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“Hi-Fi Stereo Buyers Guide
4-Channel”

“... Fisher 504 four-channel
AM/FM Stereo Receiver. .. An
outstanding all-round per-
former. A leading heavyweight
in the 4-channel field...”

“Stereo & Hi-Fi Times”
... The Fisher people began
on a note of leadership and
have never relinquished this
position... In FM, the 504
acquitted itself so well that it
is the equal of many separate
tuners. .. This is an excellent
and well-made receiver. .. It is
well-worth its asking price of
$549.95”

504 §

The Fisher Studio-Standard Series

We'll put our numbers been written about them to
against anyone else’s numbers. make very good reading for

But numbers aren't anyone interested in true high
everything. Especially when {idelity in four-channel.
you consider our “Studio- It's not surprising. Atter all,
Standard” Series of quadra- wasn't it Fisher who inverted
phonic receivers. Enough has high fidelity in the first place ?

The Fisher

"Numbers speak louder than words.

-~




Here are a few words from
Studio-Standard owners and ;

Mr. V. B. of Guthrie, Okla.
“You have made a 15 vear old
audiophile’s dream come true
with vour 504 model Studio
Standard Receiver. . Versatile
tone control. Excellent balance
control. High, vet virtuall:
clean power. Timing like
nothing else. Thank you for
being so picky i the audio
mdustry and for the Fisher

504 receiver. It is quite deli-
nitelv the non-professional
audiophile’s dream come true”

Mr. R. 1. of American Fork,
Utah.

“I was sold on the Fisher 404
quad amp. almost from the
minute Isawit. . .and now |
am even more impressed with
the company who produces it

I did some hard looking before
I bought and I sincerel
believe that [ have one of the

best receivers on the market”

Ms. D. D. W. of Miami, Fla.
“Never having previously
owned anv type of sound
equipment, | went to consider-
able trouble to become
acquainted with the many
kinds and makes presently on
the market ... 1 might empha-
size that, while I ama life long
musician. my knowledge of the
technical aspects ol sound
reproduction was relat ively
limited... After talking to
numerous people and reading
considerable amounts of
literature, the 504 receiver
from Fisher came to be men-
tioned to me more and more
frequentlv... Asa result, of
course. | purchased the 504
and two ST-530speakers. ..
and I plan to buv two addi-
tional speakers at a later date
when I can afford them.

I remain convinced without
any doubt that [ have the
finest equipment available
and am truly unable to express
the degree of satisfaction and
enjoviment | have had in the

last few days listening 10
records and the classical music
station here. To hear music as
it sounds coming from the
Fisher equipment is a rare and
unlorgettable experience. . .”

Mr. W. A. L. of Chicago.

“I have a Fisher 504 receiver. . .
The receiver is extraordinary.
The salesman who-sold these
components. .. did not
pressure me into buving a
Fisher. I did a lot of looking
around and reading literature
on 4channel receivers being
this is the first 2/4 channel
receiver | have ever had. I'm
glad I picked the best name in
4 channel receivers and
speakers. | know I'll have many
vears of listening pleasure...”

Mr. A. J. Jr. of Miami, Fla.
.. (the) new Fisher unit #304
...I'love this unit very much.
And if I had the chance to get
another one, hoping that won’t
be too soon, you can bet your
lifethatit would be a Fisher.. .

“High Fidelity” Ne
ment Reports
“..The Fisher 504
with features and sc
i its performance t
confidently say it rc
the best value we’ve
encountered ina qu
receiver. .. We have
examine in detail a
phonic receiver, at ¢
that ofters more, ov
music listener...”

“Stereo Review,” H
Houck Lab Report
... The versatility o
Fisher 504 is excepti
Our test reports spe
themselves . ..every

operated in its inter
ner...it is a superior
which does evervthi
claims for it and the
All inall, the Fisher
first-rate receiver ar
impressive achiever

Free $2 value! Mail this coupon for
vour tree copy of The Fisher Handbook.
his entirelv new. revised edition of the
lamous Fisher reference guide to high
tidelity, stereo and 4-channel is a
magnificent 68-page book.

Address

Fisher Radio. Box 1001 Citv - B  Sute Zip
k , (K :
g O eatlos 120X . (For same-day reply, enclose $1.)

Long Island City, N.Y. 11101
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THE RIGHT PICKERING CARTRIDGE
FOR YOUR EQUIPMENT IS THE BEST
CARTRIDGE MONEY CAN BUY.

They feature low frequency tracking and high frequency tracing ability*!
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Pickering offers you “The Best of Both Worlds” in
DISCRETE 4-channel and in STEREO cartridges. These
cartridges have been specifically designed and engi-
neered not only to peak specifications and performance
characteristics, but also to achieve total compatability
with your music system to help you get the most out of it.

Only Pickering has developed a way for you to be
absolutely certain you select the ‘‘right’’ cartridge for
your music system. We did it first for STEREO by devel-
oping our Dynamic Coupling Factor rating system—DCF
for short—which identifies pick-up performance in terms
of a quantitative measurement. The value of a DCF rating
lies not only in its merit to define low frequency tracking
ability but also in its measure as an index of high fre-
quency (8 to 50 kHz ) tracing ability. Pickering’s DCF-
rated pick-ups have exceptional high frequency tracing
characteristics, vital for both STEREO and DISCRETE
4-channel performance. The Pickering cartridge exactly

XV-15140E

DCF 140

—

.

“right’”’ for maximum performance with yaur equipment
is simple to select because of this rating method.

Now, Pickering is also applying application engi-
neering techniques and DCF ratings to its DISCRETE
cartridges. They fulfill the stringent requirements neces-
sitated by the sophisticated nature of disc:rete discs.

So, whether STEREQ or DISCRETE is your prefer-
ence, choose from “The Best of Both Worlds" the
Pickering cartridge exactly right for your equipment.

For turther information write to Pickering & Co., Inc.,
Dept. G 161 Sunnyside Bivd., Plainview, New York 11803

Ability —T.M

@ PICKERING

“for those who can hear the difference”
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the thirties

Gene Lees GUY LOMBARDO
The sound that was big in the Thirties still lingers in the Seventies

Murray Kempton NOSTALGIA FOR THE BIG BAD THIRTIES
Was the decade really worth remembering?

Robert Angus OLD-TIME RADIO LIVES!
And is available to the general public

ADS FROM THE THIRTIES
Radio/phonographs, long-playing records, and blunderbuss tone arms

MOVIE MUSICALS FROM THE THIRTIES
In the days when the studio was king
NOSTALGIA QuUIZ

Peter G. Davis, John S. Wiison

RECORD REISSUES—ART OR NOSTALGIA?
Classical and pop performances offer plenty of good listening

Miles Kreuger

audio and video
TOO HOT TO HANDLE

NEWS AND VIEWS
DBX's ultra-quiet discs . . . There go the budget labels

EQUIPMENT IN THE NEWS

EQUIPMENT REPORTS

Sony TC-152D portabie cassette deck
Radford SC-242 preamplifier-control unit
Magitran Poly-Planar DS-60 speaker system
Technics RS-858US cartridge deck

Shure VN-78E stylus

record reviews

Dale Harris STARRING FRED ASTAIRE
A reissue from Columbia recalls the flowering of American popular song

Howard Roller 50 YEARS OF WARNER BROS.
Two albums of movie music and dialogue bring back movies as entertainment

Harris Goldsmith GUIDO CANTELLI: FORGOTTEN GIANT
Rococo issues his Beethoven Fifth reminding us of his staggering power

Patrick J. Smith BELLINI'S JANUS-FACED | PURITANI
Sills, Gedda, and Rudei combine in a sympathetic recording for ABC

CLASSICAL

RCA’s | Vespri siciliani . . . Horowitz's experienced Beethoven
LIGHTER SIDE

Carl Perkins . . . Natural Essence . . . Papilion

JAZZ

R. D. Darrell THE TAPE DECK
DG’s Dolbyized cassettes . . . Music to wait at gas pumps by

etc.

Leonard Marcus BERNSTEIN'S MUSICAL GRAMMAR
LETTERS

Singers: Readers' choices . . . Pfitzner and Strauss

Robert Levin, Paui Henry Lang POINT COUNTERPOINT
Two musicologists debate the application of scholarship

PRODUCT INFORMATION
An ‘‘at home'' shopping service

ADVERTISING INDEX
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On our cover, the Thirties as they were and with some
Seventies interpretations:

1.

[-N- -]

10.
11.
12.

13.
14.

15.
16.

CBS's current television hit, “The Waltons,”" see
page 55.

. Arturo Toscanini, see page 75.
. President Franklin D. Roosevelt with Depression

farmers, see page 55.

. Eleanor Powell in Broadway Melody of 1936, see

page 66.
A Wurlitzer jukebox.

- Fred Astaire and Ginger Rogers in The Gay Di-

vorcée (1933), see page 85.

. Deanna Durbin in One Hundred Men and a Girl

(1937), see page 66.

. The 1939 New York World's Fair.
. Shirley Temple in Poor Little Rich Girl (1936), see

page 66.

Lauritz Melchior as Tristan, see page 75.

A 1933 Ford roadster.

Ruby Keeler in a Busby Berkeley number, see page
66

The Great Depression, see page 55.
Philco-Ford's new Thirties-style Cathedral radio,
see page 59.

Record reissues, see page 75.

Another Busby Berkeley spectacle, see page 66.
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Fidelity and Musical Amenca, Subscription Depariment, P.0. Box 14156, Cincinnati, Ohio 45214,
Please state both old and new address when requesting change

Current and back copies of High Fidelity and High Fidelity and Mu-
sical America are available on microfilm from University Micro-
films, Ann Arbor, Michigan 48106. Microfiche copies of these
magazines (1973 forward) are available through Bell & Howell Mi-
cro Photo Division, Old Mansfield Road, Wooster, Ohio 44691,



Bernstein’s Musical Grammar

For over a decade, the paramount issue before linguists has been Noam
Chomsky's “transformational grammar.” Chomsky and his followers pur-
port to demonstrate that all sentences are generated by “deep structures™
which are then “transformed™ into various “‘surface structures.” or sen-
tences, by “intuitively” known transformational rules. Thus the same deep
structure that can generate Hal's car is red; Hal’s car hit John can generate
John was hit by Hal’s red car, but not John hit Hal’s red car or Red car John
Hal’s hir. Noting that a very young child, who in his life has heard a re-
stricted number of sentences, many of them grammatically incorrect, can
still create correct sentences he has never heard before, and that all lan-
guages use similar operations to generate formally correct grammatical sen-
tences. Chomsky propounds a “universal grammar” and a genetically pro-
grammed “language faculty” inherent in every human being.

So what does this have to do with music?

In his “Modern Masters” book Noeam Chomsky (Viking Press). British
linguist John Lyons has proposed that “there is at least a possibility that
other forms of typically human activity (including, perhaps. certain aspects
of what we call artistic creation) will also prove amenable to description . ...
based upon transformational grammar.” Leonard Bernstein, in a series of
six three-hour lectures at Harvard last fall, made a preliminary attempt to
apply transformational grammar to music. In the process, he stirred up a
hive of very angry and very active intellectual bees. Michael Steinberg at-
tacked the intellectual inadequacies of Bernstein’s lectures in both the Bos-
ton Globe and New York Times. MIT linguist Irving Singer then attacked
Steinberg’s attack in a letter to the Times. (Plug: Both Steinberg and Singer
used Brandeis University linguist/musician Ray Jackendorfl as authority
for their opposite points of view. Jackendort’s own critique of Bernstein’s
series appears in this month’s MusicaL AMERICA. Those of you who do not
subscribe to our joint edition may get a copy by writing to me.) Harvard and
MIT are. | understand. discussing joint seminars based on Bernstein’s
theses.

Bernstein’s competence as a linguist is beyond my own competence 10
judge. But it seems to me that all those becs are flying around the head of
the wrong bear. It is not a grizzly academic who has dipped into the honey.
but the artistically sensitive, innocent Pooh. Whether there is a “universal
musical grammar.” as Bernstein suggests, is beside the point of his series’
importance. Whether Verdi's Aida and Stravinsky's Oedipus Rex were gen-
erated by the same “deep structure™ or not. Bernstein’s analysis of their
similarities is excitingly illuminating. Certainly traditional musical analysis
could have provided at least as incisive a tool—in the hands of a Bernstein.
But he gave his own clue to his series’ prime value when he made analogies
of poetic techniques—metaphor and ambiguity above all—to musical proce-
dures. And even Steinberg inadvertently exposed the lectures’ worth when
he complained of Bernstein's “penchant for choosing effect over substance™
while acknowledging that the series “was good theater, a spectacular and
generous entertainment.”

For what Bernstein provided in his Ring-length creation was more a work
of art than an academic discipline. a conception replete with thought-stimu-
lating ambiguities, open-ended allusions, climactic repetitions, and with the
metaphor of music as language overriding and unifying the whole. In fact,
the entire series was one giant metaphor and. as such, a work of poetic more
than scientific insights.

Next month, Higu FipeviTy will tackle the problem of SHOULD YOU
CHOOSE A MANUAL OVER AN AUTOMATIC TURNTABLE?
Coupled with this will be a complete DIRECTORY OF HIGH-PER-
FORMANCE TURNTABLES. And last year's centennial of Max Reger’s
birth has brought forth a number of new recordings of his works: we'll con-
sider the entire Reger discography plus his significance as a composer in
MAX REGER: WINDBAG OR PROPHET?

Leonard) frures
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Thisyear
only 1200

erfectionists

will satisfy

eir pursuit

for excellence.

The new Ferrograph Super Seven takesits place
alongside the finest high fidelity components

in the world. Admittedly, it’s
Just the limited few who are

and appreciate its unexcelled capability for pro-
fessional performance in the home.

The Super Seven achieves
new heights in innovative
tape recording with more
than thirty advanced features
including:

Exclusive variable speed
wind and rewind — 10V2-inch
reels—3speeds: 178, 3%, 7%
ipsor 334,714, 15 ips— Dolby
B (on request with either
speed configuration)— pro-
fessional electronic editing —

APRIL 1974

not for everyone.

able to recognize  transfer.

. ®
=¥ 3
‘@

Bif == 1

New Super Seven Ferrograph
Total versatility with tape.

instant slur-free starts in record/playback —bias
adjustment on front deck—pushbutton tape/
source comparison—biasreading and tape track

The choice of professional broadcasters
and musical perfectionists the world over,

Ferrograph Super Seven is
not merely the best of its
kind—it's the only one of
its kind.

A visit to your Ferro-
graph dealer will convince
you. Or write to: Elpa Mar-
keting Industries, Inc.,
New Hyde Park, New York

11040 / 7301 East Evans
Road, Scottsdale, Arizona
85260.



Introducing the WDDS-12 Pritchard Loudspeaker System

More
confusion?

There are literally hundreds of speakers on the market. There are
2-way systems, 3-way systems, omnidirectional, rearward sound pro-
jection, et al. All, according to their makers, are outstanding. And, frankly,
several are.

Small wonder the public is confused. And good reason why serious
listeners rely on expert opinions, as well as recommendations from
knowledgeable equipment owners.

Our new Pritchard system will surely add to the confusion. And our
claims will fall, unfortunately, on many deaf ears.

But among those people who, over the years, have learned to
separate fact from fiction...who trust their own ears...and who respect
“inside” opinions, this new speaker will be a revelation.

If you're a serious listener, unfamiliar with ADC speakers, we urge
you to talk to people familiar with our products. They know that, among
the relatively few outstanding speaker systems on
the market, ADC’s line ranks among the best. P_-_E"ii:
And, now, with the introduction of the i
Pritchard System, ADC’s probably number one!

For most, the confusion about speakers
will continue. For some, the WDDS-12 =i
Pritchard System will shout “hello” DR s

ADC speakers
-the insider’s choice.

Euﬂxuouo DYNAMICS CORPORATION, Pickett District Road. New Milford, Conn. 06776




Enclosure: Oiled walnut airtight
cabinet having a volume of
approximately 2.5 cu. ft.

N

Heavy 12-inch acoustic-suspension weofer
with massive magnet and low-resonance
cone produces powerful true bass to the
very lowest regions of musical sound.

Contour control with
four distinet settings
permits precise
acoustic matching of
the WDDS 12 to the
acoustic require-
ments of almost any
listening room.

Angled dome tweeters generate a uniform sound
field over 120° dispersion. Location of all

drivers in the same curved plane, creates a
Wide Dispersion Discrete Source (WDDS),

vital for realistic stereo location and
making the most of the speaker's
outstanding transient response.
WDDS avoids spurious sound

scatter and infuses the sound field

into the listening room in a pattern
virtually analogous to that of a stage or
auditorium performance. As a result,
the listener remains unaware of the

speaker —the music seems “simply there!'

Woofer response. on and off axis. shows effective output below 30liz. reaching the

lowest range of musical sound.

Tweeter response curves on and off axis almost coincide. proving uniformity of sound

spread in listening space.

4-inch Mylar dome tweeter
projects uppermost highs
with exceptional clarity
over broad arc. resulting in
“open” sound with accurate
stereo space image.

1%%-inch Mylar dome
tweeter assures smooth
frequency transition
into midrange while
providing wide
dispersion and crisp
transients in the
crucial “presence
range.

Optional base in
handsome matte black

WDDS-12

NOMINAL IMPEDANCE:

FREQUENCY
RESPONSE:

LOW FREQUENCY
DRIVER:

HIGH FREQUENCY
DRIVERS:

CROSSOVER
FREQUENCY:

DISPERSION:

GUARANTEE:

PRICE:

yryinedg

SEREERE

Woofer tone burst at 45Hz and suL'
remarkable ¢larity of transients throughout audible spectrum,

superior sound dispersion.

SPECIFICATIONS

6 ohms
30Hz.-25KHz * 2db. Average over 120°

lateral radiation field and anechoic
conditions above 300Hz.

12" high compliance, heavy duty.

Two 12" dome radiators and two %"
dome radiators.

Crossover takes place gradually between
600Hz and 5K Hz.

Frequency Response varies by no more
than 3db from the “on axis™ response
over a 120° lateral field.

5 f'ears. as detailed in our guarantee form.
All service to be carried out by authorized
dealer or agent. eliminating need to return
speaker to factory.

$350.00

ertweeter tone burst at 16 and 4 kHz attest

Supert weeter response curves off axis also closely parallel on-axis response. showing



There is a distinct difference between
tape equipment mass-produced by a consumer
manufacturer and tape equipment built by a
professional audio manufacturer. At Crown
International this distinct difference involves
five things: over-engineering, rugged construc-
tion, hand-crafting, exhaustive testing and
conservative rating. After 26 years, Crown is
the only remaining original U.S. tape equip-
ment manufacturer still marketing profession-
al quality to discerning audiophiles.

The Crown tape equipment line is de-
signed for audio pros who make their living
by recording, to whom an equipment failure
at a taping session means money out the
window. After four years, when many hi-fi
models are traded in, Crown decks still
produce recordings with truer fidelity than
most new hi-fi decks. No wonder Crowns
enjoy such high resale value.

At Crown, each active electronic com-
ponent, each circuit module and each com-
pleted unit is tested from every angle. A tape
deck undergoes over 100 hours cumulative
testing. Finally, each unit is accompanied by
its individual hand entered proof-of-perform-
ance report.

For free product data on Crown profes-
sional monaural, stereo and quadraphonic
tape decks and players, write Crown, Box
1000, Elkhart, Indiana, 46514,

crown
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letters

Readers’ Choice: Singers

I would like to add my voice to that of Thomas
Wilson (Letters, December 1973] in requesting
more recordings by Carlo Bergonzi. who is in-
deed the best tenor in the Italian sepertoire
since Bjoerling. 1 think the main problem is
that Mr. Bergonzi has already recorded most
of his roles, sometimes more than once. In-
deed we seem to lack only Andrea Chénier
(with Price. Cappuccilli. and Gardelli?)
L’Elisir d'amore (with Scotto. Panerai. and
Evans?), Manon Lescaur (again Price, Cap-
puccilli, and Gardelli?), and Norma (with
Scotto?).

I believe there is also another problem, best
summed up by H. L. Mencken: “No one ever
went broke underestimating the taste of the
American public.” I hate to name names, but
how else can one explain the successes of such
people as Tucker. Corelli, Di Giuseppe. Bou-
lez, Ozawa, or Caballé, or the overrating of
such good but not really spectacular people as
Pavarotti, Milnes, Bohm, or Levine? But I sup-
pose that after putting up with the weekly
Metropolitan Opera broadcasts with such
people as Molinari-Pradelli and Baudo, any-
thing is a relief.

Lawrence S. King
Boca Raton. Fla.

I was delighted to read (Behind the Scenes.
January 1973] that Martina Arroyo has re-
placed Montserrat Caball¢ as Elena in RCA’s
new recording of Verdi’s / Vespri siciliani. Ca-
ballé is an outstanding soprano in the bel
canto repertoire, but her tone and relatively
small voice are largely unsuited to the heavier
Verdi soprano roles.

To these ears, Arroyo is the greatest Verdi
soprano to emerge since Zinka Milanov's hey-
day. having a larger voice than Leontyne Price
and a greater range than Renata Tebaldi. |
have marveled at her powerful. dark. evenly
produced voice on several Metropolitan Op-
era broadcasts and have often wondered why

Carlo Bergonzi
A more tasteful tenor?

record companies didn't use her talents in the
recent recordings of Doa Carlo (Angel), Aida
(RCA), and Un Ballo in maschera (London),
rather than (respectively) miscasting Caballé
needlessly duplicating Price’s excellent earlier
effort, and belatedly casting Tebaldi
I earnestly hope that record companies will
become more cognizant of Arroyo's remark-
able voice and utilize the soprano’s talents in
future ltalian-opera recordings.
Thomas R. Wilson
Downers Grove. 11l

The RCA Vespri siciliani is reviewed this
month.

Automatic or Manual Sequence?

I wrote Decca in London to ask why in the
world it put its recordings of the Beethoven
concertos in automatic sequence. Ray Min-
shull of Decca replied in part, *We are still ad-
vised that in America this is the preferred sys-
tem . .. yours is the first letter from America
... objecting to this situation, though in Eu-
rope and elsewhere we abandoned automatic
sequence many years ajzo.”

May I suggest that you sound out your read-
ers on this question and that readers who, like
myself, think automatic sequence, particularly
in something like a recording of the concertos.
is not desirable write to Mr. Ray Minshull at
the Decca Record Co., 9 Albert Embankment,
London S.E.|.

John Holt
Boston, Mass.

We’d like to know how readers feel. and Lon
don Records tells us that they would too. The
floor is open.

Pfitzner and Strauss

As the Irish say, “the saints be praised” for Pe-
ter G. Davis’ enthusiastic review of the
Deutsche Grammophon premiere recording
of Pfitzner’s Palestrina (January 1974]. A very
great composer was Pfitzner. although
scarcely known beyond the borders of Ger-
many and Austria, ard even there more a
name than anything else. DG has a fine mod-
ern recording of his delightful Symphony in
C. Op. 46; unfortunately the disc has never
been released here. Several of Pfitzner’s splen-
did chamber works are recorded on the Aus-
trian Preiser label. which is sold in some of the
larger shops throughout the country.
Perhaps even less well-known are the
recordings of Pfitzner conducting both his
own music and that of other composers. His
recordings of the Becthoven Fourth and
Eighth Symphonies are wonderful specimens
of his warmth, depth, and idiosyncratic view:
he can be measured against the most excep-
tional conductors of whom we have record-
ings—Mengelberg, Furtwiingler. and Richard
Strauss among them--and found to be their
equal.
Ronald Klett
Wauwatosa, Wis.

What with forthcoming recordings of Verdi's
{1 finto Stanislao (and. gradually, alt the lesser-
known Verdi operas) as well as operas by Mi-
chael Tippett, Leon Kirchner. and Massenet.
these are exciting times for the operaphile. and
I suppose one should not carp. However, at a
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Now BIC VENTURI puts to rest
some of the fables, fairytales, folklore,
hearsay and humbug
about speakers.

Fable
Extended bass with low distortion
requires a big cabinet.

Some conventional designs are rela-
tively efficient, but arc large. Others are
small, capable of good bass response, but
extremely inefficient. The principle of
the BIC VENTURI systems (pat. pend.)
transforms air motion velocity within
the enclosure to realize
amplified magnitudes
of bass energy at the
BIC VENTURI coupled |\
duct as much as 140 - =
times that normally {nmmuummmu NS
derived from a woofer
(Fig. A). And the filtering action achieves
phenomenally pure signal (Scope photos
B & C). Result: pure extended bass from
a small enclosure.

B—Shows output of low frequency driver when driven at a freq.
of 22 Hz. Sound pressure reading, 90 dB. Note poor waveform.

C—Output of venturl coupled duct, {under the same conditions
as Fig B.) Sound pressure reading 111.5 dB, {140 times mbre
output than Fig. B.) Note sinusaldal {nondistorted) appearance.

Fairytale

It’s okay for midrange speakers to cross
over to a tweeter at any frequency.

Midrange speakers cover from about
800 Hz to 6000 Hz. However, the  siconex™norm
ear is most sensitive to midrange
frequencies. Distortion created
in this range from crossover
network action reduces articu-
lation and musical definition.
BIC VENTURI BICONEX horn (pat.pend )
was designed to match the high efficiency
of the bass section and operates smoothly
all the way up to 15,000 Hz, without
interruption. A newly designed super
tweeter extends response to 23,000 Hz,
preserving the original sonic balancec and
musical timbre of the instruments
originating in the lower frequencies.

Folklore
Wide dispersion only in one plane is
sufficient.
Conventional horns suffer from musi-
cal coloration and are limited to wide-
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angle dispersion in one plane.
Since speakers can be positioned
horizontally or vertically, you
can miss those frequencies so
necessary for musical accuracy.
Metallic coloration is eliminated
in the BICONEX horn by making
it of a special inert substance.
The combination of conical and
exponential horn flares with a
square diffraction mouth results
in measurably wider dispersion, equally
in all planes.

Hearsay

A speaker can’t achieve high efficiency
with high power handling in a small
cabinet.

It can't,if itsdesign is governed by such
limiting factors as a soft-suspension,
limited cone excursion capability, trap-
ped air masses, etc. Freed from these
limitations by the unique venturi action,
BIC VENTURI speakers use rugged drivers
capable of great excursion and equipped
with voice coil assemblies that handle
high power without “bottoming”or danger
of destruction. The combination of in-
creased efficiency and high power handl-
ing expands the useful dynamic range
of your music system. Loud musical pas-
sages are reproduced faithfully, without
strain; quieter moments, effortlessly.

HHumbug

You can'’t retain balanced tonal response
at all listening levels.

We hear far less of the bass and treble
ranges at moderate to low listening levels
than at very loud levels. Amplifier ““loud-
ness” or “contour” switches are fixed rate
devices which in practice are defeated by
the differences in speaker efficiency. The
solution: Dynamic Tonal Compensa-
tion™ This circuit (patents pending)
adjusts speaker response as its sound
pressure output changes with amplifier
volume control settings. You hear
aurally “flat” musical reproduction at
background, average, or ear-shattering
discoteque levels—automatically.
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A system forevery
requirement

FORMULA 2. The most sensitive
highest power handling speaker system
of its size (19%x12x1115)" Heavy duty 8"
woofer, BICONEX mid range, super
tweeter. Use with amplifiers rated from
15 waits to as much as 75 watts RMS
per channel. Response: 30 Hz to 23,000
Hz. Dispersion: 120°x120°. $98 each

FORMULA 4. Extends pure bass to
25 Hz. Has 10" woofer, BICONEX mid-
range, super tweeter. Even greater effi-
ciency and will handle amplifiers rated
up to 100 watts. Dispersion: 120°x120°.
Size:25x13% x 13! $136 each.

FORMULA 6. Reaches very limits of
bass and treble perception (20 to
23,000 Hz). Six elements: 12" woofer
complemented by 5" cone for upper
bass/lower midrange; pair of BICONEX
horns and pair of super tweeter
angularly positioned to increase high
frequency dispersion (160°x 16(°).

Size: 2614 x15%x1434" $239 each.

Sturdily constructed enclosures.
Removable grilles in choice of 6 colors.
Optional bases for floor standing place-
ment. Write for brochure HF-4.

Audition today’s most advanced
speakers at your BIC VENTURI dealer.

o BRITISH INDUSTRIES Co., Inc.
3 \Westbury, New York 11590.

Adivision of Avnet, Inc.,

Cuanada: C.W. Pointon, Ont.

BlC VENTURI

54



time when every squeak of Karlheinz Stock-
hausen is reverently recorded by Deutsche
Grammophon. it should be noted that major
scores of Richard Strauss are yet to be discov-
ered. Intermezzo. Die schweigsame Frau. Die
aegvptische Helena. and Die Liebe der Danue
are not in the same class as Eleknra or Salome.
but they don’t deserve 1o langwish. DG is the
logical company 10 ofler us this matcerial.
Robert Reiff

Middlebury. Vi,

In Defense of Lawyers

Both in his article “Bad Days at the Black
Rock™ [September 1973] and in a briet letter
[December 1973] concerning an identification
error in his article. Gene Lees makes 1t clear

that he considers membership in the legal pro-
fession an embarrassment. Although | was
originally tempted 10 make a series of rather
trivial points—that criticism of the legal pro-
tession is not exactly new. that there is often
much substance to the criticism. that the most
pointed. powertul. and effecuve critics have
been lawyers themselves—1 have decided 10
confine myself' 1o what is probably the smallest
point | could possibly make: Mr. Lees’s ster-
cotyping of members of the legal profession as
arustically and musically insensitive human
beings is silly.

| want o otfer Mr. Lees and HiG Finruimy
readers some intormation | found in an article
by Lewis Laska in the July-August 1973 1ssuc
of Cuse & Comment. George Frideric Handel
completed legal studies at Halle University in

Set your speakers free!

Your amplifier is probably
too weak to break the chains
that bind your speakers.

Listen to Julian Hirsch of
Stereo Review: “Anyone using
a low efficiency speaker system
with an amplifier in the 30 to
50 watt class cannot approach a
realistic listening level without
severe clipping.”

The key to the solution is a
high-powered
amplifier,
specifically,
the Phase
Linear 400.

Phase Linear 400

400 watts RMS direct coupled solid
state stereo power amplifier.

The 400 will unlock music
you never dreamed existed in
your favorite records. See your
‘dealer for an audition soon.

SPECIFICATIONS

Power—Greater than 200 watts/
channel RMS both channels driven
into 8 ohms.

Harmonic or I.M. Distortion—Less
than .25%; typically less than
05%.

Protection—Patented protection
circuit monitors output voltage and
current, shuts down amplifier in-
stantly if safe operating levels

are exceeded.

Hum and Noise—Better than 100
db below 200 watts.
Stability—Absolutely stable with
all speaker loads including electro-
static units.

Warranty—Three years, parts and
labor for normal use.

Price—$499.00. Cabinet: $37.00

Shease Lenear 400

THE POWERFUL DIFFERENCE

PHASE LINEAR CORP., P.O. BOX 549, EDMONDS, WASHINGTON 98020
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1703. Robert Schumann. Jean Sibelius. and
Igor Stravinshy cach studied law in his vouth
before turning to composing. Tchaikovsky
was a student at the St Petersburg School of
Jurisprudence for seven vears. and following
that he was a clerk in the Ministry of Justice
for four years before he ddevoted the major
partof his life to music. Many other examples
of compuosers and musicians who were trained
as lawyers or were lawyers could be offered. as
well as writers from Chaucer o Goethe to
Jules Verne and many others who were some-
thing more than pedestrian.

What am | trying to prove? Not that lawyers
are all fascinating. glittering artistic person-
alities. but that the profession contains an
amazingly diverse bunch of people. And in the
spirit of full disclosure belatedly embraced by
one well-known attorney. I confess 10 being so
enamored of the musical output of Frank
Zappa (whose tamous Brown Shoes Don't
Muke I1 refers 10 having to face “a dozen gray
attorneys”') that | privately publish something
called Mothers Home Jounal—a devout and
continuing pacan sporadically circulated to a
tiny band of fanatics around the world. To
some this admission may be proot of my musi-
cal insensitivity. but then 1 don't run Colum-
bia Records cither.

Craig Eldon Pinkus
Indianapolis. Ind.

Noncommercial Horowitz

Since completing the list of Viadimir Horo-
witz’ commercial recordings. as published in
the July 1973 Hign Fipriiry. T have em-
barked on another interesting journey: compi-
lation of a list of noncommercial items. in-
cluding recorded broadcasts and privately
recorded concerts. Importantitems that | hope
will come to light include the two Liszt con-
certos. the Beethoven Op. 3laand Op. 31. No.
3 Sonatas. Schumann’s Hiemoreske. Brahms’s
Paganini Variations. Medtner's G minor
Sonata. and Liset's Feux jollets and Mephisio
Waltz
1 would very much appreciate hearing from

anyonce who knows of Horowitz recorded per-
formances that [ can add o the list in prepara-
tion

Cuine 4 lder

1549 Scuth 1300 East

Salt Lake City, Utah 84105

Back to Basics

High fidelity equipment has become so ridicu-
lously complicated that it has passed all
bounds of reason. It has become a dial
twister’s delight and a music lover's despair.
(The concept of the violin has not been
changed since the second 1alf of the sixteenth
century.) Manufacturers seem 10 be catering
to those whose main aspiration is to be an
audio engincer. (Dovs an audio engineer have
to qualify as a musician?) By the time you have
balanced four speakers and seven octaves 1o
your listening room. your wife has decided to
rearrange the furniture and change the drapes.
Net result: The orchestra is scattered all over
the place.

How long is it since you spent an evening
listening 1o records or tapes on basically good
equipment without touching it up from time
to ume? Let's get back to fundamentals:
power on/off switch, mode and gain controls,

H1GH FIDELITY MAGAZINE



For those content to settle for
mere greatness in an automatic.
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In order to tel for smooth performance and consistent
you about the merely \ speed.
great Miracord 760 auto- So what's the difference between the
matic turntable, we must Miracord 760 and the 50H Mark Il (which

admit that we make a slightly greater costs $35 more)? It's merely in the motor.
model, the Miracord 50H Mark II. Buttocall  The 720 has a 5|)gecia|1y desiygned e
the 760 “second best" is to call a Bentley spectacularly consistent asynchronous
just another car. motor, and next to 50H Mark: [l its speed
.. But before we tell you about the accuracy is virtually unsurpassed in the
differences, we'll tell you about the audio field.
remarkable similarities. i If you're looking for the ultimate in
_ Both turntables begin with ELAC's fidelity, you'll want a handcrafted turntable
unique, no-shake push-button control by ELAC. And we invite you to write us for
system. This takes the jolt and jar out of literature on the entire ELAC line.
operation and reduces the chance of Just a word of caution. Because you
record damage. . can't rush craftsmanship, you may not find
The 760 tracks with dead accuracy the 760 or the 50H Mark |1 readily available.
as low as V2 gram stylus pressure, and the But we'd rather be great than easy to get.
anti-skating device is precise beyond belief.  |f you find yourself shopping around for
Pitch control? Of course. Like our our turntable, take comfort in this obvious
top-of-the-line Mark II, the 760 allows you fact: you dan't find a Rolls Royce dealer on
to vary speed over a 6% range (equal to a every corner. Because greatness can't be
semi-tone in pitch). And a built-in mass produced.
stroboscope allows for simple, unerring ELAC Products/Benjamin Electronic
speed adjustment. Sound Company, Farmingdale, N.Y. 11735.

The 760's 12/ one piece, die-cast

turntable platter is dynamically balanced MIRACORD 760

EIAL
You can't rush craftsmanship.
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speed and station selectors—and a small
screwdriver to remove the rest of the knobs.
Yes, I'll take a truck any day over your classy
sports car; I'll be home listening to music
while you are still shoveling your way out of
the snow.

Ronald S. Stewari

Detroit, Mich.

Pocket Bach

I read Clifford F. Gilmore’s short review [No-
vember 1973] of George Fields's “The Pocket
Bach” (Angel S 36067) with considerable dis-
appointment. While I can comprehend that he
obviously detests the sound of the harmon-
ica(s). does he not believe that somewhere on
this earth classical enthusiasts might exist who

truly enjoy hearing other than funky blues on
this relatively primitive instrument? It is true,
of course. that Fields took some liberties with
the voicings, but these were justified by the
natural limitations of the instrument. 1 feel
that the result, though not a great musical
event, was musically acceptable. notwith-
standing Mr. Gilmore's gratuitous sarcasms. |
doubt that Bach would have been so un-
gracious.

History is crowded with minor events of un-
usual soloists suffering at the hands of prej-
udiced listeners: they laughed when Serge
Koussevitzky sat down to play his bass viol.
and critics were horrified when Segovia had
the audacity to transcribe the sacred Cha-
conne for guitar. Such a comparison is not in-
tended to elevate Fields to the level of such fa-

3 of the World’
Best Sellers!

-~

AS-2AX 8” 2. WA

$59.95 ner

177/ 7

sells more
speaker systems
than anyone else

Chances are very good that you
have heard our sound. In fact,
if you listen to many great
speaker systems, you couldn’t
miss us. We haven't promoted
the name too much, since en-
gineering, sound technology

and manufacturing techniques are our
real forte. All this means to you is
incomparable sound for astonishingly

WD-90.187 3. Wa'¥

$99.95 wer

HS1.C.127 3. WAY

$119.95 ner

low prices. IT'S NO WONDER, WE

ARE NUMBER 1! Here are three ex-
amples of quality systems that sell by

the thousands.

FINISH: (ALL MODELS) Genuine Wal-
nut Veneer, handsome hand-rubbed,

oil finish.

Please write to UTAH ELECTRONICS for de-
tailed information on Model or Models of your
choice.

V\/\\'M/\f A A A"",‘,'V,

HUNTINGTON, INDIANA

UTAH SPECIFICATIONS

AS-2AX: 8" 2-WAY ACOUSTIC SUS-
PENSION SYSTEM—$59.95 NET
(8” Woofer, 3%2" Tweeter, Weight—
22 pounds, Size 11” x 18" x 9”)

WD-90: 127 3-WAY ACOUSTIC SUS-
PENSION SYSTEM — $99.95 NET
(12” High Compliance Woofer, 8"
Midrange, 3%2” Tweeter, Weight —
33 pounds, Size—14”x 23" x 10”)
HSI-C: 12~ 3-WAY SPEAKER SYS-
TEM — $119.95 NET (12 Heavy
Duty Woofer, Midrange Compres-
sion Horn, 5”7 Tweeter, Weight—46
pounds, Size—15” x 253" x 14”)
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mous artists but is merely znother reminder
that the musician will likely survive in our
memories longer than his listeners. How many
people are Hanslick fans?

For those who did enjoy Mr. Fields. there
exisls an interesting transcription of a radio
broadcast, circa 1941, with George Fields
playing the Mendelssohn violin concerto on
harmonica, with a *“chorus of bumblebees™
yclept the Cappy Barra Boys.

A. E. Mossner
Chicago. 111

Scotch Repeat

in reading through Philip Hart's January re-
view of Karajan's set of the five Mendelssohn
symphonies, I do not understand why he notes
in the last paragraph that he has never heard a
conductor observe the repea in the first move-
ment of the Scorch Symphony. Surely he must
have listened to the Dean Dixon version at
least once, since he discusses its shortcomings
in his review; and if so, he rust have noticed
that Dixon does indeed otserve the repeat.
Not that this fact is enough 10 salvage an oth-
erwise tedious performance; but for those
looking for a version that dces include the re-
peat, Dixon does deserve some credit for hav-
ing followed the score in this respect.

Steven J. Haller

Detroit, Mich.

Stock Society

An organization dedicated to preserving the
memory of Frederick Stock and other
neglected great conductors of the past is now
being formed. Interested parties should send a
stamped, self-addressed envelope to the ad-
dress below.

Thomas A. Varley

Frederick Stock Society

305 Cooper St.

Camden, N.J. 08102
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THEWAYTO
20.000 H2

PLAYS ANY 4 CHANNEL SYSTEM PERFECTLY.
PLAYS STEREO EVEN BETTER THAN BEFORE.

Empire’s new wide
response 4000D series
cartridge features our exclu:
sive "4 DIMENSIONAL"
diamond stylus tip.

This phenomenal new
cartridge will track (stay in the
groove) any record below 1
gram and trace (follow the
wiggles) all the way to 50,000
Hz. Qur exclusive nude ™4
ODIMENSIONAL diamond tip has
a .1 mil radius of engagement yet
the very low force required for
tracking prevents any discern-
ible record wear.

Discrete 4 channel
requires two full 20,000 Hz
frequency spectrums. With a
50, 080 Hz response you have
plenty of extra sound to spare.

Even ordinary stereo is
enhanced...true music repro-
duction depends upon wide
frequency response. For
example; a perfect square wave
requires a harmonic span of 10
times the fundamental frequen
cies recordad. Obviously, to
identify each instrument or
sound nuance in a recording you
must reproduce frequencies

well beyond the range of normal
hearing. Listening to a cartridge
with aresponse to 50,000 Hz is
a truly unique experience. Close
your eyes and you'll swear the
sound is live. Open your eyes
end you'll never be satisfied with
anything else.

For your free’ Empnre
Guide to Sound Design” write:
EMPIRE SCIENTIFIC CORP,
Garden City, N.Y. 11530

USA By

Mfd

TEGHNICAL SPECIFICATIONS /EMPIRE'S NEW 4000 D CARTRIDGES

] |  OUTPUT | CHANNEL CHANNEL |TRACKING |
LIST FREGQUENCY VOLTAGE SEPARATIONl SEPARATION| FORCE STYLUS i STYLUS
MODEL |l PRICE RESPONSE | mv perchannel| (left to right) | (front to back) GRAMS | TP~ | REPLACEMENT
Professuonal | $149 95 | 5-50.000 Hz 30 more than more than 1/4 to 11 4 | miniature nude S 4000 D/
4000 D/ 35dB 25dB diamond with White
| | 1 mil tracing
. | l radius "4 DIMENSIONAL]
1 T — T
Deluxe [$124 85 | 5-45.000Hz 3.0 | more than more than [3/4t01-1/2| miniature nude S 4000 D/l
4000 0D/ 35dB 25dB diamond with Yellow
‘ | 1 mitracing
- B I | B i e 8 1 » '_ra_chuJ 4 QIMENSIDNA_L'_ -
Standard $ 8495 |10-40.000 Hz 30 more than more than |3/4 to 2 miniature diamond S 4000 D0D/1
4000 D/ 35dB | 25dB with 1 mitracing ’ Black
| ! radius 4 JIMENSIONAL

¥ -Trade Mark of the Empire Scientific Corporation
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speaking of

records

Mozart—was the New York
Philomusica's recording of his
Divertimento in D really so far off base?

Point Counterpoint;
or, Two Can Play at This Game

in which two musicologists square off on
the application of scholarship to performance.

Paul Henry Lang’s November 1973 re-
view of the New York Philomusica
recording of Mozart’s Divertimento in
D, K. 320b/334 (Candide CE 31074) dis-
putes the appropriateness of performing
this particular work with one playertoa
part, dismisses the idea of prefacing
and/or concluding it with the March in
D. K. 320c/445, as ‘“‘egregious non-
sense,” and excoriates the album’s liner
notes as “irritatingly pompous. inaccu-
rate, and gratuitous, a typical example of
amateurish demimusicology.”’ One
would have hoped that a scholar with
Mr. Lang’s exceptional reputation
would be more careful about confusing
his highly charged subjective opinions
with the facts.

1. It is absurd to state categorically that
Mozart’s “larger serenades composed af-
terc. 1770 . . . demand the symphony or-
chestra” (I quote from the review). Most
of the works described by St. Foix and
Einstein as “sextets”—the occasional
works for strings and two horns—were
written from 1776 to 1779: the Diver-
timentos in F (K. 247). in B flat (K.
271H/287), and the one under discussion
(K. 320b/334). To use the word sextet—
assuming only one bass instrument
rather than borh cello and double bass.
is to confirm the chamber-music quality
of these works.

In any case, Mr. Lang’s juxtaposition

14

of the K. 320b/334 Divertimento with
the Posthorn and Haffner Serenades is
completely spurious, since the latter
pieces have full wind and brass comple-
ments (including timpani in the Posthern
and. arguably. in the Haffner) whose ob-
vious symphonic texture is entirely dif-
ferent from that of the sextet-diver-
timentos. These sextets were written for
the Countess Lodron and the Robinig
family, as opposed to the larger ceremo-
nial works with which Mr. Lang confuses
K. 320b/334.

2. The issue of texture, already cited, is
further distorted by Mr. Lang’s com-
plaint of thinness in the “more robust
symphonic passages” of K. 320b/334.
What of the completely soloistic writing
for the first violin, especially in the fi-
nale. and the two Eingange (small ca-
denzas) clearly called for in the same
movement? When Mozart incorporates
such virtuoso elements into a symphonic
work. he writes a special part for violino
principale (as in the Haffner Serenade).
None appears in K. 320b/334 because
none is necessary; it is chamber music.

3. The performance of a march before
and after a long, multi-movement oc-
casional work is not “egregious non-
sense,” but a practice that has been docu-
mented and agreed upon by all
responsible Mozart scholars for years.
The Neue Mozari-Ausgabe publishes the

marches together with their appropriate
serenades and divertimentos; there is
even a case of Mozart’s writing two sepa-
rate marches (K. 320a/335, Nos. | and 2)
to begin and end the Posthorn Serenade
(K. 320). In fact, the sole purpose of Mo-
zart’s marches was to preface and con-
clude precisely such long works.

4. Regarding the relationship of the
March in D, K. 320c/445 to the diver-
timento, Mr. Lang writes that “the au-
thor of the notes did not read his Kochel
catalogue carefully; K. 334 is not the
only prospective home for the piece.”
But the sixth edition of Kochel (Wiesba-
den. 1964; reprinted 1965 as the seventh
edition) states unequivocally that the
two works belong together and numbers
them consecutively as 320b and 320c.
The editors observe that paper, hand-
writing, and treatment of the work all
point to composition in Salzburg during
the summer of 1779—when the diver-
timento was written. Moreover, St. Foix
notes that the coda of the march contains
a partial quotation from the first theme
of the divertimento’s first movement!
(Thus, Einstein’s earlier suggestion that
the march might belong to the Notturno,
K. 269a/286. is rightly dismissed.)

As the annotator in question and a rec-
ognized Mozartscholar, I can only regret
both the magnitude of Mr. Lang’s
inaccuracies and the tone in which he
chose to proclaim them.

Robert Levin
Brookiyn, N.Y.

I am afraid that Mr. Levin’s idea of the
practical application of scholarship dif-
fers considerably from mine. He offers
an array of data to dispose of an aesthetic
argument, and I wonder whether we are
entering—or have already entered—an
Alexandrian age.

Mr. Levin says he speaks as “a recog-
nized Mozart scholar’. Speaking as a
historian and sometime professional
performer, I know that excessive preoc-
cupation with minutiae atiacks the plas-
tic force of art, The passion for classify-
ing and card-indexing can easily turn the
expert into a mere spectator who wit-
nesses art without being involved in it;
when so oriented, one no longer under-
stands the use of the past as a powerful
nourishment and listens to documents
rather than to music. Once the re-
searcher faces the real thing—not the
facts and figures. but the work of art—an
entirely new set of resources is called
into action to interpret the accumulated
facts: intuition, imagination, and musi-
cal experience. Unfortunately. this is the
point at which many an expert quits. los-
ing the opportunity to make a distinction
between intention and realization.

What does it matter whether a little
march is pre- or post-1770—indeed,

Continued on page 22
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N DECEMBER 11, 1973, in the
Pierpont Morgan Library,
the unique museurn which

was once the mansion home of the fa-
mous financier, a cellist gave a recital
before an audience of several hun-
dred guests, all recognizable names in
the music, art, and social worlds. He
played the Grieg Sonata, Three Luttle
Pieces of Webern, Elgar’s Chanson
d’amour and the Debussy Sonata. The
manuscripts of the first three works,
the originals owned by the Library,
were on display for the occasion. The
concert over, the cellist made a sur-
prise announcement of such impor-
tance that it was front page news in
the New York Times the next morning,
sharing space with the eight-column
headline of Nelson Rockefeller’s res-
ignation as Governor. The announce-
ment was that he was giving the Pier-
pont Morgan Library his collection
of Italian master drawings, more
than 1,500 works including examples
by Leonardo, Raphael, Titian, and
Bellini together with “the smaller
stars in the firmament” to form a
study collection. The gift was de-
scribed by the Library’s director as
“certainly the finest private collection
of Italian drawings in America, and
one of the finest anywhere in the
world.” The musician-donor was
Janos Scholz, Commander of the Or-
der of Merit, decorated by the Italian
Government in recognition of his
scholarship.

Janos Scholz: a Renaissance man

Janos Scholz, cellist and viola da
gamba player, collector and teacher,
musicologist and art historian, is a
life-loving person of so many inter-
ests, accomplishments and enthusi-
asms that he might be described as a
Renaissance man of today. Hun-
garian born, he first came to this
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country with the Roth Quartet; he
still plays a considerable amount of
chamber music and gives some thirty
solo recitals a year here and abroad.
The gift he made to the Morgan Li-
brary was to celebrate the fortieth an-
niversary of his arrival in the United
States, and his seventieth birthday
(on December 20).

The Scholz affiliations and activi-
ties are astonishing. He is President
Emeritus of the Violoncello Society of
New York which recently presented
him with a scroll of honor. He plays a
1731 Stradivarius which had be-
longed to Joseph Hollmann, who was
a friend of Fauré and for whom
Saint-Saéns wrote his Second Cello
Concerto. He plays a 1669 Jacob
Stainer viola da gamba which was
once owned by King Maximilian Jo-
sef of Bavaria. He has edited music
for both instruments, cello literature
of the eighteenth century and gamba
music of Handel and Marcello. He
was the first to record the Bach
Gamba Sonatas. He is an iconog-
raphy specialist for instruments in
painting. As an art authority and
Senior Fellow of New York Univer-
sity he gives seminars to students at
the Institute of Fine Arts and for Co-
lumbia University, where he is Ad-
junct Professor of art history; he also
lectures on collecting at the New
School for Social Research. As a col-
lector, his studies and interests have
taken him from porcelain and faience
to Anatolian rugs and, his consuming
passion, master prints and drawings.
At one time he built up a specialist
collection of eighteenth-century stage
designs which he parted with to Don-
ald Oenslager in order to concentrate
on Italian master drawings. A by-
product of that period is the book he
edited, Baroque and Romantic Stage De-
sign. In music he collects cello and
viola da gamba bows from about
1710 to 1880. He has over two hun-
dred, each meticulously catalogued—
measurement and color, frog and
button, history and anecdotage.
There are Romantic bows with inlaid
flowers, gold-mounted ones and tor-
toise-shell trimmed. The collection
will go to the Smithsonian Museum.
He also has a vast library of cello mu-
sic, much of it piled in a back hall
from floor to ceiling. This will go to
the University at Greensboro, North
Carolina, where a center of cello stud-
ies exists, the nucleus of which was the
library of the late cellist Luigi Silva.

His family knew Schubert

Janos Scholz is a lively raconteur
and he reminisces with color and
gusto about his background and
childhood. “In art I have a rather fa-
vorite school—the Venetian, possibly
because of family ties. My grand-
mother was from Triesteand I am ac-
tually one quarter Italian. I am what
Italians would call a minestrone terri-
bile. You see, I am a real Austro-Hun-
garian with not a drop of Hungarian
blood in me. But I feel very much my
Hungarian origins.”

He was born December 20, 1903,
in Soprén, an old Hungarian town
with Renaissance and baroque build-
ings, on the borders of Austria. The
family had lived there two hundred
years in the same large imposing
house of some forty rooms. “They
were commercial people except my
father—he died when I was five—who
was an army man, a major general in
the artillery. They were all art-
minded and music-minded and there
were several collectors among them.
But music was of the most supreme
importance. I, for instance, am the
fifth generation of cellists in the fam-
ily and the first professional. Every-
body at home played something. We
always played chamber music. We
had our own trio. My mother was a
talented violinist and my sister a pi-
anist. My grandfather played piano
and cello. There were three pianos in
the house in three different rooms
and when everybody was practicing
it was like a little Curtis Institute. To-
day my grandfather’s house is a mu-
sic conservatory.

“We had a tremendous music li-
brary including a most extraordinary
variety of post-romantic music of
such composers as Kalkbrenner and
Reissiger. There was a first edition of
Beethoven’s Spring Violin Sonata
which had come from the library of
my great-great grandmother when
she was a girl, before she married in
1827. In 1813 the family gave six
thousand items of autographs and
early printed music to the Vienna
Society of Friends of Music.” This
was the nucleus of the famous Gesell-
schaft der Musikfreunde library.

The family not cnly knew music,
they knew musicians. “My grand-
father would tell me about a concert
Liszt played in Sopron. In the middle
a string broke. Somebody in the first

Continued on page MA-4
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Bizet’s The Pear( Fishers is given for the first time in
Florida, by the Opera Guild of Greater Miami; an all-
Met cast includes Mandac, Gedda, Diaz, and Cossa.
Emerson Buckley conducts.

‘The Chamber Music Society of Lincoln Center presents
an early edition of Bach’s Brandenburg Concerto No. 2
in which the trumpet part is written for corno di caccia;
Barry Tuckwell is soloist.

The fourth International Choral Festival opens at
Lincoln Center; eleven countries are represented.
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conducts.
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Janos Scholtz, Renaissance man: among many interests, cello bows and drawings of the old masters

row got up and wanted to take the
string out because it rattled like the
dickens. But Liszt, still playing, lifted
up one hand and shook it at the inter-
loper and shouted ‘Geh weg” in Ger-
man because he didn’t speak Hun-
garian very well. My grandmother
had heard from her mother how
Schubert had spent some time with
them and had dedicated his Sere-
nade, Opus 138, to my great-great
aunt for her birthday. It was per-
formed at home for the occasion but
Schubert didn’t hear it. He had gone
10 a Heuriger outside Vienna—a wine
tavern—and there they found him, all
alone, tipsy, scribbling away on a
piece of paper.”

First lessons, first collections

“My first teacher was a violist, but
he played every instrument under the
sun. I remember my first lesson. It
was the 17th of November, 1910, if
you please. My teacher stood in front
of the small boy with his small instru-
ment who was standing in front of his
little chair, waiting to sit down. He
said: ‘My son, you are going to be a
cellist. I want to tell you right away,
before you sit down, that you will be
condemned to spend half of your life
on half of your behind.””

Janos was ten when he started col-
lecting. “The family had lived in the
house so long that all sorts of inter-
esting things had accumulated. In

MA-4

one room there were so many stringed
instruments that it looked like the
back room of the violin dealer
Jacques Francais. Once in the atiic |
found a set of trombones and that’s
how I learned to play trombone. 1
also found some old medical books
there and that was the beginning of
my book collection. Then came coins,
rocks, silver, bronzes, stamps, etc. |
was only eleven when I helped at a lo-
cal ‘dig’ where they were excavating
prehistoric remains and I learned to
put together shards and how to re-
store and conserve. And I catalogued
a monastic library and the Roman
coins of the local museum. Suddenly,
when I was only fifteen or sixteen, I
had a little museum in my room
which was promptly taken from me
because the things were much too
nice.”

Later he kept the “nice things.”
“My kind of collecting was done on a
shoestring. Being a musician I had a
chance to pick up things in my trav-
els. In the beginning it was books but
that became too difficult. In Mexico I
bought a very heavy book, a six-
teenth-century book of choral music,
and was so annoyed carrying about
that big book and my cello that I
thought I must find something easier
to transport. It was also in Mexico, in
1935, that I started my print and
drawing collection. The first drawing
I bought I thought was a Bolognese
drawing of Carracci. It turned out to

be a copy. I started to learn. Through
study and work and good luck—I had
a lot of good luck—I bought with my
small means some of the great master
drawings you now see at the Morgan
Library. A trained musical memory
and all the collecting I had done
somehow had formed my brain and
eyes to go into the most delicate of all
art forms, original drawings of the
great masters.’

Budapest and homage to Haydn

The mother of Janos Scholz, “an
imperious lady” eager to secure her
son’s future, sent him to the Royal
Hungarian College of Agriculture to
become an agronomist. But when he
had won his diploma he presented it
to his mother. He said: “I am going to
be a musician. I am going to Buda-
pest.”

He attended the Royal Hungarian
Academy of Music where, among his
teachers, was its director, Ernst von
Dohnanyi, who was also conductor of
the Budapest Philharmonic with
which the young cellist was later to
play. Scholz tells of his admission to
the chamber music class of the con-
servatory. “The professor said: ‘Do
you know the Haydn Quartet in G
major?’ I said Yes. ‘Do you know the
C major?’ Yes. ‘Do you know them
all?’ Yes sir, all eighty-two. That old
professor, on Good Friday, would
take us to the grave of Haydn in Ei-
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senstadt. It was about eighty kilome-
ters away and, it we could not get a
carriage or some little train, we
walked. There were no buses then. In
the loft of the Calvary Church where
Haydn had been choir master and
conductor we would play Haydn
quartets. Once we played—not too
well—the Seven Last Words, the quartet
arrangement, and later, when we
were at the professor’s house, a post-
man came with a telegram. The old
man read 1t and started to shout.
‘What is it”” we all asked. The tele-
gram read: ‘Just turned over in my
grave’ It was signed Joseph Haydn.
Poor man. He never found out who
sent it.”

After graduation Janos Scholz
played with the symphony orchestra
at the Budapest Opera—*I am still a
fanatc for opera”—and with cham-
ber music groups, and toured in reci-
tal all over Europe. Then in 1932 he
Jjoined the Roth Quartet, one of the
great quartets in an era of great quar-
tets. The Nazi shadow was then be-
coming more and more menacing.
The other three members of the quar-
tet were Jews. It was time for them to
move on. The American consul gen-
eral in Budapest, by good fortune,
was a friend of Congressman Sol
Bloom of New York and the latter ar-
ranged for the group to be invited to
come to America. Janos Scholz left
everything behind and arrived in this
country with nothing but a suitcase
and a cello and “the tradition and
love which we had in that land which
I brought over here in myselt.” He be-
came an American and New Yorker.
That was why he gave his collection
to the Morgan Library. “I feel a New
Yorker since I lost my country.” In
1937 he was invited back to Budapest
to be a professor at the Academy. He
refused. In 1948 he had a similar offer
and again refused. But in the summer
of 1973 he was persuaded by a former
pupil, now a professor at the con-
servatory, to serve on the jury of an
international competition. “They
treated me wonderfully though I
didn’t see eye to eye with everything
there. But the atmosphere in the con-
Servatory was serious, no nonsense, no
long-haired fellows. When the profes-
sor came in they stood up.”

Janos Scholz lives in an apart-
ment-museum, for many years the
home of composer-conductor-pianist
Ernest Schelling whose young widow
Scholz married. Its living room with
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carved fireplace and tapestries re-
mains unchanged. The wall behind
the staircase ascending to the second
floor is covered with photographs,
souvenirs of Schelling’s life and
friendships. The next stairway,
curved and steep with narrow iron
steps and a rope as a rail, leads 10 a
smallish room, the studio of Janos
Scholz, lined from floor to ceiling
with reference books of art, with over-
sized drawings—three of Giambat-
tista Tiepolo'—stacked behind the

couch In corridor and closet are port-
folios of drawings, boxes of photo-
graphs and slides, folders of old clip-
pings and programs. We saw the 1912
golden wedding anniversary pro-
gram of his grandparents at which he
sang, the program of a concert for sol-
diers in 1914 at which he played, and
his first American program with the
Roth Quartet which included Mo-
zart, Brahms, and a new work of an
American, Daniel Gregory Mason.
Continued on page MA-33

The Age of Mozart-
and of innovation.

The music of Mozart, Haydn, and their contempo-
raries has become so familiar that we often forget the
dramatic, even revolutionary changes in taste and
style that lay behind it. An understanding of this cul-
tural context of the era’s masterworks can add a new
dimension to their appreciation. And it is precisely
this understanding that the latest volume of The New
Oxford History of Music is designed to give, with
lively but thorough examinations of the stylistic
movements, major composers and enduring master-
pieces of the late seventeenth century. With detailed
notes, an extensive hibliography and scores of rmusi-
cal illustrations, this book is an essential reference
or every serious student and an informative com-
panion for anyone who enjoys fine music.
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¢ HISTORY OF MUSIC

Volume VII: The Age of
Enlightenment, 1745-1790

Edited by Egon Wellesz and Frederick Sternfeld
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JAN DeGAETANI

musician of the month

ist in modern music,” declares Ohio-born Jan

DeGaetani, who in twenty years of concertizing
has performed the vocal music of Varése, Shifrin, Crumb,
Druckman, Haubenstock-Ramati, Boulez, Ligeti, and
Rochberg—plus others. She has sung so many Pierrot Lu-
naires—and her Nonesuch recording of Pierrot received
such favorable reviews—that she’s become as identified
with that classic of the modern repertory as has Birgit
Nilsson with the role of Isolde.

“The truth is,” she goes on, “I do as much standard rep-
ertory as contemporary.” An example she cites is Ravel’s
Shéhérezade, which she was preparing early this year with
the student orchestra at the Eastman School of Music.
And diversity is certainly indicated by a discography that
includes such items as The Play of Herod with the New York
Pro Musica, an Italian madrigal album with the Abbey
Singers, and an album of songs by Stephen Foster.

Yet one wonders how long the equality between music
old and music new can continue. The demands from to-
day’s composers and music organizations must be grow-
ing all the time, must threaten to absorb her totally. Con-
sider that she’s reached that special pinnacle in a

66 REALLY DON’T LIKE to think of myself as a special-
y P
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performer’s career when she finds herself actually gener-
ating new music: when the Fromm Foundation recently
decided to commission a new vocal work, their tactic was
10 earmark the work for Jan DeGaetani and let her sug-
gest any composer she pleased (she suggested several; and
the commission went to John Harbison); while another
recent commission has come her way—this from the Al-
bany Symphony, for a work by Jacob Druckman. Also
in recent years there has been a step-up in recording as-
signments—four albums alone with Arthur Weisberg’s
Contemporary Chamber Ensemble on the Nonesuch la-
bel. Nonesuch has other DeGaetani albums coming out,
while Columbia is getting ready to release her recording
of George Crumb’s The Night of the Four Moons. True, one
coming album will represent the venerable past—a collec-
tion of Wolf Lieder—but in such companv, it seems down-
right anachronistic.

One rarely encounters a singer of such orominence who
has made her way outside the opera house circuit (in order
to make the best possible impression at a pending Met au-
dition, she was urged to give her prematurely gray hair a
dye job; she refused). Curiously, although she bridles at
being labeled a contemporary music specialist, her unique
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non-operatic career has paralleled, in several respects, the
career style of a typical modern composer. Like most com-
posers, she has spent considerable time on various music
faculties. No sooner had she graduated from Juilliard,
back in the Fifties, than she began teaching there. In later

vears she has been artist-in-residence at the University of

Wisconsin and the Aspen Music Festival. More recently
she was on the faculty of the State University of New York
in Purchase. And this year she and her husband Philip
West, an oboist, are both faculty members at the Eastman
School of Music.

Her twenty-vear career (she is now forty) has been ori-
ented pretty much towards chamber music, and we get
another parallel between the career of Jan DeGaetani and
that of the modern composer when she mentions her old
distaste for performing with a large orchestra—an alien-
ation from the big sound that is shared by today’s com-
posers who, finding orchestra audiences still grudging in
their acceptance of new music, do most of their work for
chamber ensembles. That distaste, though, has been over-
come: recently she sang the solo parts in the Mahler Sec-
ond and Fourth Symphonies. Nonetheless, she applauds
the trend for orchestras to include chamber works on their
programs. “It’s a benetit for me,” she admits. “It benefits
the orchestra too, in that it allows the first-chair players to
do solo playing of a non-concerto nature. Also, it benefits
the audience, giving them time to clean their ears of heavy
textures, to refresh themselves.” Her husband the oboist
teaches chamber music for mixed ensembles; while Miss
DeGaetani herself, in addition to dealing with student
singers, likewise coaches a chamber music class. When |
expressed surprise, she declared firmly: “Singers are just as
well equipped to deal with the musical questions. I never
talk technically, of course—I can’t tell people how to play
aclarinet or violin. But I can certainly talk about musical
matters like dynamics and shape of phrase. Maybe we all
have our separate instruments, but we’re all aiming at the
same thing.”

And what about the new music? How diflicult are to-
day’s composers to work for? What demands does the
singer encounter in each of their highly individual styles?
Jan DeGaetani, who has sung them all, gives some
thumbnail impressions:

Gyorgy Ligeti. “He was the hardest. I was given his
Aventures and Nouvelles aventures, which both fascinated
and frustrated me. One problem is that instead of dealing
with any known language, you are given forty-four differ-
ent sounds—I think that’s the number—which you have to
master. What was worse, though, was the rapidity of it
all—there was no possibility of doing everything he had
written on the page. Finally it occurred to me that per-
haps what he wanted from the singer was that sense of
nervousness, that sense of sounding harried, which you
can’t get any other way except by demanding oo much.
When I got to talk with him, he confirmed my suspicion.”

George Crumb. “Well, I may be a mezzo, but it was
working with George’s music that helped me extend my
range, right up to high C. Unlike such composers as Ligeti
and Druckman, who sometimes write in a totally unrec-
ognizable invented language, George always uses a text,
like the Lorca poems in Ancient Voices of Children. In this re-
spect, he’s easier 1o handle; but he presents his own kinds
of difficulties. There’s one piece where you have to sing
into the piano, and still keep your sense of pitch despite all
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those billowing, bewildering harmonics; and you get a
similar problem when he has you singing along with a
mandolin that is not properly tuned. There are all sorts of
contemporary singing devices in his music—clicking the
tongue, rolling r’s, and whatall—but for the most part it’s
just pure singing, very much the same technique that you
would employ in Schubert.”

Jacob Druckman. “Like George, Jacob has a wonder-
ful theatrical imagination; and both men have wonderful
hands, as opposed to some composers whose work I can
barely decipher on the page. Otherwise, the two men are
about as different as two people can be. Jake’s music is
more visceral, out of the guts, extroverted, changeable;
whereas George is more careful —passionate to be sure—
but more literal and organized, a passion that comes from
a different direction. Unlike George, Jake will demand
that you improvise, that you work with taped sound that
can easily throw your intonation off. He also makes extra-
musical demands—such as in Animus I where you’re ob-
liged to play a fair number of percussion instruments and
move about the stage. This is really getting theatrical and
closer to opera.”

In her discussion of new music, the word “theatrical”
occurs frequently, and it turns out that Jan DeGaetani—
exponent of avant-garde music—has been involved with
that most celebrated of this country’s theatrical avant-
garde, The Open Theater. She herself had been studying
body movement under an avant-garde choreographer for
a number of years, during which she had developed a
“mishmash” system of exercises designed to help musi-
cians—singers and instrumentalists alike—attain greater
concentration, relaxation, and freedom. It was these tech-
niques she was invited to present to the members of The
Open Theater by their musical consultant, Stanley Wal-
den. “Our first session worked out well, so we got together
a number of times after, dealing mostly with experiences
they had had in their improvisations, with frustrations
they encountered when trving to make certain kinds of
sounds. You know all those weird, tortured sounds they
make—I was really upset, in the beginning, by all the
strain and physical tensior it took to make them!”

Has she noted much overlap between avant-garde mu-
sic for the concert stage and straight avant-garde theater?
“Both modern music and modern theater are exploring
non-verbal aspects of the human condition,” she declares.
“And this requires the musician and the actor o use their
voices to communicate in ways which are not so tradi-
tional or so rationally specific as language would imply.
In that sense it is easy to see how music and theater might
overlap. I just finished reading Peter Brook’s article in the
Sunday New York Times, where he discusses all this.”

And supposing she herself could talk to an audience go-
ing into a concert of new music, and feeling the usual mis-
givings? What reassurances would she offer? “Above all,
I’d urge them to go in not expecting any particular thing.
With standard reperiory, with Beethoven or whomever,
the audience is geared to certain expectations of what’s
going to happen. Basically, what they’re really listening
for is whether it’s well or poorly played. They’re going in
prepared to render judgment. All that performers of new
music can ask is that they make themselves open for a new
sort of communication, that they provide an atmosphere
in which communication can happen. The rest is up to the
people onstage. JACK HIEMENZ
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RAY JACKENDOFF

| conARd BERNSTEIN'S

HARVARA LECTURES

VERY TwO YEARS, Harvard University appoints a

prominent figure in literature or the arts to the

prestigious Charles Eliot Norton Chair of Poetry.
T. S. Eliot, e. e. cummings, Robert Frost, and Roger Ses-
sions have occupied the chair; Hindemith’s 4 Composer’s
World and Stravinsky’s Poetics of Music are the written ver-
sions of their Norton lectures. This past fall, the Norton
lectures were given by Leonard Bernstein.

The series of six lectures was entitled “The Unanswered
Question,” after Charles Ives’s little piece for chamber or-
chestra. Bernstein felt that the meaning of the piece—de-
spite Ives’s mystical description of Druids and so forth—is
“What is the future course of music? In particular, what
role will tonality play in the development of new musical
idioms?” Bernstein chose to attack the question by draw-
ing parallels between musical analysis and current
theories about language.

The lectures were held in the Harvard Square movie
theater, the biggest hall in town. Bernstein kept the
packed house alive and attentive for the whole two-to-
three-hour duration of each lecture—and alive, in Cam-
bridge, means applauding, cheering, and hissing! Bern-
stein loved it. He discussed the musical and linguistic
problems in his usual clear and often very personal way,
with liberal use of the piano and visual aids in illustration.
Each lecture contained one or more prerecorded video-
tapes of Bernstein conducting the Boston Symphony in
works under discussion.

Ray Jackendoff 1s Associate Professor of Lingwistics at Brandeis
University and the author of Semantic Interpretation in Gen-
erative Grammar. He is also a professional clarinetist and an
amateur violist.
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Since 1 was unable to attend these Tuesday night extra-
vaganzas, I went to the Wednesday videotapings at
WGBH-TV across the river in Boston, where the audience
was smaller and more sedate but Bernstein’s presence
more immediate. During the prerecorded orchestral sec-
tions, we were invited to join him around the table to talk
with him at some length. Besides providing a nice week’s
worth of gossip, these informal moments helped overcome
the inhibiting presence of cameras and teleprompters
bearing signs like “Look at me!” and “Don’t grunt while
vou’re playing!” It was an exciting show.

Amids: all this hoopla, did Bernstein say anything new,
beyond the level of his well-known “music for laymen”
TV spectaculars? Bernstein’s topic, a difficult assignment
for anyone to take on, cost him a great deal of personal
anguish and uncertainty. Explicating lirguistics to a lay
audience is not easy, especially when the audience expects
to hear about music. And though Bernstein spent consid-
erable effort learning about linguistics himself, he clearly
was not as comfortable with it as he is in his own territory.
Many people felt he really failed to bring it off. But their
objections often stemmed from a misunderstanding of his
goals, from unwillingness even to consider his specula-
tions about tonality, or simply from distaste for his
unacademic brand of showmanship. My own feeling is
that beneath the defects in exposition lay intuitions that
were sound, insightful; and often striking. Therefore, in
giving my interpretation of the Norton lectures, I will de-
viate considerably from Bernstein’s presentation, in the
hope of making the relevance of linguistics to musical
analysis somewhat clearer.
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Bernstein drew parallels between music and language
in three domains: poetic analysis, grammatical theory,
and innateness. With respect to the first of these, we ob-
serve that music and poetry are similar art forms: unlike
painting and sculpture, they involve manipulation of ele-
ments over a structured time span, and, unlike cinema
and dance, they are primarily aural arts. It is naturzl to
ask whether any of the artistic devices used in one also ap-
pear in the other. Bernstein presented some clear elemen-
tary examples. Alliteration, where successive words begin
with the same sounds,

Promulge the prating prim

Of the prudent promisor ... (Pogo)

is paralleled by musical phrases like this:
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(Beethoven 8th Symphony)

The device of chiasmus, in which two phrases are re-
peated, but in opposite order, appears in poetry:

What’s Hecuba to him, or he to Hecuba?  (Hamlet)

and in music:

S T e
L O B G I — —h —a

(Schubert Unfinished)

More interesting is the use of ambiguity for artistic ef-
fect. A poet can use ambiguity to create a tension between
two possible interpretations. Likewise, a composer can in-
crease tension in his music by employing ambiguities that
make us wonder “What key are we in?” or “Where is the
downbeat?”” Bernstein showed how atonality was a natu-
ral outcome of the nineteenth century’s unceasing search
for “bigger and better ambiguities” in tonality, illus-
trating his point with Berlioz’s Romeo and_Juliet, the Tristan
Prelude, and Prelude i I’apres-midi d’un faune. By the turn of
the century, the sense of tonal stability has become ex-
tremely uncertain: in the most stunning lecture of the
series, Bernstein represented Mahler’s Ninth Symphony
as a symbolic farewell to tonality, and, on a deeper level,
to life itself. The way is clear for Schoenberg to write mu-
sic which deliberately avoids all suggestion of tonal cen-
ter, while Stravinsky fights one battle after another to find
new means of tonal expression.

In the next area of inquiry, Bernstein turned to the lead-
ing school of linguistics today, the theory of transforma-
tional grammar, originated by Noam Chomsky of MIT.*
According to Chomsky, the purpose of linguistic theory is
to describe what it is that a human being knows when he
knows how to speak a language. One might at first guess
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that a speaker simply has memorized a lot of sentences.
But Chomsky points out that we constantly understand
and create sentences we have never heard before; thus our
knowledge must consist not of sentences, but of rules for
constructing and interpreting sentences. The set of rules
that describes how to construct the sentences of a particu-
lar language L is called the grammar of L. The linguist’s job
is to discove: this grammar, much as a physicist’s job is to
discover the rules describing the behavior of physical ob-
jects.

It turns out that our knowledge of English is quite com-
plex. For example, the English sentences (a) “Max ap-
peared to Bill to be a hero” and (b) “Max appealed to Bill
to be a hero” are superficially nearly identical; butin (a) it
is Max who is associated with the idea of being a hero, and

* More extensive treatments of transformational grammar
may be found in John Lyons, Chomsky (Viking, 1970); S. J. Key-
ser and Morris Halle, “What Do We Do When We Speak?” in
P. A. Kolers and Murray Eden, eds., Recognizing Patterns (MIT
Press, 1968), pp. 63-80; Paul Postal, “Underlying and Super-
ficial Linguistic Structure,” Harvard Educational Review (1965),
Pp- 246-266; and Noam Chomsky, Language and Mind (Harcourt,
Brace, Jovanovich, 1972)

MA-9



in (b) it is Bill. Or compare (c) “John is eager to leave”
with (d) “John is easy to leave,” again very similar sen-
tences. (C) is related to such locutions as “John’s eagerness
to leave” and “John is eager to leave the room”; but
“John’s easiness to leave” and “John is easy to leave the
room,” which we might expect to be similarly related to
(d), are not even comprehensible English. Instead, (d) is
related to phrases like “It is easy to leave John” and
“Leaving John is easy for anyone”; but the parallel sen-
tences formed from (c), “It is eager to leave John” and
“Leaving John is eager for anyone,” are not English.

The linguist’s description of a native speaker’s knowl-
edge of English must explicate these facts. Chomsky pro-
poses an abstract representation of sentences, the deep
structure (or underlying structure), which expresses, for ex-
ample, our knowledge that Max is understood as the sub-
ject of the verb like in sentence (a), that Bill is the subject
of like in (b), and that Join is understood as the subject of
leave in (c) but as the object of leave in (d). A system of
grammatical rules called transformations expresses our
knowledge of the relations between deep structures and
the actual spoken sentences and between various forms of
the same sentence, such as active and passive, declarative
and interrogative. The differences between languages,
then, are reflected as differences in the rules of their gram-
mars.

Bernstein pointed out that similar goals can be set for
musical anaylsis. There is much we perceive in a piece of
music that is not spelled out on its surface. For example,
he showed in great detail how the first movement of
Beethoven’s Pastoral is generated from the opening four
measures by processes of inversion, fragmentation, repeti-
tion, and deletion that are very similar to the manipula-
tions performed by the transformations of spoken lan-
guage. In his discussion of the Mozart G minor
symphony, he showed how Mozart thwarts our expecta-
tions of symmetry with irregular phrase lengths. A com-
plete description of the piece, he suggested, must include
an abstract underlying structure which expresses these
symmetries. This kind of analysis could well presage a
theory of musical grammar which would explicate the
educated listener’s perceptions of a piece by means of a
system of rules and underlying structures. As with lan-
guages, each musical style would have its own grammar;
one would expect that the more two musical styles differ,
the more different their grammars will be. For example,
the grammar of Beethoven’s music is more like that of
Schumann’s than it is like that of the Indian raga.

T he study of linguistics does not stop at the grammars of
individual languages. Chomsky asks how children, using
relatively scanty data, manage to learn all the incredible
complexities of language in such a short time and with so
little effort. Not everybody masters dilterential calculus or
reading the tenor clef, for example, but everyone learns to
talk. Chomsky approaches the problem with this strong
hypothesis: the task of learning language is not nearly as
hard as might be supposed, because not everything we
know about our language has to be learned. Rather, a
great deal of our knowledge is in the form of an innate ca-
pacity for language, wired into our brains, part of our ge-
netic endowment. It is this part of Chomsky’s theory that
has made him so controversial among philosophers and
psychologists.
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Now we observe that a human child will grow up
speaking whatever language he hears around him,
whether it is his parents’ language or not. From this we
must conclude that not all aspects of language are inher-
ited. On the other hand, those aspects of language that are
indeed innate must be found in all languages of the world.
Hence by searching for language universals, linguists can
learn something about the innate structure of the human
mind. This, to transformational grammarians like
Chomsky ard myself, is the most important goal of re-
search in linguistics.

Similar questions about innateness were raised by
Bernstein with respect to musical perception. He sug-
gested that not all of our understanding of musical gram-
mars need be learned either, that some of it might be in-
nate. He argued that the natural harmonic series has a
psychologiczl as well as a physical relevance, and that the
natural tonal relations among the twelve notes of the
chromatic scale must follow as an automatic consequence.
If this is so, we bring innate equipment to bear on our per-
ception of music that utilizes tonality, but the principles
of serial (“twelve-tone”) music cannot be innately appre-
hended.

In arguing against the innateness of the twelve-tone
principle, Bernstein even went so far as to claim that the
most “beautiful” passages in serial music are those that
flirt with tonality. A strong statement—no wonder that
composers were up in arms. Nevertheless, the idea scems
to me a legitimate topic of investigatior.: serial music is
qualitatively different in its organizaticn from all that
preceded it, and it is quite possible that it does not con-
form to certain innate principles of musical perception.
Though this would necessarily make serial music more
difficult to comprehend, it is not clear to me that any defi-
nite conclusions follow as to its value as art.

How would one go about substantiating Bernstein’s
claim? If the linguistic parallel is indeed relevant, one
should attack the problem of innateness sy studying mu-
sical unversals. Do the harmonic series and tonality play a
role in all the folk musics and art musics of the world?
How are the principles of organization in non-Western
music related to or different from those of Western tonal
music? Answering these questions would make clearer the
extent to which serial music is or is not a “natural” musi-
cal language.

The development of a formal theory cf musical gram-
mar might lead to more grandiose lines of inquiry as well.
For example, what do the principles that we discover lead
us to conclude about the organization and function of the
human mind? What do these principles have in common
with other forms of human perception and cognition? It is
even possible to envision new ways to approach the big
forbidden question of aesthetics: what properties of great
works of art make them great? Not that Bernstein has pro-
vided any scrt of answers to these questions. But his bold
attempt to bring transformational grammar and musical
anaylsis together may give us a way to face them with a
little more courage, and I am deeply grateful to him for
that.

The videotapes of the Norton lectures will doubtless be
shown nationally in the near future; the written version is
to be published by the Harvard Universizy Press. | highly
recommend both. They will not be by any mecans easy,
but the eftort will be rewarding. A
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the
dance

JACQUELINE MASKEY

Y NOow IT is almost a tradition

that American Ballet Thea-

tre’s opening nights at the
New York City Center are somewhat
on the dullish side. No doubt about
it; ABT looks and dances better in the
swankier uptown atmosphere of Lin-
coln Center. Somehow at the City
Center the company looks like an
aristocrat making a botch of living in
reduced circumstances. There are
brave smiles and lifted chins, but the
old girl has seen better days.

Not that the management didn’t
make an attempt to raise the interest
quotient of opening night (January
8). Scheduled were a revival of Eliot
Feld’s Harbinger (Prokofiev’s Piano
Concerto in G major) and the staging
by the Royal Danish Ballet’s Hans
Brenaa of the dances from Act 111 of
August Bournonville’s Napoli. Ac-
tually, what ABT calls Napoli in-
cludes the pas de deux from Flower Fes-
twal in Genzano, a repertoire staple a
few seasons back.

Harbinger deserved, but did not re-
ceive, something better than this
lackluster mounting by hands un-

S e
il s M

April 1974

Jh e

A line-up from ABT’s Na

known. It had been the production of
this—after all, Eliot Feld’s first bal-
let—which had renewed interest in
ABT as an artistic force and had
given it prestige as the nurturing
ground for an authentic chcreogra-
pher (as opposed to carpenter) of bal-
lets. The hopeful future indicated by
the original production of Farbinger
and confirmed by Feld’s second ballet
At Midnight was, alas, never realized
for ABT as differences between chore-
ographer and company administra-
tion resulted in Feld’s departure to
form his own short-lived American
Ballet Company.

This Herbinger, then, is a poor and
shabby thing, a collection of steps
without the context of spirit. Except
for Terry Orr and Christine Sarry,
who in the second movement’s pre-
cise, breathless, and split-second
grapplings remind us of what a lively
and exhilarating piece this once was,
the ballet had a dim and faceless
quality which made more than one
member of the audience wonder why
ABT had bothered to revive it at all.
To compound the injury, the piece
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was forced to endure the indignity of
an atrociously understaffed and un-
der-rehearsed orchestra in the pit and
lighting which it would be compli-
mentary to call amateur.

Bournonville’s ‘“Napoli’’

Napolr, or as it is billed, Diver-
tissements from Napoli, at least lovked
better, with the boys in those attrac-
tive buttoned-just-below-the-knee
trousers and bandana-and-shirt com-
binations which suggest Victorian
naval cadets, and the girls in pretty,
floppy-skirted tutus with ribbons in
their hair (designed by company
principal Marcos Paredes). But Bour-
nonvi'le, chief choreographer for the
Royal Danish Ballet during the
middle nineteenth century with a
string of ballets and pas de d=ux to his
credit almost equal to Fetipa’s, is
murderously difficult to dance and it
strikes me as unrealistic to think that
adequate presentation can be accom-
plished by a willing attitud= and gen-
erous rehearsal time. For one thing,
elevation and batterie, the two most
immediately obvious characteristics
of the Bournonville school, are pre-
ciscly the elements most neglected
in American dance teaching. Then
there is the constant demand in the
Dane’s choreography that the danc-
er, when landing from a jumping
step, not settle into a position but take
off immediately, lightly and quickly.
It is this rebound from a step which
gives Bournonville its special sparkle,
its look of skimming across the sur-
face of the stage.

e B s

poli: a willing attitude and plenty of rehearsal are not enough
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Of the principal dancers assembled
for Napoli—Karena Brock, Ellen
Everett, Christine Sarry, Marianna
Tcherkassky, Terry Orr, John Prinz,
Daniel Levins, and Fernando Bu-
jones—and in the pas de deux from
Flower Festival Eleanor D’Antuono
and Ted Kivitt, it seemed to me that
Christine Sarry with her lightness,
quickness and innate musical sense
was nearest to Bournonville stand-
ards, with Tcherkassky contributing
some charming moments in her vari-
ation. Fernando Bujones danced
forcefully, but I find that in his im-
maturity he attacks each role in a
manner which allows for little differ-
entiation between them. D’Antuono
and Kivitt, solid dancers both, could
not manage the coup of banishing the
pervasive memory of Erik Bruhn and
Carla Fracci who last danced the
parts for ABT. But then, those two
were not at that time principal danc-
ers; they were stars.

Frankel and Mahler’s Fifth

I had not seen Emily Frankel’s
work in several years, not since the
late 1950s—the earlier, hardier,
downtown days, when one climbed to
a loft-like space on the lower East
Side to see programs prepared by
Frankel and her then-partner Mark
Ryder. Out of this period had come
Todd Bolender’s ballet The Still Point,
later incorporated into the repertoifes
of both the New York City Ballet and
the Joffrey Ballet. After the Frankel-
Ryder split, Frankel went on alone
and there was, I recall, a disappoint-
ing solo evening of her own pieces at
the YMHA in the early ’60s.

But that was autre temps, autre
moeurs; now Frankel was a mature art-
ist, a voyager to far places—Hong
Kong, Buenos Aires—and, after an
appearance for the benefit of the
Dance Collection of the New York
Public Library last year, was appear-
ing at Alice Tully Hall for a single
evening (January 4) in “An inter-
pretation and visualization of Mah-
ler’s Fifth Symphony.”

The piece started promisingly
enough—a slow raising of lights,
Mabhler’s clarion trumpet (taped, to
be sure) echoing through the hall,
and an immobile figure wrapped in a
heavy cloak, composed and concen-
trated, awaiting the first lunging step
of Norman Walker’s choreography.

The movement, given a monolithic
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outline by the cloak, was in the na-
ture of postures rather than steps. Ev-
erything seemed heavy, downward
directed, earthbound. In the second
movement, marked Furioso by the
composer, the cloak was removed and
a more rebellious, frenzied spirit
marked the gestures of the dance, of
which a prominent one—one hand
thrust into space only to be impris-
oned and subdued by the other
clenching it at the wrist—was a recur-
rent motif.

Then a curious thing happened;
from movement and gesture express-
ing the larger themes of repression,
pain, and rebellion, with a certain
dark-hued dignity, the Scherzo
shifted the dance into a lengthy and
unutterably silly Four Ages of
Woman charade. Four costume
changes en route helped depict the
skipping child, the coy and nubile
nymph in wreath and draperies, the
erotically mature woman in fringed
shawl, the kimono-clad and slat-
ternly debauchée.

Emily Frankel in “An interpretation and visualization of Mahler’s Fifth Symphony”

Well, during this display Miss
Frankel lost me and I sat stonily
through the lovely Adagietto which,
in Walker’s choreography, consisted
of a meditative walk-around for the
dancer, by then clad in purple gauze.
Not especially imaginative, perhaps,
but at least there was nothing to
blush for. There was. however, a sur-
prise yet in store when Miss Frankel,
in a kind of Loie Fuller grand finale,
reared up clutching wing-like appen-
dages of colored fabric. These she
waved about importantly before
stepping forth, as one naked, in flesh-
colored body tights, in what was un-
doubtedly meant to be a metaphoric
dénouement of startling simplicity.

Miss Frankel’s costumes were by
Ben Benson, her dirzction by Philip
Lawrence, her tapes by Jon Black,
and her inspiration apparently by
Isadora Duncan. I wonder what that
often-downright lady would have
said about the evening? Not much,
but I’'m sure it would have been
choice. A
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The Sadler's Wells Opera will
change its name to the English
National Opera at the begin-
ning of its next season.
...Chicago has been chosen as
the site for the next Verdi Insti-
tute, September 18-25, 1974.
The Lyric Opera of Chicago will
serve as host, opening their
twentieth anniversary season
with a new production of Si-
mon Boccanegra....The San
Francisco Opera’s touring and
educational subsidiary, the
Western Opera Theater,
opened its eighth season in
January with Britten's The
Turn of the Screw. Other per-
formances this season were a
new production of The Barber
of Seville, La Traviata, and Kre-
nek's What Price Confidence.
The company spends this
month in residence in Alaska.
. Uptown Opera, Inc. has
been established as a profes-
sional opera company whose
aim is to bring music theater
services to the people of north-
ern Manhattan and the Bronx.
Conrad L. Osborne is founder
and general director....The
New York Pro Musica Antiqua
will disband in May after
twenty years as a leading en-
semble in medieval and Re-
naissance music. The group is
terminating for financial rea-
sons and because musical di-
rector George Houle has de-
cided to return to California.

The Chicago Symphony will
make a twelve-city European
tour next September....The
Houston Symphony has an-
nounced plans to perform the
complete Mahler symphonic
cycle within the next three
years....A grant from the local
AFM of $10,000 and a match-
ing grant from the National
Endowment brings a total of
$20,000 to the Sacramento
Symphony for the purpose of
providing music programs for
elementary schools in the
area.

The American premiere of
Isaac Albeniz's Azulejos was
performed last December by
the University Symphony Or-
chestra of the University of
Wisconsin, Milwaukee. The
work was conducted and or-
chestrated by Mark Starr.
...The Arnold Schoenberg In-
stitute has been established at
the University of Southern Cal-
ifornia. Schoenberg's heirs will
provide extensive library and
archives for purposes of re-
search....Arizona State Univer-
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sity has acquired the Boulton
Collection of World Music and
Musical Instruments, consist-
ing of over three hundred in-
struments and thirty thousand
recordings collected by Dr.
Laura Bouiton in her expedi-
tions around the world. Dr.
Bouiton recently moved from
New York where, in 1962, she
established a Center for World
Music and Musical Instru-
ments at Columbia University.

Kolmar-Luth Entertainment,
Inc. has been acquired by the
International Entertainment
Corporation, a newly formed
management; Roger Hall is
president....Norman Singer,
executive director of City Cen-
ter of Music and Drama, Inc.,
has written to Soviet Ambassa-
dor Anatoly Dobrynin urging
the Soviet government o en-
sure the personal freedom of
dancer Valery Panov and his
wife. The letter was written on
behalf of the City Center's
board of directors; it stated
that the U.S.-Soviet cultural
exchange was in serious jeop-
ardy because of the Panov
question.

Personalities

Walter Susskind will leave the
Saint Louis Symphony at the
end of the 1974-75 sea-
son....French pianist Pascal
Rogé€ replaced David Oistrakh
in February in the taping of a
performance of Liszt's Con-
certo No. 1, a Liszt recital, and
an interview, all for a CBC-TV
program to be broadcast
throughout Canada next
fall....Contralto Maureen For-
rester will sing for the first time
the title role in Menotti's The
Medium at the Stratford (On.
tario) Festival in July.
...Twenty-five-year-old Ameri-

can soprano Carol Farley has
been signed for her fourth sea-
son as guest artist of the Co-
logne Opera; she will sing eight
performances of La Traviata
and the Bartered Bride. She
made her first appearance in
Washington, D.C. at the Ken-
nedy Center in March, per-
forming Poulenc’s Le Voix Hu-
maine with the National
Symphony. . . . Composer-con-
ductor Jose Serebrier recently
returned from a month’'s tour
of Poland and a stay in London
where he recorded with the
London Philharmonic for
RCA....New York City Opera so-
prano Carol Neblett and Mil-
waukee Symphony music di-
rector Kenneth Schermerhorn
were married last December,

Appointments

Louis Lane succeeds Max Ru-
dolf as artistic advisor of the
Dallas Symphony; Mr. Lane
had been principal guest con-
ductor of the orchestra.
...Professor Robert Hickok has
been named dean of Brooklyn
College’s new School of Music.
He has been on the music fac-
uity since 1952....Music direc-
tor of the Bergen (New Jersey)
Youth Orchestra, Eugene Mi-
nor, has been appointed as-
sistant conductor of the
Greater Trenton Symphony
Orchestra. Manhattan
School president George
Schick has been appointed di-
rector of opera at the Inter-
national Summer Academy of
the Mozarteum in Salzburg.

Awards

Cleveland Institute graduate
Margaret Eaves won first prize
in the National Association of
Teachers of Singers artists
awards held last December in

New York City....Temple Uni-
versity graduate Horatio Miller
is a winner in the Competition
for Young Artists sponsored by
the Charleston (South Caro-
lina) Symphony Orchestra. He
is a student of Natalie Hin-
deras....Leon Bates, also a
graduate of Temple University
and a student of Miss Hin-
deras, is one of eight finalists
in the International Rhode Is-
land Piano Competition....
Raissa Tselentis Chadwell,
founder and president of the
American Bach Foundation,
was awarded a medal in Oc-
tober as a Distinguished Amer-
ican of Hellenic Descent by
loannis A. Sorokos, Ambassa-
dor of Greece.... Western Mich-
igan University awarded violin-
ist Henryk Szeryng an
honorary Doctor of Fine Arts
degree last December.

Competitions

The Denver Symphony Guild's
ninth annual Young Artists
Competition for violin and
cello is open to citizens of the
U.S., Canada, and Mexico.
Competition is held in October.
For further information write
Mrs. Robert E. Jobin, 4193 Ev-
erett Drive, Wheat Ridge, Colo-
rado 80033....Instrumental-
ists residing in New Jersey,
who do not reach their eight-
eenth birthday by June 30, are
eligible for the Garden State
Philharmonic Symphony Soci-
ety's Young Artist Talent Com-
petition. Deadline for applica-
tion is May 1. For information,
write P.O. Box 230, Toms
River, New Jersey 08753. . . .
Pianists between the ages of
seventeen and twenty-five are
eligible to enter Chautauqua
Institution’s competition for
the Aldredge Piano Scholar-
ship. Deadline is April 15. For
information, write Box 28,
Chautauqua Institution, Chau-
tauqua, New York 14722,

Obituaries

Henri Busser, French com-
poser and onetime director of
the Paris Opera, died on De-
cember 31. He was one hun-
dred and one....Contralto
Marie Powers, famed for her
performances in the operas of
Menotti, died December 28;
she was in her sixties....Tenor
Raoul Jobin died on January
13 at the age of sixty-
seven....Music critic/author
Sidney Finkelstein died on Jan-
uary 13 at the age of sixty-four.
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Torben Huss

A scene from The Life and Times of Joseph Stalin—*the irational side of the Romantic spirit”

OBERT WILSON is a hard man

to talk about. What he does is

put on multi-media theater
works—which he calls “operas”—of a
complexity and lavishness unprece-
dented in avant-garde annals. The
Laife and Times of Joseph Stalin, which
was performed in the Opera House of
the Brooklyn Academy of Music in
mid-December, lasted twelve hours,
from 7:00 p.m. 10 7:00 a.m. (actually,
it wandered on until about 9:00 in
the morning the first night, ended at
7:00 on the nose the second, and
came in a little early both times in its
two subsequent performances).

The ditliculties for the critic are
simple enough to understand, even if
the work itself is not. First of all, this
reallv is something new. Certainly,
one can evoke the obvious precedents
in Surrealist and Dada theater, the
debts to the hypnotic longeurs of Wag-
ner, the parallels in such present-day
groups as the recently disbanded
Open Theater and Meredith Monk’s
House productions. But to peg Wil-
son neatly as “contemporary epic rit-
ualism,” or some such category,
doesn’t begin to give a reader an idea
of the impact and density of the the-
atrical events at a Wilson perform-
ance. Quite apart from the problem
that i’ the critic fails to sit out the

MA-14

whole twelve hours he hasn’t dlone his

job, but if he has, the logistical prob-

lem of knowing what to describe be-
comes all the more unmanageable.
The tempo of Wilson’s pieces is
slow, as it would almost have to be to
extend over a twelve-hour span. Any-
one used to the linear, outwardly log-
ical continuity of the conventional
spoken theater would be disconcerted
with the zombie-like solemnity and
“meaninglessness” of a Wilson per-
formance. But in fact Wilson is a lot
less minimal than many of those cur-
rently active in avant-garde theater
and dance: his work is full of a con-
tinual flow of incident. It’s just that
it’s focused differently from the norm.

And when Wilson unleashes one of

his frequent, overt coups de thedtre, the
effect is all the more overwhelming
for having emerged from the under-
stated backdrop that precedes it.
The fourth act (of seven), for in-
stance, is called “The Forest.” For
most of its two hours an extraor-
dinary but still steady-state contin-
uum unfolds: There is a dining table
on the left, at the head of which
squats a frog-man, who periodically
drinks and plays guitar and passes
notes to a formal, nineteenth-century
couple sitting to his left. Behind the
couple are mysterious servant-figures.

There are also a low-comedy waiter
and waitress who emerge occasionally
with a flourish. There is a false-theat-
rical house behind them, towards the
center, from the window of which a
foreign lady emotes in a foreign lan-
guage. It eventually burns down and
collapses. There are continual pro-
cessionals, such as a line of ladies
dressed in black, steadily clicking the
reels of the fishing rods they carry.
And that’s just a tiny portion of the
downstage activity.

Behind that is a wall of slim trees,
and behind that is a space, through
which processionals pass and sylph-
like temple dancers weave myster-
iously. Behind that is a dark blue sky
and a pyramid, illuminated by a
glowing yellow moon. Suspended
high over the stage two children sit on
box-like swings. It is very beautiful.

But then, the top of the pyramid
detaches itself and tloats away, and
an eye appears in the sky (¢f. the back
of a dollar bill). Gradually the stage is
emptied of props and people. (I am
leaving out kev incidents and an in-
finitude of detail, but let it pass.) The
stage is suflused with a strong blue
light. Gradually the space behind the
trees and in front of the pyramid fills
with billowing white smoke, and in-
distinct  figures emerge from it
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wending their way through the trees
downstage. They are apes, about
eight of them, of all sizes, ages, and
sexes, gibbering 1o one another and
shuttling about. They look down and
spy eight red-orange apples on the
ground. Each ape picks up an apple,
and they all scumble into a rough line
downstage on the right, picking at
one another and looking confusedly
at their apples.

Suddenly the pervasive blue is il-
luminated by a flickering vellow-or-
ange light from offstage left, and im-
mediately  thereafter figures
appear from that direction. Thev are
a perfectly matched couple dressed in
formal late-eighteenth century court
attire. Except that all the attire is
white with silver trim, and their faces
aresilver, too. The woman is carrving
a white parasol, and it is on fire—the
source of the light, which naturally
has become all the brighter now that
they are on sltage. At the same time,
the apples have turned out to be at-
tached to quite visible wires, and as
the apes look up in amazement, the
apples ascend smoothly into the
wings as the curtain falls.

two

The irrational side

The Life and Times of Joseph Stalin
was full of scenes like that, and it
might be easv to dismiss (or at least
categorize) Wilson’s work as the ulti-
maite so far in the hippie mind-blow-
ing school and theatrical sensation
for its own sake. Except that your
ever-eager reporter went back and
saw extended parts of the piece again
the second weekend, and came away
with a rather different impression.
There can be no question that Wilson

does appeal to the irrational side of

the Romantic spirit, and that as such

he should quite rightly be an object of

intense suspicion on the part of the
common-sense rationalists who
dominate our culture and critical
writing today.

But Wilson is hardlv unintelligent,
and my second visit began 1o reveal
all sorts of more or less explicit formal
ideas running through the work.
Even on a first visit, the sight of a
long-distance runner dressed in rust
red plodding matier-of-factly back
and forth across the stage at odd in-
tervals not only provoked amused
recognition from the audience, but
served obviously as a unifying motif.
The work is permeated with such mo-
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tifs, in a quite specifically Wagnerian
manner, even though Wilson draws
his motifs from all the media, with
music not really paramount among
them, and applies them perhaps (but
who knows, really) less systematically
than Wagner did.

There are verbal motifs (lines like
Wilson's aviary, cawing “What®” or a
boy’s disquisition on “Emily watches
the TV, Emily likes the TV”); dance
movements (wonderful, wonderful
ones that evolve from simple exer-
cises into a whole, hieratic ballet by
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the fifth act); scenic links (Wilson
loves animals, real and impersonated,
and ostriches, sheep, camels, turtles
and the like wander all over the work),
musical recurrences (Pachelbel’s Ca-
non, the Fauré Requiem, original
music by the two house composers);
and the simple reappearance of the
same characters, sometimes plaved
by different people (among others,
Sigmund Freud, Queen Victoria,
Ivan the Terrible, Dave Clark, and
above all, Joseph Stalin).

And there are intellectual juxta-

(credit offered)

Russzll L. Johnson, conductar
ARTS AND CRAFTS CENTER
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positions going on, too: the fifth act,
the most overwhelming of the seven,
includes a lecture by Stalin on the na-
ture of dialectical materialism, read
in a flat voice through a dehumaniz-
ing loudspeaker by Stalin in a glass
isolation booth, set in the sunlit inte-
rior of a pyramid, with the dancers
swirling and prancing all around
him. The lecture discusses dialectical
materialism in a quite unintention-
ally mystical manner. Suddenly the
processes of the dialectic don’t sound
all that removed from the all-em-
bracing beliefs that transparently in-
form Wilson’s work, and the struc-
tural notions in Stalin’s thought
begin to sound like Wilson’s method-
ology in putting his theater piece to-
gether. The universal horde of char-
acters in the work can separate into
innumerable groupings, but among
them are a three-class division sugges-
tive of Communist thought—aris-
tocracy, bourgeoisie, workers, set
against other categories (animals,
priests, madmen) that amplify
Marx’s and Engels’s view of the
world.

Putting it together

I don’t really think it would be too
fruitful to analyze Wilson struc-
turally in the best English 1 manner.
What I am suggesting is that intellec-
tual notions play their part in giving
the piece its shape, and that Wilson is
hardly a naif as he goes about putting
his works together. First of all, and
most obviously, there is the sheer
weight of numbers of people in-
volved—well over a hundred—testi-
fying to an organizational ability
that transcends the normal. Second is
the lavishness of the sets, props, and
costumes, indicating that Wilson has
been able to enlist some formidable
patrons (principally the Gulbenkian
Foundation). Third, there is the his-
tory of this work, which actually con-
sists of a retrospective of what he and
his company have been doing since
1969: it all fits together in a manner
that suggests that Wilson is a man
with very clear ideas of what it is that
he is about. And fourth, there are the
differences between the first weekend
and the second: all sorts of excesses
had been trimmed and tightened in
the intervening week, showing that
Wilson not only has a sharp critical
idea about his own efforts, far re-
moved from the self-indulgence en-

demic in the world of the avant-
garde, but that he has the needed
combination of the charisma to at-
tract large numbers of obviously tal-
ented people to work with him, and
the discipline to bend them to his will
without alienating them.

It would be silly to imply that Wil-
son represents the future of dance, the-
ater, or opera. There are some specific
problems with his work: not all the
parts work as well as others; some of
the individual “bits” are more effec-
tive than others; the music varies
widely, from the very moving indeed
to the slightly stale, and could in any
case be exploited far more perva-
sively than it is now. But more gener-
ally, this is a classic instance of a the-
ater not for everybody. Wilson has at-
tracted an audience, in New York and
in the European citics where he has
appeared. His influence has been pro-
found on those it has affected (e.g., Je-
rome Robbins in his ballet Watermill).
But this is not a theater for the mati-
nee crowd. It is a painfully personal,
exquisitely fashioned exploration of
new theatrical ideas, and it will at-
tract an audience as new as itself. A

XS
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T HAS BEEN said about education

that it’s easier to move a ceme-

tery than to change a school.
And yet such a change has been ac-
complished recently and the implica-
tions are wide and provocative. It all
began with a simple question. What
if, instead of the arts being relegated
to the periphery of the school curricu-
lum, they assumed a central position,
with the so-called “basic” subjects
evolving around them?

Insanity? Not on the basis of a
recently completed educational ex-
periment that did, or tried to do, pre-
cisely that. Who could approve of
such a move? Well, just talk to any
music or art teacher—they’'ve felt
their subjects ignored and under-
estimated for years. And with good
reason. For what has come to light,
based on two and a half years of
unique effort, is the idea that the arts
may constitute a heretofore neglected

Charles B. Fowler, our new education edi-
tor, was the editor of Music Educators
Journal.
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but long-sought cure for classroom
ills. Arts educators can now provide
some scientific substantiation for this
proposition, proof in the form of the
results of project IMPACT.

IMPACT, which is an acronym for
“Interdisciplinary Model Programs
in the Arts for Children and Teach-
ers,” attempted to establish model,
art-centered school programs. On the
surface, that may not sound like
much, but the fact that the plan ever
got started at all is little short of mi-
raculous.

Apprehensions

Most teachers and administrators
understandably, are apprehensive
about adding more arts to an already
overloaded curriculum. What will
happen to the basics—reading, math,
science, etc.—if more arts are intro-
duced? Add arts to the curriculum.
and what must be eliminated? Some-
thing, it would seem, has to give.
Even many arts teachers, facing an

arts blitzkrieg of the schools, will ex-
press cautiousness. Who, after all, will
do the teaching? If the arts are sub-
Jected to major attention by class-
room teachers, will arts teachers be
left out? Will artistic standards suf-
fer?

Still, in spite of the reservations, a
consortium of arts education organi-
zations proposed the planned experi-
ment, and, surprisingly enough, it at-
tracted considerable support,
including $1 million from the U.S.
Office of Education and additional
assistance from the National Endow-
ment for the Arts and the Arts in
Education Program of the John D.
Rockefeller 3rd Fund. Perhaps more
improbably scores of school systems
expressed a willingness to give the
idea a try. An advisory committee,
acting on the advise and “nomi-
nations” of the chief state school offi-
cer in each of the fifty states, selected
five sites: six elementary schools in
Glendale, California; an elementary
school in Eugene, Oregon; two ele-
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mentary schools in Columbus, Ohio
a three-district school conglomerate
in southeastern Alabama; and a
middle school in Philadelphia. They
were selected, at least partially—and
significantly—on the basis of the high
quality of their already existing arts
programs.

Self-expression

What was the typical IMPACT
school like? From all accounts both
students and faculty were far more
happily engaged in the whole edu-
cational enterprise. No wonder. The
arts generally brought excitement to
the school day. There were music and
art, to be sure, but in addition, many
students were acting and dancing for
the first time in their lives. With the
enthusiastic guidance of dance con-
sultants brought into the project, stu-
dents began to understand and use
movement as a means of self-expres-
sion.

In IMPACT schools students ac-
tually learned some “outside” facts
through the arts. By inventing shapes
with their bodies they took their first
step in the long journey toward un-
derstanding such abstract phenom-
ena as energy and space. They
learned numbers by counting steps
and legs and people. They attached
names to the anatomy by identifying
the parts of the body that moved.
Song texts were used to provoke dis-
cussions of numerous subjects, to en-
large vocabulary, and sharpen read-
ing skills. Spelling became a dramatic
reading, a lesson in elocution, a way
to make beautiful sounds. And so it

The pictures on these pages

are taken from a

cross secticn of the schools
which participated in IMPACT
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went. The arts became enmeshed
with all learning.

The range of experience in the
various schools was extraordinary.
Students at one school erected a 12-
foot chrome eagle on the lawn from
1,400 pounds of auto bumpers they
bought at a junkyard. Dull halls were
enlivened with student art works. In
another school, a student was ob-
served in the hall picking out a tune
on a xylophone strategically posi-
tioned there for just that purpose.
Students experienced what it’s like to
be a composer by fashioning “compo-
sitions” from sounds they recorded
inside and outside of school.

The sight of students carrying
bricks to school caused no alarm.
They were probably making a sculp-
ture garden complete with walkways,
flower gardens, and fountain. Or a
bunch of old packing cases were
painted and then used to build an 18-
foot castle. Some IMPACT students
wrote their own textbooks with facts
elucidated by their own illustrations,
poetry, and music. In other schools,
movies, photography, and television
were investigated as means of com-
munication. The arts interacted with
themselves and with other subject
matter. They operated as agents of
unification in what otherwise would
have been a segmented curriculum.
In IMPACT schools subjects, includ-
ing even the arts themselves, were no
longer isolated from each other. Dull,
perfunctory approaches to general
subject-matter teaching were trans-
formed by using the arts to spark the
interest of students. The atmosphere
of the school became more vibrant.
Students “turned on” to their own
private triumphs in clay, movement,
sound, and color.

Penn's evaluation

All sound too pat and perfect? Per-
haps, but according to the Summary
Report of the project, prepared by an
evaluation team from the Pennsylva-
nia State University, the whole school
experience was enhanced through the
arts. Students were actually encour-
aged to cultivate their senses and to
develop their capacities for feeling.
Their engagement with the arts
caused them to engage generally, to
become (to borrow the terminology
of educators) “self-motivated.”
Therefore their basic subject-matter
learning, far from suffering, tended to
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improve.

The final report stated it this way:
“Students liked school in IMPACT
schools.” Noting the concern of
teachers for the possible deleterious
effects that increased emphasis on the
arts might have on student achieve-
ment in other academic areas, the re-
port discloses that “generally, teach-
ers at the conclusion of the project
indicated a belief that IMPACT ei-
ther had affected such achievement
positively or not at all.”

Getting started

How was such a massive project as
IMPACT accomplished? In a way,
the approach was very simple and
logical. The project wisely incorpo-
rated, as a major focus, the re-educa-
tion of teachers. During the summer
preceding the start of the project,
staff training institutes were held at
local universities. After the project
began, the retraining continued
through regular meetings with con-
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FLUTE QUARTET for 4 Flutes (BEL 221)

FLUTE TRIO for 3 Flutes (BEL 220)

l FOUR RUSSIAN FOLK SONGS (Eng) for SATB a cappella
{ (P66155a/b/c/d) Complaint Hills Nonsense Song Shali-Vali

MASS for 3 Equal Voices a cappella (P66162)

NATIVITY PLAY for SSTB Soli, String Quintet (Str Orch) and Percussion
] (Russian-French-English-German) (BEL 313/313a)

NOCTURNE for Piano Solc (BEL 168)

PARAPHRASES on the theme of “Chopsticks” by Borodin, Cui, Liadoff,

Liszt, Rimsky-Korsakoff, Stcherbatcheff (A. Tcherepnin, editor)
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sultants and, in some locations,
through another summer institute
the following year. Education neces-
sarily perpetuates its own faults.
Teachers repeat the patterns they
have experienced in their own educa-
tion. Having themselves been victims
of curriculums devoid of the arts,
they tend to belittle the value of the
arts in their own daily teaching.
Through workshops designed to en-
rich their own arts experience, they
developed the necessary confidence to
teach the arts and incorporate them
into other instructional areas.

Another key to the success of the
experiment was the way the arts
teachers functioned in cooperation
with the rest of the faculty. They, too,
underwent a re-education. They be-
came resource people working to-
gether as a team in conjunction with
all the other teachers. By entering
into the total education program,
they assumed a more important role.
Their work was supplemented by the
expertise of artists who were brought
into the schools to give students and
teachers the opportunity to associate
on a daily basis with creative people.
The whole process stimulated the
teachers as much as the students.

A great deal of credit must go, of
course, to the administrators in each
location, not only for their willing-
ness to become involved in the plan,
but also for their eagerness to learn,
and their success in communicating
the sense of the idea to parents in
their communities. Parents were
strongly supportive of the program.
There is no question that they reacted
positively to the enthusiasm voiced

by their children. According to one
observer, the students even began to
dress differently, with a distinct
awareness of taste. Children im-
proved in their school work, nat only
because they enjoyed school more,
but because the creative approach to
teaching the arts began to have its ef-
fect on the teaching of other subjects.
While the project has officially ended,
it is a tribute to its success that the
programs in these schools continue to
revolve around the arts.

A neglect of humanness

The whole project represents a sig-
nificant reversal in educational
thinking and a long-overdue boost
for the arts as legitimate and essential
subject matters worthy of concen-
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trated study by all students. Teach-
ers, who have worked almost exclu-
sively with the mind, are now finding
that the physical, spiritual, social,
aesthetic, and emotional facets of the
human being greatly influence intel-
lectual performance. Children seem
to recognize that a neglect of their
senses and emotional selves is a denial
of their humanness. They have al-
ways sensed their whole selves, even if
the teachers didn’t. When they have
expressed objections to their educa-
tion, they have had good reason. It
had shunned an important part of
their human nature. Quite naturally,
there were no rebellions in IMPACT
schools. The project successfully dem-
onstrated a way to humanize educa-
tion. The arts can provide a way back
to another side of people, a side that
can make all of us whole in wonder-
fully satisfying ways.

Another of the most gratifying re-
sults of project IMPACT is that it
may reverse the long-standing rever-
ence of American arts educators for
the European or Asian educational
approaches. American music educa-
tors, for example, who have scoured
the world to find answers to their
multiple dilemmas, are finally begin-
ning to look to their own experiments
and seek their own solutions. IM-
PACT took a giant step in the right
direction. Hopefully, the approach
will find wider application.

Further information on IMPACT may
be obtained from the Office of Health,
Education, and Welfare, Washington,
D.C. 20003.
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Nothing can raise the hair
on the back of your neck
fike a live rock concert. And
nothing comes as close to
matching the vibrant
excitement of live rock like
a pair of Koss HV-1 High
Velocity Stereophones.
Because the new Koss HV-1

isn't just another lightweight,

tear-thru Stereophone. It's a
revolutionary new design
concept that vents the back
sound waves thru the rear
cf the cup without raising
the resonance or inhibiting

" :\ 1

transient response. So you
nol only hear every sound
as it was played and every
word as it was sung, but
you can also hear the
telephone ring or your
wifz ask you a
question.

But it's the
HV-1's unique
engineering
tha- makes it a
Stereophone

you have to hear to beheve.

By developing a unique
ceramic magnet and by

RKOSS

from the people who invented Stereophones.
Koss Corporation, 4129 N. Port Washington Ave., Milwaukee, Wisconsin 53212 Kcss S. r.l., Yia dei Vcitorta, 21 20127, Milan, ltaly.
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Iif your favorite rock group
was regdodﬂwe,

reducing the mass of

the moving diaphsagm
assemblies, Koss 2nginee-s
were able to achieve

an unusval fidelity and
extremely wide-renge
frequency rasponze
unmatched by ang other
lightweight Sterecphone. All
the delicate overtones which
add -o the faithfu'ness of
the r2produztion cre
retained. And the low-rerge
frequency response is
exterded, clean and
unmuddied.

©Koss Corporation

d
All in all, the HV-1 is a
lightwe ght Stereophone no

~ock lover will ever take
ightly. Ask your Audio
Special st for a live
Jdemonstration. And write
-or our free full-color
catalog. ¢/o Virginia Lamm.
At $39.35, the price of the
V-1 is light, too.

Koss HV.1 Sterepphone







If you're looking for
a great buy in a TEAC 450...

The only cassette deck in the
world that can equal the precedent-
shattering 0.07% WRMS record and
playback wow and flutter of the
TEAC 450 is the TEAC 3608S. In fact,
their performance specs are identical.

They differ only in breadth of
features. And therefore in price. So
if you don’t need all the sophisticated
mic-line mixing applications of the
450, don’t get it. Get the 360S.

It has record and output slide
controls with two mic/line inputs, a
memory digital counter to simplify your “search” time, a peak level
Light Emitting Diode to supplement the VU meter in controlling
sudden transient high level peaks, a tape flow indicator, an FM
multiplex filter switch, a removable head cover to facilitate cleaning,
and separate 3-position bias and equalization switches to adjust for
different types of tape.

Not to mention Dolby* circuitry enhanced by eight external
calibration controls and a 400Hz Dolby calibration tone generator.
Quite a package.

As for the quality of sound, consider this: our 0.07% wow and
flutter is due to the fastidious engineering and microscopically-critical
tolerances of the parts in our new transport drive system.

The incredible 0.07% wow and flutter makes the 360S a good deal
better than anyone else’s cassette deck. And the price makes it a
good deal —better than our own 450.

Go top that.

may we suggest a TEAC 360S?

TEAC

The leader. Always has been. OTEAC 1973

*Dolby is a trademark of Dolby Laboratories, Inc
TEAC Corporation of America— lleadquarters: Deptl. A-95, 7733 Telesraph  Road, Mentebello, California 90610 — TEAC offices in principal cities in the United States, Canada, Europe, Mexico and Japan.
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Continued from page 14

whether these little crumbs from a mas-
ter’s table exist at all? To be sure, the crit-
ical edition of Mozart’s collected works
must contain evervthing he composed,
for these are documents of a life work.
but their presence there is not binding on
the performer. In many cases these
marches do not even rsightfully belong to
the serenades themselves and were used
1o usher in and send off the guests; the
winter serenades do not have marches at
all! Surely in a modern concert perform-
ance or recording they are dispensable.
And, as | said in my review, this serenade
seems o me too long for its specific mu-
sical weight; it should be pruned rather
than extended.

I do not “confuse™ my divertimentos.
have played them many times. both in
the orchestra and in chamber groups:
given the vague distinction the era made
between chamber and orchestral music,
both ways are legitimate with a number
of the serenade-divertimentos. In addi-
tion. when it came to such entertainment
music. any player available on the spot
might be called upon: a bassoon would
play with the bass. a flute or oboe with
the violins. But there can be no question
that the more extensive works in this
genre. such as this disputed diver-
timento. are orchestrally conceived. Nei-
ther statistics, nor dates. nor classifica-
tion. nor the identity of the patrons for
whom they were composed will clinch
this argument, but simple musical sense

“On musical material we judge the Interface:A to te
unusually cleam and smooth...”

HIGH FIDELITY February, 1974

“ ..the Interface:A can deliver a level of undistorted
bass far superior to that of ary other speaker of its

size that we have heard.”

STEREC REVIEW March, 1974

“The Interface:A is, simply, a great speaker system.”

STEREO & Hi-FI TIMES Winter, 1974

" Interface: A

$400/pair, suggested retail including equatizer.

The complete reviews cited above, our own ccmments on Interface:A, plus
a list of dealers are all in a packet of facts we have waiting for you. Send today.

% / ® _® ELECTRO-VOICE, INC., Dept. 444H aGulton
YWOTCL 615 Cecil St.. Buchanan, Mich. 49107 COMP A N v
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will. K. 334 sounds much more convinc-
ing played by Neville Marriner’s superb
little orchestra than by the Philomusica
sextet, no matter how well played.

Mr. Levin quotes Alfred Einstein, but
he overlooks the fact that this great
scholar called the serenade-divertimento
a genre occupying “a place between
chamber music and symphony ... be-
tween a solo and a symphonic treatment
of the strings,” adding that every work
“must be considered by itself.” This is
exactly what [ am doing, whereas Mr.
Levin is concerned with classifications.

Nor can I agree with his argument that
the soloistic writing for the first violin
bespeaks chamber music. It is again his
witness, Einstein, who established the
fact that Mozart’s violin concertos are re-
lated to these serenades. and indeed the
latter often contain miniature violin con-
certos distributed ameng the move-
ments; hence the virtucso writing—for
the concertmaster. It is also interesting
that Breitkopf & Hartel list the parts for
K. 334 in their orchestra catalogue.

Now let us see how Mr. Levin argues
when he strays from his data. He says (in
the liner notes) that in some instances
“two first and two second violins and a
viola are added to the strings; thus the
intimacy of the music is presetved while
the integrity of each musician remains a
crucial aspect to the performance.” Well,
just what does this mean? We have now
doubled the sextet (surely a bass fiddle
must be added to such a group) and are
well on the way to the basic preclassic or-
chestra: only the two oboes are missing.
Are these players to perform chacun a
son gout so as 1o preserve their “integ-
rity,” or are they supposed to form a
homogeneous unit as in an orchestra?

Then he says. “The horns often
strengthen the texture in a manner that
recalls Mozart’s symphonic writing.”
No, sir, it does not recal/ such writing, it
is symphonic writing.

I was a little harsh when I called Mr.
Levin's musicology a demiscience. and 1
apologize. But when one encounters
such inconsistencies, when the clarino—
the common term in Mozart's time for
the trumpet—is called “a cousin of the
trumpet,” when a disquisition on the
meaning of “basso”—i.e., cellos and bass
fiddtes—ends in a tangle, when Gluck is
consistently spelled Gliick, when Har-
monie-musik—the common term in Ger-
man for wind band—is cited as “a special
term” for Mozart’s octets, and so forth,
one is roused to impatience.

As a fellow musicologist, perhaps Mr.
Levin will permit me to remind him that
history serves us in achieving a clarified
view of tradition in its authentic founda-
tions. but we must bring to bear musical
judgment and discreticn, not the data
alone, to make it valid. Otherwise we are
condemned to wander on the fringes of
art. Paul Henry Lang

Washington, Conn.



NOBODY ELSES RECORDING HEAD
WEARS OUT AS FAST AS OURS

MOST CASSETTE RECORDERS USE A FERRITE RECORDING HEAD. IT DISTORTS HORRIBLY AT
LOW FREQUENCIES BUT IT HAS GREAT WEAR CHARACTERISTICS.

THE HK1000 USES A PERMALLQOY RECORDING HEAD. IT HAS EXCELLENT RECORDING
QUALITIES AND VERY LOW DISTORTION
CHARACTERISTICS. IT DOESN'T WEAR AS
WELL AS FERRITE SO WHEN IT WEARS
OUT YOU REPLACE IT. WE CONSIDER
IT A GREAT IMPROVEMENT OVER
THE FERRITE HEAD.

THE HK1000 HAS A
FEW MORE THINGS OTHER
CASSETTE RECORDERS DON'T
HAVE. CONSTANT CURRENT
DRIVE FOR ONE. IN FACT, EVEN STAN-
DARD REEL-TO-REEL MACHINES DON'T HAVE

CONSTANT CURRENT DRIVE. YOU'D HAVE TO GO TO A RECORD-
ING STUDIO TO FIND ONE.

THE HK1000 HAS A SERVO-DRIVEN D.C. MOTOR. NO MATTER HOW MUCH LOADING
IT GETS, IT STILL RUNS AT THE SAME SPEED.

IT HAS DOLBY® IT HAS ITS OWN BUILT-IN MICROPHONE PRE-AMP. IT ACCEPTS,
NOT ONE, BUT THREE DIFFERENT KINDS OF TAPE: STANDARD. LOW-NOISE. AND CHROMIUM
DIOXIDE.

BUT THE REALLY OUTSTANDING THING ABOUT THE HARMAN/KARDON HK1000
CASSETTE RECORDER IS HOW IT SOUNDS.

IT CARRIES THE TRADITIONAL HARMAN/KARDON ULTRA-WIDEBAND CIRCUITRY
AND PHILOSOPHY. THAT PHILOSOPHY SAYS THAT THE FREQUENCIES YOU CANNOT HEAR
SIGNIFICANTLY AFFECT THOSE YOU CAN

WE BACK UP THAT CONVICTICN WITH TWO TESTS. THE FIRST IS MEASURABLE.
OUR PRODUCTS PRODUCE THE BEST SQUARE WAVE RESPONSE IN THE BUSINESS.

THE OTHER TEST IS SUBJECTIVE. LISTEN TO AN HK1000. YOU'LL SEE WHY

WE'RE NOT ABOUT TO THROW AWAY A GREAT SOUND BECAUSE OF A RECORDING HEAD
THAT MERELY LASTS A LONG TIME.

harman/kardon

55 AMES COURT. PLAINVIEW, N.Y. 11803, U.S.A. ALSO AVAILABLE IN CANADA
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the lees side

Guy Lombardo in the 1930s (left) and today—as changeless as his. music

Guy Lombardo—
The Melody Lingers On

IN THE LATE 1930s and during about the
first eight years of the 1940s. there were
hundreds ot big bands traveling Amer-
ica. The most successful of them
achieved the status of “name bands.,” a
sort of generic term that served to cover
them all, irrespective of style.

In that, it was useful. For there was
then something of the same termi-
nological ambiguity that one encounters
today in the attempts to define a given
group as folk. rock. jazz, jazz-rock. or
what have you. In those days. the confu-
sion involved three words: jazz. sweel.
and dance.

All the bands. including such jazz or-
chestras as Fletcher Henderson's. Duke
Ellington’s. Chick Webb’s. Count
Basie’s. Woody Herman's. Artie Shaw’s.
Jimmie Lunceford’s. and Stan Kenton's.
played for dancing. And soin that sense.
they were all dance bands. On the other
hand. some bands that I considered pri-
marily dance bands. such as Benny
Goodman’s. Tommy Dorsey’s. and even
Harry James’s. were capable of playing
damned good jazz. Thus the line was not
a clearone. and the Glenn Miller orches-
tra almost calculatedly bestrode the line
between them.

For the sake of retroactive clari-
fication. then. let’s say that there were a
lot of dance bands. Some of them were
deeply infused with jazz spirit and
staffed with jazz players. and they played
as much jazz as they could getaway with.

There was another kind of band that
wasn’t into and wasn’'t even interested in
jazz. This was the so-called “sweet”
band, which the jazz fans detested on a

24

sliding scale according to the corn con-
tent of the music: Hal Kemp. whose
band even musicians liked; Skinnay
Ennis: Kay Kyser, who was only mildly
disliked because the voicings and instru-
mentation of the band were the same as
those of the jazz-inflected orchestras:
Freddie Martin; Blue Barron: Tommy
Tucker: Shep Fields and his Rippling
Rhythm; Sammy Kaye. whose band was
reputedly able 10 swing when he'd let it
Richard Himber of the “cascading trum-
pets”: and Wayne King. who was even
then an anachronism because waltzes
were his thing.

The jazz fans considered these bands a
threat to the true music. and they were
perhaps right: Mass public taste has
never been noted for its altitude, and the
businessmen who then as now domi-
nated American entertainment dis-
played their usual unswerving fidelity to
whatever sold the most. Thus jazz had
(and has always had) an underground
character—superlative music fighting a
guerrilla war for survival against the
overwhelming economic forcesof the es-
tablishment troops: the rock groups of
the 1960s; the sweet bands—saccharine
would have been a better word for most
of them—of the 1940s.

Of the scores of jazz-band leaders who
throve in that epoch, only four are in
business today: Ellington. Basie, Her-
man. and Kenton. All of them play with
no diminution whatever of their ancient
vigor, and they still offer some of the
most exciting music that America. or for
that matter the world, has ever known.

Of the various sweet-band leaders.

only one survives. at least at a level of na-
tional renown. And ironically. his is the
name that most instantly inspired the ire
and impeded the digestion of the true
believers who dug, with infrangible hip-
per-than-thou sanctimony. the jazz
bands. Guy Lombardo is going just as
strong as that quadrumvirate of his old
opponents (privately. they're quite
triendly) named Ellington. Basie. Her-
man. and Kenton.

Among the five. Ellington and Lom-
bardo are due the deference of seniority.
They alone can say they've been out
there in front of their bands since not the
1930s. but the 1920s. moving on unal-
tered course from the time of F. Scott
Fitzgerald and the hip flask through the
eras of bread hines and shot-down work-
ers. World War 11, the Bomb. the home-
coming. Korea. duck-tail hair, Bill Haley
and the Comets. Elvis and Col. Tom.
Timothy Leary. Vietnam. the Rolling
Stones. grass. and Alice Cooper and his
snake. They alone can say they’ve led
their bands from the era of Theda Bara
and Pola Negri into that of Linda Love-
lace and Georgina Spelvin,

It is difficult to grasp that Ellinglon
and Lombardo were in business before
people now in their middle age were
even born. | know about the Ellington
band: It was the first band I ever saw in
person. | was thirteen. and | “hooked in,”
as we used to say. when a ticket-taker’s
back was turned. I have seen his musi-
cians countless times since then and en-
joyed them to a degrec depending on
how superbly or sloppily they happened
to be playing that evening.

But I had never seen the Guy Lom-
bardo band. so | made it 1 point to do so
recently. The setting was the main dining
room-ballroom of the Royal York Hotel
in Toronto. one of the many hotels Lom-
bardo plays regutarly. It was a candle-
light-and-wine setting, with white- and
blue-haired ladies comprising a rather
considerable portion of the audience.
That women generally outlive their hus-
bands was attested to by the fact that
many of these ladies were there with
elderly girl friends. In two observed in-
stances. they got up—at first timidly and
then with growing amusement--to dance
logether. like schoolgirls. Inevitably I
speculated about husbands now van-
ished and assumed they had been the
long-ago escorts of the ladies to long-ago
Lombardo engagements. There was any
number of elderly, white-moustached
businessmen in the audience. and a
sprinkling of thirty-year-olds.

Now it happens that band music
changed radically in the late 1930s and
carly 1940s. The bands grew bigger.
Four saxes—two altos and two tenors—
gave way to five, the baritone adding a

Continued on page 29
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Our most expensive turntable

has directdrive.
So does ourleast expensive.

When Technics introduced direct drive,

we set new standards for turntable performance.
That’s why we use direct drive exclusively

in all Technics turntables.

No other system measures up to direct drive.
Wow and flutter are less than 0.03% WRMS.
And rumble is down to —-65dB (DIN A) and
~70dB(DIN B).

WOW AND FLUTTER
+oizo’> 1 i I

WOW & FLUTTER %

—0.20| | | | | 1 — ]
B BELT DRIVE @ DIRECT DRIVE

Our DC motor has no noise- or static-

producing brushes and virtually none of the

hum normally found in AC motors.

It reaches playing speed in half a revolution

and has electronic speed control that prevents

speed changes due to line fluctuations.

All Technics turntables have illuminated
stroboscopes, cast aluminum platters and
variable pitch controls. The SL-1200 also has
a precision tone arm, viscous damped cueing
and low-capacitance 4-channel phono cables.

So does the SL-1100A but with a heavier
platter, bigger motor and longer tone arm.

FREQUENCY SPECTRUM OF RUMBLE
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P
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W BELT DRIVE @ DIRECT DRIVE FREQUENCY Hz
And the SP-10 is for those who insist on
choosing their own tone arm.

No matter which Technics turntable you
choose, you get the finest drive system that
money can buy. But don’t take our word for it.
Read the reviews.* And you'll agree.

The concept is simple. The execution is
precise. The performance is outstanding,

The name is Technics.

#5P-10: Audfo, 8/71; Stereo Review, 9/71.
SL-1100A: Stereo Review, 7/73; High Fidelity, 9/73.

2C0PARK AVE, N.Y., MY, 10017 FOR YOUR NEAREST

AUTHORIZED TECHNICS DEALER, CALL TOLL FREE
800 447-4700. IN ILLINOIS, 800 322-4400.

Technics

by Panasonic




Dual presents
the701.

The quietest turntable ever made.




The new Dual 701 is a
significantly different kind of
turntable—with an entirely different
type of motor and a unique solution
to the problems commonly introduced
by resonance.

Vibration-free direct-drive
electronic motor. :

The 701 has an all-electronic,
brushless, DC motor that rotates at
actual record speed, either 33-1/3 or
45 rpm. The motor and platter form
a common rotating mass (weighing
9.7 pounds) and the record spindle is
actually the top of the motor shaft.
This low-speed, direct-drive system
does not introduce any vibration;
thus can be mounted directly to the
chassis without isolation.

Gapless rotating magnetic field.

The 701 motor has a number of
exclusive features that eliminate
problems common to all other
electronic motors.

Dual's unique field coil design
consists of two stacked coil layers,
each with eight coils, offset by 22.5,°
so that each coil overlaps a gap
in the other layer. The result: a
perfectly smooth rotating magnetic
field with no magnetic flux
irregularities.

In addition, each coail is bifilar-
wound, freeing the motor from
hysteresis or eddy-current losses.

Instantaneous electronic
speed control.

Since the motor is energized
by a regulated power supply,
it 1S impervious to variations
in line frequency or voltage.

In addition, speed is monitored
by an electronic feedback system
using two Hall-effect generators.

A voltage induced from the motor's

magnetic field is continuously
checked against the constant voltage
of the regulated power supply. Any

difference between these voltages is *
defected and fed back tc adjust the 42

current fo the coils, thus instanta- |
neously correcting even the

minutest variations in motor speed.

The solution to resonance
feedback problems.

A potential problem in all
record playback systems is the natura
resonant period of the tonearm/
cartridge system and the turntable
chassis. When resonant energy from
such mechanical disturbances as
acoustical feedback, record warp,
or room vibration reaches the stylus,
distortion is the inevitable result.

Resonance has emerged as a
practical problem with the increasing
sophistication of associated
equipment. For example, with
amplifiers that can respond all the
way down to DC. Or with speakers
that can introduce extremely high
energy levels into the room.

Dual’s unique solution: two
mechanical, anti-resonance filters
located within the tonearm
counterbalance. One is tuned to the
resonant frequency range of the
tonearm/cartridge, the other to the
resonant range of the chessis.

These filters absorb resonant
energy that would otherwise transmit
feedback to the stylus. The result:
frequency response is cleaner and
smoother, since the stylus is able to
respond fo the signals in the record
groove itself without interference.

The Dual 701, $399.95, with base and cover.

This cutaway
view of the 701
counterbalance
/ reveals the intricate

" engineering of the two
/' mechanical resonance-

7 cancelling filters.

Other precision features of the 701.

The 701 is a fully automatic
single-play turntable. (Its functional
operation is identical to all other Duals
when used in the single-play mode.)

The tonearm is mounted in o
four-paint low-friction gimbal
suspension. The tracking pressure
dial has 0.10 gram calibrations from
Oto 1.5 grams. Anti-skating is
calibrated separately for conical and
elliptical styli. Cue-control is damped
in both directions. Pitch control is
electronic and is set independently
(8% range) for each speed.

For those who want to know more.

We have a six-page full color
brochure on the 701, with detailed
descriptions of the motor and anti-
rescnance filters.

Because of these unique
features. the 701 is slightly quieter
than the Dual 1229, but any difference
you detect will be minor. So if you
now own a 1229, or any other
current Dual, we suggest you don't
trade it in for the 701.

Unless, of course, you are
among those who would be happy
only with the quietest turntable ever
made, regardless of cost.

United Audio Products, Inc.,
120 So. Columbus Ave.

[(
bution Agency for Dual m

M. Vernon, N.Y. 10553.

iR Exclosive U.S. Dist
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See son...
therereallyisa 4—channel 8-track

Perhaps that surprises you, son.Butit's true.
recor ac e vYou see, there’s been a lot of excitement
Y ‘ltate|y aocout 4-channe stereo. And, like most peo-
ple, you prcbably thought that all 4-channel re-
corders are spen-reel,

Well, AKA| will change your mind.

You'll discover a whale new~ world of
4-channel recording when you see—and hear—
AKAl's exciting new CR-80D-SS...a remarkably
engineened B-track 4-channel/2-channe compat-
ible record/playback deck.

The CR-80D-SS is compact...easy to oper-
ate. And conveniently placed front-panel controls
make prafessional 4-ghannel ciscrete recording a
breeze.

‘Nhich means that you'l be aole to make
your ow~ 4-channel tapes. Axd also enjoy the in-
creasing availabitity of pre-recorded 8-track
i 4-channel music.

What's more, the CR-80D-SS is equippec

' with prefessional features such as Automatic
Stop/Centinuous Plav . . . Fast Forward . . . Auto-

= I

matic 472-channel Stereo Selecbr - lluminatec

Program Selector.. .4 Meters .. . front pane:

4-channzl haadphone outputs. ..and much more.
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Continued from page 24

richer bottom and playing the lower oc-
tave in those rapid block-voiced swing
passages. The brass section came 1o be
four trumpets and three trombones, and
cven five and four. Claude Thornhill
added French horn 10 achieve smoky
new floating textures. These expansions
made possible five-part (and more) har-
mony. Younger arrangers such as Gil
Evans. Johnny Mandel, Ralph Burns.
and Pete Rugolo, schooled in Debussy,
Bartok, and even Schoenberg, began us-
ing ninth, thirteenth. raised eleventh,
flatted fifth, and indeed all manner of al-
tered and passing chords. Rhythm sec-
tions changed too: The tuba and banjo
were replaced. for a lighter sound. by
string bass and guitar, and some bands
dropped the guitar.

Band jazz musicians had become seri-
ous about their work, and their aliered
attitude to dancing and dancers is caught
in the perhaps apocryphal anecdote
about the couple who asked a Stan
Kenton trombonist, “Why don’t you
play something we can dance 107" To
which he replied, “Why don’t you dance
something we can play 10?”

None of that happened in the Guy
Lombardo band. Its instrumentation to-
day is that of the 1920s: wo trumpets
and one trombone, three saxophones (no
baritone), doubling clarinets. 1wo pi-
anos. and drums. The bass line is still
carried by tuba—there’s no string bass—
and this, along with simple harmonies,
imparts 10 the band its period sound.
There are two concessions to the modern
age: The band uses a guitar, and it is am-
plified: and one of the “twin pianos™ is
(atleastit was when [ saw the band) elec-
tric.

Essenuially. then, the band is a sort of

living antique. a monument to and a
memory of an era and styles and think-
ing that vanished very long ago.

Lombardo is wealthy—immensely
wealthy. some say. In terms of money. he
is almost undoubtedly the most success-
ful band leader in American history.
You probably have (o turn to the Vienna
of Johann Strauss to find any other or-
chestra leader who was ever as successful
as Guy Lombardo.

Lombardo. who looks fifteen years
younger than he has any reasonable right
1o look at seventy-one. is quite self-gffac-
ing about his professional survival:

“Well. we lost a lot of very talented
people to untimely deaths. for one thing.
If Tommy and Jimmy Dorsey and Glenn
Miller were still alive. they would still be
in the music business. and it would be a
better business because of it.

“And then there are no places today to
develop new bands. The ballrooms are
gone. In the old days, every hotel had a
band. and some of them were very good
bands.
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“And we were lucky.”

Lucky in what way? Lombardo ex-
plained.

He was born in London. Ontario. He
and his brothers, Lebert (trumpet) and
Carmen (flute), used to play for garden
parties and weddings with four- or five-
piece groups. Sometimes, Guy remem-
bers, they even got paid. During their
adolescence. the success of the Paul
Whiteman orchestra had enormous im-
pact on them, as it did on musicians all
over North America. The saxophone be-
came popular. Carmen had had his eye
on a career as a symphony flutist, but he
took up the saxophone. “He wanted.”
Guy said. "to avoid that reedy sound. He
wanted to get a flute sound.™

“Then that explains his vibrato.” |
said. “It’s a flute vibrato.”

“Exactly,” Guy said. “And it gave him
a unique sound. Carmen’s saxophone
sound was one of the things we had in
our favor.”

The young men in the band wanted 10
play hot music and improvise. Guy told
them, “Play the notes as they're bloody
well written.” This nearly caused a mu-
tiny. but in a poolroom confrontation,
Guy told the rebels. “Play the notes or
you don’t work.™ and they surrendered.

Fifty years ago last November, the
brothers decided to gamble on a trip
across Lake Erie 1o Cleveland. With a
nine-piece band. they traveled 1o an en-
gagement at the Claremont. a roadhouse
outside Cleveland. They never went
home again.

*In Cleveland we had another piece of
luck.” Guy recalled. “The owner of the
Claremont was a man named Louis
Bleet. and he knew the band business
from A to Z. We had just enough brains
to listen to him. He taught us to play
softer and play slower. He schooled us
for a year. So when the real break came,
we were ready for it.”

In 1927, the band was booked into the
Granada Cafe in Chicago. The owner of
the clubdidn’t think Guy Lombardo and
Company was a sufficiently classy name.
Thus it was in Chicago that they became
Guy Lombardo and His Royal Cana-
dians. And it was in Chicago that success
came—not just overnight. but in four
hours.

The Royal Canadians had picked up a
few fans, including some among musi-
cians. One of them was the late Louis
Armstrong, which fact has long pre-
sented a problem of almost theologi-
cal proportions to some of the more
pious jazz fans. Armstrong and his group
used to come by 10 hear them. “They
couldn’t get in. in those days.” Guy said

a liule sadly. and then with a wisp of

memory smile, “So they used to stand on
the roof of their car and look in the win-
dow.”

If Louis liked the band. few laymen
even knew 1t existed. After several

reference
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We would not claim our TL30 or 50 to
be the highest performance systems
available—yet they offer performance
that almost always causes the listener
to compare them with far more expen-
sive systems. The TL30 and TL50 are
transmission line loudspeakers that of-
fer exceptional value for dollar, striking
yet efficient styling, and most impor-
tant, performance to satisfy the audio-
phile. If you are considering the pur-
chase of loudspeakers you really can't
afford not to investigate the Audionics
TL Series. Write for the name of your
nearest dealer.

AUDIONICS, INC.

8600 NE Sandy Bivd.
Portland, Oregon 97220
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34 West Interstate Street. Bedford. Ohio 44146
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While others struggle
to meet the demands
of discrete

four channel sound...

AUDIO -TECHNICA introduces its
2nd generation 4-channel phono cartridges.

Now you can play any kind of stereo
or 4-channel record, including the most
demanding discrete 4-channel discs.
Audio-Technica Model AT14S with
Shibata stylus provides 5-45,000 Hz
response. Unique Dual Magnet*
design and ultra-precise fabrication
sets new performance standards
for others to copy. From Japan's
most advanced phono cartridge
manufacturer with a 10-year history
of innovation and design leadership.
. Write today for technical data on the entire
TN . line of Audio-Technica Dual Magnet cartridges
MODEL AT14S  for every high fidelity system.

(

e . .
audio-technica

AUDIO-TECHNICA U.S., INC., Dept. 44H, 1655 W. Market St., Fairlawn, Ohio 44313
CIRCLE 4 ON READER-SERVICE CARD

*Patents pending

Mcinfosh caraoe
nd FM DIRECTORY

Get all the newest and latest information on the new Mcintosh Sql-
id State equipment in the Mcintosh catalog. in addition you \(wll
receive an FM station directory that covers all of North America.

MX 113
FM/FM STEREO - AM TUNER AND PREAMPLIFIER
Meclntosh Laboratory, Inc. l

East Side Station P.O. Box 96
Binghamton, N.Y. 13904

|
| NamE
| ADDRESS

1f you are in a hurry for your catalog please send the coupon to Mcintosh.
For non rush service send the Reader Service Card to the magazine.
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weeks, it was still playing to no audience,
and Guy was discouraged. “We’d been
out for a long time, and nobody knew
where we were—not even our families,”
he said.

He had just about decided to pack itin
and head home when a small and strug-
gling radio station, WBBM (now the
powerful CBS outlet ir Chicago), de-
cided to put him on the air one night for
fifteen minutes. Guy was unexcited: It
was scarcely time to get warmed up. As
the fifteen minutes was ending, the head-
waiter handed him a message tele-
phoned from the station's owner: “Keep
playing.”

The band stayed on the air all evening.
By midnight the place was packed with
dancers who had driven downtown from
all over Chicago. They were in the big
time.

Guy sent word for his parents to come
to hear them. Mr. and Mrs. Lombardo
got a thrilling introduction to the gang-
ster world of Chicago.

A few nights before, Guy had shoved a
hood (in Chicago pronunciation, it
rhymes with “food”) off the floor for
usurping the microphone. This worthy
decided to return the humiliation by per-
forming an assassination right there in
the club: He and his minions poured a
stream of machine-gun fire into a rival
mob faction that had come to hear the
Lombardo music. The whole thing was
broadcast /ive—undoubtedly a radio
first. The musicians dived for the floor;
when it was all over, two men lay messily
dead and the band resumed playing.

It cannot be recorded that Guy was
nuts about Chicago. But he and his band
were a smash, and a Chicago critic, Ash-
ton Stevens, had given them a motto. He
said that theirs was “the sweetest music
this side of heaven.”

Columbia records decided to make
about a dozen sides with the band.

Ted Collins, later Kate Smith’s man-
ager, told Lombardo years later what
happened when the records reached the
company’s New York office. It was the
age of the Charleston, and Columbia’s
executives said that you couldn’t dance
to Lombardo’s music—it was. too slow.
They tried speeding up the turntable. but
that made it sound like Chinese music, as
Guy puts it. They were reminded that
young people in Chicago were indeed
dancing to it, and so the company
courageously decided to issue the
records in Chicago only. University stu-
dents there promptly began bootlegging
the records to friends at Harvard, Yale,
Princeton, and other eastern schools who
forthwith began dancing to it too. The
idea of kids in raccoon coats bootlegging
Guy Lombardo records may boggle the
modern mind, but it happened, and Co-
lumbia at last decided to issue the
records nationally. Guy has never had to
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The Role

of Speakers

in Quadriphonic Sound...

The whole idea behind four channel sound is to
enhance the spatial character of music reproduc-
tion in the home. The role of a loudspeaker is to
produce acoustical fields in the listening area ap-
propriate for the reproduction of a musical per-
formance. The loudspeakers themselves should not,
and cannot, play the roles of musical instruments.
(Their sizes and radiation patterns do not duplicate
those of any single instrument, let alone an ensem-
ble of instruments.)

In fact, you shouldn’t hear the speakers them-
selves. If you do hear the sound coming directly
trom the speakers, then you are experiencing all the
distortions associated with the sound of a complete
orchestra emerging from a small box. In four chan-
nel systems (QUAD), these distortions are even
more critical than in stereo, since localization to
point sources behind a listener can be very unnatu-
ral and disturbing to the ear.

There are two key factors for excellence in QUAD:
1. The use of Direct/Reflecting® speakers which, by
radiating waves at selected angles to the walls, inter-
act with the room surfaces to produce a spatial pat-
tern like the one which is indicated in the diagram
on this page. With this arrangement, you hear the
performance instead of the speakers. Contrast this
with the beaming patterns of direct radiating speak-

ers, which confine the QUAD effect to a small area in

the center of the room. 2. A very close match in the
frequency characteristics of the front and rear chan-
nels is essential to assure the same musical timbre
from all four channels. BOSE Corporation achieves
this match in its speakers by the SYNCOM™II
speaker testing computer to an accuracy that, we

believe, is not approached by anyone else in the
industry. At a price far lass than you’d expect for
a speaker in its class, the BOSE 501 SERIES 11
offers the proven aural benefits of direct and re-
flected sound, flat power radiation and efficient
high power handling capability. With a solid bass
and extended high-frequency response which rivals
that of the internationally acclaimed BOSE 901®
speaker system, the 501 in a quadriphonic music
system must be heard to be believed. 501 SERIES
Il offers a lot more quad for a lot less “quid’!

For information on the BOSE 501 SERIES II and
BOSE 901 SERIES II Direct/Reflecting® speaker
systems, circle your reader service card or

write Dept.H 2.

MO

The Mountain, Framingham, Mass. 01701
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Wolves in cheaps cothing.

Design charlatans around the world have found a lucrative business
in selling spurious replacement styli. And because Shure phono
cartridges are asked for by more knowledgeable hi-fi enthusiasts
than any other cartridges, our styli seem to be imitated more than
any others. Now, flattery notwithstanding, Shure design engineers
see red when they see these impostors, because they know that
the performance of your Shure car-
tridge absolutely depends upon the
genuine Shure stylus assembly — so
to protect your investment and to in-
sure the original performance of your
Shure cartridge, insist on the real
thing: Look for the name SHURE on
the stylus grip (as shown in the photo,
left) and the words, ‘‘This Stereo
Dynetic® stylus is precision manufac-
tured by Shure Brothers Inc.” on the
box.

SHUR

Shure Brothers Inc.
222 Hartrey Ave., Evanston, lll. 60204 H _
In Canada: A, C. Simmonds & Sc;ns Limited = LA =
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look back, except to remember that the
first hit was Little Coquerte.

Guy and his brother Carmen—a big
earner of royalties on his 250 songs—in-
vested their money carcfully. By the
1940s, Guy had become affiuent enough
10 indulge in one of the most expensive
of rich men’s hobbies: specdboat racing.
Does he miss racing? He cnce asked the
same question of his friend, the great
racing driver Wilbur Shaw, who told
him, “Sometimes. But I just go lie down
in a quiet room and turn out the lights
and the feeling goes away ” He feels the
same way.

Nonetheless, Lombardo lapses easily
into talk about Harry Miller engines. his
various trophies. and the three Allison
engines (built for the Bell Aerocobra)
that he mounted in a boat after World
War Il to blister his way across the water,
with a vast white rooster-tail behind him,
to set records he occasionally and sen-
timentally still looks up in the books.

Privately, he is a Dixieland jazz fan. “I
think that is the most creative, the most
soulful music in the world.” he says. “Al-
though obviously, I like what we do, or |
wouldn’t be doing it.” Twice in his long
career he tested more modern sounds for
his band. but his public hated them, and
he retreated hastily from experi-
mentation.

And so the band plays on. Carmen
died two years ago. Saxophonist Victor
Lombardo was two years old when the
band left Ontario, and he didn’t join it
until 1960. He later left it; he has his own
orchestra in Florida now. But Lebert is
still there, playing lead trumpet. And
singer Kenny Gardner is married to
Lombardo’s sister. It seems unlikely that
any more Lombardos will come into the
band, although the young man with the
slightly oriental moustache, playing
drums and looking more like a member
of the rock generation than a Lombardo,
is Lebert’s twenty-three-year-old son
Bill.

The Royal Canadians play hotels for
older people, and believe it or not, they
play college concerts, and quite success-
fully. Thus many young people evidently
do like the band, in spite of its immu-
table 1920s sound. Or perhaps because
of it.

And Guy is out there with his baton
every night in the working season, mov-
ing gracefully, swooping about the stage,
like a solitary dancer.

He tries to play his home town, Lon-
don, at least once a year. There is in Lon-
don an elderly lady who runs a dry-
cleaning shop. Whenever she spots him,
she yells, “Hey you! Don’t you remem-
ber your old friends now that you’re a
bigshot?” Or words to that effect. Guy al-
ways rushes over and embraces her.

Among other things, Guy Lombardo
is a very nice man. That can never be ac-
counted the least of anyone’s achieve-
ments. GENE LEES
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“Make it great. Then make it better”

Thats what Tandberg engineers have always
done. And now they've done it again. After
months of saying, “Wait —we just figured out
another way to make it even better” our hard
nosed Norwegian perfectionists are ready to

announce a remarkable new stereo cassette
deck. We call it TCD-310.

Many impressive features go in.
\ ol 4 TCD-310 has three

‘ ’!h ) € motors: One hysteresis
synchronous drive
motor and two unique
servo-controlled direct
drive spooling motors.
Electronic push-button
controls. Expanded range peak reading meters

that warn you about distortion before it happens.

New input circuitry that makes it as easy to
record “live” with mikes as it is to dub from
records or FM. TCD-310 also has two flywheels
and a dual capstan closed-loop tape drive for
absolute stability.

Very impressive sound comes out.

We believe TCD-310 can produce the quietest
cassette recordings in the industry. Measuring
the way others do. we can claim a signal-to-
noise ratio of 65 d3, IEC weighted with CrO-
end Dolby.” For those who know, the
unweighted figure is even more impressive-52
dB. That’s tough to beat. TCD-310 also gives
you extended frequency response, constant
speed and inaudible wow and flutter. Ask your
Tandberg dealer for a demonstration. You'll
hear the difference. And we guarantee the
rerformance.  ‘Dobyis a tmdemark of Dolby Laboratories, Inc.

New TCD-310
Everything you hear is true.




Reviewers of high fidelity equipment seem
to have an aversion to anything that is au-
tomatic and laborsaving. On cassette
decks, the automatic-reverse feature is de-
sirable for continuity. Your Akaireview [on
the GXC-46D and mentioning the auto-
matic-reverse GXC-65D; November 1973]
made somewhat degrading remarks about
anyone who would dare consider an al-
most equal model with automatic reverse. |
think that this very parochial attitude must
certainly influence manutacturers; and of
the few automatic-reverse models on the
market, none are top-of-the-line equip-
ment. It may cost more to add this feature
to a quality component, but all features
must be paid for whether you're buying
ease of operatlon or extended frequency
response.—R.P. Burns, Broomall, Pa.

As the review pointed out, these were not
“almost equal’’ models. We were a bit
dubious about some of the corners that
Akai appeared to have cut in keeping down
the cost of the automatic-reverse model
and wanted our readers to know that—de-
pending on their needs—they might have to
pay a price in more than dollars for this fea-
ture. Automatic mechanisms—whether in
cassette decks or record changers or
whatever—are de facto more complex than
their manual counterparts, of course, and
so offer more opportunities for malfunc-
tion. But at present it seems to be manufac-
turing cost above all that inhibits manufac-
turers from adding automatic reverse to
their best deck designs; the combined cost
would price the product “out of the ball-
park.” Perhaps it we get more units in the
$500 bracket without automatic reverse,
manufacturers will be less hesitant to
gamble on the sort of unit you appear to
want.

|1 have read with delight your October is-
sue. Though | have looked everywhere for
quadriphonic records and tapes here in
Colombia, | have not found any. Can you
supply names and addresses of any mail
order houses that sell them?—Martin Uribe
Echavarria, San Andres, Colombia.

Try King Karol (Box 629, Times Square Sta-
tion, New York, N.Y. 10036, U.S.A) or Sam
Goody (46-35 54th Rd., Maspeth, N.Y.
11378, U.S.A)). But any non-U.S. reader
thinking of importing records from the U.S.
via the mail should check local customs
regulations before ordering. They may be
similar to ours. Here, for instance, if a U.S.
company owns a trademark or trade name,
all products bearing them may legally be
imported here only by the owner of the reg-
istered mark or name. Thus if we try to im-
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‘too hot
to handle

port JVC's Victor records (carrying the Nip-
per trademark owned here by RCA) or
British Decca records (whose tradename
here is London, the Decca name being
owned by MCA), U.S. Customs has the
right to confiscate the merchandise. Sc
make sure you're not putting yourself in a
similar position.

| want to start a tape collection. | don™
mind spending $300 or more for Wolien-
sak’s new Dolby 8-track cartridge deck or
$600 for Teac’s new 850X Dolby cassette
deck. | just don’t want to spend $600 on
tapes and then find that cartridges wili take
over from cassettes or vice versa. | have a
selection of both and have hardly any
trouble with either, but | want to keep jusf
one. An audlo dealer said to choose cas-
settes and forget cartridges; but then he
added, “l could be wrong.” Two record
stores | know of gave up cassettes for car-
tridges, and a third is preparing to do the
same thing. One salesman said cassettes
are beautiful and easy to record on, but he
can't see the cassette making it and I'm
not that interested in recording. How do
you feel?—Bill Hardy, Hackensack, N.J.

| want to cast a sharp dissent in the contin-
uous downgrading of the 8-track medium
by various writers in your wonderful maga-
zine. Not that | think 8-track Is the sonig
equal of other systems in terms of meas-
urable performance, but its value as a
bona fide music system for the automobile
is being overlooked by serlous music lis~
teners and magazines alike. Since | ac-
quired a Sony TC-228 record/playback
deck | have had a great deal of pleasure
making and using tapes from my library of
LPs. | aiso own a Sony open-reel deck, and
| can truthfuliy say that the 8-track tapes
reproduce with no audible flutter and with
less background noise and hiss than open
reels at the same 3%-ips speed. But | had
to discover this for myseif. Try it—you
might like itt—J. Alan Woodruft, Bridgetor,
N.J.

We have, and we do—though we'd hardly
consider a moving automobile as the best
place to search for ultimate subtleties in ei-
ther sonics or music. The 8-track home
equipment we have tested so far (which
does not include the TC-228) has been
rather disappointing by contrast to cas-
sette equipment; we find cassettes far
handier for recording (assuming that
recording itself is a prime objective, rather
than a means to the end of supplying pro-
gram material for an existing automobile
system);, and catalogues of commercial
cartridges fall far short of cassettes in sup-

plying classics (which deleted passages in
both letters suggest are of primary import-
ance to the writers) and scme other “‘mi-
nority-interest” fare. The 8-:rack cartridge
is firmly established in the zutomobile; the
cassette is equally firmly established
among habitual recordists. We don’t think
either is in any danger of imminent demise.
But as the man says: We cculd be wrong.

| have always considered M arantz to be in
the same class as Mcintosti, but when vis-
iting a stereo shop that has its own test lab
| was told that Marantz quality has gone
down. | would like your opinion.—Malcolm
Perry, Springfield, Mass.

The best Marantz products still are really
fine though in recent years the company
has added less-expensive models and so
can’t be said to share Mclntosh's single-
minded concentration on tcp-quality prod-
ucts only.

Ever since it was introduced two years ago
I’'ve had my eye on a Garrard Zero 100 as a
replacement for my aging SLX-2. To my
surprise only one out of fcur local stereo
shops was at all enthusiaslic about either
the Zero 100 or the Zero 32. The “best”
shop, which has a respected service de-
partment, no longer carries Garrard and
suggested the Dual 1214 or 1216. | re-
ceived about the same reply at two others.
Two friends have Zero 1005 and are satis-
tied with them, and ! find it hard to believe
Garrard would market 3 real loser. Could
you offer any technical reason (operation,
durability, etc.) for this situation?—Robert
C. Ericson, W. Lafayette, Ind.

Yes—or rather one that’'s technical and one
that isn’t. The relative complexity of the pi-
vot in the “’zero-tracking-error’’ arm does
keep bearing friction relatively high; not
disastrously so, to be sure, but measurably
much higher than that in the Duals. So in
this respect the Duals will outperform the
Garrard on paper, though not necessarily
in the living room. But we suspect that the
nontechnical reason may be the operative
factor. Consumer sales cf Garrard have
been handled here for yeers by British In-
dustries; now Plessy, Garrard’'s parent
company in England, has ennounced it will
take over distribution late- this year. Per-
haps until dealer relations are well estab-
lished the salesmen may be hesitant to rely
on a company that is relatively .unknown to
them, preferring to sell you a product from
people whose warranty policies, for ex-
ample, they're more sure of.

| have a Sony TC-165 stereo cassette
deck. My only complaint is the siight tape
hiss, and I’'m thinking of adding a Dolby
unit. Is this a good idea?—Don Carroll,
Brewster, Wash.

Yes, assuming a deck is goad enough qual-
ity so that the Dolby wouldn’t be wasted on
it—and the TC-165 would seem to qualify,
though we haven't tested it. The deck-plus-
Dolby package probably will cost you
somewhat more than a deck of comparable
quality with Dolby built in, but it also will
have more flexibility. If you buy a second
non-Dolby deck you can use the Dolby unit
with either; or it can be used in listening to
Dolby-encoded broadcasts, which the
Dolby units builtinto cassette decks gener-
ally cannot.
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Tomorrow’s TV design today!

Digital technology comes to TV with the
new Heathkit GR-2000 Color TV. It has
on-screen channel numbers and a digital
clock. .. programmable digital channel
selection, all electronic varactor tuning,
and an [F that never needs alignment! So
advanced, it's like nothing you've ever

seen before.

The electronic on-
screen readout puts
channel number
and an optional
digital clock into
the picture.
Change channels,
or touch the *'re-
call” button and
you have instant,
highly visible sta-
tion identification.

Digital logic circuitry selects channels.
You program up to 16 sta-
tions, in any sequence,
for automatic re- _¢;
call — intermix
UHF with VHF,
even repeat a
station in the
cycle. You'll never switch through a
“dead’ channel again. A solid-state UHF-
VHF varactor tuner takes the place of the
noisy mechanical “thunker”, corroding
contacts, humming motors and mechani-
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cal linkages. It's completely silent, and
never needs cleaning.
Yet another “first” is the
unique fized-fiiter
IF amplifier that
¥ never needs instru-
ment alignment! The
picture retains its bril-
liance and clarity year
after year, without peri-
$" odic IF servicing. And you
get truly superior reception,
even in urban areas where the
high density of stations causes adjacent
channel interference.

The 100% sclid-state chassis uses more
integrated circuits than any other TV
around. The 25” (diagonal) matrix pizture
tube is the most advanced available.
There’s even a volume controlled hi-fi
output jack, so you can reproduce TV
audio through your separate amplifier.

Plus, the Heathkit Digital Color TV comes
with a complete complement of self-serv-
ice instruments. And a service manual
that shows you how to use them all.

The Heathkit GR-2000 Digital TV is also
an easier kit-form TV to build. More mod-
ular circuit boards, plus more prefabri-
cated wiring harnesses and cables, hold
point-to-point connections to a minimum.
It may well ke the most rewarding kit-
building experience of your life.

CIRCLE 16 ON READER-SERVICE CARD

You can order the Heathkit GR-2000 Dig-
ital Color TV with the optional on-screen
digital clock (it can be set for 4- or 6-digit
readout), ultrasonic digital remote con-
trol, and any of four beautiful factory as-
sembled and finished cabinets. Mail
order price for chassis and
tube, $649.95.
Remote Control,
$79.95 mail or-
der. Clock,
$29.95 mail or-
der. Cabinets
start at $139.95.
(Retail prices
slightly higher).

Send the attached card for your FREE
HEATHKIT CATALOG describing the
amazing new Heathkit
Digital Color TV in detail.
If card has been removed,
write: Heath Company,
Dept. 8-4, Benton Harbor,
Mich. 48022.

HEATH j

HEATHKIT ELECTRONIC CENTERS, Units of Schlumberger Products Corp.
ARIZ.: Phosnax; CALIF.: Anuheim, Los Angeles, Pomona, Redwood City, San
Diego {La Mes1), Wcodlanc Hilis: COLO.: Denver: CONN.: Hartforg (Avon)
FLA: Miami (Fhalesht, Tamoa; GA.: Atlanta: ILL.: Chicago, Dawhevs Grove;
ND.: Indhanaalls; KANSAS

Kansas City (Misslon) ow
‘) il MusQ -;osmn (Wellesvyy),
MICN Det: MINN . Minne. eapolis {Hopkins);, MO NEB
N.J.: Fair Ll\w\ N.Y. Butfaio (Amhurl New York bly Jev a Roc ‘!s
ler, wnite Plalus “r‘m Cincinnali {Woodlawn), Cleveland, Columbus; PA.
Philadeipma, P Al ); TEXAS: Dallas, Houston;
WASH : Seatlte, Wik M Iwanukee.
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In Discs, No Noise Is Good News

DBX is something of a maverick among equipment pro-
ducers. Like a number of others that cater to profes-
sionals as well as to adventurous (and preferably well-
heeled) amateurs, its representatives tend to think first
of what might be done and next of how it might be done.

What prompts this comment is a demonstration of the
DBX-120, a unit for playing discs specially encoded for
a dynamic range of some 100 dB—about 30 dB better
than that of the standard commercial product. In other
terms, this would mean roughly that the noise level of a
standard disc would be reduced by 97 per cent. The
100-dB figure startled us when a company representa-
tive gave it to us over the phone; the demonstration it-
self startled us more. These discs simply have no back-
ground noise at ali—that is, none attributable to the disc
itself. Air-conditioning rumble in the original studio, for
example, is normally masked by record noise, but it was
clearly discernible in pauses on one of DBX's discs.

The process is not to be confused with a number of
systems for reducing or eliminating noise sources in the
master tapes: Nippon Columbia's digital audio process-
ing, Sheffield Records’ direct mike-to-disc process, and
straight noise-reduction systems like Berwen's and
Dolby A. Nor should it be confused with the Dolby B en-
coding often used in tape duplication, though it is ba-
sically similar. In comparing a Dolby tape with its Dolby-
less counterpart, one is aware that noise has been
pushed well into the background. But with the dynamic
range opened up, the music seems to beg for more dy-
namic Lebensraum, so to speak; and most listeners will
comply by cranking up the volume for fuller peak levels
and cranking up the noise level as well. Yet even with
the gain as high as we could feel comfortable with, we
still were hearing no disc surface noise at all—it has
been made truly inaudible.

This is all the more remarkable since the character-
istics of offensive noises in discs are more difficult to
deal with than those in tape. Though tape produces
noise that is distributed more or less evenly across the
frequency spectrum, the higher frequencies mask the
lower ones and lead us to describe the over-all noise as
hiss. Thus when Dolby B effectively reduces high-fre-
quency noise by 10 dB it gives us the impression that al/
noise has been reduced by this much. (Broadband
noise measurements prove otherwise, but it is the im-
pression that is important.)

In discs, the audible (and therefore objectionable)
noises can include rumble, crackle, pops, and clicks—
as well as hiss, usually from the master tapes. The high-
frequency action of Dolby B isn't designed to combat
such a range of phenomena; Dolby A is, but it's far more
expensive.

DBX for some time has been offering professional
broadband compressor/expander equipment designed
to attack the same problems as Dolby A but at lower
cost. The disc system is a logical extension of that
equipment. It too involves broadband compression
(during recording) and expansion (during playback),
but with special frequency weighting of the level-sen-
sing circuit to tailor it to disc use.

Assuming an original tape of wide dynamic range
(one made with Dolby A, DBX, or similar professional
noise-reduction equipment), the signals are fed through
a special DBX disc encoder before reaching the cut-
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terhead. The compression involved makes the disc
sound a little strange when played back on standard
equipment, of course; it is meant to be played nack
through the DBX-120, which restores the original dy-
namic range and sonic balance. It also includes its own
phono preamp, a tape input (for similarly encoded
tapes), and standard (R1AA and unaltered) playback se-
lector positions for discs and tapes.

From the point of view of the average record buyer
there are two catches involved. First, he must shell out
some $200 for the DBX decoder. (Other models, with
additional capabilities and/ or simplified circuitry could,
of course, become available in time.) More important,
there are only two discs currently available with the nec-
essary encoding.

One is "Susan McDonald Plays the Romantic FHarp”
on Klavier Records. Klavier did the DBX mastering and
sells the records as a special-order item through its
dealers or from its North Hollywood offices. The other is
a private recording of a college band, masterec¢ and
sold by DBX itself. Other titles, as they become avail-
able, are expected to follow one or the other of these
distribution patterns.

How many more will there be? Since the giant record
companies certainly won't jump at a process that will
make their records essentially unplayable on almost all
existing equipment, no across-the-board adoption of
the DBX system is imminent. And for all but the dyed-in-
the-wool audiophile the $200 price of admission ta this
new world of quiet seems steep.

But if the foreseeable market seems exceedingly lim-
ited, the possibilities for eventual development are in-
triguing. For example a record company might choose
to use the extra dynamic range to reduce cutting levels
and so get much more music on the same disc with no
sacrifice in signal-lo-noise over present discs. Or the
company might use the system to put an LP‘s worth of
music onto a 7-inch disc with no loss in quality but with
great saving of the even more precious vinyl. Or it night
use it to overcome the inherently high noise of what are
presently considered inferior plastic formulations. (See
the item on materials shortages below.)

All this is, however, pure speculation. At this writing
DBX appears only to have begun exploring the commer-
cial aspects of the subject. We wish them well. The dem-
onstration convinced us that they have something
worth the exploration.
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Budget Labels
May Soon Disappear

If there are some itams on budget record labels you've
been meaning to buy but simply haven't gotten around
to, it might be a good idea to make a trip to your racord
dealer soon to pick them up. There's a very good
chance that in a short time they’ll cost $1 more—or they
may disappear altcgether.

One reason: the skyrocketing cost of carbon, the ele-
ment that makes records black. (The high cost of poliu-
tion-contro! devices for carbon production appears to
be a major factor.) More important is a worldwide short-
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Heathkit AR-2020 4-Channel
AM-FM Receiver

minimum
investmentin
maximum audio
enjoyment...only 24995

The enjoyment of 4-channel sound is now within almost everyone's
budget. The new Heathkit AR-2020 4-Channe! AM-FM Receiver was
planned from the start to give more 4-channel performance for your
dollar than you can get anywhere else. And the kit-form components
go together so easily you'll wonder why you ever considered costly
ready-made gear.

The conservatively-rated four-section amplifier delivers a clean 25 watts
1HF, 15 watts continuous, per channel into 8 ohms. The AR-2020 is de-
signed for maximum versatility with individual level controls for precise
adjustment of each channel, a master gain control, and built-in SQ
circuitry so you can reproduce matrixed 4-channel material as well as
discrete 4-channel, stereo or even mono through four separate amps.
A versatile rear panel phone socket arrangement provides inputs for
Phono, Tape, Auxiliary — plus outputs for "Tape Out”. Front-panel push-
button switches give you fingertip control of on-off, speakers, and all
modes of operation. Two front panel headphone jacks are provided for
private listening.

The tuner section boasts two integrated circuits and two ceramic filters
in the IF to produce a selectivity greater than 60 dB, with superior am-
plifying/limiting characteristics. A phase lock multiplex demodulator
offers 40 JB typical channel separation at less than 0.75% distortion.
The FM tuner, providing 2 uV sensitivity with a 2 dB capture ratio,
comes preassembled to make kit-building even easier.

The Heathkit AR-2020 — one of
the most outstanding quality/price
values on the 4-channel market.
Kit AR-2020, includes cabinet, 31 Ibs. ....249.95*

AR-2020 SPECIFICATIONS

AMPLIFIER SECTIONS — Dynamic power output per channel {(Music Power
Rating): 25 W (8 ohm load)*, 30 W (4 ohm load), 14 W (16 ohm load). Contin-
uous power output per channel: 15 W (8 ohm load), 20 W (4 ohm load), 10 W
(16 ohm load). Power bandwidth for constant .5% total harmonic distortion: 5
Hz to 30 kHz. Frequency response (1 W level): =1 dB 7 Hz to 50 kHz. +3 dB 5
Hz to 70 kHz. Harmonic distortion: Less than 0.5% from 20 Hz to 20 kHz @ 15
W output. Less than 0.25% @ 3000 Hz with 1 W output. Intermodulation distor-
tion: Less than 0.5% with 15 W output. Less than 0.25% @ 1 W output. Damp-
ing factor: Greater than 30. Inpuat sensitivity: Phono: 2.2 mV. Tuner, Aux, Tape:
200 mV. Input overload: Phono' 35 mV to greater than 5 V. Tuner, Aux, Tape:
Greater than 3.0 V. Hun and naise: Phono: —60 dB. Tuner, Aux, Tape: —70 dB.
Tape output: 0.4 V out with 0.2 V in. TUNER SECTION — FM (mono) — Fre-
quency response: =1 dB, 20 to 15,000 Hz. Sensitivity: 2 uV.* Selectivity: 60
dB.* Image rejection: 50 dB.* IF rejection: 75 dB.* Capture ratio: 2 dB.* AM
suppression: 50 dB.* Harmonic distortion: 0.5%.* Intermodulation distortion:
0.5%." Hum and noise: 60 dB.* Spurious rejection: 70 dB.* FM (stereo} —
Channel separation: 40 dB typical., Frequency response: =1 dB from 20 to
15,000 Hz. Harmonic distortion: 0.75% @ 1000 Hz with 100% modulation. 19
kHz and 38 kHz suppression: 60 dB. SCA suppression: 55 dB typical. GENERAL
— AC outlet sockets: 2, 1 switched and 1 unswitched. Dimensions: 57 H x 20"
W x 14”7 D, *Rated IHF Standards.

17995

New Heathkit 4-Channel Amplifier divides 100 watts
IHF into any format you choose

Our AA-2005 4-Channe! Amplitier will reproduce any discrete or matrixed 4-channel ma-
terial on the market today. You can use it as a monophonic amplifier, stereo amplifier or
as four individual amplifiers. Performance is impressive — 25 watts IHF, 15 watts contin-
uous per channel; power bandwidth 5 Hz to 30 kHz for 0.5% THD; intermodulation distor-
tion less than 0.5%; hum and noise, —60 ¢B for phono, 670 dB for tuner, auxiliary and
tape. Complete specs are given in the amplifier section of the AR-2020 above. For quality,
performance and price, you can't find a better 4-channel amplifier value.

Kit AA-2005, includes cabinet, 28 Ibs. ... ................ i 179.95*

HEATHKIT ELECTRONIC CENTERS
Units of Schlumberger Products Corporation

ARIZ.: Phoenix; CALIF.: Anaheim, El Cerrito
Los Angeles, Pomona, Redwood Clty, San
Diego (La Mesa), Woodland Hills; COLO.
Denver: CONN.: Hartford (Avon); FLA.: Miami
Hialeah), Tampa; GA.: Atlanta; ILL.: Chicago
Downers Grove; IND.: Indianapolis; KANSAS
Kansas City (Mission); KY.: Louisville: LA
New Orleans (Kenner); MD.: Baltimore. Rock
ville, MASS.: Boston (Wellesley); MICH
Detroit; MINN.: Minneapolis (Hopkins); MO
St. Louis; NEB.: Omaha: N.J.: Fair Lawn: N.Y
Buffalo (Amherst), New York City, Jericho
L.I.. Rochester, White Plains; OHIO: Cingin-
nati (Woodlawn), Cleveland, Columbus: PA
Philadelphia, Pittsburgh; R.1.: Providence
(Warwick); TEXAS: Dallas, Houston: WASH
Seattle; WIS.: Milwaukee

Free '74 Heathkit Catalog

The FREE 1974
Heathkit Catalog
has over 350
easy-to-build |
kits —in all |
price ranges — |
offering better
performance |
features for |
less money — '
and the satis-
faction of build-
ing your own. |
Send for your
free copy

1

L

[--——==-- Soo W o= — N . A
Heath Company Schiumbérger

Dept. 8-41

Benton Harbor, Michigan 49022

[0 Please send my free 1974 Heathkit Cataiog.
O Enclosed is $ » Plus shipping.

Please send model(s) B

Name__
Address.

city _____ State__ Zip
*Mail order prices; F.0.B. factory HF-280

______ B U P |

— - ———————

today!
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age of vinyl, the basic component of long-playing
records. Even before the petroleum shortages, vinyl de-
mand had outstripped vinyl production capacity.

Since it takes just as much carbon black and just as
much vinyl to make a $1.98 record as it does one selling
for $6.98, manufacturers have been giving their budget
lines short shrift for several months. Some years ago,
when most of these lines appeared, it was possible to
press arecord with ajacket for about33 cents. Recently
the price has risen to 55 cents or more—and that in-
cludes no artist or performer royalties. When you con-
sider that the large discount chains pay about 83 cents
for the records they sell at $1.69 ($1.98 list), that doesn’t
leave much profit for the record maker. However, if he
raises his list price to $2.98, the wholesale price auto-
matically goes up to a respectable $1.19 or there-
abouts.

What's more likely as the vinyl shortage grows in-
creasingly serious is that manufacturers will save vinyl
for their best-selling full-priced albums, meaning that
budget tittes may disappear. The first casualties prob-
ably will be those titles that don’t sell in large enough
numbers to earn their way—i.e. the less popular classi-

cal artists and repertoire, offbeat jazz, and folk music.

The vinyl shortage already has had an effect on the
release of CD-4 four-channel records. RCA, the com-
pany that introduced CD-4 discs, cut its fall and winter
releases to the bone. Other manufacturers hava been
reluctant to manufacture CD-4 discs, which require un-
usually quiet playing surfaces. Quiet surfaces in turn
mean lots of high-quality vinyl.

There are several substitutes for pure virgin vinyl.
Some companies are grinding up their mistakas (i.e.
records that are damaged during manufacture cr don't
sell) for re-use in new records. Chemical companies are
rushing extenders—compounds that can be mixad with
pure vinyl to make it go farther—into production. But
scrap vinyl and extenders both mean noisier record sur-
faces, by an average of 1 to 2 dB under the best condi-
tions.

For those interested in clean, quiet sound from discs
the outlook may be glum indeed, especially if shortages
force record companies to reduce the quality of their
prestige products. On the other hand, some hope is of-
fered by new developments such as DBX's. (Se:e lead
item in this column.)

equipment in the
NEWS

Heath’s
budget-priced
quadriphonic receiver kit

Heath has added a four-channel re-
ceiver to its audio component kit line.
The AR-2020 features a built-in matrix-
decoder IC chip optimized for SQ. Mod-
ular circuit layout simplifies construc-
tion, which should take about twelve
evenings, according to Heath. The unit
is said to deliver 15 watts of continuous
power per channel into 8 ohms and to
have an IHF FM sensitivity of 2.0 micro-
volts. The cabinet, with vinyl-clad top
and walnut-veneer end panels, is in-
cluded in the $250 price.
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Four turntables part of new
Glenburn/McDonald line

In what the European manufacturer
terms a "full-scale entry into the U.S.
market,”” Glenburn/McDonald has in-
troduced a new product line, which in-
cludes four automatic turntables. The
top model is the 2130 (shown here) with
adjustments for antiskating and tracking
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force. A magnetic cartridge with ellipti-
cal stylus, base, and dust cover are in-
cluded in its $96 price. Other features
include a bi-directional viscous-damped
cue and pause control, interchangeable
manual and automatic spindles, and an
11-inch platter.
CIRCLE 147 ON READER-SERVICE CARD

Teac adds moderate-cost
Dolby cassette deck

The latest in Teac's extensive cassette
deck line is the 160, a $240 Dolby model
featuring Teac's Permaflux high-density
erase and record/play heads. Separate

bias and equalization switches for
standard, high energy, and chromium
dioxide tape are included. Other fea-
tures are a tape-run indicator, remov-
able head cover, and autcmatic end-of-
tape shutoff. Specifications are given as
0.15% wow and flutter, response from
30 to 13,000 Hz (to 14,000 Hz with chro-
mium dioxide tape), and 53 dB S/N with
the Dolby feature in use.
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Sony’s logic-in-a-box

“Full logic in a black box'" best de-
scribes Sony's new SQ add-on. The
SQD-2070 decoder allows one to add
full logic SQ capability to a two-channel
stereo system together with an appro-
priate back-channel control amplifier.
Or it can be used with existing quad sys-
tems to add full waveform-matching
logic to simple decoders. The SQD-
2070 also can be used to simulate quad
from stereo program material. It costs
$89.50.
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Another power amp
from BGW

The Model 250 stereo power amplifier is
the sixth power amp from BGW. This
model is a scaled-down version of the
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Superb performance - lavish engineering
-a new standard in high fidelity

THE ALLNEW REVOX 700 SERIES

Stereo Tape Recorder A700 Digital Stereo Tuner/Pre-amplifier A720 Power Amplifier A722

Revox Corporation in USA 1155 Michael Drive. Svosset, NY 11791 & 3637 Cahuenga Blvd. West, Hollywood., California 90068

Revox i England: Lamb House, Church Soreet Lo nwiz2ig Revox Sales and Serviee in Canada
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500R and is designed to handle 2-ohm
loads (as when two sets of 4-ohm speak-
ers are connected in parallel). its power
output is rated at 90 watts continuous,
both channeis driven, with harmonic
distortion of less than 0.2 per cent. Fre-
quency response is given as +0, -3 dB
from 5 to 65,000 Hz (+0, -% dB, 20 to
20,000 Hz) with S/N better than 100 dB.
The amp is of modular construction,
with each channel on its own removable
heat sink assembly, and has SCR crow-
bar protective circuitry. it costs $429.
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A new speaker company
offers five models

Precision Marketing and Development
Corp. of Golden, Colorado, recently in-
troduced the Precision Acoustic
speaker line, which includes five mod-
els. The company says it has designed
the speakers with special attention to
the crossover design and driver place-
ment. A separate equalizer (Model
102A—in foreground of the illustration)
is included with each set of speakers
(they're sold only in pairs). The top mod-
els are mirror images and can be used

with the company’'s Model 110A elec-
tronic crossover network. Prices for a
set of speakers with equalizer start at
under $600.
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Sylvania’s first four-channel
receiver

Continuing its expansion into audio
components, GTE Syivania earlier this
year introduced its first four-channel re-
ceiver. The RQ-3746 is rated at 15 watts
of continuous power per channel into 8
ohms and 30 watts per channel when
bridged in the stereo mode. THD is said

to be less than 1.0 per cent from 20 to
20,000 Hz. Switches allow selecting ei-
ther regular SQ or SQ blend. Features
include thermal circuit breakers to pro-
tect speakers, a primary circuit breaker
to protect the component, joy-stick bal-
ance control, and a front-panel quad set
of headphone outputs. The tuner sec-
tion is rated at 2.3 microvolts IHF sensi-
tivity and has separate AM and FM tun-
ing meters. A simulated walnut-grained
and vinyl-covered cabinet is included.
The receiver costs $369.95.
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First four-channel open-reel
deck from Sansui

Sansui's first quadriphonic open-reel
deck is the QD-5500. It has five heads (1
erase, 2 record, 2 play), allowing stereo
recording and playback in both direc-
tions with automatic reversing, as well
as quadriphonic recording and play-
back. Frequency response is given as
20to 20,000 Hz (+ 3dB) at 7% ips, S/N
as 60 dB, and wow and flutter as 0.07
per cent at 7' ips. A bias selector, four
mike and four line inputs, input mixing,
and automatic end-of-tape shutoff are
included. A cue button moves the tape
toward the playback head when the ma-
chine is in either fast mode, allowing
quick location of specific material. A re-

mote-control unit (SRC-2) is optional.
The deck lists at $750.
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A full-logic decoder from
Lafayette

Joining the broad SQ-oriented four-
channel line from Lafayette is the SQ-W
full-logic decoder with Veriblend. The
decoder includes a “‘composer’’ circuit
to decode other matrix-encoded
sources and another to simulate four-
channel from two-channel sources. Two
input-sensitivity controls and a master
volume control are included. The price
is $99.95.
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Sony offers new 10%-in.
open-reel deck

From Superscope comes Sony's newest
open-reel deck, the Mode' TC-755—the
lowest-price 10%-in. unit in Sony’s ex-
tensive open-reel line. Its three heads (1
erase, 1 record, 1 play) and two speeds
(15, 7%2 ips) are coupled with a servo-
control drive motor and closed-loop
dual-capstan drive. Total mechanism
shutoff (TMS) disengages the tape drive
atthe end of the tape in any mode, while
a mechanical memory device (in con-
junction with an optional timer) engages
the tape drive mechanism, even in the
recording mode, at a pr