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Fisher 504 Studto-Standard 4-Channel Receiver

ntinuous
sine-wave power,
20 Hz 1o 20 kHz
(not just IHF
music power!)

40/40/40/40 watts a1 4 ohms

32/32/32/32 watts ut 8 ohms

+4channel
matrix decoder $Q

FM sensitivit
(1HF standard) 1.8u

Call)lure ratio
(I1TFat 1 mV) 1.2dB

FM front end Dual-gate MOSFET with AGC
M input Up 10 3.000,000 4V (3 V)
MPX decoder PLL (phase-locked loop)

'Falr_lrade prices where applicable
Prices slightly higher in the Far West and Southwest

Until now, 4-channel receivers could
deliver their tull power only into tour
speakers.

Playing regular stereo through two
speakers meant leaving two channels idle.
lllull‘ of those expensive watts were
unemployed.

Fisher has changed all that with the
new Sludi()—Slun(lara f-channel receivers.
Each has a 2/4-channel front-panel switch,
like the one shown here.

In the “2" position, the four amplifiers
are “strapped” together in pairs to Jrive
two speakers with their combined power.
No unemploved watts! In the “4™ position.
the four amplifiers are separated }or
4-channel operation with four speakers.

I'he Fisher 504, at $599.95} 1s the most

advanced of the Studio-Standard receivers.

{Sce specifications.) Two others are avail-
able for considerably less. with minimal
changes in features and performance.
Vrite us for detailed literature. The

‘ stra})ping“ feature is just the beginning of
the Studio-Standard storv.

Fisher Radio, Dept. HF-7, 11-40 45th
Road, Long Island City, N.Y. 1110L.

FISHER

At ~Saredotd



The right Pickering cartridge
for your equipment is the best
cartridge money can buy.

XV-151200E

DCF 1200
<

1

MANUAL TRANSCRIPTION
TURANTABLE

AUTOMATIC TRANSCRIPTION
TURNTABLE

XV-15750E

DCF 750

I T
MANUAL TRANSCRIPTION
TURANTABLE

—wal

AUTOMATIC TRANSCRIPTION
TURNTABLE

XV-15400E

DCF 400

—— I |

MANUAL

—

MANUAL/AUTOMRATIC

XV-15350

DCF 350

e—

MANUDAL

XV-15200E

DCF 200

XV-15130

DCF 150

XV-15140E

DCF 140

XV-15100

DCF 100

o

There's a “right” Pickering cartridge for every
record player, and only Pickering has developed a way
for you to be absolutely certain you select the “right”
cartridge for your high fidelity music system.

It is a simple way for you to precisely match one
of our XV-15 (100% Music Power) cartridges to what-
ever kind of record player you have or plan to buy. It’s
called Dynamic Coupling Factor — DCF for short.

We have taken virtually every record player and
pre-analyzed the vital variables affecting cartridge de-
sign and those related to the engineering features of
the various turnables and changers. So, no matter what

o

equipment you own or plan to purchase, there is a
Pickering XV-15 cartridge exactly “right” for it. The
DCF number cnables you to select the proper Picker-
ing XV-15 cartridge in relation to a particular type
of playback equipment to achieve maximum per-
formance.

If you're ready to buy your next cartridge, be cer-
tain you end up with the Pickering XV-15 cartridge
that’s best for your system. Have your Pickering high
fidelity dealer show you our DCF Chart, or write
Pickering & Co., Inc.,Dept. G, 10]1Sunnyside Boule-
vard, Plainview, N. Y. 11803.

@ PICKERING

“for those who can hear the difference”

The {100%|Music Power Cartridges

All Pickering cartridges are designed for use with «ll two and four-channel matrix derived compatible systems.
CIRCLE 42 ON READER-SERVICE CARD
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music and musicians

Leonard Marcus, Edward Greenfield
HOROWITZ'S COLUMBIA FAREWELL . .. PFITZNER'S PALESTRINA

Behind the Scenes in New York, Munich, and London

GeneLees YOUWANT U.S. JAZZ RECORDINGS? TRY TORONTO
The jazz revival is alive and doing business north of the border

Caine Alder THE RECORDINGS OF VLADIMIRHOROWITZ
Including all his commercial albums from piano rolls to still unreleased tapes

Winthrop Sargeant DON'T SPEAK ILL OF THE GREAT CLASSICS
Some perspectives on music criticism from the New Yorker's Critic Emeritus

Royal S.Brown ALITTLE NIGHT MUSIC IN THE STUDIO
Behind the Scenes at a smash Broadway show recording

audio and video
TOO HOT TO HANDLE

NEWS AND VIEWS
Sony's cost-cutting ICs . . . A stylus for 78s

EQUIPMENT IN THE NEWS

EQUIPMENT REPORTS

Sony STC-7000 tuner . . . Shure V-15 Type (il cartridge

Audioanalyst A-100 speaker system . .. Yamaha TB-700 cassette deck
Sherwood S-8900A receiver . . . Thorens TD-125 Mk. || turntable
Dynaco A-10 speaker system . . . Pioneer SA-9100 amplifier

Robins R47002 enhancer . . . Scotch Extended Range cassette tape
TDK Krom-O, cassette tape

record reviews
David Hamilton THE MET'S CARMEN UNDER BERNSTEIN
Horne, McCracken, et al. re-create last season’s big hit

Royal S.Brown A LITTLE NIGHT MUSIC ON RECORDS
The original cast album captures musical theater at its finest

PaulHenry Lang PURCELL'S FAIRY QUEEN
Ciifford F. Gilmore PURCELL’'S CEREMONIAL MUSIC
Two fine recordings show the baroque master’s genius

CLASSICAL

Bruckner from Barenboim and Haitink . . . Crawford Seeger’s string quartet
Abram Chipman BRAHMS SYMPHONIES BY FOUR

Fine interpretations from Haitink, Ormandy, Sanderling, and Sawallisch
INBRIEF

RobertLong FOUR-CHANNEL DISCS AND TAPES
Playing Vanguard's Dolbyized open reels—how and which

LIGHTER SIDE
Chet Atkins . . . Bill Quateman ... Sha Na Na
JAZZ

ArtTatum . . . New England Conservatory Ragtime Ensembie

R.D.Darrell THE TAPE DECK
Some not-very-daring adventures outside the standard repertory
etc.

LETTERS
Spinning with the rock groups . . . Shreveport bites back

PRODUCT INFORMATION
An “at home'' shopping service
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All of Horowitz on record. See page 48
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Maxell is happy to announce
that the little pad that
takes all the pressure has
finally gotten a grip on itself.

We wanted to make some really big
improvements to our Ultra Dynamic cas-
sette. But there just weren't any big
improvements left to make. So we made
a lot of little improvements.

Our little pad won't come unstuck.
Other cassettes keep their pressure
pads in place with glue—or rather don't
keep their pressure pads in place with
lue. So we've designed a little metal
rame that holds the pad in a grip of
steel. With the result that you don't need
to worry about signal fluctuations or
loss of response any more.

More hertzes.

We've also improved our tape.
We've increased the frequency response
to 22,000 Hz so you get even higher
highs. The signal-to-noise ratio’s now
8dB more than ordinary cassettes
which means you get less noise and
cleaner sound. And the dynamic range
is wider so you can turn the sound up
loud enough to disturb the neighbors
without worrying about distortion.

Animprovement
you can see but can't hear.
The first five seconds of our new
UD cassette is a timing leader. And
we've marked the place where it starts
with three little arrows so you'll always
know exactly where you are.

Amazing new miracle ingredient
fights dirt fast!!!

But the leader's also a head-cleaner
and what’s amazing, new and miraculous
about it is that it doesn't rub as it scrubs
as it cleans. Because it's nonabrasive.
So it keeps your tape heads clean with-

out wearing them down.

Our new long-playing
cassette is shorter.

Our new UDC-46 is twenty-three
minutes per side. Which very conven-
iently just happens to be the approxi-
mate playing time of your average
long-playingrecord. (Our other cassettes

are 60, 90 and 120.)

And that's our new improved Ultra

Dynamic cassette.

And its ultra dynamic new improve-

ments.

The answer to all your tape needs.

Maxell Corporation of America, 130 West Commercial Avenue. Moonachie, N.J. 07074
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Never before

has this little noise
accompanied this

much music.

Noise Distribution With Cr02 Tape

Typical Frequency Response With Cr02 Tape
aB

If you're sophisticated  “r—T—T T

enough to be reading J‘EWW"“W"FN\WT’WWWM\;‘
this magazine, you're [ couvennonmlcasstrravecx /| wosr avoma
probably familiar with ' oo || [manem

the two main %‘-IW*{\, N
characteristics of

W 4
cassette decks: hiss and Loas o m:.'m"

EEEEEEE]

without endangering it.
Plug-in printed circuit
boards are used for
simplicity and reliability
of operation. Heads are
easy to reach and clean.
And the transport is
the most reliable we've

8
6

[

nonlinear frequency T l M N |

response. 0 e ,',w , e o e 00
Which should make ™ "*<"3 i

you thoroughly Noise. Music.

unfamiliar with the

performance capabilities of our new HK-1000. As the
charts indicate, it behaves more like reel-to-reel than a
cassette deck:

Signal-to-noise (unweighted) is — 58 dB with Dolby and
—70dB in the audible hiss level above 4,000 Hz. The
frequency response curve is essentially flat from less than 30
tobeyond 15 kHz, *1.5 dB, with CrO; tape. (This curve is
due largely to the way we drive our heads. Instead of the
conventional constant vo/fage drive to the head, the
HK-1000 is designed for constant current drive. Many
studio model reel-to-reel decks are designed the same way.)

Because of a new low in noise and a new wide in
frequency, the HK-1000 brings you a new clarity in musiz.

Ours is the first cassette deck designed for
maximum phase linearity. Square wave
response is better than every other
cassette deck and even some
expensive reel-to-reel decks. And
the better the square waves, the
cleaner and more transparent the
music.

Discriminating audiophiles will
also appreciate the wide selection of
controls to take control of . There are two
“peak-reading” VU meters; automatic
shut-off in all transport modes; separate
controls for recording playback and microphone
levels; a “memory” rewind feature that lets you key
a selection to the exact start location; a Dolby test
oscillator; both record and Dolby playback calibration
adjustments on the top panel; and so on.

The HK-1000 is also designed so you can use it often

*Distributed in Canada by Harman/Kardon of Canada. Ltd.. 9429 Cote de Liesse Rd.. Montreal 760, Quebec.

ever tested; it even
closes with the sort of
reassuring “thunk” you
normally hear only by
closing th=doors of expensive hand-built cars.

The price is $300.

Never before has -hat small a price tag accompanied
this muct. cassette decx.

For complete details anc specs, write Harman/Kardon
Incorporated, 55 Ames Court, Plainview, N.Y. 11803*

harman/kardon
the music company
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letters

Supergroups

You are probably recciving scores of letters
correcting Henry Edwards’ mustake [“The
Rock Group Spinolt.”” Aprit 1973] in renam-
ing Jim Messina “Dan.” though vou did get it
right in the discography
More irritating is a factual error: Of the four

Butlulo Springtield albums listed. Jim Mes-
sina performed on only two-Last Time
Around™ and “Retrospective.” Since “Retro-
spective s just a collection of previously re-
leased cuts. and Messina performs on only the
three trom “Last Time Around.™ his contribu-
tion to the Buthalo was relatively small. He re-
placed Bruce Palmer (the bass player on "Buf-
fulo Springtield™ and “Again™) shortlv betore
the group’s demise.

Joe Gallugher

Elwood. Nebr.

Iie Rock Group Spinotl™ was a good back-
ground piece for getting 1o know several o' the
current big-name musical combinations. at
least for nonrock bufls. but the Jim Messina
discography omits an amusing and historically
interesting album: “The Dragsters. Jim Mes-
sinaand His testers™ (Audio Fidelity DFS
7037, 1964--sull available). The cover shows
Messina and crew. properly short-haired.
dressed in matching blazers and ties. posing
with their white Fender guitars amidst sports
cars. The contents are ¢ 1964 surt/drag-racing
music. Good nostalgia.

Richard P. Bell
Syracuse. N.Y

Frelt that the comments about Poco were un-
tr. Citing Rusty Young's steel-guitar antics
as proof of a deticiency in the group’s music is
somewhat like saying that Jimi Hendnix
played his guitar in many positions because he
couldn’t play it standing sull. While I can un-
derstand that technically it may be true that
such dramatics do not necessarily make for
better music. 1t is unfair to cite them as proof’
that nothing ¢lse 1s really going on.

Sharon McCarrell

Westnminster. Culif.

Mr. Cdwards imphies that the work of Poco is
inferior to that of Loggins and Messina. and
suggests that Messina “must certainly be glad
he left Poco.” Poco’s music 1s not inferior. and
Messina has stated that he lett Poco because
he was getting married and did not want 1o be
separated from his wite. as touring with Poco
would have required

Poco did not try to capture the sound of the
Buttalo Springfield. as Mr. Edwards claims.
Richie Furey played down the ties to
Springlield. wanting Poco to succeed on its
own musical merits (which 1t has done). Nor
was Poco side-tracked into Latin rock . Just be-
cause the group made the song Mr. Edwards
mentioned. it does not mean that they ever left
the music they do best. country-rock. 1 have
secn Poco live. and it does not “rely on cheap
theatries to fill musical gaps.™ All of the band
members are excellent musicians and they

6

really give a good show-—the audience gets its
money's worth
Siephen Downing
Hempstead. N.Y

Classical Music in Shreveport

Itcame as gquite a shock to me when [ read Pe-
ter G. Davis® description [“The Classical Up-
surge.” April 1973] of our operation ("I you
walk into Stan’s Music Shop .. . you wiil not
find one classical disc—not even a “greatest
hits” assemblage. .. 7).

Stan’s carries a compleie line of classical
music. New-release mailers go out weekly to
each account we service over a twelve-state
area. so that all accounts are constantly aware
of what we have to offer in all types of music.
I Mr. Davis visited our downtown location. it
is yuite possible that he could not find a classi-
cal album in our shelf stock. But our Shreve
City and Southtield locations offer a complete
classical ine. In each of our six shops. we carry
the line or lines of music people in that area
prefer. All a customer has to do is place an or-
der for the record of his choice and it will be
waiting for him at the store in his vicinity the
next day. We heavily advertise the locations
that carry a classical line so that the buying
public is aware of its availability.

If Mr. Davis is in our area again. | hope he
will drop by and let us show him the vastness
and variety of our operation

Swanley J. Lewis
President. Stan's Record Service
Shreveport. La.

As a member of the board of the Shreveport

Jim Messina—his spin corrected.

"

v

Symphony [ can attest 1o the fact that we enjo
approximately a twelve-per-cent oversell for
our entire concert season plus individual ticket
sales. Our 1972-73 season, for example. con-
sists of nine pairs of concerts plus six National
Endowment concerts. a thriving junior sym-
phony orchestra. and a comprehensive pro-
gram for children in our public schools. Fea-
tured artists this season include Jose Ferrer.
Radu Lupu. Stan Kenton. and Van Cliburn.
Roberta Peters will appear here soon with the
Civic Opera Association. Combine this with
the Community Concerts series. Civic Opera
Association. Gilbert and Sullivan Society—all
providing live performances--and you will
find that we have a rather healthy cultural at-
mosphere in Shreveport. Throw in five ama-
teur drama groups and some outstanding art
galleries. notably the R. W. Norton Gallery.
and you get an entirely different picture from
that drawn by Mr. Davis.
tam proud of my city and the cultural activ-
ities available here.
Joe Miot
Shreveport. La.

Mr. Davis replies: My apologies 10 Mr. Lewis
Jor misrepreseniing Stan's Record Service. My
visit was indeed 10 the downiown siore. where |
was t1old that classical records were not 1o be
had. Since no information was forthcoming re-
garding shops in the ouilving suburbs. I with

drew. mursing the obvious conclusion. Frankly.
the depressing vista of Shreveport’s downiown
area. like so many smaller American cities 10

dav. gives every indication of advanced urban
decay. Clearly the 1own’s thriving cudtural ac-
1ivities ave now located in more prosperous sur

rounding comnunities. which I wunfortunarely
did not see. And although | did not commeni on
Shreveport’s live cultural evenis. it is encour-
aging 1o hear from Mr. Miot that they are pros-
pering.

Columbia and the BSO

I enjoyed Robert Long's interesting account
["Behind the Scenes.”™ April 1973] of Leonard
Bernstein's recording of Oedipus Rex with the
Boston Symphony. There are. however. a
couple of inaccurate statements:

“Columbia had never before recorded the
Boston Symphony Orchestra.”™ Early in 1934
Columbia recorded Koussevitzhy and the
BSO on the stage of Carnegie Hall in a per
formance of the Swuphony 1933 by Roy Har-
ris. (This was during the period 1931 35. when
the BSQO's recording contract with Victor had
been allowed to lapse.) This recording. backed
with the Ormandy/Philadelphia Orchestra
recording of Harris™ Seventh Symphony. is
available from Columbia Special Products
(CML 5095).

Columbia “had recorded in Symphony Hall
only once.” In addition to the Bernstein/New
York Philharmonic Shostakovich Fifth. Co-
lumbia also made the mono Ormandy version
of the Saint-Saéns Organ Symphony (with
Biggs and the Philadetphia) in Symphony
Hall. And during the 1950s Columbia re-
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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 /
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

RKOSS STEREOPHONES

KOSS CORPORATION

4129 N, Port Washington Ave., Milwaukee, Wis, 53212
Koss S.r.1., Via dei Valtorta, 21 20127, Milan, Italy
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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
your 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
Koss will arnaze
you. In fact,
you’ll hear
so much
more from
your music

that buying f

a Koss PRO- " ‘e

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.

from the people who invented Stereophones



dfie Sound of Cxcellence

Tri-Planer 111 $75

Tri-Planer, a line of speaker TREAT
systems that produces the live, YOURSELF
present, and tight sound o TO
true percussion; with a THE
true, smooth bass; INNERMEDIA
clean, crisp, yet not EXPERIENCE
harsh highs; and the - OF
smooth voice of 2 FULL
fine archestration OIMENSIONAL'TY

Tri-Planer 11 $175

Tri-Planer. | $250

.
ANNERMEEIA

NICS

4503 E. RAILROAD AVENUE
SACRAMENTO, CA 95826

1916) 4523341
\9
EALER inauipies WELCOR
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Dokorder 3100

A MINIATURE RECORDING STUDIO

Unique in its electronic/solenoid operation. Unique in its design.
Unique in its professional features. Appealingly priced.
For information write. ..

Dokord er Inc® 11264 Playa Court, Culver City, Calif. 90230
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corded a whole series of Biggs discs in Sym-
phony Hall, with Richard Burgin conducting
members of the BSO. Included in the series
was a marvelous mono recording of the Pou-
lenc Organ Concerto and some fine discs of
music for organ and brass by—among others
Bach and Gabrieli

Martin Bookspan

New York. N.Y.

Our thanks 10 all the readers who caught these
slips

Song 0' My Heart

Conrad L. Osborne, Miles Kreuger, and the
John McCormack Association of Greater
Kansas City will be interested to know that the
Fox studio prints of the film Song O My HHeart
are now on deposit in the UCLA Film Ar-
chive.

The Archive has not only the “minus-dia-
logue™ version referred to in Mr. Oshorne’s re-
view of the soundtrack disc [February 1973), it
also has the full-dialogue version in 35mm.
The 70mm Grandeur version is not in the Ar-
chive’s possession, but it is doubtful that it
would have had better sound quality than the
extant 35mm versions, because the track di-
mensions and playing speed were exactly the
same as those of 35mm film. Today’s 70mm
processes run at a higher linear speed than the
Grandeur process did (and use magnetic
sound vs. Grandeur's optical), which is prob-
ably where the misconception originated.

Garry Margolis
Los Angeles. Calif.

Rachmaninoff, Please

1973 is the centenary year of Rachmaninoff.
This is a plea for recordings of many works not
available at the moment: most of the songs;
the Trio élégiaque. Op. 9; the six choral songs,
Op. 15; the six Moments musicaux, Op. 16; the
Chopin Variations, Op. 22; the opera Fran-
cesca da Rimini, Op. 25: the Liturgy of St. John
Chrysosiom, Op. 31; the Vesper Mass, Op. 37.

I also hope that RCA will reissue its Rach-
maninoff archives, and perhaps Horowitz
could be persuaded to record another Rach-
maninoff album. Finally I ask Angel to keep
an eye on Russian Melodiya records, on which
there will no doubt be more Rachmaninof re-
leases. The best available versions of many
Rachmaninoff items are on Melodiya/Angel.

Alberto D. Fajardo
Washington, D.C.

RCA has announced plans to issue five three-
disc sets containing all of Rachmaninoff’s re-
cordings including “at least thirteen items”
never before released.

Inspired Travesty?

What an inspired idea to have Jan Meyerowitz
do a satire on all the third-rate critical drivel
about the basic validity of Puccini’s music
based on Puccini’s character. “The Objection-
able Appeal of Giacomo Puccini” [May 1973]
was a masterpiece of travesty: he hit all the
high points of the usual critical arsenal, bring-
ing in each one with the skill of a master con-
trapuntalist, weaving them into a hilarious
whole. It will be a long time before anyone
dares to raise these subjects again seriously,
for fear of another blast of parody from Mr.
Meyerowitz. It did seem to me though that it
may still be too close to World War I for us to
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Every Pioneer turntable
offers an exceptionally
high degree of precision.
Our PL-12D doesi it for $99.95

Despite izs simplifiec operation (o1ly
two cont- ), this versatile performer
ircorporates a high degree of
sophisticafion. No clher tarntable in
its pricerange has a ' ofits features:
4-pole, telkt-driven sgnchronous motor
.. . statictalanced S-shaged tonearm
... ultra-light trackinz . .. dil damped
cueing control . . . 12-inchdynam cally
balancec die-cast p-atter .. anti-
skating >cntrol . . . f=il lined walnut
base ... 1nged dustccver...33%5 &
45 rpm sp=2eds, and muchhmore.

Hear :te top perform ng PL--2D
at your Zioneer deeler. D'scover how
nighly setisfying a Izw price can de.

U.&.Pioneer Electromics Cop.
178 Commzrce Rd., Ca-lIstadt, /
New Jersey 07072
West: 35300 S. Estrella, Los Ang2les
90248/ dwest: 180) Giraenleaf
Elk Grave Village, L 6307

cueing control




When you make a better
the worid beats a path to your door.

From the U. S.
“‘Separation was tops.. . square wave response outstanding. We tfacked it as low as
Ya gram.” Audio Magazine

""Among the very best. Frequency response was flat within =1 ‘r\dB from 20-20, OOOHz
Compliance measured 35x10-6cm/dyne."” High Fi

“The |.M. distortion at high velocities ranks among the lowest vﬁ‘hﬂve;’\" 3
non-fatiguing cartridge.” ;

From Great Britain

i
A real hi fi masterpiece. A remarkable carlndge unllkelyto we
rapidly than a feather held lightly agannst the i

"“A designthat encourages the hi-fi pu

From Canada

“One of the world's greates! cartrith
Scotty's Stereo.

for your free "'Empite Guide to Sound Design.’

™) E SC'l.entl:ﬁC Cgfp. Mfd. USA.

Garden City, New York 11530
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RA-1210
2 89) | *9) .) e
¢ -.:_ -9 ;,j ;3: 55 ‘ L |

THE STEREO AMPLIFIER: RMS power, 60W/channel with
both channels driven into an 8 ohm load. Two separate
power supplies each with its own power transformer. Power
Bandwidth of from 5-50KHz and a THD of below 0.3% from
20-20KHz. Add to this 2dB step controls, 3 stage differential
pre-amplifier, adjustable input sensitivity /impedance on
phono 2, plus tape monitoring and dubbing for two sets of
tape recorders

”

READ THE APRIL '73 STEREO REVIEW FOR
A DEFINITIVE CRITIQUE ON THE RA-1210

THE EVERYTHING LINE FROM ROTEL
ROTEL of America, Inc., 2642 Central Ave., Yonkers, N.Y. 10710
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accept Mr Meyerowitz” experiences in Ger-
many in a comic article like this.

Perhaps next we can ask for a satire on the
usual tripe about “Meaning in Mozart’s Op-
eras™?

Edward Foreman
General Editor. Pro Musica Press
Minneapolis. Minn.

A Tip for Radio Stations

Classical-music radio stations could make a
significant  contribution to the classical-
recording market (apropos of the excellent
pieces by Leonard Marcus and Peter Davis in
your April issue) by taking a cue from
WUHY-FM. a listener-supported station in
Philadelphia. Along with the identification of
sclection and performers following each work.
WUHY announcers usually (I wish [ could say
always) mention the label and catalogue num-
ber of the recording.

The practice takes no more than a few sec-
onds of air time per hour. but | believe it
would boost record sales. | am certainly more
inclined to buy records | have heard on the air
and liked. and this would save me the bother
of'scarching out the record title and number.

David Hoekemu
Princeton. N.J.

Beverly Wolff on Records

John Yeager [“Letters.” March 1973] can hear
the magmficent voice of Beverly Wolll on at
least three readily available recordings: Ro-
berto Devereux (Audio Treasury). Julius Cae-
sar (RCA). and the Rossini Stabut Mater (Co-
lumbia). She also sang in Bernstein’s Trouble
in Tahiti. last available on Heliodor. I've been
fortunate enough to hear Miss Woltl in Deve
rewx and Caesar here in Los Angeles. A treat
indeed!

Brian D. Mellies

Glendale. Calif.

Correction
In the article “Warranties.” which ap-
peared in our May issue, the warranty term
for free labor on KLH turntables was
listed incorrectly. KLH offers three
months’ free labor on its turntables.

High Fidelity, July 1973. Voi. 23. No. 7 Pub-
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IFOUR $1000 SPEAKER DOESN'T GET YOU,

MAYBE OUR $55 ONE WILL.

People who hear about the Linear Model 1000 is just one of eight Linear When Audio Magazine reviewed the
Sound of EPI invariably ask, “How much?”’ Sound speakers from EPI. Model 50, it recorded a response that

To which we respond: “It depends.” In the middle of the line, for example, “extended from 45 to 16,000 Hz +3db, and

If money is no object, we’re only too you’ll find our Model 400, “The Mini dispersion was excellent.” When Audio

happy to recommend our Mcdel 1000. “The Tower,” at $389. Of this speaker, S tereo tested 14 small speakers for dispersion, our

Tower,” we callit. Review said, “The airy, open quality.. Model 50 beat the pack of them.

This is a $1000 item (each), and it is our view earns it a place in the select group So, getting back to the question
the absolute epitome of EFT’s Linear Sound. of superb speaker systems.” of the cost of EPP’s Linear Sound:
(The Tower is The Stereophile’s most Then, for the budget-minded, is our How much did you want to spend?
recent addition to its select list of five Model 50 at an attractive $55 each. You can rzach us at Epicure Products
Class A s;;eakers.) a ?gn’ lti };:It g‘le é)rlicse fool gou. Inc., Newburyport, Mass. 01950.)

On a frequency response graph, the e odel 50 produces a true
Tower will record a virtually stra:ght line linear sound. It has the same 1" air spring T“E ll"EAR souun
from the lowest bass to the highest treble. tweeter you’ll find in the Tower and the ™
Meaning that what you hear is a pure, un- same 6" long-throw woofer you’ll find or EPI CP\
colored, ratural sound from bottem to top.  in the Mini Tower.

With no artificial boosting of the bass to
impress the innocent. Anc all the nuznces
and overtones at the tretle end that, on
ordinary speakers, just fade away

In short, what you hear is something
rather sensational. (At $1C0) a-crack, you
might say it ought to be sensatioral. Itis.

But since, for most peodle, money is Ji

an object, you’ll be heppyic know our
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hehind the
SCenes

In a corner of the recording room, Horowitz is picked up by two banks of microphones and monitored over four speakers in the control room.

Horowitz Finishes Up His Columbia Contract

NEW YORK

*“For me the most important thing is dy-
namics and color,” Vladimir Horowitz
explained at Columbia’s East 30th Street
studio. “This piano has better dynam-
ics—more piano, more forte.” He was let-
ting me know why he was retaping
material I had heard him record two
Wednesdays earlier, on January 10, a
session that had been plagued by a trou-
blesome piano. (Columbia had been
reserving the studio every late Wednes-
day afternoon for Horowitz’s final ses-
sions under his Columbia contract—
which he was not planning to renew.)

On the previous occasion | had en-
tered the control room about fifteen
minutes after the session had gotten un-
derway. Producer Dick Killough was sit-
ting next to the control board presided
over by engineer Ray Moore. Neither,
frankly, seemed to have much to do.
Through the control room window, far
into a corner of the huge recording room,
I could make out the distant figure of the
ptanist. He was playing excerpts from
Beethoven’s Wuldstein Sonata, patching
up spots that apparently hadn’t gone
exactly to his liking on a mid-December
Wednesday three weeks earlier, when
the sonata had been recorded.

My original invitation had been to

that December taping, but at the last mo-
ment Dick had phoned me to ask
whether 1 could please make a sub-
sequent session. Horowitz’s piano-
Steinway No. 186. which he had been us-
ing since 1965—was no longer playable
and the pianist would rather initiate a
new instrument without any curious lis-
teners observing his midwifery.

After about five minutes more of
Waldsiein-patching. Horowitz got down
to the music scheduled for the day: four
Schubert Impromptus. First came the
Op. 142, No. 2. It started off beautifully,
as though the performer were making it
up as he went along—that incredible im-
provisatory quality that few musicians
are able to bring off. Then, suddenly, a
note failed to sound. Horowitz, unfazed
without even breaking the metric pulse,
repeated the offending measure. A few
minutes later, during the fiendish Op. 90,
No. 4 Impromptu, it happened again.
The tape just kept rolling; a razor blade,
I figured, would do the appropriate ex-
cising in an editing cubicle at some later
date. In general the virtuoso’s jackham-
mer fingers were performing their usual
wizardry, but afler a few more rapid pas-
sages that needed repeating | became
uneasy. Horowitz missing notes? The last
time I had heard him, at his East Side
town house, was a year earlier, and he
had been magnificent, tossing off the

most fiery passages—from the composer
vho for some time had captured his pas-
sion, Muzio Clementi—as easily as
though they were the C major scale.
(Yes, Virginia, Clementi was a great
composer of passionate Romantic piano
music, not just the writer of your student
ptano pieces.)

To be sure, he was not now really
missing notes, or hitting wrong keys; it
was just that some notes in the faster pas-
sages weren’t sounding. And then a new
problem arose: When Horowitz used the
soft pedal, the A above middle C went
out of tune. He would have to repeat the
entire work. But first, the piano would
have to be retuned.

Standing by, to anticipate any such
contingency, was a representative from
Steinway. While he fixed the instrument
I entered the barnlike recording room
and got a chance to greet the musician.
He sat down on a cot that had been
placed near the piano.

“You know,” he said, “this is such a
big room—Ilook how high the ceiling is—
that I keep feeling the sound isn’t getting
through. But in the control room they tell
me 1t’s fine.”

I assured him that the sound in the
control room was indeed powerful.

“That’s what they keep telling me. In
here you don’t hear the same thing. And
the piano is stiff. It was fin€ for the
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IMPROVE
YOUR HEARING
FOR $200.

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

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

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

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

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

Pickup head pivots - P U.arm
Syl 0 this direction as arm  ACUINE pivor
YOS, tracks across records.  pivol—tixed  fmed
—r

. S !

& ! EY
Pichup atm Articulating 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’ Guide.

That’s what reviewers actually

Y TV Y

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 tangenl tracking geometry -
The Zero 100 tone arm.
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Cartridges and other components,
yes. 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 100.

“It 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.” Audlio.

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

But all of this gets back to our
original point. It is the sound that
makes the difference. After all, 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't.

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. G-23, Westbury, N.Y. 11590

GARRARD
ZERO 100

The only automatic turntable with
Zero Tracking Error.

Mtg. by Plessey Ltd. Dist. by British Industries Company
division of Avnet. Inc.




From his cot Horowitz discusses his recalcitrant piano with
producer Dick Killough as a Steinway representative tries
to fix it. Right, Mrs. Horowitz on her own self-assembled cot.

Waldsiein. But they just kept it here for
nearly a month without anybody playing
it, and it simply gets stuft this way. You
know myold piano. 186.” He was talking
of it as of an intimate. personal friend.
“It simply went berserk. They tried to fix
it up last summer but it died. That was a
beautiful piano. So now | don’t have
one. Oh. | have a piano in my house
That's also a beautiful piano. And there’s
my other beauty in Connecticut. (The
Horowitzes have a house in New Mil-
ford.) But 1 don’t have one to play pro-
fessionally. Next week Steinway will sit
me in front of five or six pianos and I'll
just play them and choose one. This one.
the notes don’t come up fast enough.”

I mentioned the muffed passages.

“The piece 1s not difticutt,” he ex
plained. (Op. 90. No. 4 not diflicult!?)
“It’s just that the notes don’t come up.”
He rose trom the cot. walked over to the
piano. and played a single note in rapid
machine-gun fashion. Some of the notes
mistired. “Look! You see? But I'll have
1o do it over anyway because the piano
wis out of tune.”

As the tuner continued his work. Hor-
owitz turned to Dick Killough. **Are you
sure it's coming out strong enough? 1
keep teeling that | have to push more.™

“No. it's tine,” Dick replied. “Just play
it as you feel 1t.”

“It's amazing what they can do in the
control room.” the pianist said to me. |
didn’t bother explaining that they didn't
seem 1o be doing anything in the control
room except listening to the great man
play. There was nothing to do: he was
doing it all himself.

When the session continued it was
with the Impromptus Op. 142. No. | and
Op. 90. No. 2.

I don’t know whether Steinway ever
sat Horowitz in front of a battery of pi-
anos or not. but when lattended the Jan-

14

uary 24 session two weeks later the dif-
ferent instrument in the studio was not
from Steinway's basement. Horowitz
was re-recording the entire quartet of
Impromptus on his own piano. which
Columbia had brought in from his Con
necticut house. The previous session’s
tapes would be scrapped. Hearing him
now. on his “beauty,” I could only think
of New York Times critic Harold Schon-
berg's phrase for Horowitz: “stll the
champ.” For this session Mrs. Horowitz,
the daughter of Arturo Toscanini, was in
the control room. She was leaning back
in one chair. eyes closed. feet on another
chair, listening to her husband record.
Pinned to her dress was a name tag that
read “Exhibitor—Wanda Horowitz.™
She opened her eyes as she heard me en-
ter and beckoned me 1o sit next to her.

“I'm a working girl today.” she whis-
pered with a smile, pointing to her
badge. A triend of mine from Connecti-
cut has an antique shop and is exhibiting
in the Antique Show over at the Armory.
I'm helping her out.”™ The smile broad
ened. A funny thing happened at the
exhibit today. A woman came up to me,
looked at my badge. which could be the
badge of any suburban Jewish house-
wife, and said, ‘Wanda—that’'s an un-
usual name. A cousin of mine had that
name—Wanda Landowska.” ™

A difterent engineer. Buddy Graham,
was at the control board this time. and
Dick Killough was nowhere to be scen.
He was in fact running around the build-
ing turning ofl the air-conditioning sys-
tem. which had developed a buzz that
had ruined takes of Op. 142. both No. |
and No. 2. When Dick returned, Horo-
wilz, far from being the temperamental,
casily annoyed artist that legend mistak-
enly has it. simply replayed the works
like the consummate professional that
he 1s.

Photos by Leonard Marcus

*How do you like this piano?” Dick
asked me. “*You know. before we
brought it here. we delivered it to Car-
negie Hall so that he could try it out
there. Now word has gotten around that
he was playing privately in Carnegie
Hall and everybody is asking when he's
going to return to the concert stage.”
Horowitz has not given a concert since
October 1969.

“I've been trying to get him to return
1o the stage.” added Mrs. Horowitz.
“And now he really is thinking about it
again.”

I noticed that there were two banks of
microphones by the piano. Dick ex-
plained: “We're set up tor two ditterent
perspectives. In one. we use the four
front mikes alone. In the other. we mix
the four front mikes into two channels
and use the two back mikes for the other
two channels. Which perspective we
choose depends on the piece. This is just
for stereo. although the second setup will
work for quad as well. The back mikes
really aren’t back too far but they're as
far as we can put them without picking
up too much reverberation from this big
room.”

The session went beautifully and at its
conclusion Horowitz was in an extraor-
dinanly buoyant mood.

“It was good today. Now we can go
home. Home is a nice place. Home is a
nice place for all of us.”” We all laughed
in agreement.

As he greeted me, I asked him about
his plans for a concert. He had been tell-
ing me about his hopes for it for over a
year and how. of course. “when I give my
concert. I'll put in some Clementi. Ah,
what a composer.” The plans were still
not settled.

Why hadn’t he been recording any of
Clementi’'s music? “That will have 10
come a little later. Columbia wants bet-
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ter sellers. And with what they’re paying
me, | generally let them have their way
on the type of repertoire they can sell.
I've just finished the Moonlighr and Ap-
passionara—and of course the Waldstein.
But now. after the Schubert, I have just
one other side to make for them before
my contract is over. | have some Chopin
in the icebox and will finish up a Chopin
album.” He would record six mazurkas
in February. (See story and discography
starting on page 48.) “Then I can record
for anybody. I'll be a free-lancer. And
then, maybe Clementi. Butin my concert
I'll certainly play some Clementi.”

“Why not a whole Clementiconcert?”

“Oh, nobody would come to hear a
whole evening of Clementi.”

Actually, of course, *“they” hardly
come to hear a whole evening of piano
playing any more. What they'd come for
is to hear an evening of Horowitz—even
if he just played Chopsticks.

LEONARD MARCUS

MUNICH

Pfitzner's Metaphysical Palestrina

Deutsche Grammophon's recording
schedule listed no fewer than twenty-five
sessions for a 195-minute (four-disc) op-
era. Hans Pfitzner’s Palesrrina. 1f anyone
wonders why such a lavish production
should be undertaken just when the fa-
bled 1964 Vienna broadcast featuring
Fritz Wunderlich is to be issued com-
mercialty, he need only look at the corre-
spondence columns of the German
record magazines. Where British read-
ers. for example. constantly urge record-
ings of the lesser works of Delius. Arnold
Bax. or even Granville Bantock. for Ger-
man record collectors Palestrina has be-
come the operatic rarity most asked for.

In my two days of sessions, | managed
to hear mostof the first act, and I can cer-
tainly confirm the attractions of the mu-
sic: constant and strong echoes of Mers-
tersinger and Rosenkavalier (often
together, strangety enough) but with
markedly less striking melodic inspira-
tion. As usual for its sessions with the Ba-
vanian Radio Svmphony Orchestra. DG
was using the Herkulessaal in the atmos-
pheric Residenz palace. On stage when |
arnived were no fewer than ten solotsts
not only Palestrina himself (recogniz-
able as that most versatile of tenors. Ni-
colai Gedda) but nine Masters, the spirit-
ual dignitaries who listen to Palestrina’s
arguments on polyphony and religious
dogma and make their comments. With
such a situation it is perhaps surprising
that Pfitzner managed to avoid copying
Wagner’'s Masters as much as he did.
There i1s no Beckmesser. but at one point
the nine old men utter a series of “Hms™
that is onc of the most original vocal
sounds 1n opera.

Jury 1973

At first. recording manager Hans We-
berand the engineers under Heinz Wild-
hagen thought they would “disembody™
the Masters” comments. recording them
in a separate studio. But the technical
problems were too great. and with a few
transparent screens o prevent excessive
overtones from such powerful singers as
Karl Ridderbusch and Gerd Nienstedt
the final recording lavout in situ worked
very well in spite of the crowding on
stage—Gedda on the conductor’s right,
the others in three trios. cach to a music

stand, on his left.

Until the last minute. conductor Ra-
facl Kubehk had been suffering acute
pain in the arm from rheumatism; you
never would have known it from his
equable manner throughout the two
grueling days 1 witnessed. Though
Kubelik has never conducted Palesirina
in the theater. it is an opera he has long
been fond of. Where else. he asks rhetor-
ically. do you find an opera that deals
with metaphysics? Resisting the tempta-
tion to ask what other composer would
have wanted to put metaphysics on the
stage (Pfitzner wrote his own libretto). |
would just observe that this is plainly an
opera that will work better on disc than
in the house. though it sigs remained in
the repertory in Vienna, Berlin, and
Munich (scene of its 1917 world pre-
micre).

Gedda has never sung Palestrina on
stage. but he had recently sung the big
Act | scene in concert in New York. It
was an extra challenge to him that he fi-
nally recorded almost half his music in a
single day. His scene before the Masters
took up the first two of the three sessions
in the day. I saw Kubelik analyzing a full
take before his ten soloists. directing
them like the most efficient of committee
chairmen. In the Residenz. the DG engi-
neers and artists have the advantage of a
room of their own (a luxury virtually un-
known to British engineers). and very
comfortable it is—though with typical
German thoroughness the central heat-
ing 1s so intense that even in winter the
windows are usually wide open (until
some singer worried about his throat sur-
reptitiously closes them). The control
panel is raised on a stage. and the two
main loudspeakers were placed very pre-
cisely on lines of yellow tape stuck to the
carpet. No one seemed to take much no-
tice of two speakers behind the panel.
but I cannot believe that quadraphony
was being forgotten. On the playback,
with all ears alert. we came to the place
where Palestrina asks starrily: “When
will the time come ... "At half past
six.” Karl Ridderbusch answered. cyes
on the clock.

In fact the Masters were free well be-
fore then. and they departed like Wag-
ner's Nurembergers rather than priests
of Rome. shaking hands amiably with
onc another.

Gedda Outdoes Himself. Gedda was left
on stage for the final hour’s recording of
the day. and there followed one of those
occasions I love in the studio when im-
possible demands prompt artists to rise
to their highest peak. Already Gedda
had been the focus of the day’s work,
showing no signs of tiredness. but at this
point he was asked to try his big medi-
tation aria from Act 1. His first attempt
was more than creditable. but the second
time through—with just seconds to spare
before 6:30—had all thedepth of concen-
tration. a genuine sense of a master in
meditation that had onc hanging on the
notes from whispered half-tone to full-
throated fortissimo. Gedda was as de-
lighted as Kubelik.

That left the following day for record-
ing the opening scene of the opera. be-
tween Palestrina’s son Ighino (soprano
Helen Donath) and his favorite pupil
Silla (mezzo Brigitte Fassbacender). It
was uncanny in this long dialoguc how
often the women secemed to be echoing
the music of Sophie and Octavian in
Rosenkavalier. For all the difference of
subject matter and Pfitzner's metaphysi-
cal preoccupation. the actual idiom of
Palesrvina could hardly be more secular,
with only an occasional hint of po-
lyphony.

Once again Kubelik’s method was 1o
rehearse indetail for the longest possible
time and then do a complete take of an
extended passage. In this instance it was
a full cighty minutes before the record-
ing heght went on for the first time. but
then_ with the brietfest pause in the
middie, the take lasted well over twenty
minutes. It was a tribute to everyone
concerned that music so tricky in its
rhythm and ensemble was plived and
sung so confidently at once. Fassbaender
had one passage that in rehearsal kept
worrying her. but with her superbly
strong mezzo she finally polished it off.

And it anvone is wondering how Pol-
ydor can aftord so expensive a set of ses-
sions for such an opera ( Fischer-Dieskau
amang others in the cast). the answer is
that once again the Bavanian Radio has
provided some of the money—a fruitful
parmership. EDwWARD GREENFIELD

LONDON

Margaret Price Takes Up
Mozart’s Gauntlet

It was good fortune that RCA’s record-
ing sessions with the young Welsh so-
prano Margaret Price came just before
Covent Garden called her in at the last
minute to take over as Fiordiligi in Mo-
zart’s Cos: fan turte. In fact, though, she
had already recorded the part complete
(with Klemperer for EMI, reviewed in
Muay 1973). But here RCA was challeng-
ing her still further, with the widest pos-
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sible range of Mozart arias: three from
Figaro (one each of the Countess. Su-
sanna, and Cherubino), Constanze’s
“Martern aller Arten” from Die Entfiih-
rung, Elettra’s “Idol mio” from Ido-
meneo, Anna's “Non mi dir” from Don
Giovanni, as well as arias from I/ Re pas-
tore, Mitridate, and La Clemenza di Tito.

Price—whom 1 have long considered
one of the clear candidates among Brit-
ish singers for international acclaim—is
the opposite of temperamental. Listen-
ing to her playbacks, she studied her
achievement each time with the coolness
of a practiced recording artist. happily
taking surprisingly sharp criticism from
conductor James Lockhart, who has

played an important part in her success
so far. They would discuss in detail what
pointing should be given to a particular
ornament, judging the result each time
with clinical care.

1 went to the EMI studio on the third
of three days of intensive work, but Price
was still as fresh as ever, completely un-
daunted by the terrors of “Non mi dir.”
Shoulders back, hands on hips—the look
was stalwart to say the least—she ran
through her final take. and only when at
one point she came perilously near to
running out of breath (or so she told us
afterward) did her expression lose its
phlegm and acquire the agonized look
one knows so well with other singers. At
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We've got
the best
anti-skating
device ever...
none at all

Master records are made by ma

chines that drive the cutting head 'n a
straight line across the record But
when you play your disc with a conven
tional pivoted arm system. the revolv

ing groove pulls the stylus towards the center This s called. “‘skating force
Skatingforce causes wear on the inner wall of the groove and the stylus
and results in a loss of separation as well as distortion levels simply not

acceptable to the serious listener

Most good pivoted arm systems do have anti-skating devices But they
canonly besetfor average skatingforce = andan anti-skating device that
remains constant cannot fully compensate for all of the varying forces
exerted during the playing of arecord Even the tota/ elimination ot tfracking

error does not eliminate the inherent problem of the pivoted arm

force

kating

The RABCO pickup moves in a straight line The record i1s played pre
cisely as it was originally cut. There is no anti-skating device for one simple
reason: The RABCO system eliminates skating force

We want to tell you more about how we eliminate both skating force and
tracking error Drop us a note and we Il send full information straight away

The RABCO SL-8E
A straight tracking tone arm
tor your turntable

RABCO

A division of Jervis Corporation

The RABCO ST-4.

A prolessional turntable
with the RABCO tone arm system

DEPT H
55 Ames Coun
Plainview. New York 11803
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the end, the appreciative players of the
English Chamber Orchestra rattled their
bows enthusiastically on their stands in
acknowledgment.

Previn's Shostakovich Cycle. For EMI,
the most active conductor of recent
months has been André Previn—with
British music to the fore. Sir William
Walton was in England (his home is in
Ischia) and he attended the sessions of
his Second Symphony, a work that—as
Previn appreciates all too well—was
played supremely well on record by
George Szell’s Cleveland Orchestra. The
coupling will be Walton’s Scapino Over-
ture and Constant Lambert’s colorful

- — jazz-inspired Rio Grande, a work that

Walton has been urging on Previn for
some time.

Previn and his wife, Mia Farrow. have
also been recording together. The actress
came to the studio to narrate Prokofiev's
Peter and the Wolf. The coupling will be
the usual: Britten’s Young Person’s
Guide to the Orchestra. But this time
the speaker—in a narrative slightly
amended, with the composer’s ap-
proval—is Previn himself. He recorded
the narration not only in English but in
French and German too. Being born in
Berlin and passing through Paris on his
way to an American education obviously
proved useful.

Of all the new Previn recordings the
most important is Shostakovich’s Eighth
Symphony—still absurdly neglected.
even though in London it has now be-
come a repertory favorite with a special-
ized audience. Immediately before the
EMI studio sessions Previn had directed
the LSO in a dedicated performance at
the Royal Festival Hall. There were
slight but conscious differences: For ex-
ample, Previn attempted a tempo for the
scherzo which, as he said, he would
never have dared in a live concert. How-
ard Snell, the orchestra’s virtuoso first
trumpet (and the self-governing orches-
tra’s chairman) was lip-perfect, an-
nouncing afterward, “It wasn’t too diffi-
cult.”” Ultimately those who faced the
worst problems were not the musicians
but the engineers, who had to cope with
the brutal fortissimos, which Previn
wanted to make as cutting as possible in
contrast with the “'gray ice’ of the Passa-
caglia. The transfer engineers may have
even worse problems fitting the tape on
two LP sides, what with a first movement
lasting twenty-five minutes, a second
movement lasting six, and the last three
(continuous) movements totting up to
more than half an hour—with fortissimos
in all the most difficult places. But they
are confident of squeezing the result in
the most sensible way onto two sides.
This incidentally is planned as the first
installment of a complete Shostakovich
symphony cycle from Previn and the
LSO. EG.
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Your records represent a major investment.
Does your record player protect it?

According to surveys by the major
music magazines, the average music
lover owns more than 200 records.

If you're typical, a little math
will tell you that your record
collection has already cost you over
a thousand dollars. And will cost even
more as you continue to buy records.

With that much money involved,
it's certainly worth your while to
consider how to protect that investment.
Especially since the soft vinyl record is
so vulnerable to permanent damage
from the unyielding hardness of the
diamond-tipped stylus.

What can do the damage.

As soon as the stylus touches down
in the groove, a running battle begins.
The rapidly changing contours of the
record groove force the stylus to move
up, down and sideways at great speeds.
To reproduce a piccolo, for example,
the stylus must vibrate about fifteen
thousand times a second.

The battle i1s a very uneven one. If
the stylus can't respond easily and
accurately, there's trouble. Especially
with the sharp and fragile curves which
produce the high frequencies. Instead
of going around these peaks, the stylus
will simply lop them off. The record
looks unchanged, but with those little
bits of vinyl go the lovely high notes.

It's all up to

the tonearm.

Actually, no damage 48
need occur. Your records
can continue to sound
new every time
you play them.

Dual 1218

It all depends on the tonearm, which is
to the stylus as the surgeon's hand is
to the scalpel.

Basically the tonearm has just
three jobs to perform. It must apply just
the right amount of pressure to the
stylus, keep this pressure equal on both
walls of the groove, and follow the
stylus without resistance as the groove
spirals inwerd.

Today's finest cartridges are
designed to track optimally at very low
pressures (one gram or less). So you
can appreciate how important it is for
the tonearm seftings to be accurate and
dependable. And for the friction in the
bearings to be extremely low.

Yet the difference in cost between
a turntable with a precision-balanced
tonearm and one with a less refined
tonearm can be as little as $50. (The
cost of only a dozen records.)

Dual: The choice of
serious record collectors.

For these reasons and others,
Dual automatic turntables have long
been the choice of serious music lovers.

And for years, readers of *he
leading music magazines have bought
more Duals than any other make of
quality turntable.

We think these are impressive
endorsements of Dual quality. But if you

Dual 1214
Dual 12158

would like to know what independent
test labs say about Dual, we'll send you
complete reprints of their reports. Plus
an article on what you should look for
in record playing equipment.

Or, if you feel ready to invest ina
Dual, just visit your franchised United
Audio dedler for a demonstration.

The dividends will start immediately.

How Dual protects your records.

The tonearms of
the Dual 1218 and
1229 are mounted
N gyroscopic
Eim Is, the best
nown scientitic
means for balanc-
INg a precision
instrument that
must remain
balanced in ail
planes of motion.

Unlike conventionc| L
tonearms, the 1218
and 1229 trock rec-
ords ot the originc| /

cutting angle. The ——-

1229 tonearm para -
lels single records;

moves up to paralle
changer stack. In
the 1218, a similar
adjustment is
provided in the
cartridge housing.

Inall Dual models,
stylus pressure is
applied around the
pivot, maintaining
rfect dynamic
lance of the
tonearm.

For perfect trackin
aalance inecch wall o
the stervo groove,

separate anti-skatin
zalibrations for conical 8
and elliptical styli are
provided onall Duals.
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United Audio Products, Inc., 120 So. Columbus Ave., Mt. Vernon. N.Y. 10553
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You Want US. Jazz
Records? Try Toronto

THE ADDRESS—893 Yonge St, Toronto 5.
Canada—has become known to jazz fans
all over the world.

It is famous for three things: It is the
home of the Sackville record labetl; it is
the address of the Jazz and Blues Record
Center; and itis the home of Coda maga-
zine, a small publication (present circu-
lation: 2,800) whose influence is out of
all proportion to its size. Perhaps one
should say it is famous for four things:
It's also the business address of John
Norris, instigator and proprietor of the
aforesaid three enterprises. For jazz fans
and many musicians, Norris has
emerged in recent years as some sort of
saint. Yet few of them know anything
about him.

Norris, a six-foot, youthful thirty-
nine-year-old Englishman with reddish
brown hair. persisted in believing in the
music even during the 1960s—*“the dark
time.” as Oscar Peterson calls it. And
now Coda. his nonprofit (it solicits no ad-
vertising) labor of love. is picking up
about another 100 readers a month as
people discover it in hotbeds of jazz like
Japan. His record store—his only real
source of income—is handling mail or-
ders from all over North America and
Europe; and the Sackville label, which
recently issued the Jay McShann Man
from Muskogee album that so impressed
John S. Wilson in the May issue of this
magazine, is starting to thrive.

“More and more people are coming to
our store from the States.” Norris says,
taking a breath after returning from a
trip to Canadian Customs, where he had
extricated several boxes of American
jazz albums from the toils of the bureau-
crats. Ironically. many of them will
promptly be mailed back south to jazz
fans who can’t find them in their local
shops. “That’s a total reversal of the situ-
ation when | came to Canada in 1956. |
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used to go to New York to shop at the
Jazz Record Center.

“When you have people in New York
spending $100 a month—one man spends
about $150—to buy jazz records from us
in Toronto, you can see what the situ-
ation is in the American record industry.

*“Besides our mail-order business. we
have more and more people who make
detours on their vacations to come into
the shop.”

Norris is disgusted by the way Ameri
can record companies have treated ma-
jor American artists. When Norris’ little
company has to bring the legendary Jay
McShann to Toronto from Kansas City
1o make his first album in years. the in-
dustry’s irresponsibility toward Ameri-
can music leaps into sharp relief. Nor is
the Norris example the only one: Many
Anmerican jazz artists, unable 1o get con-
tracts at home, record for the MPS label
in Germany. (The Jay McShann album,
by the way. was made in four-and-a-half
hours. and is every bit as good as John
Wilson said it is.)

“There is definitely a jazz revival.”
Norris continues. “But nght now. it’s a
revival only in the sense that we’re sell-
ing a lot of jazz records and an incredible
number of young people want to know
about and understand jazz. It is not a
revival in the sense that there’s more
work for musicians. There aren’t enough
jazz nightctubs, and the big labels
haven't caught on 10 what’s happening.

“When Stan Getz was here a few
weeks ago, it was mostly young people
who went to hear him. More than half
the people who come into our store are
under thirty, and many are under twenty.

“But it’s hard to translate this into
something that's going to benefit every-
body. because radio, television. and the
record industry are stitl ignoring it. Most
of the people | know in the business pri-
vately like jazz, but they say ‘Jazz doesn’t
sell.” Well it does. when it gets the
chance.

“When television occasionally does
Iry to present jazz. they screw it up.
There have been two classic examples in
the last year. One of them was the “Li-
onel Hampton and Friends” special,
which was done here in Toronto. It was a
diabolical disaster. They booked so
many people, nobody got a chance to
play. The other was that recent Duke EI-
lington special which. as far as I was con-
cerned. was a black Ed Sullivan show.
All that saved it was the quality of the
singers and the fact that they sang Duke
Ellington songs.”

What is the answer? Norris doesn’t
know. But he knows what isn’t the an-
swer. So far. he has resisted offers from
American labels 1o distribute Sackville
“We tried that once and it didn’t work.
We find we’re better of shipping directly
to independent distributors, and work-
ing through mail order.

*“Look at this Jay McShann record. It
has the potential to be a monster album,
if i's handled right. But the big corpora-
tions don’t have the foggiest idea what
jazzis. The problem in the States is get-
ting the music to the people who want to
buy it

Norris got hooked on jazz when he
was a teenager. first by hearing imitation
Jazz on the radio, and then by seeing the
movie New Orleans. with Louis Arm-
strong and Billie Holiday. “The next day
1 went out and bought my first jazz
record. I was seventeen.”

Norris eventually went to work for the
Shell Oil Company in London. “I got
bored. I couldn’t see myself getting to be
forty and living like all those people in
Croydon. henpecked and phoning their
wives every day to talk about the grocer-
ies. 1 had a chance to go to work in the
colonies for Shell, but | couldn’t see my-
self as the pucka sahib, either. So 1
thought about emigrating to Canada or
Australia. | chose Canada because. if 1
hated it, it would be cheaper to get home
than from Australia. and because Can-
ada was right next to the United States
and all that great jazz.” He reached Can-
ada with his record collection and $300
which he promptly spent on a record
player. Now. seventeen years later. he
has lost most of his English accent but
none of his passion for jazz.

Does it cause problems with his wife?
A stow smile. “Well, it’s all right. It’s
more than my business. i's my avoca-
tion. It's more than my living, it’'s my life.
As soon as | come home. | put a record
on.”

Norris worked for the government for
a while, then for Sam Sneiderman’s
Sam-the-Record-Man shop, one of the
world’s biggest record retailers—Snei-
derman claims it’s rhe biggest. Norris
stayed there eight years. “*It was an inval
uable apprenticeship.” he says. I don’t
think most jazz fans could run a record
shop.” Again a smile: “They'd order all
the wrong things.”

Somehow he survived the '60s. subsi-
dizing Coda from his own pocket, run-
ning his little record shop. building up
his mail-order business in the U.S. and
Europe. writing an occasional article for
American musical publications. pushing
for jazz. inspiring the love of older and
neglected jazzmen whom he recorded
(again. it was usually at a loss) on Sack-
ville to the annoyance of the big labels
he kept bugging to put out more jazz.
For the heavyweight record executives in
New York. he was just that nut in To-
ronto who doesn’t understand this busi-
ness. man.

Well he did. and he does. and another
cycle of history has turned. and if there’s
a quiet arrogance in the eyes of John
Norris. he has a right to it. He's one of
the people who never sold out. and now
i's paying off. GENE LEES
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The 400 millisecond miracle.

Most people
seem to take for
granted the
smooth, effort-
less way in which a Revox works.

And that is as it should be.

For a great deal of time, effort and
sophisticated engineering have gone
into translating extremely complex
function into lightning quick, respon-
sive operation.

For example, when you press the
play button of a Revox, you set in mo-
tion a sequence of events that take
place with the precision of a rocket
launching.

It begins with a gold plated contact
strip that moves to close two sections
of the transport control circuit board.

Instantaneously, the logic is checked
for permissibility. If acceptable, a
relay is activated.

Within 15 milliseconds, power is
supplied to the pinch roller solenoid,
the brake solenoid, the back tension
motor, a second relay and, at the same
time, the photocell is checked for the
presence of tape. If present, Relay
One self-holds.

Elapsed time, 25 milliseconds.

At 30 milliseconds, Relay Two
closes and puts accelerating tension

on the take-up motor.

The logic checks are now complete
and power is available to actuate all
necessary functions.

From 30 milliseconds to 300 milli-
seconds, mechanical inertia is being
overcome and the motors and sole-
noids are settling down.

By 300 milliseconds, the brakes have
been released, the pinch roller is in
contact with the capstan shaft, the
tape lifter retracted, the playback mut-
ing removed and the motors have
come up to operating speed.

At 350 milliseconds power is cut off
from Relay Two, which changes over
to another set of contacts, releasing
the accelerating tension on the take-up
motor and completing a circuit
through Relay One that, in turn,
restores normal tension to the
take-up motor.

Total elapsed time, 400 milliseconds.
The Revox is now in the play mode.

And it’s all happened in a fraction of
the time it takes to read this sentence

The 400 milli- p ¢
second miracle. &
More proof that &
Revox delivers ¢4
what all the rest
only promise.

Revox Corporation 155 Michael Drive, Syosset, N.Y. 11791 Calit: 3637 Cahuenga Blvd. West, Hollywood 90068
England: C.E. Hammond & Co., Ltd., Lamb House, Chiswick. London W4 ZP3. Available in Canada.
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too hot

It's a shock to see old 3M copying upstart
Memorex’s plastic boxes for open-reel
tapes. They look nice, but do they offer any
practical advantages?—F. E. Lowell, Mil-
waukee, Wis.

Let's put it this way. Originally 3M had a
cardboard box with lots of writing space
that would take a pencil (and could be
erased cleanly), a ballpoint, or whatever
Inside was a length of tape on a sturdy plas-
tic reel. Later on 3M added shrinkwrap to
the outside. Then Memorex came along
with a plastic box that offered little writing
space, even if you could find a writing im-
plement that would take on the silver pa-
per. (Memorex's new silver paper will ac-
cept a variety of implements, though
erasures smudge.) Inside, wrapped in a
plastic bag that simply had to be thrown
out, was a handsome, sturdy reel filled with
tape that had leader already attached to
protect tape ends. Outside was a fancy
printed (including tape-type designation)
plastic wrap that you had to discard to get
at the tape. Now 3M has a plastic box that
offers little writing space (though it does
specity the tape type) and smudges when
you erase. inside, wrapped in a plastic bag
that simply has to be thrown out, is a hand-
some, sturdy reel filled with tape that has
leader already attached to protect the tape
ends. Outside is a fancy printed plastic
wrap that you have to discard to get at the
tape. We find we tumbled a bit fess in open-
ing the 3M box because it has an obvious
finger hole at the top of the hinged edge,
the sides of this finger hole tend to break off
in shipping, however, unless the reel is
carefully packed. Neither plastic box will
get mashed or split at the hinge the way the
cardboard boxes did in heavy wear. The
leader certainly is a plus. Qutside ot that
we're hard put to tind ways in which the
new can unequivocally be called improved.

A letter from a Mr. Simpson [THTH, April
1973] complained of a chronic output tran-
sistor failure in his Sansui 5000 receiver.
My own is in the shop for the same prob-
lem. Two reputable Minneapolis dealers
tell me this is a common failure in this re-
ceiver and that to solve it Sansui has re-
placed the driver ampilifier boards (F-1040-
1A in the original model) with new ones
(marked F-6013). The first dealer sald he
would not warranty his repair unless he
were to replace the board in question plus
the output transistors in that channel at an
additional $27.50. He also recommended
that | replace the board in the other chan-
nel before it caused a similar failure. The
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to handle

second dealer—from whom | bought the
receiver in June 1971—said my unit was
still within its two-year warranty and re-
placed both circuit boards plus the blown

transistors free.—Paul Schelin, Min-

neapolis, Minn.

As you pointed out, Sansui has a good
track record on reliability. But the problem
with the 5000 is not due to excessive heat
alone; the output driver boards are un-
stable under temperature and load (imped-
ance) variations. Mr. Simpson's problem
will keep recurring unless both driver
boards are replaced with the Improved ver-
sion, which is available to owners of the
5000 through authorized Sansui service
stations at $13.66 each plus labor. | know
of several 5000s whose output transistors
failed, and the new boards always have
taken care of the problem.—R. E. Bulkley,
Columbus, Ohio.

Our thanks to readers Schelin and Bulkley
(and several others) for their interest in Mr
Simpson's woes.

Your report on the Sony PS-5520 turntable
[January 1973] is very accurate. However
the unit does have some human-engineer-
ing flaws that your readers should have
been told about. The dust cover is hinged
and requires about 15 inches of clearance
above the baseplate for full opening, and
scarcely less if it is to be opened far
enough to stay up by itself. And there is no
locking device to secure the arm and pre-
vent stylus damage during dusting, track-
ing-force adjustment, stylus cleaning, and
similar operations. For similar reasons |
must complain of your report on the Rus-
sound SWB-2 Multi-Play speaker selector
[December 1972]. The screw terminals on
the back are so close that one has to be ex-
tremely careful to keep leads from touch-
ing and shorting, even in using spade
lugs.—Paul Seydor, lowa City, lowa.

The back panei of the SWB-2 is useless
because the terminals are unidentified.—
Ralph A. Sindler, Corpus Christi, Tex.

Mr. Sindler, meet Mr. Seydor. You both
have worked with the same unit, but have
different objections to it. Ali the objections
cited strike us as valid, and we do make
mention of such things in our reports if we
feel they are significant and unexpected.
The speaker terminals on much of the
equipment we see can be shorted by
sloppy wiring; we felt the SWB-2 required
no more than normal care in this respect.
Similarly it seemed obvious to us how the
leads were to be attached, even though the
terminals are unmarked, since the lineup

mirrors the front-panel switching. Arm
locks have become increasingly common
in recent years, and perhaps it is time that
we began to consider the omission—rather
than the provision—as requiring comment.
And large minimum vertical clearance is to
be expected with hinged dust covers. It's
true that there are alternatives—dust cov-
ers that can be slid forward, for example—
but we have found them to present their
own problems (the need for space to set
down a removable cover, for example) that
give them no clear advantage over the
common hinged type. But we thank both
gentlemen for their comments, since they
help us know what specifics interest our
readers. As a matter of fact we're now mak-
ing it a policy to state what sort of leads are
best suited to the screw terminals, binding
posts, and spring clips on the equipment
we test. For the SWB-2 we'd suggest bare
wires or small spade lugs.

Your cassette tape reports [March 1973]
don't make it clear whether there is any dit-
ference between brands of tape in min-
imizing speed variations. Does Scotch’s
Posi-Trak backing help at all?—Donald S.
Deitch, New York, N.Y.

Cassette design most certainly does con-
tribute to motional stability, but the differ-
ence in results depends not only on the
cassette but on the recorder as well. For
this reason every tape plant we visit these
days shows us tests being run on its cas-
settes with a wide variety of commercially
available equipment. So while Posi-Trak's
contributions to motional stability can be
demonstrated in the laboratory, there's no
guarantee that its advantages will be au-
dible (or even measurable) with the par-
ticular equipment you happen to use with it.

I'‘m very much impressed with four-chan-
nel sound. For my money (about $500)
which system is the best to buy? | want a
receiver with AM and FM, a turntable, and
the four speakers. A tape deck could be
purchased later. Please don’t give me a
negative answer.—James Ryba, Chicago,
1.

We're tempted to give you a rude one, as a
matter of fact. While understandable, the
desire for a nice pat answer to such a ques-
tion is utterly unrealistic. For one thing it
would require a long list of specifics about
your listening room, your tastes, your lis-
tening habits, your sophistication in audio
matters, and—most important—the way
quadraphonics will shape up over the next
few years. Since quadraphonics is so
young and volatile we don't believe the
time has yet come when you can buy a
single quadraphonic system and expect it
to remain appropriate indefinitely. You
probably would be better off if you planned
to convert to quadraphonics over a period
of years, counting some of your purchases
as interim units that probably will be retired
before too long. (Figure, for example, thata
$50 decoder you use for two years will have
cost you about $2.00 per month.) Our rec-
ommendation is that you look for low price
in the '"temporary’’ units and versatility and
adaptability in the more expensive ones.
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Can you live without
a 400 watt amplifier?

Maybe. [f you're content to listen to music at a less than
realistic level. Or if you don’t mind the loss of quality
caused by clipping during the more dramatic passages in
your favorite records. On the other hand, if you want to
listen at a real-life level without distortion, you need
at least 400 watts of amplifier power. Other things being
equal, the more power you have to drive those fine
speakers, the more faithful the sound. Julian Hirsch put
it this way: “Anyone using a low-efficiency speaker . . .
with an amplifier in the 30 to 50 watt class cannot approach
realistic listening levels without severe clipping.” And
Audio, after listening to the Phase Linear 400, said,
“. .. many people do not realize just how much power is
necessary to handle peaks without clipping . . ."”
Stereo Review summed up: “A superb ampli-
fier, furnishing the essential qualities of the

— {Paase Linear) Model
70) at a much lower
price (almost a
bargain in today'’s
market).”

Advanced design heat sink
provides protective caoling.

At $499.0C why live with anything less
than the Phase Linear 400? Ask your
dealer for an audition.

Shase

Sinear
400

THE POWERFUL DIFFERENCE

PHASE LINEAR CORPORATION
P.O. BOX 549
EDMONDS, WASHINGTGN 98020

" 5w
f umwe smaze imesn <o

SAEATER PO WEFR PROVIDES WPAOVED SO-ND REPAIDUETION

Phase Linear 400
400 watts RMS direct coupled solid
state stereo power amplifier.
POWER: Greater than 200 watts/chan-
nel RMS both channeis driven into 8
ohms. Power at clipp ng typically 250
watts/channel into 8 ohms and 400
watts/channel RMS into 4 ohms. HAR-
MONIC OF I.M. DISTORTION: Less
than .25%: typically less than .05%
PROTECTION: Patented protection cir-
ciit monitors energy, shuts down am-
plifier if safe opeiatingy levels are
exceeced. HUM AND NOISE:
3eter than 100 do belcw 200
wetts. STABILITY: Absolutely
stable with ell speake- loads
includiny e ectrostatic
Jniis. WAIRANTY: Three
y=2ars, parte and labor.

PRICE: $439.00

WALHMUT CABINET:
§37.00.



State of the Art—for 78s Too

While the April issue—which featured an article on play-
ing 78s with modern stereo equipment—was on its way
to newsstands and subscribers, we were on our way to
visit Shure Bros. in lllinois. Readers of that article may
remember that we mentioned (not without a certain
astonishment) that International Observatory instru-
ments was preparing an elliptical stylus (to be used in
the Shure M-44 cartridge) for optimum playback of the
wide-range signals to be found in late 78s such as DG's
Variable Micrograde and London/Decca’s ffrr's. We
didn't expect more news on this front so soon.

But in a press conference called by Shure to intro-
duce the V-15 Type lll (see test report in this issue) we

news and
views

were told that some time this spring—namely, by the
time you read this—the company expects to have avail-
able the $28 VN78E biradial replacement stylus for the
Type IIl, with tip radii of 0.5 and 2.5 mils, for playing 78s.
The stylus mount includes a weight that automatically
converts tracking force from the normal range (0.75) to
1.25 grams) to the one (1.5 to 3.0 grams) required for
tracking 78s.

The news of elliptical diamond tips being readied for
the playing of discs that are, technically speaking, some
twenty years out of date is striking enough. But word of
a tip for a brand new state-of-the-art cartridge—a class
of cartridge for which we seldom have been able to buy
any type of 78 stylus in recent years—is close to incred-
ible.
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Sony’s New SQ ICs—Cutting the Cost of Full Logic

Sony Corp. has introduced three integrated circuits it
says will result in lower production costs, simplified ad-
justments, and increased reliability for SQ four-channel
equipment. The chips have resulted in reduction by at
least 80 per cent in the size of the SQ decoder section
and from fourteen to two in the number of adjustment
points.

The SQ ICs (which are manufactured by Sony in Ja-
pan, rather than imported from the U.S. as has been
common among Japanese equipment manufacturers)
comprise the CX-050 basic decoder, the CX-049 full-
logic chip, and the CX-718 gain-logic chip. Sony says
the CX-050 also functions as an RM decoder and rec-
ommends the use of one CX-049 and two CX-718s in

TV with Stereo, of a Sort

professional fuli-logic SQ decoders. About 100,000
chips will be produced each month, with marketing to
SQ hardware licensees beginning this fall.

Most important is the projected cost of the ICs—about
$10 per set of three—which could reduce the cost of SQ
equipment by an equal amount. This in turn could bring
full-logic SQ capability in range for receiver manufac-
turers who have chosen to maintain their price points by
omitting logic. In addition the reduction in SQ chip
price, coupled with the scheduled introduction of CD-4
chips, may mean that receivers with full quadraphonic
capability will be available at little increase over current
cost sooner than expected.
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The developing field of video tapes, cartridges, and
cassettes has generally slighted sound as such. But
now Videosonics of Milwaukee is offering a $500 stereo
console for tape equipment users as an alternative to
the marginal audio resulting from the inexpensive am-
plifiers and speakers used in most TV sets.

The console is designed to hold a television receiver
on its top shelf and a video tape player (whatever the
format) up to 21 inches wide on its lower shelf. A combi-
nation amplifier/speaker unit is in the middie. Video-
sonics says the 6-by-9-inch speaker for each channel is
driven by an amplifier section rated at 15 watts per
channel continuous power. Both speaker and amplifier
are rated for response to 18 kHz. (Audio bandwidth on
videotape normally is restricted to about 12 kHz.) An
auxiliary input is provided. As the speakers are less than
2% feet apart, we would expect stereo separation to be
limited at normal listening distances. Videosonics
hardly seems to be thinking in terms of the current state
of the stereo art. But it does offer a significant advance-
ment in television audio by contrast to a typical TV set
with 1 to 2 watts total power and a frequency response
of some 100 to 3,500 Hz.
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video
topics
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It shouldn’t matter
where a receiver is
made. Especially
one that has been
as highly acclaimed
as the Sherwood
S-7900A, (AM/FM)
and Sherwood
S-8900A (FM only).

Except that with the
dollar devaluation
and the fluctuations
of foreign
currencies, you will
notice that our
competitors are
increasing their
prices. Making
these receivers even
better values.

The S8900A
still $429.95.

The S7900A
still $459.95.

Sherwood
The word is getting around.

Direct coupled output circuitry with
electronic relay drotection.

Frort panel four channel provision,
(doubles as a second tape monitcr).

Fou- gang tuning capacitor.
Solid state Ceramic FM IF Filtering

Exc usive FM Inter-channel/side-
bani hush.

Built-in Dynaquad 4 channel matrix
circvit,

Power Output (IHF): 280 watts total. RMS,
(both channels driven) 60 walts x 2 @ 8
ohmas, 20-20,000 Hz. @ 0.3% T.H D.

FM Sensitivity (IHF) 1.7 uv (—30d noise
& dst)

Caplure Ratio: 1.9 db.
Alternate-Channel Selectivity 65 db.
Sterz0 Separation: 40 db. @ 1KHz

Sherwood Electronic Laboratories,
4300 North California Avenue,
Chicago, Minois 60618




Video on an Audio Cassette?

Since it first came to this country, Panasonic has re-
peatedly demonstrated intriguing equipment pro-
totypes, some of which eventually have reached pro-
duction. (Remember the wait for the RF-60 FM
headset?) The latest is a color video cassette player that

sonic says it has designed the unit initially for educa-
tional use, though it might be adapted for home use
In its current configuration, the unit will record and
play audio, but will only play back video. Panasonic
says it anticipates that recorded video cassettes for the

utilizes a standard audio cassette.

The device, which looks like a quality cassette deck,
displays a sequence of still pictures over a standard TV
receiver. As many as 1,000 pictures may be recorded
on a C-60 audio cassette. The video tracks (one per di-
rection of tape travel) are between the stereo audio
tracks for optimal audio/video synchronization. Pana-

unit would be available commercially. The still pictures
are recorded in multiples of 3.6 seconds and are played
back on the unit by a rotary head. Data on video signal-
to-noise and horizontal resolution are not currently
available. Panasonic also has no word on the cost or
availability of the unit, although it ‘‘hopes to make a de-
cision shortly."

equipment in the
News

Nakamichi to announce second cassette deck

Although the new 700 cassette deck from Nakamichi Research Inc.
has somewhat fewer features than the company's 1000 model (see
“News and Views,"" May 1973), it still provides just about everything
a user could want. Among its many features are a dual-motor drive
system, solenoid-action feather-touch controls that include a tim-
ing-logic system, three haads (erase, recording, playback/monitor),
an azimuth alignment system for the record head, peak-reading me-
ters, and Dolby-B noise reduction system. The unit accommodates
ferric oxide or chromium dioxide tapes and is priced at about $700.
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A speaker kit from Radio Shack

If you have a screwdriver, pliers, and a soldering iron, you have what
it takes to build the Archerkit speaker system kit from Radio Shack.
The unitis a three-way system with a 10-inch woofer, a 6-inch cone
midrange, a 3%-inch tweeter, and electrical crossover in a bass-re-
flex type enclosure made of %-inch hardwood. Rated impedance is
8 ohms, response is given as 40 Hz to 18 kHz, and power capacity is
said to be 40 watts peak. The kit costs $49.95 including walnut fin-
ishing oll.
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United Audio offers its lowest-priced changer

At $109.50, the Dual 1214 from United Audio Products, inc., is that
company's lowest-priced model, but it still offers many attractive
features: high-torque constant-speed motor, 6% (nominal +3%)
pitch-controf, silicone-damped cue-control, and elevator-action
changer spindle. The low mass counterbalanced tone arm with low
friction pivot bearings can track as low as 1% grams. A buiit-in ad-
justable antiskating system is preset at the factory for use with the
most popular cartridges. Dust covers and bases are optional.
CIRCLE 155 ON READER-SERVICE CARD
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There really is a difference

If you think that most cassette
decks look alike. .. you're right.

If you think that most cassette
decks are alike. .. you're right again.

But there is one so different that
it defies comparison. And you can own
one for no more than the “look-alikes.”

There are a lot of techmcal simi-
larities, but only
AKAI gives you the
incredible GX (glass
and crystal ferrite)
head. A head so re-
markable that it is
virtually wear free. ..
Its low-noise single
crystal and glass
coated surface make o
it dust-free too. And its high frequency
response is completely superior to any
other head on the market today.

P,
.y Vi

AKAI GX head after
500 hrs.

Pressed-Ferrite head

after 500 hrs.

Jury 1973

Low frequency noise and high fre-
quency distortion are characteristic cf
the low tape speed of cassette players
(1-7/s8 ips ). That's why professional
reel-to-reel recordings are usually
made at 15 inches per second. The
Dolby® system provided the answer to
low frequency noise. (Of course, we
use Dotby too.) But only AKAI's exclu-
sive ADRS system provides the means
to eliminate al-
most ail high |
frequency dis-
tortion over 8
KHz.

Without ADRS

With ADRS

It alt adds up to the real difference
in fine tape equipment...GX heads,
ADRS and Dolby. No one else gives
you all three. Why settle for less than
the best?

Listen to the AKAlI GXC-46D. It
may /ook similar . . . but you get so
much more.

“‘Dolby’* Is a Trade Mark of Dolby Laborateries, {nc.

And youdon't
have to be an
engineer to
understand it

The Innovators

AKA| America, Ltd./P.O. Box 55055,

CIRCLE 3 ON READER-SERVICE CARD

Los Angz2les, California 90055
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equipment in the

Continued from page 26.

The Oratorio four-channel receiver

Teledyne Packard Bell has a new unit for the quadraphonic era—the
Oratorio R30402 receiver. The company rates the unit's power at 30
continuous or “RMS’’ watts per channel into 8-ohm loads. The Ora-
torio also has a BTL switch which Teledyne says provides extra two-
channel stereo power (better than 60 watts each into 8 ohms with
two channels driven). Other features include pushbutton program
selectors, blackout slide-rule dial, and a tilt-out panel housing tone,
filter balance loudness, and output muting controls. The unit is
priced at $499.95
CIRCLE 156 ON READER-SERVICE CARD

A timer for tapers

Timekeeper, of Great Neck, N.Y., calls its tape timer the T-1 Elec-
tronic StopClock—a good name. It's intended to rival the elaborate
(and expensive) timing equipment that is used in professional stu-
dios, but at a price that may appeal to the amateur tape enthusiast.
At$185itisn’t cheap, but it has a handsome wood-grained case and
reads—digitally—in minutes (up to 60), seconds, and tenths of sec-
onds. The light-up controls, on a 15-foot extension, are for go, stop,
and reset.
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BSR deluxes its 8-track player

With the addition of an cutput level control so that tape volume can
be matched to other inputs in a stereo system and a walnut-grained
cabinet with brushed metal front panel, BSR has created the
TD8SW, a deluxe version of its TD8S 8-track cartridge player. The
TD8SW is designed with the tape head mounted on a stepping cam,
a system said to minimize crosstalk from adjacent tracks. The price
is $59.95.
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Looks like a mirror, sounds like stereo

The eight-sided TT-8 from Backstrom, Inc., contains two chambers
that reproduce separate stereo channels. Each chamber contains,
according to the company, four rubber-edged speaker elements
that deliver bass, midrange, and treble up to 8 kHz. Also included
(behind the mirrorlike, chrome-plated dome on the front of the
speaker) are four tweeters. When the speaker is mounted on the wall
or ceiling, the chambers project the sound in opposite directions so
that it can be reflected from other walis and furniture. The price is
about $400.
CIRCLE 159 ON READER-SERVICE CARD
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We can warranty

our components for five years.
Because we know

what’s inside them.

Dependable stereo performance depends in great part on the parts
that make up each component.

In order to give you the longest warranty*in the stereo industry
Yamaha engineers had to feel confident in
the reliability of all the various parts that
go into our many audio products.

They had good reason to feel
confident.

Because we make more of our
own parts than other stereo companies.
We mill our own trees for the cabinet-wood.

We actually make the
machinery that forms our chassis and

—WARRANTY

other metalwork. o o i Vg
=
We make the magnets for our L S SR
. On receivers. amplifiars, tun-
speakers. We make these under stringent SR e e R e
conditions, in our own facilities. g L
The result is stereo that can be o e o LS T
d for fi 1 SnanialUnitod States-or wrte:

warranteed for five years on parts, three e

on labor.
And some very clear, natural sounding reproduction frem our

receivers, amplifiers, tuners, speakers, turntables and tape decks.
Come hear them at your nearest Yampahastereo dealer.

YAMAHA
We know what’s inside.

CIRCLE 60 ON READER-SERVICE CARD
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The ADCXLM “..inaclass by itself.”

That’s the way Stereo Review described our XLLM. 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 XILM, there’s hardly any
necessity to add anything. Far better to let the experts continue to speak

for us.

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

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

Trackmg This is the only cartridge we have seen
that is 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 almost
without exception better than those for any other model
we've tested. High Fidelity

The XLM has remarkably low distortion in
with others. Audi

At 0.6 grams the distortion was low (under 1
cent). Stereo Review

ymparison

per

Hum and noise The xLM 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

Pl’lCe This would be a 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 asitis. it is a real bargain in cartridges. Audic

The Pritchard High Definition
ADC-XLLM $50.

@. AUDIO DYNAMICS CORPORATION

Pickett District Road. New Milford. Connecticut 06776



e consumer's cuine IBW BUIpment

The Equipment: Sony STC-7000, a stereo FM and AM
tuner combined with a stereo preamp-control section
(no power amplifier section). Dimensions in metal case
supplied: Front escutcheon, 18% by 59/16 inches;
chassis depth behind panel, 13 9/16 inches. Price:
$589.50. Manufacturer: Sony Corp. of America, 47-47
Van Dam St Long Island City, N.Y. 11101.

Comment: With the model STC-7000, Sony has reintro-
duced in modern, high-quality stereo terms a home-
audio product format that enjoyed some vogue in pre-
stereo days. Sony calls it an “integrated tuner.” Ac-
tually, it is a tuner combined with a system preamplifier
but without a power amplifier—a *‘semi-receiver'’ if you
will. In offering this type of component at this time, and
with the superior performance and versatility that char-
acterize the STC-7000, Sony is making available a unit
that should appeal to the home-music system planner
who wants to have his audio cake and eat it too. That is
to say, the STC-7000 offers the convenience of radio re-
ception and system contro! facilities in one handsome,
high-performing unit while at the same time permitting
you to use a power amplifier of your own choice, includ-
ing any of the new superheavyweights. Since these lat-
ter models are aimed at the perfectionist market, and
since the Sony tuner-preamp has the kind of perform-
ance a perfectionist would seek, the design approach
makes good sense. Without an ultrahigh-powered am-
plifier on the same chassis, the tuner-preamp can be in-
stalled wherever convenient and with only normal re-
gard for ventilation. The heavier power amp then can be
located for best ventilation, rather than accessibility.
For the serious tape recordist, the STC-7000 offers
many options, including a front-panel microphone level
control that may be used for fading or mixing in con-
junction with another input signal to a recorder and a
very versatile tape duplication facility.

The STC-7000, in short, has been designed as both a
hobbyist’s tool and a serious listener’'s delight. Domi-
nating the front panel is a generously proportioned sta-

10 HigH FieLTY equipvient TEIOTTS

Sony Breathes New Life

into an Old Format

tion tuning dial with illuminated indicators for FM, AM,
stereo, plus a meter shewing maximum signal (operates
on both FM and AM) and another meter showing center-
of-channel (for FM only). To its left is the volume control
mounted concentrically around a channel balance le-
ver. The power off/on switch is at the lower left. Next
comes a stereo headphone jack, and separate bass and
treble tone controls for each channel (friction-coupled).
Then there’s a "*hi-blerd’ switch (for use only on noisy
stereo FM programs), and an interstation muting switch
The large tuning knob itself is at the center. To its right
are three more switches for low filter, loudness contour,
and high filter. Next comes a channel mode knob with
positions for “‘check L" (both channel inputs are com-
bined and fed to the left-channel output), ‘‘check R"
(both channel inputs are combined and fed to the right-
channel output), reverse, stereo, L plus R (both chan-
nels are combined and fed to both channel outputs), left
(left inputs are fed to both channe! outputs), and right
(right inputs are fed tc both channel! outputs). The mi-
crophone level-and-mixing contro! follows. The right-
hand portion of the panel is given over to the elaborate
signal selector and monitor facility, worked out between
a knob and two slide switches. The knob has positions
for AM, FM, mic, phono 2, aux 2, ‘1 to 2," and “2to 1"
(the last two positions for tape duplication work). The
slide switch just to the feft of this knob has positions for
aux 1 (this cuts out the knob), a center spot that returns
control to the knob, and phono 1 (which also cuts out
the knob). The monitor control below these two has po-
sitions for tape 2, source, and tape 1. A stereo input
phone receptacle, next to the monitor switch, is con-
trolled by the aux 2 pasition of the selector knob.
Everything s logically arranged and clearly marked in
exemplary fashion that combines a genuine function-
alism with a neat, ever pleasing, appearance. Similarly,
the back panel of the set is also quite ‘‘busy’’ but care-
fully planned and laid out. Inputs include stereo pairs for
microphone, phono 1, phono 2, and aux 1. The mike
jacks are phone types; the others are phono jacks (pin-
plug types). The aux 1 jacks are controlled by a level ad-

Equipment teports are based on laboratory measurements and controlied listeniag tests. Uniess otherwis: noted, test data anad measurements

are obtained by CBS Laboratories, Stamford, Connecticut, a division of Columbia Broadcasting System. Inc.. one of the nation’s leading

REPORT POLICY

research organizations The croice ol equipment to be tested rests with the editors of HIGH FiDELITY. Manufacturers are not permitted to read
reports in advance of pubhcation, and no report, or portion thereot, may be reoroduced for any purpose or in any form without written per-

mission of the publisher. All reports should be construed as applying to the specitic samples tested: neither HiGH FIDELITY nor CBS Laboratories
assumes responsibility for product performance or quality
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justment. Under this group of connectors is a system-
grounding terminal (the easiest to use and most secure
one we've yet seen). Antenna terminals are provided for
AM, and 300-ohm (twinlead) FM. There's also a true
coaxial connector for 75-ohm cable, and a loopstick AM
antenna. Stereo pairs of jacks are provided for feeding
signals to, and playing signals from, two tape recorders.
The tape 1 connectors may be alternated with a DIN
connector just above them, and the tape 1 playback
jacks are controlled by their own level adjustment. For
main signal output (to power amplifiers) there are two
stereo pairs plus a ‘‘center channel’” (mono, or left plus
right, signal) output jack. Special *‘display’’ outputs per-
mit feeding signals from the STC-7000 into ‘'scopes to
observe FM reception patterns (from the FM multipath
jacks) or a graphic display of audio (via the “‘audio-
scope' jacks). Finally, the rear apron contains four AC
convenience outlets, three of them controlled by the
front-panel power switch, the fourth ““hot” as long as
the set's power cord is plugged into an AC source.

Performance of the STC-7000 is as impressive as its
many features and controls. The tuner achieves the
very high sensitivity of only 1.4 microvolts and the sensi-
tivity curve levels off to a superb quieting value of -59
dB for a mere 25 microvolts of RF input signal. The
stereo sensitivity curve parallels this performance quite
closely, remaining well below the -50 dB quieting level
for signal strengths of 21 microvolts or more. In fact, the
FM performance of this set is fairly astonishing since it is
superior on all (not just some) counts: distortion, audio
response, signal-to-noise, selectivity, channel separa-
tion—the works.

No less remarkable is the audio section of the STC-
7000, which shapes up as a first-rate preamp-control
unit. It is capable of furnishing up to 8 volts of signal per
channel at no more than about 0.2% THD. At normal
(rated) output of 2 volts per channel, distortion is liter-
ally one hundred times lower than that—in fact the lab
measured values that were significantly better than
those specified. All other tested parameters were gen-
erally better than typically found in receivers.

Listening tests of the Sony STC-7000 depend largely
on what power amplifier and loudspeakers are con-
nected to it. This is not only true in terms of how the unit
is connected in a system, but also in terms of its per-
formance, which is so good that one could say it is lim-
ited virtually only by what program sources are fed to it,
and what external equipment it drives. This impression
is further reinforced by listening to the STC-7000 on its
own,i.e., via headphones. The set obviously supplies an
ultraclean, wide-range signal. The unit can be recom-
mended without reservation to anyone who appreciates
better-than-average sound and the better-than-aver-
age apparatus for reproducing it.
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Square-wave response

The Equipment: Shure V-15 Type Ill, a stereo pickup
cartridge with elliptical diamond stylus. Price: $72.50.
Manufacturer: Shure Brothers, Inc., 222 Hartrey Ave.,
Evanston, Ill. 60204.

Comment: Shure has gone through several versions of
the top-of-the-line V-15. The V-15 Type Il was consid-
ered a state-of-the-art model when it appeared some
seven years ago. Then, three years later, the stylus as-
sembly was redesigned. The Type |l with the new stylus
was called the Type Il Improved—and it was, though not
dramatically. Now Shure has redesigned the entire car-
tridge, the most striking innovation in the Type |l model
being the use of laminated—as opposed to solid—pole
pieces in its electromagnetic structure.

The V-15 Type Ill bears a strong family resemblance
to its predecessors in all respects, though it exhibite
marked improvements in many. Both on the test bench
and in the living room its behavior refines and sur-
passes that of the Type |l Improved without changing
the V-15's basic identity—which has, since the begin-
ning, been very attractive indeed. Allmodels have been,
for their respective eras, wide-range, uncolored, un-
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Sony STC-7000 Tuner/Preamp Additional Data

Tuner Section

Capture ratio 0.75 dB

Alternate-channel selectivity 100 dB

S/N ratio 70 48

THD Mono L ch R ch
80 Hz 0.13% 0.34% 0.35%
1 kHz 0.13% 0.15% 0.15%
10 kHz 0.38% 0.35% 0.45%

IM distortion 0.5%

19-kHz pilot -64 dB

38-kHz subcarrier -65 dB

Preamp Section

Input characteristics (for 2 ¥ output; inpt controls at max.)

Sansitivity S/N ratio
ohono 1 & 2 21 mV 68 dB
mike 0.6 mV 51 dB
tape 1 & 2 200 mv 82.5 dB
aux 1 200 mv 82.5 dB
aux 2 200 mv 83.5dB

Shure Improves Its

Improved V-15

usually high in channel separation, and at least as low in
distortion as other top models.

The specific means employed by Shure in designing
the Type IlIl have involved a careful reassessment of
resonance factors with a view bcth to extending and
flattening high-frequency response, and to providing
optimum values, when used in an appropriate arm, to
cope with the proolems of warped records—which, as
readers keep reminding us, are at least as much of a
problem today as they ever have 2een. The frequency
respcnse in our graph shows scme rise at high fre-
quencies, but not the Type II's tendency to peak—par-
ticularly noticeable unless input capacitance was care-
fully matched to design valuss. Low-frequency
esonance in the SME arm occurs at 6.5 Hz with the
Type lll—somewhat lower than in earlier versions.

Separation is the best the lab has measured so far
and, as the graph shows, went below the limits (-30 dB)
of the chart recorder over virtually all of the midrange
Intermodulation distortion (at 0.4% in the lateral plane,
1.6% vertically) is among the very lowest the lab has
measured; harmonic distortion is about par for the bet-
ter cartridges in the midrange (sav 3% or better up to 3
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kHz) and better than par above that {(a maximum of 5%
in one channel at 10 kHz, as opposed to almost double
that in some measurements for other top models). Static
compliance measures 35 (x 10-* cm/dyne) in the lateral
plane, 17 vertically—very close to the measurements for
the Type Il Improved, average or lower for other top
models. The lab measured vertical tracking angle as 20
degrees and stylus-tip geometry as good, with a 0.22-
mil radius in contact with the groove wall.

The audible net gain in the Type Ill consists less in
these considerations than in what Shure calls ‘‘tracka-
bility''—the cartridge’s ability to track a high velocity at
low tracking force. In the standard torture test the Type
11l came through at 0.6 grams as opposed to 0.7 grams
tor Type il Improved and 0.75 grams for the earlier Type
Il. This information is more important, however, when
stated conversely: The Type lil can be expected to track
higher groove velocities than its predecessors at nor-
mal tracking forces. We used 1.0 grams in listening to it
and the lab made all other measurements at that track-
ing force.

Output from our standard groove (modulated at 1 kHz
for a peak velocity of 5 cm/sec) was measured at 3.9
mV in the left channel, 3.8 mV in the right. This is higher
than the Type II's output, a littie higher and better bal-
anced than that of our Type Il Improved sample, and
perhaps a little higher than average among today's bet-
ter cartridges.

Along with the cartridge you get a certificate that can
be exchanged for a free test record ('‘Audio Obstacle
Course—Era III"") that will allow you to compare car-
tridges in terms of “‘trackability.” The Type Ill can be
bought (as the V-15 Type 11I-G) with the VN3-G 0.6-mil
spherical diamond stylus. An accessory elliptical stylus

Audioanalyst’s

The Equipment: Audioanalyst A-100, a compact
speaker system in wood enclosure. Dimensions: 24% by
13% by 12 inches. Price: $129 (3136 in western U.S.).
Manufacturer: Audioanalyst, Inc., P.O. Box 262,
Brookfield, Conn. 06804.

Comment: The Audioanalyst is, according to its manu-
facturer, a conventional acoustic suspension system
that, as the first product from this company, is intended
to offer good value in a highly competitive market.

Its handsome oiled walnut case has the connection
terminals (thumbscrews that accept bare wires or

for playing 78s (VN78E) is described in “News and
Views" in this issue. Since this is the first such stylus to
be announced by a major manufacturer to our knowl-
edge (and considering the interest readers have shown
in our April article on playing old records with modern
equipment), the 78-rpm elliptical further enhances the
attractions of what must be reckoned as one of the very
finest cartridges on the market.
CIRCLE 147 ON READER-SERVICE CARD
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Square-wave response

First Speaker

spade lugs) on a panel recessed into the back. The ter-
minals are marked with a big "+ ' or "'-" for polarity
coding. Above them are two toggle switches for minor
adjustments of treble (a boost of about 2 dB or less from
10 kHz up) and midrange (a similar boost between 1.2
kHz and approximately 8 kHz). We found that though
the difference is slight, we often changed our minds
about the “preferred'* positions of these switches when
we moved the speaker from one position to another in
the room. The graph was made with both controls in the
low position as suggested by Audioanalyst.

Behind the tweedy black-and-brown grille cioth are a
10-inch woofer, a 3-inch cone midrange driver, and a 2-
inch tweeter. Crossovers are at nominal values of 2 and
7.5 kHz. Since the A-100 can be used either vertically or
horizontally, Audioanalyst gives you a stick-on insignia
50 that you can position it as you choose (or leave it off
altogether).

The manufacturer's impedance rating of 8 ohms
characterizes the general value of the curve, but the lab
found the actual rating point (the minimum level follow-
ing the bass-resonance rise) to be 5.5 ohms. So though
impedance rises to above 16 ohms in the midrange
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around 1 kHz, it might be safer to treat the A-100s as 4-
ohm models if you're contemplating multiple-speaker
hookups.

In our standard sensitivity test (driving the speaker to
an output of 94 dB at 1 meter) the lab found that the
A-100 needed 10 watts. The speaker handled steady
tones of up to 100 watts power before distorting exces-
sively, and it handled puises of up to 227.3 watts aver-
age power. In the light of these figures, Audioanalyst's
recommendation that the model be used with amplifiers
rated at 10 to 60 watts of music power per channel
seems eminently sensible.

One of the avowed design aims of the A-100 is linear
response rather than what might be called "'pleasing
sound’ where that phrase implies a compromise with
accuracy of reproduction. it's no surprise then to note
that the response curve has no midrange ''‘presence’’
bump and also is unusually flat toward the top for a
bookshelf system in this price category. By contrast to
the common, less-flat speaker characteristics, the
sound is slightly bright—though not aggressively so. In
terms of balance and clarity it is good with any sort of
program material, though—again predictably, in the
light of the design intent—not particularly (or unnat-
urally) spectacular. Highs are well dispersed and clearly
audible off axis—with music, test tones, or white noise—
right up to about 14 kHz, where rolloff begins. In the
bass, and driving the speakers to moderate listening
levels, there is little doubling down to 40 Hz; below that
frequency response audibly falis off, and at 30 Hz it be-
comes mostly doubling. At higher power levels, dou-
bling increases, as indicated by the second-harmonic
distortion figures for 80 Hz in the distortion chart. Defini-
tion is good without the unnatural (and random) promi-
nence that can be afforded some musical sounds by a
speaker with a peaky midrange response.

We think Audioanalyst has been successful in pro-
ducing a good value in this popular price class, and
we're not surprised to learn that in the relatively short
time the company has been in business it already has

The Equipment: Yamaha TB-700, a cassette deck with
built-in Dolby noise-reduction circuitry, in case with
wood trim. Dimensions: 157% by 4% by 10 inches. Price:
$289. Manufacturer: Nippon Gakki Co., Ltd. of Japan;
U.S. distributor; Yamaha International Corp., P.O. Box
6600, Buena Park, Calif. 90620.

Comment: Yamaha has been offering a variety of prod-
ucts in this country for some years. In audio it has been
best known for its ‘ear-shaped’’ loudspeakers, though
it has displayed some electronic components as well.
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found dealers in many parts of the country. So perhaps

the A-100 is not only a welcome newcomer in its own

right, but a harbinger of good things to come as well.
CIRCLE 148 ON READER-SERVICE CARD
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Audioanalyst A-100 Speaker Harmonic Distortion

Qutput Frequency

Level 80 Hz 300 Hz

(dE) % 2nd % 3rd % 2nd % 3rd
70 90 30 22 29
75 1.5 25 20 21
80 2.6 32 19 25
85 4.8 40 21 27
90 9.5 70 .35 .38
95 68 .55
100 1.3 75
102 1.7 82

*Distortion data are taken on ail tested speakers until distortion
exceeds the 10 per cent level or the speaker produces the spurious
output known as buzzing, whichever occurs first

Yamaha Cassette Deck

Allows Speed Adjustment

Last year it announced plans to offer a comprehensive
line of stereo components; the T3-700 appears to be
one of the first of these to go into oroduction and is the
first we've been able to examine in detail.

Toward the back of the top plate and tilted slightly up-
ward are the VU meters. Between them are indicator
lights for recording (redj and Dolby action (amber). Im-
mediately in front of the meters are the turns counter
and a series of switches. The first is a button for either
“standard’ or high-performance tapes; it is used in
conjunction with the switch next to it, which chooses
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either low-noise ferric or chromium dioxide as the tape
to which the unit is adjusted in the high-performance
position of the first switch. All the lab tests were run with
Scotch High Energy and the low-noise position or,
where indicated, Sony CRO and the chromium dioxide
position. The remaining switches are for Dolby (on/off),
a built-in limiter (on/off), and AC power

In front of the switches is a series of sliders. The right-
hand pair controls line input levels to the recording
amp; the next pair controls mike inputs. These separate
controls permit mixing of line and mike inputs. Next
come the output-level controls, with detents atthe "'nor-
mal’’ position in the middle. And at the extreme left of
this group is a speed vernier, which controls the servo
system that regulates the unit's DC drive motor. It too
has a detent at the normal position. The speed data
shown in the "‘additional data' box were measured with
the control in this position; perfect speed can of course
be obtained by using this vernier, but you would need a
test tape and a frequency counter unless the speed is
audibly off pitch. The total range of this system is ap-
proximately a half tone either way from normal (+ 5 per
cent, according to Yamaha).

Though the transport keys look familiar, their oper-
ation is somewhat unconventional. You can go directly
from recording or playback to the fast-wind modes, and
from them back to play without activating the stop but-
ton. This makes for fast operation, and although many
current decks intentionally prevent such abrupt
changes in transport motion, we could detect no un-
even winding of the tape as a result—let alone any sug-
gestion of snarling or damage in the tape. During play-
back or fast winding the record key can be depressed,
but it only stops the transport without putting it into the
recording mode unless the play key is pressed simulta-
neously. We found the action of the pause key to be
rather sluggish. When you press it, approximately a sec-
ond elapses before the tape comes to a stop. When you
release it there is a similar delay before sound returns to
the monitor connections, though the tape gets back to
speed sooner and the recording amp cuts in immedi-
ately. As a result you must time your use of the pause
carefully during recording if the tapes are not to contain
sounds that wow in or out. (Most LPs allow you about
four seconds of silence between cuts, if that's what
you're excerpting from.) At the end of the cassette the
drive system automatically returns to stop.

Phone jacks for the two mike inputs and a stereo
headphone jack are built into the dark trim stripe across
the front. On the back panel are a DIN input/output
jack, standard pin-jack pairs for line input and line out-
put, and a two-position input sensitivity switch. The less
sensitive of these positions is appropriate for the levels
delivered by most stereo components. No Dolby align-
ment controls are accessible to the user.

The lab data show the unit to be average or better in
all respects—and in some particulars well above aver-
age. Crosstalk figures are about 10 dB better than those
we're used to seeing in a cassette deck and, among the
units we've tested, are matched or bettered only by the
Advent 201. Harmonic distortion curves are excellent—
particularly at the high end, where many decks can't
handle the high (-10 VU) level at which these curves are
made, preventing meaningful measurements for them
at 10 kHz. (Normal signal levels at this frequency are
well below -10 VU, of course; that level is chosen for
THD tests in order to give the midrange an adequate
workout.) If the record/playback response curves are
notquite as flat as:most for comparable equipment, they
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Yamaha TB-700 Cassette Deck Additional Data

Speed accuracy (vernier at *'0"’)
105 VAC: 0.93% fast
120 VAC: 1.2% fast
127 VAC: 1.2% fast
Wow and flutter playback: 0.10%
record/playback: 0.18%

Rewind time, C-60 cassette 1 min. 36 sec.

Fast-forward time, same cassette 1 min. 36 sec

S/N ratio (ref. DIN 0 VU, Dolby off)

playback L ch: §5.5 dB R ch: 51 dB8

record/playback L ch: 53 dB R ch: 50 dB8
Erasure (400 Hz at normal level) 52 dB
Crosstalk (at 400 Hz)

record left, playback right 51 dB

record right, playback left 50 dB

Sensitivity (for 0-VU recording level)
line input (high) L ch: 55 mv R ch: 556 mV
line input (low) L ch: 11.3 mv Rch:11.3 mV
mike input L ch: 0.40 mv R ch: 0.42 mV

Meter action (ref. DIN 0 VU)
L ch: 1 dB high R ch: 1 dB high

IM distortion (record/play, -10 VU)
L ch: 6% R ch: 6.5%

Maximum output (preamp or line, 0 VU)
Lch:11V Rch: 095V
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do represent better than average bandwidth. Wiih the
Dolby circuit in use they drop back to average at the
high end—apparently because of the low-pass filter
used to prevent any leakage of the 19-kHz FM pilot from
interfering with Dolby action. There is some dis-
crepancy in high-frequency level between channels in
Dolby operation, but it is notsevere and presumably has
been improved in later samples; Yamaha says it has im-
proved its production technique for setting Dolby levels,
and this discrepancy (such as it is) falls just within the
region where Dolby B operates.

Three features of the TB-700 require special mention.
First is the thirteen-page owner’s manual, which is un-
usually complete. Some statements in our copy are a
little curious or even confusing, but Yamaha says the
text has been rewritten and the booklet restyled to make
it more attractive to American buyers. We trust this en-
tails no suppression of content, since the original ver-
sion is well above average in usefulness. Second is the
speed vernier. Since a number of readers have com-
plained that cassettes made on off-speed battery-port-
able equipment defy optimum playback on good home

equipment, we're delighted to see that some new decks
(the Harman-Kardon HK-1000 and Nakamichi 1000 are
among the others) allow for speed adjustment. A half
tone either way should soive most problems of this sort.
Third is the limiter. While it will be a help to the novice
recorder in tackling sukjects with extreme dynamic
range {plain old living-room chit-chat can be a record-
ist's nightmare for example), it should not be over-
worked. When driven too hard by grossly and con-
sistently high input levels the resulfant distortion in the
signal is clearly audible. Fortunately—considering the
unit's inherent dynamic range, plus the Dolby feature to
further extend it—we see no reason why the limiter
shoulc be used for anything but taming occasional un-
expected peaks.

All told the TB-700 is a worthy first product in an ex-
panded Yamaha component line. in terms of perform-
ance ii can hold its own against other decks in its class,
and its special festures {the speed vernier and input
mixing) should attract particular attention because of
their comparative rarity in competing decks.

CIRCLE 145 ON READER-SERVICE CARD

The Equipment: Sherwood Model S-8900A, a stereo FM
receiver with built-in Dynaquad circuitry for recovering
quasi-quadraphonic ‘‘ambience’ effects from stereo
program material, in wood case. Dimensions: 16% by
5% by 14 inches. Price: $429.95. Manufacturer: Sher-
wood Electronic Laboratories, Inc., 4300 N. California
Ave., Chicago, Ill. 60618

Comment: If Sherwood set out to prove that Dynaquad
is more than a device for “‘faking’' four channels and
that it can live comfortably in a high-performance re-
ceiver with a luxurious ‘“feel,” the S-8900A must be
reckoned a success. The Dynaquad circuit for deriving
four signals from a two-channel amplifier has been
widely adapted—sometimes in a shoddy attempt to palm
off a run-of-the-mill mass-market product as the latestin
quadraphonics. Sherwood will have none of thaf; it uses
Dynaquad as a logical adjunct to stereo, in a receiver
that is well adapted to eventual use as the central ele-
ment in a true quadraphonic system.

The tuning dial is flanked by a center-tuning meter on
the left and, on the right, by two large knobs: one for tun-
ing, one for loudness/volume with the main AC power
switch at its minimum position. This knob is marked
"loudness,’”’ since Sherwood traditionally has consid-
ered that mode of operation as standard, and it is cali-
brated (in dB) with respect to loudness action: + 8 at
maximum rotation, 0 at the point (2:30 o’clock rotation)
for the reference level at which no compensation is
deemed necessary, -20 (10:30 o’clock), and -60 (at
7:30 o'clock). In the S-8900A loudness compensation is
introduced in the bass only.
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Sherwood’s Elegant
and Versatile Receiver—
With Dynaquad

At the left along the bottom of the front panel are five
knobs: mode (right, le#t, stereo, stereo reverse, left-
plus-right mono), selector (phono, FM, aux), bass,
treble, and balance. Next are two stereo phone jacks,
one for connectiaons to an outbo&rd tape recorder, the
other for stereo headphones (and live no matter how
the speakers are switched). Then come seven on/off
pushbutton switches: four-channa! mode (about which
more in a moment), tape monitor, high filter, FM ""hush’’
(interstation muting), loudness compensation, main
speakers, and remote speakers.

On the back panel are pin-jack pairs for phono input,
aux input, tape-racording outpu’, tape-monitor input,
output to a quadraphonic adapter, and front-channel
input from a quadraphonic adapter. Near these connec-
tions is a single, red-coded pin jeck for use with a dis-
crete-quadraphonic FM adapter when one becomes
available. Nearby are & thumbscrew grounding termi-
nal, a three-position phono-input sensitivity switch (for
tailoring the pickup’s output both to the dynamic range
of the S-8900A's preamp and to its loudness-control ac-
tion), and a Dynaquad/stereo switch. Following the
fuse and line corg, plus two convenience outlets (one of
which is unswitched), there are screwdriver antenna
(300-ohm and 75-ohm) connections, and a special
mono speaker output. This last is for use with a center-
fill speaker or as a mono extens.on; it is, in fact, con-
nected into the remote-speaker switching and therefore
cannot be used independently of speakers attached to
the remote terminals, which—wilth those for the main
speckers—are at the upper left ¢f the back panel and
are knurled screws that will accept spade lugs or bare
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wires. (The mono output will accept similar wiring, but
has regular screws.)

When you switch into the Dynaquad mode, the output
to the main speakers is unaffected, but the hookup con-
figuration of the remote speakers is altered so that they
are differentially driven. When these speakers are
placed at the back of your listening room they therefore
reproduce ambience information implicit in the original
stereo signal. Sherwood says that for this purpose all
four speakers should be of “‘reasonably similar effi-
ciencies and sonic characteristics’ and that you should
“sit in a centered position in the rear one-third of the
room.” The implied relatively low output from the back
is partly because of the padding used (presumably to
prevent excessively low impedances as seen by the am-
plifier when all four speakers are connected) in the re-
mote-speaker circuit, and if there is a dissimilarity in effi-
ciency between your front and back pairs, we'd suggest
that the more efficient speakers go at the back.

After all that has been written on the subject, no more
need be said of Dynaquad except that it is widely used
and that it does work for its intended purpose. it does
not produce true quadraphonics. of course, but the S-
8900A allows for that too. The connections and switch-
ing for a quadraphonic adapter can be used in conjunc-
tion with the sort of all-in-one unit that includes matrix
decoder and back-channel amplifier, or these functions
can be borne by separate units. When discrete quadra-
phonic FM broadcasting becomes a reality (assuming
that it will) the special FM-signal output would be used
to feed a separate adapter for that purpose—which
would, in turn, feed its output to the quadraphonic add-
ons you're using. They, in turn, would return the front-
channel signals to the Sherwood via the aforemen-
tioned jack pair.

In terms of circuit configuration this feature can be
described as a simple ““circuitinterrupt’” and is identical
to the wiring of a tape-monitor switch. In fact if you are
not planning to go quadraphcnic right away the S-
8900A might best be described as a stereo receiver
(with the Dynaquad option) having complete switching
for two tape decks plus tape-copying options in using a
third via the front-panel jack—which can function as ei-
ther an input jack or an output jack, depending on the
way the related switches are treated. The instruction
manual spells out the possibilities for tape copying,
which may be summarized as follows: from the out-
board deck to the regular back-connected deck and/or
one attached to the four-channe! jacks; or from the
regular back-connected deck to the outboard unit and/
or one connected to the four-channel jacks. The man-
ual suggests that the receiver be left off in dubbing via
the front-panel jack to prevent any noise pickup fromre-
lated circuitry. But we found that if you leave the re-
ceiver on it can be used as a sort of make-do mixer to
combine signals from a new source (disc, for instance)
with those previously recorded on tape and being
played back via a deck with its own output controls.

Obviously this receiver has versatility to spare. But
how does it perform? Exceliently. Sensitivity figures are
superb; and though raw sensitivity numbers have little
meaning in themselves, they are here matched by ex-
cellent quieting curves. In this respect the stereo curve
is particularly striking and is over-all one of the best the
lab has measured so far. Stereo quieting reaches 50 dB
before input has reached 50 microvoits and remains
better than 55 dB over the entire normal operating
range from 100 microvolts upwards. Distortion is very
low, as are noise factors. The consistent excellence of
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02 HARMONIC DISTORTION CURVES
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Square-wave response
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these figures is a joy to behold—and the sound is a joy to
hear even with signals that would provide only border-
line reception with most good receivers. The FM re-
sponse curves, with their upward tilt at the high end,
lend a slight added brightness to the results. Whether
this is good or bad will depend on your speakers and
your room; it is neither excessive nor uncommon.

The amplifier section also is excellent. Sherwood's
THD rating of 0.3 per cent is slightly more stringent than
most today (many manufacturers cnoose 0.5 per cent
as the rating point in better receivers), but the S-8900A
comes through better than most. Only at extremely low
outputs (0.6 watts) did the lab find the amp hard put to
make its rating point, though it clears the 0.5-per-cent
point handily. IM too stays below 0.3 per cent over the
normal measurement range—except at 16 ohms, where
reduced effective output power is to be expected in
solid-state equipment.

The word for the S-89C0A is '‘silky.” The feel of the
controls and the performance—on FM in particular—all
contribute to this impression. But there is a subtler ele-
gance to the design: that of achieving significant pur-
pose by simple means. The Dynaquad circuit for ex-
ample adds materizlly to the enjoyment available to the
user, yet it involves only one slider switch and one re-
sistor by comparison to a comparable stereo receiver
equipped with the usual two pairs of speaker outputs.
Sherwood's secret ingrecient, then, appears to be care
in thinking the product through in terms of user needs. It
shows in the versatility of the monitor/quadraphonic/
outboard-tape connections and in the consistency of
FM performance—even in the normally-unmeasured
stereo quieting curve. In these days of almost baroque
elaboration, often to very little purpose, this is a wel-
come approach indeed.

CIRCLE 146 ON READER-SERVICE CARD

Sherwood S-8900A Additional Data

Tuner Section
Capture ratio 20dB
Alternate-chanrel selectivity 6J dB
S/N ratio 745 dB
THD Mono L ch R ch
80 Mz 0.07% 0.10% 0.12%
1 kMz 0.07% C11% 011%
10 kHz 0.14% C.55% 0.60%
IM distortion .2%
19-kHz pilot -67.5 dB
38-kMz subcarrier -65.5 dB
Amplifier Section
Damping tactor 43
Input characteristics tfor 60 watts output)

Sensitivity S/N ratio
phono (max) 1.2 mV 60 dB
phono (mid) 2.7 mv 60 dB
phono (min) 6.0 mY 60 dB
aux 125 mY 70 dB
tape monitor 260 mv 80 dB
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The Equipment: Thorens TD-125 Mk. I, a three-speed
(16, 33, and 45 rpm) manual turntable supplied on wal-
nut base and with tone arm. Dimensions: 1816 inches
wide, 14% inches deep, 6% inches high. Price: $310.
Optional TX-44 dust cover, $15; TX-25 cover with hinge,
$30. Manufacturer: Thorens, S.A. (of Switzerland and
West Germany); U.S. distributor: Elpa Marketing Indus-
tries, Inc., New Hyde Park, N.Y. 11040.

Comment: The Thorens TD-125 Mk. Il is an updated and
improved version of a well-known manual, single-play
turntable. Its most obvious new feature is the Thorens
arm, but there are other improvements too. A new mo-
tor, new electronic circuitry, and a redesigned pulley re-
duce start-up time from the former 4 seconds (at 33
rpm) to only 1.5 seconds. The redesigned drive system
also is credited with reducing any stray magnetic field
and consequently the chance of hum.

Styling of the Thorens combines a modern look with
generously sized controls. Topside of the chassis and
at the front left is the three-position speed selector. To
its right is a fine speed adjustment and a built-in illumi-
nated strobe. Next is the power off/on switch and finally
the arm lift (cueing) control, another new feature of the
Mk. 1. As in previous Thorens models, the arm fits onto
a removable board that facilitates instaliation (should
you want touse an arm of your own choice), or substitu-
tion of other arms for experimental purposes or special
applications.

The new arm itself (model TP-16) is a gimbal-sus-
pended metal tubular type of low mass with removable
pickup shell and all the requisite adjustments, including
stylus overhang, vertical tracking force, and magnetic-
ally applied antiskating. It comes with a damped cueing
device, an arm rest, and a prewired signal cable har-
ness.

Atan ARLL rumble level of -63 dB, as measured in the
lab, the Thorens TD-125 Mk. 1l is one of the quietest

A Top Performing

Turntable Gets New Arm

turntables we have yet tested. The platter itself weighs 5
pounds; its average flutter at 33 rpm was clocked at
0.08 per cent (not as low as its predecessor’s but still
inaudible). Arm resonance was negligible, showing only
a 4-dB rise at 8 Hz with a Shure V-15 Type Il Improved
pickup. Arm friction similarly was negligible both later-
ally and vertically, too low to measure accurately. The
built-in gauge for setting vertical tracking force was ac-
curate to within 0.1 gram up to forces of 3 grams. Exact
measurements are shown in the accompanying table.
The unit has inherent speed accuracy plus the feature
of variable speed if desired. The cueing device worked
smoothly and gently with no side drift.

As in the former TD-125, the two-piece nonferrous
platter is covered with a ridged rubber mat that is held in
place by a center piece that may be inserted upside
down to accommodate large-hole 45s. Finish and work-
manship are exemplary throughout, and the handsome
wooden base nct only dresses up the ensemble butalso
serves as an excellent shock-mount for it. All told, if any
turntable merits the title of "professional,” the TD-125
Mk. 1l surely does.

Thorens TD-125 Mk. Il Additional Data

Vernier speed accuracy

33 rpm set exact at 120 VAC;

no error at 105 or 127 VAC
45 rpm no error at 105, 120,

or 127 VAC
16 rpm 0.8% fast at 105,

120, and 127 VAC

VTF gauge accuracy (grams)
gauge setting 0.5
VTF measured 0.6

1.0 2.0 3.0 4.0
1.0 1.9 31 3.8

Big Sound from Dynaco’s Small Speaker

The Equipment: Dynaco A-10, a compact full-range
speaker system in enclosure. Dimensions: 8% by 7% by
15 inches. Price, sold only as a pair, $104. Manufac-
turer: Dynaco Div., Tyco, 3060 Jefferson St., Phila-
delphia, Pa. 19121.

Comment: Dynaco has entered the "$50-speaker mar-
ket'’ with a worthy competitor for this burgeoning prod-
uct area. A two-way direct-radiating system, the A-10
consists of a 6%-inch extended-range woofer crossed
overat 2,500 Hz to a soft-dome tweeter. Both drivers are
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mounted on the front baffle (behind the decorative
grille) where there also is a vent that helps load the sys-
tem to the listening room at low frequencies. The cabi-
net is a neatly styled walnut enclosure that may be posi-
tioned vertically or horizontally and also is lightweight
enough to hang on a wall (brackets for this purpose are
fastened to the rear). Input is via color-coded screw ter-
minals that will accept large or small spade lugs or bare
wires. No level controls are provided.

In contrast to bass-reflex design, which relies on cab-
inet resonance for bass enhancement, the A-10 em-
ploys what Dynaco calls an “'aperiodic’’ or nonresonant
design in which the vent opening is treated with special
material to add acoustic resistance to smooth the
woofer's response and aid in the transfer of low-fre-
quency energy from the speaker to the room.

Our tests confirm that the design works. The A-10, to
our ears, furnishes a level and quality of sound at all fre-
quencies that are hard to believe for the size and cost of
the unit. The lab measurements show response within
plus or minus 6 dB from 57 Hz to 14 kHz. On test tones of
audible response we found the bass holding up cleanly
to just below 50 Hz, with a gradual rolloff below this fre-
quency, but with a surprising freedom from doubling.
The middtes and highs sounded well rounded and bal-
anced, with very good dispersion, to beyond audibility.
Rated for 8 ohms, the A-10's lowest impedance was
measured as 6.5 ohms at the usual bass dip above bass
resonance. From this area it rises rapidly and never falls
below 8 ohms out to its response limits. Efficiency is
moderate; the A-10 needed 6.3 watts to produce the
standard test output of 94 dB at 1 meter on axis. It could

The Equipment: Pioneer Mode! SA-3100, an integrated
amplifier (preamp and power amp) in wood case. Di-
mensions: 17 by 5% by 12% inches (not including clear-
ance for knobs and back-panel connections). Price:
$399.95. Manufacturer: Pioneer Electronics Corp., Ja-
pan; U.S. distributor: U.S. Pioneer Electronics Corp.,
178 Commerce Rd., Caristadt, N.J. 07072.

Comment: Whether you admire fine audio products for
their specifications, for their sound, for their versatility,
or even for their looks, you've got to count this a whiz-
bang of a product. Pioneer has long been known for the
great ‘‘feel” and excellent styling of its electronics—and
for matching these qualities with sound internal design.
The SA-9100 has all these elements but its performance
is so exceptional and the many extras in the way of

Jury 1973

take up to 72 watts of steady-state power (producing an
outputof 100 dB) before distorting significantly. its max-
imum capability for handling power pulses was 69 watts
average or 138 watts peak. These figures indicate
ample dynamic range but within obvious design limits
That is to say, the A-10 should not be driven with any of
the recent super-powerhouse amp ifiers but it will do
nicely when coupled with a unit thet can deliver up to
and even a bit more than 50 watts average sine-wave
(or “'rms" power) per channel. By the same token, don't
look to the A-10s to cover a ballroom-size area with
sound—but you can expect it to furnish a surprising and
pleasant impression of “‘big sound'' in a room of normal
size or slightly larger. In such a room, its sound is quite
natural on both voice and instruments, and a pair pro-
jects a good, firm stereo image.
CIRCLE 141 ON READER-SERVICE CARD
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Dynaco A-10 Speaker Harmon'c Distortion

Cutput Frequency
Level 80 Hz 300 Hz
(dB) % 2nd % 3rd % 2nd % 3rd
70 0.55 0.55 0.22 0.28
75 0.85 0.60 0.20 0.35
80 1.6 0.75 0.22 0.40
85 25 1.0 0.28 0.33
90 4.0 1.4 0.35 0.33
95 0.42 0.28
100 0.45 11

Distortion data are taken on all tested speakers until distortion
exceeds the 10 per cent level or the speaker produces the spuri-
ous output known as buzzing. whichever occurs first

.:-' {t...
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A Superb Integrated
Amp from Pioneer
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switching options and so on so eminently useful that we
find it perhaps the most exciting piece of audio hard-
ware we've yet tested from this company.

It all begins when you open the packing and find that
muslin snood in which Pioneer lovingly packs its more
deluxe items. That's impressive—but the front panei is
far more so. Following a speaker selector (which allows
you to use any one of three speaker pairs, any two of
these pairs simultaneously, or none) at the upper left
you come immediately to one unusual feature: the four
tone-control knobs. The two larger ones are conven-
tional in effect and operation except that they are
stepped—and as lab tests proved, are extremely accu-
rate in their calibration (so many dB of cut or boost at
100 Hz in the bass and 10 kHz in the treble). The smaller
knobs affect only the frequency extremes; hence their
calibration points are, respectively, at 50 Hz and 20 kHz
and their effectis cumulative with the standard controls.
You can, for example, introduce a slight rise in the up-
per bass only by turning the standard (100-Hz) control
up by, say, 4 dB and turning the special (50-Hz) control
down by a similar amount. Or you can use the special
bass control to boost only deep bass—as a speaker
equalizer might.

Proceeding to the right, the next control also has
some special—and useful—features. The main knob is a
standard volume (or loudness) control. The ring around
it limits output. It is calibrated (again, with fine accu-
racy—within % dB) for attenuations of 0 dB, 15 dB, and
30 dB. This control can be used in several ways. You
may turn it down to prevent speaker overload; you may
use it to compensate for altered power requirements
depending on the speakers in use; it helps in tailoring
loudness-control action (which is, of course, keyed to
the position of the volume control) to actual listening
levels.

At the far right in this upper rank are the selectors. A
lever switch chooses tuner, phono 1, or the main func-
tion knob's setting. That knob, at the extreme right, has
positions for microphone, phono 2, and two aux inputs.

The bottom rank begins with the AC power switch and
a stereo headphone output jack, which is live at all
times. Next come switches for muting (a 20-dB level
cut—again accurately calibrated), low filter (off, sub-
sonic—below 8 Hz and 30 Hz), tone defeat (on/off), high
filter (12 kHz/off/8 kHz), and loudness/volume. The
30-Hz filter is a standard rumbile fiiter; the subsonic filter
produces virtually no effect in the audible range, as the
lab data show, and Pioneer recommends that it be left
on in normal use to prevent feedback disturbances,
woofer damage, and such potential problems, which
can be occasioned by a poorly isolated turntable, ex-
cessive arm resonance, or warped records—among
other phenomena.

Next comes the balance control. At its right are two
tape switches. The first selects tape monitor 1, source,
or tape monitor 2. The second is marked “‘duplicate’
(on/off) and is so wired that it permits copying either
from tape deck 1 to tape deck 2 or vice versa. The last
knob is for mode selection: stereo, reverse stereo, left-
plus-right mono, left-only mono, and right-only mono.

Across the top of the back pane! are a series of input
and output jacks, most of them in the standard pin-jack
pairs. They are for phono 1, phono 2, tuner, aux 1, aux
2, tape monitor 1, tape recording 1, tape monitor 2 (or
input from a quadraphonic adapter unit), tape recording
2 (or output to a quadraphonic adapter unit), tape 2
record/playback (a 5-pin DIN socket), preamp out, and
power amp in. Whew! Next to the phono-2 inputs is a

three-position impedance switch: 25k, 50k, and 100k
ohms. (The 50k position is normal for magnetic car-
tridges spec’d at 47k.) Though the tape 2 connections
are marked for use with a quadraphonic adapter, such a
unit might ailso be connected to the pre-out/main-in
jacks. Or those jacks might be used for an equalizer or
electronic crossover unit. Next to them is a switch for
normal (internal feed directly from preamp to power
amp), separated, and separated with automatic inclu-
sion of a subsonic filter.

Across the bottom are phone jacks for left and right
mike inputs, two thumbscrew terminals for grounding
ancillary equipment (particularly turntables, the audio
inputs for which are just above), input level controls for
phono 2 and aux 2, an output level control for speaker
pair B, color-coded spring-clip connections (intended
for bared wires) for all three speaker pairs, and three AC
convenience outlets, one of which is switched.

How does all this perform? In a word, superbly. We've
indicated some of the major options open to the user,
but there are many more—for example, in the use of the
phono and aux input level controls to balance a variety
of widely differing units so that all work together ef-
ficiently in the resulting system. And for an integrated
unit the performance data are exceptional. All distortion
measurements are below 0.1 per cent except at ex-
tremely low outputs. There is room to spare above the
amplifier's 60-watt output rating. (Note, for example,
that output to a 4-ohm load goes beyond 100 watts be-
fore intermodulation distortion zooms; at 113.8 watts IM
still is only 0.08 per cent.) And not only is calibration of
the various frequency-selective controls unusually ac-
curate, but the “flat” curves are just that; the RIAA
equalization curve is at least as perfect as any we have
ever seen.

A product for the elite? Perhaps. But there is not a
switch or a knob on it for which we cannot find good (as
opposed to marginal) use. And it is a joy to use: luxu-
rious, refined, and exceptionally well thought out. Along
with the amplifier, Pioneer sent us data about its use of
differential amplifiers and direct coupling in both
preamp and power sections, full of terms like OCL and
NFB and SEPP. While such information doubtless will
fascinate design engineers, we always have been more
interested in the proof of the pudding—which in this
case turns out to be a feast.

POWER OUTPUT DATA

CHANNELS INDIVIDUALLY

Left at clipping: 72.6 watts for 0.075% THD
Left at 0.1% THD: 76.9 watts

Right at clipping: 70.8 walts for 0.10% THD
Right at 0.1% THD: 70.8 watts

CHANNELS SIMULTANECUSLY
Left at clipping: 62.7 watts for 0.053% THD
Right at clipping: 62.7 watts tor 0.60% THD

POWER BANDWIDTH
{for 0.1% THD; 0 dB = 60 watts)

2 2 Below 10 Hz to 32 kHz .
=
2 FREQUENCY RESPONSE
I +5 (for 1 watt output)
é 0 40, —3 d8, below 10 Hz to 80 kHz
3 SA9100/1
10 20 100 1K 10K 20K 100K

FREQUENCY IN HZ
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Square-wave response

The Equipment: Robins R47002 Dynamic Sound En-
hancer, an accessory for expanding the effective dy-
namic range of sound heard through a stereo system, in
plastic case. Dimensions: 4 by 3 by approximately 2
inches, including control knobs. Price: $30. Manufac-
turer: Robins Industries Corp., 75 Austin Bivd., Com-
mack, N.Y. 11725.

Comment: Robins Industries never seems to be at a
loss for new accessories to titillate the high fidelity buff,
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CONTROL CHARACTERISTICS
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Pioneer SA-9100 Amplifier Additional Data

Damping factor 2
input characteristics (for 60 watts output)

Sensitivity S/N ratio
mike 2mv 60 dB
phono 1 2.5 mv 81 dB
phono 2 £25-10 mv 65-72 dB
tuner 155 mv 80 dB
aux 1 155 mv 80 dB
aux 2 155-1,450 my 80 dB
tape monitor 1 155 mv 86 dB
tape monitor 2 155 mv 85 dB

RIAA equalization accuracy +0 dB, 20 Hz to 20 kHz

and over the years no company has offered such a
wealth of little gadgets to gladden the souls of hi-fi put-
terers. The present model—one of Robins’ more re-
cent—takes signals from the speaker connections and
feeds them back to the inputs of the amplifier or re-
ceiver, where they car be used to reduce signal levels
during quiet passages and thus enhance the dynamic
range of the music.

On the top panel are two pairs of standard pin jacks,
one for each channel. One jack of each pair is marked
*in"" and the other **ampl.”’ Next to each pair is a sensi-
tivity control knob thatis uncalibrated except for “'min’'
and "'max’’ at the respective extreme positions. (Since
the knobs have no pointers it is impossible to tell where
they are set except by giving them a twist to feel for the
extreme positions.) At the right are four screw terminals
(for bare wires or small spade lugs) for the wires from
your system’s speaker connections.

If you have bui one set of speaker connections, these
wires would be connected in perallel with your speak-
ers. Robins claims that this will introduce no impedance
problems; this appears to be so since the unit is essen-
tially voltage-sensitive only and exhibited only negli-
gible speaker toadingin lab tests. But since we were us-
ing a receiver equipped with main and remote speaker
connections, we preferred to attach our speakers to the
main terminals and the Enhancer to the remote termi-
nals. By turning on the main speakers only we could cut

43



44

the Enhancer action out of the circuit; and by switching
the remote speaker outputs in and out we could A/B the
normal sound with the effect of the Enhancer.

Several possible options are available at the input
end. If there is only one signal source whose dynamic
range you want to expand, you could place the En-
hancer between that source and the input to your ampli-
fier or receiver. If you want to enhance all signals at will,
the logical spot for it is in the tape-monitor connec-
tions—making the monitor switch in effect an on/oft
switch for the Enhancer except in playing tapes—
though this setup would require switching on your tape
unit (if you're using one at the monitor connections) al-
lowing signals from the main system to play straight
through even when you're not recording.

The graph suggests what happens. With the En-
hancer's controls set at minimum the unit has virtually
no effect on the signal except that all levels are reduced
by about 8 dB in passing through the Enhancer. The lab
could measure no appreciable distortion through the
circuit, and frequency response proved to be ruler-flat
from 20 Hz to 20 kHz. Actual input and output values
(normally expressed in volts) are immaterial to the En-
hancer's action. If you switch from a high-level source
to one that delivers less signal through the Enhancer,
the natural tendency will be to turn up your volume con-
trol in compensation. If your compensation is precise,
the Enhancer’s action will remain exactly the same,
since it is the voltages at the speaker terminals that de-
termine its behavior. Therefore we have arbitrarily de-
fined a speaker output of 1 watt as our 0-dB point, so a
0-dB input to the amplifier is one that will produce a 1-
watt output at the speaker terminals. The two scales are
calibrated accordingly. The output scale also is cali-
brated (at the top) in terms of the power output to be ex-
pected at the speaker terminals for other signal values.

As the Enhancer’s controls are rotated toward max-
imum a knee occurs in the curve at progressively lower
input and output values. For *“‘correct’ use of the En-
hancer, this knee should be adjusted to somewhere
near the middle of the dynamic range of compressed
program materiai (or perhaps near the top of the range
for material that has been subject to limiting, which af-
fects the peaks only). All signals below the knee will be
attenuated; those rising above the knee area will not be.
Adjusted this way, the unit meets Robins' claim of an 8-
dB increase in dynamic range within quite close toler-
ances. Incidentally the expander action is relatively in-
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sensitive to low frequencies, so that high levels at low
frequencies (tympani beats for example) are not likely to
cause pulsating high-frequency noise where it is not
masked by the signal.

The action is not precisely that of a professional ex-
pander of course. (At $30 you could hardly expect it to
be.) Anideal transfer-function curve would not have this
knee, but remain a straight line that rotates clockwise as
expansion is increased. In some program material we
found the audible effect of the Enhancer to be similar to
that of a true expander. Sometimes, however, it was not.
One example of this involved a 1911 vocal recording
(acoustic discs being textbook examples of signal
sources with limited dynamic range). As the singer (Bat-
tistini) opens up from a piano to a good strong forte the
swell eventually reaches the knee area, at which point
the rate of swell rapidly increases until it gets beyond
the knee, belying the vocal control for which the singer
was so famous.

The unit is undeniably fun to work with, but it should
not be taken as a substitute for the professional expan-
ders that cost many times the price. (Even the DBX-117,
a consumer version of a professional unit, costs some
five times the price of the Enhancer.) We would count it,
then, as an interesting innovation for the listener who
loves to experiment with audio but doesn't have a
bundie to spend on his predilections.
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Reports on Two Cassette Tapes

A detailed description of the test method, criteria, and
terms used in testing cassette tapes appeared (together
with reports on ten other tapes) in our March 1972 is-
sue. The key terms may be summarized as:

Relative Sensitivity. The curve shown represents
sensitivity across the frequency spectrum relative to a
reference cassette on a machine adjusted for that cas-
sette. If your deck is optimized for tape with a "hotter"
high end, it would be best matched by tapes showing a
rising high-frequency characteristic in this test; con-
versely if it is adjusted for tapes that are less sensitive at
high frequencies, the 'hotter” tapes will produce
brighter than normal sound. The numerical sensitivity
rating indicates output level with respect to the refer-

ence cassette for a given recording level at 400 Hz.

Maximum Recorded Level. The curve indicates the
levels at which the tape is driven to 3 per cent total har-
monic distortion or into self-erasure, whichever occurs
first, and indicates the headroom or overload margin
across the frequency spectrum.

S/N Ratio. The figure shown is frequency-weighted
on the basis of audibility factors and is measured with
respect to the DIN 0-VU level.

Dropout Count. Two samples of tape are measured
for 15 minutes apiece on automatic equipment that dis-
tinguishes between major (audible in almost any type of
music), medium (audible in fairly continuous music),
and minor (barely perceptible) dropouts.

HiGH FIDELTTY MAGAZINE



Scotch Extended Range

The Equipment: Scotch Extended Range, a low-noise
ferric oxide tape cassette. C-60 price: $2.50 in Philips-
style box; also available in C-30, C-90, and C-120; some
sizes may be found in mailer rather than Philips box.
Manufacturer: 3M Company, Magnetic Products Div.,
3M Center, St. Paul, Minn. 55101

Comment: This is areport on a vanishing breed. Shortly
after the lab tests were completed 3M announced that it
would be withdrawing Extended Range in favor of its
new Low Noise/High Density formula, an improved ver-
sion of ER. The difference is easily spotted since the
new formula also gets 3M's restyled packaging with a
photographic illustration on the paper insert in the Phil-
ips box. (The similarly restyled High Energy package
does not imply a change in tape formulation however.)
Large quantities of Extended Range still are available at
this writing, it appears, and are only being replaced by
Low Noise/High Density as dealers’ stocks of ER be-
come exhausted.

ER's high-end sensitivity is characteristic of the
Dynarange type—the original Scotch low-noise formu-
lation. The sensitivity curve is quite similar to that for
Scotch High Energy, confirming 3M's contention that
the two may be used interchangeably, though the HE
curve for maximum recorded level is predictably better
than that for the less expensive ER. The sensitivity rat-
ing for ER (-0.5 dB) also is poorer than that for HE
(+2.25 dB), but its NAB S/N ratio (58 dB) is somewhat
better. All told, then, ER can be taken as a sort of arche-
typal low-noise tape: not as “"hot” at the high end as
some of the newer high-performance tapes (which may,
for that reason, produce excessively bright sound on
some equipment) and slightly lower in output than
present low-noise/high-output types (including, appar-
ently, its own successor—LN/HD).

The ER cassette has a larger-than-average window,
which is molded right into the welded shell. Metal-clad
studs serve as “idlers.” The gold paper cassette label
accepts ballpoint and pencil and erases fairly well. (The
silver paper on the LN/HD cassette does not erase as
neatly.) Labeling space on the paper insert of the Phil-
ips box is better than average for both ER and LN/HD.
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Scotch Extended Range Additional Data

S/N ratio (NAB) 58 dB

Dropout count Major Medium Minor
sample 1 a 0 1
sample 2 G 1 2

TDK Krom-0O: Cassette

The Equipment: TDK Krom-0., a ckromium dioxide tape
cassette. C-60 price: $3.00; also available in C-90. Man-
ufacturer: TDK, Japan; U.S. distributor: TDK Electron-
ics Corp., 23-73 48th St., Long Island City, N.Y. 11103.

Comment: The ditference between chromium dioxide
cassettes we've tested so far have been exceedingly
minor (as one mignt expect when much of the tape—or
at least the oxide—has been manufactured by a single
plant: Du Pont's), and TOK's entry 's approximately cen-
tered within that narrowly defined ball park. Headroom
(represented in the maximum recorded level curve) is
average for chromium dioxides—meaning that it is
slightly less generous than typical low-noise ferric ox-
ides in the midrange, considerably more generous at
high frequencies. The one striking measurement for
Krom-0O. is the dropout count: just one notch below per-
fect and matched by the reading far only one other tape
(Maxell UD) we have tested to date.

Both the Philips box and the cassette case have bet-
ter than average labeling areas. The finely made case is
held together with screws and has metal idler pins. its
windows and spring-mounted pressure pad are of
standard design

CIRCLE 142 ON READER-SERVICE CARD.

+10
0
—10 ~0.25dB at 100 Hz
—85Bat 10kiz "
-2 MAXIMUM RECORDED LEVEL
{0dB8 = DINOVU)
—30 TDK Krom.0, cassette
20 50 100 20C 500 1K 2K 56 10K 20K
FREQUENCY IN HZ
) RELATIVE SENSITIVITY
S+5 10 dB = —30 VU re stardard test tape)
) —— —t
(72]
S-s Felative densitivity rating (at 400 Hz). =u E-ob
[7¢}
3 TOK Krom-0, cassette
20 50 100 200 500 1K 2K 56 10K 20K
FREQUENCY IN HZ
TDK Krom-0. Additional Data
S/N ratio (NAB) 59.5 dB
Dropout count NMajor Medium Minor
sample 1 0 0 1
sample 2 0 0 0

45



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 MUSIC OF BERLIOZ. A.E.F. Dickinson. lllus.
Musical examples.

Against the literary and social background of
Berlioz’s times, Dickinson examines the music with
technical thoroughness. Both the broad aspects of
style and the more minute details of tonal analysis
come into play. The author draws on many sources
not available in English. No. 353 ... $23.50

THE GLORY OF THE VIOLIN. Joseph Wechsberg. Nlus.
Famed New Yorker author Wechsberg writes of
his great love, the violin, and touches many bases.
The great makers, the secrets of wood and varnish,
the business of buying, selling (and cheating), the
mysterious matter of tone, the noted virtuosos—all
are dealt with in lively style. A fiddle fancier's delight.
No. 341 ... $8.95

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
category of music when releases of his music were
considerable. A section on Recitals and Miscellany
too. and an Artists’ Index to all performers reviewed
during the year, as well as those mentioned only in
the text. No. 285...%9.95

CHOP!N. Collected Letters.

Beautifully produced reprint of the translation of
three hundred letters, from the original Polish and
French (collected by Henryk Opiénski), first pub
lished in 1931—an almost indispensable guide to
Chopin’s life. his friends and his music

No. 331 ... $12.00
CARUSO. Stanley Jackson, lllus. Index. Bibl.

A popular biography of the legendary singer re-
vealing episodes and relationships in his life, ro-
manticized or almost completely 1gnored in previous
biographies. Jackson separates the man from the
camouflage which he encouraged. The great artist is
here, also the many faceted character and person
ality. No. 2114 ...$7.95

DIVAS. Winthrop Sargeant, lllus.

The veteran music critic writes with liveliness and
often intimate knowledge about six great singers:
Sutherland, Horne, Sills, Nilsson, Price, and Farrell.
The profiles. five of which appeared in The New
Yorker, are part interview, part career-sketch, part
canny observation. An assortment of photographs
with each subject. No. 352 ... $7.95

JOLSON. Michael Freedland. lllus. Index.

An ungarnished story of Jolson's life and career.
The boy sneaked into his first Broadway theater at 12
lived in a Catholic Boys Home (with Babe Ruth and
Bojangles Robinson), worked in burlesque at 14; the
man became a legend as one of the greatest enter
tainers in Broadway history No. 332...%8.95

FACING THE MUSIC: An Irreverent Close-up of the
Real Concert World. Henri Temianka. Introduction
by Yehudi Menuhin. lllus.

The American-based violinist and conductor.
founder of the California Chamber Symphony, casts
an experienced and sometimes caustic eye on
famous colleagues in the music world. A lighthearted
autobiography rich in anecdotes. No. 361. .. $6.95
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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 Hogan writes in his foreword. it is 2n

act of homage to a transcendent artist who for al
most four decades indirectly and impersonally
brought aesthetic fulfilfment 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

BRAHMS: A CRITCIAL STUDY. Burnett james.

Burnett James, moreover. has not written the
usual dates-and-places biography, but rather a
oosely biographical exegesis on Brahms's life and
music ... The book is highly discursive. for James
ikes to make analogies and to conjure up ydeas: we
range from the composer to such figures as Freud.
Hemingway. Sibelius, and back.”—Patrick Smith
HIGH FIDELITY/MUSICAL AMERICA

No. 333 ... $10.00

DANCING ON THE SEATS. Andrew H. Meyer.

A wise and even witty book on the ins and outs
of producing concerts on a college campus, covering
such matters as choosing and negotiating with artists,
their agents, and their managers; promoting the
concert; setting up the hall properly on the night of
the concert. The author, former president of a college
concert promotional firm, deals primarily with rock
concerts, but his information applies to other types
as well. A valuable handbook for every new college
concert chairman. No. 342 ...$6.95

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 anc i & Al ¢
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

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 dis-
cography ever undertaken by any magazine. apprais

Music Listeners’ Book Service, Dept. HW

I enclose check or money order for §

CITY, STATE & 2IP

HIGH FIDELITY, 2160 Patterson Street, Cincinnati, Ohio 45214

indicated by the circled numbers below. (No cash, No C.0.D.s, please).
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ing 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

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 indispen-
sable reference book. 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 material in
this new edition. 544 pages. 180 pages of appendices
(Federal and International laws, statutes. contracts.
applications, agreements, etc.) No. 287 ... $15.00

TARZAN OF THE APES. Drawings by Burne Hogarth.
(122 pages full color). Text by Edgar Rice Burroughs.
Introduction by Maurice Horn.

In the past decade, the international art world has
discovered the comic strip as a significant contempo.
rary art form. Horn documents in his learned intro-
duction the worldwide influence of Hogarth, named
by French critics the “Michelangelo of the comic
strip.

Now Hogarth presents a new pictorial version of
the novel that inspired the original comic strip—com-
pletely redrawn for this handsome volume. A fascinat-
ing book and a marvelous gift for any generation

No. 2104 ... $9.95

SCHUBERT: THE FINAL YEARS. John Reed.

For the more-than-casual Schubert fancier, this
book explores, in readable manner, the stylistic
development of the composer’s work during the last
three years of his life. The author's startling case for
dating the Great C Major Symphony in 1826 rather
than in the last year of Schubert’s life is provoca
tive and convincing. No. 351 ... $15.00

LETTERS OF RICHARD WAGNER:

THE BAYREUTH LETTERS. Trans. & Edit. by Caroline
V. Kerr. Reprint of 1912 ed. with new index prep. for
'72 ed.

Wagner laid the foundation stone of the Bayreuth
festival theater in 1872. In this centennial edition are
the deeds, words, and persons involved in its realiza
tion No. 2116 . .. $10.50

Please send me, postpaid, the books

352 332 361 2910

2104 351 2116
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the music
savers.

Click! Another scratch in Sgt. Pepper
that wasn’t there betore. Pop! Another one
right in the middle of the Moody Blues. Crackle!
Even with plastic jackets and cleaning gadgets and static removers, a few new noises
seem to appear every time vou put one of your records on “he turntable.

If vou'd like to end all that, take a look at the music savers—TEAC professional
quality stereo cassette decks with built-in Dolby* These skillfully engineered and carefully
crafted TEAC Tape Decks enable vou to permanently record vour valued albums on
convenient cassettes. Capture all of their sound purity for years to ccme, no matter how
often vou listen to them. And they’ll always be reproduced with
the accuracy and full-range fidelity that have made TEAC e e
professional quality stereo cassette decks the best-selling b’ e
music savers in America.

Stop the clicks, crackles and pops. Add the easy-
handling convenience of cassettes and the
professional performance of TEAC to your sound
svstem, all backed by TEAC's exclusive two-year
Warranty ot Contidence**

It could be the nicest thing vou’ll
ever do for your music.

The leader. Ahvays has baot
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Vladimir Horowitz—the

“Tornado from the Steppes”—in the
mid-1920s at about the time his

recording career began.

Viadimir Horowitz

From piano rolls to stereo, they span nearly half a century.

‘The
Recordings of

EVER SINCE HIS debut in Kharkov, Russia in 1922,
Vladimir Horowitz has been looked upon' as one of
the most remarkable pianistic phenomena of his
time. Perhaps of all time. This opinion has been
voiced by critics, colleagues, and audiences
throughout the world for five decades and is testi-
mony to the important place his name will have for
future historians examining pianism in the
twentieth century. Fortunately, Horowitz’s artistry
has been—and is still being—preserved for future
generations on recordings.

Since he has now completed his recording con-
tract with Columbia Masterworks it seems appro-
priate to gather together and examine the totality
of his commercial releases in order to give us a
clearer perspective of his recorded output. I also
hope that it will serve as a guide for those interested
in this pianist’s lesser-known recordings but who
have been discouraged by their lack of knowledge
of just what has existed in the past. A compilation

by Caine Alder




at this time on Horowitz carries with it added inter-
est since it is still in the process of creation with
some of this pianist’s finest achievements on
recordings appearing in recent years.

Vladimir Horowitz was twenty-two years old
when he made his first recorded performances for
Welte during the season of 1926-27. The location
was a rented castle on the Rhine, and even though
the young “Tornado from the Steppes™ was still
more than a year away from his spectacular debut
in America his fame in Russia and most of the
countries of Europe was well secured. He recorded
only five works for Welte utilizing a mechanical
system of reproduction that many, including Horo-
witz, feel leaves much to be desired, particularly so
far as authentic interpretation is concerned; still we
should be grateful for their having been made since
they are all we have of the young Russian’s artistry
before he came to this country.

The Horowitz debut in Carnegie Hall must
surely remain one of the greatest of all time, and
even now when some new star of the keyboard ar-
rives on our shores critics often compare his debut
with the first appearance of Horowitz over forty-
five years ago. After the nitial performance of
Tchaikovsky’s First Piano Concerto on January 12,
1928, with Sir Thomas Beecham and the New York
Philharmonic Orchestra, the pianist made sixteen
appearances in eastern cities before returning to
Carnegie Hall on February 20 for his first New
York solo recital. No doubt there were many
(recording scouts among them). who must have felt
that it simply wouldn’t be possible for the young pi-
anist to sustain the success and excitement of his
first appearance and that after the newness had
worn off he would be just another pianist who
would visit America from time to time. The au-
dience attending this second appearance was one of
awesome distinction and included all the major pi-
anists of the day from Josef Hofmann and Sergei
Rachmaninoff on down. The program was Bach’s
C major Organ Toccata. arranged by Busoni, two
Scarlatti sonatas, the Liszt B minor Sonata and a
Chopin group ending with the A flat Polonaise, and
Horowitz if anything created even more of a furor
than that of the orchestral appearance six weeks
earlier. Encore followed encore and still the capac-
ity audience refused to leave the hall. Only when
the houselights were turned on and the piano’s lid
was closed did people reluctantly begin to move
toward the exits. This scene was to become a famil-
1ar one for Horowitz appearances. and the demand
for his concerts became all but unprecedented.

Vladimir Horowitz was now the talk of the town.
Recording executives rushed in with contracts in
hand hoping to capitalize on the sensation that he
was creating, and the young pianist suddenly found
himself making paper player rolls tor Duo Art ir
New York, and shellac phonograph recordings—
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utilizing the new electronic process—for the Victor
Company in Camden, New Jersey. Horowitz re-
corded only seven compositions tor Duo Art; with
the decline in the popularity of the player piano,
recording on paper rolls soon gave way completely
to phonograph reproduction. What makes the pi-
ano rolls important (even though Horowitz again
feels that they are not valid reproductions of his
art) is that of the total of twelve compositions he re-
corded for Welte and Duo Art, eight have never
subsequently been recorded by him and apparently
have not been in the Horowitz repertory for many
years.

The contract with Victor proved to be much
more lasting, and between the studios in Camden
and those of Victor’s affiliate in London (HMV) the
association lasted until 1962. a period of thirty-four
years. Horowitz made Fis first recording before the
Victor microphones on March 26, 1928, and played
one of the blockbusters he’d given as one of many
encores at his New York recital appearance just
five weeks before: the pianist’s own arrangement of
themes from Bizet’s Carmen, which subsequently
became almost inseparably linked with Horowitz’s
name and fame. To date he has recorded it three
times in differing versions each separated by a
twenty-year interval.

The Crash of 1929 notwithstanding, Horowitz
continued to record for Victor through the late
1920s and early *30s, tut therezfter all recordings
were made in the HMV studios in London. For-
tunately there was a good deal of recording activity
(for those days) on the part of ths pianist for HMV,
particularly the year 1932 when nine works were
preserved for posterity. including his now famous
interpretation of Liszt’s B minor Sonata. As we
look back toward the first half of the 1930s it seems
all the more important now than it did then that
these stampers were cut, no onz at the time fore-
seeing that complications following an appendec-
tomy would usher in the pianist’s first period of re-
tirement. The last record he made before his illness
was of Chopin’s Fourth Scherzo. recorded on
March 9, 1936, in London. So far as recordings
were concerned, the retirement would span the
next four years.

As the fall of 1939 approached and war en-
veloped Europe. Horowitz, largely as the result of
constant urgings by Rachmaninoff and Arturo Tos-
canini, his father-in-law, returned to the concert
stage and resumed his career in Switzerland, Paris,
and London. In what would be his last concert in
Europe for another iwelve years Horowitz ap-
peared with Toscanini at the Lucerne Festival on
August 29, 1939, the very eve of World War I1. He
was thirty-five and he seemed in many ways a more
settled individual, having had over three years to

Cuine Alder teaches piano in Salt Lake City and is an avid
collector and scholar of piuno recordings.
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landmark recordings of works by, among

50

Horowitz's thirty-four-year
association with RCA resulted in

others, Beethoven, Liszt, Prokofiev,
and his own transcriptions.

rest and simply think about music without combat-
ing the rigors of a schedule that had become so hor-
rendous as to include nearly 100 appearances in
1935.

A greater surety and repose was evident in Horo-
witz’s playing in his 1940 recording of Brahms’s
Second Piano Concerto with Toscanini and the
NBC Svmphony Orchestra. It was the first record-
ng he had made in America in ten years. and its

appearance was greeted with a great deal of

warmth and enthusiasm on the part ot public and
crities alike. Its success paved the way tor the sec-
ond release made almost exactly a year later
May 1941, and again involved the talents of son-
and father-in-law in a tamous item of the Horowitz
repertoire. the Tehaikovsky Concerto No. 1. in B
flat minor. Its performance put an end to specula-
tion that the pianist may have lost some of his fire
and excitement during hns sabbatical from the con-
cert platform.

With the onset of the war and the great shortage
of materials most recording activity came 1o an
abrupt halt. and from 1941 to 1945 the pianist re-
corded onlyv four works. one a public performance
he had given in Carnegie Hall,

Butitdidn'take long after the end of the war for
the resumption of record making, and from 1945
through the tirst years of the 1950s the Horowitz
discographyv showed marked increases. One must
remember that this was still the pre-LP era. and 1t
was much more risky and expensive to record the
more lengthy items of the piano repertoire. None-
theless we have such works as Prokofiev’s Seventh
Sonata. Kabalevsky's Third. Beethoven's Moon-
light and Mussorgsky’s Pictures at an Exhibition
coming oul in sets containing as many as four 78

rpm records. For a brief period in the beginning of
the 1950s RCA Victor manufactured three kinds of

recordings: 78 rpm shellacs. the smaller doughnut-
shaped 45 rpm discs made of unbreakable vinyl.

and the 12-inch LPs. The 45s offered a transition
from the heavy and breakable 78s. which by that
time had been in existence for nearly half a cen-
tury. Horowitz recorded a half dozen or so short
works for these 45 rpm releases while the larger
works. such as the sonatas by Chopin (No. 2) and
Barber. came out on the long-play discs.

The year 1953 marked the twenty-fifth anniver-
sary ot Horowitz’s debut in this country. and ap-
pearances in New York on January 12 and Febru-
ary 25 were booked 1o commemorate the occasion.
But the pianist had been touring constantly now for
thirteen seasons and the rigors of travel as well as
the nervous strain of always having to be “King of
Pianists™ was beginning to take its toll. It was for-
tunate that there was some historical significance 1o
these appearances and that Victor saw o it that they
were recorded. since the recitals would prove to be
his last public appearances for another twelve
years. February 1953 then begins his second retire-
ment period. a time which would bring about not
only a halt to his public appearances but also a
change in the direction of his recorded repertoire.

From 1940 on there had been increasing de-
mands on Horowitz the virtuoso, and in 1941 he
made his second transcription, his arrangement ol
Saint-Saéns’s Danse macabre. Four years later, in
1945, there was his piano version ot Sousa’s Siars
and Stripes Forever, 10 celebrate the ending of the
Second World War. and as audiences and man-
agers demanded more and more there appeared his
Wedding March Variations in 1947, the Rakoczy
March in 1949_and tinally his elaboration of Liszts
already overworked and tamous Second Hun-
gurian Rhapsody in 1952, At this time he was also
introducing a large amount of modern literature to
American audiences with performances and
recordings of the smaller works as well as sonatas
by Prokotiev. Kabalevsky, and Barber. Now even
though the public rushed to his concerts—and it was
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a rare house that wasn’t sold out—some critics were
beginning to look at him as merely a juggler or
stunt man who had abandoned the musical, lyrical
side of his art. Horowitz for some time had been
having these thoughts himself but seemed to feel
trapped in a situation that had crept up on him
gradually and which had apparently gotten beyond
his control; thus once again a complete break with
the past was deemed a necessary solution that
would remedy a number of problems at the same
time. Horowitz would once again take to the stage
in 1965, but 1953 marked the end to a rather large
portion of his repertoire that consisted primarily of
contemporary works as well as his transcendental
arrangements. For the first nine or ten months of
his retirement he saw virtually no one and even re-
fused to leave his home. There was little musical ac-
tivity of any kind at first as he attempted to recover
physically and psychologically from the strains he
had been subjecting himself to for over thirteen
consecutive seasons. But as the spring of 1954 ap-
proached, Horowitz began to explore the sonatas of
Clementi in editions that his wife, Wanda, had just
brought back from Italy. At this point the pianist
felt that he had to retrace his journey to the classics
and Clementi would be a good place to begin. With
the pianist still refusing to leave his home it was
necessary for RCA engineers to go to him, and con-
sequently he recorded the three Clement works in
his own living room on a concert grand Steinway
that the famous piano firm had given him as a wed-
ding present in 1933.

Having completed his first album, during what
was originally intended to be a year’s vacation from
the stage, plans were now set in motion for an all-
Scriabin album to be made later that fall, again at
the Horowitz household. There would be one more
disc made in this fashion the following year in 1955
but this time it was of more popular repertoire:
Beethoven’s Wuldsiein and a re-recording of the
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In 1962, Horowitz, here with
Goddard Ligberson, then president of
Columbia Records, switched his
unabated recording activities

to the Columbia label.

Moonlighi. Horowitz had been away from his pub-
lic for over three seasons, and Victor seems (o have
wanted to make up for any momentum lost by at
least recording music more familiar to the public,
especially since there was now only one record per
year coming from the Horowitz piano.

The pianist was a little disappointed in the sound
of these recordings made in his home, and in 1956
the recording sessions for his all-Chopin disc were
moved to the stage of Carnegie Hall. For the next
two years there was no recording activity of any
kind. and as the Horowitz sabbatical moved into its
sixth year. there appeared little interest in the mak-
ing of recordings, on the part of either the company
or the pianist.

Finally, sometime in 1959 the first Horowitz
stereo album was produced with performances of
Beethoven’s Op. 10, No. 3 and Appassionata Sona-
tas in what proved to be the last disc he made for
RCA Victor. Horowitz seemed displeased with the
kind of repertoire he was being requested to record.
and Victor seemed equally discontent that their
former star was no longer bolstering record sales as
a traveling virtuoso who conquered large audiences
in many cities. Again something had to give, and it
did in 1962 when the pianist’s contract with Victor
was up for renewal and he decided to switch 1o Co-
lumbia Masterworks

For three years now there had been no new
recordings, and a virtual blackout existed on any
publicity concerning his activities. With the change
in companies there suddenly appeared stories
headlined “Horowitz to Play Again.” “Master’s Re-
turn,” “The Return of Vladimir Horowitz.™ A great
deal of interest was generated by speculation about
not only the pianist’s present capabilities but also
about what he would be programming for his ini-
tial Columbia release. The sessions with the new
company took place in April and May of 1962 with
a release date scheduled for later that fall. For rep-
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Horowitz's record of Kreisleriana won, among other
honors, a 1971 HIGH FIDELITY/Montreux International Rec-
ord Award, presented here by HF editor Leonard Marcus.

ertoire Horowitz sclected works by Chopin. Schu-
mann. and Rachmaninotl as well as an anxiously
awaited new transcription. that of Liszt’s Nine-
teenth Hungarian Rhapsody. The disc was highly
acclaimed and appeared on the best-seller lists tor
many months.

As it turned out. three more studio-made record-
ings would be released betore Horowitz's historic
return to public performances in 1965; on these
discs would be works by Schumann. Scriabin, Scar-
latti, Chopin. Debussy. and others that not only ot-
fered a wide variety ot interest but scemed to have a
great compatibility with Horowitz’s own musical
mnterests and emotional temperament.

The pianist’s return to the stage in 1965 initiated
four years in which his sole record releases would
be trom his public appearances. primarily in New
York. This resulted largely from one of the things
that Horowitz says most prompted him to go betore
the public again: He was tired of playing only tor
liteless microphones in recording studios. So tor
tour years he successtully combined the two, mak-
ing records while playing in public, resutting in live
performances of works trom Bach-Busoni to Liszt
10 Scriabin. The sound is not always pertect, and
the listener can casily detect audience noises in the
background (not to mention the applause), but the
performances remain very important documents of
a great pianist playing betore an obviously mes-
merized group of followers. Present also is the
spontaneity and excitement that have become
characteristic of’ his appearances since the incep-
tion of his career.

In the fall of 1969 Horowitz again abandoned
public appearances in tavor ot the recording studio,
and since that time Columbia has released his
multi-prize-winning pertormance ot Schumann’s
Kreisleriana and an all-Chopin recording—which

won the most recent Grammy Award—that fea-
tures among others a work new to the Horowiiz
Chopin discography: the Introduction and Rondo,
Op. 16. In fact during the ¢leven years that Horo-
witz has been with Columbia all but two of his al-
bums have won Grammies, and one of the two.
Kreisleriana, won three Japanese awards as well as
the HigH FipeLity/Montreux International
Record Award. Still to be released by Columbia are
recordings of works by Beethoven. Schubert, and
Chopin as noted in the discography. [Sce also “Be-
hind the Scenes,” page 12.]

The most recent Horowitz recording to be re-
leased is the all-Scriabin disc which features a vari-
cly of the smaller works, the Vers lu flumme, and a
repressing ot the Tenth Sonata taken from a recital
played before a few friends in Carnegiec Hall on
November 9. 1965 (it was the evening of the Big
Blackout along the castern seaboard and the pian-
ist had to complete the concert with the help of a
flashlight held by an usher), which was first relcased
in 1967.

At age sixty-nine there is one thing still certain:
Horowitz remains in top form musically and tech-
nically. 1t is to be hoped that he will continue 10 en-
rich the recorded piano repertoire with even more
frequency since there are still many works he has
pertormed throughout his career that remain to
find their way onto recordings: Bach's C minor
Toccata and the F minor Prelude and Fugue trom
Book [T of the WTC; Brahms’s E tlat Rhapsody and
Paganini Variations; Chopin’s Sccond Ballade,
Funtasie, Op. 49. and about seven of the ¢tudes (cs-
pecially Op. 25. Nos. 6, 10, and 11); five ¢tudes by
Debussy; Islamey by Balakirev; Liszt's St Francis
Walking on the Water and the Scherzo and March
(both in Horowitz arrangements): Rachmaninott’s
Pretude in E minor, Op. 32. No. 4. and Vuriations
on a Theme of Chopin; Scriabin’s Sixth Sonata and
Fantasie. Op. 28 (either of which could have re-
placed the all-Scriabin disc’s reissued Tenth Sonata
that, notwithstanding the great performance, is still
available on the “In Concert” album); and so on.

In the discography that tollows | have made no
attempt to get into the intricacies of serial and ma-
trix numbers or specific dates for record takes. All
100 often these items almost become ends in them-
selves, and | most gratefully leave them for future
historians of recording encyclopedias. The problem
of recording dates was difficult enough in the days
of 78-rpm recordings. but with the advent of long-
playing records. tape-recorded masters, and inge-
nious splicing engineers, the problem of assigning
exact dates for recorded performances becomes all
but insurmountable. And, | might add, no less so
for the “live” performances of Horowitz that were
released by Columbia in the last half of the "60s.

Duc to the limitations of space I have listed only
the presently available record number or, in the
case of out-of-print items. the last available record
number of a pariicular performance. &
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The Works and Their Albums

The principles of this listing are outlined in
the text. Only commercial recordings are
included; it would be impossible to track
down all the unauthorized recordings of
Horowitz performances, although such
“private’ issues as the 1936 Brahms D mi-
nor Concerto with the Concertgebouw Or-
chestra under Bruno Walter or the 1953
Tchaikovsky B minor Concerto with the
New York Philharmonic under George
Szell have become treasures of the under-
ground.

Each listing contains the date of record-
ing, followed by the label (Rca = RCA Vic-
tor, now RCA Red Seal; victR = RCA Vic-
trola; ANG = Angel; SERA = Seraphim; coL

Columbia) and number of the most re-
cent album on which the selection ap-
peared; then, in parentheses, the format of
that issue (78 = 78-rpm disc, never trans-
ferred to LP;, 45 = 45-rpm disc, never
transferred to LP; LP-M = mono LP; LP-S

stereo LP; LP-E = electronically re-
channeled LP). An asterisk indicates that
the record listed is out of print. Recordings
still in print are numbered. These numbers
provide a guide to the contents of each in-
print recording listed in **The Aibums and
Their Contents,” page 56

PIANO ROLLS

(The Superscopes are of course disc trans-
fers.)

BacH-BUSONI
(1) Toccata and Fugue, in D minor, S. 565.
1926-27: SUPERSCOPE KBI 4-A068 (LP-S)

BizET
Carmen Variations (arr. Horowitz). 1928:
DLO ART 7250-4

CHOPIN

Etude in E flat minor, Op. 10, No. 6. 1928
DUO ART 7287-4

Etude in C minor, Op. 25, No. 12. 1928: buo
ART 7287-4

(2) Mazurka No. 21, in C sharp minor, Op.
30, No. 4. 1926-27: SUPERSCOPE KBI 4-
ADB8 (LP-S)

HorOowITZ
Waltz in F miner. 1928: pLo ART 7360-3

Liszr

Fantasia on Two Motives from Mozart's
Marriage of Figaro (arr. Busoni)
1926-27: WELTE-MIGNON 4128

RACHMANINOFF

(3) Prelude in G, Op. 32, No. 5. 1926-27
SLUPERSCOPE KBl 4-A068 (LP-S)

(4) Preiude in G sharp minor, Op. 32, No.
12. 1926-27: SUPERSCOPE KBl 4-A068
(LP-S)

SAINT-SAENS
Danse macabre, Op. 40 (arr. Liszt). 1928
DUO ART A 108

SCHUBERT
Liebesbotschaft (arr. Liszt). 1928 O ART
7282-3

TCHAIKOVSKY
Dumka, Op. 59, No. 1 1928 JO ART
7281-4
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DISCS AND TAPES

BACH-BusONI

Nun freut euch, lieben Christen, S. 734.
1934 (May 6): ANG COLH 300 (LP-M)

Nun komm’ der Heiden Heiland, S. 599.
1947: Rca LM 1171 (LP-M)

(5) Toccata and Fugue, in C, S. 564. 1965
coL M2S 728 (LP-S).

BARBER

Sonata, Op. 26. 1950 (May 15): Rca LD 7021
(LP-M)

BEETHOVEN

(6) Concerto No. 5, in E flat, Op. 73 (Em-
peror). 1952—RCA Victor Symphony Or-
chestra, Fritz Reiner, cond.. vicTR VICS
1636 (LP-E).

(7) Sonata No. 7,in D, Op. 10, No. 3. 1959:
RCA LSC 2366 (LP-S)

(8) Sonata No. 8, in C minor, Op. 13 (Path-
etique). 1963 (Sept.—Nov.): coL MS 6541
(LP-S).

(9) Sonata No. 14, in C sharp minor, Op.
27, No. 2 (Moonlight). 1947: rca LM 1027
(LP-M)*. 1955: rca LM 2009 (LP-M).
1972 (fall): coL (LP-S—not yet released).

(10) Sonata No. 21, in C, Op. 53 (Wald-
stein). 1955: RCA LM 2009 (LP-M). 1972
(Dec.): coL (LP-S—not yet released).

(11) Sonata No. 23, in F minor, Op. 57 (Ap-
passionata). 1959: Rca LSC 2366 (LP-S).
1972 (fall): coL (LP-S—not yet released)

Variations (32) in C minor, G. 191. 1934
(May 6): ANG COLH 300 (LP-M)

Bizer

(12) Carmen Variations (arr. Horowitz)
1928 (Mar. 26): RCA LM 6074 (LP-M)
1947: RcA LM 1171 (LP-M)*. 1968: coL
MS 7106 (LP-S).

BRAHMS

Concerto No. 2, in B flat, Op. 83. 1940 (May
9)—NBC Symphony Orchestra, Arturo
Toscanini, cond.: RCA LCT 1025 (LP-M)

(13) Intermezzo in B flat minor, Op. 117,
No. 2. 1951 (Apr. 23): viCTR VICS 1649
(LP-E)

Sonata for Violin and Piano, No. 3, in D mi-
nor, Op. 108. 1950 (June 22)—Nathan
Milstein, violin: RCa LM 106 (LP-M)

(14) Walitz in A flat, Op. 39, No. 15. 1950
(Oct. 10): vicTR VICS 1649 (LP-E).

CHOPIN

(15) Andante Spianato and Grande Polo-
naise brillante, Op. 22. 1945: vicTR VIC
1605 (LP-M)

(16) Ballade No. 1, in G minor, Op. 23.
1947: victa VIC 1605 (LP-M). 1965: coL
M2S 728 (LP-S). 1968: coL MS 7106 (LP
S).

Ballade No. 3, in A flat, Op. 47. 1951: Rca
LM 1707 (LP-M)

Ballade No. 4, in F minor, Op. 52. 1951 RCA
LM 1707 (LP-M)

Barcarolle in F sharp minor, Op. 60. 1956
RCA LM 2137 (LP-M)

Etude in E, Op. 10, No. 3. 1951: RcA LM
1707 (LP-M)*. 1972 (Dec.): coL (LP-S—
not yet released)

(17) Etude in C sharp minor, Op. 10, No. 4.
1935 (June 2): aNg COLH 300 (LP-M)
1951: vicTR VIC 1605 (LP-M). 1973 (Feb
15): cot (LP-S—not yet released)

(18) Etude in G flat, Op. 10, No. 5. 1935

54

(June 2): aANG COLH 300 (LP-M)*. 1971
(spring): coL M 30643 (LP-S).

(19) Etude in F, Op. 10, No. 8. 1932 (Nov.
15): ANG COLH 300 (LP-M)*. 1965: coL
M2S 728 (LP-S)

(20) Etudein C minor, Op. 10, No. 12 (Rev-
olutionary). 1963 (Sept.-Nov.): coL MS
6541 (LP-S). 1972 (Dec.): coL (LP-S—not
yet released).

Etude in F, Op. 25, No. 3. 1935 (June):
PATHE C061-01902 (LP-M, import; first re-
leased in 1972, not issued in U.S.).

(21) Etude in C sharp minor, Op. 25, No. 7.
1963 (Sept.-Nov.): coL MS 6541 (LP-S).
(22) Impromptu No. 1, in A flat, Op. 29.
1951: viCTR VIC 1605 (LP-M). 1972-73:

CoL (LP-S—not yet released).

(23) Introduction and Rondo, in E flat, Op.
16. 1971 (Apr. 7): coL M 30643 (LP-S).
(24) Mazurka No. 7, in F minor, Op. 7, No.

3. 1932 (Nov. 15): ang COLH 300 (LP-
M)*.1947 (Dec. 22): vICTR VICS 1649 (LP-
E). 1973 (Feb. 15): coL (LP-S—not yet re-

leased).

(25) Mazurka No. 13, in A minor, Op. 17,
No.4.1971 (May 4): coL M 30643 (LP-S).

Mazurka No. 17, in B flat minor, Op. 24, No.
4. 1951 (Mar. 5): rca LM 1957 (LP-M)*
1973 (Feb. 8). coL (LP-S—not yet re-
leased).

Mazurka No. 20, in D flat, Op. 30, No. 3.
1950: rCca LM 1109 (LP-M)*. 1973 (Feb.
8): coL (LP-S—not yet released).

(26) Mazurka No. 21, in C sharp minor, Op.
30, No. 4. 1928 (Mar. 26): rRca LM 2993
(LP-M). 1950: rRCA LM 1109 (LP-M)*
1965: coL M2S 728 (LP-S).

Mazurka No. 23, in D, Op. 33, No. 2. 1973
(Feb. 15): coL (LP-S—not yet released).
(27) Mazurka No. 25, in B minor, Op. 33,

No. 4. 1966: coL M2S 757 (LP-S).

Mazurka No. 26, in C sharp minor, Op. 41,
No. 1. 1950: Rca LM 1109 (LP-M)*

Mazurka No. 27, in E minor, Op. 41, No. 2.
1933 (May 29): aNG COLH 300 (LP-M)*
1973 (Feb. 15). coL (LP-S—not yet re-
leased).

(28) Mazurka No. 32, in C sharp minor, Op.
50, No. 3. 1935 (June 2): SERA 60207 (LP-
M). 1950: vicTR VIC 1605 (LP-M). 1973
(Feb. 15): coL (LP-S—not yet released).

Mazurka No. 38, in F sharp minor, Op. 59,
No. 3. 1950: rca LM 1109 (LP-M)*. 1973
(Feb. 15): coL (LP-S—not yet released).

Mazurka No. 40, in F minor, Op. 63, No. 2
1950: RCA LM 1109 (LP-M)*

Mazurka No. 41, in C sharp minor, Op. 63,
No. 3. 1950: rca LM 1109 (LP-M)*. 1971
(Apr. 14): coL (LP-S—not yet released).

(29) Nocturne No. 2, in E flat, Op. 9, No. 2.
1956: viCTR VIC 1605 (LP-M).

Nocturne No. 3,in B, Op. 9, No. 3. 1956: Rca
LM 2137 (LP-M)*

Nocturne No. 4, in F, Op. 15, No. 1. 1956:
RCA LM 2137 (LP-M)*.

(30) Nocturne No. 5, in F sharp, Op. 15,
No. 2. 1947 (May 19): viCTR VICS 1648
(LP-E).

Nocturne No. 7, in C sharp minor, Op. 27,
No. 1. 1956: RcA LM 2137 (LP-M)*

(31) Nocturne No. 15, in F minor, Op. 55,
No. 1. 1951: rRca LM 1707 (LP-M)*. 1968:
coL MS 7106 (LP-S).

(32) Nocturne No. 19, in E minor, Op. 72,
No. 1. 1951: Rca LM 1707 (LP-M)*. 1953
(Feb. 25): vicTR VICS 1649 (LP-E). 1966:
coL M2S 757 (LP-S)

Polonaise No. 3, in A, Op. 40, No. 1 (Mili-

taire). 1972 (late): coL (LP-S—not yet re-
leased).

(33) Polonaise No. 5, in F sharp minor, Op.
44.1968: coL MS 7106 (LP-S).

(34) Polonaise No. 6, in A flat, Op. 53.
1945: RCA LM 1137 (LP-M)*. 1971
(spring): coL M 30643 (LP-S).

(35) Polonaise No. 7, in A flat, Op. 61
(Polonaise-Fantaisie). 1951 (Apr. 23):
RCA LM 1957 (LP-M)*. 1966: coL M 30643
(LP-S).

Prelude in B minor, Op. 28, No. 6. 1972
(May 4): coL (LP-S—not yet released).
(36) Scherzo No. 1, in B minor, Op. 20.
1951: vicTR VIC 1605 (LP-M). 1953 (Feb.
25): RcA LM 6014 (LP-M). 1963 (Sept.-

Nov.): coL MS 6541 (LP-S).

Scherzo No. 2, in B flat minor, Op. 31.1956:
RCA LM 2137 (LP-M)*

Scherzo No. 3, in C sharp minor, Op. 39.
1956: RCA LM 2137 (LP-M)*

Scherzo No. 4, in E, Op. 54. 1936 (Mar. 9):
ANG COLH 300 (LP-M)*.

(37) Sonata No. 2, in B flat minor, Op. 35.
1950 (May 13): RCA LM 1235 (LP-M).
1962 (Apr.-May): coL KS 6371 (LP-S).

(38) Waltz No. 3, in A minor, Op. 34, No. 2
(Grande Valse brillante). 1945: rca LM
1137 (LP-M)*. 1953 (Feb. 25): Rca LM
6014 (LP-M). 1971 (spring): coL M 30643
(LP-S).

(39) Waltz No. 7, in C sharp minor, Op. 64
No. 2. 1946 (Nov. 29): vicTr VIC 1605 (LP-
M). 1972 (late): coL (LP-S—not yet re-
leased).

CLEMENT!

(40) Sonata in F minor, Op. 14, No. 3.1954
(spring): RCA LM 1902 (LP-M)

(41) Sonatain F sharp minor, Op. 26, No. 2.
1954 (spring): RCA LM 1902 (LP-M)

(42) Sonata in G minor, Op. 34, No. 2. 1954
(spring): RCA LM 1902 (LP-M)

Sonata in B flat, Op. 47, No. 2: Rondo only.
1950 (May 17): Rca LD 7021 (LP-M)

HiG11 FIDEL1ITY MAGAZINE



CZERNY
Variations on La Ricordanza, Op. 33. 1944:
Rca LD 7021 (LP-M)*

DeBuUsSY

(43) Children’s Corner: No. 3, Serenade for
the Doll. 1928 (Mar. 26): RcA LM 2993
(LP-M). 1947: Rca LM 1171 (LP-M)*
1953 (Feb. 25): RCA LM 6014 (LP-M).
1965: coL M2S 728 (LP-S).

Etude No. 11, Pour les arpéges COmposeés.
1934 (May 6): ANG COLH 300 (LP-M)*

(44) L'tsle joyeuse. 1966: coL M2S 757 (LP-

S).

(45))Préludes. Book I!: No. 4, Les Fées sont
d'exquises danseuses. 1963 (Sept.-Nov.):
coL MS 6541 (LP-S).

(46) Préludes, Book lI: No. 5, Bruyéres.
1963 (Sept.-Nov.): coL MS 6541 (LP-S).
(47) Préludes, Book lI: No. 6, General La-
vine. 1963 (Sept.-Nov.): CoL MS 6541 (LP-

S).

DOHNANYI
(48) Etude No. 6, in F minor (Capriccio).
1928 (Dec. 4): RCA LM 2993 (LP-M).

HAYDN

(49) Sonata No. 23, in F. 1966: coL M2S 757
(LP-S).

(50) Sonata No. 52, in E flat. 1934-35: SERA
60063 (LP-M). 1951 (Apr. 23): RCA LM
1957 (LP-M)*

HOROWITZ
(51) Danse eccentrique. 1930 (Mar. 4): RCA
LM 2993 (LP-M).

KABALEVSKY
(52) Sonata No. 3,in F, Op. 46. 1947 (Dec.
22): RCA LM 2993 (LP-M).

Liszr

(53) Années de pélerinage, Switzerland (1):
No. 4, Au bord d'une source. 1947: RCA
LM 1235 (LP-M) or LM 2584 (LP-M).

(54) Années de pelerinage, Switzerland ):
No. 6, Vallée d'Obermann. 1966. coL
M2S 757 (LP-S).

(55) Années de pélerinage, ltaly (I1): No. 5,
Sonetto del Petrarca No. 104. 1949: RCA
LM 2584 (LP-M).

(56) Harmonies poétiques et religieuses:
No. 7, Funérailles. 1932 (Nov.): SERA
60114 (LP-M). 1950 (Dec. 29): RCA LM
2584 (LP-M) or viCTR VICS 1649 (LP-E).

(57) Hungarian Rhapsody No. 2 (arr. Horo-
witz). 1953 (Feb. 25): RCA LM 6014 (LP-
M) or LM 2584 (LP-M).

(58) Hungarian Rhapsody No. 6. 1947: RCA
LM 1235 (LP-M) or LM 2584 (LP-M).

(59) Hungarian Rhapsody No. 15 (Rakoczy
March; arr. Horowitz). 1949: Rca LM
2584 (LP-M).

(60) Hungarian Rhapsody No. 19 (arr. Hor-
owitz). 1962 (Apr.-May): coL KS 6371
(LP-S).

(61) Paganini Etude No. 2, in E fiat (arr.
Busoni). 1930 (Mar. 4): RCA LM 2993 (LP-
M)

(62) Sonata in B minor. 1932 (Nov.): SERA
60114 (LP-M).

(63) Valse oubliée, No. 1. 1928 (Dec. 4): RCA
1455 (78)*. 1950 (Dec. 29): RCA LM 2584
(LP-M) or viCTR VICS 1649 (LP-E).

MENDELSSOHN
Songs Without Words: No. 25, May

JuLy 1973

Breezes, Cp. 62, No. 1. 1947: Rca ERA 59
(45)*.

(64) Songs Without Words: No. 30, Spring
Song, Op. 62. No. 6. 1946 (Oct. 29): VICTR
VICS 1649 (LP-E).

(65) Songs Without Words: No. 35, Shep-
herd's Complaint, Op. 67, No. 5. 1946
(Oct. 29): vicTR VICS 1649 (LP-E).

(66) Songs Without Words: No. 40, Elegy,
Op. 85, No. 4. 1946 (Oct. 29): vICTR VICS
1649 (LP-E).

Variations sérieuses, in D minor, Op. 54.
1946: RcA LVT 1043 (LP-M)*

Wedding March (arr. Liszt and Horowitz).
1946: Rca LVT 1043 (LP-M)*

MOSZKOWSKI

Etincelles, Op. 36, No. 6. 1951 (Apr. 23):
RCA LM 1957 (LP-M)*

Etude in F, Op. 72, No. 6. 1950: Rca ERA 59
(45)*.

(67) Etude in A flat, Op. 72, No. 11. 1950:
RCA LD 7021 (LP-M; first released in
1963)*. 1965: coL M2S (LP-S).

MOZART

(68) Sonata No. 11, in A, K. 331. 1947—
Rondo alla turca only: RcA LM 1171 (LP-
M)*. 1966: coL M2S 757 (LP-S).

Sonata No. 12, in F, K. 332. 1947: Rca LD
7021 (LP-M)*

MUSSORGSKY-HOROWITZ

By the water. 1947: RCA LM 1171 (LP-M)*

(69) Pictures atan Exhibition. 1647: RCA LM
1014 (LF-M)*. 1951: (Apr. 23): RCA LM
2357 (LP-M) or LSC 3278 (LP-E).

POULENC

Pastourelle. 1932 (Nov. 11): anG COLH 300
(LP-M)*

Presto in B flat. 1947: rCca 12-0428 (78)*

Toccata. 1932 (Nov. 11): ang COLH 300
(LP-M)*.

PROKOFIEV

(70) Sonata No. 7, in B flat, Op. 83. 1945
(Sept. 22): rca LD 7021 (LP-M)*. 1953
(Feb. 25)—third movement only: RCA LM
6014 (LP-M)

Toccata, Op. 11. 1947 (Nov. 1) Rca LM
1171 (LP-M)*

RACHMANIMOFF

(71) Concerto No. 3, in D minor, Op. 30.
1930—London Symphony Orchestra, Al-
bert Coates, cond.: SerRA 60063 (LP-M).
1951 (May 10)—RCA Victor Symphony
Orchestra, Fritz Reiner, cond.: RCA LM
1178 (LP-M)*

(72) Etude Tableau in C, Op. 33, No. 2.
1962 (Apr.-May): coL KS €371 (LP-S).
1967: coL M 30464 (LP-S)

(73) Etude Tableau in C sharp minor, Op.
33, No. 6. 1967: coL M 30464 (LP-S).
(74) Etude Tableau in E tlat minor, Op. 39,
No. 5. 1962 (Apr.-M:1y)" 0L KS 6371 (LP-

S)

(75) Etude Tablea.. ‘n D, Op. 39, No. 9.
1967: coL M 30464 (LP-S)

(76) Moment musical, in B minor, Op. 16,
No. 3. 1968: coL M 30464 (LP-S).

Prelude in G minor, Op. 23, No. 5. 1930: RCA
M 117 (78)°

(77) Prelude in G sharp minor, Op. 32, No.
12. 1968: coL M 30464 (LP-S).

(78) Sonata No. 2, in B flat minor, Op. 36.
1968: coL M 30464 (LP-S)

RiMSuY-KORSAKOV

Flight of the Bumblebee (arr. Rachmani-
noff). 1932 (Nov.): paTHE C061-01902
(LP-M, import; first released in 1972, never
issued in U.S.).

SAINT-SAENS
Danse macabre, Op. 40 (arr. Liszt and Hor-
owitz). 1942: 3ca LD 7021 (LP-M)*.

ScaRrLaTTl, D.

(79) Capriccio, L. 375 (arr. Tausig). 1928:
(Apr. 2): RCA LM 2993 (LP-M).

(80) Sonata in E, L. 21. 1964: coL MS 6658
(LF-S).

(81) Sonata in E minor, L. 22. 1964: coL MS
6658 (LP-S).

(82) Sonatain E, L. 23. 1948: RCA MO 1262
(78)*. 1951 (Apr. 23): RCA LM 1957 (LP-
M)*. 1968: caL MS 7106 (LP-S).

SonatainE, L.25.1948: RcaMO 1262 (78)*.

Sonata in B minor, L. 33. 1935 (June 2): ANG
COLH 300 (LP-M)*. 1948: Rca MO 1262
(78)°

(83) Sonatain Fminor, L. 118. 1964: coLMS
6658 (LP-S)

(84) Sonatain D, L. 164. 1964: COL MS 6658
(LP-S).

(85) Sonatain F minor, L. 187.1964: coL MS
6658 (LP-S).

(86) Sonata in F, L. 188. 1964: coL MS 6658
(LP-S).

(87) Sonata in = flat, L. 203. 1964: coL MS
6658 (LP-S).

(88) Sonatain G, L. 209. 1948: Rca MO 1262
(78)*. 1962 (Nov.-Dec.): coL MS 6411
(LP-S).

(89) Sonata in A minor, L. 241. 1964: coL
M 6658 (LP-S).

(90) Sonata in G, L. 335. 1968: cOL MS 7106
(LP-S)

(91) Sonata in G, L. 349. 1964: COLMS 6658
(LP-S).

(92) Sonatain A, L. 391.1964: coL MS 6658
(LP-S).

(93)Sonatain D, L.424. 1964: coL MS 6658
(LP-S).

(94)SonatainE, L. 430. 1948: Rca MO 1262
(78)". 1962 (Nov.-Dec.): coL MS 6411
(LP-S).

(95) SonatainD, L. 465. 1964: coL MS 6658
(LP-S).

(96) Sonatain A, L. 483. 1948: Rca MO 1262
(78)*. 1962 (Nov.-Dec.): coL MS 6411
(LP-S).

Sonata in G, L. 487. 1935 (June 2): ANG
COLH 300 (LP-M)*

SCHUBERT

Impromptu in E flat, Op. 90, No. 2. 1973
(Jan.): cot (LP-S—not yet released).

(97) Impromptu in G, Op. 90, No. 3. 1953
(Jan. 4): vicTR VICS 1649 (LP-E; first re-
leased in 1972). 1962 (Nov.-Dec.): coLMS
€411 (LP-S;.

Impromptu in A flat, Op. 90, No. 4. 1973
(Jan.): coL {LP-S—not yet released)

Impromptu in F minor, Op. 142, No. 1.1973
(Jan.): coL (LP-S—not yet released).

Impromptu in A flat, Op. 142, No. 2. 1973
(Jan.): coL {LP-S—not yet released).

(98) Sonata ir Bflat, D. 960. 1953 (Feb. 25):
RCA LM 6014 (LP-M)

SCHUMANN

(99) Arabeskz, Op. 18. 1933 (May): SERA
60114 (LP-M). 1962 (Apr.-May): coL KS
6371 (LP-S). 1968: coL MS 7106 (LP-S)

55



(100) Blumenstick, Op. 19. 1966: coL M2S
757 (LP-S).

(101) Fantasiesticke, Op. 12: No. 7, Trau-
meswirren. 1932 (Nov.): SERA 60114 (LP-
M)

(102) Fantasy in C, Op. 17. 1965: coL M2S
728 (LP-S).

(103) Kinderszenen, Op. 15. 1950: Rca LM
1109 (LP-M)*. 1962 (Nov.-Dec.): coL MS
6411 (LP-S).

(104) Kinderszenen, Op. 15: No. 7, Trau-
merei. 1947: RCALM 1171 (LP-M)*. 1950:
vICTR VICS 1649 (LP-E; from 1950 com-
plete set). 1965: coL M2S 728 (LP-S).
1968: coL MS 7106 (LP-S)

(105) Kreisleriana, Op. 16. 1969: coL MS
7264 (LP-S).

(106) Presto passionata. 1932 (Nov.): SERA
60114 (LP-M).

(107) Toccatain C, Op. 7. 1934 (May): SERA
60114 (LP-M,; first released in 1963). 1962
(Nov.-Dec.): coL MS 6411 (LP-S).

(108) Vvariations on a Theme by Clara
Wieck, Op. 14. 1951 (Mar. 5). RCA LM
1957 (LP-M)*. 1969: COLMS 7264 (LP-S).

SCRIABIN

(109) Etude in C sharp minor, Op. 2, No. 1.
1950 (May 17): Rca 49-3303 (45)*. 1962
(Nov.-Dec.): coL MS 6411 (LP-S). 1965
CoL M2S 728 (LP-S).

(110) Etude in F sharp minor, Op. 8, No. 2.
1972 (spring): coL M 31620 (LP-S).

(111) Etude in B flat minor, Op. 8, No. 7.
1953 (Feb. 25): RCA LM 6014 (LP-M)

(112) Etude in A flat, Op. 8, No. 8. 1972
(spring): coL M 31620 (LP-S).

(113) Etude in D flat, Op. 8, No. 10. 1972
(spring): coL M 31620 (LP-S).

(114) Etude in B flat minor, Op. 8, No. 11.
1972 (spring): coL M 31620 (LP-S)

(115) Etude in D sharp minor, Op. 8, No. 12.
1962 (Nov.-Dec.): coL MS 6411 (LP-S).
1968: coL MS 7106 (LP-S).

(116) Etude in F sharp, Op. 42, No. 3. 1972
(spring): coL M 31620 (LP-S).

(117) Etude in F sharp, Op. 42, No. 4. 1972
(spring): coL M 31620 (LP-S).

(118) Etude in C sharp minor, Op. 42, No. 5.
1953 (Feb. 25): rRca LM 6014 (LP-M).
1972 (spring): coL M 31620 (LP-S).

(119) Feuillet d’album, in E flat, Op. 45, No.
1. 1972 (sprirmg): coL M 31620 (LP-S)

(120) Poem in F sharp, Op. 32, No. 1. 1962
(Nov.-Dec.): coL MS 6411 (LP-S). 1965
coL M2S 728 (LP-S).

(121) Poems, Op. 69 (2). 1972 (spring): cCL
M 31620 (LP-S).

(122) Preludein C,Op. 11, No. 1. 1954 (fall):
RCA LM 2005 (LP-M).

(123) Prelude in G, Op. 11, No. 3. 1954
(fall): rRca LM 2005 (LP-M).

Prelude in D, Op. 11, No. 5. 1954 (fall): RCca
LM 1957 (LP-M)*

(124) Preludein E, Op. 11, No. 9. 1954 (fally:
RCA LM 2005 (LP-M).

(125) Prelude in C sharp minor, Op. 11, No
10. 1954 (fall): Rca LM 2005 (LP-M)

(126) Prelude in G flat, Op. 11, No. 13. 1954
(fall): rRca LM 2005 (LP-M).

(127) Prelude in E flat minor, Op. 11, No.
14. 1954 (fall): rRca LM 2005 (LP-M)

(128) Prelude in B flat minor, Op. 11, No.
16. 1954 (fall): Rca LM 2005 (LP-M).

(129) Prelude in B minor, Op. 13, No. 6.
1954 (fall): RCA LM 2005 (LP-M).

(130) Prelude in F sharp minor, Op. 15, No.
2.1954 (fall): Rca LM 2005 (LP-M)

(131) Preludein B, Op. 16, No. 1. 1954 (fall):
RCA LM 2005 (LP-M).

(132) Prelude in E flat minor, Op. 16, No. 4
1954 (fall): rRca LM 2005 (LP-M).

Prelude in G sharp minor, Op. 22, No. 1
1954 (fall): RcA LM 1957 (LP-M)

(133) Prelude in G minor, Op. 27, No. 1
1954 (fall): Rca LM 2005 (LP-M)

(134) Prelude in D flat, Op. 48, No. 3. 1954
(fall): Rca LM 2005 (LP-M).

(135) Prelude in A minor, Op. 51, No. 2.
1954 (fall): Rca LM 2005 (LP-M)

(136) Prelude, Op. 59, No. 2. 1954 (fall): Rca
LM 2005 (LP-M)

(137) Prelude, Op. 67, No. 1. 1954 (fall): RcA
LM 2005 (LP-M).

(138) Sonata No. 3, in F sharp minor, Op.
23. 1954 (fall): Rca LM 2005 (LP-M).

(139) Sonata No. 9, in F, Op. 68 (Black
Mass). 1953 (Feb. 25): Rca LM 6014 (LP-
M). 1965: coL M2S 728 (LP-S).

(140) Sonata No. 10,in C, Op. 70. 1966: coL
M2S 757 or M 31620 (LP-S).

(141) Versla flamme, Op. 72. 1972 (spring)
coL M 31620 (LP-S).

Sousa-HorowiTz

Stars and Stripes Forever. 1950: Rca 49-
3424 (45)* 1951 (Apr. 23): RCA LM 1957
(LP-M)

STRAVINSKY

Petrushka: Danse russe. 1932 (Nov.): PATHE
C061-01902 (LP-M, import; first released
in 1972, never issued in US.)

TCHAIKOVSKY

(142) Concerto No. 1, in B flat minor, Op.
23. 1941 (May 6)—NBC Symphony Or
chestra, Arturo Toscanini, cond.: VICTR VIC
1554 (LP-M). 1943 (Apr. 25)—NBC Sym.
phony Orchestra, Arturo Toscanini, cond
RCA LM 2319 (LP-M)

(143) Dumka, Op. 59, No. 1. 1942 (Aug. 27)
RCA LM 2993 (LP-M).

The Available Albums and Their Contents

Followingis a list of all Horowitz recordings
currently in print in the U.S. Tape editions
where available are indicated (8® =
open-reel tape;® = B8-track car-
tridge; ®® = cassette). The numbers Yol-
lowing each listing mean that a perform-
ance of the correspondingly numbered
composition in the abgve dis-
cography is included in that recording.

COLUMBIA

KS 6371+ Columbia Records Presents
Viadimir Horowitz (37, 60, 72, 74, 99).

MS 6411: The Sound of Horowitz (88, 94,
96, 97, 103, 107, 109, 115, 120).

MS 6541: Beethoven (8). Debussy (45, 46,
47). Chopin (20, 21, 36).

MS 6658: Horowitz Plays Scarlatti (80, 81,
83, 84, 85, 86, 87, 89, 91, 92, 93, 95).
MS 7106: Horowitz on Television (12, 16,
31,33,82,90,99,104,115). Tape:@ ® MQ

988; 18-11-0086; ®® 16-11-0086.

MS 7264: Horowitz Plays Schumann (105,
108). Tape: ¥® 16-11-0214.

M 30464: Horowitz Plays Rachmaninoft
(72, 73, 75, 76, 77, 78). Tape: # MA
30464, 8® MT 30464.

M 30643: Horowitz Plays Chopin (18, 23,

25, 34, 35, 38). Tape: ®® MR 30643;

® MA 30643; #® MT 30643.
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M 31620: Horowitz Plays Scriabin (110,
112, 113, 114, 116, 117, 118, 119, 121
140, 141). Tape: ® MA 31620; ¢® MT
31620. Quadraphonic: MQ 31620 (SQ-
encoded disc). *

M2S 728: Horowitz at Carnegie Hall (1, 16,
19, 26, 43, 67, 100, 104, 109, 120, 139).
Tape: @ ® M2Q 745.

M2S 757: Horowitz in Concert (27, 32, 44,
49, 54, 68, 100.@40). Tape:®® M2Q
899.

NOT YET RELEASED: Beethoven: Wald-
stein and Appassionata Sonatas.

NOT YET RELEASED: Beethoven: Moon-
light Sonata. Schubert: Four Im-
promptus.

NOT YET RELEASED: Chopin: Etudes, Op.
10: No. 3, No. 4, No. 12 (Revolutionary);
Mazurkas: No. 7, No. 20, No. 23, No. 27,
No. 32, No. 38; Polonaise No. 3 (Mili-
taire); Prétude, Op. 28, No. 6; Waltz No.
#

RCA RED SEAL

LM 1235: Chopin (37). Liszt (53, 58).

LM 1902: Horowitz Plays Clementi (40, 41,
42).

LM 2005: Horowitz Plays Scriabin (122,
123, 124, 125, 126, 127, 128, 129, 130
131, 132, 133, 134, 135, 136, 137, 138).

LM 2319: Tchaikovsky (142).
LM 2357: Mussorgsky (69). (Coupled with
Toscanini performance on LSC 3278).
LM 2584: Homage to Liszt (53, 55, 56, 57,
58, 59, 63).

LM 2993: The Young Horowitz (26, 43, 48,
51, 52, 61, 79, 143).

LM 6014: Twenty-Fifth Anniversary (36, 38,
43,57, 70,98, 111, 118, 139).

LSC 2366: Beethoven (7, 11). Tape: @ R8S
1040.

RCA VICTROLA

VIC 1554: Tchaikovsky (142).

VIC 1605: Favorite Chopin (15, 16, 17, 21
28, 29, 36, 37).

VICS 1636: Beethoven (6).

VICS 1649: Romantic Piano Favorites (13,
14, 24, 30, 63, 64, 65, 66, 104).

SERAPHIM

60063: Rachmaninoff (71). Haydn (50).

60114: Liszt (56, 62). Schumann (99, 101,
106, 107).

60207: Great Pianists Play Chopin (28).

SUPERSCOPE
KB14-A068: Horowitz and Rubinstein Play
Again (1, 2, 3, 4).
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I bought a Marantz 4 channel

receiver because I refuse to be
stuck with an electronic antique.

Not one to tolerate obso-
lescence (planned or un-
planned), | considered
the stereo vs. 4-channel
question carefully, then purchased
a Marantz receiver for three compelling reasons.

One. Marantz has Dual Power. This means
you get full power of four discrete amplifiers working
all the time. Whenyou're listening to regular 2-channel
tapes and records you can combine the power of all
four channels into the front speakers. This means
even if youre not ready to commit yourself to a com-
plete 4-channel system, you can buy Marantz now
and when you get the other two speakers just flip a
switch. You have 4-channel. Meanwhile, youre not
compromising 2-channel because you're getting more
than twice the power for super stereo.

Reason number two. Marantz receivers fea-
ture the exclusive snap-in snap-out adaptability to
any 4-channel matrix decoder. This means that your
Marantz stereo will never be made obsolete
by any future 4-channel technology
because the Marantz snap-in SQ°
module is designed to keep up with
the changing state of the art. What's
more, Marantz receivers have
Vari-Matrix — a built-in circuit that
will synthesize 4-channel sound
from any stereo source (including
your stereo records and tapes)
and will also de-
code any matrix
encoded 4-
channel disc or
FM broadcast.

cnpan e en® s

Reason number three. Marantz receivers, from
the Model 4230 up. feature built-in Dolby”" noise
reduction to bring you the quietest FM reception
ever. And you can switch the built-in Dolby into your
tape deck for noise-free, no-niss recording from any
source. A real Marantz exclusive.

| chose the Marantz Model 4270 because it
suits my needs pertectly. It delivers 140 watts con-
tinuous power with under (.3% distortion. And it's
literally loaded with features. However, your require-
ments may be more modest than mine. In which case
you can own the Marantz Model 4220 which delivers
40 watts with Dual Power. Cr you can go all the way
and get the Marantz Model 4300 with 200 watts. It is
the very best. Choose from five Marantz 4-channel
receivers from $299 to $799.95.

The point to remember is this —whichever
model Marantz 4-channel receiver you do buy, you
can buy it today without worrying about its being
obsolete tomorrow. Look over the Marantz line of
superb juality receivers, compo-
nents end speaker systems at
your Marantz dealer. You'll find
him listed in the Yellow Pages.
Think forward. Think Marantz.

1 1 73 -V 1Y VA
We sound better.

*SQis a trademark of CBS Labs. Inc
**TM Dolby Labs. In

£1973 Marantz Co.. Inc . a subsidiary of Superscope Inc.. P O. Box 99A, Sun Vdley. Calif. 91352. In Europe: Superscope Europe. SA . Brussels. Belgum
Available in Canada. Prices and models subyect to change without notice. Consult the Yellow Pages for your nearest Marantz dealer. Send for free catalog
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Introducing a
new word in the Hi-Fi

vocabulary:

Technics (tek-neeks’)n. a new concept
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A concept that focuses the research, experience
and sk:ll of an electronics giant on the creation,
design and production of components. A total
commitment to audio componentry without peer.
The research has already produced over
23,000 patents. Firsts like: direct drive motors,
Hot Pressed Ferrite heads, HiZNR resistors,
automatic reversing micromotors, Exicon X-Ray
television and new kinds of miniature fiber optics.

CROSS SECTION OF DIRECT DRIVE MOTOR

Experience has taught us to be extra finicky
about the parts we use. So we design and make
virtually every part of every component our-
selves. From the newest type of monolithic 1.C:’s
to our own exclusive four-pole MOS FET. From
the epoxy resin coils in our multiplex sections.

To the precision controls on the front panel.

We have learned the virtue of being totally
unmerciful in test procedures. All designs are put
through tortures likebaking, freezing, drenching,
shock, extreme stresses and prolonged humidity.
Because any unit that can survive that kind of

punishment is capable of years of faithful
service under normal conditions.

We also know that there is no substitute for
all-out quality control. Each subassembly is
checked visually and electronically as it is put

COMPARISON OF PERMALLOY AND HPF HEAD

HPF Head

‘Permalloy Head

Fowder of MnO, ZnO

Material - and Feas

Alloy of Ni, Mo and Fa

Sintering at a high temperature
under high pressure

Manutacturing

Method Punching by a press

Precision made block, produced

Gere L3 GGG by cutting, grinding and polishing.
) Yoke Part
Coil (Core)
Shape &
Hard ~
Glass Spacer
Gap Spacer (BeCu) Gap Spacer (Hard Glass)
T Thickness 3 Thickness
Finished Gap % of Spacer of Spacer
- < E"eé:;e = = Effective
Effective Gap Eftective Gap
Electric Loss Big Snaill (Y« of the permalioy)
Hardness 130 — 140 HV 530 — 700 HV (5 times harder)
Life about 1,000 hours about 200,000 hours

together. And checked again as it joins the main
assembly. Every complete unit undergoes 50
performance checks, involving 170 different test
points and measuring things like IHF sensitivity
and power output. Sixty additional tests assure
perfect appearance and prooer operation.

All our units have earned the coveted listing
for safety of Underwriters Laboratories®.

The Technics concept has already taken shape.
In a line of discrete 4-channel receivers. Direct
drive turntables. Dclbyized™ cassette decks. And
reel-to-reel recorders. That are ready for
delivery today.

So, now that we’ve been formally introduced,
why don’t we get to know each other.

™Dolby is a trademark of Dolby Laboratories Inc.

Technics

by Panasonic
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Now you can create your own 4-channel
world with the incomparable Sarsuf
vario matrix QRX series of 4-channel
receive-s.” Sansui's sound cantrols
enable you to mix your own 4-channel
sound according to your own
musical preference in ways you
have never experienced before.
Dolilar for dollar, ear fcr ear. the
vario matrix QRX series gives you
greater power, better segaration
and superior, truly musisat
4-channel reproduction from all
sound sources: records, iapes,
FM, 8-track cartridges or
cassettes. The unigue Sansui QS
vario matrix gives ycu richer,
fuller 4-channel sound from QS
(Regular Matrix) as well as SQ
(Phase Matrix) sources, nlus
CD-4 discrete demodu.aied
. sources. And with its superior
QS synthesizing sec:ion, it
creates thrilling 4-char:ne! sound
/ from conventiona sterso. Get a
/ demonsiati.or_\ t8day trom a
franchi ansui dealer—
~enywhere.
/.

ot LR A e OO
> = LOLITEE, PR A B SR SR S L

SANSUI ELECTRONICS CORP.

Woacside, New York 11377 « Gardena. California 90247

ELECTRORN C DISTRIBUTORS {Canada). Vancouver 9, B.C.

SANISUI ELECTRIC CO., LTD., Tokyo, Japan ¢ Sansui Audio Eunope S. A , Antwerp, Belgium

REGULAR smAATRIX
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Speak Il of the Great Classics

by Winthrop Sargeant

If you can’t say something nice about them,
you shouldn’t say anything at all, claims a noted critic.

| HAVE RECENTLY come across an article by Deryck
Cooke in the Music Critic’s Association’s little

magazine, Critic’s Criteria. entitled “The Futility of

Music Criticism.™ In it Mr. Cooke presents an in-
telligent basis for controversy: that we should give
up criticism of the dead masters altogether. [ quite
agree. Writers like Joseph Kerman and Elliott Zuck-
ermann, who find weaknesses in Beethoven and
Wagner, are silly fellows who are trying to stand on
the shoulders of the great while feebly kicking them
in the neck. And a year or so ago | came across
report from the Kennedy Center’s poli of five hun-
dred music critics, which asked such questions as

“What do you consider the most important work of

the past twenty-five years?” and “Who do you
think is the most influential composer?” The an-
swers to this poll atso incline me to Mr. Cooke’s po-
sition on futility. The composers named ranged
from Britten and Prokofiev 10 Stockhausen and
Milton Babbitt, and certainly indicated a vast con-

fusion in the minds of American critics—a sort of

confusion that can be found elsewhere today only
among minor critics of painting and sculpture.
Mr. Cooke confesses that he. like all of us, has
sometimes been guilty of negative criticism of great
masterpieces. and he apologizes abjectly for run-
ning down Stravinsky's The Rake's Progress. My
own sins in this direction have included the descrip-
tion of the last movement of Beethoven's Ninth
Symphony as “a lot of banging and shouting.™ and
a dislike of his Missa solemnis. 1 still teel this way
about botl works. but it is toolish for any critic to
condemn a work that has received the acclaim of a
vast public over several generations, and I confess
to having been a fool when [ expressed hostility to
these works. As Mr. Cooke says. performers and

Winthrop Sargeant. the New Yorker's Critic Emeritus. plaved
the violin under such conductors as Toscanini and Mengel-
herg. llis most recent hook is Divas. published by Coward-
McCann & Geoghegan.
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the musical public are the only real judges of a
work. All that a critic expresses is an opinion. There
are no objective standards of music criticism.

But what surprises me about Mr. Cooke’s piece 1s
his preliminary assumption that music criticism is
something of great importance. At one point he
quotes Sibelius as having said that nobody has ever
built a statue to commemorate a music critic. Why
on earth should anybody build such a statue? It
would put a critic on a par witl great composers,
and that would be ridiculous. Most famous music
critics are famous among other things for their glar-
ing mistakes—Hanslick for his opposition to Wag-
ner, Shaw for his opposition to Brahms, etc.. etc.
But that does not mean that they were not honest
critics. and honesty. in my orinion. is the first
requisite of a music critic. Music criticism is not an
art. or even a profound intellectual endeavor. Itisa
branch of journalism, useful to the extent that
people like to read it and that it stimulates contro-
versy for or against the critic’s position. Again. |
am somewhat astonished at Mr. Cooke’s reverence
for the craft. As he says. music criticism is merely a
matter of opinion—and one man’s opinion at that.

It does not represent judgment, or a statement of

eternal validity. The reader is free (o agree or disa-
gree. and if'a reader is faithful erough to encounter
a critic’s work more or less consistently. and form
an opinion himself as 1o the critic’s more depend-
able prejudices, he can use the critic as a weather
vane-sometimes even concluding that whatever
the critic likes he would probably dislike, as well as
vice versa. There is nothing sacred about the opin-
ions of any musie critic. On the other hand, [ be-
lieve that 1t is absolutely requisize that a critic have
an opinion about any ziven work. and that he be
able to tormulate this opinion on short notice.
These are necessities of the profession. Nothing
angers me more than a critic who. taced with a new
composition, says things like. “This work did not
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I have crusaded for the wrong composer
a couple of times. One example is Carl Nielsen.
I have since found him not very interesting.

impress me much, but then I may be wrong. Future
generations may think highly of it.”” Such a critic is
abdicating his principal function.

I have lived long enough to gauge the public re-
action to many composers. and to see my opinions
of them either confirmed or denied. I have always
been more or less against the Schoenberg school
(with the exception of a few inspired composers like
Ginastera. Berg, and Dallapiccola). and I think
that public reaction. at least in Schoenberg’s case.
has confirmed my impressions. On the other hand.
I was promoting Mahler more than forty years ago,
when the critic of the New York Times had no use
for him, and I began promoting Bruckner nearly
twenty years ago. and have probably had some in-
fluence on the current Bruckner vogue. | take no
credit tor special clairvoyance with regard to either
composer. The tactis that I was a student of compo-
sition in Vienna in the mid-Twenties. and heard
both composers frequently performed. [ wassimply
better acquainted with their work than most people
outside Austria. Conversely. | have crusaded for
the wrong composer a couple of times. One ex-
ample i1s Carl Nielsen. whom 1 boosted long ago
simply because he was not being performed. I have
since found him to be a not very interesting com-
poser.

What all this boils down to is that a critic can be
useful in bringing to public attention great compos-
ers who are being neglected. This. I should say, is
one of a critic’s most important and satisfying func-
tions.

Then there is a field that Mr. Cooke does not
mention at all—the evaluation and promotion of
performing artists, especially young ones who can
be helped by a good word. At times this kind of
work seems almost an exact science. A violinist ei-
ther plays in tune or out of tune. A pianist either
has a fluent technique or does not have it. These are
facts, not opinions. But there are more important
questions too—qucstions of'style. ot whether an art-
ist phrases well, of whether a singer enunciates well
or handles the breaks between his registers well, of
whether an artist accents correctly, and so on. And
beyond these things is an area with no well-defined
standards—personality as expressed in pertorm-
ance, ability to impress an audience with a new vi-
sion of a given work, etc,, etc. In the evaluation of

performers, I think music criticism can serve an m-
portant function. even though now and then it
drifts over into the field of the public relations man.
I think it is a pity that the evaluation of young per-
formers 1s left largely in the hands of assistants
rather than to the chief critics of newspapers. Here
of course, except in the area of exact science, the
music critic is again merely expressing an opinion.
Butif he is widely read the opinion carries weight.

Today I think that the music critic has to function
1o a certain extent as a historian of contemporary
style. He may dislike most contemporary music. |
do. I think that I can detect a decline in the com-
poser’s art over the past sixty years, and a degen-
eracy of composition into mere mannerism, or what
the Russians call formalism—the preoccupation
with technique to the exclusion of everything else.
But he ought to be able to identify and describe the
idiom of a composition, to discriminate between
atonality and tonality, aleatory music and written-
down music, impressionism and expressionism, ec-
lecticism and true originality, and he ought to be
able to point out precedents and intfluences in a
given composition. These powers of discrimination
should be part of every critic’s equipment, and he
should describe the type ot music he is dealing with
whether he likes it or not. As to Mr. Cooke’s apol-
ogy for not liking Stravinsky’s The Rake’s Progress,
perhaps he has reached a deep understanding of
the work that has not been vouchsafed to me. |
have always considered it to be a terrible bore, and
trequent rehearings of it, both on records and as
staged by various people, have not altered my opin-
ion. Of course any critic who expresses himself
strongly and unequivocally is bound to be wrong
occasionally. Every critic should express himself
strongly and unequivocally, and if he is wrong, let
the chips fall where they may. He may perhaps go
down in history, if history notices him at all, as one
of the critics who were mistaken about something—
a quite honorable brotherhood. Please note that
here I am discussing a fairly recent work, not one
on which the public and performers have long ago
bestowed their verdict. | have never noticed any
overwhelming demonstrations of enthusiasm over
The Rake’s Progress. Perhaps Mr. Cooke has.

I believe that music criticism is a craft of passing
value, perhaps comparable to the work of a daily
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A music critic may dislike most contemporary
music. I do. I have always considered Stravinsky’s
The Rake’s Progress a terrible bore.

political columnist. I do not believe that any critic
who is reasonably intelligent will make a practice of
attacking the great classics. though most critics
have sinned in this matter once or twice in their
lives. | believe that a critic is more or less in the po-
sition of a lawyer, making a case before the tribunal
of public judgment, and that it is his duty simply to
express an opinion, which may turn out to be right
or wrong,. | believe that one of a critic’s most im por-
tant functions is to promote the work ot neglected
composers if he thinks that these composers are
really great ones. His other most important tunc-
tion is to act as a judge of pertorming artists. oper-
atic productions, and other passing phenomena.

Of course, the mere statement of thumbs up or
thumbs down does not make for very interesting
reading, and nearly every critic goes into other mat-
ters, describing. generalizing, discussing aesthetics
or history or any other of the deeper phenomena
that are ancillary to music. Provided his discussion
of these things represents a fresh point of view, or a
tresh contribution to thought, I think he is enutled
to them, and they certainly give his public some-
thing to read about. But nothing disgusts me so
much as a selt-indulgent turning over of second-
hand information, that is to say, extensive writing
about things that can be found by any of the critic’s
readers in the musical reference books. This sort of
thing is the province of the program annotator, not
the critic. And exhibitionistic scholarship is as rude,
self-important, and boring in relation to music as it
is in ordinary conversation. Of course, there are ex-
ceptions to this rule. A critic in a smaller city, where
the public is not very well informed. may feel an
obligation to act as an educator. But for meiropoli-
tan critics, exhibitions of knowledge gained from
standard reference works should be taboo.

I also think that all critics should write in the first
person. This does not imply egotism, as many be-
lieve. On the contrary. it is the anonymous critic, or
the one who makes godlike pronouncements as it
they were facts, who is the egotist. First-person
writing indicates that what is said is merely a per-
sonal opinion. The conventions of the old days,
when a critic was expected to make bald statements
like “Toscanini’s performance lacked inspiration in
spite of its vigor,” or something of the sort, were
based on the newspaper conception of the critic as
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reporter—as it he were saying “crime in the 38th
precinct has diminished during the past month.”
This 1s fine tor reporters who are dealing with facts.
But for the critic—who is dealing with opinions and
not with facts, or at least not very often with facts

the old approach conters an unwarranted degree of

authority. It is much better for him to preface his
statements with I think” or “in my opinion” or “it
seems to me that.” And | am happy to report that
this approach is gaining in popularity even in news-
papers.

The record critic’s duties are generally the same
as those of the critic of live music. But there are a

few differences. Perhaps the most important of
these is that, as a rule, a record—with all the help of

modern recording techniques—is apt to present an
ideal performance. a much superior one to the av-
erage performance that takes place in the opera
house or the symphony or chamber music hall. The

combining of ditferent takes, using the best part of

each, the opportunity for the singer or instrumen-
talist to appear at his best without the ups and
downs that are hazards of live performance, makes

a good recording a near pertect experience. (Of

course there are exceptions. especially with regard
to reissues of old recordings made under less than
ideal conditions and with comparatively primitive
technology, or with regard to recordings made tfrom
actual performances Jdone in the opera house or
from the concert plattorm, but these do not consti-
tute the bulk of what the record reviewer consid-
ers.) Consequently, the reviewer of records should.
if anything, be more severe and exacting than the
reviewer of live music. There are some who believe
that recorded sound is necessarily inferior to the
sound in a concert hall or an opera house. I am not
among them. I agree that as between the record
and the live performance the sound is ditferent, but
to me this difference doces not interfere in the least
with the quality of performance. There are record-
ings where the overintimacy of reproduction de-
mands that the result be heard in a very large room
or a concert hall. They do rot work in a small
room, and this point should ke commented on by
the critic so that his readers may be aware of it. The
record critic should also comment on whether the

recording is a reissue, or whether rival versions of

the work are better, and so on. but these are things
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With the decentralization of modern cities
the work of the record critic will become more important
than that of the critic who is on the spot.

that record critics commonly do, and they hardly
need pointing out by me. The quality of the surface
sound of a record is often included in today’s record
reviews, and often rightly so. However, the surface
qualities of most modern recordings are almost in-
variably good—so good that commenting on them
is hardly necessary unless a particularly bad ex-
ample presents itself.

One of the main differences between the record
critic and his colleague of the opera house and con-
cert hall is that the former is dealing with an article
of merchandise, an object of personal property.
And since this is the case, he i1s honor bound to act
as a consumer advocate, distinguishing sharply be-
tween records that are worth the money and those
that are not. It is probable, I think, that with the de-
centralization of modern cities—the movement of
large groups to the suburbs and the country—the
work of the record critic will become more impor-
tant than that of the critic who is on the spot. But it
is idle to make sociological prophesies in a period
like ours, when vast changes are taking place. It
may well be that the symphony orchestra and the
opera house will eventually become obsolete. Cer-
tainly the present-day composer is writing less and
less for them, and they cannot survive on the basis
of an eighteenth- and nineteenth-century reper-
toire—or can they? In any case. the answers to such
questions are outside the field of the music critic.

Is music criticism futile then, as Mr. Cooke main-
tains? Well, a good deal of it is burned up with the
rubbish the following day, and rightly so. But in my
opinion there are areas in which it can be very use-
ful. A good critic never writes for the benefit of the
composer or even for the benefit of the performing
artist. Those jobs are for the teachers of various
musical disciplines. The critic writes to and for the
audience. In fact he is nothing more than a spe-
cially qualified member of the audience or of the
record-buying public. Consequently, he should
avoid the use of technical terms unless they are ab-
solutely necessary, and he should entertain as well
as try to cajole his readers to his point of view. He
should remember that not all his readers have
heard the events he is writing about, and so he
should be as graphic as possible about the scene of
the production or recital, describing the given event
from an outsider’s point of view, telling what it

looked like as well as what it sounded like, and in
the case of an unfamiliar opera, giving a full ac-
count of the story and its highlights, from a literary
as well as a musical point of view. In a case like this
some second-hand scholarship is forgivable.

If he does these things, he will receive letters of
comment from people who have never been near
the place where the event occurred, and who
merely find him an interesting or amusing writer. A
little humor helps, though not when it is at the ex-
pense of the artist. Scholarly obfuscation merely
confuses the reader. A good critic never indulges in
it. Clarity of thought and writing are mandatory in
the profession. If a critic is faced with the apparent
necessity to explain the unexplainable, it is better
for him to let it drop. There are large areas of music
that contain unexplainable factors. The whole field
of what music is ordinarily said to “express” is
unexplainable. and there are reputable psycholo-
gists who have said that the apprehension of music
is a mystical experience. Here the criticcan walk up
to the problem and indulge himself in an aesthetic
generalization or two, but he will finally confess
that he is unable to solve it. Music is a curious lan-
guage of symbols, and great music certainly does
“express” something. But what that something is, is
really not reducible to the written word. Sometimes
approximations and the description of intuitive
“feelings” help the reader. More often they do not.

The description of techniques, on the other hand,
is simple enough for those critics who know some-
thing about the processes of musical composition,
and in dealing with modern music, much of which
exists only to exploit the field of techniques—
acoustical effects, atonal systems. and so on—he can
describe away to his heart’s content, and should.
But what the reader really wants to know is “Would
I like what he is writing about?"” or “Is such and
such a singer really so good that I should buy a
ticket, or a recording of his work?” or “Am I ob-
liged to applaud the work of so and so in order to be
considered sophisticated and up to date?” or “Is
this record really worth the money I could spend on
it?” The limits of a critic’s usefulness are pretty well
defined by the foregoing questions. Anything that
he wants to add that is fresh and clear is useful too,
but not as useful as what he says between these
limits.
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The classics from KLH. Four bookshelt
loudspeakers of such extraordinary quality
that each has set the standard of excellence
in its price range. Pictured to the far left, our
popular little Thirty-Two ($55.001). Next,
one of the best selling loudspeakers in the
country, the Seventeen ($79.951). Up front,
everybody's favorite, the Six ($139.951).
And finally, our most spectacular bookshelf
model, the Five ($199.95t). If you really

want to know what KLH is all abcut, we sug-
gest you listen to any one or all ¢t these fine
loudspeakers. And when you do, we're sure
you'll agree that KLH is about the best thing
to happen to bookshelves since books.

For more information, visit your KLH
dealer or write to KLH Research and Devel
opment Corp., 30 Cross Street, Cambridge,
Mass. 02139.
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What's a bookshelf
without the classics?
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For 20 years, Angel has
shared operas fazzw;z};g
leading lady with the

entire world.

Angel

Her roles are legend.
Her talents, legendary.

Maria Callas established the expectations
an entire generation takes to the opera
house. She brought her personal authority
to the whole range of Italian repertoire,

to the heroines of Verdi, Bellini, Puccini,
Donizetti, and Cherubini.

She is, in Winthrop Sargeant’s words

(The New Yorker),“oneof those electrifying
fusions of music, theatre and personality
that operagoers are only occasionally
privileged to witness, and are seldom

able to forget”

We have been privileged to record
Maria Callas since 1953, including 24
complete operas, and countless collections

£ of arias. Of her Tosca, High Fidelity affirnred,

“A Tosca for history!”

Her Carmen set sales records,

and sent critics searching for new
superlatives. Stereo Review concluded,
“Callas is Carmen!”

o A
Tame
Gedda Guiot Prétre
Complete: SBL-3655 lete: St
Hits: S-36326 S: <

From her 18 complete La Scala recordings,
Callas has chosen her favorite arias.
Volume 1 has just been issued, and a second
album will appear soon.

Nine of the La Scala productions starred
the inspired collaboration of Callas and
tenor Giuseppe di Stefano. Five of the
choice duet scenes are featured in yet
another spectacjlar new album.

CALLAS & DISTEFANO
atlaScala

Duets and Scenes from | Puritanl Rigoletto
Un 8allo in maschers - La Boheme Tosca

MARIA
CALLAS

Arias | Love

Arias and Scenes from
Medea - La Vestale

RAigoletto
Un Ballo in maschera
La Sonnambuta

$-36929

Maria Callas. Our favorite leading lady
and opera’s—for 20 years. And sharing her
with the world is one of our great
pleasures.

CIRCLE 4 ON READER-SERVICE CARD
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Don José (James McCracken) struggles with Carmen (Marilyn Herre) as Zuniga (Donald Gramm) watcies in the 1972-73 Met production.

The Met’s Carmen under Bernstein

Marilyn Horne, James McCracken, 2t al. re-create
last season’s big hit in a controversial edition.

by David Hamilton

NoT sINCE 1959, when RCA recorded the new produc-
tion of Verdi’s Macherh. have the forces of the Mctro-
politan Opera taken part in a complete studio recording.
However. Deutsche Grammophon's increasing activity
on the American scene. and their particular interest in
the Met. as witness last season’s gingerly nobble (the
Bing Gala’s “Greatest Hits™), found a logical contin-

uation in a complete Carmen—one of the meost salable of

popular operas. in a newsworthy and freshly studied ver-
sion under the very salable baton of Leonard Bernstein.
Recording sessions taok place during the initial run tast
fall. and here. within months of the event. s its audible
aspect. preserved for posterity on three sleek-surtaced
discs.

That phrase “audible aspect™ is important, for the pro-
duction conceived by the late Goeran Gentele. staged by
Bodo Igesz. designed by Joset Svoboda, and conducted
by Bernstein. was clearly thought out as a theatrical to-
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tality. Both visually and musically. it broke new ground
for the Met, 1 the stark simplicitv of Svoboda’s geomet-
ric forms and natural coloss. in the relatively unfussy di-
rection, and—as we shall see—the musical treatment

A purposeful gesture. then. proelaiming a new era. In
the theater, not all of this lived up to 1ts own best inten-
tions. but the evidence of sights being set higher than be-
fore. of an unwillingness to accept idées reques. was pal-
pable and invigorating, the level of actual achievement
pretty remarkable. On record. we naturally cannot share
the visual excitement that filled the Met’s vast stage. but |
am happy ta report that a considerable amount of theat-
rical conviction does come through the speakers. Unlike
so many of our present-day operatic recordings. put to-
gether from scratch on the studio tloor. this one breathes
the air of a real experience, mirroring the dramatic as
well as the musical quahues of its parent production.

Itis, among other things. a “big™” performance. Bern-
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Leonard Bernstein during the Carmen recording sessions.

stein generally (although not always) opts for broad,
spacious tempos, with lots of emphasis. The upbeats be-
fore the ritornello theme in the Prelude are given extra
heavy thwacks on the cymbals and bass drum. and some-
tumes a Lufipause for further stress. The chorus of the
cigarette girls is steamy and langorous. All the doued
rhythms and similar subtleties. as in the Toreador Song,
the Habanera. and the Seguidilla. are enunciated with an
enlivening precision. so that the tempos never seem to
drag. The climaxes are given great weight. and they are
caretully gauged. In terms of these particular protagon-
ists. all this makes good sense. for Horne and
McCracken have big, dramatic voices, hardly the stutl
from which a petit-point reading could be made.

At the same time. there is a pull in another direction
tor this “monumentalizing™ approach is espoused in the
context of the Mes first-ever presentation of the opéra-
comique version of Carmen—i.e.. with spoken dialogue
instead of the familiar Guiraud recitatives and their
Conservaloire formulas. Bizet conceived his opera in
terms of this genre, and hardly seems to have felt it a
massive, glowering tragedy: ““l have written a work that
is all clarity and vivacity, tull of color and melody. It will
be amusing.” The speed and spontaneity ot dialogue
opens up a special range of possibilities, and Bizet knew
about these. also knowing all the while that he could ex-
tend the dramatic range of the genre. He certainly did
not settle for opéru-comique as a second choice to writing
a grand opera; we have only to look at his mastery of
speech-song transitions. the way the music often creeps
in unobtrusively (the cigarette chorus. the Seguidilla. the
Quintet. the Card Trio) or is theatrically motivated (the
changing of the guard. Carmen’s taunting of Zuniga. the
processions in the final scene), to see that the opera is
specifically conceived for these conventions. The re-
moval of the recitatives shows this clearly. but I can™t

help teeling that Bernstein’s approach, with its big
“grand opera” emphases, sacrifices some of the speed
and concision that Bizet was after. One was not as con-
scious of this in the theater. for the Met is a big. big
house. requiring big, emphatic gestures—but on records,
and in comparison with Friihbeck’s Angel set, the differ-
ence is very real.

Another contributing factor 1o this impression is the
Met's decision to use nor the version of Carmen played at
the premiere in 1875. but rather the Fritz Oeser edition,
which purports to reconstruct the prerehearsal form of’
the opera. | have discussed Oeser’s edition, and Winton
Dean’s criticism of it. at some length in connection with
Maazel's less-complete and much less satisfactory Eu-
rodisc recording [HiGH FIDELITY, January 1972]; it un-
covers some substantial “new™ material and a number of
extended treatments of tamiliar material. but also intro-
duces countless interior readings that Bizet later re-
jected. and tampers unconscionably with the final epi-
sodes of the last two acts.

Oeser’s greatest dereliction, in practical terms, is the
failure to distinguish. in his published score, among the
various sources he has muddled together; only by wad-
ing through many pages of Kririscher Bericht (in Ger-
man) can a conductor hope to ascertain whether a *“new”
reading in this edition embodies Bizet's first, second. or
final thought, or merely Fritz Oeser’s conjectural recon-
struction of what Bizet ought to have thought—and even
then the evidence is not always presented completely or
fairly. It is good to have the additional material avail-
able. but it would have been vastly better had the main
score shown Carmen as Bizet left it and as 1t was per-
formed in 1875, with the unused material and earlier
versions in an appendix.
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