primus |
| 1800 ft. plus storage/carrying container 1800 ft. plus |
wabash . 3 extra cases |
| and reels |
Name
| |
: Address :
I City State Zip. l
When ordering direct, please make check or money order payable to the order of
|L Wabash Tape Corporation, Huntley, I 60142 _||

CIRCLE 70 ON READER-SERVICE CARD
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These Primus dealers have been

given authorization to honor
orders for Primus audio tape at
the prices quoted in the three
“Get Acquainted” promotions.

CALIFORNIA

Bakersfield

Trans Lex

2130 Niles St.

Berkeley

Cal Hi Fi

2461 Shattuck Ave.

Igor's Stereo

211 Durant St.

Davis

Music Machine

330 B "E" St

Fresno

Sun Stereo

3825 N.
Blackstone Ave.

Los Angeles

Henry's Radio

11240 W. Olymplc
Bivd.

Radio Products

1501 S. Hill St.

Mountain View

Cal Hi Fi

1347 £l Camino
Real

Oakland

Cal Hi Fi

2028 Broadway

San Francisco

Cal Hi Fi

2298 Filmore St.

San Jose

Cenlury Music

448 S. Winchester
Blvd.

Santa Cruz

Sun Stereo
1549 Pacitic Ave.

COLORADO

Englewood

World of Sound
5102 S. Broadway

GEORGIA
Atlanta

Stereo Center
666 Peachtree St.

IOWA

Cedar Rapids

Discount
Stereoland Lid.
110 Third Ave. S.W.

LOUISIANA

Houma
Prol. Emny’s
Music Co.
821 £. Main
Lafayette
Prot. Erny's
Music Co.
1508 S. College Rd.
Prot. Erny’s
Music Co.
Northgate Mall

MICHIGAN

Ecorse
Double U Sound
3973-18th St.

MINNESOTA

Mankato
Great Sound, Inc
313 N. Front
Minneapolis
Great Sound, Inc.
521 Cedar Ave. So.
Great Sound, Inc.
901 Washington
Ave. S.E.

SEPTEMBER 1972

Great Sound, Inc.

1501 University
Ave. S E.

St. Paul

Great Sound, Inc.
168t Grand

MISSISSIPPI

Oxford

E'tude
1103 yetterson Ave.

MISSOURI
Independence
Cavern Sound

16400 E. Truman
Rd.

NEW JERSEY

Egg Harbor

Karl's Electronics
40 Dormstadt Ave.
Parsippany

F & W Enterprises
1480 Rte. 46

NEW YORK

Mineola
Mineola Music
162 Jericho
Turnpike
Rochester
J B Sound
2680 Ridge Rd.
West
Syracuse
Stereo Wotld
2606 Ere Blvd.

OREGON

Ontario

Stone's Electronics

2062 S.W. 4th

Portland

Hunter Video-Sonic

4059 N.E. Sandy
Bivd

PENNSYLVANIA

Pittsburgh
Cassettes Unlimited
1708 Painters

Run Rd.

RHODE ISLAND

North Kingston
Pro Sounds
6810 Post Rd.

TENNESSEE

Knoxville

Southeastern
Stereo
7337 Kingston Pike

TEXAS

Texarkana

Texarkana
Sales Co.

P. O. Box 2663

WASHINGTON

Centralia

Rainier
Electronics Co.

309 W. Maln

WEST VIRGINIA

Charleston
Sodaro’s

304 W
Washington St.

continued from page 29

Flemish Composers in Renaissance lialy. Bos-
ton Camerata, Cohen, dir.

Hummel: Sepret, Op. 114. Fesca: Septet, Op.
26. Collegium Con Basso.

Kalkbrenner: Quintetio, Op. 81. Spohr: Quin
tet, Op. 52. Various instrumentalists.

Mozart: Mass No. 6. Haydn: Mass in F (Missa
brevis), Salve regina in E flar; Offertorium,
in D minor. Soloists; Orch. of the Vienna
Volksoper, Grossmann, cond.. Singkreis
Zirich, Gohl, cond.

Mozart: Piano Concerios Nos. 14 and 18.
Klien; Mainz Chamber Orch., Kehr. cond.

Mozart: Serenade No. 5, K. 204. Mainz Cham-
ber Orch., Kehr, cond.

Orrego-Salas: Sexter in B flai. Cordero: Quin-
tet. Cremona String Quartet.

® Schubert: /mprompius, D. 899. Brendel.

Schubert: Symphony No. 8. Beethoven: Sym-
phony No. 5. Berlin Philharmonie, Furt-
wingler, cond.

® Stravinsky: Petrushka; Circus Polka. Orch.
de la Suisse Romande, Ansermet, cond.

® Stravinsky: Rite of Spring. Orch. de la
Suisse Romande, Ansermet, cond.

Lutminsten oS

AECORDS

® Barber: Violin Concerto. Delius: Violin
Concerto. Gerle, violin; Vienna State Op-
era Orch., Zeller, cond.

® Beethoven: Piano Concerio No. 5. Gilels,
piano; Leningrad Philharmonic Orch.
Sanderling. cond.

Beethoven: Octet; 3 Equale. Various instru-
mentalists.

® Beethoven: Piano Trio No. 7. Gilels, Ko-
gan, Rostropovich.

® Bizet: Carmen Suite; L'Arlesienne Suite.
Vienna State Opera Orch., Rudel, cond

Chinese Folk Songs. Chinese Youth Art En-
semble.

® Glazunov: Violin Concerto. Mendelssohn:
Violin Concerto. Oistrakh; U.S.S.R. State
Orch., Kondrashin, cond.

® Handel: .Judas Maccabaeus. Arroyo, Bum-
bry; Utah Symphony Orch., Abravanel,
cond.

® Handel: Serse. Popp. Forrester, Shirley-
Quirk; Vienna State Opera Orch., Priest-
man. cond.

Marcello: Oboe Concerio. Vivaldi: Concerios
Sfor Viola d’amore, Mandolins, and Oboes.
Leningrad Chamber Orch., Gozman. cond.

Anna Moffo: Song Recital.

® Prokofiev: Cello Sonata. Shostakovich:
Cello Sonaia. Rostropovich; Richter.

Stravinsky: Le Baiser de lu fee. Moscow Radio
Symphony Orch., Rozhdestvensky. cond.

Galina Vishnevskaya: Opera Recital.

Wagner: Der Ring des Nibelungen. Soloists:
orchestra, Swarowsky. cond.

VICTROLA

STEREO

Lully" Thesée. Various soloists and instrumen-
talists.

RCA's popular “Greatest Hits” series will be
expanded to the Victrola line this fall.
Much the same format will be adopted,
each release concentrating on well-known
works by famous composers. performed by
RCA’s best-selling musicians.

RCA will also be making the French Erato
line available on Red Seal and/or Victrola.
Erato’s catalogue is an extensive one, cov-
ering French music from baroque to con-
temporary.

{EM S

Albeniz: /beria. Rena Kyriakou. piano.

Bellini: Norma: excerpis. Soloists; Rome Lyric
QOpera Orch,, Vitalini, cond.

French Organ Composers. Vols. 5 and 6.

German Organ Composers, Vols. 2 and 3.

® Massenet: Werther: excerpis. Soloists;
Paris Opera Comique Orch.. Sebastian,
cond.

Messiaen: Catalogues d’oiseaux. Jocy de Oli-
veira, piano.

Prokofiev: Symphonies (complete). O.R.T.F.
Orch.. Martinon, cond.

Schiitz: St. Luke Pussion; St. Manhew Pas-
sion; St. John Passion: Seven Words from
the Cross. Various soloists and instrumen-
talists.

® Strauss. R.: Der Rosenkavalier: excerpis.
Munich State Opera Orch., Krauss, cond.

Tchaikovsky: Serenade for Strings. Walizes.
Hamburg Symphony, Springer. cond.

Tchaikovsky: Violin Concerio. Mendelssohn:
Violin Concerto. Oistrakh: U.S.S.R. Na-
tional Philharmonic Orch.. Kondrashin,
cond.

Telemann: 36 Fantasies for Harpsichord. lo-
seph Payne.

Verdi: !l Trovatore: excerpts. Soloists; Rome
Lyric Opera Orch., Brizio. cond.

® Wagner: Die Meistersinger: excerpis.
Soloists; Saxon State Orch., Kempe. cond.

® Weber: Der Freischiuz: excerpis. Soloists:
Saxon State Orch., Kempe, cond.
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too hot

lown a Sony TC-124 cassette recorder and
record off my KLH Model 15. l.can't tell any
ditference between low-noise and stand-
ard tape with this setup, and I've tried
Sony, TDK, Memorex, BASF, and Agfa
tapes. Is standard tape really as good as
low noise?—Jennings Glenn, Cody, Nebr.
No, but the difference may be hard to hear
on the TC-124 because its record/play-
back response (like that of other portables
we have worked with) is not particularly
spectacular by comparison to current
home decks. Using a cassette deck with a
really good high end and biased for low-
noise tape, standard tape produces a rela-
tively dull, lifeless sound. If the deck is
biased for standard tape (which your TC-
124 probably is) the low-noise product may
sound a bit peaky at the top. A recorder
with poorer high-end response (our sample
of the TC-124 dropped off rapidly above 5
kHz in the lab’s record/playback tests) will
tend to suppress that peakiness. If you
can't hear any difference with your Sony
youmay as well save a little money and buy
regular tape, as long as it's a name brand.
Cheapie cassettes generally are no real
bargain with any recorder of course.

As long ago as May 1967 you discussed
the virtues of William Halstead’s indoor FM
antenna, indicating that a wideband ver-
sion suitable for home use would be forth-
coming from McMartin Industries. ['ve
written several times to McMartin and they
say that they've not been able to find the
time for the necessary developmental
work. Do you know of any other similar an-
tennas actually in production?—Maurice
N. Black, Detroit, Mich.

There have been quite a number of "'revo-
lutionary new'" indoor antennas for FM and
TVintroduced in the last few years, but ev-
ery one we tried turned out to be disap-
pointing. How similar they may be to the
Halstead in anything but size we can't say.
But for solving the two major problems of
FM reception—multipath distortion and
inadequate RF signal strength—we know of
no adequate substitute for the tried-and-
true rooftop models.

The frequency-response curves in your re-
ports on the Tandberg 6000X and the Re-
vox A-77 are 4 to 6 dB poorer on the high
end than similar reports in other maga-
zines. | realize that no two samples per-
form exactly alike, but these discrep-
ancies seem to be more than normal. How
come? Is each piece of equipment ad-
justed to perform at its best when you test
it? If not, why not?—James F. Stevens,
Bloomington, Ind.

While we can’t speak for any test program
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to handle

but our own, three main factors seem to
contribute to differences in test results.
First is the testing method. Any frequency
run or distortion measurement should
show unequivocally (as ours do) the level
at which it was measured or the results are
meaningless. Our open-reel frequency
runs, made at -10 VU, will show the effects
of head saturation (which limits high-fre-
quency response), at the slower transport
speeds; and the numbers will therefore ap-
pear less attractive than those measured at
alower level. The second factor is the vari-
ability of tape. On occasion we have made
several frequency response tests with dif-
ferent samples of the tape recommended
for a given recorder, only to find that no two
were alike. In such an event we ignore re-
sults from any tape samples that seem to be
downright defective and pick a representa-
tive one from the remainder. But obviously
another magazine, using another tape
sample, can come up with different figures.
Finally there is the matter of adjustment. In
most equipment, the samples coming
through a company’s quality-control de-
partment are quite similar, and will produce
similar results in the lab. But when a test
sample isn't behaving as it should we make
no attempt to "fix" it. If you had bought it,
you'd either have to live with its peculiar-
ities or go through the often aggravating
process of warranty service; we want to re-
port on the unit you'll be getting, not a spe-
cial, near-perfect case. So instead of mak-
ing adjustments ourselves we ask for a
second sample and report on the better of
the two. If we were to ask for more than two
samples, or to doctor the samples we get,
the test results would no longer be repre-
sentative of the quality you're likely to get
should you buy the unit.

My Nikko 701-B receiver has two aux in-
puts, one labeled “high Level,”’ the other
“low level.” Both of my tape decks (Sony
630D and a Concord eight-track player)
sound better through the low-level input or
through the regular tape-monitor connec-
tion, which sounds about the same to me.
In writing about the Marantz 2270 you talk
about the aux input as “high level.” Does
this mean that if | were to use the Marantz
my tape equipment would not sound as
good as it does now?—Dennis Greven, Be-
midji, Minn,

Not at all. We often call aux, tape-monitor,
line, and similar inputs '*high level' to dis-
tinguish them from preamp inputs (mag-
netic phono or tape head), which are de-
signed to handle much lower signal levels.
Nikko rates the low-level aux input at 200
mV, 200,000 ohms impedance—fairly rep-
resentative figures for what we would call a

high-level input, and very close to those for
the Marantz. Nikko's high-level input is
rated at 500 mV and 1,000,000 ohms, an
impedance that suggests use with vacuum-
tube equipment. Your recorders are both
transistorized, of course.

I'm on the brink of buying some equipment,
and I'd like to narrow the choice to com-
panies conforming to industry standards.
Where can | get a list of the manufacturers
who are members of the Institute of High
Fidelity?—Wesley Snelgrove, Cannon AFB,
N.M.

While the Institute has done a lot for high fi-
delity over the years its members are not
duty-bound to meet any specific quality
standards. The IHF standards refer to the
way performance characteristics are mea-
sured and stated, not to the characteristics
themselves, and are neither very stringent
nor entirely up to date—FM tuner specifica-
tions still make no reference to stereo re-
ception, for example. You can get the list
from the Institute of High Fidelity, Inc., 516
Fifth Ave., New York, N.Y. 10036.

The quadraphonic Fisher 701 still has an
AFC switch in the FM section. I'm told |
should leave it off while | tune, and then
switch it in once I've got the station. What
is the advantage of doing it this way? Is
there any harm in leaving it on while |
tune?—Richard F. Laxar, West Haven,
Conn.

A receiver or tuner will not be harmed. by
leaving the switch turned on. But it it's on,
you'll be hard put to telt when tuning is per-
fect. If the AFC is struggling to hold onto a
poorly tuned station, the resuit can be au-
dible distortion or a sudden change to an-
other station if signal strength drops—as it
often will under multipath conditions. Use
the AFC only to correct for the relatively mi-
nor “drift” in the receiver—once you've
pinpointed the correct tuning manually—
and you'll avoid these problems.

Inyour report on the Marantz 2270 receiver
in the April issue the picture shows the
center-tuning meter at the left and the sig-
nal-strength meter just to its right. I've
seen this model locally, and the signal-
strength meter is always on the left. Am |
seeing the same unit, or has your 2270
been replaced by a newer model?—Wil-
liam Ames, Long Beach, Calif.

On Page 44 of the May HIGH FIDELITY, in the
report on the Teac 350 cassette deck, there
are two pictures. The one at the top of the
page shows an oval marking on the right-
hand piano key. That at the bottom of the
page shows the oval marking on the left-
hand piano key (the recording interlock).
What gives?—Alton Murtag, Newport News,
Va.

Do we have sharp-eyed readers! Both the
Marantz picture and that at the top of the
Teac page were supplied by the manufac-
turers and presumably were made from
preproduction samples that don't quite
match the final design. All the 2270s we've
seen—including our test sample—have the
signal-strength meter on the left. The lower
Teac picture was made from our test
sample, which actually has two oval indica-
tors of different color. (The second one is
beyond the edge of the picture.)

HIGH FIDELITY MAGAZINE
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“Many professional audio people, including our reviewer,
use the AR-3a as a standard by which to judge other
Electronics Illustrated, March 1972

speaker systems.”

From the beginning, AR speaker
systems have been characterized
by independent reviewers as em-
bodying the state of the art in
home music reproduction.

Standard of performance

Soon after the AR-1 was intro-
duced, as AR'’s first “top-of-the-
tine” speaker system, the Audio
League Report stated, ‘“We do not
specifically know of any other
speaker system which is compa-
rable to [the AR-1] from the stand-
point of extended low frequency

ouTRUT te DO

Frequency response of the
AR-3a 12-inch wooler, radiating
into a 360° solid angle
(hemisphere).

response, flatness of response,
and most of ali, low distortion.”

Seventeen years later

In a recent review of the AR-3a,
published in Stereo Review,
Hirsch-Houck Laboratories made
the following observation:

“For the benefit of newcomers to
the audio world, the AR-3a is the
direct descendant of the AR-1, the
first acoustic suspension speaker
system, which AR introduced in

1972

1954, The AR-1 upset many previ-
ously held notions about the size
required for a speaker to be ca-
pable of reproducing the lowest
audible frequencies. The ‘book-
shelf’-size AR speakers set new
standards for low distortion, low-
frequency reproduction, and in
our view have never been sur-
passed in this respect.”

Durability of accomplishment

AR’s research program is aimed
at producing the most accurate
loudspeaker that the state of the
art permits, without regard to size
or price. Consumer Guide recent-
ly confirmed the effectiveness of
this approach, stating that “AR is
the manufacturer with the best
track record in producing consis-
tently high-quality speakers,” and
summarized their feelings this
way:

Name

QUIPUT IN DB

“The AR-3a was judged by our
listening panelists to be the ulti-
mate in performance.”

T T T T T
On-axis output {unretouched,
icaily recorded trace)

&
111

k-
Ht s

AOVER FREQ 4

® IOLOO ; 20000
FREQUENCY IN CYCLES PER SEICOND
Frequency response ot AR-3a
tweeter: top curve measured on
axis, middle and lower curves
measured 30° and 60° off axis,
respectively.

The AR-3a is the best home
speaker system that AR knows
how to make. At a price of $250
(in oiled walnut), the AR-3a rep-
resents what Audio magazine re-
cently called “a new high standard
of performance at what must be
considered a bargain price.”

Acdress

——— —— —— —— — — ———— — —y
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Acoustic Research, Inc.
24 Thorndike St., Cambridge, Massachusetts 02141
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Revolutions
Revisited

Among the “'revolutionary’ entries in the tape field dur-
ing the past several years, two that attracted consider-
able attention—the Newell tape transport and the Coba-
loy tape formulation—seem to have been avoiding the
limelight recently. Since the claims made for each of
these developments were fairly spectacular, readers
continue to inquire about them; so we set out to bring
ourselves—and you—up to date.

The Newell transport used a stationary head de-
signed to record up to ten tracks of video information on
half-inch tape at a tape-to-head speed of 160 ips—or
less than half that of the slowest current video cartridge
formats. The key to its operation—for either video or
audio—was to be a unique mechanical design capable
of handling unusually thin tape even at very high speeds
with unprecedentedly close tape-to-head contact. Re-
sult, according to Newell: a whole LP album, for ex-
ample, on a roll of tape about the wize of a vanilla wafer.
But a video model to have been marketed by Arvin In-
dustries four years ago never made it.

Late last spring the system was shown privately in
Germany. When we asked Chester Newell, its devel-
oper, about the demonstration he said, *We're keeping
alow profile,"” but refused further comment. He did add,
though, that a great deal has been done on the original
system and that the project is still ‘‘very much alive." Ar-
vin says it's still using the longitudinal track system in
commercial and military video equipment, but

. we've gone on to other technology in our con-
sumer machines."”

Cobaloy—a metallic, cobalt-based tape coating com-
pound said to be capable of twice the magnetic satura-

Another Quadraphonic
Broadcast System

Two systems for broadcasting quadraphonic sound
(Halstead/Feldman and Dorren—see '‘Four-Channel
Stereo,” HF, January 1971) have received substantial
coverage over the past two years. General Electric now
has announced a third system.

GE's Audio Electronics Products Department filed a
technical report with the Federal Communications
Commission in April covering the field testing of its sys-
tem. (Material on the Dorren system was submitted to

news and
views

This roll of tape, holding equivalent of a 44-min. LP al-
bum, was handed out at 1967 press conference publiciz-
ing “‘revolutionary new” Newell tape-transport system.

tion of chromium dioxide and three times that of ferric
oxide—was announced in the summer of 1971 by Gra-
ham Magnetics ot Graham, Texas. The increased
recording density attributed to Cobaloy (which is not to
be confused with cobalt-doped ferric-oxide tape coat-
ings) quadruples the information that can fitinto a given
area of tape.

To meet the prospective needs of tape manufac-
turers, Graham decided to build, "'on pure specula-
tion,” a Cobaloy plantin Arlington, Texas, where it now
exists as Cobaloy Co., a division of Graham. The first
batch of raw Cobaloy powder was produced there last
May. Plans now call for distributing the powder to tape
manufacturers this fall.

Since the changes needed to make the most of Coba-
loy’s potential are most easily accomplished in home
video equipment, tape for that purpose will get priority
treatment by Graham. The first samples of audio tape
are scheduled before the end of the year, although not
in any significant quantity. It's expected that Cobaloy
Co. will sell the powder to tape manufacturers and that
Graham will market the finished tape.

the FCC last summer.) The first tests of GE’s system
were conducted at the company's own FM station,
WGFM, in Schenectady, N.Y., during nonbroadcasting
hours last fall.

The transmission is said to be compatible with exist-
ing monophonic and stereophonic receivers and music
systems. Four discrete audio channels, all with full FCC
frequency range (30 to 15,000 Hz), are transmitted by
adding another subcarrier to the existing stereo-FM
subcarrier. According to GE, this addition does not in-
terfere with present stereo FM nor will it interfere with
the background music service (SCA) leased by busi-
nesses. GE claims that both matrix and discrete four-
channel records and tapes may be broadcast with its
proposed system, but cautions: 'We have many more
tests to go.”

CIRCLE 39 ON READER-SERVICE CARD—>



Does your favorite music
blow your mind
or just mess it up?

Koss Stereophones put
your favorite music where
it belongs. In your head.
Not lost forever in the
walls of your living room.
After all, who should hear your favor-
ite music? You or the walls of your
living room? Not to mention your
family or neighbors who’d rather hear
something else. Like hearing them-
selves think. Or their favorite tele-
vision show.

World all your own

Put on Koss PRO-4AA Stereophones
and you’re in a world all your own.
Immersed in Brahms’ First or
Beethoven’s Fifth . .. or turned on
to the Moody Blues. Patented fluid-
filled ear cushions seal in the sound
and seal out the unwelcome noise.
So nobody disturbs you . . . and you
don’t disturb anybody else.

You hear more with Koss
You'll hear more of Brahms’ First the
first time you put on Koss Stereo-
phones than you’ve ever heard with
speakers. Because Koss mixes the
sound in your head instead of
scrambling it on your walls. The f/
unique Koss acous-
tical seal around
your ears
produces a
rich, deep
bass without
boominess or
distortion. Yet
highs are always
brilliantly clear
and uniform
because

they’re focused only on your

ears . . . not on the walls of
your room.

Worth hearing .
Why should the Koss PRO-4AA
Stereophone be so superior? Be-
cause it contains the first driver de-
signed exclusively for Stereophones.
A unique diaphragm with 4 square
inches of radiating area. And an ex-
tra large 1-inch voice coil that’s vir-
tually “blow out” proof. In other
words, the Koss PRO-4AA was
designed from the start to pro-
vide the finest sound ever
achieved in a dynamic head-
phone. And it does . . . with a
clean, uncolored response 2-full
octaves beyond the range of other
dynamic headphones on the mar-
ket. And with a typical frequency
range of 10-20,000 Hz. In fact, High
Fidelity Magazine rated the PRO-
4AA a “superb’ headphone. But
then, everyone who has heard the
Sound of Koss rates it superb.

(>

Enjoy a new music library
Take your favorite tape or record to
vour Hi-Fi Dealer and listen to it
thru a pair of Koss PRO-4AA Stereo-
phones. The extra sound you get in
the Sound of
Kosswill amaze
you. In fact,
you’ll hear
g0 much
more from
your music
that buying
a Koss PRO-
4AA Stereophone is like getting a
whole new music library.

Hearing is believing
Hear the Sound of Koss
at your local Hi-Fi
Dealer or Department
store. Or write for our
16-page color catalog,
c¢/o Virginia Lamm, Dept.
HF-272. Once you’ve heard the
Sound of Koss, you’ll never want to
mess around with anything else.
From $15.95 to $150.

BKkOSS STEREOPHONES

from the people who invented Stereophones

KOSS CORPORATION

4129 N. Port Washington Ave., Milwaukee, Wis. 53212
Koss S.r.1., Via dei Valtorta, 21 20127, Milan, Italy
CIRCLE 39 ON READER-SERVICE CARD



Quick Glances . ..

A new FM Atlas and Station Directory, listing call letters,
frequency, stereo capability, vertical polarization, cov-
erage in miles, and type of programming and including
detailed regional maps of the 3,100 FM stations in the
U.S., Canada, and Mexico, is available for $2.50 from
FM Atlas Publishing Co., Box 24-HF, Adolph, Minn.
55701. .. . London Records—one of the labels that at
this writing had not yet chosen a four-channel disc for-
mat—has entered quadraphonics via tape. Five selec-
tions in the Q-8 cartridge format appeared early this
summer processed by Ampex. .. . More than 400 ac-
cessories—including mixers, switching units, connec-
tors, adapters, and molded cable assemblies—are listed
in Switchcraft's new A-404a catalogue available from
Switchcraft, Inc., Sales Dept., 5555 N. Elston Ave., Chi-
cago, lIl. 60603.

Come on, Fellas!

In case you hadn’t noticed, mass-market and console
companies have been muttering even louder than usual
about moving into ‘the high-performance audio com-

ponents field.”” The cliché varies with the company and
with the year, but the sense remains basically the same.

Orrather the nonsense. One product manager told us
recently that his new budget receiver had *‘real hi-fi
specs: 10 watts continuous power [total] into 8 ohms at
5% THD." Later in the same conversation, comparing
matrixed quadraphonics with discrete, he complained
that matrixed sound ‘‘has less discretion [sic!] in the
back channels.”” Well, he's not the first to confuse
“discreet” with “‘discrete.”” And his isn't the first *'hi-fi"’
receiver to deliver 5% distortion. But at 5 watts per
channel?

Touch on the Go

Sony/Superscope is following up its Braille equipment
instruction manuals of recent years with raised mark-
ings on all its cassette tapes. A slightly raised indica-
tion letter enables the user to distinguish between
the “A" and “B" sides by touch—a development that
not only assists the blind, but also lets motorists select
the desired side without having to take their eyes off the
road.
CIRCLE 150 ON READER-SERVICE CARD

News

Dynaco high power amplifier

e
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Dynaco says its new Stereo 400 power amplifier can pack up to 200
watts RMS per channetl at 8 ohms into your speakers provided they
can take it. For those that can’t, the company has included its
Dynaguard circuitry that allows the user to select five power set-
tings—20, 40, 80, 120, and 200 watts RMS per channel at 8 ohms—to
fit his particular needs. Other teatures are the two 12-dB-per-octave
linear phase filters that can be activated by two push switches on the
front panel to remove noise at and beyond the audible limits of the
frequencyspectrum. The Stereo 400 is available in kit form at $399.95
or factory assembled at $499.95.
CIRCLE 148 ON READER-SERVICE CARD

JVC cartridge deck records and plays

Stereo recording and stereo or quadraphonic playback are avail-
able in JVC America’s Model 4ED-1205 eight-track cartridge deck.
The deck has a pause control, time counter, and fast forward. Pro-
gramming modes include automatic stop at the end of each pro-
gram, automatic stop at the end of the last program, and continuous
play. There are left and right microphone inputs, and front and back
stereo headphone outputs. The unit lists at $179.95.

CIRCLE 147 ON READER-SERVICE CARD
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An acoustic achievement destined
to become the universally preferred
sound reproduction system.

Tae citen thase davs superlatives

a-e uzec tc camcuftage nediocrity.
Lats ju st say. yo.r'll be excited with
the magritude o' the achievement

of he kree new Pioneer seres R
soea<er sys;ems cnce ycu hear them.
We b_itinthe sound most people
prefer M-encomboared w th the con-
ventiznel sfeakers now availeble.

P ereer has ircorpo -atec many
meaningtul refiner-ents to acnieve
tais exz 3ptional 3aund reprocuction.

For example :he series R speaker
un ts are flush mounted t the face
cf the emclosure, -ather than
recessez. This produces added
\itality & ite midrange, and wider
cvaral disgersicn

Exciusise FB cones assure robust
bass clz=a- mid and high tones,
imarave damping, while keeping

distortion at an absolute minimum.

Another exampl2 of Fioneer’s
me:iculcus engineering detail is the
urijue concave certer pole with a
pLre copper cap/rirg. Nct only does
th s reduce the inductance of the
vcice coil. it also reduces the dynamic
magnetic fie d gene -ated by the voice
ceail, for minimum irtermodulation
distortion and magnificert transient
responsz.

While all three models use
long-throw voice cails for greater
cone movement and higher
excursions, the R700 anc R500 lave
sound-absorbing polyurethane foam
surrounding their woofers to reduce
distorticn even furtqer.

By Lsing improved horn tweeters

WPIONEER

when you ~ant something better

instead af less costly cong or dome:
type tweeters, you can hear 1he
difference m wider dispersior. lower
distortio1 aad high transient re sponse

Tne same on-target think ng has
been applizd to the precisey
designed crossavers and the sturdy
accustically pacced enclosu ‘es.

We'd be harpy to send you
conplet2 specif cations on tre R
seres. But f rst nake this tes
Compar2the R712 ($229.95). 3500
($159.95), R300 ($119.95) wity
gimilarly pticed speaker systems at
your Picneer decler. It's thew
absolute superior-ity in sounc
regroduction that will convinze you
to buy them

L.S. Pionee- Electronics Zorp.,
*78 Commerce Rd., Caristadt,
New Je-sey 07072.

New Series R Speaker Systems
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west- 13300 S Estreifa, Los Angeles 90748 o Midwest: 1500 Greenleaf, Elk Grove Village, 111, 60007 o Canada S. H. Parker Co., Ontaris




New tuner from Marantz

Among the features to be found on the new Model 105 AM/FM
stereo tuner from Marantz Co. are Gyro-Touch tuning, illuminated
tuning meter and dial pointer, blackout dial, and FM muting. The rear
panelincludes 300-ohm unbalanced input and 75-ohm balanced in-
put, built-in AM ferrite bar antenna, and accessory AC outlet. With a
gold anodized front panel to match other Marantz components, the
105 is priced at $149.95. A walnut cabinet is optional.
CIRCLE 152 ON READER-SERVICE CARD

Radio Shack cassette deck features Dolby

Radio Shack offers the home recordist its Realistic SCT-6 stereo
cassette tape deck with Dolby noise-reduction circuitry and a tape
bias switch to permit use of either ferric-oxide or chromium-dioxide
tape cassettes. Other features include separate record-level con-
trols for each channel, master recording-level control, dual illumi-
nated level meters, keyboard-type pushbutton controls including a
“pause” button, push-to-reset digital counter, separate mike and
aux inputs, and automatic end-of-tape shutoff. The Realistic SCT-6
comes with an oiled walnut cabinet with brushed aluminum panel
and sells for $199.95
CIRCLE 153 ON READER-SERVICE CARD

Hartley’s Zodiac '72 loudspeaker

The newest addition to the Hartley line of loudspeakers, the Zodiac
'72, has a 10-inch woofer with treated cone, flex surround, multilayer
voice coil, and a one-inch dome-type tweeter. Claimed response is
30 Hz to 22 kHz, nominal impedance is 8 ohms, and the system is
designed for use with amplifiers delivering from 10 to 50 watts RMS.
With a hand-rubbed oil-finished cabinet and acoustic front grille of
woven mocha, the Zodiac '72 costs $120.
CIRCLE 149 ON READER-SERVICE CARD

Four-channel decoder from Metrotec

The Model SDW-Q Universal four-channel decoder from Metrotec
Electronics decodes both SQ and E-V encoded records as well as
synthesizing four-channel sound from any two-channel source. Us-
ing a special 300-Hz turnover in the matrix/phase shift, the SDW-Q
is said to retain full bass response in the rear channels. Features in-
clude a front-to-back balance control, master volume control, tape-
monitor switch, source switch, and matrix mode switches. Priced at
$69.95, the SDW-Q is also available in kit form (Model SDK-Q,
$54.95), or with a built-in 10-watt-per-channel rear-channel ampli-
fier (Model SD4A-Q, $149.95).
CIRCLE 154 ON READER-SERVICE CARD
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An illuminating receiver from Magnavox

Magnavox has entered the components field with a line of receivers
headed by the Stereo 1500 DTI, Model 8898. The unit's most striking
feature is the digital tuning indicator, which operates for both FM
and AM. Other lighted indicators show which band is selected, when
FM stereo signals are tuned in, which external inputs (phono or aux-
iliary tape) are in use, and spotlight bass, treble, volume/loudness,
and stereo-balance controls. The amplifier section is rated at 50
watts per channel, both channels driven. Price has not yet been an-
nounced.

CIRCLE 151 ON READER-SERVICE CARD
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If you’re going to steal an idea,
steal from the best.

IOV TR VE STSORMINC FOWHR 4MAMNE
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“When the Citation components
were in their final design phases
we had the rare opportunity to see

some of the first engineering
prototypes and we have never
quite gotten over the dedication
and enthusiasm exhibited by the
highly qualified engineering team
that ‘gave birth’ to those winners.

Small wonder, then, that we were

elated to find that the Model 930 receiver

is the brain-child of that very team. It abounds
in Citation features, many of which one would
have thought :mpossible to incorporate in a receiver
at this attractive price. Of course, the Citation 12 boasts
more power (60 watt rms per channel), but then again the

[Citation 11 preamplifier and the Citation 12 power amplifier]

combination retails for a cool $600.00 or so, as opposed to just

under $400.00 for this receiver. The rest of the circuit refinements
are there, though, including the twin power supplies (not negative and
positive voltages supplied by one power transformer, but actually two
complete power supplies including two separate power transformers),
super-wide frequency response and power bandwidth, fantastic square
wave response and rise time, and conservative and meaningful power
ratings that can serve as a model to the rest of the industry. All this plus
asuperior tuner section make the 930 a receiver that even the died-in-
the- wool ‘separatists’ should take a good look at”

Audio Magazine, June, 1972

G,

)

FOR THE COMPLETE REVIEW OF THE 930 AND FURTHER INFORMATION ON THE HARMAN/KARDON LINE, ha rman / ka rdon
WRITE: HARMAN/KARDON, INC.,COMMUNICATIONS DEPT,, 55 AMES COURT, PLAINVIEW, NEW YORK 11803.

Distributed in Canada by Harman/Kardon of Canada, Lid.. 9429 Cote de Liesse Rd., Montreal 760, Quebec. 1€ Music Com pany



OurPRO-BV was
too good to change.

So we improved it.

The new PRO-B XI.

Our PRO-BV has long been regarded by the independent greater convenience, we've added a swivel clip to the

test labs as the best dynamic stereophone on the market. fifteen foot coil cord. Clip it to your pocket or belt, and you
Audio magazine found it “exceptionally flat over most can move around freely without any tug on your head.

of the range of importance!” Stereo & HiFi Times called it Oh yes, there is one important feature that we didn’t

“a superlative phone that will do all that your best change. The price. It's still only $59.95.

equipment can ever ask!" FM Guide reported that “The bass r p——
of the PRO-BV is a vast improvement over the already | The music stays in
Impressive bass of the PRO-B. And the consumer labs that T ol
we're not permitted to quote were even more impressed.

With all this, we could have left well enough alone.
Especially with our separate woofer/tweeter design. But suspension

we didn’t. We added an inner acoustic chamber to control . 7~ New crossover network
the woofer excursion and take full advantage of its ‘ Toned ports control
acoustic suspension design. We developed a new coaxial acoustic suspension.
tweeter. And we further refined the crossover network. Inner acoustic loading
The result: The PRO-BVI. With a frequency response - i L
sosmooth, from the deepest lows to the highest highs, that Our unique woofer/tweeter design.
it rivals the finest electrostatic stereophones. Each earcup has a separate woofer and tweeter and a full
The improvements didn't stop with performance. For crossover network. Just like your speaker system. |

Superex Stereophones

Superex Electronics Corp., 151 Ludlow Street. Yonkers, New York
In Canada, William Cohen Corp.. Montreal.
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Panasonic Receiver—

10 HigH FioeLiTy eauipment TBPOMS

an Attractive Value

The Equipment: Panasonic SA-5800, a stereo FM/AM
receiver in wood case. Dimensions: 5% by 16 by 12Y%
inches. Price: $259.95. Manufacturer: Matsushita Elec-
tric Industrial Co., Ltd. of Japan; U.S. distributor: Matsu-
shita Electric Corp. of America, 200 Park Avenue, New
York, N.Y. 10017

Comment: Matsushita's engineers have combined an
unusually comprehensive array of features and per-
formance capabilities into this Panasonic receiver, con-
sidering its moderate price. Particularly notable, per-
haps, are the independent connections and switching
for two tape recorders (something more than a luxury
feature now that many readers own both open-reel and
cassette equipment) and—among circuit features—the
direct-coupled output, a configuration that until
recently was to be found mostly in more expensive
equipment. But more of that in a moment.

Two knobs flank the tuning panel. To its left is the
speaker switch: phones-only/main/remote/both. The
headphone jack is live with this switch in any position.
To the right of the dial is the tuning knob. In addition to
the dial, the tuning pane! contains a meter that shows
center tuning for FM, signal strength for AM. Across the
bottom of the front panel are the headphone jack;
power on/off switch; friction-clutched bass and treble
controls; on/off switches for the high filter and loud-
ness compensation; balance and volume controls; lever
switches for FM muting, mode (stereo/mono), and the
two tape monitors; and the selector (phono, FM auto,
FM mono, AM, and aux).

The back panel uses conventional binding posts for
the antenna connections (300-ohm FM twinlead, 75-
ohm FM coax, and AM longwire) and for grounding

other equipment such as a turntable. Oversize binding
posts are used for the speakers (hot and common con-
nections for left and right speakers in main and remote
pairs). Phono-jack pairs are provided for magnetic
phono pickup, aux, tape 1, and tape 2 inputs, and for the
two tape recording outputs. Input and output for tape 1
also can be connected through a DIN socket. In addi-
tion there are preamp-out and main-in pairs that nor-
mally are connected by jumpers. With the jumpers re-
moved these jacks can be used to insert a
guadraphonic decoder, speaker equalizer, or similar
unit into the circuit just ahead of the power amplifier.
The back panel also contains two convenience AC out-
lets, one of which is controlled by the receiver’s on/off
switch.

Panasonic's 27-watt-per-channel rating for the SA-
5800 matches lab figures when one channel only is
driven; with both channels driven, output falls to a little
under 25 watts per channel into 8 ohms—more than
enough for any speakers of conventional design even in
fairly large rooms. When CBS Labs measured harmonic
distortion at the full 27-watt rated power the figures
were well below rated THD at all frequencies except the
extreme bass,; at otner frequencies and power levels,
measured THD was typically in the 0.1-per-cent range,
a good mark. IM distortion proved to be somewhat
bigher, but not objectionably so

The FM section is particularly fine for a medium-
priced receiver. IHF sensitivity figures are absolutely
consistent across the dial. This is unusual because
some manufacturers try to make a mediocre FM tuner
look better than it is by optimizing for the middle of the
band—getting a good reading at the “official’” 98-MHz
frequency and letting sensitivity fall where it will at the

Equipment reports are based on laboratory measurements and controlled listening tests. Unless otherwise noted, test data and measurements
are obtained by CBS Laboratories, Stamford, Connecticut, a division of Columbia Broadcasting System, Inc., one of the nation’s leading

R E PORT POL|CY research organizations. The choice of equipment to be tested rests with the editors of HiGH FIDELITY. Manufacturers are not permitted to read
reports in advance of publication, and no report, or portion thereof, may be reproduced for any purpose or in any form without written per-
mission of the publisher. All reports should be construed as applying to the specific samples tested; neither HIGH FIDELITY nor CBS Laboratories
assumes responsibility for product performance or quality.
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ends of the dial. But not only have Matsushita's engi-
neers eschewed this approach, they have managed the
required 30 dB of quieting at only 1.4 microvolts—a fig-
ure onemight expect only of a premium-priced separate
tuner. The quieting curve also descends unusually
steeply, meaning that at higher RF input levels noise
and distortion are kept exceptionally low. The maximum
descent of the curve—to better than -56 dB for all meas-
ured input levels above 10 microvolts—is again what
one would expect of much more expensive equipment.
FM S/N ratio is a whopping 72 dB. Most of the remain-
ing data are fine too. High-frequency distortion in the
stereo mode is on the high side at almost 10 per cent,
but it should be noted that the true harmonic by-prod-
ucts of the 10-kHz test tone are beyond audibility. This
test, then, is more one of electrical performance than of
audible quality.

And in terms of audible quality the unit is a fine one.
The most publicized advantages of the direct-coupled
circuit—that is, one that dispenses with the usual cou-
pling capacitors between the output stage of the ampli-
fier itself and the speaker terminals on the amplifier or
receiver—are the improved transient response associ-
ated with low phase distortion (capacitors inherently in-
troduce a phase shift into signals passing through
them) and better bass response (which will be limited if
the manufacturer skimps on the coupling capacitors).
The sound of this unit does indeed seem, if anything, a
shade cleaner and more transparent than that of com-
parable units. The fine FM performance certainly ccn-
tributes to this over-all impression; but in playing
records as well we were aware of a certain sweetness
and liveliness of detail both in big orchestral passages
and in the reproduction of solo instruments. Lab data
show that the unit does not produce remarkable bass
response. While the falling characteristic of the fre-
quency-response curves does not occur at frequencies
high enough to affect typical program material, the bass
is not as flat as we might have expected with direct cou-
pling.

Cosmetically the receiver is an attractive one. The
dial pointer lights up for perfect tuning in both AM and
FM. The controls are well differentiated: Panasonic
uses two types of switches on the front panel, for ex-
ample, and intersperses them among the knobs so that
with a little familiarity one heads right for the correct
control without having to read the labeling. There are
lighted function indicators (phono, aux, etc.—as well as
the usual stereo light for FM tuning) in the dial panet.
Parts are nicely finished and operation smooth. All told,
the SA-5800 offers an excellent value in the middle-
price field.
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+5 PREAMP & CONTROL CHARACTERISTICS

-5 RIAA EQUALIZATION: +0.5, —3 dB, 23 Hz to 20kHz

Treble boost

Bass boost
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- ——~ LOUDNESS CONTOUR (volume control at 9 o'clock:
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Square-wave response

First Cassette Deck
in Kit Form

The Equipment: Heath AD-110, a stereo cassette deck
in kit form. Dimensions (in walnut-sided case supplied):
3% by 13% by 11 inches. Price: $119.95. Marufacturer:
Heath Co., Benton Harbor, Mich. 49022.

Comment: For a non-Dolby cassette deck, the AD-110
sounds surprisingly good when playing a well-made
pre-recorded cassette (try the Brahms Second, for in-
stance, on DGG 3300 180) through a high-quality pow-
erful playback system. As such it is a welcome addition
for the do-it-yourselfer who can find the nine hours or so
required to assemble it. Most of the work involves
mounting and soldering parts to a circuit board and
then fitting the board, the meters, and the preassembled
transport mechanism into the case, a fairly simple job
for an experienced kit builder and probably within the
ability of a beginner too.

Styling is neat and functional. The deck loads from
the top; its cassette well is under a transparent cover
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Panasonic SA-5800 Receiver Additional Data

Tuner Section
Capture ratio 1.8 dB

Alternate-channel selectivity 81 dB I

S/N ratio 72 dB
|
THD Mono Lch R ch
80 Hz 0.29% 0.32% 0.62% |
1 kHz 0.14% 0.32% 0.32%
10 kHz 0.30% 9.8% 9.6%
19-kHz pilot -60 dB
38-kHz subcarrier -40 dB |
Amplifier Section
Damping factor 66
Input characteristics ¢for 27 watts output)
Sensitivity S/N ratio
phono 1.3 mv 62 dB
aux 155 mv 84 dB |
tape 1 158 mv 85.5 dB
tape 2 162 mvV 83 dB

that lifts up when you press the eject switch. Across the
bottom sloping portian of the unit are the power off/on
switch, twin recording-level VU meters, separate
recording-level controls for left and right channels, and
six piano-type switches for recording interlock, rewind,
stop/eject, play/record, fast forward, and pause. The
transport stops at the end of the tape but does not dis-
engage the drive or eject the cassette automatically. A
three-digit tape counter with reset button is located just
above the cassette well. Miniature phone jacks for low-
impedance microphone inputs are at the front; line in-
puts and outputs are at the rear together with input level
controls for each channel. There are no output ievel
controls, so playback volume must be controlied by the
system amplifier into which the AD-110 is connected.
Transport speed is 1.2 per cent fast, but this would not
affect recordings made and played back on the same
unit. Prerecorded cassettes, assuming they were re-
corded at precisely the correct speed, will sound about
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a half tone up in pitch. Speed remains constant regard-
less of changes in supply voltage, however, which at-
tests to the stability of the motor and drive system. The
VU meters each read 6 dB high by DIN standards, which
means that you have considerable leeway above the
meters’ 0-VU indication before overload will occur with
typical program material.

You can vary the bias (permitting the use of chro-
mium-dioxide tapes), but by an internal adjustment—us-
ing a built-in reference signal and the front-panel me-
ter—rather than by an external switch. To change the
bias once it's set requires removal of the cover, a some-
what inconvenient process. Actually, by following the
instructions as they are given in the construction sec-
tion of the manual you adjust the deck for use with low-
noise ferric-oxide tape (such as the Scotch 203, with
which the unit was tested in the lab). Additional instruc-
tions farther along in the manual tell you how to adjust
the unit for chromium-dioxide tapes

The accompanying test results tell the story: The AD-
110 either meets or exceeds its performance specifica-
tions and shapes up as a very desirable unit that—at the
price, even considering that you must build most of it
yourself—should appeal to a wide number of do-it-your-
selfers who want to add a cassette facility to an existing
stereo system

CIRCLE 141 ON READER-SERVICE CARD

The Equipment: Dynaco FM-5 tuner. Dimensions: 13%
by 4% by 77 inches. Price: $149.95 in kit form; $249.95
wired. Manufacturer: Dynaco, Inc., 3060 Jefterson St.,
Philadelphia, Pa. 19121.

Comment: Dynaco has been whetting our appetite for
some time with preproduction samples of a new FM
tuner to replace the FM-4 which, while an excellent per-
former and an extremely attractive value, lacked a num-
ber of features we have come to expect in the years
since it first appeared. Repeated delays have prevented
delivery of the FM-5, however, and readers have been
writing in to ask whether it was worth waiting for,

It was worth waiting for, without question. Dyna has
done itagain—given us a component that will bear com-
parison with other companies’ top models, but at mod-
erate price. The value it represents is most striking in
the kit version; many readers will think the $100 saving a
windfall in view of the unit’'s simple assembly.

After about an hour and a half of mechanical assem-
bly (mounting switches and other chassis parts) on the
front panel, you wire this section in conventional style,
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Dynaco’s Long-Awaited

FM Tuner Kit

soldering leads to lugs and other connecting points.
Next you fasten the prewired front end to the main-
chassis bottom plate; wiring to the front end itself is via a

TEST REPORT REPRINTS

In response to numerous requests, most of our
previously published test reports are now avail-
able in reprint form. An index to reports published
during any one year appears in that year's De-
cember issue. Copies of these indexes are also
available. To order, please write, asking for the re-
port on a specific product (or products), or spe-
cific index (or indexes), and enclose 25 cents per
report or index to cover handling and mailing. Ad-
dress your request to High Fidelity Magazine, Test
Report Reprints, Great Barrington, Massachu-
setts 01230. Please be sure to include your name,
return address, and zip code.
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series of eyelets not unlike those found on printed-cir-
cuit boards. The latter (two are supplied) ccme fitted
with all parts in place, and so the work from here on is
mostly mounting the boards onto the chassis and then
soldering the leads to and from them. Final assembly
consists of installing the tuning dial and its control,
stringing the dial cord, and fitting the cover to the set.
No alignment at all is required. The instruction steps are
clear, and line drawings and photos of the kit help in the
work. An experienced kit builder should be able to finish
the job in about 6% hours; a novice probably will need
somewhat more time. Only one chore is tricky: wiring
the antenna matching coil, whose leads are very deli-
cate and whose insulation could be damaged by heat
from the soldering iron.

The front panel is simplicity itself. Set into the dial
area are a signal-strength meter and two indicator
lights: one for center tuning, one for sterec reception.
The tuning knob is at the right. Across the bcttom are a
volume control knob with an off position, a mode switch,
an aux/FM switch, and a three-position Dynatune
switch. The off position on the volume control will not be
used if the tuner is plugged into a switched accessory
outlet on the preamp. The mode switch has three posi-
tions: mono only, automatic mono/stereo switching
with channel blend introduced at high audio fre-
quencies to cancel excessive transmission noise in
weak stereo broadcasts, and automatic switching with-
out the high blend. The aux position of the next switch
turns off the FM audio and chooses the signals arriving
via aux connections provided on the back panel for that
purpose. The Dynatune switch has three positions: mut-
ing off, muting on, and Dynatune itseif—Dyna’s version
of automatic frequency control, using what Dyna de-
scribes as a logic circuit to tune for minimum distortion.

On the back panel are phono-jack inputs for the aux
connections and output pairs for tape recorder and
“‘audio” —the main feed to your stereo system. It is this
output that is controlled by the front-panel volume con-
trol, allowing you to match FM levels to those of other
system inputs ad lib. Recording levels are, of course,
controlled at the recorder. Also on the back panel are
the antenna connections for either 75-ohm coaxial or
300-ohm antenna leads, a switched accessory AC out-
let, and the fuseholder.

The first performance measurement most readers
seem to look at is IHF sensitivity. (This was one respect
in which the FM-4 looked unimpressive, though the raw
sensitivity figure is far less important in our opinion than
the behavior of the unit above that barely minimal input
level.) The FM-5 comes in at 1.4 microvolts—a spec-
tacular figure, particularly considering that it is main-
tained all across the FM dial. From the 30-dB point
(where |HF sensitivity is measured) quieting descends
rapidly to 45 dB for only 2.5 microvolts—the 30-dB point
for many budget tuners. From below 10 microvolts to
the limit of the CBS Labs test procedure quieting re-
mains at or near 50 dB, an excellent mark for any tuner
regardless of cost.

The remaining lab data all confirm the FM-5's supe-
rior performance. The only point on which we might
cavil is the frequency response in the extreme bass.
The roll-off (which may contribute to the unit's ex-
tremely low distortion and noise measurements)
reaches -3 dB at about 40 Hz in each curve. But since
most speakers roll off sharply at a higher frequency, it
would require a program signal with exceptional bass
information and extremely wide-range speakers to hear
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the difference between the FM-5 and a tuner with flatter
bass response. In listaning to actual programs we can
only say that we were delighted. Moreover the operating
controls—notably the tuning knob with its elegantly
smooth flywheel action—are a joy to work with. The FM-
5 looks like a real wiriner.
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Advent 201: Data Up To Date

In January of this year we published our first test report
on a Dolby cassette deck with chromium-dioxide tape
option—the Advent Model 201. It represented a new de-
parture in several respects. In addition to the Dolby cir-
cuitry and the special bias and equalization control for
Crolyn, the deck was the first we had come across in
which a properly recorded cassette could be made liter-
ally indistinguishable from the sound source. {n making
recordings from disc and FM—both at the time of pre-
paring the original report and in the intervening months
—we find that the 201 documents the premise that the
sound of state-of-the-art cassette equipment need make
no apologies whatever to the better open-reel decks.

Many of our readers asked about the frequency-re-
sponse results obtained for the 201: down 5 dB at 9 kHz
with Crolyn. Surely the curves are wrong if this is to be
called a high fidelity unit, they said.

These curves, made at -10 VU, show the effect of
tape saturation and represent the actua!l capability of
the tape at that level. All of our tape-recorder record/
playback frequency tests had been made at that level,
and it gave our reports the advantage that results could
be compared directly no matter what equipment was in-
volved.

The actual capability of slow-speed tape equipment is
better than these curves would at first suggest, how-
ever, because when high-frequency high-level signals
are present (and they seldom are in actual recording)
the recording level can be reduced so that this type of
signal is not limited by tape saturation. In other words
the limiting factor at the high end at -10 VU is the tape
and the way it is used rather than the equipment itself.

To shift the emphasis back toward the equipment, we
have made a special case of cassette equipment and
now testitall at -20 VU since this level is consistent with
that used in the DIN playback-response test tapes. For
this reason the Advent 201 record/ playback curves as
originally published are no longer comparable to those
for cassette decks we have tested more recently. We
have changed procedure in one other respect as well:
For our first Dolby recorder test CBS Labs made up its
own Dolby test tape and used that tape as the reference
in checking (in the playback mode) the unit’'s Dolby
tracking action. In all subsequent reports the lab used a
simpler scheme: It ran a second record/playback curve
with the Dolby circuit switched on. A comparison be-
tween the Dolby-on and Dolby-off curves gives an index
of performance in this respect: The more alike they are,
the better the tracking.

The curves shown here represent a retest of the 201
(from a different sample, of course) in those areas
where we have changed our method. (All other data in
the original report still apply, of course.) You'll note that
some effect of tape saturation is still visible as a steep

REPORTS IN PROGRESS

roll-off in top-end frequency response. The lower the ref-
erence level at which curves are taken on any tape
recorder, the less tape saturation will show; but there is
alimitto how low the reference level can be before it be-
gins to overstate the practical capabilities of the
recorder. Suffice it to say that high-frequency over-
tones—the **sheen” and *‘sparkle’ of a musical record-
ing—exist at levels well below those of the fundamental
tones. And in listening to tapes made on the 201 they're
clearly evident.

On paper the chromium-dioxide curve suggests little
performance advantage over that for ferric oxide. This
is because Advent has chosen to make use of the po-
tential of Crolyn in still further noise reduction (that is, in
addition to Dolby; see the S/N data in our original re-
port) rather than in added headroom, which would have
“postponed” the saturation rolloff to a higher frequency
in our -20-VU curves. With normal program material, in
which there is little if any high-frequency high-level sig-
nal, the Advent equalization yields a greater dynamic
range for Crolyn than for ferric oxide, and therefore the
201 is capable of doing an outstanding job in making live
recordings where dynamic ranges tend to be extreme.
The price you must pay for this capability—less toler-
ation for high-frequency overload—is attacked by Ad-
ventin its metering system. Recording pre-emphasis is
reflected in the meter action so that when you do en-
counter high-frequency signals at high enough levels to
risk saturation, the meter shows the higher level. This
action, together with instructions in the manual, give the
user guidelines for the handling of “problem’ situ-
ations. In effect, you must reduce recording level (trad-
ing in some of the added dynamic range for greater
high-frequency heacroom) to make the most of this type
of input. Like all the Advent manuals we have seen, this
one is prepared with extreme care and merits careful
reading and thorough digestion; it is far more than a
quick reference guide just as the 201 is far more than
just another well-built convenience tape deck.
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The ADC-XLM “...inaclass by itself.”

That’s the way Stereo Review described our XLM. High Fidelity head-
lined their review, “Superb new pickup from ADC” and went on to say,
“...must be counted among the state of the art contenders” And Audio
echoed them with, “The ADC-XLM appears to be state of the art”

With the critics so lavish in their praise of the XLM, there’s hardly any
necessity to add anything. Far better to let the experts continue to speak

for us.

Frequency response The CBS STR-100 test
record showed less than+ 1.5dB variation up
to 20,000Hz. Stereo Review

response is within +=2dB over the entire range. Audio
Frequency response is exceptionally flat High Fidelity

Trackmg This is the only cartridge we have seen
thats really capable of tracking almost all stereo discs
at 0.4 grams. Stereo Review

The XLM went through the usual torture test at

0.4 grams (some top models require more than a
gram). High Fidelity

The XLM is capable of reproducing anything found on
a phonograph record. Audio

Distortion Distortion readings .. .are without
exception better than those for any other model we've

tested. High Fidelity
'

The XLM has remarkabty low distortion in comparison
with others. Audio

At 0.6 grams the distortion was low (under 1.5 per
cent). Stereo Review

Hum and noise The XLV could be instrumental
in lowering the input noise from the first stage of a
modern transistor amplifier. Audio

The cartridge had very good shielding against

induced hum. Stereo Review

Prlce This would be z very hard cartridge to surpass
at any price. Stereo Review

We found it impossible to attribute superior sound to
costlier competing models. High Fidelity

Priced as itis, itis a real bargain in cartridges. Audio

The Pritchard High Definition
ADC-XLM $50.

AUDIO DYNAMICS CORPORATION

Pickett District Road, New Milford, Connecticut 06776
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by W. Rex Isom
Chief Engineer, RCA Records

How to Prevent and

IN THE GRAVEYARD of historic Saint John’s Church
in Richmond, Virginia are many horizontal tomb-
slones—slabs of granite or limestone four to six
inches thick with vertical supports at each end so
that they resemble park benches. Over the years.
some of the stones have become sway-backed by as
much as three inches or more. This has happened
because of a phenomenon called “coldfiow,” and it
is this same phenomenon that is in large part re-
sponsible for most record warpage. Fortunately,
deformation is easier o straighten in discs than in
tombstones, and proper support in storage can be
relied on 1o prevent it in the first place.

In order to understand how coldtlow—plus a
number of other factors—dictates the measures that
are necessary (0 prevent or 1o cure record warping,
you should know something of the hows and whys
of record design and manufacture. Let’s take things
in order, from some basic concepts right down to
the moment when, having played it, you file a
record away in your collection.

The Basics

Coldflow is a physical characteristic that allows ma-
terial to take on a new shape under stress without
cracking or rupturing. Plastics generally are very
vulnerable to coldflow. Glass and granite are much
less vulnerable. A measure of resistance to coldflow
is given by what is known as the glass temperature
of the material. This is the temperature at which the
material hardens as it is cooled from its molten
state. For glass itself. this temperature is very high.
and the coldflow is very small. For the vinyl plastic
from which records are made, the glass tempera-
ture 1s only about 120° F.

The phenomenon of coldflow is important in the
design, manufacture, and distribution of records if
they are not to become warped before you ever re-
ceive them. Care, even in what appear to be trivial
details. is essential.

A record is designed to have its foundation of
strength in the label area. To assure continued flat-

ness of the label areas, the labels themselves must
be oriented in manufacture so the grain structure
of the paper is parallel on the two faces of the rec-
ord. The paper is stronger with the grain than it
is across the grain. The diflerence is very slight, but
i's also relentless. During temperature changes
and moisture absorption cycles, this difference is
sufficient to cause the label area 1o warp if the
stresses at its Iwo surfaces are not in equilibrium.
And since the playing area of a modern record is
constructed like a thin cantilever supported by the
label area, the warpage can affect—and even be
magnified in—the playing area. | have seen records
rendered unplayable by carelessly aligned labels.

The record’s cross section resembles an airplane
in the way that the playing area—like the airplane’s
wings—is cantilevered from the center. But at the
circumference of the record is the so-called bead,
which further stiffens the playing area, adds to the
over-all strength of the record, and protects the
grooves from scuffing when one record is moved
across another. Speaking in round numbers. the
bead and label areas are some 80 mils (thousandths
of an inch) thick, whereas the playing area is no
more than about 30 mils thick on many modern
records. Without the bead, the outer edge of discs
stacked on a record changer would droop and be-
come warped as a consequence of coldflow. The
“dish™ warping that would result is the kind that
causes records to slip on the turntable.

Records are quite warm when they are removed
from the press and consequently are particularly
vulnerable to deformation. To prevent it they are
stacked on spindles with a flat separator between
every few records to make certain that “spindle
droop™ is contrelled within very close limits. The
records are allowed to cool on this support. Once
cool, they will remain flat if not subjected to abnor-
mal stresses or temperatures that approach the soft-
ening point.

Modern records are designed with controtled
flexibility so that they will flex without warping un-
der stress. This concept is being accepted by the
record industry slowly because caretul retooling is
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necessary to realize the rewards of the develop-
ment. The rewards are, however, great: they extend
not only to the accommodation of stress, but to im-
proved playing surfaces as well and make possible
the use of the finest grade of materials for all types
of records.

It cannot be stressed too strongly that care is the
secret ingredient in making a fine record—meaning,
among other things, a record that will be least sub-
ject to warping and best able 10 recover should it
become warped. And discs do recover. From time
to time discs are sent to me as examples of one sort
of warpage problem or another. More often than
not they are no longer warped by the time | receive
them simply because coldtlow is a reversible proc-
ess and because plastic materials have a physical
“memory” that, under correct conditions of pack-
ing and storage, helps them return to their original
configuration. Before taking up corrective meas-
ures, however, let’s discuss prevention.

Handle with Care

Record care begins the moment you make your
purchase. Irreparable damage can be inflicted on
the record simply by leaving itin a parked car. Even
if the package is not lying in the sun—which ob-
viously should be avoided under any circum-
stances—there is a possibility that the temperature
of the record itself will exceed its softening point
and that the record will assume the shape of what-
ever surface it happens to be lying on.

The record is packed in a cardboard jacket some
20 10 30 mils thick—what is known in the trade as
the chipboard sieeve. It has good insulation proper-
ties and can protect a record against the heat of the
automobile for an hour or so. It also applies addi-
tional stiffening to the record and therefore helps
prevent warping. Surrounding the sleeve is the
clear plastic shrinkwrap seal.

The best way of opening the shrinkwrap is at one
corner, carefully, with a sharp instrument. Using a
fingernail can result in a paper cut at or near the
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quick. Some nonchalant souls impact the record
package edge sharply against the palm of the hand,
causing the record to lunge against the shrinkwrap
and break it. | don’t recommend this method be-
cause it also breaks the edge of the protective inner
envelope.

Itis important that you next remove and discard
the shrinkwrap. It is there simply to seal the album
so you will know that the pressing is unused when
you buy it and to protect the artwork from scuffing
during handling and transportation. Shrinkwrap
materials commonly used in the record industry are
plastics that have been rolled into sheets (again
making use of coldflow) and that contract into a
neat covering because of the plastic *memory” |
mentioned earlier. This contraction can produce in
the shrinkwrap skin tensions measurable at 500 Ibs.
per square inch or more using standard materials
testing methods. As long as the album is sealed. the
stifiness of the chipboard sleeve will counteract this
tension and protect the record: but once the wrap is
slit the open side of the sleeve is free to bend. and
the pull of the shrinkwrap against its upper and
lower edges—and therefore the record’s edges—is
enough to cause warping.

Most records are packed in an inner paper enve-
lope, sometimes with a plastic lining. to help pro-
tect them from dusi. Some companies fold one or
both corners of this envelope at the leading edge as
an aid to inserting itinto the chipboard sleeve. This
is a practice to which I’'m opposed. since the extra
thicknesses of paper at the folded corners can press
into the record and deform it. The sort of damage
that results distorts the outer edge at the bead and
often leads to mistracking in playing the outer
grooves. If you flatten out any corners that have
been folded, your record will have a better chance
of survival or of resuming its original shape if some
damage already has occurred.

It need hardly be pointed out that no degree of
care is excessive in handling a record. Your fingers
should never touch the playing surface: the inner
envelope should be preserved and the record re-
turned to it before reinsertion into the sleeve. Be

Cure Record Warping
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sure the open edge of the envelope is not lined up
with that in the sleeve; alignment of the openings
lets you remove the record from the sleeve and en-
velope in a single operation, but it also allows dust
to enter while the record is stored. and the record
itself to roll out unexpectedly when you are taking
it off the shelf. incidentally, avoid the time-
honored custom of trying to blow out dust before
slipping a record into its sleeve. Your warm moist
breath can leave a deposit on the record that will
attract, rather than dispel, the dust. Also never
leave a record sitting atop the changer spindle for
long periods. Let’s face it, record care is not only a
ritual but a necessity if you are to protect your lis-
lening pleasure.

One point in that ritual must be followed reli-
grously if you are to avoid warped discs: careful
storage. The usual advice is that the records be kept
vertical and not too tightly packed. Thev must be
placed so that one is directly beside another, resting
on a horizontal shelf, with the end of the shelf sup-
plying a true vertical with which to align the
records. The other end must be supported by a
large bookend so that every record on the shelf re-

by Bruce R. Maier

President, Discwasher, Inc

FOR MOST OF Us the disc recording remains the pri-
mary source of home program material. Yet experi-
ence shows that to play a disc is to expose it to many
unknown conditions that are destructive of supe-
rior sound reproduction. Most of us don’t really
wish to replace our favorite records biennially, nor
to lose playback fidelity gradually as we enjoy these
recordings.

Many cleaning devices and compounds have
been tried by collectors, and extreme skepticism
has been the result. I propose to discuss some of the
problems, seen and unseen. that we face as patrons
of the delicate vinyl grooves. These problems, cor-
rectly explored, will demonstrate the need for a
record cleaning fluid. I shall also discuss some of
the detrimental characteristics that a record-clean-
ing fluid can possess, and finally approach the inte-
gration of record cleaning with record safety in the
formulation of a cleaning fluid.

Is a Fluid Necessary?

If a record is on your turntable, it is losing playback
fidelity. How? By collecting the extremely fine dust
that circulates in altl but the most perfect of so-
called clean-room environments. Up to 5 milli-

mains vertical; if they lean over, they will sag and
eventually become warped.

It you store records horizontally you will have to
take grealter care o prevent warping, though the re-
sults can be equally successful. The problem is to
get one record directly over the other so that all
parts of each record are supported equally. Other-
wise the unsupported part of the record wilt droop
and warp. Records can be stacked one upon the
other in a corner with full assurance that they are
correctly aligned. When you remove a record from

the group—admittedly a less convenient process if

the records are stacked horizontally—be sure to re-
turn the remainder to their correct position.
Records may be stored satisfactorily at tempera-
tures most people find comfortable. The ideal tem-
perature is a range from 60 to 90 degrees F., the
ideal humidity about 50% or less. The penalty for
low temperature is increased brittleness of the vi-
nyl. and therefore susceptibility to breakage. High
temperatures will of course increase the disc’s sus-
ceplibility to warping, The penalty for high humid-
ity is fungus and mildew. At low humidity there is
no penalty while the disc is in storage, though when

In Search

grams of dust will collect in one hour on a record
exposed in the average living room. These particles
are sosmall and so evenly distributed that they nor-
mally remain invisible. If the record is electrostat-
ically charged by handling, the dust will deposit
even faster. Tars and associated nicotine from ciga-
rette smoke will, without fail, adhere to the vinyl
surface of exposed records. Some playback noise
can be introduced by these microdust particles. and
the fibers of brush-type removers generally are t0o
widely spaced to remove this haze of matter. In the
presence of humidity. either from the air or from
deliberate application, the particles resting at the
bottom of the grooves convert into a highly caustic,
abrasive mixture. This mixture of dust and other
room contaminants will markedly shorten the life
of both record and stylus. A cleaning fluid can help
in removing microparticles by increasing their ad-
hesion to a cleaning device. A truly protective fluid
also should be able to neutralize the caustic debris
in the grooves.

Fingerprints create the greatest need for a record
cleaning solution. Fingerprints are lipide (fat) resi-
dues left by body contact. Most of us go through
elaborate gyrations to keep from touching the play-
ing surfaces of our discs. But even if you have an
electrified fence about your record collection and

O
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you play it the record will develop a static electric
charge faster, particularly if its vinyl is not espe-
cially formulated to prevent static buildup.

In Case of Misadventure

Even assuming the greatest care in manufacture,
shipment to the record store, handling in the home,
and storage. some records will become warped
sooner or later. Usually such a record can be re-
stored to its original flatness by placing it in its
sleeve or inner envelope on a flat surface such as a
table or desk top, with a large. smooth-surfaced
book on top. A dish-warped record should be placed
with the concave side down. As many as five records
can be treated at a time, but extreme care is needed
to see that they are directly on top of each other. A
particularly valuable record that is cantankerous
about resuming its original flatness can be restored
between two pieces of one-quarter-inch plate glass.
twelve inchessquare. An infrared lamp can be used
to heat it—for no more than a few minutes —and aid
the process. If you add to your record collection

are the sort who eats popcorn with a fork. finger-
prints will occasionally contaminate your records.
Lipides are. by definition. insotuble in water. Thev
are sticky and foster the development of both dust
pockets and microbial buildup. The sounds these
produce when you play the record can easily be mis-
taken for a pressing defect and may resemble noise
caused by scratches, though somewhat more mut-
fled. No dust-removal brush on the cartridge or
side arm can successtully remove fingerprints.
Some solution—a chemical approach it you will—is
required.

One more problem in record care deserves men-
tion: microbial degradation. The microbes known
as mold, or fungi, are most important in this proc-
ess. We know fungi for what they cause around us;
bread mold, mildew, athlete’s foot. dutch elm dis-
ease, and ringworm are all caused by fungal
growths. Mold spores are air-borne and found in
every home. Given “food” and humidity, these
spores can germinate into growing microcolonies.
Vinyl records can serve as the food. Biological
adaptation has allowed fungi to change over the
years to make better use of the synthetic polymers
as nutrient material. Nylon, for instance, once was

initially mildew proof; now there are dozens of

fungal species that attack nyton
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from school bazaars and garage sales, this method
can be very useful.

I have used these corrective methods and know
that they are effective. Don’t wait until a disc is un-
playable to apply them. A moderately warped
record, though it may be playable. disturbs the nor-
mal record-tracking geometry of your cartridge
and tone arm and can contribute materially to
record wear. As the arm is forced “uphill” along
one side of the warp the inertia of its mass tends 1o
add to the effective tracking force at the stylus; as
the arm descends, its inertia inhibits 1t from follow-
ing the slope of the record surface and threatens
mistracking. Should you increase the tracking force
in order to prevent mistracking you will. of course,
increase the problem—and perhaps the damage
on the uphill side.

To my mind the phonograph record is the most
precise mass-produced article in the home today. [t
is truly a marvel, and deserves (o be treated as such.
Without appropriately protective methods of stor-

age and handling you will reduce both the value of

your investment in phonograph records and the en-
joyment you can derive from them.

the Perfect Record Cleaner

Fungal growth can damage almost any type of
surface. Microcolonies can literally pit a vinyl
record, but even long before permanent damage
occurs they will provide tenacious little noisy spots
on the record. Many record-cleaning ftuids actually
encourage mold growth by adding nutrients (usu-
ally soaps and glycols) 1o the record surface. It is
true that the threat of mold to a record cotlection is
greatest under conditions of dampness and warm
temperatures, but I have observed active mold col-
onies on the records of fastidious audiophiles in air-
conditioned apartments. A functional record-
cleaning solution would do well to cope with this la-
tent biological threat.

Detrimental Possibilities

There are two classes of cleaning-fluid problems.
First is residue. Depending on locality, tap water it-
self often contains enough residue o layer a crisp
deposit of salts into record grooves whenever the
disc is washed. rinsed, and dried. Tap water residue
can often be heard through a fine audio system and
usually will sound very much like the random noise
inherent to the disc medium, only at significantly
higher levels. Distilled water has virtually no resi-
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due but will not act as a cleaning agent to surface
contaminants, espectally fingerprints and cigarette
deposits. Thus, many cleaning fluids contain active
ingredients—usually soap or detergents—to dissolve
lipides. Soaps themselves are modified fats,
whereas detergents are synthetically produced
compounds.

Even in normal dilutions these ingredients can
coat the plastic surfaces so etlectively that removal
is extremely difticult by any means other than the
use of a more active solvent and copious flushing
with water. The large molecular structure of com-
bined soap or detergent molecules can physically
coal the groove walls and be worked by the stylus
into the concave portions of the modulation, alter-
ing its effective contour and reducing dynamic
range somewhat—particularly at high frequencies.
These deposits may remain unnoticed during play-
back until a better cleaning fluid or slightly differ-
ent stylus shape dislodges the coating and brings
out the latent obstructions. The coating process of
soaps and many detergent compounds will reduce
surface static; it also provides a thin, sticky men-
struum that collects abrasive dusts and fosters mi-
crobial growth.

Perhaps the greatest residue problem arises with
the zealous application of some silicone prepara-
tions. Silicones may reduce static and lubricate the
record surface so that dust can be wiped oft more
easily, but they are so extremely insoluble that once
applied they are almost impossible to remove. (At

by John J. Bubbers

Vice President for Field Engineerirg,
Stanton Magnetics, Inc

ASIDE FROM the preceding considerations—dirt and
warpage will certainly reduce a record’s durabil-
iy—record wear can be discussed as a related pair
of subjects: correct installation of the pickup, and
periodic maintenance of the stylus tip.

Pickup Installation

There are several requirements for proper installa-
uon of a phonograph cartridge. Perhaps the most
obvious one is the tracking force, since it influences
what happens at the stylus tip—the point where
stylus and record interact. Pickup manufacturers
specily a recommended tracking force range as
being suitable for a given pickup. This specification
is arrived at by determining the vertical force re-
quired 1o hold the stylus tip against the groove

least one manufacturer of medical equipment voids
the consumer warranty if silicone compounds are
used on delicate instruments.) The buildup of sili-
cones by liberal or successive applications can se-
verely inhibit high-frequency stylus tracking,
damping the sound and reducing its dynamic range
as well as its sparkle.

The second major problem with record-cleaning
solutions involves the actual plastic of the discs. Vi-
nyl polymers are rigid and brittle unless separated
by molecular inserts called plasticizers. These plas-
ticizers render the vinyl more flexible. easier 1o con-
trol in pressing, and more durable. Plasticizers al-
low the record groove to flex slightly and then
recover from the terrific tracking pressures of a tiny
stylus articulating at high velocity. Indeed the dif-
ference between a cheap record and an expensive
disc often s, among other things, the vinyl-plastici-
zer formulation. Unfortunately, plasticizers are not
indissolubly bound into the plastic, but are held
there by physical and/or electrostatic forces; the
plasticizers can migrate, changing the properties of
the plastic surface. Many cleaning fluids will pull
plasticizers out of the vinyl record surface, leaving
grooves brittle so that modulation peaks can be
shaved off by the passing stylus. In effect the loss of
resiliency reduces the vinyl’s bearing strength,
making it subject to immediale, irreversible wear
and to increasing background noise as the groove
wall further disintegrates.

The compounds most likely to modity the plastic

' What You

walls and permit it 1o trace the groove modulations
while still having sufficient force left over to guide
the tone arm across the disc and at the same time
operate any associated trip mechanisms. Although
the requirements for the pickup alone are readily
specified in a fixed number, the requirement for the
tone arm presents a variable, so that a tracking
force range is specilied 1o take into account the
needs of the tone arm as well as those of the pickup
and encompass the force needed to overcome any
bearing friction and mass-related forces resulting
from warped or eccentric records.

Within certain limits, the rate of wear of the
record surface is directly related to the tracking
force as well as to the tip size, since these last two
factors will determine the pressure exerted by the
stylus on the vinyl of the record. Don’t confuse
tracking force with stylus pressure; they aren’t the
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surtaces are the so-called hot (quickly evaporaung)
solvents, which include various concentrations of
short-chain alcohols, aldehydes, or ketones. These
compounds will very quickly remove fingerprints
and leave a dry surface. Thev also, very quickly.
can pull out surface plasticizers and ruin a record.
Harmtul plastic-fluid interactions are not, however,
limited to plasticizer migration. A unique surface
change occurs between the disc vinyl and the color-
ing compounds found in many cleaning com-
pounds. The mild perfumes in popular cleaning
products will similarly bind to. and modify, the mo-
lecular structure of phonograph records. These
data indicate that familiar household cleaners and
many special-purpose fluids are of significant dan-
ger 10 records, especially when used frequently or
repeatedly.

An Integrated Approach

A cleaning fluid that meets all the needs of the
record collector is possible. Such a fluid must inte-
grate chemistry, microbiology, and the unique de-
sires of the high fidelity community. The ideal fluid
must suspend lipides, augment dust removal by an
appropriate device, butler any caustic groove de-
posits, and protect the disc from biological degra-
dation. At the same time, this fluid must not leave a
detectable residue, must not have plastic adhesion
properties, and must preserve absolutely the integ-

Do to Minimize Record Wear

same thing at all, the widespread misuse of the lat-
ter term notwithstanding. In record-playing equip-
ment tracking force is measured in grams. yet so
small 1s the area over which these minute forces are
distributed that the pressures encountered are
monumental. It you are tracking at. say. 2 grams
with a 0.5-mil spherical stylus, the actual stauc
pressure to which the vinyl will be subjected works
out to some five tons per square inch! (A 0.7-mil
spherical offers twice the bearing surface of a 0.5-
mil and thus, at 2 grams. pressure will run in the
neighborhood ot 2.5 1ons per square inch. A 1.0-mil
spherical has about twice the bearing surtace of the
0.7-mil. an elliptical measuring 0.2 by 0.7 mils
about 40% of the 0.7-mil’s area. Elhpticals. which
generally present the smallest area. would tend 10
create the greatest pressure—and record wear

were it not that they are designed for use onlv with
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rity of the vinyl plastic upon which record quality
depends. To do this. cleaning agents must be bal-
anced with protective agents in its formulation.

An mtegrated approach must also consider the
danger of moisture in long-term record care. Prob-
lems of dust retention, caustic abrasion. and micro-
bial contamination are directly proportional 1o
moisture on the record. The one benetit of humid-
ity 1s the equilibration (but not elimination) of sur-
face static charges. It tluid distribution over the en-
ure disc surface can be combined with the
controlled removal of fluid and surface debris, then
an integrated system is achieved. The capillary ac-
tior of an appropriately designed cleaning brush is
perhaps the most economical approach to an inte-
grated system. Vacuum removal is also effective,
but it is much more costly and requires ancillary
devices for tluid distribution.

Is the perfect record-cleaning fluid available?
No. not yet. A great deal of research has gone
toward the development ot a fluid that, with tiny
amounts of several reagents, delicately balances
the parameters of long-term record integrity
against cleaning speed and evaporation character-
istics. There is, however, much room for future de-
velopment. As phonograph discs begin to take on
an aura of the irreplaceable, their scientific preser-
vation becomes a priority concern of the high fidel-
iy enthusiast. Within this context, a sate and func-
tional cleaning fluid is essential 1o the care of
phonograph discs. L]

the better playback equipment. capable of oper-
ating at fow tracking forces.)

When you consider that the elastic limit of vinyl
is roughly in the range of five tons per square inch,
you can see at once the importance of the relation-
ship between tracking force and up size if the
record 1s not to be ruined. Exceed the elastic limit
and the plastic material literally can crumble. Mod-
ern pickups are designed and specified to operate
well within this upper limit. but it is important that
the tracking force specitied for the pickup not be
exceeded. It there is any doubt as 1o the tracking
force actually produced by your equipment, 1t
should be checked with a separate stylus gauge or
scale: several designs are available.

Tone arms are vulnerable to progressively
reater friction as bearings become contaminated
either from outside dirt or from grease that hardens
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The new Fisher 203.

FISHER

All other receivers
more expensive

We at Fisher are known for our realism — not just in sound but also
inour dealings with the public. We have always understood that the ques-
tion, “How good is it for the money?” is even more important to the major-
ity of people than “How good is it?”

That'swhy weare especially proud of the new Fisher 203 and 205 stereo
receivers. They are good, period — but they are extraordinarily good for the
money. We ought to know, since we also make receivers selling for twice as
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The new Fisher205.
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much and more. (The 205 is under $300. The 203 costs even less.)

The 203 is an 80-watt (IHF) receiver; the 205 delivers 120 watts (IHF)
Both include front panel controls and performance features usually seen FISHER
only in receivers costing a good deal more. _ _

We have prepared some detailed technical literature on these remark- We invented high fidelity.

able values, which is yours for the asking. Write to Fisher Radio, 11-40 45th ﬁ
Road, Long Island City, New York, N.Y.11101. 4
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with age. Since the force needed to move the tone
arm must come from the record groove, acting on
the pickup stylus, increasing friction in the arm it-
self eventually will require increased tracking
force; if friction becomes excessive the system lim-
its may be exceeded. Unless you are skilled at
cleaning and adjusting small mechanical assem-
blies, maintenance of the arm bearings is best left
1o a specialist.

Next in importance is the actual mounting of the
pickup. The mounting surface should be parallel to
the record surface when the pickup is in the playing
position if the ideal positioning of the stylus within
the groove is to be maintained. Since pickup car-
tridges may vary in height, tone arm manufacturers
often provide auxiliary mounting devices to correct
the discrepancy and maintain the necessary rela-
tionship between stylus tip and tone arm. Also, in
some changers there is an increase in tracking force
as the record-stack height is increased. A tracking
force gauge can be used to determine that the max-
imum tracking force is not exceeded even for the
top record in the stack. Itis a better idea to limit the
stack height than to run the risk of overloading the
stylus. If the stylus cantilever (the little moving
member that extends from the cartridge body and
holds the diamond tip) is bent, the geometry of the
system will be disturbed. A bent cantilever calls for
immediate stylus replacement.

The anuskating adjustment found on many of
today’s tone arms is calibrated by the arm’s manu-
facturer. Antiskating is intended to overcome the
inward radial thrust caused by the geometric de-
sign of a pivoted tone arm and by the frictional
force between the stylus tip and the record surface.
Properly adjusted. this feature will neutralize the
inward force so that the tracking force will be
equally distributed between the two groove walls.
Not only does this make for more accurate play-
back, but any groove wear will then similarly be di-
vided between the two groove walls. A severely
misadjusted antiskating control may actually de-
grade the sound and also decrease record lite.

Stylus Wear Means Record Wear

It goes without saying that 1o minimize record wear
you need a good stylus tip. Diamond tips are ex-
tremely hard—diamond is one of the hardest mate-
rials known—though they also are brittle. As in any

sliding system, there will be gradual wearing of

both surfaces—the disc’s and the stylus tip’s. The
originally smooth surface of the stylus tip develops
worn spots, or “flats”—slightly curved, polished
planes with abrupt edges at the intersection be-
tween the spherical surface and the flat.

Itis this discontinuous nature of the tip geometry
in a worn stytus that damages groove modulations.
When a badly worn stylus is used to play high-fre-
quency, high-level recorded passages, the flat arca
can no longer get around the sharp “corners” in the

groove and tends to deform the modulations into
new shapes. This “wiping” action breaks down the
groove walls. The damage is permanent; even dur-
ing subsequent plays with a new, well-formed
stylus tip, the groove damage will be heard as dis-
tortion. (Since the groove wall is physically dis-
torted, the signal it produces will be 100.) If the
worn tip continues to be used, it will continue to
wear. [t becomes increasingly V-shaped and
reaches further and further down into the groove,
attacking an ever larger area of the groove walls as
it goes.

Record wear, like many phenomena that appear
gradually, is something to which we can easily
adapt, accepting for a time the distortion and noise
it generates. As a result it is impossible to say just
when stylus wear becomes perceptible, and its pre-
vention is a matter much like tooth decay: It re-
quires expert inspection following a regular sched-
ule, and maintenance as dictated by the inspection.
Visual examination of the stylus by competent per-
sonnel with good optical equipment will telt you in
short order whether you need a replacement.

How long should you expect a stylus to last? It
would be convenient to have a known, fixed num-
ber with which to reply to this question, but no such
absolute exists. Stylus life will vary with the kind of
usage, the quality of the diamond, the finish of the
diamond tip, the cleanliness of the record groove,
and even the quality of the records. In general
terms it would probably be a waste of time 1o in-
spect the stvlus before 150 hours. while at 1.000
hours the stylus likely would exhibit considerable
wear even under almost ideal conditions. A good
time for the first inspection might be after 250
hours of use; if only negligible wear is seen then
reinspect within another 100 hours of use.

There is another kind of stylus damage that gen-
erally results from rough handling. As I mentioned
earlier, diamond is a brittle material. Ifitis struck a
sharp blow, it can shatter. The resultant tip will be
wregular and sharp—-a cutting tool rather than a
bearing surface. The chipped tip generally is easy
to identify. It will produce a loud. continuous hiss-
ing or tearing sound when playing a record. At the
same time, the color of the groove will change from
shiny black to dull grey. This color can be seen with
the naked eye in normal lighting. The obvious reni-
edy is immediate replacement of the stylus.

In discussing record wear | have tatked almost
exclusively about pickups and pickup main-
tenance. Record durability is in fact directly related
to how well the stylus tip treats the record surface
and is in essence a product of the thought and care
that go into the use of the phonograph pickup.
There is no substitute for fastidious installation and
maintenance of the phonograph pickup and arm.
Correct tracking force. a freely moving tone arm,
correctly applied anuskating, an etfective stylus tip
inspection program, careful handling of the pickup,
and a clean environment all are vial considera-

. . . r
1uons 1n reducmg record wear. \ |
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by Leonard Feldman

How to Understand Our Amplifier Reports

IN THE February 1972 issue | detailed the ways in
which the graphs and charts used in HigH FIDEL-
ITY's FM test reports can help you to distinguish
between the spectacular and the pedestrian, be-
tween the wonderful and the woetul. Amplifier test
reports contain even more graphs and charts, and
understanding them can give you a new insight into
that portion of your stereo system.

A high fidelity amplifier. whether it is built into a
receiver or sold as a separate unit, usually is what
we call an integrated amp—that is, a combination
of preamplitier/control unit with the power ampli-
fier itself n this installment I'll be talking about the
three graphs that refer to the power amp section.

Power Output Data
The basic graph in HF’s amplifier reports docu-

ments the output capability of the unit under test.
Just examine the sample graph and follow the let-

G,

ters A to F as we go. The horizonial markings of

this graph show . ..

A. Frequency in Hz—but not just the 20-10-
20,000-Hz range normally considered as the max-
imum extent of human hearing. Since we are deal-
ing with the over-all capability of the amplifier, we
need a scale that will show how it behaves down to
10 Hz and up to 100.000 Hz (100 kHz). The vertical
axis of the graph is labeled . ..

B. Response in dB. Decibel measurements al-
ways are relative to a fixed reference. Thus one can-
not say that an amplifier has “10 dB of power,”
though one can state that amp A produces “10 dB
more power” than amp B or thatan amplitier’s hum
and residual noise is 60 dB below™ its rated output,
which s designated as zero decibels (0 dB). The
bottom curve shown in this graph tells us about . . .

C. Frequency response at the [-watt output
level. A good unit will amplify all audible fre-
quencies by the same proportion, relative to their
input levels. To test this ability, a signal of uniform

POWER OUTPUT DATA

CHANNELS INDIVIDUALLY
Left at clipping: 45.6 watts for 0.17% THD

Left at 0.5% THD: 49 watts
Right at clipping: 49.5 watts for 0.20% THD

G,

Right at 0.5% THD: 50 watts
CHANNELS SIMULTANEOUSLY

Left at clipping: 40 watts for 0.35% THD
Right at clipping: 40.5 watts for 0.12% THD

©

POWER BANDWITH
(for 0.5% THD; 0 dB = 40 watts)

o 0

sy Below 10 Hz to 35 kHz ot

7] FREQUENCY RESPONSE

<QZD_ +5 (for 1 watt output)

D2 0 e ey
—5 e +1—3dB, 12 Hz to 80 kHz
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level but varying frequency (that is. a “flat” signal)
is fed into the amplifier. If we arbitrarily assign the
0-dB reference value to a l-watt output with a 1-
kHz input signal, the rest of the plot shows how far
the amplitude departs from this reference point at
other frequencies for the same input level. Ideally
this plot should be a straight line, which would in-
dicate that the amplifier has perfectly uniform re-
sponse throughout, and perhaps beyond, the au-
dible spectrum. In our example we see that the
response lends to droop a bit at extremely low fre-
quencies and rises a bit at the high-frequency end,
ultimately falling off'in the inaudible region above
20 kHz. The statement below the curve spells out
the limits of useful response and its deviation from
the 0-dB point within those limits. In a modern am-
plifier, good frequency response is fairly easy to
achieve and—as in our example—the response re-
mains relatively uniform from below the lowest au-
dible frequency to well above the highest one. The
other curve in this graph is known as . ..

D. Power bandwidth. Again, a reference 0-dB
level is established, but this time it corresponds to
the rated power output of the amp (in this example,
40 watts per channel), and the curve shows power
output at rated total harmonic distortion—a term
Pll explain in more detail when we come 1o the sec-
ond chart. The lab measures the maximum power
output that can be obtained across the frequency
spectrum without driving distortion higher than the
rated value: in thisexample, 0.5% THD. As you can
see, al mid-frequencies this value actually goes
above the 0-dB line, indicating that 0.5% THD is
not reached until after power output has exceeded
the nominal 40 watts per channel. Conversely, at
the frequency extremes, the curve tends to fall be-
low the 0-dB line, which indicates that the full 40
watts per channel is no longer attainable at less
than 0.5% harmonic distortion. The end points of
the curve arbitrarily correspond to the point at
which maximum power output attainable within
rated harmonic distortion is 3 dB below full power
output. The dB scale is logarithmic in nature and a
decrease of 3 dB in power corresponds to exactly
halt the 0-dB reference power—in our example, 20
watts per channel. Additional data are summarized
numerically under the heading . ..

E. Channels individually. Here the lab indicates
what power level can be measured from one chan-
nel of the amp when the reproduced tone (dis-
played visually on the screen of an oscilloscope)
shows the barest trace of “clipping” or flattening of
the top and bottom of the otherwise smooth wave-
form—a definite indication of overload in the am-
plifier circuit. Data are stated for both the left and
the right channel, as are data to show how much
power the amplifier can deliver at rated harmonic
distortion (0.5% in our example). All of these
measurements are conducted with a single channel

operating. In actual musical listening, of course,
both channels are called upon to deliver power at
the same time, so the final data presented in this
chart are measured by the lab while driving
both . ..

F.Channelssimultaneously. When both are oper-
ating, a typical amp will not deliver quite as much
per-channel power without clipping as it will when
each channel is driven singly. The limiting factor is
the amplifier’s built-in power supply section. In our
example maximum power per channel at clipping
is approximately 40 watts with both channels
driven, as opposed to more than 45 watts when
each was driven alone.

Harmonic Distortion Curves

This important graph tells much about the power
output capability and the fidelity of reproduction
of'a given amplifier. You will note that distortion is
plotted against . ..

A. Frequency in Hz. When you read that an am-
plifier, for example, is rated at 0.5% total harmonic
distortion (often abbreviated THD), the usual im-
plication is that this much distortion was measured
in reproducing a signal frequency of | kHz (1,000
Hz). The high fidelity component industry has al-
ways taken the position that human hearing (and
hence, sound-reproducing equipment) extends
over the range from 20 Hz 10 20 kHz. Most people
cannot hear a/l of these trequencies of course. Usu-
ally age reduces the ability to perceive the ex-
tremely high frequencies. Statistically, women per-
ceive higher frequencies than men of the same age.
Whatever your hearing range. you need to know
how distortion at the extreme frequencies com-
pares with distortion in the midrange—that is,
around | kHz. Itis, in fact, easier to achieve low dis-
tortion at mid-frequencies than it is at the extremes.
So we must be able to tell what happens at ditlerent
audio frequencies as we plot . ..

B. The percentage of THD. Distortion consists of
signal components or tones that were not present in
the original sound. There are many forms of distor-
tion possible in electronic reproduction. Harmonic
distortion contributes false overtones to the origi-
nal program content. The distortion is expressed as
a percentage—thatis, the ratioof unwanted tones to
desired tone, multiplied by 100. Two separate
scales are shown in the vertical axis, because we are
plotting two separate distortion curves for this am-
plifier. The first represents . ..

C. THD at rated power output—in this example
40 watts per channel. It takes more watts of electri-
cal power to produce louder sounds, since sound it-
self' is a form of power and can be measured in
acoustic watts. In all of HF’s graphic presentations
power is discussed with reference to a single chan-
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nel of a given amp and, unless otherwise specified,
for an assumed load (to simulate performance
when the amplitier i1s driving a loudspeaker) of 8
ohms. Under these conditions our sample amp is
rated at 40 watts per channel, so distortion meas-
urements are made at this output. Note that in this

sample, although the curve shows a distortion of

about 0.1% at 1 kHz, it rises significantly at ...

D. The extreme frequencies. especially in the
high treble. Great amounts of distortion are just as
annoying (some people say even more annoying) in
very low bass tones and high treble tones as they
are at mid-frequencies. Here, distortion rises (o
over 0.5% at about 15 kHz and to about 0.2% at 20
Hz. All things being equatl, the distortion character-
istics of each channel of a stereo amp should be
identical, since the same basic circuitry is used for
both . ..

E. Left and right channels. But individual circuit
components often are not quite equal in their val-
ues, and the differences have a way of piling up.

Hence separate distertion tests are made for each
channel. Left channel results are plotted using a
solid tine, while the right channel is plotted as a
dotted line. As you can see the right-channel distor-
tion at the high frequencies is considerably greater
than that in the left channel for this sample. But
now look at . ..

F. The half-power distortion rating. A well de-
signed amp should not reach rated distortion be-
fore achieving its rated power output. At all oper-
ating power levels below rated output the
distortion also should be lower than the rated
amount. The lab makes a second set of distortion
measurements at half the rated power—in this ex-
ample, 20 watts per channel. Again, both channels
are measured, but now we find that. ..

G. Distortion is lower and also is virtually the
same in both channels. Note that it approaches
0.5% at the high-frequency end of the spectrum. At
mid-frequencies—around | kHz or so—the distor-
tion is so low that it is virtuatly impossible to read

. AND MORE TO COME

Leonard Feldman’s explanation of our lest graphs
reflects the data as we have been odresenting
them, for the most part, over a number of years.
We—and CBS Labs, of course—are always seek-
ing to plug any potential ‘‘loopholes” in the test
procedure however; and from time to time we add
more data when we think the information can be
of use to our readers in selecting or using compo-
nents.

For some time the lab has actually been making
three sets of harmonic-distortion measurements:
the two discussed by Mr. Feldman plus another at
amere 1 per cent of rated power. In his example,
therefore, the third curve would represent THD at
0.4 watts (400 milliwatts) output. Though the
curves have not been published, the information
they contain has. Such expressions as “‘low dis-
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tortion even at very low power levels” have ap-
peared regularly in our reports and are based on
the 1 per cent output measurements.

The original intent of the measurement was to
seek out a type of harmonic distortion, character-
istic in solid-state (as opposed to tubed) circuits,
that becomes evident only at very low output lev-
els. While we have encountered no equipment
that we would rate as substandard for its price
class in this respect since the 1 per cent power
measurements began, typical power ratings have
been growing ever higher during that period. As a
result, there is greater likelihood than ever that
modern amplifiers will often be used far below
rated output. Pcor harmonic distortion at these
levels will therefore be particularly important; and
beginning in our October issue we will be publish-
ing the third curve as an aid to evaluating ampli-
fier performance.
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the values from the graph. When this happens, as it
frequently does with better equipment, the vertical
scale may have to be expanded to show divisions at
halves or even tenths of a per cent. Sometimes dis-
tortion is so low as to approach that inherent in the
measuring equipment. In that event the curve may
be discontinuous in the area where no definite nu-
merical distortion values can be assigned.

IM Characteristics

As | mentioned earlier, harmonic distortion is just
one of the forms of distortion that can be present in
an amplifier. Another form of annoying distortion
is intermodulation—usually abbreviated as IM
distortion. Again, following the letters from A 10 G,
lel’s first define what we mean by the term . ..

A. Intermodulation. Musical programming con-
sists not of single tones (such as were used in
measuring THD), but of a complex of tones that
usually occur simultaneously in the low, middle,
and high portions of the audible frequency spec-
trum. In an amplifier they can interact with (or
“beat” against) each other to produce new. unde-
sirable tones at the sum and ditference frequencies
of the original tones. For example the simultaneous
presence of 60 Hz and 7.000 Hz may produce mi-
nute amounts of 6,930 Hz and 7,060 Hz. The pres-
ence of such extraneous signals has been named in-
termodulation distortion. and the two frequencies
cited are in fact the very ones used to test for IM
distortion. The lab mixes the input signals in the ra-
tioof 4:1: thatis, a 60-Hz signal is fed to the ampli-
fier together with a 7,000-Hz signal that is four
times weaker in amplitude. An instrument sensitive
only to the sum and difference frequencies is used
to detect IM distortion. Like THD, IM varies
with . ..

B. Power output in watts. We therefore plot this
form of distortion as a function of power output per
channel (rather than of frequency) along the hori-
zonlal axis of the graph. The vertical axis of the
graph expresses . . .

C. Per cent IM distortion. In tube amplitiers, IM
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distortion typically runs higher than THD. al-
though in modern solid-state amplifiers it often is
no higher, and sometimes even lower, than THD.
In our example, percentages are quite low until we
approach the maximum power output capability of
the amplitier. Most solid-state amps have varying
power oulput capabilities depending upon the im-
pedance of the loudspeakers with which they are
used. Most high fidelity loudspeaker sysiems are
rated at a nominal impedance of 8 ohms, although
there are some very popular 4-ohm and 16-ohm
models. Moreover, the load impedance may
change if multiple speakers are connected to the
same output taps (e.g., two 8-ohm speakers in par-
allel across the same terminals create a 4-ohm load;
in series. a 16-ohm load). For all this, the graph pre-
sents IM characteristics when using an . ..

D. 8-ohm load (the solid line). as well as IM char-
acteristics when using a . ..

E. 4-ohm load (dashed line) and a . . .

F. 16-ohm load (shown as a dot-dashed line). In
our example the amplifier exhibited highest power
output at low IM when tested with an 8-ohm load—
a common situation, though many amplifiers will
deliver more power to 4 ohms than to 8 ohms with-
out producing excessive IM distortion. Using a 16-
ohm load reduced the power output capability per
channel considerably. which is typical of modern
amplifiers. Note that each distortion curve rises
steeply as power is increased above the working
maximum for the given load. This phenomenon is
lypical, as is . ..

G. Slightly rising distortion at low power output.
The risc here is much gentler, though distortion
measurements cantinue to rise as output is reduced
below the I-watt level at the left of the graph.

In the next installment I’ll take up the control/
preamp section of integrated amplifiers and receiv-
ers. Only one graph represents the performance of
this circuitry—which can be found in separate
preamps as well of course—but it is a rather com-
plex one. [We've scheduled Part 2 for the October
issue.—Ed.]

Mr. Feldman, an audio consuliani, lasi appeared in
these pages with How to Pick FM Antennas in April.
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When it comes to fine stereo systems...
a Marantz i1s a Marantz
Is a Marantz.
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That m=ans that Marantz not only
makes tie finest most expensive
ctereo equipment in the world
but also the finest least expensive
stereo equipment in the world.
O ar $1319Marantz stereo compo-
nent system for example includes
-he Marantz Model 120 stereo-
oshonic tuner featuring the exclu-
sive Gyro-Touch tuning and
built-in oscilloscope for $429; the
Model 3300 preamplifier/control
centzr that offers you full control
facilit es at $395; plus the Marantz
Model Z50, a 250 watt RMS power
ampli‘ier priced at $495. Put them
all 1ogether they spell Marantz —
B tctal of $1319 worth of the best
' scereaequipmentavailableforthe
cornoisseur.

1319

...-‘,..u-nlﬂ-

For the budget-minded mvusic lover,
Marantz also makes the fivest, least
expersive stareo equipment in the
world. Marantz offers a component
system that includes the Marentz Madel
110 FM/AM stereophonic tuner ‘ea-
turing Gyro-"ouch tuning “or only
$179 95, and beautifully comple-
mentad by the Marantz Mode 1030
stereo preama-emplifier with 15
watts RMS per c—hannel priced at
only $149.95 A great system for

the budding <tereo enthusiast and

the best buy for the money in tae

audio world. $329.%

Same name, samre quality —rega-dless of price. That's
Marantz’ superior quality, inherent in the full line of
components. And to complete vour system choose a Marantz

Imperial speaker system. mameEn mneEn nw W,
We sound better.

© 1972 aarantz Co., Inc., a subsidiary of Superscope, 1c., P Q. Box @9A, Sun Valley, Calif. 91352, In Ewope: Marantz nt'lS. A, Brusselk, Belgium. In Canada
Electrohere, Ltd., Kitchener Ontario. Prices subgect to change withowt notice. Send for free caalog.
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Boulaz conducts Bartok

clarity will delight Barték
lovers and Boulez lovers. And,
since this is Boulez’ second
recording as Music Director
of the New York Philhar-
monic, New York Philhar-
monic lovers, too. *

E. Power Biggs
Bach 0)'£an Favorires
ol.5

Fantasy and Fugue in G Minor (The “Great”)
Fantasy in G Major
Prelude and Fugue in B Minor (The “Great”)
Prelude and Fugue in G Major (Weimar}
horale Preludes:
“Jesu, Priceless Treasure”/“We All Believe in One God,
The Creator” (The “Giant” Fugue)

ElL

M 31424 Biggs has done it
again. Thisis Volume 5ina
highly popular series of Bach
favorites performed on the
Flentrop tracker organ. Bach
may well be the only man
who ever wrote 5 volumes of
“favorites.”*

*Recorded for 4-channel
tNot available on tape

2-RECORD .
sst Serkin/Szell
Brahms: The Piano Concertos

No.1in D Minor.OQp. 15
No.2 in B-Flat Major.Op. 83
The Cleveland Orchestra

[ w et 5 3 "!.
MG 31421t A specially priced
2-record set. Brahms by
brahmans. Serkin and Szell,
themselves two of the world's
greatest masters in the cen
tral European musical tradi
tion, studied together under
the same man, a master who
actually knew Brahms.

Romance/lsaac Stern
FAVORITE MELODIES FOR THE QUIET HOURS
CHOPIN: Nocturne in E-Flat
SATIE; Gymnopédie No.3/SCHUBERT: Serenade
BORODIN: Nocturne/RUBINSTEIN: Romance
DEBUSSY: The Girt with the Flaxen Hair
MENDELSSOHN: OnWings of Song, and more
Frank Brieff canducting the Columbia Symphony
Orchestral arrangements byArthurﬁams

M 31425 When a master
records some old favorites,
they become new favorites
Stern sets the mood here for
romance, in a way no lesser
artists could accomplish.*

ZRECORDSET B ACH/THE SIX
BRANDENBURG
CONCERTOS
ANTHONY NEWMAN
AND FRIENDS

M2 31398 A 2-record set.
Newman is the iconoclast the
musical world has been
buzzing over. This is his first
recording as a conductor (he
also plays harpsichord con-
tinuo on the album). We
guarantee there’ll be some
surprises on this tradition-
breaking album.*

Seven new albums for people
who were only planning fo buy
seven new
albums
this year.

Sternyvoun Zukerman vious
arenboim,conbucror
Mogzart: SinfoniaConcertante
Stamitz:SinfoniaConcertante
THE ZNGLISHCHAMBER ORCHESTRA

(4

-

M 31369 This album has
everything. Three of the
giants of the music world
here come together for the
first time on record. This is
Zukerman's first recording as
a violist (he's great). And

the music: Mozart and
Stamitz. Everything.*

2-RECORD S|

" Isaac Stern

The Great Beethoven
& Brahms Violin Concertos
Leonard Bernstein
New York Philharmonic
Eugene Ormandy
l The Philadelphia Orchestra

MG 31418 A specially
priced 2-record set. The
greatest performing violin
virtuoso of our age performs
two of the greatest violin and
orchestra masterpieces of
all-time. Hard to beat

On Columbia
Records «
and Tapes
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Schubert Explorations

Badura-Skoda's complete edition of the Piano Sonatas

by Harris Goldsmith

RECORDING the compiete cycle of thirty-lwo Beethoven
piano sonatas has come to be a very “in” thing to do
these days—a sort of bar mizvah for scholarly interpreters
wishing to make their mark in a highly competitive
world. In contrast, Schubert’s parallel works continue to
be looked upon as Cinderellas of the piano repertory.
Most pianists play one or two (usually the “little” A ma-
jor, D. 664 or the posthumous B flat, D. 960) and are con-
tent to let the lesser known works gather dust. There are,
admittedly, problems in Schubert’s piano style that de-
mand a specialized sympathy and understanding. It is
not enough merely to play the notes clearly and liter-
ally—in addition to such scrupulous attention to detail, a
certain unpressured quality is needed, the ability 10 be
rhythnucally free without causing the often discursive
music to disintegrate on the one hand or become rigidly
perfunctory on the other. Moreover, after all is said and
done, Schubert’s piano sonatas require a certain type of
listener who will—in the earlier, experimental works par-
ticularly--be patient with certain gaucheries while focus-
ing on the beauty and originality of the concept.
For me, Deutsche Grammophon’s nine-disc Wilhelm
Kempff edition released last year was, if not perfect, as
lose to that ideal as is possible. No pianist is going
to play every one of these pieces equally well. Indeed, it
1s highly unlikely that the lesser ones are even a part of
his active repertoire. Yet whatever reservations one may
have about KempfT’s slow tempo in the first movement
of one sonata or about his angular treatment of detail in
the third movement of another, the totality of his playing
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projects a clear and unmistakable image of an artist and
supreme stylist, a player who not only understands Schu-
bert’s often misunderstood style, but who is able to in-
fuse the music with a profound, granitic beauty and lofty
instrumental finesse.

Badura-Skoda comes to the project with decided qual-
ifications of his own. Steeped in the Viennese tradition,
he clearly loves this music and feels much of it.  have, in
the past, taken issue with this player, particularly in
Beethoven where his approach seemed lacking in firm-

ness and cumulative grandeur. Although, as Kempfl

proves, a Beethovenian cragginess is not out of place in
Schubert; it is possible to get along without it. Badura-
Skoda’s lyrical impulses are all to the good in this music,
and his expansive, colorful, supple pianism is likewise
appropriate. 1 like his clear voicing, his scrupulous (but
not overly literal) attention to details and agogic marks.
The smaller compositions come off especially well in
these simple, sympathetic, tonally lustrous readings.
But if Beethovenian drama is not always a prerequi-
site in Schubert, a firm sense of rhvthm most certainly is.
This, alas, is an area in which I have always found
Badura-Skoda deficent. When he is playing with
straightforward, four-square solidity, he is able to man-
age an excellent, clear exposition of the music. But often
stylization demands that a Ldandler thythm be pointed
with exaggerated emphasis and Badura-Skoda, with no
inner metronome to guide him, falls right into the trap.
In instances like these, his playing becomes mannered,
and your guess is as good as mine as to where the down-
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beats are. | also find that this fundamentally lyric, small-
scaled player tends to overinterpret when he comes 10
music that demands more than he has to give. In such
unfortunate circumstances, his natural charm vanishes
and one is left instead with a petulant, rather tightfisted
calculation.

Before delving too deeply into the quality of the play-
ing, however, it must be pointed out that Badura-
Skoda’s Schubert edition is not strictly competitive with
Kempfls. There is the problem of just what constitutes
“completeness.” Schubert was notorious for leaving
works in an unfinished state. [t would seem that ideas
came 1o him too fast and that he was simply unable to get
them all onto paper. The fact that most of Schubert’s un-
finished sonatas break ofl' just at the point of recapitula-
tion would seem to add fuel to the contention that he
would come back to them later. We know from his fin-
ished pieces that, unlike Beethoven who liked surprises,
“recapitulation” was, for him, mostly a pro formu oper-
ation. Thus it also follows that all a restorer need do is
see that the exposition is suitably altered so that the re-
stated material stays in the home key. On the other hand.
it is more than plausible that Schubert discontinued
working on some of his ideas because either he got into
structural difficulties with a particularly daring modu-
lation, or he found the material itself at tault. Obviously,
the task of restoring a movementsuch as the lastof D. 840
which breaks off'in, rather than after, the development is
far more hazardous.

Kempfl'is mostly a purist in his recorded cycle. In one
instance he uses a completion printed in the Universal
Edition, but in all others he presents only those move-
ments which are capable of standing just as the compos-
er left them. (This was essentially the tack that Frieder-
ich Withrer took in his pioneering and now superseded
integral recording for Vox.) Badura-Skoda. on the other
hand, notonly completes the fragment movements (usu-
ally very well, I must say), he also recruits (detractors will
say “shanghaies™) extra movements from isolated indi-
vidual pieces written around the same time as the so-
natas to which they are added. The justification here is
that Schubert had the habit of breaking up his sonatas so
that he might better sell them to his publishers. It will be
up to you to determine whether such hybrids “work™ as
integral units. Most of them. to my mind. are feasible. al-
though at least one strikes me as a dismal failure. 1f you
want to hear a lot of music you can’t find elsewhere, you
might as well stop reading at this point and get Volumes
Two through Four of Badura-Skoda.

Those not hell-bent on having every last scrap of
Schubert they can get their hands on (there are two frag-
ments which are even beyond salvation for the tenacious

and resourceful Badura-Skoda—a fragment in C sharp
minor which exists only up to the exposition’s end and
thirty-eight bars of an E minor Sarz) will want to weigh
the merits of completeness and interpretation and draw
their own conclusions. Here is a brief rundown on these
problematical works:

E major. D. 157. This three-movement work of 1815 is
listed as a fragment in the Kemptl set. Both artists re-
frain from adding to the torso. if indeed it is one. The
music 1s somewhat analogous to the first symphony and
B-S romps through it in high-spirited fashion. K is a bit
more manicured, less exuberant but full of delicacy. 1
prefer the more vernal. untrammeled B-S.

C major, D. 279. Going on the logical assumption that
Schubert wouldn’t have ended this 1815 work with a
minuetto, B-S adds an Allegretto D. 346 composed a
year after. This is one of the more remarkable early
pieces—a first movement that is rather Mozartean but at
the same time full of zany key relationships. and a mag-
giore trio section of the utmost poignance in the min-
uetto. K is clearly preferable to the spasmodic B-S. He
has firmer rhythm and his slower tempo for the Minuet is
stronger, clearer. Moreover the extra movement B-S
adds is less attractive than the others.

E major, D. 459. This 1816 work has long been avail-
able in a Breitkopf & Hartel edition under the title Fiinf
Stiicke. The first two movements, however, have sub-
sequently turned up in mss. form as a sonata. Since
there is no surviving autograph for the remaining three
movements. we know that Schubert broke up this work,
but can only guess as 1o whether the original sonata had
two minuets. Badura-Skoda. Kempfl. and virtually
everyone else play all five movements, call it a sonata,
and ask no questions. There is no contest between K and
B-S. although the new Haebler reviewed below gives K a
good run for his money and almost unseats him. This is,
incidentally, one of Schubert’s most irresistible youthful
efforts.

A flat, D. 557. Schubert scholar Erwin Ratz is pretty
dogmatic about this piece: e dismisses it entirely and
Universal's edition doesn’t even include it. The piece is.
1o be sure, rather lightweight, but certainly deserves an
occasional hearing. (It is, for piano teachers in quest of
new material, certainly preferable 10 the banal Clementi
sonatinas and probably not that much more difficult.)
B-S. like his predecessors. plays the work in its arguably
incomplete three-movement form. K is a bit faster in the
No. 2 Alla marcia and plays No. | with more point and
pomp. B-§ has greuter lightness in No. 3, but it’s fairly
close. K gets the nod because his rhythm throughout is
better sprung.

E minor. D. 566. B-S adds a Scherzo and an Allegretto
molto. D. 306 composed in 1816, a year before the stand-
ard two movements. [t’s not a good solution. and the dis-
parity between keys from the end of movement two to
the added movement three makes my stomach drop. In
any case. I much prefer K's Weberish, beautifully con-
trolled playing 10 B-S's fidgety, contorted “inter-
pretation.”

F sharp minor, D. 571/570. Both K and Wiihrer omit
this three-movement work, but Frederick Marvin once
recorded it for Vernon Duke’s Society of Forgotten Mu-
sic. B-S adds aslow movement that was written in 1818, a
year after the others. | prefer his more songful, less per-
cussive approach, and draw particular atientioh 10 the
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Scherzo. which resembles that of the E flat Sonata. D.
568.

F minor. D. 625. The first movement ot this three-
movement work is incomplete. K uses the more or less
standard reconstruction printed in the Universal Edi-
tion; B-S uses his own. which is much more resourceful.
In addition he adds an Adagio. . 505 since the work
really has no slow movement. 1U’s B-S all the way here.
He brings out all the wild key relations and contradic-
tionsin this fascinating piece. Sometimes the music fore-
shadows the great romantic keyboard essays like Schu-
mann’s F sharp minor Sonata and Chopin’s B minor. At
the same time, it also harks back to the age of classicism
(there is a decided likeness to the finale of Beethoven's C
minor Trio, Op. I. No. 3). K, though competent. 1s rather
square and dutiful—tar below his best.

C major, D. 613/612. B-S completes the fragmentary
first and third movements of this charming, albeit florid,
work and adds a central Adagio. D.612. The others omit
it entirely.

C major. D.840. The last and unarguably the greatest
ot the unlinished sonatas, this work consists of' two mag-
nificent, entirely completed movements: a Scherzo.
which though without an end has a complete trio section
and a rather trivial finale that breaks off at midpoint in
the development. K plays only the first two sections in-
comparably well. Withrer used the completion by Ernst
Krenck, and Richter—taking the oddest tack of all in his
old Monitor recording—plays the standard two move-
ments plus the two fragments, stopping dead in his tracks
exactly as Schubert did (he also drags the tempos to dis-
traction). B-S uses his own version here and turns in his
most ambitious composing project. He ingeniously
brings the theme of' the first movement back twice in the
finale—once in the development and once in the coda.
{He has ample precedent for so doing in the posthumous
A major Sonata. . 939) He plays the opening move-
ments admirably enough, but by no means as well as K.

The remaining sonatas are all complete. and it would
be futile to discuss every last one. On the whole. 1 would
definitely advise against Volume | of B-S which contains
segmented. rambling, woefully deficient accounts of the
three great posthumous sonatas. K is supreme in the €
minor: Michele Bogner (Musical Heritage Society) has
the best currently available disc of the B flat; and Sera-
phim should reissue Artur Schnabel’s incomparable ac-
count of the A major. (K is a bit too square in D. 959 and
100 restrained in D. 960.) | would ako advise against
Volume 4. which contains in addition to B-8's possibly
useful completion of the D. 840. his teeble, petulantly
phrased, desperate account of the D major, . 850, and
heavy, sprawling accounts of the big A minor. [2. 845 and
the G major Fanrasy Sonata, D. 894. Quite surprisingly.
B-S turns in a reading of the “little™ A major that is quite
superior 1o even such excellent accounts as Richter (An-
gel) and Kemptt, while his account of the superb B ma-
jor, D. 575 gives K a good run for his money (both could
have taken a livelier, rowdier tempo in the final rondo).
In the others, B-S is usually sane and dependabie. but no
match for K. The Kempfl achievement with the A mi-
nor, D. 784 is. for instance, one of the most illuminating
discoveries the phonograph can offer—a truly revelatory.
grand interpretation.

Badura-Skoda deserves praise for this undertaking,
and while he hardly emerges from its tires unscathed, he
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nevertheless wins not only grudging respect but a modi-
cum of admiration. RCA’s sound is mostly deep and
resonant.

Ingrid Haebler has been working away quietly on her
own Schubert cyele for Philips. Her latest installment
features a tovely, spirited account of the early E major
Sonata, D. 459. She gives special cogency 1o the second
minuet by taking it very briskly, and her fingerwork has
real style and snap threughout. This reading surpasscs
Badura-Skoda’s and closely rivals the Kemptl which I,
nevertheless, continue 10 prefer for its greater satirical
point. In the C minor posthumous Sonata, ). 958, Hae-
bler’s tastetul musicality is completely in evidence. So,
unfortunately, is her almost painstaking avoidance of
drama and gravity. Often, as in the passage at measure
27 of the first movement, she lapses into a perfunctory
déruché. and both the Adagio (uncomtortably small and
brisk) and finale (which here sounds like a poor man’s
Op. 31, No. 3) lack sinister breadth. The reproduction is
wondertul, and there are none ot the annoying pre-
echoes that mar Badura-Skoda’s D. 459.

Karl Ulrich Schnabel, son ot the great Artur, isan art-
ist who ought to be much better known than he is. A
modest, retiring man, he has spent much of his career
giving master classes, but he is a first-class musician. His
account of the A minor Sonata, . 845 is highly person-
alized without being overly subjective. In other words,
though there is a goodly amount of 1empo shifting and
rubato in order to delineate structure, meter, and har-
mony, an over-all consummate 1astefulness and propor-
tion are always in evidence. 1 find the playing of the
Scherzo especially subtle and winning, but in all tour
movements the pianism isof the highest order. There are
so many impishly turned, twinkling phrases and yet a
sublime seriousness of intent. This A minor easily com-
petes with the myriad available interpretations:
Kempfl's, though similar. is a mite more objective. Rich-
ter’s (on an old Monitor disc) is entirely too much so, and
Kraus (Cardinal) takes an altogether bleaker. grimmer
view. The Momenis nwusicaux are lovingly played, but
here | tind the approach a bit overly solemn. Knowing
and sympathetic as K.U. Schnabel’s re-creations are, |
tind a more elemental outspoken enjoyment in the re-
cent, incomparable Chitord Curzon account (London).
Certainly No. 2 of these pieces needn’t sound so lethar-
gic and doom-laden as Schnabel plays it here. The sound
(a product of Kiwi of New Zealand) is vivid. but its as-
tringency may take some getting used to. I ratherlike it.

'B SCHUBERT: Sonatas for Piano (complete). Paul Ba-
dura-Skoda, piano. RCA Victrola VICS 6128/31, $8.94
each (four boxed sets, three discs each set)

In C minor, D. 958; in A, D. §59; in B tlat, D. 960 (in VICS 6128); in E, D

157:in C, D, 279/346;in E, D.459: in A minor, D.537; in A tlat, D. 557; in

E minor, D. 566/506; in E flat, D. 568 (in VICS 6129); in F sharp minor, D.

571/604/570;in B, D.575;ir C,D.613/612;inF minor, D.625/505;in A,

D.664; in Aminor, D. 784 (in VICS 6130); in A minor, D. 845;in C, D, 840;

in D, D. 850: in G, C. 894 (in VICS 6131).

SCHUBERT: Sonatas for Piano: in E, D. 459; in C minor, D.

958. Ingrid Haebler, piano. Philips 6500 082, $6.98.

E SCHUBERT: Sona:a for Piano in A minor, D. 845; Mo-
ments Musicaux, D. 780. Karl Ulrich Schnabel, piano.
Musical Heritage MHS 1245, $2.79 (Musical Heritage
Society, 1991 Broadway, New York, N.Y. 10023)

Selected comparisans:
Kempft
Wuhrer

DGG 2720024
Vox 5009/11
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Sir Adrian Boult and his forces at Kingsway Hall—rescuing The Pilgrim’s Progress from obscurity.

Vaughan Williams and His Pilgrim’s Progress

An opera illuminates
its composer

by Patrick J. Smith

IT 1S NOT SURPRISING that Ralph Vaughan Williams
should have written an opera (which he cailed a “Moral-
ily”) based on John Bunyan’s Pilgrin’s Progress, given
this composer’s lifelong interest in things English and re-
ligious music. He worked on the project off and on for
most of his life, from as early as 1904; rigorously after
the First World War (one episode, The Shepherds of the
Delectuble Mouniains, was published in 1922), and fi-
nally finished it for a Covent Garden production in 1951.
The work was received politely. had a more positive
Cambridge revival in 1954, and has lain largely dormant
since. The present recording was made in connection
with the hundredth anniversary celebration of his birth.
The opera will not rank in the forefront of his works

thatis, F doubt whether it will appeal to one not already a
Vaughan Williams admirer, if not enthusiast yet in a
strange way it lies at the heart of the man and the com-
poser. for it articulates a view of life which he must have
felt sirongly to have kept working on the opera for as
long as he did (his progress being thus analogaus to Pil-
grim’s). The problems with the opera are obvious. It is a
“tableau™ opera—that is. a series of vivid scenes linked
by the figure of the questing Pilgrim seeking salvation
from his burden of worldliness and guilt. Although the
theme itself is generally related to “pilgrim™ works such
as Parsiful, it 1s here treated far less dramatically and
more episodically. Yet | would agree with the composer
thatitis withal a stage work and not something to be put
on in Church. Certainly developments in stage lighting
and projections could enliven the scenes and compen-

sate for the lack af development of the central character
or the fuzziness of many of the subordinate ones. The
lexi, taken by the composer from Bunyan and the Bible,
is refreshing in its richness of language.

Another problem is the story itself. Pilgrim’s search
for salvation through the thorns of life is largely alien to
today’s approach to religion. Bunyan’s view of life was
not only continually sober and didactic, but militantly
Puritan in orientation. Vaughan Williams made a minor
attempt to universalize the religious implications by call-
ing his hero “Pilgrim” instead of “Christian,” but the
structure and language are still Christian in inspiration
(Christ is never specifically mentioned, but often re-
ferred 10), and the overcoming of materialistic snares
through decisive action and right thinking is completely
Puritan in outlook. Even Parsiful, which is hardly “to-
day’s” opera, is more in tune with whatever religious
revival is taking place now than is The Pilgrim’s Prog-
ress, simply because Wagner himself fudged the specifics
of his hero's religion. Certainty the young who seek a re-
ligious experience today base it more on mysticism and
ineffability, so that Bunyan’s constant harping on
“duty,” however much it may accord with their own eth-
ical standards, will smack entirely 100 much of what re-
mains in the churches that they have been spoon-fed
from their parents.

Paradoxically, however. the easy melodiousness of
much of the music mitigates a good deal of the Puritan-
1sm of the text. Not only are the scenes strongly
presented. but there are in addition lovely settings of
Psalms 23 and 121. Vaughan Williams’ music is basically
emotional in its content, which divorces it from much of
the music of its time (his English counterpart would be
Tippett rather than Britten), and its very ear- and heart-
pleasing qualities have led it 10 be dismissed as facile.
His music is not a litle simplistic in its tonality, its
modality. and (in the present work) a fondness for the
minor second to depict Evil and a general miasma of
Anglican litany patterns and church cadences. It is easy
music to sneer at, but it is also hard 1o obliterate, and its
range is larger than one would suppose. Vaughan Wil-
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liams™ astringent Fourth Symphony has found more fa-
vor than his pastoral Fifth (which by the way contains
several themes from the opera), but both are representa-
tive of the composer at his most characteristic, and there
is no doubt that he was a master at being able toconvey a
type of music largely unwritien today: that which por-
trays a state of rapt, joyous, and almost limitless calm.
The sections of the opera which reflect this—//ouse
Beauriful. the atorementioned Shepherds. and the Alle-
lulia close in Heaven—are indeed beautful, and are
moreover contrasted with such sections as the Barirle with
Apollyon or the scene in Vaunity Fair. Vaughan Williams’
works are generally more unified in that they present a
single side of his musical thought: in this sense Pilgrin’s
Progress contains all of them and illumines the com-
poser whole.

The key to the opera—and, perhaps. to its final fail-
ure—is the scene of Pilgrim in Prison. Here is the only
ptace in which the hero has doubts, and his monologue is
central to the opera in that it must convey the anguish
and importance of Pilgrim’s quest. To me, the scene goes
a long way to doing just this—aided by the performance
of John Noble, who is fully part of the role—but with all
its sincerity and nobility the leap to identification is not
made. Part of this is doubtless musical, for Vaughan Wil-
liams abandons the anguish when Pilgrim finds the key
to unlock the gates. and the rest of the scene is on his
home grounds of wonder in the Lord. But there 15 also a
nagging need 1o posit a prior acceptance of the Christian
(or whatever) way of life. and that is what sets this opera
apart from, say, a Christian work such as the Sr. Matthew
Passion of Bach. which is universal.

The recording. by thatold Vaughan Williams hand Sir
Adrian Boull, is the only one (long ago Westminster re-
corded some of the songs). and is very fine, although a bit
bass-heavy and confined in the choral scenes. The large

cast is almost without exception excellent, and John
Noble, as the Pilgrim, has long acquaintance with the
role (he appeared in the Cambridge production) and.
one imagines, could not be betiered. The final side is
taken up with excerpts from the rehearsal sessions, and
may be of interest to those who (a) are Boult admirers or
(b) have never attended rehearsals.

The Pilgrim’s Progress does not deserve obscurity: [t is
on the whole faithful to Bunyan and certainly faithful 1o
the best in Vaughan Williams. The opera will never be-
come a repertory piece, nor should it: but on the other
hand it should not be relegated to church productions.
Vaughan Williams said: “They don’t like i1, they won't
like it, and perhaps they never will like it, butit’s the sort
of opera | wanted to write, and there it is.” So be i, but
“they” do not include me.

VAUGHAN WILLIAMS: The Pilgrim’s Progress. John Noble (b),
The Pilgrim; Raimund Herincx (b), John Bunyan and Lord
Hate-Good; John Carol Case (b), Evangelist; Wynford Evans
(1), Pliable and a Shepherd; Christopher Keyte (bs), Obstinate,
Judas Iscariot, and Pontius Pilate; Geaffrey Shaw (b), Mistrust
ana Demas; Bernard Dickerson (t), Timorous and Usher;
Sheila Armstrong (s), A Shining One and Voice of a Bird; Marie
Hayward (s), A Shining One and Madam Wanton; Gloria Jen-
nings (¢), A Shining One and Madam By-Ends; lan Partridge
(1), Interpreter and Superstition; John Shirley-Quirk (b), Watch-
ful, the Porter; Terence Sharpe (b), Herald and a Shepherd;
Robert Lloyd (bs). Apollyon and a Shepherd; Norma Burrowes
(s). Branchbearer and Malice; Alfreda Hodgson (c), Cupbear-
er and Pickthank; Joseph Wward (t), Lord Lechery; Richard
Angas (bs), Simon Magus and Envy; John Elwes (t), Worldly
Glary and Celestial Messenger; Dela Wallis (ms), Madam
Bubble; Wendy Eathorne (s), A Woodcutter's Boy; Gerald Eng-
lish (1), Mr. By-Ends; Doreen Price (s), Jean Temperley (ms),
and Kenneth Woolam (), Voices from Heaven; London Phil-
harmonic Chorus and Orchestra, Sir Adrian Boult, cond. Angel
SCL 3785, $17.94 (three discs)

by Susan T. Sommer

The Sun-Drenched Genius of Monteverdi

A cornucopia of madrigals from Raymond Leppard via Philips

For THIS HANDSOME boxed set of five discs containing al-
most fifty of Monteverdi’s mature chamber works, Phil-
ips has assembled an all-star cast conducted by the
energetic Ravinond Leppard. Leppard’s sumptuous re-
alizations of 300-year-old baroque operas have led the
Monteverdi/Cavalli revival and sent enthusiastic au-
diences flocking 10 opera houses. Now, thanks to Philips’
path-breaking venture, the same audience can hear an-
other facet of Monteverdi’s genius in their own homes.

Even though | have known and admired individual
picces from these collections for years, | found it a reve-
lation to experience the entire scope of Monteverdi's
monumental Eighth Book of Madrigals. Pablo Picasso
once described creative talent as a sun with a thousand
rays extending in all directions. Perhaps no single publi-
cation of Monteverdi’s illustrates the many-sided bril-
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Raymond Leppard—at home with Monteverdi.
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liance of the composer’s creative genius better than this
extraordinary publication.

The first six books of Monteverdi’s Madrigali are
firmly rooted in the tradition of the sixteenth century:
butin his Seventh Book published in 1619, a superb col-
lection of chamber duets and trios with continuo accom-
paniment, the composer dove enthusiastically into the
baroque era. Twenty vears elapsed before another major
publication appeared.

The Eighth Book of Madrigals came out in 1638 when
Monteverdi was seventy-one vears old. At first glance it
appears to have been carefully planned. The subtitle,
“Madrigals of Love and War,” its arrangement into (wo
clear halves each headed with a parallel text (Marino’s
Alvicanti di Marte and an anonymous parody A/rri canti
d’amor), and the composer’s own long and rambling
preface which contains his famous description of the
stile concitato and how he came to use it, all suggests that
the compositions were planned around a central theme.
But a closer inspection reveals that the collection was
more probably the inspiration of Alessandro Vincent,
the most prominent music publisher of his time. Vin-
centi, despite a distinguished list of composers, had
never published anvthing of Monteverdi’s and the un-
dertaking of’ Book Eight was clearly a prestige move.
There are nine separate part books and enough music
for a full opera. much of which was far 100 specificallv
tied to particular occasions—the many encomiums 1o
Ferdinand 11, for example—to appeal to the general
buyer. As a money-maker the publication was not a suc-
cess, but after Monteverdi's death Vincenti salvaged the
more popular duets and incorporated them into another
anthology with a few similar reprints and a group of un-
pretentious canzonerre for three voices which he pub-
lished as Book Nine of Monteverdi’s Madrigali. There
was no Tenth Book at the time. but Monteverdi’s
twentieth-century editor, Gian Francesco Malipiero,
gathered up the solo songs and madngals which had

been preserved in other sources as the tenth volume of

his edition of the composer’s works. Philips’ decision (o
record these books complete (including even three solo
songs discovered since Malipiero’s edition. Perché se
modiavi, Piu lieto il guardo, and Su pastorelli vezzosi), is
ascourageous and praiseworthy as Vincenti's publication
in the seventeenth century. Sad 1o say. commercial com-
mitment to tfind music is as unusual today as it was then.

The contents of Books Eight. Nine, and Ten range
from the Ballo delle ingrate of 1608 10 works from pre-

sumably the composer’s final years. The breadih of

Monteverdi's musical intelligence revealed here is stag-
gering. The dramatic composer shows his hand in the
long extended scenes. /1 Combattimenio di Tancredi e
Clorinda. first performed in 1624, is a justlv acclaimed
masterpicce and our de force. Monteverdi has chosen six-
teen cight-line stanzas of Tasso’s epic Gerusalemme lib-
erata which tells the story of the tragic meeting of the dis-
guised lovers on the battlefield. There is some dialogue:

Clorinda’s refusal o disclose her identity. for instance,
or her dying words of forgiveness—but for the most part
thisis an exercise in recitative, and what a brilliant one it
is. The excitement of the battle re-created in machine-
gun delivery, the exhaustion of the spent warriors, the
bystander’s bitter lament, and finally the anguished mo-
ment of belated recognition are brought vividly alive
without benefit of aria or orchestra. In a more formal

vein the exquisite Lamento della Ninfu with its drooping
expressive melody over a ground bass sung by three
male voices. sympathetic bvstanders who frame the
scene with a hitle prelude and postlude, is a perfect
jewel. On an even smaller scale the delicious Bel pasior
from Book Nine raises the duet madrigal and the dia-
logue (o the highest degree in this scene between the
shepherdess and her swain. This is one of the few
glimpses we have of how delightful Monteverdi’s lost
comic pastoral operas like La finta pazza Licori must
have been.

Word-painting and its subtle integration into the mu-
sical texture is a hallmark of Monteverdi’s style. In the
large choral frescoes. Monteverdi shows he can extend
techniques of the five-voice madrigal 10 larger forms
without sacrificing expressivity or sensitivity. Texts like
Guarini’s Mentra vaga Angioletta (it hesitates, now
flows rapidly, murmuri ng in low moving sounds, and al-
ternating runs, rests, and gentle breaths,” etc.) are most
obvious, but Monteverdi can be more subtle as in the
clever musical portrayal of the chromatic worm of
Jealousy. which having worked its way to the heart as-
saults it boldly in battering repeated notes and pounding
rhythms. The Verdiof Orello would surely have admired
Gira il nemico.

In the field of the chamber duet, the vocal precursor of’
the trio sonata, Monteverdi was unexcelled. The rolling
swinging lines of Zefiro torna bound forward over the ir-
resistible impulse of the infectious ground bass. The dra-
matic anguish, desperately dissonant suspensions, and
final halting plea of Ardo. e scopir are all one could ask
for in the deeper realms of the heart. In addition 1o the
frothy charm of the three-voice canzonerre. Malipiero in
Book Ten brings us some of Monteverdi's rare solo
songs. They range from the exquisitely simple Si dolce &
il tormenio (beautifully sung by Sheila Armstrong),
which demonstrates what wonders a great composer can
work with as little as a descending scule, 1o the extraor-
dinary. expressive Eré pur dungue vero. a lament surelv in
the style if not actually from one of the other lost operas,
Armida or perhaps Andremeda.

Evenin the masque, that curiously static form which is
so hard to appreciate without the visual element. Monte-
verdi demonstrates the extraordinary range of his tal-
ents. Listening to the formal patterns of the two Balli
one (delle ingraie) for Mantua, one for Ferdinand 111,
and the masquelike competition of Love and Mars in
Ogniamanie e guerrier. | was constantly reminded of the
last act of’ The Tempes: and was filled with regret that
Monteverdi who responded so magniticently to great po-
ctry lacked a Shakespeare in this form—and for that mat-
ter that Shakespeare lacked a Monteverdi.

Atfirst glance it seems strange that Philips should start
what appears to be intended as a complete set of Monte-
verdi’s “madrigals™ with these miscelianeous collections
published at the end of his life. But actually it is quite
fitting for Ravmond Leppard, the moving force behind
this recording. whose abilities and talents are directed
toward broad operatic lines rather than the intimate en-
semble detail demanded by the earlier works. The pieces
from Books Eight to Ten are closer to the style in which
he feels at home. Leppard is especially fine in binding
together the rather diffuse Ba/li and in the multipartite
trios and strophic canzonetie which require a conductor
with an over-all sense of torm and style. His continuo re-
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if our Ad Agency wrote this
you wouldn't helieve it.

“Taking it all together—performance, features, styling,
the BSR 810 moves into ranking place among the hest
automatics we know of. And at its price, the others may
well be in for a real contest.”

From HIGH FIDELITY MAGAZINE-May, 1972

BSR Releases Its
Top-Quality Changer

The Equipmert: BSR McDonald 810, twc-
speed (33 and 45 rpm) automatic turntable.
33sic chassis dimensions: 15 by 12% inches;
afiow clearanc2s of 5 inches above and 3%
ir ches below plate. Price: $149.50 (includes
astomatic and manual spindles, strobe discs,
sylus brush, ¢tylus overhang gauge, manuzl
45-rpm adapter, slide-in cartridge carrier

“lTotal turntab e”” system, supplied on walnut
wood base, with dust cover, and Shure M91=
cartridge; dinensions over-all, 17% by
15%s by 9% inches; price under $19(

Manufacturer: BSR Ltd., England; U.S. Die-
t ibutor: BSR 0USA) Ltd., Route 303, Blauvel-,
MY, 10913

Comment: With its new Model 810, the firm
of BSR—said -0 be the largest record-player
rsanufacturer in the world—makes an im-
pressive entry into the top-quality automatic
tirntable market. A two-speed (33 and 45
rom) model, the 810 is driven by a high-
tarque synchrenous motor via a sophisticated
sequential cam system that replaces the
conventional cam gear and swinging plate
customarily faund under the chassis of an
automatic turatable. In additicn to eliminat-
ing the number of small parts required
curing manufacture, the new cam system s
aredited with providing smoother and quieter
cperation than in past models. The die-cast,
ron-ferrous, 12-inch platter is machins-

balanced and covered with a ribbed rubber
mat. At CBS Labs it weighed in at 7 pounds,
1 ounces—fairly heavy for an automatic.
Speed accuracy is assured by the inherently
low error of the motor/drive system com-
bined with the vernier (or “variable pitch”)
adjustment that can vary the speed (—10%
to +2% at 33 rpm; —2% to +4% at 45
rpm) to match the markings on the strobe
disc. (Two are supplied, for 50-Hz and 60-Hz
ine frequencies.) Alternately, of course, this
adjustment will change speed, and thus mu-
sical pitch, within its operating range for
special applications. Once the adjustment
was made (at 33 rpm) in our test sample,
speed remained constant regardless of
changes in line voltage and was 0.2% slow
at the 45-rpm setting—negligible error and
one easily corrected by using the vernier
adjustment and strobe disc. Average flutter
was very low at 0.05%; total audible rumble
by the CBS-ARLL method was 5 a good
average figure for automatics, which—com-
bined with the low arm resonance (an 8-dB
rise at 6.6 Hz when tested with the Shure
v-15 Type Il Improve cartridge)—helps con-
tribute to the unit’s quiet operation.

The tone arm is a low-mass, 3¥s-inch-
square metal type fitted with an offset head
at one end and a movable counterweight at
the rear. The head accepts a slide-in carrier
onto which the cartridge is installed. A slide
arrangement permits focating the cartridge
for optimum stylus overhang in conjunction
with a removable gauge mounted topside of
the platter chassis. When the overhang is
set, the gauge may be replaced by a stylus
cleaning brush {also supplied) so that the
stylus gets a gentle whisking each time the
arm moves from its rest to the disc and
back again. While grateful for the brush, we
fuss pots opted to leave it off since we pre-
fer a stylus to be brushed from rear to front
rather than sideways,

The arm is initially balanced by adjusting
the rear counterweight; stylus force then is
set by a dial fitted into one element of the
gimbal-style mount. The scale on this dial
was found to be accurate to within 0.1 gram.
Antiskating force is applied by dialing the
stylus force in use on another knob adjust-
ment just below and to the right of the arm
pivot; this knob has two scales, the outer
one for use with spherical styli, the inner

This is not an extract, hut the complete tex: of High Fidelity Magazine's
technical review of the BSR McDonald 810 automatic turntahle.

one for ellipticals. The_arm has negligible
friction laterally and vertically, bs the way,
and requires a 0.3-gram stylus force for
automatic trip.

ther adjustments permit you t optimize
the stylus’ set-down point on the -ecord and
its height above the record during the
change cycle. Both these adjustnents were
preset and accurate on our test sample. The
arm has a builtin viscous-damped cueing
control that you can use in either manual or
automatic mode; when used as a dause con-
trol to interrupt a record durirg play it
shows no side drift. The arm rest has an
automatic latch that ergages the arm when-
ever the drive system s turned cff.

The speed selector is a roc<er switch
mounted inside the circular pitch control at
the left of the platter, while the main turn-
table controls are at the right. The latter
group contains five pushbuttons (selectors
for 7-, 10-, and 12-ixch records; a stop
control; and a manual play con:rol) and a
matching knob-switch with positiins marked
“single” and “auto.” These contols permit
you to use the 810 in 2 number ¢f ways, de-
pending on whether the long or short spindle
is inserted into the platter. The short spindle
rotates with the record to minimize center-
hole wear and friction When it s used and
the knob tured to “single,” the 810 be-
comes a mancal, single-play machine; you
may cue or re-cue marually, with or without
the aid of the arm-lift device. Either the
“stop” button or the end of the record will
return the arm to its rest and <hut off the
motor. The short spiodle can abo be used
in automatic play: Press the apprpriate size
button and the arm will cue itself onto the
record and return to -est at the end, shut-
ting off the motor. For continuois repeat of
a single record, the procedure s the same
except that the contrcl knob must be set to
“auto.” With the long spindle im place, the
810 will stack up to six records >f the same
diameter and play them in sequence. Total
cycling time is 17 seconds, ccmparatively
slow but a small price to pay fo- the gentle
wa%' the recor:is are t;andled.f .

aking_it all togetter—performance, fea-
tures, styling—the 8SR 810 moves into rank-
ing_place among_the best aubmatics we
know of And at its price, the others may
well be in for a real contest.

Eﬁm McBONALD

CIRCLE 11 ON READER-SERVICE CARD BSR (USA) LTD., Blauvelt,N.Y.10913
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alizations in particular are marvels of discreet yet telling
invention. The singers and instrumentalists are from the
Glyndebourne Opera whom Leppard has worked with
so successfully in productions of Monteverdi and Cavalli
operas. The women in particular are very fine. I might
single out Heather Harper’s Clorinda and the combina-
tion of Harper, Lillian Watson, and bass Stafford Dean
(whom Monteverdi calls upon to perform marvels of
range and agility in the Ballo delle ingrate). 1 am less
happy about the tenors. especially Luigi Alva and Ry-
land Davies, who handle most of the duct work. They
have an irritating mannerism of creeping into each
phrase from slightly below the pitch and crescendoing
intoit. The interpretative range throughout leaves some-
thing to be desired, but with the gift of all this magnifi-
cent music, it seems petty 1o quibble over details.

The music on these five discs lasts as long as Gorrer-
dammerung but it is far more concentrated. I certainly
would not recommend listening to itatonessitting—in fact
one side generally makes a satisfactory portion. If $29.88
seemsalitilesteepforvour purse butyouwould likea taste
of thisside on Monteverdi, | highly recommend the single
discconducted by Gustav Leonhardtand putouton Tele-
funken’s Das alte Werk Series. It includes the complete

Combariimenio in what is for my money the best re-
corded version to date. In fact I doubt that I shall ever
hear the narrator’s part sung with greater sensitivity,
beauty, and skill than by Max von Egmond. In addition
you get a nice performance of the Lamenio della Ninfa; a
dramatic chamber duet Inrerorte speranze, Tempro lu
cetra, a declamatory aria well sung by Nigel Rogers in
the style of the masques or balli; and two delightful
small concerted works for three and four voices, Tu
dormi and Eccomi pronta ai buci.

MoONTEVERDI: Madrigals: Books Eight, Nine, and Ten (com-
plete). Sheila Armstrong, Angela Bostock, Yvonne Fuller,
Heather Harper, Anne Howells, and Lillian Watson, sopranos;
Alfreda Hodgson, Anne Collins, and Helen Watts, altos; Luigi
Alva, Ryland Davies, Bernard Dickerson, Alexander Oliver
Robert Tear, and John Wakefield, tenors; Stafford Dean and
Clifford Grant, basses; Robert Spencer, lute; Osian Ellis, harp;
Raymond Leppard, Leslie Pearson, Henry Ward, Joy Hall, Ken-
neth Heath, and Adrian Beers, continuo; Raymond Leppard,
cond. Philips 6799 006, $29.88 (five discs).

MonTeverpl: |l Combattimento di Tancredi e Clorinda:
Madrigals from Books 7 and 8. Nelly van der Speek, soprano;
Nigel Rogers and Marius van Altena, tenors, Max von Egmond,
baritone; Dmitri Nabokov, bass; Leonhardt Consort, Gustav
Leonhardt, cond. Telefunken SAWT 9577, $5.98.

reviewed by

ROYAL S. BROWN

R. D. DARRELL

PETER G. DAVIS
SHIRLEY FLEMING
ALFRED FRANKENSTEIN
CLIFFORD F. GILMORE
HARRIS GOLDSMITH
DAVID HAMILTON
DALE S. HARRIS

PHILIP HART

DONAL J. HENAHAN
PAUL HENRY LANG
ANDREA MCMAHON
ROBERT C. MARSH
ROBERT P. MORGAN

H. C. ROBBINS LANDON
SUSAN THIEMANN SOMMER

BacH: Cantata No. 202: Weichet nur, be-
tribte Schatten. HANDEL: Motetto: Silete,
venti. Carole Bogard, soprano; Raymond
Dusté, oboe; Chamber Orchestra of Co-
penhagen, John Moriarty, cond. Cambridge
CC 2772, $5.98.

Carole Bogard is unquestionably one of the
most musically and vocally gifted sopranos
around today. and here’s another record from
Cambridge of music ideally suited to her spe-
cial qualities. Bogard's Bach cantata enters a
field already crowded with excellent versions.
Elly Ameling, Agnes Giebel, and Maria Sta-
der, among others, have already made first-
rate recordings of the work, but even if you
own those three, you should hear how play-
fully Miss Bogard sings the *“Sich irhen im lie-
ben’ aria, or how effortlessly she sails through
the second aria. “Phobus eili mit schnellen
Pferden™ (Bach has marked it Allegro assai
and Bogard takes him at his word). A medi-
ocre solo violin and some occasionally slack
and insecure conducting are the only blem-
ishes in this otherwise superb performance.
The Handel morerio is perhaps the more in-
teresting repertotre here because of its relative
obscurity, and because of the greater oppor-
tunity for the soprano to show off her com-
plete arsenal of stylistic and interpretive uicks.
Just listening (o the rousing final Alleluja left
me breathless. but Miss Bogard sounded as if
she would be delighted to sing it again, even
faster; one has the feeling there is simply no
limit to the vocal fireworks she is ready to un-
leash. In fact, evervbody involved on the
Handel side of the disc deserves high praise,
but | was especially impressed by Raymond
Dusté’s exquisitely and elaborately (but not
excessively) ornamented oboe lines in both

the Bach and the Handel. He and Miss Bogard

are admirably matched. Cambridge’s record-

ing and disc surfaces are, as usual, perfect.
CFG

B BacH, J. C.: Symphonies for Wind

(6). London wind Soloists, Jack Bry-
mer, cond. Stereo Treasury STS
15079, $2.98.

Johann Christian Bach, the voungest son of
Johann Sebastian. was born in 1735, just fif-
teen years before his father died. He was first
sent off' to Berlin to live and study with his
older half brother, Carl Philipp Emanuel. tor
a few years. then to ltaly to study with Padre
Martini. While in the south he converted to
Roman Catholicism and became organist of
Milan Cathedral: but meanwhile the attrac-
tionof the opera house began to be irresistible,
a circumstance which soon made life around
the cathedral rather tense (there were com-
plaints of neglected duty and suspicions of
Christian’s  “‘frivolous character™). Fortu-
nately. at about this time (1762) he was invited
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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 getto * NOTHING” in sound,
the better stereo equipment

you own!

The ELAT 50H MARK Il comes
closer to the “NOTHING” in sound
r2production than any other
automatic turntable. And for good
raason. Yo see, we've spent a
million dollars in research to

1972

2limirate motor noise, vibration,
rimble, wow, and distortion. The
closer we getto “NOTHING", the
better itis for you. Witt rumble
c¢ownto —42db, wow down to
C.05% and flutterto 0.01%, we'rz
r2ally 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

puts more engineer ng in so you get more music out.

CIRCLE 23 ON READER-SERVICE CARD

can hardly tell when it touches
the groove. You certainly can’t
h2arit. Atycur command, a touch
o’ the exclusive pushbutton con-
trol picks the arm up automatic-

a ly and a silicone-damped piston
Icwers itlighter than a floating
feather to your record. It's the

u timate in protection for stylus
and record.

Benjamin Electronic Sound
Coro., Farm ngdale, N.Y. 11735.
A division of Instrument Systems
Corp. Available in Canada.
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lo London to write an opera for the King's
Theatre and was soon afterward appointed
Music Master to Queen Charlotte. the voune
German wife of George I11. London and Jo
hann Christian pleased one another greatly
and he remained there until his death on Nev
Year's Dav. 1782.

His output includes a large number of
church works. dating mainly from his stav in
ltaly. quite a few halian operas. English and
ltalian cantatas and songs. and a very large
body of svmphonies and chamber works
which remained popular in London long after
his death. Enk Smith’s notes for this nev
record. by the way. include a lengthy quota-
uon from a letter of L.eopold Mozart describ-
ing his visits to London’s fashionable pleasure
gardens, Ranelagh and Vauxhall, where

Christian’s orchestral and chamber music was
frequently performed. Leopold's description
is charming in itself. but also perfectly sets the
scene for the music on this record. Y ou must
imagine these large. beautiful. and casuall
elegant establishments where thousands of
people sat at small tables eating and drinking
or strolling the aisles greeting acquaintances
while this also casually elegant music was
being performed from a band-box area in the
center. Cerainly profound pronouncements
were the last thing these audiences wanted t
hear in the Vauxhall Gardens.

Jack Brvmer's London Wind Soloists are
immensely skilled and play superbly with
just the right balance of light-hearted wit
charm. clegance. and delicacy that this de-
lightful music requires: just a dash 100 much

PHILIPS BRINGS YOU
SOME OLD FRIENDS
AND NEWACQUAINTANCES.

German Overtures:
Overtures by Wagner,
Beethoven, Nicolai, Mozart,
Mendelssohn and Weber—
BBC Symphony Orch./Davis
6580.048 Musicassette No.
7300.095

Mozart/Strauss:

Oboe Concerti—Heinz
Holliger, oboe; NPO/de Waart
6500.174

Wagner:

“Wesendonk' Leider; Arias—
Birgit Nilsson, soprano;
LSO/Davis 6500.294

Haydn:
Symphonies Nos. 26, 34 & 77—

English Chamber Orch./
Leppard 6500.084

Mendelssohn:

Piano Sextet, Op. 110; Piano
Quartet No. 3, Op. 3—Werner
Haas, piano; Members of the
Berlin Philharmonic Octet
6500.170

Schumann:

Symphonies Nos. 1 & 4—
NPO/Inbal 6500.134

Vorisek: Sinfonia in D
Dvorak:

Czech Suite, Op. 39—English
Chamber Orch./Mackerras
6500.203

Couperin:

Favorite Harpsichord Pieces—
Rafael Puyana, harpsichord
6700.035 (2-record set)

Schumann:

Symphonic Etudes, Op. 13;
Abegg Variations, Op. 1—
Claudio Arrau 6500.130

Lalo: Symphonie Espagnole
Ravel:

Tzigane—Henryk Szeryng,
violin; Monte Carlo Opera
Orch./van Remoortel 6500.195

Monteverdi:

Madrigals, Books 8-9-10—
English Chamber Orch.;
Glyndebourne Opera Group/
Leppard 6799.006 (5-record set)

PHILIPS

~

A Product of Mercury
Record Productions, Inc.
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seriousness would destroy the whole effect
My suggestion to the prospective purchaser of
this record is to set a small table in the listening
toom with a white tablecloth. a candle. a gar-
denia in a crystal vase. and a bottle of wine.
and invite a friend over to hear it with you. Be
sure the volume isn’t set too high to interfere
with the conversation and. depending on the
compatibility of the friend and the vintage of
the wine. a charming evening is guaranteed.

CFG

BRiTTEN: Concerto for Piano and Orches-
tra, Op. 13; Concerto for Violin and Orches-
tra, Op. 15. Sviatoslav Richter, piano (in Op
13); Mark Lubotsky, violin (in Op. 15); English
Chamber Orchestra, Benjamin Britten, cond
London CS 6723, $5.98

These two early works, from 1938 and 1939,
share certain stylistic characteristics, espe-
cially the juxtaposition of romantic emotion-
alism and sardonic humor that in Britten’s
music has always recalled both Mahler and
Shostakovich. However, the emphasis is dif-
terent. for the Piano Concerto is much more
an explicitly virtuoso affair, perhaps reflecting
the composer’s own special relation to the in-
strument. The parodistic element is most
prominent in the second movement (a waltz)
and the finale (a grotesque march), while in
the first movement an explicit antithesis is de-
veloped between the percussive keyboard fig-
uration of the opening material and the softer
second subject—resolved after the cadenza by
the piano’s statement of that second theme in
somewhat Rachmaninovian terms. The third
movement, a set of variations, was composed
in 1945 to replace an earlier Recitative and
Aria--very atmospheric. this, and certainly the
mosl successful single movement in the work,
although throughout. the brilliant writing for
keyboard and the invention of the scoring eas-
ily retain one’s interest.

The Violin Concerto seems (0 me less suc-
cessful, but this may be parily due to the play-
ing of the soloist. which is splashy but insecure
of rhythm, phrasing, and occasionally pitch;
the piece doesn’t need any extra “romanti-
cism,” certainly not of the Russian-violin-
school type. Formally more adventurous, with
the three movements linked and a single ca-
denza leading from the scherzo to the finale
this work (00 is at its best when coping with
variation technique in the final passacaglia, al-
though the grandiosity of the coda somewhat
undercuts the earlier, subtler effects. There are
a few orchestral devices that don’t seem to
come off, certainly not in this recording, where
the overresonance of the low percussion is a
frequent problem; the repeated fiddle chords
in ensemble with the timpani simply don’t
“sound” iogether, although they may well
have been played together.

Aside from this reservation, the orchestral
performances are superior, and Richter’s
playing is—expectably—of a noteworthy vir-
tuosity. D.H.

CorpLAND: Piano Sonata; Passacaglia; Four
Piano Blues; Cat and the Mouse. Robert Sil-
verman, piano. Orion ORS 7280, $5.98

A most welcome record, containing not only
the first stereo recordings of Copland’s Piano
Sonata and 1922 Passacaglia, but also the first

CIRCLE 4 ON READER-SERVICE CARD —



/

Since more music

is performed over an Altec system,
doesn’t it make sense to...

involve yourself with this same sound at home. Altec is the
standard for the entertainment industry. You'll find it at
hundreds of recording studios. And almost every theater.
And at most music halls, auditoriums and rock concerts.
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A DIVISION OF ALTEC CORPORATION

The 874A Segovia is the Altec system shown below,
$250 each speaker. It has a 17 |b. magnet, the largest of
any speaker in its price class. So the bass response is un-
paralleled. You hear more music. More than you've ever
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write Altec, 1515 S. Manchester Ave., Anaheim, Ca. 92803.
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recordings in years of the Four Piano Blues
and the very early (1920) The Car and the
Mouse, an engaging exercise in Dukasian
tone-painting. The Piano Blues, written over
the period 1926-48. are dedicated to four
noted pianists: Leo Smit (1947), Andor Foldes
(1934). William Kapell (1948), and John Kirk-
patrick (1926).

Most important of all, however, is the So-
nata, a work of 1941 that for the first time in-
corporated into a “traditional” concert work
the lyrical aspects of the style that Copland
had been developing in his *American” works
of the Thirties. Particularly noteworthy are the
final pages. with their exceptional sense of
spaciousness and repose, and I am happy to
find that Mr. Silverman realizes these qualities
with great security. At a few places | miss the

dynamic force that is called for, but this-“and
indeed. the other performances on the record
as well—is clearly a very thoughtful and care-
fully worked-out reading, delivered with
ample technical command and recorded in a
most natural acoustic. Along with the Mas-
selos record of the Variations and Faniasy
(Odyssey 32 16 0040). it gives us an eminently
satistactory representation on records of Cop-
land’s piano music. D.H.

DvoRAk: Quintet for Piano and Strings, in
A, Op. 81. Artur Rubinstein, piano; Guarneri
Quartet. RCA Red Seal LSC 3252, $5.98
Selected comparisons:

P. Serkin, A. Schneider, et al.
Lateiner, Heitetz, Piatigorsky, et al.

Van. 288
RCA 2985

The difference between
LOO wattsr and 100 watts ir
more than 3OO watty,

This is the New Math suggested
by the Phase Linear 400 watt
RMS Direct Coupled Stereo
Power Amplifier. The difference
is dramatic — and it’s in the
listening. You might be startled
to hear your stereo deliver the
life-size sound of a musical
instrument for instance, free
from clipping and distortion.

In this regard Julian Hirsch said
in Stereo Review, “‘The Phase
Linear. . . was in a class by itself.”
Hear the 400 at your dealers
now—it makes a powerful
difference. Price $499.00

Srase Srneai

CORPORATION

405 Howell Way

Edmonds, Washington 98020
206-774-3571
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The Dvorak piano quintet is, to my way of
thinking, a wonderfully lopsided work. The
movement that makes the piece is the Andante
con moto—the Dumka that passes through so
many lights and shadows, so many colors and
moods, without having to justify itself to any-
body. It seems here to be shaped by an inner
logic, and its dance character evolves into as
highly sophisticated an exercise in complex
rhythmic relationships as you will find in any
student’s notebook. But it all came naturally to
the forty-six-year-old Dvofak. The move-
ment's somber inwardness, so pronounced at
the beginning, turns inside out into sectibns of
light texture and high spirits, and it goes on
from there to the furious kind of physical
workout thatis the Dumka’s traditional culmi-
nation. But Dvorak was not afraid to end the
movement quietly, and the piano’s very bot-
tom F sharp in the last measure seems to look
back to some of the serious and thoughtful
things that have transpired. For the rest of the
work, it is full of the singing and sentiment,
and the developmental strain and turmoil
characteristic of the composer, with the piano
essential both as underpinning and as a strong
melodic personality.

The only difficulty this record poses is one
of choice. The performance is beautifully bal-
anced between the gentleman at the keyboard
and the gentlemen with strings. and the sense
of give and take comes from the experience of
many collaborations. The disc’s close rival is
the Vanguard issue by Peter Serkin with two
of the same string players—violist Michael
Tree and cellist David Soyer. (1 must note in
passing that the Lateiner/Heifetz/Piatigorsky
performance sounds rather perfunctory in
comparison with either of the newer discs.)
The Serkin & Co. approach is more overt,
more elastic in dynamics, more virtuosic than
the generally mellower, less highly inflected
Rubinstein/Guarneri collaboration. By the
same token, Rubinstein has a way of letting a
melodic line simply spin out with an unhin-
dered naturalness that makes Peter Serkin
sound as if he's trying too hard. The choice isa
hard one. and each listener is going to have to
make hisown. Butif you are a Guarneri Quar-
tet collector, you won’t want to miss this re-
lease. SF.

DvoRAK: Quintet for Strings, in G, Op. 77.
Boston Symphony Chamber Players
Deutsche Grammophon 2530 214, $6.98

Selected comparison
Berlin Phil. Octet

Phi. 802851
Dvorak’s Quintet with double bass is an ear-
lier work than the opus number would indi-
cate: The Berlin publisher Simrock took it
upon himself to aftix Op. 77 10 the piece when
chronologically it should have been Op. 18. A
product of 1875 (the composer was thirty-
four), it is typically engaging—plenty of me-
lodious sweep, certain bumptious moments of
country dance character. respectable “classic™
development passages, some beautiful writing
for first violin, and a movement of hymnal no-
bility. No wonder the judges of the Artistic
Circle of Prague competition, for which Dvo-
fak wrote the piece, gave it first prize.

This recording by the BSO Chamber Play-
ersincludes a curiosity: the Intermezzo move-
ment that Dvorak adapted from his E minor
Quartet, Op. 10 and used as the second move-
ment in his competition entry, bringing the
number of movements to five. This Inter-
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mezzo was deleted before publication and be-
came the Nocturne for Strings, Op. 40. Per-
haps Simrock thought five movements too
unconventional; perhaps the decision
stemmed from the fact that the fourth move-
ment (as published) really accomplishes the
same thing, which is 10 create an oasis of rest
and reflection amidst the vigorous goings-on.
But the Intermezzo is a beautiful piece, and [
like it here!

The performance is a beautiful accom-
plishment t00. It runs neck and neck with that
of the Berlin Philharmonic Octet members,
and places the reviewer in a dilemma. The
Boston is just a bit less highly inflected in the
first movement (a possible minus), but it
makes the rhythmic limp of the Scherzo
movement more cohesive (a plus). | prefer by
just a hair the Berliners’ faster tempo in the
Poco andante. but | wouldn’t make a fuss
about this. The DGG sound is somewhat less
bright and immediate than Philips’. But you
will do well with either recording. S.F.

DvokAk: Symphony No. 1, in C minor, Op.
3. London Symphony Orchestra, Witold Ro-
wicki, cond. Philips 6500 122, $6.98

Dvorak’s earliest surviving orchestral work (it
was composed in 1865 and lost until 1923) is
sometimes known as The Bells of Zlonice,
probably because of the chimelike figures
from the brass at the end of the last movement.
Zlonice was, of course. where the composer
lived in adolescence, and it was there that he
served his first professional apprenticeship—in
a butcher's shop. If the great D minor Sym-
phony (No. 7, formerly known as No. 2) can
be said to exhibit the influences of Wagner
and Brahms, the First, at least in its scoring,
has a kinship with Bruckner. Obviously it is
not derivative, for Bruckner’s work followed
Dvorak: but nonetheless one is struck by the
massive sonority of brass, the cloudy chroma-
ticism, the willingness to stray from the beaten
path, and above all the discursive grandeur.
Folk elements are present t0o. and in that re-
spect this early symphony foreshadows the
late orchestral Dvorak (I am thinking partic-
ularly of the Midday Wiich).

Rowicki delivers an impassioned perform-
ance and has the members of the LSO playing
like demons. They throw customary British re-
serve to the winds here, but in so doing never
lose control or lapse into coarseness. Philips’
sonics are of demonstration caliber: Rarely
have such huge masses of orchestral sound
been captured with such ease. range, and im-
pact. A heart-warming disc. H.G.

ELGaR: Enigma Variations, Op. 36; Cock-
aigne Overture, Op. 40. VAUGHAN WiL-
LIaMs: Fantasia on a Theme by Tallis. Phila-
delphia Orchestra, Eugene Ormandy, cond.
Columbia M 31074, $5.98.

Selected comparisons (Elgar):
Boult Ang. 36799
Davis Phi. 835317

Though the Philadelphia Orchestra has not
made records for Columbia in some four
years, these recordings are nonetheless vintage
examples of the collaboration of that orches-
tra, Eugene Ormandy. and the Columbia pro-
ducers at their most opulent. No orchestra, not
even the Philadelphia, sounds like this “in the
flesh;” and this record illustrates the way in
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which recording has become an art in itself.
The acoustics of the recording room—not a
concert hall—the type and placement of many
microphones, and the mixing of balance from
multichannel tapes combine to produce a per-
tormance quite unlike what one would hearin
the Academy of Music.

Of course this by no means climinates con-
sideration of the artistry that goes into the
process—especially on the part of Ormandy
who. after all these years in the recording
studio. approaches his tasks with an expertise
second to none. Given the technological ex-
pertise of a modern production crew and
Ormandy’s long experience and artistic con-
trol, such a recording must inevitably embody
his conception of what he wants us to hear

from the record as opposed to a live
performance.

Musically, Ormandy’s Elgar is much like his
Brahms—fluid in phrasing. rich in sonority,
and rather bland rhythmically. In the Vari-
ations we hear little of the sharp contrast, the
energy. or rthythmic bite that so enlivened Co-
lin Davis® imaginative performance. Nor isit a
question of Ormandy’s taking a more mctlow
or romantic approach than Boult: Expres-
sively, Ormandy is quite neutral. rather im-
personal, projecting this score more as sheer
orchestral sound than as a source of personal
expression. The Cockaigne Overture receives
the kind of rousing pertormance that empha-
sizes the score’s beety vulgarity.

The performance of the Vaughan Williams

fantasy is equally opulent, with possibly less
relevance to the music. Effective as the vivid
Juxtaposition of two antiphonal string choirs is
here, the very richness of tone and Ormandy’s
rather too plastic shaping of the phrase seem
quite to overwhelm this expressive score. But
one cannot fault the extraordinary plaving of
such beautifully matched plavers nor their re-
sponse 1o Ormandy’s direction. P.H.

FOERSTER: Symphony No. 4, in C mi-
nor, Op. 54 (Easter). Prague Sym-
phony Orchestra, Vaclav Smetacek,
cond. Nonesuch H 71267, $2.98.

To the best of my knowledge, this is the first

Sutherland’s New Lucia—
Still Sensational After Ten Years

Lucia was the opera that launched Joan
Sutherland’s international career. It was at
Covent Garden in 1959 that Sutherland. aided
by Tullio Serafin’s musical wisdom and
Franco Zeffirelli's sensitive eye, sang the role
for the first time and earned a triumph that
quickly carried her 10 every major theater in
the world. Her celebrated London recording
of Lucia was made in 1961, the year of her
Metropolitan debut. This set helped both to
consolidate Sutherland’s fame and 1o confirm
the shift in musical taste initiated some ten
years before by Maria Callas, who first taught
the postwar world to listen seriously to the bel
canto repertory. Callas remade our operatic
sensibilities. Her interpretive genius as a
singer and an actress gave Sutherland’s phe-
nomenal vocal skill an emotional world 10 in-
herit. You have only to compare the vacuous
facility of Lily Pons’s old Victor Mad Scene
with Sutherland’s original Lucia to under-
stand the change wrought during this period.
From the start, Sutherland’s performance
aimed at romantic expressivity as well as vocal
brilliance. Eleven years and innumerable
Lucias later she has re-recorded her initiatory
role. The results are fascinating.

The vocalism is more assured than ever.
The immediacy of her first vocal splendor has
yiclded to a better-equalized scale, greater
firmness of tone in soft, sustained passages.
and a sharper sense of attack. The years have
diminished only minimally the freshness ot
her sound. Some of the notes in alt are a bit
pressed. Atodd moments(the openingot ™ Ver-
ranno a te.” for example) the line falters. But
the voice is still one of the wonders of the op-
cratic world. supple. powerful and true (the
vocahzed reprise of * Verrannou te” in the Mad
Scene is ravishing and so is much of the love
duet, now sung a whole tone higher than pre-
viously). Moreover, the voice is as capable as
ever of astonishing flights of virtuosity: like
“Quando rapita in estasi.”” or “ Perdonar ti possa
Iddio. in the Lucia-Enrico ducet. But
Sutherland’s vocal maturation does not con-
sist simply of holding her own. She still nego-
tiates such things as wide upward intervals
with supreme confidence; however, in general
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by Dale Harris

the tone is more forward than it used to be,
and therefore rather less plummy. Her enun-
ciation of the text is consequently more engag-
ing. This Lucia moons less than her somewhat
lugubrious predecessor. She is a stronger,
more womanly character, with a bolder vocal
style. She shows a new and darker sense of her
destiny. “Regnava nel silenzio” reveals cour-
age, “Soffriva nel mio pianto” an awareness
that she has been wronged, and in the duet
with Edgardo she now demands, rather than
merely sighs for. a share of his love. This is a
Lucia with strength enough to go mad mur-
derously.

The other artists do not need 1o challenge
their earlier selves. Luciano Pavarotti is a wor-
thy partner for Sutherland. His voice is at its
most refulgent here. The sound is so full and
casy, the style so impetuously vivid, the man-
ner so disarming that he easily eclipses his
forerunner (Renato Cioni) in this role. Only
the final scenc is a shade unsatistying. “ Tu che
a Dio spiegasti 'ali” calls for a more direct and
resolute lyricism. Otherwise Pavarotti is
unapproachable in this tield. He sings with un-
tailing artistry and musical refinement: His
blazing sound is always at the service of the
music.

Sherrill Milnes's Enrico is less vocally well
endowed than Robert Merrill's (in the older
London edition) and in the end proves disap-
pointing. This talented baritone doesn't seem
quite able to find himself as a performer.
Though he can produce a fine top A flat at the
conclusion of Scene 1, he is not quite a vir-
toso. Though capable of some exquisite lyr-
ical singing. he is not really a bel canto stylist.
Though forceful in manner, he is not con-
vincingly dramatic. He is 4 good singer (even
if the voice 1s a tritle restricted at either end),
but next to the stars he scems indeterminate.

Ghiaurov has a superb. if short, voice. He
makes far less of the text than Siepi (though
more of the vowels, since these are often im-
pure), but compensates by the smooth deploy-
ment of his resources. Ryland Davies contrib-
utes a vivid cameo of Arturo, and Huguette
Tourangeau delivers herself of some odd
sounds as Alisa.

Richard Bonynge is now at the helm instead
of John Pritchard. The latter’s performance
has many virtues. but they are all negative
ones. He doesn’t hamper the singers; he
doesn’t impede the melodic flow: he doesn’t
meander. On the other hand, he is certainly
dull. His melodic notions are four-square
(e.g., the final section of the soprano-baritone
duet), the big tunes go by equably, without ¢i-
ther lift or climax (e.g.. Enrico’s aria: the love
duet), and there is a general want of anima-
tion. In all these matters Richard Bonynge is a
vast improvement. From first to last he hardlv
lets the tension slacken. Tempos are brisk (ex-
cessively so at least once—in the big ensemble
thatsucceeds the Sextet), rhythms are pointed,
the tunes are launched with buoyancy. This is
conducting by someone who knows Doni-
zetti’s melodic world and: early nineteenth-
century vocal style. Bonynge is very respon-
sive to the singers” expressive needs: he knows
how 1o guide and 10 support. The bolder view
of Lucia’s character which Sutherland dis-
plays 1s matched by the forcefulness of his
conception. Indeed, there are times when |
could wish for more relaxation. like a larger
rallentando at the climax of the Sextet. How-
ever, this is no pastel Lucia buta real drama.

Anyone looking for an up-to-date, abso-
lutely complete. well-recorded version of the
operaworthy to put beside the sonically dated
and heavily cut, but artistically magniticent,
Callas-Di Stefano-Gobbi-Seratin album need
look no further.

DoNizeTni: Lucia di Lammermoor.
Lucia Joan Sutherland (s)

Edgardo Luciano Pavarotti(1)
Enrico Sherrill Milnes (b)
Raimondo Nicolal Ghiaurov (bs)

3 Huguette Tourangeau (ms)
Arturo Ryland Davies(t)
Normanno Pier Francesco Poli(t)

Chorus and Orchestra of the Royal Opera
House, Covent Garden, Richard Bonynge,
cond. London OSA 13103, $17.94 (three
discs)

Selected comparisons:
Callas, Seratin
Sutherland, Pritchard

Ser. 6032
Lon. 1327
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representation of Joset Bohuslav Foerster’s
music on records in this country. In fact. onl
one of his orchestral compositions has ever
been played by a major orchestra here. a sym-
phonic suite. Cyrano de Bergerac. pro-
grammed by Frederick Stock in Chicago in
1907.

A native of Prague, Foerster was a descen-
dent of several gencrations of village organ-
ists. Born in 1859, he was roughly four years
vounger than lanacek and a year older than
Mahler. His wife, Berta Lauterer-Foerster,
was an important opera singer and Mahler en-
gaged her both in Hamburg and Vienna.
Through this association. Foerster and Mahler
became good friends and some critics detect
Mabhler’s influence on the Czech composer’s
music.

Foerster composed prolifically during his
long life of ninety-two years: he was eighty-six
when he wrote a cantata in 1945 10 celebrate
the liberation of Czechoslovakia. In addition
lo operas. church music. chamber works. and
a great variety of orchestral music, he wrote
tive symphonies hetween 1888 and 1929. In his
memoirs Foerster recalled beginning this sym-
phony on Good Friday in 1904. Each move-
ment depicts some aspect of the Easter experi-
ence: the first. Easter as viewed by an adult:
the second. a child’s Easter as Foerster recalls
holiday visits to his grandfather in the coun-
try: the third. a mystical praver: and finally a
celebration of the Resurrection in fugal treat-
ment of three authentic religious melodics.

Though the symphony may reveal at certain
moments the influence of Mahler. especially
in its religious mysticism. Foerster’s music
stays basically in the tradition of Dvorik. and.
through him. of Brahms and Wagner. Such
Mahlerian touches as the long dissonant cre-
scendo in the finale scem more imposed on the
music than a natural part of its evolution. Cer-
tainly the Scherzo and Trios hark back
directly to the Czechoslovakian dancers of
Dvorik.

This recording of a good performance hy
the Prague Symphony Orchestra is an inter-
esting addition to the late Romantic orchestral
repertory. Foersier may he of importance pri-

marily to his fellow Czechs. but on the basis of

this symphony, his music deserves wider cur-
rency. P.H.

GOTTSCHALK: ‘A Gottschalk Festi-
val."” Eugene List, piano (with Cary
Lewis and Brady Millican in the four-
hand piano works); Vienna State Op-
era Orchestra, Igor Buketoff, cond.;
Berlin Symphony Orchestra, Samuel
Adler, cond. Turnabout S 34440/2,
$8.94 (three discs).

Grande Tarantelle; A Montevideo; Variations on the
Portuguese National Anther; Escenas Compestres;
The Union; Marche solennelle; A Night in the Trop-
ics; Grande Fantaisie triomphale sur I'hymne na-
tional brésllien; Marcha Triunfal y Final de Opera;
Radieuse: Ses yeux; La Gallina; Ojos criollos; Pas-
quinade.

This one contirms an old saying: “I can take
care of my cnenties, but God save me from my
friends.”

Eugene List. having played much of Gott-
schalk’s piano music with great success, has
had some of the Creole composer's most
bombastic crowd-pleasers arranged for piano
and orchestra, and these things are the heart of

this recording. The Grande Tarantelle, was
“reconstructed and orchestrated by Hershy
Kay.™ while the Fantaisie and Brazilian an-
them were “arranged for piano and orchestra
by Samuel Adler.” In addition. the set con-
tains a work of Gottschalk’s own for piano
and orchestra, the Variations on the Portu-
guese National Hymn. List, of course, is
soloist in all four. He plays one hell of a lot of
piano, but the music is so inflated, so mere-
tricious, so uninventive, so obvious, and ul-
timately so tedious that one resents the time
spent in listening 1o it.

In the same vein are two pomp-and-circum-
stance marches: the Marche solonnelle for or-
chestra and band with cannon, and the
Marcha Triunfal y Final de Opera for the
same. minus cannon. Ho-hum.

The set also contains five of Gottschalk’s pi-
ano solo pieces as arranged by the composer
for four hands and played by List with Cary
Lewis or Brady Millican. Like the above-men-
tioned arrangements for piano and orchestra,
these transcriptions. even though they are the
composer’s own. kill such charm as the music
may possess as keyboard solos and add noth-
ing of interest by way of compensation.

The set contains one really first-rate work,
the symphony called La Nuit de tropiques,
played by Buketoff and the Vienna orchestra.
The first of the two movements here is pure
Berlioz, the Berlioz of the marvelous lyrical
adagios, and nearly as good; the second is a
delightful folk-dance piece.

The so-called opera in the set, the Escenas
Campestras—sung by Trinidad Paniagua, so-
prano; Jose Alberto Esteves, tenor; and Pablo
Garcia, baritone—is also delightful in the
folksy vein. It is no opera at all but a few little
songs and instrumental pieces and lasts thir-
teen minutes. The set also provides another
nice little folk piece for orchestra entitled A4
Montevideo.

The curse of exploration in the history of
American music is the resurrection of second-
rate works because they are American, not be-
cause they are good. The best of Gottschalk
lies in his piano solo pieces in tolk vein, and in
his sentimental fantasies like Morte! and The
Dying Poet. To cannonade the audience with
shallow, showy, shoddy nonsense, as is done
throughout much of this set, is the surest way
to kill the revival of interest in Gottschalk.
And to place on the cover of the box contain-
ing the records the statement that it includes
“the complete works for piano and orchestra”
1s shamelessly misleading. AF.

Ives: Orchestral Set, No. 2. MESSIAEN:
L'Ascension. London Symphony Chorus
and Orchestra, Leopold Stokowski, cond.
London Phase 4, SPC 21060, $5.98.

lves and Messiaen on the same disc? An
apparently bizarre coupling until you consider
how many techniques the cosmically oriented
American pioneer and the ornithologist
French Christian mystic share—even if they
produced totally different results—and how
far apart both stand from the mainstream of
traditional Western music. Each composer has
attacked in his own way the feeling of tempo-
rality inherent to classical forms and tonality.
Of course this type of temporality has been de-
stroyed. systematically and haphazardly, by
any number of composers and techniques. But
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There goes your last excuse
for not getting into 4-channel

Whatevar reason might be holding
you back from getting into 4-channel
now, just won't hold water anymore.
Not with the introduction of the Sony
SQR-6650 receiver.

Compatibility with today's 4-chan-
nel systems? No problem. The SQR-
6650 has everything you need: FM,
AM, four power amplifiers, simplified
controls including 4 VU meters for
balancing your system, and two sepa-
rate four-channel decoding circuits.
One is for SQ, and one is for all the
other matrix systems on the market.
Just plug in a turntable, connect four
speakers, and you're ready to enjoy
four-channel sound from discs ( or
tape witn an additional quadraphonic

player deck). Or enjoy sterea or de-
rived four-channel sound from stereo
broadcasts and recordings.
Availability of records or tapes?
Plenty! Schwann Catalog lists more
than 100 four-channel records, 200
Quac 8 tapes and the list grows every-
day. If FM is your favorite source of
music¢, the hours devoted to 4-channel
SQand matrixbroadcastingis growing.
Still a bit skeptical? Consider this:
the SQR-6650 has a built-in “Doubting
Thomas” insurance. Fiick a switch and
the four-channel, 32 watt (RMS into 8
ohms) amplifier becomes a 50 watt
stereo amplifier (25+25W RMS),

thanks to Double-Stacked Differential
circuitry.

SONY s receives sar-ss50
2

vd
g S—-,

>

A ') - L)

v

e

=S d“f—-h—_‘u:ua'r’ 2

FM reception is superb: 2.2uV IHF

sensitivity, 70dB selectivity, for ex-
ample. And the preamp section has all
the controls for stereo, four-channel,
or mono: high filter, loudness com-
pensation, independent bass and tre-
ble controls for front and back.
That leaves only cost as your excuse.
And its a weak one. The SQR-6650
costs hardly more than stereo receiv-
ers of comparabie facilities and speci-
fications, $329.50*

Enjoy 4-channei now. It's ready at
your Sony dealer. Sony Corporation
of Americg, 47-47 Van Dam St.,, Long
Island City, N.'Y.11101* Suggested retail price
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in both Messiaen and Ives. the creation of a
cosmic time becomes one of the prime aes-
thetic and philosophical goals through the use
of simultancity (frequent juxtaposition of sev-
eral harmonically and rhythmically unrelated
elements). cyclism (constant, hypnotic repeti-
tions of various themes. motives, and configu-
rations), and johing incongruities (the seem-
ingly arbitrary superimposition of certain
elements from the “real” world. especially the
bird calls in Messiaen and the American folk-
songs. hymns, etc. in lves)

With that said. 1 should immediately point
out that Messiacn’s 1’Ascension, onc of the
composer's carliest published works. bears
fewer of thosc tvpical earmarks that one no-
lices in the composer’s better-known later
compositions. Of course one hears the obses-
sive repetitions, such as in the tirst movement:
certain familiar melodic patierns (including.
in the first movement, a theme apparently as-
sociated with Christ and often used by Mes-
siaen in other works): parallel blocks of disso-
nant chords that easily but unexpectedly
resolve into opulent tonic chords and their in-
versions (first and fourth movements). the
plainchant rhythms (second movement). On
the other hand, the Dukas-c:m-Debussy third
movement (and parts of the second) is almost
unrecognizable as Messiaen (this section was
replaced by a second version in the organ ar-

rangement of L'Ascension which, in spite of

London'sliner notes. came after the orchestral
score. the latter having been composed in 1933
and premiered in 1934.).

But L'Ascension. for all its stylistic incon-
sistencies. has immense appeal. particularly in
1ts stunning range of orchestral color. which
has been perfectly reproduced by the Phase 4
engineers. Thisis absolutely one of the best re-
corded discs | have ever heard. in spite of the
somewhat extreme stereo separation: in the
last movement. for instance. the sonics for the
lush series of loud chords in the strings defy
belief. Stokowski’s interpretation (his second
recording of the work. the first heing one of
Columbia’s carticst LPs) will raise many cye-
brows, particularly in the last movement
which Messiaen apparently intended to be a
dreamy, hypnotic string of purely chordal
phrases--as heard in the composer-supervised
recording by Marius Constant and the French
Natonal R.T.F. Orchestra for Erato (avail-
able in Europe). Here, Stokowski uses a
tempo that is more than rwice as fast as Con-
stant’'s while also milking the upper strings for
all they are worth. The result is a typically Sto-
kowskian lyrical flow that cannot help but
bring tingling chills—unidiomatic as the effect
may be. Throughout, Stokowski elicits superb
playing from the London Symphony and
shows his usual tlair for bringing out instra-
mental nuances: both hidden and obvious: his
mellow performance furthermore stands in
sharp contrast to Constant’s (and. one sup-
poses. Messiaen’'s) brashness. This is Mes-
siaen-for- people- who-don’t-like- Messiaen.
but I cannot see any but the most diehard afi-
cionados not being captivated by this per-
tformance.

tves fans, on the other hand, should have no
quarrel with Stokowski's rendition of the Sec-
ond Orchestral Sei—save perhaps for the addi-
tion of a wordless chorus in the second move-
ment. One of Ives's last completed works, the
Second Ser is also one of the most difficult
(rather in the vein of the Fourth Symphony),
one of the darkest. most mysterious, and 10 me

one of the most beautiful. Nothing in this
work is stated directly: Even in the more overt
second movement, with its raglime rhythms
and more blatantly presenied hymn themes,
Ives maintains a subtlety in the juxtaposition
of the disparate elements that produces a fecl-
ing of almost dreamy nostalgia—a quality even
more marked in the first and third movements.
The orchestral writing in the first movement.
for instance, creates an almost constant blur of
ostinato figures and static chords against
which the fleeting folk themes seem 10 lose
therr familiarity. The third movement, on the
other hand (inspired by the sinking of the
Lusitania). reaches a tragic. overwhelming cli-
max that grows powerfully out of the sur-
rounding musical chaos and then returns qui-
elly 10 a quasi nienie siate.

The staggering complexity of this music and
the nonlogical. nonformalized manner in
which certain paterns and climaxes develop
should make it a nightmare 10 conduct. But
Stokowski has always seemed 10 have good. if
not unfailing, instincts vis-a-vis what a com-
poser would or would not like (or secretly ap-
prove). and the shape he has given to the Sec-
ond Set scems 10 grow inevitably from the
many disparate musical phrases. whose con-
tours are highlighted and balanced against
one another. The combination of London’s
brilliant sonics and this remarkable inter-
pretanon make the Ives a near definitive
recording (and the only one currently avail-
able on discs): add Stokowski's deliciously
unorthodox rendition of Messiaen's
L’Ascension and you have one of the year’s
outstanding releases. R.S.B.

JANACEK: Diary of One Who Disappeared.
Elizabeth Gale, soprano; Elizabeth Bain
bridge, mezzo: Rosanne Creftield. mezzo:
Marjorie Biggar, contralto, Robert Tear
tenor; Philip Ledger, piano. Argo ZRG 692,
$5.98

Selected comparison:
Hafliger

DGG 138904
\ny performance of a Janacek vocal work in
translation must necessarily cope with very
special textual problems. Although Bernard
Keefe's English words used in this recording
are as idiomatic as one might reasonably ex-
pect given the composer’s characteristically
taithful tracing of Czech stress and intlection.
the results nonetheless sound rather aruticial.
The trouble 1s not so much a falsification of
the vocal line (Keefe actually keeps closer 10
the original than the German used by Hitliger
on DGG), but something more intangible—1
simply find it diflicult 10 bhelieve a simple.
upright Moravian peasant lad and his gypsy
seducer would express themselves with words
that stand in a bland no-man’s-land between
straightforward conversation and badly styl-
1ized poetry. | do not understand Czech. but
with a translation in hand to suggest the mood
and language. Beno Blachut's magnificent Ar-
tia version (ALDP 102, deleted--find it if vou
can) provides just the shattering experience
that Jandcek intended.

Another problem is the performance itself.
Musical and conscientious though it may be,
there is little hint of the earthy vitality and
gnawing eroticism that Janacek virwally
burned into every note. Robert Tear sounds
amazingly like a young Peter Pears and uses
his dependable if somewhat dry voice to make
some very sensitive points (understandably
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though, he seems to quail visibly when faced
with those exposed high Cs in the final song).
Yet the complete lack of spontaneous passion
puts this Jana€ek squarely in Shropshire
rather than a Moravian field. Elizabeth Bain-
bridge’s sexless. oratoriolike Zefka is even
more inhibited. Philip Ledger plays the tricky
dccompanmiments very neatly, handling
rhythms with incisive if rather bloodless preci-
sion

Both singers and pianist have been given
100 close miking for comfort—surely the three
female voices that describe the actual seduc-
tion (an inspired stroke on Janaéek’s part)
should have more distance to achieve the
scarcely audible effect that the composer asks
for. All things being equal, Hafliger’s version
1s stil} preferable; at least he digs into the notes
and his warm, plangent tenor sounds most af-
fecting. But for a revelation of this master-
piece, hunt down the Blachut recording, a
really searing performance. P.G.D.

Liszr: Symphonic Poems. London Philhar-
monic Orchestra, Bernard Haitink, cond.
Philips 6500 189, $5.98

Ce qu'on entend sur la montagne; Hunnenschlacht;
Von der Wiege bls zum Grabe.

This entry in the Haitink’s on-going series of
Liszt's symphonic poems offers an interesting
perspective: 1t contains the first poem, Whar
One Hears on the Mouniain. and the last.
From the Cradle 1o the Grave, plus Bartle of
the Huns.

All three are interesting pieces, although
Mountain is somewhat less than gripping
Liszt obviously was not yet in stylistic control
in this first effort: It lacks a sense of shape and
direction, and the extended framework is not
sufficiently supported by the musical ideas.
And one gets the impression that the piece will
go on forever. It is easy 10 understand why
Hunnenschlacht is somewhat better known,
for it contains some really rousing battle mu-
sic. Once the battle is over the music is less in-
teresting, but even a slight sense of an ticlimax
does not detract from the over-all strength of
the piece.

Haitink has some trouble here, as he did in
Mountain, making the music sound suf-
ficiently dramatic. The playing is sure and
controlled yet lacks excitement. Ernest Anser-
met and Hermann Scherchen both recorded
Hunnenschlacht and although their perform-
ances are careless and nowhere near as pol-
ished as Haitink’s they infuse the work with a
rousing liveliness. A combination of the 1wo
approaches—the restrained and the head-
long—would be effective.

From the Cradle to the Grave is by far the
best music on the record, and is also the best
played. The sense of overrestraint has disap-
peared. In the middle section especially, the
orchestra brings an intensity of romantic feel-
ing that for the first time really brings the play-
ing 10 life. Haitink is clearly determined not to
exaggerate this superromantic “program” mu-
sic. But a piece entitled Batile of the Huns
could certainly sound a little fiercer.

Zubin Mehta’s Liszt record, which also con-
tains the batiling Huns, has not been released
at this writing. 1t will be interesting to see what
he does with it. The Haitink disc is to be rec-
ommended chiefly because of From the Cradle
to the Grave, unless one is an ardent fan of un-
derstated romanticism. AM.

HIGH FIDELITY MAGAZINE



Here’s your FREE

HIGH
FIDELITY

“at home” shopping
service!

It's easy! All you do is
use one of the Reader
Servicecardsatright . ..
HIGHFIDELITY’s Read-
er Service Department
will take it from there.
It's as simple as 1, 2, 3!

16 17 18 19
31 32 33 34 35 36 37 38 39 40 41 42 43 44 45
46 47 48 49 50 51 52 53 54 55 56 57 58 59 60
61 62 63 64 65 66 67 68 69 70 71 72 73 74 75
76 77 78 79 80 81 82 83 84 85 86 87 88 89 90
91 92 93 94 95 96 97 98 99 100 101 102 103 104 105
106 107 108 109 110 111 112 113 114 115 116 117 118 119 120
121 122 123 124 125 126 127 128 129 130 131 132 133 134 135
136 137 138 139 140 141 142 143 144 145 146 147 148 149 150
151 152 153 154 155 156 157 158 159 160 161 162 163 164 165

e PLEASE TYPE OR PRINT o

Just circle the number
on the card that matches
the number below the
ad or editorial mention
that interests you.

You'll alsq find the key NAME

numbers for advertised

products in the Adver- ADDRESS

tiser’s Index. Ity T ip

Then type o print your |_ U !*7 e Slmtaseers | E] _

nameand address. Don’t
forget your zip code, it's
important!

2 3 4 5 6 7 8 9 10 11 12 13 14 15

16 17 18 19 20 21 22 23 24 25 26 27 28 29 30

31 32 33 34 35 36 37 38 39 40 41 42 43 44 45

46 47 48 49 50 51 52 53 54 55 56 57 58 59 60

61 62 63 64 65 66 67 68 69 70 71 72 73 74 75

76 77 78 79 80 81 82 83 84 85 86 87 88 89 90

91 92 93 94 95 96 97 98 99 100 101 102 103 104 105

106 107 108 109 110 111 112 113 114 115 116 117 118 119 120
121 122 123 124 125 126 127 128 129 130 131 132 133 134 135
136 137 138 139 140 141 142 143 144 145 146 147 148 149 150
151 152 153 154 155 156 157 158 159 160 161 162 163 164 165

e PLEASE TYPE OR PRINT »

Drop the card into the
mail. No postage is
needed if mailed in the
United States.

You'll receive literature,
colorful brochures and
specifications about the
products that interest
you . . . free and with-

out obligation! NAME

Use HIGH FIDELITY'’s ADDRESS

“at home” shopping ser-

vice today! CITY STATE ZIP

[J Iam a subscriber [] | am not a subscriber [E]m



SANURRY 19T T ptfo-Carett

g New ﬁgaw
Philip oncertd

o pageninis WWC

There’s more pleasure
in store for you every
month with HIGH FIDELITY. ..

First Class
Permit No. 111
Cincinnati, Ohio

T
TETRE SR
BUSINESS REPLY MAIL R
No postage stamp necessary if mailed in the United States SRR IO
S Tl TN
Postage will be paid by — BIESs 80
M lG“ Reader Service 72 O W
FIDELITY [0 5o 100 —
Annex Station

Cincinnati, Ohio 45214

First Class ’

Permit No. 111

Cincinnati, Ohio |

No postage stamp necessary if mailed in the United States

BUSINESS REPLY MAIL J

Postage will be paid by —
Reader Service 72

HIGH
P.O. Box 14306
Fl DE.-' l I Annex Station

Cincinnati, Ohio 45214



MaHLER: Symphony No. 8, in E flat. Heather
Harper, Lucia Popp, and Arleen Auger, so-
pranos; Yvonne Minton, mezzo; Helen Watts,
contralto; Iené Kollo, tenor; John Shirley-
Quirk, barirone; Martti Talvela, bass; Chorus
of the Vienna State Opera; Vienna Singverein
Vienna Boys Choir; Chicago Symphony Or-
chestra, Georg Solti, cond. London OSA
1295, $11.96 (two discs)

Selected comparisons:

Bernstein Col. M2S 751
Haitink Phi. 6700 049
Kubelik OGG 2720 033

Although hoth the New York Philharmonic
and the Cleveland Orchestra have recorded in
Europe, the logistics of taking the Chicago
Svmphony to Vienna to tape the Mahler
Eighth between August 30 and September |
last year was surely the most compiex overseas
recording project by any American orchestra
10 date. The arrival of the finished album cli-
maxes what must be regarded as the season of
Mabhler Eighths. a sccre that is now repre-
sented in the catalogue by three new editions.
Either of the two which immediately pre-
ceded the Solti set, Rafael Kubelik's recording
with the Bavarian Radio Orchestra (shortly to
be made available apart from the integral set)
or Bernard Haitink’s with the Amsterdam
Concertgzbouw, took precedence over all
previous efforts 10 record this work. We are
again presented with a situation where the
idea of one “best” recording cannot be de-
fended. All three conductors are dedicated to
Mahler and play his music with the deepest
sympathy and insight: but these are three indi-
vidual artists, and each responds to the com-

In the sast, Thorens turntables were
exclusively sougrt by those select few
who demanded the uitimate and had the
untirrized purse toe indulge their tastes.
Many others with similar discerning
prefer=nces, but with more moderate
mears, were obliged to compromise
their zritical standards.

Happily, this situation has now beer
resolvad. Becausa Thorens now offer
the TC-150 Mark | 2- speed integrated
transcription turntable. Incorporating
many of the advanced engineering
features and refinements of Thorens
more sophisticated models, it enhance
the legend of Tharens quality
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poser in hisown way. Haitink represents solid
musicianship with a touch of reserve. Kubelik.
on theother hand. takes a more romantic view
and finds many felicities in color and nuance
as a result. And Solti? He brings to this music
the most sustained intensity of the three and
carries it to the highest pitch of exaltation and
excitement.

Three recording philosophies are at work as
well, and you become most aware of them if
you play these records through an SQ decoder
and four channels. The Kubelik in these lights
is an arthodox. well-engineered stereo record
that defines a good concert hall of moderate
size and places the orchestra and vocal forces
before vou with the approximate perspective
of a main-floor center seat. Even with back
channels playing, the hall never really opens
up. Obviously it's a little dry acoustically

The Haitink. on the other hand. places you
in the balcony of the Concertgebouw and
creates the rather uncanny illusion of a very
large and resonant hall with the chorus spread
widely across a panorama in the front of the
room, but with all sorts of sound reflections
coming at you from the sides and rear. espe-
cially when the extra brass is heard. The Hai
tink suffers the inevitable loss of presence on
soloists and solo woodwinds that a balcony
seat implies. but when it bursts forth with the
organ, the extra brass. and the full array of
performers, there is the sense of vast resonant
space which | find highly effective and which
neither of the other sets can supply.

The Solti is another example of London’s
skill ir making use of the Sofiensaal. In terms
of cubic content, it may in fact be the smallest
of the three halls used in recording these al

bums, but it sounds somewhere between
Kubelik's hall and :he Cancertgebouw. | pre-
sume that in the other sets everything is ac-
tually happening in the one place. but for the
Solti the extra brass was supplied by the regu-
lar Chicago Symphony section in another
room, at a special session. and dubbed in. And
since the Sofiensaal has no organ suitable for
this work. the organ heard. 1 am told, is the
Bruckner at St. Florian. 11100 was dubbed in
most effectively | must add, and offers pre-
ciselv the right tone color for this music.

The Solu, like the Haitink. sounds fine
through conventional stereo playback, al-
though Solti provides a much greater sense of
immediacy and presence. Through 5Q decod-
ing the Solu reveals the multimicrophone ef-
fects that can be found in most London or-
chestral and operatic recording of the past
decade or so. You are not so much at the per-
formance as i» it. All sorts of interesting front-
back relationships appear, and the viewpoint
isquite different frem any normally heard in a
concert hall

Since this is basically a work for voices and
instruments, with the voices in the majority,
the quality of the singing is a major considera-
tion. Taken as a whole. Kubelik has the best
soloists and matches them with choirs of com-
parable strength. Dietrich Fischer-Dieskau's
performance as Paer Ecstaticus and Martina
Arroyo’s solos as Magna Peccatrix are unsur-
passed. Solti has choral forces o approxi-
mately equal strength (probably the best of the
boy choirs) but his soloists as a group are the
weakest of the three—becauuse of vocal factors
and because Englisn singers have distinct limi-
tations in projecting German texts. Haitink of-

Priced at$14C, including ton2arm
and base, the ¥D-150 Mark Il is a
concessior orly to econoemics, not to
our traditional quality and precision. If
you've always wan-ed & Thorens turn-
table, we suggcest you visit your Thorens
deale- tcday.

Now thera's nJ reason to set:le f
less than the test.

Elpa Mar<eting Indystries, Inc
New Hyde Pask, N, Y. 11940
West: Scottsdale, Ariz. 85253
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fers a strong group of soloists (Hermann Prey.
for example. is a real rival 1o Fischer-Dieskau.
while Shirley-Quirk is not) and good choruses,
but the native language of these singers is
Dutch. and they cannot always project the
German textin the manner of their Munich or
Vienna counterparts.

So. the listener who wants this music for su-
perlative singing will be wise 10 choosce Kube-
lik, and the one who is after big-hall effects
will choose Haitink. and both ought to be de-
lighted with the result. Those whose interests
are less specialized probably will be happiest
with the Solti simply because of the enormou:
sonic impact it provides.

Solti does not subscribe (o the Bruno Walter
view that the Ninth is the greatest of the Mah-
ler symphonies. butwith the pragmatism of an
old theater conductor, he gives first place 1o
the symphony which he feels received the
greatest acclaim from the public in its first per-
formance. This one. And. as a conductor with
a most refined and highly developed sense of
the dramatic. Solii plays the work in a manner
that makes you regret that Mahler never wrote
an opera.

Solti, moreover. has the finest orchestra of
the threc and it is totally responstve to his lead-
ership. None of these sets is without passages
that present momentary problems of balance.
but Solti provides more than any other the
sense of direct interplay between a large or-
chestra, a large chorus, and solo instruments
and voices. and to have all this swirling around
you from the four corners of the room (as SQ
provides) can be deliciouslv exciting. Even
without SQ. it’s thrilling.

t vou want a Mahler Eighth that will lift
you rightoutof yourchair, thisisit.  R.C.M.

MEssIAEN: L'Ascension—See Ives: Orches-
tral Set, No. 2

MONTEVERDI: || Combattimento di Tancredi
e Clorinda; Madrigals from Books 7 and 8.
Soloists and instrumentalists, Gustav Leon
hardt, cond. For a feature review of this
recording, see page 69

MONTEVERDI: Madrigals: Books 8,9, and 10
(complete). Soloists and instrumentalists,
Raymond Leppard, cond. For a feature re-
view of this recording, see page 69.

MozaRrTt: Concerto for Oboe and Orches-
tra, in C, K. 314. StRausS, R.: Concerto for
Oboe and Orchestra, in D. Heinz Holliger
oboe; New Philharmonia Orchestra, Edo de
Waart, cond. Philips 6500 174, $6.98.

If you have been familiar with Richard
Strauss’s Oboe Concerto before now you are
one ahead of this reviewer. who never heard it
before playing this superb recording by the re-
markable oboist Heinz Holliger. If you are not
tamiliar with it. now is the time to make its ac-
quaintance. It was written when the composer
was eighty-one. and it is fresh. lovely, and
idiomatic to the last degree. The first move-
ment is happy and robust. and is characterized
by a burbling stream of unqguenchable mel-
ody: the middle movement is a gentle elegy
the finale varies from Wizard-of-Oz spirits 10
moments of great melowness. and bits of
Rosenkavalier slip in all along the way.

“— CIRCLE 58 ON READER-SERVICE CARD

The art of thirty-threc-year-old Heinz Hol-
liger is so fine that one is scarcely aware of it-
so naturally is the music created on the spot.
His finger facility seems boundless. as does his
breath: His phrases are seamless and fluid.
Mozart. of course. benetits by ali this as much
as Strauss. and two qualities stand out: Holli-
ger's ability 1o let a long crescendo on a held
note open out like a tlower blooming in fast-
motion photography, and his knack for unit-
ing one phrase with the next, creating an un-
breakable continuity even in the siow move-
ment where it is most difficult 1o do. His
thoughts are matched with perfect accord by
the New Philharmonia and its young conduc-
tor, who has proved his feeling for Mozart be-
fore now. S.F.

SATIE: Socrate; Mercure. Danielle Millet, An-
dréa Guiot, Andree Esposito, and Mady
Mesple, sopianos (in Socrate); Orchestre de
Paris, Pierre Dervaux, cond. Angel S 36846,
$5.98

Selected comparison (Socrate):

Cerha Can.31024
Selected comparison (Mercure).
Abravanel Van.10037/8

“Perhaps he |Socrates] will think I'm trying to
joke.” sings Alcibiades at the opening of
Satie’s Socrate, “but nothing could be more
serious.” And thus the tone is set for a kind of
three-actanti-opera: Thecomposer apparently
used the texts of P’lato as a pretext for weaving
a musical lapestry whose basic raison d'érre
simply lies in the beauty of the sounds pro-
duced. Why else would Satie have given the
four male parts 10 four sopranos if it were not
for the fact that the French language almost
inevitably sounds more beautiful when sung
by a female voice rather than a male one
(Francis Poulenc is another composer to have
discovered this fact)? Why else would Satie
have chosen one of the least dramatic texis
possible unless he wished 10 make it quite ob-
vious that he had no intention of playing upon
the listeners’ emotions, in the tradition of
grand opera. either with his music or with the
text. It is almost as if’ Satie could have dis-
pensed entirely with the text in order 10
present his hypnotic, diaphanous, and
hauntingly melancholic music as a kind of
“abstract’” opera. There is certainly no ques-
tion of the music—some of the most beautiful
that has ever been written—being completely
subordinated to the words: if the music does
not impose its presence with great pomp and
circumstance. it is because there is a whole
new aesthetic concept involved here.

And yet the three Plato texts used—and this
is the first recording of Socrare 10 supply
them—reveal definite intentions on Satie’s
part. Satie surely must have had himself in
mind when Alcibiades compares Socrates and
the satyr Marsvas. who was able to “charm
men by the beautiful things his mouth drew
from his instruments...." For the second
movement. there is certainly a strong link be-
tween the pastoral music and the serene jov
and love of beauty expressed in the text. The
third text. in which Phaedo tells of the death of
Socrates, offers a much stronger emotional
element than the preceding two, and here the
music. while constantly avoiding anything re-
sembling dramatic development. does move,
as Socrates dies, into a more dissonant stvle
and eventually just stops on an inconclusive
open fifth.

Herewith,
five helpful
ideas for
adding music
without
disturbing
your decor.

PROBLEM: How do you add a
stereo (or 4-channel) system to your
living room without upsetting the
appearance of the room or adding
unwanted furniture?

ANSWER: Use Electro-Voice
Custom Loudspeakers that mount
almost anywhere. For instance,

you can build them into a present
bookcase, mount them in a wall
(perhaps behind a semi-transparent
drape), mount them in a closet door,
even put speakers in the ceiling, or
install them in existing furniture.

There are sizes and models of
E-V Custom Loudspeakers to fit your
available space, your budget, and
your taste in sound. Write today for
complete catalog information and a
list of Electro-Voice dealers who'll
help you put hi-fi in its place ...
in your home.

ELECTRO-VOICE, INC., Dept. 924H,

619 Cecil Street, Buchanan, Michigan 49107

In Ewrope: Electro-Voice. S. A.. Romerstrasse 49. 2560 Nioau, Switzerland
In Canaca: EV of Caneda. Ltd.. Gananoque, Ontario
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CIRCLE 42 ON READER-SERVICE CARD

The present recording fortunately offers the
best performance of Socrate currently avail-
able, although it is not without drawbacks.
The most serious of these lies in the excessive
reverberation; for while the recorded sound is
striking in its warmth and depth, the rever-
beration level gives the small orchestra a sym-
phonic quality that effectively destroys the
chamber quality of the work. Dervaux’s tem-
pos also seem a bit languid at times, but the
slowness of pace here does not exclude that es-
sential lightness of touch so flagrantly absent
from the Die Reihe Ensemble performance on
Candide. Dervaux’s singers likewise out-
distance those of the latter group, particularly
Mady Mesplé, whose extraordinary control
and perfect phrasing are a marvel—although
her voice, for some reason, always sounds
thinner on recordings than in live perform-
ances.

Dervaux’s slow tempos do not serve him as
well in Satie’s ballet Mercure, a perfect ex-
ample of cubist music with its collage of vari-
ous popular elements and its constant instru-
mental shifis. Here Abravanel's witty and
much less serious approach is to be preferred,
although Vanguard’s sonics are not quite up to
Angel’s. R.SB.

ScHUBERT: Sonatas for Piano (complete).
Paul Badura-Skoda, piano. For a ieature
review of this recording, see page 65

SCHUBERT: Sonatas for Piano: in E, D. 459;
in C minor, D. 958. Ingrid Haebler, piano. For
a feature review of this recording, see page
65

SCHUBERT: Sonata for Piano in A minor, D.
845; Moments musicaux, D. 780. Karl Ulrich
Schnabel, piano. For a feature review of this
recording, see page65

B! Sousa: Marches. Czechoslovak
Brass Orchestra, Rudolf Urbanec
cond. Nonesuch H 71266, $2.98

The Stars and Stripes Forever; E| Capitan; The
Gladiator, George Washington's Bicentennial; Es-
prit du Corps; The Liberty Bell; The Washington
Post; King Cotton; Nobles of the Mystic Shrine; The
Thunderer; Semper Fidelis; Riders for the Flag

How far the musical world has turned since
John Philip Sousa was its most authentic and
honored American spokesman is indicated by
the depth of his fall from onetime phono-
graphic supremacy. (Perhaps that's the pun-
ishment for the contempt he often heaped on
what he was the first 1o call “canned music.”)
The last American all-Sousa program | en-
countered was the September 1969 Everest
reissue of some 78-rpm acoustical and early
electrical recordings by the March King’s own
band—the historical value of that release was
largely negated by the total lack of datings and
other background information, which ne-
glected to mention that Sousa himself dis-
dainfully skipped the recording sessions.
Since then the only all-Sousa program of any
kind that has come to my attention was a De-
cember 1969 Scots Guards’ collection on the
British Fontana label—a release notable for its
inclusion of a considerable number of little-
known (nowadays) selections, but unfortu-
nately also notable for downright ugly per-
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After the monthly

breakthroughs and
revolutions in speaker
design, how come

the Rectilinear i
stillsoun

Figure it out for yourself.

More than five years ago,
without much fanfare, we came
out with a very carefully engi-
neered but basically quite
straightforward floor-standing
speaker system. It consisted of

| six cone speakers and a cross-

SEPTEMBER

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 lll, which we are still sell-
ing, to this day, for $279.

Within a year, virtually every
hi-fi editor and equipment re-

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.

Fina'ly, lastyear, 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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ds better?

new lowboy is wider, lower
and more sumptuous, with a very
impressive fretwork grille. It
measures 28" by 22" by 12Vs”
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,
10454,

Rectilinear il
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formance and recording qualities. Now the
latest example comes from even farther off-
from Czech bandsmen in Supraphon’s Prague
studios.

This one, however, warrants not boos but at
least two and a half cheers. First of all it is
properly and informatively annotated (by
Robert Opfergeld). Secondly. the program-
ming includes not only eight of the best-
known marches of the 1880s and *90s but the
earlier Esprit du Corps of 1878, and the later
Nobles of the Mystic Shrine (1923), Riders for
the Flag (1927), and George Washington’s Bi-
centennial (1930)—all less likely to be familiar
to today’s younger listeners. The half-cheer-
only penalty is for the performances (which
are coarser-toned and heavier-handed than
Sousa fans are accustomed to) and the re-

corded sonics (the somewhat hard qualities of
which perhaps should be blamed on the fifty-
man band itself rather than on the Supraphon
engineers). The half-cheer award is for the
same performances’ and recordings’ compen-
sating merits: One is their sonic solidity (dis-
tinctly more effective than the same band’s re-
cent collection of *Old Austrian Marches” on
Supraphon | 14 1020); the other is the steadi-
ness, precise control of inner details, and vital-
ity of Urbanec’s readings: While they are nos
idiomatically “American.” they nevertheless
capture much of the music’s unique spirit
R.D.D.

STrAUSS, R.: Concerto for Oboe and Or-
chestra, in D—See Mozart: Concerto for
Oboe and Orchestra. in C. K. 314

mopﬁbrl
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Deutsche Grammophon Records, MusiCassettes and 8-Track Stereo Cartridges
are distributed in the USA by Polydor Incorporated; In Canada by Polydor Canada Ltd.
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VAUGHAN WiLLamMS: Fantasia on a Theme by
Tallis—See Elgar: Enigma Variations

VAUGHAN WiLLIAMS: The Pilgrim’'s Prog-
ress. Soloists; London Philharmonic Chorus
and Orchestra, Sir Adrian Boult, cond. For a
feature review of this recording, see page 68

I_ll VERDI: Luisa Miller.
1] LuisaMiller Maria Cebotari(s)
Miller Josef Herrmann (b)

Conte Walter Kurt Bohme (bs)
Rodolfo Hans Hopf (1)
Federica Helena Rott (C]
Wurm Georg Hann (bs
Laura Etfriede Trotschel (s)

Saxon State Orchestra, Dresden State
Opera Chorus, Karl Eimendorff, cond

Preiser LM 1, $11.96 (mono; two
discs

Selected comparison

Mofto, Cleva RCA 6168

This is not a performance for the average
Verdi lover. Anyone wanting Luisa Miller on
discs would be better advised to go straight for
the RCA set; though hardly definitive, it is at
least well recorded, musically complete, and
sung in ltalian. The present album is none of
these. At its infrequent best the sound is ac-
ceptable, though cramped, rather strident and
lacking in depth; at its frequent worst, how-
ever, it is so overloaded and indistinct you get
the feeling you are deciphering the perform-
ance rather than listening to it. The music is se-
verely cut. Most repeats and second verses
have disappeared, along with a lot of the cho-
ral sections and a whole series of random pas-
sages, some substantial, some only a bar or
two in length. Finally, the opera is sung in
German.

This venture is reminiscent of those Urania
albums. which, whatever their musical and
acoustical drawbacks, did greatly expand the
recorded repertory in the 1950s with such
rarely heard works as Fra Diavolo, Der Cor-
regidor and Der Widerspenstigen Zamung—all
of them. like this Luisa Miller, derived from
Dresden broadcasts under Karl Elmendorfl.
But nowadays Luisa Miller is not unfamiliar,
and it seems clear that the principal reason for
the present release is, quite simply, Maria
Cebotari.

Cebotari, a touching and intelligent singer,
had a highly successful career, first in Dresden
(where in 1935 she sang Aminta in the world
premiere of Die schweigsame Frau). then in
Berlin, and finally in Vienna. A beautiful
woman and a fine actress, she appeared to
great advantage in several musical films dur-
ing the 1930s. Cebotari’s career was tragically
terminated by cancer in 1949, when she was
only thirty-nine. Although her artistry is well
represented on 78s (a recent two-LP collection
of these on the Da Capo label is available now
as an import). Cebotari continues to intrigue
vocal collectors, and tapes of her broadcasts
are much in demand. Cebotari is one of those
singers whose individuality lingers in the lis-
tener’s memory. For her many admirers ev-
erything she performed holds interest. How-
ever, though she was a famous Butterfly, she is
not at her best in Italian music. She is hardly
troubled by the formidable demands of
Luisa’s music—the high tessitura, the bursts of
fioriture, the large-scale lyricism—yet what is
missing here is a true grasp of the Verdian
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idiom. Above all, she seems unable 10 mold
the line with the right kind of sensuousness.
Moreover, the timbre of the voice is really too
cool; it never has quite the warmth or the color
that this music requires.

All the other singers are similarly at odds
with Verdi’s stylistic requirements. Josef
Herrmann, the Miller. sings with expressivity
and tact, but as a /eldenbariton he tinds Ver-
dian cantabile hard to negouate. He is unde-
niably powerful, but passages like the cadenza
1o Miller’s big aria are very crude. Crude also
is the word for Kurt Bohme, who sounds thor-
oughly ill at ease from start to finish, and for
Hans Hopf. then in the early stages of what
turned out to be disappointing career. Though
Hopt’s basic vocal gifts were outstanding, his
technique never enabled him to sing with ¢i-
ther ease or smoothness: here he wreaks havoc
on the delicate lvricism of “Quando le sere al
placido.” Apart from Cebotari the best singing
comes from Elfriede Trétschel. a lyric soprano
who also died 100 young. and Georg Hann. an
estimable and versatile bass-baritone who spe-
cialized in character and bufto roles and died
in 1950. Karl Elmendortf, who conducted
Toscanini’s Bavreuth cast for Tannhéuser on
78s during the late "20s. was a routine Kappel!-
meister, ecfficient. sometimes exciting (he
whips up the finales here with commendable
brio), but never poetic.

A better memorial to the art of Maria Cebo-
tari than this Luisa Miller would be properly
engineered versions of two performances cir-
culating in the tape underground at the mo-
ment: the complete Salome under Clemens
Krauss and the substantial excerpts from
Ariadne auf Naxos under Beecham. both dat-
ing from 1947 and both luminously exciting.

DS.H

WEISGALL: The Stronger, Fancies and Inven-
tions. Johanna Meier, soprano (in The
Stronger); Julian Patrick, baritone (in Fancies
and Inventions), Aeolian Chamber Players
Hugo Weisgall, cond. Composers Recordings
CRI SD 273, $5.95

Hugo Weisgall is one of the few American
composers of his generation who have con-
centrated their creative efforts on opera. He
has now written a total of six operas. of which
The Stronger. a one-act chamber work writien
in 1952. is chronologically the second. 1n one
sensc The Stronger has been very successful: It
has been staged with remarkable frequency
for a modern opera (having received more
performances than any of Weisgall's other
stage works) and has met with considerable
critical acclaim. Yet to me the work seems
problematic and fails 10 solve the admitted|
knouty task it sets for iself.

Weisgall himself describes the opera as an
“experiment.” Based on a play by Strindberg.
the cast contains only two characters. one of
whom is silent throughout. The two. who are
old friends. meet in a bar and the vocal one,
Estelle. bombards her friend with long,
eventually hysterical monologue while the
other sits in stony. infuriating silence. The op-
era’s problems arise from the text for this
monologue. which is extremely fragmentary
and at times virtually incoherent. There is con-
sequently little possibility for the creation of
sustained musical numbers within the work,
and the composer must solve the problem of
bridging the violent contrasts so as to establish
a sense of larger continuity. [t is this which
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Weisgall has failed 10 do. His primary tech-
nique for moving from one short segment to
the next is the fermata. a procedure which
creates a series of short-breathed musical frag-
ments that fail to cohere into more extended
rhythmic units. It is admittedly an interesting
experiment, to borrow the compaser’s own
word, but I think itis ultimately an unsuccess-
ful one. (One should compare the way
Schoenberg handles the transitions in Envar-
tung, which like The Stronger is also a mono-
drama, and one with an even more hysterical
and disjointed text. There. despite the un-
precedented musical variety. there is a truly
incredible degree of rhythmic continuity.)
Fancies and Inventions, a more recent work
(1970). strikes me as much more successful. It
18 a setting of nine poems by Robert Herrick

for baritone and tive instruments lasting some
twenty-five minutes. Here the over-all span of
the piece 1s neatly articulated by the natural
divisions of the nine songs. and variety 1
achieved by the use of different instrumental
combinations for several of the songs (for ex-
ample. three—all dealing with llowers-—-are ac-
companied only by duets). as well as the
widely varying character of the various set-
lings. As in the opera, there is the problem of
having only one voice—and thus essentially
only cne vocal sound--to work with through-
out an extended piece. but this is mitigated by
a judicious use of short instrumental inter-
ludes. It is an impressive piece. though one
whose general character is rather austere.
The pertormance ot Funcies and Inventions
is obviously well rehearsed and carefully put

- Going 4channel?

Four channel sound means four speakers in one room. ..
It's no problem when they look like these ... Empire’s world-

famous speaker systems fit everywhere and reproduce

everything. They thrill you to the kind of sound no box-type
speaker can deliver. In Empire’s stereo cylinder, the

For information and further details
write Empire Scientific Corp.,
1055 Stewart Ave., Garder City, N.Y. 11530.

woofer faces down for bass so live it gives you goosebumps.
There is no ugly grill cloth, the handsome finish goes
all the way around, and the marble
top is meant to be used.
Available in satin walnut or
antique oak finish.
Priced from $109.95.
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expensive
octave of
new bass
you can
buy.

A full octave of new
bass from your present
speakers. Not puffed up or
boomy—nbut a solid octave
of acoustically flat true
bass.

The Norman Labora-
tories Acoustic Equalizer
gives you this new bass—

equalized electronically
to match your particular
AR, KLH, Advent, and
Dynaco bookshelf speakers
—yet at a cost lower
than many new phono
cartridges.

Write today for the full
Equalizer story. Your ears
and wallet will thank you.

NORMAN
LABORATORIES

520 Highland Parkway
Norman, Oklahoma
73069

CIRCLE 49 ON READER-SERVICE CARD

In the category of high fidelity equip-
ment that may be truly judged as
state-of-the-art, both technically and
sonically, there are perhaps a dozen
or so manufacturers of repute. Most
of these manufacturers are fairly
large, respected and weil known.
Radford Audio is less well known
and quite small but we produce
equipment that is state-of-the-art —
just less of it.

The SC24 preamplifier has been in
production for approximately two
years and we have just completed
number 1000. A small company
cannot achieve the quality for which
Radford is known and turn out large
quantities of equipment. To prove
our point, we're anxious for you to
compare the Radford SC24 with any
other preamplifier regardless of price.
If your goal is high accuracy sound
recreation, we’‘re fairly confident that
you'll agree the SC24 is quite likely
the finest solid state preamplifier
currently available.

Write for free literature and a list of
authorized dealers,

I _r_TEAD?:_ER =)

In the US. — AUDIONICS, INC.
8600 NE Sandy Blvd.
Portland, Ore. 97220

In Canada — AUDIORAMA
5990 St. Hubert
Montreal, P.Q. 326
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together, and despite a few rough spots bari-
tone Julian Patrick sings the difficult vocal
part with assurance. The Stronger is unfortu-
nately not so well realized. Soprano Johanna
Meier sounds strained and edgy, and she has
pitch problems throughout, particularly a ten-
dency to be sharp. The accompaniment is also
not always as secure as one would like. Texts
for both works are included. R.P.M.

recitals
and miscellany

CoLUMBIA-PRINCETON ELECTROMIC Music
CENTER TENTH ANNIVERSARY ALBUM. Beth-
any Beardslee, soprano (in the Babbitt);
Group for Contemporary Music at Columbia
University, Charles Wuorinen, cond. (in the
Varése); Harvey Sollberger, cond. (in the
Davidovsky). Composers Recordings CRI SD
268, $11.90 (two discs)

Vanrése: Déserts. LUENING: Theater Piece No. 2: In
the Beginning. BAs®ITT: Vision and Prayer. Ussa-
CHEvVSKY: Computer Plece No. 1; Two Sketches for a
Computer Piece. SmiLEY: Kolyosa. SmiELeS: The
Transtormation of Ani. AREL: Stereo Electronic Mu-
sic No. 2. Davioevsky: Synchronisms No. 5.

This is a disappointing set. The most impor-
tant thing in it, and the only one of the eight
compositions that fill an entire side, is Déserrs
by Edgard Varése. which was written before
the Columbia-Princeton Electronic Music
Center was established and represents the
genius of a composer who never had even the
faintest recognition from the academic estab-
lishment. The recording of it offered here was
made by the Columbia University Group for
Contemporary Music well after Varése was
safely dead. In all fairness, one should add
that, according to the record notes, the elec-
tronic parts of the score were “revised with the
assistance of Biilent Arel in 1961 at the Co-
lumbia-Princeton Electronic Music Center.”

In the Fifties, when Deserrs was written, to
present electronic music all by itself was in-
conceivable; Déserts is for the usual Varése or-
chestra of wind and percussion instruments
with three interpolations of electronic sound.
At no time are the instruments and tape heard
simultaneously, and the work has been per-
formed without the tape. although some
sounds from the instrumental portions are
used in the electronic as well, thereby confer-
ring unity on the whole. The score exploits the
stridency. brilliance, and emotional high pres-
sure one expects of Varése, and the contrast
between the fixed pitch and familiar tone col-
ors of the instruments and the indefinite pitch
and unique timbres of the electronic sections
is magnificently handled.

Nowadays composers of electronic music
are ustng conventional instruments along with
electronic sound rather than alternating the
two; this, if the present album can be believed.
is the main difference, aesthetically speaking,
between the Fifties and the Seventies in the
field. They have also been using computers
recently, largely with computerlike results.

There are marvelous new sonorities here in
the works of Luening and Ussachevsky
(founders of the Center) and Arel and
Davidovsky (two younger composers trained
at Columbia), but there is not much else.
These works exploit fascinating, unprece-
dented tone colors. but their rhythmic struc-
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ture 1s generally quite conventional and their
texture, apart from timbre. oflers little interest.
Perhaps the eflort to present a sampler re-
sulted in the recording of minor works. At all
events. there is nothing major here except the
Varese.

Miss Smiley’s scems 10 me the best of the
lesser picces because it has some drive. pas-
sion, and grit 1o it: Varése himself would have
been the first to applaud her achievement.
Babbitl's contribution is a song for soprano
and tape based on a brilliant poem by Dylan
Thomas. Alice Shields’ The Transformation of
Ani also uses a voice—her own. These two
pieces seem to me the most sterile of all. and
the stanzas of the Babbitt sung in the Spreci-
stimme style of Pierrot Lunaire are altogether
ludicrous. even if they are performed by Beth-
any Beardslee.

For universities 10 be mixed up with the
musical avani-garde s a phenomenon only of
the last quarter of a century. When it began. |
remarked 1t proved one of two things: the
academies were going modern or the moderns
were going academic. This set of records sadly
underlines the second of these two proposi
lions. AF.

DUETS FOR GUITAR AND HARPSICHORD. John
Williams, guitar; Rafael Puyana, harpsichord;
Jordi Savall, viola da gamba. Columbia M
31194, $5.98.

STRAUBE: Three Sonatas for Guitar. PONCE: Pre-
ludio. DopGson: Duo Concertante.

The prize winner here (in the literal sense: It
won joint honors in the 1970 Concours Inter-
nationale de Guitare in Paris) is Stephen

The*300"™
Goncert Hall

With all the ““great”, “new"”, “fantastic”’,
“innovative” things everyone’s claim-
ing, how do we prove we've
got something remarkable?

Lend us your ears. And
eyes.

Walk into an authorized
LDL high fidelity dealer
with a favorite record or
tape—hopefully, a demand-
ing one. Ask him to hook up your pres-
ent (or future) amplifier or receiver and
a pair of LDL 749 reflecting speakers.
And listen,

Listen to the “speakerless’ clarity of a
multiple-transducer crossoverless sys-
tem using the finest components. If your
record’s got fundamental bass, the fun-
damental’s what you’ll hear, up to and
including the attack of drums and
strings. And as for highs, you won't just
listen to them—you can pick them apart:
violins, trumpets, piccolos and more—
each clearly defined.

But good stereo (or quad) is more than

frequencies and transients put in their
place: it's a spatial phenomenon. Which
is where the LDL 749 really excells.
Precisely combining forward-radiated
sound from the front of the enclosure
with panoramically-reflected sound
from the rear. Result: the kind of acous-
tical environment you used to need a
concert hall to get.

Need more convincing? A-B LDL 749's
against other speakers—even the $1000-
a-pair variety. We honestly
think you'll prefer ours.
Where do your eyes come
in? To appreciate the
speakers’ compact size and
elegant looks. Beginning
with the $299.95 pricetag
...for the pair. Now, where
can you get a concert-hall for that?
For the name of your nearest dealer
write or call:

“-;D_l- LINEAR DESIGN LABS, INC.

114 Wilkins Avenue, Port Chester,
N.Y. 10573

Dealer inquiries invited

Not For One...For Both!!
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Dodgson’s Duo Concertante—a work which.
along with some by Benjamin Britten. assures
us that there is indeed a future for the guitar
beyond its role as a resurrecter of eighteenth-
and nineteenth-century music. Dodgson’s
fourteen-minute work is rugged and inter-
esting—besides being tonal and diatonic and
attractive 1o listen to. lts expressive means in-
clude big rhetorical flourishes, driving pas-
sages of free counterpoint. purposeful inter-
action. and bullheaded assertions of
independence on the part of each participant.
[t is sometimes massive in its sonority, and
makes much of the contrasting timbres of
harpsichord and guitar. Its profile, in short. is
strong and vital. and let us hope the piece will
getan ainng on American concert stages with
these two superb performers.

Rudolf Straube, whose ““Three Sonatas for
the Guitar with Accompaniments for the
Harpsichord or Violon-cello™ were published
in 1768, was a keyboard pupil of Bach’s and an
expert lutenist and guitarist. The sonatas. es-
pecially No. 1. are quite engaging—though one
gathers. from Stephen Dodgson’s album notes
on the subject, that Rafael Puyana’s realiza-
tion of the continuo part has much to do with
their allure. For the harpsichord is far more
than mere accompanist: it joins in a close
canon with the guiar, for instance. in the
Largo of No. 1, and engages in important imi-
tation elsewhere. The diflerences in timbre
here (as contrasted with the Dodgson work)
create a division rather than a unity. for the
harpsichord ornamentation emerges with a
much more cutting edge of tone than similar
figuration on the guitar. I'm not complaining
the dichotomy is part of the fun. A superb
recording. S.F.

VLADIMIR HOROWITZ: *'Great Roman-
tic Piano Favorites.” Vladimir Horo-
witz, piano. RCA Victrola VICS 1649,
$2.98 (electronic stereo; from various
RCA Victor originals, recorded be-

tween 1946-55)

BRAHMS: Intermezzo in B flat minor, Op. 117, No. 2;
Waltz in A flat, Op. 39, No. 15. CHOPIN: Mazurka in F
minor, Op. 7, No. 3; Nocturne in F sharp, Op. 15, No.
2; Nocturne in E minor, Op. 72, No. 1. LiszT: Fune-
railles; Valse Qubliée No. 1. MENDELSSOHN: Elegy,
Op. 85, No. 4; Spring Song, Op. 62, No. 6; Shep-
herd's Complaint, Op. 67. No. 5 ScCHUBERT: Im-
promptu in G flat, D. 899, No. 3. SCHUMANN: Traum-
erel, Op. 15, No. 7

More Horowitz culled from his preretirement
phase. These performances dating from the
late Forties and early Fifties have been given
the electronic stereo treatment. but the process
has been administered judiciously (in contrast
1o the deleterious recent reissue of the Horo-
witz/Reiner Emperor Concerto). | didn’t have
the originals of all these pieces available for
comparison. but an A/B test of the Funérailles
revealed that the mono had a bit more solidity
and impact, while the new pressing is more
tilted toward the high frequencies. The origi-
nalis perhaps preferable. but the basic quality
Is quite similar.

The Liszt and Mendelssohn are dealt with
most appropriately here: Horowitz drives the
Funérailles, with its sardonic quote from Cho-
pin’s A flat Polonaise. home with awesone in-
tensity. and deals with the mild-mannered
Songs Without Words in chaste. pure fashion.
The other pieces are more debatable. If you
like your Brahms waltzes to sound like porce-

HtGH FIDELITY MAGAZINE



lain figurines and Schumann’s Traumerei with
an oozy chocolate coating (how differently he
plays the latter work today!), Horowitz ought
1o be just what you are looking for. Similarly,
the Schubert impromptu is played in a cor-
rupt, bowdlerized text with treacly, altered
harmonies, and Chopin’s nocturnes and ma-
zurka with teasing little distortions and neu-
roticisms.
Inshort, a record mainly for piano buffs.
H.G.

MusiC FOR Two HARPSICHORDS. Thurston
Dart and Igor Kipnis, harpsichords (built by
Thomas Goff and Robert Goble & Sons). Co-
lumbia M 31240, $5.98

HanDEL: Suite a deux Clavecins, in C minor (arr
Dart). Tomxins: Fancy for Two to Play. Byro: Ut Re
Mi Fa Sol La. FARNABY: For Two Virginals. L Roux:
Suite in G minor. CoupeRIN, F.: Allemande & deux
Clavecins (IX- Ordre), La Julliet (XIV- Ordre); La
Létiville (XVI* Ordre), Muséte de Choisi (XV- Ordre);
Muséte de Taverni (XV* Ordre). MozaRT: Sonata for
Harpsichord Four Hands, in C. K. 18d (Ed. Fergu-
son); Fugue in C minor, K. 426

The sessions that produced this amiable disc
turned out to be the last for the well-known
and sometimes controversial English musi-
cologist/harpsichordist Thurston Dart, who
died a year ago at the age of forty-nine. It is
altogether fitting and characteristic that he ap-
pears here in a dual role. The first part of the
Handel suite for two harpsichords, for in-
stance, has been known for some time and was
published in the Handel Gesellschafi, but the
second part never turned up. Dart “recon-
structed” it himself for his own edition pub-
lished in 1950 and plays it on this recording.
It’s really a remarkably effective piece with a
busy Allemande positively brimming with
Handelian joy and a quite moving Sarabande
Dart was joined for these sessions by a truly
kindred spirit and equally skilled harpsichord-
ist, Igor Kipnis. [n this Handel suite, as in
many of the other pieces, Dart plays the first
part and Kipnis the second, and they reverse
roles for the repeats: this struck me as an ex-
cellent procedure, giving us not only a con-
trasting treatment in the repeats, but also the
contrasting sounds of the two nicely differ-
entiated instruments.

The Tomkins, Byrd, and Farnaby pieces are
delightful little gems, as are the six Le Roux
pieces for two harpsichords, arranged as a
suite here with three of the movements trans-
posed to the prevailing key of G minor. Again,
itis Dart’s edition, prepared from the original
of 1705, that is used here.

Couperin’s several two-harpsichord pieces
are scattered through his various ordres, and
the five played by Dart and Kipnis are won-
derfully entertaining.

The Mozart four-hand sonata, written when
the Wunderkind was nine years old, is a harm-
less and pleasant enough piece, but the real
meat of the entire program is the late C minor
fugue, which is perhaps better known in its
later string version prefaced by an Adagio.

How can one praise highly enough the work
of these two artists, as individuals or as a per-
fectly matched team? For the fascinating rep-
ertoire (and a full hour’s worth of it is included
here), for the excellent recording of the two
harpsichords, but especially for the superbly
alive performances, you simply must hear this
one for yourself. CFG.
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AUDIOPHILE QUIZ:

QUESTION #1: Who is offenrg a Tape Deck
with Bi-Directional Recording /Playback
plus Automatic Continuous Repeat for less
than $280?

ANSWER: DOKORDER, with the 6020!

For less than half of
what you would expect
to pay, you can now
own a Dokorder Tepe
Deck with these
sophisticated features
. plus automatic
shut-off, four heads,
three motors, centar-
drive system, double
safety-lock system,
pJashbutton direction
changer, professional
VU meters .. .and
oatstanding performance.

o

QUESTION =2: Who is intrcducing a new
8-Track Cartridge Deck with professional
_ features for $139.95?

ANSWER: DOKORDER, with the MC-60!

Here is your chance to own a fine Cartricge Recorder/Player
Deck that performs like a pro and ircerporates such
sophisticated feattires as three-in-ore head, continuous
rapeat playback, automatic eject, fast fosward, instant
glay/eject, pushbutton

program selector

and digital program

indicator light.

Availéble at'better Hi Fi Stores. For complete information write:

Dolcor-der Inc:

Setting a new Sound Standard in Tape Recorders
11264 Playa Court, Dept. 8C, Culver City, Californ:a 90230
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DONIZETT!: Arias from Roberto Devereux, L'Elisir
d’amore, La Favorita, Lucia di Lammermoor, and
Don Pasquale. Barry Morell, tenor; Vienna Volksoper
Orchestra, Argeo Quadri, cond. RCA Red Seal LSC
3221, $5.98.

in brief

Dependable pinch-hit singers are necessary and valuable within the sort of repertory system that
operates at the Met. Barry Morell’s sturdy tenor has given the company good service over the
vears in that thankless capacity. but it seems futile to star him in a recorded recital—aside from
the Roberio Deverenx excerpt (the complete Tower Scene, not especially distinguished Doni-
zetti in any case) all these arias are available in versions by far more gifted interpreters. Morell's
voice is well schooled and the treatment of the music is idiomatic: but such pallid and unimagi-
native singing amounts to little more than a collection of nonperformances. P.G.D.

HAYDN: Symphonies: No. 52, in C minor; No. 53,
In D (U'lmpériale™). Academy of St. Martin-in-the-
Fields, Neville Marriner, cond. Philips 6500 114,
$5.98.

Both works are major, middle-period Haydn (with No. 53 a very grand work, written one as-
sumes for some festive occasion), and the performances are exceedingly good. Musically the
main compeltition comes from Dorati in Stereo Treasury STS 15121/30. ﬁl 0. 53 he and Mar-
riner are just about equal in skill. although Marriner has a lighter touch in the Menuetto. In No. 52
Muarriner’s approach is more subtle throughout, and his recorded sound lacks some of the
formidable bass that makes the Dorati here sound a little bottom-heavy. The unrestrained
Haydn collector will want this Philips disc simple because it's so good. But the tightfisted Haydn
collector will stick with Dorati, because he does give you a lot of music for your inflated doﬁar

R.CM.

HOVHANESS: Fra Angelico; Requiem and Resur-
rection. Royal Philharmonic Orchestra (in Fra
Angelico); North Jersey Wind Symphony (in the
Requiem), Alan Hovhaness, cond. Poseidon Soci:
ety 1002, $5.98.

Fra Angelico contains much angel music in the strings. and it forms a proper tribute to the gentle
Florentine painter. The solemn chants of the brass also play their role very well; unfortunately
there is an aleatory passage which is so corny and vulgar that it spoils the whole thing. Solemn
chant with bells is also characteristic of Requiem and Resurrection; the writing for the brass is
magnificent; the “wild chaos” is merely that and is not transmuted by the artistic imagination.

PORTER: New England Episodes. WARD: Concerto
for Piano and Orchestra. Polish National Radio Or-
chestra, Vohdan Wodiczko, cond. (in the Porter);
Marjorie Mitchell, piano; Stuttgart Radio Orchestra,
William Strickland, cond. (in the Ward). Desto DC
7123, $5.98.

Quincy Porter’s New England Episodes is a beautiful work. based on old wunes. or new tunes that
sound like old ones. out of the meeting houses and public squares of rural New England: it is all
handled in a genuinely creative and evocative way. The Ward concerto is mostly warmed-over
Prokotficv. Both recordings are weak.  AF.

POULENC: Cing Poémes de Paul Eluard (1935); Huit
Chansons polonaises (1934); Le Travail du peintre
(1956); Airs chantés: Air romantique (1928); Deux
mélodies: Nuages (1956); La Grenouillére (1938);
Quatre Poémes d’Apollinaire: Avant le cinéma
(1931). Rose Dercourt, soprano; Francis Poulenc, pi-
ano. Turnabout TV 4489, $2.98 (mono).

Rose Dercourt, evidently one of Poulenc’s favored interpreters during his later years, may well
be a delightful lady and a charming after-supper chanreuse, but this disc is pretty excruciating
when heard in the chill light of day. Mme. Dercourt’s technical insecurity and chancy intonation
are simply too much in evidence for comfortable listening—all the style in the world cannot erase
the necessity for a healthy instrument and complete vocal control in this precisely written,
exposed music. Poulenc’s poised, rhythmically supple accomFanimems provide the chief his-
torical interest here and the repertoire is unusual. (I know of no other recording of the Huir
Chansons polonaises, which Mme. Dercourt sings in her native Polish.) The sound, presumably
originating from tapes made in the mid-1950s. is clean and forward. French/Polish texts and
English précis are provided. P.GD.

SUPPE: Overtures: Light Cavalry; Poet and Peasant;
Morning, Noon, and Night in Vienna; Pique Dame.
London Festival Orchestra, Robert Sharples, cond.
London SPC 21069, $5.98.

Sharples, a hitherto rourinier house conductor for English Decca, demonstrates considerably
more in both interpretative personality and executant control than I’ve ever heard from him be-
fore, and the Phase 4 rccorging is big, solid, and vivid—so this familiar warhorse program well
may become a best seller. But listeners won’t realize what they’re still missing, in both lyrical
elogquence and high-intensity vivacity, until they hear the early-stereo-era Suppé overture collec-
tion by Henr{_)Knps for Angel and dig up the now out-of-print 1961 collection by Paray for Mer-
cury. R.D.D.

ANTONIO DE ALMEIDA: “Almeida in the Underworld:
Great French Qvertures,” OFFENBACH: Orphée aux
Enfers. HEROLD: Zampa. AUBER: Le Cheval de
Bronze. THOMAS: Mignon. GOUNOD: Faust Ballet
Music. New Philharmonia Orchestra, Antonio de Al-
meida, cond. RCA Red Seal LSC 3193, $5.98.
Tape: ®® RK 1232, $6.95; @9R8S 1232, $6.95.

Since Almceida’s recorded debut, a year or so ago, ventured into unfamiliar corners of the French
repertory (Schmitt’s Salomé, Chausson’s Viviane, Duparc’s Lénore), he scarcely can be chidqd
for the present warhorse programming—at least if he hadn’t given the impression that it was his
free choice rather than an onerous chore. His performances are professionall competent, mix-
ing vigor and sentiment in well-controlled pro&mrlions. and lhe{ are recorde wnh a robust so-
nority lacking only a bitin high-end brilliance. Torealize what's lacking interpretatively, you just
have to listen to Bernstein's far more infectiously enthusiastic and dazzlingly bravura Columbia
versions (1965-68-70) of all but the Auber overture. R.D.D.

KAREN ERWIN: Percussion Recital. KRAFT: Morris
Dance. SIFLER: Marimba Suite. SCHMIDT: Ludus
Americanus. PILLIN: Duo. Karen Erwin, percussion;
Sharon Davis, piano (in the Pillin); Edmund F. Pen-
ney, reader (in the Schmidt). WIM WIMR 5, $5.98.

Young Ms. Erwin is billed here as this country’s foremost woman percussionist—surely a quali-
fication unwelcome by Women’s Lib. She certainly proves herself to be—by unisex standards—
both competent and versatile in a batch of first rccordings of contemporary works all given con-
cert premieres in which she purlicipated. Of these, Kraft's Morris Dance for various drums alone
is a short but distinctively lmuginulive study, and Sifler’s four-movement Marimba Suite is a
mildly exotic, mildly pleasant divertissement. But Schmidt's Ludus Americanus (comprising two
William Pillin poems, Gunslinger and American Housewife, recited by Edmund F. Penney to a
varied but musically inane percussive back ground) is downrightsilly; while the more pretentious
duo for percussion and piano by Boris Pillin is arbitrarily contrived at best and merely slapdash
at worst. Even these last selections, however, also enjoy the benefitof the extremely clear, ungim-
micked recording that seems to be the hallmark of musician-engineer Lester Remsen. R.S.D.
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The History Savers at work.

-

-
L

Deep inside a building at New York’s Lincoln
Center for the Performing Arts, recorded history is
being recorded again. At the Rodgers and
Hammerstein Archives of Recorded Sound,
technician Sam Sanders is busy continually
transcribing all sorts of old recordings, transcrip-
tions and acetates. Not only will there then be
a more permanent record of this valuable material,
but access to it is made easy through a sophisticated
catalogue system, by which interested persons can
hear material that was otherwise unavailable.

The Rodgers and Hammerstein Archives of
Recorded Scund are part of the New York Public
Likrary, Research Library of the Performing Arts,
and encompass virtually the entire history of
recorded sound. But to get these early (and often
irreplaceable) discs onto tape wasn’t easy. Because

until the recording industry estab-
\‘, lished its own standards, playing
\“\

speeds, groove widths and

depths were widely varied.
Stanton engineers worked

closely with Archive Head David

Hall and engineer Sam Sanders

\

"= . /1

David Hall>and Sam Sanders discuss a fine point

when the Archive Preservation Laboratory was being
set up. Standard Stanton 681 cartridge bodies were
chosen for their superior reproduction characteris-
tics. However, some 30 different stylus types had to
be prepared to give the tape transfer operation the
variety needed to match the various old groove
specifications. Each was hand-made by Stanton
engineers to fit a particular disc’s requirements.
So when Sam Sanders begins the careful disc-to-
tape transfer, he must first match the stylus to
the record. Both microscope and trial-and-error
techriques must be often used together. But one of
the special styli will enable every last bit of
material to be extracted from these recorded rarities.
It goes without saying that a company willing to
take such care in helping to preserve recorded
history must also be interested in superior reproduc-
tion of today’s high fidelity pressings. Which is
one reason why Stanton cartridges remain the choice
of professionals the world over. :
For an informative brochure about @
our professional-quality cartridges, L)
write to Stanton Magnetics, Inc., @ By
Terminal Drive, Plainview, N.Y.11803.  STdNTON
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Vanguard, the company that released
the first quadraphonic recordings almost
three years ago, has by now covered—via
commercially available samplers—more
four-channel formats than any other
company. The original open-reel Sur-
round Stereo Sampler is still available
(Vanguard VSS 1, $14.98). A similar
sampler is available in Q-8 cartridge
form (Ampex/Vanguard L 71, $7.95).
There is a disc prepared by the Dyna-
quad matrixing process (Vanguard SPV
7, $2.95 postpaid from Dynaco in Phila-
delphia or through Dyna dealers). And
there are four discs (Vanguard VSQ 1X/
4X, $6.95 each) using the Columbia SQ
matrixing process.

The two tape issues contain tracks to
help you set up your speakers, the Tuba
mirum from the Berlioz Requiem, the
Sinfonia from Handel’s Jeprha, excerpts
from the Mahler Third Symphony, and
numbers by Joan Baez, Buffy Sainte-
Marie, and moogist (if that’s the word
for somcone who performs on a Moog
synthesizer) Jean-Jacques Perry. The
Dynaquad disc has the inevitable Tuba
mirum plus the “Hallelujah” Chorus,
part of a Mozart divertimento, the finale
of the Tchaikovsky Fourth, different
numbers by Buffy Sainte-Marie and
Jean-Jacques Perry, and cuts by lan and
Sylvia, and Country Joe and the Fish.
The first of the SQ Quadraphonic Dem-
onstration Albums (VSQ 1X) repeats all
but the Tchaikovsky from the Dyna disc,
plus the Lachrymosa from the Berlioz
Requiem. VSQ 2X repeats the contents
of the tape program, with the addition of
a sccond Jean-Jacques Perry cut and one
by Clean Living.

So far, the fare is varied and some of
the juxtapositions jarring, as they often
are in samplers (though all of it profits in
one way or another from the quadra-
phonic effect). VSQ 3X and VSQ 4X,
which use material derived from King
Records in Japan, have more unity. The
first side of VSQ 3X contains sound ef-
fects and light music; Side 2 consists of
three Bach organ works: the D minor
Toccata and Fugue, the Little G minor
Fugue, and the G minor Fantasia and
Fugue. VSQ 4X, actually titled
“Aquarius,” is all show music.

I've been playing the Vanguards in my
living room with a sctup that includes a
BIC/Lux stereo receiver in the front
channels, a Rotel or a Galactron ampli-
fier in the back channels, the Sony SQD-
1000 SQ decoder, a Dyna Quadaptor, a
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Toyo CRH-730 quadraphonic receiver/
Q-8 player, and a Sony/Superscope TC-
854-4S discrete quadraphonic open-reel
tape deck. This is admittedly a pretty
elaborate system, and for proper A/B
comparisons it also requires one other
element: the Russound SWB-2, a
speaker switching box that I’'m using to
permit the back speakers to be driven ei-
ther from the receiver via the Quadaptor
or directly from the back-channel amp.

As most readers should know by now,
the tape formats are described as dis-
crete-quadraphonic media; that is, they
preserve the four signals independently
without the matrixing that is normally
used to combine signals into the two of
all stereo discs except RCA’s Quadra-
discs. So the open-reel and Q-8 tapes are
discrete; the Dyna and SQ discs are
matrixed. And | know what you’re going
to ask: Which sounds best when the four
are compared? I'll get to that. But whatis
striking in this kind of comparative lis-
tening are the similarities, not the differ-
ences; and what it proves is not which
technique is the winner, but how nearly
interchangeable the various techniques
are.

Take the Tuba mirum from the Berlioz
Requiem. There are slight differences
when each version is played “correctly,”
but they are extremely subtle. Play the
Dyna version through the SQ decoder or
the SQ version through the Quadaptor,
and the differences are somewhat less
subtle. But if I were to cover the label
and let you play one of these records
through any decoder—including the E-V
or the Sansui—in your own living room
I’ll bet you couldn’t tell which version it
was. Even if you moved to a different lo-
cation in my living room you probably
couldn’t tell. With almost any reason-
able combination of control settings, and
with any of the discs or tapes, the sound
is strikingly opened up by quadraphon-
ics, evoking the vast chiaroscuro of Ber-
lioz’ concept (if not the precise dimen-
sions of Les Invalides, where it was first
performed) in a way that is simply be-
yond the capabilitics of stereo reproduc-
tion.

Much the same can be said of the
other **big” pieces—particularly the
“Hailelujah™ Chorus and the bits of the
Mahler Third Symphony. The space and
solidity of the music are altogether be-
coming. And anyone used to hearing the
organ in its natural habitat—a church—
will appreciate immediately the quan-

tum-leap forward that four-channel
sound offers to the Bach.

The performances—as performances—
are somewhat variable, but generally
good to excellent. The one regrettable
element (to me) in all this is the welter of
fussy effects that surround Buffy Sainte-
Marie. In such a sonic hodgepodge
there’s no opportunity for the sort of
compelling simplicity that made her
early albums so galvanizing.

But | promised to compare the for-
mats. The open-reel tape strikes me as
the best by a hair: The sound is slightly
more distinct—more open and free—than
that from the other versions, but the dif-
ferences are subtle. The Q-8 cartridge
suffers somewhat from greater noise and
less crispness in the high frequencies.
(And Ampex has added its name in
raised lettering to the Q-8 cartridge case
design. The spring-loaded door on the
Toyo’s cartridge slot catches on this let-
tering so that the cartridge can be fished
out of the slot only with the aid of a letter
opener or kitchen knife.) The SQ discs
come closer to the sound of the open reel
than the cartridge does. The Dyna disc is
similar to the SQ, the most noticeable
differences being traceable to my rather
gritty-sounding sample, which is not up
to the excellent standard of the SQ test
pressings or the usual store-bought Van-
guard stereo product.

I’ve also compared some of the Joan
Baez SQ material with its stereo counter-
parts. In these “live” recordings it’s hard
to tell the difference between the two
when the discs are played as ordinary
stereo, and even when all four channels
of the system are switched on. For in-
stance, using all four channels the au-
dience sounds are separated into the
back channels in very much the same
way no matter which disc is playing. And
the effect is likewise comparable when
the discs are played in stereo. Indeed the
effect is identical; there may be details
that one could jump on to distinguish the
one from the other—particularly in
quadraphonic listening—but the over-all
impression of sonic balances and space is
the same.

The most impressive thing about the
Vanguard quadraphonic releases is that
they make sonic sense in almost every
cut—more than can be said for many
other quadraphonic releases. From the
chugging of steam trains on the sound-
effects cuts, to the frenetic Flight of the
Bumble Bee (piloted by Jean-Jacques
Perry), to the splendors of Handel, Mah-
ler, and Berlioz, the sound is given space
in which it can breathe. Vanguard con-
sequently demonstrates that quadra-
phonics are worth pursuing, but not that
one avenue of pursuit is better than an-
other.
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All1n the family:

In the space of a few short years, the For what distinguishes the Revox A76
critically acclaimed Revox A77 has from all the rest is its uncanny ability
established itself as the tape recorder to capture the weakest signals with a
of choice for the knowledgeable clarity and a freedom from noise that is
enthusiast. truly startling.

Now, from the same dedicated design As for the Revox A78 stereo amplifier,
team that created the Revox A77 come it does everything a superb amplifier
two new meticulously engineered should do. And it does it just a little
components, an FM tuner and a stereo better.
amplifier, that extend performance to Together or separately these remark-
the limits of current technology. able components are a fitting addition

Take the Revox A76 FM stereo moni-  to the Revox family and provide further
tor tuner. With its incredibly sensitive proof of what we've said all along...
front end, unique dual action IF strip, Revox delivers what all the rest only

specially developed discriminator promise.
circuit and two regulated power sup-
plies, the A76 represents an entirely new
approach to FM signal processing.

In fact, the Revox A76 sets new per-
formance standards in a half dozen
different categories.

But simply quoting a list of specifi-
cations, however fine, doesn’t segin to
describe the capabilities of this
remarkable instrument.

A78 Stereo
Amplifier

A77 Tape
Recorder

AT6 FM
Stereo Tuner

Revox Corporation
155 Michael Drive, Syosset. N.Y. 11791. Calif: 3637 Cahuenga Blvd. West, Hollywood 90068. Canada: Revox Sales and Service. Montreal



the lighter side

reviewed by
MORGAN AMES
R. D. DARRELL
HENRY EDWARDS
MIKE JAHIN

JOHN S. WILSON

symbol denotes

an exceptional recording

“AMAZING GRACE.” Pipes & Drums
and Military Band of the Royal Scots
Dragoon Guards, C. |. Herbert, dir.
Amazing Grace, Fanfare: Jubilant;
Trot and Canter,; Keel Row and Bonnie
Dundee; eleven more. RCA LSP 4744,
$5.98.

Amazing, indeed, that a traditional hymn fa-
vorite of the Old South, played in an arrange-
ment for (of all things) bagpipes and military
band, should become a best-selling hit, firstin
England and Germany and now in this coun-
try, where it has risen (as | write) to No. 19 on
Billboard's **ot 100" listings. The reasons for
so fantastic a success probably lie partly in the
undying appeal of the old hymn tune itself,
partly in the astringently taste-puckering tonal
qualities of its pipe scoring, and 10 some extent
in the insatiable craving of today’s youngsters
for everything stimulatingly “different.”

I'm sure they would also relish a “straight”
version of Amazing Grace with its Rev. John
Newton text, but unfortunately the best one
I've ever come across is out of print. That is
contained in the Robert Shaw Chorale’s col-
lection of old American hymns (*What Won-
drous Grace,” RCA LSC 2403, of 1960) which
well warrants rediscovery—and I just hope that
the hullabaloo over the present disc will
prompt the reissue of Shaw’s.

There’s a question, though, whether the
best-selling single Amazing Grace (and its
Cornet Carillon coupling in RCA 74-0709) will
remain potent enough to make an equal suc-
cess of the present album release. A few of the
other selections (the similarly sonorous, or-
ganlike settings of Lvov’s Imperial Russian
Hymn and the familiar Abide With Me for
band alone), and especially the comparably
piquant bagpipes-and-band setting of the
Dvofak-Fisher Goin’ Home, will be well liked.
1'm sure. But what even the most rock-tough-
ened ears will make of the march-strathspey-
reel-jig medleys for squealing pipes and hard-
plugging snare drums only, | couldn’t say. If
these pipe-and-drum examples do interest
you, i’'s only fair to suggest that there have
been a good number of others, by the Scots
Guards in particular, which are even more
snappily played and brilliantly recorded. But
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none of these discs ever had the inspiration 1o
include anything like the present truly Amaz-
ing Grace. R.D.D.

ELTON JOHN: Honky Chateau. Elton
John, vocals and piano; Dee Murray,
bass; Nigel Olsson, drums; Davey
Johnstone, guitar. Honky Cat; Mellow:
Think I'm Gonna Kill Myself;, Susie
(Dramas), Rocket Man, Salvation;
Slave; Amy; Mona Lisa and Mad Hat-
ters; Hercules.Uni 93135, $4.98.

An excellent collection of new songs, alike in
some ways to John’s second LP “Tumbleweed
Connection.” It opens with a funky rocker ac-
centing bass and drums, //onky Cat, which in
its pounding arrangement reminds me of Bal-
lad of a Well-Known Gun. That after-hours
rhythm section is something few pop groups,
other than John, the Stones, and Dr. John,
have tried.

Think I’'m Gonna Kill Myselfis a believable
hard rocker, as is Suzie, a breezy little dancer.
Rocket Man, the single from this LD, is a melo-
dic ballad about an astronaut. one that works
much better than might be expected for such a
difficult 1opic. Amy is a lively love song ren-
dered fascinating by Jean-Luc Ponty’s violin.
Mona Lisa and Mad Haiters is about New
York, nothing new at all, but interesting in the
way it plays with the old Phil Spector rock

Elton John—excellent new collection.

theme: ** ... and now | know Spanish Harlem
are not just pretty words to say.” Hercules,
which closes the album, is an old-style rock-
and-roll song employing a bop-shoo-wop
backup chorus as well as an Arp synthesizer.
Of the ten songs presented here, | prefer the
uptempo ones. Honky Car and Hercules. but
several of the ballads strike me as being excep-
tional. M.J.

RANDY NEwMAN: Sail Away. Randy
Newman, piano and vocals; strings
and rhythm accompaniment. Sai/
Away; Lonely at the Top, He Gives Us
All His Love; nine more. Reprise MS
2064, $5.98.

Randy Newman is the most subtle and inter-
esting pop composer working today and *Sail
Away” is a triumph. Newman is capable of

evoking a feeling for almost everything he
chooses to write about. Burn On is an ode to
the Cuyahoga River and Newman makes the
river come alive for the zillions who have
probably never seen it. In Dayron, Ohio—1903,
it takes him twenty-one lines to create not only
Dayton, but also to make a powerful comment
about how much simpler life was then. In Si-
mon Smith and the Amazing Dancing Bear, he
creates another of his Edwin Arlington Robin-
son-ish characters and also, as he usually does,
reveals a perception about people. He writes:
“Oh. who could think that a boy and a bear/
Could be well accepted everywhere/1Us just
amazing how fair people can be.”

Newman obviously has an accurate, 1art
point of view. He understands and can relate
the foibles of mankind. His gravelly voice can
play against anything he happens to be singing
and he adds another level of perception 10 his
work. In Sail Away, a song about coming 1o
America, he succinctly summarizes his vision
of the New World: “You’ll just sing about
Jesus and drink wine all day/1t’s great to be an
American.” Old Man, a song about death, of-
fers the following sympathetic comnient to an
old man on his death bed: “Everybody dies.”
In a Kurt Weill-like tune. Lonely at the Top.
Newman picks apart his success. His hard-
hats number. Political Science, is a gleeful
plea to drop the bomb on our enemies. In
God's Song. God is a malevolent figure, a de-
stroyer and murderer who gloats that people
need him even though he is so ruinous: “You
all must be crazy to put your faith in me/
That’s why | love mankind/You really need
me.”

Randy Newman is needed. Does any other
pop album sound as rich as this one does? H.E.

ARTHUR FIEDLER: Burt Bacharach-Hal Da-
vid Songbook. Boston Pops Orchestra, Ar-
thur Fiedler, cond. Bond Street; The Look of
Love; Promises, Promises; eight more. Poly-
dor PD 5019, $5.98. Tape: ®® CF 5019,
$6.98; # 8F 5019:; $6.98.

If you like your Bacharach favorites richly ro-
manticized as well as symphonically blown
up, you’ll get that here—as well as a number of
them hoked-up into concertos for percussion.
Arrangers Richard Hayman and Eric Knight,
and the virtuosos of the Pops Orchestra’s
kitchenware department, let it all bang out. So
if you can take their din in quantities and in-
tensities most rock bands would need extra
amplification to match, you’ll have a ball.
What bothers me far more than the loudness
levels and the uninhibitedly over-fancy scor-
ings is the embarrassing (for me) inclusion of a
selection which first appeared a year ago in
Fiedler’s “Encore” program, Bacharach’s Do
You Know the Way 10 San Jose? For in my re-
view of that, I really lost my way—winding up,
a disoriented as well as effete Easterner, some
900 miles short, in Santa Fe. R.D.D.

CHuck RAINEY CoaLiTioN. Chuck Rainey,
electric bass; rhythm accompaniment; Sel-
wart Clarke, cond. Genuine John; Rain Song;
Got It Together, five more. Cobblestone
9008, $5.98.

Chuck Rainey has no problem as a musician,
for there is no finer electric bass player any-
where. He has no problem working, for every-
one in music in New York and Los Angeles

HiGH FIDELITY MAGAZINE




knows how good he is and uses him whenever
they can get him.

Rainey’s problem is simply this: How do
you become a star playing an instrument that
refuses to lend itself to feature work? The bass
electric or acoustic. is patently a rhythm in-
strument. To be eflective it must be integrally
united with other rhythm instruments—drums,
percussion, guitar, keyboard, or all. Certainly
there is room for bass solos, and one can fea-
ture the instrument’s sound and style within
many orchestral groupings, as is often done.
But none of this solves the inherent problem
of group momentum, without which even the
world’s best bassist would be unable 10 sustain
interest.

None of this is news and Chuck Rainey is
not the first great bass player to look for a way
around or out of it.

This album was produced by Rainey and
the late Gary McFarland, both musicians of
great taste. They did what they could: Rainey
is surrounded by several excellent New York
musicians, most of them rhythm players, and a
group of strings. They also included several
tunes written by Rainey, many bass solos, and
many of the unique rhythm patterns for which
Rainey is famous.

I’s a good album, firmly played and hon-
estly felt. While Rainey could not have done
more on his own behalf, | wish that it had
more of a feature feeling. The only possible
solution 1 can imagine would have been to
dream up some new and sizzling album con-
cept, and this Rainey and McFarland did not
do. They handled things pretty convention-
ally. But within that framework this album is
an honorable statement from a remarkable
artist. M.A.

THE ROLLING STONES: Exile on Main
Street. Mick Jagger, vocals, guitar,
and harmonica,; Keith Richard, guitar;
Mick Taylor, guitar; Bill Wyman, bass;
Charlie Watts, drums; vocal and in-
strumental accompaniment. Rocks
Off; Rip This Joint; Hip Shake; Casino
Boogie; Tumbling Dice; Loving Cup;
Just Wanna See His Face; Let It
Loose, Stop Breaking Down,; Soul Sur-
vivor, eight more. Rolling Stones COC
2-2900, $11.96 (two discs).

A two-LP set of new songs from the Rolling
Stones, who can be brilliant or mediocre and
shift from one to the other in the space of three
microgrooves. Any two-LP set, particularly
one that features all new songs, is liable to con-
tain a lot of chaff. This one does, but not
enough to tarnish the over-all excellence.

It opens with a solid rock-and-roll display
on Side |, ranging from a guitar boogie like
Hip Shake to a Litile Richard-style rock-and-
roller like Rip This Joint—reminiscent of Long
Tall Sally—to Tumbling Dice. a sultry, me-
dium-tempo rock song with prominent female
chorus, rather like Gimme Shelier. Rip This
Joint and Tumbling Dice have the most imme-
diacy. The others take longer to be absorbed,
though | doubt whether some of the numbers
on Sides 2 and 3 will ever stand out. On Side 3,
Just Wanna See His Face is interesting be-
cause the recording has an artificial living-
room informality. Stop Breaking Down and
Soul Survivor on Side 4 are worthy hard rock-
ers.

The Rolling Stones need high energy re-
quirements. They have to keep tight and ten-
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sile, even on the slow songs (which means
blues). The Stones are best when up, a de-
scription I think they would agree with. Had
“Exile on Main Street” been condensed 10
two sides of one disc it would be the album of
the year. Now it’s just avery goodone.  M.J.

VaN DYKE PaRrks: Discover America. Van
Dyke Parks, vocals; Esso Trinidad Steelband,
vocal and rhythm accompaniment; thirty-
eight other musicians and singers; rhythm,
vocal, and strings accompaniment. Jack Pai-
ance; Introduction; Bing Crosby; thirteen
more. Warner Bros. BS 2589, $5.98.

Van Dyke Parks’s first album, “Song Cycle,”
was greeted ecstatically by almost everyone
but the public, who refused to respond to
Parks’s musical eclecticism. Four years later,
Parks is back with a new LP. Here he performs
the works of a number of calypso composers
and relies upon the talents of the Esso Trini-
dad Steelband to bring off a series of charming
calypso songs. These numbers deal with Jack
Palance, Bing Crosby, the Mills Brothers
FDR, and J. Edgar Hoover. They also touch
on the joys of Trinidad and Tobago.

Even when they make fun, it’s gentle fun.
One selection, written by the Mighty Duke, Be
Careful, seems 1o have been plucked whole
from a Romberg operetia. Two others, Lowell
George’s Sailin’ Shoes and Allen Toussaint’s
Riverboat are especially charming. “Song
Cycle” wound up on almost everybody’s Best
Ten lists; “Discover America” is a diverting
novelty. H.E.

JOHN HURLEY: John Hurley Delivers
One More Hallelujah. John Hurley,
vocals; vocal and instrumental ac-
companiment. You Got the Right; Sal-
vation Lady; The Family;, Bring Me;
Heavy Burdens Me Down: Lullabyes
of Jesus; Sleepin’ with Love; Gettin' It
Free; Sweetwater; One More Hallelu-
jah. Bell 6075, $5.98.

The author of Son of a Preacher Man, Hurley
is backed here by a chorus and by the band
that travels with Elvis Presley. The result is a
masterful and exciting collection of songs in a
soul/gospel manner. Hurley has a good voice
for this, one of the few white men who can
make the claim. He sounds a bit like Felix
Cavaliere of the Rascals, always one of the
best white soul singers.

The album is programmed well, adding up
to far more than the thrown-together collec-
tion of songs that soul albums are usually in-
clined to be. It goes through a fast yet exquisite
dance song, a tender ballad, changing to an-
other mood entirely and back up again, all
leading up to the title track—a fine blend of
soul, rhythm, and gospel lightness. Hurley is a
good man to watch. Operating quietly and
with little fanfare he has produced an album
of high value. M.J.

CHuck BERRY: The London Chuck Berry
Sessions. Chuck Berry, vocals and guitar,
rhythm and keyboard accompaniment. Let’s
Boogie, Mean Old World, | Will Not Let You
Go; five more. Chess CH 60020, $6.98.

Fourteen years after his first recording ses-
sions, there isn’t a soul alive who doesn’t ac-
knowledge Chuck Berry as one of the great
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kings of rock-and-roll. Berry has amazing
durability as a performer; he’s been able to
cram a startling amount of joy into the un-
complicated tunes that comprise the major
portion of his songbook. Some of that joy has
found its way onto this disc, half of which con-
sists of a studio session in which Berry per-
forms some of his new songs backed by Eng-
lish musicians. The other half consists of a live
recording of the conclusion of a performance
Berry gave at England’s Lancaster Pop Festi-
val.

On Side 1, Berry is more reserved and mel-
low than usual. Those familiar chords are still
there, but the living legend seems to concen-
trate more on the blues than on maintaining
his much-beloved Fifties’ sound. Cuts like
Let’s Boogie and Walter Jacobs' Mean Old
World are interesting because they display
Berry’s skillful phrasing and present him as an
authentic exponent of the blues. It is an ac-
complished performance butso out of charac-
ter that it does not satisfy. The London Berry
Blues, a five-and-one-half-minute instrumen-
tal, does not excite either.

Side 2’s live selections will be memorable
for all of those who have seen Berry in person.
Novices (it indeed there are any) will not get a
true sense of the excitement the master can
generate because this LP is just one of those
live recordings that doesn’t quite work. Berry
performs Reelin’ and Rockin’, My Ding-a-
Ling, and Johnny B. Goode (& Closing). My
Ding-a-Ling, one of Chuck’s raunchier sing-a-
longs, was probably truly risqué in the Fifties
but in these more liberated times it is a bit tire-
some.

FSAVE! |

MONEY © TIME e FREIGHT

QUALITY STEREO EQUIPMENT
AT LOWEST PRICES.

&YOUR REQUEST FOR QUOTA-

TION RETURNED SAME DAY.

FACTORY SEALED CARTONS—
CUARANTEED AND INSURED.

SAVE ON NAME BRANDS LIKE:

A.D.C. KLH
AR. SHURE
DYNACO KOSS

AND MORE THAN 50 OTHERS

BUY THE MODERN WAY
BY MAIL—FROM

illinoly audio

Department 217H
1019 North Dearborn Street

Chicago, lllinois 60610
k 312-664-0020

CIRCLE 32 ON READER-SERVICE CARD

This disc only comes to total life during the
& Closing segment. Berry has left the stage; a
frantic MC is trying to persuade the audience
to leave; the audience chants hysterically. “We
want Chuck! We want Chuck! We want
Chuck!” People who have seen Berry perform
in concert will probably join in the
cheer. Others may not find this LP the best in-

troduction. H.E.
.'_vj JETHRO TuLL: Thick as a Brick
L>|< Jethro Tull, vocals and instrumentals

Warner Bros. 2072, $5.98

The feature ingredient of the group called
Jethro Tull is a British musician named lan
Anderson, who plays acoustic guitar and flute.
and provides vocals as well. The title tune.
Thick as a Brick, has become a hit single. Con-
sider the album a hit because of it.

Along with Anderson, group members in-
clude Martin Barre (electric guitar and lute):
John Evan (keyboards); Jeflrey Hammond
flammond (electric bass); and Barriemore
Barlow (drums and percussion). All four are
excellent musicians. While the album often
gives the illusion of full orchestration. nearly
all the music is provided by these four alone

For me, the true appeal of Jethro Tull lies in
its inventive use of rhythms. Over-all, the utle
tune has a delicate Elizabethan effect. Yet its
rhythm flows fascinatingly from one “tempo™
to another. Are we in 3/4or4/4or6/8 or 2/4?
In truth it can be counied any number of ways
in order to come out properly. Any musician
knows that behind such apparent ease is a
great deal of thought and expertise.

The album is structured as one long picce
with several connecting passages between
main segments. In all it is a sophisticated state-
ment from one of pop music’s most provoca-
lLive groups. M.A

Davip Bowie: The Rise and Fall of Ziggy
Stardust and the Spiders from Mars. David
Bowie, guitar, sax, and vocals; Mick Ronson
guitar, piano, and vocals; Trevor Bolder,
bass, Mick Woodmansey, drums. Five Years;
Soul Love; Moonage Daydream; eight more
RCA LSP 4702, $5.98

David Bowie may be the Ezra Pound of rock-
and-roll. RCA has seen fit to send out an expli-
cation of Bowie’s impossibly titled. brand new
“concept”™ album. RCA informs us that this
disc .. . is a kind of temporal autobiography
(but clearly no ego trip) cast in a mythic mold

Perhaps by becoming a fantasy David
Bowie is able to make fantasy inio reality (are
we really so sure of that separation anyway?).
and to take the idea further. to the conclusion
it arrives at with this album, the faniasy be-
comes tangible. and reality, by its sheer out-
rage. slips into faniasy.”

No matter! Bowie is an original. He can
write a fresh. unusual song. He has a distinc-
live, listenable voice. He is interested in musi-
cal values and can write a compelling melody.
Rock-and-roll scholars will probably offer
elaborate interpretations of “The Rise and
Fall of Ziggy Stardust and the Spiders from
Mars.” but it is not 100 diflicult 10 determine
that Bowie is dealing with an eventual apo-
calypse, the fruition of rock-and-roll culture.
the current crop of Dadaist rock-and-roll
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Music Listener’'s Book Service

A new and simple way to get those
books you want, carefully selected from
available lists. Circle the number(s) you
want, send the coupon with your
remittance. We do the rest.

THE WALTZ KINGS. Johann Strauss, Father & Son, and
their Romantic Age. Hans Fantel.
IHus. Bibl. List of Compositions. Index.

"The life of the Waltz and the cluster of Strausses
who were its creators is retold with zest, wit, and nar-
rative speed that does not exclude insight into the
cultural history of the town-beyond-belief. Vienna.”
Jacques Barzun. Once opened, you'll not put this
book down. A cover-to-cover joyful trip in three-quar-
ter time. No. 291...$6.95

THE REAL ISADORA. Victor Seroff. Ilius. Photos (some
never before publ.). Bibl. Index.

There has been only praise from critics for this bi-
ography of Isadora Duncan, certainly a great artist
but also an extraordinary woman. It is hard to believe
that almost a century has passed since her birth
(1878-1927) as so much she fought for—and was ma-
ligned for—is relevant to 1972. She lived a rebellion
against restrictions in her art and life. Seroff, her last
lover, is noted for his biographies of musicians.

No. 292 ... $10.00

AND MUSIC AT THE CLOSE: STRAVINSKY'S LAST
YEARS. A Personal Memoir. Lillian Libman. Photos.

Most of tha music world has been waiting for the
publication of this book, known a half year ago be-
cause of the extensive press coverage of the contro-
versy its announcement created. So here it is, an-
other view of a great man in contrast to his public
image created by other books of the last decade. Cer-
tain to be one of the most hotly discussed books of
the season, it is also an intimate, affectionate and
moving portrait.

Lillian Libman worked closely with Stravinsky from
1959 until his death on April 6, 1971. Her memoir
draws upon thousands of letters and documents from
those years. No. 293...$9.95

BOB DYLAN. A Retrospective. Edited by Craig
McGregor. lHus. incl. Dylan’s album covers.

Here are nearly all of the significant major and mi-
nor writings concerning the music and the musician.
The contributors include Robert Christgau, Nik Cohn,
Ralph Gleason, Richard Goldstein, Nat Hentoff, Jon
Landau, Wilfrid Meliers, Lillian Roxon, Robert Shel-
ton, A. J. Weberman, and Ellen Willis.

No. 294 ... $10.00

THE CLASSICAL STYLE: HAYDN, MOZART, BEETHO-
VEN. Charles Rosen.

Winner of the National Book Award for Arts and
Letters. “The most ambitious and useful study of
classical music of modern times.” —Newsweek

No. 295...%12.50

COMBO: U.S.A. Eight Lives in Jazz. Rudi Blesh.
Photos. Discog. Bibl.

In his introduction, Blesh writes: **| don't pretend
to be objective ... These are people who have
brought me joy ... people | love. | knew most of
them. | wish | had known them all.” The eight who
live in these pages: Armstrong, Bechet, Teagarden,
Young, Holiday, Krupa, Christian, Blake. Their vices,
virtues, triumphs, and troubles are told with tender
candor. No. 296 ...$6.95
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NORMAN ROCKWELL ILLUSTRATOR. Deluxe slipcased
edition.

It can be conjectured that the success of this
splendidly produced book is based on a need to re-
capture for a time at least Rockwell's uniquely benign
and humorous view of American life. Dorothy Canfield
Fisher (in her preface): "In a period when wormwood
and vinegar are the fashionable flavorings, it is gen-
uine originality for Rockwell to dip his brush into the
honey-pot of lovableness and zest in living."” 437 -
lustrations, 43 in color, plus 30 years of Saturday
Evening Post covers. A gift to warm your or a friend’s
heart. No. 297 ...$20.00

LETTERS OF COMPOSERS THROUGH SIX CENTURIES.
Compiled & Edited by Piero Weiss.

Whether you start at the beginning with Machault
in the 14th century and end with Schoenberg in the
20th, or choose first your favorite composers, you'll
find this brilliart collection of 323 documents, ar-
ranged in chronological order, an enlightening experi-
ence. Musical examples and manuscript reproduc-
tions. No. 298 ...$13.95

THIS BUSINESS OF MUSIC. Revised & Enlarged Edi-
tion, Dec. '71. Sidney Shemel & M. William
Krasilovsky. Edited by Paul Ackerman.

Anyone involved or. just interested in the music-
record-tape industry needs this unique and indispens-
able reference a0ok. No other single volume con-
tains comparable information, arranged for easy ref-
erence and readability, on the complex legal,
practical, and procedural problems.

Eight new chapters and one third more matenial in
this new edition. 544 pages. 180 pages of appendices
(Federal and International laws, statutes, contracts,
applications, agreements, etc.)  No. 287 ...$15.00
THE DANCE BAND ERA: The Dancing Decades from
Ragtime to Swing, 1910-1950. Albert McCarthy.

Four decades of bands and bandleaders examined
both in musical terms and in their social and eco-
nomic context. Unlike previous histories, this in-
cludes the great English and European bands. Lists of
selected recordings with each chapter.

No. 299 ... $10.00

RECORDS IN REVIEW. 1972 EDITION.

The 17th annual edition of this “bible for record
collectors.” Hundreds of the authoritative, detailed
reviews which appeared in High Fidelity in 1971 are
arranged alphabetically by composer, sub-divided by
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category of music when releases of his music were
considerable. A section on Recitals and Miscellany
foo, and an Artists’ Index to all performers reviewed
during the year, as well as those mentioned only in
{he text. No. 285 ...$9.95

ENCOUNTERS WITH STRAVINSKY. A Personal Record.
Paul Horgan. lllus. Photos. Index.

For anyone who has felt the impact of Stravinsky’s
music on his own aesthetic responses, this is a book
to treasure. As Horgan writes in his foreword, it is an
“act of homage to a transcendent artist who for al
most four decades indirectly and impersonally
brought aesthetic fulfiliment to my life and learning—
an experience which then for another decade and a
half was crowned by personal friendship with him and
his wife.” It is not intended as a work of musicology or
complete biography, rather a sketchbook, rich in de-
tail and anecdote, by a loving friend with the novel-
ist's eye and ear for character and scene.

No. 2910 ... $7.95

THE ELEMENTS OF STYLE. Second Edition. William
Strunk, Jr. & E. B. White.

The enly book of its kind to appear on the best-
seller list in its first edition. This new one has been
revised by White to keep pace with the changing Eng-
lish language. One of the rare reference books that is
fun to read, it belongs on every writer's bookshelf, ev-
ery executive's desk, and in every high school and
college. No.2911...83.50

THE RECORDINGS OF BEETHOVEN. As viewed by the
Critics of High Fidelity.

To celebrate the Beethoven Bicentenary. High Fi-
delity published the most immense critical discog-
raphy ever undertaken by any magazine, appraising
every available recording of the composer’s works. At
the end of the year, these separate discographies
were completely revised and updated and are here
collected into one convenient book. It is hard to imag-
ine any record collection without it on an adjacent
shelf. Index to performers. No. 2616...$6.95

RICHARD STRAUSS: A Critical Commentary on His
Life and Works, Vol. Ill. Norman Del Mar.

The final volume of this monumental study by one
of Britain's leading musicologists, eagerly awaited be-
cause of the great critical acclaim for the first two.
The overworked word “definitive” is exact usage
here. 350 Music Examples. No. 269 ...813.95
VOLUME | (1864-1912) No. 2610...$12.50
VOLUME 11 (1912-1932) No. 2611...$12.50
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stars, the relationship of rock-and-roll to vio-
lence. and the failure of rock-and-roll 10
create a totally satisfying way of life.

One can be both cryptic and musical about
these subjects and Bowie succeeds admirably
in both areas. In Moonage Davdream. he
creates a picture of futuristic lovemaking:
“Keep your ‘lectric exe on me babe/Put vour
ray gun 1o my head/Press your space face
close to mine. love/Freak out in a moonage
daydream oh! vea!” In Ladv Srardust. he de-
scribes a persona much like himself: “People
stared at the makeup on his face/| aughed at
his long black hair. his animal grace,
Fenmmes fuwules emerged from the shadows/To
watch this creature fair nd ladv stardust
sang his songs/Of darkness and dismav.”

One of Bowie's most frightening songs of
darkness and dismav. Ziggy Stardust. telks of
what happens to a rock-and-roll star who of
fers the public something out of the ordinar
“Making love with his ego Ziggy sucked up
into his mind/ Like a leper Messiah/\When the
kids had killed the man 1 had to break up the
band.” One trusts that Bowie's thoughts of
rock-and-roll assassination are just as fancitul
asallof hisother conceptions. H.E.

% BiLLie Houlpay: Gailant Lady. Biliie

L_ ] Holiday, vocals; unlisted accom
panists. Ain't Nobody's Business If |
Do, Lover Man; Them There Eyes; |
Loves You, Porgy; Miss Brown to You,
I Cover the Waterfront; Crazy He Calls
Me, Lover Come Back to Me; Detour
Ahead; All of Me; My Man; You're
Driving Me Crazy; Strange Fruit; Bil-
lie's Blues. Monmouth 7046, $5.98

So many of Billic Holiday's recordings during
the last. despairing vears of her life are such
dismally hollow representations of the singer
she really was (and siill was in her better nio-
ments of those vears). that it is disturbine to
find that. as time passes. these performances
have come to represent her art to many collec-
tors. The agony cult may find pleasure in them
but 10 those who remember Billie down
through the vears--from the Feddy Wilson
recordings of the mid-"30s on through the
troubled "40s and into those agonized "50s
most of those latter-day recordings put a sad|
misplaced emphasis on her singing.

She was not alwavs as limited. as worn. as
tired as those last records suggest. Right up 10
the end, her basic qualities could still shine
through. And now here is a set. recorded live
in the Fifties in the Boston night club. Siorn
ville. that shows not only how much of the
early Billie Holiday still remained but also
how that early siyle had matured. These per-
formances were issued back in the Sixiies on
the RIC label but recetved litile distribution
then. The recording. muddy on that first re-
lease. has been cleaned up remarkably and, as
aresult. we are now able 10 hear Miss Holiday
at her peak—mature but in good voice—and
well recorded

Everything on this record is part of her basic
repertory. songs she sang and recorded inna-
merable times. But scarcely any of them have
been recorded in the exceptional perform-
ances she gives them here. / Cover the Wurer-

fromt, for instance. and / Loves You. Porgy are
marvelously expressive versions in which the
fascinating texture of her voice with its danc-
ing lightsand shadows are an integral partofa
projection that was the definitive Billie Iloli
day. It you only have one Billic Holiday
record, this should be it. It tells you more
about her and about her art than anv other
single record | know. JS.wW

[.] ERic KiLoss: Doors. Eric Kloss, alto
{z*‘ and tenor saxophones; Neal Creque
piano; Gene Taylor, bass; Ron Kra
sinski, drums. Doors; Waves; Quasar,
Sweatin’ It Out; Love; Libra. Cobble-

stone 9006, $5.98

Eric Kloss. at twenty-three. is one of the most
fascinating young saxophonists playing today.
He has been recording for six vears. since he
was seventeen. and this set shows the scope
and maturity at which he has already arrived
He plays both alto and tenor with a stron;
singing tone and a keen ear (implemented.
possibly, by the fact that he is blind) for subtle
and exotic shadings of tone and rhythm. I1is
solos are beautifully constructed lines that
seek out the unexpected without simply reach-
ing for the unusual. He can be brightlv. bop-
pishly brisk as he tears through Quasar or
warmiy romantic on Waves. an evocation of
the island of St. Thomas. And for straight
ahead but educated funk, there is a piece
called Swearin™ 1t Out

Kloss is backed by an excellent young
drummer from Pittsburgh. Ron Krasinshi.
who manages (o give the group a tremendous
sense of drive butin a light and airy fashion so
that he creates a constant feeling of buovanc
Gene Taylor’s bass provides a powerful rhyth
mic core. particularly on Sweatin™ [t Our. but
Neal Creque. who has been building a name
in New York as an arranger for Latin jazz
groups. gets relatively little out of his electric
p1ano solos. 1.8 W

CouNT Basie: Super Chief. Count
* Basie and His Orchestra; Jones-
Smith, Inc.; Mildred Bailey; Harry
James and His Orchestra; Glenn
Hardman and His Hammond Five
Teddy Wilson and His Orchestra. Shoe
Shine Boy; Shout and Feel It; Upright
Organ Blues; twenty-five more. Co-
lumbia G 31224, $5.98 (two discs)

What a refreshingly diflerent reissue package
this is! Instead of the batch of familiar Basie
band recordings that one might expect. pro-
ducer Michael Brooks has put together an
imaginative collection of small group records.
air shots. accompaniments 10 vocalists by
Basie sidemen as well as some of the less fa-
miliar big band sides. The result is a musical
cornucopia: the 1936 Jones-Smith. Inc. sides
with Jimmy Rushing singing: the band broad-
casling from the Savoy ballroom in Harlem
with Billie Itoliday (then the Basie girl singer)
shouting encouragement behind the Count’s
piano; Mildred Bailey and Billie Holiday
backed by Basie sidemen: Lester Young
bringing a breath of life 10 a couple of pieces
by Glenn Hardman. the organist: a pair of se-
lections with vocals by the too rarely recorded
Helen Humes: that marvelous tour de force,
Miss Thing, which was Basie’s double-sided
follow-up to his original two-sided disc.
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Cherokee. Also included are tunes that you
may have forgotien or might never have real
ized that the Basie band plaved: /i's the Sume
Old Souih, lei’s Muke ey While the Moon
Shines. Where Shall 1 Go?. Love Jumped Out
Of the four sides. only the last one. devoted 10
a pair of small-group sessions in 1939 and
1942_is less than consistentlv interesting
1.8.W

Dave BRUBECK QUARTET: The Last Set at
Newport. Dave Brubeck, piano; Gerry Mu
gan, baritone saxophone; Jack Six, bass
Alan Dawson, drums. Blues for Newport,
Take Five, Open the Gates. Atlantic 1607
$5.98

Nothing could better illustrate the freshness
that Gerry Mulligan and Alan Dawson have
brought to the Dave Brubeck Quartet than the
version of Take I'ive that the group plays here
(recorded in 1971 at the Newport Jazz Fesu
val)._Even though it was the most popular
piece the old quartet plaved when Paul Des-
mond (who wrote Tuke live) was still with
Brubeck. Gerry Mulligan. with the help of
Dawson. brings a wondrous new sense of
warmth and grace to the piece during his far
100 short solo—especially so in view of the
lengthy clobbering that Brubeck gives it after
Multigan steps back
So far as Brubeck is concerned. this is a dis-
astrous record. Even worse than his contribu
tion to Tuke Five 1s the sixteen-minute treat-
ment of Blues for Newport on the entire first
stde of the dis¢ - here is a summation of all the
most sterile aspects in his playing. If one iy 10
believe the rationalization of George Wein in
the liner notes (Brubeck was intimidated by
the volume of electronic sound produced b
Bill Chase’s group which had preceded him
on-stage: but Wein told Brubeck not (o
worry--just go out and wail) the banality of his
performance could be atiributed to desper-
ation. Certainly over the years Brubeck's pla
ing has always been best when he teltit unnec
essary to prove anvthing: he always appeared
at his worst when he had trouble milking ap-
plause during a solo. But on this collection
Mulligan is always just around the corner
readv to pick up the pieces and give the over-
all performance such a masterful polish that
one can almost overlook Brubeck's intrusions
JSN

WatLLy Rose: On Piano. Wally Rose, piano
Cannonball Rag; St. Louls Tickle; Junk Man
Rag; seven more. Blackbird S 12007, $4.98
(Lakco Record Co., 607 West Deming, Chicago
lIl. 60614)

Wally Rose, who used to tickle the ivories

10 exhume a phrase—for Lu Watters’ Yerba
Buena Jazz Band in the 1940s and was one
of the ground-breakers for the raglime revival
then. has not been heard from much of late.
According to the notes on this disc, he has
been teaching in San Francisco and making
occasional public appearances. This set of
rags was recorded in 1968 and shows Rose
much as he was in his Yerba Buena days-—-a
neat, precise, but somewhat dry pianist. Some
of his performances have a rather staid, anon-
ymous guality, but he puts a becoming lilt
in Tom Turpin’s 8. Louis Rag and finds an
evocatively Fosterian flavor (Stephen, that is)
in Scott Joplin’s Elite Syncopation. There's
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A glorious pictorial essay,
stealing for frozen mo-
ments the rapt devotion
of people touched by the
power of music. Pithy quo-
tations about music thread
together shared and single
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a bluesy quality in his Pastime Rag #4 (Artie
Mathews) and a stately charm in Pickles and
Peppers.

Rose has avoided the more overplayed rags,
choosing those that are less familiar and a
few that may not have been recorded before—
Egbert Van Alstyne’s Jamaica Jinger Rag, tor
instance. and a pair of James Scott’s postwar
rags, Peace and Plenty and New Era. neither
particularly notable. It is a pleasant and, be-
cause of the unfamiliar material, valuable
collection, but it lacks the verve that might
make its appeal extend beyond the dedicated
ragtimer. JS.wW.

in brief

THE SIDEWINDERS. RCA LSP 4696, $5.98.

The Sidewinders is a rock-and-roll quintet
from Cambridge, Massachusetts. The quin-
tet’s debut disc has been produced by Lenny
Kaye, a well-known, respected rock critic who
has been documenting the pop scene for the
past couple of years. Critics usually love to
pan the musical creations of other critics.
Kaye need not fear. The Sidewinders is a
lively band that makes rhythmic, danceabie
music, and the LP is a thoroughly enjoyable
album. Kaye’s production values are exem-

plary. H.E.

AMERICA. Warner Bros. BS 2576, $5.98.
Tape: @®3M82576, $6.95, @@ M52576
$6.95

Three Americans living in London (Dewey
Bunnell. Gerry Beckley. and Dan Peek),
America came up with this year’s hit A forse
With No Name. The balance of this, their de-
but LP, is in the same genre: tight vocal har-
monies and a slightly magnified folk accom-
paniment—over-all not unlike Neil Young's
work. 1t’s generally pleasant. M.J

Jim Croce: You Don't Mess Around With
Jim. ABC ABCX 756, $5.98

Croce has a keen eye for the verities of ordi-
nary life. His songs are perceptive and care-
fully constructed. He accompanies himself on
six-string guitar most professionally. This LP
should make him plenty of friends. H.E.

SHa Na Na: The Night Is Still Young. Kama
Sutra KSBS 2050, $5.98

Here, Sha Na Na revives some more of the
Golden Oldies from the Fabulous Fifties and
mixes them up with some new material. Alas,
the new songs lack the peerless wit and ex-
traordinary energy that these twelve charac-
ters bring to their first love. If Sha Na Na ever
found the formula 1o create Seventies music
with as much style as their Fifties music, the
world would be theirs. H.E.

ARLO GUTHRIE: Hobo's Lullaby. Warner
Bros. MS 2060, $5.98

This set may please Arlo’s fans but 1 find it a
thoroughly undistinguished collection of
songs with a vocal performance to maich.
Only two of the numbers are written by
Guthnie. One of them, however, the instru-
mental Mapleview (20%) Rag does possess a
sunny vitality. H.E.

WHITE CLoup. Good Medicine GM 3500
$5.98

The debut album by a solid country and rock
band. Note particularly the singing of Mr.
Kaye and Miss Vent. Her slow version of
tound Dog is the first nonhysterical inter-
pretation of thatsong in years. M.

AUDIENCE: Lunch. Elektra 75026, $5.98.

A versatile four-man band from England with
plenty of talent and a sense of humor, Au-
dience is still hungering for an American au-
dience. Those who hear the delightful Hula
Girl will, no doubt, be converted 10 Au-
dience’s cause. H.E.

Mama LioN. Family FPS 2702, $5.98
Tape: e-M82702, $6.95; #® M 52702, $6.95
A hard-rock and blues band formed around
the duo who used to be called Merryweather
& Carey, Mama Lion plays a credible version
of Janis Joplin with Full Tili Boogie. Lynn
Carey screams a bit much perhaps. but the
energy is high and the large color photo show-
ing her breast-feeding a lion cub is also nice.
M.J

EAGLES. Asylum SD 5054, $5.98

This country-rock band consists of four mem-
bers and each of them sings. Naturally, some
very pleasant harmonies are created. With
more exciting material, Eagle is bound 1o take
off. H.E.

Lowest of the LOW!

Shamelessly Low Prices. ..

As one of America's largest wholesale distributors, we're guilty
of shamelessly low prices. Qur buying volume has made our
prices the lowest. We seriously doubt you can find one lower. . .
and that we're proud of. What's more, at S.C.A. you can select

from hundreds of NEW, Factory Sealed, Full Warrantee, Brand
name, Hi-Fi Stereo componerts. If its in the Hi-Fi, Audio field. ..

we have it!

Write for a lowest of the low quote...we're not ashamed.

orERE GonpomaTow ot Amenica

2122 UTICA AVENUE, BROOKLYN, NEW YORK 11234 (212) 338-8555
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for sale

CANADIANé DYNACD COMPONENTS at TREMENDQUS DIS
COUNTS. Write En-Jay Sales, Hornepayne, Ontano

TAKE SOUND OFF your Cassette or Cartridge with “ERAS.
ETTE” Our exclusive electronic wash (-65db 0-VU) gives you a
like new Cassette or Cartridge i an instant. Less than 1-1b; selt
contained, 4-"AA" battery powered. $12.50 postpaid. Calif. resi
dents add sales tax. Magnesonics Corp.. Box 127, Northridge,
Calif. 91324.

PROTECT YOUR VALUABLE EQUIPMENT! Now you can have a
professional home security system at thalf the retail cost. PLUS-
you ¢an instal' this unique radio-controlled system yoursell
PLUS PLUS—NO WIRES! write for free information and prices.
Dealer inquiries invited. Electro-Dyne, 444 Avenue X, Dept. 2D,
Brooklyn, N.Y. 11223

miscellaneous

SLEEP-LEARNING—HYPNOTISM! TAPES, RECORDS, books
equipment. Also Alpha Brainwave Feedbach devices. Free catalog.
Autosuggestion. Box 24-F. Olympia, Washington 98501

KLIPSCH, JBL, TANNOY. MARANTZ, THORENS, RABCO. No dis
counting. Superior Sound. 1801 Brewerton Rd.. Syracuse. N. Y
13211

DIAMDND NEEDLES and Stereo Cartridges at Discount prices
for Shure, Pickering, Stanton, Empire, Grado and ADC. Send for
free catalog. All merchandise brand new and tactory sealed. LYLE
CARTRIDGES, Dept. H, Box 69. Kensington Station. Brooklyn
New York 11218

RADIO RERUNS catalogs $1.00 (refundable). Box 724-HF . Red
mond, Wash. 98052

HIGH FIDELITY IS ON MICROFILM: Back copies of HIGH FIDELITY
are available on microfilm dating from APRIL 1951 to DECEMBER
1970. Microfilm copies of articles from any of these issues may
be obtained trom Billboard Publications at a cost of $1.00 per
page. For further information contact: Denis Hyland Corporate
Research Division Billboard Publications. 165 W. 46th St.. New
York, N.Y. 10036

CIRCULAR CASSETTE CAROUSEL Compact tape file system. Elim
inates awkward boxes. Details FREE!! T Enterprises. 813H Clover
Drive. Symsonia. Ky, 42082

LEARN RECORDING FROM STUDID ENGINEERS: Free Liter
ture. Write NNA P.O. Box 721-M. Rye. N.Y. 10580

services

RENT 4.TRACK OPEN REEL TAPES—ALL MAJOR labels—3,000
ifferent—free brochure. Stereo-Parti, 57 St. James Drive. Santa
{osa, Cal. 95401.

RENT STEREQ TAPES $1.50 week, Postpaid—new. Catalog 25¢.
ape Library, Box 8126, Washington, D.C. 20024.

CASSETTES—60-minute stereo/monaural rentals (90 days)
2 Majestic. 9651 Foxbury, Pico Rivera, California.

STEREQ TAPE RENTAL FOR PARTICULAR PEOPLE, Free cz;la-
1. Gold Coast Tape Library, Box 2262, Paim Village Station, Hia-
:ah, Fla. 33012.
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wanted to bin

CASH FOR UNWANTED STEREQ LPS AND PRERECORDED
TAPES. Reder. 81 Forshay Road. Monsey. New York 10952.

new equipment for sale

DON'T PAY THE. HIGH MAIL ORDER PRICES. THIEVES WARE
HOUSE IS COMING TO YOUR AREA. FRANCHISES AVAILABLE.
gbzig%VES WAREHOUSE, P. 0. BOX 8057, PENSACOLA, FLORIDA

5.

BUY DIRECT FROM ENGLAND. Save money! Decca. SME. Tran-
scriptors. Tandberg. Revox. Cambridge. KEF. Goal Speakers. Or
toton. Leak. Goldring. B&D. Price list free. For catalog send $2.00
bill ($4.00 airpost). Credited on $100.00 purchase. Goodwins, 7
Broadway, Woodgreen. London N22. Visitors welcome

NEW LOW PRICES ON COMPONENTS, SYSTEMS! SAME DAY
QUOTES! FAST, LOW-COST GUARANTEED DELIVERY! YOU'LL
HEAR MORE FROM REDWOOD STEREO! RS.C.. PD BOX 2794.
SAN RAFAEL. CALIF. 94901. (415) 472-2265.

LOW, LOW PRICES, on Audio Equipment and blank tape. All
factory fresh. Ist quality items. Write for FREE CATALOGS to Mr
A, Dept. AMD at SMG DISTRIBUTORS. INC.. 46-35 54th Road.
Maspeth. N.Y. 11578

real estate

IDEAL 5-ACRE RANCH. Lake Conchas, New Mexico. $2,975. No
Down, No Interest. $25.00 monthly. Vacation Paradise. Money
Maker. Ranchos. Box 1095HF. Alameda, California 94501

situation wanted

Vigorous, articulate. engaging middle age man wants postion
In aggressive concert management office. Experienced in sales
and public relatiens. Musically knowledgeable. Box 2001, High
Fidelity. 165 Wesi 46th Street, New york. N.Y. 10036.

tépeé & records

"HARD TO GET" RECORDS—ALL SPEEDS, RECORD Exchange,
842 Seventh Avenue. New York. N.Y 10019

SCOTCH RECORDING TAPE, LOWEST PRICES. TAPE CENTER.
Box 4305C, Washington, D.C. 20012.

OPERA TAPE EARGVAINS!—-$3.50—(REELS & CASSETTES). BOX
1101, WOODHAVEN, NEW YURK 11421.

“LIVE OPERA PERFORMANCES ON REEL-TO-REEL TAPES. In
credible performances dating back 40 years, from PONSELLE
CALLAS. Catalog: MR. TAPE. Box 138, Murray Hill Station, N.Y.C.
10016.

THE GREATEST R&R ALBUM two years in compilation. Avail-
able only thry meil. All songs released in original master form. 19
songs incl Bopalena, House of Blue lights, Strange Love etc. All
songs are collectors items and stylistic landmarks in Rock and
Roll. Send $5.00 to Aibum POB 1301, Studio City, Calif. 91604.

RARE Soundtracks: Green (Raintree), Waxman, Friedhofer,
Etc. List. Lowell 2160-Fifth, Bay City, Mich 68706

Rare out-of-print motion picture soundtrack and show albums.
Steiner, North, Waxman. Bernstein, Styne, etc. Only the best
Send 25¢ tor new catalog to ReCollections—P.0. Box 197. Roselle
Park, N.J. 07204.

SCOTCH TAPES. CASSETTES—CARTRIDGES—REELS. Catalog
10¢. Towe, Lafayette Hill, Pa. 19444

OPERA TAPES—GREAT PERFORMANCES OF PAST 35 years.
free cataing. Ed Rosen, P.0. Box =97. Freeport, N.Y. 11520.

OLD RADIO PROGRAMS ON CASSETTES OR REELS. THOU
SANDS OF YOUR FAVORITES LIVE AGAIN. LOW PRICES. HIGH
QUALITY. CATALDG 50¢. REMEMBER RADIO,'INC., BOX 2513.
NORMAN. OKLA. 73069

GOLDEN AGE RADID—Your best source for radio tapes. Box
8404-§, Olivette, Missoun 63132

MEMOREX recording tape, audio & video. Iowestipnces. Write
for free information. BERGETZ SYSTEMS CO.. Box 1181. Melrose
Park, IIl. 60161.

SCOTCH TAPE=150. 1800 Foot. 7 inch reei, Polyester, $1.95
postpaid; $1.87 (12); $1.75 (48). Recorders, Cassettes. Dpen
Reel Music Tapes (100-page DISCOUNT CATALOG 25¢.) SAXI
TONE TAPE SALES, 1776 Columbia Road. Washington. D.C
20009

MOST AMAZING RADID SHOW ever produced. Featuring Ken
Nordine. On Cassettes. Free Brochure. “Incredible, But True!
Sawyer, Michigan 49125

ANY RECORD. ANY TAPE AT LOWEST DISCOUNT PRICES. En
roll in Saturnian Record Club. $1.00 Lifetime Membership Fee
brings you a Free Schwann Catalogue and Forms for immediate
ordering of any record at unmatchably low prices. No minimum
no limit. Write Saturnian Record Club, 507 Fifth Ave., N.Y.C
10017, Box H F.

BASF, MZMOREX, SCOTCH, TDK, reels, cassettes, 8-tracks; Low
est prices. S & S Audio, Box 2065, Champaign, IIl. 61820.

SHOW ALBUMS—Rare, out-of-print LPs. Large list 10¢. Broad-
way/Hollywood Recordings, Georgetown, CT 06829
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ADVERTISING INDEX l
is on page 84.
READER SERVICE CARDS |
| appear on pages 27 and 85. l

‘ RE(ORD MART Advertizement
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Free mailing anywhere in USA, APO &
FPO for mail orders from world's largest
choice of records, tapes! The low price of
the record or tape is all you pay. King
Karol's prices lowest, service fastest and
inventory largest—-we have everything!
Schwann Catalog $1-—FREE with First
Order. Write: King Karol Records, Dept HF-9
Box 629, Times Sq. Sta, NYC 10036
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dﬂﬂk BY R.D. DARRELL

Great Original Il. Just within the last cen-
tury and a half, the galaxy of great com-
posers has revealed no less than four
strange “pulsars” which, unlike the
steady constellations, follow eccentric
orbits and fluctuate unpredictably in in-
tensity. First, in magnitude perhaps as
well as in order of discovery, was of
course Mussorgsky. More recently Satie
and Ives have had a sudden stargazers’
vogue. But the second of the truly Great
Originals has been slower to emerge
from the double obscurities of oddity
and strictly parochial fame.

He is the distinctive Czech genius,
Leo§ Janacek, whose creative achieve-
ments are characterized by a breadth
and depth that to date have been far too
inadequately represented outside his na-
live country. Hence the special signifi-
cance of a major addition to his cata-
logue: Rudolf Firkusny’s authoritative
performances of his compatriot’s (and
onetime teacher’s) works for solo and
concerted piano (DGG/Ampex D 2055,
two 7Y1-ips reels, $14.95).

There’s no need for me to repeat the
unanimous praise disc reviewers have
given performances and recording, ex-
cept to note that the reel processing is
(apart from a few very faint pre-echos)
of the same caliber. And no reader fa-
miliar with my unconcealed bias for
Czech music in general will be surprised
to learn that | have been absolutely fasci-
nated by this music, which I’'m ashamed
1o say is brand new to me. (It was prac-
tically unknown in this country back
when | used to play the piano myself,
and somehow [I've missed the earlier
recordings of some of these pieces.) But
what I hope | can do here is to stress the
rare combination of fresh appeal and
substantial reward which makes this re-
lease exceptionally valuable (o the con-
siderable number of connoisseur listen-
ers always on the lookout for music both
arrestingly new and piquantly compre-
hensible.

1 suggest approaching these composi-
tions in chronological order: beginning
with the endearing Zdenka Variations of
1880, and ending with the more individ-
ual 1925 Concertino and 1926 Capriccio
for Left Hand and Wind Instruments, in
both of which Firkusny is accompanied
by Bavarian Radio Symphony members
under Kubelik. Interesting as these are,
however, it probably will be the in-be-
tween solo pieces that will reverberate
most hauntingly in your mind long after
their last notes have faded away: the
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eloquent Sonata (Ocrober 1, 1905), the
rhapsodic /n the Mist, and above all the
long series of poignant soliloquies which
Janacek published under the over-all
title On an Overgrown Path.

Paying Penance with Tannhiuser. No,
I'm not embarking on a penitential pil-
grimage 10 Rome, but I do have to swal-
low my pride and humbly eat some of
my own words. They were published
exactly two years ago when | concluded
my damning-with-faint-praise review of
the Gerdes/DGG Tunnhiuser with the
assertion that “this is, to my personal
taste, the most static, indeed the dullest,
opera in the entire standard repertory.”
Well, Pve always thought so, before and
since then—until our era’s finest Wagner-
ian spokesman. Georg Solti, has some-
how miraculously achieved not merely a
resuscitation but a complete rejuvena-
tion of the work (London/Ampex R
90199, two 7%-ips reels, $21.95; includ-
ing notes-and-texts booklet).

Even the extraordinary Solti couldn™
have pulled off'such a miracle all by him-
self of course: He’s aided by the choice
of the Paris edition of the score, by what
well may be the most thrilling (yet un-
sensationalized) sonic triumph to date of
the British Decca engineers, by first-rate
tape processing, first-rate Viennese cho-
ral and orchestral performances, but per-
haps most of all by the vitally fresh and
zestful singing and acting of a mostly
young cast. Except for Christa Ludwig,
as a seductive it not uninhibitedly vo-
luptuous Venus, the other artists are ei-
ther relatively little known or completely
unknown (at least to me): René Kollo in
the title role, Helga Dernesch (Elisa-
beth), Victor Braun (Wolfram). Hans
Sotin (the Landgrave), et al., not exclud-
ing an anonymous Vienna Choir Bay
member as the Shepherd. They're all
wondertful—and so, 1 now at last
reluctantly have to admit, is Tannhiuser
when performed as animatedly and
eloquently as it is here.

Wingeéd-Chariot Traveling Companions.
The double standard I've long invoked
1o justify my carborne relish of music
and performances I might not tolerate in
more attentive home audition is now ex-
tended to cover transcriptions I'd disap-
prove of, theoretically anyway. in other
circumstances. I'm not entirely puritani-
cal where transcriptions are concerned,
but my tolerance would normally be
stretched by military-band rescorings of
Bach and two-guitar arrangements of
well-known piano and orchestral pieces.
Yet in both instances infectious perform-
ance gusto not only makes the new
“Bach for Band” and *“Julian and John”
programs sheer delight in on-the-road 8-
track cartridge listening but their cassette

versions also offer persuasive attractions
in more critical home audition (Bach:
Columbia MA/MT 31126, $6.98 each;
Guitar Duo: RCA Red Seal R8S/RK
1230, $6.95 each).

Gerallt Leslie Williams leads the Lon-
don Symphonic Band in his own ingen-
ious if often overfancy Bach transcrip-
tions, robustly played and recorded but
sometimes so rushed as to seem slap-
dash. Some selections are quite unsuit-
able (Badinerie and Air from the orches-
tral suites); most of the organ works (in-
cluding the inevitable Toccata and
Fugue in D minor) gain liule if any-
thing; but those that do come off (includ-
ing the three-part Invention in D, the
tunetul Fugue from the E minor clavier
toccata and fugue, and two cantata sin-
fonias) are great fun indeed.

Julian and John (Messrs. Bream and
Williams) are vividly miked in ster-
eoistically separated close-ups that don’t
spare us extraneous performance noises.
Their three “original™ guitar (or lute)
duos (by Carulli, Sor, and Lawes) are
pleasant if old-fashioned; the rescorings
of familiar pieces by Albéniz (Cordoba),
Falla (Spanish Dance No. 1), Granados
(Goyescas Intermezzo), and Ravel (Pu-
vane pour une Infante défunte) scarcely
do justice to the originals—yet they be-
come delectably irresistible when played
with such contagious relish and humor
by Julian and John.

Bread and [but the Very Best] Butter
Conductor. RCA’s loss of Fiedler and
the Bostonians to DGG/Polydor seems
to have stepped up rather than curtailed
the former label’s Boston Pops release
activity. The recordings themselves
aren’t new, obviously, but many haven’t
been available before in cassette format;
and a considerable number of others
have been regrouped under new pro-
gram rubrics in simultaneously released
disc, cassette, and cartridge editions.

In the first category are two double-
length anthologies of typical Pops fare:
“Opera’s Greatest Hits” and “Fiedler’s
Favorite Marches” (RK 5069 and 507!
$9.95 each). In the latter category are n
less than six regrouped collections ¢
long popular light classics and pop-h
apotheoses, of which I've heard so fs
only the cassette editions. priced (like t+
cartridge versions) at $6.95 each. Best
“Ficdler Ole” (RK 1266) in which Che
brier, Falla, and Granados are agreeabl
combined with lighter Iberian dance an
march materials. The natures of the re
are well indicated by their titles: “Re
erie” (RK 1227). “A Taste of Honey
(RK 1228), “Great Music for Gre
Lovers” (RK 1240. a Fiedlerian “mus
if only for its cover illustration), “Thc
Were the Days” (RK 1241), and “Ame
can Salute™ (RK 1265).
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TEAG 1230:

three motors vs. one and a dog whistle

‘When you're trying to design a moderately priced
open-reel deck for the neophyte audiophile,

you run into some exotic tradeoffs. At TEAC it's
been our philosophy to start him off right with
the best transport to be found. That's easy for us,
because we're world renowned for our mechanical
genius. So if anyone could design a brilliant
all-purpose one-motor mechanism, we're the ones.
But we believe that nothing short of a 3-motor
machine can start an audiophile off in a profes-
sional way. For the all-critical capstan drive —

the very finest of hysteresis-synchronous motors.
And for supply and takeup —comparably fine
eddy-current motors. All TEAC-designed anc
made to the tightest tolerances. This accounts for
our negligible wow and flutter of 0.08% at 7%z ips.
With a superlative transport like this, we don’t
have to design our electronics as a ‘‘compensation
network.” We give you a frequency response of
30-22,000 Hz (plus or minus 3 dB 40 to 18,000 Hz)

at 7% ips. A signal-to-noise ratio of 55 dB
Harmonic distortion of 1% at 1,000 Hz .

So at 7%z ips—the speed used for audiophile-
quality recording—you can produce prodigies of
sound. But for extended-play descants on dog
whistles you may have to go elsewhere.

We further spoil the aspiring audiophile with
many studio conveniences not tc be found on
comparzgble decks. A bias-currant control switch
that allows superb recording on standard or
high-output/lcw-noise tapes. MIC/LIN mixing in
both mono and stereo modes. The famous
Edi-Q—a smooth one-hand pause control for
precise editing and cueing. We hope we've helped
you understand our 3-motor 1230 deck. Even at
the risk of putting down mzn's best friend’s whistle.

T EA.C@ TEAC Corporation of America,

7733 Telegraph Road, Montebello, California 90640
TEAC Corporetion, 1-8-1 Nishi-shinjuku, Shinjuku-ku, Tokyo, Japan
TEAC EURQPE N.V., Kabelweg 45-47, Amsterdam — W.2, Holland

In Canada; Whire Electranlc Devetopment Corp.. Lta., Torcnto
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