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1Dolbyunder*200.

Twin illuminated VU meters, plus
separate input level controls for each
channel help you set accurate
recording levels. Stereo microphone
inputs as well as the headphone
output jack are all easily accessible
on the front panel.

By any point of reference,
compare the CT-F2121’s combination
of performance and features with
cassette decks costing much more.
You can come to only one conclusion
— at under $200+, this is the most
extraordinary cassette deck value
ever offered.

Frequency Response (Chrome Tape):
30-16,000 Hz

Wow & Flutter (WRMS): 0.12%

Signal-to-Noise Ratio (with Dolby): 58dB

Input Sensitivity: 0.3mV — 63mV (mic);
63mV — 12V (line)

Outputs: 450mV (line & DIN); 80mV 8 ohms
(headphones)

U.S. Pioneer Electronics Corp.,
75 Oxford Drive, Moonachie,
New Jersey 07074.
West: 13300 S. Estrella, Los Angeles
90248 / Midwest: 1500 Greenleaf,
Elk Grove Village, 11l. 60007 / Canada-
S. H. Parker Co.
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The CT-F2121 comes ready for custom
installation. Handsome, optional cabinet with
walnut veneered top and sides also available.
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when you want something better
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ml BRI FULL AUTO-STOP

*Dolby is a trademark of. Dolby Laboratories, Inc. +(Optional cabinet with walnut veneered top and sides. Approximate value, $24.95.) Prices listed above are manufacturer's approxin




Ever since the cassette deck stepped
into the spotlight with proven high
fidelity performance, great advancas
in tape and cassetta deck technology
have been made. Despite this
progress, most of the high fidelity
industry was convinced that it was
virtually impossible to build a real y
superior front-loading, front-control
cassette deck equipped with Dolby —
that could sell for less than two
hundred dollars.

Pioneer thought it might be
ir possible, too. Bu- we figured it was
worth the try.

The engineers at Pioneer were
given the 2121 project two years ago.
They were asked to build a front-
access, front-control cassette deck
loaded with features. A deck that
would outperform any unit in the two
hundred dollar price range that had
ever been built belore.

The result is the no-compromise
CT-F2121 — a cassette deck with
enormous capability, performance,
reliability and features. Pioneer
believes the CT-F2121 has the
greatest combination of value ever
put into a cassette deck at such an
extremely reasonable price.

Thenew 2121. Wil

Swlitch from one mode to another, bypassing
the Stop levar.

Everything’s up front for
optimum operating convenience.
Pioneer's engineers have designed
the CT-F2121 to give you the highest
degree of flexibility in use. You can
stack it easily with other components
in your system because every control
function, as well as cassette loading,
is operable from the front panel. In
addition, the illuminated cassette
compartment permits rapid cassette
loading at an easy-to-see 30° angle.
An LED indicator lets you know when
you're in the recording mode. And,
as all Pioneer components, the
controls are simple to use and
logically arranged.

{mproved sound reproduction
with built-in Dolby B system.
The CT-F2121's selectable Dolby B
provides as much as 10dB improve-
ment in signal-to-noise ratio with
standard low noise tapes. There’s an
even greater improvement with
chromium dioxide tape. An indicator
light tells you instantly when the
Dolby system is in operation. And to
insure better, interference-free
recordings of FM stereo biroadcasts,
Pioneer has built in a multiplex filter.

Outstanding performance with
every type of tape.
Separate bias and equalization
switches permit you to use any kind
of cassette tape: standard low noise,
chromium dioxide — and even the
newest ferrichrome formuiations. The
CT-F2121 brings out the fullest
capabilizies of each tape. And to
produce the best performance, the
operating manual of the CT-F2121
gives ycu a chart listing the most
popular cassette tape brands with
their recommended bias and
equalizetion control settings. There’s
never any quesswork.

Tare DOLAY NA

EQ
a sm STD OFF
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Separate bias & equalization switchas for any
type of cassette tape.

Versatile features increase
listening enjoyment and simplify
recording.

Pioneer has outdone itself on the
CT-F2121 with a host of easy-to-use
features. A long life permalloy-solid
record and play head and a ferrite
erase head insure excellent signal-
to-noise ratio. The transport operating
levers that permit, direct, jam-proof
switching from one mode to another
without having to operate the Stop
lever, are a great advancement. And,
like Pioneer’'s more expensive
cassette decks, the CT-F2121 has a
separate electronic servo-system
and a solenoid that provides
automatic stop at the end of tape
travel in play, record, fast wind and
rewind.
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yate value only. Actual resale prices will be set by the individual Pioneer dealer at his own option.



What is your first component?

Is it your receiver?

Your Turntable?

Your speakers?

We have become convinced that it really is your phono cartridge,

even though we have been modestly advertising it for the past few

years as your fourth

Let's face it, the cartridge is that important first point where the
music begins, and if the stylus cannot follow its path accurately, no
amount of expensive equipment speakers, turntable or receiver

can make up for the distortion it can produce. That is “‘why you
need a cartridge you can depend on. One that's the best your

money can buy. Specifically, a Pickering:
Because a Pickering carttidge has the
superior ability to “move in the groove”,
from side to side and up and down, without
shattering the sound of your music on your
records.

Because a Pickering cartridge possesses
low frequency tracking ability and high
frequency tracing ability (which Pickering
calls traceAbility™). It picks up the highest
highs and the lowest lows of musical tones
to reveal the distinctive quality of each
instrument

Because Pickering offers a broad range of
cartridges to meet any application whether
you have an automatic record changer, or a
high quality manual turntable, a stereo, or a
4-channel sound system. Your Hi-Fi dealer
will be able to recommend a Pickering
cartridge that is just right for your system
Your stereo carridge is the first part of your
music system. Itis too important to overlook,
and sois a Pickering

For turther information write to Pickering & Co., Inc., Dept. HF, 101 Sunnyside Bivd., Plainview, N. Y. 11803

@ PICKERING

“for those who can [hear| the difference "
CIRCLE 23 ON READER-SERVICE CARD
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Pioneer Project

This summer the U.S. Pioneer Electronics Corporation embarked on a
program to help the New Jersey Symphony Orchestra, which if it
proves successful may also benefit the Metropolitan Opera. For years
the high fidelity equipment manufacturer located in Moonachie. New
Jersey. has been contributing an annual $10.000 to the state's major
symphonic ensemble. Still, the New Jersey Symphony has remained in
a financial situation that has become common for cultural institu
tions—troubled.

Last March. Bernie Mitchell. president of Pioneer and a member of
the orchestra’s board of directors, devised a plan that is expected to
triple Pioneer’s financial assistance. For the past few months the firm
has been approaching all New Jersey high fidelity dealers (with the ex-
ception of the large department stores—they can afford their own phil-
anthropic programs) through a series of letters. offering to match any
contributions they make to the symphony dollar for dollar. Mitchell
anticipates raising some $10.000 from the dealers, which with Pioneer’s
matching contribution and its regular yearly gift will put $30,000 into
the orchestra’s bank account.

If the program succeeds, Mitchell hopes to extend it to every high
fidelity dealer in the country this fall, with the recipient this time being
the Metropolitan Opera. With this more ambitious national project,
Pioneer anticipates collecting about $125,000 from dealers. which with
its matching grant will provide the Met with an additional quarter of a
milion dollars. (I asked Mitchell what will happen to the Met project if
the New' |ersey project proves too successful—if some generous Hobo-
ken dealer forces Pioneer to match, say. a million-dollar contribution.
te thought a moment, smiled. and replied: “Maybe I'll ask the orches-
tra to change its name.")

What can Pioneer expect to gain from its largesse? First of all. ] trust,
the gratitude of music lovers. today in New Jersey, tomorrow the
world. (The Met is, after all, an international organization; American
opera buffs would feel grateful to anybody who helped save La Scala.)
Second. as this editorial exemplifies, some well-deserved publicity.
And publicity at the important “point-of-sale.” at least in New Jersey
for now. since the company will provide trophies. plaques, and certifi-
cates for the contributing dealers to display proudly. even if they don't
sell Pioneer products. Frankly, I hope that Pioneer can get that public-
ity in every high fidelity store in New Jersey.

Third. [ think, there will be a sense of pride in aiding a worthy cause
and a musical genre that is vital to the high fidelity industry. I surmise a
fourth: the satisfaction of forcing the government to contribute more to
cultural instiutions. One continually hears complaints that our vari-
ous governmental levels are not doing enough to support the arts. Pio-
neer is putting its money where others’ mouths are. Although about
half of the company's, and the dealers’. contributions are coming from
their stockholders pockets, the rest of this “business expense’ comes
oul of taxes. Here. to be sure, is the best means to increase the govern-
ment's contribution to music while avoiding any possibility of govern-
mental influence: Give, yourself.

Finally, as Victor discovered in the early days of the audio industry,
when the recordings of Caruso helped make the Victrola almost sy-
nonymous with the phonograph. there is a certain benefit to a manu-
facturer who takes advantage of the prestige that an association with
the classics can bestow upon his products. Whatever else classical mu-
sic may contribute to the high fidelity industry, it certainly confers the
element of class.

So. good luck to Pioneer in its present program. And to any other
generous manufacturers filling in for the Prince Esterhazys and Otto
Kahns of bygone days: These pages are open to publicize your efforts
too.
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Any LLUX amplifier or tuner

that doesnt meet or exceed every
rated specification wont ever reach you.

It's one thing to produce components with an
impressive list of published specifications. It's quite
another matter to ensure that every unit will meet
or exceed each of those specifications. But this is
precisely what LUX does with its entire line of power
amplifiers, preamplifiers, integrated amplifiers
and tuners.

LUX components were conceived and designed
for that very special breed of audiophile whose critical
requirements for accurate music reproduction are met
only by separateamplifiersandtuners, Andofthose prod-
ucts, the very best that the state of the art can provide.

Hence, the following procedure takes place at
our facilities in Syosset, New York.

Every unit received from the factory in Japan is
removed from its carton and placed on a test bench
where it is connected to an array of test equipment,
which includes a Sound Technology 1700A Distortion
Measurement System and 1000A FM Alignment
Generator, McAdam 2000A Digital Audio Analyzer
System, and Iwatsu Electric SS5100 and 50577
Synchroscope.

Every control, switch, meter and indicator
undergoes an operational check-out. There's nothing
unusual about this. Any reputable manufacturer can
be expected to do the same. Or at least spot check
a shipment.

But LUX has only begun. Every specification is
then measuredagainstiits published rating. That means

{  match or exceed every published specification

is given the appropriate remedy. When a unit passes,
itis returned to its carion together with a copy of the
Certificate for the information of its future owner.
Another copy stays with us as a permanent record.

As for the specifications themselves, here are
some examples. The Luxman M-4000 power amplifier
has no more than 0.05% total harmonic distortion at
any frequency from 20 to 20,000 Hz, even with
both channels oriven simultaneously to its rated
output of 180 watts per channel minimum continuous
average power into 8 ohms. Another M-4000
specification: signal-to-noise ratio beyond 100 dB.

Another example is the C-1000 preamplifier. Its
phono-input circuits are virtually overload proof,
accepting almost half a volt of audio signal at 1000 Hz.
The distortion of its phono-preamplifier circuits is an
astonishingly low 0.006%, and the rest of the
preamplifier circuits add only 0.001% more.

There's one more expression of our confidence
in our products. If any of them malfunctions during
the first three years, let us know. We'll not only fix it
promptly, but will pay the freight both ways, as well as
supply a shipping carton if needed.

Some day. all manufacturers may adopt these
procedures. For LUX, it's the only way to go. From
the very beginning

Withallthis, we think that neither our specifications
nor our procedures for verifying them is nearly so

14 individual tests for a power

important as your satisfaction with

amplifier, 14 for a preamplifier,
20 for an integrated amplifier and
7 for atuner.

One of these Performance Verification
Certificates is included with every unit.

the end result: the most accurate
and musical reproduction you can
hear.

Each verified specification The end result can be best
is entered by handon a = mum appreciated at a select number of
Performance Verification s AR A cealers whom we guarantee to be
Certificate. Any unit that doesn't N as dedicated to fine music
e s reproduction as we are

Luxman M-4000 Power Amplifier — 180 watts per channel minimum
continuous power, both channels driven simultaneously into 8 ohms. Total
harmonic distortion no more than 0.05% at any frequency from 20 to
20,000 Hz. Frequency response: 5-50,000 Hz, 1 dB. Signal-to noise ratio.
108 dB. Features include: separate power supplies for each channel,
including output and drive stages. Two-meter power-output display in
combination with LED peak-output indicators reveal dynamic range of
program material. Output level set by precision potentiometer with 1-dB
click stops. $1,495

Luxman C-1000 Preamplifier— Total harmonic and intermodulation
distortion: 0.007% at 2.5 V, 20 Hz-20 kHz, all output signals. Frequency
response: 2 Hz-80 kHz, +0. —0.5 dB. Signal-to-noise: >65 dB. Phono
overload: 450 mV @ 1 kHz, 3.5V @ 20 kHz. RIAA equalization: 0.2 dB
Features include: tape-monstoring and dubbing for two decks. six
selectable tone control turnover frequencies, linear equalizer, twin high
and low noise filters. variable phono-input impedance, variable input
sensitivities, “touch-mute’ attenuator, speaker selectors

$895

~

_J

LUX Audio of America, Ltd.

200 Aerial Way, Syosset, New York 11791
In Canada: AMX Sound Corp. L., British Columbla; Gentronic Ld. Quebec



COMING NEXT MONTH

Our September issue will once again con-
tain our forecast of the pleasures in store
for audiophiles and music lovers in the
year to come: a Survey of New Equip-
ment you'll soon be seeing at your local
dealer’'s and a preview of The Forthcoming
Year's Record Releases. We'll also of-
fer The Hi-Fi Heist: an Insider’s View, by
an erstwhile professional burglar whose
specialty was audio components. Who
better to tell you how to prevent the theft
of your own? Two interviews complete our
feature section: Royal S. Brown's with
Bernard Herrmann, late dean of film-mu-
sic composers, and Susan Gould’s with
Turkish sopranb Leyla Gencer, Queen of
Pirate Recordings. Plus High Fidelity Path-
finder Victor Brociner, Gene Lees, and
more.

SOLUTION TO HIFI-CROSTIC NO. 14

CARL SANDBURG: [The] American Songbag
“Walky Talky Jenny” has the swagger of
the southern mountaineers when they are
having a luminous good time. Perhaps be-
fore the Civil War a troupe played in the
valley towns and this song was picked up.
The mingling in of comic bucolic mono-
logue was a minstrel feature.
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DBW: Our Readers React

Re “Meet the dBW” in the June issue, I
passed the article among the hifi nuts at the
office and got comments like these:

“Wha .. 7"

“What's a logarithmic?”

“I don’t know about dBWs, but bigod 1
know what I like!”

“Alll ask is, does it have deep, rich bass?
(My stereo does.)”

“It'll never fly: 100 watts looks a lot big-
ger than a mere 20 dBW. And 1,000 is a hel-
luva lot bigger than 30.” (Good sales point.)

Personally, having been brought up on
cycles per second, I'm damned if I'll say
"kuh-HOU-zes" to commemorate some an-
cient European or to kowtow to the
whimsies of foreign engineers. The func-
tion of language is to communicate: “cps”
said precisely what was meant; “kHz" re-
quires an interstage of translation.

I’s all part of the silly clutter of the lan-
guage with euphemisms. Now we are af-
flicted with the CB argot! Before long no
one will be able to read a simple sentence;
we will communicate by grunt, scratch, and
signs. May all CB-ers, especially those who
come in on my component system with the
most inane commentary, grow hula hoops
about their throats and strangle on their
power mike cords!

And don't give me that business about
the inevitability of change and that change
is Progress.

Grump!

E. D. Hoaglan
Omaha, Neb.

Regarding “Meet the dBW,” I think the ex-
planation you offered was very well done. |
believe, however, that you should have in-

cluded a graph on semi-log paper showing

the relationship of dBW to conventional

power output. Also, for the calculator-users

among us (mine’s an HP-45), you could

have included the formulas for the conver-

sion:

P, = 10" dBW (or dBW = 10 log P, )

10 1w

Louis H. Garner
Torrance, Calif.

A graph is not necessary. Our table tells all
that matters, for practical purposes. That,
in fact, is one of the reasons for using dBW:
It shows just how insignificant the differ-
ence between, say, 225 watts (23% dBW)
and 250 watts (24 dBW) really is.

John Hammond

Bravo to John McDonough for his informa-
tive and literate "The Multiple Lives of
John Hammond” (June). For thirty-eight
years Hammond and I have been friends,
yet McDonough disclosed things about
Hammond I never knew.

The picture, however, showing Ham-
mond with Basie, Hines, Christian, Good-
man, and Humes is incorrectly captioned.
As a member of that party (second from
Basie's right between his manager Milton
K. Ebbins and Chicago bandleader Bob
Strong) on a memorable summer night, 1
can assure you that the photo was made on
Chicago’s South Side in 1940, not in New
York's Harlem in 1941.

The 3 a.m. menu was, of course, barbe-
cued ribs.

Dave Dexter Jr.
Copy Editor, Billboard
Los Angeles, Calif.

Streisand on the Classics

The article on “Classical Barbra” in the
May issue of HigH FIDELITY was very inter-
esting—and, I hope, a put-on. Mentioning
Streisand along with Schwarzkopf is a sac-

In Chicago, not Harlem: Hammond (left, with cigarette); Hines (third from left); Christian

(back, with glasses); Humes(back, with turban); Basie (second from right); Goodman (right).

HiGH FIDELITY MAGAZINE
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rilege that is compounded when the names
of De los Angeles and Farrell are introduced
as well. Calling her voice “‘one of the natu-
ral wonders of the age” is tantamount to an
endorsement of whining. Can Glenn Gould
really have been listening?

Ralph Latimer

New York, N.Y.

I was taken aback to read that a master of
the classical keyboard such as Glenn Gould
would compare *Classical Barbra,” Barbra
Streisand’s venture into the classics, with
those of Elisabeth Schwarzkopf. Imagine
Streisand singing the Marschallin in Der
Rosenkavalier or attempting a highly so-
phisticated art song like Mozart’s “Das
Veilchen.” Hearing her “singing” (warbling
is more like it) of Handel, Schumann, and
Wolf has been quite enough for me. She
covers—to borrow from a great writer of
aphorisms—the gamut of emotions from A
to B. Although in the popular repertoire
Streisand has a personal style that is widely
admired, her classical efforts are more on
the level of Florence Foster Jenkins.

Some classical artists—Beverly Sills,
Helen Traubel, and Ezio Pinza, to name a
few—have had success in the popular field,
but few popular artists (in fact, name one!)
have made the reverse transition. One is re-
minded in Streisand’s case of a German
proverb that counsels a shoemaker to stick
to making shoes.

Paul Samuel
Dobbs Ferry, N.Y

Glenn Gould’s comments on Barbra Strei-
sand’s classical album prove that as a
record reviewer he is one hell of a pianist.
Hugo Maxwell
New York, N.Y.

More on the Anniversary

Your twenty-fifth-anniversary issue (April)
was a delight beyond words.

Ted Wick’s article on movie soundtrack
recordings was of particular interest, but it
does contain one major error with regard to
the first commercial soundtrack album.
Miklds Rozsa's Spellbound score recorded
on ARA Records (later transferred to LP by
Remington Records, something the author
fails to note) was predated, ironically
enough, by the same composer’s The Jungle
Book, with Sabu as narrator.

That score, issued on RCA Victor M 905,
is the first American film-music album. The
first commercial album of film music was
“Things to Come,” issued in the late
Thirties on English Decca 78s, conducted
by Arthur Bliss and Muir Mathieson.

John Steven Lasher, President
Entr’acte Recording Society
Chicago, IlL.

Mr. Wick replies: | am somewhat surprised
to learn-that the British issued a movie-mu-
sic album in the Thirties. Their fore-
knowledge that they were stealing my idea
before I had a chance to use it is obvious
even in the title, “Things to Come.”

I am smarting for “failing to note” the ob-
scure information that our original ARA
78-rpm “Spellbound” album was “later
transferred to LP by Remington Records.’”
If Remington, of which I have never heard,

August 1976

Isit live,or.
is it Memorex?

The amrplified voice of Ella
Fitzgerald can shatter a
glass. And anything Ella " »
can do Memorex cassettz
tape with MRX, Oxide can
do.

If you record your own
music, Memorex can make
all the difference in the
world.

MEMOREX Recording Tape.

Is it live, or is it Memorex?

©1976. Memorex Corporation, Saata Clara, Califcrnia 95C52
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Since you read this magazine, chasces are you already own
€ record player. If you're considaring rephacing it, it probably no
I longer meets your requicements. Ore ‘vay or another.
. g Ferexample, if your turntable 2perates only manually, you
Some reasonaw:i = may now prefer th= convenience and sdlety of automatic

g eration. If i already provides automaic start and stop, but

= alyinsirgle play, you may now want t=e ability to play a series
. d records in sequence and without nt=s-uption
L Youmay alscbetaking ar expersive risk with your records

unbiased suggestions

I every time you plav th=m. Remember: your record collection
on how 'o : L 04 B Eobakly costs more tha the rest of your equipment combined
- Tk s alone should prompt you to give thought to a new turntable.
. “or years, Dual’s approach has been to build every turntable
with'mere precision than your records are likely to need. Since we
ticditicnally lead the stae of th2art. evey Dual tonearm produces
eimum performance from today's “ines cartridges and maximurn
- longevity rom eva-y record.

Thisis as true of the lecst expensiva Dual, the 1225, as it is
o the CS701. All Dual torearms, for axa mple, follow the same
basic design principles: straight line between pivot and cartridge
for maximum rigidity cnd lowest mess dynamic balance main-

~tainec throughout lav; stylus gressare cpplied around the
vestical pivot; anti-skating that autonctizally compensates for the
ir herert changes in skat rg during play.

As for rumble, wow, flutter and cexiation from speed

. @=curacy, all are far bedoa audibility inevery Dual. (With the
d rect-crive CS701, they are virually unmeasurable.)

| We don't sugges™ that Dua is the orly quality brand turntable

gvailable. But where Dual does inde=d sand alone is in the many
years of proven rel ability and Jurabili-y For example, many
Drxls that come in for servicing (usialry only for lubrication and
cl=aning) are morsthan -en years old. 4nd many Dual owners
tell us (via letters and werranty zards) “Fat they now own their
second Dual.. . usually fer their second s, stem.

Duak quality comes in a veriety, o models: semi-automatic,
single-play; fully cutomaric, sincle-pay,; single-play/multi-play.
seven models in all as describec. We thir < it only reasonably
Bixsed to suggest that vou will f nd your mext turntable among them.

Dual 1225. Fully oufomoﬁc,Single—ploy/‘m.lﬁ-ploy. Viscous damped

" cue-control pitch-cortrol 12%" platter. _essthan $140, less base.
Dual 1226, with cast platter rotating single-ploy spindle, less than $170.
Dual 1228, with gimballed tonearm, synchronous motor, illuminated
strabe, variable tracking argle. Lees then $200.

Dwal 1249. =ully automafic, single-play/mu fi-play. Belt drive.
12" dyncmizally-balonced platier. Less than 280, less base. Full size
bel=drive models inc ude: Dual 51C, seri-aomatic, less than $200;
Dual 601, fully cutormtic less than $250.(D.al CS601, with base and

cower, less than $270:)
Dual C5701. Fully attometic, single-play D C brushless, electronic

direct crive motor; funed anti-resonance filters. Less thon $400,
including base ond cecver




paid proper royalties, well and good. If not,
I shall welcome a copy of “Spellbound” for
keeping my mouth shut.

When film music is used to underscore
narration, as presumably it must have been
in the “Jungle Book” disc to which Mr.
Lasher refers, can one label such a record-
ing purely a “motion-picture” album? |
think not. Certainly Mickey Rozsa made no
effort to restrain our group from claiming
“Spellbound” as the first album of motion-
picture music.

After all these years [ suppose it really isn't
that important, and at my age who really
cares what we did? But John T. Mullin's
piece on the advent of tape recording
(April) carries on all the old myths. The
facts are:

(1) The first broadcast model of the Mag-
netophon was found at Radio Luxembourg,
by me.

(2) The first K4 (portable broadcast)
model was shipped to the U.S. by me in Oc-
tober 1944.

(3) The first technical articles were writ~
ten by me in November 1945.

(4) We broadcast via Magnetophon from
Radio Luxembourg long before Radio
Frankfurt was captured: indeed, I acquired
two Magnetophons in the Netherlands at
Hilversum, before Frankfurt fell.

(5) 1 had a K4 Magnetophon (30 ips tape
speed) in my home for many years, with
German operas and the Berlin Philhar-
monic on reels of tape.

Don v. BR. Drenner
Coffeyville, Kan.

If Mr. Drenner will look back at Mullin’s
article, he will see that the author asserts
only that he was the first to stage a public
demonstration of the Magnetophon in the
United States—at a meeting of the San
Francisco chapter of the Institute of Radio
Engineers on May 9, 1946. Furthermore, far
from being an exercise in claim-staking, the
article was principally concerned with the
use the author made of the machine he had
retrieved so fortuitously in Frankfurt.

Contradictions of fact are to be found in
Nicolas Slonimsky’s references to Serge
Koussevitzky's young assistants at Tangle-
wood—Eleazar de Carvalho and Leonard
Bernstein—in the article “1951: A Classical
Scrapbook™ (April).

Koussevitzky's plans for Carvalho were
to build up the Rio de Janeiro Orchestra and
to help develop musical culture in Car-
valho’s own country. With this intent, in
the autumn of 1949, he spent a month in
Brazil, conducting for three memorable
weeks in Rio, with Carvalho as his assist-
ant.

For Bernstein, Koussevitzky’s dream was
to have his first Berkshire Music Center stu-
dent conductor become an associate direc-
tor at Tanglewood. It should be remem-
bered that at the close of his (un-
precedented) twenty-fifth season in Boston
(1949) Koussevitzky resigned as copductor
of the Boston Symphony, but not as direc-
tor-founder of the Berkshire Music Center.
“Tanglewood,” he announced, “is my
child—my tears and my great joy. ..."”
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On June 3, 1951, Bernstein flew from
Mexico to spend the evening with “Sergei
Alexandrovich,” discussing the forthcom-
ing season and planning for the future of
Tanglewood. It was the last evening of
Koussevitzky's life.

It is worthwhile also to correct the impu-
tation that Koussevitzky's double-bass
concerto had been composed by his friend
Reinhold Gliere. Since the 1900s,
Koussevitzky’'s name as a double-bass vir-
tuoso ranked with those of Kreisler and
Casals on their instruments. In order to ful-
fill his engagements, he transcribed and
composed short works with piano accom-
paniment. To keep the record straight, I
should like to quote from the volume Con-
trabass: History and Method, issued in

Moscow in 1974. The article dedicated to
Koussevitzky gives a detailed account of
this major composition in the double-bass
repertoire. It also refers to the fact that the
young virtuoso approached for the orches-
tration of this work a professional com-
poser, his friend and colleague Gliére. To-
gether they worked on the orchestration of
the concerto. The review of the first Mos-
cow performance described the concerto as
a work *‘revealing the melodic as well as the
technical possibilities of the double bass in
the superlative performance by its author”
(italics mine).

Mrs. Serge Koussevitzky

New York, N.Y.

I am astonished by Nicolas Slonimsky's

Looking for an ultimate
standard of listening?

Many hi-fi enthusiasts bought a
Crown DC-300A power amplifier
pecause they were impressed

by its performance specs, and
by the quality of its “listening”
performance. It was, for them, the
“ultimate’” amplifier.

Why not do what they did? Com-
pare the specs for the Crown
DC-300A with those of any other
amplifier. Compare the clean,

DC-300A Stereo Amp
155 watts per channel min.
RMS into 8 ohms
{1-20,000 Hz), no more
than .05% total
harmonic distortion.

D-150A Stereo Amp
80 watts per channel min.
RAMS into 8 ohms
(1-20,000 Hz), no more
than .05% total
harmonic distartion.

pure DC-300A sound that comes
from low-distortion circuitry and
plenty of headroom. And espe-
cially compare the DC-300A with
its smaller relatives, the Crown
D-150A and D-60. Same clean,
pure sound, less power, but may-
be just what you need.

Use your own judgment. You
could find your ultimate listening
standard in Crown.

D-60 Stereo Amp
32 watts per channel min.
RMS into 8 ohms
(20-20,000 Hz), no more
than .05% total
harmonic distortion.

...................’............

Fast playback coupon

Name
Address

crown 2

When listening becomes an art,

| ~a” ]

Send directly to Crown for fast info on amps.

Box 1000, Elkhart IN 46574

State Zip

................................
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conclusion about the benefaction that Serge
Koussevitzky bestowed upon the Library of
Congress. We are most grateful (as Mr.
Slonimsky indicates) to the conductor for
the creation of the Serge Koussevitzky Mu-
sic Foundation. It preceded his death, how-
ever, by nearly two years, and records of
negotiations for it go hack to 1948.

Even before that date Koussevitzky had
close relations with the Library of Con-
gress, and on April 24, 1933, he conducted a
chamber orchestra at a festival in the Cool-
idge Auditorium. As the years passed, and
as he thought more and more about institu-
tionalizing his philanthropy, he broached
the subject to Harold Spivacke, then Chief
of the Music Division. There was an imme-
diate meeting of minds, and several discus-

sions took place subsequently. The first for-
mal gathering in which Mr. Spivacke took
part was in March 1949. By the end of that
year the Foundation was in existence and
handsomely funded, and the inaugural con-
cert occurred on January 21, 1950.
Koussevitzky was present on that occasion
and graciously responded to the introduc-
tion and remarks made by the Librarian of
Congress, Luther H. Evans.

It is an egregious error to suggest that our
Koussevitzky Foundation resulted from a
fit of spite on the part of a great conductor.
But 1 insist on one thing—we are and ever
shall remain grateful!

Edward N. Waters
Chief, Music Division
Library of Congress

COUAL

It all started in 1883 in St. Croix, Switzerland where Herman
Thorens began production of what was to become the world’s

renowned Thorens Music Boxes.

For almost a century Thorens has pioneered in many phases of
sound reproduction. Thorens introduced a number of industry firsts,
a direct drive turntable in 1929, and turntable standards, such as the

famed Thorens TD 124 Model.

Over its long history Thorens has learned that an exceptional
turntable requires a blend of precision, refined strength, and sensi-
tivity. Such qualities are abundantly present in all five Thorens
Transcription Turntables. Speaking of quality, with Thorens it’s the
last thing you have to think about. At Thorens it's always been their
first consideration. So if owning the ultimate in a manual turntable

is important to you, then owning a

Thorens, is inevitable.

ELPA MARKETING INDUSTRIES, INC.

EAST: New Hyde Park, New York 11040
WEST: 7301 E. Evans Rd., Scottsdale, Arizona 85260

O®®
The Accent is on Quality

PICTURED ABOVE: lower left—TD-125 AB MARK [I. (Also avallable without tone arm TD-125 B MARK 11)
lower right—TD-145 C«top left—TD-160 C«top right—TD-165 C.

Nicolas Slonimsky's “1951: A Classical
Scrapbook™ contains a lamentable over-
sight. Lotte Lehmann ended her recital
career (she had said farewell to the Met in
the '40s) on Feb. 16, 1951, at a concert in
Town Hall in New York City—recorded and
for a time generally available. As she ranks
with the greatest, she surely deserves men-
tion.

Richard G. Mason

Honolulu, Hawaii

The April article *“1951: Pop Music at the
Crossroads” really rang the bell for this
hopelessly addicted music buff. That was
the year I got hooked on the stuff, at age
fourteen. This delightful article articulated
superbly a very special period in popular
music as no one else has yet done.

So well did John McDonough present the
era thal I'm tempted to overlook his credit-
ing the Four Aces with the Four Lads' hits
“Moments to Remember,” “Standing on the
Corner,"” and “Istanbul.”

Glenn Atchison
Toronto, Ont.

The First Mahler Second

In “Letiers” for May, David Wilson says
that the first recording of Mahler’'s Second
Symphony was made by Eugene QOrmandy
and the Minneapolis Symphony Orchestra
for Victor. Actually. the first recording was
made back in the 1920s by Oskar Fried and
the Berlin State Opera Orchestra for Poly-
dor. Fried’s orchestra is joined by the Berlin
Cathedral Chorus with Gertrud Binder-
nagel. soprano, and Emmi Leisner. con-
tralto. who gave a memorable performance
of the Urlicht.

The Bruno Walter Society has issued a
long-playing re-recording of Fried's per-
formance. but [ find the transfer of the
sound painful.

W. Parks Grant
Oxford. Miss.

Corrections

john Hurd of London Records
points out that, in HiFi-Crostic No.
12 (May). Input Word C refers incor-
rectly to "the RCA Kismet recording
with Robert Merrill. Regina Resnik.
and Mantovani.” Make that “the
London Kismet recording.

Seymour Solomon of Vanguard

Recording Societv notes that Van-

guard’s recording of Handel's Judas
| Maccahaeus. one of the ten recom-
mendations in “Using Records to
Judge Loudspeakers’ (June). is con-
ducted by Johannes Somary—not
Stephen Simon, as erroneously cred-
ited.

Peters International calls our atten-
tion to an incorrect record number in
our April review of the Goodall Eng-
lish-language Rheingold and Sieg-
fried. The latter, listed as EMI] SLS
873, is in fact SLS 875.
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If that expensive cassette deck

0
W

u wanted is so good,
arent its specs better

than the lowest priced JVC?

JVvVC

INeJT EEECT  ANRS APt ELECT
PHONES EQ BA
@ ) ) (B
; Y& S
- N - ON - -
. A O

- ™ »
A Ot B

A high price doesn't necessar-
ily mean better performance.

So even though you're
thinking about a cassette deck
in the luxury class, consider
the new JVC CD-1920

FULL %2

COUNTER
L_,

-
REWIND

C

makes of cassette
decks —regardless of
price: five LED peak
indicators. That's right,
five. By warning you of
saturation distortion at

L3 HA:" <
CC

EQ
‘(?. )

Five LED peak level indicators eliminate under-recording
and tape saturation.

While this excellent front-
loading unit is JVC's least
expensive maodel, it offers
performance specs that
equal (and surpass) ecr
many higher priced
models.

has something you
won't find ¢n cther

ANRS

0\
Plus. the CD-1920 ‘

N - ON
A OFF

peak levels and a
refusing to let
you add noise
with underleveling, they
provide virtually fool-
proof recording

Sure, we could go
on and tell you about
the CD-1920's many
features, including the
built-in automatic ncise reduc
tion system (ANRS), 3-step
bias and equalization switches,
or the tape-protecting auto-
matic stop in all playing
modes

But do yourself a
favor. First listen to the
sound of the C[2-1920 at
your JVC dealer. (Call

Automatic Noise Reducticn
System for improved
signal-to-noise ratlo.

TAPE SELECT

(=0, !
Fe-Cr
NORM/ZSF

Bias and EQ switches
for all types of tape.

[ "
STOP/EJECT PAUSE POWER

6o &

toll-free 800-221-7502
for his name.) Then, i
you need extra con-
vincing, check its
specs against decks
costing $250* or more
You'llcorme to one
conclusion. With the
JVC CD-1920, you can
compromise on price without
having to compromise on
performance.
Frequency Response (chrom:= tape):
20-18,000 Hz

Wow & Flutter (WRMS): 0.09
Signal-to-Noise Ratio (ANRS): 62dB @ 5kHz

JVC America, Inc., 58-75
Queens Midtown Expressway,

Maspeth, N.Y. 11378
(212) 476-8300

@

BIAS

@
= |

F 3
a
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* Approximale retail value



Flexible
alternative
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The 2700B can bring to your system the
clarity & definition you have been look-
ing for. Wayward sounds (booming bass,
missing highs, blaring horns, or stifled
salos) are all put in their place with the
SAE 2700B Half-Octave Equalizer. The
flexibility of 20 controls per channel
only begins to tell the story. Some facts:
* 0.02% THD & IM

* -100dB S/N Ratio

* Can drive any system

* FREE 5 YEAR Service Contract
PLUS, long-throw oil-damped slide pots
for better accuracy, precision wound tor-
oid inductors for low distortion & a pink
noise generator for system balance. Built
with SAE quality, the 2700B is value
packed with the capability and perform-
ance you need to control your system.,

PRICE: $550.00 (suggested list)

— A =

Scientific Audio Electronics, Inc.

P.O. Box 60271, Terminal Annex
Los Angeles, Calif. 90060

Please send me more information on the
SAE 27008 Half-Octave Equalizer.

NAME
ADDRESS
CITY.

I
e
LT
PERELLL LT
HHL I

The SAE 2700B Half-Octave Stereo Equalizer

STATE ZIP,
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Archiv in London. In seventeen ses-
sions crammed into just over a week,
Gerd Ploebsch and his DG Archiv
recording team have taped Handel's
Judas Maccahaeus in London. As
with the earlier Israel in Egypt and
Saul recordings, Charles Mackerras
conducts the English Chamber Or-
chestra, but it was likely the presence
in the cast of Janet Baker (as the ls-
raelite Man) that drew European edi-
tor Edward Greenfield to one of her
five sessions. He found her taking a
stand.

“I'm rather suspicious when you
have to play tricks in order to sing it.”
she said, her brow furrowed. For half
an hour, Greenfield reports, she had
been coping with the most elaborate
ornaments—devised by Mackerras—
but at one point in her big aria “Tis
liberty” she drew the line. It was not
the notes she objected to. but the re-
quirement to fit extra words in, and
there singer and conductor promptly
came to the most amicable of compro-
mises. These two complele profes-
sionals returned to work, not wasting
a moment, consistently producing for
the microphones a sense of a live per-
formance.

The other soloists are Felicity
Palmer, Ryland Davies. John Shirley-
Quirk, Christopher Keyte. and Paul
Esswood. with the Wandsworth
School Boys' Choir.

Wagner update. Progress (of various
sorts)on three long-talked-about proj.
ects:

® DG’s Meistersinger. Smooth sailing
here. Concurrently with perform-
ances al the Deutsche Oper Berlin, the
recording was accomplished in eleven
four-hour sessions in West Berlin’s
Jesus Christuskirche. Eugen Jochum
conducted the same forces he had at
the live performances, with the cast
headed by Dietrich Fischer-Dieskau
(Sachs), Catarina Ligendza (Eva). Pla-
cido Domingo (Walther), Christa Lud-
wig (Magdalena), Horst Laubenthal
(David). Peter Lagger (Pogner), and
Roland Hermann (Beckmesser).

e EMI's Lohengrin. The winter's other
Berlin Wagner recording project is a
less happy story, with work already
stopped twice. The original Philhar-
monic Hall sessions, scheduled for
December and January (on the basis
of which Angel optimistically pen
ciled in a May release date—"Behind

the Scenes,” March), came to a halt
when Herbert von Karajan's recurrent
back trouble required surgery. When
recording resumed in February, Kara-
jan suspended the sessions again after
disagreements with the [ohengrin,
René¢ Kollo. There were rumors that
EMI would have to give up the whole
project, but Karajan, in consultation
with EMI's Peter Andry, started devis-
ing ways of continuing with another
tenor—younger and less famous but
more in line with his thinking. As of
now the rest of the cast—Tomowa-
Sintow, Schréoder-Feinen, Nimsgern,
Ridderbusch—remains; further devel-
opments as they reach us.

¢ Decca/London’s Dutchman. It has
been known for some time that Sir
Georg Solti would realize his keen de-
sire to record an opera with the Chi-
cago Symphony: it finally happened
in March. After flying his concert
Dutchman to New York for a Car
negie Hall gala, Solti brought the
show back to Chicago for taping. The
title role was sung by Norman Bailey,
who was seen nationally in the part
on public television here in May. The
rest of the cast: Janis Martin (Senta),
René Kollo (Erik), Martti Talvela (Da-
land), Isola Jones (Mary), and Werner
Krenn (Steersman).

Duchesse Régine. Régine Crespin is
scheduled to sing the title role in Of-
fenbach's La Grande Duchesse de Gé-
rolstein for CBS. The recording will
be made in Toulouse with the forces
of the Théétre du Capitole under the
company's music director, Michel
Plasson.

Stoky's 100th? Not long after cele-
brating his ninety-fourth birthday,
Leopold Stokowski signed a six-year
contract with CBS. CBS’s Paul Myers
explained that plans are being made
to record the maestro's hundredth-
birthday concert. First sessions were
to be devoted to Aurora’s Wedding,
the group of excerpts from Tchai-
kovsky's Sleeping Beauty based on
most of Act I11.

Preiser arrivals. German News Com-
pany, U.S. distributor of the Austrian
Preiser label, informs us of a batch of
new releases coming in both the Le-
bendige Vergangenheit and Court Op-
era Classics series. A number of sing-
ers already represented in the series
are heard again: Emmi Leisner, Mi-
chael Bohnen, Koloman von Pataky,
Franz Voélker, Margarete Klose, Ria
Ginster, Gerhard Husch (three new
discs, two of which include his com-
plete Winterreise and Schone Muil-
lerin), Titta Ruffo, Mattia Battistini,
Frieda Hempel, and Paul Knupfer.
Among the singers getting their first
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TDK SA. WE DEFY
ANYONE TO MAICH
OUR VITAL STATISTICS.

MAGAZINE A MAGAZINE B

S/N Output S/NindB THD

Ratio @ (re: 3% at 0 dB
Manufacturer | Brand Weighted indB | 3% THD THD) (%)
TDK SA 66.5 +4.2 66.0 0.9
AMPEX 20:20+ 56.4 +1.9 - -
FUJI FX 60.0 +23 —
MAXELL ub - - 58.5 1.1
MAXELL UDXL 62.5 +2.7 — —
NAKAMICHI EX 60.0 +2.3 55.0 1.1
SCOTCH CHROME - - 64.0 1.3
SCOTCH CLASSIC 62.5 +2.0 —_ -
SONY FERRICHROME 64.0 +2.1 64.0 1.8

Decks used for tests: Magazine A, Pioneer CT-F9191 (cross-checked on DUAL 901, TEAC 45C); Magazine B, NAKAMICHI 1000.

Two leading hi-fi magazines working independently tested a wide
variety of cassettes. In both tests, TDK SA clearly outperformed the other
premium priced cassettes.

The statistics speak for themselves. TDK SA provides a greater S/N
ratio (66.5dB weighted and 66.0 dB @ 3% THD) , greater output sensitivity
(+4.2dB @ 3% THD), and less distortion (THD 0.9%) than these tapes.

When you convert these statistics into sound, TDK SA allows you to
play back more of the original signal with less distortion and noise.

Put these facts and figures together and TDK SA adds up to the State
of the Art because it provides greater dynamic range. This means cleaner,
clearer, crisper recordings, plain and simple.
Sound for sound, there isn’t a cassette that can
match its vital statistics.

Statistics may be the gospel of the audio-

phile, but the ultimate judge is your own ear. SA-C90 2TDK

Record a piece of music with the tape you’re

using now. Then record that same music at
the same levels using TDK SA. You’ll hear why

]
TDK SA defies anyone to match its sound. L o
Or its vital statistics.
TDK Electronics Corp., 755 Eastgate @TDK
Boulevard, Garden City, New York 11530. ®
Also available in Canada. Wait till you hear

what you’ve been missing.
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10 sound reasons to
buyour new receiver:

Plus its sound.

Sony’s new, more
powerful STR-6800SD
receiver should get a
warm reception. Because
it not only looks different
from other receivers, it is
different.
It has some features
found in more expensive
separate components —and
other features found
nowhere else at &ll.
The most-used con-
e trols all in one place.
Electronically, it would have
been ccnvenient for us to scat
ter the level cont-ol, tuning
knob and input a1d tape selec-
tors all over our receiver. Instead
we grouped then in the upper
righ>-hand corner—so they're
convenient for you.
A dial pointer that dou-
bles in lerrgth when it’s
close to a station. Together wth
the signal strength meter and the
center channel meter, this Sony
inncvat on const tutes a system that
helps you tune faster and more
accirately.

A muting switch—great if

e the phone rings. Flick it
down and vclumedrops. Flick it
back up and volume goes back up ta
where it was 4rc this muting switcr
is right where it saould be—rigtt
next to the level contral.

A stepped level control ta

ekeep both channels equal.

It guarantees unprecedented acsu-
racy—to with n ¥= db instead of 1 d=.
And it guaran-ees it over the whole
volume range ins=ad of just in mid-
volume.

MOS FET front end elec-

e tronics unitized tuning.
The 4-gang tuningsection and a | its
associated electrcnic parts are
mounted on one sab-assembly. So

temperature differences don't affect
these circuits—tha receiver tunss
the same wheter it’s cold or warmed
up. And, with MOS FET, the receiver
has a very wide dynamic range.
Dolby moise reduction
e system. As more and more

stations broadzast in Dclby, youcan
rea'ly use a Dalby system. And curs
has a dzfinite edventage: Instead of
being an optional extra, it's builtin—
operated from the front panel.
7 Phase Jocked loop. It

e gives you greater stereo seda-
ration and less diszortion.




& LEC (low emiitter concen-
tration) transistor. This
piece of advanced design 1 the
preamp ghono stage assLras you
tight RIAA equalizat on p ts low
notse, low distortion and awide
dynamic range. -t's a Sony exclusive.
9 An acoustic compensator
e for easy control of highs,

lows and middles. A convan-
tional loudness ccntrol cnly tets you
boost bass. Our acaoustic compensa-
tor has th-ee positions: Fcr true

loudness compensation. for bass
boost and for mid-range presence
1 Sony’s most powerful

e receiver. |t del vers 80
watts minimum RMS continuous
power per channel at 8 chms rom
20 Hz to 20,000 Hz wit no more
than 015% total harmaonic distortion.
It has a direct-coupled power amp i-
fier with true complementary sym-
metry cutput stages.

And more. To these
specificatiors (remem-
ber, we state them con-
servatively), add Sony’s
proven reliability. And
you get a receiver that
produces a sound that'll
make you understand why
you have ears.
That's the STR-
6800SD at $600. Or, for less
power and a few less features
—but no loss of fidel ty—the
STR-5800SD at $500 and the
STR-4800SD at $400 (all sug-
gested retail prices).
A sound investment.

SONY

© 1976 Scny, Zorp. of America. Sony, 9W. 57t1 St., N.Y. 10019. SONY is atrademark of Sony Corp.
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The
phono cartridge
that doesn’t compromise
any
modern record.

AT15Sa

Choosing an AT15Sa
can add more listen-
ing pleasure per dollar
than almost anything else
in your hi-fi system. First, because

it is one of our UNIVERSAL phono
cartridges. ldeally suited for every
record of today: mono, stereo, ma-
trix or discrete 4-channel. And look
at what you get,

Uniform response from 5 to 45,000
Hz. Proof of audible performance is
on an individually-run curve, packed
with every cartridge.

Stereo separation is outstanding. Not
onlyat | kHz(where everyone is pretty
good) but also at 10 =1
kHz and above (where g,
others fail). It’s a result
of our exclusive Dual
Magnet* design that ».
uses an individual low-mass magnet
for each side of the record groove.
Logical, simple and very effective.

Now, add up the benefits of a genu-
ine Shibata stylus. It’s truly the stylus
of the future, and a major improve-
ment over any elliptical stylus. The
ATI15Sa can track the highest record-
ed frequencies with ecase, works in

*TM. U.S. Patent Nos. 3,720,796 and 3,761,647.

UNIVERSAIL

BEST FOR 1/2/4 CHANNEL

any good tone arm or
player at reasonable
settings (1-2 grams),
yet sharply reduces record

wear. Even compared 1o ellipticals
tracking at a fraction of a gram. Your
records will last longer, sound better.

iy

Stress analysis photos show concentrated high pres-
sure with elliptical stylus (left), reduced pressure,
less groove distortion with Shibata stylus (right).

The ATI15Sa even helps improve the
sound of old, worn records. Because
the Shibata stylus uses parts of the
groove wall probably untouched by
other elliptical or spherical styli. And
the AT15Sa Shibata stylus is mount-
ed on a thin-wall rapered tube, using
a nude square-shank mounting. The
resultis less massand greater precision
than with common round-shank styli.
It all adds up to lower distortion and
smoother response. Differences you
can hear on every record you play.

Don’t choose a cartridge by name or
price alone. Listen. With all kinds of
records. Then choose. The AT15Sa
UNIVERSAL Audio-Technica car-
tridge. Anything less is a compromise.

audio-technica

INNOVATION o PRECISION O INTEGRITY
AUDIO-TECHNICA U.S., INC., Dept. 86H, 33 Shiawassee Ave., Fairlawn, Ohio 44313

solo discs in these series are Eidé No-
rena, Maria Olszewska, Kerstin Thor-
borg, Ester Mazzoleni, Mario Sam-
marco, Jacques Urlus, Leonid
Sobinoff, and Karl J6rn.

Met broadcasts. For the second con-
secutive year, the Metropolitan Opera
is offering a disc edition of one of its
“historic broadcasts™ to all contrib-
utors of $100 or more. The new issue is
the Tristan und Isolde of February 8,
1941, with Kirsten Flagstad, Lauritz
Melchior, Kerstin Thorborg, Julius
Huehn, and Alexander Kipnis, con-
ducted by Erich Leinsdorf. Copies of
last year’s set may still be available:
the Madama Butterfly of January 19,
1946, with Licia Albanese, James Mel-
ton, and John Brownlee, conducted by
Pietro Cimara. Write to the Metropoli-
tan Opera Guild, 1865 Broadway, New
York, N.Y. 10023.

Steber Foundation. Three discs con-
taining material recorded at recitals
given by Eleanor Steber in 1974 and
1975, available only as a group, have
been issued by the Eleanor Steber
Music Foundation. The reperlory in-
cludes operatic excerpts, various
songs, and the complete Geistliche
Lieder from Wolf's Spanish Song-
hook. The Foundation will use money
raised to assist singers attempting lo
establish their professional careers.
The records cost $18.95, from the Elea-
nor Steber Music Foundation, 2109
Broadway, New York, N.Y. 10023.

Classical radio. We all agree that
there should be more classical pro-
gramming on radio, but how does one
find out who is programming classical
music in the U.S.? Earlier this year the
first edition of a booklet called Musica
appeared, listing more than 500 sta-
tions (AM and FM), arranged geo-
graphically, with the hours of their
classical broadcasting. The response
was so enthusiastic that a second edi-
tion is already available, listing more
than 750 stations. The price is $3.00
postpaid, from Musica. Box 1266(y).
Edison, N.]. 08817.

Heifetz discography. John Anthony
Maltese writes to inform us that his
complete discography of Jascha Hei-
fetz—"a comprehensive listing of LPs,
45s, 78s, and tapes (reel-to-reel. four-
and eight-track cartridges, and cas-
settes) released in the United States
and Great Britain"—has been pub-
lished in Le Grund Baton, the journal
of the Sir Thomas Beecham Society.
The issue is available to nonmem-
bers for $4.00 including postage from
the Sir Thomas Beecham Society, Edi-
tor, Le Grand Baton, Box 6361, Cleve-
land. Ohio 44101. e
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The new Sherwood S7910:
State-of-the-Art for under $500!

In the past few years, good specifications have
become a relative commonplace in the con-
sumer electronizs industry

And, as the statistical gaps between comparably
priced units lessened, other factors gained
more importance. Most notably, design and
the componentry that's used

Nothing could suit us befter. For twenty-three
years, the strength of our reputation has rested
primarily on the excellence of our engineering.

The new S791C** is a case in point

With a power output of 60 watts per channel
[minimrum RMS at 8 ohms from 20-20,000 Hz|
with no more than 0.1% Total Harmonic Dis-
tortion, the S7910 is clearly equipped to serve
as the center point of the most progressive
music systems.

More to the point, thougn, is the componentry
that permits this capability. The output devices
are paralleled OCL direct-coupled. This con-
figuration, combined witn the high voitage ang
current ratings of the output devices, creates
an extremely stable circuit. Additionally, the
massive power transformer and twin 12,000 uf
filter capacitors, backed by a zener regu-

lated secondary power supply, ensure the
§7910's ability to perform well beyond the
demands of normal use

8 SHERWO D

The 87910's IHF FM Sensitivity raling is

9.84 dBf [1.7 V1. That's one of the finest
ratings attainable—and it can only be achieved
through the utilization of superior camponentry
4-ganged tuning capacitors. Dual-Gate

MOS FET's. Phase Lock Loop MPX. Ceramic
FM IF Phase Linear Filters. And Sherwood's
newly-developed digital detector, wnich intro-
duces virtually no distortion to the signal and
never requires alignment

The front panel of the S7910 reflects every
significant function of current hi-fidelity tech-
nology. And again, the componentry behind
the faceplate is the finest available. [For
example, the 3-stage Baxandall tone circuit
employed for the Bass and Treble controls.]
Other features, such as the Master Tone De-
feat switch, switchable FM deemphasis and
FM Stereo Only, and two front panel tape
dubbing jacks, contribute to an operational
versatility that is truly outstanding

In every respect, the S7910 demaonstrates the
attention to detail, the on-going effort to refine
existing solutions and discover better ones,
that has characterized Sherwood throughout
the years.

You might be able to find another receiver in
this price range that offers similar
specifications—on paper.

SYEREC

But you won't find a receiver that's been more
meticulously designed, or more carefully
produced

At Sherwood, we approach the business of
creating receivers like an art.

Because no approach brings you closer to
reality.

Sherwood Electronic Laboratories, Inc.
4300 North California Avenue
Chicago, lilinois 60618

For a more complete description of Sherwood's
unique approach to audio equipmeant engi-
neering, write to the address above. We'll mail
you a copy of our new brochure, “The anatomy
of high performance design, along with
detailed information about the new S7910

(3 SHERWOQOD
). Everything you hear is true.

*The value shown is for informational purposes only
The actual resale price will be set by the individual
Sherwood Dealer at his option. The cabinet shown is
constructed of select plywood with a walnut veneer
covering

“*Model S8310 offers identical specifications and

features, but is FM only
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3 GOOD
REASONS
FOR
BUYING AN
EMPIRE
CART-
RIDGE

1 YOUR RECORDS WILL LAST
s LONGER. Unlike ordinary
magnetic cartridges. Empire's vari-
able reluctance cartridges have a
diamond stylus that floats free of its
magnets. This imposes much less
wetght on the record surface and
insures much longer record life.

2 YOUR RECORDS WILL

s SOUND BETTER. Empire
sound is spectacular. Distortion at
standard groove velocity does not
exceed .05%. Instruments don't
waver, channel separation is razor
sharp.

3 MORE CARTRIDGE FOR

s YOUR MONEY. We use 4
poles, 4 coils and three magnets in
our cartridge (more than any other
brand). Each cartridge must pass
rigid tests before shipment.

For more good reasons to buy an
Empire cartridge write for your free
catalogue:

EMPIRE SCIENTIFIC CORP
Garden City, N.Y. 11530

s ENPIFE
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Columbia

Percy Faith (1909-1976)

Percy Faith— master of More than Mood Music

by Gene Lees

AS ISWIDELY KNOWN, the CBS Records
Group has made a reciprocal agree-
ment with the Russian Melodiya label.
This has given CBS access to a large
and important catalogue of Russian
classical recordings. What did the
Russians get out of the deal?

The answer is surprising. At the top
of the list of recordings they wanted
were the albums of Percy Faith.

Percy Faith? Yes—he of *mood mu-
sic” with the pretty string sections.

Whether the Russians know or even
care is hard to say—few Americans re-
alize it—but Percy Faith, who died of
cancer at the age of six!iy-seven this
March, holds a significant place in
American popular music. He was one
of the first arrangers to bring to the
performance of popular music the
skills. scope, and instrumentation of
classical music. And he was doing it
as far back as the mid-1930s.

In an association with Columbia
Records that lasted nearly thirty
years. Faith recorded more than sixty-
five albums—even he wasn't sure of
the precise number. “None,” he said,
“ever wenl into the red, despite the
large orchestras I used.” He also wrote
scores for eleven motion pictures.

I your memory, or record collec-
tion, encompasses the early 1940s. you
know that the songs of the period
were superior to their orchestrations.
The writing, particularly accom-
paniment for vocals, was often
awkward and unevolved. with had in-
strumental balances and clumsy
voice-leading. And the string writing,
on those rare occasions when it was
heard, was especially unimaginative.
The good writing was found in jazz
orchestration. but this was limited to
trumpet. trombone. saxophone, and
rhythm seclions. When Artie Shaw,
Tommy Dorsey. and Harry James
added strings to their bands, the effect
was unsatisfactory. partly because
they could not afford to carry on the

road the number of strings needed to
balance the brass.

One of the most pervasive in-
fluences on pop orchestration. and not
only in the U.S., has been Robert Far-
non. Virtually every professional ar-
ranger—from André Previn and Quincy
Jones 1o ].]. Johnson and Roger Kella-
way—has been influenced directly or
indirectly by him. But what many of
his followers don't know is that Far-
non himself was greatly influenced by
Percy Faith. He had been one of
Faith's trumpet players when the two
Toronto-born musicians were with
Canada’s government-owned net-
work, the CBC. "I learned a lot from
Percy,” Farnon_ has told me. "I ad-
mired him very much. | admired his
taste. He especially taught me what to
leave out.”

Faith studied at the Toronto Con-
servatory under a strict disciplinary
system. “I was ready.” he told me. “to
jump two or three years ahead of
what I was doing. But I was told by
my harmony teacher. ‘You must learn
the basics. You must learn Bach, all
the preludes and fugues. on the piano,
then orchestrate them for string quar-
tet. for brass quartet; learn Beethoven.
Learn that foundation, and then when
it's become a part of you, forget it and
goon.'”

In 1934, Canada established the
CBC. Percy went to work there almost
as soon as it was organized and began
writing and conducting the music for
a series of shows called Music by
Faith. From the beginning he used
strings and “classical” woodwinds, as
opposed to the customary saxo-
phones.

“The strings were always quite
busy in anything | wrote.” Percy said.
“But the trumpets would have many,
many bars’ rest, and | gather that
Bobby [Farnon] did a lot of listening.

“l had added six girls to the orches-
tra. [ wanted certain sounds. The
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The end of the war between
art and engineering.

SN
*Console shown is optional.

There is performing and there is
engineering. Art and signal. Both
are important and both can suffer
when you have to do both. Especially
when your music and the machine
that records it are making heavy
demands on your concentration.

Our new 1140 lets you focus more
on your music and worry less about
how it's getting there

Take sync. The 1140’s simplified
automatic sync control is a more
logical approach to the function
than anything you've used before
It frees you from that “Where the
hell am " frustration when you're
building tracks.

Wow and Flutter 15 ips

Frequency Response at 15 ips
Signal-to-Noise Ratio

Front Panel Bias Controls

Built-in Test Generator

Mic/Line Mixing

Peak Indicator Lamps

Motion Sensor

Manufacturer’s suggested retail price

It also lets you punch in (and when
you punch in you're automatically
switched from sync to source).

Sync level is the same as playback
level, too, in case you don’t have a
third arm available for gain control

The 1140 has built-in bias with the
bias controls up front so you don't
have to tear the electronics apart
every time you change tapes. Plus a
200 kHz bias frequency for further
noise reduction and one of the few
heads around capable of erasing
those exotic new formulations.

Then there’s program memory,
motion-sensing circuitry for anti-

TEAC A334GS DOKORDER 1140
0.04° 0.04°
3 dB, 35-22K +3 dB. 30-23K
65 dB WTD 60 dB WTB
No Yes
No Yes
Yes No
No Yes
No Yes
$1199.50 $1199.95

Features and specifications as published by respective manufacturers im currently avallable literature

AuGusT 1976
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spill tape handling, peak level
indicators and an optional floor-
standing console that makes the
1140 even easier to work with

For all that and more the 1140

costs $1199.95, about 45¢ more
than Teac’s A3340S. But if you spend
that extra half-a-buck with us, you
can spend more time with your music.

DOKORDER

5430 Rosecrans Avenue Lawndale, California 30260

19



What you dont know
about effective tip mass
wont hurt you,

just your records.

You can find out

what you don’t know

by contacting us for our
comprehensive
cartridge brochure.

Bang & Olufsen

Bang & Olufsen of America, Inc.,
515 Busse Road, Elk Grove Village 60007

CIRCLE 4 ON READER-SERVICE CARD

There’

on your records

you've probably

never heard
before, because of compression and other compromises made by the
record manufacturer (for reasons we explain in our literature)

The dbx 117 expands the listening experience to restore the gritty
steel of guitar, the incisive bite of brasses and the percussive impact of
drums and cymbals as you’ve never heard them before except in live per-
formance. As abonus, the 117 dramatically reduces record surface noise
and tape hiss, and adds a new dimension to FM listening.

To hear all the music you paid for, take your favorite record
or tape to your dbx dealer and ask him to play it through the dbx 117
dynamic range enhancer. You'll hear music you didn’t know you owned.

For complete information and list
of demonstrating dbx dealers, contact:

db

dbx, Incorporated

296 Newton Street

Waltham, Massdchusetts 02154
CIRCLE 9 ON READER-SERVICE CARD
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budget wouldn't allow for extra per-
cussion and extra woodwinds, and I
found 1 could get six girls for $5.00
each per show. They did nothing but
vocalise at first, in conjunction with
three or four flutes plus a vibraphone
and a celesta. We got a great sound.
People thought it was an organ or
some kind of electronic instrument.

Once this clicked, the CBC sug-
gested, ‘Since you've got them, why
don’t we hear something with lyrics?
So I turned the girls over to Bobby,
and | said, ‘Let’s do one number a
week.” But since we were so avant-
garde, I said, ‘I don’t want any ballads.
Let's do nothing but dut-of-left-field
tunes like “Where. Oh, Where Has My
Little Dog Gone?" but do them in a
jazz idiom." So Bobby started writing
these vocal arrangements for me, and
they were fantastic. With the band
and six girls, it really swung.’

In 1940, a CBC executive ordered
the Music by Faith budget cut, even
though it was one of the few CBC pro-
ductions to be carried regularly to the
larger audience of an American net-
work. Faith was angered by these
economies.

NBC was at the time auditioning
conductors to replace Joe Pasternak
conductor of the Carnation Contented
Hour, who had died. Faith, now
thirty-one, went to Chicago to audi-
tion in July of that year, was hired for
the summer, and in September be-
came permanent music director of the
program. But his pioneer work had al-
ready been done in Toronto. “As a
matter of fact,” he said, “as late as
1955 | recorded some arrangements
that were, practically note for note,
arrangements I did in Toronto in the
Thirties.’

A little over two years ago, we
talked in the Hollywood office of his
son Peter, a composers’ agent {(who
died a few months later at the age of
thirty-seven). “Jerry Goldsmith said
that the art of film scoring is gone—
scoring in the style of Max Steiner, Al-
fred Newman, or his own,” Percy told
me. “And he’s right. It’s an electronic
world now, and I've been studying the
Moog, the Arp. the Fender-Rhodes pi
ano. | use them in my recordings
sometimes.

“But you walk into the recording
studio, the sound stage, and you don't
see any big string sections, any ninety-
piece orchestras for the main titles.
You'll see three or four keyboard men,
the finest in the country, all sitting
around with synthesizers and electric
pianos and the E-3 Yamaha organ,
which can practically simulate any
orchestra sound, and that's your
score.

“With thirty-two-track equipment,
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TIME
8133 proudly presents

RECORDS

Yehudi Menuhin, Maria Callas, Erich Leinsdorf,
David Oistrakh, Joan Sutherland, Otto Klemperer,
Elisabeth Schwarzkopf, Sir Thomas Beecham

...and more than 150 other virtuoso performersin
the most sweeping collection
of great music ever assembled

The explosive power of Beethoven...the elegant
precision of Haydn...the tempestuous resonance
of Richard Strauss...the daring harmonies of
Stravinsky..

. Five centuries of immortal music, inter-
preted by the world’s greatest artists, is yours in
The Story of Grear Music—a rich classical record
library assembled through the unparalleled ex-
pertise of TIME-LIFE RECORDS.

There simply is no comparable collection
available anywhere today. It takes you from Pal
estrina to Prokofiev, from Bach to Bernstein-
from the earliest Elizabethan songs and dances
to the new symphonic sounds winning ovations
today. Never before has one music series called
on the talents of sO many superb musicians. It
features the work of dozens of celebrated solo
artists, as well assymphony orchestras, choruses,
and instrumental groups.

And never before has so much cost so little.
The price of this landmark collection comes to
approximately $3.98 per record. Comparable
recordings usually command $6.98 and more!

Most magnificent sounds
down through the ages

To help you enjoy this music to its fullest,
TIME-LIFE RECORDS has produced a series of
boxed sets, each covering a specific era of musi-
cal history. Included within each boxed set is
a historical-background booklet and a detailed
Listener’s Guide. The first will fascinate you
with the life, loves, times and personalities of
the composers, as well as with full-color pictures
of them and their world. The latter will illumi-
nate, movement by movement, every significant
musical concept und theme you'll hear.

In From the Renaissance you'll journey
back to the 16th century and the splendid cere-
monial music of Monteverdi, Tallis and Byrd.
You'll hear the Age of Elegance reflected in
Mozart’s delectable “Eine Kleine Nachtmusik”
and lHaydn’sinspirational ““Surprise Symphony."
Listen to the new sounds and challenging ideas
of the Age of Revolution in Beethoven’s mighty

Start with
THE BAROQUE ERA
free for 10 days

These great artists:

Yehudi Menuhin ¢ Victoria de los Angeles
Dietrich Fischer-Dieskau * Gerald Moore
Peter Pears * Elisabeth Schwarzkopf  Otto
Klemperer « Ingrid Heiler » Nicolai Gedda
...Mmore

Performing works by:

Handel « Bach ¢ Vivaldi e Scarlatti e Couperin
* Rameau ¢ Corelli * Telemann ¢ Purcell

AUGUST 1976

“Eroica,”” Schubert’s “Symphony No. §,” and
furiously paced, brilliant works by Rossini

Stunning performances in
superb stereo sound

You'll appreciate the nature of The Romantic
Era more fully when you hear Nathan Milstein
play Mendelssohn’s showpiece violin concerto..

the famed Philharmonia Orchestra’s perfor

mance of Liszt’s dynamic, moody “Preludes”..

the way Witold Malcuzynski brings Chopin’s
work to life. You'll thrill to the peaks of emo-
tion in the music of The Opulent Era as Otto
Klemperer conducts Bruhms' *‘Symphony No.2,”
Herbert von Karajan interprets Tchaikowsky's
“Swan Lake,” Birgit Nilsson brings Wagner’s
“Die Walkire’ powerfully alive.

So much more for you to enjoy! Mazhler’s
brooding masterpiece, *Symphony No. 47..
Debussy’s surging tone poem ‘‘La Mer” —works
which we find in the Preiude ro Modern Music.
The Spanish Style of Yralla.. Albeniz.. Slavic
Traditions asreflected in the works of Smetana...
Dvorak...controversial pieces by Bartok, Stra-
vinsky, Prokofiev and Gershwin from The Early
Twentieth Century...right up to The Music of
Today—Copland's “Appalachian Spring.” Shos-
takovich’s *Festival Overture,’”” Leonard Bern-
stein's “Fancy Free.”

...All this captured for vou in the fuliglory
of the very finest living stereo sound.

Audition The Baroque Era
FREE for 10 days

So certain are we that this is the most outstand-
ing collection of the world’s great music ever
assembled, that we invite you to audition The
Baroque Era, boxed set free for 10 days. Enjoy
its more than 3 hours of magnificent music.
Then, if not delighted, return it without paying
a cent. Or keep the four-record set and back
ground booklet for just $15.95 ($16.95 in Cana-
da). plus shipping and handling, and continue
to audition future albums as described in the
coupon. You are not obligated to buy any set
number and you may cancel at any time.

time simply by notifying you.
obligation.

Print Name.

Address

City

Works by:
Bach
Beethoven
Mozart
Haydn
Schubert
Rossini
Mendelssohn
Liszt

Chopin
Verdi
Wagner
Tchaikovsky
Brahms

Hear:

" The Story i
of Great Music

...and over 60 more!

Franco Corelli and Gabriella Tucci

sing from Verdi's "Il Trovatore™

Sir Thomas Beecham conduct
Berlioz's "Symphonie Fantastique"”

Birgit Nilsson and Hans Hotter
sing from Wagner's ""Die Walkure’

Emil Gilels' piano solo in
Beethoven's "Concerto No. 4
in G Major”
Maria Callas sing from
Bizet's "Carmen”’

Erlch Leinsdorf conduct Rimsky-
Korsakov's “‘Russian Easter’
Joan Sutherland and Elisabeth
Schwarzkopf sing from Mozart's
'Don Giovanni’’

...and so much more!

22 Albums, 35 Booklets,
Q9 Superb Stereo Records

Rimsky-
Korsakov
Bizet
Puccinl
Rachmaninoff
Debussy
Ravel
Mahler
Prokofiev
Stravinsky
Gershwin
Copland
Bernstein

_State

TIME-LIFE RECORDS, Time & Life Building, Chicago, lllinois 60611

Yes. I would like to examine The Baroque Era. Please send it to me for 10 days’ free ex-
amination and enter my subscription to THE STORY OF GREAT MUSIC. If | decide to
keep The Baroque Era, 1 will pay $15.95 (816.95 in Canada) plus shipping and handling.
| then will receive future albums in THE STORY OF GREAT MUSIC series, shipped an
album at a time approximately every other month. Each is $15.95 (316.95 in Canada)
plus shipping and handling, and coines on a 10-day, free-examination basis. There is no
minimum number of albums that { must buy, and I may cancel my subscription at any

If 1 do not choose 1o keep The Baroque Era, | will return the album within 10 days,
my subscription for future albums will be canceled, and [ will not be under any further

RAAJKI

. No

Zip
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Get all the newest and latest information on the new Mclntosh Sol-
id State equipment in the Mclntosh catalog. In addition you will
receive an FM station directory that covers all of North America.

MX 113

Mclntosh Laboratory, Inc. l
I East Side Station P.O. Box 96 '
Binghamton, N.Y. 13904

NAME
| ADODRESS

If you are in a hurry for your catalog please send the coupon to Mclntosh.
For non rush service send the Reader Service Card to the magazine,
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EXCITING NEW
56th ANNIVERSARY
EDITION

Available at Your Nearby
Radio Shack September 1st

to get your new Radio Shack
catalog at one of our 4200 stores!

ST e,

Recorders o Tapes ¢ Public Address
Intercoms e Alarm Systems o Tubes
Books e Calculators e Batteries
1977 EDITION
Over 2000 Items
164 Pages of Exclusives

Auto Ignition e Kits e Antennas
Parts e Test Instruments e More
See what'’s really new in electronics for
Beautiful Full Color
Make it a “must” to come in for your copy
of the most popular catalog in electronics! —\/\/\
®
a l° ae A TANDY COMPANY

home, car, work, school. Qur exclusive
SAVE! OUR PRICES ARE WITHIN 1% OF OUR JULY, 1975 PRICES!

nationally advertised brands: Realistic
Micronta, Science Fair, Archer, others.

24

one man or a group of four or five men
can come up with some fabulous
sounds. And so you're into a new
study. It is a pity, but that's the way it
is today, and you either go along with
it or be dropped.

Faith was, in fact, quite flexible and
adapted to the changes in music with
surprising facility. For one thing, he
understood rhythm sections. Unlike
some composers and arrangers, he
had the knack of picking the right mu-
sicians to play his music. The empha-
sis in his writing was often on strings
and woodwinds, but he wrote ex-
tremely well for brass: he knew how
to make it swing.

“I do three albums a year,” he said.
“There is arock influence in the things
I've done in the last few years. I've just
had to. You cannot sell Gershwin. you
cannot sell Rodgers—they've had it.
... The Establishment won't buy it
and the young people aren't inter-
ested, so you've got to give it to them
their way."”

What had gone wrong with film
scoring? Percy's answer was in accord
with the analysis of most important
film composers. Under the old struc-
ture of the film industry. in the time of
the dominance of the major studios,
there was a key figure in the musical
equation: the music director. Himself
a musician, he functioned as inter-
mediary, arbitrator, and translator be-
tween the composer and the producer
and/or director. In the present phase,
this figure has vanished, and now the
composer is forced to deal directly
with producers and directors, who of-
ten have little or no understanding of
the dramatic function of music.

“That's what's going on now,
Percy said. “And so I haven't done a
film score in three years. I'd just as
soon do my recordings, do a few con-
certs, play some golf and fish, rather
than get involved with directors and
producers who really don’t know any-
thing about music and will admit it to
you but will stand over your shoulder
while you're writing. That's a terrible
amount of pressure to be under.

‘My son Peter is . . . involved with a
film right now where they've done
three scores, by three very well-
known.writers. One of them was Dave
Grusin, who is a great, great talent.
Dave was brought in after they threw
out the first score.

“The producer was practically
standing over his shoulder all the
time, wanting Dave to play the score
on the piano as he was writing it. So at
the recording session, on the scoring
stage, when they were in rehearsal,
Dave called the producer out to stand
beside him, in front of the orchestra,
and said, 'l want you to listen to this,
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Uncompromised stereo/quadriphony
—Undeniably Shure.

gl

MODEL M24H

ok STEREQ #.°

QUADRIPHONIC
CARTRIDGE

Manufacturers of high fidel

AuUGUST 1976

The new Shure M24H Cartridge offers audiophiles the best of both worlds:
It is the only cartridge on the market that does not compromise stereo repro-
duction to add discrete quadriphonic capability. It eliminates the need to
change cartridges every time you change record formats! This remarkable
performance is achieved at only 1 to 12 grams tracking force—comparable
to that of some of the most expensive conventional stereo cartridges. Other
M24H features include the lowest effective stylus mass (0.39 mg) in quad-
riphony, a hyperbolic stylus tip design, an exclusive “Dynetic® X’ exotic
high-energy magnetic assembly, and a rising frequency response in the

| supersonic carrier band frequencies that is optimized for both stereo and

quadriphonic re-creation. If you are considering adding CD-4 capability, but
intend to continue playing your stereo library, this is the ONE cartridge
for you.

Shure Brothers Inc. ®
222 Hartrey Ave., Evanston, IL 60204 F‘ _qu
in Canada: A. C. Simmonds & Sons Limited Y| S U E

ity components, microphones, sound systems and related circuitry.
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The only thing better than being there
is being there again

CAPITOL

90 minutes ot 174 1ps

cassette . ‘extro high output/low noise
S U e ] s

Music. Record it right. On the only premium blank tape good
enough to wear the name —The Music Tape™ by Capitol®lt's designed
specifically to record music with wide frequency response, low noise

and low distortion. Nobody knows music better than Capitol
knows the subtle colors of treble, bass and mid-range.
Listen. Record. Listen. The Music Tape by Capitol ‘
takes you there again and again and again.

the music tape.

BLANK CASSETTES, CARTRIDGES & REEL TO REEL BY CAP”’O{

records music

CAPITOL MAGNETIC PRODUCTS A DIVISION OF CAPITOL RECORDS. IN k YWOOD. CA
26 CIRCLE 5 ON READER-SERVICE CARD

hecause 1 wouldn't want to waste any
time.’

“Dave played four bars and stopped
and turned to the producer and asked.
"What do you think of it so far? This is
in front of the orchestra! So the pro-
ducer is a little stunned, because he
isn’t in an oftice with Dave. where he
could clobber him, he's in front of
thirty or forty men. He asked, "Well,
isn't there more?’ and Dave said,
‘Sure.’

“So Dave said, ‘Okay, boys, bar 5.
And then he went on and played bars
5, 6, 7, and 8, and stopped again, and
said. ‘What do you think of it so far?’
And the producer turned around and
walked out, figuring that he was being
had.

"Dave finished the score, and then
they threw that one out, and now
they're working on a third score.

“I'd hate to depend on that form of
composition for my hread and but-
ter.”

Therein lies the real misfortune of
Faith’s career. Not adept at the
machinations of Hollywood—he was
perhaps too testy and blunt for the
politics of that Byzantine place—he
was never given the film assignments
he deserved and thus has not received
his due as a composer. But there are
clues to how good he was. one of them
being his score for The Oscar. That
turgid melodrama, one of the worst
turkeys ever produced on a large
budget, is memorable only for its mu-
sic. The score is full of song—joyous.
witty, sardonic. and delicately tender
by turns—all of it beautifully orches-
trated. as one would have expected.
One of the ballads, given lyrics and ti-
tled "Maybe September,” has an un-
usual and even startling construction.
It reaches its end and then totally un-
expectedly continues into an exquis-
ite coda, an entirely new melody. "I
just felt the need for it there,” Percy
said matter-of-factly.

Because of the paucity of his film
scores, Faith will always be known as
an arranger. But his arrangements are
models of taste and clarity from
which any music student could and
should learn. Perhaps all that Bach
work in his own student days had its
effect, but whatever the cause, you
can always hear the lines—all of them,
all the way to the bottom of his or-
chestrations. The writing was always
fresh. and he had a wonderful com-
mand of colors.

His albums continue to sell, al-
though most of the recent “pop" mate-
rial he had to work with ran shallow
in terms of linear and harmonic con-
tent. Still, if ever a man knew how to
make a silk purse of a sow’s ear. Percy
Faith did. [ ]
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SOME OF THE

HEAVIEST EQUIPMENT
IN THE BUSINESS.

The next time you're looking at
tape decks. pick up any piece of Akai
equipment. They're heavy.

The motor, the drive system, the
flywheel. Akai makzs them big. As big
and as strong as we possibly can. So
they’ll perform for vou.

The Akai GX-530GDSS is a good
example. Pound for pound and dollar
for dollar, it’s one o~ our heaviest. It’s
driven by a big, heavy-duty AC servo
capstan motor plus 2 eddy current
motors for fast forward and rewind.

It features Akai’s Cuadra-Sync® for

multiple track synchronization when
recording. It cffers complete versatility
for mixing. And pitch control. It’s got
just about evarything. For the guy who
wants to do just about eve-ything.

Our GX-650D stereo tape deck has
just about everything, too Closed loop
dual capstan drive. One AC servo cap-
szan motor plus 2 eddy current motors.
Sound on sound. 3 speeds. It’s got it.

That's the kind of equipment you
can expect from Akai. Strong because
were heavy. Heavy because we're strong.
Akai. Pick one up.

N OO0
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COMIN’ON STRONG!

Akai reel-to-reel tape decks from $299.95 to $1,495.00 suggested retail value. Akai America Led. 2139 Eass Del Amo Blvd. Compton, California 90220




A Progress Report
From Advent.

Since we don’t do a tremendous amount of national advertising at
Advent, we try to make most of our ads convey (as directly and clearly
as we can manage) what our individual products have to offer and why
you will find them worth seeing and hearing for yourself.

But every so often (this will be the third time), we think it makes
sense to give a general picture of what we are doing and why.

We didn’t go into business at Advent to produce a standard line of
products in every price and performance category. The idea was, and
is, to produce exceptional products one by one— products that would
be usefully different in performance and value. These products come
when they come, usually one or two a year.

Advent Life-Size Television.

Our most unmistakably different product is the VideoBeam®
projection television set, with a vividly clear and bright life-size color
picture that measures seven feet diagonally. The picture is ten times
larger than a standard 25-incher, and the difference it makes in the

television experience is total. It does for television—finally—what com-
ponent equipment did for music.

Like everything we make, our television set didn’t come about
because of elaborate “market research” or imitation of what anyone
else was doing. We did it because it was interesting and exciting to us,
and because we trusted that what would interest us would probably
do the same for a lot of other people. And we did it because the giant
manufacturers of TV sets, as had been the case earlier with audio
equipment, were showing no real signs of developing something dra-
matically better than the standard mass-market product.

The VideoBeam set shown is the 1000A, the one that has been bring-
ing amazed rave notices from people and publications across the coun-
try. It costs $4,000*, and is worth every nickel to the people who can
afford it.

There’s no way to describe here what Advent life-size television has
to offer. We will be happy to send you a brochure that does a better job
of it, but the only way to get the real picture is to see the real picture.

The Advent Loudspeaker.

Our first major product was the
Advent Loudspeaker. It became
one of the best-selling speakers in
the country before we ran an ad-
vertisement on it. And according
to every major survey we’ve seen
over the last three years, it has
become the single best-selling
speaker systemn around.

The idea behind it was that it
was possible to develop for a very

moderate cost a speaker that
would give up nothing significant
in direct comparison to the most
expensive models available or
likely to be.

It may be difficult to believe
that a relatively simple-looking
speaker that costs $149* or less in
this country (depending on cabi-
net finish and how far it’s been
shipped) is a speaker in the‘“‘best”
category. But it is—and most of
what it offers, including its overall
frequency range and amazing bass
response, is unapproached by
many speakers at far higher cost.

Listening to it will tell you why
it is at the top of the best-seller
list.

Because we follow opportuni-
ties when we see them, without
worrying what will happen to an
existing product, there is also the
Smaller Advent Loudspeaker to
listen to. It won’t play quite as
loudly as the original Advent, but

Video Beam®is a trademark of Advent Corporation. Dolby is a trademark of Dolby Laboratories.
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it offers the same frequency range
and overall sound for quite a bit
less money —and at about half the
size. If you would like an absolute
maximum of performance-per-
dollar, it is worth hearing.

The Advent 201 — And
Process CR/70 Cassette
Recordings.

There are now hundreds (seem-
ingly) of cassette decks employing
the Dolby System and claiming
high or highest performance. But
the first high-performance cas-
sette equipment came from us, as
the result of a development effort
that some audio manufacturers
said was pointless at the time. And
the Model 201 cassette deck (on
the market for several years now)
remains the simplest and most en-
joyable way we know of to make
a perfect recording of whatever
you’'re after. We know of no tape
machine of any kind of price that

makes it so easy—and easily
repeatable time after time—to
produce a superb recording, gen-
erally indistinguishable from the
original source. It costs $340.*

We developed the Model 201 in
great part to show the full poten-
tial of cassette recording. To take
that a step further, we market
recorded cassette releases— Proc-
ess CR/70 Cassettes—that employ
the Dolby System and chromium-
dioxide themselves. We designed
our own tape duplicators for the
purpose, which operate at four
times recording speed instead of
the usual sixteen. And we use ex-
cellent original material, includ-
ing some recordings we make on
our own. The result is a series of
cassette releases that have been
called a new standard for the
recording industry.

The Advent FM Radio.
All of our audio equipment is
based on the idea that the sim-

plest route to high performance is
the best, and that gadgetry for its
own sake is not our cup of tea.
The product that takes that fur-
thest in many ways is the Advent
FM Radio (The Model 400),
which is a simple and very small
two-piece mono FM radio with
outrageously good sound and
reception that compares (as test
labs have confirmed) with that of
complex receivers of many times
the cost. If there is a situation
where you live, work, or go to
school where a big component

0]
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audio system would be too elabo-
rate and/or expensive, but where
you want superb music, the
Advent FM Radio is probably the
perfect answer. It costs $125.*

The Advent Receiver
(The Model 300).

This is our newest, and as dif-
ferent as it looks. (It witl be com-
ing on the market at about the
time this ad appears, but won’t be
everywhere until later in the fall).
All this piece of equipment has to
offer is sound quality that com-
pares, within its power capabili-
ties, to that of the most expensive
separate preamps, tuners, and
amplifiers available. It has a new
phono preamp circuit (the Hol-
man Circuit) that sets new stand-
ards of effective performance

under actual listening conditions.
Its tuner is also comparable with
the very best in effective perform-
ance. And its amplifier provides a
minimum of 15 watts per channel
(into 8 ohms, 40-20,000 Hz, with
less than 0.59, harmonic distor-
tion). It is more than powerful
enough to drive most speakers
(including all Advents) under
home conditions. It costs $260* —
less than many of the separate
tuners_and preamps it sounds as
good as.

The Advent/2 and
Advent/3.

We keep finding ways, through
straightforward design and im-
proved manufacturing techniques,
to produce good speakers for less
and less money. The Advent/2 (in
the well-under-$100 price range)

and the Advent/3 (in the $50
range) are the latest examples.
They don’t have the final half-
octave of lowest bass response
that the Original Advent and
Smaller Advent have, but they
offer near-identical overall sound,
with superb clarity and definition,
and with an octave-to-octave ton-
al balance that does justice to the
many different kinds of music and
ways of recording it. If you have
a limited budget but high expec-
tations, you can’t go wrong listen-
ing to them.

That’s all the room we have. If
you would like more information
on any of the products we’ve men-
tioned, please send the coupon.

Thank you.

I Advent Corporation

1195 Albany Street

I Cambridge, Mass. 02139

11’4 like to know about

I ) Advent life-size television.
| Advent speakers.

I 1 Your cassette machine and
cassettes.

1 The Advent FM Radio.

{1 The Advent Receiver.

Name

Address

: State Zip

Advent Corporation, 195 Albany Street, Cambridge, Massachusetts 02139.

*Suggested price,subject to change without notice.
The Advent Loudspeaker shown is finished in genuine walnut veneer. Qur other speakers have walnut-grain vinyl finish.

August 1976
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THE TAPE THAT’S

TOO GOOD FOR MOST

Maxell tapes are
not cheap.

In fact, a single reel
of our most expensive
tape costs more than
many inexpensive tape
recorders.

Ourtapeis expensive
because it's designed
specifically to get the
most out of good high
fidelity components.
And unfortunately,
there’s not much to get
out of most inexpensive
tape recorders.

Soitmakes no sense
to investin Maxell unless
you have equipment
that can put it to good
use.

EQUIPMENT.

And since even a
litte speck of dust can
put a dropout in tape,
no one gets into our
manufacturing area
until he’s been washed,
dressed in a special
dust-free uniform and
vacuumed.

(Yes, vacuumed.)

Unlike most tape-
makers, we don't test
our tape every now and
then. We test every inch
of every Maxell tape.

Which is why every
Maxell tape you buy
sounds exactly the
same. From end to end.
Tape to tape. Year to
year.Wherever you buy it.

And Delrin rolters.
Because nothing sticks
to them.

A lot of companies
weld their cassettes
together. We use screws.
Screws are more expen-
sive. But they also make
for a stronger cassette.

Our tape comes with
a better guarantee
than your
tape recorder.

Nothing is guaran-
teed to last forever,
Nothing we know of,
except our tape.

So our guarantee is
simplicity itself: anytime
you ever have a prob-

Ourguarantee even covers
acts of negligence.

Give our tape a fair
hearing.

You can hear just
how good Maxell tape
sounds at your nearby
audio dedaler.

(Chances are, it's
what he uses to dem:-
onstrate his best tape
decks.)
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No other tape
sounds as good as ours
because no other
tape is made as
carefully as ours.

For example, every
batch of magnetic
oxide we use gets run
through an electron
microscope before we
use it. This reveals the
exact size and propor-
tions of individual par-
ticles of oxide. Because
if they're not perfect, the
tape won't sound
perfect

| Ak /i {\\

Every employee, vacuumed.
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No other tape starts off by cleaning off your tape recorder.

We clean off the crud
other tapes leave
behind.

After all the work we
put into our tape, we're
not about fo let it go to
waste on a difty tape
recorder head. So we
put non-abrasive head
cleaning leader on all
our cassettes and reel-
to-reel tapes. Which is
something no other
tape company bothers
to do.

Our cassettes are put
together as carefully
as our tape.

Other companies
are willing to use wax
paper and plastic rollers
in their cassettes. We're
not. We use carbon-
impregnated materiai.

lem with any Maxell
cassette, 8-track or reel-
to-reel tape, you can
send it back and get a
new one.

You may be surprised
to hear how much more
music good equipment
can produce when it's
equipped with good
tape.

maxe||35-9o

maxell 8T 90
B-Track Carvrxige Tape
H-Ougne/ Esercied Rerge

- Swwo § Goas Comomen
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Maxell Corporafion of Amenca. 13

CIRCLE 19 ON READER-SERVICE CARD
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maxelltc.C90

West Cammerciat Ave.. Moonachie. New Jersey 07074
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| am a U.S. student in Central America (San
Salvador). After midnight, when the local sta-
tions leave the air, U.S. AM stations broad-
casting from such places as New Orleans,
Dallas, Miami, Little Rock, and Chicago be-
come audible, but with very poor quality.
Would an AM antenna, such as the McKay Dy-
mek DA-5, be of any significant help, consid-
ering the distance and the intervening Mexi-
can stations?—Victor Suvillaga, Memphis,
Tenn.

The behavior of the DA-3 (a predecessor of
the DA-5 that we tested in June 1974) was so
laudable that we doubt any other type of an-
tenna could significantly outperform it.
Some long-wire designs may deliver greater
signal strength, but no broad-band design
we know of should match it in selectivity—
which evidently would be important to you in
suppressing interference from the Mexican
stations.

Hooray for recorded cassettes! At last a viable
alternative to scratchable, bulky, inconven-
ient LPs. The advent of Dolby (get it?) makes
it possible to listen comfortably to the high
quality recordings turned out by almost all
major record labels. Why do several com-
panies refuse to make their products listen-
able? | refer to RCA, Nonesuch, Angel, and
other manufacturers who do not use Dolby-B
processing. DG, Columbia, Philips, Musical
Heritage, and others realize the need for
‘‘cleaning up'’ their recorded cassettes. Any
word from the holdouts on when or if they
will start using Dr. Dolby's noise nixer?—
Frank L. Eskridge, Marietta, Ga.

Beside the fact that new Nonesuch record.
ings are released on cassettes by Advent (we
got it!), which does use Dolby processing,
and the newly announced XDR Dolby series
from Angel (see ‘‘News and Views"' in this is:
sue), we have no definite information.

| recently purchased an Onkyo TX-670 stereo
receiver from a reputable dealer who assured
me that Onkyo rated very well in comparison
to the competition. Now | have learned that a
consumer magazine has downgraded the FM
section because of factory misalignment, and
| begin to suspect that | might have been
taken. Is there any way in which | can tell if
my unit has this problem?—Kevin Barnes,
Waco, Tex.

The rule is, if it sounds all right, don’t worry.
The findings to which you refer do not neces-
sarily mean that all the units are misaligned.
According to Onkyo, the problem may exist
in older production models of the TX-670
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and the T-4055 tuner. A serial number with
the prefix 2802 would indicate a suspect re-
ceiver, and Onkyo is willing to make appro-
priate adjustments.

Reading loudspeaker reviews and spec sheets
leaves me in a quandary, especially with re-
gard to the shape of the response at high fre-
quencies. One school of thought (AR, Advent,
et al.) seems to favor a gradual rolloff. An-
other (including EPI, Genesis, JBL, and Infin-
ity) features extended highs. Who is right?
Your reviewers don’t seem to care.—Alfred G.
Denison, Denver, Colo.

Who is right depends, in a sense, on the kind
of highs present in the monitor speaker used
by the recording engineer who did the final
mixing of the record. It also depends in part
on how ““up-close” (bright) the listener wants
his sound to be. What our reviewers look for
in loudspeaker response is freedom from
sudden peaks and dips. This in combination
with good power-handling capability in the
drivers will make it possible to make the high
end of the speaker more or less ““hot” by us-
ing tone controls. That way, any reasonable
mixing equalization can be accommodated.

During a conversation about amplifiers and
receivers, the term ““Class A’" came up. What
does it mean, and what are its advantages? In
what category does my Marantz 2240 receiver
belong?—Mrs. William E. Hlad, Bayonne, N.J.
Amplifiers can be classified on the basis of
the currant that flows through the output de-
vices—transistors or tubes—when there is no
input signal. In a Class A amplifier the idle
output stage carries half its maximum cur-
rent. Under the same conditions a Class B
stage theoretically carries no current at all.
Each of the paired devices (they must always
be in pairs for Class B audio amps) carries
current for either the negative half or the
positive half of the waveform, and their out-
puts are added together to reproduce the
whole wave. Generally, because of problems
in making the paired devices match per-
fectly, a small current is made to flow in a
Class B stage, which is then more properly
called a Class AB stage. Like most amps and
receivers, your Marantz 2240 uses a Class
AB output. Thisis preferred, because the am-
plifier stays cooler in normal use than would
aClass A amp, thus requiring smaller output
devices and heat sinks—and drawing less
power trom your wall socket. Proponents of
Class A claim—and there may be some basis
for this—that their products can be made
with lower distortion, particularly in tran-

sients. But since Class B amps can be very
good indeed, whatever Class A offers in the
way of improvement comes at a relatively
high price.

Having read at least three reviews that praise
the Phase Linear 1000 Autocorrelator sys-
tem, | am impressed. However, | would like to
know what might happen if the Autocorrela-
tor is used with other components besides
the normal system of receiver or preamp/am-
plifier. My system consists of a Marantz 7T
preamp, Soundcraftsmen equalizer, Mc-
Intosh MC-2300 power amplifier, and the
double-Bose-901 system. Depending on how
| use the Bose and Soundcraftsmen equal-
izers, will | cause the misfunctioning of the
autocorrelation circuitry?—Anthony L. Price,
Rochester, N.Y.

Presumably the Autocorrelator was designed
to operate on the signal before any frequency
contouring or equalization is applied, and us-
ing it this way should cause no problems at
all. But, since there is virtually no likelihood
of damage due to other hookups, we'd sug-
gest you try them to see which gives the most
pleasing result.

| believe your statement (April ““News and
Views'") that the Freon used by Sound Guard
is ‘‘not of the propellant type. . . alleged to be
a contributor to ozone-layer destruction . . ."”
is false and misleading to those of us who are
concerned about preserving our environ-
ment. Any fluorocarbon that evaporates—and
I suspect the ones used are the 113 or 114
types, which do evaporate fast—contributes,
if any other types contribute, to the alleged
destruction.—Paul A. Elias, Southborough,
Mass.

Ball Corporation confirms that the solvent
used in Sound Guard is in fact Freon 113, a
chlorofluoroethane, and that you are essen-
tially correct about the properties of fluoro-
carbons. Chiorofluoroethanes have not been
detected in the stratosphere, possibly be-
cause they are used far less than the
chlorofluoromethanes, such as Freons 11
and 12. However, the matter of Freon dam-
age to the ozone layer is still under study,
and it may be some time before conclusive
data are available. Although it would be pos-
sible to change Sound Guard so as to use an-
other solvent, virtually all other solvents have
greater potential for damaging records than
Freons. Barring reasonably firm evidence
that Freons cause atmospbheric problems, no
change in Sound Guard is planned.
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Handbook
of Multichannel
Recording

Here is very possibly the single most
important book en sound recording for
the layman or protessional who wants
to make quality recordings of musical
groups. For the first time, here’s a
book that covers it all—dubbing, spe-
cial effects, mixing, reverb, echo,
synthesis—for both stereo and four-
channel recording. Simply circle No.
781 on the coupon below.

‘‘Handbook of Multichaniiel Record-
ing’”’ is only one of a wide selection of
carefully chosen audio books made
available to HIGH FIDELITY readers
through Music Listeners’ Book Service
(Many of the selections are not readily
available in bookstores.) Choose your
books today from the list below, circle
the numbers on the coupon, and en-
close your check or money order.
That’s all there is to it.

No. 781 HANDBOOK OF MULTICHANNEL RECORDING. F. Aiton
Everest.

A comprehensive volume of 322 pages, with 201 illus-
trations, covering all aspects of live recording in both stereo
and fourchannel formats. Paperbound: $7.95. Hard-
bound: $10.95.

No. 598 OFFICIAL GUIDE TO HiGH FipeLiTy. Complied by
the Institute of High Fidelity. )

An informatlve introduction to the various components
that make up a modern high fidelity system, covering ev-
erything from phono cartridges 10 quad systems. Paper-
bound: $2.00.

No. 756 FOUR-CHAMNEL STEREO . . . FROM SOURCE TO
Sounp, 2nd Edition (1974). Ken W. Sessions, Jr,

Complete technical and nontechnical information on
all approaches to four-channel sound, both discrete and
matrix. Paperbound: $4.95. Hardbound: $7.95.

Check or money order must accompany your order.
No cash or C.0.D.’s, please.
Allow 60 Days for Delivery.

HIGH FIDELITY

MUSIC LISTENERS' BOOK SERVICE

Dept. HW

2160 Patterson Street, Cincinnati, Ohio 45214

Here's my check for $ Please send
me, postpaid, the books I've circled below.

781 598 756

Name.
Address.
City, State & Zip__
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Ninth in a series
EDGAR VILLCHUR

THE MAN WHOSE NAME, more than any
other, has become associated with the
acoustic-suspension loudspeaker was
trained as a teacher (master's degree
in education, City College of New
York). But long before that, as a teen-
ager, Edgar Villchur had begun to tin-
ker with primitive radio and phono-
graph equipment out of an interest
that, as he puts it, “was primarily mu-
sical; ] took relatively little pleasure in
the technical side.”

Villchur actually did teach, giving a
course in sound reproduction at New
York University until 1957, and in
reality he was constantly “teaching”
throughout his career as head of
Acoustic Research, Inc. (AR). He
worked as a theatrical scene designer
and then as a communications officer
with the Air Force during World War
II before he really got into audio. After
the war he turned to teaching audio in
order to combine his interests in mu-
sic and in electronics. His aim then
was to have enough free time to pur-
sue private research without pres-
sure—"without any need to have this
work bring in any income."

The avocation eventually eclipsed
the formal vocation and resulted in
the very successful acoustic-suspen-
sion speaker system, generally con-
ceded to be the first relatively com-
pact sound reproducer that could be
taken seriously by sonically aware lis-
teners and certainly a major impetus
in establishing stereo, with its need
for two speakers, as a staple in the
home. The idea for the acoustic-sus-
pension (or air-suspension) speaker
was born in the early 1950s. By 1953,
Villchur—together with a group of be-
lievers that included one of his NYU
students, Henry Kloss (see “High Fi-

delity Pathfinders,” June), plus two of
the latter's friends, Malcolm Low and
Anton Hofmann—had founded AR
and started manufacturing speaker
systems.

If you had met Villchur then, you
would have been convinced of his
“nonpressure” or ‘“noncommercial’
attitude toward this enterprise. In
those days anyone who had some-
thing important to tell (or sell) could
be counted on to look very Estab-
lishment; this was the era of the gray-
flannel suit, the button-down collar,
and the close-clipped haircut. But
Villchur, clad in a country-style coat
and sporting a luxuriant black mous-
tache, was very much his own man.
The unconventional appearance was
somehow in keeping with the uncon-
ventional product and forecast the
unconventional ways in which he
would, in the years to come, explain
and promote that product. (“We
achieve bass response not in spite of
the small size, but because of it.")

The experimenters at AR were as
surprised as anyone outside the com-
pany at the almost instant success of
their first model, the AR-1. They ex-
panded the facility and the line to in-
clude the AR-2, a lower-cost version
with relatively less deep bass, and
eventually (in 1958) the AR-3, which
incorporated a new dome tweeter that
Villchur had developed (with the aid
of Stewart Hegeman, who had been
emphasizing the need for better treble
dispersion).

Following the introduction of stereo
discs at the end of the 1950s, the air-
suspension idea really took off, be-
cause it permitted home system own-
ers—especially apartment dwellers
who had limited space—to enjoy two
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full-range sound channels from a pair of
speaker boxes that occupied no more (or
less) space than a single conventional
speaker system of high quality. De-
spite lively disagreement among in-
siders as to the ultimate merits of air
suspension, it was widely imitated,
modified, and hybridized before long
by some companies that had been
identified with anything but a *book-
shelf-size” speaker.

The rise of the air-suspension
speaker dovetailed with another de-
velopment that it both influenced and
was influenced by: the high-powered
amplifier for home use. Up to the mid-
1950s a 10-watt amplifier was gener-
ally regarded as all one needed for a
high-quality home music system. The
power-hungry air-suspension designs
needed at least double that power and
could respond smoothly to even more.
Ten watts no longer seemed like high
fidelity

Villchur’s next contribution to “fu-
ture shock” came in 1962: the AR turn-
table. Like the AR-1 speaker, it was
the first compact model of its class to
offer performance of interest to the se-
rious audiophile. A nonautomated,
single-play type, it survived as a prod-
uct throughout the 1960s (which by all
sales counts was “the decade of the
record changer”) and in its latest in-
carnation still is an item of impor-
tance on the home audio scene. At
least one of its design features—the ex-
tremely rigid mounting between the
tone-arm pivot and the platter's bear-
ings (and the very compliant suspen-
sion of the resultant unitized assem-
bly)—has shown up in turntables of
other makes.

An innovator in product concept,
Villchur was no less an innovator in
audio showmanship. He was a vigor-
ous proponent of the live-vs.-recorded
type of demonstration, to the point of
arguing its validity in public print and
hiring professional musicians to
“compete” against his latest playback
equipment. One of the most cele-
brated of Villchur's stunts was to
hammer on the deck-plate of an AR
turntable while it was playing a
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record to show how stable the suspen-
sion was. Once, out of sheer whimsy,
he bought and reconditioned an an-
cient (pre-jukebox) mechanical mu-
sic-maker and set it clanking away
at a New York audio show. In a stroke
of marketing genius he rented space
on the mezzanine of New York's
Grand Central Station and pro-
claimed that you could drop into his
exhibit and listen to your ears’ con-
tent without ever being approached
by a salesman. No one knows how
many train-riders were thus con-
fronted with components for the first
time, but even grudgingly conserva-
tive estimates grant thal with about
100,000 visitors a year, by actual
count, the exhibit has been a potent
force in furthering the acceptance of
high fidelity in the home.

Villchur’s influence has spread
widely through the high fidelity in-
dustry. One of the stalwarts at AR
during its formative years was Roy Al-
lison, who left his job as audio editor
of Higu FipELITY in 1959 to join AR
and rose to vice president of engineer-
ing and manufacturing before he
formed his own speaker company, Al-
lison Acoustics, in 1972. Another no-
table who started at AR was Winslow
Burhoe, who migrated to KLH and fi-
nally established his speaker com-
pany, Epicure Products. And, of
course, Kloss, Low, and Hofmann
founded KLH.

Villchur stayed on as head of AR
until mid-1967, when he found him-
self in a position to realize his earlier
ambition, that of devoting himself to
audio research without commercial
pressure. Accordingly, he left the
company and started the Foundation
for Hearing Aid Research, with which
he remains actively involved. There
is, incidentally, no basis for the rumor
that his interest in hearing aids was
inspired by his own disability. He left
the high fidelity field not because of
bad hearing, but because of good
memory—as a young man he had
promised himself a certain way of life,
and he was finally able to make good
on that promise. L J

Technical

Series
PROFESSIONAL
TEST RECORDS

CBS Laboratories Technical Series
Professional Test Records are unique,
high-precision tools designed to as-
sist audio and quality control engi-
neers and test and service techni-
cians in the rapid evaluation of audio
components, equipment and systems.
Each record has a complete series of
tests, which eliminates the need for
equipment, saves hours of time, and
makes it a productive tool in the lab-
oratory, on the production line, and in
field testing.

STR-100-Stereophonic Frequency Test Record—A general pur-
pose record for pickup and system evaluation. Recorded with a

constant velocity characteristic below 500 Hz and a constant
velocity characteristic above 500 Hz. $10.00

STR-101—Seven Steps to Better Listening—Through easy to
make tests and simple narrative, this test record for home use
will help you blend electronic components, room acoustics and
the characteristics of your own ears into a well-tuned system
for the enjoyment of all recorded sound. $6.98

STR-112-Square Wave, Tracking and Intermodulation Test
Record—Provides square wave modulation for a detailed study
of the tracking capabilities of stereophonic phonograph pickups.
$15.00

STR-120—Wide Range Pickup Response Test Record—With re-
sponse from 10 to 50,000 Hz, this record provides for the detec-
ton and elimination of low frequency arm resonance and system
raftles, and evaluation of pickup response at frequencies far
beyond the audible range where elusive distortion elements can
cause audible distortions. $15.00

STR-130-RIAA Frequency Response Test Record—Provides spot
and sweep frequency measurements for response testing and
calibration of professional and consumer record reproduction
equipment. $15.00

STR-140—RIAA Pink Noise Acoustical Test Record—By use of
bands of noise rather than pure tones, standing waves are mini-
mized, permitting the testing and adjustment of loudspeakers
in the room in which they will be used. $15.00

STR-151-Broadcast Test Record—Especially useful for the
broadcast engineer, audiophile or service technician seeking a
convenient signal source for the testing and adjustment of all
audio equipment. $15.00

STR-170-318 Microsecond Frequency Response Test Record—
Provides a convenient, easily equalized signal for all response
and separation measurements. $15.00

SQT-1100-Quadraphenic Test Record—For the calibration,
verification and adjustment of SQ® decoding equipment. $15.00

Check or money order must accompany your order.
No cash or C.0.D.'s, please.
Allow 60 days for delivery.

- s - T GE -Gl G G aGE =. l
HIGH FIDELITY
Music Listener’s Record Service |
Dept. HW
2160 Patterson Street, Cincinnati, Ohio 45214 |
Here's my check for § Please send ||
me, postpaid, the records I've circled below. l
STR-100 STR-101 STR-112
STR-120 STR-130 STR-140 1
STR-151 STR-170 SQT-1100 1
NAME l
ADDRESS ol Ll l
CiTy __STATE pild I
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Update on Ambience

The simulation of concert-hall acoustics seems to be oc-
cupying a good deal of the attention of the engineering tal-
ent in the high fidelity industry just now. Earlier (‘*‘News
and Views,” March) we reported on an ambience-gener-
ation device developed by Audio Pulse based on digital
technology. (By the time you read this, we understand, the
unit will have reached dealers.)

Applying digital technology in the grand manner, Acous-
tic Research has come up with a sixteen-channel time-de-
lay system designed to simulate the acoustics of large con-
cert halls. The system, which was demonstrated at the
Audio Engineering Society convention May 4-7, is oper-
ated under the control of a special-purpose computer that
sets the operating parameters according to a mathemati-
cal model of the hall to be simulated.

David Mcintosh and Robert Berkovitz, designers of the
unit, say there are three audible properties of concert-hall
acoustics: Reflections make a sound source more diffuse
and seemingly larger than it is and add a sense of space;
high frequencies become incoherent and make local-
ization of the source more difficult than otherwise; and the
sound decays gradually after the source has ceased. The
last effect can be easily recorded or simulated and re-
corded, but the first two depend on the specific timing of
the reflections in the particular hall and are harder to imi-
tate. AR reports that listeners to whom the delay system
has been demonstrated have found it very convincing, par-
ticularly when room lights are extinguished to eliminate
visual clues.

Undoctored Binaural Discs

Ironically, in view of last month’s “‘News and Views" item
on compression, two discs recorded without any signal
processing at all (other than the usual RIAA pre-emphasis)
have come to our attention. These—*Zgodava Plays [pi-
ano] Recifal Favorites” and “Musica Antiqua Enter-
tains’—were recorded and produced by Russell Borud, a
recording engineer well known in the Twin Cities.

Borud, who gives careful instructions for setting realistic
levels on the Zgodava disc, believes that music is often
played back too loudly. He also cautions against sacrificing
realism to excessive bass boost.

The recordings themselves are designed for binaural
(headphone) listening, and when they are heard that way
the effect is uncannily realistic. A reasonable degree of
stereo compatibility is retained, but, if you must listen to
these discs via loudspeakers, synthesized quad is the way
to ga. The sound produced in this way, while not strictly
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The system is at present experimental, with applications
in architectural acoustics, psychoacoustics, and other
studies—uses for which AR is contemplating making it
available. It is also expected that a simpler mechanism for
home use will be developed in the future.

Meanwhile . ..

In the realm of products that one can go out and buy,
Sound Concepts—Ilike AR, a Boston-area manufacturer—
has announced its Mode! SD-50, which is yet another time-
delay system designed for ambience simulation. It uses no
digital-processing techniques and is based on bucket-bri-
gade devices (see “News and Views,” June). The SD-50
uses a single delay that is adjustable to anything between
5 and 50 milliseconds in stereo or double that in mono.
The optimum delay, we have been informed, is one that
matches with the reverberation already recorded in the se-
lection. Also adjustable are the amount of signal recircu-
lated for additional **bounces’ and the rate at which high
frequencies are rolled off with each pass through the de-
lay.

The SD-50 is most convincing when the synthetic am-
bience is reproduced through an auxiliary set of loud-
speakers, but provision is made for routing ambience to
the main speakers along with the primary program mate-
rial. This feature also allows the unit to be used for en-
hanced headphone listening. (The device sells for $600—
only slightly higher than the present price of the Audio
Pulse simulator.)

CIRCLE 160 ON READER-SERVICE CARD
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“*accurate’ in the purist’s sense, is very nearly as convinc-
ing as the binaural sound.

The program material, incidentally, is excellent on both
albums: Richard Zgodava plays works by Ginastera, Gott-
schalk, Debussy, Liszt, and Moszkowski; the Musica An-
tigua contains works of Machaut, Isaac, Josquin, and
other early composers. The discs are available from Sound
Environment, 100 N. Sixth St., Minneapolis, Minn. 55403
for $7.00 each.

Universal Matrix Decoder
Uses Only Two Channels

Having heard how well binaural discs *‘decode” for syn-
thetic quad reproduction, we decided out of curiosity to try
a matrix four-channel disc on two-channel headphones.
Astonishingly, we liked what we heard. It is not quite the
same as listening to a real binaural disc, but it is awfully
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good and a major improvement over normal stereo via
phones.

But even more astonishing was a note we received from
Benjamin Bauer of the CBS Technology Center (who devel-
oped the SQ system) a few days later, suggesting that an
SQ disc heard binaurally would be fairly accurately de-
coded. Considering the source, the suggestion piqued our
interest, so we investigated the matter more closely. And it
does work! Even a surround-type disc was reproduced with
the instruments in about the same positions as when de-
coded in a more orthodox fashion and routed via loud-
speakers. Again, not perfect, but very good—and without
any logic.

A paper by Koshigoe and Takahashi of Sansui—QS discs
decode very nicely this way, too—establishes that at fre-
quencies up to about 1 kHz phase differences at the lis-
tener’'s ears give the primary clues for sound localization.
The paper, which was delivered at the Los Angeles Audio
Engineering Society convention in May, goes on to suggest
that the phase shifting used in QS encoding helps to pro-
vide such clues, other matrices succeeding to a lesser
extent. But whatever the explanation, the phenamenon
surely seems a boon for headphone freaks who may have
despaired at the lack of suitably recorded material.
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And By the Way . ..

® Angel Records has upgraded its recorded cassettes,
adding Dolby noise recuction and improved processing de-
veloped by Capijtol that increases available dynamic range
significantly. The new XDR series—for Expanded Dynamic
Range—promises up to 4 dB higher sound level, high fre-
quencies out to 15 Hz, and a sizable decrease in electrically
induced distortion. The initial release will consist of eleven
new performances and a demonstration tape.

® TDK Electronics Company has been granted a patent,
which lists Takateru Satou as the inventor, for.a cassette
tape windup control that prevents runoff and jamming, es-
pecially when the tape is switched from fast winding to a
play mode. The new development, using a series of ten-
sion arms and a spring, is incorporated in TDK's C-180
cassette, available in the D series only.

® Sony Corporation has found a way to prevent illegal
copying of recorded software issued via Betamax video-
cassettes. Prints produced with the new system will play
back just like any Betamax cassette but will produce an ab-
normal image if copied.

New receiver from Fisher

One of the new receivers in Fisher Corporation’s line is the RS-1050. Its
FM section has ladder-type filters in the IF section for high selectivity
and freedom from distortion. Other features include tape monitoring
and dubbing with two decks, a selector switch for three speaker pairs,
an output that can be used for either headphone listening or recording
on a third tape deck, and a stepped volume control calibrated in dB.
Power is rated at 60 watts (17.8 dBW) from 20 Hz to 20 kHz with 0.15%
distortion, mono FM sensitivity at 1.8 microvolts (10.3 dBf). The cost of
the RS-1050 is $499.95.
CIRCLE 155 ON READER-SERVICE CARD

Pioneer's newest Dolby deck

The Pioneer CT-F8282 is a front-loading two-motor Dolby cassette deck
with a twin-link design that holds it firmly in a vertical position. The sole-
noid-operated transport controls allow mode changes without going
through the stop control. The deck also has switching for “*memory
stop” and for ferrichrome, chrome, and ''standard’ tapes. Frequency
response is rated at 30 Hz to 15 kHz £ 3 dB with chrome tape, signal-
to-noise ratio (without Dolby) at more than 53 dB, and harmonic dis-
tortion at no more than 1.5%. The cost of the CT-F8282 is approxi-
mately $400.

CIRCLE 156 ON READER-SERVICE CARD
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Janszen markets ZVS-2

The ZVS-2 is the latest of Janszen's electrostatic loudspeakers. It uses
two bipolar tweeter elements whose front radiation is channeled
through a refraction lens system. The system crosses over at 1.5 kHz to
a 10-inch acoustic-suspension woofer and is provided with a balance
control. Janszen claims a frequency response of +3 dB from 45 Hz to
20 kHz and impedance of 8 ohms; overload protection is inherent. The
ZVS-2is said to combine increased efficiency (with ultra-low-mass dia-
phragms) and dispersion (via the lens) with a new aesthetic design. The
cost is $250.
CIRCLE 129 ON READER-SERVICE CARD

Empire’s latest, the 698

The Model 698 turntable is now available, according to Empire Scien-
tific Corporation. The tone-arm lift at the end of play is triggered by a
photoelectric cell—a new feature for Empire turntables—and cueing is
actuated by touch-sensitive controls. The turntable itself has a hys-
teresis synchronous motor and a suspension intended to minimize
acoustic feedback. Rumble is rated at -68 dB, ARLL; average wow and
flutter at 0.04%. The unit comes with a tempered-glass dust cover and
costs $400.
CIRCLE 157 ON FEADER-SERVICE CARD

Pickering adds to XV-15 series

The XV-15/625E is the latest addition to Pickering's cartridge line and
is designed for a high level of performance at a modest price. Pickering
says the XV-15/625E, which has an elliptical stylus tip, is able to track
at as low as % gram with unusually flat response from 10 Hz to 25 kHz. <
Suggested price is $59.95.
CIRCLE 158 ON READER-SERVICE CARD ’

Bigston's Dolby cassette deck

Bigston Corporation has introduced the BSD-300, a front-loading cas-
sette deck with Dolby noise reduction. Features include cue and review,
mike mixing, and a two-position tape selector. The BSD-300 has auto-
matic rewind and eject, as well as automatic shutoff. The manufacturer
rates wow and flutter at 0.12% (weighted RMS) and signal-to-noise ratio
(with Dolby) at 55 dB. The deck sells for less than $170.

CIRCLE 159 ON READER-SERVICE CARD

3A’s Andante servo speakers

The new 3A Andante series of loudspeakers includes 3A's exclusive
Acoustic Pressure Feedback system (APF), which integrates a 21-
dBW (125-watt) servo ampilifier into the speaker enclosure. The use of
feedback is claimed to correct frequency response and to lower distor-
tion. The top of the Andante line is the Master Control, with a 10-inch
woofer, 2-inch dome midrange, and flat ribbon tweeter. Rated response
is + 3dB from 25 Hz to 45 kHz. Maximum continuous power handling is
17.8 dBW (60 watts). The price is $729.95. Model 60 and Model 40 in
the line cost $569.95 and $449.95, respectively.
CIRCLE 130 ON READER-SERVICE CARD
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HiFi-Crostic No. 15

by William Petersen

INPUT

. Tone property deter-
mined by the Herz

. German professorof phi-
lology and theology who
also wrote extensively
aboutmusic(1588-1638)

. Swedish composer,
founder of music Insti-
tute In Stockholm (1799-
1868)

. Devotees ot "wallpaper”
music (slang)

. English composer (1874-
1934): The Planets

With Words O. and P,
an opera by Gluck (Fr.)

G. With Word X,, a Russian-
American violinist

H. English concen series

German for “cock’s walk.”
formerly the name given
to a passacaglia

Piano player (2 wds.;
British slang)

K. After The and with Words
M. and Z.. an opera by
Prokofiev (2 wds.)

r

Unit of Wagnerian com-
position (Ger.)

M. See Word K.

z

. Name given to Mozan's
Symphony in D, K. 385,
and Serenade in D, K
250

O. See Word F.
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156 83 94

80

a5 23 158

T

135

119 63

178

64 B2 42
17 176

128 69 161

57 144 113

3 152

104 151 47

a7

84 127 137

INPUT

P

Q

W.

XX.

YY.

2z

See Word F.

In progress

Choral conductor Gragg

American musicologist,
specialist on the Renais-
sance (b. 1900)

Englishcomposer(1872-
1958): A London Sym-
phony (2 wds.)

An acknowledgement of
debt

Songs. especially char-
acteristic ot medieval
France

American planist (b.
1918): at 17 was sobist
in American premiere of
Shostakovich's Concer-
to No. 1

. See Word G.

. Name of a choirbcok,

the largest and most im-
portant source of 16th
century Scottish music;
Scottish hotbread

. See Word K.

First three notes of the
Guidonian  hexachord,
used to denote a type of
Renaissance music

After From the, subiitle
of Dvorék's Op. 95 (2
wds.)

New Orleans rock sing-
er/manist: “The Fat Man,
Blueberry Hill

Solution to tast month’s MIFI-Crostic appears on page 8.
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DIRECTIONS

To solve these puzzies—and they
aren't as tough as they first seem —
supply as many of the Qutput words
as you can in the numbered dashes
following the Input. Unless otherwise
specified in the Input, the Output con-
sists of one English word. “Comp.”
means compound. or hyphenated,
word.

Transfer each letter to the square
in the diagram that bears the corre-
sponding namber. After only a few
correct guesses you should begin to
see words and phrases emerging in
the diagram, which when filled in wilt
contain a quotation related 0 music.
recordings, or audio.

The words in the quotation are
separated by darkened squares and
do not necessarily end at the end of
a row.

Try to guess at these words and
transfer each newly decoded letter
back to its appropriate dash in the
Output. This will supply you with
further clues

A final clue: The source of the
quotation — the author and his work
—will be spelied out by the first letters
in the Output, reading down.

The answer to HIFi-Crostic No.15
will appear in next month's issue of
High Fidelity.

157 146 100 5 39 72
177 61 125

T
78 160 62
59 165 77 68
74 26 2 36 46 133
123 110 179 55 16 102
T
22 9
T8 1
131 168 25
105 7 71
92 115 18 141 34
56 44 175 109
108 90 8 31 66 142
35 20 50 40
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Coming Soon in a New Edition

RECORDS
IN REVIEW

1976 EDITION

The Twenty-first annual collection of record reviews from High Fidelity
Publication Date: August 2

CoMPREHENSIVE—Includes a compilation of rec-
ord reviews of classical and semiclassical music
from the pages of High Fidelity. The sturdy,
hard-cover book reviews all types of music—
vocal, orchestral, chamber and solo—from all
periods—medieval to contemporary—and in-
cludes all formats—discs, open-reel tape, car-
tridges, and cassettes in both stereo and quad-
riphonic editions.

AuTHORITATIVE—High Fidelity’s reviewing staff
includes today’s most knowledgeable and
noted critics: Royal S. Brown, Abram Chipman,
R. D. Darrell, Peter G. Davis, Shirley Fleming,
Alfred Frankenstein, Kenneth Furie, Clifford F.
Gilmore, Harris Goldsmith, David Hamilton,
Dale S. Harris, Philip Hart, Paul Henry Lang,
Robert C. Marsh, Robert P. Morgan, Andrew
Porter, Conrad L. Osborne, John Rockwell, and
Susan T. Sommer. They discuss the composi-
tion, performance, and sonic quality of each
recording and compare it with earlier releases
and legendary performances.

CONVENIENT—Reviews are arranged alphabeti-
cally by composer. In the case of frequently re-
corded composers, reviews are further divided
into categories such as Chamber Music, Vocal

Music, etc. Moreover, there’s a special section
on Recitals and Miscellany and a complete
Artists’ Index of all performers whose record-
ings were reviewed during the year, as well as
those mentioned only in the text.

With so many records being issued each year,
you need a reliable source of information. What
better source than reviews from this book,
which has been called *‘a bible for record col-
lectors!”” Order your copy now by filling in and
returning the coupon below.

(Allow 60 days for delivery)

Wyeth Press, State Road, Great Barrington, MA 01230

Please send the following copies of Records in Review:
(] 21st Annual @ $14.95 postpaid

in Review

where applicable. (Sorry—we cannot invoice!)
Name |
Address - ==
City

State Zip

HiGH FIDELITY MAGAZINE

[] Please enter my standing order for all future editions of Records

[ I enclose payment (Check or Money Order only). Add sales tax



Preparation supervised by

Robert Long and Harold A. Rodgers
Laboratory data (unless otherwise noted)
supplied by CBS Technology Center
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DOLBY REC. CAL.

COUNTER

— DOLBY PLAY CAL.

RLE —— PLAY LEVEL
The Elegant e AC PONER
@———— HEADPHONES
Harman-Kardon ! Y
REWIND —1 _l ST0P LI_PAUSE L '—MEMORY DOLB
FAST WIND
H K-2000 MPX FILTgfl:PE -

The Equipment: Harman-Kardon HK-2000, a top-loading
Dolby cassette deck, in brushed-metal case. Dimensions:
15 by 10% by 4% inches; clearance for interconnect cables
required at back. Price: $399.95. Warranty: *'limited,” one
year parts and labor. Manufacturer: Harman-Kardon, 55
Ames Court, Plainview, N.Y. 11803.

Comment: It is gratifying when the appearance of a piece
of equipment informs the user unequivocally what it is
meant to do and how it operates. This is not an easy thing
to accomplish for a component of more than minimal com:
plexity, and in a cassette deck—with which one might be
recording live—the speed with which a desired response
can be achieved may be of the essence. The HK-2000 com-
bines this type of truly functional design with both attrac-
tive cosmetics and solid performance.

The transport controls are of a modified ‘‘piano-key'’
type with gentle spring loading for PAUSE, STOP, and EJECT,
and stiffer loading for the other functions. This furthers
the functionality of the design while providing an unusu-
ally attractive ‘'feel’” to the controls. Their arrangement
and interaction insure that no erroneous combinations will
produce disastrous results. Pressing RECORD after pPLAY
has been engaged brings the transport to a halt. Pressing
RECORD alone allows presetting of levels without engaging
the transport. Recording is initiated by pressing PLAY while
RECORD is held down. Access to the heads for cleaning and
degaussing is very convenient, involving only the removal
of a plastic strip at the front edge of the cassette well.

The pause requires an audibly long fraction of a second
to come up to speed, so that some '‘wowing in'’ can be dis-
cerned if you attempt to use it (for example, in tape dub
bing) to edit music in midnote. Though the pauses on
some other decks are faster acting, this can hardly be con-
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MIC. INPUTS LEVEL

sidered a serious fault in the HK-2000, since this kind of
editing is seldom if ever required in normal cassette-deck
use and more normal applications of the pause are well ex-
ecuted.

The toggle switches that control the electronics make it
delightfully plain which functions are engaged and which
are not. The most problematic feature of the controls is
that the knobs on the sliding potentiometers that set
recording and playback levels are just a bit too far apart to
allow easy adjustment of both channels with a single fin-
ger. Add to this the fact that these pots do not track quite
perfectly (though no less so than we have become used to
with this type of controf) and have different amounts of
mechanical resistance as they are moved along, and it be-
ccmes clear that fades are not the easiest stunts to pull
off. But with care they can be managed.

The meters are of the peak-reading type, supplemented
by a peak light meant to catch transients too short to over-
come the inertia of the meters’ pointers. The meters are
calibrated so that their 0-VU indication measures 3 dB be-
low the DIN standard's O VU in the lab’s tests.

Lab data were taken with two tapes suggested by Har-
man-Kardon: Maxell UDXL ferric for the Low-NOISE position
of the tape switch and Memorex CrO, for the CHROME posi-

REPORT POLICY Equipment reports are based on laboratory measurements
ang controlied istening tests. Uniess otherwise noted. test data and measurements are
obtained by CBS Technology Center, Stamford. Connecticut, a division of Columbtya Broad-
casting System, Inc.. one of the naton's leading research organizatons. The choice of
equipment 1o be tested rests with the editors of HIGH FIDELUITY. Manufacturers are not
permiited 1o read reperts in advance of publication, and no report, or portion thereof
may be reproduced for any purpose or in any form without written permission of the
publisher. All reports <hould be corstrued as applying to the specific sampies tested.
nedher HIGH FIDELITY nor CBS Technology Center assumes responsibiity for product
performance or quaity
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tion. In addition, we tried the deck with such tapes as TDK
SA (using CHROME) and Audua (using LOW-NOISE) with ex-
cellent results.

The record/playback response curves are up to what we
have come to expect in this price range—except response
in the deep bass is exceptional. With ferric tape the high
end remains within 3 dB of flat up to 14 kHz; with chrome
tape it is within 2 dB to 14 kHz. Noise, measured with the
CBS weighting curve, is 50%2 dB below DIN 0 VU, and the
Dolby circuit reduces this by about the expected 9 to 10 dB
from 3 kHz up. Harmonic distortion, measured by the new
technique (see box), remains below 1%. Comparison of the
unweighted data with past reports will show that this is an
exceptionally quiet cassette deck. Worst-case flutter is a
mere 0.06%.

The mike inputs of the HK-2000 are paired phone jacks
on the top panel and accept low-impedance mikes. Mike
and line inputs can be mixed. Mike levels are adjusted at a
pair of rotary pots (making simultaneous fades in both
channels essentially a two-hand operation), and the level
of the sum of the mike and line inputs is controlled by the
recording sliders. Thus a fade from pure line input to pure
mike input cannot be managed unless there is some exter-
nal control over the line level, and even then the operator
would need a nonstandard number of hands. Where fades
are not contemplated, however, the system should prove
eminently satisfactory.

The Dolby-alignment controls are unusual in being ac-
cessible on the front panel. They include a spring-loaded
button that feeds a test tone from the built-in generator to
the tape for recording-level adjustment, the screwdriver
controls for this purpose, and (most unusual of all) similar
controls to align playback levels as well.

The back panel contains three unusual features. One is
a screwdriver adjustment that allows the running speed of
the tape to be varied between -14.3 and +22.5%. This
control, rare in cassette decks, is useful for playing (live)
along with prerecorded material. But one caveat: It is diffi-
cult to return to the normal speed once the factory setting
has been altered unless you have first acquired a test tape.
The second feature is a switchable subsonic filter (espe-
cially useful, since with its extended low-frequency re-
sponse the unit could easily be overloaded by severe
rumble or even by disc warps). The third is dual (high- and
low-sensitivity) line inputs, often helpful in matching the
deck to the particular line levels of your system.

In our use tests, we found that it was no trick at all to
make dubs that sounded indistinguishable from the origi-
nal discs. The meters and peak indicator are easy to inter-
pret, and the logic of the controls is plain—which may ac-
count for our making fewer errors than we usually do.
Given its excellent performance and extra features—in-
cluding provision for speed variation, easy Dolby calibra-
tion, and a subsonic filter—the Harman-Kardon HK-2000
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justifies its claim of being a “‘professional’” cassette deck.
(The overly simplified instruction manual, incidentally,
does not.) In sum, this looks like a cassette deck with
which it would be hard to go wrong.

CIRCLE 131 ON READER-SERVICE CARD
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Harman-Kardon HK-2000 Additional Data
Speed accuracy 0.30% fast at 105 VAC
set exact at 120 VAC
0.16% slow at 127 VAC
Wow and flutter playback: 0.05%
record/play: 0.06%
Rewind time (C-60 cassette) 89 sec.
Fast-forward time (same cassette) 89 sec.
S/N ratio, CBS weighted (re 0 VU, Dolby off)
playback L ch: 54 dB R ch: 54 dB
record/play L ch: 50% dB R ch: 50% dB
S/N ratlo, unweighted (re 0 VU, Dolby off)
playback L ch: 56 dB R ch: 57 dB
record/play L ch: 54 dB R ch: 55 dB
Erasure (333 Hz at normal level) 64 dB
Crosstalk (at 333 Hz)
record left, play right 46% dB
record right, play left 43% dB
Sensitivity (re DIN 0 VU)
line (high) L ch: 350 mV R ch: 380 mV
line (low) L ch: 50 mV R ch: 55 mV
mike input L ch: 0.24 mV R ch: 0.24 mV
Meter action (re DIN 0 VU)
L ch: 3 dB high R ch: 3 dB high
IM distortion (record/play, ~10 VU)
L ch: 8.0% R ch: 7.0%
Maximum output (re DIN 0 VU)
L ch: 240 V Rch: 245V
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BIAS ADJUST —

TAPE COUNTERS

Dokorder’s
“Home-Studio”
Model 1140 Deck

AC POWER
REEL SIZE
TAPE SPEED

The Equipment: Dokorder 1140, a two-speed (15 and 7%
ips) stereo/quad quarter-track open-reel tape deck with
muiti-sync and NAB reel capacity, in wood case. Dimen-
sions: 17 by 16 inches (base), 20%2 inches high; approx. 1
inch clearance required in back for NAB reels and inter-
connect cables, 2%z inches at each side for NAB reels.
Price: $1,199.95. Warranty: “limited,” two years parts,
one year labor; cosmetic parts excepted; shipping not in-
cluded. Manufacturer: Denki Onkyo Co., Ltd., Japan; U.S.
distributor: Dokorder, Inc., 5430 Rosecrans Ave., Lawn-
dale, Calif. 90260.

Comment: First you look at the deck. Wow—all those
switches and knobs and meters and things! Then you open
the manual. It begins, *“Nobody likes to read these man-
uals (nobody likes to write them either), but they're impor-
tant.” Frankly we were, if anything, more impressed by the
latter than by the former. Not that those switches and
knobs don’t do things that are worth doing; they do. But so
does the manual—particularly on such a complex product
—and to find it written not only intelligibly, but with humor
and with compassion for the bewildered new owner is a joy
indeed. It also happens to be exceptionally informative.
The upper section of the deck—a sort of electronics
penthouse overhanging the transport—has pin inputs for
the line connections at the back, four phone-jack mike in-
puts in a well at the right end, and a pair (front and back)
of stereo headphone jacks at the left end. The four meters
(which, curiously, are calibrated for a O VU indication at
signal levels about 6 dB below the Ampex standard) are of
the averaging (‘“'true VU"') type and are backstopped by a
peak indicator for each channel, lighting at +8 VU, ac-
cording to the manual. The four monitor buttons (one for
each channel, needed for multi-sync) control both signal
output and metering. You cannot, for example, listen to
the output from the tape (the level of which is varied, both
to the line connections and to the meters, by the playback-
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level control) while metering the source input. For this rea-
son we prefer separate meter and signal switching on a
deck of this sort, but few manufacturers seem to agree
with us. The mode switch either activates all four channels
or, when switched to 2-CH, disables the back ones—in both
recording and playback.

The most interesting and unusual feature of the elec-
tronics package, however, is the test generator, which pro-
duces pink noise. In the past we have occasionally exam-
ined recorders with sine-wave generators intended for bias
adjustment. They are a help, but essentially they leave in
doubt the behavior of the tape/bias combination at all fre-
quencies except that produced by the generator. Since the
pink noise, in effect, contains all frequencies, it is a better
solution to the problem of adjusting the deck to tapes
other than those for which it is factory-set.

One position of the bias switch on the transport does de-
liver factory-set bias; the other position switches in the
bias adjustments just behind it, which are normally pro-
tected from inadvertent misadjustment by a plastic cover.
To use these controls, you turn on the test generator
(which automatically switches the meters to an extra-
damped mode so that they respond more stably to the
pink noise, but not without some wandering) and record
this signal. By monitoring playback on the meters (we
found listening helps, too, since overbiasing yields audible
“dulling’ of the noise) you can adjust for maximum out-
put.

The electronics package also has an equalization switch
marked NORMAL/SPECIAL. The lab tested the deck (using
the fixed bias) with Scotch 212 and the NORMAL position,
Maxell UD-35 and the sPECIAL position of this switch. In ad-
dition we experimented with TDK Audua, the SPECIAL posi-
tion, and the variable bias. At the first try, using meters
alone, we set the bias somewhat higher than the fixed set-
ting but found we had overdone it; ultra-highs were a little
wanting in the sound. When we redid the bias using the
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meters plus aural monitoring, the resultant settings were a
little closer to the fixed bias and the sound was audibly im-
proved.

The multi-sync feature also is one that (naturally) we
spent a good deal of time playing around with. The four
buttons, one for each channel, just beyond the head cover
switch the playback function from the playback head to
the recording head so that you can listen to previously re-
corded tracks in perfect sync with whatever you're simulta-
neously recording on the tape. (This is what Ampex calls
Sel-Sync; other manufacturers have other names.) To get
the right combination of play and record functions for
each channel you must use three sets of buttons: those for
MULTI-SYNC, RECORDING-READY (which prevent recording in
any track for which they are switched off), and MONITOR.
This can be rather confusing since all twelve buttons must
be examined (not just glanced at) to make sure which posi-
tion each is in. We would have preferred the unequivocal
visibility of lever, toggle, or slide switches for these func-
tions.

The counter and memory system is one we have come
across only in Dokorder products. There are two four-digit
counters, one whose tally rises as the tape is being re-
corded (or played), one whose tally lowers. When you are at
the beginning of a passage you want to "*mark,” you set
the first counter to 0000; when you come to the end, you
do likewise with the second. The memory system (which
operates only in playback—an intelligent hedge against
misadventure while you're recording) can be switched off,
set for automatic stop, or made to repeat indefinitely. |f
you rewind in AUTO-STOP, the machine will search for the
0000 setting on the upward counter, then stop the tape

white it waits for the next command; in REPEAT it will auto-
matically begin playing the tape at this point. In either
mode it will stop playback when the downward counter
reaches 0000 and rewind to 0000 on the upward counter
once again. Quite nifty for instant playback, studying cer-
tain passages (say, to make sure you've made the best
possible edit), or rehearsing difficult multi-sync overdubs
in advance of recording them.

The pPAUSE has two advantages: It allows startups (in ei-
ther recording or playback) that are considerably quicker
and more noise-free than those available via the sTop and
PLAY buttons alone, and it allows you to keep the unit in
recording for stop-and-start work, where it's easy to miss
the recording button now and then when you start up.
Even the PAUSE leaves a slight glitch on the tape and is
therefore a hair less self-effacing than those on typical cas-
sette decks, but it's far better in this respect than the
start/stop action on most open-ree!l equipment,

The CUE, too, offers a significant advantage over some
decks in this class. It is simply a tape-lifter defeat that al-
lows you to hear what's on the tape while you’re manually
cueing it for splicing. On some decks you have to fight the
transport mechanism to do this—if you can at all.

The playback and record/ play response of the 1140 as
measured at CBS is certainly good, though not excep-
tional. Considering that the record/play data show some
loss in the deep bass at 15 ips (which is usual) but less loss
in the high treble at 7Y%, without any marked difference be-
tween the two speeds in terms of distortion, we would tend
to choose the lower speed (which, in addition, cuts tape
costs in half) for most work. We might have preferred 3%
ips, rather than 15, as the second speed. Most multi-sync

Noise and Distortion—Our New Approach

Engineers often refer to conventional total harmonic distor-
tion measurements as “total garbage’ because that's just
what they express: everything except the desired signal, in-
cluding noise as well as distortion. The usefulness of such fig-
ures varies with the subject at hand. In measuring tape equip-
ment, where noise is inherently high, classical THD figures say
relatively little about distortion as such. It has always been
paradoxical that tape recorders in which no distortion could
be heard had THD figures that would indicate audible distor-
tion. Beginning in this issue’s reports on tape equipment, dis-
tortion is measured by means of spectrum analysis, a tech-
nique that identifies the individual harmonics and distin-
guishes them from the noise. Tape recording by its nature
produces distortion that is characterized by the unwanted
introduction of the third harmonic—three times the fundamen-
tal tone’s frequency—into whatever signal is used. Hence, with
the new distortion-only technique, it can generally be assumed
that in the lab’s THD results it is third-order harmonic distor-
tion that predominates. Naturally, with the noise contribution
removed, the THD measurements are much lower and cannot
be compared with conventional ‘‘total garbage’ harmonic-
distortion numbers.

As to the noise itself, we have for years printed "un-
weighted’’ figures, which represent a straight measure of ab-
solute noise with no attempt to “tailor’ it to the audibility of
the noise. “Weighting"' is a method that purports to represent

audible rather than absolute noise. Such schemes have existed
for years, but none appeared satisfactory for full-audio-band
measurements. (The CBS ARLL curve for rumble figures and
similar weighting systems address themselves only to the
bass.) Without weighting, hiss at the extreme top of the audio
range (where it is highest in absolute level) and AC hum at 60
Hz have as much influence on the measurement as noise at,
say, 2 kHz. Yet the ear is far more sensitive to the latter than it
is to either of the former, particularly at the extremely low lev-
els to which noise has been driven in modern componentry.
What we needed was a new weighting system that would truly
represent the audibility of the noise with normal hearing and
at normal playback fevels.

CBS Technology Center, after a thorough study of the
available data on noise audibility (literature to which the lab
itself has made valuable contributions), has come to the con-
clusion that—at last—there is sufficient consensus on the
characteristics of fow-leyel-noise audibility that a weighting
curve can be derived from it with confidence. That CBS weight-
ing is being used in this month's reports for the first time. it is
coincidental that the weighted and unweighted figures are as
close as they are, for there is no necessary correlation between
them. For the time being, to preserve comparability with ear-
lier reports, both figures will be given. However, for greater ac-
curacy in comparing the audible noise in tape equipment, the
new figures should be used.
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users (which, to a large extent, is what the 1140 is all
about) probably would disagree on this point. Speed accu-
racy and stability are very fine indeed, and distortion is
very low. Back-channel performance generally matches
that of the front channels very closely; for simplicity and
clarity we have shown only the front-channel aata except
where that for the back channels differs materially.

Alltold, this is the most impressive Dokorder we have yet
tested. Its construction and finish seem markedly better,
its performance finer, and its multiple capabilities—always
dazzling in their variety for any given price class on decks
from this company—somewhat better thought-out in their
interrelationships. Whether these capabilities are exactly
the ones any individual user may need is a question that
must—as always—be left to the user; but a wide spectrum
of potential buyers owe it to themselves to consider the
1140 carefully. It has a great deal going for it. Incidentally,
it is delivered with an empty NAB reel, a pair of NAB reel
adapters, and the usual patch cords; a remote transport
control—which we did not test—is an optional extra that
plugs into the front of the unit's base, and rack-mounting
adapters are available.

CIRCLE 132 ON READER-SERVICE CARD

Dokorder 1140 Additional Data

Speed accuracy

15 ips 0.05% slow at
105, 120, & 127 VAC
7% ips 0.13% slow at

105, 120, & 127 VAC

Wow and flutter (ANSI weighted)

15 ips playback: 0.04%
record/play: 0.05%
7%z ips playback: 0.04%
record/play: 0.06%
Rewind time, 7-in., 1,800-ft. reel 90 sec.
Fast-forward time, same reel 90 sec.

S/N ratio (re Ampex 0 VU, CBS weighted)
playback L ch: 56 dB R ch: 53 dB
record/play L ch: 51% dB R ch: 49% dB

S/N ratio (re Ampex 0 VU, unwelghted)

playback L ch: 56% dB R ch: 56 dB

record/play L ch: 53 dB R ch: 52 dB
Erasure (400 Hz at normal level) 73 dB
Crosstalk (at 400 Hz) 60 dB
Sensitivity (re Ampex 0 VU)

line input L ch: 60 mV R ch: 68 mV

mike input L ch: 0.22 mv R ch: 0.25 mv

Meter action (re Ampex 0 VU)
front channels L ch: 6 dB high
back channels L ch: 5% dB high

R ch: 6%2 dB high
R ch: 5% dB high

IM distortion (record/play, ~10 VU)

15 Ips L ch: 0.13% R ch: 0.12%
7%2 ips L ch: 0.13% R ch: 0.12%

Maximum output (line, Ampex 0 VU)
Lch: 140V R ch: 1.60 V
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Nakamichi’s Unique

46

and Fascinating 600

The Equipment: Nakamichi 600, a stereo cassette deck
with IM Suppressor and Dolby noise reduction, in metal
case. Price: $500. Warranty: “'limited,” one year on parts
and labor, two years on parts for all but heads and drive
assembly; shipping not included. Manufacturer: Naka-
michi Research, Japan; U.S. distributor: Nakamichi Re-
search (U.S.A.), Inc., 220 Westbury Ave., Carle Place, N.Y.
11514,

Comment: We use the word ‘‘unique’’ in our headline on
two grounds. First, this is not a typical cassette deck de-
signed to do its thing in just any old system (though it can
be used that way); second, in addition to several unusual
features it has one (the IM Suppressor circuit) that is intro-
duced here for the first time. Nakamichi—never a com-
pany to shun innovation—has done it again.

The 600 was conceived to work in conjunction with the
Nakamichi 610 preamplifier (not reviewed here) to.deliver
an astonishing variety of functions far beyond those of a
typical home cassette deck. The functions (such as input
mixing) that are pre-empted by the preamp are therefore
absent from the 600; but it is a basic, high-quality deck
(and then some) that you can integrate into a system that
does not include the 610 preamp. It is in such a system
that we used the 600, and this report is written on that
basis.

The recording level controls consist of a pair of channel-
balance knobs plus a master fader (a system we like be-
cause it allows you to preadjust and then forget channel
balances, using the single ReC LEVEL knob for fades). There
is a single output control (no channel-balance adjustment
here) that does not influence ptayback metering (so you
don’t need to align the meters with a standard playback
tape before making Dolby or similar adjustments). On the
back there are only line connections (both pin and DIN), of
course, but there also is a block-schematic that will remind
you how the unit works even if you've misplaced the man-
ual—a nice idea adapted from some professional equip-
ment.

The transport controls are similar to those in the Naka-
michi 500 and 550. When you are recording or playing
tapes you must press sTop before going to the fast-wind
modes. The stop key doubles as an eject key, ejecting the
cassette only when the transport has been stopped. These
features, though they may seem a little cumbersome if

REWIND

STOP/EJECT —I

L REC. LEVEL
LEVEL CHANNEL BAL. (REC.)

you're used to fast-wind without the interlock or a separate
eject key, are sensible, gentle on the tape, and practical, in
our opinion. On this model (unlike other Nakamichis) you
can make unattended recordings with an inexpensive
timer. With the power off, you set up for recording (or play-
back, if you want to use the 600 as an alarm clock) and
pause. A few seconds after the timer turns on the AC, the
pause releases by itself. (Incidentally, this design causes
the stop key to release the pause key as well.)

Even more important are the front-panel adjustments.
Screwdriver pots protected by tiny plastic caps (which are
easily lost, so watch it) are provided for individual settings,
in each channel, of bias, Dolby recording level, and IM-
Suppressor action; and each of these sets of adjustments
is repeated for two different tapes (essentially, ferric and
chrome). Dolby recording controls have been standard on
Nakamichi decks (and are making a gradual reappearance
at the high ends of other brands). They allow you to tune
Dolby action to the sensitivity of the tape in use. The bias
adjustments allow use of tapes significantly different from
those for which the 600 is preadjusted, but most users
would be well advised to leave this—and certainly the IM-
Suppressor adjustment—to a competent service tech-
nician.

The action of the IM Suppressor is broader than its
name implies. Both harmonic and intermodulation distor-
tion arise from nonlinearity in the recording characteristic
as the tape approaches saturation. The Suppressor oper-
ates only in playback (where it can be more effective than
“predistortion’” of the input waveform to compensate for
the anticipated nonlinearity) and almost exclusively at lev-
els higher than those encountered with tapes recorded
*‘correctly’’ on other equipment. Its primary use, there-
fore, is as an alternative to a limiter for tapes to be played
on the 600. And it works. Though CBS Technology Center
could find no significant change in distortion or response
at ““normal’ levels with the IM Suppressor on, at 0 VU
(DIN—a level about 2 dB above that indicated, at Dolby
level, on the meters) the Suppressor cuts THD from 1.4 to
0.63% with a 400-Hz test signal. Raising the level in-
creases distortion rapidly with the Suppressor off, slowly
with it on. The 3% distortion point (reached at a little over
+2 VU without the Suppressor) is thus pushed up to
about + 4'2 VU—very close to the levels represented by
the +7 to which the top of the Nakamichi meters is cali-
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brated. In other words, the lab confirms that the IM Sup-
pressor adds several dB to the effective headroom of the
deck. Incidentally, the peak-reading meters read not only
to +7 at the top, but (like other models in the line
recently) to -40 at the bottom.

The equalization switch is marked in actual time con-
stants (120 and 70 microseconds) instead of the usual
FERRIC and CHROME. One reason for this is that the
‘‘chrome’ tape for which the 600 is preadjusted is not a
chrome formulation at all—it’s Nakamichi SX, a ferricobalt
that is interchangeable with TDK SA. (See the tape reports
in this issue.) Hence the chrome bias setting is marked SX.
Similarly, the ferric setting is marked EX. The latter is
preadjusted for Nakamichi EX I1, which is interchangeable
with Maxell UDXL. SX and EX Il are the tapes used by CBS
for the lab tests. Other tapes to which the 600 provides an
excellent match are Nakamichi EX, Maxell UD, Fuji FX, and
TDK Audua. The owner's manual—which is top-notch—
spells out all this in no uncertain terms. We have also used
Scotch Master with the 120/EX settings and various
chrome tapes with the 70/SX settings, to good effect.
Other ferrics generally are wanting in high-end response
(particularly with Dolby) unless the unit is readjusted for
them.

The lab data show the 600 to be a really fine machine.
The response curves are astonishing for a deck with a com-
bination record/play head since they penetrate into terri.
tory that has been almost owned by monitor-head ma-
chines like Nakamichi's own 1000. This is one deck in
which the usual undefeatable Dolby multiplex filter to sup-
press any 19-kHz pilot in the signal would measurably
have compromised performance. Distortion, noise, wow,
and so on, all are excellent. The drive speed, while unaf-
fected by line voltage, is a little farther from exact (a hair
over 1% fast) than we would expect on a deck of this class,
but it should bother only the most fastidious of users.
What does not show in the lab data is the excellent phase
linearity (which few other cassette decks seem even to
strive for), required by the IM Suppressor but paying off as
well-defined transients.

And the 600 most certainly is handsome—despite two
significant shortcomings of its cosmetics. First, Nakamichi
has put no dust-resistant lid on the cassette well. This
makes for easy access to the heads (for cleaning, etc.) but
requires that you use the supplied smoked dust cover to
keep foreign matter out of the well—a nuisance that might
easily have been forestalled. We would rather have to dust
the whole front panel than search for a place to set the
cover each time we use the unit. Second, the small black
buttons are so designed and placed that when one is in
perfect position for using the deck—whose angled face in
every other respect represents excellent human engineer-
ing—it is impossible to tell whether the buttons are in or

3.0
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out. Toggle switches, or something similar, would be a big
improvement.

In so attractive, original, and capable a design, however,
any misjudgments of this sort are easily put up with. This
deck’s manifest advantages are impressive indeed.

CIRCLE 133 ON READER-SERVICE CARD
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Nakamichi 600 Additional Data

1.16% fast at
105, 120, & 127 VAC

Speed accuracy

Wow and flutter playback: 0.04%

record/play: 0.06%

Rewind time (C-60 cassette) 112 sec.

Fast-forward time (same cassette) 110 sec.

S/N ratio (re 0 VU, Oolby off, CBS weighted)
playback L ch: 52 dB R ch: 52% dB
record/play L ch: 49 dB R ch: 49 dB

S/N ratlo (re 0 VU, Dolby off, unweighted)
playback L ch: 50 dB R ch: 50" dB
record/play L ch: 48%: dB R ch: 49} dB
Erasure (333 Hz at normal level) 71 dB
Crosstalk (at 333 Hz)
record left, play right
record right, play weft

45 dB
43 dB

Sensitivity (re DIN 0 VU)
line input L ch: 88 mV R ch: 93 mVv
Meter action (re DIN 0 VU)

L ch: 2 dB high R ch: 2% dB high

IM distortion (recorc/piay, =10 VU)

L ch: 2.8% R ch: 2.3%
Maximum output (re DIN 0 VU)
L ch: 760 mv R ch: 820 mVv
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SINCE OUR LAST REPORTS on cassette tapes (in 1973),
many new formulations have come onto the market
and our ideas on the subject of tape testing have
changed somewhat. So a new round of testing
seemed in order. We decided to test only national-
brand premium C-90 tapes (top formulations from
any given company and in any given class) and only
types that had appeared on the market since our last
evaluation. Our list came to twenty-four tapes. One
soon dropped out because we could get samples nei-
ther from the company nor at retail—meaning, pre-
sumably. that it was not as "national” as we had at
first supposed. The field was narrowed further when
we discovered that two tapes were not available in
C-90 format. (See note at end of “Ferrichrome
C-90 Tapes.")

We changed from the C-60 standard of 1973 to C-90
because that's what you appear to buy most of; all
the companies we have queried on this point agree
that C-90 is by far the tnost popular length. This was
somewhat discouraging news. Though a C-90 will
hold most of the major works in the symphonic rep-
ertoire, uninterrupted, on one side—and do so at a
lower cost per listening hour than the shorter
lengths—its thinner tape exacts a price in technical
performance. Print-through tends to be higher, satu-
ration levels lower, sensitivity—particularly at low
frequencies—poorer. Not by much, perhaps; but we
felt it unfair to use C-60s for data you might be using
to choose between C-90 brands.

An important change in the test procedure (at CBS
Technology Center) is in the matter of biasing and
equalization. As before, we used a Nakamichi 1000,
whose separate playback head—in addition to offer-
ing extreme frequency bandwidth—makes possible
the Maximum Recorded Level (overload) curves
shown in the graphs. In 1973 the 1000’s tape switch-

Tests of Twenty-One
Premium G-90
Gassettes

ing allowed for low-noise ferric tapes (specifically,
Maxell UD) with the standard ferric (120-micro-
second) equalization, and chromium dioxide (TDK’s
was the “tape of record”) with chrome (70-micro-
second) equalization. The tapes introduced since
then have caused Nakamichi to change its reference
tapes. Maxell's UDXL, like UD, requires a bias about
15% higher than that "preferred” by average ferric
tapes; UDXL is, essentially. the tape available as
Nakamichi EX I1, which has replaced the older UD as
the reference ferric tape. TDK's ferricobalt SA has
the same bias requirement as chromes (and similar
overload characteristics, to allow use of the chrome
equalization); its Nakamichi counterpart, SX, has be-
come the present “chrome” reference.

Fine, but some ferric tapes prefer the lower bias
available in the ferric settings of many cassette decks
(particularly the older or less expensive models) and
in the NORMAL or STANDARD tape setting on a few
units that offer three-position switching (say, STAND-
ARD/HIGH/CHROME, the HIGH position representing
the extra 15% for UD, et al.). Last time, we tested
them with the UD bias: while this delivered useful
comparative results, it did make all the “standard™
tapes appear wanting in high-frequency response
because of the overbiasing for them.

This time we asked Nakamichi to set up the 1000 in
the normal way except that one channel in the ferric-
bias position was carefully readjusted to match TDK
SD—a common “‘tape of record” before Maxell UD
became popular for better decks, and still typical in
bias requirement of most ferric cassettes on the mar-
ket. Thus, when testing a ferric tape. the lab was
asked to compare the frequency runs for each chan-
nel, determine which was flatter (because of better
bias matching), and run the remaining tests in that
channel. As a result, the tapes closest to SD in bias
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requirement are tested with the “standard” bias set-
ting—and the ferric standard equalization of 120 mi-
croseconds. The “hotter” ferrics are tested with the
15%-greater bias (called “high" in the reports) for EX,
EX 11, etc. And the chromium-dioxide and compat-
ible ferricobalt tapes are tested with the SX bias
(called “chrome” in the reports) and the 70-micro-
second (“chrome”) equalization. These specifics are
indicated in the upper left corner of each perform-
ance graph.

The top line in each graph is the Maximum Re-
corded Level curve, showing the point at which the
tape is driven to 3% distortion (in the midrange and
lower treble) or into self-erasure (which, at the high
end, occurs before 3% THD is reached). It is, there-
fore, the performance ceiling for the tape with the
given bias and equalization. The Relative Sensitivity
curve shown (at approximately -30 on the left scale)
may be thought of as frequency response with the in-
dicated bias and equalization. Naturally a machine
with different bias and recording equalization (the
two can, to some extent, be juggled with respect to
each other for similar results) will not necessarily
produce the same curves. This is why we use the
word “relative’: If the tape you use has a descending
high end in our graph but sounds flat on your deck,
SD presumably would have a rising high end on your
deck instead of the flat response that our test deck
was set to deliver with it. It's all relative.

The calibration at the left of these graphs is in dB
with respect to DIN 0 VU (technically, a recorded
level of 250 nanowebers per meter on the tape—ap-
proximately 2 dB above the 200-nanoweber Dolby-
level standard). If we have tested your deck in our
equipments reports, we will tell you at what level
your meters would read for the graph’s 0 dB. If, for
example, we report that your meters read “3 dB
high,” the DIN 0 VU is shown as +3 VU on your me-
ters; conversely, the 0-VU mark on your meters is at -3
dB on the graphs. If we have not tested your model
but its meters show a Dolby (or ANRS) calibration
point, that point on your meters would fall at ap-
proximately -2 dB on the graphs. This information
will help you relate the MRL curve and other data to
the signal levels read on your equipment.

The data are shown in terms of recorded level on
the tape. To do this, the lab had to adjust the input
voltage of the test signal to deliver the required out-
put level—that is, to “correct” for tape sensitivity.
This is, essentially, what you do when you adjust a
deck’'s Dolby recording level with a given tape, and
the data therefore represent the values for a correctly
adjusted Dolby deck. The degree of adjustment re-
quired, with respect to the “'standard” tape of each of
the three types, is shown as the Relative Sensitivity
Rating at 400 Iz. A tape with, say, 2 dB more output
than the standard formulation will therefore have a
rating of +2 dB.

If you use this hypothetical tape on a deck ad-
justed for the standard tape, not only will the Dolby
calibration be off by 2 dB, but you will be recording
at levels 2 dB higher than those in a correctly ad-
justed deck—thal is, for any given input level the re-
corded signal will be 2 dB closer to the MRL curve.
To compensate for this, you would have to move the
presumed level of your meters’' 0 VU upward by 2 dB
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on our scale. But since 2 dB of Dolby mistracking al-
ready threatens audibly degraded performance,
you're better off either adjusting Dolby tracking for
the new tape or sticking with one closer to the sensi-
tivity for which your deck already is adjusted—and,
therefore, staying with your original determination
of the relationship between our dB scale and your
meters.

Noise is measured (using the CBS weighting ex-
plained in this month’s “Equipment Reports” sec-
tion) in so many dB below the DIN 0 VU, with the
deck’s Dolby circuit turned off. One word of caution,
however: Though the lab used a particularly noise-
free deck (the Harman-Kardon 2000) for these meas-
urements, the tape noise is so close to that of the deck
that the noise differences between tapes may be min-
imized. And there is very little difference in the noise
measured—except in comparing the tapes tested
with standard equalization against those measured
with chrome equalization, which lowers high-fre-
quency output specifically to suppress tape hiss.

Before we go on lo examine the test results tape by
tape, we should note a number of ancillary consider-
ations that may or may not be of importance to you,
depending on your equipment, your habits with a
recorder, and your general persnicketiness about
the tapes you make.

All of our test samples except the Memorex MRX,,
the Scotch Classic, and the Columbia have screw
closures, which these days universally seem to imply
pin-and-wheel internal guides as opposed to Memo-
rex's fixed posts. There are legitimate arguments on
both sides of this design question, but the screw clo-
sure appears to be winning, at least among the top
brands. Ampex, Memorex, and Scotch Classic all
have oversize pressure pads—a hedge, in our opinion,
against poor tape-to-head contact due to poor pad
alignment.

Some case designs contain special internal fea-
tures to promote even winding, minimize snags, and
so on. BASF's Special Mechanics, built into the Stu-
dio C-90, is one example: another, consisting of slid-
ing internal guides that can be seen through the
transparent shell, are used in the Audio Magnetics
and Lafayette XHE shells.

A few brands are beginning to dispense with
leader tape—an idea about which there are, again,
conflicting technical opinions. Our samples of Audio
Magnetics, Capitol (the chrome only), and Lafayette
all have no leader. Maxell, in the UDXL cassette, uses
the head-cleaning leader it has been offering in UD.
The rest all appear to have conventional transparent
or translucent leader.

The finish and fit of parts is generally good to ex-
cellent in our test samples—as one might expect with
premium tapes. Judged least attractive in this respect
were the cassettes from Royal Sound, Columbia, Ra-
dio Shack, and Certran. Internal friction (which can
promote wow with a weak or misadjusted drive sys-
tem) was judged markedly higher in the Scotch cas-
settes than in the others.

Audio Magnetics' stick-on labels provide the most
generous space of any cassette-shell labeling system.
Maxell, whose UDXL shell comes unlabeled, and Co-
lumbia, whose vivid label color defies neat erasure,
both provide stick-ons. Also bearing annoying col-
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ored labels are BASF, Capitol's chrome, Certron,
Memorex, and Nakamichi. The labeling space is
cramped on the Ampex, BASF, Certron, and Realis-
tic shells.

Most brands come (or are available) in standard
Philips-style plastic boxes, which—as we've said in
the past—is a hard design to beat. Generally the pa-
per insert is a very practical labeling medium.
Among the notable exceptions, Columbia’s is of poor
quality, Nakamichi’s is cut up by punch-out holes,
Scotch fills up the “spine” (all that is visible in nor-
mal storage) with timing information on the Master—
a goof 3M says it is remedying.

Of the special boxes, the Memorex looks jazziest,
but it is least practical for labeling and has loop-pre-
vention plugs that are easily lost. We find the Capitol
drawer-style interlocking boxes cumbersome and
skimpy on label space. The Scotch C-Box strikes us
as a little better, but not much. Fortunately. both
Scotch and Capitol give the Philips-box option. In
our samples, the BASF, Fuji, Maxell, Nakamichi,
Scotch, and TDK Philips boxes have eliminated
those little holes originally intended for an antipilfer
display system. Since we’ve never seen this system
used in stores, and since the holes let in dust, we

hope other manufacturers will follow this lead. Max-
ell’s box, incidentally, is a redesign that seems more
break-resistant than the others.

The prices shown are suggested retail or catalogue
values supplied by the manufacturers or distribu-
tors. Many brands are, however, subject to wide
price variation. So a brand that appears to be a good
buy in these reports may not necessarily be when
you come to compare prices in your area.

And one last note. There are three pairs of cas-
settes on our list that, as far as we can tell, are made
in the same factories and contain the same tapes. The
pairs are Audio Magnetics XHE and Lafayette XHE;
Maxell UDXL and Nakamichi EX II; and TDK SA
and Nakamichi SX. (Neither Nakamichi nor Lafa-
yette has its own tape manufacturing facilities.) You
will see that test results for the two tapes in each pair
are very similar but not identical. This is to be ex-
pected; it can, in fact, be taken as an index of the
variations to be anticipated in any tape type, even
among premium varieties. Keep that in mind as you
view the test results. The data shown represent one
sample of each type, and the cassette you buy should
be expected to provide similar but not necessarily
identical performance.

“Standard” Ferric C-90 Tapes

As a group, the quality of these tapes is very close indeed to that of the ‘‘special”’
formulations and is both higher and more consistent (so far as the changes in

test procedures allow us to judge)
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than comparable tapes three years ago.

Ampex 20/20+

The top Ampex ferric turned out to be the most sensitive tape
tested in this group, and—more important—the MRL curve shows
the greatest headroom throughout the most important range,
from 100 Hz to 10 kHz. It can, therefore, be recorded at appre-
ciably higher levels than typical **standard” ferrics. The gently
rising high end in the RS curve suggests that it prefers slightly
higher bias than our reference tape, but there certainly is no se-
vere mismatch. Price: $5.29; also sold in C-45, C-60, C-120.
CIRCLE t34 ON READER-SERVICE CARD

Audio Magnetics XHE

XHE is, as the data show, an excellent tape both in performance
characteristics and in matching the *‘standard"’ bias, though its
output is alittle (2 dB) higher than that of the reference tape. The
RL curve holds up particularly well at both frequency extremes.
Price: $3.49; also sold in C-45, C-60, C-120.

CIRCLE 135 ON READER-SERVICE CARD
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BASF Studio

The top BASF ferric has an excellent MRL curve, a very smooth RS
curve down to all but the very deepest bass (where its slight fall-
ing-off 1s hardly cause for complaint), and relatively high output
(3 dB above that of the reference tape). It is definitely among the
best of the tapes in this group. Price: $4.49; also sold in C-60,
C-120.

CIRCLE 136 ON READER-SERVICE CARD

Capitol Music Tape

The top ferric entry in Capitol's line (the chrome also is called The
Music Tape) has a good RS curve, despite some falling-off in the
extreme bass. Its MRL curve represents the approximate average
for this group of premium "'standard’" ferrics. Sensitivity is on the
high side, noise is among the lowest measured in this group.
Price: $3.59 in standard Philips box; also sold in C-45, C-60,
C-120; available as well in special stacking boxes.
CIRCLE 137 ON READER-SERVICE CARD

Certron HE

HE, incidentally, stands for High Energy Gamma—Certron's des-
ignation for its top ferric. It turns out to be above average for this
group. There is some falling-off toward the frequency extremes
between its RS curve and that of the reference tape. Noise is a
hair higher than that of the others. Price: $2.39; also sold in C-60,
C-120.

CIRCLE 138 ON READER-SERVICE CARD

Columbia

The RS curve shows good response to the frequency extremes in
the test setup. The MRL curve is best in the range just above 1
kHz but poorer elsewhere. In particular, the want of headroom
between 200 Hz and 1 kHz suggests that care must be taken,
with typical music, to avoid overload. Sensitivity is on the low side
and noise a bit high for this group. Price: $3.29; also sold in C-40,
C-60, C-120.
CIRCLE 139 ON READER-SERVICE CARD
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Lafayette XHE

This, the top of Lafayette’s Criterion line of ferric tapes, is very
similar (presumably identical in manufacture) to Audio Magnet-
ics' XHE. It is, therefore, equally excellent. Price: $3.99; also sold
in C-60, C-120 (through Lafayette Radio stores only).

CIRCLE 140 ON READER-SERVICE CARD

Memorex MRX,

The improved Memorex ferric (we tested the older formulation in
1973) displays excellent headroom in the upper midrange (the
hump in the MRL curve), less in the critical range just below 1
kHz. Sensitivity, with our test setup, tises slightly at the extreme
top, falls off a little at the extreme bottom, but without materially
compromising the smooth RS curve. Sensitivity is relatively high.
Price: $3.59; also sold in C-30, C-45, C-60, C-120; not available in
Philips box.
CIRCLE 141 ON READER-SERVICE CARD

Realistic Supertape

Radio Shack’s *‘laboratory standard’ cassette has a very good RS
curve, despite the slight dip toward the top and a marked falling-
off in the extreme bass, and a fair MRL curve. Sensitivity and
noise are about average. Price: $3.19; also sold in C-45, C-60,
C-120 (through Radio Shack stores only).

CIRCLE 142 ON READER-SERVICE CARD

Superscope SHF (C-92)

The Super High Fidelity tapes, Superscope's best, are rated for

one extra minute of playing time on each side by comparison with

standard lengths. Its RS curve is good, with only a slight peak at

the high end and a noticeable rolioff only in the extreme bass.

The MRL curve is about average for this group, sensitivity slightly

higher than average. Price: $2.79; also sold in C-62, C-122.
CIRCLE 143 ON READER-SERVICE CARD
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Ferrichrome C-90 Tapes

The chrome layer (over a ferric layer) on these tapes generally is claimed to de-
liver better high-frequency response and headroom than ferrics; that the only
brand available in C-90 here does not bear out the former claim should not be in-
terpreted as a comment on other ferrichromes that are supposed to take higher bias.

Scotch Classic

The ferrichrome entry from 3M surprised us. We had expected
that, with its chrome layer, it would respond best to the higher
ferric bias. On the contrary, even with “standard’ bias, there is a
significant dip in high-frequency sensitivity. The chrome layer
certainly contributes to the excellent headroom at the very top; at
lower frequencies the MRL curve is not impressive. The noise
measurement equals that of the quietest standard ferric tested.
Price: $3.99; also sold in C-45, C-60; in C-Box (C-60 and C-90
only), 50 cents extra.
CIRCLE 144 ON READER-SERVICE CARD
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Note: We also had planned to test two other ferrichromes—the Duad cassettes from Sony
and Meriton—but neither is available in this country in the C-90 length an which all our tests

of competing tapes are based.

“Hot” Ferric C-90 Tapes

This group is, on average, a little higher in sensitivity and noticeably better in available
headroom than the ‘‘standard” ferrics—which justifies the generally higher prices.

Fuji FX

Fuji's “*Pure-Ferrix”" spearheaded this company's recent intro-
duction of its tape to the American market. (Fuji also makes the
less expensive FL ferric in addition to the FC chrome reported on
below.) All the data represent excellent performance, very close
to that of other tapes in this group, though treble headroom and
noise are both slightly higher than average. Price: $7.05; also
sold in C-46. C-60.
CIRCLE 145 ON READER-SERVICE CARD

Maxell UDXL

Maxell is the company that originally established the bias point
(15% above *‘standard’’), with its UD, for the “*hot” group. The
newer UUDXL proves to be an excellent tape in every respect,
though there is a slight drop in sensitivity at the extreme top in
our sample. The midrange headroom is particularly fine. Price:
$6.50; also sold in C-60.

CIRCLE 146 ON READER-SERVICE CARD
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Scotch Master C-90

Nakamichi EX I

This tape, in a sense, supersedes EX, just as its counterpart in
the Maxell line, UDXL, supersedes UD. The similarity between the
two newer tapes (or between the two older ones) is not surprising
since they appear to come from the same production facilities.
EX 1l is equally excellent. Price: $5.80; also sold in C-60 (through
Nakamichi equipment dealers only).

CIRCLE 147 ON READER-SERVICE CARD

Scotch Master

The 3M entry in the “*hot" ferric group displays the smoothest RS
curve of any with our test setup but less midrange headroom
than most (and less, even, than that of the best '"standard" fer-
rics). Sensitivity is a little lower than average. So is noise. Price:
$3.59; also sold in C-45, C-60, C-120; in C-Box (C-60 and C-90
only), 50 cents extra.

CIRCLE 148 ON READER-SERVICE CARD

TDK Audua

Audua proves to be the least typical of the tested **hot'’ ferrics. In
the treble at around 5 kHz the headroom is excellent, but in the
critical midrange area it is on the low side. Sensitivity, too, is the
lowest in this group, noise is slightly higher than average. The RS
curve shows a rising high-frequency characteristic, suggesting
that the test setup may offer a little less bias current than is ideal
for this tape. Price: $3.99; also sold in C-60.
CIRCLE 149 ON READER-SERVICE CARD

Chrome-Compatible Ferricobalt C-90 Tapes

The special ferric-based particle in these tapes delivers enough high-frequency
headroom to allow chrome's 70-microsecond equalization (which *‘trades away"’
that headroom for lower noise), but with the better midrange headroom of ferrics.

20 50 100 200 500 1K 2K 5K 10k 20K
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TOK Audua C-90
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Nakamichi SX C-90
50 1K 2K 5K 10K 20K
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20 5 100 200

Nakamichi SX

Again, the extreme similarity between the Nakamichi tape and
the comparable product from the same factory (TDK's SA)
should cause no wonder. This is an excellent tape in every re-
spect. Price: $6.00; also sold in C-60 (through Nakamichi equip-
ment dealers only).

CIRCLE 150 ON READER-SERVICE CARD
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TDK SA

TDK—which developed the ferricobalt technology on which this
tape is based—has produced a product that matches (or beats)
chromium dioxide in its own performance turf without using
chromium. Headroom is better than that of typical chromes, ex-
cept possibly at the extreme top. Since the test setup was biased
essentially for ferricobalt but produced very flat output with the
tested chromes as well, they do appear to be completely compat-
ible in this respect. Output of SA is, however, about 2 dB higher
than that of typical chromes. Price: $4.79; also sold in C-60.
CIRCLE 151 ON READER-SERVICE CARD
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Chromium Dioxide C-90 Tapes

Chrome offers inherently great high-frequency resolution in terms of both re-
sponse and headroom, but most of that headroom advantage is used to accom-
modate the 70-microsecond chrome equalization, which noticeably reduces
audible noise; midrange headroom generally is not as good as that of ferrics.

Capitol (CrO,) Music Tape

Capitol’s recent entry into chrome tape has produced a formula-
tion that—in headroom (the MRL curve), response (the RS
curve), and output (the sensitivity figure)—is typical of chromes
we have tested. Noise is higher by a hair than that of other
chromes in this group. Price: $4.49; also sold in C-60.

CIRCLE 152 ON READER-SERVICE CARD

Fuji FC

Fuji's chromium dioxide (which has received less attention than
its FX ““hot’’ ferric tape) is typical of chromes in every respect.
Price: $7.05; also sold in C-60.

CIRCLE 153 ON READER-SERVICE CARD

Royal Sound CrO,

The RS curve of this recent (and relatively inexpensive) addition

to the chrome lists is excellent. Headroom, as represented on the

MRL curve, is not as good as that of most chremes; but noise is

the lowest measured in the present tests. Sensitivity is a trifle

lower than that of typical chromes. Price: $4.49; also sold in C-60.
CIRCLE 154 ON READER-SERVICE CARD
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How 1o mix power

The power of your ampilifier is one of the most important elements in the
performance of your high fidelity system. It gives your amplifier sufficient power

to drive your speakers. And you need well engineered power to give you the
instantaneous burst that music may require.

The pleasure of your tuner is fullest when properly matched with its power supply;
when it is sensitive and highly selective, and offers noise- and distortion-free sound.
In short, an instrument attuned to your musical pleasure.

Sansui Amplifiers and Tuners: Our newly expanded complete line of power-
ful amplifiers and beautifully designed tuners are engineered and matched to give

you the full pleasure of power. From the
fabulous AU 20000 with a striking 170
<o watts per channel, min. RMS, both
channels driven into 4 and
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...with pleasure.

8 ohms, from 20 to 20000 Hz with no more than 0.05% total harmonic distortion

at about $1000* to the AU 3900 with 22 watts per channel, min. RMS, both channels
driven irto 8 ohms, from 40 Hz to 20 kHz, with no more than 0.15% total

harmonic distortion at less than $160*, every AU amplifier is loaded with features
designed for creative listening. The fully matchad TU tuners from less than S160*

to about $450* all feature appropriately low distortion, fine sensitivity

and high selectivity. For example, the TU 3900: sensitivity, 11.2 dBf (2.0 uV):
selectivity better than 60 dB (at 400 kHz). TU 9900: sensitivity, 8.8 dBf

(1.5 uV); selectivity from 20 dB at 200 kHz to 90 dB at 400 kHz. The TU 9900

offers a choice of wide and narow bandwidths for selection of individual stations
even in crowded areas.

Your nearest franchised Sansui dealer will be happy to demonstrate any in
this fine series to you. Your powerful pleasure awaits.

* Approximate nationally advertised value. The actual retalt price
will be set by the individual dealer at his option.

Buy Sansuli.

TU-7900

B 4 il
arnsiitL

SANSUI ELECTRONICS CORP Woodside, New York 11377 « Gardena, California 90247

TU-9900

SANSUI ELECTRIC CO., LTD..Tokyo, Japan « SANSUI AUDIO EUROPE $.A., Antwerp, Belgium « in Canada: Electronic Distributors

CIRCLE 32 ON READER-SERVICE CARD



Record them over and over again.
The life of a Scotch® brand cassette
is a long one. Even when you record
on it time after time after time.

Because there’s a tough binder
thatkeepsthe magneticcoatingfrom
wearing off. So even after hundreds
of replays or re-recordings, you get
great sound quality.

We wish you a long and happy
life. "Cause you’ll need it to keep up
with your Scotch cassettes.

Play them back without jamming.
The life of a Scotch® brand cassette
is a long one. Even when you play it
time after time after time.

Because there’s a Posi-Trak®
backing that helps prevent jamming
and reguces wow and flutter. And
the cassette shellis made with
a plastic that can withstand 150°F.

We wish you a long and happy
life. 'Cause you'll need it to keep up
with your Scotch cassettes.

Scotch Cassettes.

They just might outlive

you.




AL !
The author (front) at work on a Decca/London opera recording.

by John Culshaw

How a Classical Producer Does It

Inside the recording studio with Tristan, Isolde, and a roll of tape.

IMAGINE FIRST OF ALL an ideal set of circumstances.
You have at your disposal one of the great sym-
phony orchestras, one whose style and tonal quali-
ties are particularly appropriate to the music you
are about to record, the Prelude and Liebestod
from Wagner’s Tristan und Isolde. Thus in Europe
you would choose the Vienna or the Berlin Phil-
harmonic rather than the Orchestre de Paris or the
Suisse Romande, just as in the U.S. the Chicago
Symphony or the Philadelphia Orchestra would
be preferable to, say, the excellent Bostonians sim-
ply in terms of the kind of saund produced. (Pre-
cisely the opposite might apply if we were talking
about Daphnis et Chloé.) The conductor is a spe-
cialist in the kind of music to be recorded—indeed,
let us go further and imagine him as one of the few
really great Wagner conductors of our time.

The orchestra must then be carefully and com-
fortably seated in a hall or studio that is known to
be acoustically excellent. Your team of engineers
will have given much thought to the choice and
placement of microphones, and all the other
equipment is known to be in perfect order. In such
ideal (and quite unrealistic) circumstances, what
part does the recording producer play? The an-
swer is, a very small part indeed. He will keep
notes on the proceedings; he may decide that one
take is marginally better than another; and he may,
if necessary, act as a sort of psychological prop if
the conductor is ill at ease under recording condi-
tions. Yet the fact remains that he will have little to
do if everything has been so perfectly ordained.

Of course, it never is. No hall or studio is perfect
for all kinds of music, and neither is any orchestra.
Every engineer has his own ideas about what mi-
crophones to use and where to put them, and by no

l?hn Culshaw, a contributing editor of HF, produced the
Solti-conducted London recording of Tristan und Isolde.

Aucust 1976

means are all conductors as secure on miatters of
balance in the recording studio as they are in the
concert hall. The function of the producer is to
coordinate all these factors in relation to the score,
and what I shall try to do in this article is to indi-
cate some of the problems he might encqunterin a
single short passage from the Prelude to Tristan.
And to introduce a note of realism, I am going to
assume that he has with him a good team of engi-
neers, a suitable though not ultimately perfect or-
chestra, a hall or studio in which good records are
known to have been made, and a youngish,
brilliant conductor of world potential who has
conducted the piece many times before but never
under recording conditions. This kind of situation,
while much closer to reality than the aforemen-
tioned “ideal,” is still a great deal better than what
usually happens.

Before we get to the specifics, there are some
general observations to be made about this par-
ticular score, and the immediate requirement is
for a great opulence of sound. A mere glance at the
score is enough to show that “separation” between
instruments or instrumental groups is precisely
what is not needed, and yet the sound must not
congeal. In other words, the conductor and pro-
ducer must work together to produce a sound that
is rich and rounded, yet not so thick as to obscure
individual lines when they need to emerge with
clarity from the over-all texture. Therefore, from
the start, the layout of the orchestra is crucial. It is
often the case in the opera house, and sometimes
in the concert hall, that a conductor has to accept a
layout that from his point of view may be very far
from ideal; but under recording conditions it
should be possible to achieve something like a per-
fect layout for this music.

My own choice would be conventional, with the
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strings in a semicircle from the conductor’s left as
follows: first violins., second violins, violas, and
cellos. There can be some flexibility in placing the
double basses, although if there is room [ would al-
ways opt to place them to his right behind the cel-
los. The woodwinds should be in a block in the
center, behind the back desks of the second violins
and violas. I would try to place the timpani on the
conductor’s left, though not at an extreme; if prop-
erly placed, they should complement the basses on
his right. I would place the brass instruments on
either side of, but behind, the woodwinds, with
the trumpets and trombones on the left and the
horns on the right, and with as much distance be-
tween them as is practicable. The reason for that
placement—which might not be advantageous for
a different work—will emerge when we take a
close look at the score.

The Prelude to Tristan is a gradual and marve-
lously sustained buildup to a climax reached in
the last of the twelve measures illustrated. and the
final approach to that climax—which will deter-
mine whether it works as Wagner intended—be-
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gins on the third of those measures. In the passage
immediately before that (culminating in our meas-
ures 1 and 2), the focus has been largely on the up-
per strings, with a certain amount of duologue be-
tween the first and second violins, which might at
first sight tempt a producer to place his second vio-
lins where I have placed the cellos, simply for the
sake of stereo effect. In fact, if you ignore every-
thing else in the score and just look at the writing
for the first and second violins in the first two
measures of our illustration, you can see what
might lead him to that wrong conclusion.

But now take a look at what the horns are doing:
They are building up toward our crucial measure
3, and at the very end of measure 2 they are
marked with strong accents. Now if we had our
second violins on the right of the orchestra (for
stereo separation), they would be on the same side
as the horns, which would make it exceedingly
difficult for the conductor to create an ideal blend
between first and second violins on the one hand,
and the violins and horns on the other. In any case.
Wagner’s scoring makes his intentions perfectly

HiGH FIDELITY MAGAZINE
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clear. In the nine measures before our illustration
begins, the first and second violins have been in
duologue, but at the very end of our measure 2—
right at the moment when the horns and winds
gain ascendancy—the firsts, seconds, and violas
are written in octaves, with the violas in the upper
octave along with the firsts, precisely to provide
the necessary string power to counterbalance the
horns. They can do so, however, only if they are
themselves close enough together and yet physi-
cally separated from the horns—that is, if you are
going for what I like to call a natural balance,
rather than something effected by altering levels
on microphone outputs or postmixing with a mul-
titrack recorder, which 1 shall come to later.

In measures 3, 4, and 5 there should be no diffi-
culty in obtaining a saturated string sound. be-
cause all the strings—apart from the double
basses—are playing in octaves. The horns must be
heard as well, especially in measure 4. It is pre-
cisely there that an inexperienced conductor
might be tempted to force them, and it would be
up to the producer to try to restrain him. An expe-
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rienced conductor would know that, without try-
ing to blast their way through, the horns will make
themselves perfectly well heard against the sound
of fifty-eight string instruments playing in unison
and octaves.

Measures 6, 7, and 8 belong to the first and sec-
ond violins, which are playing, as before, in oc-
taves. The balance of the woodwinds should take
care of itself, though I once actually saw a record-
ing producer and his balance engineer make an
elementdry mistake at this very point. They no-
ticed that the woodwinds had the same marking—
sempre forte—as the first and second violins and
therefore assumed that the output of sound from
the two departments should be the same. Since it
was clearly nothing like the same, they opened up
the woodwind microphones to bring that section
forward, and the result was predictably grotesque.
Sempre forte is an instruction pertaining to the ca-
pacity of the different instruments, and in prac-
tical terms there is precious little difference be-
tween the fortissimo in measure 3 and the ongoing
sempre forte in measure 6. Nor should the fortis-



simo marking for the bass clarinet in measure 6 be
taken to mean that Wagner wanted it highlighted
in the texture. He is using it as the bass instrument
of the woodwind group at that moment, because
his bassoons are otherwise occupied doubling the
bass strings; so the bass clarinet, given the nature
of its sound in that particular register, needs to
play its kind of fortissimo in order to take its
proper place in the texture.

Measures 9 to 12 lead us to the climax, and they
are full of terrible balance traps. What happens in
the purely musical sense is that, while the first and
second violins continue their relentless upward
surge, part of the theme that opened the Prelude
appears, divided in two and overlapping itself. The
first part appears in the horns and cellos in the
middle of measure 9, marked forte, espressivo,
and crescendo. By measure 10 it appears again,
still louder and joined by our friend the bass clari-
net with his fortissimo, which we still have to re-
member is only relative. And by the time we reach
the third statement in measure 11, the entire horn
section is in, plus the cellos and two bassoons—all
of them marked fortissimo. It is, or should be, a
magnificent sound, demonstrating the reason for
placing the horns and the cellos on the same side
of the orchestra, not just because they will sound
richer in coming from the same source, but be-
cause the contrasting sound of trumpet and trom-
bones encountered in measure 10 comes from the
opposite side.

The trumpet (or trumpets, for most conductors
double the part) is concerned with the other frag-
ment from the opening theme and brings it in forte
with a crescendo in measure 10; in measure 11, he
plays it again, still louder. In these measures the
trombones are doing no more than providing har-
monic underpinning for the trumpet and should
therefore not obtrude. The important issue is the
balance between the dark sound of the horns and
cellos and the brighter, penetrating sound of the
trumpet(s). Now the plain fact is that trumpet
sound can cut right through a texture of this kind
with almost no effort, and nothing is nastier than
to hear a performance of the Prelude in which
measures 10 and 11 in our example are dominated
by a fierce emphasis on the trumpet. Nor should
the first and second violins be lost in those meas-
ures, for although they ceased to be thematically
relevant at the end of measure 9 they are still pro-
viding an essential coloration and must be heard at
their most intense during the downward swoop at
the climax in measure 12. Notice also that in that
measure the horns sustain their fortissimo, while
the trumpets (Wagner himself asks for two at this
point) and trombones have a decrescendo to si-
lence. The reason for that is to let the strings come
through.

We have been considering just twelve measures
of a piece of music that, as it happens, is not in-
nately difficult to balance; some may feel that in
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pointing out some of the pitfalls I have myself
fallen into the trap of indicating the obvious. Yet
in many years as a record producer it was my ex-
perience that the climax of any piece is almost in-
variably where things are most likely to go wrong,
especially from the aspect of balance. In the
recording studio conductors quite understandably
feel able to take risks they would not atternpt in
the concert hall or an opera house. A simple and
obvious example: No conductor, faced with a
complete performance of Tristan in the opera
house, would “force” the horns in measures 9 to 12
of our example, because he knows what lies ahead
of them, but in the recording studio he may be
unable to resist the temptation. This comes down
to a matter of degree, for I believe that he can and
should go for a special effect under recording con-
ditions given that everything else remains in per-
spective.

My own approach to this or, indeed, any other
piece of music is to try to get it correctly balanced
in the studio and recorded as accurately as pos-
sible on two tracks. I have always regarded the
presence of a multitrack recorder as insurance
rather than a necessity, and I confess that  have no
time at all for those postbalanced recordings that,
in this case, would make a point of focusing on the
viola tremolo in measures 6 to 8 or turning the bass
clarinet into a solo instrument. At the same time |
have no puritanical objection to riding the channel
controls provided that in doing so one is not dis-
torting the conductor’s approach. Thus in measure
3 any conductor will ask the utmost of his string
section, and even so they may not really register
until measure 4, in which case some gentle micro-
phone assistance would not be out of place. (In-
deed, it is out of place only when it is noticed.) Rid-
ing the channel controls (or “monitoring,” as it
used to be called) must be treated with caution,
however, for any excessive enthusiasm can lead
one into the trap of reaching maximum undis-
torted level before the musical climax; this is
plainly disastrous, since it will either eliminate the
climax altogether or, worse still, necessitate a re-
duction of level at the very moment when it should
be at its highest.

One final point worth noting is that, like many
passages in Wagner, the measures we have been
considering scarcely admit any possibility of or-
thodox editing except—and even then at some
risk—on the first beat of measure 12. The music is
simply too sustained, with too many notes tied
over the lines, to make direct tape-splicing prac-
ticable except at that one point. (In the very last re-
sort a complicated ‘“cross-fade” edit involving
three tape recorders might be attempted any-
where, since the issue in that unhappy event is ex-
tremely simple: It either works or it doesn’t.) And |
can't escape the feeling that any conductor whose
performance needed editing in this particular pas-
sage should not be recording the work anyway.
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ome and wrap the sounds around you.

Wil

The album was recorded live at an
outdoor concert, and now its all
coming back to you. The heady.
magical eledricity of a Fot, metallic
blue night—the air crackling with
energy as th2 musicians -une up—
the stage has become an islend of
colored light, chrome and dlitter.
Suddenly you're part of the interplay
between rhythm, bass, lead and
harmony as 2very not= flowzars.

Each unfolding in your head. You're
wrepped in the sound of KOSS

PRO 4AA Stereophones, hearing all
ten cuditde octaves. It's a power
you zan hear and feel as though
you were in the spotlights with the
musizians. And yet you're home,
free to ezplore this private realm

of ligening pleasure. Tis uncluttered

expanse of pure sounc that makes
KO33 PRD 4AA's the most popular

stereoohones in the world.

You- audio specialist has a pair
of KOBS PRO 4AA's you can try.
Jisit him, and gather the sounds of
mus cal perfection around you. Or
writ= “or a free, full color catalog
=/o Yirginia Lamm. Eithe~ way;
-emamber that, for the price you'll
say EDSS PRO 4AA’s are a rather
nexpensive ticket to a performance
that begjns at your command and

B_ROSS stereophones

from the people who invented Stereophones.

goes on and on, encore afte~ encore,
for as long as you want. It's like

buying a stairway to heaven.
© Koss Gorporation
Koss PRO 4AA Steresphones

KOSS CORPORATION, 4129 K. Port Washington Ave., MlIwoukee, Wisconsin 53212 ® Koss Internctiond“lcndon, Milan, Dublin, Pauis, Frankfurt * Amserdom ¢ Koss Limited/Burlington, Ortario
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TEAC performance
and reliability ...

how can you really afford anything less ?

At TEAC, our fundamental

mandate for any new product is
performance and reliability. First and
finally. Qualities that are measurable

in terms of mechanical stability and inherent
design integrity.

These are essentials. Because our technological
resources established the cassette deck as a true
high fidelity component. So we demand that a new
product possess that measure of TEAC quality.

And that’s what distinguishes the A-170.
Compare it with other inexpensive cassette decks,
please. Just call (800) 447-4700* for the name c¢f your
nearest TE AC retailer. We think you’ll agree it’s a value
you can rely on. *In Illinois, .
call (800) 322-4400.

A-170

TEAC.

The leader. Always has been.
TEAC Corporation of America/7733 Telegraph Road, M .ntebello, Ca. 90640/© TEAC 1975
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Producer
Does

Il

Sometimes the musicians don’t even meet each other

IF YOU'VE EVER had the opportunity to glance into
the cockpit of a modern jetliner, it has no doubt
crossed your mind that there's just a bit more to
flying than pulling back on a throttle and yelling
“Contact!” And, if you've ever seen the inside of a
modern recording studio control room, you may
have come to the same sort of conclusion about
taping. Obviously, there’'s more to it than meets the
ear.

Recording no longer is the simple matter of
plugging a microphone into a tape recorder and
yelling “Take One.” Although excellent record-
ings can be made this way, the professional
recording engineer has for the most part aban-
doned such straightforward ways of doing things,
especially when taping popular music, in favor of
a more complicated multitrack technique.

To help explain the intricacies of the multitrack
technique, we'll follow a group of students from
New York’s Institute of Audio Research as they
proceed through an actual recording session. The
institute offers a series of courses in recording stu-
dio technology; in the final semester, students en-
gineer and produce their own session at the Big
Apple Recording Studio—which, despite its
whimsical name, is a fully equipped modern facil-
ity with more than $100,000 worth of recording
gear packed into its control room, reflecting the
state of the recording-studio art today.

The technology involved may be traced back to
the days of Les Paul and Mary Ford. Not satisfied
with conventional recording techniques, the gui-
tarist/singer team began “overdubbing” addi-
tional guitar and vocal lines to the basic two-part
recordings. The overdub process was reasonably
uncomplicated, though not without its practical
limitations. The session would begin in the usual

John Woram, with years of experience in the control rooms
of major record companies, now has his own company in
the studio-engineering field and is also “"headmaster’
of the Institute of Audio Research in New York City.

manner, with a simple recording of the duo. When
this first-generation taping was completed, it
would be played back and recorded onto a second
machine. At the same time, the musicians would
listen to the first tape and play along in accom-
paniment. The old-plus-new material would be re-
corded on the second tape recorder to form a sec-
ond-generation master tape. Theoretically, the
process could be repeated over and over again,
adding more and more parts. Each generation also
added tape hiss, however, and early generations
could not be corrected or modified without
scrapping all succeeding ones.

To circumvent these production limitations,
Ampex developed a special eight-track tape
recorder. On it, the first generation might use only
two or three tracks. Then the tape would be
rewound, and the musicians would add parts on
the tracks that remained—or as many of them as
were needed. One track could be totally redone
without altering any of the others. Via a sophis-
ticated switching system (which Ampex called
Sel-Sync, though other manufacturers have since
dreamed up other names for the same process), the
engineer could play back the tracks previously re-
corded while recording new material on the
unused tracks, and do so in perfect sync by using
the record head to perform a dual function:
recording and playback simultaneously.

At the time, the ability to record eight sounds in-
dependently—even at different times and studios if
necessary—was considered pretty earth-shatter-
ing. Today the number seems modest; anything up
to sixteen tracks is commonplace, with some
equipment recording as many as forty on a single
tape! Will a song profit from the services of an
oboist who lives, or is on tour, in Toronto? You can
send a tape “cut” in Nashville on to Canada for the
oboe line, then to New York for some final choral
tracks that have been dreamed up in the mean-
time. The process may take months, and it's not
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even necessary for the musicians ever to meet as
long as each knows what'’s expected of him musi-
cally.

Once all the tracks have been recorded to every-
one's satisfaction, the multitrack tape is played
back through the console, and the tracks are mixed
together to form a final two-track stereo (or four-
track quad) program. During this “mixdown ses-
sion,” the engineer may spend hours experi-
menting with special effects and different bal-
ances. The possibilities are virtually infinite, and
many studios have specialized equipment as-
signed exclusively to mixdown.

To take full advantage of the production capa-
bilities of multitrack recording, most engineers

Producer John Thomas points out
a few changes in balance. The
control room crew usually consists
of an engineer, who oversees the
technical details, and a producer,
who generally is responsible

for musical decisions and, as

his title suggests, is in charge

of the over-all production.

AuUGUST 1976

have developed their own favorite close-miking
techniques. The basic idea is that each micro-
phone hears only the instrument placed directly in
front of it. Then, in the control room, the engineer
may add equalization, reverberation, and a host of
special effects to any instrument, without affecting
the sound of others. If a certain instrument must
be removed later on, the listener will hear no trace
of it in the form of “leakage” into other micro-
phonesset up near other instruments in the studio.

The accompanying pictures, from a recording
session of a new four-man band, Showcase, tell
the rest of the story, as the students in the Institute
of Audio Research’s Recording Studio Workshop
take us through each step of their session.

Student engineer Michael Barry
prepares the console for the first take.
The meters at the top of the console
indicate what's happening at each
microphone location in the studio.
The sixteen rows of knobs, switches,
and faders allow the engineer great
flexibility in signal processing,
routing, and balancing of each microphone
output. Later on, these same controls
may be used to mix down

the completed multitrack tape.
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The Big Apple’s sixteen-track tape recorder

is readied for the day's recording activity.
Note the size of the splicing block just below
technician Marc Paley's arm.

™
-
2
3
=

This close-up shows the sixteen-track
erase, record, and playback heads,
each one eight times the size of

a conventional stereo head.

The microphone for Pete Romano's
acoustic guitar is placed very close,
to help minimize leakage

from other instruments.

Perhaps it's an unlikely spot

to listen to a piano, but as with

the guitar microphone the placement
helps the engineer to isolate

the sound of the piano on its own track.
The pianist is Mitch Sarro.
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In the studio, the musicians are separated

from each other by acoustic baffles, or "goboes."
Headphones allow guitarist Pete Romano and tass
player Phil DiFranco to hear each other,

as well as whatever was recorded earlier.

The uitimate in close-miking technique:

no microphone at ail! The “Y' connector
routes the electric bass signal from

the coiled cord both to the instrument’s
ampglifier (for monitoring) and, via

the small cylindrical transformer,

to a microphone cable feeding the console.
This direct pickup is often used on
electrical and electronic instruments.

HiGH FIDELITY MAGAZINE



In the drum booth

there seems to be a microphone
on just about every part of

the set. Since the drums

are often acoustically well
separated from the other
instruments, drummer Lary
Cozzalino must wear headphones
just to know what else

is going on in the studio.

As the session progresses,
the instrumentalists of Showcase
become its chorus.

And finally, the vocal sclo. Pete Romano
now tre lead singer, in effect becomes the
accer panist: He shapes the vocal line to fol ow
wha" Fas previously teen recorded.
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“Necessarily so” Gershwin. The long-
anticipated first complete recording
of Porgy and Bess (HF, May) stresses
its grand-opera embodiment rather
than its black folk soul. That's all to
the good in that it reminds us that the
composer, for all his formal inexpe-
rience, did more than string together
the hit songs usually remembered
best. They have been recorded more
magnetically before, but never have
they been better integrated into a mo-
saic. Nor has Gershwin's rough but
vaulting imagination as orchestrator
and dramatist ever been as persua-
sively realized as it is by Maazel's
Clevelanders. Although there’s no
outstanding personality in the cast,
the consistent vocal competence
throws into higher relief the distinc-
tion of the orchestral playing and the
vividly detailed recording of a work
that for better or worse is the most
idiomatically American, as well as the
most widely appealing, full-scale na-
tive opera.

OSA 5-13116 (three Dolby-B cas-
settes, $23.85) is one of the first im-
ported London musicassette boxes.
(The others include London’s 1974 Tu-
randot, 1975 Maduma Butterfly, 1976
Beethoven nine symphonies by Solti,
and the new Ashkenazy/Previn five
Prokofiev piano concertos.) The new
packaging is 9 by 6% by % inches, more
book-shaped than the taller, narrower
Deutsche Grammophon Prestige
boxes, but like them including com-
plete notes and texts. This is, of
course, in welcome contrast to the
parsimony of such American majors
as Angel, Columbia, and RCA in de-
nying their tape customers any notes
or librettos at all. For such a little-
known short opera as Massenet's La
Navarraise (RCA Red Seal ARK/ARS
1-1114) that's a fatal disadvantage: it's
a serious handicap for the recently re-
leased ‘“highlights” from Massenet's
Thais, Gluck's Iphigénie en Aulide,
and Korngold's Die tote Stadt (RCA
ARK/ARS 1-0843, 1-1212, and 1-1218,
respectively).

From Bohemia’s meadows and for-
ests. No, not any new Smetaniana, but
a needed new taping of the delectable
sixteen Slavonic Dances by Dvordk
plus a surprise super-recording to
honor pioneering Czech development
of music for the French horn. Since
the beloved Szell/Cleveland versions
of the Dvorak dances date back to
1965 and are now available on tape
only in a repelitions-cut cartridge,
there should be a warm reception for
Kubelik's less elegant but even more
infectiously zestful Bavarian Radio
Symphony performances, augmented
by the Scherzo capriccioso and My
Home Overture (HF, March). They are
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by R. D. Darrell
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all recorded with appetizing timbre, if
also some sonic bottom-heaviness
apparently not evident in the disc edi-
tion (Deutsche Grammophon 3300 422
and 3300 593, Dolby-B cassettes, $7.98
each).

It's ironic that so refreshingly off-
beat a musical program as that of
“The Bohemian French Horn" should
be produced primarily for passionate
connoisseurs of quadriphonic tape
technology: Sonar QR 1130/31, two Q-
reels, $19.95 each (also stereo-only reel
editions and even more expensive 15-
ips and 10%-inch Q-reel editions, as
detailed in a catalogue available from
Sonar Records Corporation, Box 455,
Kingsbridge Station, Bronx. N.Y.
10463). The music is a fine horn-and-
strings Quintet in E by Antonin
Reicha (1770-1836), a lighter-weight
but no less engaging horn quartet by
““Giovanni Punto’ (Jan Stich,
1748-1803), and Haydn's Divertimento
a tre per il corno da caccia. This re-
markable showpiece may not be by a
Czech but it was written for one—the
super-virtuoso hornist Steinmuiiller of
the Esterhazy Orchestra. The present
Music Company performances star
William Hamilton playing a modern
instrument rather than the original
valveless one, but he and his col-
leagues display notable relish as well
as skill, and they are magnificently re-
corded.

Paradoxically novel yet nostalgic.
You probably can't imagine what a
present-day, but not avant-garde, mu-
sical Passion might sound like (espe-
cially a British one using black spiri-
tuals as Bach used Lutheran chorales)
until you actually hear Michael Tip-
pett’'s A Child of Qur Time as most
recently recorded by soloists Norman,
Baker, Cassilly, and Shirley-Quirk
with the BBC Symphony and choral
groups under Colin Davis (Philips
7300 458, Dolby-B cassette, $7.98). No
matter how dubious you may be
about contemporary compositions,
you'll find this example distinctively
individual, poignantlymoving,
eloquently performed, and immacu-
lately recorded. There's only one
catch: Philips includes notes and a
synopsis bul no complete text.

Even more novel is the 1880 Mass in
A by—believe it or not—Puccini. Sung

with the same youthful fervency with
which it was written, this warmly yet
solidly recorded performance by
soloists with a Lisbon orchestra and
chorus under Michel Corboz is one of
the most delightful musical discov-
eries of the year (RCA Red Seal FRK/
FRS 1-5890, cassette/cartridge, $7.95).
Here the no-text catch is not as seri-
ous as the lack of Dolby-B noise re-
duction.

Both Dolby B and texts (on sup-
plied-postcard request) enhance the
taping of last year's Nostalgia Hit, the
truly superb Joan Morris/William
Bolcom *“After the Ball” salon-song/
epiphany program (Nonesuch/Ad-
vent D 1037, Dolby-B cassette, $5.95).
Not to be missed even—or especially—
by the most serious music-lover!

Yearning: in miniature and in ex-
celsis. Only a master like Emil Gilels
could endow 20 of the 66 little Lyric
Pieces by Grieg with both their quin-
tessential simplicity and intensity of
feeling. Once the delight of amateur
pianists, they now can be relished in
all their freshness and poignancy by
everyone (Deutsche Grammophon
3300 499, Dolby-B cassette, $7.98). And
perhaps only the teaming of a young
master like Ashkenazy with the lus-
ciously rich Philadelphians under Or-
mandy could draw the full emotion-
alism and bravura dramatic impact
from Rachmaninoff's Third Piano
Concerto (RCA Red Seal ARK/ARS 1-
1324, cassette/cartridge. $7.95 each).
The recording ranks with RCA's best
ever; and | can almost forgive the lack
of Dolby B since a proper side-break
location (despite a full nine minutes’
side-length difference) indicates that
the prayed-for new RCA tape-editing
policy may indeed be here to stay.

Herrmann memorial. For me, he'll al-
ways be remembered as the stimu-
lating musical friend [ knew as Benny
in his apprentice days long ago. And
since | can’t possibly be critically ob-
jective about Bernard Herrmann as
film-music composer and conductor,
all 1 can add to colleague Royal S.
Brown'’s interview and discographic
listing in this issue is an assurance of
the technical excellence of three cur-
rent imported London Phase-4 Dolby-
B musicassette releases. “Great Brit-
ish Film Scores” (SPC5 21149) is just
as brilliantly recorded and processed
as "The Mysterious World™ (SPC5
21137), which was praised here last
month. Almost as good technically is
last year’s “Great Shakespearean Film
Music” (SPC5 21132). They're all in-
fused with the joy of life and music-
making Benny Herrmann once radi-
ated in person and still radiates in his
recorded legacies. 1)
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Play-otfs were held April
8, 1976 in the Ampex
Magnetic Tape Research
Laboratory at Redwood
City, California, using

a Nakamichi-1000
cassette deck at standard
factory bias setting

and following each tape
manufacturer’s play-
back instructions. We
measured frequency
response at a record level
20 dB below 200

nwb /m, third harmonic
distortion at zero dB
(200 nwb/m, 400 Hz), out-
put at 3% third harmonic
distortion (400 Hz),

and N.A.B. weighted
noise. C60 cassettes were
used. The photos are
unretouched chart
recorder output. You can
see why Ampex 20/20+
1s the best quality cassette
you can buy.

AMPEX
The best cassette yet.




klipschorl} loudspeaker systems

WHERE THOSE 32 FOOT BASS NOTES COME FROM

From an exponential horn, the best type of sound trans-
ducer ever developed. No flapping cone here, but a highly
efficient system that delivers goose pimple-inducing dynamic
peaks. With virtually no distortion.

The KLIPSCHORN bass harn, four feet long if unfolded, is
formed from fifty nine specially cut pieces of wood, two gross &
of screws and three quarters of a pound of glue. Not simple. &
But necessary if you want to hear honest subcontra bass. No
other speaker can claim such reproduction. Hear it at your
Klipsch dealer’s. This coupon will bring his name.

KLIPSCH AND ASSOCIATES, INC. P.O. Box 688 H-8 Hope, Arkansas 71801
In Canada: Superior Electronics, Inc.
Please send me your latest brochure and list of dealers.
Name
Address
City
Plywood construction
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WITH THE UNTIMELY DEATH of Rudolf Kempe last May
11 at the age of sixty-five, Seraphim’s issue of his
Beethoven symphonies (first released abroad in 1974)
sadly takes on memorial significance. It is re-
grettable that Americans had so little opportunity to
experience his artistry at first hand, for his record-
ings stamp him unmistakably as one of the most
gifted and sensitive conductors of his time.

Kempe was not the average Germanic conductor.
Though he had certain mannerisms of the Teutonic
style—the occasional mild tempo fluctuations, a
tendency to moderation in temperament—his
Beethoven has a welcome aristocratic sense of pro-
portion, sentiment without undue sentimentality,
transparency of sound, uplifting tensile grace. If the
Munich Philharmonic cannot match the virfuosity of
some of its more prestigious competitors on records,
it has a superb sense of tradition and selfless, in-
volved musicality. The orchestra produces a mature
sonority: dark, lustrous, burnished, vibrant.

There is perhaps no more fitting tribute to Kempe's
artistry than the Ninth Symphony in this set, in its
way a perfect realization. The performance has a
justness of proportion and a searching integrity that
remind me of the famous Weingartner/Vienna
Ninth, and there are strong similarities in tempo and
phrasing. In the broad first movement, Kempe-like
Weingartner—makes slight, not bothersome, ritards
on the overlapping woodwind lines at bar 138 et seq.,
an idiosyncrasy rarely encountered in modern per-
formances (though Reiner overdid the effect on his
recording). The middle movements too recall Wein- RudOIf Kempe:
gartner: The scherzo, after a slightly lethargic open- :
ing phrase, is sturdy in rhythm (and, like Weingart- = . .
ner, Kempe takes the first sectional repeat); the A F M y 1
Adagio has wonderful elasticity of line and a win- lttlng emorla
ning sincerity and directness of utterance.

The finale is nothing short of cherishable. Kempe
has the musical grasp and sense of proportion of a : .
true classicist, and all the tempo relationships sound Seraphlm offers the leSt
right to my ears. The allegro ma non tanto, for ex- : a
ample, is rather brisk, but then the final prestissimos budget-prxced American SQ I‘(—)I(—)GSG,
are even faster than Toscanini’s. The contrabassoons

Mirschel/ Angel

and triangles in the alla marcia are suitably weighty; Kempe’s distinguished Munich set
the transition into the double fugue couldn’t be .

firmer; the choral re-entry is full of fire and buoy- Of the Beethoven Symphonles.

ancy.

Kempe spurs his singers along without driving
them unmercifully. Baritone Donald Mclntyre takes
the “freudenvollere” in his opening solo in one
breath and evokes the lyrical, unforced delivery of . .
t