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BUT PIONEER COULDNTI
WELL ENOUGH ALONE

WE'VE REPLACED THE WORLD'S BEST SELLING CASSETTE DECK WITH SOMETHII

For the last two years, the CT-F2121 has
satisfied more people than any other
cassette deck in the world. Because the
major difference between it and much more
expensive front-loading cassette decks was
price. Not performance.

But there remained one highly critical
group of people who were never satisfied.
Pioneer's engineers. Who were constantly
looking for ways to make it even better.

THE DIFFERENCES YOU CAN SEE.

The most obvious improvement over
the old 2121 is the new front end of the
CT-F4242.

What isn't quite as obvious is the
thinking behind it. The new push-button
oil-damped door, for instance, doesn’t tilt in
like the CT-F2121’s, or out like others.
Instead, it slides neatly up over the lighted
tape transport. So it’s easier to get your
cassette in and out of the deck.

This same kind of thinking went
into repositioning the hard Permalloy Solid
tape heads. Vertically. Right at your fingertips
where you want them. So it's no hassle to
keep them free of dust and in good working
order.

Pioneer’s engineers also put a great deal
of thought into features our competitors seem
to have given very little thought to. Features
like a three-position bias and equalization
switch, instead of the more typical two.

and flutter, the flywheel in the new CT-F4242

is massive. (In fact, it's 30% bigger than the
2121's.) Our bigger flywheel reduces wow
and flutter even further. So you get cleaner
and crisper recordings.
Then there's our new Dolby system:.
Practically every decent cassette deck

today has some sort of Dolby syster that adds

clarity to the music by reducing tape hiss. But

the Dolby in the CT-F4242 cuts tape hiss enough

to produce an incredible signal-to- naise ratio
of 62 decibels. A figure comparable to
far more expensive equipment.

And although you'li find
a multiplex filter switch on many
cassette decks, you won't find
oneonthe CT-F4242. [t's built-in.
Which literally means that you
can’'t make a bad FM recording.

If you're beginning to get the
idea that there are vast differences
between the CT-F4242 and other
decks for anywhere near the same
price, you're right.

So visit your Pioneer cealer and
listen to the most sophisticated
cassette deck ever made for the
money. Pioneer’s CT-F4242.

Once you hear it, you'll be glad
Pioneer couldn’t leave well enough

And a six tin tape drive Sha[[[ instead of the ©1977U S Poncer Lieetorics, 85 Otond Dive, Moons hie, New lersey 07074

common three, to hold your cassettes
more securely.

The point s, you'll see a lot on the new
CT-F4242 that you won't see on other
modestly priced cassette decks.

But there’s more to this deck than meets
the eye.

THE DIFFERENCES YOU CAN HEAR.

By far, the most impressive refinements in
the new CT-F4242 are the ones you can’t see.
Inside, for example, where many cassette

decks use small flywheels that can CausSe WOW Wit s wood cabmer opiional o extra cos

d Ione- #high F-dehty Components
WE BRING IT BACK ALIVE.
" — - e ———
Cr§2:28 CT-F4242
HEADS ‘Permalloy Salid” “Hatd Permalioy Solid”
recording /playback head xl.  recordingy playback hoad x).
Fernite erasing head x| Ferrite crasing head xL
WOW AND No more than 0.12% No more than 0.08% IWRMS
FIUTTER:  (WRMS) No more than » 2% (DIN}

IREQUIENCY Standard LH tape: 30 10 Standard LH tpe: 30 1o 14,000

RESPONSE: 13,000 H2 (40 10 11,000 Hz2 (40 013,000 He = T dB),
My« 3 dB., Chramiom type  Ferrichromism type wape: 30 w0
e 3010 16,000 1 {40 16,000 H% 40 (0 15,000 Hz

10 12,000 Ha = 3 di8) 3 dB» Chrormium type tape: 30
t0 16,000 Hz {40 10 15,000 Iz
* 3 dBy
SIGNAL Dolby ON'F- 48 dB {Standard  Dolby (M F: more than 52 dB
TO NOISE  and EH tapes] Dolby ON:  Dulby ON: rnare than 62 dB
KATIO 58 dH (over S kiiz, fover 5 ke standaid and
standard anc LH w@pes) LH wipct. Wihen chromium type
When chremium type tape  Lpe is used, signad-1o nolse
is used, signal-10-noise 1a1io I8 further improved by

atiois turther improved by 4.5 dB aver S kHz
4.3 dB over 5 khly.
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WHEN SOMETHING
WORKS THIS SUCCESSFULLY
MOST PEOPLE WOULDN'T
MESS AROUND WITH IT



THE PIONEER CT-F2121.

THE WORLD'S BEST SELLING
CASSETTE DECK.
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The source

of perfection in
stereo sound...

Sy 305

PICKERING
XSV /3000

Pickering’s new
XSV/3000

M
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The reviewers applaud as never before!

“...we don’t see how you can do better at any price.”
Hirsch-Houck Laboratories. Stereo Review. February 1977

“The new unit offers the stereo performance of the XUV/
4500Q (or perhaps a little better than that) at a lower
price. It seems hard to go wrong with such a combina-
tion.”

CBS Technology Center. High Fidelity. February 1977

‘“Congratulations to all concerned on a fine contender
amongst the world’s best stereo pick-ups.”
John Borwick. Gramophone. United Kingdom 1977

Pickering’'s new XSV/3000 is a remarkable develop-
ment. It possesses a totally new and different design that
makes it the precursor of a whole new generation of so-
phisticated, advanced stereo cartridges.

This has been made possible by technological advances
in two areas. First, it has an unusually tiny, samarium
cobalt (rare earth) magnet of remarkably high power that

permits extremely fow mass, and also offers high output.
Second, this cartridge features the new Stereohedron™
stylus tip, a Pickering first! This extraordinary shape has a
far larger bearing radius, which provides increased con-
tact area in the record groove. This assures gentler treat-
ment of the record groove, longer record life, and also,
far longer stylus life.

This cartridge provides remarkably smooth and flat fre-
quency response; its channel separation is exceptional,
its transient response possesses superb definition.

Truly, Pickering's XSV/3000 represents a whole new
concept of excellence in stereo cartridges . . .the true
Source of perfection in stereo sound.

101 Sunnyside Blivd., Plainview, @ PICKERING

New York 11803 “for those who can near the difference”

PICKERING & CO., INC., COPYRIGHT 1977

For turther information write to
Pickering & Co., Inc. Dept. HF
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Happy Anniversary, ABC

During the past year, much has been written about ABC'’s rocketing
from last to first place among TV nelworks. (Nobody seems to have
connected the corporation’s dramatic rise in fortunes with its acquisi-
tion shortly before of HigH FIDELITY and our sister publication, Mobn-
ERN PHOTOGRAPHY.) But in all the printed stories I read. | came across
no reference to what ABC had contributed to America’s musical life.
Since this month marks the twenty-fifth year since Leonard Goldenson
merged his United Paramount Theaters with the old American Broad-
casting Company to form American Broadcasting Companies, Inc., |
thought I would investigate that subject and, if [ found anything of in-
terest, write about it as a sort of anniversary present to our parent com-
pany. What [ did find surprised me.

Take the ABC Symphony. for example. Never heard of it? Yet for
thirty Saturdays each spring and summer from 1943 through 1948, one
could hear concerts by this orchestra under such conductors as Antal
Dorati. Maurice Abravanel, Roy Harris, Bronislaw Gimpel. Earl Wild,
and Nicolai Berezowsky. Gimpel and Wild also appeared as solo vio-
linist and pianist, respectively. and other soloists included the likes of
harpsichordist Sylvia Marlowe, pianist Gary Graffman. violinist Rug-
giero Ricci, and violist Emanuel Vardi. That it didn't capture the musi-
cal public’s imagination might have been due 1o its lack of a star con-
ductor (NBC. after all, had Toscanini) or even a permanent conductor
(CBS had Howard Barlow). But for six years, it was there.

Or how about the more recent ABC String Quartet? This, at least, |
remembered. for during the mid-Sixties, when New York's WABC-FM
was a major classical station. its top-notch quartet weekly contributed
the only live stereo music of any sort broadcast 1o the Metropolitan
area. The group not only played string quartets, but expanded for
memorable performances of such works as Mendelssohn's Octet,
Chausson's Concert for Violin, Piano, and String Quartet, and Glazu-
nov's Concerto for Saxophone and Strings.

For years until 1963 the ABC radio network was of course the outlet
for the Metropolitan Opera and, during the Koussevitzky era, for the
Boston Symphony Orchestra as well. And ABC-TV made the first tele-
cas!s from the Met: the opening nights of 1948 (Otello), 1949 (Der
Rosenkavalier), and 1950 (Don Carlos).

Perhaps most far-reaching, ABC was the first network to make that
revolutionary decision to transcribe hroadcasts: the Bing Crosby radio
show—on discs in 1946-47 and on tape thereafter. (For the full story,
see John T. Mullin's "Creating the Craft of Tape Recording,” HF. April
1976.) This decision all but transformed American broadcasting, mak-
ing editing possible and a greater variety of programs from a greater
variety of sources more readily available. Ironically. it also led to to-
day's automated and syndicated radio (see HF, September and Oclo-
ber 1977) and to the decline of network radio programming that Gene
Lees described in last month's issue.

Unfortunately, today all symphonic, chamber, and operatic music
remains the domain of independent programmers and broadcasters.
Good music "networks” generally air the shows that link them at dif-
fering times. Only the Met broadcasts remain to remind us of the time
when Americans around the country were bound together as they lis-
tened to the same good music at the same time.

The next quarter-century may change all this for the better. If so. we
ask our parent to remember the best of its past and, in its newly won
success, take the lead in the future.
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It’s time for everybody else
to start playing catch-up. Again.

From the very beginning, experts have acclaimed the
performance and feature innovations of Yamaha receivers
as nothing less than spectacular.

But now, we've outdone ourselves.

Yamaha is introducing a new line of receivers with such

unprecedented performance, it's already changing the
course of audio history.
Real Life Rated™ While traditional laboratory measure-
ments provide a good relative indication of receiver
performance, they simply don't tell you how a receiver
will sound in your living room in actual operation. So
Yamaha developed a new standard for evaluating overall
receiver performance under real life conditions. It’s
called Noise-Distortion Clearance Range (NDCR).
No other manufacturer specifies anything like it, because
no other manufacturer can measure up to it.

We connect our test equipment to the phono inputand
speaker output terminals, so we can measure the per-
formance of the entire receiver, not just individual com-
ponent sections like others do. We set the volume control
at —20dB, a level you're more likely to listen to than full
volume. We measure noise and distortion together, the
way you hear them.

On each of our new receivers, Yamaha's Noise-
Distortion Clearance Range assures no more than a mere
0.1% combined noise and distortion from 20Hz to 20kHz
atany power output from 1/10th watt to full-rated power.
Four receivers, one standard. On each of our four new
receivers, Yamaha reduces both THD and IM distortion
to new lows—a mere 0.05% from 20Hz to 20kH:z into
8 ohms. This is the kind of performance that's hard to
come by in even the finest separate components. But it’s
a single standard of quality that you'll
find in each and every new Yamaha re-
ceiver. From our CR-620 and CR-820
up to our CR-1020 and CR-2020.

What's more, we challenge you
to compare the performance and fea-

tures of our least expensive model, the
CR-620, with anybody else's most

expensive receiver. You'll discover that nobody but
Yamaha gives you our incredibly low 0.05% distortion
and —92dB phono S/N ratio (from moving magnet
phono input to speaker output).

You'll also discover that nobody else starts out with

such a variety of unique features. Independent Input and
Output Selectors that let you record one source while
listening to another. A Signal Quality Meter that indicates
both signal strength and multipath. The extra conven-
ience of Twin Headphone Jacks. Or the accurate tonal
balance provided at all listening levels by Yamaha's special
Variable Loudness Control.
More flexibility. It's consistent with Yamaha's
design philosophy that you'll find the same low distor-
tion throughout our new receiver line. Of course, as
you look at Yamaha's more expensive models, it's only
logical that you'll find the additional flexibility of more
power, more functions, and more exclusive Yamaha
features.

For example, there’s a sophisticated tuner, with unique
negative feedback and pilot signal cancellation circuits
(patents pending), that makes FM reception up to 18kHz
possible for the first time on a receiver. Plus other refine-
ments like a Built-In Moving Coil Head Amp, Fast-Rise/
Slow-Decay Power Meters, and Yamaha's own Optimum
Tuning System
Now’s the time to give us a listen. Our new receiver
line is another example of the technical innovation and
product integrity that is uniquely Yamaha. And your
Yamaha Audio Specialty Dealer is an example of uncom-
mon dedication to faithful music reproduction and genu-
ine customer service. It's time you heard them both.

If your Yamaha Audio Specialty
Dealer is not listed in the local Yellow
Pages, just drop us a line.

© YAMAHA

Audio Division, P.O. Box 6600, Buena Park, CA 90622
©1977 YAMAHA INTERNATIONAL CORP.

CR-1020 0.05% THD 0.05% IM

CR-2020 6.05% THD 0.05% IM
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COMING NEXT MONTH

‘‘Tape and the Shape of Things to Come"’
is the theme of our March issue, as we ex-
plore the long-range implications of the
latest developments in magnetic-tape re-
cording. Audio-Video Editor Robert Long
examines the impact of video cassette re-
corders upon the home-entertainment
field today and tomorrow in VCRs: A Way-
of-Life Revolution in the Making? And
Associate Audio-Video Editor Harold A.
Rodgers takes us into the professional
studio for a peek at Digital Recording—
how it differs from current technology and
what its astonishing capabilities will mean
to music reproduced in the home. Paul
Henry Lang will help us celebrate Vivaldi's
300th Birthday with a critical discography
of the baroque master. BACKBEAT talks to
Todd Rundgren and goes to a Carly Simon
recordirig session to watch Engineer Lew
Hahn in action. There will also be John
Culshaw, Gene Lees, R. D. Darrell, and our
usual complement of news reports and
reviews.
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SOLUTION TO HIFI-CROSTIC NO. 32

[EDUARD] HANSLICK: Vienna's Golden Years
of Music, 1850-1900

It is impossible to speak and think of one-
self more modestly than [Johann) Strauss
[Jr.] did. His elastic figure, unbent by the
years, will be sadly missed in Vienna. He
was a last symbol of cheerful, pleasant
times casting a fading light upon our dis-
rupted present.
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Stoky’s Rescoring

In his review of André Previn's new record-
ing of the Rachmaninoff Third Symphony
[October}, Abram Chipman asserts that
both the late Leopold Stokowski and Eu-
gene Ormandy retouched the scoring in
their versions of the work. one instance
being that violas were added to the instru-
mentation of the opening bars. Fere we
have yet another example of a music critic
writing arrant nonsense about Stokowski.
presumably through having read some-
where that the conductor was known to
make emendations to a composer's text. In
fact. the score and parts Stokowski used for
his recording were hired from a London
publisher and were returned totally un-
marked by any reorchestration. If Mr.
Chipman cannot tell the difference bet ween
violas (in the aggregate) and a solo cello.
then he has no husiness being a record
critic.

He aligns himself with the many writers
(especially American) who have asserted
that Stokowski constantly tampered with
scores when he in fact did no such thing.
Mr. Chipman should examine another of
the great musical myths perpeirated by
American critics: On the one hand they tell
us that Stokowski was a great reorchestra-
tor. on the other that Toscanini practiced
absolute fidelity 1o the printed text. Mr.
Chipman should listen 1o Toscanini's
recordings with a score in hand, starting
with Tchaikovsky's Munfred. *Do as writ-
ten,” said the conductor—and then pro-
ceeded to rescore whole chunks of the
work. to say nothing of making massive
culs in the finale (five minutes!). And lhis
changes to Mendelssohn, Beethoven, Schu-
mann, Debussy. and even Gershwin give
the lie to the myth that surrounds his name.
Perhaps one day the truth will prevail.
though I don't expect to read it from the pen
of Mr. Chipman and his American col-
leagues!

Edward Johnson
London, England

Mr. Chipman replies: Mr. Johnson
prompted some rechecking of the opening
bars in  various HRuchmaninoff Third
recordings. While | still hear the doubling
of the solo cello line in the Ormandy. I'm
prepared to concede that Stokowski may
in fuct have left the scoring ulone. My origi-
nul impression of his retouching was prob-
ably a function of the acoustical vaguries |
noted in that recording und my own expec-
tant “'set” that anything was possible from
the late maestro. Yet I can't agree that crit-
ics exaggerate Stokowski's editorial will-
fulness in general. Surely Mr. Johnson
wouldn't dismiss us insignificant the al-
terations in the closings of either
Tchaikovsky's Romeo aud [uliet or Ravel's
Second Suite from Daphnis et Chloé, on the
current London issues (21032 and 21059, re-
spectively).

Mr. Johnson, I'm afraid, fails to distin-
guish my views from those of critics whose

special adulation of Toscanini is well
known. Americun critics are not mono-
lithic. If I am occasionally too alert to Sto-
kowski’s liberties, that doesn’t uutomati-
cally make me an uriquestioning defender
of everything Toscanini did (nor, for that
matter, are all the Americun critics who
value his art). More important, my ques-
tioning of Stokowski’s revisions of scoring
does not in the leust diminish my recogni-
tion of his priceless contributions to music
through his long and full career, among
them his courageous championing of
twentieth-century masterpieces, his estab-
lishment of glorious standards for orches-
tral sonority, his popularization of good
music for children, his advancement of the
careers of younger musicians, and his mag-
ical interpretations of the music closest to
his own temperament. These will remain
his monuments for veurs to come, long after
the quibhh’ng over textual violations has
heen forgotten.

Brahmin Milstein

Although the beauty of Nathan Milstein's
tone can never be adequately captured on
records. his ideas on music and composers
are not only out of tune with the times—as
the subhead of your article “Nathan Mil-
stein: Brahmin with Violin” [November]
suggests—but ridiculously idiosyncratic.
His limited repertoire also reflects the nar-
row vision of his musical mind. I'm particu-
larly offended by his dismissal of Stra-
vinsky: “[He] wrote for violin, but he wrote
nothing extraordinary.” Music, fortunately,
does not stand still.

J]. P. Adams

Clifton, N.J.

Linear Amp Ban and the Hams

| was disappointed by your comments in
“News and Views" [October] regarding the
FCC's proposal to ban all sales of linear
amplifiers operating above 25 mHz. Illegal
use of such amplifiers by CBers is certainly
a serious problem that must be dealt with,
but the FCC's blanket ban on amplifiers
deals with the situation at the expense of
more than 300,000 American amateur radio
operators (hams) who have a legitimate
need for the equipment.

Radio amateurs, as opposed to CBers
who get their licenses by mail, are required
to pass extensive examinations adminis-
tered by the FCC demonstrating the techni-
cal knowledge necessary to properly oper-
ate an amateur station and to prove com-
petence in the International Morse Code.
Most amateur transmitters do not develop
more than 200 watts; linear amplifiers are
necessary for outputs greater than this.

By 1979 there will be more than 500,000 li-
censed ham operators in the U.S. alone, and
we do not consider our invesiment in indus-
trv “minimal and incidental,” as the Elec-
tronic Industry Association apparently
does. The American Radio Relay League, an
organization of amateur operators, and
several equipment manufacturers are dis-
cussing alternative proposals with the FCC
that would require the presentation of an
amateur license prior to purchasing gear

HIGH FIDELITY MAGAZINE



The new Bose'Model 501.
It shapes the sound to fit your living room
and your music.

The new Bose Model 501
Direct/Reflecting® speaker
captures the realism of live
music by using rocm-waell
reflections to recreate th=
balance of reflected and di-
rect sound you hear at a live
performance.

At the same time, the =x-

clusive Bose Direct Energy
Control lets you adjust the
radiation pattern of the
outward-firing tweeter for
the size and shape of your
room, and for your music.
Broader, for the sweep of a
symphony, or tighter, for the
intimacy of a vocalist.

The Model 501 speaker is design -

to create a life-like balanceof = 2

- reflected and dire%ﬁ gl
e ’ A

e . A -f F

Two extended-range,
3-inch tweeters deliver
crisp, clean hichs, while the
high-pe-formznce 10-inch
woofer procuces very deep,
powerful bass with practi-
cally no d'storzion. And an
innovative Dual Fraquency
Crossover™network lets
tweeters ard woofer play si-
multaneously over more
than an octawe, for smooth,
open midrange.

Hear the new Model 501,
the speaker that shapes the
sound to ft the way you lis-
ten to music at Bose
dealers now.

"he Direa Energy Cont-ol lets vcu
adjust theradiaton pattern of the
outward-ring tweeter.

]

TS E

und through research.

For a detailed description of the Model 501 and t-e technclogy behind it, send $1.0020 - -

Bose Corporation, Dept. PV, The Mountain, Framingham, Mass. J17J1. You will receive a

Yull-color Model 501 brochure,

a 12-page ownes's manual, and a copy of Dr. Amar Bose's article on “Sound Recording and Reproduct ont” reprinted from Technologv Review.
Cabinets are walnut-grain vinyl venieer. Patents issued and pendirg.
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A new Space Program
by Sansul.

Designed to send every audiophile into orbit.

Sansui has conquered space — the space in your
listening room. Our engineers have created a rack
to hold all your high fidelity components in one
place so theyre easily accessible and easy to
operate. And the Sansui GX-5 rack is so elegant
you will be proud to display it in your home.

The Sansui GX-5 rack is about the only EIA 19"
standard-width rack available with casters for
moving your sound system easily from room to
room. Itis 37-1/2 inches tall and can hold
every rack-mountable component. You can
also adjust the height of each unit to meet

your needs.

We have filled the rack with our choice of
outstanding Sansui components. And there’s still
plenty of room for your records. Listen to them
onthe Sansui SR-838 Quartz-Servo direct-drive
turntable, about the most elegant and stable
precision turntable in the world. Even when seton
top of so much power, the SR-838 will
perform free from all noise and
feedback

When your mood changes, listen to
your favorite FM station on the Sansui
TU-717 tuner. Reception, even of the
weakest stations, is outstanding, with
selectivity so high there is never a
problem with adjacent channel
programming.

And, of course, if you want to
preserve these treasured sounds for
years — as clean and pure as they
were the very first time you heard them — it's all
possible with the SC-3110 cassette deck, our
rack-mountable version of the SC-3100, already
well-known for its superior performance and
ultraconvenience including Sansui exclusive
Direct-O- Matic loading.

To match these outstanding components, Sansui
offers you the AU-717 amplifier with the widest
frequency response (from main-in) of any avail-
able DC integrated ampilifier at any price. With
astonishingly low distortion and noise, and wide
overall frequency response, the signal is an
ultra-faithful replica of the original. The AU-717
delivers the brilliance and all the nuance that
makes music so important in your life.

Listen through a pair of SP-L800 (or SP-L 900 or 700)
dual-woofer speaker systems¥ They have been
designed to give you the full enjoyment of the
clean and pure sound that our advanced
technology components provide.

Of course, you can select other components to
meet your own listening needs. You may want
slightly less power; so we offer you the AU-517 DC
infegrated ampiifier, created with the very same
expertise as its bigger brother, the AU-717. If you
wish to spend a little less on your cassette, you can
choose the SC-110.

And for you recordists and musicians we have
something almost out of this world. The AX-7 mixer/
reverb unit is about the finest home recording
console that you can find at such a reasonable
price. Versatility is the key, with up to 6 inputs for
microphones, line level, electrical instruments,
discs, broadcasts or tapes. You get panpots and

20dB input level attenuators on the 4 main inputs.
Reverb is included, as well as circuits for 4-channel,
equalizationand noise reduction. Record the
sounds you create on up to 3 tape decks.

We're sure you'll want to visit your local franchised
Sansui dealer for a complete demonstration of
Sansui's new Space Program. Just think about it.

It will send you into orbit.

"Walnut veneer finish

SANSUI ELECTRONICS CORP.

Woodsidée. New York 11377+ Gardenc, Califomia 90247

SANSUI ELECTRIC CO., LTD., Tokyo. Jagan 5 .
SANSUI AUDIO EUROPE S.A AntwerB. Belgium arnsis
In Canada: Electronic Distributors
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These should not be first loudspeakers.
®
The lcnger you ve lived with oth=zr kinds of scund, We're not new at this, of course. In fact we ve been
the more you'll app-eciate Tannoy. refining our design for over S0 years. We'verefined iz
Thed:fference in Tannoy loudsp=axers iavclwes a so expertly that Tannoy cual co1cencrics ase noow the

dual concentric design that is quite 1nlike any ctherin most widely-used studio monitors ir. Britain.

the workd. And the speabkers we sell to professionais are “he
Simply put. this design means that the hugh- same speakers weoffer to you.

frequ2ncydriver is paysically integrated wit= the Tannoy loudspeakers arz availatle in five moce’s

low-fpequency driver The positioning is sucathatthe —from the shelf-s:zed Eaton to the imposing Arden

sound emerges not just phase corrected, but elso Tofindout wheretoaudit:on a pair,write Henry Roed Jr.,

phase cohzrent Tannoy, Inc., 122 Dupont Street. Plaiaview, NY 11803.
And :kat cohereace is maintained throuzhout your But don’t be hasty. Oaly esperierce wil. tel ycu

listening mom. how good they are.

b 3

The worlds mast refined speaker design.




that could conceivably be used illegally by
CBers. This seems a more reasonable way
to enforce the law without penalizing a
group that has prided itself on more than
sixty years of seif-regulation and service to
the public.

Philip ]. Johnson

Ithaca, N.Y

Here at HF, our main concern is to get the
interference caused by illegal transmitters
out of audio systems and television sets.
Assuming that licensed radio amateurs can
be trusted not to make this equipment
available to CBers, the American Radio
Relay League's proposal, as outlined hy
Mr. Johnson, seems reasonable to us.

Spanish Harpsichord Works . ..

R. D. Darrell speculated in his review of
London’s recording of battle music played
by Jonathan Woods [November] that Fran-
cisco de la Torre and two other composers
may be represented for the first time on
disc. De la Torre's Danza “Alta” has been
available from Musical Heritage Society
for years—MHS 713, MHS 761, and OR 352/
4 (a three-disc set)—and most recently on
our December release of MHS 3693.

Margie Williams

Musical Heritage Society

New York, N.Y.

..and Federico Mompou

Although the five-record set of Federico
Mompou playing his complete piano music,
which received a special citation as part of
the Tenth Annual High Fidelity/Inter-
national Record Critics Award ['Best Rec-
ords of the Year.” December], was not is-
sued by Ensayo in the U.S., these same
performances may be obtained by mail or-
der from the Musical Heritage Society [14
Park Rd., Tinton Falls, N.]. 07724]. The discs
are individually slipcased but sold as a set
as MHS 3462/6.

John W. Trammell

Charleston, W.Va.

Happy Birthday, BACKBEAT

1 have subscribed to Higu FipeLity for
more than twenty years, mainly for the re-
views of John S. Wilson. But now you've
changed your format, and there is no longer
areview section devoted to jazz. Instead, in
any given issue there may or may not be a
review by ].S.W. in a mishmash called
BACKBEAT. | should like to have an answer:
Is the ridiculous new format to be contin-
ued?

William T. Reinick

Tempe, Ariz.

It goes without saying that this format is
one to which we have made a firm editorial
commitment. Readers who share Mr. Rein-
ick’s displeasure will find justification for
our commitment in the editorial in the Feb-
ruary 1977 issue—that of BACKBEAT's de-
but—and Editor Leonard Murcus’ reply to
reader comments in the May 1977 “Letters”
column. As for jazz, in order to cut down on
name-calling by those who refuse to recog-
nize that it is un integral part of popular
music, we have obliged by separating John
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S. Wilson's and Don Heckman's monthly
jazz reviews from the pop and rock
coverage.

I would like to thank you wholeheartedly
for expanding your critical coverage of pop
and rock albums. [ had written a couple of
times requesting that you do so but had al-
most given up. Now your magazine pro-
vides its readers with much more to
experience.

Phil Musso

San Francisco. Calif

Late Strauss on Records
A vear ago Hicx FIDELITY reported that

EMI was producing a recording of Richard
Strauss's Die schweigsame Frau witk Ma-

rek Janowski conducting and a cast includ-
ing Jeanetle Scovotti, Hermann Prey, and
Theo Adam. Since that time [ have heard
and seen nothing of this project. As L have a
very great interest in the as yet unrecorded
late operas of Strauss, | was looking for-
ward to this recording with some enthusi-
asm. Can you tell me what is up?

Also, are any companies considering pro-
duction of Iniermezzo, Die agyptische
tielena, Friedenstag, Daphne. and Die
Liebe der Danae? The lack of recordings of
these operas seems to me a deplorable gap
in the catalog.

Scott Eggert
Chicago. I11.

There is as yet no release date for Die
schweigsame Frau. The recording was he-

1=3+

TANDBERG TR 2075 M I

~B 8. 0.9 5 9B R NEW

a8 e = 8 W

M @ . as

A superior TUNER on its own separdte chassis
A superior PREAMP on its own separate chassis
A superior POWER AMP on its own separate chassis

These add up to three individual & discrete components perfectly
molded into one integrated receiver, the TR 2075 Mk 1, maintaining the
specifications & characteristics that are normally associated with such
components. and challenging systems costing much. much more

In addition, the TR 2075 Mk I ofters features availakle on no other
receiver at any price: Pushbutton diode mode selecticn for silent. positive
program switching. A mini-recording studio function that allows tone &
filter controls to be switched into the Tape 2 output. plus fade between
Phono |1 & Phono 2. Seven different protection circulis. And much more.

TANDBERG

For your nearest Tandberg
decler, call toll-free 800-431-
1506, or write: Tandberg of
America. Inc.. Labriola Court
Armonk, NY 10504
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If you demand nothing less than trye I | Ip I
hi-fi performance, you'll understand the \
advantages and flexibility that resulted
when Technics separated the basic ML
amplifier/control/tuner functions into
the five units we call the Flat Series: The 4
automatically switchable dual IF band e |
ST-9030 FM tuner. The SU-9070 DC FSaaenic STI030
preamplifier. The SH-9010 stereo para- i I
metric/graphic frequency equalizer. B
The SH-9020 peak/peakhold/average !
metering system. And the SE-2060 |
stereo/mono DC power amplifier.

You'll also understand why the i
Flat Series challenges the performance
of the most expensive professional
equipment in the world. And very often
surpasses it.

Look at the graphs. The repro-
duced waveform is virtually true to the

7t

FULE T

Input-

Output Wavefcrm from Technics Flat Series.

TECHNICS ST-9030. THD (stereo):
Wide—0.08% (1 kHz). Narrow—0.3%
(1 kHz). S/N (stereo): 73 dB. FREQ.
RESPONSE: 20 Hz—18 kHz +0.1,

—0.5 dB. SELECTIVITY: Wide—25 dB.
Narrow—90 dB. CAPTURE RATIO: Wide
—0.8 dB. Narrow—2.0 dB. IMAGE and
IF REJECTION, SPURIOUS RESPONSE (98
MHz): 135 dB. AM SUPPRESSION (wide}:
58 dB. STEREO SEPARATION (1 kHz):
Wide—50 dB. Narrow—40 dB.

(10 kHz): Wide—40dB. Narrow—30dB.
CARRIER LEAK: Variable terminal—

65 dB (19 kHz). Fixed—70 dB

(19 kHz, 38 kHz).

TECHNICS SE-92060. POWER OUT-
PUT: 70 watts per channel (stereo), 180
watts (mono) min. RMS into 8 ohms
from 20 Hz to 20 kHz with no more
than 0.02% THD. INTERMODULATION

original. All types of distortion—some LT T 30 oo h v /| DISTORTION (60 Hz: 7 kHz, 4:1): 0.02%.
measurable, some not—are negligible. § O 8 FREQ. RESPONSE: DC100 kHz, +0dB,
And the linear frequency response is 2 | ' 1 —1 dB. POWER BANDWIDTH: 5 Hz
extremely wide. | —50 kHz, —3 dB. S/N: 120 dB (IHF A).
Were confident that the truly dis- £ | RESIDUAL HUM & NOISE: 100 pV, INPUT
criminating critic will recognize the éo.or.i SENSITIVITY & IMPEDANCE: 1V/47kS2.
magnitude of our achievement. Espe- = |- All the specifications of Technics
cially when that achievement is offered ' Flat Series are too numerous and com-
at prices that are unprecedented for o,oo,f____ T LT 2 plex to list here. But their performance
equipment of this caliber. And with the & i %" s too good to miss. So don't. Technics
flexibility to incorporate one or more, THD vs. Output. Power in Stereo SE-9060. Flat Series is now available for demon-
or all five units into your . e, = DI e e T el - ____ stration at selected audio
system. Depending on S Il ew an offpe) 1T 10l T 1 | dealers. For very selective
your needs or budget. § HHHHE AT HHHI 1 ears. And for very selec-
To see how Technics 2 11 '.'?5'12.-':,“;.;,}--‘: it tive eyes there's Technics
achieved the incredible © ol T SH-999. A movable 19”
performance shown in the ~ +120] HImemEniim custom rack with rosewood
graphs, you have to see [T ow ear on 111 veneer side panels.
and compare the incredi- §,+6o|r Ht T\-‘“ T H Technics Flat Series. A
ble specifications that are £ of -l cut o RCIEL LU [T 1T 1] oot tieh Bk autiio
typical of the Technics Flat £ _ g | 111110 T ST 0000 T technology. A new stand-
Series on the facing page. sol T CITHICTT T T T e ’ ard of audio excellence.
(1A} 10 10 100 K 10K 100K

Frequency (Hz)

Gain, Phase vs. Frequency Response, SE-92060 Amp.

TeChniCS Professional Series

by Panasonic
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Atlast. ..

a flawless midrange

built to take full power . ..
300D 3-Way System

THE CORINTHIAN
COLUMN

RTR resolves

point-source radiation
Originators of column loudspeakers in
the United States, RTR has introduced
the most meaningful statement of
column design since 1970. The RTR
300D 3-Way Speaker System.

What makes the 300D immediately
fresh, almost startling, is its “Resolved
Point-Source Radiation Field” which
projects a stable image regardless of
frequency. Musical instruments are
reproduced in a virtually stationary
position — just as they were in

live performance.

This posltive move toward audio reality
is the result of significant technological
advancements in the design and
positioning of each driver within the
3-way system. Primary is the new RTR
soft dome midrange system — the

first to successfully integrate smooth
response and broad dispersion with
outstanding dynamic range and
transient response. In consort with the
two 10” woofers and solid state
supertweeter, this milestone midrange
reproduces music with the highest
degree of audial integrity.

Packaged superbly in an acoustically
transparent, Corinthian column and
affordably priced. Audition the 300D at
your RTR dealer.

RTR Industries, For dealer list,
write: RTR, Dept. HF, 8116 Deering Ave.
Canoga Park, CA 91304
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gun in August 1976 and, assuming no com-
plications. should turn up in the next year,
although we can't say whether Angel plans
a domestic release.

Of the other operas, Daphne has been re-
corded twice. The lovely DG set from the
1964 Vienna Festival (with Hilde Gueden,
Karl Bohm conducting) is out of the U.S.
catalog, but it has been reissued in Ger-
many as DG Privilege 2721 125 and copies
have been imported by German News
Company and others. The 1948 recording
from Buenos Aires’ Teatro Colon (with
Rose Bampton, Erich Kleiber conducting)
has also been reissued, by Educational
Media Associates (IGI 295).

As we go to press, word reaches us of

a major Decca/London Strauss project, to
include Die agyptische Helena; watch “Be-
hind the Scenes” for details.

Berlioz and Italy

It's a pity that one off-the-cuff general-
ization should carelessly slip into Paul
Henry Lang's otherwise well-considered re-
view of Il Matrimonio segreto [November].
‘Splenetic” as Hector Berlioz was on many
subjects, he did contain his venom toward
Italy long enough to set several works there
(particularly those of the 1830s). to extract
musical ideas from its countryside and
people (particularly for Harold in Italy).

and to admire the likes of Spontini's La
Vestale throughout his career. While he
may have despised Rossini and the opera
buffa genre he represented. he did find
cause to admire William Tell and to lament
Rossini’s retiring just when, Berlioz felt, he
had attained artistic maturity.
Otherwise, thank you, Mr. Lang. And, of
course. thank you, Berlioz.
Richard Kassel
Tenafly. N.J.

Poor Linda

Pity Linda Ronstadt. She’s cursed with a
beautiful voice, and some people say she
doesn’t understand what she sings. Now
Stephen Holden, who is obviously a Ron-
stadt fan, is saying that “Simple Dreams,”
her “depressing” new album, "‘shows a ma-
jor talent close to exhaustion” [BACKBEAT,
November]. I won't go that far. Sure. she
made some bad choices in material and she
tried to sing some songs she apparently
doesn't understand. but there's enough
that's good in the album to keep it from
being a total loss. Let's just say she couldn't
grasp what she was reaching for and hope
she learned from the experience. Then, if
the album sells a million. she can cry as she
banks her royalty checks.

Ronald C. Dailey

San Bernardino, Calif.

Where to Find

Several readers have inquired where they
can purchase the recordings discussed in
“Those Limited-Edition Superdiscs” by As-
sociate Audio-Video Editor Harold A.
Rodgers in our December issue. Below is a
list of labels and distrihutors of specialty
records—some discussed in the article.
some not—from whom further information
about availability may be requested.

Audio Lab

A-Train Ltd.

8719 Wilshire Blvd.
Beverly Hills, Calif. 90211

Audiophile Records
Decibel Records

P.O. Box 631
Lexington, Mass. 02173

Celia
See Audiophile Records

Crystal Clear Records, Inc.
225 Kearny St., Suite 200
San Francisco, Calif. 94108

Denon

Discwasher, Inc.

1407 N. Providence Rd.
Columbia. Mo. 65201

Direct-Disk Company
16 Music Circle South
Nashville, Tenn. 37203

Direkt to Disk

Sonic Arts Corp.

665 Harrison St.

San Francisco. Calif. 94107

Those Superdiscs

Gale
348 E. 84th St.
New York. N.Y. 10028

Mark Levinson

Mark Levinson Acoustic Recordings Ltd.
55 Circular Ave.

Hamden, Conn. 06514

M&K Sound, Inc.
8719 Wilshire Blvd.
Beverly Hills, Calif. 90211

Nautilus Recordings
761 Shell Beach Rd.
Shell Beach, Calif. 93449

Reference Recordings
Sumiko. Inc.

P.O. Box 5046
Berkeley, Calif. 94705

Sheffield Records
P.O. Box 5332
Santa Barbara, Calif. 93108

Sonic Arts Recordings
See Umbrella

Telarc Records
4150 Mayfield Rd.
Cleveland. Ohio 44121

Three Blind Mice
See Audio Lab

Umbrella
Audio-Technica

33 Shiawassee Ave.
Fairlawn, Ohio 44313
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THAT NEW BLACK MAGIC.

Soit's gotan
expensive new
look that separctes
it from every ceck
in its class. Nice.
But is that reascn
enough to call it
magic?

No.

But this is: gener-
ally speaking,
over a quarter
century of TEAC
engineering is
wrapped up i
the A-103. Sp=citi-
cally speaking,
the A-1038 boasts
an innovative
design hat re-
places a maze

of wires and dr-
cuit boards w:th
a single circuit
beard. That's one
reasor.

When you press
the Eject buttcn,
your cassette
doesn't pop out at
you like a de-
ranged toaster. It's
cushioned, and
works slowly and
smoothly for
longer deck l:fe.
Thaf's two
reasons.

Buili-in Dolby*
circuitry, High

Dersity Permaflux

head, frequency-
gererated servo-
controlled DC

mo’or, separate
level controls,
wide dynamic
range, and
sw:tchable

bias/equalizazion.
Reasons three
throuch eight.

But hcw do we
offer all these
things (and mrore)
in a d=ck that costs
as little as the
A-103¢

That's the recl
magiz!

*Dolby .s ¢ registe-ed
trademz=rk of Dolb¥
Labora:ories, Inc.

SPECIFICATIONS

(conservatively rated)

Signal-to-Noise Fctio:
50dB(without Do.by)
55dB (with Dolby at 1kHz)

Frequency Response:
30-14,000Hz (CrC2FeC:)
30-11,000He (Normal}

Wow & Flatter: C.10%
(NA3 Weighted)

TEAC

First. Because they kst.

1.“3

TEAC Corporation of Amatica * 7733 Telegraph Road + Montebello, California 90640 « In Canada™EAC 1s distributed by White Electrone Development Corporaton (19663 Ld.




Only JVC offers a built-in
graphic equalizer for more

flexible control of the
entire audio spectrumi.




One of the very special features
you'll find in our three top-of-the-line
JVC receivers is our exclusive SEA
five-band graphic equalizer. It
replaces conventional tone controls
to give you more flexible control over
every segment of the musical spec-
JR-$100 Il trum, from low lows to high highs.

, (And our JR-S100 Il and JR-S200 |l
offer the same professional-style
slider tone controls.)

Our JR-S300 11, JR-S400 Il
and JR-S600 Il give you another
) exclusive feature: you can switch the
JR-S200 I SEA equalizer section into the tape
recorder circuit, so you can “EQ" as
you record, just like the pros do.

JVC’s superb Mark

Professional Series receivers give
you so many useful features. Like
separate power, tuning and signal
strength meters, a team of triple

JR-S3001 power protection circuits, and more

' . - power than ever before (our

JR-S600 Il offers 120 watts{channel,
RMS.* And carries a price of $650,**
for example).

Once you've seen the things we
build in, you'll wonder why others
leave them out.

Sl JVC America Company,
Division of US JVC Corp., 58-75
Queens Midtown Expressway,
Maspeth, New York 11378 (212)
476-8300. Canada: JVC Electronics
of Canada, Ltd., Scarborough, Ont.
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JR-S600 I * @ 8 ohms, both channels driven from 20Hz to 20kHz, with no more than 0.08% total harmonic distortion. **Approximate retail value.




Nikko Audio Puts It All Together
for Your Professional Component System

Nilkko builds more than outstand-
ing professional components and
separates. And for good reason.

Firstly, we don't think stereo
gear of any sort should be spread
willy-nilly over the studio.

Secondly, we've created these
designer-crafted hand-rubbed
walnut veneer equipment racks.
And in keeping with our profes-
sional aftitude, two of the hard.
wood cabinets are 19-inch
standard width.

Thirdly, we've made it possi-
ble for you to assemble three
fantastic custom packages to
fit the cabinet of your choice.

End of commercial on
cabinets.

amplifier has dual filters to elimi-
nate channel crosstalls and improve
stereo separafion. Exterior heat
sinks keep the amp running cool,
necessary when it delivers 110
watts per channel, continuous
power output, minimum RMS into

8 ohms, from 20Hz to 20kHz,

with no more than 0.03% THD.

The heavyweight of the new
Nilsko Audio professional gear is
the Alpha | basic stereo power
amplifier, shown in the bottom
cabinet.

However, there is nothing
really basic infernally about the
Alpha I. It uses a 3-stage Dar-
lingtan direct-coupled OCL,
pure-complementary quad-

We now invite you to read
about a few of Nikko Audio's
newest electronic products.

As with every Nikko Audio
product features abound in
the NT-850 (far top), an AM/
FM stereo tuner.

A switchable (normal/nar-
row) IF band and advanced
circuitry are employed to in-
sure low distortion, signal
stability, maximum stereo
separation and outstanding
reception.

Below the tuner is the NA-
850 integrated stereo amp-
lifier. It delivers 60 watts
continuous power output,
minimum RMS per channel,
driven into 8 ohms from 20
to 20kHz, with no more than 0.05% THD.

Take a hard lools at the cabinet below with the
Gamma | stereo FM broadcast monitoring tuner. A
simply remarkable product.

It has a switchable wide and narrow IF stage for
low distortion, high sensitivity (1.8uV) and the ability
to pull in distant stations with clarity.

Niklko Audio’s ultra-slim stereo preamp, the Beta I,
has both an input equalizer and amp circuit powered
by independently regulated voltage supply to help
eliminate interference distortion. There is no end to
its professional features.

Each dual power supply on the Alpha Il power

ruple push-pull circuit, rarely
found on anything less than
exotic amp circuits.

The Alpha | delivers 220
watts per channel, continuous
power output minimum RMS
per channel into 8 ohms from
20Hz to 20kHz, both channels
driven. THD is 0.08% .

The revolutionary Beta | pre-
amp s circuitry consists entirely
of high-voltage FET’s. It's a
mate to the Alpha | and is DC

and non-coupling for better
frequency response.

The Gamma | stereo FM
tuner also appears in the
lower cabinet below the
Beta | stereo preamplifier.

Now, that's enough product

and specs to satisfy the most discerning audiophile
and professional .

Ask your Nikko Audio dealer for a definitive tour

of the new Nikio product line.

Nikko Audio

For those who take their stereo seriously

Niklko Electric Corp. of America
16270 Raymer St., Van Nuys, Calif. 91406
(213) 988-0105 ©Nikko Audio 1977

In Canada: Superior Electronics, Montreal, Quebec



Wake up, guys. In your November issue, you
claim that the vertical tracking angle of the
Stanton 881S is “distinctly higher than the
nominal standard of 15 degrees.” It is true
that the cartridge is a little off, but by 5 de-
grees, not 10. The standard has been 20 de-
grees for some time now.—Michael D. Riggs,
Cambridge, Mass.

The nominal standard is still 15 degrees.
Though the DIN standard (essentially for
Germany) has been changed to 20 degrees,
no similar change has occurred in the U.S.

| would like to add extension speakers to be
used in another room and to be able to con-
trol the volume independent of the main unit.
| also want to avoid impedance problems. Is it
possible to run a connection thirty feet from
the tape output to a small integrated amp in
the other room? Will there be any adverse ef-
fects; and are there any special considerations
involved in this?—David Daniel, Monroe, La.
Probably you can do so, but we can’t answer
the second question for certain. Even sound
contractors have occasional difficulties. Why
not try it? Sixty feet of shielded cable (with
braided, not wrapped, shield}) and a few
plugs don't seem too great a risk to take.

| recently purchased a Dolby-equipped tuner,
primarily to receive WFMT in Chicago and
other stations that use Dolby encoding. | no-
tice that much the same effect occurs with
non-Dolby stations when | push the Dolby
button. For instance, a heavily limited classi-
cal station in Milwaukee seems to benefit
from increased dynamic range, and also some
noise reduction, when the Dolby decoding is
added. Is this a strange quirk of the combina-
tion of the station’s limiting and the Dolby de-
coding, or is my tuner not really working as it
should?—Brian Gerl, Milwaukee, Wis.

It may be a quirk. You should expect some
noise reduction in playing a nonencoded sta-
tion through the Dolby circuitry, but you
should also expect unnatural sound, with the
highs becoming progressively more exagger-
ated as instantaneous signal levels rise. If
the station's limiting is clipping off the high
frequencies under the same conditions, it
may produce a sort of ‘‘compensation’ for
this effect, though we still would expect care-
ful listening to reveal that response charac-
teristics vary with signal level, making the

improvement” somewhat questionable

| am a novice at high fidelity and am search-
ing for information on how to build loud-
speaker enclosures and match them to raw
drivers. | recently bought two 12-inch and
four 3-inch drivers from which to build a
stereo pair of speakers. | will appreciate any
help you can give.—R. W. Pembuton, Mount
Vernon, I\

Unless you have test equipment (an oscillo-
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scope, an audio generator, and an audio volt-
imeter at minimum) and a good bit of techni
cal knowledge, there isn't much you can do.
The old rules for matching a driver to an en-
closure never really worked except by trial
and error and have been superseded by mod-
ern engineering principles. To do the job
properly, the behavior of the drivers must be
accurately known and a good bit of complex
theory applied. The Loudspeaker Design
Cookbook, published by S.R.A., 3959 SE
Hawthorne, Portland, Ore., 97214, contains
some useful information, and (for a fee)
S.R.A. will analyze a pair of woofers and re-
turn them to you with the data you need.

According to your report on the Dynavector
20-B cartridge [July 1977], you had to lower
the impedance to 100 ohms to smooth out
the highs in the output by 2 dB. Since my
SAE-2800 parametric equalizer lends itself
well to controlling the high frequencies, | de-
creased the level of this section by 2 dB and
sometimes by 8 dB, depending on the record-
ing. But even with recordings from Sheffield
and Crystal Clear a setting of -2 or -4 dB is
not doing the trick, since the voices still emit
a‘‘shh'! sound when they hitansorat. Can|
obtain the same results by maneuvering the
2800 as | would by changing the impedance
of my preamplifier internally?—Gilbert Lopez,
Glen Ridge, N.J.

No. You must foad the cartridge down. But
because of the low impedance, the 100-ohm
resistors can be successfully placed outside
the preamp. The Satin Damping Adgptor SR

60, imported by Osawa, does the job very well
and is compatible with the Dynavector.

| have Suparex PEP-79E electrostatic head-
phones (**4-16 ohms""), which are connected
to the “‘B" speaker outlets of a Kenwood KR-
4130 receiver, with a pair of Dynaco A-25
speakers ('8 ohms'") on the “A" outlets. Oc-
casionally | would like to run both at once
(“A&B'") but fear that the combination might
present an unsafe load (lower than 4 ohms)
to the receiver. Is the combination safe? If
not, can it. be made safe by adding resistance
to either or both outputs?—James H. Swift,
Seattle, Wash.

Unfortunately, we don't have sufficient data
to judge the safety of the combination, but
we suspect you have overlooked a point that
may make your question moot. Since the
phones and the speakers differ in efticiency
and, worse yet, are in such dissimilar posi-
tions with respect to listeners, you are un-
likely to find a single setting of the volume
control that will do for both. Many headsets
have been fried when they were left con-
nected while speakers were playing at high
levels. Itis possible to equalize the levels with
series resistors (as you suggest, this could
prevent any impedance difficulty as well),

FOR
EVERY
SYSTEM
WORTH
MORE THAN

if you've invested $500 or even $5000 in
your high fidelity system, read on. Because
what we have to say can have a lot to do
with the quality of sound you're hearing.

Unfortunatzly, one of the most over-
looked components in a fine sound system
is the cartridge. And all too often, it can be
the one place where you skimped on qual-
ity. {Out of sight. out of mind, as they say).

We sinceraly believe that an invest-
mentin a Sonus cartridge will truly surprise
you with the way it improves the quality of
your record reproduction. The analytical
quality of the Sonus brings out the inner
voices of complex musical passages clearly
and cleanly. Listening fatigue disappears.
And a Scnus introduces no extraneous
coloration of its own.

But what we're talking about is said
even better by Sonus owners. “Excellent
clarity,” “more fulfilling sound,” “open, airy
3.D sound,” “superb depth and definition,”
“clean, accurate and transparent sound,”
are typical of thousands of enthusiastic
comments we have received from owners
of Sonus cartridges.

Mazke sure your cartridge matches
up to the rest of your system. Write us for
further information and the name of the
Sonus dealer nearest you.

Manufactured in the US A, by:
SONIC RESEARCH, INC,,
27 Sugar Hollow Rd., Danbury,Conn.06810

High Definition Phono Cartridges
C/RCLE 55 ON READER-SERVICE CARD
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invents...
—

the Perfect Pre-Amps...

WITH A PUSH-BUTTON PATCH-PANEL,
PLUS OCTAVE-WIDE TONAL CONTROLS,
FOR FANTASTIC FLEXIBILITY IN
PROGRAMMING, SWITCHING, PLAYBACK

the PE2217 ofters more fexibility ard control than preamps costing
twice the price. The 20-band OCTAVE EQUALIZER uniquely
coupled with a versotite combination PUSHBUTTON PATCH
PANEL and advanced phono preomp section( 8448 S/N) allows
you the copabllity of graphic “EQ" during the playback and record-
Ing process. Duol phono and friple tape control with 8 4 and

106 d8 S/N spacs make the FE2217 an unsurpassed preamp

valus, priced trom $529.50

the New Class ‘H' 250w. Amps...

- WITH PATENT-PENDING VARI-PORTIONAL
ANALOG LOGIC CIRCUITRY, AUTO-

CROWBAR® PROTECTION, NON-LIMITING

OUTPUT. ..

\____—-’-— F tc pert b its t Y hew Patent Pen-

p
ding VARI-PORTIONAL? system uses Anolog Loglc Clrcuitry to
anticlpate, controt and supply only the exact amount of power re-
quired tor most efticlent pert e...C lonal Closs AB
amplifiers with 2 SO waot power rafings, operating of ‘% powern
accordance with FTC test raquirements, WiLL CONSUME OVER
— 40% MORE ENERGY than the Soundcraftsmen “NEW CLASS"
amplifier . . . Hate are just 0 tew “NEW CLASS” banefirs:
1. Greatiy reduced overage current droin resulting in SUBSTANTIAL ELECTRIC AL ENERGY SAVINGS.

2. Reduced heot dissipotion for cooler operation assuring trauble-tree reliability and no need for nolsy fans.

3. And perhops the greatest benefit of all, monutacturing cos! savings meuntng more power, and more fegtures for
tewerdoliars . .. SPECIFICATIONS: 2 50 worts per chonnel RMS 20 H 2208 M x both channels driven into
8 ohms,less thon O. 1 % THD. Noise — 10548, Damping foctor 1 00, Siew rote 5O

3 modeis, Power Amp, Meter Amp, Amp-Qualizer® priced from $599.°°

and the Great Equalizers...!

WITH THE ONLY TOTAL-SYSTEM APPROACH -
FOR COMPLETE CLOSED-LOOP EQUALIZA-
TION OF ENVIRONMENT, SOURCE MATERIAL,
AND FINISHED PRODUCT —(TAPES,
PROGRAMS, ETC.)...

We INCLUDE all the accessories and feotures thot are a MUST to moke
equalizing easy, as well 0s an amazingly rewording new exparience . . . An
Environmental Dot-Yourset! TEST RECORD edited and announced by
Soundcraftsmen especlally for use with the Soundcraftsmen equallzer .
COMPUTONE CHARTS for making o record of, ond resefting in seconds, any
desired EQ curve . . . o Full-Channel Frequency SPECTRUM LEVEL CON-

Ml
TROL on each chonnel for Instant “"na distortion” In/out balancing . . . LIGHT- — equO“ZerS
EMITTING DIO DES for precise visuot signat lavel baloncing . . . A Graphle [, = ﬁ mp“ﬂers
Disploy of sach EQ curve . . . Andupto 36 dB ronge ot odjustment tor eoch =1, pre-O -
octave . . . Specitications: S/N: befter than 106 d8 at full output . . . Omp\mers

THD: fess than. 05 %/o @1v priced trom §299 50 nmf‘k%’"”’
oY

: FREE BROCHURE. ... : i—f-é'

Mfg. in USA by Soundcraftsmen, Cal. 92705. For NEAREST DEALER ph. 714 - 556-6192
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THERE IS A DIFFERENCE IN MAIL ORDER. IT’S
CALLED EXPERIENCE! WE HAVE 28 YEARS!

® KENWOOD 5

(3% 44 | KT-5300 AM/FM- Stereo Tuner
KA-3500 Stereo Amplifier
¢#y | 40Watts Per Channel, Min RMS at 8 ohms
e 20-20k Hz no more than 0.2% Total
B Harmonic Distortion

Grei o

ook &

® KENWDOD
K Ben

o

SEND FOR QUOTES AND PRICE LIST |BUY FROM NEW ENGLAND'’S

60 OTHERFAMOUS BhanDs. | LARGEST STEREO HOUSE
146 Old Brokfield Road, Danbury, Conn. 06810

Sedin (203) 744-6421 ((212) 369-6212
ARSTON Mon.-Fri. 9:00-5:30 Sat. 9:00-3:00

CIRCLE & ON READER-SERVICE CARD

Low Prices
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but whichever device gets the resistors is
likely to suffer in performance due to a lack
of damping

The Sansui BA-2000 power amplifier [HF
“Equipment Reports,” September 1977]
seems to be an excellent amp at a good price.
My question is about the amp’s ability to play
into a 4-ohm load. | plan to buy the Phase
Linear Model Il loudspeakers, and your test
report [June 1977] pointed to “a broad [im-
pedance] trough between about 200 and 700
Hz, where [it] falls below 4 ohms and could
give some solid-state amps a problem.” Since
the Sansui amp is only 100 watts [20 dBW],
I'm not sure the combination is a good one. If
not, would two amps do the job?—Leo
Mauno, Torrance, Calif.

Paired BA-2000s will not work, but a single
BA-5000 (for only a little more money)
should be an excellent choice. It is safe with
loads down to 2 ohms, and the extra 5 dB it
can supply (it's rated at 300 watts per side)
should make noticeable difference in
sound with the Phase Linear IlIs, which are
very inefficient.

| own two decks (cassette and open reel), an
expander, and a frequency equalizer, along
with a turntable, and | like to play disc jockey,
making tapes with my components. Is there
anything | can buy that will allow me to mix
sound sources, like blending the end of a
song from a record with the beginning of a
song on a tape, while taping on my second
recorder, and using a microphone for an-
nouncing? As | understand it, a conventional
mixer won't work, but I'm confused.—David
Teves, San Ramon, Calif.

Yes. you are: A conventional mixer will work.
Some of the disco models may be particularly
well suited to your purposes.

I have an ICP eight-track stereo receiver that |
would like to improve. My system has a single
tone control, which I would like to divide into
separate controls for bass and treble. Could
you send me instructions or direct me to a
source of such information?—Steven
Wainwright, Hilisdale, N_J.

What you plan to do is hardly worth the
trouble. If you want the capabilities of true
high fidelity components. you had better
start out with them

I would like to buy a pair of Infinity QLS-3 or
QLS-4 speakers but hesitate because they are
said to be very inefficient. The manufacturer
recommends a minimum of 35 watts per
channel rms for the 3s and 30 watts for the
4s, but no efficiency rating is given in the lit-
erature. | own a Yamaha CR-2020 receiver
(100 watts per channel), and when | audi-
tioned the speakers in a showroom the sales-
man played them through a 100-watt ampli-
fier, which seemed to do fine. Do | have
enough amplifier power to drive them to rea-
sonably loud levels without fear of clipping?—
Tony Biancardi, Monroe, Ga.

For practical purposes, unless your listening
room is significantly larger or more absorb-
ent than the room in which the speakers were
demonstrated. the power of your unit should
be sufficient

We regret that, due to the volume of
reader mail we get, we cannot give
individual answers to all questions.
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WHY MOST CRITICS USE
MAXELL TAPE TO EVALUATE

TAPE RECORDERS.

Any critic who wants to
do a completely fair and
impartial test of a tape re-
corder is very fussy about
the tape he uses.

Because a flawed tape
can lead to some very mis-
leading results.

A tape that can’t cover
the full audio spectrum
can keep a recorder from
ever reaching its full
potential.

A tape that's noisy
makes it hard to measure
how quiet the recorder is.

A tape that doesn't
have a wide enough bias
latitude can make you
question the bias settings.
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And a tape that doesn't
sound consistently the
same, from end to end,
from tape to tape, zan
make you question the
stability of the electronics.

If a cassette or 8-track
jams, it can sugges* some
nasty, but erroneocus com-
ments about the drive
mechanism.

And if a cassette or
8-track introduces wow
and flutter, it's ap- to pro-
duce some test results that
anyone can argus with.

Fortunately, we test
Maxell cassette, E-track and
reel-to-reel tape to make
sure it doesn’t have the

maxell.35-90
| maxelld.81-90]

& Trrck Carvcm Taps

e ]

hii-Jiaat {1LE 1

problems *hat plague other
tapes.

So it's not surprising that
most c-itics erd up with our
tape in thair tape recorders.

Its one way to gucran-
tee the equipment w’ll get
a fair hearing.

MAXELL. THE TAPE THAT’S TOO GOOD FOR MOST EQUIPMENT.

Mazell Corporation of Ame-ica, 13C West Conwnercial Ave., Moonadhie, N.J. 07974
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A Foregathering
of Engineers

In the excitement and anticipation with which most of us
approach a new audio component we tend to forget that
every item of hardware has a long history by the time it
reaches market. That history begins, of course, with a glint
in the eye of a design engineer and continues under the
aegis of engineering and marketing specialists through all
the various stages of development. Thus, the course of au-
diois plotted, at least initially, in the laboratory. It was with
this in mind that we attended the November 1977 conven-
tion of the Audio Engineering Society at the Waldorf As.
toria in New York. (Our BACKBEAT section this month car-
ries additional coverage of AES’s sights and sounds.)

The big news was in digital recording, a technique that
promises hitherto unheard-of freedom from noise, distor-
tion, wow and flutter, and, in fact, just about all of the ills
that have plagued music reproduction. This is a revolution
ary development with such far-reaching ramifications that
it exceeds the scope of this column. A fuller treatment will
be found among our feature articles next month.

But there were other items of interest. A good deal of at-
tention was paid to transient distortion effects—TIM (tran-
sient intermodulation), DIM (dynamic intermodulation),
SID (slewing-induced distortion), etc.—and to techniques
for expressing them numerically. Significiantly, discussion
of the latter emphasized the correlation between measure-
ment and audibility; all agreed that, whatever methods
eventually are chosen, a lower distortion number should
mean a better-sounding amplifier. The fact that conven-
tional THD and intermodulation measurements do not
necessarily reflect sonic quality in this way was one of the
things that prompted research into TIM in the first place.

Despite the apparently negative verdict delivered by the
marketplace, a relatively large number of engineers still is
interested in the problems of quadriphonics, as evidenced

e eus

by the six papers (seven, if you count one on a three-chan-
nel system) dealing with the subject. In particular, sound
localization in a 360-degree field (‘“*surround sound.” if
you will) is still a focus of attention. Unfortunately, the par-
tisanship that has hurt quad so badly in the past is still in
evidence, both in the heat with which systems are de-
fended and in the intemperance with which competitors
are attacked. We hope that future advancements in audio
will not be similarly undermined by this sort of tech-
nological chauvinism.

Another exciting topic is that of electronic music. Devel-
opments in this area are likely to have vast aesthetic con-
sequences. The universe of sound that a composer or per-
former has at his disposal is staggering. And the methods
by which man can manipulate machines are becoming
ever more variad and flexible—making it possible, for ex-
ample, to control a synthesizer by playing a guitar or sing-
ing. Robert Ceely of Beep Electronic Music took the com-
poser’s point of view more than the engineer's when he
examined the ways in which conventional control devices
tend to limit musical imagination rather than enhance it.

In areas perhaps closer to home, Danie! Raichel of Au-
diotron Laboratories Corporation showed that distortion in
loudspeakers can never be totally banished because of cer-
tain nonlinear effects in the air itself. And James White
and Arthur Gust of the CBS Technology Center took a hard
look at phono cartridges, identifying and measuring some
distortion-producing mechanisms that have, up to now, re-
ceived little attention.

The question of the audibility of phase anomalies, par-
ticularly in loudspeakers, naturally came up. Peter Mitch-
ell, whose article on the subject appeared in our October
1977 issue, presented an expanded version of his views:
Robert Berkovitz and Eric Edvardsen of Teledyne Acoustic
Research offered a more general approach. The con-
sensus seems to be that phase matters little, if at all.

There was much more, of course, but that's a quick
once-over of what the technical people in audio are talking
about these days.

i 5 VA . 0 T e S T T T e S S

Dr. Peter Goldmark (12/2/06—12/7/77)

At 7:30 on the morning of December 7, as the HiGH FI
DELITY staff was on its way to Stamford, Connecticut, for
discussions on our test report program at the CBS Tech
nology Center, Dr. Peter Carl Goldmark, until 1971 presi
dent of the Center (then CBS Laboratories), was killed
while driving from Stamford to New York.

It was Goldmark, of course, who led the research team
that developed the LP record. In addition, he had garnered
more than 160 patents and was instrumental in the devel
opment of many areas in communications. He built a suc-
cessful television receiver in the 1920s, invented the color
TV system that was used for probably the world's first

color telecast in 1940, and was responsible for the devel-
opment of Electronic Video Recording, a catalyst in the
growth of the video cassette business. Always more inter-
ested in the human uses of technology than in the tech-
nology itself, he founded Goldmark Communications, with
the purpose of adapting the most sophisticated communi-
cations techniques to educational needs, after his re-
tirement from CBS. Only two weeks before the Budapest-
born scientist's death, President Carter bestowed on him
the National Medal of Science.

Goldmark’s impact on American audio and video will
long be felt.

H1GH FIDELITY MAGAZINE
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The Clean
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SCIENCE

The simplicity of the Discwasher system
belies the extensive research and instrumen-
tation that has produced the world’s leading
record cleaner. Pain staking development
using gas-liquid chromotography, thermal-
sensing instruments, precision weighing
equipment, friction-measuring instruments
and electron microscrophy have all con-
tributed to the evolution of the Discwasher
Record Care System.

This rigorous application of science has
produced an integrated, patented system of
brush and fluid which lifts both fingerprints
and micro-dust from the record grooves
(without smudging them deeper); which
allows all contamination and fluid to be
removed from the record surface; which
preserves the chemical integrity of the vinyl
(unlike many liquids and dry cleaning systems)
and which offers long-term protection against
biological and physical contamination.

EXPERIENCE

Any gadget can be made to “perform” by
using simplistic test criteria instead of long
term use.

Experience, on the other hand, responds
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to the valid questions of science and has
proven that the best, 1nost convenient, and
most effective record cleaning system is the
patented Discwasher.

“Experience” involves consumer intelli-
gence, proper use —and proper evaluation of
results. That's why Experience has made the
Discwasher system the Leader in record
care. Beyond any doubt.

AESTHETICS AND VALUE

What is the proper price for milled, hand
rubbed walnut that will last long after the
“plastic wonders” are cracked and broken?
What is the net evaluation of an incredibly
complex cleaning fluid which is lower in dry
weight residue and yet more “active” and
“safe” in the removal of standard record
contamination than any other cleaner? What
is the value of your record collection as
compared to the protection of approximately
200 cleanings from each small bottle of

D3 fluid?

You can be ripped off by cheaper attempts,
and fooled by more expensive “followers” of
the Leader. But only Discwasher has the
Clean Logic of Leadership.

discwasher®inc. Columbia, Missouri 65201



Introducing the Koss Theor

of loudspe

three new Koss CM ;
systems that prove it.

When Koss invented the
stereophone, music lovers and
audio experts were amazed at the
low distortion, broadband
frequency response, and high
efficiency achieved by the Koss
drivers. Indeed, the resultant
Sound of Koss created a
revolution in the audio industry.
Today, the exciting new Koss
Theory of loudspeaker design
has created another revolution.
By developing a complex series
of audio engineering formulas
and by utilizing the precise
knowledge of modern computer
science, Koss engineers have
created a breakthrough in
loudspeaker technology of such
significance that it heralds the
second major revolution in
loudspeaker design technology.
For the first time, it’s now
possible to scientifically derive
and produce the optimum system
parameters for any loudspeaker.
By computerizing the Koss
Theory and by first selecting
the number of bandpasses
desired in the system, the
system’s desired efficiency, the
f;, low bass cutoff, and the
desired cabinet size; Koss
engineers are able to derive
specific design parameters for
every component in the total
system. In fact, the Koss Theory
is so sophisticated that even the
structural design of the cabinet
and the precise positioning of
the components in the cabinet
for optimum dispersion and
phase coherency are specified.
Of course, what'’s really
important is not the Koss
Theory itself but the sound of
the three new Koss speakers

that prove it. Indeed, with
current technelogy, there are no
speakers available at similar
prices that car match the Koss
CM 1010 two bandpass
loudspeaker, the Koss CM 1020
three bandpass loudspeaker or
the Koss CM 1030 four bandpass
loudspeaker in low distortion,
high efficiency, and broadband
frequency respcnse.

But then, the incredible sound
of these three naw speakers isn’t
surprising when you consider
some of the revelutionary new
features they offer:

Take for example, the CM
1010’s unique mass aligned
10-inch passive radiator that
enhances the lower 2 octaves of
the bass and allows for the use
of a specially designed 8-inch
woofer to reproduce the critical
midrange up to 2 5 kHz. With
the alignment mass in place, the
CM 1010 reproduces a maximally
flat response from an f; of 35 Hz
on outward. However, by

er design and the

speaker

removing the alignment mass,
those who prefer more acoustic
energy in the 50 to 80 Hz range
can create an f; of 40 Hz and a
low bass ripple of 13; dB
centering on 60 Hz.

Or take the CM 1020’s dual
port design that provides an
optimal cross sectional port area
for proper cabinet tuning. Or the
unique parallel midrange design
of the CM 1030. By utilizing
two 424 -inch drivers operating
in parallel, Koss engineers were
able to decrease the excursion
of each driver thus creating a
dramatic decrease in potential
driver distortion and an equally
exciting increase in the overall
brilliance and presence of the
midrange response. Then again
there’s the Koss high bandpass
1-inch dome tweeter and unique
acoustic transformer that
creates an incredible 6 dB
increase in headroom.

And, of course, there’s also
the patented quasi second-order
crossover network that provides
a smooth, acoustically invisible
transition from bandpass to
bandpass.

But those are just some of the
revolutionary features offered by
the new Koss CM loudspeakers.
Why not prove the Koss Theory
of loudspeaker design to
yourself by asking your Audio
Dealer to give you a full
demonstration of the beautiful
Sound of Koss. Or write to Fred
Forbes, c/o0 the Koss Corporation,
for our free, full color CM
loudspeaker brochure. Once
you’ve heard these revolutionary
new loudspeakers, we think
you’ll agree: hearing is believing.

©1977 Koss Comp




IROSS CM SPEAKER SYSTEMS

hearing is believing”

KOSS CORPORATION, 4129 N. Pcrt Washington Ave.. Milwaukee, Wisconsin S3212
Loss Intemnational/London. Dublin, Paris, Frankfurt « Amsterdam « Kess Limited/ Onfario » Kass KK /Tokyo
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With the AD-6550's unique new Remaining Tape Wow and Flutter: Below 0.05% (WRMS)

Time Meteryou never have to worry about The AD-6550 cassette deck achieves an
running out of tape in the middle of recording your ;. ip1e wow and flutter of below 0.05% (WRMS)

favorite music. In the past you monitored your thanks to a newly designed 38-pulse FG servo
tape visually and hoped that the musical passage motor and AIWA's special Solid Stabilized

and tape would finish together. Now, this extremely Transport (SST) system. And because we use
easy to use indicator gives you plenty of warning. Dolby* we zlso improve the S/N ratio to 65dB

It shows you exactly how many minutes remain on . I f
the tape. So that when you record the *'Minute gSei?s-sso PRipandisten to the music instead o

Waltz" it won't end in 45 seconds. The AIWA AD-6550.

% Be forewarned.

RGN  Bias Fine Adjustment
But there's a lot more to the

AD-6550. AIWA has included

aBias Fine Adjustment knok

that permits the fine tuning

of frequency response to give

optimum performance of

any brand of LH tape on the

market.

*Dolby is a Trademark of Doiby Laboratories. Inc

Distributed in the U.S. by: MERITON ELECTRONICS, INC., 35 Oxford Drive, Moonachie. N.J. 07074
Distributed in Canada by: SHRIRO (CANADA) LTD.



Panasonic Set to Dub VHS Video Cassettes

Three authorized duplication centers for VHS software
were set up by the Panasonic Video Systems division late
last year: Magnetic Video Corporation, Farmington, Mich
igan; Bell & Howell, Evanston, lliinois; and Video Software
Production, Yonkers, New York. By the time this is printed,
a fourth center, located in the Los Angeles area, may well
be operational. The centers are to be equipped with the
Panasonic PD-600 VHS duplication system, demonstrated
last November; it is capable of producing twenty copies
from a single master deck. Early indications are that the
output of these centers will, at least at first, be educational
materials. But a Panasonic spokesman did not rule out
software production for the consumer market as well.

Also . ..

Henry Kloss, founder of Advent Corporaticn and pioneer
of projection television, has formed a new company: Kloss
Video Corporation of Cambridge, Massachusetts. It will
manufacture tubes for projection TV and also license its
technology to other manufacturers.

Nautilus Recordings has released a DBX-encoded tape of
Randy Sharp’s “First in Line,” hitherto available as a
directly cut disc. This marks the first commercial issue of a
DBX-encoded tape. Available from Nautilus (P.O. Box 23,
Pismo Beach, California 93449) for $75 each, the new
tapes represent a limited-edition release of second-gener-
ation copies.

N

Nakamichi adds tuner to component line

To complement the Model 410 preamp and Model 420 power amp,
Nakamichi has introduced the Model 430 FM tuner. Its front end is said
to ensure spurious-response rejection of better than 100 dB. Inter-
mediate-frequency bandwidth provides, via a front-panel switch, 60 to
90 dB of selectivity. The 430 utilizes a tuning lamp system, rather than
meters, and a self-lock tuning circuit to prevent drift. Rated frequency
response is +0.5, -1.5 dB, 30 Hz to 15 kHz; capture ratio is said to be
1Y2 dB for normal IF bandwidth, 4 dB tor the narrow mode. The price of
the Model 430 tuner is $400; Dolby FM can be added with the optional
DB-100 plug-in card, $40.
CIRCLE 137 ON READER-SERVICE CARD

The Obelisk: Shape of things to come

The Obelisk speaker, the result of Shahinian Acoustics’ research into
radiation characteristics, provides a prism-shaped environment for its
drivers. Asymmetric mounting of the drivers, according to Shahinian,
enhances the benefits of the enclosure shape by optimizing sound dis-
persion and diffusion. An 8-inch woofer is loaded by a transmission line
terminating in a 10-inch passive radiator. Crossover, to three 1-inch My-
lar dome tweeters, is near 2 kHz. Continuous power-handling rating is
150 watts (213% dBW); rated frequency response is 35 Hz to 20 kHz,
+ 1, -3 dB; nominal impedance is 6 ohms. In walnut or oak finish, the
Obelisk costs $325; teak or rosewood models are $350.
CIRCLE 138 ON READER-SERVICE CARD
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Numark introduces Model EQ-2000 equalizer

Designed to be used either as a room equalizer or in live recording, Nu
mark’s two-channel graphic equalizer offers up to 12 dB of boost or cut
in seven frequency bands (50, 130, and 350 Hz; 1, 3, 6, and 12 kHz).
The EQ-2000 features MAIN and TAPE MONITOR connections. Power con-
sumption is rated at 5 watts and harmonic distortion at 0.05% with a 2.
volt output. The 2000 retails for $149.95; a walnut base is available as
an option.
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Kenwood extends DC amp line

Kenwood Electronics has adapted the design of its high-end DC ampli-
fiers to the new KA-8100 integrated amp. The response down to O Hz
(direct current) is credited with minimal low-frequency distortion, excel-
lent transient response, and improved sonic localization. The KA-8100
uses a separate power supply for each amplifier channel, plus a third
supply for the preamp. Power rating is 75 watts (18% dBW) per channel
into 8 ohms for 0.03% or less harmonic distortion. Controls for tone,
filtering, loudness, and muting all are exceptionally flexible. The price of
the KA-8100 is $375.

An add-on subwoofer for compact models

Miller & Kreisel Sound Corp., which makes several subwoofers, has an-
nounced the Goliath II, with a built-in crossover that can be adjusted for
50, 75, 100, 125, or 150 Hz. Minimum recommended amplifier power is
35 watts (15%2 dBW). The company suggests that the new model is par-
ticularly appropriate for use in conjunction with any of the tiny full
range “‘superspeakers'’ now on the market (one of which, incidentally,
is called David) to rival the overall sound of systems costing considera-
bly more. Goliath I, in a natural wood enclosure, sells for $175.
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Edcor’s back-to-basics mike mixer and extender

The Model M-41 from Edcor is a no-frilis microphone mixer—no controls
except loud and soft for the engineer who doesn't believe in processing
signals. Up to four inputs mix through the master gain. The Model M.
41X, an extender for the M-41, provides six additional inputs. Fre-
quency response of the M-41 is rated at + 12 dB from 20 Hz to 20 kHz,
and the signal-to-noise ratio is specified at 85 dB. Outputs include an
RCA jack for connection into at least 5,000 ohms and a Y-inch phone
jack for connection to impedances down to 250 ohms. Inputs will ac-
cept impedances from 200 to 100,000 ohms. The M-41 costs $97.50,
the M-41X, $59.50.
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Shure’s monitor speaker

One essential factor in a satisfactory on-stage monitor speaker for five
performance is wide-angle high-frequency dispersion. The piezoelectric
tweeter array in Shure’s Model 702 is said to allow performers to move
freely around the stage. The speaker also features controllable bass
rolloff and a boosted midrange to cut through any on-stage ambient
noise. Designed for use with amplifiers that deliver 50 watts into a 16-
ohm load, it has a recessed volume control to prevent breakage and par-
allel phone jacks for interconnecting more than one system from a
single amp cable. The Model 702 costs $238.
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HIGH BIAS.

These cassette deck manufacturers use SA
as their reference for the High(Cr0) bias/EQ setting:

AIWA - AKAI - CENTREX - JVC
'KENWOOD - MERITON - NAKAMICHI
OPTONICA - PIONEER - ROYAL SOUND
SANSUI - SHARP - TEAC - TOSHIBA
UHER - YAMAHA

And are joined by these
in recommending SA for use in their decks:

BANG & OLUFSEN - DUAL - FISHER

HARMAN/KARDON - LAFAYETTE
SANKYO - TANDBERG
AND MANY OTHERS.

There’s been a quiet revolution going on in the cassette world. 0 Leading makers of quality
cassette decks have adopted TDK SA as their reference standard tape for “High” (CrOz2) bias and
equalization settings. Why TDK SA? Because TDK SA’s advanced tape fermulation and super
precision cassette mechanism let them (and you) take full advantage of today’s advanced
cassette deck technology. O In addition, a growing number of other companies are recommend-
ing SA for use with their machines. [ So for the ultimate in cassette sound and performance,
load your deck with SA and switch to the “High” or “CrO2” bias/EQ settings. You'll consistently
get less noise, highest saturation and output levels, lowest distortion and the widest dynamic

range to let you get the best performance from any
quality machine. 0 But you needn’t believe all this
just because we say so. All you have to do is check
our references.

1 The machine for your machine.
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Thorens Isotrack for custom arm mounting

Elpa Marketing Industries has added the TD-16011B turntable, without
tone arm, to its Isotrack line from Thorens. The new model retains the
16-pole synchronous motor, belt drive, and independent drive/arm
suspension of the TD-126 series but is delivered with a blank wooden
arm mount. In addition, Elpa offers predrilled boards for popular arms
frorh manufacturers such as SME, Infinity, Grace, and Stax. The TD-
16011B costs $195 including base and dust cover.
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Flanger from Wasatch Music Systems

The Model 900A is a rack-mountable flanger for studio or stage use.
Controls include SiIGNAL Mix for blending normal with flanged signals,
INPUT LEVEL for gain balancing, and ExT/0sc for switching between an
external modulation source and the internal oscillator. Two LEDs indi-
cate overload and sweep position. Back-panel phone jacks are provided;
balanced XLR jacks are available as an option. The dynamic range of
the 900A is greater than 800 dB with no insertion loss, according to
Wasatch Music Systems. Input impedance is rated at 20,000 ohms, out-
putimpedance at 600 ohms. The price of the flanger is $350, with a foot
pedal and a road case available at additional cost.
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American Acoustic Labs markets Studio line

Among the speakers in American Acoustics Labs’ line is the Studio 2, a
three-way system that can be used either as a bookshelf or floor-stand-
ing monitor. The air-suspension cabinet encloses a 10-inch woofer, 2
inch midrange, and 3-inch piezoelectric supertweeter. The recom-
mended amplifier power range is 10 to 50 watts (10 to 17 dBW), rated
frequency response 27 Hz to 25 kHz, and nominal impedance 8 ohms.
Crossovers occur at 4 and 7 kHz. The Studio 2 is finished in walnut-
grained vinyl veneer and sells for $149.95.
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Universal headshell from Audio-Technica

Audio-Technica's ‘“‘universal’ headshell, which previously had been
available only with a premounted pickup, now can be obtained sepa-
rately. This marketing change was made, according to the manufac-
turer, to meet the demand from an increasing number of owners of re-
placeable-headshell arms who frequently use more than one cartridge.
The AT-N shell, as it is called, retails at $5.95.
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Olympus offers microentertainment

The Pearlcorder Microcassette recorder line from Olympus in the past
has stressed functions and accessories appropriate for in-the-field
recording, as opposed to pure entertainment. The new Model SR-501
incorporates an AM/FM tuner and such features as a sleep switch to
put the miniaturized cassette system into another league. Bandwidth of
the mono tape system, which will record up to 30 minutes per side, is
said to be 300 to 7,000 Hz. The 501, with accessory earphone, wrist
strap, one prerecorded Microcassette, and four alkaline penlight cells,
sells for $199.95.
CIRCLE 147 ON READER-SERVICE CARD

For more reports on equipment and accessories, see “Input Output.”
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Total Energy Response:

The reason why Jensen Lifestyle speakers
sound better than any comparable speaker.

Just what is Total
Energy Response?

Total Energy Response is the uniform
radiation of sound throughout the whole
listening area —at all frequencies. And it
makes an unquestionable difference in
the stereo sounds you hear.

Most speakers are to one degree
or another directional That is, part
of the room in front of the speaker
gets the full sound. Bass, treble and
midrange. While parts of the room
to the sides of the speaker get just a
fragment of the sound. (See Fig. A)

It's precisely this fault we set out
to correct. Because others may tell
only part of the story. Often with
just one response curve measured
from just one position —their
Sptimum position.

However their results don't look
so favorable when the test microphone is
moved "off-axis.’
that is, to the side
instead of directly in
front of these
speakers

. | Figure B illus-
trates this. It is a
|_¥_¥J Total Energy Re-
?q:rk- ADSQdman/ sponse curve, taken
EriEpee with test micro-
phones in all positions. When comparing
the Jensen (blue line) with a comparably
priced “flat” speaker (red line), you can see
how deficient the other speaker is in total
radiated energy in the mid and mid-high
frequencies. This midrange deficiency is
unfortunately very common amongst
speakers, and gives many so-called “flat”

Figure B

Total Energy Response Curve

response speakers a very “thin” sound.
The Jensen Lifestyle speaker, on the

other hand, demonstrates true Total

Energy Response. Uniform radiated

JENSE

power—at all frequencies —throughout
the whole room

These speakers were conceived, de-
signed and tested for this. Tested from
every spot in anechoic “dead” rooms,
reverberation "live” rooms, and
simulated living rooms.

Qur finished products: remarkable dis-
persion for the hard-to-disperse high fre-
quencies. .. 160° or 170° wide, depending
on the model Also expanded dispersion
of the critical midrange response. And full,
rich bass that still perfectly matches the
other frequencies for accurate sound re-
production. The way it's supposed to
be heard. r

You can see how
the sound from a
Jensen is distrib-
uted much more
evenly throughout
a room And when

you're in your - -
own hstemng room FHgureC Jensen Lifestyle
LS-5 Drspersion

you can hear it

What does all this mean to you?

1. It means that with Jensen Lifestyle
speakers, you'll be able to hear all of the
frequencies, all of the time, in almost any

L€ SPEANER VS?:'iTE‘m}

LIFESTY

part of the room. Not just the bass if
you're to the side of the speakers. And
not just the treble if you're in front

of them.

2. Excellent stereo imaging. You
hear everything that both speakers
are putting out. Almost anywhere
in the room. Unlike listeners of oth-
er speakers, who can fall victim to
gaps in the response characteris:
tics, or “hole-in-the-middle” stereo

3. Excellent balance. Many other
speakers are hot on treble, or bass,
or both. But all that really means is
that the midrange is often neglect-
ed. Jensen sends the all-important
midrange throughout a room every
bit as much as the highs and lows.

4. Total Energy Response is
achieved in Jensen speakers with-
out any loss of efficiency. Which
means a moderate output amp or

receiver is still all you need for great
performance. Not a big super-amp

What gives Jensen Total
Energy Response?

A number of features. First, the ex-
tremely wide dispersion of the Lifestyle
Tuned Isolation Chamber™ midranges

Especially important are Jensen's two
tweeters: a 160° dispersion cone direct
radiator, and the 170° dispersion Mylar®
Sonodome® tweeter. The sound input to
each of these drivers is precisely
monitored by Jensen's exclusive
Comtrac® crossover network,
which nsures uniform energy
transfer between the woofer,
midrange, and tweeter.

For final command of the
Jensen Lifestyle’s sound, behind-
the-grille controls are featured.
These controls let you adjust the
treble, and in some cases, the
midrange, to the characteristics
of your individual room.

And with Total Energy Response
there's more music to control.

Hear the difference yourself...
Stop by your local Jensen dealer
and hear for yourself the difference
Total Energy Response makes. It's the
reason why Jensen Lifestyle speakers
sound better than any comparable
speaker.

For the name and location of your nearest Jensen dealer, write
Jensen Sound Laboratories, Division of Pemcor, Inc,, 4136 N. United Parkway, Schiller Park, IL 60176.



Here’s a tip
to make your
records

last longer.

at'system
n M, a new Empirt Phono
cartridge is certain to improve
its performance, three ways.

One, your records will last
longer. Unlike other magnetic
cartridges, Empire’s moving
iron design allows our diamond
stylus to float free of its
magnets and coils. This
imposes much less weight on
the record surface and-insures
longer record life.

Two, you get better
separation. The small, hollow
iron armature we use allows
for 4 tighter fit in its
positioning among the poles.

>0, €Ven the most minute
movement is accurately
reproduced tc give you the
space and depth of the original
recording.

Three, Empire uses 4
poles, 4 coils, and 3 magnets
(more than any other
cartridge) for better balanee
and ‘hum rejection.

The end r=sult is great
listening. Audition one for
yourself or wr:te for our free
brochure, “How to Get the
Most Out of Your Records”.

Cartridges

Empire Scientific Corp.

Garden City, N.Y. 11530
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A CONSUMER'S GUIDE

Model 19,
a Standout Performer
from Altec

The Equipment: Altec Model 19, a fioor-standing loud.
speaker in wood enclosure. Dimensions: 39 by 30 inches
(front, including height of base), 21 inches deep. Price:
$749. Warranty: “full,”” five years parts and labor. Manu
facturer: Altec Sound Products Division, Altec Corp., 1515
S. Manchester Ave., Anaheim, Calif. 92803.

Comment: Loudspeakers traditionally are full of para-
doxes, and the Altec Modei 19, among its interesting prop-
erties, makes a startling contribution in that department.
The system is positively huge, to the point where even arel-
atively modest adjustment in its position is a job for two
reasonably strong people, yet we have encountered few
speakers that fade into the background so convincingly
when they start to play music. A listener is really hard-
pressed to remember that what he is hearing is coming
from those big boxes.

The Model 19 is a two-way system consisting of a pdrted
15-inch woofer that crosses over (at about 1,200 Hz) to a
large sectoral horn fed by a driver that incorporates Altec’s
new radial phase plug. Although the system contains but
two drivers, the crossover network incorporates separate
balance controls for both the midrange and high fre-
quencies. According to data taken at the CBS Technology
Center, maximum use of the midrange control varies the
output level from about 1.6 to 8 kHz by 8 to 10 dB and
from there to 15 kHz by 3 to 4 dB. The high-frequency con-
trol has a maximum effect of about 5 dB from 10 kHz up.
Some overlap between the two controls is thus apparent.

Altec rates the system for an impedance of 8 ohms.
While this is a reasonable approximation of the average
across the band, the curve fluctuates rather widely and
dips to 4 ohms at the point where strict interpretation of
“nominal impedance'’ would place that rating. Since this
dip occurs at 130 Hz or so, which is a rather energetic part
of the musical spectrum, we would advise against running
two sets from the same amplifier.

As befits a ported design with a large woofer, the Model
19 is efficient indeed. Fed with a pink-noise input of 0 dBW
(1 watt), 250 Hz to 6 kHz, it responds with an average
sound pressure level that exceeds 88 dB at 1 meter. A 20-
dBW (100-watt) sine wave at 300 Hz, which the speaker ac-
cepts with no signs of distress, elicits a 114-dB SPL at 1
meter on axis. In the pulse test, the Altec was able to soak
up the full 29%-dBW (900-watt) peak output of the test
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Preparation supervised by

Robert Long, Harold A. Rodgers,

and Edward J. Foster

Laboratory data (unless otherwise noted)
supplied by CBS Technology Center
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HIGH RANGE ADJUST.

MIDRANGE ADJUST

amplifier without clipping the peaks of the waveform, pro-
ducing at the same time a whopping 123%2-dB peak SPL.
This is unusually abundant headroom for music signals.

Distortion below 500 Hz is particularly low; the second
harmonic content remains below 1% almost to 30 Hz at
levels of both O dBW and 20 dBW. The third harmonic is
almost as well controlted, but it starts to rise at a higher
frequency, reaching 1% just above 40 Hz on both large and
small signals. The picture above 500 Hz is less exemplary
but still very good. Bath the second and third harmonics
average right around 1%—somewhat lower at O dBW
higher at 20 dBW. Some of the distortion in the lower mid-
range takes the form of “‘spikes’ that occupy narrow fre
quency regions and may well be related to fundamental
cancellations that occur near crossover. In any event,
these distortion products are far less audible than they
would be if they were not so confined in frequency.

Ignoring minor irregularities (on the order of + 2% dB),
the average anechoic omnidirectional frequency response
(taken in the CBS chamber) is essentially a straight line
that slopes off at roughly 2 dB per octave from 63 Hz to
12.5 kHz and 15 dB per octave above that point. Disper-
sion, as indicated by the front-hemisphere and on-axis
curves, is very good—so good, in fact, that the two curves
are virtually identical over most of the range and just a bit
less regular than the omnidirectional curve.

REPORT POLICY Equpment reports are based on laboratory measurements
and controlied Iistening tests. Uniess otherwise noted, test data and measurements are
obtained by CBS Technoiogy Center, Stamford, Connecticut, a dvision of Columbia Broad-
casting System, Inc.. one of thw nation's deading research orjanizatons The choice of
equipment 1o be tested rests with the editors of HIGH FIOEUTY. Manutaciurers are not
permitied 1o read reports in acvance of pubiication, and no report, or portion thereol
may be reproduced tfor any purpose Or in any form without written permission of the
publisher. All reports should be consirued as applying 10 trie specfic sampies tested;
neither Hisn FIDELITY nor CBS Technolagy Center assumes responsibiity for product
perigrmance or qualty
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Pulse response shows an initial lag followed by a very
sharp rise. This characteristic, which is shared by both
drivers, results in a very crisp response to musical tran-
sients information.

The sound of the Altec is essentially what one would ex-
pect on the basis of the excellent and well-balanced lab
data. The bass is somewhat on the robust side, although
nicely defined and free of boominess. Since the distortion
varies little with level until the input power is exceedingly
high, it becomes a part of the basic color of the speaker.
Thus loud music (including explosive transients) essen-
tially is reproduced with no sense of strain. Since the
power-handling capability is vast and the slopes of the om
nidirectional frequency-response curves are gentle, it is
very easy to tailor the musical balance to taste via tone
controls or equalizers, provided that the. amplifier is able to
supply whatéver extra drive is required. With the balance
controls set to OPTIMUM, the middles have just a touch of
forwardness and the highs are clear and transparent, with
a slight mellowness that might be attributed to the rolloff
above about 12 kHz.

But probably the most striking characteristic of the
Model 19 is its stereo image, which seems three-dimen-
sional to the point of being detached from the speakers.
The center of the image seems to extend forward between
the two speakers and toward the listener rather than rear-
ward beyond the plane of the speakers as is usually the
case. Only at the extreme left and right is there any sense
of flattening, and that is slight. About the only grief the Al
tec 19 gave us in the listening room was in initial setup,

BLOCK SCHEMATIC

AC POWER

HIGH BLEND (AUTO/OFF)
SERVO TUNING & MUTE (ON/OFF)
IF BANDWIDTH (AUTQ/WIDE)

RESPONSE INDB SPL

and that because its spring-loaded connectors are located
on the bottom of the cabinet. (This does, of course, offer
long-term cosmetic advantages.)

Considered in toto, the Model 19 is an outstanding loud-
speaker. The differences between it and others in the
same price class amount more to points of personal pref-
erence than of quality. A particular listener may find the
minor faults of one preferable to those of another: The
only way to tell is to listen—something we can heartily rec-
ommend in the case of the Altec 19. Another point not to
be overlooked, especially with respect to such a large unit,
is its pleasant appearance and impeccable finish.
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ANECHOIC RESPONSE CHARACTERISTICS
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A Tough-Looking Tuner from Technics

The Equipment: Technics ST-9030, an FM tuner in metal
case suitable for rack mounting. Dimensions: 19 by 3%
inches (front panel), 12% inches deep plus clearance for
controls, connections, and handles. Price: $399.95. War-
ranty: “limited,” two years parts and labor. Manufacturer:
Matsushita, Japan; U.S. distributor: Technics by Pana-
sonic, One Panasonic Way, Secaucus, N.J. 07094,

Comment: Although the first impression made by the ST-
9030 tuner is one of no-nonsense styling and rack-
mountable macho, in its heart of hearts the unit is not that
way at all. Its personality is in fact that of an obsequious
servant who anticipates your needs and, unbidden, quietly
turns its electronic wiles to delivering the best-sounding
FM it can. Choice of station is about all this model wili re-
quire of you.

The design strategy seems to be based on equipping the
unit so that it processes FM signals for the best possible
sound, which makes it highly vulnerable to any marginal
signal conditions, and including automatic devices that let
it “defend” itself when necessary. For example, with the
normal (AUTO) setting of the intermediate-frequency band-
width control, the Technics is adjusted for a wide band-
pass, giving low distortion and best capture ratio. Should
an interfering signal intrude or the signal level drop too
low, the tuner automatically switches to narrow band for
better selectivity

Similarly, the ST-9030 is normally set to maintain the
widest stereo separation it can produce; when the input
signal falls below a preset threshold, the high frequencies
are blended so as to cancel noise components that are of
equal amplitude and opposite phase in the two channels.

H1GH FIDELITY MAGAZINE



Both of these switching functions have a well-calculated
overlap between the ‘“on"” and *“off’" thresholds, which
makes them reasonably immune to "*hunting’’ (rapid flip-
ping back and forth) in the presence of fluctuating or bor-
derline input signals. The muting function, controlled by
the same switch that activates the servo tuning, is not as
neat in this respect—audio breakthrough during rapid tun-
ing can be obtrusive.

The SERVO TUNING itself is a joy to use. When a station is
close to the optimum tuning point, a relay pulls in with a
satisfying little clink and locks tuning to the exact center of
the channel. Like other functions, the servo’s normal (and
defeatable) setting is its automatic mode.

The lab data confirm that this Technics tuner is opti
mized for good listening. Distortion is about average with
the narrow IF bandpass and much better in the wide
mode. Capture ratio is likewise adequate with the IF wide
and excellent with it narrow, and IM distortion also is very
good. The sensitivity curves, which at low signal levels are
about average for a fine tuner, seem calculated to make
listening enjoyable, rather than to permit the “‘collecting”
of extremely distant stations. With very strong signals (65
dBf and up), the ST-9030 is the quietest tuner we have
tested. Both noise and distortion, far from being increased
by front-end overload in the presence of very strong input
signals, actually improve a bit under these conditions; the
already superlative noise curve is driven right off the bot-
tom of our graph above 85 dBF.

To help in orienting an antenna for minimum multipath,
the usual oscilloscope outputs are provided. In addition,
the instruction manual explains how the vertical output
(apparently a rectified version of the IF signal) can be
routed to an unused preamp input and evaluated by ear to
determine when the antenna is getting the best signal.
Amplitude modulation of the IF signal, a usual symptom of
multipath distortion, can thus be heard and minimized by
rotating the antenna.

The ST-9030 is, in sonic terms, one of the more endear-
ing tuners we have encountered. Frequency balance is
good even though the response curve falls off a bit in the
extreme low bass. The cancellation (rather than filtration)
of the 19-kHz stereo pilot confines high-frequency droop
to the high side of 15 kHz. (The lab did not confirm the
passband to 18 kHz, but in normal broadcasting there is
no signal there anyway.) Channel separation (with full
strength signals, of course) is astonishing. Some of the
9030's sonic advantages are achieved by processing sig-
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nals automatically in ways that other tuners offer as man-
ual options or not at all, which scotches direct comparison.
(In particular, the lab had to introduce an interfering sig-
nal to keep the tuner in its narrow mode for the appro-
priate measurements.) Be that as it may, the sound is fine
and can be obtained with a minimum of fuss.

Can the Technics ST-9030 justly be called a budget su-
pertuner? The fact that the exemplary performance by
which this category used to distinguish itself is becoming
more commonplace among *‘normal’’ tuners makes it dif-
ficult to say. In our view the Technics sits on the fast-fad-
ing boundary between the two categories, much as it does
on that between a ‘“‘technician’s’’ tuner and a ‘“‘conven-
ience’’ model. More important, its performance is the re-
sult of an elegant balance between conflicting parameters.
Certainly it offers very good value for its price and a
uniquely conceived approach to the interface between hu-
man being and machine.
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INPUT IN MICROVOLTS
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Technics ST-9030 Tuner Additional Data

Capture ratio
narrow mode

% dB
1% dB

Alternate-channel selectivity 25 dB

narrow mode 87 dB

S/N ratio (mono; 65 dBf) 75 dB

THD Mono L ch R ch
80 Hz 0.060% 0.060% 0.055%
1 kHz 0.065% 0.078% 0.075%
10 kHz 0.16% 1.5% 1.6%

THD, narrow mode Mono L ch R ch
80 Hz 0.17% 1.2% 1.2%
1 kHz 0.17% 0.86% 0.84%
10 kHz 0.24% 2.3% 2.0%

IM distortion 0.01%

19-kHz pilot -72 dB

38-kHz subcarrier -69 dB

All data measured in the wideband (normal) mode un-
less otherwise specified.
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INPUT (LINE/MIKE OR DIN}

RECORDING
REWIND

PLAY
FAST FORWARD
STOP

PAUSE

BIAS (CHROME/NGRMAL)
EQUALIZATION (CHROME/NORMAL)
DOLBY (ON/OFF)

RECORDING PILOT
DOLBY PILOT

HEADPHONES

RECORDING LEVEL
MIKE tNPUTS

Teac’s Good-Value A-103

The Equipment: Teac A-103, a stereo cassette deck in
metal case. Dimensions: 16% by 6% inches (front panel),
10%2 inches deep plus clearance for controls and connec-
tions. Price: $250. Warranty: ““limited,” two years parts
and labor. Manufacturer: Teac Corp., Japan: U.S. distribu-
tor: Teac Corp. of America, 7733 Telegraph Rd., Monte-
bello, Calif. 90640.

Comment: Despite the yen's steady strengthening in cur-
rency markets, good values continue to flow from Japan—
the Teac A-103, for example. At a “nationally advertised
value of less than $250," it offers a level of performance
that is surprisingly advanced for a cassette deck at this
price. It also has more than the expected share of features.

The A-103 is a front-loading model with a removable
door for better access to the heads, capstan, and pinch
roller—cleaning those critical components therefore is a
relatively straightforward procedure. The lever array pro-
vides the usual mechanical controls along with the sepa-
rate EJECT that we prefer to the combination SToP/EJECT
found on some decks. Also, you can switch directly be-
tween modes without going via sToP—except, of course,
that you cannot go directly into the recording mode. Mike /
line mixing, headphone and output level controls, and
memory rewind are absent, but we're impressed with what
is there.

Lab tests reveal equally impressive characteristics. The
signal-to-noise ratios—frequently the prime limiting fac-
tors in a cassette deck—are on a par with the best, and a
check of the Dolby action shows that it provides the full 10-
dB noise reduction at the upper frequencies. The erasure
and crosstalk figures also are excellent, and the sensitivity
is adequate for normal operation. The figures for distor-
tion, especially intermodulation, are better than average.

The playback of the standard test tape shows the rising
low-frequency response characteristic of almost all mod-
ern decks that employ the newer 50-Hz equalization point
rather than the *‘standard” (higher-frequency) turnover to
which test tapes still adhere. On the high end, there is a
modest falloff at 10 kHz, more apparent on the bench
than during our listening tests with commercially recorded
tapes. The record/play response curves show the opposite
characteristic, with a 3-dB rise between about 5 and 9 kHz
that is nearly the same with either TDK AD (NORMAL bias
and equalization settings) or TDK SA (in the CRO, posi
tions). Fortunately, Dolby does little to accentuate these

anomalies, and the overall response is within reasonable
limits with or without it.

Mechanically, the A-103 performs well both in the lab
and in the listening room. The peak-weighted flutter is
much better than specified. Fast-winding times are about
average, speed consistency with varied voltage excellent,
and absolute speed acceptable at about one-sixth of a
semitone sharp for tapes recorded at exactly 1% ips.
(Tapes both recorded and played on this deck are, of
course, exact in pitch.)

In the listening room, the Teac certainly reproduced all
we have come to expect from commercially recorded cas-
settes. More to the point, we were pleasantly surprised at

Teac A-103 Additional Data

Speed accuracy 1.1% fast at 105 VAC
1.1% fast at 120 VAC
0.9% fast at 127 VAC

Wow and flutter playback: 0.05%
record/play: 0.08%

Rewind time (C-60 cassette) 79 sec.

Fast-forward time (same cassette) 82 sec.

S/N ratio (re 0 VU, Dolby off; CBS weighted)

playback L ch: 58 dB R ch: 58 dB

record/play L ch: 56 dB R ch: 56 dB
Erasure (333 Hz at normal level) 71 dB
Crosstalk (at 333 Hz)

record left, play right 48 dB

record right, play left 49 dB
Sensitivity (re DIN 0 VU)

line input L ch: 115 mv R ch: 140 mv

mike input L ch: 0.57 mv R ch: 0.64 mVv

Meter action (re DIN 0 VU)
Lch: 5% dB high Rch: 6% dB high

Maximum output (re DIN 0 VU)

Lch:07V R ch: 0.7 v
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the recording quality that we were able to achieve. The me
ters are the conventional averaging type calibrated from
+ 3 to -20 VU. Though they seem a bit underdamped, it is
relatively easy to attain good recording levels with them.
This, we suspect, results from the generous safety margin
in their calibration (the zero indication corresponds to a
recording level 6 dB below DIN 0) and from the exception-
ally low noise floor of the A-103. As long as we didn't let the
meters bounce far into the red, we were able to get quiet,
low-distortion copies of discs that we selected specifically
for the demands they make on a cassette deck. And the
tonal balance of the recordings proves very good. It is a
trifle bright on the high end, but the brightness is quite
welcome compared with the dull, overloaded copies we of-
ten have made from these discs.

Citation 19 Gives a
“Big 100 Watts”

Citaten Nineteen

The Equipment: Citation 19, a stereo power amplifier, in
metal case. Dimensions: 16 by 4% inches (front panel);
5Y% inches high overall; 13% inches deep plus clearance for
controls. Price: $495. Warranty: “limited,”” two years parts
and labor, shipping paid one way. Manufacturer: Harman
Kardon, 55 Ames Court, Plainview, N.Y. 11803.

Comment: Because designers know more now (and are
learning all the time) about how to make amplifiers per-
form well when reproducing music waveforms, the state of
the art is definitely rising. Unfortunately, the art of writing
specs that define the musical capabilities of amplifiers has
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On the evidence of the A-1C3, Teac’s new construction
technique, which eliminates a good deal of hand wiring,
has promoted economy of production without sacrifice of
performance. It may also contribute to better reliability
and reduced servicing costs. We think that Teac has a win-
ner here.

CIRCLE 136 ON READER-SERVICE CARD

DISPLAY SENSITIVITY
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stagnated in a way that makes it possible for two units with
similar ratings to sound quite different. We are happy to
say that the Citation 19’s performance exceeds considera-
bly what might be expected on the basis of its specs.
According to the CBS Technology Center, the Citation
meets its total harmonic distortion ratings handily at its
full 20-dBW (100-watt) output as well as at 10 dBW (10
watts) and 0 dBW (1 watt). As is often the case, the low-
level distortion is slightly higher than that of the midrange,
but the spurious components are within 2 or 3 dB of the
amplifier's noise floor. In the intermodulation test, the am-
plifier proves itself capable of exceeding rated power into

AC POWER
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4., 8-, and 16-ohm loads without running afoul of the spec-
itied 0.08% distortion level. Frequency response is within
+1 dB from below 10 Hz to beyond 100 kHz. and the ex-
cellent square-wave reproduction confirms this. Damping
tactor, at 113 for an 8-ohm load, surpasses any normal re-
quirement. Signal-to-noise ratio is an excellent 100 dB
with respect to rated output.

So much for steady-state tests, for here the Citation 19
performs much as would any good-quality model of similar
ratings. With music—that is to say, under dynamic condi-
tions—the amp really begins to strut its stuff. Clipping is
evident on an oscilloscope only when it is delivering peak
power on the order of 300 watts. This represents head-
room of close to 5 dB above rated output and seems an
exceptionally generous margin. Clipping is always unpleas-
ant to hear, of course, but the amplitier does not com
pound the problem with gratuitous misbehavior in addi
tion to the overload. On the contrary, its recovery is very
graceful. And the sound does not degrade noticeably as
the peaks in the program material approach the limit.

All of this enables the Citation 19 to deliver music that
sounds clean at levels beyond what one would expect of a
"100-watt” amplitier. Noise is well out of the way; even
with very efficient speakers, the listening ear must almost
touch the tweeter before any hiss becomes audible. The
tront-panel display, which the instructions tell you how to
adjust for speakers of different impedances, is accurate
and quick. When the 0-dB light is set for full power and
stays on for more than a fraction of a second, the amp is
probably being pushed too hard—though it tolerates this
with little complaint.

The Citation offers two minor annoyances along with its
extraordinary capabilities: It pops slightly when turned on
and off, and the output binding posts (suitable for bared
or tinned wires, spade lugs, banana plugs or dual banana
plugs) are recessed between the heat sinks on the back
panel, making them a little hard to reach. On the plus side,
however, the unit is equipped with a back-panel switch for
strapping the two channels together to double the output
power into 8 or 16 ohms.

All things considered. the Model 19 fits squarely into the
Citation tradition of wide bandwidth. low distortion, and
good damping. Most important, the amp delivers its best
where it really counts—on music.

CIRCLE 132 ON READER-SERVICE CARD
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Square-wave response

Harman Kardon Citation 19 Additional Data

Power output at clipping (channels driven simuitaneously)
Lch 21 dBW (124 watts)
R ch 21% dBW (132 watts)

Frequency response +0 dB, 20 Hz to 40 kHz
+ %, -1 dB, 10 Hz to beyond 100 kHz

Input characteristics (tor rated output at tull gain)

Sensitivity Noise S/N ratio
1.32V -80 dBW 100 dB
Damping tactor at 1 kHz 13

S
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Ortofon’s M-20FL Super:
A Sound that Appeals

The Equipment: Ortofon Model M-20FL Super, a stereo
phono pickup with a Fine-Line stylus. Price: $100. War-
ranty: “limited,”’ one year parts and labor. Manufacturer:
Ortofon, Denmark; U.S. distributor: Tannoy-Ortofon, inc.,
122 Dupont St., Plainview, N.Y. 11803.

Comment: The introduction of a new cartridge by a major
manufacturer is itself enough to pique our curiosity. When
that cartridge represents the top of the line, reviewing it
promises to be a pleasurable experience—and so it 1s with
the Ortofon M-20FL Super.

This model and its newly introduced brother, the M-20E,
represent thie pinnacle of the Ortofon VMS line. (The
VMS—for Variable Magnetic Shunt—distinguishes Orto-
fon's ‘““magnetic’’ cartridge line from its moving-coil pick-
ups.) The two cartridges are similar, the major difference
being in stylus geometry and compliance. The M-20FL
sports a Fine-Line stylus—yet another Shibata variant—
while the M-20E uses elliptical geometry. The M-20FL has a
lower compliance and tracks at a higher force than its
slightly less expensive brother

Actually, it remains a very compliant pickup, although
without test data we'll not quibble that the M-20E is even
more so. In the SME-3009 arm that CBS Technology Cen-
ter uses for its testing, the system resonance with the
M-20FL occurs at 5.5 Hz, suggesting that a less massive
arm would be a better choice. (The pickup itself is, at 5.25
grams, relatively light.) Still, we had no ditficulty audition
ing the cartridge with another tone arm of at least equal
mass.

Although the recommended vertical tracking force is 15
millinewtons (1.5 grams)—a force that we and CBS used
for all tests and auditions—the Ortofon cartridge is able to
negotiate the standard torture course at a VTF of only half
that. The recommended shunt capacitance is on the high
side (400 picofarads); the recommended load resistance is
the standard 47,000 ohms. Too late for lab or listening
tests, Ortofon informed us that the M-20FL Super, M-20E,
and VMS-20E will be supplied with a cartridge capacitor of
210 picofarads (CAP-210) bridged across the output pins
of each channel to make proper loading easier. The device
is removable should it prove unnecessary in a particular
installation and apparently can be retrofitted to any of
these pickups or to the Mk. It modetls of the F and FF series.

Each M-20FL Super is accompanied by its own calibra-
tion data. CBS tests indicate that, with the exception of
channel separation—a test in which measurements are
hard to duplicate precisely—our sample exceeded its cali-
bration data. The sensitivity is exceptionally high for a top-
of-the-line cartridge (1.63 millivolts per centimeter per
second), and the channel balance at 1 kHz is superb
(within 1/5 dB).

The frequency response is beautifully flat (within %2
dB) from 20 Hz to 10 kHz, with a separation that is aimost
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RESPONSE IN DB

consistently better than 25 dB over the same span and
better than 30 dB over much of it. Above 10 kHz, the re-
sponse rises (more on the left channei than on the right)
and the separation diminishes, as is to be expected. Yet,
there is still more than 18 dB of separation at 15 kHz. The
square-wave test excites a single cycle of overshoot, fol-
lowed by ringing that is quickly damped out.

The second harmonic distortion is very low (1% or less at
1 kHz), as is the IM distortion—0.6% in the lateral mode
and 1.8% in the vertical. The latter figure is especially good
for a phono pickup. The vertical tracking angle is 20 de-
grees, the customary (and specified), if not *‘standard,”
value. The Fine-Line stylus displays excellent polish and
alignment under the CBS microscope. We would not ex-
pect the 15-millinewton tracking force to increase record
wear significantly, if at all, considering the larger area of
contact that the stylus geometry offers. At the recom-
mended force, it passes the CBS tracking test excellently.
(See “Additional Data.””) On music records, the only evi-
dence of mistracking (and it was rare) occurrec on the in-
nermost grooves of heavily recorded discs and on a direct-
to-disc recording (the Nexus ““Ragtime Concert,”” Umbrella
UMB DD2).

The sound of the M-20FL is appealing. The bass is so-
norous but tight, a characteristic that is very evident in the
lower octaves of the bass viol and on drums. The sound
has warmth but at the same time provides a sense of pres:
ence often lacking in *‘warm’’ pickups. The stereo imaging
is both wide and deep—which, we suspect, adds to the

+10 M-20FL Super
+5 FREQUENCY RESPONSE
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warmth of the sound without detracting from its up-close
presence. We found a slight instability in the exact center
image—noticeable, for example, on a solo violin record-
ing—in which the upper partials seemed to favor the left
channel. Brass reproduction is very brilliant (perhaps a
trifle too much so for some tastes), no doubt because of
the raised response at the higher frequencies. The same
characteristic adds an appealing brilliance to the cymbals
and a less appealing edge to sopranos. The distinction be-
tween instruments is very well drawn, the sound having a
clarity that cartridges with higher distortion usually lack.
Like many audio components, the Ortofon M-20FL of-
fers a series of tradeoffs in performance. Its low-frequency
tracking capability is excellent; high-frequency tracking is
nearly as good. Most important, to our way of thinking, is
the fact that the general sound and stereo imaging of this

pickup are right there among the best—and at what is fast
becoming a modest price for a premium pickup. On the
vast majority of discs, this Ortofon will unveil the musicin a
truly righteous fashion.

CIRCLE 131 ON READER-SERVICE CARD
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Soundcraftsmen Integrates Preamp and Equalizer

The Equipment: Soundcraftsmen PE-2217, a preamp/
equalizer in vinyl-clad wood cabinet or optional rack
mount. Accessory AC outlets: 4 switched, 2 unswitched
(1,000 watts total). Dimensions: 19 by 6% inches (front
panel), 11 inches deep plus clearance for controls and con-
nections. Price: $529.50; optional walnut-veneer cabinet,
$49. Warranty: “'limited,” two years parts and labor. Man-
ufacturer: Soundcraftsmen, 1721 Newport Circle, Santa
Ana, Calif. 92705.

Comment: Here is a product that raises the question: Are
the usual preamp response-altering controls really redun-
dant when combined with an equalizer? Tone controls, fil-
ters, and even loudness contours can be closely approxi-
matéd by manipulating the sliders of an equalizer. In the
PE-2217, Soundcraftsmen offers a combination preamp/
equalizer in which all frequency-sensitive adjustments are
made on its ten octave-band controls.

The PE-2217 includes all the normal preamp switching
and connections—even dual headphone outputs—and will
carry the signal straight through from a phono cartridge to
the input of a power amp. Dubbing between tape trans-
ports can be in either direction and can take place while
you are listening to another program source. Note that the
second deck may be connected either to the usual pin
jacks on the back panel or via stereo phone jacks on the
front panel.

There are, in fact, a number of additional features that
will be welcomed by recordists. In particular, the equal-

ization can be switched in either ahead of the decks (tocor-
rect shortcomings in the original signal and allow record-
ing of the result) or in the line output (to equalize playback
of any source—and for use as a speaker equalizer). The
mode switching includes separate right- and left-channel
mono buttons (press both for L + R mono) so that individ-
ual tracks can be played even if the (stereo) deck itself
does not provide switching for the purpose. This last fea-
ture is not uncommon among the better preamps, but
pre/post equalization switching is all too rare.

In addition to the typical balance control (which, be it
noted, lacks a center detent), there are a pair of ZERO-GAIN
sliders and four indicators to facilitate adjustment. As
Soundcrattsmen points out in the owner's manual, an
equalizer is not meant to be an amplifier: Input and output
signal levels should be approximately the same at least
when averaged over the audio band. Obviously, the fre-
quency balance will be affected by the control setting, but
equalization should leave total energy relatively un-
changed by the process. This, incidentally, will allow you to
determine the effect of the equalizer with an A/ B compari-
son. Furthermore, the dynamic range of the equalizer
should be optimized if it is not asked to be a broadband
amplifier as well. To obtain an average unity gain condi-
tion, you adjust the ZERO-GAIN controls so as to match the
brightness of the two indicator lights for each channel.
Program material— preferably wideband pink noise~must
be present for this setup. A supplied test record contains
not only appropriate wideband pink noise, but ten octave
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bands of noise recorded separately on each channel as
well. The record thus provides a convenient means of set-
ting up the unit as a room or speaker equalizer. While the
left channel cycles through the ten octave bands, the right
channel contains a reference noise band centered on 1
kHz. Each octave-band slider is adjusted by ear until the
loudness of the noise band matches the reference. (The
reference level shifts for each octave in accordance with
the Fletcher-Munson curve so that such ‘‘ear matching”
works reasonably well in establishing the correct balance.)
if you have a sound-level meter, the record can be used as
a signal source and each slider adjusted for uniform meas-
ured sound level at the listening position—and the refer-
ence signal ignored. The equalization procedure should be
repeated several times, since the sliders interact some
what. Once your “‘basic room equalization’* settings have
been determined, a template can be made (with materials
supplied by Soundcraftsmen) to aid in returning to them
quickly. Then the sliders can be manipulated about these
“normal’ settings to achieve whatever tonal alterations
are desired for a particular program.

At the lab, the PE-2217 acquitted itself well. The max-
imum output level is more than adequate for any power
amp, and the THD—even with intentionally "“difficuit” set-
ting of the equalization sliders—is low enough not to cause
any concern. IM is a bit higher but reasonably low for such
acomplex device. The frequency response is exceptionally
flat for an equalizer and results in excellent square-wave
response at both test frequencies. Each octave-band slider
provides close to the + 12 dB spread claimed for the unit.
Furthermore, the shape of the curve for each octave is
pretty much the same, and the various center frequencies
are quite accurately spaced.

The phono equalization is excellent. The phono sensi-
tivity is, if anything, on the high side; the overload point is a
bit low but should handle most high-quality cartridges. The
sensitivity of the high-|level inputs is typical of a preamp,
and the signal-to-noise ratio of all inputs is very good, that
of the phono section is equivalent to 83 dB referenced to a
10-millivolt input at 1 kHz.

With the help of the test record, and with our ears as a
meter, we found it relatively simple to adjust the equalizer
to flatten out our listening room's response. Once we had
done so, there was a definite improvement in tonal bal-
ance. As usual, the improvement is greatest in the lower
registers where speakers (and rooms) exhibit their great.
est eccentricities. The smoothed bass response of our sys-
tem was clearly apparent even with casual listening to bass
viols, organ, and such.

|f we have any reservation about the PE-2217, it is that
with our pickups the sound of the phono section—while
certainly good—does not have quite the extra midrange
clarity and definition that we have commented on in re-
viewing some of the separate preamps now on the market.
This is a subject that we approach with diffidence since
some preamps interact with some pickups in unpredic-
table ways, and we obviously can’t try all conceivable com-
binations. Therefore, we urge careful audition and A/B
testing (listen, in particular, to the sound of the upper
strings) by the prospective purchaser. The preamp is, in
any event, quiet and clean by most standards. Our sample
of the test record seemed unduly infested with ticks and
pops, and the power cord seemed a bit lightweight for the
1,000-watt (total) rating of the accessory outlets. Presum
ably, however, Soundcraftsmen’s rating means what it
says, and of course the test record is not meant for listen
ing, so neither of these points should deter the potential
buyer.

For more.reports on equipment, see BACKBEAT.
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And the PE-2217 should attract many. Incorporating
the graphic equalizer within the preamp reduces the
amount of cabling and circuitry through which the signal
must flow. It also places the entire switching logic in the
lap of the designer—a desideratum whose import is easily
underestimated. It allows optimum control of noise and
distortion and the greatest possible functional utility of the
switching itself. Soundcraftsmen has done an excellent job
of achieving such utility while avoiding the often confusing
and needlessly redundant switching of separates. In short,
the PE-2217 is a well-thought-out and capable unit.

CIRCLE 134 ON READER-SERVICE CARD
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Soundcraftsmen PE-2217 Additional Data

Output at clipping (channels driven simultaneously)
L ch 71V
R ch 69V

Frequency response +0dB. 20 Hz to 20 kHz
+0, -% dB, below 10 Hz to 70 kHz

+ %2 dB, 35 Hz to 10 kHz
+1 dB, 25 Hz to 20 kHz

RIAA egualization

Input characteristics (for 2 volts output)

Sensitivity S/N ratio
phono 1 1.4 mV 67 dB
phono 2 1.4 mV 66 dB
tuner 163 m¥Y 93 dB
aux 163 mV 93 dB
tape 1, 2 163 mY 93 dB

Phono overtoad (clioping point) 85 mV at 1 kHz

IM distortion (2 volts output) 0.157%
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A selected — and selective — bestiary of disc-care accessories

by Edward J. Foster

AMONG THE FAUNA, so to speak, of high fidelity,
record-care accessories might be compared to the
insects: They're relatively small, theyre ex-
ceedingly numerous, and telling the “good bugs”
from the ones that will sting sometimes requires
the services of an expert. And the "good hugs”
serve as ecological agents whose importance to
record survival is difficult 1o overestimate. while
the look-alikes may be no better than pests. We are
only beginning to understand the workings of this
microcosm. but—nothing daunted—we plan, in
this article. to let vou in on our observations of it.
Be warned that it is one in which mutants occur
with a rapidity unknown in nature. forestalling de-
finitive classification of specie and genus; we will
simply be describing the specimens in our collec-
tion and sketching in the broader lines of classifi-
calion as they appear at the moment.

Successful products are quickly imitated. For
this reason, the many gizmos in our collection fall
into relatively few categories. By far the most pop-
ulous group is the hand-held velvel pad to be used
either with or without some special fluid. Such
solutions often are acclaimed for their ability to
deep-clean a record. deposit an antistatic coating.
and leave no residue. (How the latter two attrib-
utes can exist simultaneously stymies our logical
instincts.) Some of the products are specifically
designed to leave a lubricating film.

Besides the manual velvet-pad devices. several
similar items swap the velvet for a fine-bristle
brush—or mav supplement the velvet for a douhle
whammy. And the newer tvpes collect the dus!
and lint onto an adhesive roller.

To loosen the grip that a statically charged
record exerts on dust and lint, there are several
jonization guns on the market. They use a piezo-
eleciric high-voltage generator, charging a sharply
pointed needle. The electrostatic ficld at the tip of
the needle “ionizes” (unbalances the electric
charge of) the air molecules. which then conduct
awav the record’s static charge.

For really dirty records. there are several soak-
'em-and-scrub-'em approaches and at least one
foaming cleanser. And of course. the vacuum.
cleaner concept has not been totally ignored.

All of these devices clean the record before it is
plaved. For automatic cleaning during play, a vari-
ety of auxiliary devices resembling tone arms (in-
tended to “preplay” the disc and wipe it clean)
have appeared. Some of these also are equipped to
drain off any static charge that builds up during
the listening session. Antistatic mats serve the
same purpose. If your stylus should develop a case
of the cruds. there are all sorts of cleaning fluids
and brushes to strip the dirt from the diamond.
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With Net and Magnifier

It would require virtually unlimited time and re-
sources to perform a series of tests sufficient to
judge conclusively the practical effectiveness of
the many available products. So we attacked the
problem in a roundabout way, deducing—rather
than measuring—the effectiveness in most re-
spects.

We checked the residue left by each cleaning
fluid by dropping some of it onto a clean glass mi-
croscope slide. After it had dried, we inspected it
visually, noting the amount of residue and its na-
ture: dry, sticky. or oily. (If a residue is left, it
would seem best that it have no tendency to hold
dust deposits on the disc surface.) We judge any
claims that the fluids we checked had permanent
antistatic effects to be hyperhole.

Velvet pads and brushes were examined under a
25X microscope to determine the relative size and
uniformity of the bristles or pile. and whether they
were separale or intertwined. We also determined,
hoth by microscopic ohservation and by feel.
whether the pile had a preferred orientation. Vel-
vet pile generally feels smoother in one direction,
that in which it tends to lie. It is logical to assume
that passing the pad along the record grooves in
the “rough” direction would direct the fibers into
the groove and aid in dislodging embedded dirt.

Antistatic guns were evaluated comparatively
by determining how brightly they would cause a
neon bulb to flash. how much ozone was gener-
ated in the nozzle. and how well they discharged a
record. The latter is what really counts and fortu-
nately is relatively easy to determine. We charged
a disc by rubbing it briskly with a rabbit fur,
checked its level of charge with an electroscope.
zapped it with the gun. and rechecked the charge
level. All guns passed with flying colors.

Our Collection

Our sampling is. once again, far from complete.
Some species are hard to trace to their hreeding
grounds: many record-care products are marketed
hv companies other than their manufacturers and
hence may show up from more than one source—
and at more than one price. (Dealer practice also
varies; the same device may appear as both a
come-on hargain and as a premium accessory.)
Distribution is sometimes irregular, and not all
distributors would send us samples for evaluation;
nor. surely. did we manage to reach ail of them. As
the company-by-company listing that follows
makes plain, our collection already was so large as
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to be barely wieldy. But here is what we found
with the samples at our disposal.

® Audio-Technica. The AT-6008 Rotary Disc
Cleaner ($9.95) is a 3'%-inch-diameter plush velvet
pad mounted in a holder with a center handle
knob. Since the pad rotates with respect to the
knob, the velvet pile remains aligned with the
groove as it sweeps around the disc, thus reducing
the possibility of redepositing the dirt. The pile is
short, is relatively matted, and has no apparent
wale or preferred direction.

The AT-608 Record Cleaning Solution packed
with the cleaner is applied with a delicate eye-
dropper (also included) through a hole in the
handle. It permeates the pad in a reasonably uni-
form manner, leaving the pad barely damp. Its
ability to discharge a record is deemed good. The
solution left a slightly oily residue. (The kit also
contains a holder for the cleaner and a stiff-bristle
brush with which to clean the velvet.)

The PDQ System ($18.95) consists of the AT-
6002 Grounded-Brush Autocleanica ($9.95). the
AT-6010 Manual Disc Cleaner ($5.95)—both of
which also use AT-608 fluid—and the AT-607
Stylus Cleaner ($2.95).

The AT-6002 Autocleanica, a tone-arm-type au-
tomatic disc cleaner, has a velvet plush roller and
a sof!. electrically conductive brush. The well-fin-
ished metal arm adjusts to the desired height and
has an integral armrest. The base attaches to the
turntable top plate via a double-sided adhesive
ring, and the arm is grounded to a metallic part of
the frame to drain off the static charge.

The cleaning fluid is injected into an internal
storage reservoir with the supplied eyedropper
and, from there, metered to a roller made of essen-
tially the same material as that in the AT-6008. The
brush has soft. reasonably separate bristles.

The AT-6010 record cleaner is a rectangular vel-
vet pad (1 by 3% inches) with a hollow handle into
which the cleaning liquid is applied. Fluid spreads
over the surface of the pad unevenly. with wet
spots apparent. The manufacturer provides a
holder for the pad (and double-side tape to mount
it) along with astiff foam pad to clean the velvet.

The AT-607 Stylus Cleaner mixture includes
isopropyl alcohol and leaves virtually no residue.
It comes in a nail-polish-style bottle with a brush
in the cap.

® Audiotex Laboratories. The Total Concept ($12.95)
kit comprises a foaming record cleanser (Record
Basic) and a less aggressive cleanser (Record Plus)
that also contains a silicone lubricant. Each is
packaged in a 7-ounce aerosol can. Also included
are a half-dozen lintless wiping towels (12 by 17
inches), a velvet plush pad (3% by 1% inches), and a
bristle brush for cleaning the velvet. The pad has a
short, waleless pile with no preferred orientation.
The heavy-duty Record Basic left a substantial but

nonoily residue on our microscope slide, while
Record Plus left a slight but very oily residue. Au-
diotex recommends that Record Plus always be
used after Record Basic.

® Ball Corporation. Sound Guard Record Cleaner
Kit ($7.99) consists of a 2-ounce bottle of record-
cleaning solution with a pump spray top, a velvet
pad (1% by 4% inches), a sponge, and a grooming
pad. You apply the liquid to the velvet pad and
wipe lightly soiled records. Badly soiled discs re-
quire direct application, followed by a rinse with
the wet sponge and a buffing with the pad. In our
tests, the fluid left practically no residue. The vel-
vet pile is very short and random in orientation.
When we followed the “light cleaning” directions,
the system did a good job of discharging static.

The Sound Guard Record Preservation Kit
(87.99) supplies a bottle of dry lubricant, intended
to reduce wear (we altempted no substantiation of
this claim), in a liquid carrier. The solution is
sprayed onto the surface of the record., which is
then buffed with a velvet pad. Ball claims that the
2 ounces of solution provided should be enough to
treat both sides of thirty to thirty-five LPs and that
the lubricating properties will last through ap-
proximately twenty-five plays. The slight residue
will cause no degradation in frequency response,
judging from tests I made earlier at Diversified Sci-
ence Laboratories. Applied according to direc-
tions, the solution reduces static charge reason-
ably effectively; after fifteen minutes, the charge is
reduced even further.

The velvet pad supplied with this kit looks simi-
lar to that with the Sound Guard cleaner, but the
pile actually differs greatly. There is a relatively
tight wale with reasonably separate fibers that
have a preferred orientation along the rib. which is
determined by touch.

® Bib. The Bib Anti-Static Record Care Kit ($24.95)
contains a Groov-Stat ionization gun, an electro-




scope, and a Bib Record Dust Off. The electro-
scope detects static: When brought near a charged
record, the two metal foils in the cylinder will sep-
arate; near a neutral disc. they remain together. It
can also be used to check the ionization gun. As far
as we know, the electroscope is unique to the Bib
kit; in any event, it is very handy. The gun itself op-
erates easily and effectively. The needle is reason-
ably well protected in the barrel of the gun. al-
though a small finger could still reach inside and
get pricked.

The Dust Off is a velvet pad (1% by 5% inches)
that has a relatively deep pile with a preferred di-
rection along the ribs of the wale. Although the in-
structions don't say so, the Bib Dust Off appears to
be more effective when used in one direction than
when used in the other. The velvet pad rests in a
plastic housing with a foam pad on the base. The
velvet can be made barely damp by bringing it in
contact with the moistened foam. No fluid is in-
cluded.

® Decca. The Decca Record Brush ($14.95) consisls
of two 4-inch rows of extremely fine conductive
bristles—a million of them all told, according to
the literature. (We didn't count.) No fluids are to be
used with the brush. A single light pass of the
brush totally discharged our record and wiped it
clean of surface lint and dust. It is not designed to
do much with fingerprinis or other greasy resi-
dues.

The “tone arm” version of the record brush is
the Decca Record Cleaner. It is mounted to the
baseboard by an adhesive pad and grounded to the
turntable frame. The height of the arm is roughly
adjustable via an assortment of spacer blocks. A
magnet holds the arm in its rest position.

e Discwasher. This line of record-care products in-
cludes the D-3 Discwasher System, the Zerostal
ionization gun, the D’Stat-Il antistatic mal, and the
SC-1 Stylus Cleaner.

The D-3 System ($15) consists of a wide-wale
fabric mounted on a handsome burled walnut
handle. The hollow handle stores a 1-ounce bot-
tie of fluid, which left a barely apparent resi-
due. The pile of the fabric is quite stiff, quite long.
and definitely oriented in one direction. (The di-
rection in which the pile is to be used is indicated
by an arrow on the handle) Microscopic exam-
ination reveals that the individual fibers are uni-
form and well separated, so they are likely to reach
well into the groove to pry out dirt. The wide wale
of the fabric leaves plenty of room to collect the
dust so it isn't just rearranged on the record.

The fluid is applied in a bead along the leading
edge of the fabric pad, which presses against the
rotating disc for 5 to 10 seconds. Then the brush is
rocked so that the trailing edge contacts the record
to dry it and collect the debris. This procedure al-
so relaxes the static charge.
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The D'Stat-11 antistatic mat ($7.95) is a thin con-
ductive-fiber turntable pad meant to neutralize the
static charge of a disc resting on it in playing posi-
tion. In use. we found it reasonably effective in di-
minishing the charge on the upper surface of the
record.

The Discwasher Zerostat ($20) was the first of
the ionization guns to come onto the market. It is
the only one tested with a mechanical means of
protecting the piezoelectric generator from over-
stress. In practice, the Zerostat completely elimi-
nates surface charge. The pointed needle that
ionizes the air is reasonably well protected from
little fingers.

The SC-1 Stylus Cleaner ($6.00) is composed of
an extremely dense mass of fine bristles that have
been sheared to a smooth surface. A few drops of
D-3 fluid are applied to the brush, which is then
wiped against the stylus—moving from the rear of
the cartridge to the front. A magnifying mirror on
the reverse side of the brush aids in cartridge
alignment.

e Empire Scientific. Among the items in the Audio
Groome line are the Static Eliminator ($39.95), an
ionization gun with two barrels, and the Dust
Eliminator ($19.95)—a cleaning brush with con-
ductive carbon-fiber bristles, similar in construc-
tion to the Decca brush. (The claimed bristle count
is more modest—just “thousands.”) A light pass of
the Dust Eliminator removes surface dust from a
disc and markedly reduces static as well.

The Static Eliminator has its sharp points rea-
sonably well protected from finger contact, al-
though it is just possible to touch the lower one
(and receive a shock). Like its competitors, it is
very effective in neutralizing static. (With nor-
mally charged discs. the extra barrel somewhat
suggests overkill, but that's better than underkill.)

e Fidelitone. Fidelitone's Record Conditioner with
Purifier Fluid ($10.95) resembles the Discwasher
system in appearance and operation. It, too, sports
a hollow wooden handle (in this case, cherry) that
holds a %-ounce bottle of fluid. When nol in use,
the Conditioner rests in a wooden holder. On our
microscope slide test, the Fidelitone mixture left a
very slight but oily residue. The pile, which has a
relatively wide wale and a preferred orientation
(indicated by an arrow on the handle), is some-
what random in length and the fibers are not well
separated. Our sample’s pile does not run parallel
to the handle and so is hard to orient well with re-
spect to the grooves. The brush also tends to apply
excess f{luid. The system discharges static effec-
tively.

The Fidelicare Spin & Clean ($19.95) is meant to
wash very dirty records. The record is suspended
vertically on adjustable rollers so that the grooves
are immersed in a tank of cleaning solution form-
ulated from tap water and the Fidelicare Record

45



46

Wash. As the record rotates in the tank. brushes
force the solution into the grooves to lift out em-
bedded dirt. Our tests indicate that, although the
fluid leaves a noticeable (nonoily) residue, it does
a better than average job.

® Le-Bo. The Stat-Brush ($24.95) is an ionization
gun but with a difference. The ionized air is gener-
ated within a large cavity surrounded by a velvet
pad. Dust released by the discharge is swept up by
the brush and collected by the pile. The brush
bristles appear relatively coarse under the micro-
scope, and the pile is random in character. The
Stat-Brush does an excellent job of neutralizing a
charged record, but the ionization needle is unpro-
tected in the large cavity—a definite safety hazard
in our opinion.

® Memorex. The tape company has two products in
the disc field: the Record Cleaner ($2.59) and the
Record Care Kit ($5.49). The major ingredieni of
each is a velvet plush preening rod 4 inches long
and % inch in diameter. The pile is uniform in
length and random in orientation. It is not as con-
venient as using the pad-with-handle types. The
simple Record Cleaner may be used dry or mois-
tened slightly with water. The Record Care Kit
provides a bottle of flutd and a brush with which
to clean the preener. The fluid has an isopropyl al-
cohol base and leaves very little residue.
Memorex advises weekly use of the cleaning so-
lution to dampen the foam pad on which the
cleaner rests and keeping the lid closed between
uses o maintain humidity. Since isopropyl alco-
hol evaporates very quickly and the case is hardly
air-tight, the device generally turns out to be dry.

® Radio Shack. The Realistic label offers something
in just about every category of record-care prod-
uct from clip-on record brushes (42-1073. 39c.
without arm lift; 42-1072, 79¢, with one) to the Dis-
cotron ionization gun (42-109. $19.95). There are
also replacement inner record sleeves both for 45s
and LPs (42-104. $1.49 for ten: 42-132. $1.99 for ten.
respectively) as well as a turntable-mounted brush
(42-746, $1.19) to capture the dust from a stylus as it
passes by.

Of the record-cleaning aids, the least expensive
is a sponge cleaning pad (42-121, 88¢). Dampened
with water. it does wipe the record clean of sur-
face litter and discharge the static. It also leaves it
wet—which is not desirable.

Stepping up the line, there is a Record Cleaning
Kit (42-1085. $1.98), consisting of a bottle of antista-
tic fluid, a furry “powder-puff” pad. a clip-on tone-
arm brush, and a stiff brush (presumably to clean
the pad). The fluid, which left only a slight residue,
is effective in neutralizing (but not in preventing)
static buildup. It also left the disc wet and
sprinkled with fur.

For a penny more, you can get a round rod-type

disc cleaner (42-135), evidently meant for dry use.
The wale is relatively wide but not oriented to
capture debris, nor is there a preferred direction to
the pile.

The 78/45/LP Record Cleaner (42-130. $2.99) of-
fers a better approach. This rolterlike device has a
convenient hollow handle into which a few drops
of waler are added to humidify the pile; a tight
plastic cover helps retain the moisture. The damp
pile does a good job of discharging the disc and
picking up and holding lint and dust. (Because of
the relatively wide, coarse wale and the fiber ori-
entation—or lack of it—it will not do the job very
well when dry.) The record may emerge from this
treatment slightly damp but certainly not wet.

Radio Shack's Hydro Stor Cylinder (42-101,
$5.95) and Hydro Stor Professional (42-102, $9.95)
use the same record-cleaning fluid—one that we
find leaves a relatively substantial oily residue.
Each Hydro Stor device has a hollow core filled
with glass beads that “trap” the iluid. (The method
is less than successful: each of our samples leaks as
soon as it is loaded.) The Cylinder model has a
round. roller-shaped plush pad stored in a plastic
cylinder. The Professional system has a wooden-
handled rectangular pad. Each wets the record ex-
cessively but effectively neutralizes static. The
plush pile has a relatively tight wale with no pre-
ferred orientation.

The Discotron ionization gun proves much more
successful. Its two ionization needles are well
shielded from intruding fingers. and it does an ex-
cellent job of neutralizing static.

Radio Shack offers two tone-arm-style cleaners,
the Discoclean (42-107, $9.95) and the Discostat
(42-106, $19.95). Each has a coarse, long-haired
roller to collect debris. The fibers are relatively
soft and appear unlikely to pick up any but surface
lint and dust. The Discoclean has a bristle brush in
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addition to the roller. while the Discostat features
a group of fine copper wires to discharge the sur
face of the record. The charge is carried down the
length of the arm and grounded to the turntable
frame. We harbor some reservations about tracing
a groove with a mass of copper wires. Each arm
mounts on the base via a double-sided adhesive
pad. and the Discostat design includes an integral
arm rest absent from the Discoclean.

The cleaning fluid used with the Realistic Phono
Cartridge Maintenance Kit (42-108, $5.99) has an
isopropyl alcohol base, and left little residue. An
applicator brush. tweezers, a jeweler's screw-
driver, and a stylus microscope complete the kit.
The microscope—though somewhat beyond the
scope of this survey—does not have good enough
optical quality to be very useful.

An alternate Stylus Cleaning Fluid and Brush
(42-1074, $1.39) also is available. The isopropyl al-
cohol liquid again left virtually no residue.

e Recoton. The company offers us two record-
cleaning products: Clean Sound ($15), a half-cylin-
der velvet pad, and Magic Twins ($7.49), a four-
sided rectangular velvet pad. Each uses an entirely
different cleaning solution. That with Clean
Sound left a relatively large, oily residue; the
Magic Twins solution. largely isopropyl alcohol,
left the least residue of any liquid we tested.

The fibers of the Clean Sound pad are reason-
ably well separated and have a definite ori-
entation, determined by feel. The pile on our
sample does not run parallel with the sides of the
holder. The Magic Twins pad has a soft, short pile
with no particular grain orientation. Each is effec-
tive in neutralizing static.

e Robins. Included in its extensive accessory line is
the Stylee phono-stylus and cartridge main-
tenance kit (41-039. $10), essentially the same as
the Radio Shack Phono Cartridge Maintenance
Kit. The stylus microscope sells separately at
$3.75.

e Rotel. There are four record-care accessories in
the line. none of which relies on special cleaning
fluids. The RK-66 ($3.50) is a rectangular velvel
pad. used dry to preen the record. The RK-77W
($7.00), a similar, somewhat larger. unit designed
for barely damp operation, is kept humid by mois-
tening a foam pad in the bottom of the holder. A
brush. integral with the holder. cleans the RK-77W
pad: a separate piece of hard foam serves the same
purpose for the RK-66. The RK-77W is effective in
discharging a disc, while the RK-66, being dry, is
not.

The RK-88A ($15) is a tone-arm-style automatic
cleaner having a soft-bristle brush and velvet
roller. You can easily adjust the arm height. and
(since only the roller head pivots vertically) no
arm rest is required. The velvet pad of all three de-
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vices exhibits a tight, random shear and appears
matted under the microscope.

The RK-100 Rolling Cleaner ($16) employs an
elastomeric sticky roller to pick off surface dust.
We saw no traces of residue when the roller was
applied to a microscope slide. The roller effec-
tively removes surface lint but does nothing to re-
move static. Accordingly. the record tends to at-
tract new debris as soon as it has been cleaned
unless an ion gun is used as well.

e Sonic Research. The Pixoff ($17.50) also is an ad-
hesive roller, with a sticky tape similar in appear-
ance (o that of double-sided masking tape. When
its surface becomes corntaminated, the tape is
stripped off to reveal a fresh surface. A roll con-
tains five feet of tape, and replacements are avail-
able. The Pixoff iseffective at removing surface lit-
ter. It does nol reduce static charge, however. so
the litter soon reaccumulates; again, an ion gun
will help. No traces of adhesive remain behind.
After each use, a vinyl strip must be wrapped
around the roller to prevent contamination during
storage—perhaps a minor nuisance.

e Sound Guard. See Ball Corporation.

e Vac-O-Rec. To use the Model 100 ($44.95). the disc
is placed vertically in a slot and spun by a motor.
Brushes at the mouth of the slot sweep the surface
free of dust, which is sucked up by a vacuum
cleaner. The unit appears to be designed for 12-
inch LPs.

Vac-O-Rec is adequate for removing surface lit-
ter. Its drawback, like that of several other devices
we tried, is that it doesn't lower static: and in fact
in a dry almosphere, it charges a previously neu-
tral disc. A new model (1100) was not available in
time for the tests.

Similarly. the Duotone Groovac ($89.95), a “pre-
playing” arm that vacuums a disc as it plays, did
not come to our attention in time to be included.

e Watts. This line of record-care products is one of
the widest and oldest in the industry. Watts take a
systems approach to record care by offering a vari-
ely of related products.

For a very dirty record, there is the Record Wash
Brush ($5.50)—3% inches long with an array of fine
nylon bristles in a wooden holder. The bristles are
sufficiently stiff, small, and separate to reach deep
into the groove. The brush is meant to be used with
a solution of liquid detergent and water.

For less contaminated discs (and for drying a
disc after washing), the Parastat ($14.95) employs a
record-washing brush sandwiched between two
velvel pads. The bristles extend slightly above the
surface of the pads to penetrate the groove and dis-
lodge dirt. The velvet is relatively smooth and ran-
dom in orientation but we deem it adequate to col-
lect and hold the dirt.
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For automatic cleaning of the record during
play, Watts offers the venerable Dust Bug ($7.95).
the progenitor of the tone-arm type. A simple plas-
tic arm. pivoted from an adjustable stand. sup-
ports a long, stiff-fibered pile roller. A nylon-
bristle brush rides ahead of the roller 1o loosen the
dirt. Two bases are provided—one with a suction-
cup mount, the other with an adhesive mount.

To clean the preening pads and the Dust Bug
rollers, there is the Humid Mop ($4.50) with Anti.
Static Fluid ($3.00). The former consists of an as-
sortmen! of foam sponges forced into a perforated
plastic tube, through which the sponge hulges to
form a rough surface. A few drops of Anti-Static
Fluid humidify and condition the foam. As the Hu-
mid Mop works against the surface of the preening
pads or Dust Bug roller, it collects the debris and
distributes a microscopic layer of the liquid. You
clean the Humid Mop itself by forcing it into a
bottle stuffed with foam sponge. which can be
washed as necessary. Although the Watts Anti-
Static Fluid left a considerable residue, the
amount that would actually reach a record in this
long tran'sfer chain should be negligible. The Para-
stat/Humid-Mop system proves reasonably effec-
tive in cleaning surface litter from a disc. but it
does little to relieve a static charge.

Mounting the Specimens

What conclusions can be drawn from these exper-
iments? Is there one universal record-care prod-
uct? In our opinion, no. Too much depends upon
that state of the record prior to cleaning. Just how
dirty is it? What causes the dirt to adhere to the
record? Is it deep within the grooves or merely on
the surface?

A record that is basically in good shape but has
static-held surface litter is set to rights simply. Any
of the ionization guns will neutralize the charge so
that the dust can easily be swept off—and effec-
tively kep! off, during play, by any of the tone-arm-
type devices. But (with the exception of the Le-Bo),
the guns won't do the sweeping. The Decca Record
Brush drains off the charge and will sweep away
surface litter as well, but its soft bristles are of
questionable value for removing dirt captured by
chemical (rather than electrical) attraction.

Any of the humid velvet pads also will dis-
charge static and do the sweeping—at leas! of sur-
face litter. Dampened with a solvent. they should
also remove dirt that adheres chemically. How
well they do that depends largely on the ahility of
the solution to break the chemical bond and the
ability of the pile to get the solvent into the groove
and then pull out the dirt. But the solutions (in-
cluding plain water) can also attack chemical
bonds within the record’s surface. Alcohols are
particularly dangerous in this respect. but it seems
that any fluid in quantity is a threat. From the best
information we have been able 1o get on the sub-

ject of vinyl breakdown, we would have to recom-
mend those systems that only dampen the disc for
short periods over those that really wet it for any
length of time. (The finer points—such as the threat
imposed by excessively high alkalinity in the solu-
tion—also seem to have been established, though
since we are not chemical engineers we must defer
to the opinions of those with expertise in this
field.)

There are, as well, large differences in the
amount of residue left by the fluids. The least was
left by Magic Twins (Recoton), D-3 (Discwasher).
Sound Guard Record Cleaner (Ball). Memorex.
and Purifier Fluid (Fidelitone), in that relative or-
der. The Magic Twins and Memorex fluids have a
high alcohol content. an excess of which may, as
we have said. remove stabilizers from the vinyl
compound and make the record surface more
brittle and subject to disintegration under the
poundings of the stylus. The Fidelitone product's
slight but oily residue would seem less desirable
than a dry deposit.

Wet-playing systems (a prime example is Lenco-
clean) appear to contribute to destruction of the
record surface in yet another way. New evidence
collected with a scanning electron microscope
suggests that a liquid film causes the stylus to skid,
instead of keeping close contact with the groove
walls. In applying the large forces necessary to re-
capture the errant stylus, the vinyl can be irrep-
arably damaged. This warning pertains in some
degree to any device that applies liquid to a disc
while it is being played.

The type of velvet pad used on the cleaners
varies widely in fiber type and orientation. Those
with a matted surface whose fibers look tangled
under the microscope may pick up surface litter
but will do little to penetrate the grooves for more
deeply embedded dirt. Other velvets have a stiffer.
more individual fiber structure and a preferred lie.
which should make them more effective deep
cleaners. Of these, Discwasher's stands out from
the crowd. The Watts Parastat is comparable in
loosening embedded dirt, which can then be
picked up on the velvet. Similar-looking devices
vary in the quality of the pile, as noted in the tests.
The unaided eye is not a good guide.

If a record is really grimy. it probably will have
to be wet-cleaned—for better or worse. Both the
Watts Record Brush and the Fidelicare Spin &
Clean seem well designed for this chore, which
we'd consider a “last hope” for the disc.

Although there is no single record-care product
for all seasons, keep in mind the adage about an
ounce of prevention. Dust that becomes ground
into the vinyl—or the “goo’ that you have failed to
remove—can he as deleterious to long-term sur-
face quality as solvents that rob vinyl of plasti-
cizers. So the maintenance of a fine recorded
library requires care: in the selection of disc-main-
tenance products and in their use. as well as in
their design or formulation. ®
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THE INSIDE
STORY ON
AKAI'S GREAT
PERFORMANCE.

AKAI GXC730D

Wow and Flutter:
less than 0.08% WRMS

Frequency Response:
30 to 17,000 Hz (*3 dB using
FeCr tape)

Distortion:
less than 1.5% (1,000 Hz,
uon VU)

Signal-to-Noise Ratio:
better than 60 dB using LN
tape with Dolby on (measured
via tape with peak recording
level of +3 VU)

Bias Frequency:
100 kHz

Heads:
(3) one GX recording/
playback head for forward and
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Currier and lves captured The Mikado’s “'three little maids from
school” as they appeared in the first American production
of the opera (1885) to be given with the authors’ sanction.

We Mikado (1885)

by Richard Dyer

A
Gilbdert
Sullivan

“Discography

“Part I

YuM-Yum: Yes, | am indeed beautiful! Sometimes I sit and
wonder, in my artless Japanese way, why it is that I
am so much more attractive than anybody else in
the whole world. Can this be vanity? No! Nature is
lovely and rejoices in her loveliness. | am a child of

Nature. and take after my mother.

Early in 1890, Arthur Sullivan presented Ethel Smyth
with a copy of the full score of his oratorio The Golden
Legend, remarking, “I think this is the best thing I've
done. don’t you?" Recalling the incident in her memoirs,
Impressions that Remained, Dame Ethel records that
candor compelled her to say that she thought The Mi-
kado Sullivan's masterpiece. “He cried out: ‘O you
wretch! But though he laughed, I could see he was dis-
appointed.”

Connoisseurs may argue about what Sullivan's mas-
terpiece is (though no one has suggested The Golden
Legend lately), but the public has always agreed with
Dame Ethel. The Mikado enjoyed the longest initial run
of any of the operas, and it continues to be by far the
most popular. In his twenty seasons with the D'Oyly
Carte, Kenneth Sandford has performed the part of
Pooh-Bah more than 2,000 times.

Yum-Yum’s consciously naive speech tells us some-
thing about why The Mikado is so well loved. The opera
Mr. Dyer, music critic for The Boston Globe, here con-
cludes his consideration of the thirteen G&S operas on
recordings. the initial portion of which appeared in
our May 1977 issue. All the complete recordings he men-
tions herein are on two discs unless otherwise specifie.

is beautiful in the directness and simplicity of its
ironies, the cleverness of its irritability. the hreadth and
charm of its characterizations, the range of its wit—and,
yes, its human feeling. William S. Gilbert's text has been
criticized in his day and in ours for its bloodthirstiness;
capital punishment is not the most agreeable of sub-
jects. But this is offset by the vigor of Gilbert’s humor
and, surprisingly, by the delicacy of his feeling—which
is exposed not only in the obvious places (like the chorus
“Comes a train of little ladies™ or the madrigal “Brightly
dawns our wedding day”), but also in the rounded char-
acterjzation of the elderly and ugly Katisha. Sullivan
had demanded a “probable plot.” He didn't get one, but
he did get probable and sympathetic characters.

Yum-Yum is the most irresistible of the heroines, and
the town of Titipu produced exaggerations of what any
English village could plentifully supply. The tailor Ko-
Ko is a common man for all of his uncommon resource-
fulness; and in Pooh-Bah, Gilbert found a name for a
personality that had always existed and that will con-
tinue to exist as long as committees meet.

Sullivan, too, worked with vigor and delicacy in his
score. The concerted numbers are among the most in-
genious he ever wrote, for he does not simply pit tunes
and rhythms against each other, but also injects person-
ality: He found music for Gilbert's people. The Mikado
is artifice so skilled and intricate that it seems artless:
for all its absurd removals from reality, it does in fact
take after Mother Nature.

The Mikado has been recorded ten times, and eight of
these versions are still available. The earliest of them is
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the electrical recording of 1926, conducted by George
Bynge (Pearl GEM 137/8). The second electrical version
was that, from 1936, by Isidore Godfrey conducting the
D'Oyly Carte; it has several times been transferred to LP
but has not been available for many years. Then in 1950,
Godfrey returned to the studios with Martyn Green and
Darrell Fancourt to re-create what they had done four-
teen years before (Richmond RS 62004).

In 1956, Green, who had left the D’Oyly Carte, went to
Hamburg to record Mikado again; that version, origi-
nally on Royale, recently reappeared on Everest (3412),
the first—and one hopes the last—Mikado to be forced
onto a single disc. (It plays more than forty minutes to
the dim-sounding side.) Richard Korn’s conducting
commands respect, though he does not seem to be using
the standard orchestration; the chorus and some of the
principals are German (“If you want to know who we
are, we are chentlemen of Chapan”).

A year later Sir Malcolm Sargent made the first stereo
recording (Angel SBL 3573) with his usual cast of opera
singers, and, in 1958, Godfrey made his third D'Oyly
Carte recording (London OSA 1201, hereafter London I}.
Then in 1962, the Sadler's Wells company—now the
English National Opera—recorded its highly acclaimed
production that Alexander Faris conducted (now on
Rod McKuen's Stanyan label, 28R 9009). Finally, in 1975,
Royston Nash made the best-recorded version of all
(London OSA 12103, hereafter London II); there is a ter-
rific sharpening of the ax in the first-act finale.

Nash's set completes a circle, for his tempos are the
liveliest (and the closest to the metronome markings in
the score) since Bynge's nearly fifty years before. Faris
gets some particularly lovely woodwind playing but
curiously substitutes a clumsily assembled overture for
the one that Hamilton Clarke prepared under Sullivan’s
direction. Sargent's version has slow tempos and ex-
quisite detail; Godfrey's 1958 account has even more
emphatic weight. Some curious set of chances has de-
termined that none of these includes the spoken dia-
logue.

Pearl’s avid annotator speaks of the artistic superior-
ity of Henry Lytton’s Ko-Ko, but I do not hear it on the
records. The great veteran seems to be making such an
effort to “sing” that he neglects to characterize fully; he
also jumbles the words more than once. Still, there's
somefthing very touching about his ongoing, vigorous
“Tit-willow”—there is poignancy in the gargled octave
echo that arises from the suicide’s grave.

Peter Pratt (London I) seems to me the best of all Ko-
Kos. He sings with the greatest liveliness of rhythm, mu-
sical accuracy, and apt vocal coloration. Can one resist
the besotted way he sings of how he adores himself with
“passion tenderer still"? Geraint Evans’ Ko-Ko is the
best of his performances in the Sargent/EMI series, but
the pointedness of his delivery of the list song is offset
by an excessively lachrymose “Tit-willow”; his timbre
is also close enough to those of Pooh-Bah and Pish-Tush
to cause some occasional confusion of identity.

John Reed (London II) has a tendency to rush the beat,
and he oflen resorts to the kind of cockney mannerism
that Sullivan deplored in the work of some of the early
Savoyards. His echo from the suicide’s grave is a gim-
micky electrical one, and he spoils an otherwise pleas-
ing version of the song by bursting into sobs at the end.

The actor Clive Revill (Stanyan) takes out after most
of the words with real zest; he makes a droll exception
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in “The criminal cried” when he seems almost afraid to
utter the dread word “snickersnee.” The recording
makes very odd stereo shifts in the middle of the tra-la-
las in “The flowers that bloom in the spring,” bouncing
them from speaker to speaker—perhaps in this emulat-
ing one of Green's funniest vocal effects, for he makes
this passage sound as if emerging from different throats.

Green's three recordings of Ko-Ko document a pro-
gressive deterioration of voice and abandonment of ar-
tistic conscience. The 1936 version is his finest recording
of any of his roles. The voice is youthful and very beau-
tiful (one tends to forget that Green had been before the
public for thirty years and a D'Oyly Carte regular for
sixteen years before he made the Richmond recordings
for which he is best known) and “Tit-willow" has sur-
passing simplicity and eloquence; the patter he man-
ages with aplomb and accuracy. For some reason,
Green didn’t like Ko-Ko's listing of that “singular ano-
maly, the lady novelist™: In 1936 he went after “the pro-
hibitionist,” and in both of the later recordings he chose
to place upon the list “the girl that's never kissed.”

There is not much characterizing to do in the music of
Nanki-Poo, but the sections of his “Wandering Min-
strel” song do want differentiation. Derek Oldham
(Pearl), Leonard Osborn (Richmond), and John
Wakefield (Stanyan) do this most completely, and of the
three Wakefield is the most accomplished vocalist.
Richard Lewis is at his most pallid on the Sargent set;
Colin Wright (London !1) has slovenly musical manners
and a baa-ing kind of voice that refuses to blend with
anyone else's. Thomas Round (London I) is characteris-
tically direct and pleasing. One “Karl Brock” is identi-
fied as the Nanki-Poo of the Royale set (Everest pro-
vides no identification at all); the tenor sounds very like
Round, who in 1956 had temporarily left the D’Oyly
Carte.

Yum-Yum has a lot of skittery music that almost any-
one can sing, but her song is one of Sullivan’s most diffi-
cult. The soprano must sing over the most minimally
supportive—but magical—of accompaniments and
somehow turn an even series of notes into a supple line
by letting the words decree the rhythm; she must differ-
entiate between the verses, and the tone must vie with
the sun and the moon.

Elsie Griffin (Pearl) is properly mischievous, and she
has all the right ideas, though hardly the technique to
implement them; Elsie Morison (Angel) is ideal. Marga-
ret Mitchell (Richmond) and Barbara Troxell (Everest)
have healthy voices and project personality. Jean Hind-
marsh (London I) sings metronomically and uninter-
estingly; Marion Studholme (Stanyan) is brittle and
unappealing, while Valerie Masterson’s tone color (Lon-
don 1) is unvaryingly bright.

Bertha Lewis (Pearl) is predictably the best of Ka-
tishas, delivering her invective with terrific bite and en-
ergy, yet singing the rest more meltingly than any Orfeo.
Ann Drummond-Grant (London I) and Monica Sinclair
(Angel) have vivid personalities, though they do better
as termagant than as woman wronged. Ursula Boese
(Everest), for years a Bayreuth regular, swoops im-
posingly through the music, but her English is imper-
fect. Ella Halman (Richmond) is dull, and the others are
just awful.

Fancourt's Mikado, unlike Green’s Ko-Ko, develops
in resourcefulness and broadly sketched subtlety over
the years (he is heard in the 1926, 1936, and 1950 D'Oyly

51



52

Caricature of

Arthur Sultivan (1880)
by Sir George Henschet,
German-British singer
and conductor who
became the first
conductor of the
Boston Symphony
Orchestra.

Carte sets), though there is obvious deterioration in ac-
tual vocal quality. Donald Adams (London 1) is Fan-
court-plus, though all of the recorded Mikados have
been adequate. Owen Brannigan (Angel) gets many
lively effects by purely musical means—he briefly
sounds like the kind of amateur tenor one would desire
to shirk—and he has the most elaborate Mikado laugh.,
spanning (wo octaves. James Pease (Everest), a famous
American Hans Sachs, sings the music most hand-
somely, but he sounds just like Pooh-Bah.

That's because he sings Pooh-Bah's music as well. (It's
not quite clear what happens in the glee, when the Mi-
kado and Pooh-Bah must occasionally sing at the same
time!) It is Kenneth Sandford, with a magnificen! voice
(London I and, somewhat attenuated, London I1), and
Leo Sheffield (Pearl), with almost no voice at all, who
make the most of the Lord High Everything Else.
Sheffield has a very funny bit when he runs out of
breath in his big cadenza in the first-act finale.

There are brisk, vigorous Pish-Tushes from George
Baker (Pearl) and Michael Rayner (London I1), but John
Cameron (Angel), working within Sargen!’s almost
stately Handelian tempo, tells the story with the most
detail. Patricia Kern (Stanyan) is the only Pitti-Sing to
suggest that this was once a star part for Jessie Bond.
though the anonymous young lady who sings for Ever-
est knows what she’s about, and Beryl Dixon (London 1)
does a Baby Snooks number that may bring a few
smiles.

Each of the three Mikado selections in “The Art of the
Savoyard,” Pearl’s three-disc collection (GEM 118/20)

“Ruddigore (1587)

of recordings by singers with ties to the earliest years of
the D'Oyly Carte Company, tells us something inter-
esting. Richard Temple, the original Mikado, makes a
very pompous and lugubrious effect (it should be re-
membered that he was long past his prime by the time of
his few recordings), but it is significant that there is no
Mikado laugh. Walter Passmore’s “I've got a little list " is
mostly spoken, not sung (that got started early), and for
the “lady novelist” he substitutes “lady motorist’ " —al-
ready, in 1907

C.H. Workman's “Tit-willow is the most absurd disc
in the entire survey. He sings most of the song very
beautifully, but then—perhaps fearing that we won't
have noticed the comic aspects of Ko-Ko's situation—he
sallies into a cadenza as elaborate as one of dotty Lucia
di Lammermoor's.

The Mikado has been much-adapted. In 1939 there
were simultaneous productions of The Swing Mikado
and The Hot Mikado on Broadway. Apparently no orig-
inal-cast recordings were made, though Mildred Bailey
did a “Tit-willow" that year that | would dearly love to
hear. In 1962, Michael Winner made a movie called The
Cool Mikado, and, in 1975, London had a stage hit in the
reggae version of the opera called The Black Mikado. A
recording is available on Transatlantic TRA 300. The
rhythmic insistence of the Titipu Town Band. which
played on-stage, gets to you after a while. but some of
the singers do skillful and entertaining things; Val
Pringle’s Mikado laugh leaves everyone else in the gen-
teel-titter class.

Cleo Laine did her own baroquely ornamented ver-
sion of Yum-Yum's song about this time (British RCA
LPL 1-5026), but by far the most bizarre of all Mikado
recordings is the soundtrack of the television version
Green produced in the late '50s. The Columbia LP has
long since vanished. but a few tracks from the perform-
ance survive on a British Harmony record (30060) called
“Gilbert and Sullivan's Greatest Hits.” If you can get
through Nelson Eddy singing “I am the monarch of the
sea,” you will shortly come 10 a unique version of “As
some day it may happen” in which the one and only
Groucho Marx delivers all manner of original inflec-
tions (such an “irritating laugh™) with the most endear-
ing indifference to all notions of pitch, rhythm, tone.
and style.

MAD MARGARET: Mad, I?
Yes, very!
But why?
Mystery! ..
But see, they come—Sir Despard and his evil
crew! Hide, hide—they are all mad—quite
mad!
ROSeE:  What makes you think that?
MARGARET:  Hush! They sing choruses in public.

“Take it away—give us back The Mikado'" shouted the
gallery on Ruddigore’s first night: one of the subsequent
headlines called the new opera Gilbert and Sullivan’s
“FIRST FLAT FAILURE.” Ultimately, though, the opera

ran 288 nights, and Gilbert said he could use more fail-
ures like that.

But both of the collaborators knew that something
had gone wrong with Ruddigore; the second-night au-
dience saw a much changed show with a sharply re-
duced second act, and the next opera represented a ma-
jor departure. Still. Gilbert had had a bright idea when
he decided to satirize the conventions of melodrama.
opera, and the Shakespearean stage. But when he tried
to cross these conventions with those of Savoy opera. he
cornered himself into situations he couldn’t write him-
self out of.

There are senses in which Gilbert was in fact giving
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audiences back The Mikado: Here are madrigals and
ballads and failures in etiquette. Dick Dauntless' boat is
called the Tom-tit, and Dame Hannah's song about the
little flower and the great oak tree uses the same method
(nature allegory) and serves the same function (reconci-
liation of characters) as “Tit-willow.” To reassuring fa-
miliarities like these, Gilbert adds the shameless exag-
gerations of melodrama, a mad figure from Hamlet, and
a simpleminded sailor who descends from all those sea-
faring, openhearted cousins in Restoration comedy (and
collaterally from Tristram Shandy's Uncle Toby). The
plot has everyone falling in and out of love with every-
one else with a ready will, and it takes a stroke of mad-
ness to bring about an ending. Basingstoke.

Sullivan’s accomplishment was likewise uneven. He
was tired of doing all the usual things, and when they
turned up in the text his music lacked energy and inven-
tion and melodic distinction. (One excepts Dame Han-
nah's lovely ballad and that most dizzying of all the pat-
ter numbers—331 straight eighth notes—the trio “My
eyes are fully open.”) On the other hand. the scene in
which the family portraits come to life awakened Sulli-
van's imagination, and he wrote a full-scale operatic
scene that is at once legitimately effective and cleverly
parodistic. (The portraits start to sing in the melody of
Schubert's “Wanderer,” and soon we’ve moved to We-
ber's Wolf-Glen.) Gilbert thought this was too much—
but today this section of the score is the one audiences
are likely to respond to most warmly.

After that initial run of 288 performances, Ruddigore
disappeared from the D'Oyly Carte repertory until the
company revived it in Glasgow in December of 1920; for

Miss Jessie Bond as Mad Margaret and Rutland Barrington
as Sir Despard in the first production of Ruddigore (1887).
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that revival the conductor Geoffrey Toye had produced
a still further revised edition. Gilbert and Sullivan had
already shortened the second-act finale until all that re-
mained was a reprise of the first-act finale; Toye also
took out a section of the duet, No. 17, “Happily coupled
are we,” Robin's patter song, “Away, remorse!,” the
melodrama, and a few other short passages. Since some
of this music appears in the original overture, he sup-
plied a new one of his own, which is now the one usu-
ally played. It is a skillfully put-together parade of hits
and makes a brilliant effect, but it gives away too much
too early and misses the best joke of the original, the di-
rect parody of the opening of Il Trovatore—timpani roll,
string octaves, horn call. (The original overture is
played as an entr'acte in Godfrey's 1962 London set,
OSA 1248.)

The 1924 recording now on Pearl (GEM 133/4) is vir-
tually an original-cast recording of the Toye version.
Ruddigore has always appealed to performers, because
the characters get to change from good to evil and back
again, and change is challenge; even the static charac-
ters like Dick Dauntless are rather more colorful than
their counterparts in the other operas. It is the Pearl cast
that is most successful in these kinds of character-
izations—and in singing.

Darrell Fancourt and Bertha Lewis make a thing of
extraordinary beauty of their ballad, and Fancourt puts
on a fabulous display of melodramatic evil in Sir Rode-
ric's song. Leo Sheffield is an idiosyncratic Sir Despard,
and Elsie Griffin brings a delightful little tea-rose voice
to the music of the heroine. She cleverly differentiates
the speakers in her song and communicales the sense
that she is somehow thinking all this up and figuring it
out as she goes along.

George Baker and Derek Oldham deliver their music
with typical panache, and Eileen Sharp brings a good
glassy giggle to the part of Mad Margaret; the brides-
maids do a delightful bit of babysing. There is one scrap
of dialogue, something unique in the acoustic series, but
it gives you nothing to generalize upon since it is deliv-
ered by Baker, who did not perform his roles on-stage.

Godfrey's 1952 version (Richmond RS 62014) makes
even more cuts than Toye, but it is something to have
because of the matchless Dick Dauntless of Leonard Os-
born (this, apparently, was his favorite role)—he alone
sings the song about the encounter with the “parley-
voo” in the kind of accent that is implicit in the text.
Martyn Green is also excellent as Robin, singing grace-
fully, accurately, even bashfully in the duet and with
great spirit later on.

Ann Drummond-Grant is the most vivid of Mad Mar-
garets, but she sounds far older than the sympathetic
Dame Hannah of Ella Halman; Margaret Mitchell brings
considerable personality to Rose. Fancourt, although
now in leathery voice, sings Roderic's song with unri-
valed energy. This performance, even more than any of
his three recorded Mikados, lets you hear what the Ilus-
trated London News was talking about when it spoke of
his “priceless gift of attack,” something like “watching
high tide flooding across the beach: It is an irresistible
swell-and-surge.”

Sargent’s 1962 set (EMI SXDW 3028, imported by
Capitol) restores most of the music the Rich mond God-
frey set omits, and it boasts superior recorded sound
(something more important here than in any of the other
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operas but lolanthe). There is some exceptionally good
work here by Monica Sinclair and Owen Brannigan.
Sinclair sings Dame Hannah's first song as if it were
“Condotta ell'era in ceppi” (which it almost is) but also
manages the ballad beautifully: Brannigan is superbly
hammy as Sir Despard.

Pamela Bowden's Mad Margaret blends beautifully
with the instrumental textures, but the singing hasn't
much character. Richard Lewis and Elsie Morison are
pallid as Dick and Rose, and this may be Baker's least
fortunate characterization. He was nearly seventy-eight
when he recorded Rohin, and the performance is all dic-
tion and no singing tone—after a while one thinks un-
kindly of those windup sets of false teeth.

Sargent's reading takes the fast music faster than any-
one else, which makes for something marvelous in the
madrigal, but he also tends to linger excessively over
the rest. The portrait scene is full of weight and color.

Godfrey's second set is also a good one, with John

‘@ic “Yeomen of the Guard (1858)

Reed and Kenneth Sandford at their best as the Murga-
troyd brothers—Reed has a spectacular success with his
smarmy delivery of “As pure and blameless peasant " in
the first-act finale. Donald Adams makes a fearful roar
as Sir Roderic, and [ean Hindmarsh makes a neatly em-
broidered Rose.

Jean Allister is bland and innocent as Mad Margaret.
which is the way Jessie Bond, the creator of the role.
thought it ought to be played. Both Thomas Round (ele-
gant and buoyant) and Gillian Knight (comfortably em-
bosoming the music) are in excellent form as Dick and
Dame Hannah, and Godfrey gets superb playing out of
the Covent Garden orchestra.

The D'Oyly Carte has reportedly been experimenting
with restoring more of the original score: it is to be
hoped that Nash and company will give us, for the first
time, the Ruddigore that Gilbert and Sullivan wrote.
That we do not yet have such a thing is madness. Bas-
ingstoke.

Jack POINT:  For, look you, there is humour in all things, and
the truest philosophy is that which teaches us to
find it and to make the most of it . . .
2Np CImiZEN: A kiss for that, pretty maid . ..
POINT:  Back, sirs. back! This is going too far.
2Np CiTizeN:  Thou dost not see the humour of it, eh? Yet there

is humour in all things—even in this.

Gilbert was waiting for a train in Uxbridge Station
when he saw a poster advertising the Tower Furnishing
Company—and, in it, the subject for his next libretto.
The beefeater pictured in the station in two flat dimen-
sions set him to thinking about what turned out to be his
most three-dimensional text, The Yeomen of the Guard.
At last Gilbert gave Sullivan what the composer had
kept saying he wanted: “No topsy-turvydom,” Sullivan
wrote approvingly of this text, “very human, and funny
also.”

“Very human' is usually taken to refer to the fact that
Yeomen is the only Gilbert and Sullivan opera that does
not have a happy ending. Phoebe—attractive, sighing
Phoebe—loses her Fairfax and has to marry the odious.
dull-witted Shadbolt; Dame Carruthers snares Sergeant
Meryll on blackmailer's terms.

And, of course, jesting and gibing Jack Point loses his
Elsie and “falls senseless" at her departing feet. George
Grossmith, the original Point, used to kick his leg up in
the air during those last measures of music and wiggle
his foot to let everyone know there was life in the pri-
vate buffoon yet; it was with the next generation—
Henry Lytton in London and George Thorne simulta-
neously in the provinces—that the now-prevalent tradi-
tion of a dead Point was established.

But the rich humanity of Yeomen arises from some-
thing more than these destinations of its plot. There is
little comic distancing in this opera; these characters do
not prettily pose in their feelings while Gilbert satirizes

them. Instead they express legitimate emotions of frus-
tration and loss, act out of understandable human mo-
tive, experience the pain of loving the wrong person or
of loving the right person at the wrong time.

The dialogue uses its ingenuities not as abstractions.
easily assigned to other characters, but as indicators of
personality and situation. The commonplace exchanges
of conversation—"Why, how you've grown' I did not
recognize you —are not simply the amusing rattle they
make in the other operas; here they are charged with
urgency and drama.

The verses aspire to, and attain. the condition of
poetry. Gilbert had been rereading Shakespeare for
Elizabethan atmosphere—not, he complained, a “rol-
licking” experience—and there is something of Shake-
speare’s songs in Phoebe’s and in Fairfax’ songs. in El-
sie's and Point's ballad, in the quartet “When a wooer
goes a-wooing.” Even the contrast ensembles empha-
size hopelessness and pain rather than comic conflict of
aim—compare that quartet with something like “The
flowers that bloom in the spring” in The Mikado. Ruling
over everything is the recurrent image of that grim old
fortalice, the Tower itself, keeping watch and ward. a
sentinel unliving and undying, in whose shadow pass
the courses of human lives.

Yeomen was Gilbert's own favorite among the op-
eras. But up to the very day of the premiere he worried
about it because the text and music were so much a de-
parture from the usual G&S manner. The earlier operas,
he well knew, had made their work ““as much a national
institution as Westminster Abbey.” The morning of the
first performance he wrote an urgent letter to Sullivan
about the order of events at the beginning—there were
five dark numbers in a row.

Sullivan, too. had his difficulties with the score. It
took him several tries to get a tune for “Is life a hoon?"
that seemed right: he had a terrible time finding the mel-
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odv for the unusual, “archaic’” meter of the Elsie-Poin!
duet. His music draws on darker orchestral colors than
before: there is a majestic Tower leitmotiv, even a Dies
irae. Evervwhere there are predominantly slower tem-
pos lo give the words, emotions, melodies, voices space
in which to unfurl themselves.

The danger in performing Yeomen is that the conduc-
tor will obscure the work’s lighter qualities and try to
strain its honest sentiment into tragedy. That is why |
prefer Godfrey's reading on the 1951 Richmond set (RS
62012) to either of the available ones of Sargent (the de-
leted Angel set SBL 3596. due for reissue on Seraphim.
and hereinafter referred to as Sargent 11, or the still later
version with D'OQyly Carte forces on London OSA 1258,
Sargent I11).

Godfrey chooses generally brisker tempos than Sar-
gent, and he refuses to dawdle anywhere. (He also
makes an inexplicable cut in the first-act finale, as well
as the more traditional decision to omit the “Rapture,
rapture!” duet for Dame Carruthers and Sergeant
Meryll) Sargent's dawdling permits him to do some
very beautiful things—he brings a most lovely flexibility
to the guartet—but it also tends to degrade sentiment
into sentimentality and to alter the majestic into the
marmoreal.

The key role, of course. is that of the jester Jack Point.
The musical characterization emphasizes his hurt and
bitterness; much of his music is somehow lopsided. It is
apitv. therefore, that none of these sets includes the dia
logue so that one could experience his quick-wit tedness
as well.

Martyn Green's Point was one of his mos! celebrated
portrayals, and the Richmond recording is a fine me-
mento of it—the weariness and inelasticity that had in-
vaded his voice by 1951 can seem a legitimate par! of
this particular characterization. Green can throw a veil
of tears over the sound of his voice. and in a song like
“Oh! a private buffoon” he can use his voice to demon-
strate the way Point uses wit both as weapon and de-
fense.

John Reed (Sargent I11). too, finds in Point one of his
finest roles. He sings that first duet in a nice conversa-
tional manner. not underlining the ironic story that par-
allels his own until the reverses of the end: his voice
here is only a thread. but he manages some musically
very beautiful decrescendos on the sustained notes.
Reed is economical with his special effects in the two
patter songs, and he sings the close of the opera very
movingly indeed, though I could have done without the
Canio-sized sob at the very end.

Geraint Evans (Sargen! 1) has certain advantages in
the crucial concerted numbers—he can join a truly mu-
sical sound to the others in the ensemble. But the quali-
lies intrinsic to his voice make Point sound too lu
gubrious too early on: Evans’ lack of vocal mobility
means that the allegros have to be very “comodo” in
deed—the duet with Shadbolt (Owen Brannigan)
sounds like a grotesque lumbering parody of those
head-over-heels Gianetta-Tessa duets to come.

Elsie Morison (Sargent 1I) and Elizabeth Harwood
(Sargent 111) are simply ideal as Elsie—blooming. pen-
sive. sensitive. spirited—while Muriel Harding (Rich-
mond) sounds stuck-up. Ella Halman'’s Dame Car-
ruthers. on the same set, is one of her best-sung

FEBRUARY 1978

characterizations; Gillian Knight on Sargent Il is sim.
ilarly gentle and attractive. and Monica Sinclair (Sar-
gent 11) comes on like a one-woman brass band. which
seems a little beside the point, as does her slavering de-
livery of the refrain about the twisting screw and the
turning rack.

Ann Drummond-Grant (Richmond) sounds hoarse
and old as Phoebe (she also mispronounces “heigh-ho");
both Ann Hood (Sargent 111) and Marjorie Thomas (Sar-
gent 1) are splendid. Hood singing with charming dy
namic sensitivity. Thomas with a gentler kind of tone
and with a delightfully peripatetic, conditional sort of
portamento in “Were I thy bride.

Richard Lewis (Sargent 11}, “bravely coy,” sings "lIs
life a boon?” as if he were asking the question rather
than assuming the answer: Philip Potter (Sargent IlI)
sings with an analogous callow timidity but without
comparably blandishing tone. Leonard Osborn, shoving
his voice up to the noles, at least sounds as resolute as
Fairfax is supposed to be. Kale has almost nothing to do
but come on and sing the crucial soprano line in the
quintet; none of the three ladies sounds attractive
enough.

Several older recordings demonstrate that earlier
generations of performers left the sentimentalizing in
this opera to the audience; their approach is far more di-
rect. Robert Evet!. a tenor especially admired by Sulli
van. sings Fairfax’ two songs with greal clarity and
firmness in the “Art of the Savoyard™ set. and Walter
Passmore. also admired by Sullivan, sings some of
Point’s music laconically and interestingly. (His duet
with Elsie. incidentally. goes without the big acceleran-
do at the end that occurs in all the modern perform-
ances.) C. H. Workman, on his Pearl recital record (GEM
124). sings some of the same music with almost licen-
tious liveliness.

Two bits of George Baker’s straightforward and
touching characterization of Point for the more vigor-
ous Sargent of the 1928 set are on his deleted HMV
recital record. The Derek Oldham recital on Pearl (GEM
125) has most of the role of Fairfax. taken from the 1920
acoustic recording under Bynge: his colleagues include
Baker, again notably effective. Violet Essex, and the
Erda-voiced Nellie Walker

Finally. a real curiosity: A Pearl miscellany (SHE 509)
has Thomas Round and Donald Adams singing the three
“lost” arias from Yeomen (really not "lost’ at all, like so
many others. since it has been known for many years
that the New York Public Library had them all along)—
one for Meryll. one for Shadbolt, and an earlier version
of “1s life a boon?”” The singing is terrible. and the or-
chestrations do not sound authentic.

Nevertheless it is fascinating to hear this music. once.
Meryll's song is martial. conventional, and expendable,
an expression of parental pride. Shadbolt's song in-
trigues more because of its slightly off-color text (it's
about how Phoebe will allow a cat but not an Assistant
Tormentor to lie in her lap) than because of its music.
The alternative “Is life a hoon?” is written in 6/8 time.
Occasionally the melodic contours are the familiar ones
(“Yet one would pray to live another moon”), but mostly
they are not: the lilting rhythm makes hoth music and
text sound more ornamental than they do in the version
we know.
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‘@e Gondoliers (1889)

DoN ALHAMBRA: [ have arranged that you will reign jointly,
so that no question can arise hereafter as to
the validity of any of your acts.

MARco:  As one individual.

DoN ALHAMRRA:  As one individual.

Guuserrk {linking himself with Marco):

Don ArhamBra:  Something like that.

Like this?

‘Something like that,” indeed, for Gilbert and Sullivan
truly wrote as one individual in The Gondoliers, per-
haps the merriest of the operas. Each collaborator set
out to please the other and, in doing so, satisfied him-
self—and the public. After The Yeomen of the Guard,
Sullivan thought he wanted more of the same: he made
it clear that he did not want to return to “the former
type” of collaboration. “The types used over and over
again (unavoidable in a company such as ours), the
Grossmith part, the middle-aged woman with fading
charms, cannot be clothed in music by me. Nor can I
again write to any wildly impossible plot in which there
is not some human interest."

Gilbert made some apparen! concessions—the
middle-aged woman with fading charms makes no ap-
pearance here—but in fact came up with something of
the “former type." (The resolution of the plot depends
on the same switched-baby trick he used in Pinafore.)
But he worked with such ingenuity that the wild impos-
sibilities become “bright, interesting, funny, and very
pretty” (words from Sullivan's diary, written after he
had read the libretto). Gilbert touches no deep emotions
here. but he does work with the universally appealing
theme of people wondering how the other half lives.
‘We're called gondolieri,” Marco and Giuseppe sing,
“but that's a vagary.” Like all Gilbert and Sullivan char-
acters, they are colorfully costumed Englishmen, calling
from the throne room for their afternoon tea.

Everything in Gilbert's book is neatly plotted:
Whether he knows it or not, each of the characters is
suitably married by the end of the first act, and each do-
mestic relationship (the romantic liaison of Casilda and
Luiz, the naive newlywed suburban bliss of the two
gondoliers and their girlfriends. the worldly wise, com-
hative relationship of the Duke of Plaza-Toro and his
Duchess) comments on the others to make a full and
complex statement of Gilbert's views on love and mar-
riage. And these relationships also have thematic af-
finities with the different ideals of political order the
characters espouse.

Best of all, this plotting is full of musical suggestion.
Irked with the star antics of his company, Gilbert was
anxious to write a libretto in which no character
“would stand out more prominently than another.” So
this text provided Sullivan with the opportunity to
write the largest and greatest variety of ensembles in all
the operas—in fact. in The Gondoliers there are only
two real solo numbers. The gondoliers and their giri-
friends alternately sing in unison and tumble all over
themselves to complete each others’ thoughts; in that
wonderful second-act quartet, “In a contemplative
fashion.” the unisons are interrupted by private
thoughts that break down into an ingenious cross-

rhythmic squabble before returning, chastened, into
unisons.

Sullivan had asked for words that would “suggest”
music, not “govern” it. Gilbert obligingly worked with
great metrical variety, so the score of The Gondoliers
teems with dance-forms: There is a waltz, a barcarolle,
agavotte, a tarantella, a saltarello, a cachucha. There is.
in fact, more music in The Gondoliers than in any of the
other operas. The second-act finale, for once, requires
musical elaboration rather than a simple reprise of the
most appealing tune, and all of Gilbert's tumbling
rhymes requires fast music; Sullivan himself explained
to an interviewer that there was “more work" in The
Gondoliers than in The Yeomen for this very reason.

“We leave you with feelings of pleasure,” the cast
sings at the end, and audiences have always recipro-
cated; it is wonderful to think about the “little, squat fig-
ure in black,” Queen Victoria, beating time with her
hand during her command performance while the cast
sang about the advantages of being “a regular Royal
Queen." For all of us, The Gondoliers brings a renewed
sense that life is indeed a “pleasant institution.”

No recording of The Gondoliers has surpassed the
first electrical version of 1927, one never issued on LP.
(Pearl should cast a possessive eye.) That performance
was strongly cast all up and down the line, with particu-
larly lively realizations of the Plaza-Toros by Henry
Lytton and Bertha Lewis: and Derek Oldham sings the
most mellifluous of versions of “Take a pair of sparkling
eyes.” Each of the subsequent recordings only partially
satisfies, though each makes a useful supplement to one
of the others.

The 1950 D'Oyly Carte version (Richmond RS 62010)
boasts a demure and fetching Casilda in Margaret
Mitchell, a vital, bossy Duchess in Ella Halman, and
quite the most energetic Marco in Leonard Oshorn. He
makes heavy weather of his song, but he actually
sounds as if he could oar a gondola instead of just going
along for the ride. Yvonne Dean is the merriest of sou-
brettes as Tessa: her little song benefits from her cute
yodel over the register break. Muriel Hard ing sings Gia-
netta with ladylike, “eccented” vowels that amuse, but
most of the other performers are unattractive. Alan Sty-
ler sounds a very poker-faced Giuseppe, and one with a
tendency to rush the music besides; Richard Watson
seems very pained to be singing Don Alhambra; and
Henry Goodier makes one dull potato of a Luiz.

Martyn Green had extensive experience in this ap-
era—in addijtion to the Duke, he also appeared at vari-
ous times as Antonio, Giuseppe, and Luiz—but too
much of that experience shows. His voice is tired and
tight, and he seems to have grown impatient with what
Sullivan set down; he keeps lifting words out of music
and into Sprechstimme. Some of the inflections are
amusing and show a real gift for mimickry—"Doubtful
propriety!,” he echoes Halman—but Lytton had those
too, and he sang more accurately.

Godfrey sometimes has trouble maintaining order
with this motley crew. but his 1961 remake is one of his
liveliest readings (London OSA 1323, three records to
accommodate the dialogue and a performance of the
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Sullivan and Burnand “triumviretta” Cox and Box).
There are several attractive performances here: Styler,
though singing even more like an aged curate, has the
advantage of the dialogue in creating a livelier charac-
ter, and Kenneth Sandford, dripping condescension,
speaks the dialogue as exceptionally as he sings the mu-
sic of the Grand Inquisitor.

The two sopranos do rather whine, but Joyce Wright
has a nice, simpleminded way with Tessa’s adorably
simpleminded song. Gillian Knight delivers the dia-
logue imposingly, but she has trouble with the Duchess’
singing tirades because her tone is round and the music
needs edges. John Reed, her consort, pulls the rhythms
about, but his voice is in fine needling fettle; if, as usual,
he sounds excessively amused by himself, at least that
can be heard here as part of the characterization.

The latest D'Oyly Carte version is scheduled for do-
mestic release this spring as London OSA 12110; the
performance has the dialogue, slightly cut, and the discs
include a bonus, Sullivan’s fustian but lovable Mar-
mion Overture, after Sir Walter Scott). Nash conducts
the first-class Royal Philharmonic with great élan and
with respect for the score; he plays Sullivan's overture,
ending with the gavotte, rather than interpolating the
cachucha as Godfrey does in both of his versions.
(Apparently that innovation was Godfrey’s, for it does
not appear on Henry Norris' 1927 version.)

A couple of the parts are well cast: Michael Rayner
brings a yare heartiness to Giuseppe, and Julia Goss, the
Casilda, sings with plump and pleasing tone and real
rhythmic liveliness. But Sandford and Reed, even better
than before in the dialogue, must huff and puff to get
through the music, and Lyndsie Holland’s contralto
production is so gummy yeu can’t make out her words.
Geoffrey Shovelton (Luiz) is a suaver vocalist than Mes-
ton Reid (Marco): both deliver dialogue like tenors.

But the great curiosity in the dialogue is Goss's read-
ing of Casilda, who comes out sounding like a cross be-
tween Tweety-Bird and My Friend Irma. Goss isn't con-
sistent about substituting w for r when she sings (the
serious music she sings straight—there is no cry of “O

wapture!”—but she remembers to do it in the comic mu-
sic); wherever it occurs, it is irritating. This turns out to
have a D'Oyly Carte precedent: Green records that his
first Casilda, Miss Mabel Sykes (universally known as
“Bill"” Sykes), delivered all her lines with “surpwise and
indrigation!”

Sargent’s 1957 version, newly reissued as Seraphim
SIB 6103, is a comparative and uncommon disappoint-
ment. His work with the Pro Arte Orchestra is predict-
ably lovely when the tempo can relax a bit and the con-
ductor can play with nuances—the gavotte, for example,
is full of exquisite detail; but too much of the faster mu-
sic is sluggish and lacks sparkle.

There is especially strong casting in the smaller
roles—Helen Watts, for example, makes something
slithery and arresting of Inez’ crucial revelation at the
end, and Alexander Young is the prince among kings of
Barataria. Some of the principal roles are also well
taken: Elsie Morison’s glamorous Gianetta, Monica Sin-
clair’s incisive Duchess, John Cameron’s characteristi-
cally firm and supple Giuseppe.

But there is too much disappointment in crucial
places. Owen Brannigan is quite uncharacteristically
characterless as Don Alhambra; Edna Graham, a little-
known soprano, chips away at Casilda with the voice of
an ice pick; Richard Lewis sounds inappropriately reti-
cent as Marco, particularly when singing alongside the
vigorous Cameron, and Geraint Evans brings to the mu-
sic of the Duke a voice that is a padded boxing glove
when the situation requires a rapier.

There are not many individual recordings from The
Gondoliers, because there are so few extractable num-
bers. C. H. Workman sings bits from two different roles
in his series of solo recordings, but the results here are
without great interest; rather too interesting is Danny
Kaye's grotesque “ga” at “In enterprise of martial kind.”
EMI has recently put together a recital by the tenor
Webster Booth (HLM 7109), who was a British version
of our own James Melton, the record has on it a particu-
larly clear-toned, nimble, and charming account of
“Take a pair of sparkling eyes.”

Utopia,Limited (1893)/ @e Grand Duke (1896)

PHANTIS: Yes—bizarre. is it not?
KiNG: Most quaint. But then it's a quaint world.

PuanTtis: Teems with quiet fun.
Utopia, Limited

The saddest of Gilbert's Bab Ballads is the last of them.
We are supposed to laugh at the dilemma of the
“played-out humorist” of the title who vainly seeks for
jokes that aren’t fifty centuries old. “I’ve come lo the
conclusion that my mine of jocularity,” the humorist
writes, “in present Anno Domini is worked completely
out.” But it isn't easy to smile at Gilbert's assessment of
his own situation—and his recognition of the verdict of
the public on his last works.

The Gondoliers is usually referred to as the last
triumph for Gilbert and Sullivan; for audiences since
the nineteenth century, the last two collaborations,
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Utopia, Limited: Nancy Mclintosh as Zara and Charles Ken-
ningham as Capt. Fitzbattleaxe in the first production (1893).
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Utopia, Limited and The Grand Duke, have been the
great Gilbert and Sullivan “failures” hecause that is
what tradition calls them (though Utopia enjoyed a run
only one performance shorter than that of Princess Ida).
the great Gilbert and Sullivan mysteries because they
remained unheard.

The books mention these pieces hul never discuss
them. contenti to repeat what the last study said: pages
go to analysis of the quarrel about carpets. paragraphs
to the last pair of works the great collaborators acl ually
produced. And those paragraphs usually talk about
how much Utopia cost to put on, and what Melba, “gor-
geous in dark green,” wore to the premiere.

This unsatisfactory situation began changing in the
Sixties. The BBC broadcast performances of both op-
eras, with Peter Pratt as King Paramount and the Grand
Duke; tapes of those performances gained wide circula-
tion among collectors. The D'Oyly Carte Company, re-
luctant custodian of these works, filled out its 1963
Trial by Jury (OSA 1155, one disc) with five excerpts
from Utopia, neatly conducted by Godfrey, with
Thomas Round giving an exceptionally amusing ac
count of “A tenor all singers above,” that wonderful
song about how tenderness of emotion can crack a high
C. (Some writers, incidentally, have seen stratagem in
the way Gilbert assigned the name Arthur to this char-
acter who “can’t do himself justice” in music!)

About the same time, the semiprofessional Lyric The-
ater Company of Washington, D.C., issued a complete
recording (with dialogue) of its production of Utopia,
followed in 1965 by The Grand Duke. More recently
Pearl Records added both operas to its catalog: that
same Lyric Theater performance of Utopia (SHE 505/7,
three discs), and a British amateur performance of
Grand Duke (SHE 516/7, without dialogue). Finally the
1975 centenary celebrations prompted the D'Oyly Carte
to stage Utopiua for the first time since 1893 and to
present a concert version of Grand Duke—perform-
ances that led to the recent London recordings.

Since then, the British G&S enthusiast John Wolfson
has produced a book, The Final Curtain (Chappell/
Andre Deutsch), that analyzes these pieces in detail.
Paradoxically, it is through Wolfson's study of operas
few people properly know that we can find out the most
about how Gilbert and Sullivan actually worked to-
gether and put something on the stage—a nerve-racking
process for both of them. “Another week's rehearsal
with W.S.G..” wrote Sullivan after the premiere of The
Grand Duke, “and I should have gone raving mad. | had
already ordered some straw for my hair.’

All of this activity has established Utopia as a sur-
prisingly solid repertory success; unfortunately, it has
also confirmed what has always been said abou! The
Grand Duke: that it is the one out-and-out Gilbert and
Sullivan failure.

Utopia, in fact, is a wonderful piece. Gilbert got
around his flagging imagination when it came to plots
simply by virtually eliminating that element altogether.
Thecentral situation, a neat reversal of the satiricone in
Montesquieu’s Lettres persanes and Goldsmith's Citi-
zen of the World. creates its own self-perpetuating
comic energy: The residents of Utopia have sel aboul
making themselves perfect. just the way people and in-
stitutions are in England.

In some ways this is Gilbert's richest and most amus-
ing work. because its central situation permits him an

“In lazy languour”: two ladies of the Utopia, Limited chorus.

almost unlimited (utopian?) range for satiric attack—the
work ranges farther than any of the earlier operas, sub-
suming their themes. Not that “themes” are all that im-
portant (“the stage.” Gilbert once said, “is not a proper
pulpit”); it’s the topsy-turvy way he addresses those
themes.

Some of the language of address is familiar. The Duke
of Plaza-Toro. we recall. is “limited,” too: we get “ser-
ried ranks” from Mikado. a “helmet hot” from Ida. a
world of dolee far niente. The King of Utopia is in touch
with the Mikado of Japan, and Captain Sir Edward Cor-
coran, K.C.B,, makes an appearance; the first love duet
turns on the same conditional joke as the one in Mi
kado.

The first audiences delighted in all of this: it was only
critics who complained that Gilbert had mined himself
out, that he was “repeating himself.” Of course he was,
and on purpose. because he always had. That, in fact, is
one of the great delights of knowing more than one of
the operas: Each work is amusing in and of itself, but it
becomes the more so by reference to how these same
counters were played in other games. Here Gilbert's
reminiscences are particularly welcome, because
Utopia is such a summary work.

Sullivan’s score. too, is one of the most varied and
amusing of the series. It quotes from Pinafore. glances
at “"God Save the Queen" (one recalls that Gilbert once
said that he knew only two tunes: “One is 'God Save the
Queen’—the other isn't”), and even parodies Sullivan's
own Lost Chord cadences when the young princesses
sing. "And when | wish to hum a tune/It needn’t be a
hymn one.” It isn't necessary, perhaps, to join Shaw in
considering the mock-banjo and real-tambourine ac-
companiment to the minstrel ensemble (the wonder of
the opera) the equal of Mozart's orchestration in the
farewell trio in Cosi fan tutte to admire it. And of all the
love duets, the nocturnal "Words of love too loudly spo-
ken™ is perhaps the most beautiful. it too with its echo
(of “None shall part us from each other” in lolanthe) but
with something new as well, that lovely backward-
climbing melody of the beginning.

The blame for The Grand Duke’s failure lies princi-
pally with Gilbert, since his words and situations al-
ways generated Sullivan's music. (The finale of Utopia
provides the one celebrated exception: Sullivan got
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stuck, so Gilbert wrote new words to fit the music Sulli-
van was finally able to.write.) The Grand Duke is Gil-
bert’'s worst book. “Dialogue too redundant,” Sullivan
confided to his diary; Gilbert, not a man given to self-
criticism, wrote of his latest “'child": "'I am not at all a
proud Mother, and | never want to see the ugly mis-
shapen little brat again.”

Misshapen it certainly is: The plot is excessively com-
plicated, and everything in it seems to happen more
than once. The subtitle of the opera is "The Statutory
Duel,” but there are two statutory duels in the first act;
and by the end there are who-knows-how-many claim-
ants for the position of Grand Duchess.

The pity of it is that the central situation is so promis-
ing and the central metaphor is, of all that Gilbert tried,
the one he knew the best: the theater. (What, after all,
did he know, or care, about lozenges?) Ernest
Dummkopf's theatrical company lives the roles its
members assuine, and the operation of the company
parallels the operation of the government of the Grand
Duchy of Pfennig Halbpfennig. There is an amusing
bitchiness in the rivalry between the actresses Lisa and
Julia; Ernest's song, Were | a king in very truth,” epito-
mizes Gilbert’s method:

“F claims all hoydens as her rights
{She's played them thirty seasons)
And G must show herself in tights
Fortwo convincing reasons—
Two very well-shaped reasons.”
But the trouble is that Gilbert can’t keep his central
metaphor at the center. He wants to ride off in all direc-
tions but forgets that you have to saddle a horse first.

Sullivan comes up with at least one capital tune—in
the Herald's whimsical proclamation—but mostly he
supplies tired music, compounding all the old formulas,
which this time fail to fizz. But then, who could make
music of rhymes like “chooses” and “shoeses™? (It
doesn’t help that Gilbert calls attention to how far he's
had to reach to come up with this.) Listening to it, one
begins to feel as queasy as the Grand Duke does singing
his Nightmare-Song ripoff, “"When you find you're a
broken-down critter,” over the creepie-crawlies in the
orchestra.

Because The Grand Duke is set in the Ruritanian
world of the Viennese operettas, commentators keep
saying that the influence of johann Strauss Jr. is pre-
dominant here—and then they point to the waltz chorus
at the beginning, torgetting that there is a better one in
The Gondoliers. But the chief influence at work is that
of naughty French operetta in the style of Offenbach.
That line about the “two well-shaped reasons” has an
uncharacteristic leer and wink in it. and there's lots
more of that sort of stuff; there is even a direct reference
to the popularity of La Grande-Duchesse de Gérolstein.
The Prince of Monte Carlo’s “roulette song™ is only the
most obvious attempt of Sullivan to work in Offen-
bach’s gamier manner.

The earlier recordings of both operas are frankly
poor, bhut they have the advantage of reproducing per-
formances that have been properly rehearsed; tempos
are established before a piece begins rather than along
its course. Throughout, the flesh may fail (the singers
are almost uniformly terrible, and the orchestras have
an awtul struggle getting out all the notes and keeping
them in tune), but the spirit is usually right.

The London sets can easily supersede these older
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ones, but frankly it will not take much enterprise for
someone else to supersede them. The Royal Philhar-
monic under the not-always-steady beat of Nash
sounds as if it were sight-reading—it takes a while for
the orchestra to get the hang of too many things: many
errors of enunciation and textual detail are permitted
to pass—Michael Rayner even mispronounces the sub-
title of The Grand Duke.

The casts have the D’Oyly Carte regulars in more or
less predictable roles: John Reed as Scaphio in Utopia
and the Grand Duke, John Ayldon as Phantis and the
Prince of Monte Carlo, Kenneth Sandford as King Para-
mount and Ludwig, Rayner as Mr. Goldbury and Dr.
Tannhauser, Meston Reid as Captain Fitzbattleaxe and
Ernest Dummkopf, Lyndsie Holland as Lady Sophy and
the Baroness of Krakenfeldt. The principal-soprano and
mezzo parts are split: Pamela Field sings Princess Zara
in Utopia, while Julia Goss—Zara’s sister Nekaya in
Utopia—is Julia Jellicoe in Grand Duke: Judi Merri is
Zara’s youngest sister, Kalyba, while Jane Metcalfe is
julia's rival, Lisa.

Most of the cast members of Grand Duke (OSA 12106)
are in representative current form. This is a good thing
in the case of the solid-voiced Ayldon (though his
French is pretty awful for a prince from Monte Carlo)
and Rayner, not a good thing in the case of Holland,
Sandford. and most of the others.

Goss is the most musical and wittiest of the cast, but
she misses the main comic point of the role: The “"Eng-
lishwoman™ julia, as a foreigner among the Pfennig
Halbpfennigers, should have an accent (the role was
written for Ilka von Palmay, a Hungarian countess who
had sung Nanki-Poo in Berlin—her accent. and her be-
witching laugh, can be heard in a song called “But-
terfly” in Pearl's “Art of the Savoyard”); Goss saves her
accent for The Gondoliers. Reed's Grand Duke com-
pletes his cycle of all the patter songs and commemo-
rates his twenty-five seasons as principal comedian; un-
fortunately, this role brings out the italics in him.

The Utopiu recording (OSA 12105) is a more attrac-
tive proposition, with everyone but Sandford (who sang
Phantis to Reed's Scaphio in the 1963 excerpts) in no-
tably better form—that grand veteran makes heavy
weather of Paramount, a part that might once have been
among his best. One must turn to the Godfrey disc to
know what this music can be made to sound like. Both
recordings are slightly but not damagingly cut. The
Utopia set includes a bit of spoken dialogue at the end.
presumably in order to make sense of the finale: since
the opera is without an overture, Nash plays the “Impe-
rial March,” a piece that is unintentionally amusing in
its stodginess. Shaw once said that the music was des-
tined to enjoy a great vogue in the suburbs as a piano-
forte duet.

There are not many historical records of music from
Utopia, but Scott Russell’s “A tenor all singers above”
(in Pearl’s anthology) is of unusual interest because the
artist sang small roles in the original productions of
these last two operas. His singing. compared to Round’s,
or even to Reid's in the complete set, is square, ham-
mering, sturdy in rhythm, marked by fulsome enuncia-
tion; it sounds just like one of those Edwardian tenors
bursting into “Then shall the righteous shine forth”
from Elijah. It is utterly charmless and. for that reason,
utterly charming. Gilbert-and-Sullivanisindestructible,

you see. ®
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Not many tonearms can pass
this simple but very revealing test.

Pivot bearing friction is one of the most important
elements of tonearm design. It is the major source of
resistance encountered by the stylus as it traces the
record groove. And it directly affects the way your
records sound and how long they last

While most tests of tonearm performance require
sophisticated laboratory equipmert, a remarkably
precise test of bearing friction can oe made with only a
%" square of paper, such as the corner of a dollar bill

That piece of paper, placed on the head of a carefully
balanced free-floating tonearm, will cause the tonearm
to lower—or it won't. It depends on whether the bearing
friction of the tonearm pivot is significantly lower than
the 25-milligram weight of the paper

A good place to make this test is at your high fidelity
dealer. You can try it on any turntable you may be
considering. We believe you'll be surprised how
few—even very nigh-priced ones—can pass this
simple test.

We encourage this test with confidence, since even
our lowest-priced modeél, the 1237, has vertical bearing
friction well below the test condition

While making this test, you might examine tonearms
in other ways. Fo- example, are they straight (good) or
curved (not so geod)? Curving the tonearm adds more
mass and makes the arm prone to lateral imbalance

Also, note how smoothly you can balance the arm
the sense of precision you get as you set tracking force
and anti-skating and the overall sense oi quality in the
materials and finish

Then you'll know why Dual wants you to know more
about tonearms. And why others may not.

For the life of your records

United Audio, 120 So. Columbus Ave., Mt. Vernon, NY 10553



Paganini

in 1831—a rare
pre-Daguerreotype
photographic
representation

Bettmann Archive
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by Sol London
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Paganini’'s demonic genius
left its imprint in the annals of
both music and science

NiccoLo PAGANINI a revolutionary? The greatest
showman of his time, the most irresistible lover,
the most incandescent in temperament, yes. But a
revolutionary, and a French revolutionary at that?
The Devil you say!

Well, the Devil is exactly who is said to have in-
stigated the revolution. Paganini’s Paris debut in
1831 came in the aftermath of another revolution,
a piece of political mayhem known as the july
Revolution: In 1830 the good citizens of Paris de-
canted the gaunt and haughty Bourbon, Charles X,
and bottled in his place his cousin Louis Philippe,
the fat and friendly Citizen King. But Paganini’s
preceded two others: a revolution in music led by
the young Hector Berlioz against the dead hand of
eighteenth-century classicism, to which Paganini
might have been expected to contribute but didn't
(except for a thousand or so francs every now and
again), and a revolution in the sciences led by an
angry band of avant-garde experimentalists seek-
ing to uproot the ald-guard empiricists who pre-
ferred to ponder nature rather than tinker with it.
Paganini did, in a strangely convoluted way, con-
tribute handsomely to the latter. For just as things
were going quite nicely for this new breed of
French scientists, along came Paganini with old
Lucifer in tow and threatened to undo all their
hard labor by reviving a kind of medieval Devil
worship in every faubourg and salon of Paris.

Paganini—tall, cadaverous, long-nosed, spider-
fingered, dressed perpetually in black—did, of
course look like the very Devil, especially so when
he began to play: weaving and flailing, spindly fin-
gers cavorting over the strings, contorted shoul-
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Francois Joseph Fétis—
“the thrill of the supernatural”

Granger Collection

ders giving him the appearance of a giant flapping
bat. The effect was intensified by the sounds of
lightning runs and trills, fearsome double and
triple stops, simultaneous pizzicatos and stac-
catos, whole sonatas played on just one string,
unearthly women’s voices screaming from his vio-
lin's sound box. Every motion, every sound
seemed to fulfill the nearly 300-year-old reputa-
tion of the violin as the Devil’s consort and of the
violinist as the Devil himself.

This is to say nothing of the notoriety the rumor
mills of Europe had distilled for Paganini out of a
not unlurid past. Two items that were accepted as
fact want special notice. One was that, when Nic-
colo was only six, his mother made a pact with the
Devil wherein she traded the boy’s soul for his ca-
reer as the world’s greatest violinist. The second
was that no sooner had Niccolo attained puberty
than he automatically became the greatest wom-
anizer of all time, in which exalted state he killed a
woman, imprisoned her soul in his violin, and was
using her intestines as an eternal source of gut for
his strings.

Thus, by the time Paganini left Italy in 1828 to
conquer Europe, the soil had been tilled extremely
well for him—most notably so that of Central Eu-
rope, which he had decided to use as a staging area
for his ultimate goal, Paris. Here the rivers and for-
ests were still inhabited by kobolds and nixies and
the natives had never quite forgotten Dr. Johann
Faust, a real doctor of theology turned magician,
necromancer, and all-around charlatan whom
they had conjured into a Devil’s contractee for his
wickedness. The Satanic Familiar always ran be-
fore Paganini's mortal entourage, preparing the
febrile imaginations of potential audiences for the
violinist's corporeal apparition as well as his daz-
zling music. This supernatural double usually ap-
peared in somber black as a member of the au-
dience, recognizable from the long black locks, the
burning black eyes, and the sardonic smile. But
occasionally he broke the pattern.

In Vienna he happened to have been more brash
than usual, taking to the stage at Paganini’s side
dressed in a red cloak and pantaloons, complete
with horns, hooves, and tail, to guide the violinist's
bow arm through a blazing performance of Le

Streghe (The Witches’ Dance). In Magdeburg, Ger-
many, he merely raised a violent thunderstorm
during a concert and, without appearing himself,
conducted lightning to the free end of the bow. But
in Frankfurt he actually took possession of Paga-
nini's body, according to the testimony of an oth-
erwise stolid Frankfurter, who looked for a cloven
hoof beneath the artist’s trouser leg and, though he
saw only a boot, swore he could discern the out-
line of a hoof within. And so it went throughout
Mitteleuropa—in Prague, Warsaw, Dresden, Leip-
zig, Hamburg, Berlin, Munich—and points west un-
til Paganini, leaving Strasbourg, finally set his path
toward Paris.

With all of these harbingers speeding westward
for more than two years, Paris was properly agog
when his big black brougham clattered up to the Hé-
tel des Princes on the Rue de Richelieu in the early
morning of February 24, 1831. By nightfall he had
received arequest from the Citizen King for a com-
mand performance on March 5 and was being be-
sieged by impresarios brandishing contracts. A re-
currence of his pernicious cough and an old throat
pain had caught him just as he was entering the
city, however, and he was feeling too poorly for
such exertions. Instead, he spent the next day at
the clinic of Dr. Francesco Bennati, medical ad-
viser to the Théatre des Italiens and an old friend
from his Vienna tour who had treated him for the
same ailments in 1828. Together with Dr. Marcel
Miquel, a specialist on the stethoscope (which had
been invented less than twenty years previously
by the great Laénnec, Miquel’s teacher), Bennati
explored Paganini's every inch. When they had
finished their poking and probing, they agreed that
the patient was sound and showed no evidence of
tuberculosis, the disease that had been suspected.

Paganini was sufficiently cheered by this medi-
cal verdict to begin canvassing Paris for a likely
impresaric. He hit upon Dr. Louis Véron, the
newly appointed director of the Royal Academy of
Music—more affectionately known as the Paris
Opéra—and editor and publisher of the Revue de
Paris, who possessed the added virtues of being a
canny manipulator and a physician. The contract
they finally agreed upon called for a series of nine
concerts at the Opéra and an escalating scale of
admission prices for each, with Paganini receiving
a proportion of the box-office receipts.

If the opening concert on March 9 struck Paris
with the force of a storm, the second concert, on
March 13, was even more phenomenal. For this
Paganini had reserved his famous rondo La Clo-
chette (actually the last movement of his first vio-
lin concerto) and his new Concerto in D minor,
which he had made bold to dedicate to the “brave
people of France.” And when he was done Paris
was figuratively in flames. The Devil immediately
began his operations, concentrating on the fash-
ionable salons along the Faubourgs St. Germain
and St. Honoré and achieving an undisputed
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triumph when the Comtesse de Lamothe-Langon,
the peerless leader of the salon set, confessed that
Paganini had so excited her drawing room by his
presence that "I glanced involuntarily at his foot to
see if it was cloven.”

More unusual, however, was the reaction of the
literary clique, ordinarily the coolest social en-
clave in the city. Honoré Balzac wrote of “super-
natural talents born of a spark struck from another
world.” Frangois Castil-Blaze, the otherwise dis-
passionate critic for the Journal des débats, had to
apologize to his readers for being forced “to have
recourse to the Devil himself to give you some idea
of what Paganini is like.” None other than the dean
of musicologists and critics, Frangois Joseph Fétis,
likewise abandoned his academic composure and
confessed in the scholarly Revue musictle: "There
is the awesome prestige, the thrill of the super-
natural in these works of fantastic genius.’

It was at this point that the scientists of Paris be-
gan to stir. They—especially the physicians—were
the most avid of the drawing-room crowd and as
such were privy to all the gossip that went twitter-
ing through the faubourgs. At first they were
amused by it all, but matters changed when the hu-
manists, their natural allies in the crusade for a
new world built on scientific reason, showed evi-
dence of losing their cool over Paganini and his
Devil. This defection made the threat of a diablerie
imported from Germany and Eastern Europe—
where a mystic theology of sin and salvation still
whistled through medical philosophy—ominous
indeed.

In mounting the barricades of medical protest,
none stepped higher or shouted louder than Dr.
Bennati. “We consider this foreign invasion as
much an affront to the honor of France as to the
honor of science,” he cried. There was, he insisted,
only one thing to do: organize a special plenary
session of the Academy of Sciences, the official
body that presided over the scientific affairs of
France, at which he would present a paper on
those intimate medical secrets of Paganini’s that
only he knew and that would convince the world
no Devil stood at the violinist’s elbow. Not being
advanced enough in research or teaching to have
merited election to the Academy, Bennati was
forced to act through those who had been touched
by this honor: the surgeon Guillaume Dupuytren,
the toxicologist Mathieu Orfila, the internist Jean
Baptiste Bouillaud, and the great physiologist
Frangois Magendie. Ah yes, they all said, but no
thank you; this would be descending into contem-
porary mudslinging, too demeaning an exercise
for the venerable Academy. There must be an-
other way.

“And so there is,”” wheezed fat and scrofulous
little Dr. Véron, who, sunk deep in his enormous
collars, had replaced the Devil at Paganini’s side.
Publication of Bennati's article in Véron’s Revue
de Paris would reach a far greater audience, lay
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A newspaper illustration purporting to show the satanically
spellbinding effect of Paganini's fiddling on the opposite sex.

and scientific, than any Academy seance could
hope for. “Write the article quickly and give it to
me,” Véron told him in mid-March of 1831. “1 will
have it in print by May 1.

Bennati wrote not only quickly, but effectively,
almost as if he were pouring all his Italianate bent
for histrionics through his pen. “I have,” he pro-
claimed in his prologue, “no intention of analyzing
the magical effects of Paganini’s playing or de-
scribing the enthusiasm of his admirers. | have a
far more difficult task, that of appraising his physi-
cal organism and studying its effect on the devel-
opment of his genius. In this task, furthermore, |
shall not seek the explanation of his marvelous
performances in ridiculous legends: indeed, it is
my firm intention to destroy them for all time. 1
shall instead look for it in the development of his
sensibility and his musical organs.

With that, Bennati launched first into a catalog
of Paganini's past illnesses and habits, a procedure
used in all good medical-case reportage since time
immemorial as a means of setting the mise-en-
sceéne, and then into his major thesis. There were
in Paganini, he said, four major anatomico-physio-
logical characteristics underpinning the clinical
aspects of his genius. First there was the “extreme
sensibility of his nervous system” as manifested
by his rapid but easy breathing, his finely textured
skin with its copious perspiration, and his volatile
temperament. This was linked directly to the sec-
ond, the anatomical hallmarks of his musical gen-
ius as manifested by “the bump of music, which in
Paganini's case is highly developed on the outer
angle of his forehead, as well as in the unusual size

Bettmann: Archive
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of his cerebellum and the broad, deep conch of his
ear, indicating an unimaginable delicacy of hear-
ing.

The third and most revealing of this scientific
tetrad was Paganini’s unusual musculo-skeletal
system and the manner in which it was supervised
by his nervous system: “the hand, which although
of normal size has its reach doubled by the elastic-
ity of the capsular ligaments of the shoulders: the
pliancy of the ligaments joining the hand to the
torearm, the wrist to the metacarpus, and the pha-
langes to each other. Thus he imparts to the first
joints of the fingers of his left hand, which touch
the strings, an extraordinary flexibility which,
without the hand changing its position, enables
them to move sideways withéut abnormal tension,
and this they do with facility, precision, and
speed.”

Fourth, there was Paganini’s leanness: "Accord-
ing to my diagnosis, which is confirmed by Dr. Mi-
quel, his leanness is constitutional and not a symp-
tom of tuberculosis. Were Paganini stout, he could
never twist himself into those acrobatic poses
while he is playing, as when he almost crosses
both elbows and turns himself into a kind of
triangle.’

Then, having reached the finale of his presenta-
tion, Bennati declaimed with the fervor of a
Rienzi, “There, messieurs, is the science of genius.
Ecco Paganini!”

This issue shattered all of the Revue’s sales rec-
ords, foreign as well as domestic. Huzzahs
sounded from all the great medical schools of
France and from the Academy of Sciences, includ-
ing Dupuytren and Magendie—not only bhecause
the article represented a new thrust in medicine.
but also because it had the splendor of timeliness,
Bennati having based his thesis on the new physi-
ological data Magendie had recently uncovered in
his experimental research on the nervous system.
The only facet of the article its scientific readers
could have quarreled with was the business of the
cranial bumps, already being discarded as the
pseudoscience of phrenology. But Bennati's paper
had provided them with a triumph of principle; he
had preserved the revolutionary primacy of
French science, they proclaimed, and nowhere in
the world could Paris be faulted for allowing the
antiscience of medieval diabolism to flourish
cheek by jowl with the science of the future.

The most prestigious huzzah of all came from
far-off Weimar, where the aging lion Goethe wrote
of “this extraordinary article that once again dem-
onstrates how well France is suited to reign su-
preme in the sciences.” As for Paganini, “the talent
of this extraordinary man is no longer based on a
pillar of cloud and flame, but on the incontrovert-
ible fact of his physical organism.”

It was inevitable that this “extraordinary man”
should share in the benefits of the Bennati-Véron
enterprise. The Devil stopped making his rounds
of the salons and no longer gained recognition in

the learned publications. Instead, the Journal des
débats and Revue musicale devoted themselves
solely to argumenls over Paganini's violin tech-
niques with an occasional skirmish over the aes-
thetics of his compositions. And when he left Paris
in late April (richer by more than a million dollars
at today's rate of exchange), he found that the
Devil had pulled in his horns elsewhere as well. In
the north of France audiences were content to en-
dow him with the euphemism of “the Enchanter,”
while in England he was dubbed merely Samiel
(son of Satan) in attacks of spleen over his box-of-
fice avarice. The Irish were considerably more ro-
mantic even if they were equally envious. In order
for Paganini to cross the Irish Sea to Dublin, they
had him book passage aboard the Flying Dutch-
man. Even Mitteleuropa was forced to reconsider
its previous notions, and in Prague and Vienna,
Paganini was shortly converted into a nineteenth-
century analogue of the Wandering jew.

So diametrically had the worm turned, in fact,
that when he returned to Paris in the spring of 1832
his image had shifted to the opposite extreme. The
great cholera epidemic struck the city during this
second concert tour, and rather than take to his
heels like so many of its other visitors Paganini
stood his ground to help calm the panic with his
music. As areward, he was called the Dark Angel.

But this status was to last for only eight years.
Despite Bennati's and Miquel's assurances after
examining him in 1831, Paganini did indeed have
tuberculosis, and he died of it in Nice in 1840—by
coincidence on the tercentenary of Doktor
Faustus’ death. Through an unfortunate quirk of
circumstance, he died without benefit of the
Church’s last sacrament, and the archbishop used
this misfortune to deny him burial in consecrated
ground. Paganini lay in a friend’s villa while his
son Achilline sought to have him transported to
Genoa, and the good citoyens of Nice began to wit-
ness nightly witches’ sabbaths on the premises to
the accompaniment of weird snatches of violin
music. These ghostly fantasies came to a halt only
in 1844, when the two Paganinis, the quick and the
dead, left for Italy. The dead man was compelled
to wait once more for a religious burial—this time
on the grounds of his own Villa Gajona in Parma—
while Achillino negotiated with yet another corps
of ecclesiastics.

For thirty-one years the householders of Parma,
who had never heard of Paganini’s sterling contri-
bution to the French revolution in science, were
terrorized by the same diabolical virtuoso violin
celebrating nightly sabbaths. It was only when
Pope Pius IX consented in 1875 to grant Niccolo
Paganini title to his share of consecrated real es-
tate that the Devil left him for good. To those who
insist that there is a teleology of fate, this could be
considered a just reward—because there is good
historical evidence that the Bennati article in the
Revue de Paris helped the pontiff arrive at his
decision. ®
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Karajan'’s
Triumphant Nine

Herbert von Karajan

and the Berlin Philharmonic
achieve awe-inspiring results in
their new DG Beethoven cycle.

by Harris Goldsmith

FHERBERT VON KARAJAN'S Beethoven-symphony dis-
cography now spans some three decades—irom his
pre-LP recordings of Nos. 5,7, 8. and 9 to the 1975-76
cycle newly released by Deutsche Grammophon.

His first integral cycle was made in London in the
early Fifties with the Philharmonia Orchestra (now
available in an imported reissue, EMI SL'S 5053, No-
vember 1976). Since then, with the exception of 4
Vienna Philharmonic No. 7, all his Beethoven sym-
phony recording has been done with the Berlin Phil
harmonic. Since becoming its permanent director in
1955, he has by his own reckoning performed these
symphonies literally hundreds of times. tlis first re-
corded Berlin cycle was made between December
1961 (No. 1) and October 1962 (No. 3), and between
the two DG cycles a video series was recorded.

Unlike some of the great conductors of the past.
Karajan is obviously interested in leaving accurate
recorded documeniation of his work. To accomplish
this he has been working in close and regular col-
laboration with his recording team—insisting. for ex-
ample, that they all use the same home playback
equipment 1o guarantee that they are all hearing the
same things.

The new Beethoven cycle was the result of the
mos! thoroughgoing preparation. First came prelimi-
nary sessions in which all nine symphonies were
taped. The results were pul aside for several months,
at which time Karajan took these “sketches” one by
one. listening and advising his coworkers of the
changes he planned. Only then did recording begin
inearnes!. (Karajan tells us that the Funeral March of
the Eroica was completely remade at the final ses-
sions because he ultimately decided that he wanted a
slightly difterent tempo.) The editing too was meticu:
lously supervised by the conductor. and we can thus
assume that what we hear on these discs, like it or
not, represents his current views on the music

There is an obvious hazard in the pursuit of “per-
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Lauterwasser/ DG

fection: The process can resull in a sculless projec-
tion of notes and patterns. | am coming around more
and more to the view that many of the commercially
issued late Toscanini/NBC Beethoven symphony
performances (preserved in Vicirola VIC 8000) are
cut-and-dried affairs of this sori. capfuring little of
the wonderful humanity of his earlier, less carefully
drilled renditions.

No conductor has been as vulnerable as Karajan to
the charge of glossy superficiality. Indeed, the late
Bruno Maderna made chiding reference to his
‘chocolate Beethoven.' The complaint had some
validity in some of his earlier work. but | am happy
to say that he triumphantly avoids most of the pit-
falls here. Although the Berlin Philharmonic’s play-
ing is even more refined than before. the increased
responsiveness in dynamics, articulation. and
nuance is used to project content and energy to their
fullest.

For all the meticulous planning that went into the
making of these records, seemingly spontaneous de-
tails abound: an undulating violin line in the trio of
No. 7 the first time around but not the second, the
viola/cello line definitior at the end of the trio of No.
9, and so forth. These touches impart a constant
delight and sense of adventure to these stupendously
plaved performances. This is precisely the sort of va
riely thal survives repeated listening. the sort of
subtle elaboration that characterized the best of Tos-
canini's work bu! somehow was expunged from so
many of his later studio performances.

The most conspicuous differences between Kara-
jan’s Berlin cycles (hereafter Berlin | and 11) are Ber-
lin II's greater clarity of texture and frequently faster
tempos. The former undoubtedly owes much to im-
proved recording technigues. but some of the added
clarity is attributable to the acoustics of the orches-
ira’s present home, the Philharmonie. Judging from
the aural evidence, the hall provides as much air
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space as the Jesus Christus Kirche, the Berlin church
where the orchestra used to record. but there is less
jumbling of textures from reverberation. The sound
is uniformly bright and tightly focused; in general it
seems slightly lacking in solid bass, but there are ex-
ceptions, most notably in Nos. 4 and 7.

Another factor in the textural cleansing process is
surely the orchestra's increased sensitization to
Karajan's direction. Berlin I, considered on its own
merits, boasts better than average execution and re-
production, but it is astonishing to compare with this
the miracles of refinement and virtuosity of Berlin 11.
Pianissimos are more delicately graded than before,
but without losing incisiveness as they sometimes
did in Berlin 1. Fortes and fortissimos now have a
cutting edge to them in place of the impactive but
rather blunted weight previously heard. Most impor-
tantly, articulation of fast passages and general into-
nation are much improved.

Naturally changes of this nature vary from sym-
phony to symphony, and while some of the earlier
performances are virtually as well played as the new
ones, such instances in Berlin I as the slightly harried
wind/string teamwork in No. 1's last movement and
the fractionally out-of-tune timpani strokes at the
end of No. 4's second movemen! demonstrate how
the Berlin Philharmonic has been transformed from
a solid. old-fashioned German orchestra into a gossa-
mer virtuoso ensemble. In 1962, after only seven
years under Karajan. the process was well under
way, now, clearly, it is accomplished.

If the refinements in engineering and orchestral
execution might have been predicted. who would
have expected fifteen years ago that the conductor so
associated with effortless gloss, even “superficial-
ity.” would one day champion steady rhythm and
Beethoven’s controversial fast metronome marks? In
a disc interview that accompanies the deluxe edition
of the new set (which I have not seen—a transcript of
the interview was included in the press kit), Karajan
sheds light on the subject. voicing his increasing dis-
taste for tempo fluctuation, and this antipathy is re-
vealed throughou! the performances. One or two of
the old gearshifts survive in highly modified form,
but for the most part Berlin 11 makes good the con-
ductor’s promised intention of delineating structure
by means of color, texture, and accent rather than
crude tempo modifications, and nearly everywhere
the improvement in shape and structure is remark-
able. In only two symphonies. the Eroica and the
Ninth, do | prefer Berlin 1.

Particularly revealing is Karajan's discussion of
No. 7: “Of course, when we were young, the gener-
ation before us conducted it much slower. And I
knew it was wrong, but I couldn’t get out of this be-
cause of the inner content of the music. It did not—
how shall | say—Iend itself to a faster tempo; and
with time, you seem to be able to—as | would say it
very, very grossly—to pack it in a faster tempo. Then
both things were joined: the right tempo and the con-
tent of it.”

Since there are five Karajan recordings of No. 7,
dating from the early Forties to the present. we can
readily trace the evolution of his interpretation. The
Berlin State Orchestra and Philharmonia versions
(the latter from 1953) are both relatively sober and
staid. Already in the 1958 Vienna Philharmonic ver-

sion (London Treasury STS 15107) one can sense
Karajan's desire to increase animation and luminos-
ity: The tempos are still basically steady, but the tex-
tures have greater shimmer, the angles are less severe
and forbidding. With Berlin I the plunge to faster
tempos is made, but the music sounds hysterical and
disappointingly shapeless. In Berlin 1] everything
works triumphantly: The tempos are, if anything,
even brisker than before, bul there is iron in the
rhythm. and structural paragraphs are delineated
with an incontestably firmer, more knowing hand—
an idea has become actuality. Even the Allegretto,
which suffers in all four earlier versions from Kara-
jan's fancy shifting of gears in the maggiore sections,
sounds pretty much an organic whole. This is one of
the finest performances of the symphony | have
heard.

I sense that Karajan's Eroica has heen undergoing
a similar, but not yet completed, metamorphosis. He
warns in the interview that many will be shocked by
his new fast tempo for the first movement. I like the
tempo but for other reasons find the interpretation
unsatisfying. The counterpoint sounds constricted
and trivialized. and much of the expansiveness that
gives this militant music its forward-looking, revolu-
tionary character is missing. (Note the feebleness of
the timpani outburst at bar 266, in the development,
and the matter-of-factness of the cellos” and basses’
climbing figuration beginning at bar 603.) Moreover,
a lack of variety in the articulation takes a consider-
able toll: Why the buttery legato at the start of the
coda (where the tonality drops a whole tone from E
flat to D flat)? And why are the sixteenth notes at
bars 561-62 so weak? While Karajan tells us he is
unequivocally opposed to metronomic playing, | had
the unpleasant sensation that in this movement his
players are indeed chasing the metronome.

The other movements are better: The fugal portion
of the Funeral March builds to a shattering climax
and Karajan's impetuosity pays greater dividends in
the finale. This is far from a poor Eroica, but | prefer
the more expansively conceived Berlin I and Tosca-
nini's great 1953 account, which weds the kind of
nervous intensity for which Karajan is now striving
with appropriate breadth.

No. 1 combines the forthright grandeur of Kara-
jan’s Philharmonia recording with the felicitous
grace of Berlin I. The opening movement. with a
measured introduction and an Allegro slower than in
either of the earlier performances. is followed by an
Andante just as swift as before but with more fluid-
ity of motion and a better sense of transition. The
molding of woodwinds in the development is as im-
pressive as in the Philharmonia recording, and the
last two movements, rollicking in their animated
gusto, are intense and tautly focused. | particularly
admire the way Karajan this time keeps his violins in
tempo—and perhaps even accelerates a shade—in the
thirty-second notes in bar five of the last-movement
introduction.

No. 2 recaptures the blazing solidity of rhythm of
the Philharmonia version. (Berlin I, though tonally
refined, lacked rhythmic backbone.) In this sym-
phony particularly Karajan has come remarkably
close to the late Toscanini manner. The weighty
“monumentality” heard in the Philharmonia ver-
sion’s introduction has given way to a terser. more
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stinging accent, and, though some may find him a bil
rigid in the Alberti-bass passages of the briskly
paced Larghetto, the sophisticated undulation of
string and wind tone, the thoughtful shaping, and the
sheer technical control outshines the perfunctory
jog-trot rhythm of Toscanini’'s similarly paced
1949-51 account. This brilliantly light-textured Sec-
ond surpasses even the admired versions of Kempe,
Szell, and Jochum.

In No. 4, 1 wondered which direction Karajan
would take: Berlin | was a fleet, subtle account in the
Toscanini manner, while his earlier Philharmonia
version was exaggerated and morbidly introspective.
I'm pleased that Berlin 11, although slightly slower
than Berlin [, is interpretively much like it. The in-
creased definition and sharpness of the new record-
ing perhaps makes the opening of the Allegro seem a
bit brutal and blatant (this quality was somewhat
veiled by the more opaque acoustics of Berlin I), but
the new engineering also reveals a wealth of rich col-
oration from the violas and cellos. Karajan, like
Furtwingler before him and now Haitink in his
Philips recording, retains the long appoggiatura at
the beginning of the first-movement development—a
detail | rather like. There is a wealth of communi-
cative phrase-shaping in the Adagio, and the last two
movements romp with unfussy refinement. This is a
marvelous Fourth, and 1 even forgive the indulgence
of the largeritards in the last measures of the finale.

Karajan has always done No. 5 impressively, and
the new account is perhaps springier in rhythm and
more organic in line than the earlier ones. The
scherzo seems a mite tighter and more forwardly im-
pelled than before, and. if the double basses in the
trio are less vehement and a shade overrefined, the
finale now blazes more persuasively, with less arti-
ficial pomp and more breathing space around the
notes. Even the controversial habit of slowing down
for the bassoon and horn phrases at bars 317 et seq.
now seems more natural.

It is symptomatic that Karajan, who used to make
slight (and not bothersome) ritards on the bassoon
phrases in the Pastoral's first-movement develop-
ment, has gradually eliminated even that modest lib-
erty. Berlin 1l improves over both excellent predeces-
sors by including the scherzo repeat and tempering
the cool momentum of Berlin I with some of the Phil-
harmonia version's richer luminosity. The storm
movement makes one want to run for shelter, and the
other movements flow with marvelously unaffected
momentum.

The opening measures of No. 8, hammered with al-
most indescribable brilliance and thrust, immedi-
ately make one sit up and take notice. Some may feel
that Karajan has become a shade too stringent in the
second theme, but I like the way impetus is thus car-
ried through. The Allegretto ticks away with sar-
donic humor, and in the last two movements the new
tempos are a blessed improvement. The Tempo di
menuetto now moves spryly, with judicious expan-
sion and wondrously clear cellos in the trio, while
the finale (already brilliantly performed in both ear-
lier recordings) bounds out of sight at an amazing
clip. Like Scherchen, Karajan comes close to Beetho-
ven's seemingly impossible metronome marking, and
the Berlin Philharmonic brings it off triumphantly;
this performance has incredible thrust and fire.

FEBRUARY 1978

The quartet in the Ninth Symphony: José van Dam, Ag-
nes Baltsa, Anna Tomova-Sintov, and Peter Scheeier

No. 9 resembles the Philharmonia performance
more closely than Berlin I. The first-movement
tempo is about the same as in Berlin |, but the clarity
of the string triplets at the beginning and the greater
wind detail slightly later impart a more rhythmic
(and, some may say, more academic) regularity to the
interpretation; | have a slight preference for the mys-
terious opening of Berlin I, which makes the first out-
burst seem more awesome and dynamic. But the
scherzo of Berlin I has better-controlled rhythm (as
did the Philharmonia account), and the poetic but
not overblown Adagio has far more genuine exalta-
tion, less of Berlin I's voluptuous gloss and—in the
brass fanfares at the end—less bombast. Some of the
Berlin II solo singing may be less sweet-toned (the
quartet—soprano Anna Tomova-Sintov, mezzo
Agnes Baltsa, tenor Peter Schreier, and bass-bari-
tone José van Dam—is put at a disadvantage by
overly close miking), but on the whole this one is a
masterly, exciting finale, even if Karajan's sense of
transition is less supple than it was in Berlin [ and the
balances in Berlin Il are less consummately gauged.
(Cymbals, bass drum, and triangle are more pug-
nacious; lower strings lack the needed solidity.)

Karajan remains unpredictable in the matter of re-
peats. As indicated, he has restored the one in the
third movement of No. 6, but he has now eschewed
those in the first movement of No. 1 and the first sec-
tion of the scherzo of No. 9. He has retained from DG
I—unwisely, | think—that spurious da capo repeat in
the third movement of No. 1. Elsewhere Berlin 11 fol-
lows the practice of Berlin I: First-movement repeats
are taken only in Nos. 5 and 8; the last-movement re-
peat of No. 1 is observed, as are the necessary
scherzo repeats of Nos. 1, 2, 3, 4, and 8. (There are no
trio repeats in No. 7—not even the first time around.)
The conductor’s sense of transition is so sound, and
his readings so organic, that he makes nearly all his
decisions acceptable.

The package is decidedly lavish, including an ele-
gant brochure with copious annotations covering
both the music and the performers plus extensive
color photography—not only Karajan (many times
over), but the vocal quartet and (would you believe?)
section-by-section portraits of the orchestral person-
nel!
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Karajan may not have said all that can be said on
the subject of Beethoven’s symphonies, but what he
has said here will be listened to with awe—and
envy—for many years to come.

BEETHOVEN: Symphonies (9). Anna Tomova-Sintov, so-
prano®; Agnes Baitsa, mezzo*; Peter Schreier, tenor*: José
van Dam, bass-baritone*; Vienna Singverein*, Berlin Philhar-
monic Orchestra, Herbert von Karajan, cond. [Michel Glotz

Hans Weber, and Cord Garben, prod.] DEUTSCHE GRAMMO-
PHON 2740 172, $63.84 (eight discs, manual sequence). Tape
®®3378 070, $53.88 (six cassettes). Also available in a
leather-bound limited edition, signed and numbered, with inter-
view disc: 2721 200, $125.

Symphonles: No. 1, In C, Op. 21; No. 2, in D, Op. 36; No. 3. in € fiat, Op. 55
(Eroica); No. 4, in B #iat, Op. 60; No. 5. in C minor, Op. 67: No. 6, In F, Op. 68
(Pastoral);No. 7. in A, Op. 92; No. 8, in F, Op. 93: No. 9,in D minor, Op. 125°
Comparisons:
Karajan/Philharmonia
Karajan/Berlin Phil. (1961-62)

EMISLS 5053
DG 2721001

Sessions’ Passionate and

Profound Lilacs

Seiji Ozawa and the Boston Symphony give eloquent voice
to Roger Sessions’ setting of Whitman’s noble Lincoln elegy.

by Andrew Porter

ROGER SESSIONS’ cANTATA When Lilacs Last in the
Dooryard Bloom'd was commissioned by the Uni-
versity of California. Berkeley, in commemoration of
the 100th anniversary of its founding, and was first
performed there in 1971. A friend in Berkeley wrote
to tell me that it was “the American composition”—
greal music that was also quintessentially American
music. And so it is.

Whitman'’s noble, romantic vision of this country
is not unknown to British choristers, who learn it
through Delius’ Sea Drift and Vaughan Williams'
Sea Symphony. Sessions' cantata has the rapture,
the tenderness, and the poignancy of the former, and
the energy, the grandeur, and the mystical, con-
templative calin of the latter; but in it the words are
ultered with an American accent. the melodies take
shape from the rise and fall of American speech, and
the local visions as well as the universal emotions are
passionately and vividly present.

Hindemith set the same text—Whitman's elegy for
Lincoln—in 1946. as an elegy for Franklin D. Roose-
velt and for those who had fallen in the war: he
called it A Requiem “For those we love,” making plu-
ral the “for him 1 love” refrain of Whitman's first.
tenth, and eleventh strophes. (The composer's
recording of the piece. with the New York Philhar-
monic and Schola Cantorum, was reissued last year
on Odyssey Y 33821.) Hindemith's Requiem is a
grave. impressive. dignified, formal piece in eleven
numbers, which lasts an hour. Sessions’ Requiem,
which is dedicated “to the memory of Martin Luther
King |r. and Robert F. Kennedy." lasts forty-two min-

utes, and could be described as a long connected
song and as a vision, expressed in words and in
sounds, which moves from the particular to the tran-
scendental.

Forty years ago, Sessions wrote of art’s striving to
create "a spiritual world in which ‘the unattainable’
in Goethe's words ‘becomes event’and the fragments
achieve a unity impossible in the real world.” The
last scene of Goethe's Faust, Mahler’s Eighth Sym-
phony (the second part of which is a setting of that
scene), the finale of his Das Lied von der Erde, the
last movement of Britten's War Requiem, and (with-
out words) the finale of Beethoven's last piano
sonata provide glimpses of that world. When Lilacs
Last in the Dooryard Bloom’d is not “merely” a can-
tata but a profoundly moving, inspired, and vision-
ary composition.

Whitman once declared that in Leaves of Grass his
“method of construction . .. is strictly the method of
the ltalian Opera.” and in late life he was reported as
saying:

My younger life was so saturated with the emotions.
raptures. uplifts ... of musical experiences that it
would be surprising indeed if all my future work had
not bheen colored by them. A real musician running
through Leaves of Grass—a philosopher/musician—
could put his finger on this and that anywhere in the
text in no doubt as indicating the activity of the in-
fluences.

In Whitman’s Lilacs one can discern the analogues of
recitative, aria. and chorus. It is hardly a coincidence
that Hindemith and Sessions distribute the lines he-
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tween soloists (Hindemith uses two, Sessions three)
and chorus in almost exactly the same way. The
main difference is that the Death Carol. "Come.
lovely and soothing Death.” is in Sessions a long con-
tralto solo, the heart of the work, and in Hindemith a
chorus—rather unsuitably for the song of “A shy and
hidden bird ... Solitary ... The hermit.”

When Lincoln was killed, the lilacs were in bloom:
Whitman later wrote that I find myself always re-
minded of the great tragedy of that day by the sight
and odor of these blossoms.” In his threnody, three
“themes" are stated and developed in an almost mu-
sical way: the Lilacs, representing spring and perpet-
ual renewal; the great Star falling in the west, Lin-
coln; and the Bird, the reconciler, singing of death
with a beauty that makes death “lovely and sooth-
ing.” In Sessions’ cantata, the introductory strophe is
begun by the soprano soloist to a lovely melody over
a rocking accompaniment. and continued by the bar-
itone. Then the three themes are separately stated:
The chorus breaks in with “O powerful, western,
fallen star’; the baritone sings “In the dooryard ...
Stands the lilac bush”; the soprano sings of the “shy
and hidden bird.” That “exposition” forms the first
movement.

In the second movement—Whitman's fifth to
thirteenth strophes—composer and poet follow Lin-
coln’s coffin as it moves westward through the
mourning land. through the bright burgeoning of li-
lacs and the spring, and through dirges and knell.
The music is part funeral cortege. part hymn to Lin-
coln, part vision of broad-spreading America, at
peace after the long war: “Lo! body and soul! this
land! Mighty Manhattan . .. Ohio's shores, and flash-
ing Missouri, And ever the far-spreading prairies,
cover'd with grass and corn.” The Bird still sings, but
the poet's attention is on the national funeral.

The remaining strophes form Sessions’ third and
longest movement. With “the knowledge of death”
and "the thought of death” beside him like two com-
panions, the poet listens to the Bird's Death Carol,
“with pure, deliberate notes, spreading, filling the
night.” And during the long, lovely song. the night be-
comes transfigured: “Lilac and star and bird, twined
with the chant of my soul. There in the {ragrant
pines, and the cedars dusk and dim.”

After the Berkeley premiere. Lilacs was next per-
formed at Harvard, in 1975. The following year. Solti
did it in Chicago. In April last year. it was done by
the Boston Symphony, under Seiji Ozawa; | heard
two of the four performances and some of the
recording sessions; the disc under review was made
at the time. Like most of Sessions’ later music, Lilacs
does not yield all its secrets at once. Its “song”—or s0
| found—is not evident al the start: it takes time to
sort out background from foreground. to learn the
themes, to discover the network of melodic and har-
monic associations. But then, when the work sud-
denly falls into place. one is amazed that one did not
respond at once to its vigorous, lucid progress and its
full-throated, passionate lyricism. ] have been listen-
ing to the record with increasing delight in the colors
of the music (the vividness of the orchestral writing
seems to grow with each hearing) and increasing
emotion, and trust that all who buy it will do so.

For the three solo roles. singers with the timbres
and expressive resources of Gundula Janowilz, Janet
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Baker. and Dietrich Fischer-Dieskau would be ideal.
But those particular three would not be good casting
unless they carefully studied American speech pat-
terns. inflections, and pronunciation. Sessions asks
not for meticulous metrical observance of his care-
fully notated meters but a free delivery “respecting
the subtleties of rhythm and stress which are inher-
ent in the words themselves. In this manner the sing-
ers will best realize the composer’s intentions.” The
three singers of the Boston performance are not
ideal, but as one listens again and again one begins to
like them, for they have the heart of the matter right.
The sustained high notes of the soprano, Esther Hinds,
are not firm, clear, shining. and pure; there is a beat in
them. But there is a kind of rapt tenderness in her
phrasing and in her utterance a directness that prove
very eloquent. Dominic Cossa, the baritone, sings his
lyrical narratives clearly and firmly and his reflec-
tive passages with feeling. One wants a nobler tone,
and at times one wants more accurate pitch ("And
thought of him I love” is closer to B flat than a re-
peated A); nevertheless one warms to him. Also to
Florence Quivar, the contralto. Her voice is uncon-
ventional, not equalized; the timbre is furry. But she
knows how to interpret the Death Carol.

The Tanglewood Festival Chorus is not a virtuoso
body, no Philharmonia Chorus or Vienna Sing-
verein, but it sings with confidence. In the recording,
it is rather hard to tell exactly where it is. Having
been at the performances in Symphony Hall, I know
it was in the usual place, behind the orchestra: on the
disc. it sounds as if it were recorded rather closely
and then added to the sounds of the orchestra in a
way that gets the dynamic balance between them
right but produces a disturbing aural perspective. In
the second movement, it does not distinguish suf-
ficiently between what should be very soft and very
loud singing. And the soprano tone tends to lack so-
lidity.

The glory of the performance is the playing of the
Boston Symphony. Sessions has said that he writes
ever with its sound, as first he heard it in student
days. in mind. Boston performances under Ozawa
can sometimes be rather coarse and obvious nowa-
days, but this one is played with finesse, eloquence,
beauty, and vividness of tone and phrasing. The or-
chestra is well recorded.

It is tempting to imagine a Karajan performance of
Lilacs. It is a work that should be in the international
repertory. Each great conductor, with soloists of in-
ternational stature, wonld be able to find new kinds
of richness in the work. But the current recording is
enough—and far, far more than merely enough—to
bring the work to life. In New World Records’ “Re-
corded Anthology of American Music” it is the most
important item. For here, as Andrew Imbrie wrote of
another Sessions piece, is "a forceful musical person-
ality at work. who has full command over his re-
sources. Here is unconventional music in the great
tradition: here is pattern made to sing; here is move-
ment in sound, expressing what is noble.”

SESSIONS: When Lilacs Last in the Dooryard Bloom'd. Esther
Hinds, soprano; Florence Quivar, mezzo; Dominic Cossa, bari-
tone; Tanglewood Festival Chorus, Boston Symphony Orches-
tra, Seiji Ozawa, cend. [Andrew Raeburn, prod.] NEw WORLD
NW 296, $8.98 (distributed by Peters International).
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Alfred Brendel—a splendid and smoothly reproduced cycle of Beethoven concertos

BeeTHOVEN: Concertos for Piano and Or-
chestra (5); Choral Fantasia, Op. 80 Al
fred Brendel, piano; London Philharmonic
Choir® and Orchestra, Bernard Haitink,
cond. PHILIPS 6767 002, $44.90 (five discs,
manual sequence)

Concertos: No. 1,in C. Op. 15; No. 2, in B flat, Op. 19; No.
3.in C minor, Op. 37; No. 4. in G, Op. 58; No. 5, in E flat,
Op. 73 (Emperor, available separately as 9500 243).

B BEETHOVEN: Concerto for Piano and
Orchestra, No. 5, in E flat, Op. 73
(Emperor). Edwin Fischer, piano;
Philharmonia Orchestra, Withelm
Furtwangler, cond. TurnaBOUT THS 65072,
$3.98 (mono) [from HMV originals, 1951]
E] BeEeTHOVEN: Concerto for Piano and
Orchestra, No. 5, in E flat, Op. 73

(Emperor). Rudolf Serkin, piano; New

York Philnarmonic, Bruno Walter,
cond. ODYSSEY Y 34607, $3.98 (mono) [from
CoLUMBIA originals, 1942].

E] BEETHOVEN: Concertos for Piano
and Orchestra (5). Glenn Gould, pi-

ano: various orchestras and cond
[Howard Scott(Ncs. 1-4)and Andrew
Kazdin (No. 5), prod.] ODYSSEY Y4 34640,
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$15.92 (No. 2 mono, the rest stereo) [from
various COLUMBIA originals, 1957-65]
BeeTHOVEN: Leonore Overture No. 3, Op.
72b; Concerto for Piano and Orchestra,
No. 4, in G, Op. 58%; Symphony No. 5,in C
minor, Op. 67. Claudio Arrau, piano”; Bava-
rian Radio Symphony Orchestra, Leonard
Bernstein, cond. [Hans Weber and Hans
Hirsch, prod.] DEUTSCHE GRAMMOPHON 2721
153, $17.96 (two discs, manual sequence)
[recorded in concert, October 17, 1976, for
benefit of Amnesty International]

E] BEETHOVEN: Concerto for Piano and

Orchestra, No. 3, in C minor, Op. 37.
Liszr: Concerto for Piano and Or-

chestra, No. 1, in E flat. Claudio Ar-
rau, piano; Philadelphia Orchestra, Eugene
Ormandy, cond. ODYSSEY Y 34601, $3.98
(mono) [from CoLumsiA originals, 1948 and
1953]

Brendel's new performances of the Beetho-
ven concerlos are less innovative and prob-
ably more finely considered than his pro-
vocative earlier ones for Vox. This is not to
say that the new recordings are without in-

Mike Evans/Phonogram

triguing features—Brendel is, after all, a de-
cidedly scholarly, intellectual sort of art
ist—but rather that some of the erstwhile
iconoclastic features have been abandoned
for more conventional solutions.

Thus the new Emperor, while still rather
chamber-music-like in its crisp. airy tex-
ture. is easier in its pacing, less sharply se-
vere in its phrasing, and the new G major,
which features a first movement that es-
chews the usual tempo fluctuations. hangs
together far more successfully. Brendel's
cooling of ardor can also be noted in his re-
vised choice of cadenzas: Though he still
favors the lesser-heard Beethoven alterna-
tive in the G major’s first movement (an op-
tion also taken by Pollini, Gieseking, Gilels,
and Moravec), the new recording of the C
minor uses the standard Beethoven ca-
denza in lieu of the short, unidentified in-
trusion heard in the Vox edition. In the C
major Concerto, Brendel formerly used a
synthesis of his own devising, wherein the
composer’s incomplete first cadenza was
brought to a workable conclusion with ex:
cerpts cribbed from the longer third ca-
denza: now that third cadenza is played in
its entirety. Certain curious textual inter-
pretations remain. Some, indeed. may well
have been introduced. | don’t have the ear-
lier Choral Fantasia on hand, but in any
event | vigorously disapprove of the added
flourish in the fourth bar of the opening
solo: since this passage is very much a ca-
denza, it strikes me as nit-picking and pe-
dantic to ruin the asymmetry by trans-
forming the "offending” measure of 3/4 into
one that conforms to its 4/4 neighbors.
(Katchen, by the way. did likewise in his
recording with Gamba. London Treasury
STS 15211)

Brendel's performances will not be 10 all
tastes, but there is a lot to be said for them. |
found the C major especially congenial.
The sharp impetuosity and snap he brings
to the tripping upward runs near the end of
his opening first-movement solo recalls
Gieseking. as does the feathery, patrician
passagework throughout. The broadly
spacious Largo. more deeply meditative
than Gieseking’s, is more in the manner of
Schnabel and Kempff, while the rondo
really sparkles. (Brendel takes great care
with his treatment of slurs in the opening
solo there.) | found the first-movement tem-
pos of the B flat and C minor Concertos
rather too sedate. True. the manuscript of
the latter gives the meter as 4/4 rather than
the alla breve of some editions, but it is
hard to interpret IHaitink’s tempo as Allegro
con brio.

Haitink and the London Philharmonic
are of course far superior in suavity and en-

Explanation of symbolis

Classical:
Budget
Historical
E] Reissue

Recorded tape:

(L] Open Reel
®  8-Track Cartridge
e Cassette
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sembhle weight to the undernourished
pickup groups that supported Brendel in
the Vox recordings. Unfortunatelv the
wiry, unpleasantly thin piano tone. which |
previously hlamed on faulty reproduction.
is present here too: Brendel is a superb mu-
sician in many respects, but | find his sonor-
ity and occasionally tight-lipped rigor off-
putting. Others may react less severely to
these attributes, and objectively this is a
splendid and smoothly reproduced cycle of
the Beethoven concertos. The Choral Fan-
tasia has spiritualism in this reading but for
my laste seems rather precious. When will
Columbia give us one of the incomparable
Serkin/Casals/Marlhoro performances?

Ii is interesting 1o hear Brendel's Em-
peror. a connoisseur's version, in conjunc-
tion with that of his illustrious teacher. Ed-
win Fischer. Fischer may have been slightly
past his prime when he made his 1951
recording with Furiwangler. heard in a
Turnabout reissue: his wartime version
with Béhm and the Dresden State Orches-
tra, which 1 have never heard. is said to be
more brilliantly virtuosic. Yet I for one am
quite willing to overlook a slightly sedate
approach to the first movement's hravura
octaves and a bit of smeary passagework in
the finale in light of Fischer’s mastery and
substance elsewhere in the performance.
Furtwangler, working with the incisive
Philharmonia—then in its most virtuosic es-
tate—contributes an illuminating, ripely so-
norous. and (for him) unusually straight
forward framework. There are, to be sure. a

few rhetorical gestures and tempo shifts.
but these are of a conservative rather than
disruptive nature.

The Turnabout transfer is excellent-
with clean woodwinds, solid. warm tuttis,
and an admirably discreet placement of the
solo instrument rather unusual for concerto
recordings of that vintage. The defects are a
slight hardness in the violins and a touch of
clouding from the reverberation prevalent
in EMI's engineering of that period (e.g.. it's
a bit hard. though not impossible. to distin-
guish the timpani rhythm at the end). This
is a welcome reissue of an interpretation
that will always deserve an honored place
in the catalog alongside the 1942 Schnabel/
Stock (Victrola VIC 1511) and 1933 Giese-
king/Walter (Turnabout THS 65011).

Although I grew up with—and derived
vears of pleasure from—the Serkin/Walter
Emperor. now available again on Odyssey,
candor compels me to note that there is
nothing particularly transcendent about
that 1942 performance. Serkin plays
cleanly, with orthodox phrasing and strong
rhythm, but misses the pearly tonal allure
of Gieseking's early work or the volcanic
excitement and tension of Schnabel's con-
temporaneous pianism. (His entrance in the
Adagio is much more prosaic than it was in
his concert performances last season with
Ormandy and the Philadelphia Orchestra.)
Walter and the New York Philharmonic
provide lively. unfussy support, but more
of that conductor's quintessential lyricism
comes through in the earlier Vienna record-

The best classical records

Criics
g%l@ reviewed in recent months

BaAcH, J.C.: Sinfonias. Zinman. PHILIPS 6780 025 (2), Nov
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ADVENT (cassette) EE 1061, Jan.

HANDEL: Oboe Sonatas. Roseman et al. NONESUCH H 71339, Nov.

Hayon: Orlando paladino. Shirley, Auger, Luxon, Dorati. PHILIPS 6707 029 (4), Dec
MozaRT: Oboe Quartet; Clarinet Quintet. Koch, De Peyer, Amadeus Qt. DG 2530 720, Nov.
POWELL: Sonata Teutonica. R. H. Johnson. COMPOSERS RECORDINGS SD 368. Dec.
Puccini: Gianni Schicchi. Gobbi, Cotrubas, Domingo, Maazel. CoLuMBIA M 34534, Dec
RAMEAU: Harpsichord Works. Gilbert. ARCHIV 2710 020 (3}, Jan

SCHUMANN: Papillons; Symphonic Etudes. Perahia. CoLumsia M 34539, Jan
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502 XFR (2). Dec.
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ing with Gieseking. Heard alongside the
memorable Furtwangler. the Walter/New
York execution sounds relatively coarse-
grained. perfunctory—and unrhythmic. de-
spite Walter's brisker tempos and super-
ficially more metronomic approach. With
Serkin still active. | hope that Columbia
will give him the opportunity to re-record
the Beethoven concertos with engineering
and orchestral support worthy of him: |
would suggest Kurt Masur or Carlo Maria
Giulini as a suitable collaborator.

Columbia. by the way. should be chided
for not furnishing recording dates on histor-
ical reissues. If the merchandising depart-
ment fears consumer resistance to identi-
fied antiques, it might consider the
potential impact on all sales should these
releases be innocently confused with the
company’s modern product! Complete dis-
cographic information would only increase
the value of a program of carefully chosen
reissues.

The reissue of Glenn Gould's set is a case
unto itself. Listening to the concertos in
their order of composition. which was also
the order of recording (over a period of
eight years). one can painfully perceive the
shadow of the interpreter lengthening over
the music. In the introduciion to Don Quix-
ote, Richard Strauss depicts the protagon-
ist’s progressive mental clouding through
serpentine inner voices and an ever-in-
creasing density and elaboration of texture:;
one experiences much the same thing here—
an unfortunate change from passionate in-
volvement to neurotic self-involvement.
from a refreshing new viewpoint to a
grotesquely myopic lack of perspective.

The 1957 B flat Concerto may be slightly
lightweight. but it remains an attractively
lyrical. technically sparkling. and mostly
straightforward performance. Leonard
Bernstein's accompaniment is sturdy but
thin-toned in reproduction. The slightly
later C major Concerto is once again
straightforward and invigoratingly buoy-
ant. but already some of the former nuance
has given way to a hard. machine-tooled
veneer and there are some abrasive ec-
centricities in the form of the pianist’s jar-
ring, Regerian cadenzas. Vladimir Golsch-
mann and the Columbia Symphony pro-
vide bracing support. but the tuttis again
lack sonic body and the woodwinds are un.
pleasantly overmiked. Things grow more
expansive in the C minor Concerto with
Bernstein (from about 1959). and the lefi-
hand anticipations and elaborate rubatos
begin to hurt. Still. in its strange way this is
a deeply affecting performance, and much
of the nuance of the I3 flat Concerto has re-
turned. Reproduction of the orchestra (the
Columbia Symphony) is still thin and
cramped.

With the 1961 G major Concerto. Gould
passes beyond allowable liberty into the
realm of the hizarre. Inner voices pop up
randomly: phrasing is lamed by self-indul-
gent arpeggiations; deliberate tempos he-
come impossibly static. even swooning.
Bernstein and the New York Philharmonic
make the best of a bad situation, however
(the conductor is more in control of himself
than in the benefit performance with Ar-
rau—see below). and the reproduction.
spread over two full sides. is by far the hest
of these reissued performances.
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By 1965. Gould's musical “individuality”
seems to have deteriorated into full-fledged
looniness. Graffitilike embellishments are
created to demonstrate the pianist's Schen-
ker-graph harmonic analysis (he is alwavs
intelligent even at his most deranged). and
tempos are dragged through the mire. |l.eo-
pold Stokowski. on occasion noted for ec-
centricities of his own, here sounds merel
soft-spined and inept. while close-up mi
crophoning cruelly calls attention to the un-
tidy, underslaffed execution of the Ameri-
can Symphony. tlearing Gould's earl:
work again makes his subsequent artistic
decline all the more tragic and hard to fa
thom.

The Arrau/Bernstein G major Concerlo
mentioned ahove is part of a gala henefit
concert in Munich in October 1976 on he-
half of Amnesty International. which seeks
to help political prisoners and victims of
political persecution all over the world. The
artists declined any payment. and 1 am
deeply moved by the gesture. Few compos
ers. however. are worse served by senti
mentality than Becthoven. and 1 found
these coarse. lumbering performances all
but unendurable

Granted that Arrau displavs a wealth of
color and splendid robustness of tone. that
Bernsiein often commences a movement
with admirable asserliveness. that the Ba
varian Radio Symphony plays cleanly. that
the sound and processing are first-rate. (All
applause has been omitted. and the au
dience is atientive throughout.) Granted all
of that. this universal music. which can
withstand many diverse treatments, is
sapped of its energv and communicative
power by all sorts of miserable little under-
scorings and tempo adjustments. Phrases
are manhandled and subjected to various
precious. artsy diminuendos. Tempos are
pulled about in an externalized. heart-on
sleeve manner that would be out of place
even in Tchaikovsky. Bernstein displays a
limited concentration span. Arrau a decid-
edly limited sense of humor—both of these
qualities heing essential if Beethoven is to
make his full impact. Given the worthiness
of the cause. @ direct contribution to Am-
nesty International would be a sensible al-
ternative to buying these records.

As i happy foil to Arrau’s depressing G
major Concerto. we have a welcome Odys-
sey reissue of his 1948 C minor with Or-
mandy and the Philadelphia Orchestra.
which also contrasts instructively with the
New York performance with Kubelik tele-
vised live last season. This vintage C minor
is rather direct. uncluttered. and exter-
nalized. For all his mastery. Arrau has al-
ways been prone to expansive point-mak-
ing. and a brusque conductor like the Or-
mandy of 1948 is a perfect antidote: a
stimulant—perhaps even an irritant—rather
than a ves-man deferring to the pianist’s ev
erv whim.

In the first movement. Ormandy clearly
follows the manuscript's 4/4 marking but
unlike Haitink. does it at a true. bracing Al
legro con brio: the resulting performance
has more impetus and far more internal
shape than the funereal one with Kubelik.
The well-balanced sound serves both piano
and orchestra reasonably well, although
the limited frequency range of thirty years
ago of course couldn’t capture Arrau’s so-
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Maurizio Pollini
Sinewy, chamberlike Brahms

nority in all its coloristic beauty. (FHe mav
have also heen a more percussive, mono-
chromatic player in those long bvgone
days.

The Odyssey coupling is Liszt's E flat ma-
jor Concerto. which Arrau rather surpris-
ingly has never re-recorded commercially.
I have been told that this 1953 recordi
with Ormandy was done in a single take,
the under-the-wire product of a record-
ing session immediately preceding o musi-
cians’ strike. Perhaps that explains the
splendid panache and note-to-note impetus
of this brilliantly incisive. stirring perform
ance. Arrau gives the slow section unusual
asvmmetrical phrase-shaping without ever
losing vitality. The combination of massive
sobriety with straightforward élan and as
tonishing virtuosity makes this a perform-
ance to cherish. Ormandy accompanies su-
perlatively. and the reproduction. while
similar to that of the Beethoven in solidity
and halance. has more sparkle and fre-
(uency range. H.G.

BEETHOVEN: Symphonies (9). For an essay
review, see page 67

BraHMms: Concerto for Piano and Orches-
tra, No. 2, in B flat, Op. 83. Maurizio Pollini
piano;, Vienna Philharmonic Orchestra
Claudio Abbado, cond. [Rainer Brock, prod.]
DEUTSCHE GRAMMOPHON 2530 790, $8.98
Tape: ®® 3300 790, $8.98

Having heard from these same artists a re
markable broadcast performance of the
Brahms D) minor Concerto—a modern-da
counterpart, in its passionate. grim auster-
ity. to the old Columbia recording by Ru
dolf Serkin and Fritz Reiner—! expected
great things from their B flat. Ii does nol
quite work out that way. although this is
still one of the hetter recordings of the
work.

In its basic style. Pollini’s account of the
solo part is once again reminiscent of Ser-
kin's: This is in general sinewy. chamber-
like Brahms. full of light and shade and far
removed from the burly weight associated

with such older champions of the score as
Wilhelm Backhaus. Like Serkin, Pollini
opts for animated tempos and a kind of ten-
sile momentum. But in contrast to Serkin's
rigorous angularity, his work sounds a
shade too rounded oft and effortless.

A similar complaint can be made about
Abbado’s conducting: While the orchestral
execution is always clean and tonally at-
tractive. a cerlain shapelessness causes the
musical argument to lose focus. Solt strings
have a slight ooziness in the scherzo: 100
many phrases are rounded off with just a
hint of ritard. Brahms does need flow. but
here he coas!s. The very beginning and end
of the concerto will demonsirale my mis-
givings—the former slightly too lingering.
the latter with an enormously protracted

.slowdown.

The sound is stunning. with undamped
clarity of detail and a wide. undistorted dy-
namic range. Most listeners. however. will
stick with the Serkin/Szell package (Co-
lumbia MG 31421). offering outstanding
performances of both Brahms concertos for
the price of this one. H.G.

BRiAN: Symphonies: No. 6 (Sinfonia tra-
gica), No. 16. London Philharmonic Qrches-
tra, Myer Fredman, cond. HNH RECORDS
4029, $7.98

Havergal Brian (1876-1972) may quality as
the most neglected musical genius of the
twentieth century. and 1 can think of no
good reason for this. Perhaps (and 'm just
grasping at straws) the scale of his orches-
tration has discouraged performances:
Svmphony No. 16. for example. calls for
quadruple woodwinds. brasses including
six horns and euphonium. and a percussion
section requiring ten plavers!

The two works recorded here were
created in a period of resurgence following
the Second World War. Brian had stopped
writing during the war: then, suddenly. his
despair left him. and between the ages of
seventy and ninetv he experienced a burst
of creativity that mos! vounger artists
would envy. for it was during this time that
he wrote most of his symphonies (which
number thirly-two in all)and his large-scale
operas

Sinfonia tragica was one of the first
products of this activity. along with & com-
edv overture. The Tinker's Wedding. Both
were inspired hy the writings of Svnge—in-
deed. the symphony was originally con-
ceived as the overture 10 an opera based on
his Deirdre of the Sorrows (thwarted hy
copvright problems). Symphony No. 16
stems from a remarkable period of fourteen
months in 1958-59 when Brian wrote five
complex one-movement symphonies for
lurge orchestra.

If vou are used to British music onlv as
represented by Vaughan Williams. Elgar.
Walton. or even Britien. be prepared for a
shock inlistening to Brian's works. for they
do not resemble those of most of his coun
trvmen. Pressed to give a new listener
something to hang on to. I'd say they re-
semhle works of certain Scandinavian
composers: the use of woodwind and per-
cussion in particular evokes Nielsen. If you
know the music of E. |. Moeran. another
writer from the Brilish Isles somewhat un-
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der the spell of Scandinavia, magine Moe-
ran with melody but minus the somelimes
sing-songv tunes.

The recording now offered by HNH was
made by Lvrita. that entertaining English
company that “takes care of its own.” (Now
that Lyrita has completed its cvele of Bax
symphonies. | hope that this 1975 re cording
heralds a cycle of Brian's) The plaving of
the London Philharmonic under Mver Fred
man's sure hand is Nawless. and the Lyrita
engineers have done their usual fine jon in
producing an exlremelv wide-range record
ing with excellent definition and. 1o my
ears. exactly the right amount of warmth
and highlighting. Perhaps audio dea'ers
could help the Brian revival: This recard is
surely of demonstration caliber.

It should be noted that this recording has
already been released domestically by Mu
sical Heritage Society (MHS 3426). As fine
as that edition sounds. HNH's is even het
ter. The highs are a little crisper vet not at
all overbearing. and there secems to he just i
little more focus in involved passages. The
MHS is a fine production. however. partic-
ularly considering its lower price. Which
ever edition vour budgetarv condition fa-
vors (the jacket notes, incidentally, are the
same). this disc invites vou to discover a
great svmphonist previouslv unknown to
maost J W.R.-B

CHoOPIN: Preludes (24), Op. 28. Preludes: in
C sharp minor, Op. 45; in A flat, Op. posth.

RO.G. bach Ligsography (pdace

PDQ

Bach
Research
Series

VANGUARD &

RECORDINGS FOR THE CONNOISSEUR

Vanguard Recording Society, Inc..
71 West 23rd Street, New York. N.Y. 10010

Newest addition
to the criminal record:

PORTRAIT OF P.D.Q. BACH
Missa Hilarious
Eine Kleine Nichtmusik
Echo Sonata (unexploded urtext)
A Consort of Choral Christmas Carols:
Throw the Yule Log On, Uncle John
O Little Town of Hackensack
Good King Kong Looked Qut
VSD - 79399

THE WURST OF P.D.Q.BACH

A select collection of rib-ticklers from
the demented mind of history's most
justifiably neglected composer.

vSD » 719/20*
P.D.Q. BACH
Concerto for Horn and Hardart
Cantata: Iphigenia in Brooklyn
Quodtibet for Small Orchestra
Sinfonia Concertante VSD » 79195

P.D.Q. BACH — AN HYSTERIC
RETURN AT CARNEGIE HALL
Oratorio—"'The Seasonings,”'S. % tsp.
“‘Unbegun’’ Symphony

Pervertimento for Bagpipes, Bicycle
and Balloons VSD » 79223

P.D.Q. BACH ON THE AIR

Bright and Early Show:

Echo Sonata for Two Unfriendly Groups

of Instruments

New Horizons in Music Appreciation:

Beethoven’s Fifth Symphony

(with Robert Dennis)

Traumarei for Unaccompanied Piano

Dutl and Late Show:

Schleptet in E Flat Major

What's My Melodic Line

Fugue in C Minor (from Toot Suite for

calliope four hands)

What's Happening in Home Economics
vSD » 79268

P.D.Q. BACH — THE STONED

GUEST

The Stoned Guest

Intermission feature: Opera Whiz

Two Madrigals from The Triumph of

Thusnelda: The Queen to Me a Royal

Pain Doth Give

My Bonnie Lass She Smelleth vSD » 6536

THE INTIMATE P.D.Q. BACH

Hansel and Gretel and Ted and Alice

(an opera in one unnatural act)

The O.K. Chorale from the Toot Suite

for calliope four hands

‘*Erotica’’ Variations for banned instru-

ments and piano

The Art of the Ground Round for three

baritones and discontinuo  vSD » 79335*
*also available in quad
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Martha Argerich, piano. [Rainer Brock
prod.] DEUTSCHE GRAMMOPHON 2530 721
$8.98. Tape: ww 3300 721, $8.98

Comparisons.

Arrau Phi. 6500 622
Perahia Col. M 33507
Pollini DG 2530550
Rubinstein RCALM 1163

Argerich has always impressed me as an in-
stinctive sort of player. whose natural mu-
sical perceptions and relaxed facility en-
able her to excel in Romantic music. of
which no better example exists than the
Chopin preludes. She apparentlv is not an
intellectual™ artist in the sense of Arrau,
Perahia. or Pollini. but she is decidedly an
interpreter of stature. whose artistic taste
and innate intelligence more often than not
guide her to a right-sounding. or at least
thought-provoking. solution.

Thus her new recording of Op. 28 has
much in common with the four versions
listed above. hul particularly with the
mono Rubinstein. Like Rubinstein, Arger
ich goes for overall thrust and line and is
sometimes remarkably careless about de-
tail: She rather loses the syncopation in the
C major (No. 1): melody, harmonic counter-
line. and bass are something of a jumble in
the I sharp minor (No. 8); the B flat minor
(No. 16). plaved even more precipilously
than Rubinstein’s. has an alarming number
of telescoped runs and wrong notes (includ-
ing a highly exposed one in the bass near
the beginning): and there is none of the care
both Pollini and Perahia take with the
problematical ending of the F minor (No.
18). where Chopin implies a crescendo that
begins during a silence.

Having unburdened myself on those
points. [ will also confess that [ fove Arger-
ich’s performance. Some of her fast tempos
are almost breathlesslv so. but time and
again she achieves a kind of grand exalta
tion and structural clarification reminiscent
of some of Schnabel's Beethoven perform
ances. It is no mean feal to successfulls
combine forward propulsion and expan-
sive breadth. Argerich is also a master at
managing a gearshift or illuminating a har-
monic change with the subtlesl coloristic
device. and while sentiment abounds her
plaving is virtuallv never sentimental in the
manner of more obvious Chopin “stylists.
Let me al least cite the G major (No. 3). with
its uncommonly shimmering left-hand pas-
sagework: the absolutely sizzling G sharp
minor(No. 12): and the wonderfully archin
D) flat major (No. 15). Best of all. her cu-
mulative sense of continuity makes unmis-
takably clear that Op. 28 is indeed a cvcle.
Some may ultimately prefer Arrau’s
bronzen tone and epic stvle or the more
painstaking classicism of Perahia and Pol-
Iini. but Argerich obviously joins them in
anvone’s short list ol recommendations for
this music.

Like Arrau and Perahia. but unlike Pol.
lini and Rubinstein. Argerich's recording
includes the two separate preludes. DG's
sound is warmly resonant. hut m copy
was blemished by surface crackle. H.G.

DowNizeTTi: Lucia di Lammermoor.

Lucia Montserrat Caballé (s)
Alisa AnnMurray (ms
Edgard José Carreras (1)
Arturo Claes H. Ahnsjo (1)
Normanno Vincenzo Bello (1)
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If you thought
ReVox made just
the world’s finest
tape recorders

guess again
...and again.

We also make the world‘s-finest tuners and amplifiers, including tniskicomparabte matched pair
state-of-the-art compcnents. The B760 Digital Frequency Synthesizer FM Stereo TUner and B750 Integrated
Control Amplifier are to separate components what the B77 is to zape recorders; they are simply the best there is.

Willi Studer wouldn’t have it any other way.

We urge you to test our claim by visiting your ReVox dealer to compare our B760 anc B750 against
any other tuner ana amplifier regardless of price. If you can find anything that sounds demonstrably superior
to this incomparable pair, Herr Studer would like to hear from you.

But first, you'll have to audition these exciting new ReVox components for yourself, so write to us for
complete information and the name of your nearest demonstrating dealer.

REVOX

Studer Revox America, Inc., 1819 Broadway, Nashville, Tenn. 37203 (615) 329-9576 * In Canada: Studer Revox Canada, L1d. / (416) 423-2831




;i‘aunonda
Ambrosian Opera Chorus, New Philharmonia
Orchestra, Jesus Lopez-Cobos, cond. PHIL
IPS 6703 080, $26.94 (three discs, manual
sequence). Tape: 8% 7699 056, $26.95

Samuel Ral hs-b

This new Lucia. while not in my opinion a
particularly compelling performance. ne
ertheless commands attention. According
to Jesus Lopez-Cobos (who in addition to
being a conductor is a musicologist and is
editing a new edition of the opera from the
Donizetti autograph). the version of Lucia
hitherto current is full of mistakes and dis
tortions.

More than a hundred “differences of
rhythm, text. tempo, actual notes. dynam

ics, and scoring.” to quote Lopez-Cobos’ in
troductory essay, have been put right in the
performance under review. the most no-
table corrections being those of pitch. espe-
cially in the heroine’s big scenes. From the
autograph we learn that the vocal scores in
circulation have Lucia's entrance aria.
“Regnava nel silenzio.” a semitone too low
and hoth the Lucia/Enrico duet from Act I
and the Mad Scene a whole tone too low. In
the present recording these three scenes are
transposed upward to their original keys.
Moreover, the role of Lucia is stripped of
what Lopez-Cobos claims to be its spurious
fioriture: the cadenzas (including the fa-
mous [lute-accompanied showpiece in the
Mad Scene). the variants and decorations.
the famous (but. as we now learn, inauthen

“SPECTACULAR”

and other comments from audio critics

about OhmL loudspeakers:

Comments from
Stereo Review:

“In summary, the OhmL...is
easily good enough to meet the
sort of critical standards usually
applied to much larger and con-
siderably more expensive
speaker systems.

The upper mid-range and high
frequencies were virtually per-
fect. The balance between lows
and highs was excellent...Blind-
folded, one would never guess
its compact dimensions.” (Copy-
right 1977 by the Ziff-Davis Pub-
lishing Company. Reprinted from
Stereo Review, June 1977, by
permission. All rights reserved.)

Comments from The Complete
Buyer's Guide to Stereo/Hifi
Equipment:

“Ohm was among the first
companies to take advantage of
A.N.Thiele’s research into vent-
ed loudspeakers, with some
pretty spectacular results...In
listening to the Ohm L, the imme-
diate reaction is one of surprise
at the openness of the sound. In
addition, the frequency response
of the speaker is exemplary. And
the midrange, which is often a
weak point in speakers of this
size and price, is very good. There
is no sense of strain, and voices
sound utterly natural.”

241 Taaffe Place, Brooklyn, N.Y. 11205
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tic) high notes—among them the E flat that
s0 many Lucias in the past have aspired to
if not always achieved.

Lucia. he asserts. is a role for a lirico
spinto soprano and not a coloratura so-
prano (by which term he apparently means
a soprano leggiero). The latter will hardl
come as news to those of us who have
heard the Lucias of Callas and Sutherland
and thus know Donizetti's opera 1o be a se-
rious and moving work. In any case, Lopez-
Cobos’ view of the past is suspect, since he
seems to think that both Patti and Melba.
whom he implicitly accuses of misrepre-
senting the title role. were soprani leggieri.
The former, however, sang Aida as well as
Lucia in the same Covent Garden season.
and the latter sang Mimi as well as Lucia
On the evidence of records and contempo-
rary reviews. | find it impossible to believe
either singer to have been. as Lopez-Cobos
implies. inexpressive. a mere technician in
terested more in her high notes and ca-
denzas than the communication of musical
emotion.

On the contrary. it is Moniserrat Caballé
who. despite the size of her voice and the
unadorned plainness of this edition. is inex-
pressive. a Lucia capable of pretty sounds
(and unpleasant ones. too. whenever the
music demands power ahove the staff) but
hardly memorable or individual in charac
terization. The Mad Scene in particular
lacks dramatic focus. a sense of inevita
bility and wholeness. Moreover good
deal of her singing is ungainly. The authen
tic Lucia may be more austere than the one
we have all grown used to. but the title role
still requires runs, trills. and brilliant high
notes. in all of which areas Caballe lacks
proficiency

As a vocalist she is outclassed by her Ed
gardo. [ose Carreras. who is in particularly
beautiful voice on this occasion. As an in
terpreter he is also more involved than Ca-
hallé, more ardent and vivid. That fact
however, is not enough to make him a trul
satisfying Edgardo. Good as he is now. Car-
reras will be twice as good when he learns
1o moderate his volume—at present stuck
nearly all the fime at mf—and introduce
into his performance a modicum of dy-
namic shading. Unreliable as the Schirmer
score | have heen following may be. it of-
fers in its expressive markings a surer guide
to musical depth than the scarcely unre-
lieved obstreperousness employed by Car-
reras.

Vicente Sardinero makes an unre-
markable Enrico. bland in personality and
grainy in timbre. The highly promising
Samuel Ramey is a good deal better as Rai-
mondo. though | found his vibrato slightly
too predominant for pleasure. | regret to
say that all four principals tend to fall back
on aspirates whenever there are difficult
passages to negotiate. Incidentallv. both
Caballé and Carreras occasionally give
their words a Spanish rather than halian
pronunciation (e.g.. the former's "fan
tassma” for “fantasma’)

The Ambrosian chorus attacks its rather
uninspiring assignment with energy. Lopez
Cobos secures fine playing from the first-
rate New Philharmonia and is often lively
sometimes stodgy. never inspiring. As a

Continued on page 84

CIRCLE 37 ON READER-SERVICE CARD —3



SONT v women =KD

Thiry years ago, cther manufac-
ture-s dicn't know where to begin mak
INg a taoe recorcer.

Scny not orly knew where to
beg n, bLt was putting the finishing
touces on its first tape racorder.

Trat's quite a junrp to have on a
verv star-led competition.

Tcday, we're still keeping them
jurping Proof positive: our 3 new
fron=-lcading cassette decks. The
TC-K71, K4 and K3.

Tree decades ot sound engineer-
ing, inp-oducing both tape and tape
decxs, rave gone into these mactines.
Whichiis clearly evident from the sound
thet comes out of them.

Our transport mechanism.
Designed so the music can
transport you.

The tape transpcrt mechanism 1s
pe—ads the mast imgortant engineer-
ing cra lenge of a tap= deck. Sony
desls sth it through a DC servo-con-

trolled motor. A frequancy generatar
(found on the K7 and K4) emits a 3ig-
nal which is relayed to electronic c r-
cuitry, thereby controlling motor sgeed.

This insures accurate, stable tase
mavement.

Sony's intelligent design enccm-
passes something as obvious as a
servo-motor. And something as se=m-
ingly trivial as the best rubber com-

pcund for the pinch -oller, or the test oil

for the flywhezl bearing.
Nothing escapes Sony’s atteation;
we're a prisoner of our perfectionism.

Our head keeps us ahead.

Our heads are aur own ferrit=-
and-ferrite formula. Not bought from a
different supplier, they're made bv
Sony. The hard, high polish surface
assures you cf optimum contact, min-
imum wear and maximum life. (The life
expectancy of a ‘errite head is 2C0

times longer than that of a conventonél

parmalloy head. See what a heac start

can co when itcemes to making
heacs?)

Other teazur=s of th=se cassette
decks include 3 [olby Moise Reduczion
System. Trree-pesitior 3 as £nd equih
zaticn swit-hes for standard, “erri-
ch-cme ard chramium ciox de tapes.
Rec-mute 7or nstant muting while
reccrding.

As ccmp ex as these eiectronics
are, that's how smple we've designec
tha contrais tc be. Thev'-e refreshingly
logical. Wit a sclid, responave fee

Thirts years ago, Sony was out n
frort.

Today, catcn one 37 th=se cass3te
decks at your Scny dealzr, and you'l
see that no one 1as caught up withes.

SONY
AUIDLIO

© 1378 SonyCorporaton of Anenca, 3 Viest 57th Sreet, fvaw York, NY 19




Ervin Nyiregyhazi

Gems and Curios
from the
International
Piano Archives
by Harris Goldsmith

Thanks to an arrangement made last spring.
selected releases of historical material by
the International Piano Archives. prev
ously available onlv throngh IPA. are now
distributed by Desmar Music through regu
lar retail channels (listing at $7.98 per disc).
While many of the releases to date have al
ready been available from 1IPA (and o num
ber of them have been reviewed in these
pages). some—a fascinating Liszl recital b
the enigmatic Ervin Nviregvhiizi and a col
lection entitled “The Catalan Piano ‘I'radi
tion " —are appearing for the first time.

Allof the reissues have been carefully re
mastered by Ward Marston under the di
rection of IPA’s Gregor Benko and De
mar’s Marcos Klorman. hoth of whom take
piins and obvious pride in their work. Al
most needless to sav. the quality of repro
duction varies greatly from disc to disc-
limited by the quality of the original
sonrce—and the artistic interest varies from
performer to performer (and with manvy of
these performers from listener to listener
depending on the individual perspectives
At the very least, cach of these records has
intrinsic archival value

Pride of place must go to the rather bi
rarte Nyiregyhizi recital (IPA 111). This pi
anist. born in 1903 and still living in obscur-
ity. began his blighted carcer as a
spectacular child prodigy but from a com
bination of circumstances—personal naive
te. financial duress. and an unhappy psy
chological  relationship  with  his
overambitious mother—was soon living in
destitution (and sleeping on the Fortv-ser
ond Street shuttle in New York's subwa
system!). An IPA representative happened
to hear Nyiregvhazi in one of his rare come-
back recitals and. with understandable

Dan Greenhouse

thrill of discovery. enticed this strange «rt

ist into the recording studio for a single LP
side’s worth of playing. (I'he reverse com-
prises poor-sounding excerpls {rom an
amateur tape of the California concert: Nvyi

regyhazi felt that he had done justice to the
two St Francis™ Legends and refused to
retape them.)

It is worth bearing in mind that this
record presenis the plaving of a sepluage-
narian who had not regularly played in
public for thirty years—and indeed has not
even owned a piano on which lo practice
for nearly as long. In many wavs this is the
ruin of a great virtuoso. but, as with the
Parthenon. what a ruin! Nviregvhazi's work
is. | gainsay. like nothing vou or | have ever
heard. He doesn’t so much play the music
as paraphrase it. which is probably ver
much what Liszt himself did. There are all
sorts of dvnamic inversions. octaves in the
bass. altered harmonies. and rampant
tremolandos that will cause the purist (and
even ihe less strict listener) to raise his ey
brows. But Nyiregvhizi's pianism also
raises the hair and elevates the senses.

From the outset he commands a haunting
bell-ike sonority with a spiritual haze. and
the dyvnamic range (especially over
whelming on the “live” performances) is
nothing short of torrential. cn on the
hasis of this flawed evidence, Ny iregyhazi
impresses inescapably as a towering figure
in the annals of Romantic pianism.
precious and wonderful interprelive
voice—a voice, inits wav., as distingtive as
Rachmaninoft’s. This disc mav. sadly. turn
out to he our only legitimate document of
Nyiregvhiizi's playing (he made a few carly
piano rolls. which in his view do him scant
justice): | understand that after this brief
comeback, and following the death of his
ninth wife. he has retreated into his
reclusive state.

IPA 112 brings us the recordings (the
Brahms I minor Sonata. Op. 5. and a num
ber of short works) that Harold Bauer made
forthe Schirmer label in 1939, previously is-
sued brieflv on the Veritas label. The new
dubbing is much louder and clearer and. if
stilbwell below 1939 state of the art. o close
replica of the original shellac discs. The
short pieces perhaps betray the fact that b
1939 Bauer was playing less and devoting
much of his time to teaching and editing.
(His Schirmer editions reflect both noble
musicianship and rather suspect attitudes
vis-i-vis lextnal license: he even suggested
cuts in Schubert’s B lat Sonata.) s noble
and ruggedly grand performance of the
Brabms sonata. however. is my favorite
recording of this flawed but inspired carl
work, the rather shallow and congesled
sound notwithstanding—a  substantial
claim with o discography that includes
Grainger. Kemptf. Curzon. Arrau. Solomon
Fischer. and Rubinstein (twice)

Considered purely as pianists. Josef Hof-
mann. Leopold Godowsky. and Mischa |e-
vitzki undoubtedly enjoyed greater repute
thin Bauer, who was originally a violinist
and in his later years a chamber music part
ner of Casals, Kreisler, Gabrilowitsch. et al.
Legend has it that Godowsky (heard on IPA
T13) was a supreme perfeclionist who

somehow froze when it came to public per-
formances and recording sessions. With
only the latter to go by. I find him rather
problematical. In the short pieces on Side 2.
Lam oceasionally moved by the limpid. sil
very lone production and sometimes too by
the tasteful reticence—Dehussy's “Clair de
lune.”” Rubinstein's Melody in F. and
Tehaikovsky's Barcarolle in particular are
phrased with a most attractive wistful sh:
ness. The most important item in the
Godowsky colleciion is the 1930 English
Columbia recording of the Chopin B flat mi
nor Sonata. and | find it instructive that,
while both he and Rachmaninoff (who re-
corded the sonata around the same time
employ hass amplifications and arbitrar
dyvnamics and rubatos. Rachmaninoff's
rapt. artistic inlerpretation somehow tran-
scends these period mannerisms in a wav
that Godowsky's large-scale. craftsmanlike
but slightly choppy and pedestrian reading
never does. Levitzki, who died young.
seems o be of a piece with Godowsky: a
fluent. tasteful artist—again with a silvery
legato tone—but somewhat detached
throughout this collection of acouslic and
early electric discs (I1PA 114).

Hofmann was @ much stronger person
ality. and regular readers are by now prob-
ablv familiar with my mixed feelings aboul
his work. Newer resders. however. mav be
misled by the highly selective excerpts
from my review of the 1938 Casimir Hall
recital on the shrink wrap of the reissue
(IPA 500778, two discs)—for the full story
see the original review (March 1976). Hay
ing chastised this astonishing virtuoso tech
nician for his artistically irresponsible and
cynical exploitation of Beethoven. Schu
mann, Chopin, and Schubert. I am happy to
report that his combination of fluency,
grace. and ruthless power is magnificent|
appropriale to his own Chromaticon and to
the Fourth Concerto of his onetime teacher
Anton Rubinstein: that these performances
are superblv supported by Fritz Reiner and
the all-star Curtis Orchestra: and that the
reproduction of this 1937 “Golden Jubilee
Recital™ (IPA 500172, two discs) is remark-
ably fine for its period. This set also in-
cludes a taut Reiner-led Brahms Academic
Festival Overture (his only extant record
ing of the work). an ingratiatingly charming
speech by Walter Damrosch, and as-
tonishingly well-plaved but capricious per-
tormances of solo works by Chopin. Mosz
kowski. and others. which are at leust well
reproduced. (The solos were once issued on
a dreadful-sounding Columbia disc.)

IPA 103 presenls Hofmann at an earlier
phase in his career: his Brunswick record-
ings of the early 1920s. It is hard to tell
whether he was showing greater artistic re
sponsibility then or he simplv hehaved
himself more in the recording studio (his
1935 HMV recordings were similarly conti
nent and tasteful in phrasing). but either
way this disc is one of the more recom
menduble chunks of Hofmann's recorded
legacy. The Scarlatti-Tausig Pastorale and
Capriccio, the Liszt “Waldesrauschen™ and
Second Hungarian Rhapsodv. and two
Rachmaninoff preludes all show a mercu
rial temperament and supreme finish. while
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the Beethoven-Anton Rubinstein Turkish
March is far more soberly controlled than
in the "Golden Jubilee” performance. Cho-
pin's Nocturne. Op. 15. No. 2. however.
sounds more reposeful on the 1935 HMV
recording. Finally. the aforementioned
Casimir [all recital should be approached
with decided caution: | detected some sonic
improvement in the new mastering. but my
artistic objections have if anything grown
more severe.

Probably the mos! frustrating item of all
is the notorious Brahms cylinder in “Land.
marks of Recorded Pianism. Vol. 17 (IPA
117). Recorded informally in 1889. this sing-
ularly hideous-sounding curio purportedly
preserves the composer's performance of
his own G minor Hungarian Dance. After
six or so fruitless hearings. | began tortu:
rously to decipher some of what indeed ap-
pears to be that composition. Brahms's
rather high-pitched spoken introduction.
though. is distinguishable. and many will
wan! to own this track as a conversation
piece. The artists who are heard include
Grieg. Saint-Saens. Debussy. Friedheim.
Grainger. Michalowski. De Pachmann,
Godowsky, Paderewski. Lhevinne. and the
inevitable (for IPA) FHofmann. | was partic-
ularly impressed with Ilona Eibenschutz’
flowing. fast-paced performances of two
Brahms walizes. re-recorded from an unis-
sued G&T disc recorded in 1903.

“The Catalan Piano Tradition™ (II'A 109)
comprises primitive-sounding cylinders of
Albéniz, Joaquin Malats. and Frank Mar-
shall (the teacher of Alicia de Larrocha. who
is heard in two 1932 Chopin performances
recorded for Qdeon at age nine). Thesc rep
resent a labor of love (hundreds of hours
were spent declicking the tape made from
one cyvlinder that had heen broken in half)
but. for all their archival value. are prob-
ably for piano specialists only: the all but
unlistenable sound. not much better than
that of the Brahms cylinder. sorely tested
the ears of even this patient listener. En-
rique Granados. however. comes aCross
with somewhat greater verisimilitude.

IPA 106/7 {two discs) brings us Wanda
Landowska’'s regal and decorously embel-
lished performances of Mozart's K. 415 and
482 Concertos (with Artur Rodzinski) and
the K. 332 Sonata. all magnificently played
(on the piano) and well reproduced. Also.
Poulenc’s Concert champétre (dedicated 1o
landowska) is performed on the harpsi-
chord and conducted by Leopold Sto-
kowski. The orchestra in all three of these
broadeast transcriptions is the New York
Philharmonic. The remaining IPA/Desmar
items are Arthur Loesser's superbly enliv-
ening Town Hall recital. “Sic Transit Gloria
Mundi” (IPA 102). not to he missed on anv
account; Ferruccio Busoni’'s rather austere
discs backed by performances by three of
his pupils (IPA 104); and Rosita Renard's
sometimes exciting hut mostly merelv
facile 1949 Carnegie Hall recital (IPA 120/1.
two discs).

* ok %
Not all 1A releases will be distributed by
Desmar. and indeed four new releases come
directly from IPA (now located at Box 303.
Ivor, Virginia 23866).

The firs! two. featuring William Kapell
and Percy Grainger. are offered as special
membership gifts with a contribution of
$15. The Kapell disc (IPA 507). containing
the Rachmaninoff Third Concerto and two
movements of Mozart's K. 414, is reviewed
separately in this issue: the Grainger disc
(IPA 508) is devoted to works of Grieg.
Grainger was as celebrated for his perform-
ance of the Grieg concerto as Rachmaninoff
was for playing his own C sharp minor
Prelude. Yet somehow he never recorded
the whole concerto commercially. He did
make a disc of the first-movement cadenza
in 1908. shortly afier working on the piece
with the composer. and there have been is-
sues of his piano-roll solo interpretation
and also of a late Scandinavian perform-
ance recorded in his declining years. Thus.
IPA’s issuance of a magnificent—and very
well recorded—1945 performance led by
Stokowski is decidedly an evenl. and the
similarity of that version to the playing on
the 1908 excerpt. also included. documents
that we are indeed hearing the same inter-
pretation Jauded by Grieg himsell. The sec-
ond side of the disc. alas, is of far less value:
A home-recorded performance of three
Norwegian folksongs from Op. 17 is so
wavery in sound that it can scarcely be lis-
tened 1o with pleasure. and a laler. com
pletelv superfluous account of the concerto.
with a miserable community orchestra. is
no hetter than the cited Scandinavian read-
ing. If only IPA had instead coupled the
Grainger/Stakowski performance. one of
the fines! | have ever heard. with one of
Grainger’'s outstanding shellac albums—the
Brahms F minor Sonata. closely com-
parable to Bauer's. one of the Chopin so-
natas. and Schumann’s Symphonic Etudes
immediately come to mind.

The other new releases are recordings by
Sigismond Stojowski (IPA 115) and john
Ranck (1IPA 2002). both available in selected
retail outlets or directly from [PA at $7.00
each. Stojowski, friend of Paderewski and
mentor of. among others. Loesser and Guio-
mar Novaes, sounds rather brusque here in
works by Chopin. Parlerewski. and himself.
He plays with strength and character but
more often thap nol displays hard tonal
characteristics and many of the less admi-
rable rhvthmic exaggerations of the old
school. I might have attributed the defi-
ciencies of these late broadcast perform
ances 10 advanced age were there not simi-
lar hard tone and blotchy fingerwork in the
Chopin A flat Waltz recorded in his prime.
The second side of the disc is rounded out
with performances of Stojowski’s music by
his widow. Louisa Stojowski: her plaving
and 'he attractive modern stereo sound
make a far more persuasive case for his
music.

A much more appealing proposition 1s
the Ranck disc. originally recorded by Zo-
diac in the early '50s. Ranck’s name was un-
familiar to me. but he plays the music of
poulenc. Tcherepnin. Griffes. and Werle
with dask. idiomatic identity, humor. and
rhythm. qualities that are amply conveyed
in the still verv sonorous repraduction.

The annotations on all of these discs are
detailed and admirably literate.

FEBRUARY 1978

Recorder
Virfuoso

Scholar of Renaissance Music

DAVID
MUNROW

(19431976)

“In one miraculous person

the finest qualities of scholar

and musician” Stereo Review
*

His growing legacy on Angel

& Seraphim Records-

A Contemporary Elizabethan

Concert S-37263°
girthday Odes for Queen Mary

by Purcell $-37251
Henry VI & Six Wives-Silm

Soundtrack SFO-36895°

Instruments of the Middle Ages/
Renaissance (2LPs) SBZ-3810
Music from the Court of

Ferdinand & Isabella S-36926
Music of Praetorius §-37091
Pieasures of the Court $-36851°
Recorder Concertos by Handel,

Telemann & Sammartini 8-37019

Renaissance Suite-"La Course en
tete”-Fim Scundtrack §-37449
Vespro Della Beata Vergine
by Monteverdi (2 LPs) SB-3837

*
Music of Guilloume Dufay S-60267
The Art of Courtly Love

(3LPs) SIC-6092

Albums as informative
as they are entertaining.

Angel

* XDR Cassette
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details..A DIFFERENT KIND OF RECORD CLUB

You can now own every record or tape that
you may ever want . . . at tremendous sav-
ings and with no continuing purchase ob-
ligations. You can get valuable free dividend
certiticates, you can get quick service and
all the 100% iron-clad guarantees you want

Now you can stop price increases that leave
you with less music for your record and tape
budget. You can guarantee yourself more
music for less money through membership
in Discount Music Ciub.

Look at these benefits:
TREMENDOUS SAVINGS

on every record and tape in print—
no “agree-to-purchase obligations of any kind

DISCOUNTS OF 43% TO 73%
off mfg. suggested list . . . special catalog
features hundreds of titles and artists.

ALL LABELS AVAILABLE
including most imports through special
custom ordering service. If we don't
stock it we'll get it for you.

SCHWANN CATALOG
lists thousands of titles; classical,
pop, jazz, batlet, opera, musical shows,
folk, rock, vocal, instrumental, country, etc

DISCOUNT DIVIDEND
CERTIFICATES
Dividend Gifts—Every shipment
carries a dividend gift or dividend certificate.
Certificates redeemable immediately
for extra discounts.

NEWSLETTERS
happenings in the world of music:
concerts, critiques, new releases . . . special
super-sale listings at discounts of up to 73%

DISCOUNT
ACCESSORY GUIDE
Diamond needles, cloths, tape cleaners,
etc. Discour_lt Music Club is your complete
one stop music and accessory buying service.

QUICK SERVICE
same day shipping on many orders . . .
rarely later than the next several days.
Partial shipments always made in the
event of unforeseen delay . . . all at
no extra cost to you.

100% IRON-CLAD
GUARANTEES
on all products and services.
Everything is guaranteed factory fresh and free
of defects or damages of any sort.
Your total satisfaction is
unconditionally guaranteed.

Discount Music Club is a no-obfigation mem-

bership ciub that guarantees tremendous dis-

counts on all stereo records and tapes and

lets you buy what you want . . . when you want
.. or not at all if you choose.

These are just a few of the money-saving
reasons to write for free details. You can't
lose so why not fill out and mail the coupon
below for immediate information.

R DISCOUNT MUSTC CLUB. NG DEPT 5 oame

= “ 650 Main Street, New Rochelle,N.Y. 10801:
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musicologist, it should be said. he is no less
inconsistent than as a conductor. For
though the role of Lucia has been cleansed
of impurities. that of Edgardo has not. Car-
reras laking the familiar inauthentic ca.
denza (high B flat and all) at the end of
“Tombe degl'avi miei” and another at the
end of “Fra poco a me ricovero.”

The recording. a moment or two of pre-
echo notwithstanding, is as superlative as
the pressings. There is a libretto in llalian.
English, French, and German. D.S.H.

DvoRAk: Overtures: In Nature's Realm. Op.
91; Carnival, Op. 92; Othello, Op. 93; Hu-
sitska, Op. 67. Bavarian Radio Symphony
Orchestra, Ratael Kubelik, cond. [Hans We-
ber and Rudolf Werner prod.] DEUTSCHE
GRAMMOPHON 2530 785, $8.98.

DvoRrAk: Legends, Op. 59. English Chamber
Orchestra, Rafael Kubelik, cond. [Hans We-
ber and Rudolf Werner. prod.] DEUTSCHE
GRAMMOPHON 2530 786, $8.98.

DvoRAk: Slavonic Dances (16), Opp. 46
and 72. Michel Béroff and Jean-Phitippe Cal-
lard, piano. [Eric Macleod, prod.] CONNOIS-
SEUR SOCIETY CSQ 2146, $7.98 (SQ-encoded
disc)

‘The Opp. 91-93 overtures were writlen as a
cycle dealing with the notions of nature,
life. and love: a unifying leitmotiv, repre-
sentative of nature. is first heard ai th
opening of In Nature's Realm. Unlike Sme-
tana's Ma Vlast cycle of tone poems,
Dvofdk’s triptych is rarelv encountered as
such. even on records. where it fits neatly
on one and a half disc sides. With Ancerl's
imperious Czech Philharmonic readings
available only as a Supraphon import
(SUAST 50432. with the My Home over-
ture). and with Kertész' exciting but rather
brassy and unsubtle London Svmphony
readings available domestically only as fill-
ers for his symphony recordings (the over-
tures are gathered on a British Decca disc.
SXL 6358, along with the Scherzo capric-
cioso). the new Kubelik edition has the pal-
pable advantage of mere availability—and
another plus in its substantial and well-
mated filler, the patriotic Husitska over-
ture.

To these virtues add the splendidly live
and detailed DG sonics. good playing from
the Bavarian Radio Symphony. and Kube-
lik’s sense of the music's color. rhetorical
power. and lilting Bohemian charm. With-
out lessening my admiration for the disap-
pearing Rowicki/London Symphony per
formances (fillers for his Philips recordings
of the Dvorak symphonies) and for such
classics as Sejna's magisterial [Husitska
and Talich’s iragically desolate Othello (to
sity nothing of countless Carnivals). |
would recommend the Kubelik disc as the
sensible way to acquire this music in toto—
and all Dvorak fans will want to acquire if.

In the ten orchestral Legends. the buyer
has had to choose between a musically
first-rate but technically second-rate edi-
tion (by Pinkas and the Brno Philharmonic
on Supraphon 1 10 1393) and a technically
polished but interpretively cool one (by
Leppard and the London Philharmonic on
Philips 6500 188). | am happy to repor! that
Kubelik now ofters the best of both worlds.
The English Chamber Orchestra plays with

affectionate style and wit, sumptuous tone,
and alertness. Kuhelik feels the music
warmly, paces il instinctively. and holds
these exquisite miniatures together quite
cohesively: his Nos. 5 and 6. for example,
make more musical sense than Pinkas or
Leppard’s. The sound is warmer and more
immediate than that of most of the Munich
and Berlin recordings in Kubelik's DG
Dvorak series. and the antiphonal separa
tion of first and second violins pays many
dividends in this music. A delightful and
welcome disc.

Unlike Kubelik. Michel Béroff and jean-
Philippe Collard are “cultural outsiders” to
the Czech idiom. and one is often aware of
this in their performance of the four-hand-
piano originals of hoth books of Slavonic
Dances. | am uncomfortable with the delib-
eration of Op. 46. No. 5. and the forward
pressure of Op. 72. No. 2. The rubato in Qp.
46. Nos. 2 and 3, and Op. 72. No. 3. seems 4
mite calculated rather than naturally flow-
ing. All this tends somewhat to constrict the
outdoor vitality and ruggedness. the pas-
sionalely lamenting qualities of the music.
which are more evident in the perform-
ances by Lejsek and Lejskova (Supraphon 1
1T 1301/2. March 1976). Moreover. some
will find the piano sound rather close for
comfort—as if the microphones were right
under the piano lid.

All this said. | must note that Béroft and
Collard. even if lucking in Slavic “soul.”
certainly use their heads and their fingers
impressively in these performances. Crisp.
clean. and superbly coordinated. their play-
ing lays bare the harmonic interplay of the
music in a way their phonographic prede-
cessors haven't—one repeatedly notices
fresh textural details organically related to
the forward progress of the writing. The en-
gineering. for all its lack of concert-room
ambience. is clean and wide in range. and
lrving Kolodin's informative liner notes
communicate infectious enthusiasm for the
greatness of each of these sixleen master-
pieces. A.C

HINDEMITH: Theme and Four Variations
(The Four Temperaments)”; Nobilissima
Visione. Carol Rosenberger, piano”; Royal
Philharmonic Orchestra, James De Preist
cond. [Brian Culverhouse, prod.] DELOS DEL
25440, $7.98

Paul Iindemith has too long languished.
«ue to the bum rap of “scholasticism.” in
the same kind of semi-obscurity from
which Sibelius has lately been emerging.
With this release conducted by the gifted
young music director of the Quehec Sym-
phony. Delos restores 1o the calalog two
“closet masterpieces” (hoth written for the
ballet) whose life-affirming spirit and preci-
sion workmanship get full due.

The Four Temperamerits is a theme-and-
variations set for piano and strings. whose
sections describe in turn the melancholic.
sanguine. phlegmatic. and choleric charac-
ters also portrayed by Nielsen in his Second
Symphony. While Nielsen allowed himself
lo cast each movement in ils own melodic.
structural. and rhythmic frame. producing
some very vivid “tvpes,” Hindemith
worked within the narrower confines of
one motivic source. a smaller and more lim-
ited instrumental texture. and a Iripartite
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One size fits
ali Shure
phono
cartridges

Replacement
stylus for
Shure
V-15

Needle in the hi-fi haystack.

Even we were astounded

at how difficult it is to find

an adequate other-brand
replacement stylus for a Shure
cartridge. We recently
purchased 241 random styli
that were not manufactured by
Shure, but were being sold as
replacements for our cartridges.
Only ONE of these 241 styli
could pass the same basic
production line performance
tests that ALL genuine Shure
styli must pass. But don’t

simply accept what we say here.

Send for the documented test
results we’ve compiled for you
indata booklet #AL548. Insist
on a genuine Shure stylus so
that your cartridge will retain
its original performance
capability—and at the same
time protect your records.

Shure Brothers Inc.

222 Hartrey Ave.,

Evanston, IL 60204

In Canada:

A. C. Simmonds & Sons Limited

TECHNICORNER

The criteria for these tests involved the
eight standard production line
inspections used for all Shure styli:
Visual and mechanical inspection, tip
con/zgurauon. trackability, vertical
drift, 1,000 Hz output level
measurement, channel separation at
1,000 Hz, channel separation at 10,000
H:z, and frequency response.

Only genuine Shure styli have the
name SHURE on thestylusgrip and the
words “This Stereo Dynetic®stylus is
precision manufactured by Shure
Brothers Inc.” on the box.
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THE BEST
$500 SPEAKER
FOR

UNDER $265:

alls 710

An opinion from an expert: ‘‘... the end
result is a speaker that has superb fre-
quency response without sacrificing
the equally important transient char-
acteristics.

Thus, the sound of this system is in-
credibly open and well defined and the
effect is that of listening to music
rather than to a loudspeaker.’’

Thank you, Martin Clitford!

What the renowned technical editor
has so aptly described is known by
audiophiles all over the world as:

The INVISIBLE SOUND of ADS.
We manufacture a complete line of

loudspeaker systems, active and [
passive, for home, mobile and studio ap-
plications, priced approximately be-
tween $100 and $700.

For more information please state your
area of interest and send us the coupon
below; we promise to have literature and
a dealer list on its way to you by return
mail.

To: ADS, Analog & Digital Systems, Inc.
Industrial Way, Wilmington, MA 01887
{617)729-1140 HE:

I'minterestedin:

[0 ADS Miniature Speakers for the home

0 ADS Miniature Speakers for cars, vans
or trucks

OJ ADS Two-Way Speakers

] ADS Three -Way Speakers

[0 ADS Programmable Studio Monitors

Name

Street

City. Zip
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structure for each section (evocative of that
temperament’s range ol activity and pas-
sivity). Considering the stringent demands
of that framework. his achievement could
be said to be even more impressive

Nobilissimu Visione is a suile describing
episodes in the life of St. Francis of Assisi
It sounds like a lush exercise in multihued
sonorities. but in faet the grand opening
movement 1s economically scored for
strings and clarinet. later strings and flute.
The final Passacaglia—a grandly trium
phant peroration—is thematically akin to
its great C minor namesake hy Bach

In both works. De Preist's readings can
stand comparison with the composer's own
(mono) recordings. Not that there is any
slavish imitation here. The brighi-eyed ap-
proach that De Preist and pianist Carol
Rosenberger take to The Four Tempera-
ments benefits from orchestral plaving (i
dier than that of the Berlin Philharmonic on
Hindemith’s DG recording. | do miss the
way in which the DG pianist. Hans Otro.
slithered through the allegretto section of
the “Phlegmatic”™ movement in an uproar-
iously lazy and jazzy stvle not heard from
the generally brisker and more—well. chole-
ric or even sanguine Rosenberger. A minor
point. though. and this pianist/conductor
leam is in every other way impressive

De Preist’'s Nobilissima is also a hit more
mercurial than Hindemith's (with the Phil
harmonia. for EMI). though sturdier. us be
litting this ascetic score, than the somewhat
hot-blooded Martinon/Chicago one re-
cently deleted by RCA. The new version is
closer to the score’'s metronome marking
lor the Passacaglia than Hindemith's in-
credibly broad-spanned performance. and |
think it works hoth wayvs. In the March. |
miss the raucous and weighty swagger of
unison horns and trombones eight bars af-
ler No. 21 as heard in the composer's
recording, but Delos picks up a point for
clarity (one of many) in the finale. between
Nos. 39 and 40. where the chattering clari
nets can be heard equally with the flutes.

The Delos recording is cleanly focused
and airy throughout these splendid per-
formances. The pressings and the jacket an-
notations and designs arc clegant AC

IvEs: Symphony No. 4; Central Park in the
Dark. Boston Symphony Qrchestra. Seu
Ozawa. cond [Thomas W Mowrey. prod
DEUTSCHE GRAMMOPHON 2530 787. $8.98
Comparisons—symphony:
Stokowski/ American Sym
Serebrier. London Phil
Comparison—Central Park
Bernstein, Ozawa. Peress.'N.Y_ Phil

Col. M§ 6775
RCA ARL 1-0589

Col. MS 6843

A new recording of the Ives Fourth is al-
ways welcome. The svmphony is a com-
plex work that no single performance can
possibly encompass. and different readings
tend to place the piece in radicatly different
perspectives. This is certainly true of the
present release: Ozawa puts together a pi
ture of the work very different from anv |
have previously encountered.

Although Ozawa's version is not without
its rewards, Lam afraid that for me i1 will be
necessary to characterize it mainly through
negatives. But let me at least hegin on the
positive side. The textural clarity is genel
llv quite high. even in the more complex
passages in the dense thickets of the second

movement. [ hear details that 1 don't re
member having heard before. and every
thing has obviouslv been worked out wilh
real care.

Curiously. il is just this sense of great
care that for me proves to be the undoing of
Ozawa’'s reading. The whole thing has a
rather mechanical quality—as if the prob
lems were worked out to the point where all
lite and spontaneitv had been drained from
the performance. It is difficult to imagine
this piece really falling flat (whether one
ikes it or not). but it comes remarkahly
close te doing so here

In the opening movement. for example.
the chorus sings the hvmn " Watchman, Tell
Us of the Night™" in o sort of lustv campfire
manner that is completelv out of characte
with the air of mysterv that Ives has so im
pressivelv written inlo his sefting. The
questioning qualitv. already present in the
text and underscored by the composer in
numerous wavs (e.g.. bv not allowing the
tune 1o reach its expected cadence). s
missed entirelv. Rather than mvster
quality that should then unfold with ever
greater intensity throughout the work). we
getanaggressive and rather pedestrian ren
dering of the vocal line

The second movement sufters also. In
general evervthing sounds calculated. rob
bing the music of much of its liveliness
More specifically. the tempos are leveled
oul so that the movement. which should at
least 1o some degree sound like o hodg
podge of violent contrasts. moves along on
an even. and rather dull. keel from begin
ning to end. To cile one particularly
egregious instance: The music at rehearsal
No. 18. where the texture is dominated by
the band music in the brass. is plaved much
100 slowly and tentativelv. whereas at No
22. which is marked “slower” and should
serveas a kind of lyrical interruption of this
previous section. the pace is actually accel
eraled 4 bit. Thus the essential relationship
between the two segments (which is ol

wrse more than just a matter of tempo. as

encompasses the entire character) s
thrown off balance

'he third movemen!'s fugue comes oft
considerably better. (It is. inanv event. less
vitlnerable to the whims of individual per
formances.) But the last movement. which
is one of those transcendenial Ivesian vi
sions that should appear to float in a kind of
timeless vacuum. is plaved with too much
rhythmic punch and drive. which ironic ally
has the effect of grounding

Let me sav that 1 admire Oziawa areatly
ind that over the past few vears | have had
occasion to hear him give two trulv ex
traordinary  performances of  large-scale
twentieth-centurv works (Schoenberg's
Gurre-Lieder aod Messiaen's Turangalila),
both of which | count among mv unforgel
table musical experiences. Bul he seems to
have little car for the rhvihms and geslures
of Ives's (admitted]y rather special) musical
language. For me the most illuminating Ives
Fourth remiins Stokowski's classic Colum
bia reading. It catehes the spirit of the work
remarkably well.and despite certain prob
lems (including. as with Ozanwa, the tempo
relationships ol the second movement). |
would not want to trade it Tor anv other
For clarity of execution of the second
movement. alwavs a very special problem
I would recommend Serebrier's RCA ver
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Everything but the etfects of poor room acoustics,
poor speakers or poor program quality with
the MXR Stereo Graphic Equalizer.

You've got a room that’s a lot like a sponge ..
rugs, drapes, overstuffed chairs. And every time you
turn on your system, most of the aural glory gets
soaked up. Or. you've bought a sound system

that has an impressive price but alas, a depressing
sound. Your records, tapes and radio sources may
sound good to some, but to you, the high fidelity just
isn't high enough. And you'd lose if you made

a trade.

Get into control with the MXR Stereo Graphic
Equalizer. It lets you tailor frequency responses and
adjust acoustics to your desires. Control 10 fre-
quencies plus level on each of two channels, Play
with the lows, boost the mid-ranges, and soar
with the highs. Bring each speaker closer, or move it

i

farther away at the touch of a slide control. The
MXR Equalizer’s frequency ccntrois not only adjust
for the interior of your room, but also for the
interior of your system, making a small system
sound big ... a big system sound mammoth.

Built with the same ingenuity are our Compander
which enhances sound for home recording, and our
new Dynamic Processor, which brings recorded
dynamics to life and removes impulse noise.

Hear the entire MXR line at fine audio dealers.

Or write MXR Innovations, Inc., 247 N. Goodman St.,
Rochester, N.Y. 14607. Or call 716-442-5320.

Also distributed in Canada by

White Electronic Development Corporation,

6300 Northam Drive, Mississauga, Ontario.

Consumer
UVIXFQ Products Group
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ROTEL
500 WATTS

the POWER amp

| ¢

ROTEL RB-5000 — THE POWER AMP.

Extraordinary power, super-high

performance. ® 500 Watts per chan., min. RMS both chan‘s

driveninto 8(}, 20Hz - 20,000Hz, w/no more than 0.009%THD e Direct-coupted push- puii
OCL circuitry ® 2 transformers ® 2 wattmeters & 16 LED peak indicators ® 2dB stepped level
controis ® Max. power limiter ® 3 speaker systems @ Standby overioad protection ® Goid
plated inputs ® Separate relay & i
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Rotel of America. Inc
1055 Saw Miil River Road

Ardsley. N.Y. 10502
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ndicator power supply ® Cannon inputs for professionat use.

ROTEL.

(914) 693-3355
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sion. Although nol as ex

kowski's. it is a lechnical wonder and com
plements the latier particularly wel
Central Park in the Dark. which fills up
the remainder of the DG disc. is of course i
much easicr work 1o perform than lhe
Fourth Svmphony. and it comes oft quit
well here. * performang LIPS
ingly. is similar to the one Oziwi and Mau
Peress (the work can be performed
with two conduclor ) recorded with the
New York Philharmonic some vears ago

under feonard Bernstein's supervision
when the hwo were serving as his ussis!
ints. The ax in this v version does

nol have s much bite as in that older one

ut here (as the re) the separation belween
the lwo independent instrument I groups is
exiremely clear. R.P.M

Liszr: Concerto for Piano and Orchestra,
No. 1—See E n: C

Liszr: Transcendental Etudes (12); Con-

cert Etudes (3). Claudio Arrau 0 L
/ 2. $17.96 (two discs, manual se
:

Comparisons— Transcendental Etudes
Berman Cot./Mel. M2 33928
Sherman Van.Ev. SRV 354/5 SD

Any doubts about Arrau’s technical filness.
at seventy-five. for the strenuous Transcen
dental Etudes are put to rest by the open
ing “Preludio,” which is not merely note-
perfect—and far more beautitul in sound. in
both playing and engineering. than Lazar
Berman’s Columbia/Melodiva version—bul
also marvelously robust and fully up to
tempo
Wilde Jugd™ and “Mazeppa™ are firm in
outline and steady in rhythm: bolh abound
in the kind of meticulous detail that Russell
Sherman uchieves at the expense of im
petus and line in his Advent/ Vanguard |
ervman performances. Note. for instance
the clear outlining of the left-hand dotted
figuration in the central section of ~“Wilde
Jugd” or the lustrous separation of the basic
melody from the clouds of dust in “Ma
zeppu Paysage” moves with taut sim
plicity. the horizontal lines beautifully col
ored and wondrously clear: “Vision
progresses with arrowlike siraightness. its
eansed by sparing usc of the sus.
taining pedal. and the same mav be said of
the swirling F minor Etude. onlv a hairs
breadth more deliberate than Berman's pre
cipitous reading. “Chusse-neige” is bleak
yet varied, and “Harmonies du soir” rivals
Richier's 1958 concert performance for
arching subtlety
My only reservations in this masterfully
rendered cyele, and they are slight. concern
Feux follets™ and “Ricordanza.” It is nol
the slowish tempo of Arrau's “Feux follets
that bothers me (the tempo marking. after
all. is allegretto). but rather his somewhat
ponderous emphases and insufficientlv del
iate pianissimos. His “grand manner
again obtrudes in “Ricordunza.” which
lacks Sherman'’s exaltation and gracefull
spun filigree
I'he three Concert Eiudes. less fearsome
echnically than the “Trunscendental
Ctudes. fare well too. Arrau's “Lu Levgi
rezza” and “Un Sospiro” rival the respec-
tive achievements of Godowsky and Bauer

e
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The Laboratory Reference Series tuner.

A very remarkable component—Dby itself
or as part of a complete LRS system.

The Luxman 5750

Although the LUX Laboratory Reference Series was
conceived—and introduced—as a completely new concept
in systems, we believe you'll find the LRS tuner alone merits
special consideration

At a glance, the 5T50 is strikingly clean and elegant
The tuning display itself is digital, supplemented by what
might be considered an advanced touch of nostalgia for the
dial of old. One linear dial is calibrated in 1 MHz increments,
and another provides for 200 kHz indication. However,
instead of a pointer, LED's traverse the dials, giving linear
readout of tuned stations.

Electronic tuning and memory.

Tuning is accomplished electronically, by a touch on
either of two buttons. Station selection can be switched to
either manual or automatic scanning mode, and tuning
speed can be adjusted from slow to rapid. A further tuning
option is provided through the tuner's C-MOS IC memory
system, which stores seven stations in digital code. A touch
of the appropriate button provides instant reception, with the
station exactly center-tuned
Tuning accuracy within 0.003 per cent.

Tuning is always exact, no matter how you select the FM
station. Using a quartz crystal frequency synthesizer instead
of a tuning capacitor and coil assembly, the 5T50 gives
a degree of accuracy (within 0.003 per cent) and stability
that cannot be found in conventional tuners. The station is
received center-tuned and it remains that way—just as
accurate and as stable as the FM transmitter frequency
itself—which, for reasons of precision, is also referenced
to a crystal.

But the utmost in design and performance doesn't stop
here. From front end to output terminals, the 5T50 utilizes the
best circuitry. For example, dual-gate MOSFET's in the RF
amp and mixer. And a buffer circuit—which helps achieve
outstanding image, IF and spurious response rejection
follows the crystal oscillator. In the IF section, a ceramic filter
plus two pairs of 4-pole block filters provide for excellent

K *Dolby 1s a trademark of Dolby Laboratornes. Inc

selectivity without sacrificing low distortion characteristics.
A double-tuned quadrature detector also keeps distortion
low, at the same time protecting against signal overload
And to assure excellent stereo separation (45 dB at 1kHz
and at least 40 dB at high and low frequencies), the
multiplex section employs a Phase-Locked-Loop circuit
Special tuning refinements.

To help you take advantage of this advanced internal
design—which includes a Dolby" decoding circuit for
Dolbyized FM broadcasts—we've included a number of
advanced external features. So tuner operation is just as
precise as performance. For example, a multipath check
button lets you detect multipath distortion audibly—no need
for an oscilloscope. There's also an antenna attenuator for
adjustment if signz.s are too strong in your reception area
For quick level adjustment when recording Dolbyized
broadcasts, a 400-Hz test tone button is provided. The tuner
output level is adjustable, along with interstation muting
threshold. A digital display provides easy-to-read signal
strength indication. And if incoming signals are weak, there’s
a high blend noise filter to assure low-noise stereo FM
Other LRS components.

Of course, only you know if you're considering a new
tuner at this time, or an entirely new system. If the latter,
we'll smply advise you that the LRS system has carried
the separates concept to "an extreme.” That 1s, the
preamplifiers have no tone controls-—these are provided
by the LRS graphic equelizer or separate tone control unit
The power amplifiers are available with or without meters
supplemented by a separate LED peak indicator. And if low
distortion is important to you, the total harmonic and IM
distortion of the LRS power amplifiers at rated power is
no more than 0.008 per cent. That's double-0 eight

However, if a superb tuner is really all that interests you
at this time, that's fine. Chances are you'll see and hear it
as part of the complete LRS system-—where it will look and
sound the most impressive. Suggested price: $1,495

LUX Audio of America, Ltd.

160 Dupont Street, Plainview, New York 11803 + In Canada: White Electronics Development Corp., Ontario



Build a high-qual-
ity, multi-element
stereo speaker
with this and a
staple gun and save up to 50%
over the cost of ready-built
speakers. No cabinetry. No soldering
Just atfordable quality with a few hours
work. Send tor our free 48-page catalog-
manual if you think you could handle it
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SO you won’t miss any copies of
HIGH FIDELITY.
And please include an old mailing
label from our magazine when
writing us about your subscription.
Write to:
HIGH FIDELITY,
1 Sound Avenue, Marion, Ohio 43302
Change of address.
Enter new subscription.1year $8.95
payment enclosed bill me

AFFIX LABEL

B g o Pk gy
SN ANy
3" 1rz2ge EF
: 2
5 % % 2 2
| a S
| z |
I z |
g
Zl =1
£ 3 ml
2l &
s| ;,l
2l . =1
3 | g 2|
3 o
. : | : gl
o 7 |'.§ 3 §|
g 3 | 3 21
@ | = |
- o
L—_» N

Add’l postage: $3 per year outside U.S.. its poss.

90

All of this music is heard in by far the best
sound it has vet had on records—Philips
captures the full velvet y richness of Arrau’s
sonorily without any of the tubbiness that
sometimes intrudes. Since the pianist has
returned the compliment with some of his
most spontaneous-sounding playing on
disc. I would say that his Tronscendental
Etudes. with due respect to the competi-
tion, are a clear recommendation. This sel
is a triumph in nearly every waj .G.

MozarT: Concerto for Piano and Orches-
tra, No. 12—See Rachmaninoff: Concerto for
Piano and Orchestra, No. 3

Ig OCKEGHEM: Vocal Works. Pomerium
=] Musices, Alexander Blachly, dir
[Marc J. Aubort and Joanna Nickrenz, prod.]
NONEsSUCH H 71336, $3.96

Ma maistresse; Missa Ma maistresse; Au travail suis;
Missa Au travall suis; Ave Maria; Alma redemptoris

This most atiractive recording brushes
away some of the myslique that so often
surrounds the music of Johannes Ocke-
ghem. The fifteenth-century composer, who
has been surprisingly popular as writers of
early music go. is amazingly well repre-
sented on recordings. Many of these are ex-
cellent. but they tend to pander 10 Ocke-
ghem’s more inscrutable side. emphasizing
his amorphous forms and ambiguous
rhythms with echoing cathedral acoustics

Alexander Blachly's Pomerium Musices.
on the other hand. brings a clear. crisp
sound to the Missu Au trovail suis, a com-
paratively straightforward parody Mass re-
corded here tor the first time. The Mass is
wellsuited to the talents of this voung New
York-based vocal ensemble, as is the short
Missa Ma muaistresse (Kyvrie and Gloria
onlv) hased on the composer's justly {a
mous chanson of the same name. The secu
lar chanson madels. “Au travail suis™ and
‘Mu muistresse.” are elegantly sung by so
prano Ann Monoyios accompanied by lute
and vielle. Monoyios is an exciting young
American singer with an impeccable sense
of style and a clear, sweel sound perfectly
suited to the finely etched line of the tif-
teenth-century chanson. Two motets. set
tings of Ave Maria and Alinu redemptoris,
round out this delightful disc.

I'he quality of the recording itself and of
the accompanving liner notes reflects
Nonesuch's customary care. S.TS.

=

|| RACHMANINOFF: Concerto for Piano
—— andOrchestra, No. 3, in D minor, Op.
30.” MozaRT: Concerto for Piano and Or-
chestra, No. 12, in A, K. 414: second and
third movements.* William Kapell, piano, To-
ronto Symphony Orchestra, Ernest Mac-
Millan, cond. *; Los Angeles Philharmonic Or
chestra, Pierre Monteux., cond* INTER-
NATIONAL PIANO ARCHIVES IPA 507, $15 mem-
bership fee (mono; price includes Percy
Granger disc, IPA 508—see page 83) [re-
corded in concert, 1948" and 1950%] (Inter-
national Piano Archives, Box 303, lvor. Va
23866)

RacHMANINOFF: Concerto for Piano and Or-
chestra, No. 3, in D minor, Op. 30. Lazar
Berman, piano; London Symphony Orches-
tra, Claudio Abbado, cond. [Steven Epstein,
prod.] CowumBia M 34540, $7.98 Tape:

o9, MT 34540, $7.98. [Available for a limited
time at special reduced price, with X prefix.]
RACHMANINOFF: Concerto for Piano and Or-
chestra, No. 3, in D minor, Op. 30. Tamas
Vasary, piano; London Symphony Orchestra
Yuri Aranovich, cond. [Cord Garben, prod.]
DeutscHE GRAMMOPHON 2530 859, $8.98
Tape: ‘®® 3300 859, $8.98

B RACHMANINOFF: Concerto for Piano

| and Orchestra, No. 3, in D minor, Op.

30. Earl Wild, piano; Royal Philharmonic Or-
chestra, Jascha Horenstein, cond. [Charles
Gerhardt, prod.] QUINTESSENCE PMC 7030,
$3.98 [recorded 1965, previously issued by
Reader’s Digest]

Comparisons:

Ashkenazy, Fistoulari/London Sym. Lon.CS 6359
Ashkenazy. Ormandy/Philadelphia RCA ARL 1-1324
Horowitz, Coates/London Sym Sera. 60063

Horowitz, Reiner/RCA Sym inRCA CRM 4-0914
Mogilevsky, Kondrashln/Moscow Phit Ang. SR 40226

These recordings of Rachmaninott’s longest
concerto offer so baffling a diversity of tex-
tual options that we would do well to begin
hy sorting them out once and for all.

First. the matter of cuts. My own view is
that the Third Concerto is an inspired but
flawed creation. Some of Rachmaninoff's
most compelling music may be found here—
e.g.. the piano’s plummeting first entrance
into the murk of the second movement—
but. possibly hecause of its grand design.
the work fails to make the overall satisfying
impression that the less ambitious Second
Concerlo does. There are structural prob-
lems and many passages where Rachmani-
noff apparently succumbs 1o his own ether
fumes and goes nowhere. Contrast this
with the Second Concerto. where he more
closely follows the course of Tchaikovsky's
First Concerto. with simpler. more firmly
delineated themes and a logical line of de-
velopment that never falters.

It seems to me that the composer himself
mus! have considered the work uneven. for
he did suggest some cuts—and his 1939
recording with Ormandy is slashed to rib-
hons. Let's pin those cuts down. First move-
ment: from the tempo precedente three bars
after rehearsal No. 10 to No. 11. Second
movement: from the piu vivo six bars after
No. 27 to eight bars after No. 28. Third
movemenl: 1) from No. 45 to nine bars after
No. 46; 2} from two bars afier No. 52 to No.
54. These excisions range from valuable
(the second cul in the third movement) to
disastrous (the first cut in the third move-
ment. which eliminales the first appearance
of the important second theme where it is
most needed—ail well and good that the
preceding bridge passage presents the
theme in chordal form. but it doesn't make
its emotional impact).

Some of the other recordings listed here—
the Kapell/MacMillan. the Wild/Horen-
stein, and both Horowilz versions—are also
cul, but none. interestingly enough. pre-
cisely duplicates Ruchmaninoff's cuts. Ac-
cording to the annotator for Columbia’s
new, uncut Berman/Abbado recording,
Horowitz claims thal Rachmaninoff never
made that infamous first third-movement
cut in actual performance. But could the
greal pianist’'s memory be inverting the
facts slightlv? His lirst recording of the
work. made nearly a decade before the
Rachmaninoff/Ormandy during the period
when he studied the work with the com-
poser. observes all the sanctioned cuts ex-
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The first tuner and amplifier .
that won't scare you 1nto buying a receiver.

Most people buy a receiver instead of
a separate tuner and amplifier because
they think it’s easier to handle, less com-
plicated, not as frightening, even less
expensive.

Nothing could be further from the
truth. Which is amply proven by the
Optonica ST-3636 tuner and the SM-4646
amrliﬁer. 4 pair so easy to get along with,
and so affordable.

Nobody gives you a combination of
features like the smart-looking Optonica™
ST-3636 tuner. 11’s got Opto-Lock tuning.
which locks in the signal and locks out sta-
tion drift and unwanted noise. The
advanced FM front end is designed for
excellent sensitivity, outstanding selectivity
and a high signal-to-noise ratio.

The Optonica ST-3636 also comes

with air check drcuitry so that a tape deck
can be calibrated to record FM broad-
casts at the optimum level.

Just wait until you get your hands on
O'plonica’s SM-4646 amplifier. The beau-
tifully engineerad front panel gives you
total control fiexibility to meet every
recording and listening need.

There are three independent power
sulpply circuits lo give you full range sta-
bility and power handling. This Delta

wer amplifier puts out smooth. etfort-
ess reproduction

With the SM-4646 you've got the
power to handle it all. 'Fhere‘s a full 85
watts per channel minimum RMS at 8
ohms, from 20 Hz 10 20 kHz with no more
than 0.08% THD.

With that kind of power, you need

CIRCLE 25 ON READER-SERVICE CARD

protection. And you get it with an LED
Automatic Protection Circuit. This exclu-
sive Optonica feature isolates vital output
components if the outputs are accidenially
shorted. And to prevent speaker damage,
the circuit will also activate if excessive
DC voltage accurs at the output.

We invite you to test the Optimum
tuner and amplifier to find out just how
comfortable separates can be for you.

We'd also like to give you a free copy
of our full line catalog. Just call toll-free
800-447-4700 day or night (in Hlinois dial
1-800-322-4400) for the name and address
of your nearest Optonica showroom, or
write Optonica. Dept. HF . 10 Keystone
Place. Paramus, New Jersey 07652.

| OPTONICA | THE opTiMUM,



ONE TOUCH

No dials to turn.
No weights to adjust.

No lifting.

No cueing.

Nothing but one touch and music. The Beogram 2400 turntable.
It does everything for you, and does it exceedingly well.

Write for literature.

BANG & OLUFSEN

BANG & OLUFSEN OF AMERICA, DEPT. 11, 515 BUSSE ROAD. ELK GROVE VILLAGE. ILL. 60007
CIRCLE 6 ON READER-SERVICE CARD

MtIntosh caravoc
nd FM DIRECTORY

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

Binioe ‘
115 4TEORE smsra THedE setea .

L N N Jemssamy B )

[
t Mcintosh Laboratory, inc.
l East Side Station P.O. Box 96 |
s E “ D | Binghamton, N.Y. 13904
} ' | namE |
TODAY Q| ADDRESS

If you are in a hurry for your catalog please send the coupon to Mcintosh.
For non rush service send the Reader Service Card to the magazine.
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cepl the one in the first movement. The
Wild/tHorenstein account utilizes the same
text as Horowitz/Coates—i.¢., first move-
ment complete but all three culs in the sec-
ond and third movements identical to those
of Rachmaninoff/Ormandy. The Kapell

MacMillan. a 1948 air check of a live con

cert performance, makes the standard cut
in the first movement, offers Ihe second
movement complete, and makes a single
original cut—from No. 51 to No. 54—in the
third movement. This is certainly less
harmful to the work than the composer’s
suggested mayhem, but everything consid-
ered—and this may sound like heresy—| am
coming more and more to feel that Horo-
witz' second recording (with Reiner) pro-
vides the ideal solution: the first movement
complete; in the second movement a liny
(and perhaps ineffectual) six-bar cut begin-
ning, like the standard cut, six bars after
No. 27 but running only to No. 28: in the
third movement the second standard cut
but not the first. If Horowitz' announced in-
tention 1o make his forthcoming third
recording complete is based on sensitivity
to purist "policeman’ critics rather than his
own structural convictions, | urge him to
reconsider. Without that second cut in the
third movement, the work rambles badly

The second textual quesiion concerns the
performer’s choice of first-movement ca
denza. Rachmaninoff wrote two versions of
its first part. The first of them, favored by
the composer in his recording. is thirty-nine
bars long and rather mercurial in texture
with the recapitulation of the first theme
given a scherzando restatement. This ver-
sion of the cadenza was used by Horowitz
in both his recordings, by Ashkenazy in the
first of his three recordings (with Fistou-
lari), by Wild, and more recently by De Lar-
racha (on London CS 6977). Nowadays, this
once overwhelmingly preferred edition has
been supplanted by the alternative: fifty.
five measures of muscle-bound thundering
and lumbering chords. Gieseking's eccen.
tric 1939 broadcast performance (once of-
fered on an 1PA disc) opied for this, but it
was Van Cliburn who made it stick. Regrei-
tably. all of the more recent recordings ex-
cept De Larrocha’'s adhere to this artisti-
cally inferior version.

The final textual variant is of slight im
port: the rarely encountered quadruplet-oc-
tave alternative al the end of the work. In
terestingly. among the recordings under
discussion this pyrotechnical option is
taken only by Vasiry. whose performance
seems somewhat deceptively the least
showy and virtuosic of the lot. Indeed, the
only other pianist [ have heard play this
variant is André Watts (whose rather
unsatisfactory Columbia recording with
Ozawa has little else worthy of attention).

All four of the new releases are reason-
ably successful, but ironically the most se-
riously handicapped performance, Ka-
pell’s. towers over the others. Quite apart
from the cuts, it suffers from rather poor
and ill-balanced orchestral playing and
dated sound (which starts out as decent
mono but falls off badly in the third move-
ment). What a tragedy that Kapell never
lived to record the work commercially.
From the very first notes, stated simply and
luminously. his pianism and musicianship
are in Horowitz' class. He begins more
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fact:
one mistrack damages
grooves more than

25...50...even 100 plays.

The Optimist’s View:

The cartridge that tracked the grooves shown in the top
photomicrograph caused no PERCEIVABLE wear after 75 plays. But
because these grooves are cut at relatively low velocities and have a
continuous 20 kHz signal (only on one channel), they don't present a
very challenging test. As a matter of fact, any reasonably good
cartridge should produce the same resuits. However, under greater
magpnification these same grooves would probably reveal some
amount of record wear (although not enough to alter sound quality).
That's because record wear is a gradual but constant phenomenon

. like tire wear every time you drive.

L. CHANNEL

WALL
R. CHANNEL
WALL

CBS STR 100 Played 75 Times With a V15 Type lit Cartridge

L. CHANNEL

TheTerrible Truth:

The middle photomicrograph shows a record of musical material cut
at today’s “hotter” velocities after only one play with a well-known
. competitive cartridge at its rated tracking force. This cartridge
mistracked the record. Clearly, critical damage resulted. Notice the
deep gouge marks on the groove walls.
A single mistrack can result in MORE damage than 25, 50 or even
LV Farce 100 plays of a record! Continuing our tire analogy, a mistrack is like a
A Commertial Recording After Just One Play with Top-otne-Line  DlOWOUL. Once your cartridge mistracks a record passage, the
Name Brang Cartidge ai 1.0 Gram Tracking Force. Misiacknd - damage has been done and that passage will never sound the same.
- TRACKABILITY is the single most meaningful yardstick by which to
measure cartridge performance. That's because TRACKABILITY
encompasses virtually every performance factor by which a cartridge
is judged . . . including velocity of the recarded signal, frequency,
compliance, and effective mass

The bottom photo shows the same groove played
50 times with a V15 Type Ill at a record-

WALL and stylus-saving force of only one gram
: Clearly, there is no cartridge you can buy

for any amount of money — that will
protect your record collection more

L. CHANNEL
WALL

The S Col ial Recording After 50 P With Sh V15 o 1
TySe F;{“ganrlcrjng;?ze;??o é-?;rrn ?%cm:é Forceayliorr;\al 'In‘gsdnb:el r : % from the damage Of mIStraCklng
Wear — Excellent Tracking > » than the Shure V15 Type [

Shure V15 Type 111

SSHURE §

Outperforms the best of the rest

Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204, In Canada: A. C. Simmonds & Sons Limited
Manufacturers of high fidelity components, microphones, sound systems and related circuitry
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Dirty heads do to tapé what
a worn stylus does 1o records.

TEAC's Recorder Maintenance
Kit has what you need to keep
your tape recorder up and
running.

Head Cleaner to prevent loss in
frequency response and
unnecessary wear.

Rubber Cleaner to prevent wow
and flutter problems due to
hardening, cracking and loss of

roundness in rubber parts.

Stainless Polish keeps exposed

metal work gleaming.

In spill-proof dispenser bottles.

Suggested retail price
Suggested use: often.

TEAC

Studio-Proven Accessories
TEAC Corporation of America « 7733 Telegraph Road ¢ Montebello, CA 90640
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- $9.

Enjoy Music More

If the recorded music you purchase and
listen to is important in the way you enjoy life
you ought to know about this source of helpful information.

Schwann Record & Tape Guide

Is a compilation of information about records and tapes of many classifications.
This wonderfully useful catalog uncovers titles you didn’t know were available,
helps you select versions by conductors and artists whose work you prefer
and much, much more.

More than 65,000 records and 8-track and cassette tapes are listed in the
monthly Schwann-1 and its semi-annual companion, Schwann-2. All are availa-
ble through your record dealer if you ask for them by Schwann title and number,
Schwann opens up rich rewards in your record collecting hobby. See your record

shows you money-savings reprints on

dealer for latest copies

Schwann-1 Monthly. Hundreds of new listings in
many categories. Also nearly 45,000 available re-
cordings on 686 record labels, 230 tape labels. 84
quadraphonic labels. in classical. recent popular,
rock. jazz. musical shows. country. apera, ballet
electronic. etc. $1.00 at your dealer's

budget labels .

Schwann-2 The semi-annual companion calalog
for specialized categories: popular. rock, etc. more
than two years old. classic jazz. classical classics
of the prestereo era. also the the great re-issue
catalogs. International pop & folk on domestic
labels. spoken. educational. religious. etc. 95¢ at

your dealers

SPECIAL PRICE SAMPLE OFFER

It your favorite store doesn't carry Schwann, order samples by mail, but
please try your dealer flirst. Prices include postage and handling.

[] Latest Schwann-1 (monthly)
] Latest Schwann-2 (semi-annual) ..

[T} Combination Offer: latest Schwann-1 (monthly) and
latest Schwann-2 (semi-annual)

I enclose $
Name
Address
City

Dealer's Name & Address

State

for the items checked above.

Zip

$2.50 each
$2.50 each

$4.50
SCHB8

Schwann Record & Tape Guide 130 £aST soth STREET. NEW YORK_ N Y 10022 )
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slowly and engages in far more tempo vari-
ation, but his tigerish control and sprinting
tonal command are in fact very much like
Horowitz'. In one or two places I think he
even surpasses Horowitz in scrupulous mu-
sicianship and attention to detail—for ex-
ample, he alone observes the piano at the
outset of the third movement's first piu
mosso, where the temptation to bang away
violently is admittedly hard to resist. On the
other hand. neither Kapell nor anyone else
plays the veloce roulade in the fourth and
fifth bars after No. 26 in the second move-
ment with anything like Horowitz’ jolting
electricity. But Kapell's is unquestionably a
performance to set beside those of Horo-
witz and Rachmaninoff. | can’'t make that
claim for any of the others—not even those
by Ashkenazy and Mogilevsky, admirable
though they both are.

As filler for Kapell's Rachmaninoff, IPA
offers a concert performance of the last two
movements of Mozart’s A major Concerto,
K. 414. with beautiful support {rom Mon-
teux and 1950 sound of good quality. Like
Kapell's underrated recording of the
Beethoven Second Concerto, his fine Mo-
zart reminds us that. although he was a
consummate showman, he was also a fine,
unaffected player of classical music—a
combination of excellence that would reap-
pearin another American pianist whose ca-
reer was tragically cut short, Leon Fleisher.

Having heard the broadcast of las! year's
much-publicized Berman/Bernstein/New
York Phitharmonic Rachmaninoff perform-
ance, | think that music lovers can count
their blessings that they were spared hav-
ing that grotesque travesty preserved on
records. The account with Abbado. re-
corded in London a few months earlier. is
incomparably superior. Not only is the or-
chestral framework luminous of tone, accu
rale in intonation, and without the New
Yorkers' shocking crassness of execution.
but Berman, who more and more impresses
me as an amiable sort of pianist who fol-
lows where he is led, delivers a far more re-
strained and affecting reading of the solo
part. The difference is striking immediately:
The tender opening melody, which in New
York was pulled about and unpleasantly
gesturesome, is here shaped with repose.
The Columbia recording is not perfect. The
piano. pleasantly singing when it is soft. be-
comes jangly and metallic in fortissimo.
And while the orchestral quality has plenty
of range and impact I get the uncomfortable
feeling that instruments are crowding in on
each other without really being well bal-
anced—a problem not so much of piano/or-
chestra ratio, which is fine. as of micro-
phone placement for the orchestra itself.
RCA’s Ashkenazy/Ormandy version is an
instructive corrective: No other recording
clarifies the sometimes (rivial, sometimes
meaningful instrumental comments so
well, but at the same time both piano and
orchestra have air space in that plushly
agreeable ambience. Berman's reading is a
good one. but. even with Abbado eliciting
the best from him. I find some of his phras-
ing slightly stolid and directionless. a trifle
ordinary and predictable. 1ionorable and
idiomatic though it is. I suspect that | would
soon tire of this interpretation.

Vasary gives a somewhat more patrician
account. and his wide dvnamic range
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builds many an impressive climax. Yet his
reading,. 100, is not one thal | would care to
live with. He is. to be sure. a romantic (with
both upper- and lower-case r) player, but
the flavor is more akin to Schumann or
Chopin. Vasary is as breathtakingly fleet-
fingered as anyone helow the Horowitz
Rachmaninoff/Kapell class, and, while it is
admirable that he never exploits his equip-
ment in a tasteless manner. in the end his
performance seems disappointingly well
bred and even-tempered. Much of the
blame, | think, can be laid at the conduc-
tor's feet. Aranovich doesn't pull tempos
about to the degree that he did in the First
and Second Concertos (DG 2530 717, June
1977), but his rubato nevertheless sounds
lame and unintuitive. Nor is the recording
outstanding by DG standards: a rather un
derrecorded, reticent, unforthcoming
pickup. Though the individual timbres are
true enough. physical impact and individ-
ual definition merge into a generalized eu
phony. The leggiero piano work at the end
of the second movement sounds rather dry
and prickly.

In the Quintessence/Reader’s Digest is-
sue, the conductor is a strong temperamen-
tal asset and the impactive and impressive
sound, though it dates back more than a
decade, yields only to the much newer Ash.-
kenazy/Ormandy in suavity and mean-
ingful clarity. Wild is a powerhouse tech-
nician. and some of his playing is strikingly
forward-impelled. It would sound more ar-
resting still were it not so unvaryingly loud
of touch. This pianist is rarely attentive to
the markings dolce, p, and pp—surely as fre-
quent in the score as ff. Hence the huge cli-
maxes are robbed of much of their effec
tiveness by want of contrast. Still. Hor-
enstein’s sharpness of texture (which can
almost be described as "‘barbed”) and the
feeling that everything is "in place” give
this kinetic rendition an absorbing validity.
Even with its cuts and lack of soft dynam
ics, this is an attractive (and of course inex
pensive) edition. H.G.

SESSIONS: When Lilacs Last in the Door-
yard Bloom'd. For an essay review, see page
70

STRAVINSKY: Chamber Works. Tashi and
guest artists. [Max Wilcox and Peter Serkin
prod.] RCA RED SEAL ARL 1-2449, $7.98

L 'Histoire du soldat: Suite tor violin, clarinet, and piano
(Ida Kavatian, violin; Richard Stoltzman, clarinet; Peter
Serkin, piano). Septet (Stoltzman; Robert Routch, horn;
Bill Douglas, bassoon; Kavafian; Daniel Phlillips, viola
Fred Sherry, cello). Pastorale (Kavafian, Serkin). Three
Pieces for Clarinet (Stoltzman). Suite italienne (Sherry,
Serkin).

A curious collection. made cohesive and
pleasurable by the plavers’ strong feeling
for Stravinsky's idiom. Three of the five
pieces are transcriptions (made b

Stravinsky himself). and of these | believe
one is a first recording: the trio version of
The Soldier’s Tule, made as a favor to Wer
ner Reinhart, a wealthy Swiss patron of the
arts and a clarinelist (the Three Pieces were
also written for him). Since Stravinsky so
pointedly omitted the piano from the Tale's
original instrumentarium, its use in the
transcription is somewhat paradoxical. but
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How to keep your tape deck
magnetically clean.

If you own a tape recorder, you
should own TEAC's E-1 Head De-
magnetizer. Here's why: during
normal use, residual magnetism
accumulates on the heads and
guides. That can cause noise, dis-
tortion, and partial erasure of your
tapes.

Used often, TEAC's Head Demag
netizer removes residual magnet

ism and keeps your tape recorder
recording and playing its best

The suggested retail price of $25is a
small price to pay for a big sound
benefit.

TEAC

Studio-Proven Accessories

TEAC Corporation of America « 7733 Telegrapn Road « Montebello, CA 90640
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Sound Repductio

A PIONEER IN
MAIL ORDER

SEND FOR OUR

CATALOG ON
EnREARTEANNEw,
AND OVER 40 OTHER,
F£MOUS BRAND
UDIO COMPONENTS Riieg
AT LOW .
DISCOUNT
PRICES.

MARANTZ 2330 AM/FM STEREO
RECEIVER 130 watts per channel into 8
ohms, minimum continuous power output
from 20Hz to 20kHz, with no more than
0.07% Total Harmonic Distortion.

T

EnRnanecannnlle
MODEL HD-88
HIGH DEFINITION

MaREaRTasanntw,.

MODEL 6100 BELT DRIVE MANUAL
TURNTABLE - Automatic Return and
Shut-oft at the end of play « Damped
Cueing *» Anti-Skating * Dust Cover and
Base Included ¢ Auto Return and

Shut-otf
\

sional 3%

Adjustable Stand

MODEL 5120 STEREO CASSETTE

DECK WITH DOLBY - Built-in Dolby | 1§
Noise Reduction System « 25yS FM

Dolby De-emphasis Network
VU meteis » Ferrite Heads
« DC Servo Motor ¢ Master Level
Control » Mic/Line Mixing + 3
Tape EQ and Bias Selector » Tilt-up

SPEAKER SYSTEM 4-Way
system incorporating a 12
inch Woofer, 4% inch
Midrange, 1'% inch Wide
Dispersion LPF  Dome
Tweeter and two 1 inch LPF
Dome Super Tweeters

Protes- |

3-Position

Order Now By mnﬁ from..

\
OUnD REPRODULTION .

460 CENTRAL AVE., EAST ORANGE, N.J. 07018

\_/

-

(201) 673-0600
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the whole thing works here because of the
wonderfully spirited and pointed playing.
Only five movements of the original score
are included in this version. and Stravinsky
mavens will be fascinated to examine the
transcription in detail. for it isn’t simply a
matter of clarinet and violin retaining their
original lines and piano filling in the rest; on
occasion. the clarinet and violin even inter-
change lines. And Stravinsky’s piano repro-
duction of the Tango's percussion accom-
paniment is particularly delightful.

The cello version of the Suite italienne is
another of those cases where one has won-
dered: “ls this transcription really neces-
sary?’ Again. the performance. much
leaner and cleaner than those by yeur
standard virtuoso cellists and subservient
accompanists. provides ils own answer.
The charming Pastorale. with its purling
melody and staccato accompaniment. is an
old favorite; the only other current violin-
and-piano recording I have traced. in Co-
lumbia’s six-disc Szigeti box. isn't really of
this transcription. but a straight rendition
of the song. without the extensions that
Stravinsky added for this and the parallel
violin-and-winds version. The solo playing
here isn't perfectly secure, but the piano
part is delightfully set forth—in fact. Peter
Serkin's command of Stravinsky articu-
lation is one of the disc’'s continuing
delights.

Another is Richard Stoltzman's clarinet
playing. notably in the Three Pieces. which
haven't heen better done in my experience.
Stoltzman's tone is more pliable than that
of Guy Deplus (on the Boulez Stravinsky
record. Everest 3184). and his phrasing
more relaxed: further. he uses the right in-
struments (Deplus plaved the first two on a
B flat clarinet insiead of the instrument in A
that Stravinsky preferred). and he avoids
Deplus’s rhythmic errors.

From two decades later than the other
pieces comes the Septet. an incipiently se-
rial work that manages to be both buovant
and knotty at the same time. These players
succeed in releasing both these aspects. and
this is definitely the recording of choice.
Fine. clear recorded sound, and excellent
program notes by Michael Steinberg. D.H.

VERDI: Simon Boccanegra.

Amella Mirella Freni(s)
Amelia‘s Servant Maria Fausta Gallamini (s)
Gabriele Adorno Jose Carreras (1)
Captain Antonlo Savastano (1)
Simon Boccanegra Piero Cappuccilli (b3
Paolo Albiani José van Dam (bs-by
Jacopo Fiesco Nicolai Ghiaurov (bs)
Pietro Giovanni Foiani (bs)

La Scala Chorus and Orchestra, Claudio Ab-
bado, cond. [Rainer Brock, prod.] DEUTSCHE
GRAMMOPHON 2709 071, $26.94 (three discs.
manual sequence). Tape: ®® 3371 (032
$26.94.

Comparisons:
Silveri, Stella, Bergonzi, Petri,

Molinari-Pradelli/RAI Ev.5434/3
Gobbi, De los Angeles, Campora, Christoff,
Santini/Rome Opera Ang.CL 3617

Cappuccilli, Ricciarelli, Domingo, Raimondi,
Gavazzeni/RCA Italiana RCA ARL 3-0564

Simon, despite its growing acceptance as
fairly regular repertory, has had a poor time
of it on discs, in both quantity and quality—
this is only its fourth recording, and just the
second in stereo. The current SCiwANNS
list two of the earlier versions (the Angel
mono and the RCA siereo), and the other,

the Cetra mono. remains widely available
al low price in its Everest edition: given the
narrowness of the field, I shall give all three
some comparative atiention here.

To briefly characterize our story to this
point: 1) Cetra’s effort. circa 1951, is vocally
somewhat rough-and-ready. but at least
vigorous. With a representative all-ltalian
cast of the period and with more mettle-
some conducting from Francesco Molinari-
Pradelli than we later grew accustomed to
expecting from him. it hangs together as a
performance. though hardly a memorable
one. Unfortunately, its just presentable
mono sound has been further devastated by
a typical Everest rechanneling. 2) The An-
gel version (1958). with somewhat clearer
though still hardly vivid sound, offers a
strangely assorted cast {more comment be-
low) and an intermitiently dull, albeit
sometimes lyrically pleasing. reading under
Gabriele Santini. 3) The RCA stereo set is.
regrettably. a generaltly poor performance
with nothing really distinguished about it.
under a conductor (Gianandrea Gavazzeni)
from whom we could have expected better
things. In addition. its engineering (dy-
namic range that cannot be comfortably
adjusted on home stereo systems. a shal-
low. wide spread that turns its performing
forces into a Thin Red Line) is of a sort that
makes me prefer dated mono.

Which brings us to the new performance,
a serious and thoughtful one that is far bet-
ter recorded than any of the others. and so
in a hasic way more of a pleasure to listen
to. Like the recent Macheth (DG 2709 062,
January 1977), it is based on the current La
Scala production, directed by Giorgio
Strehler.

Perhaps it will be most helpful if | discuss
some casling specifics first. In an opera
written for dramatic voices, predominantly
of lower range. there has been an increasing
tendency of late to cast with lighter.
brighter voices {except. oddly. for the role
of Paolo. once generally taken by high bari-
tones, lately often by bass-baritones). This
recording follows the trend in almosi every
role. Mirella Freni. whose vocal structure is
that of the straightforward Franco-ltalian
lyric soprano, is invading Rethberg/Te-
baldi territory. José Carreras. well suited to
Edgardo or the Massenet Des Grieux, is pre-
tending to a true tenore di forza part. most
effectively taken by such singers as Ta-
magno, Martinelli. Tucker. Piero Cappuc-
cilli. who on a clear day is a solid Paolo in
the older tradition, assumes Boccanegra for
the second time on records.

Freni seems to me to be making the clas-
sic error open to full-voiced lyric sopranos
in midcareer: A slight increase in weight
and darkness in the upper-middle range
lends a specious “dramatic” color to the
timbre that seems to indicate a more dra-
matic capability, when what it really indi-
cates is the necessity for extra attention to
lightness and balance in the voice.

In this part, there are numerous phrases
that turn on an arch through this moder-
ately high territory, and at many of these
points Freni sounds firm and legitimate
enough. But the role is dependent on real.
full-throated solidity in the lower octave. A
high proportion of its special effects are
built around the ability to plunge down-
ward into a satisfying chest voice (e.g., the
sudden double-forte at "sul talamo spu-
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mante” in her first scene with Gabriele. sus-
tained top A natural down to a turn firmly
grounded on the middle D natural) or to lift
an ascending line through a rich lower-
middle “mix" (as at "Mi bacio, mi bene-
disse” in the great interview scene with the
Doge).

Further. long stretches of relatively quiet
dialogue sit in the middle range. where they
are supposed 1o sound not merely easy and
pretty, but authoritatively “present” in a
way commanded only by a more dramatic
caliber of voice. In all these circumstances
the best that Freni can summon is more or
less well-calculated compromise. either at-
tractive but lacking in the requisite force or
unatiractive but lacking in the requisite
force (noticeably in her shredding of the
pleas in the Council Chamber Scene, where
a“"baby chest” intrudes on G and A flat. too
high to be healthy and too thinned to be ef-
fective). interpretively, she offers perfectl
solid, idiomatic phrasing that conveys
nothing very individual.

For all this, she must be preferred to
RCA's Katia Ricciarelli. who has a pretty
lyric voice no better suited to the music.
with less technique and experience to hack
it up. Angel's Victoria de los Angeles is also
too light of voice and gentle of tempera-
ment, but is a much more polished vocalist
who has some winning moments. This
leaves us with Cetra’s Antonietta Stella.
who after a clumsy reading of the opening
aria settles into some singing that is at least
of appropriate caliber and expansivity.

Carreras is a recording substitute for Pla
cido Domingo. who sang the role in the
stage production, but also in the RCA edi:
tion. presumably rendering him unavail-
able for the new recording. His fine lyric
tenor is simply too lean for the music, and
his efforts to fill it out lead him to miss
many of the more lyrical opportunities one
would expect him to take advantage of:
Driving an overly open tone above the
break robs him of the control he might bring
to, for instance. the beautiful dedicatory
duet with Fiesco in the garden scene. No
doubt his unfamiliarity with the part ac
counts for certain choices not clearly
made-but what is he doing in the role in
the first place? He shares with Angel's Giu
seppe Campora this bantam weight for the
part—either of the other two (Carlo Ber-
gonzi, at the onset of his career. for Cetra;
Domingo for RCA) is preferable.

Cappuccilli is here in much better vocal
form than he brought to the RCA set. There
is more core and bite to the voice, and the
phrasing has a tauter underpinning. He also
has more direction with the part. perhaps
as a result of his work in the Scala produc-
tion. He thus arrives at his true level, which
is that of an adequate, distinctly audible
utility haritone, the sort one is not dis-
pleased to encounter at the international
level in certain roles, or as a replacement
when necessary in the great ones. He has
acquired a more thorough. serious ap-
proach to his roles (at least on these recent
DG/Scala recordings) than, say, the Mario
Sereni of fifleen years back. In other re-
spects, though, the two are roughly com-
parable—indeed, Sereni actually had the
nappier timbre and the more impressive
top.

This is not a mean level to be at, but for it
to represent the closest that Italy can sum
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mon to a great Boccanegra is a sad hit of
documentation. There is nothing abhorrent
or lackadaisical in Cappuccilli's work, but
neither is there more than a suggestion of
true vocal glamor, theatrical magnetism. or
musical individuality. As [ listened to him
in this role, 1 respected his application and
competence throughout, without for a mo-
ment being stirred. In these respects Cap-
puccilli is comparable to Cetra's Paola Sil-
veri. another intelligent. rather dry-vaiced
haritone who, however, shows greater
spoutaneity and vitality (Boccunegra is one
of his best recordings, steadier and more re-
laxed of voice than most of the others). Tito
Gobbi. for Angel. is in another league en-
tirely in terms of theatrical canniness and
stylistic authority, and brings more voice to
bear as well: unfortunately his intentions
are frequently sabotaged by the hollow, vi-
bratoless sound of his upper range and the
heavily damped crooning of his mezza
voce:.

Nicolai Ghiaurov has heen caught a bit
pas! his best as Fiesco. a role in which he
gave some vocally overwhelming perform-
ances a decade back. There is still much
that is beautiful and imposing in his sing-
ing, and at the least his voice is of the eor-
rect sort for the music. Increasingly.
though, his lower notes are taking on a shal-
low sound, with the vowels opened to the
verge of whiteness. and the very top (im-
portant in this role) does not flow with quite
the fullness and freedom it used to. In addi-
tion. the softness of his attack has become a
consistent mannerism. here sometimes
compounded by a tendency to “"hook"
notes from below in his fat upper-middle
range. Withal, I find him far more listenable
than RCA's Ruggero Raimondi, who mus-
lers some fine forte top notes but otherwise
phrases stiffly and vocalizes in a blaring
timbre, or than Angel's Boris Christoff, se-
cure and firm in phrasing but shale-
throated. Cetra’s Mario Petri, with a voice
that sometimes turns nasat or ill-focused at
the louder dynamics. nonetheless brings
more variety and theatricality to his wark
than any of the others, and his is still the
most completely realized Fiesco on disc.

The new set does carry away one biue
rihbon. for José van Dam's Paolo is first-
rate in all respects. Giovanni Foiani is also
an excellent Pietro, and Antonio Savastano
a strong Captain.

The Scala orchestra and chorus make
splendid contributions under the punc-
tilious, intelligent leadership of Claudio
Abbado. Objectively. there is little to criti-
cize in his reading—there are solid justifica-
tions behind all the choices, and musically
speaking the execution could hardly be bet-
ter, except where the soloists’ technical
limitations are the determining factor. Nor
is the perfurmance at all lacking in energy
or scnse of direction.

Still (and [ realize this is a subjective
matter, in which my feelings may not be
shared by many listeners). [ am unable to
discover much electricity or atmosphere in
the proceedings. [ do not hear the personal
urgencies of these characters, or feel much
of the sensuality. the brooding mystery anel
fire, I know to be in the picce. | hear the per-
formers making all sorts of musical points
that appear to be related to these qualities,
and | see from the written statements of the
participants that they appreciate their pres.

ence, but [ don't find them embodied in the
result.

Like some other recent performances,
this one strikes me almost as a piece of
thoughtful criticism, a lecture on the work
that gets most everything right. but that
somehow leaves passion, color, and gut by
the wayside. it is a profoundly conservative
sort of performance. and for me just doesn't
add up to a memaorable operatic experience.
And by “getting things right” I do not mean
to imply a literal quality in the reading—the
decisions include many under the heading

Places to be flexible.” | hear the decisions.
In his short apologia in the accompanying
booklet, Abbado speaks of his choice to go
with the coronas, the allargandos. and es-
pecially the dramatic pauses. But to be dra-
matic, a pause must be filled with some-
thing already prepared—transitions must
be from and to something of living signifi-
cance. Where is it?

Yet as | said at the beginning. it’s a seri-
ouseffort, very well recorded —so listen and
decide for yourself. CL.O.

@
Iy

PHILIP JONES BRASS ENSEMBLE: In Switzer-
land. Philip Jones Brass Ensemble Elgar
Howarth, cond. HNH RECORDS 4037, $7.98

There should be more than the usual near-
captive specialized audience for this re-
lease by what is one of. it not the, finest of
all contemporary brass ensembles. First
trumpeter Philip jones and his group (here
ranging up to nine other brass players plus
a piccoloist and percussionist) play as well
as ever and again are recorded to gleaming
perfection despite the fact that an
anonymous engineer of the Swiss Claves
organization has replaced their usual Argo
engineer. Stan Goodall.

But in this novel program the ensemble
turns from its usual “serious” old and con-
lemporary repertories to pay homage to a
hateh of trumpeter/conductor/arranger El-
gar Howarth's divertissement-settings of
Swiss folk and traditional tunes: “Basel
March.” “The Cuckoo.” “Lucerne Song,”
“Zurich March,” “The Oid Chalet.” and
“Berne Patrol.” And these—along with
Howarth’s maniacally elaborate up-to-date
variations on Carnival of Venice and Alan
Civil's jeu d'esprit encore piece Taran-
tungo—add up to the most witty, sophis-
ticated. and irresistible instrumental musi-
cal entertainment since. say. the orchestral
suites drawn from Walton's Fagade. As dis-
tinct from the broader. sometimes almost
slapstick burlesques of the British Hoff-
nung Festival and the American P.D.Q.
Bach concert series. this is strictly musical
humor to be inexhaustibly relished by ev-
eryone save the most obstinate sourpuss.

There are also a couple of more substan-
tial if still not too serious items: oseph Hor-
ovitz's saucy. gay-Twenties. vaudevillian
Music Huall Suite and |an Koetsier's spicily
satirical Petite Suite. But it's the Howarth
settings that make this program the best ex.
ample of music for sheer fun that ['ve en-
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Handbook &

of
Multichann
Recording

Here is verv possibly the single maost
important book on sound recording

tor the layman or professional whao
wants to make quality recordings of
musical groups. For the first time, here's
a book that covers it all - dubbing,
special effects, mixing, reverb, echo,
svnthesis — tor both stereo and four-
channel recording. Simplv circle

No. 781 on the coupon.

“Handbook of Multichannel 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 net readily
available in bookstores.) Choose vour
hooks from the list. circle the numbers
on the coupon, and enclose vour check
or money order. That's all there is to it.
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No. 781 HANDBOOK OF MULTICHANNEL RECORD-
ING. F. Alton Everest.

A comprehensive volume of 322 pages. with 201
illusirations. covering all aspects of live recording in
both sterec and tfour-channel formats
Paperbound: $7.95. Hardbound: $10.95.

No. 603 DURABLE PLEASURES, A Practical Guide
to Better Tape Recording. Hans Fantel.
Written in nontechnical language by one of the most
respected writers in the held. this illustrated volume is
must for all tape recordists. whether beginners or
old hands. $8.95.

No. 756 FOUR-CHANNEL STEREQ FROM
SOURCE TO SOUND. 2nd Edition (1974). Ken W.
Sessions. Jr

Complete technical and nontechnical information
on all approaches 1o four-channel sound. both discrete
and matrix Paperbound: $4.95. Hardbound: $7.95.

No. 640 SELECTING AND IMPROVING YOUR Hi-F|
SYSTEM. (1973) Harvey Swearer.

A handy guide to what to look tor. what to expect
and what 1o avoid in setting up or expanding your home
audio system Paperbound: $4.95. Hardbound: $7.95.
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No cashor C.O.D s, please.
Allow 60 days for delivery.

r G G G G - GE G N e
HIGH FIDELITY
MUSIC LISTENERS BOOK SERVICE

Dept HW
2160 Patterson Street. Cincinnati. Ohio 45214

Here s mycheckfor $ Please send
me. postpaid. the books |'ve circled below

781 603 756 640
Name

Address

City. State & Zip

----J

L---------J

102

countered in years. And among the awe-
somely virtuosic executant feats, | doubt if
I've ever heard anyone match those of
tubaist John Fletcher. especially his incred-
ible cadenza passages in the Carnival of
Venice Variations. He—indeed the whole
program—is not to be missed. R.D.D.

Fium Music By ALEXx NORTH. Alex North,
cond. [Tony Thomas, prod.] CiTaDEL CT
6023, $6.98.

Unchained: Main Theme. The Racers: Love Theme. Viva
Zapatal: Josefa. The Bad Seed: Lullaby. A Streetcar
Named Desire: Blanche. The Bachelor Party: Love
Theme. The Thirteenth Letter: Denise. Stage Struck: Eve.
'l Cry Tomorrow: Main Theme. Les Miserables: Love
Theme. The Rose Tattoo: Bacio. Desiree: Love Theme.
VIVA ZaPATA! DEATH OF A SALESMAN. Origi-
nal film score by Alex North. Royal Philhar-
monic Orchestra, Elmer Bernstein, cond. and
prod. FiLM MusiC COLLECTION Album 9, $8.00
plus 70¢ shipping, to members only (annual
membership $5.00; Eimer Bernstein's Film
Music Collection, Box 25198, Los Angeles,
Calif. 90025).

With merely two other Alex North record-
ings available—the landmark Spartacus
soundtrack (MCA 2068) and the disappoint
ing Rich Mun, Poor Man TV score (MCA
2095)—the new Citadel and Film Music Col-
lection releases are welcome. long-overdue
samplings of North's fascinating and highly
individual oeuvre. Arriving at a time when
it scemed that the film-music revival would
pass him by entirely. these discs happily
reatfirm both his stature as a major figure
among film composers and the truth of the
platitude “letter late than never.

Ironically. only the FMC disc is actually
new. The Citadel LP was recorded in 1958
(intruestereo) by RCA. which had intended
to release it as a companion volume to its
previous “North of Hollywood™ (LPM 1445,
deleted). However, insufticient sales of that
first North album made RCA reluctant to
release a second. so the recording remained
in the can for nearly twenty years until
Tony Thomas acquired the rights to issue it
on his Citadel label, which specializes in
film music.

Since "North of Hollvwood ™ featured the
composer’s jazz-influenced themes, the fol-
lowup disc was intended to showcase his
romantic orchestral themes. and this
proves to he a serious flaw. North always
preferred scoring small-scale. intimate dra-
mas, which allowed him to compose the
warmly evocative. introspective sequences
he found particularly satisfving. but an an-
thology of twelve such selections. removed
from their original settings and unrelieved
by contrasting emotional values, becomes a
rather tedious listening experience and
gives no indication of the full scope of these
scores. Also. the disc’s “romantic movie
themes™ format. so prevalent in the 50s.
unavoidably gives the whole affair a back
ground dinner-music quality.

Nevertheless. this album does otfer music
unobtainable elsewhere. some of which is

quite beautiful and characteristic of
North’s flair for lyrical expression. The del-
icate. nursery-rhyme-ish theme from Un-
chained, heard here in its original form
rather than as the popularized "Unchained
Melody.” has a hauntingly serene quality
that offers a novel contrast to the film's life-
on-a-prison-farm subject. Also interesting
are Josefa’'s theme from Viva Zaputa!, a
lovely Mexican-flavored serenade with a
disquieting contrapuntal chromatic ascent.
and the canonic. coolly disturbing lullaby
from The Bad Seed.

The Viva Zapata!/Death of a Salesman
LP makes available for the first time two of
North’s most masterly and often-re-
quested scores. Like all Film Music Collec-
lion releases. it presents accurate, near
complete re-creations of the film music, in
this case prepared for the recording by the
composer himself.

Having been a student of ethnic music in
general and having studied for two years in
Mexico with composer Silvestre Revueltas,
North approached Elia Kazan's film biogra-
phy of Mexican revolutionary hero Emi-
liano Zapata more sincerely and authenti
cally than perhaps any other composer
could have. Avoiding hackneyed “'south of
the border” cliches, he skillfully integrated
indigenous instruments, modal scales. and
rhythms with the standard orchestra and
his own anguished and frenetic style. He
thereby forged a penetrating. dimension-
expanding accompaniment to this 1952 film
classic. which is made all the more eftective
by his brilliant contribution. Boisterous
and chaotic lIvesian polyphonics ingeni-
ously pit maricachi music against jagged.
syncopated orchestral strains. providing
the perfect musical equivalent to the de-
picted political turmoil. Simple folk melo-
dies harmonized in major and minor thirds
are used to create a pure, more personal
ambience for less frenzied moments. (Inci-
dentally. the “Josefa” sequence heard on
the Citadel disc is not included here.)

North's sparse, understated score for the
original 1949 Broadway stage production of
Deuth of u Salesman worked so beautifully
in the theater that it was only natural for
him to rework it for the 1951 film adap-
tation. Heard at the outset of the recording
is the famous alto-flute solo of Willy Lo-
man’s theme. which suggests throughout
the score the characier’s unhappy longing
for the unattainable. This disc includes the
“Death Ride” sequence, composed specifi-
cally for the film—a neurotic scherzo whose
contorted rhythms and strident harmonies
make even more harrowing Willy's suicidal
car ride.

In Viva Zapata!. Bernstein's conducting
may lack some of the bite and precision of
Alfred Newman's soundtrack performance.
but. considering the score's technical com-
plexities und the short time available for re-
hearsals. his interpretation is quite admi-
rable. The Death of a Salesman music he
handles very well. eliciting suitably inti
mate playing from the Roval Philharmonic,
and as producer he and engineer Eric Tom-
linson have provided warm. close-miked
sonics.

This first new recording of vintage (and
well-chosen) Alex North scores by the Film
Music Collection will doubtless delight
film-music butfs. 1 hope it will also stimu-
late more releases of this composer’s sorely
neglected works. R.F
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THE NEXT BEST THING
TO ORIGINAL SOUND.

Klipsch® loudspeakers
are a temptation. Once you've
heard them, the world of
music will never be the same

No valid test has ever
shown any other speaker to
be better. Or as good.
Overall performance tests
of the Klipschorn® show the
lowest distortion of any
speaker ever tested in our
laboratories —and we test
them. Klipsch loudspeakers
are the ultimate in sound

But we can't tell you
the difference in Klipsch
loudspeakers. We can't even
show you. After you've read
all the specs and heard all
the theories, listen. Listen
and compare

klipsch

PO Box 688 HZ2
Hope, Arkansas 71801

In Canada: Superior Electronics, Inc

Made from selected hardwood veneers

CIRCLE 18 ON. READER-SERVICE CARD
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Only then will you know
what it's like to be bitten by
the next best thing to
original sound
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Reel Unicorns come horning in. In
these days of musicassette domina-
tion of the recorded-tape realm. it's a
pleasant change in newsworthiness to
find the first American tape represen-
tations af the enticing British Unicorn
catalog appearing in the open-reel for-
mat. Barclay-Crocker does the admi-
rable Dolby processing for the now-
modest price of $7.95 per reel, and the
initial program materials are imagina-
tively diverse,

The great Gervase de Peyer leads
off with the first challenge to Benny
Goodman's 1964 Columbia proprie-
torship of the Copland clarinet con-
certo. De Peyer and Bernard Jacob's
London Mozart Players may soften
some of the rowdier jazzy elements of
this music. but they reveal hitherto
unsuspected depths in it. No clarinet
aficionado can afford to miss Unicorn/
B-C D 0314 for either the Copland
work or its coupled record first: a jolly
yet truly Grand Concerto. Op. 5, by
the now-forgotten Finnish virtuoso
Bernhard Henrik Crusell (1775-1838).

Then, Brucknerians will find novel
illuminations in the Master's first ma-
jor achievement. the 1848-49 Re-
quiem. and his four orchestral-scoring
experiments of 1862, all earnestly
sung and played by a vocal quartet.
the Alexandra Choir. and the London
Philharmonic under Bruckner au-
thority Hans-Hubert Schonzeler (D
0210). And anyone who finds more in
the music of Samuel Barber than I can
will welcome the Measham/London
Symphony program comprising the
First Symphony. First and Second Es-
says. and Night Flight, a revamping of
the Second Symphony's slow move-
ment (D 0342).

For passionate audiophiles (and
Herrmannians as well). the prime
Unicorn/B-C attraction is D 0237, in
which the composer leads the London
Philharmonic in two of his finest film-
score suites: The Devil and Daniel
Webster and Welles Raises Kane. The
still gleamingly bright 1968 Pye sonics
and the prodigal wealth of scoring
ingenuities might have been expressly
devised to demonstrate the out-
standing reel-processing technology
involved. (By mail-order only from
Barclay-Crocker. 11 Broadway. New
York. N.Y. 10004.)

Varied Beethoven sonata slants. Back
in the ever-expanding musicassetle
universe, there are distinctively dif-
ferent Beethovenian contributions by
pianists Russell Sherman, Vladimir
Ashkenazy. and Vladimir Horowitz.
The first. who emerged from provin-
cial Bostonian fame only in Advent's 1975
Liszt Transcendental Etudes. is again
mightily impressive for both magis-
terial eloquence and persuasive per-
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by R. D. Darrell

sonality in Sonatas Nos. 4, 17 (Tem-
pest), 21 (Waldstein), and 23
(Appassionata), superbly recorded in
Advent E 1057 (Nos. 4 and 17) and E
1060 (Nos. 21 and 23), 87.95 each: notes
booklet $1.00 extra.

Ashkenazy's interpretations are
characterized as much by their youth-
ful ardor as by their assured bravura
in the early Sonatas Nos. 2 and 3 and
the late Nos. 28 and 30 (Opp. 101 and
109). in London CS5 7028 and 7029,
§7.95 each. Of course, hors concours
are the incomparable Horowitz read-
ings of Sonatas Nos. 8. 14, and 23. con-
veniently combined in Columbia MT
34509, §7.98. The ultra-cool Moonlight
and rhapsodic Appassionata have
been available before. in 1974's MT
32342 and 31371, respectively, but the
grand-scaled 1964 Pathétique. sonic-
ally reborn in flawless Dolby process-
ing. is new to cassettes.

The Stokowski legacy, cont. If one of
the two posthumous Columbia re-
leases | referred to last month can be
given only qualified praise, the other
warrants unreserved enthusiasm. The
former, with Bizet's two L’Arlésienne
and two Carmen Suites (MT 34503,
$7.98), is welcome for the return of
some Stokowskian old favorites. But
the lack of an idiomatic French accent
is more evident nowadays than it once
was, and the National Philharmonic
members are no Philadelphians! How-
ever. not only do they play much more
dramatically in "The Great [non-
Bach] Transcriptions” (MT 34543). but
audio technology exploits far more of
the imaginative scoring skills than we
ever heard in the earlier recordings.
The “Féte-Dieu a Séville” from Albeg-
niz's Iberia and Debussy’s “Soiree
dans Grenade" are the largest works
here. but there is kaleidoscopic vari-
ety in the shorter pieces by Chopin.
Debussy. Novaéek, Rimsky-Korsakov,
Shostakovich, and Tchaikovsky. In
several of them with morendo end-
ings. the conductor draws out the fi-
nal chords as if reluctant to say his
last farewells.

Serendipping. Every so often one’s lis-
tening routine is suddenly and unex-
pectedly enlivened. Among such
pleasant musicassette surprises is Ev-

erest 3407 (85.98). which presents the
“legendary” Lazar Berman not only in
top virtuoso form in the Liszt “Funé-
raillies” and Hungarian Rhapsody
No. 9, but also in delectable Schubert-
Liszt transcriptions: ““Der Leier-
mann."” “Tauschung,” “Die Junge
Nonne,” “Ave Maria,” and “Wohin?.”
It is better processed than most recent
Everest tapes and better recorded
than most oldish Russian Melodiya
masters.

Outside the Viennese Light Music
Society's activities, | don't think
I've ever encountered an all-Johann
Strauss | program before the Rapt/
Strauss-Lanner  Orchestra’'s  five
waltzes. galop, and quadrille—all new
to American listeners, at least—by the
father of the Waltz King. And they're
properly done. too, by a relatively
small ensemble featuring concertmas-
ter Anton Straka's solo fiddling (Musi-
cal Heritage MHC 5396: no notes; $6.95
list; $4.95 to members of the Musical
Heritage Society, 14 Park Rd.. Tinton
Falls, N.]. 07724).

Then 1 found quite surprising fasci-
nations in the belated tape release of
Vol. 1 in a series of Paganini's works
for violin and guitar. The music itself
often escapes from its presumed salon
genre, especially in the Cantabile and
Sonata concertante in A in which gui-
tarist Sonja Prunnbauer plays more
than a merely accompanying role. But
the other six sonatas are disarmingly
attractive: Gyorgy Terebesi proves to
be a well-nigh ideal Paganinian vir-
tuoso fiddler: and the recording itself
is arrestingly vital (Telefunken
4.41300, $7.95).

And there are endlessly surprising,
as well as expected. delights in the in-
credibly precocious Mozart Orpha-
nage Mass starring Gundula Janowitz
and Frederica von Stade with the
Vienna State Opera Chorus and Phil-
harmonic Orchestra under Claudio
Abbado (Deutsche Grammophon 3300
777, §7.98; with texts); the late David
Munrow and his London Early Music
Consort’s piquant combination of au-
thentic little Elizabethan pieces and
modern British short pieces by
Vaughan Williams, Peter Warlock,
Edmund Rubbra, and Clive Richard-
son. all mostly for recorders (Angel
4XS 37263, $7.98; no notés); the ne-
glected Sibelius Symphonies Nos. 3
and 6, finally given irresistibly persua-
sive conviction in the continuing Co-
lin Davis/Boston Symphony Sibelius
series (Philips 7300 519, $7.95); Tele-
mann “"Heroic Marches™ with Handel,
Valentino (Valentini?). and Boismor-
tier sonata transcriptions in magnifi-
cent, if nonbaroguian. versions by
trumpeter Maurice André with organ
(RCA Red Seal FRK/FRS 1-7021, $7.98
each: no notes). &
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TREALISIC.

STA-T AM/FM STEREO RECE/ER

the new Realistic’ STA-78 receiver!

There are numerous reasons you
should buy the all-new Realistic “78."
Because it not only looks fine, it is @
fine receiver with professional
touches not expected for the money.

sound) from all FM broadcasts, Dolby*
or standard. Ample power. A true
complementary OCL (Output
Capacitor-Less) amplifier delivers 22
watts per channel, minimum RMS at 8

Phase locked loop
Features

FM multiplex. For very
wide stereo separation
and distortion that's
inaudible.
Operational amplifier
ICs. Newly developed
OP-AMP integrated
circuits in

the phono and tone

=

ohms from 20-20,000
Hz, with no more than
0.5% total harmonic
distortion. And that's a
conservative rating!
Stereo reverse switch.
For interesting effects
from some sound
sources. Style. Black
panel, distinct

control preamps assure clean
sounding music with wide dynamic
range. Switchable 25/75 microsecond
de-emphasis. The only way to

get correct equalization (and

pan :
These two credit cards
honored at most Radio Shacks

Price may vary at individual
stores and dealers

FEBRUARY 1978

lettering and backlighting for easy
viewing. Made in Radio Shack’s own
factory. For precise quality control at
a low price. Just 269.95 — even less if
you buy the STA-78 in a system.

SOLD ONLY WHERE YOU SEE THIS SIGN:

Radio fhaek

A TANDY COMPANY ¢ FORT WORTH. TEXAS 76102
OVER 6000 LOCATIONS IN NINE COUNTRIES

“'Dolby’ s a trademark of Dolby Labcratories. Inc
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Why Micro-Acoustics
2002-e owners enjoy masic
more than you do.

If you're listening to music with any of the
other high-quality stereo phono cartridges on the
market today, there’s a very good chance
you're missing something. Something that's
earned us unanimous praise from 2002-¢
owners: a significant improvement in sound
quality which can only come from major
advances in cartridge design.
Twin-pivots/dual-bearings. Perhaps the most
unique feature of the 2002-e is its direct-coupled
transducing system, which was granted U.S.
Patent No. 3952171. Unlike conventional single-
pivot cartridges, which can only be optimized
for tracking or transient ability, our unique twin-
pivot/dual-bearing design is optimized for
both characteristics—which are equally vital for
precise reproduction.

Twin pivots insure superior transient ability,
enabling the 2002-e to accurately follow even
the most complex waveforms. And dual bearings
maximize tracking ability, so that even difficult
high-level passages can be accurately tracked at
very low stylus forces.

Beryllium cantilever. The 2002-¢’s precisely-
formed cantilever is made of beryllium —an

exotic space-age substance that is 35% lower in
mass than conventional stylus bars. As a result,
the cartridge boasts far lower moving mass, con-
tributing further to its superior transient ability
and unusually ‘transparent’sound. By dramatically
reducing moving mass. the 2002-e also reduces
record wear to vanishingly low levels.
Low cartridge body weight. More and
more tone arm designers are discovering
the importance of cartridge weight,
especially in tracking warped

$119.00, suggested list
© 1977, Micro-Acoustics Corporation

Mlcro-ﬁcouﬁlcs H. Roy Gray Ltd., Markham, Onf.

“Because good tracking isntenough™ 3

records. S nce over 5% of today’s records are
warpec fo some degree, a lighter cartridge means
more effactive tracking at lower stylus forces.

At less than half the weight of most high-end
cartrdges. the 2((12-e enables you to enjoy records
that couldn't be trackad by other cartridges.

The mismatch problem: solved. Until now. an
exact match between phono cartridge and
preamf[: {or receiver) nput impedance was re-
quired for flat frequency response. The

2002-¢s built in passive microcircuit eliminates
mismatch problems by automatically con-

trolling output imoedance. This microcircuit also
makes the artridge immune from the effects

of cable czpacitarce, so the 2002-e may be used
with all types of tore 2rms — even those lacking
low-capacitance caoles.

Critical acclaim/popular acceptance. Few
contemporary high-ficelity products have received
such unanimous critical acclaim. And no other
sterec phono cartridge has been so successful in
satisfying the critica! demands of today's
sophisticated, dedicated music lovers.

But don't take cur word about why 2002-¢
owners erjcy mus:c more than you do: the proof
is wa t:ng a1 vour Micro-Acoustics dealer. Or
contact us for more information.

Hear the difference. To help you evaluate and
compare cartridge tracking and transient
abilities, we've developad a unique demonstra-
tion/test recarc which is itself enjoying wide-
spread critical Lse and acclaim. (For a postpaid
copt. send $3.95 to the factory.)

Micro-Acoustics Corp., 8 Westchester
P'aza. Elmsford NY 10523. In Canada.,

-




John Brott

Michael Derosier., Howard Leese, Steve Fossen, Ann Wilson, Nancy Wilson, Roger Fisher

Heart: The Hassles Paid Oft

by Patrick MacDonald

A mid all the attention generated by Heart’s phe-
nomenal rise 10 pop music prominence in the

past two years. neither fans nor pundits seem able to
get past the fact that two women front the group. Per-
haps it was inevitable. since sisters Ann and Nancy
Wilson are featured on the covers of the group’s two
platinum albums “Dreamboat Annie™ and “Little
Queen.” their only releases to date. But the repercus-
sions. as manifested particularly in the media—from
the cover of Relling Stone to concert reviews in daily
newspapers—have led the Wilsons to insist that. if they
had it 1o do over again, they would not only try to en:

Patrick MacDonald, former program director of KOL

in Seattle. is a music journalist on the siaff of the
Scattle Times.
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sure that the entire band was shown on the jackets. but
retain control over adveruising as well. “The guys give
as much as we do,” Ann said recently during a break
at Seattle’s Sea-West studio. “It’s their band as much
asours. IUs like the Stones—itisn't just ‘Jagger’'s band.
. it's the Stones.™

“The more people see us in concert, the more they
understand.™ added keyboard player Howard Leese.
“The early press was aimed at the girls. People would
look at a news story and think. oh yeah. two girls. The
press's view is exploitive. though. you know?” Nancy
put it more succinctly: “The sexy image is tlattering
and all that junk. but it gets dangerous. Damn dan-
gerous.

The point is that it isn’t the two female leads that
make the band’s story so remarkable. 1t’s the fact that
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an unknown group recording for a tiny label (Mush-
room Records) in the westernmost province of Can-
ada somehow made it to the top of the international
LP charts in the course of one year, and with almost no
promotion.

That was in 1976 with “Dreamboat Annie.” But
Heart goes back to the mid-Sixties. when lead guitarist
Roger Fisher and bassist Steve Fossen started a high-
school band in Seattle called Army. They wore khaki
and played psychedelic rock, a response to the Viet-
namese war. “But there was a lot of misunderstanding
about the name,” recalled Fossen. “especially when
we played near the Army base. So we changed the
name to White Heart—which nobody understood ei-
ther.™ That was eventually shortened to Heart. and

“They slept in shifts,
stole fruit from . trees, and
survived through

intermittent club dates.”

the group became popular on the local dance-hall cir-
cuit. Ann first heard them ata roller rink when she was
Just getting started as a songwriter/guitarist/singer.
At the time she was with Tex Blaine and the Skyway
Ranch Boys. *We didn't even play realt country . . . be-
cause Tex was English!™

After Tex and the Boys broke up. she met Roger
and Steve through a mutual friend. and they formed a
new band. Hocus-Pocus. Their first gig was in Bell-
mgham. Washington. a college town close to the Ca-
nadian border. Roger’s brother Michael. who was liv-
ing in Vancouver. B.C.. came down to see the band.
“We saw each other and ... BONG!'" said Ann. “It
was one of those things where you look at cach other
and you know. That was in 1971. From then on we
were marked people.”™

Since Ann and Mike wanted 10 be together. the
whole band moved up to Vancouver. It wasn™t entirely
because of the romance. however: The Seattle area
had been hard hit with unemployment. and the music
business was sutlering. It was healthier in British Co-
lumbia. where there was a much larger club/dance-
hall scene. “Also. it would be new—like a clean slate.”
Ann said. She persuaded her younger sister Nancy. a
foltksinger and guitarist. to come up and join them.
Nancy and Roger repeated the Ann-Michael thing
(the two now share a home on Lake Sammamish. out-
side Seattle. not far from Ann and Mike’s house). and
the entire band moved into a tiny one-room house in
West Vancouver. They slept in shifts. stole fruit from
the neighbors™ trees. and survived through inter-
mittent club dates and frequent forays into western
Washington, where they knew they could always draw
a crowd.

But times were tough. and more than once. ac-
cording to Ann. they thought of quitting. She credits
Mike Flicker—the group’s partner. producer. and en-
gineer—with keeping them together. “Mike has been
one of the driving forces behind this band from the be-
ginning.” she said as Flicker sat in the nearby control
room editing tape. *He never let us get discouraged.
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He was the one that quit school, went out and pushed
the band. got the equipment, even sold his bicycle so
we could eat. I know it sounds melodramatic. but he
was the one who held it all together. ... He's an in-
credibly strong man and motivater.”

The fact that Flicker produced and engineered
“Dreamboat Annie™ in a small. technically old-fash-
ioned sound studio in Vancouver—Can-Base Produc-

[Certainly the most incredible story of the year On You, followed by their current smash,
is the Cindorella success of the exciling new “‘Magic Man.” but has s01d well over one mil
band, HEART. In a span of fess than six )ion copies to dnte.capluﬂn? a coveted Plati
|months thay've come lrom virtual obscurity ":"?‘:‘":_"dw::;lhe" ;"l;yc;':i:rlybe o
e big S sai ul g
o b‘gc:)rdne Rathaps the boftae! bendsfatla aughs the president of Mushroom Rocords
wot . ‘but of course, we've got
Dreamboal Annie 1-wkssoudt, Hoart's debut
t..P. on Mushroom Racords, has not only
{sprouted two chart-topping singles, "CraZy sushroom Records, inc. LA (213 659 9758, 8.C. (808) 73872

The ad that broke the camel’s back

tions—certainly attests 1o his technical prowess. Un-
like most of today’s transistorized recording
equipment. Can-Base is entirely tube-based. Flicker
thinks that’s the main reason the album has such a
full. rich sound. “*Dreamboat Annie” was recorded
over a three-month period (Ann and Nancy had writ-
ten most of the material prior to the actual recording)
while the band continued 10 grab every gig it could get
between sessions. The lineup was basically Nancy and
Roger on acoustic and electric guitar. Steve Fossen on
bass. Mike Derosier on drums. Howard Leese on gui-
tar and synthesizer. Ann on flute and—with her sister-

vocals. It was greal.” she said. “We didn't really
know what we were doing. so we just went in and tried
stufl and whatever worked. we kept.”

Howard Leese was a friend of Flicker's who had
been called in to add guitar and keyboards. often
working at night while the band was gigging. In fact
most of the guitar work on the atbum is Howard’s. *1
liked what they were doing.™ he said, “and. after [ fi-
nally met them. decided I'd like to join.” The feeling
was mutual. and Howard became a part of the band in
1975 at about the time “Annie™ first came out. So did
drummer Mike Derosier. after a successtul audition in
his bedroom. (He still lives at home with his parents.)

The first single Mushroom released from the al-
bum was How Deep 11 Goes. It didn’t do very well.
“Ninety-nine with an anchor,” was how Steve de-
scribed it. The band was a litle discouraged. but add-
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ing Leese and Derosier had given them new confi-
dence and improved their stage show.

The second single. Magic Man, was not an immie-
diate smash—"“Mike would call and say some station
in Alberta was playing it, and we'd have a party.” Ann
said. But gradually, with the help of Mushroom’s vice
president and general manager. Shelly Siegel (the
band credits much of their early success to him). it
caught on, first in Canada. then in the US.

Having a hit record opened many doors for them.
including their first big gigs in Canada as the opening
act for Rod Stewart, the Bee Gees. Led Zeppelin. and
other big names. “The moment we made it big. |
think.” Howard said. “was when we opened for Rod
Stewart in Montreal. We had just been fired from this
terrible disco club in Vancouver because we didn’t
wear matching costumes. Just a few hours later we got
this offer to open for Rod! That led to breaking Can-
ada.”

Magic Man slowly spread to Seattle’s and Port-
land's airwaves and from there to the rest of the coun-
try. But keep in mind that a tiny label has a tiny pro-
motion budget. As Ann put it. “lt was a grass-roots
thing. ... We didn’t get any press at all. The record
happened because people liked it.”

As if to prove that Heart wasn't an overnight
fluke. Crazy on You fotllowed closely on the heels of
Magic Man to become their second smash single. And.
to further establish their foothold. in 1976 the Ca-
nadian Academy of Recording Arts and Sciences
presented them with two Juno Awards. one for Best
Group and one for Best Producer. By this time.
“Dreamboat Annie™ was rapidly gaining ground on
the Top LP charts, and it looked like smooth sailing
ahead for Heart.

But that was not to be. A series of small squabbles
with Mushroom Records came to a head in late 1976
when the group returned from their ten-month tour
and saw an ad for themselves they thought degrading

“The issue of whether or not
Heart had the legal right
to terminate its contract is

still in the courts.”

and sexist. “It was only our first time.” the copy said.
under a picture of scantily clad Ann and Nancy. The
copy referred to the album. of course, but the Wilson
sisters didn’t appreciate the joke.

Using a “key man™ clause in their contract. they
justified their exit from Mushroom since Flicker was
no longer employed there—he had quit and was work-
ing in Los Angeles. Pursued by several majors. they
joined Columbia’s West Coast label Portrait in 1977.
for an advance that reportedly exceeded $1.5 million.

The issue of whether or not Heart had the legal
right to terminate its contract is still in the courts.
Mushroom tried to counter by cutting into lacquer
what fragments they had of an album called “Maga-
zine.” which the band had been working on at the time
they left the company. But the LP’s formal release
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(only press copies have been issued) has been delayed
by the courts because of suits brought by the band.
contending that the tapes were not ready for release.
The record company has almost 2 million orders for
“Magazine.” which may never be released. “It’s the
only unshipped platinum album in history.” Siegel
Says.

The legal hassles surrounding the break from
Mushroom were draining for the band. “The most
wrenching thing of all,” Ann said. “the thing that got
all of us—especially me and Nance because we had
written them—was those songs. We had such high
hopes for them. these big ideas on how they were go-
ing to sound. It's hard to explain. but when you're an
artist and are really hot on an idea. it's almost the most
important thing in your whole life.”

“They robbed us of the whole project.” Howard
said dejectedly.

The success of their current platinum album on
Portrait. however, has buoved them considerably.
“Little Queen™ has turned out to be even more popu-
lar than “Dreamboat Anme.” and the band is touring
constantly to help keep its position on the charts. “The
‘Little Queen’ concept came about from touring in our
bus—some of us prefer not to fly—the idea that we're
gypsies. six vagabonds traveling from town to town.”
said Ann. “It has a different feel from the first LP. It’s
heavier. it's more alive. not quite so sweet-sounding.
Derosier’s drumming and Howard's piano and guitar
style had a lot to do with it—the character of the band
changed once they became full-fledged members.”

They like to take their time with an LP. allowing
the songs to take proper shape. In fact. the writing for
the first one took over a year. "Little Queen.” how-
ever. was written and recorded over a period of three
months, since Portrait wanted to get an album out
quickly and all of the material the band had devel-
oped for “Magazine™ had to be scrapped. (There are
signs of haste there—including some “borrowed™ ideas
from Led Zeppelin. one of their inspirations.)

Currently they are in the writing stages of an al-
bum scheduled for spring retease. “Nance and | usu-
ally write the words. and we take them to Flicker.
who's always very open and honest.” Annsaid. “Then.
when we have a good idea of what we want. we work
with the whole band on the music.” She says they
don’t know how the next album will sound but main-
tains it won't be as rushed as the last. “Release an al-
bum in the spring. tour in the summer—that’s our
band’s biorhythm.™ she said.

Having risen from nowhere to become one of the
world’s top rock bands. after going through a crash
course 1n the less palatable results of media attention
and the legal intricacies of the music business. the
group has—1o say the least—matured. They're stitl an
unassuming. fun-loving bunch that can be impressed
by something like meeting Mick Jagger (which they
did recently in London). But they've fearned—albeit
the hard way—to stick to their artistic guns and to
hang together. Ann and Nancy may have been the ini-
tial attraction and can’t help but be a continuing one.
But the last couple of years have fused the band’s
once-disparate elements into an organic unit. @
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Guild Model B-302 Electric Bass Guitar.
Ofthand, | would say that 95 percent of
the electric basses used in recording are
Fender Precisions. And with good rea-
son. They record beautifully. and the
sound is consistent from bass 10 bass.
from day to day. Until now. every other
bass I've recorded has needed a bit more
effort spent 10 get the sound right—and
some never come out right at all. C'est la

Guild B-302 electric bass

guerre. But here’s something new that
shows a whole lot of promise and could
actually give Fender some stifi’ competi-
tion.

To begin with. the Guild B-302 is
beautiful to look at. It's cut away 1o the
twenticth fret. so you can climb all the
way up there comfortably. It features
two separate pickups. each with its own
tone and volume controls. each with
eight pole pieces. That's two pole pieces
for each string. This means that you have
much more room 1o bend and pull the
strings without losing volume or punch.
The machines are well built and hold
pitch very well; the rotary pots for tone
and volume feel good. and the sound is
clean and full.

The B-302 was field tested by James
Mason, late of Roy Ayers’ Ubiquity. who
found that the sound wasn't as warm as
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that of Precisions he's played. but we
both felt that this could have been due to
the instrument’s newness. The saddles
on the bridge are fully adjustable and ex-
posed (you needn’t take the guard off
there isn‘tone). The instrument uses a V-
inch jack for outpul. and comes with a
double-ended muale phone-plug cord
(otherwise known as a guitar cord) and a
wipe cloth so your sweaty palms don't
ruin the strings.

The best part of all. though. is the
sound. Mason was impressed by the B-
302’s ability 10 deliver lows and highs
without sacrificing one for the other.
punch without the rubber-band twang,
and good clarity on low notes. He attrib-
utes most of these assets 10 the new de-
sign of the pickups. which makes a lot of
sense. The B-302 costs $450. can be wired
for stereo for an additional $30. and is
available with a fretless fingerboard for
no extra charge. t still weighs a ton. but
considering the quality. it’'s well worth
staying in shape for. The optional 4529B
hard-shell case (395) is sturdy and slim.
If you're a bass player. this instrument
belongs at the top of your check-it-out
list.

CIRCLE 123 ON READER-SERVICE CARD

Beyer Dynamic Microphone Model M-
10IN (C). Back in the “old days,” about
five or six years ago, Beyer microphones
all seemed 10 have had connectlors that
required more adapters than | had in the
studio. Yet when finally put 10 work they
secemed 10 perform well. if unspectac-
ularly. But in a time when a condenser
microphone was as basic as a 100thbrush
to the professional engineer. nobody I
knew got 100 excited about dynamic mi.
crophones. unless they were tried and
true. Recently. however. Beyer Dynamic
started claiming that their Model M-
10IN (C) could do wonders for a bass
drum. Since the pursuit of a truly satis-
fying bass drum sound is one of my
never-ending quests. | immediately or-
dered one for review.

When it arrived. we put it 10 work
right away. Now the task of a bass drum,
or kick, mike in a modern studio is pun-
ishing. It sits near—or right inside—the
drum iself. suspended by a shock
mount. and hears virtually nothing but
the omnipresent thud of the drummer’s

right foot against an overworked wafer
of plastic. Not very romantic work. by
any stretch of the imagination. but none-
theless significant. If the bass drum
sound isn’t right. the track is lost. Imag-
ine a sloppy one on a disco record. or
Billy Cobham playing a dull thud instead
of a tight snap.

As it turns out, the M-101IN (C), de-
spite its rather complex designation. is a
straightforward dynamic microphone
with unusually pleasing qualities. It has a
frequency response of 40 10 20.000 Hz
with a rise from 7.500 10 10.000 Hz that
seems 10 give the sound of the drum
added character. Most of that sound is in
amuch lower part of the frequency spec-
trum. and. considering the absorptive
surfaces in and around the instrument.
geting some natural highs via that high-
end-rise adds a nice edge. We had no
overload problems (as we have had with
some other mikes on the same job) and
the 200-Ohm impedance suited our lines

Just fine.

Just for a change. we tried the M-101
on a solo piano. It didn't yield a particu-
larly special sound. but there were cer-
tainly no obvious deficiencies that would
make a user think ... “well. back to the
bass drum.™ Aesthetics are another posi-
tive factor. The housing of this mike is
made of brass (plated black) and the re-
sultant heft feels good in the hand. A
windscreen and three-conductor cable
are supplied. and an XLR male connec-
tor is built into the microphone. No
more adapters. Even if this mode!
doesn’t rate high on the Richter scale for
tts world-shaking qualities. it isa product

Beyer M-10IN (C) microphone
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10 be reckoned with. Cost ot the M-10IN
(C)is $159.95.

CIRCLE 124 ON READER-SERVICE CARD

Frap Model T 3-Dimensional Trans-
ducer System. The Frap Model T picks
up the sound of your instrument and gets
it cleanly to the amplifier and ultimately
to your ears—in that sense. it works fine.
Although the actual transducer is a
standard unit, the Model T preamp is
new and has been designed to be “af-
fordable™ at a suggested list price of
$135. The transducer attaches to your in-
strument by means of adhesive wax.
which is supplied with the pickup. The
housing for the preamp circuit, a metal
box about 4 by 2 by 1 inches, contains an
input minijack that mates 10 a miniplug
extending from the transducer and a
standard %-inch phone jack to the am-
plifier. A volume control is located next
1o the input jack. The Model T uses two
9-volt cells (for $5.95 Frap offers an op-
tional keychain battery checker) and has
no on/off switch—or need for one—be-
cause the output jack is of the switching
type: When something's plugged into it.
it's on. According to the manutacturer,
which infers the specs from calculations
and pertormance. the system is “ruler-
line flat"—from 40 Hz to 100 kHz for the
preamp and from | Hz to | MHz for the

Frap Model T pickup

transducer itselt.

After marveling at the literature en-
closed with the Model T. we tested iton a
Martin D-28 acoustic steel guitar. We
tried five different positions for the trans-
ducer, including that recommended by
Frap—on the treble side of the bridge.
The output was routed to a Fender Twin
Reverb amplifier and then to an Ampeg
B-15. We observed that the pickup does
in fact color the sound of the instrument
somewhat (this probably is unavoidable
with a pickup of this type), that it picks
up string noise (moving from fret to fret),
and that it does feed back very easily 10
both amplifiers. None of these character-
istics are desirable. though most are
found in varying degrees with all pick-
ups. For that matter. pickups themselves
are not all that desirable—just a neces-
sary evil for an acoustic instrument in an
electronic context.

Although the Model T is clean and
free of hums and buzzes. it fails to de-
liver the miracles promised. For in-
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stance, the flyer claims “No inherent
feedback. . . . Beats mikes hands down!™
Yeton page 5 of the instruction manual.
there's a paragraph that tells you to
move or face away from your speakers if
you're getting acoustic feedback. Those
sound like the antifeedback procedures
1o be used with a mike. So how is that
winning hands down? And though the
promotion folder asserts that a single
transducer “can be attached to virtually
any resonating instrument,” another
paragraph in the manual advises, in a
roundabout way, that a single Model T

may not work for a piano—two may be
required.

The point 'm making is that. although
this system is better than acceptable. and
perhaps even very good at what it does
(itis used by a substantial number of big-
name pros). the promotional literature
and manual make promises that the
Model T cannot deliver, even subject to
the hedging later on in the instructions.
This is a disservice to the owner that may
obscure the good points of a perfectly
respectable product FRED MILLER
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The 58th AES: Convention:

Digital Is Here

by Fred Miller

During the first weekend of last No-
vember. some 4.500 engineers. pro-
ducers, station managers, salespeople.
and audiophiles crowded the floor of the
grand ballroom of the Waldorf Astoria
in New York—but not to dance. The oc-
casion was the 58th convention of the
Audio Engineering Society, a semi-
annual gathering that is a combination
Old Home Week for industry profes-
sionals. sales promotion device for audio
equipment manufacturers, and instant
university for those of a technical bent.
There were many more women attend-
ing this convention than ever before. a
sign that even in the “technical” world.
which was so long dominated by men,
understanding and ability have nothing
to do with sex.

The *“university” segment provides fo-
rums for the delivery of scientific papers
dealing with a wide variety of subjects:
transducers. disc mastering, digital
recording. audio in medicine, and elec-
tronic music, among others. While these
sessions tend to be highly technical. they
are sometimes fascinating in their scope.
That on digital recording—for which
“fascinating” would be an under-
statement—was filled 1o capacity. stand-
ing room and all. (A detailed look at
digital recording—its current state, its po-
tential. and its ramifications for the lis-
tener—will be provided by Harold Rod-
gers in next month's issue.) Briefly,
digitally recorded sound is the best
you've ever heard. and it will likely revo-
lutionize the audio industry within a few
years.

Digital technology was represented at
the exhibit section of the convention by
3M Company. which displayed and
demonstrated a thirty-two-channel
recorder that uses one-inch tape moving
at 45 ips. and by Soundstream, Inc.. of
Salt Lake City. which played a recording
of the Boston Pops orchestra on its four-
channel machine. Mitsubishi had a two-
channel system using quarter-inch tape,
as well as a cassette recorder and a PCM
(pulse code modulation) disc player for
home use. This disc player and a similar
version from Teac spin at 1.800 rpm, in-
stead of 33%, and read the pits in the
record (no grooves) with a beam of laser
light. Sony showed a digital-encoding
device that can be used with a standard
video recorder. Both Ampex and 3M al-
ready are marketing digital audio
recording tape: 3M is expected to deliver
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its first studio models this year. and con-
sumer models may be in extensive use
within a couple of years. You won't be-
lieve how good it is.

In other news on the exhibition floor.
Neve had a constant crowd around its
Neve/Necam automated console dis-
play. In Neve’s system, the mix set up by
the engineer is entered into computer
memory banks and then updated as nec-
essary by simply moving the faders to the
new level positions. By using the Necam
console. which sits conveniently on a
music rack over the faders, mixes done
years before may be retrieved with accu-
racy. No need to strain your brain to re-
member how you got that magical blend
in the horn section.

Automated consoles also were shown
by Harrison. whose excellent reputation

among its customers has made it one of
the major console manufacturers in re-
cent years. With a price schedule that be-
gins around $80.000. Harrison's boards
had better include some heavy-duty
technology. and they do. The console on
display was a masterpiece of engineering
with enough circuits available on every
fader module to do anything you might
need to do, from sending eight cue mixes
to equalizing an equalizer from another
fader.

Allison Research, maker of Memory's
Little Helper. was on hand with its out-
board automation system that can be
used with nonautomated consoles
should the owner decide to modernize.
Nonautomated consoles from Auditron-
ics. El/Tech, Tangent. Trident. Peavey.
Sound West. and several others were
very much in evidence. Auditronics fea-
tured a console for sound reinforcement
with thirty-two inputs and enough out-
puts for almost any sound-reinforcement
application, plus patching facilities for
direct recording on location.

Semipro audio. recognized at this con-
vention as being a major and growing
force in the industry, was well served by

A sampling of the more than one hundred exhibits
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Reprogramming the 4032 At the Ampex booth: men, women, balloons, and ATR-190s
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3M’s 32-channet digital recorder: 45 ips!

Marshall Time Modwulator—one of many signal-processing devices on display
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some of its top proponents—MXR., Teac,
Otari, Peavey, Sound Workshop. Sony.
and Yamaha all had displays with
friendly, knowledgeable people on hand
to explain the tape decks, mixers. phas-
ers. limiters. digital delays. and other ac-
cessories now available to a market that
five years ago couldn’t have cared less.
Signal-processing devices were so abun-
dant that it was impossible to see them
all. In addition to such perennials as
Urei—which now has a digital delay as
well as its usual complement of limiters.
filters. and equalizers—there were booths
for Orange County Electronics. makers
of high quality (and high complexity)
sound modifiers, and Orban-Parasound.
which showed its famous “de-esser” and
reverb device.

Aside from digital recorders. there
weren't many really new tape recorders for
the professional market. but Telefunken
had a brand new sixteen-track ma-
chine—expandable up to thirty-two
tracks—using two-inch tape. And there
were more Ampex ATR-100s on the
floor than ashtrays. This ATR-100 is a
beautitul machine and well worth
seeing.

Eventide had a prototype of its Model
1066 (wasn't that the year of the Batile of
Hastings?). which is a digital-delay sys-
tem with sixteen output taps and two dis-
crete output channels. A total of thirty-
two programs can be selected by four
pushbuttonson the front panel. Eventide
plans to market this device “‘with a
catchy name”™ in the spring.

AKG had a full line of microphones
on display. including the C-424, a quad-
riphonic condenser microphone system.
Sony had its “back electret” mikes, and
Sennheiser, Beyer. and Electro-Voice all
showed their new products. (See “Input
Output.” December 1977 and this month
for reviews of equipment from Electro-
Voice and Beyer, respectively.)

Ken Schaetler Group had long-haired
guitanisis strolling around the balcony of
the ballroom demonstrating the Schaef-
fer/Vega Diversity system. a wireless de-
vice that frees the musician trom cords
and cables between instrument and am-
plifier. Ken Schaetler claims that the sys-
tem s far ahead of anything available in
the field. and it has found popularity
with many rock musicians and bands
even before being put on the market.

With well over a hundred different ex-
hibitors and several thousand pieces of
equipment, it's impossible 10 describe
the breadth of the convention. but for
anyone interested in sound. an AES con-
vention isa must. The society publishes a
Journal and encourages membership.
butif you're new to the field you can pay
a small fee and attend a single conven-
tion. | recommend it: the next one is in
Los Angeles in April.
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Where, Oh Where

Does Your $7.98 Go?

by Sam Graham

While the figures used in this story are tvpical of the in
dustry. the Embryo Patrol and their record lubel are fic-
titious. The author wishes to thank Jav Cooper. one-
time president of the National Acadenmy of Recording
Arts and Sciences, for his help in preparing the ariicle.

I he song Jackie O. Is a Punk Rocker has gone 10

the Top 10 in England. his proud creators. the
Embryo Patrol. are the first band 10 successfully com-
bine disco and New Wave. and they're Europe’s hot-
test new musical property. And now the news is all
over the streets of Hollywood: They've just signed
with Blank Czech. their first American label. and the
long-awaited debut album. “On Maneuvers.” will be
out in just a few months.

Lured by the propaganda that will precede the
record’s release. you will probably hustle out to buy it
at vour local emporium. It you look closely at the
jacket’s spine. you'll see “0798" near the botiom. indi-
cating a suggested list price of $7.98 (which. relative to
the $6.98. is now the unfortunate rule. not the excep-
tion). Pop records can usually be had for well under
list. so you'll pay only $5.29 or $4.99. or whatever dis-
count you can find. But do you ever find you rself won-
dering what that mythical $7.98 means and where
your real $5.29 goes? How much to the record com-
pany. how much 1o the Patrol. to the distributors who
deliver the LPs to the stores. to the individual retailer
from whom you hought 1?

This is a new band. Do they and Blank Czech ex-
pect to make a profit on the first album? They may
have wowed “em at small-club soirees back home. but
over here they're just another fresh-faced contender in
the big-money record industry. The bottom line is the
number of copies eventually sold. naturally. so the re-
sults won't he in for some time. There are. hawever.
certain conclusions that mayv be drawn even before
“On Maneuvers™ is in the stores.

After signing with Blank Czech. the Patrol made
what is known as a production deal with renowned

The author is an editor for Record World magazine.
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producer Lance Svelte. Production deals are increas-
ingly common these days: Svelte will be paid off
through the band’s own artist rovalties as they roll in
(assuming the record sells). Blank Czech has agreed to
advance producer and band an “album fund™ of
$75.000 toward the recording costs of “Manecuvers.”
(That sum is fairly standard even for an unknown
quantity: many better-known artists’ album funds
soar well over $100.000.) 1f it costs more than $75.000.
the Patrol foots the extra bill: if it costs less. they
pocket the difference.

It sounds great—lots of support and confidence
for the new band from their new label. But there’s a
hitch. The Embryo Patrol and their producer will ac-
tually receive no royalties until the $75.000 s re-
couped by Blank Czech. The contracted artist royalty
is 10%: 7% for the band and 3% for Svelte. That 10%
means 10% of the suggested retail price. which is
where that mythical $7.98 comes in. But it actually
amounts 1o a little less than 9% because the record
company first deducts its own 10% or so for a “pack-
aging allowance.” So the aruist royalty weighs in at
about 70¢ per album sold. Since the entire 70¢ is first
applied to recovering the album fund. the Embryo Pa-
trol will have to sell almost 110.000 records before
making any money themselves.”

But by the time they do. Blank Czech will already
be in the black. even with its additional $25.000 up-
front nvestment in advertising and promotional sup-
port. IU's a system of automatic profits that's built into
most contracts. which. as the following breakdown of
costs will show. usually insures that the label will
make nearly $1.00 on each album.

Blank Czech recards. being only a moderately
sized company by American standards. gets its prod-
uct into the stores through an independent distribu-
tor. (Larger companics such as Columbia/Epic
*The Embryo Patrol's contract is typical: g five-vear pact divided
into one vear and four “option vears.” with one or two albums per
venr, 1 the $75.000 album fund for “Maneuvers™ is not lully reco
ered. the unpaid portion will be added 10 the obligation of the sec-
ond album’s fund. assuming Blank Czech picks up their option w0

renew. 11 not. the record company simply assumes a loss. and the
Embrvo Patrol goes lubel shopping.
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Richard Grider

and WEA —Warner/Elektra/Asylum/Atlantic—have
their own branch distribution.) Blank Czech will sell
“Maneuvers™ 1o its distributor for about $3.65 per
copy. theoretically. With various deals for free goods
“Tell you what: you buy seven copies, we give you the
eighth for nothing™ - the actual figure will come down
to about $3.40. Since the company is reasonably sure
that the Patrol will hit it big here. they've decided on a
first shipment of 100.000 units. (Normallv a new act’s
first pressing order is from 25.000 to 50.000 copies.)
But while these records have ostensibly been sold at
$3.40 apiece. every last one of them is “subject to re-
turn.” The profits are not counted until an album is
sold at the retail level. until the Sam Goody customer
rids himself of some hard-earned cash. Every copy
thatisn’tsold will be sent back to the distributor by the
store and finally to the record company by the distrib-
utor. This process has further implications: Gold and
platinum albums (those that have sold 500.000 and |
million units. respectively) are certitied by the RIAA
on the basis of wholesale. not retail. sales. which are
subject o return. For this reason. according to Jay
Cooper. “very frequently in the front pages of the
trades you'll sce somebody smiling with the president
of the company. having just received a gold record:
and in the back pages you'll read that the artist is
suing the company because he only gota royalty state-
ment for 100.000 records™—the number actually sold.
As Blank Czech collects its $3.40 for each LP sold
at retail. the money is distributed roughly as follows:

First. the slightly reduced artist royalty is applied on
the first 110.000 units to repaying the album fund. An
additional 28¢ worth of royalties goes o publishing.
based on an average of 2%¢ for each of the album'’s ten
songs. The Patrol writes its own material and owns
most of its own publishing rights. so they see the bulk
of the publishing royalty. * Then 1'4% of suggested re-
tail (that $7.98 again). or about 12¢. goes to the musi-
clans’ union. so Blank Czech is now looking at a $2.30
figure.* Record pressing (and more packaging) costs
account for another 60¢. which. along with about 45¢
tor shipping and in-house salaries and overhead. re-
duces the $2.30 10 $1.25. Of course. once “Maneuvers”
is on the streets. it must be advertised and promoted
(Blank Czech has developed a clever campaign: “The
Embryo Patrol--they take you back to the womb™)ata
further cost of about 27¢ per album.

So Blank Czech’s gravy amounts to about $1 for
every copy of “Maneuvers™ sold. They will recover
their approximately $100.000 up-front investment
(375.000 for the atbum fund and $25.000 for initial ad-
vertising and promotion) after 60.000 units have been
sold. since each of those units yields 70¢ from the art-
ists royalty and $1 from their own gross profits. Keep
in mind that only $42.000 of the recovered $100.000
goes toward repaying the album fund. So if no more
than 60.000 “Maneuvers™ are sold. the Embryo Patrol
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will still be $33.000 short on their advance. but the
record company will have broken even. If they do sell
enough to pay it off. Blank Czech will by that time be
nearly $50.000 in the black.

The distributor. the middleman between the
manufacturer and the store. typically works on a 15%
profit basis: After buying the LP from Blank Czech for
$3.40. he'll sell it 1o retailers for over $3.90 (recent in-
creases have resulted in a figure nearer $4). But only
the larger retailers. including such chains as Sam
Goody. Tower. and Discount. will pay the under-34
amount. The smaller outlets—such as the so-called
Mom and Pop stores—will pay almost $4.25 since they
are not high-volume operations and must buy from
yet another middleman. the “one-stop™ distributor.
Unlike WEA or Columbia or Blank Czech’s inde-
pendent. which distributes only one or two record la-
bels. one-stops carry many labels. so a smalier store
can take care of all of its needs at a single distributor.
as its smaller volume dictates.

One-stops buy their records at basically the same
rate as Tower and Sam Goody. so they must make
their profit from Mom and Pop. They in turn make
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their profit at your expense. and the obvious moral of
the story is you'll find lower prices at the larger.
higher-volume record stores.

So it all comes down to you and your $4.99 or
$5.29. (It would be vour $7.98 were ita name act.) To
be sure. Blank Czech would like to attract enough
buyers to not only deplete the first 100.000-copy ship-
ment. but 10 set the presses rolling again at furious
rates. But if “On Maneuvers™ sells only 70-80.000
units. it will still be considered a success and a good
foundation for future albums by the Patrol. Many
companies. in fact. are content to break even on a new
acts’ first. especially if the act is shaping up as a suc-
cessful concert tour attraction. But the Patrol probably
won't be an overnight sensation here—it will take time
and heavy promotion to establish them as the uncon-
tested masters of a forni so technically exacting. yet so
blisstully ephemeral. as disco/punk. (]

*Many publishers employ the services of the Harry Fox Agency.
which s essentially a collection agency for these so-called “mechan-
icals™ or publishing rovalties. (The agency will take about 3% of the
amount it procures.) There arc also other publishing royalties. out-
side of those obtained stricely from the sales of this LP: aurpla
cover versions by other artists. use of a song on TV or in u movie.
sheet music. jukeboxes. etc. These will be discussed in a subsequent
article

*The 12¢ is split evenly by the union into two separate funds. The
first. the Music Performance Trust Fund. covers musicians’ fees for
free concerts in parks. hosprals. ete. The second. the Special Pay-
ments Fund. is paid 1o the session musicians who performed on a
particular record (in the Pawrol’s case. no session players were em-
ploved): it is pavment above and bevond the regular union scale
wages paid 1o the musicians.
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KEN EMERSON
TODD EVERETT
TOBY GOLDSTEIN
DON HECKMAN
JIM MELANSON

NICK TOSCHES
JOHN S. WILSON

JOHN STORM ROBERTS
SAM SUTHERLAND

Contemporary Masters Series:
Davis, Mulligan, Parker, Young

by John S. Wilson

The Miles Davis/Tadd Dameron Quin-
tet in Paris Festival International de
Jazz-May, 1949, Bruce Lundvall &
Henri Renaud. producers. Columbia JC
34804, 87.98. Tupe. 8® JCT 34804,
®rJCA 34804, $7.98.

Gerry Mulligan, The Arranger. Gerry
Mulligan & Henri Renaud. producers.
Columbia JC 34803, $7.98. Tupe:

®® /CT 34803 ®JCA 34803. $7.98.

Charlie Parker: Summit Meeting at
Birdland. Gary Giddins. producer. Co
lumbia JC 34831, $7.98. Tape: @ JCA
34831, $7.98.

The Lester Young Story Volume 2, A
Musical Romance. Michael Brooks, pro-
ducer. Columbia JG 34837, 38.98 (iwo
discs). Tape: ®9 JGA 34837, $8.98.

T'he Lester Young Story Volume 3, En-

ter the Count. Michael Brooks. pro-

Miles Davis circa 1949
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ducer. Columbia JG 34840, $8.98 (iwo
discs). Tape: 3 JGA 34840, $8.98.

Like all the other major record com-
panies. Columbia missed the boat
on bebop, not to mention—as CBS Rec-
ords President Bruce Lundvall candidly
admits—most of the juzz flow of the For-
ties and Fifties, with the notable excep-
tion of Miles Davis. To make up for this
lapse. the label has come oul with a
series of LPs that focuses on those years.
The Contemporary Masters series draws
its material from three sources: air
checks (most notably those of the legen
dary Boris Rose), amaleur concert
recordings. and recordings in CBS's own
files. most of which have not been previ-
ously released. The second and third
Lester Young volumes are an exception
in that most of the material was well dis-
tributed initially and has been reissued

12

Gerry Mulligan circa 1957

in scattershot fashion since.

“Summit Meeting at Birdland” pro-
Jects the flavor of the early '50s broad-
casts from that “Jazz Corner of the
World.”™ (Birdland closed in 1965 and
was replaced by a Latin disco, Casa-
blanca 2.) We hear. very briefly, the
voice of Charlie Parker. as well as that of
Symphony Sid Torin doing his effusive
introductions and his insistent pitches
for the club (“One dollar admission
how could you go wrong?"). Bob Gar-
rity, Sid’s stand-in, is also on hand.

One side contains a 1951 broadcast
that brings together Parker. Dizzy Gil-
lespie. and Bud Powell, the three out-
standing gurus of the bop movement.
The cuts are some of the most frequently
played standards of the era- Anthropol-
ogy. Blue 'n Boogie, 'Round Midnighi,
and Night in Tunisia—and, while al]
three musicians fly fluently through
the uptempo numbers. it is Parker who is
the consistent vitalizer, who adds an ex-
tra lift to the ensembles, and whose solos
have the most finished quality. In gen-
eral, the sound is thin but not objection-
able. although Midnight's slow tempo
does emphasize the wobbly nature of the
recording.

Side 2 is a 1953 broadcast of a Parker
quartet that includes John Lewis on pi-
ano and Kenny Clarke on drums. The

Lester Young circa 1945
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spotlight is more consistently on Parker
here. and his performances are light,
airy, and fluent. Lewis at this point al-
ready had the strong. insistent piano
pulse that later developed into the
swinging core of the Modern Jazz Quar-
tet—although he plays a more modest,
even role here, especially in his solo
work.

The only other live-performance disc
that CBS managed to get out in time for
the launching of the series is the Miles
Davis-Tadd Dameron Quintet at the
Paris Festival in 1949. In Davis’ case. it's
avery revealing set. He was a thoroughly
frustrated trumpet player in the mid-For-
ties. trying in vain (and with much pub-
lic embarrassment) to emulate the daz-
zling virtuosity of Dizzy Gillespie. But
by 1949 he was coming to terms with his
own capabilities and had discovered. in
his so-called “Birth ot the Cool™ nonet,
the laidback. low-key manner of hisown
potent style. These particular perform-
ances tind him playing with the flashing
flair that had eluded him earlier and us-
ing a very warm. open, singing attack on
ballads. Echoes of Lester Young run
through James Moody's tenor saxo-
phone lines. while Dameron plays some
two-handed, chorded piano that is un-
usually full and driving for the basically
single-noted bop era. The sound is thin
and tubby at best and. in some sections,
is on a level with the scratchy old 78s on
which we used 1o listen to the jazz of the
Twenties.

The third basic source for the series is
represented on “Gerry Mulligan. the Ar-
ranger.” One side of it is previously unis-
sued material by a fifteen-piece band led
by Mulligan in 1957—a predecessor of
the Concert Jazz Band he unveiled in
1960. His arrangements are rich, full,
and flowing, a colorful backdrop for his
bumptious swinging solos, the medi-
tative counterpoint of Bob Brookmeyer's
valve trombone. and some very airy
saxophone solos by Lee Konitz and Zoot
Sims. Other material includes two Mul-
ligan-arranged numbers—How High
the Moon and Disc Jockey Jump-—
played by Gene Krupa's band in 1946
with a magnificently crisp. clean sound;
and Berween the Devil and the Deep Blue
Sea and Elevation as arranged for and
performed by Elliott Lawrence’s orches-
tra, which used a softer, mellower sound
than Krupa's. Mulligan is heard only
once with these two bands. on a 1949
solo with Lawrence that has a soft-edged
vagueness typical of the sax style of the
time and strikingly different from the
firmness and assurance of his solos with
his own orchestra eight years later.

Despite the fresh material contained
in these three discs, the gems of this first
batch of releases are in the Lester Young
volumes that continue the chronological
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issue of everything he recorded for Co-
lumbia. Vol. 2 focuses on Lester's years
as part of the basically Basie groups that
backed Billie Holiday, while Vol. 3 rep-
resents him and the Basie band when
they moved from Decca to Columbia.
There are several alternate takes in each
set. and. although the Holiday sides will
be familiar to most of her followers.
there are sull surprises. Revealed here
are the talents of Countess Margaret
“Queenie”’ Johnson. a pianist who
played one delighttul solo on You Can’t
Be Mine at a 1938 session and then went
back to Kansas City, where she died. ac-
cording 1o Jo Jones. “al twenty-one or
thereabouts.” (One of the consistent
delights of these volumes is Michael
Brooks's notes. They defy tradition by
taking a fotally irreverent attitude
toward the drearier aspects of grinding
out records for a mass market.)

While Vol. 2 concentrates on the
warm. loving Lester, with Basie he
comes in all emotions and reaches a peak
on the glorious Taxi Wur Dance (1wo
versions) a virtual Basie-Young duet.
There is also one more Billie Holiday
session and three strange etforts to team
Lester and Lee Castle, who plays com-
mendable Buck Clayton-style trumpet,
with organist Glen Hardman. It didn’t
work. and yet in a way it did. As Brooks
points out, “Amid the burbling and the
hiccuping there is some of the best Lester
Young ever put on wax.”

David Bowie: Heroes. David Bowie &
Tony Visconti. producers. RCA AFL [-
2522.87.98 Tape:®® AFK [-2522,

o 4FS/-2522 87.98.

David Bowie has consistently been a
product of his influences as much as he
has often anticipated them. It seemed
natural for his “Young Americans™ and
“Station to Station” LPs to move with a
disco beat as he became enmeshed in
U.S. pop culture. And “Low.” Bowie’s
last album. deliberately used a shot from
his first ilm. The Man Who Fell 10 Earth.
on its cover. The David Bowie of “*Low™
was an incorporeal creature. a devotee of
cinema, writing music that worked better
as soundtrack than any obvious listen-
able form—no Rebel. Rebel here.

On “Heroes.” he seems to have been
somewhat affected by the New Wave. On
the black-and-white cover he wears a
leather jacket and a modified “fork™
haircut—as close to starkness as he has
ever positioned himself. The songs are
similarly direct. Bowie has split the al-
bum into two sides. one vocal and one
instrumental. The concept of working
through soundtrack still intrigues him. to
which end he again gains continuity. as
on “Low.” with the keyboards of Brian
Eno. However. uniike that LP. he

Bowie—New Wave influence

does not allow Eno’s droning tendencies
the option of taking over and inducing
sleep. Thanks to Bowie's raucous saxo-
phone or his tentative steps on the deli-
cale Japanese hoto (on AMoss Garden)
and Robert Fripp's welcome adventur-
ous lead guitar. the instrumental side is
vital. emotive. and more than a bit mys-
leripus

But it is on the vocal side that Bowie
has most visibly been resuscitated. The
title song is performed in a register
strikingly reminiscent ot Lou Reed. his
onetime colieague and the self-styled
“godfather of punk.” Its words of de-
fiance are in keeping with the challenges
posed by politicized New Wave music.
asserting “Though nothing will drive
them away/we can be Heroes/just for
one day.” Bowie's message of optimism
viewed through a tandscape of eventual
defeat is a perfect retlection of the “‘no
future™ philosophy.

The other vocal tracks flesh out the
poputation of his ever-alert world. Joe
the Lion is today’s Everyman. drinking
in the bar. purchasing a gun. having a
preordained path—Archie Bunker fusing
inio Son of Sam. Distrust awaits the per-
sonal relationship as described in Black-
out. with its multiple meanings of pass-
ing out. lights-out-here-comes-the-
bomb. and end of scene. Bowie's beau-
ties are neither simple. elegant fantasies
nor street urchins. Rather. they haunt
and threaten from back alleys. The man
who fell to earth must now keep his feet
planted on solid ground—he can’t just be
famous for fifteen minutes. as Warhol.
another of Bowie's early counselors. has
said. He is a hero if he survives those fif-
teen minutes. T.G.
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% The Emotions: Sunshine. Various pro-

ducers. Stax STX 4100, $6.98. Tape:
54100, @ 8 4100, $7.98.

This delicious album shows just what
we've lost from the production overkill
that has afflicted so much black music in
the last five years. During the early
1970s. the Emotions were part of the
Stax stable. When the label folded.
Earth. Wind & Fire’s Maurice White
steered the group to CBS. where they
have made two highly successful albums
in the new mass-market vein. Now Fan-
tasy Records has begun reissuing some
of the old Stax catalog. and “Sunshine”
Is part of that venture—a bunch of sin-
gles. backed by Stax house musicians,
none of them previously released on al-
bums.

The resultis pure and amazingly cohe-
sive joy. Without once departing from
the classic framework of female group
rhythm & blues. “Sunshine™ is as rich
and varied as anything I've heard in
months. With only one exception. Any
Way You Look ai It. every number posi-
tively drips with tasty touches in arrange-
ment. singing, and playing. Constant
small references to r&b styles of the past
add up not 10 a pastiche or a nostalgia
binge, but 10 4 loving use of what. by the
time these tracks were recorded. was a
fullblown tradition. Most of the arrang-
ing and performance was solid enough
to make the songs instant standards. so
what could have been a golden-oldie re-
hash comes across sounding fresher than
most of this month’s new recordings.

That's partly because of the sheer
quality of the tracks. but it also stems
from the album’s origins. First. singles
(real singles. as opposed to “off the al-
bum” singles) lend relatively little op-
portunity for producers’ self indulgence.
Second. the songs are all by different
people—and songwriters at that—from
Carl Smith 10 Bill Withers. Third. differ-
ent production styles also add to the al-
bum’s variety of flavor. There's a cultist
view, which rings truer as albums get
more pompous. that the best r&b is con-
fined to singles. “Sunshine™ adds evi-
dence to that viewpoint. JS.R.

Mary Kay Place: Aimin’ to Please.
Brian Ahern. producer. Columbia PC
34908. $6.98. Tupe: ®® PCT 34908,
0 PCA 34908 $7.98.

Many were cager t0-and did—attack
Mary Kay Place’s first album as being
false and synthetic. Farmgirls. they reck-
oned. could become country singers, but
actresses could not. I didn't agree, and
approached the LP with an open mind.
Only to discover that it stunk. Her sing-
ing was awkward, the lyrics were too
given to cuteness and satire. and the mu-

sic was mundane. It was the sort of
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record made by people who have never
listened to many records.

The wrongs have been righted here,
and this album is as worthy as the last
was dismissible. Mary Kay Place isn"t
posing or indulging herself here; she’s
Justbeing a girl singer, and she’s better at

N i’j

Place—giant steps of improvement

it than most of Nashville’s android so-
pranos. Dolly’s Dive (cowritten, like two
others here. with bass player Emory
Gordy) is a much more listenable piece
of roadhouse swing than those offered by
numerous dilettantes of things Texan.
Rodney Crowell's You Can’t Go to
Heaven (If You Don't Have a Good Time)
jumps to a surprising degree. Don’
Make Love (10 a Country Music Singer),
written by Dale Thomas and Bob Morri-
son. is a cautionary tale that’s corny in all
the right places. and cool in all the right
places. (It is also one of the very few
recordings that originated as a set of lyr-
ics mailed in blindly to a Nashville pub-
lisher.) Marlboro Man is Mary Kay's

drool hymn to the filter tip that satisfies.
All things considered. I'd rather listen to
Mary Kay Place than Dolly Parton. N.T.

Queen: News of the World. Queen. pro-
ducers. Elektra 6E 112, $7.98. Tape:
OO TC5/112,®ET8]]2. 8798

On “News of the World.” Queen is fi-
nally trapped by its own calculated rock
heroism. From the beginning, this Eng-
lish quartet has distinguished itself
chiefly through stylized choirboy har-
monies and a determined pose of star-
dom as a fait accompli. But while the
harmonies remain as prominent as in the
past, the continual reiteration of the will
to win sounds increasingly smug or con-
temptuous. depending on the song. The
members are stars now, yet they appear
to have found little else to sing about.

Of the eleven songs included, at least
half are obsessed with fame. often con-
fusing it with freedom, justice. and other
states of grace, yet always homing in on
recognition as the principal goal. We A re
the Champions. released prior to the LP
asasingle, offers this narcissism in its pu-
rest form: A heavy metal plagiarism of
My Way. it employs the same ascending
melodic shape for its verses, offers simi-
lar proud boasts of strength in the face of
adversity. and incidentally contradicts
the band’s earlier identification with its
audience. “No time for losers. we are the
champions.” they sing t0 a melodic frag-
ment that sounds disconcertingly like the
Jeering chamts cruel children use 1o tor-
ment their victims. If that comparison
sounds exaggerated. We Will Rock You,
another slice of pure self-assertion pro-
vides more evidence. It is an a cappella
chant paced by the sort of ominous foot-
stomping tattoo common to bloodthirsty
crowds at rugby matches or football
games.

Qucen: Freddie Mercury, John Deacon, Brian May, Roger Taylor
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The Dahl

ist DQ-10.

Time...and Time again.

Critics and audiophiles agree —
the listening quality of the DQ-10
is unexcelled. What accounts for
its superb performance?

Time
Much credit for its smocth coher-
efice must be given to zh= precisely
matched transient characteristics
of the five drivers. And, a good
deal has been written about the
DQ-10 and its extraordinary solu-
tion to the problems of t:me de-
lay or phase distortion. _t is
not surprising that othe- high
quality speaker designers
have followed suit in offer-
ing their versiors of t.re
delay correction.

...and Time Again

The real “secret” to the unprece-
dented performance of the DQ-10
lies in Jor Dahlquist’s patented
method for reducing d ffraction, a
more audible and destructive form
of time d:stortion. The seperate
baffle plate on which each driver

is mounted is dimensionad to
minimize diffractior in tha fre-
quency band in which it cperates.
Thus, the effect of the sound wa
hear is that of a driver mcunted in
free space, without ebstrictiors
or surfaces to distort the origirel
sound source.

It can be said that the DT -10
eliminates inaccurace rep-oduction
caused by timre elements — inertial
time delay, and d ffraciion time
delay — distortions that limit
the perfermance ot conven-
tional speaker syst=ms.

That's why the more critical
listener will select the DQ-10.
Time and t me again.

DAHILOUIST
27 Hanse Ave., Freeport, N.Y. 11520




SAVE

CONSUMER STEREO
PROFESSIONAL STEREO
OVER 80 BRANDS STOCKED

PHASE LINEAR  TEAC

PIONEER SONY
KENWOOD NIKKO

AKAI MARANTZ
SANSUI SHERWOOD

ALTEC-LANSING BIC

Wisconsin
Discount
Stereo

Please write or phone for price
quotations on your choice
of audio equipment

2517 Whalen Lane

Madison, Wisconsin 53713
608 — 271-6889
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AMPS

PRE AMPS
POWER AMPS
{ TuneRrs
TURNTABLES
4 CARTRIDGES
V'S
CASSETTE
DECKS

TAPE DECKS
BLANK TAPE
| CARSTERED
HEADPHONES
| speakers
RECORD CARE
RADIOS
MIKES/MIXERS
i} compacTs
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The new Dixie buyer's guide has arrived!?
It is 108 pages of the finest audio equip-
ment available anywhere in the U.S. A,
Buy from Dixie and we’ll give you our
famous low-price guarantee promising
you can’t buy for less anywhere in the

country, How can

you lose? Send for 3 T
your FREE Dixie [] (ja; H' F'
catalog today and t 5=
save a lot of money! e
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Lead singer Freddie Mercury has al-
ways played off a gauche melodrama
against a champagne-and-diamonds de-
livery that he attributes to traditional
pop stars like Frank Sinatra and Liza
Minnelli. and here those extremes are
typified by familiar Mercury poses—par-
ticularly the feverish satyr and the jaded
sophisticate. Those are the poles of
Queen’s rococo heavy metal style and
betray their underlying cynicism, espe-
cially on the odious Ger Down, Make
Love, an utterly graceless. loveless view
of sexual aggression that makes Led
Zeppelin’s most  preposterous  phallic
hymns like Heurtbreaker and Whole
Lotta Love sound like Schubert’s Lieder.
The other. more traditional facet of Mer-
cury’s approach surfaces in the precious.
after-hours-cabaret ambience of My
Meluncholy Blues, which embodies the
singer's camp apprehension of torch
singing while bringing him no closer 10
an understanding of its emotional im-
peratives: he sounds appropriately
weary. 1o be sure. but the lyric’s vulnera-
bility is just another pose.

Musically. the band attempts to offset
1ts recent fondness for larger-scaled stu-
dio epics by including several stripped-
down. hard-edged rockers closer in style
to their earlier records. That move sug-
gests a new awarencss of the emerging
punk/New Wave sensibility. especially
on drummer Roger Taylor's grinding.
pointlessly vituperative Sheer Heart At
tuck. But given Queen’s past obsession
with the Big Time. the shift doesn’t work
They can't have it both ways, try as they
might. and “News of the World™ pre-
casely exemplities the kind of self-impor-
tance that the best New Wave artists at-
tack with such relish.

Production. as always. is a canny bal-
ance of denscly textured multiple over-
dubs (especially on vocals and guitars)
and razor-edged solo highlights. But the
content is wearing thinner. the poses are
dangerously familiar, and the down side
of their trajectory seems imminent.  s.s.

Boz Scaggs: Down Two Then Left. Joe
Wissert. producer. Columbia JC 34729,
§7.98 Tupe: @@ JCT 34729, 2 JCA
34729.87.98.

Boz Scaggs has been fine-tuning his syn-
thesis of contemporary rhythm and blues
with pop and rock elements since the in-
ception of hissolo career. and the success
of his last album. 1975s 'Silk Degrees.”
has proven the underlying pragmatism
of that direction. Its successor, “*Down
Two Then Left.” accordingly preserves
the last efforts’ smooth mix of crisply
rendered rhythm playing and spacious
string. horn. and choral coloring.

While the new album is clearly de-
signed to consolidate the commercial ap-

peal enjoyed by “Silk Degrees.” neither
Scaggs nor producer Wissert can be ac-
cused of merely duplicating the earlier
work or emphasizing its tasteful integra-
tion of strong dance rhythms as an in-
road to disco play. If anything, “Down
Two™ is almost 100 respectable. There
are several attempts to simplify the ar-
rangements in search of a more re-
strained and explicit r&b style. as on
Hard Times, the first single and one of
the more haunting songs here. Those re-

Boz Scaggs—too polite this time

ductions don't quite work. for while they
retain the immaculate production values
and lissome pace achieved on “Silk De-
grees” they can’t replace the color of that
record’s dramatic arrangements.

Much of the lost impact can be attrib-
uted to the one major change in the stu-
dio lineup: arranger/keyboard player
Michael Omartian replaces David Paich
Like Paich. he collaborates with Scaggs.
presumably as melodist, on nearly half
the album’s songs. But neither his song-
writing nor his horn and string arrange-
ments are as consistently exciting as
Paich’s were.

Scaggs’s smooth. soulful crooning re-
mains convincing. but his lyrics move
somewhat further away from his earlier
balance of romantic testimonies with
tough. cleverly plotied street scenarios.
While he does return to the latter form
on the driving Gimme the Goods. which
cchoes Steely Dan in its tightly paced.
obliquely detailed narrative and jazzy
melody. Scaggs scems largely concerned
with fieshing out his newfound success as
an elegant. latter-day matinee idol.

His strength in writing and delivering
batlads (We're Wuiting and Tomorrow
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Never Came) makes that shift seem less
utilitarian, though. And the craftsman-
ship displayed throughout the record has
been a constant of Scaggs’s career. Some
of these songs will probably emerge as
radio favorites, putting other records to
shame with their classy intelligence. For
much of the audience gained during the
success of “Silk Degrees.” the new al-
bum will be just what they hoped for.
But for Scaggs’s oldest fans, “*Down Two
Then Left” sounds like a holding action.
albeit a respectable one. S.S.

Hank Williams Jr.: The New South.
Richie Albright & Waylon Jennings.
producers. Warner Bros. BS 3127, $6.98.
Tape: ®® M53127 @ M8 3127, §7.98.

Hank Williams Jr. made his professional
debut in 1958. He was eight years old.
and hesang his daddy’s songs—the songs
of astranger. for the son had no memory
of the father who had died in 1953. The
debut was a morbid spectacle. and for
years the career that followed was
merely a continuation of that spectacle.
The Only Begotien Son of Hank re-
corded for MGM. just like his daddy.
The records were not good. Some. like
his 1964 duets with Connie Francis. were
so bad they could make your flesh crawl.

Then. in the late Sixties, the boy began
10 sing for real, and to write for real. By
the time he turned twenty-one, he was
one of the most brilliant artists in coun-

try music. He is now a far better writer
and singer than his overly esteemed fa-
ther ever was. If such a statement is her-
esy. so is this album.

Of the many who sing of the South, 1
can think of only three whose visions
transcend tedium: Randy Newman, Del-
bert McClinton, and Hank Williams Jr.
(Lynyrd Skynyrd now gone). In New
South, Hank rejoices that there is no
New South: “the Florida girls still wear
no underpants/and we all get drunk at
the football game.”

Hank’s personal reworking of Steve

Young’s Monigomery in the Rain—like
Hank, Standing in the Shadows, Living
Proof, and Daddy in previous albums—
tells of the curse and the blessing of
being Hank Williams® son. But even
more telling is a menacing, mean version
of his father’s 1949 hit You're Gonna
Change (Or I'm Gonna Leave), a per-
formance that assaults with wrath the
spectacle of those youthful sideshow
years. Like much else here. the cut rocks
harder than most rock & roll: it’s a sort of
country music shorn of’ sweetness and
poise. In other words. the real thing. N.T.

Some people use their ears for listening.
Our judges make a living with theirs.

American Song Festival® judges are pros. Enter your songs in our Fifth Annual
Songwriting Competition and we'lt GUARANTEE each one will be heard at least twice by
the “right” people. Our judges are producers. music business executives. recording artists
and music publishers.

Al you need is a song. You don’t have 10 wiite music. There are categories for all
types of songs. Amateurs never compete with professionals. Plus you retain all rights
to,your songs.

In our first four years, over $450,000 in cash prizes have been awarded by our
judges. But even more important, if's a chance ta advance your career. Winning songs
have been recorded by superstars like BARBRA STREISAND; BARRY MANILOW;
HALL & OATES: HANK WILLIAMS, JR.: TONY ORLANDO: and THE SANFORD-
TOWNSEND BAND. Winning entrants are now recording for top labels like WARNER
BROS.: A&M:; ASYLUM: and UNITED ARTISTS.

THIS YEARIT COULD HAPPEN TO YOU.

For lyricists, we'll also have the exciting LYRIC COMPETITION IV. designed es-
pecially for your special 1alents.

If you want a good honest shot at starting a successful songwriting career. or if
you write songs as a hobby and want recognition, you should let our judges hear them ...
THEY KNOW A GOOD SONG WHEN THEY HEAR IT.
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I Yes. | am interested in finding out more about the 1978 | Mail to:
American Song Festival. Please send me complete information | The American Song Festival
and an Official Entry Form. 5900 Wilshire Bivd. West Pavilion l
NAME: Los Angeles. CA. 90036 l
ADDRESS:

| Phone (213) 937-7370 I

CITY: STATE: ZP

A presentation of Sterling Recreation Organization 1977 American Song Festival.
Yy fr §r ¥y xr fr 5 r v 2 o r P 2 P K 7 0 B |
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Rick Danko & Levon Helm:
Two Band Members Go Solo

by Sam Sutherland

W ith the Band dismantled as a tour-
ing unit and recording plans neb-
ulous at best, the arrival of the first two
solo albums from its members tests not
only the durability of the quintet’s leg-
end. but several assumptions about its
evolution. Its emergence in the progres-
sive rock milieu of the late Sixties chal-
fenged a number of then-dominant
trends, not the least of which was the
rock star system. In contrast to its more
self-conscious peers, the Band had no

Levon Helm: |
stylistic distinction

Rick Danko:
too close
to the past

T

stars; its strength emanated instead from
a true ensemble approach that sounded
revelatory alongside the monolithic d
namics and extended solos of the day. Its
five principals weren’t paragons of hip-
ness, but maverick adherents to an older
tradition that prized experience as much
as the energy of youth.

If the group had no front man, its
ranks did suggest a subtler hierarchy—at
least to critics. Robbie Robertson rarely
sang more than a few lines of backing
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harmony, and his brilliance as a guitarist
was compressed in brief but bracing
solos and delicate ornamental comments
on his partners’ playing. But the group’s
thematic concerns and coherence were
generally attributed to him. It was Rob-
erison the songwriter who supplied the
Band’s historical sensibility and its
recurrent theme: the vanishing inno-
cence and vitality of America.

That bassist Rick Danko and drum-
mer Levon Helm should embark on sep-
arate solo careers challenges the legend
of Robertson’s supposed control over the
ensemble’s mood and message. Both al-
bums allude directly to the original ar-
ranging style as well as its thematic per-
spective; it is the degree of variation
from that style that sheds new light on
how actively each musician contributed
to the original process. Both “Rick
Danko™ and “Levon Helm and the RCO
All-Stars™ succeed as credible extensions
of their respective authors’ personalities
and further suggest that the Band's semi-
nal arranging approach and song sense
were indeed arrived at collectively. At
the same time, neither set quite ap-
proaches the scope or intelligence of
Robertson’s best songs as performed by
the original quintet.

In Helm’s case. that gap is less obvious
because he isn’t really trying to reincar-
nate the earlier style. While he has co-
written one song. he isn’t a songwriter,
and his choices as an interpreter reveal a
much more traditional range of interests
than either Danko's or Robertson's. The
songs are evenly divided between origi-
nals by members of the All-Stars and
vintage r&b. And it is the down-home
wryness and the central topic—romance
in the real world—that unify the mate-
rial. Without the burden of a more seri-
ous objective, Helm and the All-Stars—
Booker T. and the MGs, a crack horn
session. Mac Rebennack’s keyboards,
Paul Butterfield’s chugging harmonica,
and Helm’s spare, snappy drum-
ming—can focus on playing. The results
are predictably close to the Band’s later
recordings, which likewise balanced
concise rhythm arrangements against
crisp horn parts. but the overall feel is
more relaxed and less mannered. Helm’s
affable vocals hold the session together
without obscuring the band’s playing.
And the MGs sound particularly tight
and energetic as the foundation, working
in the classic Memphis style they helped
create a decade ago. rather than in the
elaborately modernized variants used
since their reformation. On the best
songs—Rebennack’s Washer Woman,
Helm’s Blues So Bad. Earl King’s Sing,
Sing, Sing. and Chuck Berry's lesser
known and atypical mood piece, Havana
Moon—the confidence of the playing
more than compensates for the slight-
ness of the material’s overall content.
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Tl_é) Danko, on the other hand, strives for a
more explicit continuation of the old
group’s style. And while his best songs
cut deeper than Helm’s, capturing the
taut, nearly hysterical energy of Danko’s "
best performances in the Band. his lapses “1 5 %}
are more jarring. The personnel varies a E
more from song to song than on Helm’s =
set, yet a common reverence for the S
Band’s trademarks inhibits marked sty- Tlloug/’“ !_V_g
listic divergence: As Eric Clapton, Ron- - e haaet at
nie Wood, Doug Sahm, and Blondie “
Chaplin switch off on lead guitar, each Tom Nishj s
subordinates his own style to follow the J.v, 1da, Vice
Robertson primer. When Robertson 6363 S Cute ing ¢ pl‘esident
himself appears in that capacity, the dif- Ho1j Unset vd €nte
ference is obvious. On Java Blues, a 3 900 éVWOod, alje uite 5
whimsical rocker whose tone undercuts + Dear To ifor 00
Danko’s anguished singing to comic ef- [ %
fect, he drives the session harder and W
faster than is done at any other point on Yo € are p,o 1
the album. His wonderfully wired, GENTL irsg dire Ongep ske
crackling lead playing is the perfect illus- fant TH GHTSCt Mastep Pticg:
tration of the song’s feverish worship of a s ast Igr abs d lease
the dread toxin, and when Danko des- and ubtle len t. 1 Utel ’
perately endorses “the only pick-me-up th gut V-ro di gie mus
that’s here to stay,” those razor-edged Wi & Quiet k p‘tempo ja lc
guitar lines are convincing testimony J"ldest h Press ng ics 5 422
that coffee is the ultimate drug. As a re- S yo Y beyo d nd
sult, a track that likely started as a throw- mastel'ed r U have Saj -
away becomes the LP’s best. the Crig €corqg; g d, only ,

Danko’s power as a vocalist and some Manee of 4 tight Ca mo irect.
excellent songwriting by Bobby Charles Musje; thig 8‘1'(; energetic Strate
and Emmett Grogan provide other high- ans, Up of pj berfop
lights on What a Town, Tired of Waiting, hapg an Meng )
and New Mexicoe (sic). The first captures sh ip a - el lep t
some of the Band’s early ebullience; the SUGA Ment of yo ow aw&itin Stock o
latter two share the restlessness of much et R D u Secopg he irs
of Robertson’s writing and Danko’s tin ar}?E i fleas St
early collaborations with Bob Dylan. A et Dks ’
sepgrale identity emerges on lhgse two ﬁ@ﬁ Your fine ;1?:
cuts, one less preoccupied with gener- R ducts
ational problems and more with private Obert¢ s
conflicts of the spirit. And on Brainwash, Gen €ral u e
another track that gradually establishes a ‘anagep
convincing desperation, Danko lends a b.s, I ! autllus R
certain fractured surrealism to its im- Ccarg Ve sent a ecol'dings
agery, despite a somewhat awkward €ach g C We wilj 10“8‘ the j

Yet those peaks only reinforce the al- ship t ack to " e ho ing wi th
bum’s overall reliance on the Band’s on tp h m our v;? us gg th e everyOne
master plan. Whether or not he is trying - dlrec t- “REE a at can
to compete with those earlier records, Master; ge Ooklet
Danko’s current solo style is in danger of Procegg
being overshadowed by his past associ- =
ation. While the best songs partially jus-
tify the risk, Helm succeeds in separating
himself more effectively from the past at | e e e e e o — — — — e - -
the cost of a thematic gravity he appears | Dear Nautilus (761 Shell Beach Rd., Shell Beach, CA 9344
to care little about. I JVC's first release Gentle Thoughts is one heck of a dir

mastered recording. Please send me more information |

| about their future releases. Also send me your free 24 page |

Rick Danko. Rick Danko, Rob Fraboni, | g:gcfr:gerecexplatm!ng the direct-mastering process and send i

producers. Arisia AB 4141, $7.98. Tape: 1 opy fo: i

@® ATC4141,9.4T84141,87.98. | Name i

Levon Helm and the RCO All-Stars. Le- | Address (]

von Helm and the RCO All-Stars, pro- i I
ducers. ABC AA1017, 87.98. Tape: City State Zip

@9 50201017, 280201017, 37.95. : :—_——————————————_—_——J
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STERED COMPONENTS

Largest Selection of Top Nume Brands
*Phone Orders Shipped Within 24 Hours
(No Deposit Required)
*Trade-ins Accepted
*No-Lemon Guorentees

*Master Charge & VISA Charges Accepted

It's worth a call

(301)488-9600

\\\)\\ \\\\\ iy \\\v

i vh nfiphind n‘o'

» ‘f 1) ‘ //l/ll/lll/ I 7 H
’7 / I
*’%///// ////////////// )

~ MORAVIA CENTER
INDUSTRIAL PARK

6330 FRANKFORD AVE., BALTO., MD. 21206
OPENDAILY 9TO 9 - SAT. 97O 4
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“NATIONAL
Yo HEADQUARTERS

For Famous Brand
Electronics By Mail

1150 N. Powis Rd., West Chicago,
60185 » (312) 293-1825
All Orders Shipped In
uctory-Sealed Cartons
Write Or Call For
The Lowest Prices

LOWEST PRICES ON
RECEIVERS TURNTABLES TUNERS
SPEAKERS CHANGERS CARTRIDGES

TAPE DECKS AMPLIFIERS HEADPHONES
CALCULATORS COMPACTS CAR AUDIO

. . . 1150 N, Powis Ad
Top Discount Audio we chicago i 60185
{312) 293-1825

e

HF-2

Please send me a quote on

MR
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Music in Print

America: Harbor. WBP, 2 songs, $6.95.

These are three serious young men,
deeply in love with life. who are aiso
dedicated crafismen. Their albums are
consistent bestsellers, yet their printed
music is overpowered by the arranger's
desire to duplicate pianistically every re-
corded sound, whether it be bass note.
accompanying riff. open-string har-
monic, or vocal roulade.

The America songbag is soft-sell, ten-
der, and melodious but. at the same
time, uncompromisingly swinging.
Much of the material features heavy-ar-
tillery left-hand sixteenth notes that slug
it out with right-hand counterrhythms.
and the folio becomes a mined field 100
dangerous for the average Joe. It Amer-
ica wants 1o make music, not war, a
change of notation strategy is in order.

Best of the Doobies. WBP, 11 songs.
36.95.

This folio contains Takin’ It 1o the
Sireets. Listen 10 the Music, and nine
other chart busters, most of which are
notated as rhythmic instrumental figures
with the vocalist supplying the melody.
It will require the best of your piano
technique, especially since the Doobies
have seventy fingers and you presumably
have the regulation ten

TheErrol Garner Songbook. CLP, 2]
songs. 36.95.

The essential Errol Garner, all natural
ingredients, preserved with the artist's
own special joie de vivre. Misty. of
course, but in two forms: as a vocal and
as a piano solo beautiful enough to break
the heart. There's also 4 discography. a
biography. eleven full pages of photo-
gmphs metronomic mdrl\lngs hnger-
ing. and detailed annotations. To play
through the Erroll Garner Songbook is 10
be at once transported and transformed.
We are indebted to arranger Sy Johnson
and editor Martha Glaser for this daz-
zling package.

- ___J

Big 3—Big 3 Publications
CLP—Cherry Lane Publications
UA-—-United Artists Publishing
WBP—Warner Bros. Publications
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New York, New York. UA, 16 songs,
54.95.

New York. New York is not a completely
original movie score, but a combination
of twelve evocative band-vocalist stand-
ards of the '40s (Don’t Be Thar Way
Once in a While. Honeysuckle Rose are a
few). with some incidental music by
John Kander and Fred Ebb. Those two
minstrels have spent a decade at the
court of one particular queen; the chal-
lenge is 10 assert your own voice and
good taste and avoid becoming Instant
Minnelli.

Liza Minnelli

Elvis Presley: Record Breakers. Big 3, 10
songs, $3.50.

We're all familiar with these twelve-bar
blues-structured songs: Hound Dog,

Continued on page 130
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Genesis presents affordable realism

The beauty of street music is the
realism. There are no mikes,
amplifiers, wires, or speakers.
No speakers. Wouldn't it be
great if we could hear music all
the time without speakers.
Genesis would like to bring you
the next best thing. Speakers
you can’t hear. You'll hear the
music instead of the speakers.
You see, we thought it would be
nice to design a speaker line that
didn't sound like a line of
speakers. And a

very affordable speaker line.
Speakers for every budget
priced from $75-$300
depending on how much realism
you want.

We design all our speakers with
the laws of physics in mind, with
superior technology and
execution. We sometimes
wonder why more speaker
manufacturers don't follcw these
rules. We can't tell you the
answer to that, but we can tell
you more about Genesis
speakers, and how they're built.
Visit your nearest Genesis dealer
and hear the speakers you can't
hear. You may be one step
closer to musical reality.

GENESIS

physics corporation

newington park, newington, n.h. 0380
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HIGH
FIDELITY

CLASSIFIED

130 East 59th St., New York, N.Y. 10022
Phone: (212) 826-8393/94

CLASSIFIED RATES: 1-time $1.20 per
word per issue, minimum $12. 6 consecu-
tive issues—$1.10 per word per issue. 12
consecutive issues—$1.00 per word per is-
sue. Words in caps—10¢ extra each.

Box Numbers: $1.00 additional per inser-
tion to cover cost of handling and forward-
ing mail. Count 10 extra words for box
number and address.

DISPLAY CLASSIFIED AND DISCOUNTS:
1inch by 1 column—$230. 2 inch by 1 col-
umn—$460. 3 inch by 1 column—$690.
Also 6 and 12 consecutive issue discount
rates. Deadline is two months prior to publi-
cation date. Full payment must accompany
All copy for classified ads.

for sale

3600” New L/N Scotch or Ampex tape, 10" metal
reel, 5 for $38.00. 24 page booklet on tape editing 80¢
Soundd POB 338, Dunwoody, Ga. 30338,

New Lambda Series from {

SpeakerKit ‘

Featuring the newest Philips and [
Eloctro-Voice drivers with compuler- 'g oy
assisled crossover design. {

[ 9 quallty st a surprisingly 3
affordable price. Assemble il yourseit.

Write for details.

=

SpeakerKit sox 121F. Menomonie, w1 54751

TAPE HEAD CLEANER, 8 0Z., AND RECORD CLEAN-
ING kit. Send $4.00 to KIT, BOX 176, Whitewater WI
53190.

Hi-F} reps needed. Excellent Stock, Lowest Prices,
Friendly Service. No investment or obligations! Hi-F|
Sales, Box 348 Dept H, Bryn Mawr, Pa. 19010 (215) 544-
1465.

STEREO COMPONENTS and SONY TV's at rock bot-
tom prices. Why pay up to 40% more? Nedco Distributors,
68-D Watertown Street, Watertown, Mass. 02172.

BUILD STEREO SPEAKERS
WITH JUST GLUE AND STAPLES.

Save up to 50% of the cost of ready-
bullt speakers by assembling Speak
P erlab kits. We've done the deslgn, car-
pentry and wiring, leaving you onty
the actual installation of the speaker

£ drivers. Most people take less than
two hours to assemble a kit, lllustrated, easy-to-follow
Instructions check you each step ofthe way. (Andif you
still can'tfinish the kit, we'll do it for you for just the cost
of return freight.)

When you're through, you have a high quality, multi-
element stereo speaker with a resonance-free enclo
sure, fiberglass damping, a crossover with real L pads,
and drivers that are some of the best in the industry.

Send for our free 52-page catalog. It's practically a
manual on speaker building and acoustics

Dept. HF-H ?2500 35th N.E., Seattle, WA 98105

PERFECTIONISTS PREFER *DYNAKITS. BEFORE
Purchase You Owe Yourself Our Quote. MAINLINE IIH,
971 Fronhelser, Johnstown, Pa. 15902,

PROTECT YOUR RECORDS POLY SLEEVES for jack-
ets 9¢ Roundbottom record sleeves 7¢ Poly lined paper
sleeves 15¢ White Jackets 35¢ Postage $1.50. Record
Supply House, Hillburn, New York 10931.

AUDIOPHILES WANTED! Pyt your knowledge to use,
earn an excellent spare time income. We need campus
Dealers to sell name brand stereo equipment at substan-
tial discounts In your area. No investment necessary. For
information and application please write: ABCO. Dept.
CR, 1201 East Main Street, Meriden, Conn. 06450. Calt
(203) 238-7979.

STEREO REPRESENTATIVES NEEDEDI! LOWEST
POSSIBLE PRICES!! OVER 100 BRANDS!! KRASCO,
998 Orange Ave., West Haven, Conn. 06516.

THE ABSOLUTE SOUND. in Its new issue (=10) takes
a cnitical look at two new "'super-speakers,” the Metro-
nome 2 and the Infinity QLS-1. There's an in-depth analy-
sis of a direct-coupied amp from Kenwood and four car-
tridges, Sleeping Beauty; the Pickering XSV-3000; the
Supex SD-900e Super; the Grado Signature I-A. Dozens
more components are reviewed, for instance, the Bravura
preamp; the Swiss-made FM Acoustics 800A amp; the
Advent receiver; the Elac SLS-555E cartridge; the Satin
M-18 moving coll cartridges; the Dynaco Mk Vi tube amp;
the Dahiquist passive crossover. We take a second look
at the Linn-Sondek turntable and compare the two
"Formula D 4" arms, the JH. & the Mayware. For stu-
dents of sound, we have a long interview with Robert Lud-
wig, America’s best master-disc cutter. The Price: $12
(four Issues); $13, Canada. Add $2 for first-class mailing.
Outside North America, $16 (air). The Absolute Sound
Box 5, Northport, N.Y., 11768
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BEST NIZ

INTHE  ZZ NN
WORLD!

Order tamous Brilish loudspeaker componenis direct at
discount prices. Build your own top quality hi-fi and disco
speakers. Save 50-70%. Send loday for free catalogue and
free constructionat detalts of 5/7/10 stement speakers.

WILMSLOW AUDIO

EXPORT DEPARTMENT A, SWAN WORKS,
BANK SQUARE WILMSLOW CHESHIRE,
ENGLAND SK9 1 HF.

—
“X

HI-FI ENTHUSIASTS WANTED! Earn more than just
Spare money in your spare time. We need campus repre-
sentatlves to sell name brand sterec components at dis-
count prices in your area. No investment required. Seri-
ous inquiries only, please. Contact: Mail Order Dept., K&L
Sound Services Co., 75 No. Beacon St., Watertown,
Mass. 02172. (617) 926-6100.

SAVE 50% BUILD YOUR OWN SPEAKER SYSTEM. Write
McGee Radlo Electronics. 1901 McGee Street, Kansas
City, Missouri 64108.

The *1.95 Tape
Encyclopedia

The 1978 BUYING GUIDE TO
TAPE SYSTEMS is a complete
up-to-date directory of all the ma-
jor 8-track, openree! and cassette
recorders; microphones; tapes;
4-channel equipment; head-
phones and accessories,

Pros and Cons of each type of re-
corder, how to select the proper
tape for your machine, what to
look forin headphones and when
to use certain accessories. The
BUYING GUIDE also contains
technical articles on how a tape
recorder works, using basing
microphone techniques and a
glossary of recording terminol-

ogy.
Send payment to:
High Fidelity
1978 Buying Guide
to Tape Systems

1 Sound Ave,
Marion, Ohio 43302

DYNACO, SHURE, SME-large Inventory, fast service—
PAT-5 FET $198K, $268A, Stereo 416 $430K, $567A, FM-
5 $132K, $190A, 3009/ series Il $100. Write or call for de-
talls. Underground Hifi Sales, 324b Broadwater Road
Arnold, MD 21012. (301) 647-0919. MC,VISA

CORNER HORN SPEAKER ENCLOSURE Bulld your own
for under $50.00. Send 14.95 for compiete plans and as-
sembly instructions. Kneller Audio Cabinets 'Dept. H,
6428 W. 27th Place, Berwyn lllinols 60402

ATTENTION! NEW JERSEY AUDIOPHILES. A real no-
nonsense audlo place exists!ll CONTEMPORARY
SOUND ASSOCIATES handies and evaluates some of the
finest names in audio. - FRIED - RAM - LINN SONDEK DB
SYSTEMS - SUPEX + Van Alstine + Luxman - 3A - Tran-
scriptor + Keith Monks - Stax - Crieghton Labs - Sound
Concepts - Grace - Hegeman Sub. A Truly Personallzed
Service. 35 Little Falls Rd., Fairtield, N.J., (201 )575-1135,

WHOLESALE STEREO. Lowest possible prices. 180 +
brands. Esoteric, Atarl, Fairchlia, VTR's, Calculators, Ap-
pliances, TV's. For quotes, write Stellar Sound, POB
49285, Austin, Texas 78765.

BUY FROM MANUFACTURER. SEND US $10 for10 C-60
Chromium Dioxide blank cassettes. PolyArt Company,
P.O. Box 5170, Tsimshatsul, Hongkong.

miscellaneous

DIAMOND NEEDLES and Stereo Cartridges at Dis-
count prices for Shure, Pickering, Stanton, Emplre,
Grado and ADC. Send for free catalog. All merchandise
brand new and factory sealed. LYLE CARTRIDGES
Dept. H, Box 69, Kensington Statlon, Brooklyn, New York
11218. For Fast Service, call TOLL FREE 800-221-0906.

CONGRATULATIONS! YOU ARE NOW READING ONE
OF HIGH FIDELITY'S best read pages! Use It yourself
when you want to seil equipment, or a service, or want to
let the avid music listener know about anything. High FI-
delity Classified, 130 East 59th St., N.Y. 10022.

PROTECT YOUR ALBUMS. WHITE CARDBOARD RE-
PLACEMENT JACKETS 35c. PLASTIC LINED INNER
SLEEVES 15c. POSTAGE $1.25. OPERA BOXES, 78
SLEEVES AVAILABLE. FREE CATALOG. CABCO 301-3,
BOX 8212, COLUMBUS, OHIO 43201,

The Best New Stereo Systems Deserve The Best New
Stereo Records (Tapes too!) You need the Monthly
SCHWANN RECORD CATALOG avallable from record
shops everywhere or, for a sample copy PP, Send $2.50
fo: ABC-SCHWANN Pubilications, Inc., 130 East 59th St.
New York, N.Y. 10022

"Most fabulous pipe you ever smoked. Free brochure.
Brial Pipe, Box §81H, Musekegon, Mich.

new equipment for sale

SAVE UP TO 69% ON OVER 100 TOP BRAND AUDIO
components from Carston Studios, New Englang’s audlo
supermarket, one of the oldest mail order firms (est. 1962)
and certainly one of the most reliable. All orders shipped
from stocked warehouse. Send for price quote and price
list. Carston Studios, Old Brooktield Road, Danbury, Con-
necticut 06810.

The Comfortable Alternative to Headphones
YEAPLE .

Stczéopzllou/’
Model 900-reviewed in

High Fidellty,
Stereo Revlews7995
Model 400 -New
compacl version $ 495
FREE reviews and dealer list from:

Yeapie Corp., Dept. HF. 1255 University Ave., Rochester, NY 14607

BRITISH AND EUROPEAN EQUIPMENT DIRECT TO
YOU. Most quality makes of equipment available at aa-
vantageous prices. Price list and price quotes send Inter-
national Reply Coupon. For speclfic brochures send
$2.00 bills. Audio T, Dept A, 190 West End Lane London
NW86, phone 01-794 7848. Visitors welcome.

BUY DIRECT from England’s Hi-Fi Mail Order Special-
Ists? Save on British and European Hi-Fi components.
Ariston, Armstrong, Celestion, Decca, JR149, Lecson,
LS3/4A, Radford, Revox, SME, Tandberg, Tannoy, Tran-
scriptors, Michell Electronic/Hydraulic, etc. Shlpping list
free or send $3, cash bills only please, to include liter-
ature Goodwins, 7 The Broadway, Wood Green, London
N22. Phone 888-0077. Visitors welcome. Mastercharge,
Bank Americard accepted.

HIGH FIDELITY MAGAZINE
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Hi Fi Components

RETARL
Walnut Loudspeakers 300 2‘5
Utility Loudspeakers 260 215
Powered Loudspeakers 900 695
Smaller Loudspeakers 188 149

#2 Loudspeakers 178 139
#3 Loudspeakers 104 89
300 Receiver 270 239

201 A Dolby Cassette 400 339

TO ORDER: SEND 50% DEPOSIT.
BALANCE COD, MASTER CHARGE.
VISA. AMERICAN EXPRESS
ACCEPTED.

Quentities lumited Aliow 5-8 weeks for delvery

tHe Wwakenouse
Write for catalog of other . el

kamazlng money saving valués.

LOWEST PRICES ON STEREO-ESOTERIC compo-
nents M Over 150 brands. Audio Unlimited, 3386-C Golf,
San Jose, CA 95127 (408) 985-2285.

BBC Deslgns, Audiomaster LS3/5A speakers, direct ex-
port from England. $299. (Canada $329) per palr, post
free. K.J. Leisuresound, Dept. HF, 48, Wigmore Street.
London, W.1., UK.

tapes & records
RARE OPERA, SYMPHONIC MUSIC ON OPEN REEL

TAPE. Historic performances. EUROPEAN, DOMESTIC.

Free Catalogue. Underhill, Box "“U,” Bellpont, NY11713.

GOLDEN AGE RADIO—YOUR BEST SOURCE for radio
tapes. Free catalog. Box 25215-J, Portland, Oregon 97225.

"SOUNDTRACKS, SHOW, NOSTALGIA & JAZZ—
FREE Catalog & Offering List—A-1 Record Finders, P.O.
Box 75071-H, L.A. CAL. 90075’

SCOTCHRECORDING TAPE, LOWEST PRICES. TAPE
CENTER. Box 4305C, Washington, D.C. 20012.

CLASSICAL LP's CURRENT/OOP. BI-MONTHLY
LIST. ARS, Musica 13 Dante Street, Larchmont, N.Y
10538.

CUT-OUT RECORDS. HUGE STOCK. ALL NEW. No
catalog, Cohn, 2205 Marylane, Broomall, Pa. 19008.

RAREST CLASSICAL, SOUNDTRACKS, SHOWS,
PERSONALITY LPs. Huge catalog 50c. Grammy's Attic,
Box 181, Bluttton, SC 29910.

‘HISTORICAL OPERA DISC & TAPE—Magnificent
quality, speedy service. Greatest live performances of
past 50 years. Reel, cassette, disc. Free Catalog. Histor-
ical Recording Enterprises, Box 12, Kew Gardens, N.Y
11415,

'LIVE OPERA TAPES. Reels—Cassettes. Unbelievable
treasures since 1926. Over 2,500 selections. Free DELUX
Catalog: MR. TAPE, Box 138, Murray Hill Station, NYC
10016.”

BASF TAPE; All widths 40—50% off. All tapes guaran-
teed! INTERGALACTIC, 1043 Kirts, Troy, Michigan
48084.

YOUR MAIL-ORDER TAPE SPECIALIST IN WASH.
D.C. SAME DAY SHIPMENT-DISCOUNT PRICES. BASF,
SCOTCH, MAXELL, TDK & CAPITOL. FREE PRICE LIST
SAXITONE TAPE SALES, 1776 COLUMBIA RD. N.W.
WASHINGTON, D.C. 20009.

RARE RECORD/TAPE COLLECTOR'S DIRECTORY.
Treasury of over 100 addresses—annotated—for coliec-
tors. Send $4.95 COLLECTORS DIRECTORY, 550 E.
Rustic Road, Santa Monica, Calif. 90402.

THRILLING LIVE OPERA TAPES, CASSETTES. THOU-
SANDS OF PERFORMANCES SINCE 1930's. PERSONAL
SATISFACTION GUARANTEED. SPECIAL BONUSES.
MAGNIFICENT FREE CATALOGUE. LIVE OPERA, BOX
3141. STEINWAY STATION, L.L.C. N.Y. 11103

BLANK TAI:DEK_ SALE

MAXELL:

UDXL-C60 (1 or If) .. .$2.20  SA-C60 $1.97
UOXL-C0 (! of I1) 309 SA-C90 2.85
UD-C90 253 AD-C90 2.39
LN-C90 178 D-C90 154

BASF: Studio C-90 2.35
BASF: Chromium C-80 2.3§

UD-35-90 4.45
UDXL-35-908 5,40
Minlmum order 12 pieces. All tapes can be assorted. PA add
sales tax. Shipping $2.50 per order. Or write for complete
catalog

Tape World 220 Spring St, Butier, PA 16001

FeBrRUARY 1978

SOUSA RECORDS. Free catalog upon request. Staf-
ford, Box 36163, Grosse Pointe, Mich. 48236. Dealer in-
quiries invited.

VIENNESE LIGHT MUSIC SOCIETY WALTZES, POL-
KAS, Overtures on imported Dolby cassette. Most Non
Schwann. K.C. Company, Box 793, Augusta, Maine
04330.

DISCONTINUED RECORDS, CLASSICAL, POPULAR,
lists. Steinmetz. One Seaview, Massapequa, NY 11758,

OPERA TAPES. 3000 from world wide sources. Some
avallable on cassettes. Corey, Box 1123, Malibu, Califor-
nia 90265.

INDIRECT DISCS with Burwen fidelity. DICK WELL-
STOOD—Jazz Piano, PETTY TRIO—Dance $15 each
postpaid. DECIBEL RECORDS, Dept. 7, P.O. Box 631
Lexington, Mass. 02173.

TIMINGS OF THE CLASSICS. Guide lists average per-
formance time in minutes of over 1,250 works from the
classical repertoire from 115 composers. Includes 98 op-
eras. A MUST FOR HOME TAPE RECORDISTS. Send
$4.95 check or money order to HBC Agency, Box 57,
Matawan, NJ 07747,

TDK, MAXELL, MEMOREX, CASSETTES, REELS, 8
Track Free Catalog, New Guaranteed. S&S AUDIO, P.O.
BOX 56039, Harwood Heights, IL 60656

SEARCHING? WRITE DISContinued RECORDS, 444
South Victory, Burbank, California 91502.

SHOW ALBUMS—Rare, out-of-print Ips, 64-page list
$1.00. Bakers Wite cast LP $9.95. Broadway-Hollywood
Recordings, Georgetown, CT. 06829.

EVERYTHING ON OPEN REEL! Classical, Popular,
Dolby, Quadraphonic. Latest releases. For "Reel News,”
send $1.00. Barclay-Crocker, Room 857 H, 11 Broadway,
New York 10004.

JAZZ records, new and used. Domestic and imported.
Quality service since 1958. Free monthly lists from Coda,
Dept. H, Box 87, Station J, Toronto, Ontario M4J4X8 Can-
ada.

RARE SOUNDTRACK, original cast, personality LP
Record Auction. Free List. Records, P.O. Box 154, Astor
Statlon, Boston, Mass. 02123,

RECORDING TAPE—OUTSTANDING VALUES! Cas-
seftes, 8-tracks, open reels, video, data tapes, bulk cas-
settes, accessories. New, Fully guaranteed. Free catalog.
Write: Magne House, 2015-D, 17th Street, San Francisco,
CA 94103.

1930-1962 RADIO PROGRAMS. PROFESSIONAL 200
page catalog, $1.25. AM TREASURES, Box 192HF, Baby-
fon, NY 11702.

OLDIES ON OPEN REEL TAPE, FREE BROCCHURE. Rock
N' Reel Rental Dept. HF, 4 Prescott Ave., Dix Hills, N.Y
11746.

78 COLLECTORS: FREE LISTS. RECORDSE GRADED BY
sound, not appearance. State classical or non-classical
Lane Audio & Records, Box 29171, Los Angeles, CA
90029.

NOTICE:

Record Raters
Wanted

{No experience required) Each month you
will receive nationally released albums to
| rate There is no extra charge for the LP’s
you receive — all you pay 1s a small
membership fee which covers all costs of
the LP’s including postage and handling. In
retum for your opinion you will builld a
substantial album collection - “first come
basis.” For application wnte

Box 10245 Dept "HF
5521 Center St.. Milwaukee, WI 53210
'Guaranteed’’ © 1975 E.AR.S. INC.

SELL YOUR USED RECORDS. AUCTION LISTS pub-
lished every three months with your records listed. Send
§0¢ for details. Record Researcher R.R. 3, Box 24, Bowi-
ing Green, KY 42101,

RARE VOCALS, CLASSICAL, POPULAR. LIST 50¢. P.O.
Box 127, Coventry, Conn. 06238.

CLASSICAL CASSETTES. Quality Guaranteed. Stereo-
Dolby. Credit Cards Accepted. FREE Catalog. EKR Clas-
sics, GPO Box 1977H, New York, N.Y. 10001

DELETED JAZZ ALBUMS. Complimentary Catalogue:
CHARISMA, Box 455, Adelaide P.O., Toronto, Canada.

EAGLES TO JOLSON FOR THE TRADE. RKNROL
TRADER. Send for list Box 18083, E. Harttord, CT 06118

FREE AUCTION LISTS O.C.’s, SOUNDTRACKS, PER-
SONAUTIES, JAZZ SPECIFY LIST. "Want Lists” filled
send to- AGM Records LTD, 1619 Broadway. N.Y.C.,N.Y
10019

services

COLLEGIATE RESEARCH PAPERS. Thousands on
flle. All academic subjects. Senc $1.00 for mail order
catalog. Box 25916-R, Los Angeles, Calif. 90025 (213)
477-8474

publucatuons
BES™ AMERICAN CLASSICAL SECTION also Jazz,
Rock RECORD REVIEW Magazine Sampie $1.00;

Twelve Issues $8.00
90009.

Box 91878-HF, Los Angeles, CA

business opportunities
ADD $300 TO $1000 TO YOUR INCOME PER WEEK with-
out giving up your present job. Littie known Business is
making people wealthy. Send $3.00 for details to MBM
Inc., PO Box 139, Whitestone, N.Y. 11357,

e ——————— ——1

I—I'lIGH FIDELITY

| Classified Advertising Department

130 East 59th St., New York, N.Y. 10022 212-826-8393/94
| Michael Littleford, Classified Advertising Manager |

| Please run the following classified advertisement in the next available |

| issue.

l Name

l Address

| City

| Telephone.

_ State

_Zip.

| RATE: For Regular and Display, see schedule above. *CASH MUST |
| ACCOMPANY ORDER. Closing two months prior to issue.
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Continued from page 126

Blue Suede Shoes. Jailhouse Rock. But
don’t dismiss this modestly-priced.
purple-bordered folio as just another
souvenir-book/tribute, attempting to
capitalize on our collective grief. Think
of it, instead. as a mini course in success-
ful songwriting. These ten selections
made millionaires out of fifteen profes-

sional and amateur writers. some of

whom have never written another note
(not that they have t0). Why couldn't it
happen 1o you? There will never he an-
other Elvis. noranother Camelot. but the
music s his legacy. and it is yours for
playing. singing, analyzing. or just plain
remembering.

Linda Ronstadt Songbook: Volume Two.
WBP 21 songs. $6.95.

The reigning queen of country and pop
achieved her title by recording mawkish
ballads more appropriate for an Edith
Piaf. No one else could successfully
bring off the Sweeta-laced lyrics of J. D.
Souther’s Fuithless Love or J. B. Coats’s
The Sweetest Gift. But Heart like a Wheel
and You're No Good provide a litile con-
temporary balance. and the piano-vocal
arrangements are simple and clean.

Stairway to Heaven Plus 24 Heavy Hits.
WBP, 25 songs, $4.95.

A hard-rock transcription is a good find.
and here are twenty-five of them in vary-
ing degrees of playability. Most of these
songs need orchestral companionship—a
division of labor between your piano
and a few friendly guitars would do the
trick. But if you are a really swinging
single, you can make out all right alone.
One word of warning: still more reprints
of Beatle songs.

Neil Young: American Stars °n Bars
Songbook, WBP. 9songs. $5.95.

Mr. Young may have written this mate-
rial seriously. but I doubtit. And if he is
putting on the world, he has a prety ex-
pensive way of playing games. [ think
you get the point: This American star is
burned out. incoherent. jaded, and
faded. Of that heart of gold, all that re-
mains is tuneless senitity. Do not buy this
folio: permit the artist to disintegrate in
private. ELISE BRETTON
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3d T155a/H al Mag
Ste eo Cartridge pre-mounted in
riversal tone arm head she

To find out how much
better our cartridge
sounds, play their
demonstration record!

There are some very good test
and demonstration records avail-
able. Some are designed to show
off the capabilities of better-than-
average cartridges...and reveal the
weaknesses of inferior models.

We love them all.

Because the tougher the
record, the better our Dual Magnet™
cartridges perform. Bring on the
most stringent test record you can
find. Or a demanding direct-to-disc
recording if you will. Choose the

Audio-Technica cartridge that
meets your cost and performance
objectives. Then listen.

Find out for yourself that when
it comes to a duel between our
cartridge and theirs... we're ready.
Even when they choose the weapons!

What you'll hear is the best
kind of proot that our Dual Magnet
design and uncompromising
craftsmanship is one of the most
attractive values in high fidelity.
For their records...and yours!

‘audio-technica.

INNOVATION o PRECISION o INTEGRITY

AUDIO-TECHNICA U.S., INC.

Dept. 28H, 33 Shiawassee Avenue, Fairlawn, Ohio 44313
In Canada: Superior Electronics, Inc.

CIRCLE 5 ON READER-SERVICE CARD
HiGgH FIDELITY MAGAZINE



Marantz goes beyond
THD to lower TIM
(transient intermodu-
lation distortion).

Because TIM doesn’t
show up on conventional
amplificr testing equip-
ment, most manufacturers
and their engineers aren't
even aware that it exists
in their amplifiers. Even
if they were, they probably
wouldn't know what to do
about it.

But because Marantz
builds for the music and
not just the specs we know
how destructive TIM can
be to pure sound repro-
duction. And we've devel-
oped a revolutionary new circuit design to
eliminate it.

The reduction of TIM can be the single most
important element in making an amplifier
sound better. For instance, two amplifiers with
identical total harmonic distortion (THD)
specifications should sound the same when
compared ... but the one with low TIM will
sound audibly better! That's because TIM adds
an unnatural harshness to the music. It's not
only detrimental to pure sound reproduction,
but it can have an emotional effect that you
experience as “listening fatigue”

TIM is caused by an improper design of
“negative feedback circuitry)’ by other manu-
facturers. Every modern amplificr uses it to
lower THD. But excessive negative feedback
coupled with an insufficient slew rate* can
lead to gross internal overloads under the con-
stantly changing transient and sound levels of
music. That distortion is TIM.

The gentle slopes of
continuous sine wave test
signals normally used to
test an amplifier simply
cannot detect TIM
distortion. It requires the
type of extremely sophisti-
cated spectrum analysis
equipment developed
by the space industry to
analyze radio frequencies.

Our answer to TIM 1s
a circuit design that
ensures the widest band-
width and the lowest
obtainable THD before
negative feedback is
applied. The Marantz
170DC Stereo Power
Amplifier (the 1152DC
and 1180DC also use this circuitry), for
instance, needs only 1/100th (— 40 dB) the
amount of negative feedback commonly
required by other amplifiers to yield the same
low THD figures.

Incredibly, Marantz amplifiers with low TIM
design can deliver flat frequency responsc from
0 Hz to 20 kHz without the use of negative
feedback. And this same circuit design provides
the optimum slew rate for minimum TIM and
maximum reliability.

Result: Marantz reduces TIM to an inaudible
Jevel, which means you get clear, clean sound
from all your records and tapes. Think of
Marantz with low TIM as a window to the
original performance.

If you truly want the best reproduction of
musical sound available anywhere —and are
willing to spend a little more to get it—then go
for it

Go for Marantz.

1 2 8 7= o =8 A V &

We sound better.

“The maximum change of voltage per unit time. © 1978 Marantz Co.

Inc., a subsidiary of Superscope, Inc., 20525 Nordhoff St.

Chatsworth, CA 91311. Prices and modcls subicct to change without notice. Your Marantz dealer has the full line of Marantz

amplifiers. Look for him in the Yellow Pages
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The1980 Kenwoods.

No. We're not kidding. By 1980. the kind of
performance these new Kenwoods deliver will be
considered commonplace. Here's a summary

1. The KA-7100 is an integrated DC amplifier with
dual power supplies delivering 60 watts per channel
minimum RMS at 8 ohms from 20-20k Hz with no
more than 0.02% total harmonic distortion Not only
s that the lowest THD of any integrated amp, the
KA 7100 is the lowest priced DC integrated amp on
the market. ($300*

2. The KT 7500 marks the next plateau for FM
tuners. For optimum reception under any condition
It has two independent IF bands: the narrow band
virtually eliminating interference when stations are
lose together the wide band for lower distcrtion
and maximizing stereo separation. In addition, weve
developed new circuitry which eliminates the high

frequency beat distortion (that is swishing noises)
thought to be inherent in stereo FM broadcast. Even
were impressed that it costs only $275*

This combination of separate amp and tuner
not only gives you performance unheard of in other
separate components, it gives you performance
that will remain elusive in receivers for quite a while

The Kenwood KA-7100 and KT 7500. Solid
evidence that the breakthroughs occurred ahead of
schedule. and available to you now for a truly
remarkable price. $575* for the pair

‘Nationally advertised value Actual prices are established by

Kenwood dealers. Handles optional

KENWOOD

or the Kenwood Dealer nearest you. see your Yellow Page
write Kenwood 15 Broadway Gardena. CA 9024



