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AND SO IS THE FIGHT
ABOUT TUNERS.

At one time the struggle between amplifiers was won by the amp that had the
most muscle. And the tuner that brought in the most stations also brought in the’
most acclaim. :

Today, there’s one series of amplifiers whose technology has put it in a class by,
itself. And now, with Pioneer's new TX 2800 tuner it's met its match. '

While other tuners offer features that just sound great, every feature in{
Pioneer's TX 9800 helps to produce great sound.

Unlike ordinary tuners that are content with ordinary circuitry, the TX 9800 has
a new Quadrature Discriminator Transformer that works with Pioneer’s exclusive
PA 3001-A integrated circuit to reduce distortion to 0.05% at 1 KHz and raise the
signal-to-noise ratio to 83 dB. Whew!

Many of today’s tuners use sophisticated low pass filters toremove the 19 KHz |
pilot signal that's present in every stereo broadcast. But while they're effective in
removing the pilot signal, they're also effective in removing some of the music.

The TX 9800 has Automatic Pilot Cancel-
ling Circuitry that makes sure every part of the

— . —

-

z e B music is heard all of the time. And that distor-
it b tion is veritably unheard of.
8 ] 0 o 05 The crowning achievement of mosttuners
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AL TRENCTITAND CENTIR TUNING MiTeRs.  today is Fhe sensitivity of their front end. And '
FOR A DRIFT-FREE PERFORMANCE. though it's much to their credit to bring in weak |

ot 2 s stations, it means nothing unless they can do it
§ without spurious noise or other interference.

The TX 9800’s front end has three dual
gate MOSFET’s that work with our five gang
variable capacitator to give you an FM sensitiv-

INSTANTANEOUS FLUROSCAN METERING ]ty Of. 88 dBf And aIS.O make sure thé?t your
THAT LETS YOU WATCH EVERY PERFORMANCE favorite music is not disturbed by what's play-
WHILEYOU HEAR T ing elsewhere on the dial.

And while most tuners today give you one band width for all FM stations, the
TX 9800 gives you two. For both AM and FM. A wide band that lets you bring in
strong stations loud and clear. And a narrow one that finds even the weakest
station on a crowded dial and brings it in without any interterence.

All told, these scientific innovations sound mighty impressive. But they
wouldn't sound like much without an even more impressive tuning system.

The TX 9800 has a specially designed Quartz Sampling Lock Tuning System,
that fortunately, is a lot easier to operate than pronounce.

Simply rotate the tuning dial to your desired station. When the station is tuned
exactly right a “tune” light comes on. By releasing the tuning dial you automatically
lock onto that broadcast. And automatically eliminate FM drift.

By now, it mustbe obvious that the same thinking that wentinto Pioneer’'s new
amplifiers has also gone into their new line of tuners. WPIONEER"

So just as Pioneer ended the class struggle between amps, We bring it back alive.

71978 U S Ploncertiecronics Corp

they won the fight between tuners. With a technical knockout. sfsm soronns () o0rs
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THE STRUGGLE
BETWEEN THE CLASSES
IS OVER.

Foryearspeople have clashed over which amplifiers are best. Class Aor Class B.

Expensive Non-switching Class A amplifiers are known to offer the lowest levels
of distortion. At the same time, they also offer the highest operating temperatures.

And while Switching Class B amplitiers increase efficiency, they also increase
listortion.

So if you're not paying through the nose for a heat-producing Class A amplifier,
ou'll be paying through the ear for a distortion-producing Class B.

At Pioneer, we believe most

I - of today’s Class A and Class B
! i amplifiers are pretty much in the » E
2\ A NAK] same class. }l?he class below &5
E [\ AL, Pioneer’'s SA 9800. / o
Pioneer’s Non-switching SA
CLASS A AMPLIFIER. CLASSB/-\MPLIFIER. 9800 Oﬁers the eﬁlClenCy f.o.und SA-9800. a
LEASTDISTORTION ~ MOSTDISTORTION  in the finest Class B amplifiers.  1ess bisTORTION, LEss
BUT MOST HEAT. BUT LESS HEAT. Wlth & diStOl’tion level f.ound in HEAT, AND MORE POWER.

1e finest Class A. An unheard of 0.005% at 10-20,000 hertz.

And while you're certain to find conventional power transistors in most conven-
onal amplifiers, you won't find them in the SA 9800. You'll find specially developed
ET (Ring Emitter Transistors) transistors that greatly increase frequency response. So
istead of getting distortion at high frequencies, you get clean clear sound: Nothing
1ore. Nothing less.

Instead of slow-to-react VU meters that give you average readings or more
>phisticated LED'’s that give you limited resolution, the SA 9800 oftfers a Fluroscan
ietering system that is so fast and so precise it instantaneously follows every peak in
1€ power to make sure you're never bothered by overload or clipping distortion.

And while most amplifiers try to impress you with all the things they do, the SA
800 can even impress you with the one thing it simply doesn't do. It doesn't add
1ything to the sound it reproduces. An impressive 1 1('5de S/N ratio is proot of it.

While these features alone are enough to outclass most popular amplifiers, the
A 9800 also offers features like DC phono and equalizer sections and DC flat and
>wer amps that eliminate phase and transient distortion. Cartridge load selectors
atlet you get the most out of every cartridge. And independent left and right channel
>wer supplies.

Obviously, it took revolutionary technology to build the SA 9800. But the same
~nology and skillful engineering that went into the SA 9800
.0 goes into every amplifier in Pioneer’s new series. . .

18‘\t Pioneer, we're cé)rtain that others will soon be entering the QPIONEER" -

L 2 We bring it back alive.
1ss of 9800. And though they all may be built along similar lines, assus et cromes o,

terms of value Pieneer will always be in a class by itself. B Ontord Drive, hoomachie, N.1.07074.

Circle 40 on Page 95
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The Evolution of Excellence

In 1347, Pickering built the first magnetic cartridge

and holds 13 U.S. and numerous foreign patents

on cartridge design. In 1976, Pickering launched a

nex modern high fidelity era by introducing the first

of a new generation of phono cartridges, the

Pickering XSV/3000, acclaimed a top performer
L by, critics and reviewers worldwide.

ow Pickeringtakesthe Stereohedron® Series one
ler beyond excellence with the new XSV/4000.

" Technical advances in both design and construc-

" tie’{’i have made this degree of perfection possible.

¢ 1979 PICKERING & CO INC

A lightweight, high energy, samarium cobalt mag-
net 2nd shaped-forssound Stzreohedron Stylus tip
are major innovations that eclipse previous

andards in fcur crucial areas. Im-
bility. Expanded frequency re-
ider channel separation. And

@rmation write to: Pickering & Co.
Bivd., Plainview, N.Y. 11803

NG
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John Gay: The Beggar's Opera

My Love is all Madness and Folly,
Alone | lie,

Toss, tumble, and cry.

What ahappy creature 1s Poily!

Was e'er such a Wretch as Il

With Rage | redden Iike Scarlet,
That my dear inconstant Varlet,
Stark blind to my charms,

Islost in the Arms

Of that Jilt, that inveigling Harlot!
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No matter how

good your present

stereo system.
can improve it!

Add effortless clarity and

transparency with our new

® Omnitec™ series Vector-

Aligned™ dual magnet cartridge or

AT30E moving coil cartridge with
user-replaceable stylus.

Laboratory precision is the hallmark
of every A-T tone arm for home, studio,
or disco.

You might pay $1000 or more for
speakers almost as good as these
remarkable electret stereophones.

5
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Use our complete line of record and
stylus cleaners to keep your collec-
tion sounding great years from now.

Here's proof-

LIFESAVER is the first truly com-
plete record preservative. Stops
static and record wear for years.

Create your own ‘‘Grammy award-
winning’ tapes with studio-quality
Audio-Technica microphones.

Make it all worthwhile with thrilling
direct-to-disc and digitally-mastered
performances from around the world.

When you add Audio-Technica, you
multiply listening enjoyment. At
leading audio stores. Write for cata-
log and dealer list, today.

audio-technica.

INNOVATION o PRECISION T INTEGRITY

AUDIO-TECHNICA U.S., INC., Dept. 20H
33 Shiawassee Avenue, Fairlawn, Ohio 44313
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If you want a fraqmency response with nare dynamic range and ®
more high-end ext=nsion, you'll want mot1in2 less than metal I GChnlcs
tape. And for about $380 there are many me:al tape decks to ¢
choosz from. Euti you want more than just matal, you'll want
what most other comparably priced dacks don't give you.The
3 heads and daub e Dolby? in Technics RS-M&3.
The RS-M63’s 3-head configuratior ets you do what most
other comparasly pricad decks don’t: Monitar your racordings
while you're reconcing. And, since our separate HPF record
and playback heads are precisely gapped and enclosed in a
single housing, yau wen't get azimuth error. What you will get
is an extremely wide frequency respoise with CrO2 tape and
an incredibly high response with metal tape.

Wow and Flutter Frequency Respor)se | ~ S/N

t

20Hz-20kHz{metal;
0.05% WRMS 20Hz-18kHz{FeCr/CrO 2 67 dB Dolty in
20Hz-17kHz{normal

As good as tha:sounds, double Doloy will make it sound
even better, becamse there are separate Dolby circuits for
recorcing and plavback. So you can monitcr scur tapes with
the full effects of Dolby Noise Reduction. That means a lot
when it comes to xccurate recordings.

So do the RS-M&3's fluorescent (FL) bar graph meters.
Especially when it comes to dynamic reng=. Bacause with their
device attack time of just 5-millionths of a second, they can
respond to the most sudden musical transients.

To help you male the most of all this performance, the
RS-Mé43 has a fine bias adjustment, soyou can get tha most
out of all kinds of zape. And you’ll spend more time listening
to music and less 1i ne searching for it, because we include the
memory featuras vou need. Like auto--ewinc, auto pky and
rewind auto play.

Technics RS-Mo3. The only deck to considar whenyou
consider what you get for the price.

* Recommended price for Tesknics RS-M63, but actual price » # ke se* by dealers. |
1 Dolby is a trademark of C:ob- Labdratories.

Before you spend $380°on a
metal tape deck, make sure it has
3 heads and double Dolby.
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Scotts
e,
i

350 R AM/FM Receiver

Loudspeaker

460 A
Amplifier

PS-17A Turntable

These six best selling selections
from Scott’s full line of 30 high
fidelity components give you the
optimum combination of price
and performance. Get a best buy
for yourself, get a best seller
from Scott. You won't get a bet-
ter value from anyone. We know
because we’ve been around
longer than anyone.

For your nearest Scott dealer
call (617) 933-8800, or write
H.H. Scott, Inc. 20 Commerce
Way, Woburn, MA 01801.

HNSCOTT

The Name to listen to:

Makers of high quality high fidelity since 1947.
Circle 42 on Page 95

6 EDITORIAL HIGH FIDELITY

Good Luck,
ACS of the AD of the CEG of the EIA!

f all went as planned, about a month ago the Institute of High Fidelity will

have celebrated the beginning of its second quarter-century by ending its
existence as a separate entity and emerging—I hope not submerging—as the
Audio Components Subdivision of the Audio Division of the Consumer
Electronics Group of the Electronic Industries Association. For both the
quality-conscious IHF and the large, wealthy EIA the merger makes sense:
The latter will be adding many prestigious names to its pedigree, the former
will have large resources on which to draw.

The Institute’s main glory over twenty-five years has been its
image as an organization of manufacturers and importers dedicated to the
proposition that their products, or class of products, were better than others’,
and its determination to do its best to demonstrate that premise. Simply by
differentiating themselves from the mass producers of audio equipment and
holding up the banner of Quality, member companies have done consumers
aservice, for if that banner was meant to impress customers, those who
waved it could ignore what it proclaimed and implied only at the peril of
losing their special attractiveness.

It was during the waning days of 1954 that representatives of
some two dozen companies making high fidelity components met in New
York to form a mutual defense alliance. The enemy? Unscrupulous
manufacturers and merchants who were trying to cash in on the hot new term
"high fidelity,” thus debasing it for their own benefit but to the detriment of
responsible component manufacturers—and consumers. The main purpose
of the new association, called the Institute of High Fidelity Manufacturers
until 1963, was to spread the gospel of quality components, and to thatend it
almost immediately began to produce high fidelity shows wherein the public
could hear the latest in the best of audio equipment.

Over the years the Institute embarked on many other
commendable programs, the most directly beneficial to consumers being its
establishment of standards. These are not standards of performance—which
would probably result in lowering the industry’s level of quality (historically,
such standards have been devised to satisfy an industry’s lowest common
participant)—but standards of honest measurement of specifications.
Amplifier and tuner standards were developed as early as 1958, and while in
the early years we carped about their lack of rigor, we have applauded their
most recent revisions. And now, for the first time, IHF committees have been
activated to create measurement standards for tape recorders, turntables,
phono cartridges, and—God help them —loudspeakers.

One might even argue that the IHF’s indirect influence has been
even more important. While its forty or so general members are only a small
fraction of manufacturers of high fidelity components, the organization has
always served to remind the mass merchandisers of audio products of all the
companies that make quality goods and of the importance of the market they
serve. Elitism and clubbiness generally receive bad press, but in the high
fidelity industry they have led to benefits for all.

Perhaps, then, the most important function of the IHF was to
exist. Let’s hope that it will continue to do so, and with vigor.

farcus




INVEST IN
METAL.

AKATYs new metal decks with Super GX™ Heads
significantly improve specs with all tape formulations.

Once in a greac while, some truly
important advancements in ¢pe recoril
ing technology are introduced.

Metal tape is one of them. AKAl's
new Super GX Head 1s another

Found exclusively on all new AKA
metal-capability cassete decks, Suger
GX Heads reproduce unsurpassed, ensp
sensitive sound

Guaranteed* tor 150,000 houus,
Sup(‘l GX Heads improve frejuengy response l"\v up
2.000 He, signal-to-no.se ratioas mach as 6 dB and
expand dynamic range, as well. With every ape tormu-
lation you use

With a head this impressive, we had to design a
tull .'omplemem ot metal decks o match. The GX-FOO
is our op-ot-the-tine, loaded-wita-features edition. With
the 3-head performanze of our Super (X Combo Head,
High Current Erase Head o accommaodiee meral (ape.

*limied warrangy
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Instant Program Location System, Dual
Frocess Dolbyd two-color fluorescent bar
meres, tape/source monitoring, tine bias
ad uszment, mic/line mixing, memory
rewind and auto-repeat, just to name
atew. And take a fook ac chese specs:
Frequency Response 25-21,000 Hz (+3 dB
using metal taped, S/N Rado 72 dB (Dolly
on) ai metal position, Wow/Flutter less
than 0.03% WRMS.

The ather taree new decks share many of the same
outstanding specs and teanures. But no macter which one
you choose, you can teel contident that dollar-tor-dollar,
spec-tor-spec, »cu've made a sound investment you'll
want o live with ter a long tme

See tor yauirse f at your AKAI dealer, or write
AKAL PO. Bex 6C10, Compton, CA 90224, in Canady
AKATAUDIO VIDEO CANADA, 2776 Fast Broad-
way, Vanaouver, BC., Canada V5M Y8
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Synthes

Sony's new receiver creates higher-fi with a computerized

Dream up a stereo test and compare our new
STR-V55 receiver work of art with any other
receiver you care to hear. Or view.

o TR
’ The measure of the receiver you invite g ONY
into your home should feature unusually B
intelligent versatility. Ample power. somacer, 2 o E’

Inaudible distortion. And an attractive
design that speaks with a quality “finish.”
Of course, we'd like to recommend

our STR-V55 because we synthesized our L m e St
newest technology to give you the incredi- = 2 mowen awere | __I_ _ ﬂ | I ] !

ble accuracy of frequency synthesized
tuning, a versatile
microcomputer and
silent, uninterrupted
power. The tuner sec-
tion is so sophisticated
that a highly stable quartz-
crystal oscillator locks in AM
and FM signals for brilliant-
ly faithtul reproduction

* of broadcast programming.
And the microcomputer
gives you tuning options
that simply don't exist
anywhere else.

Memory scan is our latest exclusive tuning
advance to span the bands automatically. Press
a button and preset stations are automatically
tuned in sequence for approximately 3.5 seconds
each. Hands-off tuning lets you automatically
monitor your favorite stations and simply press-
ing the appropriate station button tunes in your
selection for continuous listening.

Choose auto tuning to capture stations
with frequencies that you don't know for certain.
A touch of a button precisely finds the next
station encountered up and down the fre-
quency band.

Manual tuning lets you approach known
frequencies at high speed and then obtains
the exact frequency in precise, discrete steps.

901 9B

HEADPHOMES

®

TUNING

T

m XTAL-LOCK / DIHTAL SYNTHESIZER
Tueg

LEVEL €C
—
Low MID GH  a AUTO

3.9 33

& NETING OFF [ MANUAL

And preset tuning instant-
} ly recalls any of the eight sta-
tions that are stored in our new
MNOS (metal nitride oxide
semiconductor) memory that
can't be accidentally erased.

Our beauty is not only designed for easy
viewing, it's coordinated to be proudly displayed.
Bright electrotluorescent digits display tre-
quencies. Bright green LED:s in a five-step array
show signal strength. And red LEDs pinpoint
your favorite stations at a glance.

Consider the power of 55 watts per channel
that propels the intimacy of the original per-
formance through Sony's advanced DC amp
technology. And a high-gain low-noise phono




ized Ari.

tuner, a DC power amp and Pulse Power Supply.

And highly responsive Hi-fT power transistors

artfully reproduce com-
plex wave forms

even at high
frequencies and
full output power.
Sound is so
clear that quiet
mtervals are Hi-fr power trag
quiet even at the highest listening levels.
Sony's STR-V55 is more of a receiver
because you demand to hear more of your
music. Own our masterpiece.

STR-V55

amp in the preamp section enables you to even
use an MC cartndge with your tumtable to
capture the subtleness of
the softest, most delicate
music.

It's also important to
know that an efficient,
compact Pulse Power
Supply provides stable DC
power even at peak levels.

SONY.



TDK's new improveme
~ has nothing to do with the sound.

It's the package.

Each TDK package is

now designed to catch your
eye as never before. Clean, modern lines.
Bright new colors. Bolder designations in
front. Full tape description in back, in
cluding sound characteristics, formu-
lation, bias and a frequency response
chartto let you know precisely what
you're buying without having to hunt for
a salesman.

And don't expect the improvements to
stop there. Inside there are complete
recording and cassette care tips. Invalu-
able for preserving the life of ea=h cas-
sette, even though each TDK cassette is
protected by a full lifetime warranty.*
There's also a convenient, tear-nut index
card to help you build a perfect reference
system.

=3 i
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HIGH RESOLUTION

Through it

you'll be able

to watch two red

double hub clamps reg-

istering tape direction as

they turn. Just when the improve-

ments seem to end, TDK tape technology

begins. TDK SA's cobalt adsorbed gamma

ferric formulation contirues to set the high

bias standard around the world. TDK AD,

the tape with the hot high end, is now

Acoustic Dynamic. You’ I see it in brand

new blue and silver colers. TDK D,

another member of TDK’s dynamic series,

makes many premium normal bias cas-

settes sound ordinary a1d overpriced.
That's all we have to report for now. But

there will be more to come. Part

A T R

Super Precision Cassetle Mechanism

L,
ATDIK

\"“l\‘&'

The machine for your machine

of TDK's philosophy is: when  g= ==

every improvement has 5{%&3-‘

been made, improve again. ¥, -,4¢
o

*In the urlikely event that any TDK cassette
ever fails to perform due to a defect in
“materials or workmanship,simply return itto
your local dealer or to TDK for a free
replacement.

Once inside, TDK couldn't step improv-
ing. There’s now a wider cassette window.

Supplier to tha U.S. Olympic Team

© 1980 TDK Electronics Corp., Garden City, New York 11530




FEBRUARY 1980

High Fidelity Ne

Ace’'s Dual filter

Ace Audio’s Model 4100 active
electronic filter is designed to eliminate
frequency interference both above and
below the audio band. According to the
company, the infrasonic filter cuts off at
18 dB per octave below 20 Hz and the
ultrasonic filter at 12 dB per octave
above 20 kHz to handle such effects as
those caused by record warps, turntable
rumble, RFI, and switching transients. In-
termodulation distortion is rated at less
than 0.025% from 20 Hz to 20 kHz. The
4100 is available in kit form for $66.50 or
wired for $97.

Circle 145 on Page 95

Mike mounting
from Brewer

Tensimount from Brewer Instru-
ments is a microphone mounting system
that adapts any mike to fit a standard
%-inch clamp. Its elastic elements are
said to provide more than 20 dB of me-
chanical shock isolation. Tensimount can
be used as a hanging holder, in a stage
floor stand, on a boom, or as a hand-
held isolator. With storage box and in-
structions, Tensimount costs $9.95.

Circle 143 on Page 95

4 Circte 51 on Page 95

Koss Corp. makes its debut in signal-processing society with the K/4DS
digital celay system, incorporating two 15-watt amplification channels to power
back speakers, plus a headphone circuit for private listening with the ambience-

enhanced signal.

“Environmental” settings range from small club to auditorium, and

an EQ switch provides bass compensation for the rear speakers. The delay time is
created by a single-circuit conversion chip that can store nearly 17,000 bits of

information. Price of the K/4DS is $500.
Circle 136 on Page 95

Encore
performance

The Encore speaker line from Elec-
tro-Voice consists of three acoustic-sus-
pension systems, inchuding the two-way
Model 55 with a 10-inch woofer. its fre-
quency response is rated at 40 Hz to 18
kHz, with the crossover at 2.5 kHz. The
output rating is 92 dB SPL from 1 watt,
measured at 1 meter; recommended am-
plifier power range is 5 to 60 watts (7
to 17% dBW). The Model 55 is finished
in walnut-grain vinyl and costs $175.
The Model 33, at $120, and Model 77,
at $215, complete the line.

Circle 138 on Page 95

Pocket-sized
cable tester

The CT-3 microphone cable tester
from Altair has an XLR-style connector
in each end and is automatically
switched on when inserted into a cable
path. It tests all three of the cable’s con-
ductors simultaneously and signals a
short, open circuit, or cross-wiring con-
dition via two LEDs. A remote accessory
allows testing of mike cables without
bringing their ends together after a
sound system has been set up. The CT-
3, powered by a mercury battery, is
priced under S50.

Circle 142 on Page 95



lfyouread
the specs,youwont
believe the prices:

MS-10 Loudspeakers:

$330.00* a pair N

DA-C7 Tuner-
Preamplifier.

$360.00%

e H PN
M4 S A A R A S ST U
BT iy | b e

DT-10 DA-A7DC
Cassette Tape Deck:  Power Amplifier:
$370.00% $330.00*

*Manufacturer's suggested retail price.

DP-EC7 Turntable: $300.00%*



lfyouread
the prices,youwont

believe

C SPCCS:

DP-EC7 Turntable:

DA-A7DC Power Amplifier: (cont.)

Preamplifier Section (cont.)

Drive 20-pole direct-drive
DC Servomotor

Speeds 333 and 45rpm
Speed selection  Automatic/manual
Wow and flutter Less than 0.03%
(WRMS)

Speed adjustment *3.0%
Signal-to-noise ratio  Better than 73dB
Tone arm, S-type static balance
Effective length 227mm (9")
Overhang 14mm (¥16”)
Tracking error +2.9°—-1.5°
Offset angle 22°
Headshell fiber reinforced plastic (FRP)

Anti-skating mechanism
Possible cartridge weight
Tracking force adjustment
0-3.0 gr. (0.1 gr. step)
Special functions: Auto lead-in, Auto
return from lead-in, Auto lead-out, Free
lift/cue, Free L-R traverse, Cue prevention
in absence of record, Auto speed change.

Dial setting
5.0-10.5 gr.

MS-10 Loudspeakers:

System/cabinet finish 2-way/walnut
Impedance 62 (min. 5Q2at 2kHz)
Power handling capacity

100W (IEC rated power)
Frequency response 35-20,000Hz *4dB

Speakers
Woofer 25c¢m (10") cone,
GFRP honeycomb
Tweeter Scm(2") cone

Output acoustic (pressure level)
87dB/W @ 1 meter

DA-A7DC Power Amplifier:

Note: All measurements are for 8 ohms
output unless otherwise stated.
Minimum continuous output power 75W
per channel, both channels driven, from
15Hz — 20kHz, with no more than
0.01% total harmonic distortion.
Total harmonic distortion 20Hz — 20kHz
At 40W per channel 0.004%
Intermodulation distortion
(70Hz: 7kHz, 4:1)

At rated power 0.008%
Power bandw:dth (IHF) (10Hz —60kHz)
(0.05% THD)
Frequency response

At rated power +0, —0.1dB
20Hz—20kHz

At 0.5W per channel
+0, —1dB DC—150kHz
Input sensitivity v

Damping factor 100, 20Hz — 20kHz

Channel separation

At 1kHz 80dB
At 20kHz 60dB
Signal-to-noise ratio at rated power
IHF-A closed circuit 122dB
DA-C7 Tuner-Preamplifier:
FM Tuner Section
Usable sensitivity
Mono 11.2dBf (2.0uV)
Stereo 23.1dBf (7.8u1V)
50 dB quieting sensitivity
Mono 20dBf (5.5uV)
Stereo 40dBf (55 V)
Signal-to-noise ratio
Mono: 76dB Stereo: 73dB
Frequency response +0.5,—1dB
30Hz — 16kHz

Total harmonic distortion at 1kHz, 65dBf
(figures in brackets for ‘narrow’ setting)

Mono 0.08% (0.25%)
Stereo 0.1%(0.5%)
Capture ratio 1dB (2dB)
Alt. channel selectivity 50dB (75dB)
Stereo separation (1kHz) ~ 45dB(35dB)
AM Tuner Section
Usable sensitivity ~ 200u V/m (bar ant.)
Selectivity 25dB
Total harmonic distortion 1%
IF response ratio 40dB
Preamplifier Section
Input sensitivity/impedance
Phono 1/2 2.5mV/50kQ2
Aux, Play 1/2 150mV/50k2

Output level/impedance

Rated 1V/600€)
Maximum 10V
Rec 1/2 150mV/600Q2

Signal to-noise ratio, IHF-A network
Phono 1/2 87dB (10mV)
Aux,Play 172 99dB (closed circuit)

Total harmonic distortion at rated output,
attenuator at —20dB, 1kHz

All inputs 0.003%
RIAA deviation *0.2dB,20Hz—20kHz
Tone controls boost/cut

Bass *10dB at 100 Hz

Treble *+10dB at 10kHz
Subsonic filter 18Hz ( —6dB/oct)

DT-19 Cassette Tape Deck:

Tape speed  4.75cm/sec (17&ips) £1%
Wow and flutter
(playback) 0.06% wrms

Fast forward/rewind ~ 80sec (C-60 tape)
S/N ratio +3VU, weighted, 400Hz

(200pwb/mm)

Dolby out: 56dB Dolby in: 64dB*
Erasure ratio

(1kHz) 70dB
Crosstalk

Between channels

(500 —6,300Hz) 35dB

Between tracks

(1kHz) 65dB
Harmonic distortion, 400 Hz

(160pwb/mm) 1%
Frequency response

Normal tape ~ 40—12,000Hz *+3dB

Special tape 40—15,000Hz *3dB

*Dolby is a registered trademark of Dolby Laboratories, Inc.

The“Economy”audio system
from Mitsubishi. Hear it at
your dealer’s now. And don't
bring a lot of money.

S MITSUBISHI

AUDIO SYSTEMS

For the name of your nearest dealer, please call (800) 621-5199 (in Ilinois, (800) 972-5855). For more information write Melco Sales, Inc.,
Dept.45, 3010 East Victoria Street, Compton, California 90221. In Canada, contact: Melco Sales Canada, Markham, Onario.

Circle 33 on Page 95
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More Shure
pickups

Shure Brothers has announced an
economy line of phono cartridges plus ez
an addition to the V-15 Type Il line. The High-end preamp from Bauman
Type II-HE {pictured above) is fitted
with hyperelliptical stylus designed for In the PRO-400 preamp, Bauman Research Instruments offers separate
optimum tip-groove contact and costs facilities for two high-level inputs, fixed- and moving-coil pickups, and two tape
$115; the VN-35HE styius is available decks. The tone controls are defeatable. A switchable infrasonic filter provides a
separately for $38 and can be used with rolloff of 18 dB per octave below 15 Hz. Fixed-coil cartridges can be loaded by
all Type Il cartridges. The economy pick- 47,000 or 100,000 ohms and 50 to 350 picofarads; loads of up to 1,000 ohms can
ups.include the M-72EJ and M-728B, be chosen for moving-coil models. The tape recording outputs are buffered. The
priced at $51 and $45.70, respectively. price of the PRO-400 is $1,050.

Circle 147 on Page 95 Circle 135 on Page 95

It sounds like 1it’'s made better.
It iSo There’s less than an inch from the stylus tip to

the connector pins on the back of a cartridge. But what's in that
inch determines what reaches your ears. And it’s why you’ll hear
such an improvement when you try an Osawa MP cartridge.

Non-resonant structure. The MP-50’s aluminum cartridge
frame has a precisely machined, squared oversize mounting flange
for perfect contact with your cartridge headshell. It assures that
all the stylus vibrations reach the magnetic circuit for a strong,
clear signal. The stylus doesn’t just clip to the cartridge—it’s

held securely by two Allen fasteners to maintain perfect
alignment with the cartridge body.

Cobalt/permalloy magnetic circuit. All Osawa MP car-
tridges employ a unique Moving Permalloy element that mod-
ulates the magnetic field generated by a Samarium cobalt mag-
net. This powerful combination gives you high $/N ratio and
high compliance. Stereo separation is dramatic.

If you want to see how better sounds are made,
Multi-laminated pole pieces of 0.1mm super permalloy re- visit your Osawa dealer.

duce eddy currents to provide unusually good

sensitivity and strong high frequency output. HE OSAWA
VAN

Unique cantilever structure. Made of Boron in Osawa & Co, (USA) Inc.

the MP-50, MP-30 and MP-20, it’s exceptionally 521 Fifth Avenue

strong and weighs almost nothing. And it’s mach- New York, New York 10017

ined to micron tolerances for linear response with Distributed in Canada by

minimum distortion. Intersound Electronics, Montreal, Quebec

Circle 36 on Page 95



The dawn of anewrecordingera
Auto Azimuth Alignment

Undoubtedly the most advanced and sophisti-
cated innovetion in cassette-recorder technol-
ogy, Auto Az.muth Alignment launches a new
era in high-fidelity recording. For the first time,
you can be assu-ed of perfect record-head
azimuth alignment—cn any cassetie—at the flip
of a switch. And. with that perfection comes an
unprecedented frequency response —22 kHz
at standard speed. 15 kHz at half speed!

Auto Azimuth Aiignment—designated by the
ZX in the model number—is available now on
three revoluzionary decks—the 680ZX, 67072 X,
660ZX. Each features exclusive Nakamichi
Discrete 3-Head teck-nology, 4-Motor, Dual-
Capstan, Asymmetrical, Diffused-Resonance
Transport, Random Azcess Music Memory and
22-kHz response at scandard speed. And, the
680ZX—joining the popular 680 with manual
alignment—matchesits unique half-speed
recording respcnse cf 15 kHz! Auto Azimuth
Alignment—NMakamichi’'s commitment to excel-
lence in -he fine art of recorded sound.

" I\ Nakamichi

e B80ZX Aoz

7 Wrdovricdy SBOZK Oaciels twng Casastis tmin

The premier Mod=l

— e — . ik 680ZX—half-speed re-
% 6 [ = en : Ty sponse that rivals that
il I8 T . =acs = . of other decks at “ull
2 P L e . . ity speed! And, at stendard
| bt Mot 2R e o o A S ) = e speed. a tull 22-kHz!
_ [ =T prrme e i - S o - High-resolution, wide-
N B S e o LR - forl o2 B " range FL level indicalors
S S T A i Rl e L o pilly t . and 18 program FAMM
g' s e———— 4 o) Choose your speed.
by 1 ’ " v Sl /=N choose your procram
e e s e et s e T " The 680ZX does it ali!
Auto Azimuth o W T Tt W 0o by b
6702 Allqonmonl T e D S U &%
Fuil off-tape monitoring i I D o R A O oy
facilities with Doubie e = ash & e
Dolby* and two com- ' o ————. [ A Al L )
Déete sets of etectronics. A Yo o i L il A iz
ingle-speed operation : S 3 e, = R ar
to an astounding 22 kHz! ! : paaplX i ) Pl .
Nine program RAMM \ l Sk _ — ",r"“
and wide-range. peak- —_— : S s APy s | e
responding meters. Out- I L' e i " ” £ .
standing performance. o T o~
| : A .
F{ﬂ‘r:’"-"}__ﬁ““" =W T e A e g ® 2 ] Aulc Azimuth
o w.. —— wB o 6602X Alignment
P 7 Wabsscarats 8070 thscvete Hend Cosseite Bock ' Pertormance identical
= | T e - e tothe 670ZX Every
| e XA A {', e = leature except cff-tape
i RN (. = . . lnomtmmg Exc usive
a [ J—— L] Nakamichi Auto Azi-
i el i - 5 % . o muth Alignment and
S — Discrete 3-Head design
» - - - et [ .
. mm:‘:,m - 3 ' » 5 \ 7 Master record-level
- AR - 8 y fqder t00. An ex:raor.
} ﬁﬂ‘%‘“’r’m dinary vaiue'
il S - ~ PR “Dolby is the trademan k
of Dolby { aboratories.
For mora information, write to Nakamichi U.& A.Corp. 1101 Celorado Avenue, Santa Monica. C4 90401



Direct Drive and
solenoid controls in a new
cassette deck.

Here is the very latest cassette deck
technology. The new Fisher DD300
Cassette Deck has direct drive tape
transport for lasting, unvarying perfor-
mance, feather-touch solenoid elec-
tronic controls for superior operation
and metal tape compatibility for

the ultimate in frequency response.
There’s an incredible amount of
advanced engineering packed into
this new Fisher cassette deck.

#» FISHER
N .

CRMCMIEL 1 L (TTLE BROWN UG b ¢
. Y e
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Direct Drive tape transport.

The rugged capstan on the DD300

is directly driven by a high-tor¢ue 18-
pole brushless, coreless DC flywheel
motor, optimized for the critical
record and play transport functions.

It glides silently at a steady 360 RPM.

And, it eliminates the problems of
conventional high speed DC brush
motors and drive belts. Wow and
flutter are down to an amazing y low
0.04%. A separate motor is orcvided
for fast forward and rewind.

No compromise.

Feather touch electronic conirols.
Goodbye to the old “clunk-clunk” of

O ® oy

0 0

manual controis. A feather-light
fingertip touch sets the DD300 in
motion. An IC Iogic circuit actuates
the solenoid transport function far
instant, silent, positive action.

LED’s light up to continuously display
what functions are in operation.

Metal tape compatibility. If you want
to try the new metal particle tape
you’ve been hearing so much about,
the DD300 is ready. Get set for an
astonishing improvement in signal-to-
noise,dynamic range and a frequency
response of 30Hz-18kHz + 3dB.

Get set, too, to make recordings that
rival studio-produced tapes.




i - Slancdared v  FISHER

OUTPUT LEVEL TIMER STAND-BY TAPE SELECT NPUT SELECT

LiNE
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s gt b gk Separate motor It’s what you'd expect from the new
field to propel bonded to back o operates fast forward Fisher. We don’t have the space to

flywheel. and rewind functions.

flywheel. i

list all the other features of the new
Sensing coil ey Fisher DD300. Features that are
g rransoont funations  indicative of the high technology of

> oacig ol the new Fisher. We invented high
fid=lity over 40 years ago. And we've
never stopped innovating. If you're
ready for the latest cassette deck
technology, see the new DD300 at
your Fisher dealer.

Fisher Corporation, 21314 Lassen Street,
Chatsworth, CA 91311

N # FISHER

©Fisher Corparaticn. 1980 The firstnamein high fidelity:

flywheel magnet

continuously

monitors speed in
i DC servo circuit.

! Dynamically-
balanced flywheel
weighs over ¥z Ib.,
helps maintain speed
accuracy, low wow
and flutter.

Capstan shalft is directly
connected to, and is part of

the flywheel _There are no belts,
no pulleys.




AD-6700

AD-6900MK i

AD-L40

Put méial tape where it will
do the most good.

Again AIWA leads the way toward the ultimate in cassette
technology—with three of the most sophisticated metal-
capacity decks you can buy: the AIWA AD-6900MK I,
AD-6700 and AD-L40.

Performance is simply unparalleled.

At -20 dB recording, AIWA's state-of-the-art AD-
6900MK 1l boasts a frequency responsz of 20~.20,000
Hz with metal tape. Even at O dB, frequency response is
an exceptionally broad 25~ 12,500 Hz % dB.

This superb performance is maximized by AIWASs ex-
tremely durable Ferrite Combination V-Cut (CVC) play-
back/record head. With the best possible

trol from across the room. Both cecks also feature AIWAs
exclusive Double Needle Metzrs for simultaneous moni-
toring of Peak and VU.

AIWAs newest AD-6700 and AD-L40 are just as
sophisticared.

The AD-6700 offers 2-head design, canvenient Auto/
Repeat with Memory Switch, ull-function wireless remote
control and an amazingly accurate 9-oo0int LED peak
power display in three dramatic colors.

AIWA’s ultra-modern AD-L49) offers the only 20-point
LED horizontal peak power bar graph ycu can buy—for

gap widths of 5 microns for recording and
1 micron for playback.

The AD-6900MK II's unique 3-head de-
sign not only lets you compare scurce with
tape during recording—it also permits the
most precise bias adjustment available
today for FeCr, Cr0, and all other LH/Nor-
mal tapes: AIWA's exclusive FLAT RE.-
SPONSE TUNING SYSTEM.

And only AIWA's AD-6900MK [ and AD-
6700 offer advanced feathertouch logic
controls including Cue & Review —plus 2x-
clusive full-function wirsless remote ccn-

instant three-color warning of distortion.

All three decks were designed with a spe-
cial Ferrite double-gap erase head and
high-power erase <ircuitry.

So if youTte ready for metal tape, put it
where it will do the most good. Inside
AIWA's incredibly advanced AD-6900MK
H. AD-6700 or AD-L40.

Ungr.adetoAI WA

Distrbuted inthe U.S. by AIWA AMERICA INC.
35 OxTord Orive, Moonach e, New Jersey 07074
Distribuled in Cariada by: S+RIRQ (CANADA) LTD.
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The latest addition to the Ditton
line of speakers from Celestion is the
332, a three-way acoustic-suspension
system using a newly designed woofer
with a mechanical limiting element and
long voice coil. The 332 is claimed to
produce a sound pressure level of 90 dB
at 1 meter for a 2.8-watt input. The 8-
ohm system has a rated frequency re-
sponse of 50 Hz to 20 kHz and is de-
signed for continuous power handling
of 20 dBW {100 watts). The Ditton 332
is priced at $370.

Circle 140 on Page 95

Beyer semipro
mike

The M-818LM is a highly direc-
tional dynamic microphone with a rated
frequency response of 150 Hz to 16
kHz, made by Beyer for semiprofessional,
general purpose recording. A gradual
rolloff below 150 Hz is designed to at-
tenuate room rumble and breath effects.
Impedance and output level are rated,
respectively, at 500 ohms and -55.8
dBm. M-818LMs are sold in matched
pairs, with clamps, table stands, stereo
adapter cable, mounting bar, and case,
for $150. Foam windscreens and imped-
ance-matching transformers are
optional.

Circle 148 on Page 95

< Circie 1 on Page 95

Kenwood’s metal-ready cassette deck, the KX-1060, offers a variable
bias adjustment control with built-in test tone oscillator. Double Dolby noise-
reduction circuits and a separate playback head make precise monitoring possible. A
double back tension system increases tape-to-head contact for extended frequency
response, according to Kenwood. The transport mechanism employs a DC servo
motor and a two-belt drive system. Other features of the deck include memory
index and two VU meters with peak-responding LEDs. Price of the KX-1060 is $450.

Audio Control’'s octave equalizer

The C-22 is called the first ten-band equalizer on the American market
with an infrasonic filter rated at 18 dB per octave and a bass-summing circuit.
Believing that most home equalizers are used to increase bass response, Audio
Control designed a switchable filter to eliminate any accompanying infrasonic boost
and thus to prevent speaker damage. The switchable summing circuit combines
channels below 200 Hz to cancel vertical rumble components with no loss in overall
bass response, according to Audio Controt The C-22 has a total harmonic distortion
rating of 0.04%, 20 Hz to 20 kHz, and costs $249.

Circle 137 on Page 95

A JBL mixer/preamp

The Model 5302 from James B. Lansing Sound is designed for fixed-
installation sound reinforcement applications. It has two line and six microphone
channels, accepting unbalanced, high-impedance inputs. An accessory transformer,
Model 5901, allows conversion of all inputs to low-impedance balanced-bridge use.
One of the mike inputs can be switched 10 accommodate a magnetic cartridge, and
a dual phono jack is provided for program input from a stereo source. Equipped
with individual level, master gain, monitor level, and tone controls, the 5302 costs
$438; the 5901 transformer is $33.

Circle 141 on Page 95
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Gold Line
analyzer

The first home audio product from
Gold Line, a company long involved in
the communications industry, is the
Model ASA-10 spectrum analyzer with
built-in frequency-compensated mike.
The hand-held, battery-operated unit
covers a 10-octave range and offers se-
lectable response times with a HOLD for
freezing signal readings. Gold Line claims
a dynamic range of 35 dB for the adjust-
able display. Price of a wired ASA-10is
$199.95; it is also available in kit form for
$139.95.

Circle 149 on Page 95

Prerecorded
metal
tapes are here?

A statement made a year ago—
prematurely, as it turned out—that at
least one duplication-equipment com-
pany was gearing up for metal cassettes
stirred up a good deal of interest. When
we last updated you on the subject, we
were assured that no tape producer had
actually delivered a single pancake of
raw tape for duplication and that no
regular production equipment was
available for the purpose.

Recently, however, we received a
metal cassette from Japan. Under the
imprimatur of Victor Musical Industries,
Inc. {Japan Victor, or JVC here), it con-
tains the Spyro Gyra album “"Morning
Dance,” recorded and licensed by Infin-
ity Records of New York. It is Dolby-en-
coded and appears to be duplicated on
a TDK MA metal cassette, judging from
the box style and so on. The outer card-
board sleeve carries a list price of 4,000
yen—more than $16, depending on the
exchange rate at the time you read this.
So far, there’s no word from JVC or In-
finity about possible marketing plans (let
alone prices) of metal cassettes in this
country.

fact:
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‘ fact:
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the role of the Dynamic
Stabilizer:

S T we call it a Dynamic Stabilizer 3 L .
BRI he viscous dampi rortridye by. ) ...crities call it a major innovation
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New! Shure VIS Type IV
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The V15 Type IV astounded the audio community with such technological
breakthroughs as the Dynamic Stabilizer, the telescoped stylus shank, and the
Hyperelliptical stylus tip. it was these innovations that helped the V15 Type |V set new
standards of performance in trackability, ultra-flat frequency response, and low
distortion.

The result: incredible critical acclaim; an enthusiastic audiophile following.
The New Era had begun!

NOW! ERA 1V continues in
five new mid-priced cartridges!




fact:

five new Shure Cartridges
feature the technolog 1cal

breakthroughs of the VIS Type IV

the M97 Era IV Series
phono cartridges

Tip
Stylus Tracking
Model Configuration Force Applications
MO7HE Nude Jato1l2

Hyperelliptical grams Highest fidelity
M97ED Nude Biradial %to1%2  where light

(Elliptical) grams tracking forces
: 3utoile areessential
M97GD Nude Spherical grams
Biradial 12103  Where slight
M97 L ghtly
o7e) (Elliptical) grams  heavier tracking

1%hto3  forcesare

M97B Spherical grams required.

78 rpom Stylus Biradial 1%2103 For 78 rpm
for allM97's  (Elliptical) grams records.

Shure has written a new chapter in the history of affordable
hi-fi by making the space-age technological breakthroughs
of the incomparable V15 Type |V available in a complete line
of high-performance, mod erately-priced cartridges: the
M97 Era IV Series Phono Cartridges, available with five
different interchangeable stylus configurations to fit every
system and every budget.

The critically acclaimed V15 Type IV is the cartridge that
astonished audiophiles with such vanguard features as the
Dynamic Stabilizer—which simultaneously overcomes
record-warp caused problems, provides electrostatic
neutralization of the record surface, and effectively removes
dust and lint from the record-—and, the unique telescoped
stylus assembly which results in lower effective stylus mass
and dramatically improved trackability.

Each of these features. . .and more. . .has been
incorporated in the five cartridges in the M97 Series—there
is even an M97 cartridge that offers the low distortion
Hyperelliptical stylus! What's more, every M97 cartridge
features a unique lateral defiection assembly, called the
SIDE-GUARD, which responds to sid e thrusts on the stylus
by withdrawing the eritire stylus shank and tip safely into the
stylus housing before it can bend.

NEW! M97 Series Era IV Phono Cartridges. ..
Five new Invitations to the new era in hi-fi.

HERNEE

Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204

In Canada: A. C. Simmonds & Sons Limited

Outside the U.S. or Canada, write to Shure Brothers Inc., Attn: Dept. J6 for information on your local Shure distributor.
Manufacturers of high fidelity components, microphones, sound systems and related circuitry.
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The MD-431 from Sennheiser is
a highly directional cardioid microphone

with a rated frequency response of 40
Hz to 16 kHz. Designed to limit feed-
back in solo stage work, it can be used
close to loudspeakers. It is equipped
with a built-in low-cut filter to suppress
stage noises such as impact sounds and
a "pop” screen to controi explosive
sounds; an inner suspension system is
credited with reducing shock and han-
dling noise. The MD-431 also features a
removable on/off switch and sells for
$339.
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EXPECT
THE UNEXPECTED.

Slip on a set of our new
HD 420 or HD 430 Open-Aire®
headphones and you'll hear
sound you simply never heard
before. Because, quite simply,
there have never been head-
phones like these before.

Instead of trapping the

sound with uncomfortable airtight

seals as some headphones do,
or robbing you of frequency ex-
tremes, as often happens with
others, Sennheiser headphones
actually free the sound. By
combining new materials, to
bring you an entirely new stan-
dard of accuracy and comfort.

A unique, thin-film dia-
phragm, operating in a free-air
environment closer to the ear,
offers improved transient charac-
teristics. Extended response.
With clarity and detail surpassing
that of even the most expensive
speakers. Yet, our headphones
are so light it's easy to forget
you're wearing them.

But don't take our word for it.
Or, for that matter, the rave re-
views and top ratings our head-
phones have already received.
Try a pair at your Sennheiser
dealer...and expect to be pleas-
antly surprised.

ELECTRONIC CORPORATION
10 West 37th Street. New York, NY 10018 (212) 239-0190
Manufacturing Plant: Bissendorf/Hannover, West Germany

© 1979, Sennheiser Etectronic Corporation (N.Y))

HIGH FIDELITY

AKG's hybrid
headphone

AKG's K-340 headset is a two-
way system in which high frequencies
are reproduced by a fixed-charge elec-
trostatic element and low frequencies
by a dynamic transducer. Five passive di-
aphragms are designed to extend bass
output down to 16 Hz. A secondary
sound chamber and circumaural ear
pads are said to contribute to a sense of
“free field” listening without any l1oss in
bass response. The rated impedance is
400 ohms; no polarizing voltage source
is required. Weighing in at 13.5 oz. less
cable, the K-340 costs $189.
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USS goes public
with
AES speaker line

United Speaker Systems, a 25-
year-old manufacturer of proprietary
loudspeaker systems for various com-
panies, has introduced its own line of
speakers under the name Audio Elec-
tronic Systems. Heading the line is the
50T, a three-way acoustic-suspension
system with two soft-dome midrange
drivers. Recommended amplifier power is
50 to 125 watts (17 to 21 dBW), and
impedance is rated at 4 ohms. The mid-
range and tweeter have three-position
controls; crossovers occur at 600 Hz and
2 kHz. The 50T costs $399.
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When you bought it it,
a buck and noise reductl D

cost
ing it down.

Now you're ready for JVC new metal-compatlble decks.

Aren’t you glad you waited to get a
new cassette deck?

Because the ultimate technology is
here: metal particle tape.

Less tape hiss, higher highs, lower
lows, louder output, a wider dynamic
range of loud and soft passages ... in
short, you can finally record a cassette
that’s virtually indistinguishable from
the source.

But getting this kind of performance
out of metal tape means putting special
circuitry and tape heads into the
cassette deck.

That's why most other manufac-
turers have only added metzl comaat-
ibility to their expensive top-of-the-line
decks.*

Only JVCisfarenough ahead t > >ffar
you six metal models starting at und
$300, suggested retail price .

Packed with features li<e ultre-harz,
low distortion Sen-Alloy heads,

Spectro-Peak and Multi-Peak metering,

systems that let anyone record 2
perfect cassette, Super-ANFES naise
reduction and B.E.S.T., an autormratic
computer that finetunes tape tc decx
in less than 30 seconds.

KD-A8 with BEST.. KD-A3. KD-AS

Now you're ready for .IVC

So before you consider metal tape
an unaffordable audiophile’s luxury, call
£00-221-7502 (in N.Y. State call
212-476-8300) for the name of your
rearest JVC dealer. Or write to
US JVC Corp., 58-75 Queens Midtown
Expressway, Maspeth, NY 11378.

He'll prove to your ears and your
pocketbook that you re ready for metal
particle tape technology.

*Correct at time of printing

US JVC CORP,




Sound Guard




Take up to 30 days
to try Sound Guard on your records.
Get your money back if not fully satisfied.

Judge the effectiveness of Sound Guard Record Preservative for
yourself. Use it on your records for up to 30 days. Discover the
long-lasting anti-static properties that work to reduce surface dust
accumulation. . . and the newly designed buffer pad that more
efficiently distributes the ultra-thin lubricant across the record to
cut down friction, virtually eliminate record wear—and provide
your music with long-lasting protection.

We’re so confident you'll be pleased with Sound Guard
Record Preservative that we can dare to give you a 30-day, money
back offer. If you don’t like what you hear, or for any reason are
dissatisfied, send us your preservative kit,* a copy of your dated
sales slip and we'll refund your money—no questions asked.
That’s an offer no other record care product seems to be making.

Our confidence also extends to the entire line of Sound
Guard record care products: like the Record Cleaning Kit, Stylus
Care Kit and Total Record Care System that contains both the
preservative and cleaning Kkits.

You could spend your hard-earned money on all those other
record cleaners, preeners, washers and brushes—or you can try
Sound Guard at absolutely no risk. We think our offer is the best
way to decide which one to try. You’ve got everything Y,
to gain—clean, better-sounding records—and best of (
all, nothing to lose. ‘

Sound Guard ™ preservative—Sound Guard"™ cleaner—Sound Guard"™ Total Record Care Systemn. Sound
Guard is Ball Corporation’s registered trademark. Copyright © Ball Corporation, 1979, Muncie, IN 47302,
*Return to Sound Guard. PO Box S003. Muncie. IN 47302 Ofter expires April 30, 1980
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The Discwasher DiscKit."

Total record care.

The DiscKi™ includes the famous Discwasher D3
Record Cleaning System, the SC-1 Stylus Cleaner,
the Zerostar Anu-Static Instrument and the

Discorganizer walnut storage tray with dust cover.

These products are also available separately.

d

discwasher”

PRODUCTS TO CARE FOR YOUR MUSIC

1407 North Providence Road, Coluimbla MO 65201
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DIRECTIONS ’
To solve these puzzles—and they arent as
tough as they first seem—supply as many of the

Output words as you can inthe numberedgashes
following the Input. Uniess _otherwnse speqﬂed in
the Input, the Output consists of one English
word. "Comp.” means compound, or hyphenated,

word. .
Transfer each letter to the square inthe

diagram that bears the corresponding numbe(. Af-
ter only afew correct guesses you should_ begin to
see words and phrases emerginginthe d@gram,
which when filled in will contain a quotationre-

\ated to music, recordings, or audio.
The words in the quotation are separated

by darkened squares and do not necessarily end at

the end of arow.
Try to guess at these words and transfer

each newly decoded letter back to its appr_opriate
dash in the Output. This will supply you with fur-

ther clues.
A final clue: The source of the quota-

tion—the author and his work—will be spelled out
by the first letters in Output, reading down.

The answer to HiFi-Crostic No. 51 will ap-
pear in next month’s issue of HiH FIDeLITY Solution
to last month’s HIFI-Crostic appears on page 3.

INPUT

A. Pianist Noél; conductor Everett

B. Composer Donald: “Harold’s Trip to the Sky”

€. Bass Kunikazu sings Schubert’s Mass on
Lyrichord

D. Bernstein's “hell of a town” (4 wds.]

E. Quaiified; quick to learn

F. German-Swiss composer {1822-82]: Symphony No. 5
on Nonesuch

G. Partch theatrical work (4 wds.)

H. Popular group: "Right Time” (2 wds.)

I. 8ig-band leader and clarinetist

{full professional name]

J. "It is the little within the lute/That by and by
will make the music mute”—Tennyson

K. With Word N., Mendeissohn orchestral
overture {3 wds.]

L. Tense [stang; comp.)

M. Learning; student aid

N. See Word K (2 wds.)

O. Popuiar group: “Survival”

P. Openly, simply {It.)

Q. Moppet

R. Haydn Symphony No. 83

S. Direction to use piano’s left pedal {it. abbr.)

T. After "La,” Audran operetta (Fr.)

U. Columbia movie, recorded on London

V. Reinecke fiute sonata; E. T. A. in Hoffman opera

W. Composer Fiorent {1870-1958): "Quatre poémes de

Ronsard”

X. Biues form with a sharply rhythmic bass
ostinato {comp.)

Y. Toward the stern

Z. After "La," Haydn Symphony No. 73 (Fr.)

22. Federal department lacron.)

4 Circie 12 on Page 95

HIFI-CROSTIC No. 51
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CrossTallk

0 Recently I sent for three TDK D
W C-120 cassette tapes. The mail-
order company said they were out of
stock and sent me Capitol Music Tapes
as comparable substitutes. | tested them
and found the output about 15 dB low.
After cleaning and demagnetizing the
heads of my Panasonic 612, there was
no improvement, though other brands
worked fine as usual. What's causing
the problem?—J. Pagano, Totowa, N.J.

We hope the mail-order com-

pany made the substitution with
the understanding that, if you were un-
happy, you could send the Capitols back
for D replacements or a refund; if not,
we would consider their business prac-
tices questionable, no matter what brand
they had substituted. And our tests,
both on the bench and in normai use,
do tend to favor D over Music Tape.
Mechanical construction, for one thing,
strikes us as considerably better in the
TDK product.

But our tests have been made
with C-90s and shorter tapes, and we
know of nothing that would cause
such a difference in output level unless
you are using a very high test frequency
and the deck is severely overbiased for
the Capitol formulation. Qur guess is
that Capitol, in trying to make a tape
thin enough for a C-120 but with a
thick enough backing to stand up welt
in use, has shaved too much off the
coating. That would reduce both the
bias requirement and the output of the
tape. Even ignoring print-through
fwhich you can't, in long-term storage),
the tradeoff between mechanical prop-
erties and electromagnetic ones in the
longer tapes is a very difficult design
problem; that’s why few if any deck
manufacturers recommend using tapes
longer than C-90.

I read Edward J. Foster’s article

® "The Pickup/Preamp Confronta-
tion” in your June 1979 issue and have
been able to achieve better capaci-
tance/impedance compatibility between
my cartridge and preamp. But there’s
another kind of matching that he does
not cover. My pickup’s output is 5 milli-
volts at 5.5 centimeters per second, but
the input sensitivity of my preamp is
only 2.5 millivolts. What effect does this

HIGH FIDELITY

discrepancy have on frequency re-
sponse? Can it be compensated for?—
Stephen A. Butera, Camp LeJeune, N.C.

There is no discrepancy. The

specifics you quote mean 1} that
sustained high-level tones on the record
will produce about 5 millivolts of input
to the preamp {though peaks and tran-
sients can run considerably higher), and
2) that any input above 2.5 millivoits will
drive the system to some reference level
that may also be taken as representing
sustained high levels above which some
additional headroom should be ex-
pected. There are a number of different
“reference levels” that may apply, de-
pending on the measurement standard.
In integrated amps or receivers, it may
be the 1-watt output level with the vol-
ume control set so that a reference in-
put [say, .5 volt) at the Aux produces the
same I-watt output, or it may be rated
power output with the volume control
fully advanced. In a separate preamp (or
a preamp section measured separately}
the reference can be anywhere from .5
to 2 volts, again with variations in pos-
sible volume setting. But in any of these
cases, the numbers you quote suggest a
good level match between the cartridge
and the preamp. If the output of the
pickup were too low, there would be
no cure unless it were so low that you
could use a head amp intended for mov-
ing-coil pickups; if it were too high
{which is exceedingly unlikely), you
would just have to run your volume
control at unusually low levels when lis-
tening to records.

0 I notice that electrostatic drivers
B no longer are being used in
speaker systems. [ own a pair of large
Janszen combination electrostatic/dy-
namic speakers and admire the sound,
but a recent edition of an audio buyer’s
quide does not even list Janszen models.
Is the company out of business? If so, is
it because of problems inherent in elec-
trostatics?—David Fonseca, East Ridge,
Tenn.

Janszen, a name with an almost

thirty-year history in high fidel-
ity, did almost pass from the scene
recently, but a company in Minneapolis

called Sound Mates purchased it with all
its unsold inventory and is attempting to
revive it. We understand that nearly all
of its current sales are in Europe and
that, as soon as the inventory is de-
pleted, Janszen will introduce a line of
seven new electrostatic/dynamic
systems.

In the meantime, a number of
manufacturers continue to offer this sort
of hybrid in the American market,
though several factors conspire to keep
it less popular than all-dynamic speakers.
Electrostatics’ inherently low impedance
is more likely to cause instability in tran-
sistor amps, their bipolar radiation pat-
tern is more difficult to integrate with
dynamic woofers, and their virtues
recently have been largely duplicated in
some innovative dynamic tweeter
designs.

0 I am thinking of purchasing a
Bused, five-year-old Allied Radio
receiver, Model 395. It seems to work
well, but the owner does not have the
original service manual or schematics.
Obviously, I'm unsure about making the
purchase. How reliable are used receiv-
ers?—Chris Weinersbach, Kettering,
Ohio.

The question is: How reliable is

the person who wants to sell
you his old Allied receiver? According to
Radio Shack {which absorbed Allied Ra-
dio in the Iate '60s and sold it around
1973), the 395 dates from around
1970-71, making it closer to ten years
old than five. Purchasing used equip-
ment is somewhat chancy, especially if
the schematics are not available. Elec-
tronics, however, tend to "age” better
than equipment with lots of moving
parts, such as tape decks and turntables.
Write to Radio Shack {500 One Tandy
Center, Fort Worth, Tex. 76102} and ask
whether it has a service manual on file
and whether parts are still available for
the receiver. Assuming you get a posi-
tive response and the price is very low,

We see No reason not to buy it.
-

We regret that, due to the volume
of reader mail we get, we cannot
give individual answers to all
questions.

Circle 31 on Page 95 >



AFTER 500 PLAYS OUR HIGH FIDELITY
TAPE STILL DELIVERS HIGH FIDELITY.

If your old favorites don't sound as good as they used to, the problem
could be your recording tape.

Some tapes show their age more than others. And when a tape ages
prematurely, the music on it does too.

What can happen is, the oxide particles that are bound onto tape
loosen and fall off, taking some of your music with them.

At Maxell, we've developed a binding process that helps to prevent
this. When oxide particles are bound onto our tape, they stay put. And
so does your music.

So even after a Maxell recording is 500 plays old, you'll swear it’s not

a play over five.
maxaeill
ITSWORTHIT.



THE AUTOPHILE

At Last:

Standards for Car Stereo

by Robert Angus

If you've been reading the claims
made by some car stereo manufacturers
for their equipment, you've probably
seen advertisements for amplifiers with
wattage outputs simply unachievable
from 12-volt DC batteries, tape decks
with better frequency response and less
wow and flutter than all but the finest
home models, and tuners claiming sensi-
tivity right up there with the very best
stereo receivers.

Experienced audiophiles always
knew that much of this was impossible
—at least by using the yardsticks com-
monly applied to electronics and equip-
ment for the home. And those who read
carefully and had long memories realized
that they were being treated to the
same power-rating shell game that took
place before the Federal Trade Commis-
sion stepped in to clean up the acts of
home electronics makers. Some com-
panies have, in fact, been using the FTC
formula to measure their equipment; but
others were measuring music power or
peak power, while some of those with
the highest numbers of all didn’t even
bother to cook up a rationale for their
specs. Result: consumer confusion,
charges of misleading advertising, and
an uneasy feeling that consumers were
being had.

Manufacturers with integrity real-
ized that they had two options: join the
frantic numbers game, or do something
about the situation. A third option, call-
ing on the FTC for aid, was rejected vir-
tually out of hand because 1) the rule-
making process has become more com-
plex since the FTC published its power-
output regulation, and 2] the manufac-
turers were afraid that government in-
tervention, once invited, might prove
more far-reaching than any of them
wanted. So they created an ad hoc com-
mittee, representing twenty-two of the
largest aftermarket manufacturers {those
whose products are installed as other
than original equipment], accounting for
80% of sales. The committee thoroughly
researched standards already established
by the FTC and the Institute of High Fi-

delity to see which were applicable to
car stereo equipment and what modi-
fications might be necessary. The result
is a six-page report that, though it lacks
the force of law, enjoys the whole-
hearted support of the overwhelming
majority of car stereo makers.

By June 1, the participating man-
ufacturers expect all of their literature
and advertising to conform to the new
measurement standards, so that shop-
pers will be able to make intelligent de-
cisions based on comparable specifica-
tions. Here’s a rundown of these car
stereo standards:

Power Amps. Like the FTC
standard on which it is based, the ad
hoc committee recommends that manu-
facturers specify continuous average (so-
called rms] power output in minimum
watts per channel, both channels driven,
along with the bandwidth and percent-
age of total harmonic distortion. The
FTC uses an 8-ohm load as its standard;
the car stereo standards committee
leaves this to the discretion of the indi-
vidual manufacturer, since most—but
not all—car speakers are rated at 4
ohms. The FTC's insistance on 8 ohms
for home gear has been a sore point
with some companies.

The matter of automotive supply
voltages isn’t decisively dealt with in ei-
ther the FTC rule or the current high fi-
delity amplifier standard, IHF-A-202,
which was used as a model by the ad
hoc committee. A ™12-volt” auto electri-
cal system can vary from 11 to 16 volts
under actual driving conditions, with re-
sultant changes in performance. So the
members arbitrarily settled on 14.4 volts
as areasonable mean that many manu-
facturers were using already.

The committee lifted bodily that
portion of IHF-A-202 that deals with
amplifier frequency response, including
provisions that measurements for a sep-
arate amp be made through the line-in-
put jacks with the output at 1 watt, ter-
minated in the rated load impedance,
and specified in Hz within a stated toler-
ance in dB. In the case of ampilifiers inte-
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grated with tuners or tape decks, the in-
put is considered to be that of the
volume control.

Signal-to-Noise Ratio. Again,
the ad hoc committee turned to IHF-A-
202, on the grounds that A-weighted
$/N-ratio figures, specified in decibels,
most accurately reflect the effect upon
the ear. For separate component ampli-
tiers, the IHF’s provisions for sensitivity
and minimum input impedance also
were adopted. The former shall now be
shown in volts for 1 watt of output, as
an index of compatibility with other
models and brands. "Note that it calls
for the input voltage for a standard ref-
erence output of 1 watt rather than at
rated output,” the committee points
out. "It still falls upon the dealer (or
manufacturer) to determine compatibil-
ity in regard to headroom and reserve
gain to assure a properly operating sys-
tem, but knowing the sensitivity will
prevent a grossly mismatched system.”
Manufacturers have the option of speci-
fying sensitivity for rated output. Min-
imum impedance in ohms is likewise in-
tended to indicate the compatibility of
different models and brands.

For tone controls and equalizers,
IHF-A-202 has been called into service
to provide a specification of tone or
equalizer action within a range stated in
dB at certain frequencies. In the case of
bass and treble controls, the recom-
mended frequencies are 100 and 10,000
hz. For multiband equalizers, the appro-
priate center frequencies are
recommended.

Tape Decks. Since the IHF has
no standard for tape systems, the com-
mittee was largely on its own. Accord-
ingly, it calls for the use of a standard,
commercially available alignment tape
calibrated for the prescribed equal-
ization time constants to measure fre-
quency response in Hz, within a stated
tolerance in dB. "It has been common
practice to state tape frequency re-
sponse without giving a dB tolerance,
the unstated value being as great as
110 dB,” it observed. "A + 3-dB toler-
ance is recommended and should result
in a much more meaningful comparative
performance measurement without
placing any undue hardship. Low-fre-
quency head contour effect may be av-
eraged.” The committee urges manufac-
turers offering selectable equalization to
list the frequency response for both fer-
ric and chrome-type tapes, referred to
by their respective time constants: 120
and 70 microseconds.

The committee has an interim
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tech talk:

Phase linearity.

To -understand-what an- MCS/Seﬁ/esm Linear Phase
speaker€an do,you have to understand what a con-
Vventional speaker cap't do. A-conventional speaker
can’t deliver all the sound it produces to your ear at
exactly the same instant: The major cause of this lies
in the way a conventignal
speaker is constructed. As
you can see by the diagram, a

[ :‘ 1T 1
' ri( ::I gonventional speaker is

ESlV .
arranged with the woofer

(bass), mid-range and tweeter (small Righ+<range
speaker) mounted so that their outer edges arg on the
front surface, As you can alsg see,these speaker ele-
ments diffef in depth. That means the acoustical
centers ip the middle of each speaker which actually
producé sound are also staggered. And $0 is the

MCS

sound reaching your eay. MCS Linear Phase/speakers_

start out with specially designed speaker elements

MCS

-and-crossover networks.-Then the-elements them-
seives are-staggered {see diagram again)-in such a
way that their-acoustical centers are precisely
aligned. The result is sound to make you think you've
never heatd stereo before. But don't take our word for
-it, listen to. your ears. After.all, where MCS Series_
Lihear Phase speakers are concerned, one sound is
worth a thousand words. MCS Series. Linear Phase
speakers. Only at JCPenney,

‘Model 8310 2-way-Bass Reflex $119.95 (each)
Model 8320 3-way Bass Reflex $199.95 (each)
Model 8330 3-way Bass Reflex $299.95 (each)

Full 5-Year Warranty on MCS Series® speakers. Full 3-Year
Warranty on MCS Series receivers, turntables, tapedecks,
tuners :and amglifiers. If any MCS Series component is
defective in materials and workmanship during its warranty
periad, we will repair or replace it-just return it to JCPenney.

Prices higher in Alaska, Hawan and Puerto Rico

Series

Sold exclusively at JCPenney:

f‘\ /\JNT MAKES EVER\%\HING CLEAR



DON'T BELIEVE EVERY
DIGITAL READOUT YOU READ.

When you tune to

102.7, you want to stay STEREO
tuned to 102.7. L
Toshiba has solved

the problem of mistuning
by eliminating the need
for a center channel tun-
ing meter. Instead, digital
frequency synthesis uses a
carefully selected quartz
crystal to produce a stable
reference frequency. In
plain English, this system
constantly corrects tuning
errors. The result is the
lowest possible distortion
and absolutely no drift.
Toshiba was the first to
utilize this system in a
receiver, and now we're
using it again in our SA-
850 receiver.

Digital frequency
synthesis not only makes
us accurate, it also makes
us more convenient.

No unnecessary parts.

We've eliminated the center
channel tuning meter,FM/AM dial
scale and tuning knob. So you can
tune automatically or manually
with the ease of pushbutton selec-
tion. You get LED digital readout
and 5 LED signal strength indicators.

You'll thank us
for the memory and scan.

Actually, you'll thank digital fre-
quency synthesis. Because only with

1. Behind this digital readout is a conventional tuning system. [t requires
a center channel tuning meter and manual tuning.

2.Behind this digital readout is a quartz-locked tuning system. More
accurate, but it still requires a center channel tuning meter. And it still
requires manual tuning.

3.Behind this digital readout is the Toshiba quartz PLL digital frequency-
synthesized tuning system. A totally clectronic system that's never
subject to manual mistuning. Accurate to 0.0025%.

this process can you store 6 FM and
6 AM stations for instant recall tuning
at the touch of a memory button.

And in the automatic FM mode,
digital frequency synthesis allows the
tuner to scan until it stops at the
next listenable station. FM stereo S/N
ratio is 68 dB. FM selectivity is a high
80 dB. Frequency response is 20 to
15,000 Hz + 0.2 — 0.8 dB.

But there’s more to this receiver
than just a superb tuning s/s-em.

Clrcle 53 on Page 95
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Power you'll respect.

We’re talking about
50 watts rms per channel
into 8 ohms from 20-
20,000 Hz.

This is provided by
full complementary direct-
coupled power amplifiers.
And couple that with an
ultra-low THD of 0.03%.

A preamp

you’ll appreciate.

Along with provi-
sions for attaching two
tape decks, we give you
full monitoring controls.
Plus duplication switching
between the decks.

Our special subsonic
filter switch helps elimi-
nate low-frequency warp
distortion.

And our receiver
looks as good as it sounds.
With a sleek slide-away
cover that conceals a full
range of controls, including
tone/defeat switch and a dual
speaker selector.

The Toshiba SA-850 digital
frequency-synthesized receiver.

The next time you're look-
ing at receivers, don’t believe
every digital readout you read.
Except ours.

TOSHIBA

Again,the first.

Toshiba America Inc. 280 Park Ave., New York, NY 11710

) § ) - ) |

OIGITAL SYNTHESIZER STEREQ RECEIVER MODEL SA-850
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standard for measuring wow and flutter
based on current industry practice but
advises that when an IHF standard is
forthcoming (most likely incorporating
DIN/IEEE/ANSI peak measurements) the
auto standard will be revised accord-
ingly. In the meantime, manufacturers
are instructed to use an rms-responding
meter with weighted response, reading
for random 10-second periods at the
beginning, middle, and end of the cas-
sette (for all four "programs” in the case
of eight-track cartridges), noting the av-
erage of the peak readings but exclud-
ing random peaks that do not recur
more than once in any 30-second
period.

Tape deck stereo separation, in
dB, is measured by recording a refer-
ence-level {DIN O—actually specified as
250 nanowebers per meter) tone at 1
kHz on one channel of a bulk-erased
tape. Playback of the other channel is
through a narrowband filter, and the
level of the 1-kHz signal is measured.
Then the channels are reversed and the
poorer of the two measurements
reported.

Since car stereo tape systems are
almost universally playback-only units,
the committee felt that the S/N-ratio
measurement for them should be inde-
pendent of erase efficiency and tape
characteristics. The signal reference level
is @ 1-kHz tone recorded at DIN 0 dB,
with residual noise measured from a
blank cassette or eight-track cartridge,
using audio-range bandpass filter. Man-
ufacturers are asked to list the S/N ratio
for both positions of the equalization
switch, if there is one. If a noise-reduc-
tion device on the unit is used in making
the measurement, the fact should be
mentioned. Since Dolby recommends us-
ing a CCIR-weighting filter in measuring
noise reduction, the committee recom-
mends its use in measuring non-Dolby
systems as well, to permit direct
comparisons.

Finally, for tuners, tape decks, and
integrated units provided with line out-
put terminals, the committee advises
measuring maximum output voltage, ref-
erenced to bandwidth in Hz and with
the load impedance stated. The min-
imum recommended load impedance

should also be stated.

Missing from the list are standards
for AM tuners and loudspeakers, in part
because there are no existing standards
that can be modified easily to cover car
stereo requirements. They are on the ad
hoc committee’s agenda, however, and
could be published and in use by the
end of 1980.

What does it all mean to you?
When shopping for equipment, the new
standards will allow you to make direct
comparisons not only among car stereo
items, but with other types of audio
gear as well. Most important, they pro-
vide a way to determine which models
will function well together, enabling the
average consumer to select a compatible
system from the wealth of products
available.

The wild claims won't vanish after
June 1. But you can speed them on
their way by steering away from manu-
facturers and retailers who continue to
use them and by concentrating on the
brands and models that tell you the
whole story in terms of the specs out-
lined here. HF

udio Groome

For complete information on Audio Groome accessories write to:
Empire Scientific Corp.. Dept. AG. Garden City, NY 11530.

EMPIFE EMPIFE  EMPIFE EMPIFE EMPIFE EVPIFE ENPIFE EVPIFE EMPISE  EMPIFE EMPIFE  EVPIFE

Record care
that leaves behind
clean sound,
not chemicals.

Housed in a solid mahogany base with remov-

able leatherette cover. the Dry System is a com-
bination of Audio Groome products designed to
prolong the life of your record collection. The
position of each item within the package has been
| carefully considered so that when placed next to
vour turntable. the most frequently used are the
most accessible.

1. Empire Static Eliminator: Millions of positive

and negative ions are released to effectively
neutralize the entire surface of the record. It
stops dust before it starts.

2. Empire Dust Eliminator: Microbristles reach

deep down into record grooves to lift dirt out
with thousands ot electrically conductive
carbon fibres which neutralize the static
charges that attract dust.

3. Empire Stylus Cleaning Kit: Built-up dirt on

the stylus can disfigure the record grooves and
ruin the stylus. Our special formula fluid and
brush keeps vour stylus free of dirt. helping to
prolong record life.

4. Fmpire Universal Headshell: Many of today’s

audiophiles use more than one phono cartridge.
This additional lightweight aluminum shell
allows switching cartridges without constant
remounting.

5. Empire Audiophile Screwdriver: The perfect

tool for minor adjustments.

Aewcllt Grcome £y oo




Vertical thinking from Audiovox:
the first complete,

one-piece sound system for your
1980 Chevy Citation.

And some horizontal thoughts
for the other GM X-body automobiles.

GM only makes a vertical radio for the
Citation. Audiovox makes the only
vertical radio/cassette or radio/8-track
unit for the Citation (and they make it
in one piece).

Audiovox engineering overcame the
problems of space and gravity that GM
couldn’t. Not surprising — Audiovox
produces auto sound systems, not
automobiles. Instead of a separate
under-dash tape player, the Audiovox
units are designed in one piece. And it
wasn’t simply a matter of turning a
conventional unit on its ear — grav1ty
won’t stand for that.

Audiovox does — Detroit doesn’t.

When you buy a new car, Detroit offers
countless options. When you buy a
sound system for that new car, Audio-
vox offers more options than Detroit
has ever heard of. So why settle for a car
manufacturer’s radio if you can choose
an S.P.S by Audiovox. Like the 5
different vertical one-piece sound
systems for your 1980 Chevy Citation or
one of 64 other S.P.S. systems for all

EJECT FM.
FF AMa

Avatlable at new car dealers only.

Circle 5 on Page 95

new cars. And Audiovox guarantees
your S.P.S. stereo for the life of your
car, Detroit doesn’t!

All this and a lifetime warranty.

Audiovox is the only manufacturer to
offer a lifetime warranty on all of its
S.P.S auto sound components. Should
a component from one of these systems
malfunction during the warranty
period due to a manufacturing defect, it
will be replaced without cost, except for
removal and installation costs. The
lifetime warranty remains in effect for
as long as you own the car.

The Audiovox S.P.S. sound systems
were developed in the audio research
laboratories of Shintom Co., L.,
Yokohama, Fapan.

For further information, write to:

R. Harms, Technical Director

Dept. 12K, S.P.S. Division

Audiovox Corporation, 150 Marcus Blvd.
Hauppauge, NY 11787 .

© 1979, Audiovox Corp.
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New Equipment Reports

Preparation supervised by Robert

Long, Peter Dobbin, and Edward J.

Foster. Laboratory data (uniess
otherwise noted) supplied by CBS
Technology Center or Diversified
Sclence Laboratorles.

TAPE SELECT MONITOR [TAPE/SOURCE)

DOLBY N/R (OFF/ON/AWITH FILTER) REC. PRESET

AC POWER .
BIAS ADJUST. (I/1/V)
AZIMUTH ADJUST.
[BEHIND DOOR)
CASSETTE WELL

OQUTPUT LEVEL (DOOR OPENS AT RIGHT)

ADJUST. RECORDING LEVEL
ADJUST.

REMOTE-CONTROL —=

SOCKET

HEADPHONES TAMDBERG TCD 440 A

Dy Acenas Futamiey  iete Taps

PLAY COUNTER

REWIND EJECT

STOP MIKE INPUTS

FAST WIND RECORD

Tandberg's Way
with Metal

Report Policy: Equipment reports are based on labora-
tory measurements and controlled listening tests. Unless
otherwise noted, test data and measurements are ob-
tained by CBS Technology Center, a division of Columbia
Broadcasting System, inc., and Diversified Science Labora-
tories. The choice of equipment to be tested rests with the
editors of HIGH FIDELITY. Samples normally are supplied on
loan from the manufacturer. Manufacturers are not permit-
ted to read reports in advance of publication, and no re-
port, or portion thereof, may be reproduced for any pur-
pose or in any form without written permission of the
publisher. All reports should be construed as applying tc
the specific samples tested; HIGH FIDELITY, CBS Technology
Center, and Diversified Science Laboratories assume no re-
sponsibility for product performance or quality.

Tandberg Model TCD-440A cassette deck, In metal case with
wood ends. Dimensions: 18/: by 9 inches (front panel), 4 inches deep plus
clearance for controls; may be used vertically (with brackets that add %
inch to helght) or horizontally. Price: $1,600; optional RC-20 wireless
remote control, $150. Warranty: “limited,” one year parts and labor.
Manufacturer: Tandberg A/S Electronic Division, Norway; U.S.
distributor: Tandberg of America, Inc., Labriola Ct, Armonk, N.Y. 10504,

A glance at the TCD-440A will tell you that it is an evolutionary
product in a series that has remained unbroken since Tandberg's first cassette model
some six years ago. The “news” here is twofold: The 440A will record on metal tape,
and it incorporates Tandberg’'s Dyneq system that varies recording equalization with
the high-frequency content of the signal to keep it always below the point of self-

* erasure, for the greatest possible output with the given recording level and signal

spectrum. The drive logic, monitoring head configuration with recording-head
azimuth adjustment, dual-capstan/dual-motor transport, and so on—as well as the
basic physical orientation and control appreach—remain from the past.

That means, among other things, that the deck can be laid flat on a
table or stood (as a front-loader) on brackets that are supplied with it. It also means
a very distinctive control panel—one that, whether or not you agree with the
intent of the designers, is thought out without obeisance toward the design ideas
enthroned elsewhere. For example there is no PAUSE at all. The START and STOP are so
quick that they give you virtually the same results. A transient will result if you start
recording during a sustained sound, but otherwise you can make almost
undetectable “edits” even in the presence of some random background noise.
Tandberg'’s alternative to a PAUSE, what open-reel recordists cail a flying start, is less
successful. This allows you to start in playback and then punch in RECORD at any
moment you choose without stopping the transport. As realized here, it leaves a
silent gap [something less than 1 second) and thus is not much more adroit for tight
edits than the typical solenoid PAUSE and less so than the STOP/START of the 440A




Tandberg TCD-440A cassette deck

PLAYBACK RESPONSE (TDK test tape; -20 dB DIN)

DB
0 -
=5

TCD-440A |1}
100 200 500 1K 2K 5K 10K 20K

L ch +0, =% dB, 40 Hz to 12.5 kHz

+1,-1%dB, 40 Hzto 12.5 kHz

HZ 20 50

RECORD/PLAY RESPONSE, "CHROME" TAPE (-20 dB}
DB
0 =
-5

ICDv«éA 12

HZ 20 50 100 200 500 IK 2K 5K 10K 20K
Lch +1%, -3 dB, 20 Hz to 18.5 kHz
_____ Rch +1%,-3dB, 20 Hz to 19.5 kHz
with Dolby noise reduction

e Lch +1¥%, -3 dB, 20 Hz to 16 kHz
—--— Rch +1%, -3 dB, 20 Hzto 17.5 kHz

RECORD/PLAY RESPONSE, METAL TAPE (-20 dB}

TCD-440A {3
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
L ch +1,-2dB, 20 Hz to 20 kHz
+1, -2 dB, 20 Hz to 20 kHz

RECORD/PLAY RESPONSE, FERRIC TAPE (-20 dB)

DB
0 ]
=5
TCD-440A (4}
HZ 20 50 100 200 500 1K 2K 5K 10K 20K

Lch +2,-3dB, 20 Hzto 18.5 kHz
_____ Rch +1%, -3 dB, 20 Hz to 18.5 kHz

S/N RATIO (re DIN 0 dB; A-weighted}

“chrome” metal ferric
playback without noise reduction

59 dB 57% dB 55% dB
Dolby playback

67 dB 66 dB 64 dB
record/play without noise reduction

56% dB 55dB 52d8
Dolby record/play

63% dB 62% dB 60% dB
METER READING FOR DIN 0 dB ca. -%dB

METER READING FOR 3% DISTORTION (at 333 Hz}

“chrome” tape +2
metal tape -3
ferric tape +2% dB

*Measured on separate metai-tape scale

HIGH FIDELITY

itself. In either of these operations, an automatic fade-in of the monitor signal from
the deck’s output prevents aural evaluation of the joint while you are making it.

The ranks of similar square buttons may occasionally lead users to push
the wrong one. If it is in the lower rank (the transport controls), the deck’s logic may
well refuse to accept the mistaken command; the upper rank, which is less
differentiated, requires a little more alertness. The tape switching is particularly
complex. There are buttons marked Tvpe | and Type li, referring to the premium-ferric
and chrome/chrome-compatible groups, respectively, consistent with IEC Types as
used in the Maxell UDXL, Scotch Master, BASF Professional, and other tape lines.
The combination of both buttons is marked IV METAL. A three-position toggle BIAs
SELECTOR switch near the cassette well is marked I/1l/IV-METAL. [Nearby, there are
screwdriver bias adjustments for each channel of each position, but no calibration
means is provided and the manual suggests that these controls are for use only by a
qualified service station.] And for Type lll ferrichrome], the manual tells you to use
the Type | tape-selector button and Type | bias-selector position for recording and the
Type Il tape-selector button for playback.

In order to record, you must first press REC. PRESET; if you don’t—or if the
erasure-prevention tab has been removed from your cassette—the deck’s logic
simply refuses to respond to a touch on the RECORD button. If you have the preset
on but don't want to record, you press PLAY instead of RECORD. (There is no
conventional interlock, and we didn’t miss it.) But the first job is to set recording
azimuth via a high-frequency test-tone switch and knob adjustment {reading on the
right-channel meter for maximum output of the recorded tone) behind a flip-up
panel to the right of the cassette well. Because the tone fluctuates due to minor
tape irregularities, the process takes some getting used to, but it is not time-
consuming.

After the "bar graphs” featured in many of the new decks, Tandberg’s
meters also take a little getting used to. They are calibrated merely at -24, -12, -6,
-3,0, +3, and +6, which may seem inadequate until you realize that these are
meters, after all, and that in-between values can be eyeballed from them. (With the
graph indicators, that’s not generally true.) Furthermore, these represent Tandberg’s
excellent approach to metering, reading peak values after recording equalization so
that the “zero” better approximates the maximum recording level no matter what
frequency mix is in the signal. There is a separate scale for use with metal tapes;
while the zero on the regular scale is close to the DIN reference, that for metal tape
is about 5 dB higher. Actually, Diversified Science Laboratories found similar
midrange overload levels with ail the tapes (including metal) used in its tests; the
extra capability of metal is not here, but in the highs, and the calibration evidently
reflects the fact that the meter’s equalization will take the highs into account.

The Dyneq circuit is said to open up the high-frequency headroom.
Since it is not defeatable, we couldn’t test it directly. A check of distortion in high-
frequency signals at various playback-output leveis does show, however, that the
440A compares favorably with less radical designs by introducing far less distortion

Azimuth alignment controls appear
when you open door to right of cas-
sette well. So do Instructions, so
you don’t have to refer to owner’'s
manual. Switch at top Is for high-
frequency osclliator, whose output
Is recorded on right channel. Knob
Is used to rotate recording head
untii playback output is at maxi-
mum, thus setting its azimuth to op-
timum for the particular cassette
you are using.




INCREDIBLE CASSETTE OFFER!

credit
@ card

- calculator?

Try 10 DAK high energy 90 minute
cassettes risk free for only $2.19 each
and get a remarkable $59 value LCD
Credit Card Calculator for only $5.

It’s your choice. Think about the kind
of music you like. You don’t want to
think about cassettes jamming, loss of
high frequency response or tape hiss.

DAK manufactures a cassette that you
can really forget about. Great sound,
and no problems. And, for only $5 we
hope you will think a lot about your
new unique LCD credit card calculator.

YOUR TIME IS PRECIOUS

Imagine yourself just finishing record-
ing the second side of a 90 minute cas-
sette and horrors, the cassette jams.
Tape is wound around the capstan, your
recorder may be damaged and you‘ve
just wasted 90 minutes of your time and
perhaps lost a great recording off FM.

Enter DAK. We manufacture over one

million units of cassette tape per month-

in our factory in N. Hollywood. Our
tapes are used fdr high speed duplica-
tion where they are recorded at speeds
up to 8 times normal. This is the ulti-
mate stress for cassettes and causes
more failures than any other use.
MOLYSULFIDE

We developed polyester slip sheets
with raised spring loaded ridges to guide
each layer of tape as it winds. We coat
them with a unique formulation of gra-
phite and a new chemical, molysulfide.

Molysulfide reduces friction several
times better than graphite and allows
the tape to move more freely within the
cassette. The molysulfide is tougher and
makes the liner more resistant to wear.
Evidently 3M and TDK were hot on our
heels, because they have now also come
out with new liners.

Hi frequency protection! Tape is basi-
cally plastic, and as it moves within the
cassette friction causes the build up of
static electricity, much as scuffing your
shoes on a carpet in dry weather.

Static electricity within the cassette is
reduced by the low friction of the moly-
sulfide so that its tendency to erase very
high frequencies is drastically reduced.
Very important for often played tapes.

MAXELL IS BETTER

Yes, honestly, if you own a $1000 cas-
sette deck like a Nakamichi, the frequ-
ency responses of Maxell UDXL or TDK
SA are superior and you just might be
able to hear the difference.

DAK ML has a frequency response
that is flat from 40hz to 14,500hz *3db

Virtually all cassette decks priced
under $600 are flat £3db from 40hz to
about 12,500hz, so we have over
2000hz to spare, and you’ll probably

never hear the difference.

No apology. We feel that we have
equaled or exceeded the mechanical
reliability of virtually all cassettes and
offer one of the best freguency respon-
ses in the industry. Maxell UDXL is
truly the Rolls Royce of the industry,
and DAK is comparable to the 100% US
made Cadillac or Corvette!

Price. DAK manufactures the tape we
sell. You avoid paying the wholesaler
and retailer profits. While Maxell UDXL
90s may sell for $3.50 to $4.50 each at
retail, DAK ML90s sell factory direct to
you for only $2.19 each complete with
deluxe boxes and index insert cards.

. AUIQ sHUT «.‘H HECTRONKC CALCULAIOR
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A $5 CREDIT CARD CALCULATCR?

Of course not! This is an incredible
offer. Countless stores throughout the
country sell LCD credit card calculators
with fewer features for up to $59.

This beautifully styled gold and silver-
tone calculator (only 3/16‘ thick)
comes in a leatherette cardcase. An
extra large LCD display makes it easy to
use, and it’s loaded with features.

The calculator performs all normal
functions plus has complete memory
and percentage built in. Eight of the
most needed conversions are printed on
the case, such as: in. to cm and oz. to
cc. It will even shut itself off after 9
minutes if not used, giving you up to
2000 hours of battery Ilfe

x

“ 3841553

Permanent memory... The calculator
above shows DAK'’s phone number. If
you ever need to remember any number
whether it's an amount, or a phone
number, just enter it in the calculator’s
memory. Even when you turn it off the
number will be retained. You may even
use the calculator normally and the
number will still be retained in memory
until you need it or change it.

Circias 108 nn Pana GX

It’s Guaranteed...This rugged calcula-
tor is extremely well built. To withstand
rugged use, 9 separate screws secure and
protect the printed circuit board brain.
Each button has protected triple sized
contacts for long life. The calculator is
covered by the manufacturer’s limited
warranty for one full year.

f!.m( e

DAK TAKES A RISK

Obviously giving away quality credit
card calculators is not going to make
DAK rich. We are betting that you will
buy our cassettes again, and we are put-
ting our money where our mouth is!

Customers like you are very valuable
in the form of future business. We
anticipate receiving over 6000 orders
and 4500 repeat customers from this ad
to add to our list of over 62,000 actives.

TRY DAK ML90 CASSETTES FREE

Try these high energy cassettes on
your own recorder without obligation
for 30 days. If you aren’t 100% satisfied
for any reason, simply return the tapes
and calculator to DAK for a full refund.

To order your 10 DAK ML 90 minute
high energy cassettes at $2.19 each and
the $59 value calculator with your
credit card, simply call the toll free
number below or send your check for
$21.90 plus $5 for the calculator and $3
for postage and handling for each group
of 10 cassettes and calculator to DAK.
(Calif. residents add 6% sales tax).

DAK unconditionally guarantees all
DAK cassettes for one year against any
defects in material or workmanship.

Why not order an extra group of 10
DAK MLO0 cassettes for yourself or a
friend? We will add one free ML90 cas-
sette to each extra 10 you buy and of
course you can buy one $59 value cal-
culator for $5 with each group you buy.

-y © DAK Industries, Inc.,
DA (978
INDUSTRIES
INCORPORATED

Call TOLL-FREE ... . ... .. .. (800) 423-2636
In California Call . .. . ... .. .(213) 984-1559
10845 Vanowen St., North Hollywood, CA 91605




DISTORTION (third harmonic; at - 10 dB DIN}
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YCD-‘I‘CM 151
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
“chrome™ tape = 1.8%, 50 Hz to 5 kHz
_____ metal tape =1.6%, 50 Hz to 5 kHz
e~ ferric tape =< 1.2%, 50 Hz to 5 kHz

ERASURE {333 Hz; re DIN O dB)

“chrome” tape 73% dB
metal tape 69 dB
CHANNEL SEPARATION (at 333 Hzl  40% dB

SPEED ACCURACY no measurable error at

105,120, or 127 VAC

WOW & FLUTTER [ANSI/IEEE weighted peak)

average maximum
playback +0.09% +0.13%
record/play +0.10% +0.15%
SENSITIVITY {re DIN 0 dB; at 333 Hz)
line input 82 mv
mike input 0.14 mv
MIKE INPUT OVERLOAD (clipping] 18mv
QUTPUT [from DIN 0 dB) 15V

An Incredible

Time Machine

cum
Cassette Deck

Optonica RT-6905 cassette deck

PLAYBACK RESPONSE (TDK test tape; - 20 dB DIN)

DB
0
-5 #1 6905 (1)
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +1%, ~1% dB, 40 Hz to 12.5 kHz
_____ Rch +1%, 1% dB, 40 Hz to 12.5 kHz

HIGH FIDELITY

in the area where compression inhibits, but does not prevent, response. Tapes can
be pushed only so far in high-level, high-frequency response, but we're satisfied that
the pushing process implies less audible complaint with Dyneq than without it. And
both on the bench and in listening, we judged the deck to be exceptionally free of
high-frequency intermodulation “birdies.”

The tapes suggested by Tandberg for the 440A include Maxell UDXL-It
ferricobait {chrome-equivalent) and UDXL-! ferric plus Fuji's new metal-alloy
formulation (for which the manual gives TDK MA-R as an alternative), and these
three were used by the lab in measuring it. The response is quite flat (despite some
rise in the deep bass of most of the curves) and very extended, particularly at the
low end. Distortion measurements, too, are very good. Whether for this reason or
because of the extra care the company says it has taken with phase response, we
judged the tapes we made to be exceptionally clean. The metal tape won the race
for the clearest highs but, because its noise spectrum seems a little more intrusive,
might be nosed out by UDXL-II {even at its lower maximum recording level) as the
quietest. The flutter measurements, which represent very good performance, were
made in worst-case position, with the deck standing vertically. (Tandberg's data
suggests that the deck will perform as well or better if it takes this test lying down,
where forces on typical drive-part bearings should be better balanced.)

Aside from raw performance (which has always been excellent in
Tandberg products}, we observed a very special quality in working with the TCD-
440A. Everything from the big buttons (a relief after the arrays of microswitches
that are breeding on decks like fleas on a dog! to the sound has a positive quality to
it. "We have thought about it and decided that this is the right way to do it,” the
deck seems to be saying. And, to a large extent, Tandberg is doing things right,
though its take-charge attitude may seem cavalier on brief acquaintance if you're
used to more conventional designs. So if you try out the 440A, give it a chance;
otherwise you stand to pass by one of the mast capable models on the market.

Circle 134 on Page 95

Optonica Model RT-6905 [actually RT-6905/1, comprising RT-
6905 deck plus RT-6901 timer) cassette deck In metal case, with Infrared
remote control. Dimenslons: 17 by 8% inches [front panel), 14 inches deep
plus clearance for controls and connections. Accessory AC outlets: four
switched, in two palrs (500 watts max. per palr). Price: $1,600; PN-907
optional rack-mount adapters, $35 per pair. Warranty: “limited,” two
years parts and labor. Manufacturer: Sharp Corp., Japan; U.S. distributor:
Sharp Electronics Corp., 10 Keystone Place, Paramus, N.J. 07652.

Initial reactions to the RT-6905s seemingly endless complexities vary
from wonderment to confusion to disgruntlement. One member of our staff couldn’t
even turn on the transport without consulting the owner’s manual. Only later does
the real potential of the design and the thoughtfulness with which it has been
realized become apparent.

First, some orientation. The deck proper occupies the upper two-thirds
of the ensemble and contains its own microprocessor for the automatic and memory
modes. The lower section is a physically attached but electrically separate timer/
clock/programmer microprocessor unit. You must even plug the two together on
the back panel for both timer control of the deck’s AC supply and synchronization
of the time counter to the transport’s operation.

The timer can be programmed for up to forty-two operations (the
readout registers “full” if you try to exceed this number] in any or every day of the
week and reads out in either 12-hour (a.m. and p.m.} or 24-hour formats. It will
control either or both of two pairs of AC outlets on the back panel: One socket in
the A pair is designated for the RT-6905 deck, and the other can be used for your
tuner or receiver; the second pair can be used for anything from an open-reel deck
to an automatic coffee maker. The endlessly useful TIME COUNTER mode [which
continues to operate, once it is programmed, even when the readout is switched for
other purposes) reads elapsed playback and/or recording time (counting upward) or
remaining time {counting downward] in minutes and seconds, beginning either on
the hour reading (0:00) or at any other point you choose, and it ignores any time
spent in PAUSE, STOP, or the fast-wind modes. If you switch off the deck-syncing
function at the back panel, this feature converts into a stopwatch for any

Circle 28 on Page 95 »




KEF Model 304
on optional stand ULS i

KEF Model 303
on optional stand ULS |

Elegant, Efficient,
Effective.

@ The traditional KEF accuracy in
w music reproduction now combined
-z With @ higher level of efficiency.....
\Vheth =r for use with amplifiers up to 100
watts cr music centers as small as 10 watts,
tne two new KEF speakers—Model 303
and Model 304—can achieve surprisingly
laud volume levels without any sacrifice
of the tonal quality for which KEF is
world-tamous.
Visit your authorized KEF dealer for a
thorough demonstration.
For his name and product information
write to: KEF Electronics, Ltd., c/o Intratec,
P.O. Box 17414, Dulles International Airport,
Washiagton, DC 20041.
In Camada: Smyth Sound Equipment, Ltd.,
Quebec J4H 3V7.
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DOLBY N/R {OFF/ON/AWITH FILTER)
LIMITER [ON/OFF)
EJECT

HIGH FIDELITY

MIKE LEVEL ADJUST.
LINE LEVEL ADJUST.

DECK AC POWER

TIMER/OPERATION MODE
MEMORY/APMS PROGRAMMER

HEADPHONES
REMOTE-CONTROL SENSOR

TIMER SECTION

AUTO FUNCTIONS [PLAY/DEFEAT/CUE)
STOP

QUTPUT LEVEL ADJUST.

METERING:
PEAK/PEAK HOLD
HOLD [CONTINUOUS/
AUTO-RESET }

MIKE INPUTS

EXT. LINE INPUT
SENSITIVITY/BIAS TRIM
TEST (SENS./OFF/BIAS)

TAPE SELECT. {FE/FE-CR/

APSS [FORWARD/REVERSE)

CHROME/METAL)

REWIND

MONITOR (TAPE/SOURCE)

PLAY/RECORD

AUTO SPACING

FAST WIND

PAUSE

RECORD/PLAY RESPONSE, "CHROME” TAPE {-20 dB)

DB
0 ./‘1 =
_5 kv.wos'lll\
HZ 20 50 100 200 500 IK 2K 5K 10K 20K
Lch +%, -3 dB, 29 Hz to 15 kHz

_____ Rch +0, -3 dB, 30 Hz to 14.5 kHz
with Dolby noise reduction
——— Lch +Y%, -3 dB, 29 Hz to 11 kHz
—--— Rch +0, -3 dB, 30 Hz to 11.5 kHz

RECORD/PLAY RESPONSE, METAL TAPE {-20 dB)

DB
o]
-5 N
RT-6905 (3}
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +%, -3 dB, 30 Hzto 19 kHz
_____ Rch +%,-3dB, 31 Hzto 16 kHz

RECORD/PLAY RESPONSE, FERRIC TAPE {-20 dBj

DB
'
'5 RY 6905 (4 \
HZ 20 50 100 200 500 IK 2K SK 10K 20K
Lch +%, -3dB, 28 Hz to 15 kHz
_____ Rch +%, -3 dB, 28 Hzto 15 kHz

S/N RATIO ire DIN 0 dB; A-weighted)}

“chrome” metal ferric
playback without noise reduction

58 dB 58 dB 54% dB
Dolby playback

66% dB 67 dB 64 dB
record/play without noise reduction

55% dB 55% dB 52% dB
Dolby record/play

64 dB 64Y: dB 62 dB
METER READING FOR DIN 0 dB +3dB

METER READING FOR 3% DISTORTION {at 333 Hz)

“chrome™ tape +8 dB
metal tape +5 dB
ferric tape +8 dB

RECORDING INTERLOCTK

application you choose. We don't know of a more comprehensive and functional
timer/programmer design; our description here barely sketches in its salient
properties.

The deck’s own microprocessor has two memory functions, for start and
stop, respectively. Thus it not only offers the equivalent of MEMORY sTOP {Optonica
calls it cue) and MEMORY PLAY, but an automatic RePeAT as well. In the latter mode, it
rewinds from the programmed stop point to the programmed start and plays
through the selected portion of the tape for a total of five cycles (we don’'t know
how Optonica arrived at that number) before shutting off. The Automatic Program
Music Selector and Automatic Program Search System of the RT-6905 are similar to
the Automatic Program Find System in Optonica’s RT-2050U (HF test report, August
1977). A separate head senses output from the tape even during fast-wind modes
and thus locates the gaps between selections. Since output of the head is a function
of transport speed as well as recorded amplitude, the logic may read tape noise as
signal during high-speed winding and pianissimos as gaps when the winding speed
is slow. The manual warns that the system is unreliable in recordings with wide
dynamic range, like speech and classical music. We believe that Optonica is missing
the boat by not building a governor into the fast-wind modes to limit their speed
and, consequently, the capriciousness of selection sensing. That would extend the
time it takes to reach a given spot on the tape, but the user need not wait upon the
fast-wind cycle to give his next command, since APMS can be programmed to
perform various functions automatically— or even play back a series of selections in
any sequence—which APFS couldn’t. Sluggish wind therefore would not be as
irksome as with conventional decks. The APSS uses the same sensing to seek out the
nearest interselection gap, either forward or back, and begins playback at that
point.

The closed-loop dual-capstan drive system employs a quartz-locked
servo capstan motor, plus a separate hub-wind motor, and provides automatic tape
tensioning when you insert a cassette. The solenoid controls have a few nice
features. The RECORDING button is not the usual interlock; it puts the transport
directly into RECORDING/PAUSE, and recording begins when you then press PLAY.
{Source metering—and hence level presetting—requires only that you press SOURCE
on the monitor control.) The pausE itself is very quick and noiseless, but it leaves a
slight gap; on playback, the resulting “dropout” is elegantly transient-free and lasts
only a fraction of a second, though enough to prevent seamless editing. If you want
a space between selections when you're recording, the AUTO-SPACING button will
give you four seconds of silence (a common spacing on LPs and enough, in theory,
to trigger the APSS or APMS) before putting the transport into PAUSE.

The level-control and metering ensemble aiso pleased us. The controls
for both mike and line have separate, friction-clutched elements for the two
channels. (If you want single-mike mono recordings, use the left input; it will feed
both channels if no mike is connected to the right input—a useful feature for
amateurs. The ouTpPUT adjusts both the source feed-through and the playback ievel
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The clock/timer can be set to trigger either or both sets of AC outlets, controlled by switches at left, and can be pro-
grammed with up to forty-two different commands. Stopwatch mode {shown here as it might appear at end of
tape countdown or at beginning of a C-120) can be synced to deck, so that It operates only in play mode, or used
independently. Note musical symbol, which signifies that switch activates beeper to confirm whenever your com-
mand has been accepted by timer logic; If there is no beep, you have done something wrong.

e

Tape-motion counter logic has sep-

arate microprocessor and program-
ming keyboard on transport. Again,

note correct-instruction

switch.
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K

“chrome” tape =0.60%, 50 Hz to 5 kHz

_____ metal tape =0.89%, 50 Hz to 5 kHz
— - ferric tape =0.44%, 50 Hz to 5 kHz

ERASURE (333 Hz; re DIN O dB)
“chrome” tape
metal tape

CHANNEL SEPARATION (at 333 Hz)

78d8
72% dB

51% dB

SPEED ACCURACY 0.85% fast at 105, 120,

and 127 VAC

WOW & FLUTTER (ANSI/IEEE weighted peak)

average
playback +0.06%
record/play +0.08%
SENSITIVITY (re DIN O dB; at 333 Hz)
line input
mike input

MIKE INPUT OVERLOAD |clipping)

OUTPUT (from DIN 0 dB)

maximum
+0.09%
+0.10%

67 mv

027 mv

13%amv

1.2v

without altering the metering—again, our idea of the best configuration for
amateur purposes. The metering has three medes: instantaneous peak, short-
duration peak hold, and indefinite peak hold. The short-duration (AuUTO ReseT) mode
hangs onto the maxima long enough for you to get a positive reading, though the
actual time varies {between % and 2% seconds) in our test sample according to no
discernible pattern. Without AUTO RESET, the PEAK HOLD had not faltered after a half-
hour of observation. The display itself is so fast-acting that we're surprised at its
conservative referencing, to a zero 3 dB below DIN’s, and therefore its lavish
headroom. There are indicator segments for +1, +2, +3, +5, and +8 dB. Below its
zero calibration, the display also gives adequate differentiation, though it is coarser
than implied by its multiple fine lines, which light in groups. And we would have
preferred a scale extending beyond -20, where Optonica’s bar graphs, like many
others, give up.

The tape-matching system, above all aspects of the design, illustrates
that the staggering complexity is the result of careful thought, rather than
microprocessor-happy prodigality. On the front pane! are a recording calibration
switch (SENSITIVITY/OFF/BIAs) and a dual control: a screwdriver knob for sensitivity and
a knurled outer sleeve for bias. The sensitivity adjustment supplies a midrange tone
at meter O dB whose playback ievel must be trimmed to match; a high-frequency
tone is used similarly to trim bias. The adjustment range of both is relatively
restricted, and their settings affect all tape-selector settings (“normal,” ferrichrome,
chrome, and metal). The right side panel, however, bears another series of controls:
bias for each tape-selector position and sensitivity for each channel of each tape.
The manual tells you to set the side-panel controls for your favorite formulation in
each category. From then on, the front controls are used simply to trim for minor
differences between tape samples—vastly simplifying both the visible controls and
the routine adjustment and aiso preventing gross misadjustment if you forget to
retrim when changing tape type. The more we use this arrangement, the more
respect we have for it. (Perhaps the mast astonishing thing about it is that Optonica
didn’t employ yet another microprocessor function to do the job, though we may be
anticipating an unannounced model in saying so.)

The comprehensive manual, admirably, spells out what tapes the
company had in mind in making its factory adjustments: Maxell UD (or Sharp’s own
and apparently identical branded product) for the ferric, Sony ferrichrome, Maxell
UDXL-Il “chrome,” and TDK MA-R metal. Diversified Science Laboratories used the
two Maxelis and the TDK for its test data, with satisfactory but not spectacular
results. In our sample, we found the front-panel tape-adjustment detents already
dead on for the test tapes, so the results reprasent performance both straight out of
the box and after the “tweaking” that the manual calls for. The distortion curves—
showing, as is our practice, the third harmonic only—are overgenerous in this case.
In tape equipment, the third harmonic normally dominates, often to the exclusion of
any other; the second harmonic actually was higher than the third in some of the
Optonica measurements. Since we have no documentation of second harmonic
distortion in past reports, we feit it unfair to include it here; but had we measured
THD instead, the values might have averaged roughly twice the very low
percentages shown in the curves and therefcre have been closer to those of a
typical cassette deck. In sum, and considering the data overall, audio performance is
adequate or better, but not what makes this deck special.

In practice, we were able to get very satisfactory tapes from it. With a
wide variety of formulations, the monitoring feature supplies aural confirmation of




Akai’'s Low-
Priced
Metal Deck

Akal GX-M50 cassette deck

PLAYBACK RESPONSE {TDK test tape; - 20 dB, DIN)

DB

0 =

-5 ™
GX-MS50 (1)

HZ 20 50 100 200 500 1K 2K SK 10K 20K

Lch
Rch

+%, -4% dB, 40 Hz to 12.5 kHz
+%, -4% dB, 40 Hz to 12.5 kHz

RECORD/PLAY RESPONSE, "CHROME" TAPE {-20 dB, )
DB

0
EYEV_V
GX MKSO 2
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +1%, -3 dB, 48 Hz to 18.5 kHz
_____ Rch +2%, -3 dB, 48 Hz to 20 kHz
with Dolby noise reduction
——— Lc¢h +1%, -3 dB, 48 Hz to 16.5 kHz
——-— Rch +2%, -3 dB, 48 Hz to 17 kHz

RECORD/PLAY RESPONSE, METAL TAPE {-20 d8)

DB
AL S~
-5 I GX M50 {3]
HZ 20 S0 100 200 500 1K 2K 5K 10K 20K
Lch +%, -3 dB, 47 Hz to 15 kHz
----- Rch +%,-3dB, 47 Hz to 15 kMHz
RECORD/PLAY RESPONSE, FERRIC TAPE {-20 dB)
DB
05 M =X
- GX-MS0 (4] \
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +%, -3 dB, 47 Hz to 19 kHz
_____ R ch +1,-3dB, 47 Hz to 18 kHz

HIGH FIDELITY

good tape matching when the adjustment instructions are followed. Particularly
with the ferrics, audible performance generally rivals what we can get from any
deck we've worked with. No other model has had ali the ancillaries of the RT-6905,
of course, but considering both its high purchase price and the extra performance
edge that can be had elsewhere, the ancillaries do not come cheap. How cost-
effective they are depends entirely on the needs of the user, and we can imagine
legitimate reactions to them ranging from delight to disparagement. Frankly, we
tended more toward the former the longer we used these features, discovering one
capability after another that simply cannot be managed by any other deck that has
passed through our testing procedure.

Circle 133 on Page 95
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Akal Model GX-M50 cassette deck, in metal case with wood-
grain vinyl finish. Dimenslons: 17% by 6 Inches {front panel), 10% Inches
deep plus clearance for controls and connections. Price: $375. Warranty:
“limited,” one year parts and labor; seventeen years on tape heads, parts
only. Manufacturer: Akal Electric Co., Ltd., Japan; U.S. distributor: Akal
America, Ltd., 2139 E. Del Amo Blvd., Compton, Callf. 90220.

Akai's GX-M50 cassette deck has a special significance as the lowest-
priced metal-ready deck we've yet tested. it's obvious that if metal tape were limited
to use by recordists willing to spend at least $700 for a metal-capable deck, it would
quickly disappear from the consumer market. Large-scale acceptance of metal tape
will depend on how successful manufacturers are in engineering popularly priced
decks capable of extracting its inherent performance potential. Considered in this
light, the GX-M50 bodes well for the future. Even if you dismiss its metal capability
as a matter of faddism, the deck has a lot to offer.

A three-head front loader, the GX-M50 is designed to allow the
recordist user a degree of creative flexibility. A separate playback element in the
head housing and the double-process Dolby circuitry permit source/tape
comparison during recording. You can mix via separate mike and line level controls;
use of a slide control (labeled rec MASTER] for fade-outs and fade-ins does not disturb
the mike or line settings. The fluorescent bar graph display is calibrated from -20 to
+8 dB—in single dB steps in the important region from -7 to +5— and is
switchable to show either averaged ("VU") or peak recording levels. Data from
Diversified Science Laboratories show the metering system to be highly accurate and
quick-acting. The 0 dB of the peak mode corresponds exactly to DIN 0, and that of
the averaging mode to ~5 dB DIN to supply the extra headroom required for sharp
transients by the VU mode’s averaging action. indeed, this is precisely why we
prefer peak-reading devices; habit seems the only reason for retaining the
sluggishness of the once-standard meters.

A bias fine-adjust knob accompanies the four tape-type presets, but to
shave a little off the final cost of the unit Akai omits a test tone oscillator. Instead,
the owner’s manual suggests that adjustments be made with FM interstation noise,
tuning by ear for best possible replication—a reasonably practical and cost-effective
method. it should also be noted that the range of bias currents afforded by the fine-
tuning control is quite limited, and rightly so for the amateur recordist. Even when
you adjust clumsily or you forget to readjust the control for a recording on a
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BIAS ADJUSTMENT RANGE flow-bias ferric tape; ~20 dB)

——. Maximum bias
bias control at detent
— —— minimum bias

S/N RATIO {re DIN 0 dB; A-weighted)

“chrome” metal ferric
playback without noise reduction

60dB 60 dB 58 dB
Dolby playback

68 dB 68 dB 66% dB
record/play without noise reduction

56 dB 57dB 54% dB
Dolby record/play

63% dB 65 dB 61% dB
METER READING FOR DIN 0 dB
peak mode 0dB
VU mode +5 dB

METER READING FOR 3% DISTORTION {at 333 Hz)
peak mode VU mode
with all tested tapes  +3 db >+8 dB

DISTORTION {third harmonic; at — 10 dB DIN)
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" GX-M50 i6
HZ 20 50 100 206 500 K XK 5K 10K 20K

“chrome” tape < 1.3%, 50 Hzto 5 kHz
metal tape =<0.51%, 50 Hz to 5 kHz
— ~ — ferric tape <0.52%, 50 Hz to 5 kHz

ERASURE (333 Hz; re DIN 0 dB)
“chrome” or metal tape >72dB

CHANNEL SEPARATION {at 333 Hz2]  34% dB

SPEED ACCURACY 0.8% fast at 105, 120,

and 127 VAC

WOW & FLUTTER (ANSI/IEEE weighted peak]

average maximum

playback +0.06% +0.0B%
record/play +0.05% +0.07%
SENSITIVITY {re DIN 0 dB; 333 H2}

line input 155 mv
mike input 052 mv
MIKE INPUT OVERLOAD (clipping) 24 mV
OUTPUT {from DIN 0 dB} 0.72v

A No-Frills
Turntable from
Technics

HIGH FIDELITY

different tape type, the final product should still be reasonably acceptable. Another
cost-cutting omission was any separate switch for the muitiplex filter. Frankly, we
prefer to leave the filter on in many moderate-priced decks to help control
intermoduilation “birdies,” so defeatability is no special virtue here.

In bench tests we used three of Akai's recommended “reference”
tapes—Maxell UD ferric, TDK SA ferricobalt ("chrome”), and TDK MA-R metal. Akai’s
own low-noise ferric is its reference tape for the LN position. We substituted Maxell
LN with very fine results, as you can see in the graph for the bias adjustment range.
The test results with other tapes, notably the metal ones, suggest that a touchup of
the bias (and/or of a sensitivity adjustment, if there were one] might have improved
the numbers. However, without an objective bias adjustment technique (adjusting
by ear is hardly “objective”), the lab measured frequency response at the detent of
the bias control. In fact, the MA-R does deliver flatter response with the bias set at
minimum. (Remember that overbiasing causes a drooping high end due to self-
erasure, while underbiasing introduces a high-end peak.)

As with other metal-ready decks we've tested, the metal tape affords a
considerable increase in high-frequency, high-level recording capability. Compared
with SA, it delivers improvements at both 0 and - 10 dB. And, since the noise levels
of the two tapes are aimost equal, MA-R’s extra high-frequency headroom
translates into an improvement in high-frequency dynamic range. Also important in
the consideration of a deck’s ability to cope with metal tape is the degree to which
it will erase recorded sections; at 72 dB, the GX-M50 does the job excellently.
Overall, the data are good, and we were particularly impressed by the deck’s ability
to get the most out of a modest-cost quality formulation (LN) while still offering
good performance with the premium ferrics, thanks to the separate ferric switch
positions.

Lab measurements show that the transport runs a trifle fast, though we
consider anything within 1% acceptable for home use. More important, the speed
remains unaffected by changes in the voltage. Short-term speed stability, as
measured in the flutter tests, is excellent.

In hands-on testing, we thoroughly enjoyed the GX-M50. The MASTER
fader seems a good idea for at-home recordings, where a little professional finesse
goes a long way to enhance playback enjoyment. We also judged Akai’s Instant
Program Location System, which allows the transport to go from either of the fast-
wind modes directly to playback when a 5-second unrecorded interval is detected,
to be a surprisingly sophisticated feature for a deck at this price. It is not foolproof—
no device of its sort is, in our experience—especially in classical music or speech
(where it is less likely to be used), but we did find it useful. We experienced some
difficulty in matching source and tape levels during monitoring, which could indicate
a degree of recording compression or could {like the evidence of Dolby mistracking
in the response curves) be the result of inexact sensitivity adjustment for the tapes
we used. Be that as it may, our copies of discs were reasonable likenesses of the
originals.

The GX-M50 is an eminently likable deck. It’s fun to use and compares
favorably in performance to decks costing considerably more. If you're seeking metal
capability in a midpriced deck but also want excelient performance with a
moderate-priced tape like Maxell LN, the Akai GX-M50 is a must-see model.

Technics SL-B1 single-play manual turntable, with base and
dust cover. Dimensions: 17 by 14 Inches (top plate), 5 Inches high with
dust cover closed; with cover open, 15 Inches clearance requlired at top
and 3 Inches at back. Price: $100. Warranty: “limited,” two years parts and
labor. Manufacturer: Matsushita Electric, Ltd., Japan; U.S. distributor:
Matsushita Electric Corp. of America, 1 Panasonic Way, Secaucus, N.J.
07094.

The SL-B1, a single-play, belt-drive turntable from a company that built
its reputation in this country on its line of excellent direct-drive models, is a sort of
technological hybrid. Circuitry developed by Technics to monitor speed and drive a
correcting servo, for the purpose of ensuring the rotational accuracy of its direct-
drive turntables, is used here to reguiate the speed of the DC motor. But this is no
computer-controlled miracle machine; rather, it is a completely manual unit, spartan




The Universal Expander

Dynamic range limiting during the production of records
{and of FM broadcasts) has long been a source of
irritation for music lovers. As playback equipment
improves, the limitations of most program material
become more and more obvious. The vast majority of
records are produced with the lomest common
denominator in mind-—a system that is restricted in its
ability to recreate natural dynamic range.

With the introduction of the Dynamic Expander, MXR's
Consumer Products Group has achieved its goal of
providing a signal expansion technique for all types

of music compatible with the finest audiophile
equipment available.

Enter the typical dynamic range
expander: While dynamics are restored, a series of
disturbing side effects becomes apparent. Because
typical expanders cannot distinguish scratches, ticks,
pops, and rumble from music, these noises trigger the
expansion circuitry. More importantly, because most
existing expanders have a fixed value release time, they
seem to ‘pump’ with some music, and hiss cr 'breathe’
with other kinds of music.

In most cases these drawbacks have outweighed the
advantages of expansion for the critical listener.

Enter MXR’s Dynamic Expander:a
linear signal processor with up t> 8 dB upward
expansion (restoring musical peaks) and as much as 21
dB downward expansion (reducing noise). MXR has
solved the problem of ‘breathing and pumping’ by
providing a variable release-time control that tailors
the response characteristics of the expander to the
program material.

A sophisticated level detection circuit discriminates
between music and unwanted information such as

rumble and scratches. To monitor gain changes, a
unique LED display accurately indicates the expander's
effect on the signal whether in or out of the circuit. A
level control adjusts the detector's sensitivity to optimize
the expansion for varying signal levels, and additional
controls provide in/out bypass switching and versatile
taping facilities

The MXR Dynamic Expander preserves the bandwidth,
stereo image, and spectral balance of the original signal
even after precaessing. Dynamic range expansion that is
musically natural will restore the excitement and nuance
that makes live music so emotionally satistying, and will
let you rediscover your charished recordings.
Harnessing innovative technoiogy and sophisticated
production technigques, MXR continues its commitment
to the music lover

The expanding universe of signal-
enhancing equipmeant from MXR'’s Consumer Products
Group gives demanding music listeners maximum
performance from their playback systems regardless of
room acoustics or program deficiencies. The MXR
Compander allows you to maintain the dynamic range
of source materia! through open reel or cassette tape
decks. Environmental equalization is easily achieved
with your choice of sterec 10 band (full octave), stereo
15 bang (twe-third octave) or professional one-third
octave equalizers all built to the exacting performance
specs for which MXR is famous. See your MXR dealer.

MXR Innovations, Inc., 247 N. Goodman Street,
Rochester, New York 14607, (716) 442-5320

Consumer
Products Group




Technics SL-B1 turntable

SPEED ACCURACY (at 33 or 45 rpm)
no measurable error at 105, 120, or 127 VAC

SPEED ADJUSTMENT RANGE

at 33 +7.610 -3.3%
at 45 +10.4 to -4.4%

WOW & FLUTTER {ANSI/IEEE weighted peak}
+0.05% average; +0.10% max. instantaneous
TOTAL AUDIBLE RUMBLE (ARLL) -63dB

TONEARM RESONANCE & DAMPING

vertical 8.0 Hz; 2%-dB rise
lateral 5.4 Hz; 3%-dB rise

ARM FRICTION .

lateral 75mg
vertical negligible
VTF-GAUGE ACCURACY

no measurable error below 2 grams;
reads 0.1 gram high at 2 grams & above

ANTISKATING BIAS FACTOR 0.1

A “Classic”’
from ESS

ESS Tempest Classic |

APPROX. BRILLIANCE CONTROL RANGE {re “flat")
+1,-3dB, 7 to 15 kHz

APPROX. MIDRANGE PRESENCE CONTROL RANGE
fre “flat”) +3 dB above 2.5 kHz; see text

HIGH FIDELITY

BALANCE/VTF ADJUST.

ANTISKATING ADJUST.
CUEING

PITCH ADJUST

SPEED {33/45) AC POWER

in both design and function. Yet tests at CBS Technology Center demonstrate that
Technics’ least expensive turntable can deliver performance rivaling many costly
direct-drive models.

Thanks to its servo, Technics was able to include electronic speed
switching and variable pitch control. Mechanical beit shifters and the like, with their
own potential for failure, are therefore avoided, and a simple movement of the two-
position speed selector accomplishes the task quite handily. Pitch is varied via a
knurled wheel whose rotation resuits in a maximum variation from a quarter-tone
flat to a half-tone sharp at 33 rpm and somewhat more at 45. There is a strobe
system, but Technics says the servo may be more accurate than the AC line
frequency that drives the strobe lamp, making any minor straying of the strobe
pattern more a question of the power company'’s accuracy than the turntable’s. The
only other controls are an on/off bar molded into the front panel, a viscous-damped
cueing lever, and vertical tracking force and antiskating adjustments. In initial setup
you also must mount the belt onto the piatter and capstan. In the SL-B1, this is quite
simple and requires no bent paper clips or such.

Bench tests disclose that both speeds are exact and unvarying at each
line voltage. The rumbie measurement puts the unit into the good-to-excellent
category in this important parameter. And flutter figures are comparable to those of
other top-notch turntables. There is a measurable, if tiny, amount of lateral tonearm
friction, but no friction was detected in the vertical plane. The tonearm resonance
with our “standard” Shure V-15 Type lll pickup falls at frequencies that are
somewhat lower than ideal (a less compliant pickup would raise the resonance point
and, probably, be more in keeping with the budget price) but is quite well damped.

Tracking force adjustments are accurate enough for the most fastidious
user. The antiskating mechanism exerts its bias force with reasonable linearity vis-a-
vis the calibrations. The bias factor of 0.1 means that the “one gram” calibration
delivers 0.1 gram of bias and is a representative value among today's turntables.
(Bias factor will be a standard feature of future reports for comparison purposes.)

We could find no fault with the 5L-B1 in hands-on operation. The
cueing control is silky smooth, with no drift on the descent. Our informal table-
thumping tests showed an above-average immunity from surface-borne feedback.
As a matter of fact, we are hard pressed to think of another single-play turntable in
this price range capable of better performance. For the audio beginner who must
stay within a tight budget or for the serious music listener who mistrusts more
complex gear, this design would be a very fine choice indeed.

Circle 132 on Page 95

ESS Model Tempest Classic loudspeaker system, In walnut-
veneer enclosure. Dimensions: 15% by 33% inches (front), 15" inches
deep. Price: $435. Warranty: “limited,” three years parts and labor.
Manufacturer: ESS, Inc., 9613 Oates Dr., Sacramento, Calif. 95827.

Speaker systems incorporating the Heil air-motion transformer (an
accordion-pleated diaphragm that “squeezes” air and thus sound from its foids) have
generally met with favorable reviews here (June 1973 and January 1975). This
latest effort, the Tempest Classic, is no exception.

The Heil driver sits atop a truncated-pyramid enclosure that houses a
front-firing 10-inch woofer and a rear-mounted passive radiator. The continuously
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adjustable BRILLIANCE and MIDRANGE PRESENCE controls, which require a coin to rotate
them through their maximum-optimum-minimum range, are mounted flush with the
top of the cabinet. The nubby knit cap on the enclosure makes an attractive-looking
system, though it cannot support anything heavier than a magazine.

In tests at CBS Technology Center, the speaker easily negotiated the
20-dBW (100-watt) continuous-tone input test without exceeding distortion limits,
for a sound pressure level of 111 dB. In pulse tests, it accepted peaks 15 dB higher
before the onset of unacceptable distortion, for a truly deafening sound pressure
level of 126 dB. Efficiency is on the high side and the impedance does not fluctuate
widely with frequency, making the Tempest an easy load for the ampilifier to drive in
these respects. But the overall low lie of the impedance might cause some amps to
balk when asked to power two pairs.

As in our previous tests of systems incorporating the Heil tweeter, we
were impressed with the clarity of the mid- to high-frequency range. Some of the
credit for this can be attributed to the driver, which generates very low distortion.
The harsh-sounding third harmonic, at both loud (100 dB SPL] and moderate
listening levels, averages well under %%. And the less intrusive second harmonic,
though a bit more elevated at loud listening levels, remains quite low at moderate
levels. ESS claims to have redesigned the Heil driver with thinner, lighter diaphragm
membranes, and some substantiation of an improved transient response can be seen
in the speakers’ ability to reproduce 3-kHz tone pulses in the lab.

The CBS curves are shown, as always, with the controls at their
recommended settings. The controls prove somewhat problematic if you choose to
aiter their effect. Only the midrange control exerts any appreciable effect (and only
from around 2 to 18 kHz—hardly the area we commonly term midrange). With it
set at its maximum, there is boost of some 6 dB at around 12 kHz; at its minimum
setting, response vanishes altogether above about 3 kHz. We preferred the controls
at opTIMUM and would use conventional tone controls or equalizers if we wanted
any additional contouring.

In our listening tests, we were quite pleased with the Classics. Placing
them about two feet away from a wall makes good use of the bipolar (front and
back) radiating pattern of the Heil driver, giving a spacious stereo image with an
excellent sense of depth and dimension. We did note some thumpiness in the low
end, and crispness and articulation in deep bass notes suffer somewhat as a result.
But, considered as a total system, the Tempest Classic can put out lots of sound and
is suitable for a wide variety of musical genres, from the symphonic to Donna
Summer. its sonic qualities, like its appearance, resemble those of ESS’s first Heil
speakers—which is to say that its open stereo imaging and projection of detail make
it a welcome addition to the line.

Shure SC-39ED fixed-coll professional phono pickup, with
nude-mounted elliptical diamond stylus. Price: $100; SS-39ED
replacement stylus, $56. Warranty: “limited,” one year parts and labor.
Manufacturer: Shure Brothers, inc., 222 Hartrey Ave., Evanston, Ill. 60204.

When a phono pickup designed for home use is pressed into
professional applications (in radio stations, discos, and such), the probability for
failure increases dramatically. Most home pickups are not designed to withstand use
{and abuse) by a DJ or broadcast engineer; slip cueing and backcueing tend to bend
the delicate stylus shank, and plunking a tonearm manually onto a héavily
modulated groove is no picnic for a stylus designed for viscous-damped descent.
Shure addresses these problems with the SC-39 series of professional phono
cartridges. Though we don‘t normally evaluate pro audio products, the SC-39ED
incorporates several engineering innovations that make it altogether appropriate for
the home—especially where record-playing equipment is handled with kids’ fingers
rather than kid gloves.

Of the three pickups in the series, the ED is designed for the lowest
vertical tracking forces—% to 1% grams—and is equipped with a nude-mounted
elliptical diamond tip. Each of the SC-39 models incorporates four types of stylus
protection. An internal support wire and elastomer bearing allow for backcueing
without. groove jumping, and a telescoping stylus shank gives strength to the
assembly without adding weight. According to Shure, the most common form of
damage in the studio occurs when the stylus is pushed sideways and bent; to
prevent this, a lateral deflection assembly withdraws the entire stylus shank and tip
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TC-720.

The 3-head deck
for the creative
recordist.

If you like to get involved with your tape recording, this
is the deck for you.The bias rotary control and built-in pink
noise generator allow you to fine-adjust the deck’s high
frequency response to best suit the particular tape you
are using. The REC LEVEL ADJ controls and REC CAL switch
allow you to further adjust the recording sensitivity for
proper Dolby* NR tracking, resulting in very high signal-to-
noise ratio and exceptionally clean sound.The TC-720
also has a unique built-in “real time” echo facility. You can
use this to add new dimensions of studio realism to tapes
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TC-9208.
Matching the Indusky’s finest

separates in appearance as well as performance.

For unparalleled performance, the TC-920B starts w th
the heads. Yamaha's unique Pure Plasma Process results in
Sendust heads of unparalleled purity, resulting in high
permeability of the core for better sensitivity and playback
‘efficiency, excellent S/N ratio, and greatly reduced
tape/head wear.

The 920B has a vast array of audiophile features. Like the
unique FOCUS switch. In the “SOFT” position, you will aftain
a more relaxing, mellow quality to the overall listening
effect. In the “SHARP” position, you get a more crisply
punctuated high frequency sound quality. There’s also a
fine bias adjust cont-ol to match the deck’s characteristics
to those of the actual tape in use.

A switchable subsonic filter cuts out subsonic interfer-
ence due to warped records, line hum, etc., and also
safeguards your speakersduring playback without altsring

HOME STEREO! EPFEEIGEXJT
ENTERTAINMENT

recorded for playback in both your car and your
home. All these front panel features land more) are backed
byreliable,advancedelectronics.The Closed-Loop

Dual Capstan Drive keeps the tape at an ideal tension

for smooth head contact. An advariced Frequency
Generator servomotor transports the tape at a constant,
«accurate speed with very high torque. High-performance,
low-roise amplifying circuits are us=d for the mic and

line inputs. All this superior performance is wrapped in a
bealtiful simulated ebony cabinet

*Dolby is a trade mark of Dolby Laboratories.

(gt

30090 8 5 4ag,
2 °
ity L

- e e

e oo e e

o
O
i

2 e oy

T

sound cuality.The bar-graph peak |=svel meters have a
fastislow switch to adjust the recovery time of the meters
for maximum control over the material you are recording.
The 920B's sleek black cabinetry enhances the high-
performance look of this studio quality deck. For maximum
convenience an ingenious hinged panel conceals
the less often used controls.Everything was done with striking
esthefics and total performance in mind.
The TC-720 and the TC-920B will bring the competition fo
its knees, and will bring you to your fzet, cheering. For
the full story, visit your local Yamaha Audio Specialty Dealer
listed nthe Yellow Pages. Or write us: Yamaha, Audio
Divisicn, P.O. Box 6600, Buena Park, CA 90622.

From Yamahaq, naturaily.
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Shure $C-39ED phono cartridge

FREQUENCY RESPONSE & CHANNEL SEPARATION
[test records: STR-100 to 40 Hz; STR-170 above)

DB 1
0 ,,4
-5
-10 |
-15
20 [STAS = —— .
N
-25 =
« l9ED
HZ 20 50 100 200 500 1K 2K SK 10K 20K
Frequency response
Lch +2%, - 1% dB, 20 Hz to 20 kHz
_____ Rch +1%, - 1% dB, 20 Hz to 20 kHz

=20dB, 190 Hz to 3 kHz;
> 14 dB, 20 Hz to 20 kHz

Channel separation

SENSITIVITY {at 1 kHz) 1.13 mV/cm/sec

CHANNEL BALANCE (at | kHz) + % dB
VERTICAL TRACKING ANGLE 34¢
LOW-FREQUENCY RESONANCE (in SME 3005)
vertical 8.2 Hz; 3%-dB nise
lateral 7.0 Hz; 4%-dB nse

MAXIMUM TRACKING LEVEL ire RIAA 0 VU; 1.0 gram|

at 300 Hz >+15dB
at ! kHz +12d8
WEIGHT 6.25 grams
TIP DIMENSIONS

tip radii 5.2 by 14.7 micrometers

7.3 and 8.4 micrometers

scanning radii

SQUARE-WAVE
RESPONSE
{1 kHz)

Manufacturers’
Comment

We invite rebuttal from those
who produce the equipment we re-
view. The comments printed here
are culled from those responses.

Crown Straight Line One
preamp, November 1979. Your re-
view expresses some doubt about the
33-Hz cutoff frequency on the [switch-
able] low filter. We argued with each
other on this point at some length. An
18-Hz filter at 18 dB per octave would
have left most of another octave avail-
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into the stylus housing before it can be bent. A flip-down, lever-operated stylus
guard protects the tip when the cartridge is not in use; a V-shaped cutout on the
control lever, visible when the guard is up, provides a precise aid for cueing. The
stylus tip itself, claims Shure, is polishec for minimum asperity and therefore less noise
buildup in the grooves of often-played 45s and delicate custom-cut acetates.

How effective this rugged construction will prove in actual day-to-day
use, we cannot say with much certainty. In tne pickup-destroying maneuvers we
tried, the SC-39's defensive footwork seemed pretty fancy, but we have no
objective data to help us compare its behavior in this respect with that of other
pickups we've tested. The stylus guard assembly is nice indeed, and the V-cut lever

does aid in cueing.

Also worth a line of praise is Shure’s mounting system. Instead of the
usual tiny mounting nuts, the hardware includes a thin mounting bar with two
threaded holes. The bar slips through a channel in the top of the cartridge and is
held firmly in place during the mounting procedure. This so simplifies what is often a
tedious, time-consuming process that we hope other manufacturers adopt similar

means.

In tests at CBS Technology Center, the SC-39ED acquitted itself nicely. It
negotiated the sweep-tone “torture” test with a mere 0.6 gram of vertical tracking
foree. With a 1-gram VTF, the cartridge maintains good separation and reasonably
flat frequency response. The square-wave photo shows excellent résults. Low-
frequency resonance falls a hair below the 10-Hz ideal, suggesting that a less
massive arm than our “standard” SME would be a good choice. In any event, the
low mass of the pickup itself helps minimize system mass.

Vertical tracking angle, obtained by using the STR-112 test record and
the vertical tracking meter, is within the usual range of measurements made by CBS
with this technique, which is to say that it is notably higher than the 20 degrees
employed in modern cutting heads. Channels are less balanced than we are
accustomed to seeing in Shure pickups. Microscopic examination of the tip shows
polish to be about par among the fixed-coil models we have tested, though not as
fine as CBS has encountered in some more expensive moving-coil models.

In the listening room, the pickup’s ability to track badly warped records
is excellent—comparable to that of the V-15 series. A/B comparisons between it
and an excellent home pickup disclose it as a fine performer. Instrumental timbres
emerge in full detail. Voices appear open and full, and bass notes are delivered with
solidity and impact. On the basis of the response curves, we wondered how the
high end, in particular, would sound, and the Shure did reproduce slightly more
surface noise than the models against which we tested it.

Considered as professional products, the SC-39 series is sure to win
many admirers. Our concern, of course, is with home users. For those whose living
situations and habits threaten frequent pickup damage, we heartily recommend this
rugged, yet sensitive addition to the Shure line.

Circle 131 on Page 95

abie without attenuation, but it would
have provided only about 13 dB of at-
tenuation at 10-12 Hz. Warp and reso-
nance difficulties may, in fact, require as
much as 20 dB of attenuation to avoid
owverload. By placing the filter at 33 Hz,
an additional 15 dB of attenuation is
provided in this region, and serious
problems can be effectively filtered out.
A carefully designed system ordinarily
will not evidence significant subaudio
problems; the filter is reserved for excep-
tional occasions when such problems do
threaten the quality of the music. Thus
33 Hz was chosen.

A further note is in order to relate
the separate phono module to the low
phono capacitance described in the re-

view. An important element of the load
imposed on any cartridge is the capaci-
tance of the cabling between the
tonearm and the phono input. By mak-
ing this cabling as short as possible, the
user can take another step in controlling
the load presented to the cartridge. As
stated, the shorter cabling as well as the
unigue input configuration of the phono
circuit reduces RF and other interference
problems to a very low level.

Dave McLaughlin

Crown International

HF replies: Mr. McLaughlin is,
perhaps, subtly chiding us for a typogra-
phic error in our report. Its reference to
“IF” should, of course, have read “RF.”




' THE DIGITAL READOUTS
ON THE NEW SANSUI RECEIVERS
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Zen and
the Art of
Front-Panel
Design

Why can’t the
subtlety and care
devoted to circuitry
be extended to the
knobs and switches
that make it work?

by Robert Long

Ingenuity {and, says the author,
possible Zen influence) of Lux
controls is characterized in cassette
deck by the way the red RECORD
interlock breaks rank with the rest;
note how sTor is centrally located
between pLAY {which, as the other
most-used control, shares extra size
with stop), the two fast-wind
controls, and the SEARCH {CUE/REVIEW)
lever—which, as a “'special” control,
has a special shape. Two end-of-
selection buttons, REC MUTE and PAUSE,
share a place apart at upper right.

SOUNDING HIGH FIDELITY

A European designer once tald me a story to illustrate what, in his
opinior, is wrong with Japanese cosmetics. On a tour of a Japanese television-set
plant he had been shown the r&d labs in which the circuitry was developed. Then
he was taken to the “design studios.” In one, the designer was at work on cosmetics
for the American market; on shelves facing him were sample sets from Zenith, RCA,
and other successful U.S. brands. In the European studio, Grundig, Telefunken, and
similar brands were standing by as models. "How can you be better than second-
best,” the European wondered out loud, “whern you're copying?” Indeed!

Few high fidelity products, from any part of the world, have really fine
cosmetics, and the basic problem is inherent right in that word “cosmetics”—our
habit of isolating the visible elements of design as though they have meaning when
considered in vacuo. They don’t. Audio-product design consists of three intimately
related elements. First, there is the electronic and mechanical design: the guts on
which satisfactory audio performance stands or falls. Second is styling: the
“prettiness” that may influence sales but contributes nothing to performance and, in
so “technical” a product, relatively little ta owner satisfaction. Finally there is human
engineering: the way the product relates both to the user and to the stereo system
in which it is used, so that the intended applications can be achieved efficiently. This
is the crux of the matter since good electrical and mechanical design is much easier
to come by, while inept human engineering can make its virtues inaccessible. Yet the
last two considerations generally get lumped together, ignoring the obligatory
functional interrelation between both and internal design.

The failure to distinguish between styling and human engineering
(abetted, no doubt, by the low cost of pushbuttons) has led to the ordering of long
rows of on/off switches in a way that often reminds me of W. S. Gilbert’s line about
“... our warriors, in serried ranks assembled. ...” Their uniformity conveys nothing of
their individuality of function. Worse, you often must peer elsewhere to discover
whether the “out” position means loudness or volume, memaory stop or play, 47- or
100-kilohm phono loading, cr whatever. Getting your system to perform under
these circumstances is like rousing your troops through an interpreter: Neither man
nor circuit gets turned on by that sort of fumbling.

Some years ago, in the midst of an engineer’s discourse on
transcenaental meditation, | got to thinking that Zen archery might be the answer.
Simply put, the Zen approach conceives the archer, the arrow, and the target to be
one and the target therefore to be unmissable as long as the conception is whole.
Are not the designer, the user, and the switch similarly one? And if the designer
conceives fully the act of using the switch he is designing, will his design not make
its correct use as inevitable as the aim of the Zen archer?

Japan is, of course, the land of Zen Buddhism. Where better to ask my
question? But | didn’t get answers. Then on my last trip to Japan, | was the guest of
Lux, whose way with knobs and buttons had always struck me as subtle and sensitive;
its cassette decks, for example, employ an extraordinary differentiation of shape, size,
color, and placement in the transport controls. Surely behind those faceplates stood
a designer who would understand my question—one whaose perceptions, if not con-
ditioned by the Zen concept, at least parallel it. Susumu Uehara, an executive director
of the company and its design manager, was resgonsible for the Lux look, | was told,
so | arranged an interview.

The elegant room in which we met commands an impressive view of
the mournitains behind Osaka. Uehara, a quiet, self-possessed man who looks much
younger than his sixty-one years, smiled rather shyly across a big square table. |
launched into the question. The smile continued while it was interpreted. Uehara’s
voice seemed almost a melody as he answered at some length; it was impossibie not
to assume serene wisdom in his words (though, fleetingly, | did wonder whether he
might be saying, “You ask about front panels, Grasshopper .. ) What | received
from the nterpreter was considerably more mundane: sound, sensitive thoughts on
how the interests of the user must be served within the dictates of the product’s
own reguirements. No mention of Zen or archery, no arcane insights, no poetry.

Maybe that is as it must be. Maybe it is in realistic compromise and
reconcitiation between conflicting demands thai good design lies. But I'm still
convinced that most designers aim too low and pay more attention to the interests
of the salesroom than to those of the user. The irick is to conceive the probiem
whole; if all the elements are one, the product will sell because it conveys the
meaning of its design—because it is right on target. HF




DIGITAL READOUTS
While digital readcuts may improve the looks
of areceiver anc make it easier to use, only digi-
tal circuitry can impicve the receiver’s perform-
ance. That's why ali -he new Sansui Double-
Digital receivers use our patented Digitally
Quartz-Lockec Tuning System, too.

DIGITALLY QUARTZ-LOCKED TUNING

To meet is rated distortion specifica-
tions, a receiver’s tuner section must be perfectly
center-tunec. The slightast mistuning causes dis-
tortion of the fina sigria to increase rapidly. And
even if a tuner 5 accurately tuned initially, it may
arift away from the desi-ed frequency within g
short time.

Sansuit Digitallv Quartz-Locked Tuning
System automctical y provides optimum tuning
that not only remains oerfect while vou listen, but
stays on the same center frequency even if the
receiver is tumed off and back on again Iater.

Conventional cuartz-controlled tuners
use ar analog ohass reference circuit that may
lose accuracy s akestit of harmonic interfer-
ence. Sansui’s patertec digital tuning system
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actually counts the vikrations of a quartz-crystal
time-base and compares it to the tuned-in
frequency for instant comrections.

When you listen to any of the new Sansui
Double-Digital receivers, you'll immediately hear
the difference that perfect tuning makes.

You'll also see the difference in the
specs. The tuning sections are extremely sensi-
tive, with unusually hign signal-to-noise and
spurious response ratios.

PURE POWER DC AMPLIFICATION

A great receiver needs more than a
superb tuner section, The amplifier must be first
rate, too. That's why Scnsui uses our own unique
Pure Power DC amplification system in all of our
Double-Digital receivers.

While some oter receivers have low
Total Harmonic Distortion (THD), a Sansui DC re-
ceiver can achieve lowest Transient iIntermod-
ulation Distortion (TIM) simultaneously. That's
because our high slew rate, fast rise time DC
circuits provide sufficient drive current to respond
instantaneously to even the most fleeting musical
transients. The music reproduction is remarkably
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life like, crisp and clean.

ELECTRONIC LED POWER METERS

The all-new peak power level LED dis-

play gives you an insiantaneous reading of the
power output of each channel, so you can con-
tinuously monitor the power you're sending to
your speakers. This electronic indicatcr responds
much faster and more accurately than any con-
ventional needie-type meter.

ALL THE EXTRAS, TOO

The new Sansui receivers are high tech-
nology through and tnhrough. So we've de-
signed them with special protection devices to
prevent any mishap. Protective circuits save the
output transistors from excessive current and
keep too much direct current from your speakers.

And we haven’t forgotten about the con-

trols and features that moks It p s
fine-tune the music. Like the bass and treble con e |
trols, which operate with an absolute minimum
of distorticn. And tcne defeat switch plus audio
muting on our top three moadets. The volume con-
trols with 41 click-stops. and ultra-smooth tuning
knobs, are large and centrally placad forease
of operation. Taping, too, is simple. with versatile
and complete facilities.

Everycne is proud of a grear-sounding,
high perfcrmance recaiver. But you should be
proud of ils looks as well. With Sansui, you will be.

Ask your authorized Sansui decler to
show you one cf our Doukle-Digital receivers.
Ask him to turn it on. You'll see that your music
never had it so good. And you never heard it
better. That's something you can caunt on.

G-7700

« 120 watts per channel. min. RMS, poth
channels driven into 8 ohms. from 20
to 20.000Hz with no more than 0025%
Total Harmonic Distortion.

* Power Amplifier Frequency Re-
sponse: DC to 200,000Hz +0, -348

G-6700

* 90 watts per channel with no more
than 0.025% THDunder the same
conditions.

® Power Amplifier Frequency Re-
sponse: DC to 2G0,000Hz +0, -3d8

© FM Sensitivity: 10.8dBf {1.9uV 1HF T-400)

G-5700

® 75 watts per channel with no more
thon 0.03% THD under the same
conditions.

e Power Amplifier Frequency Re-
sponse: DC to 200,000Hz +@, —3db

® FM Sensitivity: 10.8dBf {1.9uV IHF T100)

G-4700

¢ 50 watts per channel with no more
thon 0.05% ™HD uncer the same
conditions.

 FM Sensitivity -10.80f (1.9uV IHF 1100}

¢ FM Signal-te-Noise Ratio: 75dB

* FM Spurious Response Ratio: 70dB

» FM Sensitivity: 9.8dBf (1.7uV IHF T-400)
» FM Signal-to-Noise Ratio: 76dB
* FM Spurious Response Ratio: 90cB

¢ FM Signal-to-Noise Ratio: 75dB
¢ FM Spurious Response Ratio: 70dB

® FM Signal-ro-Noise Ratio: 75dB
® FM Spurtous Response Fatic: 70dB
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LOUDNESS

SANSUI ELECTRCNICS CCRP.
Lyndhurst, New Jersey 07071 - Gardena, Ca. 90247
Sansui Electric Co., Ltd., Tokyo, Japan
Sansui Audio Europe S.A., Antwerc., Belgium
In Canada, Eiectronic Disfributors
Circle 41 on Fage 95
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The Philadelphia Orchestra Association proudly presents
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The Greatest Recordings Ever Made
by Eugene Ormandy and the Philadelphia Orchestra

Personally Autographed by Muaestro Ormandy

Single edition limited to 5,000
Please order by March 31, 1980

For more than four decades, Eugene Or-
mandy has conducted the Philadelphia
Orchestra, considered by many to be the
finest symphony orchestra in the world.
During those years, he has earned the re-
spect and admiration of millions.

Now, at the summit of his career, Eugene
Ormandy has chosen to relinquish his role
as Music Director of the orchestra. And on
this occasion, The Philadelphia Orchestra
Association will pay tribute to him by issu-
ing an unprecedented record collection.

This historic collection, The Ormandy
Era, will comprise the greatest recorded
performances ever made by the Philadel-
phia Orchestra under the personal direc-
tion of Maestro Ormandy. And, as his
expression of gratitude to those who have
enjoyed the Philadelphia Orchestra over
the past forty years, Eugene Ormandy will
personally hand-sign each collection for
each individual who acquires it.

For this reason, The Ormandy Era will be
limited to a single edition of just 5,000. And
it can be acquired only by subscription; it
will not be sold in record stores.

There are thirty records in the collec-
tion, presenting classics like Tchaikovsky's
Pathetique, Beethoven's Piano Concerto
#3., Ravel’s Bolero . . . and some Ormandy

recordings never publicly released before.
Such as the Academic Festival Overture and
Carnival of the Animals. Many recordings
were made with world-famous soloists like
Heifetz, Rubinstein, Serkin., Perlman,
Flagstad and Stern.

Superior records of unique proof-quality

All of the records will be of superb proof-
quality, produced exclusively by The
Franklin Mint Record Society. These rec-
ords are made of a special vinyl material
which contains its own anti-static element.
This material, combined with the meticu-
lous process by which the pressing is made,
results in a record that has true fidelity,
clearer sound and is more durable and re-
sistant to dust.

The records are pressed in a ‘‘clean
room." which is totally dust-free and
atmosphere-controlled. Here, exceptional
care 1s taken to make sure that the full
quality of each original recording is faith-
fully preserved.

Personally signed—and limited
These proof-quality records wili be housed
in six custom-designed library albums of
five records each. Plus an additional vol-
ume —at no charge —featuring a personal
message from Maestro Ormandy, hand-
signed by him. It will also contain a bio-
graphical portrait of the great conductor,
and the text of fascinating interviews with
such personalities as Isaac Stern, Zubin
Mehta and Rudolf Serkin.

IMPORTANT: There will be no more than

5,000 of these signed Ormandy collections
produced. And when this number is
reached, no further subscriptions will be
accepted.

To obtain the collection, mail your order
to The Philadelphia Orchestra Association,
1420 Locust Street, Philadelphia, Pa. 19102.
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THE ORMANDY ERA

Please mail by March 31, 1980
Edition limited to 5,000

The Philadelphia Orchestra Association

1420 Locust Street, Suite 400

Philadelphia, Pennsylvania 19102

Please enter my subscription for The Ormandy
Era, consisting of six library albums contain-
ing a total of 30 proof-quality records. The
issue price for each record is $10.75* plus 95¢
for packaging, shipping and handling. The col-
lection will include anadditional volume (at na
charge) with a personal message hand-signed
by Maestro Ormandy.

No payment is required at this time. I will
receive my S-record library albums at the rate
of one every other month, and will be billed for
each album in two equal monthly amounts of
$29.25 each. the first in advance of shipment.

*Plus my state sales tux

Signature _ _
AL SUSSCAIPTIONS ARL SUBIECT T ACLEFTARCE

Mr.

Mrs.

Ms S

PLEASE FRINT CLEARLY

Address . ____

City__ _ _____ _

State__ _ _ _ o Zip_— _ __



It sounds
like music.

Intertace:C Series Il
is the fulfillment of
our six-year asso-
ciation with optimally
vented speakers based
on the theories of
A.N.Thiele - speaker
designs first introduced
by Electro-Voice in 1973.
The Interface:C offers
you a unigue combination
of high efficiency and
high power capacity — the
only way to accurately
reproduce the 120+ dB
peak sound pressure
levels found in some
types of live music.

The SuperDome™
tweeter, an E-V exclusive,
and the VMR™ vented
midrange driver, the first
to apply optimally vented
design to mid frequen-
cies, ensure your music
is reproduced without
the coloration normaily
found in other high-
efficiency drivers. An
honest 30 Hz low end
totally eliminates the
need for expensive sub-
woofer assemblies.

When you spend $1,000
for a speaker system,
get your money’s worth.
Audition the Interface:C
Series H at your nearest
Interface dealer. if you
want a speaker that
sounds like music, the
Interface:C Series il is
the one you'll buy.

Elechrooice’
cgUb'l company

600 Cecil Street, Buchanan, Michigan 49107

Series Il

Interface:C
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Letters

Hail Columbia’s McCarthy
| can’t let David Rosenthal’s
excellent article “Cracking
the Vaults at Columbia and
RCA” [December 1979] go by
without adding a few words of praise for
Tina McCarthy from a different quarter.
She and her staff at Columbia’s Department
of Archives and Consumer Relations have
won the gratitude of many discographers in
recent years because of their generous and
prompt assistance in providing details on
recording sessions. This is definitely not the
case with most record companies. Mc-
Carthy and the management that supports
her are to be congratulated for this attitude
of respect for the value of American histor-
ical recordings.

Peter Grendysa

Words on Music, Ltd.

Caledonia, Wis.

Movie Music Reviews

Paul A. Snook’s review of the
recording of the film score for Alien [Octo-
ber 1979] attracted my attention for several
reasons. | have seen the film and heard the
record many times, and as a musician and
teacher of criticism, | was interested in his
critical approach.

l agree with Mr. Snook on almost ev-
ery point. But apparently he did not see the
film. If he had, he would have known that
the music for its concluding sequences is
not Jerry Goldsmith’s, but the second
movement of Howard Hanson’s Symphony
No. 2 (Romantic). ] wonder if Goldsmith or
someone else in the production chain made
the decision to use a previous recording of
the Hanson work. In any case, this album is
not accurately titled the ““film score.”

Donald ]. Shetler

Professor of Music Education

Eastman School of Music

Rochester, N.Y.

There are some serious errors in Paul
Snook’s review of John Williams’ score for
Dracula [November 1979]. Though it is true
that the orchestra is not named elsewhere, it
is identified in the jacket notes as the Lon-
don Symphony Orchestra, not the London
Philharmonic as printed. Furthermore, to
the best of my knowledge at least, Wil-
liams’ earlier scores were not performed at
all with the National Philharmonic as the
reviewer says, but were also done with the
LSO.

Mr. Snook’s statement that these or-
chestras do not “match in size” (I'll let the
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“splendor” part of it go) is absurd, as all are
full symphony orchestras and vary little as
far as numbers of players go. One would
have to be at an actual recording session to
make such a statement. Then he calls the
recording “top-heavy, lacking in the kind
of warm and resonant acoustics Williams’
music requires.” Thus it makes the same
LSO that recorded Star Wars seem smaller.

Whatever one thinks of the Dracula
music, it is beautifully played and the Lon-
don Symphony deserves that credit.

William Radford-Bennett

. Glen Echo Heights, Md.

M r. Snook replies: Professor Shetler is
correct in deducing that I have not
seen Alien. | was aware at the time [ wrote
the review that a decision had been made
by the producers of the film (probably
without Goldsmith’s approval) to use the
Hanson as “source music.” But since the
disc itself offers only Goldsmith’s original
music (much of which, I have it on good au-
thority, was not even used in the film), I felt
that any mention of the symphony would
be confusing and irrelevant.

Regarding Mr. Radford-Bennett’s
complaint, perhaps “scope” would have
been a better word than “size” in describ-
ing the aural effect of the orchestra’s per-
formance of Dracula. The term was not in-
tended in a head-counting sense. Thus my
characterization of the recording as “top-
heavy” applied only to MCA’s inadequate
engineering (which is certainly inferior to
the Star Wars and Superman recordings), not
to the musical interpretation itself.

Mr. Radford-Bennett did catch me
in one error: The LSO is indeed the orches-
tra that is referred to in the liner notes. My
apologies.

I will not yield, however, on my
judgment that the National Philharmonic
under Charles Gerhardt and Goldsmith {or
the Royal Philharmonic under Miklés
Roézsa, for that matter) have given far more
idiomatic and exciting readings of film mu-
sic than the always polished but slightly
bland LSO.

“Uncivilized” Prokofiev

Abram Chipman’s review of the new
DG recording of the Prokofiev Scythian and
Lt. Kije Suites by Claudio Abbado and the
Chicago Symphony [September] hit the
nail on the head. The orchestral playing
and technical sound are really beautiful,
but the Scythian Suite is just too “civilized.”

The reference to the exciting record-
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ing by Hermann Scherchen certainly points
out the essence of both works, but Mr.
Chipman might have looked back even fur-
ther to what was probably the first (domes-
tic, anyway) recording of the Scythian: an
old RCA 78 featuring the Chicago Sym-
phony conducted by Désiré Defauw. My
recollection is that it was the most savage
performance | ever heard on records. I'm
sure he didn’t mention it because of its una-
vailability today, but I would be interested
in having his reaction to this performance.

William S. Hayes

Tustin, Calif.

r. Chipman replies: I didn’t mention

Defauw, not on account of its una-
vailability (else why bother with Scher-
chen?), but because space just doesn’t
permit mention of every worthy recording
of a piece. | too was introduced to the Scy-
thian Suite by the Victor shellacs but don’t
recall that the performance was up to the
subsequent versions I did cite, although it
was a good one.

Did Brahms Arrange Brahms?

In his review of Eugene Moye’s cello
recital [“Recitals and Miscellany,” Septem-
ber] Harris Goldsmith makes the flat asser-
tion that it was not the composer, but Julius
Klengel who adapted Brahms'’s First Violin
Sonata, Op. 78, for cello and piano. The sit-
uation is not quite that simple. Cellists—if
not critics—are grateful to Janos Starker for
reviving interest in this work, and Starker is
not alone in believing that the adaptation
was made by the composer.

Some years ago | was asked by the
International Music Company to translate a
short article, by one Gottfried Marcus,
about this sonata. IMC used it as a preface
for its publication of the work, which was
edited by Starker. According to Marcus,
the title page of Simrock’s 1897 edition,
which served at least in part as the basis of
the IMC edition, simply calls it an “edition
for cello and piano” without the name of
any transcriber. The listing of the sonata in
Hoffmeister’s authoritative Handbook of Mu-
sical Literature (Leipzig, 1900) mentions no
arranger either, although dozens of other
transcriptions of Brahms pieces do. There
are at least three other references published
in Germany and Austria before World War
I that list this cello arrangement as an origi-
nal work by the composer.

The omission from the Simrock edi-
tion becomes more intriguing in light of the
fact that, on three occasions that we know
of, Brahms wrote to Simrock specifically
asking that he not be identified as arranger
of certain works he had prepared for publi-
cation. While this is only circumstantial

HOW THE MODEL 100
BRINGS A WHOLE NEW
FEELING TO YOUR MUSIC

In recent months, we've reczived rave comments from all kinds of music
lavers about our new Model 100 Subharmonic Synthesizer. “I can't
believe what sounds I've bezn missing;” “Itadds fullness to the bass that
you normally only hear and feel in1 a live concert;” It adds presence and
impact to disco music although wse it nost of the time with classical
records;” “. have a who.e new record callection now;” and so on.

But besides these great comments, most new Model 100 owners
also wanted to know just how it :mprov=as the low-frequency
performance of their music systems. So. we're happy to oblige.

As the block diagram below shows, tke music signal from your
preamplifier (usually taken rrom the tape monitor output jacks) is fed
directly into the Model 100. ks ci-zuits senc the full frequency range of
this signal straight throngh. Simuitaneoasly, the Model 100 selects the
lowest notes in the sigmal (b=tween 50 and .00 Hz), creates a companion
signal an o-tave lower, and mixes it back with the original musical
signal. A frent panel control allows you :0 vary the level of the added
subharmoric signal, and there's a special ontput for use with subwoofer
systems too.

Whathappens is that you literally achieve a sense of “being there”
—with more excitement from yoar mus:c than

ever before—no matter whether you're

listening todisco, rock, or classical music. -
Now thet you know how #h= Medel 1¢0

works, we suggest that you experience tae full

impact of this unique elactrcnic eomponen-

at your dbx dealer. The dbx Model 100: just

one of our keys to unlocking yous ears. UNLOCK

dbx, Incorporated, 71 Caapel St., Newton,
MA 02195, (617) 964-321D. YOUR EARS
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Mcintosh C 32

“More Than a Preamplifier”

Mclintosh has received peerless ac-
claim from prominent product
testing laboratories and outstand-
ing international recognition! You
can learn why the “more than a
preamplifier” C 32 has been
selected for these unique honors.

Send us your name and address
and we'll send you the complete
product reviews and data on all
McIntosh products, copies of the
international awards, and a North
American FM directory. You will
understand why McIntosh product
research and development always
has the appearance and tech-
nological look to the future.

Keep up to date.
Send now - - -

Mcintosh Laboratory Inc.
Box 96 East Side Station
Binghamton, NY 13904

Name

Address _ __ _  _

City_ ... _State.___ _Zip_
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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evidence, | find it harder to reconcile Mar-
cus’ statement that there are about 200 al-
terations in the D major cello text when
compared with the violin version of the so-
nata. Somehow it does not seem consonant
with the character of a thoroughly trained
German musician such as Klengel to play
fast and loose with the music of a revered
master, even though some of those altera-
tions may have been dictated by the change
in tonality and the change to a lower
pitched instrument. (Incidentally, 1 have
seen a reference crediting the editing of this
work to Julius’ brother, Paul. If a Klengel is
responsible, | would opt for Paul, because
he is definitely known to be responsible for
an arrangement for violin and piano of
Brahms’s clarinet quintet.)

There is no reason for Mr. Gold-
smith to dislike the cello version less if it
was arranged by the master himself, but his
“alarm” at the sonata’s “increasingly fre-
quent appearance” should be confined to
aesthetic and not ethical grounds—at least
until more evidence is in.

E. Lee Fairley

McLean, Va.

D'Indy Neglected?

With the completion of HF’s annual
listing of record releases planned for 1980
[October], it is apparent that the recording
industry is still neglecting a deplorably un-
dervalued work. I refer to Vincent d'Indy’s
Symphony No. 2, in B flat, Op. 57, which
has not been available on records, to the
best of my knowledge, since the version by
Pierre Monteux and the San Francisco
Symphony Orchestra back in the days of
78-rpm shellac discs. I have hoped for
many years that some enterprising conduc-
tor would record it.

Morton Franklin

La Jolla, Calif.

“Baltimore Prayer”

In the closing paragraph of his fine
article on Walter Legge [November 1979|,
John Culshaw helps to perpetuate a myth.
The poem read at Legge’s memorial service
was not “found in Old St. Paul’s Church,
Baltimore, and dated 1692, but came from
a book of poems by the American Max
Ehrman (1872-1945) that was published in
1948. It is entitled Desiderata.

Wilbur McGill

Baltimore, Md.

r. McGill is correct. The so-called
“Baltimore prayer” is almost univer-
sally misattributed. What dates from 1692
is St. Paul’s Parish in Baltimore. In about
1956 this information was included on a
mimeographed copy of the poem, and that
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seems to have been the root of the confu-
sion. Ehrman wrote Desiderata in 1927.—Ed.

Wakeman: Pro and Con

I couldn’t believe the low-lying re-
marks Don Heckman made regarding Rick
Wakeman [“Rhapsodies,” Backseat, Octo-
ber|. What is music criticism coming to?
Maybe Heckman is too blind to see, but
Wakeman is an original and enjoyable
modern classical keyboardist and always
has been. I have heard all of this master per-
former’s solo and most of his group al-
bums. Perhaps his latest was a little lacking
in spots, but Heckman was too eager to give
a negative review and sounded like he
didn’t know what he was talking about. My
review of his review: He has poor taste and
is a red-neck.

Shayne McCarter

McMinnville, Tenn.

Thank you for Don Heckman’s re-
view of Rick Wakeman’s “"Rhapsodies” —
it's always pleasant to read opinions that I
hold myself. I still play “Six Wives” and the
Yes albums, but “Journey to the Center of
the Earth” and “King Arthur” just gather
dust. Wakeman'’s dexterity far exceeds his
imagination.

Robert van Keuren

St. Paul, Minn.

Sail On, Commodore!

I enjoyed John S. Wilson’s article on
Milt Gabler's plans to revive the Commo-
dore label [“The Commodore Catalog
Comes Back to Life,” Backseat, October
1979]. That is indeed great news. The only
problem we have out here in the heartland
of America is that not even large, well-or-
ganized dealerships can tell you who is dis-
tributing Commodore.

Richard 5. Rice

Indianapolis, Ind.

Commodore recordings are available
through CBS Special Products, CBS
Records, 51 W. 52nd St., New York, N.Y.
10019.—Ed.

HIGH FIDELITY welcomes corre-
spondence from its readers that falls within
the scope of our coverage—music, record-
ings, audio componentry, and aspects of
the general cultural milieu that relate to
these. Letters may be edited in order to
sharpen their sense and style and to pare
their length, and we suggest therefore that
correspondents confine themselves to 400
words. Please keep ‘em comin’ to the Edi-
tor, High Fidelity Magazine, The Publish-
ing House, Great Barrington, Mass. 01230.
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Very separate.Very together.

They're the Jensen Sepa-
rates. An individual system of
special high performance woofers,
tweeters, and midrange drivers.
And by separating them in your
car, you'll come up with a very
together sound.

Why separate them?

Because a car in-
terior is acoustically
very different from
your living room.
And in many cases a
lot of the music may
not even get te your
ears.

Separating the
drivers also opens
up the chance to
use bi-amplification. Which means
better sound with better power
level matching.

Divide and conquer.

We developed the Jensen
Separates to deliver every last
high, low and midrange signal
your music contains. And to over-
come any possible acoustic prob-
lem you may encounter.

Two individual 2" phenolic
ring tweeter units are designed
to be mounted high in the front
doors. That way, every bit of their
4,000-20,000 Hz high frequency
signals travel straight to your ears.
With no stops in between.

Two 3%" midrange drivers

Two 2" phenolic
ring tweeters

also mount in the upper front
doors. And what a difference they
make.

In this position their subtle
1,000-4,000 Hz middle tones fill
in the gaps between treble and

bass. While Flexair foam
cone susper-

Two 3%" nudrange
drivers

Under dash
tweeter/midrange
control unit

sion provides the extreme sensi-

tivity needed for smoother sound-
ing music.
For full, well-defined bass,

a pair of 6"x9" woofers mount in

your car’s rear deck. There they

can take advantage of the trunk’s
air space to create their magic.

New 20 oz. magnet structures
give these woofers extra power
handling capabilities and high
efficiency. While the Flexair foam
suspension affords low distortion
from 35 to 1,000 Hz.

Two 6"39" 20 oz
wonfers

The control unit.

It contains two independent
midrange and tweeter level con-
trols for each channel.

So not only do the Jensen
Separates deliver all of your music,
they also give you the final con-
trol over it.

Ideal for bi-amplification.
The Separates are perfectly
suited for a bi-amplified car
stereo system. The
woofers would then
receive only the
bass signals from
one amp. While the
tweeters and mid-
ranges receive the high
frequency signals from

another amp.

It gives the sys-
tem much better
power distribution
for higher power

levels, clearer music and less
distortion.

Their time has come.

Experience the Jensen Sepa-
rates. And discover how very
together music in your car can be.

JENSEN

SOUND LABORATORIES
AN ESMARK COMPANY




The logic behind the
Revox B7%.

The logic s the logic which is built-in.

[t’s an ingenious and highly sophisticated system—
much like the human nervous system— which controls
the deck’s functions.

You can push any button in any order with no chance of
damaging vour tapes, Our motion sensing system con-
stantly feeds stutus reports to the logie elreuitry which
activates your commands In proper sequence.

The logic also permits full-function remote con-

trol, and an editing mode that keeps the playback cir-
cuitry live, even when the motors are stopped. You can
make vour splices right on-the-beat, and our built-in
splicing bleek makes it easy.

The design and construction of the Revox B77 further
guarantee =mooth and accurate operation. To get the

long-life advantage of ferrite without static build-up or
heat degradation, we use Revox’s exclusive Revodur
heads, made of metal to dispel heat and static, and
vacuum-coated with permalloy for durability.

The B77 has a unique capstan motor that’s monitored by
a tacho head to precisely control speed and limit wow
and flutter to professional studio standards.

Revox offers many options with the B77 including a full
range of speed configurations fram 15/16 IPS to 15 IPS,
variable speed control, Y track record/playback and more.
All this professional quality 1s neatly engineered

to fit ina deck vou can carry. After all, if you own a
machine this good, it's logical to take it with you.
Experience the B77 and the full line of Revox audio
components at your franchised Revox dealer today.
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Cassette in Crisis

Multiple speeds, noise-reduction systems, new fypes of
recording tape, new head configurations, and other changes—
Arewe about to "improve’’ the cassette into extinction?

s e

ne day in 1963, Johannes

Schoenmakers, a tape engineer
working for N. V. Philips in Eindhaven,
Holland, came up with an appealing
idea: to seal some 280 feet of tape ap-
proximately 3/16 inch wide and an-
chored at each end to a free-moving
miniature hub inside a plastic shell. The
plastic wafers, measuring approximately
4by 2% by Yainches, could then be
played on portable recorders no larger
than a typical abridged dictionary.

Atthat time tape recording was a

somewhat esoteric hobby engrossing
only a tiny fraction of American audio-
philes, the majority of the world’s tape
recorders were made in Europe or the
U.5., and an album of Mantovani or Si-
natra or Renata Tebaldi cost $7.95 on a
“standard” open reel. Schoenmakers’
superiors quickly realized several things:
that his idea was patentable; that it drew
on previous technology {(most notably a
two-hub tape cartridge developed by an
engineer for Telectro Industries); that it
would make anideal compact dictation
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system; and that the quickest way to gain
worldwide acceptance of the new format
was to make it easily available, virtually
royalty-free to all comers, as Columbia
had done with the LP,

In the seventeen years since, the
compact cassette (its official name) has
become the most popular medium ever
created for the exchange of recorded
sound. It has grown from a lowly dictat-
ing system into a stereo high fidelity me-
dium rivaling the performance of discs,
stereo FM, and open-reel tape. Even ac-
cording to the most conservative esti-
mates, twice as many cassette mecha-
nisms as turntables are now in use in this
country.

But as the Philips patents begin to
expire around the world, the cassette
faces a number of technical changes—

some of them mutually exclusive—
aimed at making it even more useful, but
withresults that might be disastrous.
Such companies as B.1.C. and Nakamichi
have introduced transport speeds that
depart from the 17%-ips standard. Teac,
among others, has varied the track ar-
rangement. Telefunken, Sanyo, and
DBX are only three of the new gener-
ation of electronic noise reducers look-
ing to displace Dolby B. Lux, TDK, and
cthers have made some fundamental im-
provements in cassette shell design. And
metal-particle tape has come along, re-
quiring still another bias adjustment and
electronics that are yet more sophis-
ticated. All of which leads observers to
wonder whether or not success is about
to spoil the cassette—to bewilder those
whom it seeks to bedazzle.

“lt is the firm opinion at Philips
that the compact cassette can remain vi-
able as a worldwide recording and play-
back system only if standards are main-
tained by the industry, as deviation from
these standards will cause incompatibil-




ity and therefore confusion in the mar-
ketplace.” These words from an attorney
representing Philips in Japan reaffirm its
stand from the beginning. He suggested
that unless manufacturers were willing
to forgo maverick design, the company
might be forced to take legal action.

In 1963 the factory at Eindhoven
was one of the world’s largest producers
of tape recorders. Philips has exercised
tight control over the development and
growth of Schoenmakers’ invention—to
its detriment, some say, while others ar-
gue that only such firm adherence to
standards could have permitted the cas-
sette medium to develop asit has. The
company has used an adroit combina-
tion of carrot and stick. It has offered use
of its patents to other equipment makers
either free or at nominal cost and
charged blank-tape producers only
about one cent per cassette—provided ali
were completely compatible with the
recorders turned out by Philips. Those
who did not play by the company’s rules
could find themselves in court facing
some bloody-minded lawyers and trying
to explain why they were not guilty of
infringing on the Schoenmakers patent.

Compatibility and interchange-
ability have been the key items in
the Philips credo. As a positive result,
the cassette you recorded yesterday will
reproduce adequately on the portable
player you bought in 1969, and the first
cassette recorded in 1964 will deliver sat-
isfactory sound on the stereo decks of
1979.

But almost from the time patents
were first obtained in Germany, the
U.K,, the U.S., and Japan—and licensing
agreements were signed with manufac-
turers in those countries—the licensees
found the restrictions difficult to live
with. The first hurdle was stereo. Philips
finally condoned a track width of only
0.021 inch (the same as that of the then-
new eight-track tape cartridge) to fit a
stereo pair into the space originally oc-
cupied by a mono track. Thus a mono
head would reproduce both stereo tracks
together, while the two elementsin a
stereo playback head would respond
equally to a mono recording. Mean-
while, in Japan, Teac experimented with
arecorder that obtained superior signal-
to-noise ratio and frequency response
by operating at a speed of 3% inches per
second—twice that specified in the li-
censing agreement. Joseph Tushinsky,
chief executive of Superscope (which, at

the time, was the import agency for all
Sony tape-recorder products), likewise
remembers encouraging results with the
higher speed and the disappointment
when Sony turned thumbs down on the
idea—possibly at Philips’ request, Tush-
insky believes.

Philips did not succeed in staving
off one nonstandard tape that came
along during this period, however: E. L.
du Pont’s Crolyn. The chromium diox-
ide formulation claimed roughly twice
the high-frequency resolution of the
available ferric tapes, and audio engi-
neers quickly realized that it could be
used to create much the same sonic ad-
vantages as the discarded higher trans-
port speed. The catch was that the new
tape required a bias signal 50% higher
than that specified by Philips. And for
optimum results, a new playback equal-
ization might be needed. After extensive
soul-searching and much lobbying by
Du Pont and others, Philips amended the
standards to accommodate chromium
dioxide and its 70-microsecond EQ.

Much the same sort of thing hap-
pened when Advent, Harman Kardon,
and other manufacturers wanted to add
Dolby B noise reduction. Dolby-en-
coded cassettes, Philips’ standards ex-
perts insisted, were not compatible:
They sounded pinched and shrill on
non-Dolby decks. And conventional
tapes sounded even more unpleasant
played back through a Dolby decoder.
So Philips setout to develop its own
noise-reduction system that would oper-
ate on playback only, thus benefiting ev-
ery cassette ever recorded. The result
was DNL, which unfortunately opened
to mixed critical reviews and a poor box
office. The company realized that the
Dolby circuit really did improve cassette
performance and ultimately allowed it,
provided that the circuit could be
switched in and out.

Not so successful were some
track-configuration ideas of JVC and As-
trocom-Marlux in the early 1970s. JVC
proposed a quadriphonic cassette in
which the four channels ran in parallel
tracks laid out in one direction on the
tape so that the back channels occupied
the space normally reserved for the re-
verse direction of tape travel. Philips
turned the idea down cold, proposing in-
stead a format with eight tracks, each
about half the width of conventional
stereo tracks, and with fourrecorded in
each direction. Many engineers atJVC
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and elsewhere regarded this proposal as
an engineering and manufacturing
nightmare, and the idea of discrete
quadriphonic cassettes died. Astrocom’s
idea went in the opposite direction: a
stereo pair of tracks filling the entire
tape width and running in a single direc-
tion. The idea was to improve signal-to-
noise ratio and other characteristics, but
again compatibility won out.

Through it all, Philips made ex-
ceptions for certain professional, educa-
tional, and industrial applications. For
example, Nakamichi has been supplying
two-speed versions of the Model 1000
for use in recording studios for several
years, and Philips has authorized a num-
ber of suppliers to produce 15/16-ips
cassette decks for use with talking books
for the blind. The understanding in ev-
ery case has been that these units are not
to be offered for sale to the general
public.

Multiple Speeds

”When we first came up with the
idea of a cassette deck that operates at
3%ips,” recalls B.I.C’s Jay Bergen, “we
had no trouble selling the concept to our
dealers. After all, the benefits of higher
speed were evident to anybody familiar
with multiple-speed open-reel record-
ers. What we didn’t realize was that
there’s a whole generation of cassette
users out there who didn’t know that.
Once our cassette decks were in the
stores, we found we had to explain this
basic truth. That’s when we came up
with the slogan, "Twice the speed, twice
the performance.” ”

Of course there had been no man-
ufacturing standards for 3% ips, so B.1.C.
created its own—in general, by halving
or doubling the figures for other tape
speeds: The 120-microsecond equal-
ization became 60 microseconds; 70 mi-
croseconds became 35. In general, the
manufacturers that followed—Marantz
and Fisher—adopted the same numbers
because they were both convenient and
effective. There is no guarantee, how-
ever, that other manufacturers will do
likewise, which means that the 3%-ips
tapes you record on a new B.1.C. deck
may not be perfectly compatible with
those recorded on models from other
companies. They definitely will notbe
compatible with the Teac 144, a multi-
track 3%-only recorder developed for its
Tascam professional series (see Back-
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Original mono cassette layout (left) was adapted to four-track stereo (center) for interchangeability; equal guard bands
to minimize crosstalk in multichannel use (right, for Teac 141) compromise compatibility and sound. See text.

BEAT, January), although the fundamen-
tal point of incompatibility here is in the
track layout.

More recently, Nakamichi and
Superscope added the 15/16 ips speed to
some of their consumer models. To do
so, Nakamichi altered the 70-micro-
second equalization constant to 120 mi-
croseconds. Superscope has incorpo-
rated the slow speed in certain
battery-operated portable models to
double playing time (though equal-
ization numbers are not available). And

_atleast one company (Norwood Indus-
tries) offers decks with 1% and 15/32ips.
The superslow speed is intended for
talking books, and the four tracks of the
stereo format can be recorded independ-
ently in mono (another incompatible
layout), permitting up to twenty-four
hours of playback from a single C-180.

When Yamaha tried to introduce
variable-pitch recording in its TC-80GL
several years back, Philips refused its
permission on the ground thatany vari-
ation in recording speed would violate
standards. Yamaha, which also makes
pianos and other musical instruments,
argued that there was a need for a cas-
sette deck whose speed could be altered
and its pitch tamed for musicians who
must practice with a recorded accom-
paniment. Philips yielded by permitting
speed variation on playback only, a fea-
ture later adopted by a handful of other
manufacturers. Now the Tascam 144 of-
fers variable recording speed as well,
and there are indications that more man-
ufacturers may do so soon—all without
visible reaction from Philips. Why?

Two factors are at work. On the
one hand, the once-mighty Philips pat-
ents are in the process of expiring, open-
ing the technology even to those who
choose not to take out a license. On the
other, lawyers are beginning to question
the legal validity of the patents.

To understand all the ins and outs,
however, you have to be a patent lawvyer
with a firm grounding in international

law as well. In 1963, Schoenmakers filed
a German patent application on a tape
recordersreproducer magazine. That
patent will expire in 1981. Schoen-
makers’ Japanese patent will run out
early this year. And in 1985, the last of
the basic cassette patents—U.S. No.
3,394,899—will expire. So will the licens-
ing agreements Philips signed under that
patent. It is illegal, under American law,
to extend the life of a licensing agree-
ment beyond that of the patent on which
itis based; but this is not the case in
some foreign countries, where licenses
can extend the effective lives of patents
by many years. On the other hand, some
foreign licensing agreements already
have expired.

Under normal conditions, U.S.
patents and laws would take precedence
over foreign practice, at least for Ameri-
can manufacturers and consumers. But
conditions here are not normal. Most
cassette equipment is manufactured in
Japan, where Japanese patent law ap-
plies; and the principal patent-holderis
Dutch and is governed by Dutch and
German law. As a practical matter, no
maker of consumer cassette equipment
licensed in the U.S. has complained that
he has been hurt by imports of nonstan-
dard cassette units. But the U.S. arm of
N. V. Philips, rather than manufacturing
its own cassette recorders, now buys
them from Japanese producers who also
make nonstandard equipment for other
customers. A very tangled state of af-
fairs, indeed, and ample reason why
Philips is no longer pursuing its goal of
universal compatibility with the zeal it
did only two or three years ago. Law-
suits, in factor in threat, appear to have
been replaced by sternly worded letters
pointing out the benefits of adhering to
the standards adopted so painstakingly
over the years by such organizations as
the Deutsche Industrie Normen, the
Electronic Industries Association of Ja-
pan, and the International Tape Associ-
ation.

And, too, inrecent years, the pat-
ents have taken quite a beating from
lawyers. One case involved the introduc-
tion of the microcassette, which Philips
maintained was an infringement. The
microcassette, as you may have noticed,
prevailed.

When B.I.C., not a Philips license-
holder, decided to introduce a two-speed
cassette in the mid-Seventies, its lawyers
examined Patent No. 3,394,899 with
greatcare and recommended that the
company notseek a license. Since the
Schoenmakers patent didn’t specify de-
taiks like tape speed, track width, or even
cassette dimensions, and since it’s based
on a 1959 patent issued to Karl Rudzitis
fora similar twin-hub system, the B.I.C.
attorneys thought they had a pretty good
case for attacking its validity. And one
distinctive feature of the device de-
scribed in the Schoenmakers patent is a
ledge or platform to hold the cassette—a
feature that does not appearin front-
loading decks like B.1.C.’s.

“It’s no coincidence that the first
company to market a two-speed cassette
deck in the U.S. is one that didn't already
have a Philips license,”” a patent attorney
familiar with the situation said recently.
“It’s a lot easier to defend a patent in-
fringement suit than it would be to de-
fend breach of contract, which would oc-
curif the company had a license and
broke one or more of its provisions.”
Philips hasn’t moved against B.1.C,,
Marantz, or Fisher, so it seems likely that
we’ll face a barrage of two-speed, three-
speed, and variable-speed machines
from other suppliers.

But suppose you buy one of these
machines now and begin to build a li-
brary of cassettes recorded at 3% or
15/1oips. Will you be able to play them
on the decks available in five or ten
years? Or will the existence of one or
both of these speeds undermine 1% ips
as the cassette standard?

Trade estimates put the number of
two-speed recorders and decks sold last
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year at somewhere around 100,000—an
incredibly small fraction of the 16 mil-
lion-plus cassette transports and the 2.4
million over-$150 home units sold last
year. My informal check has turned up
no deck owners who are building a li-
brary of 3%-ips musicassettes. The an-
swer would seem to be that even among
people who own the equipment, 3% ips
hasn’treally been accepted asa “stand-
ard” speed. Whether it will be depends
on prerecorded cassettes and compati-
bility standards—neither of which exists
for 3%—as well as on public acceptance
of the equipment.

Track Layout

If Philips had permitted JVC’s
four-channel cassette track configura-
tion, would discrete quadriphonics be
alive and well today? We’ll never know.
Some audiophiles hold that Philips’
refusal to authorize the one-way record-
ings was a deliberate technological
blockade that hurt both quadriphonics
and the cassette medium. Now Teac has
come up with a similar configuration de-
signed to improve signal-to-noise ratio
and channel separation in the Tascam
Model 144. The Philips standards spec-
ify, on a Stereo cassette, two tracks re-
corded in each direction, each 0.6 milli-
meters wide. There’s a guard band 0.3
millimeters wide between the channels
of stereo pairs, and another 0.8 millime-
ters wide between the stereo pairs them-
selves. Teac conforms to the track width,
butall three guard bands are 0.45 milli-
meters wide. That means that a 3%-ips
tape recorded on the B.I.C. T-4 won't
play properly on the Model 144 because
the right-channel head gap is repro-
ducing part of a guard band and missing
partof its track, lowering output level in
that channel and compromising Dolby
tracking. (The Dolby circuit in the 144
cannot be switched out.) Conversely, the
right channel of tapes recorded on the
Teacwill reproduce at too low a level on
the B.1.C. And anything on the third and
fourth tracks will reproduce only back-
ward on the T-4. Teac underlines the fact
thatits deck is intended neither for con-
sumer use nor for compatibility with
other decks.

Could a manufacturer now an-
nounce a half-track stereo head similar
to Astrocom’s in the name of tech-
nological improvement? At least one
manufacturer appears to have been ex-

The patents are expiring,
opening technology even
to those who are not
licensed.

perimenting with such an arrangement.

"I would think he could make a
pretty good case in court that the licens-
ing agreement is restricting technology
and that the patent isn’t applicable,” says
the patent attorney. “He’d have to be
prepared to go to court, since Philips
might try very hard to contest this one,
butl'd be inclined to advise him to take
the risk if he could show a real tech-
nological benefit.” The attorney says
that American courts generally tend to
find against licensing agreements they
believe unnecessarily restrict creativity
or the freedom of trade.

The number of nonconforming
head configurations actually sold in the
U.S. last year is put at well under 10,000
units—and all of those were special-ap-
plication devices of one type or another
that are difficult or impossible to buy at
retail. I wouldn’texpect any home-
equipment manufacturer in his right
mind to deviate very far from the stand-
ard track widths,” says one industry ob-
server, “but itis possible thata four-
channel deck of the JVCtype could ap-
pear.” He noted that, while only the
front channels of quadriphonic tapes re-
corded on it would play on standard
equipment, such a deck would be able to
reproduce standard mono and stereo cas-
settes.

Noise Reduction

As we’ve seen, the introduction of
the Dolby B circuit in 1970 caused real
anguish among Philips’ standard-
makers (though millions of Americans
today listen to Dolby-encoded prere-
corded cassettes on non-Dolby equip-
ment and accept what they hear). Now,
ten years later, Dolby’s 10dB of im-
provement in signal-to-noise ratios (or
that of JVC’s similar ANRS) doesn’t look
like much compared to the 20 dB prom-
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ised by High Com (a system developed
by Telefunken and licensed by Naka-
michi for its High-Com 11}, the 30dB or
so of DBX (used on certain Teac mod-
els), or the 40 dB claimed for Sanyo’s Su-
per D (one of several systems announced
in Japan and under consideration for
commercial introduction here this year).

High Com is a two-mode system.
In one mode, its noise reduction and at-
tack time (the length of time it takes the
circuit to go into action on a given signal)
are said to be close enough to Dolby’s to
permitinterchange. In the other, noise
reduction is 20dB, attack time is twice as
fast, and the recordings are not Dolby-
compatible. So far, only Nakamichi has
offered the system and only in its in-
compatible High-Com Il version as an
add-on component priced at $750. But
Telefunken is trying hard to license
High Com to other manufacturers for in-
clusion in theirrecorders. The stumbling
block is said to be cost. Telefunken's
proposed royalties and the cost of manu-
facture are both significantly higher than
that for Dolby B, which most Americans
acceptas standard.

For its system, DBX claims a dy-
namic range of up to 100 dB, with up to
30 dB of noise reduction at the higher
frequencies. Unlike High Com and
Dolby, the DBX is a linear compander,
which means that it treats all frequencies
the same and thus needs no level match-
ing to keep response flat. The resultis a
recording that isn’t pleasant to listen to
unless it’s properly decoded, and the 2:1
expansion in playback doubles any out-
put-levelirregularities (such as drop-
outs) in the tape. Cost of manufacture
and royalties are also given as reasons
why more manufacturers don’t build it
into their equipment. DBX's aggressive
new management has made it clear,
however, that it’s serious about cutting
into Dolby’s licensing business.

Sanyo, which manufactures cas-
sette decks for itself and others, recently
announced a system it claims combines
the best features of DBX and Dolby. Its
Super D is available only as a separate
component, and the company’s Bill By-
ronsays he doesn’t know whether itever
will be builtinto Sanyo’s decks. Super
D, priced at $470, claims dynamic range
of 100 dB, with a 40-dB maximum noise
reduction.

And where has Dr. Dolby been
while all this has been going on? Not sit-
ting idly by, that's where. His latest is
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HX, a circuit that expands high-fre-
guency headroom during recording by
as much as 10 dB. [t works by sampling
the output of the Dolby B circuit contin-
uously and by varying recording bias
and recording equalization to match the
program content. The result: an im-
provement in high-frequency response,
anew brilliance and liveliness to high-
energy program material. It is said to be
comparatively inexpensive, adding only
about 20% to the manufacturing cost of
the Dolby B circuit into which itis in-
corporated. Expect to see several Dolby
decks enhanced with HX this fall.

HX is nota noise-reduction sys-
tem per se; but it can yield increased dy-
namic range with program signals that
puta premiumon its added high-fre-
quency headroom. Tandberg’s Dyneq
(which varies recording EQ but not
bias—see the reportin thisissue) has a
comparable objective, as does the Super
option in JVC’s Super ANRS. Of these,
only Super ANRS requires special play-
back decoding; as a result, all the rest are
compatible with Dolby B. Because it's
switchable (out, the Dolby equivalent,
“full speed”), High Com is, too. Tele-
funken began building it into its own
equipment last year, and chances are
good that one or more other European
manufacturers may add it to their best
decks. Listeners who have heard unde-
coded playback of High Com in its flat-
out mode say it's no more pleasant to lis-
ten to than undecoded DBX.

Metal Ready or Not

When you remember that the
original Philips cassette recorder was a
battery-operated model designed to take
dictation and that the original cassette
tape was an iron-oxide product made for
open-reel machines butslit narrower,
it's staggering to realize what has hap-
pened to cassette tape in seventeen
years. First came Crolyn, with Philips
reluctantly agreeing to its use. Shortly
thereafter, some blank-tape makers (no-
tably TDK with SD and Maxell with
UD) began tampering with the “stand-
ard” bias and equalization in order to
obtain better performance. To achieve
this performance, equipment manufac-
turers had to alter their own bias settings
from the DIN standards. Later they in-
troduced switchable bias and, still later,
decks with variable bias or even with
built-in automatic bias adjustment sys-

Nobody seriously doubts
the cassette will give way
to some better format.

tems. All of these dealt with a bias range
representing roughly 100 to 150% of the
original DIN specification. The introduc-
tion of metal-particle tape stretched the
range still higher. What could happen in
the future with more exotic recording
particles can only be conjectured, but it
seems evident that some form of built-in
automatic bias and equalization adjust-
ment is increasingly necessary as these
tape types proliferate—at least in the bet-
ter-quality decks in use by most audio-
philes.

“It’s common for the casual
recordist to settle on one tape brand and
type and do virtually all of his recording
with it,” says a spokesman for a major
equipment maker. “He really has no
need for infinitely variable bias because
he may use only one or two bias posi-
tions for the entire life of his equipment.
The audiophile, however, is different.
He tends to try every new tape that ap-
pears on the market at least once, al-
though he, too, may do the bulk of his
recording on a single high fidelity tape.
Of course, he can select bias and equal-
ization manually, but a microprocessor
with built-in signal generator is much
more precise and avoids the problem of
forgetting to change bias when switching
from one tape to another.”

The catch is that the micro-
processor adds significantly to the price
of the equipment without a concomitant
improvement in performance. But who
knows when the tape formulations will
change and no longer match the deck’s
factory “standard” settings?

Of course, say some experts, all of
this becomes academic with the specter
of digital recording hanging over not
only the LP, but the cassette as we know
it. Many tape experts agree that the
present-day cassette can be adapted for
digital recording, and it’s also quite pos-
sible for the same deck to be able to
record both digitally and analogically.

Atthat point, the striving for better au-
dic tape formulations may become
maoot.

Perhaps a greater threat is the
emergence of the microcassette as a mu-
sic medium. Pearlcorder (Olympus),
Sony, and Lanier have been experi-
menting with the tiny cassettes, which
operate at 15/16 ips and can produce
sound quality comparable to that from
cassettes in the late 1960s, before the in-
traduction of Dolby B and chromium
diexide. Like the cassette, the micro was
introduced as a dictation medium. And
like many of the developments we've
been discussing, it was introduced de-
spite Philips’ efforts to keep it off the
market. It was, in fact, the successful
court defense of the micro that instigated
other nonstandard developments, as
manufacturers decided to take the risk of
defending their nonconformist notions.

Late last year, Pearlcorder showed
a component microcassette deck that, it
claimed, could produce high fidelity re-
sults. But the deck was sent back to the
laboratory (allegedly, following negative
comments about it from dealers), and
baoth stereo and metal-tape recording
capability have yet to be introduced in
the micro format. To become viable as
analternative for the standard cassette,
the micro shoulid offer alibrary of music
featuring name artists (an important ele-
ment in the growth of the cassette and
the overriding one in the eight-track car-
tridge’s rout of its four-track predeces-
sor). It must also be available in a variety
of configurations, including car decks,
battery portables, and components. All
of that is technically and commercially
passible in 1980. Whether it will hap-
pen—and what effect it would have on
the cassette market—is another matter
altogether.

Nobody sericusly doubts that the
cassette will give way eventually to some
better format, just as the cylinder gave
way to the disc, the acoustic disc to elec-
trical recording, the 78 to the LP and the
45. The LP may well yield to some form
of digital disc by the time it’s thirty.
Compared to those lifespans—typically,
about twenty-five years—the compact
cassette is in middle age at seventeen.
Perhapsit’s high time that, as a healthy
adult, it escapes from Philips’ paternal-
ism. But the danger remains that, con-
fronted by conflicting seductive blan-
dishments for which it is unprepared, it
may become dissipated. HF




Cassettes:
Finally

Taken

Seriously
by R. D. Darrell

Whatever the future holds
for the medium, many of the
high-quality cassettes
available today demonstrate
the care, both musical and
technical, that their
manufacturers are willing to
bestow upon the now
ubiquitous compact tape
format. Herewith an
illustrative selection of tapes
—some dating back

several years.

tlast, that second-class citizen of
A the recording world, the recorded-
tape collector, has come into his own.
Now even connoisseur discophiles have
begun to open their ears and minds to
the “other’”” medium, musicassettes, that
the public has already come to take for
granted.

Veteran tape aficionados naturally
are overjoyed by the unexpectedly wide-
spread and enthusiastic reception, out-
side as well as inside audiophile circles,
given the latest advances in cassette
technology—the expanded dynamic and
frequency ranges of the firstdigitally re-
corded tape releases and of a whole new
deluxe, super-chrome, audio specialty
series. Their delightis only lightly cur-
dled by the remembrance of how much
previous technical progress has been
overlooked, how many early artistic
triumphs have yet to be recognized as
comparably newsworthy, and above all
how much time and effort tape collec-
tors—who don’t even have a proper
name for themselves—have needed to
win nearly equal rights with discophiles.

While technological advances pat-
ently are vital elements in the current
upgrading of the cassette’s status, they

> means the only ones. Perhaps
wuat s really new is the shifting attitude
of recording companies and consumers
toward musicassettes, rather than any-
thing about the tapes themselves. Of
course any radical change in the climate
of public opinion—whether it leads to re-
valuations of the tape medium or of, say,
American-Chinese relations—is only the
final product of many factors operating
over a considerable period. The mush-
rooming quantity and diversity of cas-
sette catalogs, and the expansion and va-
riety of the musical repertories and
performance styles so richly represented
in them, have contributed to and cer-
tainly reflect the acceptance of the for-
mat. Just look at the wide range of labels
and price categories available and how
many have entered the marketplace in
only the last year or so. The tabulation
here includes only active labels boasting
substantial catalogs; aborted (ABC Clas-
sics/Westminster) and suspended (Pe-
ters International) series are omitted, as
well as companies like Aurora, Cam-
bridge/CCC, Desto, Finnadar, and Mid-
song that release cassettes only occa-
sionally. Dolby-processed series that
have made their U.S. debut since 1978
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are indicated with a bullet (®); budget-
priced labels with an asterisk (*); and
midpriced labels with a dagger (*).

Advent
Angel
¢ Arabesque (Caedmon)”
Archiv (DG)
Argo
¢ Book-of-the-Month Club*
CCC
¢ CE(Classical Excellence)
¢ CMS-Summit*
Columbia
e Connoisseur Society/In Sync
Deutsche Grammophon
Euphoria*®
Everest®
Festivo (Philips)”
Hungaroton
London
London Treasury*
¢ Monitor*
Musical Heritage Society”
¢ Nonesuch*
¢ Odyssey*
¢ Oiseau-Lyre
Olympia®
¢ Orion/CCC
Philips
¢ Privilege (DG)*
® Quintessence*
¢ RCA Gold Seal*
RCA Red Seal
¢ Seraphim*
Sine Qua Non Superba®
¢ Supraphon
Telefunken
¢ Turnabout*
Vox*

Youwill notbe able to find all of
these labels in ScHwann. Labels consid-
ered by the catalog to have limited dealer
distribution or those available only by
mail are notincluded. (Scuwann does
not list any open-reel recordings. For
those, you may get a catalog with regular
supplements for $1.00 from Barclay-
Crocker, 11 Broadway, New York, N.Y.
10004.)

The most persuasive case for the
elevated state of the musicassette art can
be made by the music and sonics them-
selves. Obviously they can do so prop-
erly only when heard via a tape player of
technical quality comparable to your
turntable and with a familiar high fidel-
ity system operating in familiar room
ambience. Instead of attempting the im-
possible task of listing “the best’” cas-
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How Do You Stack Them?

This assortment of cassette al-
bums demonstrates one major problem
that remains for the medium: lack of a
standardized package that would allow
youtostore tapes efficiently on the same
size shelves. Clockwise, from the stand-
ard Philips plastic boxes for singles in
the lower right-hand corner (Musical
Heritage Society’s Schubert piano music
played by Jérg Demus and Hungaro-
ton’s recording of Liszt's Missu Solennis
conducted by Janos Ferencsik), are Uni-
corn’s album, open-reel size, of Grieg's
complete music for Peer Gynt (artists
unspecified on cover); Caedmon’s new
paperback-book size, here of Sir John
Gielgud’s readings from Shakespeare,
“Ages of Man” (the spoken-word com-
pany’s musical label, Arabesque, will
use the same packaging); Phonograin’s
Prestige Box for DG, Philips, Festivo,
Privilege, and Archiv, as in the latter’s
set of Zelenka orchestral works; Angel’s
full disc-size box, here of Michel
Plasson’s recording of the Offenbach
Orpheus in the Underworld, a package
also used for its Seraphim albums as
well as by Columbia and its Odyssey
albums; Vox/Turnabout’s book-size set,
here of Gershwin music with Leonard
Slatkin leading the St. Louis Symphony;
and the “spaghetti” box, one-half disc
size, favored by RCA and, as shown,
by Sine Qua Non for its Beethoven nine
symphonies by the Pittsburgh Sym-
phony Orchestra under William Stein-
berg. In the center is an example of Lon-
don’s squarer preference, also used by
Telefunken and Aurora: Vivaldi's
Lu Cetra on London’s Argo label.

settes for you to listen to, [ will recom-
mend a few recordings that distinctively
illustrate not only recent technological
advances, but a wide variety of other at-
tractions. Although I lead off with the
latest digitally recorded and super-
chromespectaculars, I stress the inclu-
sion here of one of the pioneering deluxe
chromium-base tapings the Advent Cor-
poration has been producing with con-
sistent excellence since 1974:

NEW YEAR’S CONCERT. Bos-
kovsky/Vienna Philharmcric. Loxpon
LDR5 1000172, double play.

CHOPIN: Piane Works. Mora-
vec. ConnoissEUR Socizry/In Syne C
4007.

HANDEL: Messiah. Dunn/
Handel and Haydn Society. Apvent EE
1061 (2) (excerpts on E1070)
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To these might be added almost
arry recent release in the Sine Qua Non
Superba series to demonstrate the use of
the TDK high-energy, low-noise, ferric-
base tape, with a special head-cleaning
leader, as well as any Telefunken TriTec
series tape processed (like chromiums)
with 70-microsecond equalization. But
there’s no need to single out examples of
other specific advances. All reputable
musicassettes now enjoy some of the




benefits of Dolby B noise reduction. And
practically all extended-play cassettes
are free of the tape jamming and sticking
nuisance that gave them such a bad rep-
utation in the days before Julius Konins’
Cassette Productions, Inc. (CCC series)
pioneered in the solution of the mechan-
ical problems.

The following illustrate the re-
markable expansion of the artist roster,
with gifted youngsters represented as
well as long-familiar stars, and of the
musical repertory, from standard favor-
ites to a more panoramic overview cov-
ering very old music performed on pe-
riod instruments and in authentic styles,
broader representation of chamber mu-
sic and Lieder, and offbeat music of ev-
ery kind:

BACH: Mass in B minor. Har-
noncourt.’'Vienna Concentus Musicus.
TELEFUNKEN 4.35019 (2).

BAROQUE TRUMPET/OR-
GAN MASTERPIECES. Tarr, Kent.
NonNesucu N5 1356.

MAHLER: Symphony No.9.
Giulini/Chicago Symphony. DeuTtscHE
GraMMOPHON 3370 018 (2).

HAYDN: Quinten and Emperor
Quartets. Concord Quartet. TurnaBoUT
CT 7003.

SCHUBERT: Die schone Miil-
lerin. Souzay, Baldwin. PuiLips Festivo
7310076.

KETELBEY: Various Works.
Lanchbery/Philharmonia. ANGEL 4XS
37483.

SONDHEIM: Sweeney Todd.
Original Broadway cast. RCA Rep Sear
CBK 2-3379 (2).

The newcomer who missed the
debut releases and the veteran who
failed to buy or to keep the originals will
relish the greatly increased numbers
(and improved remasterings) of reissues
of outstanding programs:

SCHUBERT: Symphony No.9.
Furtwingler/Berlin Philharmonic. DG
PriviLEGE 3335 808 (mono).

It should be a mortal sin
for musicassette
producers to deny
consumers essential
program notes.

DVORAK:Slavonic Dances; Car-
nival Overture. Szell/Cleveland.
Opbvyssey YT 34626/7 (2).

HORENSTEIN CONDUCTS
WAGNER ano KORNGOLD. Royal
Philharmonic. Quintessence P4C 7047.

The most rewarding examples of -
ten are those that don’t fit neatly into any
category—those that contain such irre-
sistibly spellbinding musicand such
charismatic performances that tech-
nology is largely incidental:

MOZART: Quartet for Oboe and
Strings, K. 370; Quintet for Strings, in C
minor, K. 406. Holliger, Krebbers, et al.
PuiLirs 7300 607.

SCHUBERT: Waltzes (complete). .

Bordoni, piano. SEraPHIM 4X3G 6112 (3).

BRAHMS: Symphony No. 4. Rei-
ner/Royal Philharmonic. RCA Govp
Sear AGK 1-1961.

So everything’s coming up roses
in a musicassette paradise? Well, not
exactly—atleast not yet. There are still
some classical music recording com-
panies that do not make all, orin some
cases any, of their disc programs avail-
able in any tape format. Release of many
tape issues lags far behind their disc ver-
sions, and often a disc bears no indica-
tion of whether there will or won’tbe a
tape edition. And of course there are the
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inevitable production errors: mislabel-
ing, stereo-channel imbalances, inade-
quate noise reduction, distortion, and
the rest. But most of these are becoming
rarer, and at least tape is immune from
such disc-production flaws as clicks,
crackles, pops, and surface noise.

Lamentably, there are other mal-
adies endemic in tapes in general and
cassettes in particular. One is the storage
problem that results from the wide dis-
parity of sizes of multiple-tape boxes.
Another is caused by the failure of the
producers to understand and exploit the
tape medium. Extended side lengths can
be used without susceptibility to the in-
ner-groove distortion that can occur on
long-playing discs, but side lengths, side
breaks, selection sequences, presence or
absence of filler material, etc., too often
slavishly duplicate those of the corre-
sponding disc versions. Fortunately, the
most reprehensible of tape-editing bar-
barisms—exemplified by the company
that, in order to save tape, insisted on
breaking all cassette programs precisely
in half, regardless of musical continuity
and movement endings—has long since
been abandoned, thanks to waves of
protest.

The greatest remaining barrier to
equal rights for tape collectors is the fail-
ure of many American producers to sup-
ply program notes for their single musi-
cassettes. It should be a mortal sin to
deny unknowledgeable consumers in-
formation essential to their appreciation
and enjoyment of what they are listening
to—and when the recording is of very old
or very new music, historical reissues,
and indeed anything off the beaten path,
that probably includes most of us. I don’t
really endorse having to make a special
mail request for notes, as some com-
panies require, and I sympathize with
farsighted readers who object to the
minuscule type sizes used for some an-
notations. But anything is better than no
notes at all. So I'll continue to picket the
delinquent labels: Angel/Seraphim, Co-
lumbia/Odyssey, Everest/Olympia,
Hungaroton, Nonesuch, Quintessence,
RCA, and any others that withhold from
tape collectors rights equal to those of
their disc-collector brethren. HF
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CULSHAW AT LARGE

by John Culshaw

LONDON-It may have something
to do with the season or whatever [ had for
dinner last night, but T am about to release
seven out of eight imprisoned cats. In other
words, [ am in the mood for revelations, al-
though not the ultimate revelations that I in-
tend to sell to the highest bidder when I am
aged and infirm and disinclined to care
whether they are true or not. All [ can offer
now is an hors-d’oeuvre in question-and-
answer form, and anyone who claims to
have answered everything correctly is ei-
ther a liar or an industrial spy. The tempta-
tion to include just one phony question to
catch out such cheats was restrained only
by my innate British sense of fair play and a
nagging awareness of the libel laws, al-
though | confess that the latter had much
more influence than the former.

First, the questions, all of which
should be attempted before consulting the
answers. (Anyone who breaks this rule is a
sneak and will be sentenced to hearing an
uninterrupted playback of Max Reger’s
unaccompanied viola sonatas for seven
weeks.) There are no trick questions or distor-
tions of the truth.

1. Which line in the London Duas
Rheingold (Sir Georg Solti) is sung by an art-
ist who, throughout the rest of the work,
sings a different character? And why?

2. Which soprano originally took
part in the Sir Thomas Beecham Messiah
(RCA) and was replaced by Jennifer Vyv-
yan? And why?

3. Who is Aron Gestner in the Solti
Salome (London), and what is the derivation
of his name? In what currency was he paid?

4. In which opera recording was an
off-stage voice effect obtained by playing
the wrong side of the tape during the dub-
bing process? Why was it not possible dur-
ing the recording?

5. Who makes an early entry in the
Solti Gotterdidmmerung, and why was it
passed as preferable to “correct” versions?

hee=1, 4
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6. Does Libero Arbace—the Herald
in Herbert von Karajan’s Otello (London)
and Tom in the Solti Ballo (London)— exist
as a person? If so, how did he get to sing
even minor parts with major conductors?
And if he did not sing, who did?

7. Which tenor began to record Ric-
cardo in Ballo with Solti? Why and when
was he replaced by Carlo Bergonzi?

Frivolous readers will doubtless pro-
ceed directly to the answers, but those who
enjoy the game of detection and who have
the records in question can apply their au-
ral skills, and their patience, to questions 1,
3,4, 5, and 6. The answers to questions 2
and 7 are known oaly to insiders and in-
corrigible gossips.

1. The line is “"Mir stockt das Herz!” in
the passage at the end of Scene 2 when the
gods grow old. It was sung on behalf of
Waldemar Kmentt as Froh (tenor) by Eber-
hard Wachter, who otherwise sanig Donner
{baritone). It happened because Kmentt got
the time of the session wrong and turned
up just as it was over. It would not have
been possible to reassemble all the artists
on another day, and of course there was no
such thing as multitrack; thus any attempt
to “superimpose” his voice at a later stage
would have landed us in a double-dupli-
cate tape situation. On hearing the result,
Kmentt said: “He’s better than [ am! Can’t
you use him for the rest?”

2. Joan Sutherland. She didn't really
want to sing it in the first place, and
Beecham didn’t want her at ail because he
thought it lay badly for her voice. But RCA
wanted Sutherland’s name at almost any
price, and despite her relucitance. Beecham
was just truculent. Whei | told him that
George Marek, then the president of RCA
Records, was on his way from New York to
plead with him to retain the soprano,
Beecham merely pcured another gin and
tonic and said “Halletujah!”
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3. Murray Dickie, who didn't think
it would do his name much good to appear
in so small a part as the fourth Jew. Aron
Gestner is an anagram of [Maurice] Rosen-
garten, a Decca/London executive, who
was greatly tickled when I confessed what
we had done several years later. Dickie was
paid in champagne, which he generously
shared.

4. Titurel sung by Arnold van Millin
the 1951 Bayreuth recording of Parsifal un-
der Hans Knappertsbusch. Microphones
were rigidly fixed in positions agreed with
the Wagner grandsons prior to rehearsals,
during which the off-stage Titurel was
placed far too close to one of them. Yet to
have “closed” that microphone during his
lines would have ruined the overall atmos-
phere; to have left things as circumstances
dictated would have made him sound
closer than any character on-stage. It was a
measure of despair, but to my knowledge
it was never spotted.

5. Gottlob Frick as Hagen in the third
scene of Act Il on the cue “Ju denn!” when
he admits to the murder of Siegfried. It is
the tiniest of errors anyway, but the inten-
sity is far greater than in any of the pedan-
tically “correct” takes.

6. Libero Arbace ran a highly suc-
cessful Italian restaurant in Vienna, much
frequented by the conductors in question
(although not at the same time) and by all
the Italian singers in town. He did not sing
either part or indeed at all, except perhaps
in the shower, but was thrilled to see his
name on the label; and his contract, drawn
up and duly stamped on a menu, was pay-
able in spaghetti. The voice is that of Tom
Krause, whose reason was the same as
Dickie’s in 3.

7. Jussi Bjoerling. It was one of my
ambitions to preserve his performance in
this part, but in July 1960, because of his
persistent refusal to rehearse with Solti or
anyone else in the cast, the project was
abandoned in less than a week. His voice
was excellent and unaffected by the alcohol
that had ravaged his personality. Bergonzi
took over the part with the same cast and
conductor one year later; Bjoerling died
two months after Ballo was abandoned.

So seven cats are out of seven bags.
The eighth I propose to leave inside for the
time being, which means that, in-
furiatingly, | shall provide the question but
not the answer. In which version of Aida
were the sixteen orchestral measures after
letter N in Act | (Allegro sostenuto) NoT
conducted by the artist named on the label?
In alphabetical order your choices are:
Erede, Karajan, Leinsdorf, Muti, Serafin
(first or second version), Solti, Toscanini.
And why am [ not telling? Well, as [ said
earlicr, | have to keep something for my old
age. HF
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Behind the Scenes

No, London Records’ classical divi-
sion will not join DG and Philips under the
Classics International umbrella, at least not
now. Polygram, the parent corporation of
both Philips and DG, with dual headquar-
ters in Baarn, Holland, and Hamburg, Ger-
many, recently acquired London—the
American branch of what until now has
with impunity been called “British
Decca”—along with most of the rest of
Decca’s recording and publishing assets.
Signs are that the distinctive Decca/Lon-
don recording policy will be preserved and
even expanded. “The only difference it will
make to the company,” according to Terry
McEwen, London’s executive vice presi-
dent, “is that the general manager will be a
Dutchman instead of an Englishman.” The
Dutchman is expected to be Reinhard Klas-
sen, ironically an old friend of McEwen’s—
since 1950, in fact, when both were selling
records for Hollandsche Decca, the com-
pany’s Dutch branch. Now, of course, the
whole caboodle is the “Dutch branch,” and
we will probably have to refer to its Lon-
don-based activities as the British branch of
Dutch Decca. Will the American branch
now become Amsterdam Records? We can
see Peter Minuit smiling.

Meanwhile, the other venerable Brit-
ish-based recording company, EMI, also
faces an unsettling period of adjustment.
Since its recent takeover by Thorn Electri-
cal Industries Ltd., a London conglomerate
chiefly involved in television rentals, the
only certainty has been the prospect of
change. Thorn’s tough-minded bosses will
almost surely impose more stringent budg-
etary controls on EMI’s music division,
with as yet unforeseeable effects upon the
prestige labels, HMV and Angel. Here, too,
adegree of continuity is expected, however,
with three EMI directors likely to be re-
tained on the board.

In line with his current predilection
for live recordings, Leonard Bernstein
recently recorded Mendelssohn’s Scotch
Symphony and Prokofiev’s Fifth Sym-
phony at a series of Munich concerts with
the Israel Philharmonic. Nothing surpris-
ing, you say. But the companion releases
will be strange bedfellows indeed, the
Mendelssohn appearing on the DG label
and the Prokofiev on Columbia. Now
what? Has Polygram swallowed up Colum-

bia as well? No. In fact, some fairly
strenuous maneuvering took place to en-
sure separate but equal accommodations.
The DG engineers set up their equipment
for the first half of the program and then
had to give way at intermission to Colum-
bia’s engineers and equipment—the first
time such a changeover had been at-
tempted, it was claimed.

Bernstein’s completion of his live
Beethoven symphony series for DG was not
entirely routine either. The Ninth was re-
corded in Vienna, with soloists Gwyneth
Jones, Hanna Schwarz, René Kollo, and
Kurt Moll, members of the Vienna State
Opera Chorus, and the Vienna Philhar-
monic Orchestra. Observers outside the
Musikverein noted that a full session was
needed on the day after the second of the
two performances from which the main
master tape was drawn.

Herbert von Karajan has returned to
the DG fold with his recent recording of
Puccini’s Tosca and with future plans for
Wagner’s Parsifal. Surprisingly, he had not
recorded a complete opera for DG since the
1970 completion of his Wagner Ring cycle;
all of his subsequent opera projects went to
Angel and London.

The Tosca cast includes Katia Riccia-
relli, José Carreras, and Ruggero Rai-
mondi. Neither Ricciarelli nor Raimondi
has ever sung in this opera on-stage—Rai-
mondi, in fact, would never do so, the tessi-
tura being too high for a bass in actual per-
formance—but Karajan coached his soloists
with characteristic intensity. (Some observ-
ers thought the conductor was identifying
with the character of Scarpia.) The record-
ing sessions, under the supervision of Mi-
chel Glotz, Karajan’s favorite producer,
were compressed into six days, and Car-
reras had to make a hasty return from Japan
for the last three.

Karajan’s original choices for the
roles of Tosca and Cavaradossi, Mirella
Freni and Luciano Pavarotti, have since ap-
peared in the London Tosca (OSAD 12113),
conducted by Nicola Rescigno. With fresh
singers in short supply, two other Tosca
projects await completion. Lorin Maazel,
continuing his Puccini series on Columbia,
has tenor Placido Domingo lined up, but
no soprano. Renata Scotto, who has also
been recording Puccini for Columbia,

would seem a likely candidate, but she’s
singing the title role for Angel, conducted
by James Levine—who has no Cavaradossi.
Angel recently signed a contract with Car-
reras, but he’s out of the running, having
recorded the role twice in three years, first
for Colin Davis and now for Karajan. Talk
about musical chairs.

Why is it that the only recordings of
Prokofiev's ballet Romeo and Juliet, at least
outside the Soviet Union, have been di-
rected by foreign-born American Jewish
conductors in their early forties? Monte-
video-born José Serebrier, forty-one, has
just recorded it with the North German Ra-
dio Symphony for RCA, joining Paris-born
Maazel, who recorded the ballet with the
Cleveland Orchestra for London when he
was forty-three, and Berlin-born André
Previn, who at forty-four recorded it with
the London Symphony for Angel.

Serebrier has gone back to the origi-
nal scores, lighter-textured at times than
the more common orchestrations of the Ki-
rov Ballet (for which Prokofiev wrote Romeo
and Juliet but which balked at the original
version because, among other things, the
dancers couldn’t hear the music from the
pit). The new recording also uses the addi-
tional band of four French horns, six trum-
pets, tenor horn, bass horn, two tubas, and
percussion that Prokofiev calls for during
the Interlude before the preparation for the
ball and, later, during the Dance of the Five
Couples.

John Sievers, former director of clas-
sical a&r at ABC Records—which was
recently purchased by MCA—is now head
of MCA’s classical division. Among his
first projects in the post was to negotiate a
new contract with Wolf Erickson’s Seon
Musikfilm. MCA will continue to release
materials derived from Seon, including a
new digital line, and Melodiya. In addition,
Sievers plans to open an extensive budget
line, with reissues from the Decca, Com-
mand, Kapp, Westminster, Brunswick, and
Audio Treasury labels. Early budget re-
leases will include Beethoven'’s Fidelio, con-
ducted by Hans Knappertsbusch, with
soloists Jan Peerce and Sena Jurinac, and
Walton’s Facade, read by Hermione Gin-
gold and Russell Oberlin, with Thomas
Dunn conducting. HF
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highs and lower lows than
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technological perfection that
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of every Scotch Cassette you
buy. You'll hear it in all three of
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Master 1® (normal bias) for
recording at high volume with-
out distortion. Master 11®
(chrome bias) for quiet music
where tape hiss could interfere.
Master HI® (FeCr) for out-
standing clarity and high-end
brilliance.
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ESS Heil Wins Again

Comparative tests continue:

students at Georgia Tech judge -

ESS speakers superior to JBL,
Bose, Cerwin Vega, Pioneer,
AR, Advent, and Infinity.

In the third of a series of
blind listening tests, over 650
students at Georgia Institute
of Technology judged ESS
loudspeakers superior in
overallpperformance to other
top speaker brands. In prev-

ious tests,

Y hundreds of

students at

U.C.L.A. and

the University

of Wisconsin

] at Madison

had also

judged ESS

best in clarity, accuracy and
freedom from distortion.

The controlled direct com-
parison tests, conducted
under the supervision of an
independent national testing
laboratory, were designed to
simulate home listening con-
ditions. Loudness differences
were electronically equalized
and all speakers were posi-
tioned for optimal perform-
ance.

The students listened in
groups of 30 or less to the same
musical material played on
each of the speakers in head-
on comparisons, without
knowledge of speaker brand
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ESSPS-8 |
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INFINITY QB $396 jpr.
E5S PS8
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INFINITY QA $330 fpr *
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or model. They were then
asked to choose the best
sounding speaker. At U.C.
L.A. and Wisconsin, the stu-
dents chose ESS in 13 out of 14
comparisons, while at Geor-
gia Tech ESS was chosen
amazingly in 24 out of 24 com-
parison situations.

In all three tests, as the
graph shows, ESS speakers
were compared to and often
chosen over far more expen-
sive name brand models.

ESS technicians are calling
the Georgia Tech demonstra-
tion ... our most complete
victory. We used 19 different
sets of speakers in the Georgia
Tech comparisons, as com-
pared to 11 at Wisconsin and
10 at U.C.L.A. — yet at Geor-
gia Tech we won every com-
parison.”

ESS’s superiority is due to
the exceptional performance
of the Heil air-motion trans-
former midrange/tweeter.

This unconventional driver
was invented by Dr. Oskar
Heil (creator of the FET) and is
licensed exclusively to ESS. It
employs a pleat-folded dia-
ghragm thatsqueezes air like a

ellows rather than pushing it.
The squeezing motion in-
creases the air velocity 430%
giving the Heil virtually “in-
stant acceleration” for degrees
of clarity, accuracy and spa-
ciousness unattainable with
conventional drivers.

Complete details of all three
tests should be available at
your local ESS dealer in the
near future. But don’t wait for
the results, visit your dealer
now. Take the ESS Listening
Test for yourself. You’ll appre-
ciate the difference.

Take the ESS
Listening Test
yourself!

sound as clear as light

*Suggested Retail Price

Circle 18 on Page 95
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Feature Review

Don Giovanni on Disc and Film

A flurry of activity leading up
to the bicentennial of Mozart’s
opera yields two recordings and

a perplexing film.

by Kenneth Furie

A s if there weren’t reason enough to be
glad the Seventies are behind us, the
Eighties actually bring us something to
look forward to! In this decade begins a
five-year stretch that will see the 200th an-
niversaries of four cultural monuments:
Mozart's Marriage of Figaro in 1986, Don Gio-
vanni in 1987, Cosi fan tutte in 1990, and
Magic Hute in 1991. (Certain revisionist
cliques will begin celebrating next year
with the Idomeneo bicentennial and will fete
Clemenza di Tito along with Mugic Flute, but
you'll also find loyalists who insist that the
Mets will have a shot at fifth place by dec-
ade’s end. Beware fanatics of all persua-
sions, | say.)

With six years to prepare, we ought
to be able to do this thing right. But how
should we celebrate? One possibility would
be to launch a crash program to find and
train a batch of singers, conductors, and di-
rectors with something to say about these
works, Then again, we have only six years—
best not be too idealistic. Yet the principle
seems sound: The best way to honor a the-
ater work is in performance.

Not just any performance, though.
What | have in mind is the kind that takes
nothing for granted, that digs into the in-
nards of the piece searching for its message
and finds ways of communicating the result
theatrically. Of course this seems to me the
way all operas should be performed, butit’s
doubly important with works so rich in
complexity and ambiguity.

As a sort of bicentennial dry run, we
have a current binge of Don Giovanni activ-
ity—a film and two recordings—from which
we can immediately draw one important
warning: Don't get too respectful. The Solti
recording illustrates the danger. Yes, Don
Giovanni is a masterpiece, one of the su-
preme products of Western civilization, but
how can a performance that settles for re-
spectful correctness help us understand
what makes the opera a masterpiece?

It's hard to cite anything actively
wrong in Solti’s reading. The tempos are al-
ways safely plausible, the balances neatly

correct. Tempos are often solidly an-
nounced, especially when a big, firm, reso-
nant sound is called for (e.g., the slashing
string chords around Ottavio’s “Lo giure, lo
giuro” to Anna in the opening scene; the
maestoso to which Leporello and the Don
greet the maskers in the Act I finale), and
yet, time and again, they lose their momen-
tuam after an establishing bar or two, as if
that initial statement of intent constituted a
complete solution of the musical structure.

In the more elaborate numbers, where
some sort of emotional statement seems
essential, even inevitable, Solti goes blank.
The mask trio and the statue’s appearance
in the final scene are neatly executed but in
no real sense performed. Crucial ensembles
like the “Nen ti fidar” quartet and the Act Il
sextet simply meander; hey, there’s impor-
tant stuff going on here.

Solti's use of a complete edition also
seems to reflect more a sense of duty than
any conviction about the music. With Don
Giovanni, such an edition can’t be justified
as fidelity to “the composer’s intention”; it
strings together music never intended to be
strung together.

The problematic sequence is the
chunk of Act Il between the sextet and the
cemetery scene. In the original Prague ver-
sion, Leporello pleaded for mercy and
made his escape in “Ah pieta, Signori miei,”
and then, after some recitative, Ottavio
sang "Il mio tesoro.” Both arias were dropped
in the Vienna revisions. “Ah pieta”’ gave
way to a shorter escape recitative and the
duet "’ Per gueste tue manine,” in which Zerlina
recaptures Leporello and, unable to get
help, ties him to a chair. “Il mio tesoro” was
omitted to accommodate the Vienna tenor,
for whom “Dalla sua pace” was inserted in
Act [; the vacated slot was filled by Elvira’s
new aria, "Mi tradi.”

The standard modern sequence
stitches together “Al pieta,” Il mio tesoro,”
and “Mi tradi”; the only performance I've
encountered that omits any of these num-
bers is the mercifully deleted Barenboim/
Angel recording, which exiles all the
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Vienna additions to an appendix. Three
recordings—the Leinsdorf/RCA (deleted,
but recently available as a German Teldec
import), the Bonynge, and now the Solti—
include the Zerlina/Leporello scene be-
tween ‘Il mio tesoro” and “Mi tradi”’; all
leave “Ah pietd” in place, making the
Bareuboim appendix the only source for

MOZART: Don Giovanni, K, 527.

CAST:
Donna Anna
Donna Elvira

Edda Moser (s)
Kiri Te Kanawa (s)

Zerlina Teresa Berganza
(ms)

Don Ottavio Kenneth Riegel (t)

Leporello José van Dam (bs-b)

Masetto Malcolm King
(bs-b)

Don Giovanni Ruggero Raimondi
(bs)

Commendatore John Macurdy (bs)
Janine Reiss, harpsichord; Paris Op-
era Chorus and Orchestra, Lorin Maazel,
cond. [Paul Myers, prod.] CoLumsia M3
35192, $26.98 (three discs, automatic se-
quence).
CAST:
Dornna Anna
Donna Elvira

Margaret Price (s)
Sylvia Sass (s)

Zerlina Lucia Popp (s)

Don Ottavio Stuart Burrows (t)

Don Giovanni Bernd Weikl (b)

Leporello Gabriel Bacquier
(b)

Commendatore Kurt Moll (bs)

Masetto Alfred Sramek (bs)

Jeffrey Tate, harpsichord; London
Opera Chorus, London Philharmonic Or-
chestra, Georg Solti, cond. [Christopher
Raeburn, prod.| Lonoon OSA 1444, $35.92
(four discs, automatic sequence). Tape:
OS5A5 1444, $35.92.

COMPARISONS:

Siepi/Krips Lon. OSA 1401
Ghiaurov/Klemperer Ang.SDL 3700
Bacquier/Bonynge Lon. OSA 1434
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the brief substitute recitative, which is an
exceedingly minor distinction.

Certainly this account of the Zer-
lina/Leporello scene gives no clue as to
why Solti included it. I don’t entirely agree
with Philips producer Erik Smith’s com-
ment, in his annotations for the Davis
recording (6707 022), that “the duet,
though a lively and well-wrought piece,
really has no place in Don Giovanni either by
merit of its musical quality or its depiction
of Zerlina and Leporello.” It is ““a lively and
well-wrought piece,” it gives Zerlina a wel-
come opportunity to show some spunk,
and it can provide a needed buffer between
Ottavio’s and Elvira’s arias. Still, [ quite
agree that it's best omitted unless the Zer-
lina and Leporello can justify its presence,
as did Eugenia Ratti and Fernando Corena
(with Leinsdorf) and, to a lesser extent,
Marilyn Horne and Donald Gramm (with
Bonynge).

Lucia Popp and Gabriel Bacquier are
certainly game, and here—as elsewhere in
their roles—they have a general animation
their colleagues lack. But that animation
rarely takes the form of actual character-
ization, perhaps because both are so preoc-
cupied with technical matters.

Popp scores some points in recita-
tive. Elvira’s vilification of the Don after “La
ci darem” seems genuinely to bewilder her;
her “Ma, Signor Cavaliere, ¢ ver quel ch'ella
dice?” (“But sir, is it true what she’s say-
ing?”) sounds for once like a serious ques-
tion. But I don’t much enjoy her straight

Above, Sir Georg Solti; right, in Jo-
seph Losey’s film, Leporello (José van Dam)
spreads out the roll of Don Giovanni’s
conguests before the dismayed gaze of
Donna Elvira (Kiri Te Kanawa).

singing, which lacks Italianate flow: “Giovi-
nette” is pecked at, and the arias suffer from
a quick vibrato that's sometimes there,
sometimes not.

Bacquier’s voice is in pretty good
shape by his current standard, which still
leaves him short of the role’s requirements.
He does a remarkable job of concealing his
limitations, making an all-out effort to sing
where you might expect him to cover with
clowning. He manages a surprisingly firm
legato in the lower part of the voice (“Per
queste tue manine” gets off to a fine start), and
“Madamina” is very solid for someone who
can't sustain a D (note the croon on “maes-
tosa”’). It's a shrewd performance, with mo-
ments of Bacquier’s accustomed dramatic
liveliness (“O statua gentilissima” is direct
and funny) but too many more where the
vocal effort seems to monopolize his atten-
tion or where that effort gives way to buffo
cliché (the dogged downbeats of “Notte ¢
giorno,”’ the barked “Ecco il tempo” in the
sextet).

The one big-league vocal perform-
ance in the Solti set is Margaret Price’s
Anna, generally clean, precise, and attrac-
tive. The passagework in “Non mi dir” gets
rather desperate, but the major problem
with this performance is its failure to make
any emotional contact. Why is this woman
singing? The question also applies to Sylvia
Sass (she gets through Elvira’s entrance aria
without disclosing any personality at all),
but her singing is no great pleasure. The
middle octave is just unsettled enough to
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undercut “Non ti fidar,” and the wobbly top
creates problems in almost every number.
(The bottom is none too secure either,
though this matters less.)

On the male side, Bacquier unfortu-
nately proves the class of the cast. Stuart
Burrows’ sour, pinched “Dalla sua pace” is
an out-and-out disaster; the rest of the role
doesn’t go much better—a feeble perform-
ance. Kurt Moll sings the Commendatore’s
notes very beautifully, in a Germanic way,
but to no evidert purpose. Alfred Sramek
leaves no impression at all as Masetto.

Neither, more seriously, does Bernd
Weik] as the Don. By consulting my notes, |
could rattle off all sorts of vocal details, yet
it is more significant that [ can’t remember
much of anything about the performance. [
thought it would at least offer some plush
singing, but it doesn’t. The singing isn't
horrible, and some of it (the serenade, for
example) is rather pretty. Though Weikl’s
[talian is not really good, it is better than I
expected, and the grosser exaggerations in
recitative reflect a failure of imagination—
fake ““drama”—more than
discomfort.

This may all sound grimmer than the
Solti version actually plays. Except for the
Ottavio, it's not actively awful; it runs its
course safely and efficiently, and it’s recog-
nizably Don Giovanni. In other words, we're
not talking about a fiasco on the order of
the Barenboim recording. At the same time,
I'm more likely to return to such sets as the
Klemperer and Bonynge, which may be less

linguistic

Lorin Maazel
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successful as renderings of the opera but
are at least of interest for some active en-
gagement of the drama—however wrong-
headed or incompletely realized—and for a
sprinkling of individual performances.

I don’t mean to suggest that the mere
presence of some interpretive statement
will bring the piece to life. Of course it mat-
ters what sort of statement is intended, and
it matters even more how that statement is
communicated. Which brings us to our
other Don Giovanni documents.

When | saw Joseph Losey’s film, be-
fore the PR blitz that accompanied its offi-

«cial release, | was hard put to discern in it

more than a few rudimentary indications of
who these people are and what they’re up
to. Some clue is provided by an inscription
from Antonio Gramsci: “The old is dying
and the new cannot be born; in this inter-
regnum, a great variety of morbid sym-
toms appears.” The Don, clearly, is one of
these morbid symptoms, and indeed, as
played by Ruggero Raimondi, he comes
across as overbearing and fairly unlikable.
But what else?

The “what else” is furnished by
Losey in his interviews and in the booklet
accompanying the Columbia recording.
”"Don Giovanni has immense charm,” we
learn. “He is not a likable man. He is cynical
and he is hard and he is cruel. But there are
moments when you see that he is hurt,
there are moments when you see that he is
frightened, there are moments when you
see that he wants contact—which he can’t
find.”

Son of a gun, this sounds interesting;
I’d sure like to see a Don like that. In fact, |
find all of Losey’s ideas about the opera in-
teresting, and 1'd love to see them worked
out in performance. The trouble is, I've al-
ready seen this production. “Raimondi is
simply fantastic in the part,” Losey tells Ro-
land Gelatt in Opera News. I think he is a
great actor. ... ] think people will be just
staggered by his performance.” Could I
have somehow missed the staggering parts?

My problem with the film is not that
it is idiosyncratic, but that all [ can perceive
directly is its visual idiosyncrasy. Much of
it relates to the film’s setting (suggested by
the Paris Opera’s Rolf Liebermann, god-
father of the project): buildings designed
by the sixteenth-century architect Andrea
Palladio, in and around the city of Vicenza,
near Venice. The principal site is a country
estate, La Rotonda, whose use Losey ex-
plains to Peter G. Davis in the New York
Times: "One of my fundamental concepts
was to make full use of the estate’s fantastic
relating of palatial architecture to the coun-
tryside—every window looks to a door
which looks to another window and into a
vista beyond the building. 1 wanted to

bring out all these relationships in the
film.”

Well, you could have knocked me
over with a marble column. As a matter of
fact, 1 could never figure out where we
were. | couldn’t make sense of individual
settings, and | certainly couldn’t keep track
of the scene changes that often occur, as
Andrew Porter put it when we talked about
the film, between plunk-plunks of the
harpsichord. Is this the same place? A dif-
ferent place? Have we been here before? Is
this place also part of the Don’s estate? (Af-
ter a while, it appears that everything be-
longs to the Don. Except, surely, the Com-
mendatore’s house. The Don doesn’t own
that, does he?)

Then there’s the damned lagoon
(imported from Venice, Losey explains).
Ottavio and Anna become the Canal
People. Ottavio is so moved by “Or sai chi
I'onore” that he takes to a gondola for “Dalla
sua pace’’ (wouldn’t "Take a pair of spar-
kling eyes” be more appropriate?), and the
maskers arrive at the Don’s house from the
misty marsh. The latter actually provides
an interesting illustration for the emotions
of the mask trio, and there are other ap-
propriately illustrative moments in the film
(e.g., the crane shots capturing the fury of
the Don’s tormentors in the final allegro of
Act I—""Trema, trema, o scellerato”). But this is
supposed to be a drama, not a slide show.

“"Obviously we are creating a new
form,” Losey says in the Columbia booklet.
“Opera has been filmed before, of course,
but this is not opera filmed on a stage. It is
not opera for television. As far as | know,
it’s the first time opera has been filmed ex-
clusively on actual locations with portions
of it—in this case the recitativi—recorded
live. ... We were making a real film, told in
filmic terms, set in real locations, with
people acting out a real story which is told
cinematically and in words as well as in
music.”

Really, now. What's surprising is
how many people have taken this “new
form” business seriously. This Don Giovanni
may blaze fiscal trails for an cpera film
($5-6 million in the Opera News account, $7
million in the Times—the mind reels), but
what it is is another opera film. Many of us
would like to believe that opera can be
made to work on film, and Ingmar Bergman
gave us encouragement with his Magic
Flute, yet you can’t get around the problems
of this hybrid form by declaring them void.

It's hard enough to make the stylized
conventions of opera work in a theater.
Why are all these people singing? Put a
camera and microphones on them, and you
have a heightened degree of visual and
auditory improbability. Film can of course
be used in highly stylized ways, but it
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seems to imply an image of literal reality.
And it makes no allowance for the different
sonic perspectives of theater and film.
Where is the orchestra? the harpsichord?
How can you edit film without calling at-
tention to the artificiality or downright in-
credibility of the sonic images? The Don
Giovanni soundtrack is heavily gimmicked,
and the gimmicks only increase the unbe-
lievability.

In the theater, we may accept simply
as a matter of convention and habit the pe-
riodic stops in the action for the singing of
arias, duets, etc. We shouldn’t accept this so
easily, but we can in a pinch, if the per-
formers provide no more persuasive expla-
nation of their strange behavior. Does Lo-
sey really believe that more realistic visuals
will make this intrinsically unbelievable
behavior more believable?

For "Il mio tesoro”” Ottavio gets a re-
prieve from his watery wanderings. Now he
wanders around the lawn of La Rotonda. |
know it’s La Rotonda because the Colum-
bia likretto says so, but in the film, as usual,
[ had no idea where he was or why. Though
I could see that the lawn was very lush and
that Ottavio was forlorn, the only immedi-
ate connection that occurred to me was that
the pcor fellow was agonizing over his ap-
plication for the Lawn King franchise for
Greater Venice.

I have yet to talk to anyone who had
any idea what was going on during the
overture. We're in a glassworks, that much
[ could tell, but why are we there? From Lo-
sey’s explanation, I now know that the
glassworks belongs to the Don and is in fact
the scurce of his wealth. I also know that
the Don is giving a tour of the works, “and
among his guests is Donna Anna, and one
sees repeated exchanges of glances between
her and Don Giovanni. And one knows
that something has to follow that.”

The thinking here is sound: In trying
to construct a plausible version of the op-
era’s opening-scene encounter between
Anna and the Don, Losey has decided—
quite reasonably, in context—that the Don
was in fact invited as a lover. The glass-
works tour is designed to establish a basis
for this liaison. Except that I didn’t notice
any of that, not even the presence of Anna
and the Don. All I registered was a glass-
works. What we have here is a problem all
too familiar in operatic (and nonoperatic)
staging: lots of ideas but not much commu-
nication.

For all the talk of a “new form,” the
film works for me only when individual
performers do what any operatic perform-
ers have to do: make me believe in and care
about their situations. Two cast members
manage this at least occasionally: Kiri Te
Kanawa and José van Dam, the Elvira and
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Leporello. Losey has Te Kanawa looking
kind of loony, but she is ravishing all the
same; when Anna and Ottavio sing, "Cieli,
che aspetto nobile, che dolce maesta” (“Heavens,
what a noble appearance, what gentle
grandeur”), they are fairly taking the words
out of my mouth. Van Dam appears more
relaxed and responsive than | have seen
him on-stage, and he gives an amusing ev-
eryman-ish performance. He sings "Mada-
mina” so well that you can ignore the visual:
a foldout catalog unraveled to infinity by
servants. The preceding recitative actually
plays as a scene.

Ironically, one of Losey’s problems
was having to use a prerecorded sound-
track (except for the recitatives, as noted
above) over which he had little control; he
was present at the recording sessicas but
had little input. What's ironic is that the
recording happens to be an interesting per-
formance, whose strengths may not be
wholly apparent from its use in the film.

It's ironic, too, that Columbia has
packaged the recording as a film sound-
track; the libretto is even given in the form
of a detailed shooting script. What we have

Mathis:
Noble Failure

Long a subject of political
and aesthetic debate,
Hindemith's historic opera
here receives its first
complete recording.

by David Hamilton

Paul Hindemith’s Mathis der Maler (Mat-
thias the Painter) is, in a significant
sense, an opera that missed its time. Long
before reaching the stage, it was famous for
political reasons. Hindemith was not Jewish
and was at first tolerated by the Nazi regime
in Germany; for his part, he could not
imagine that his compatriots would long
submit to such madness. The symphony he
put together from Mathis was performed on
March 12, 1934, by Furtwangler and the
Berlin Philharmonic, and a month later the
composer conducted the same orchestra in
arecording for Telefunken; there was noth-
ing evidently political about the symphony,
evoking in tones the paintings of Matthias
Griinewald.

Later that year, however, Furtwing-
ler was refused permission to present the
opera at the Berlin State Opera. Hinde-

here is in fact a standard studio recording
(with the orchestra in a somewhat more dis-
tant and blurrier acoustic than the singers—
not bothersome to me, but it may be to
you), and it seems to me very much Lorin
Maazel’'s Don Giovanni. It's a heavily ac-
cented performance with lots of power and
thrust and with an unusually rich lower-
string presence—all qualities that I suspect
don’t come naturally to the Paris Opera Or-
chestra.

Maazel must also have had some-
thing to do with the quality of some of the
individual performances. Raimondi is not a
great Don, or even a particularly interesting
one, but his singing is smooth, firm, attrac-
tive, and unmannered. Edda Moser is a
steely but effective Anna, and Kenneth Rie-
gel marshals his limited vocal resources to
produce a surprisingly decent Ottavio; the
two mesh in a way that would seem all but
impossible for such different voices. Teresa
Berganza manages Zerlina’s music better
than her current vocal estate should al-
low, though she doesn’t do much with
character.

Te Kanawa and Van Dam sound a

mith’s Mathis is a painter who, in a time of
social upheaval (the Peasants” War of
1524-25), abjures his art as useless and
turns to political action, only to accept in
the end that the artist’s true task is to create.
Whether or not the Nazis grasped this mes-
sage in all its refinement, they must surely
have found unacceptable episodes depict-
ing political repression, especially a scene
in which Lutheran books are burned.

On Sunday, November 25, 1934,
Furtwingler published, in the Deutsche
Allgemeine Zeitung, a fervent article on “The
Hindemith Case,” insisting upon the cen-
trality of Hindemith’s role in German musi-
cal life and on the maturity of his recent
work (this last a point to ward off objections
based on more sensational earlier works—
to no avail, however, for the bathtub scene
in Neues vom Tage became one of Goebbels’
principal talking points in the subsequent
controversy). That morning at the Berlin
Philharmonic’s public rehearsal, and again
in the evening at a performance of Tristan,
Furtwingler was greeted with tremendous
ovations, which the government correctly
regarded as threatening. A massive attack
was launched in the press against composer
and conductor, and the latter responded, on
December 4, by resigning all his musical
positions in Germany. (Later, unfortu-
nately, he allowed himself to be maneu-
vered into returning to public musical life,
thereby compromising his brave stand and
clouding the rest of his life with ill-based
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bit less overwhelming on disc than I'd have
imagined from the film, but both give fine
performances, and any Don Giovanni with a
strong Elvira and Leporello has a powerful
link to the audience. Malcolm King and
John Macurdy make modestly positive
contributions. King sounds to me less
mealy than he did on the soundtrack
(which is much mucked about electronic-
ally; Losey and his people were free to mix
the sixteen-track master tape as they saw
fit). He gives Masetto a bit of spine—not
enough, but better than none. Macurdy is
an adequate Commendatore, though some-
one should have noticed that he sings “aur-
ore” instead of “aurora” in the cemetery
scene.

Maazel omits the Zerlina/Leporello
duet, and also the two frequently cut bits of
recitative: expostulation after
“"Maudamina” and Ottavio’s sappy lines be-
tween “Non mi dir”” and the final scene.

My favorite commercial Don Gio-
vanni is still the Krips, but the Maazel
seems likely to join that small group of
recordings ! turn to for a distinctive account
of the opera.

Elvira’s

accusations of Nazi sympathies—but that is
another story.) Mathis, needless to say, was
not performed in Germany for many years;
it was first heard “in exile,” on May 28,
1938, in Zurich, Switzerland. Like another
famous “exiled” opera, Alban Berg’s Lulu
(first performed a year earlier in Zurich),

HINDEMITH: Mathis der Maler.

CAST:

Ursula Rose Wagemann (s)

Regina Ursula Koszut {s)

Countess Helfenstein Trudeliese Schmidt
(ms)

Albrecht

von Brandenburg  JamesKing (t)

Wolfgang Capito Manfred Schmidt

(t)

Hans Schwalb
Sylvester
von Schaumberg

William Cochran (t)

Donald Grobe (t)

The Count’s Piper Karl Kreile (t)
Mathis Dietrich
Fischer-Dieskau (b)
Lorenz
von Pommersfelden Gerd Feldhoff (b)
Riedinger Peter Meven (bs)
Prefect of Waldburg  Alexander Malta
(bs)

Bavarian Radio Chorus and Sym-
phony Orchestra, Rafael Kubelik, cond.
[Friedrich Welz and John Willan, prod.]
ANGEL SZCX 3869, $27.94 (three SQ-en-
coded discs, automatic sequence).
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Mathis then vanished from the world’s
stages, its message having been vouchsafed
to only a few listeners at the time of its most
urgent significance.

After the war, Mathis conveyed a
different message. Even before composing
his opera, Hindemith had begun a retreat
from the avant-gardism of his ea"lier music,
and Mathis became a milestone on this
road, a return to what he hoped would be a
universally acceptable redefinition and re-
vivification of traditional tonality, set forth
in his contemporaneous theoretical work
Unterweisung im Tonsatz (literally, "'Instruc-
tion in the Setting of Notes,” though the
English translation is entitled The Craft of
Musical Composition). Hindemith, the hero
of the Donaueschingen festivals of new
music in the 1920s, found himself standing
for something else after the war, when
young Europeans declined to accept his
consolidation; his work was anathema to
the devotees of the Darmstadt festivals in
the 1950s. He never returned to Germany to
live (after his retirement from Yale, he set-
tled in Switzerland) but remained a pres-
ence in its musical life and frequently con-
ducted there (in 1955, he again recorded the

“Virgin and Child,” detail from Griinewald’s Isenheim Altarpiece

B

Mathis symphony with the Berlin Philhar-
monic, this time for DG). Mathis had be-
come a bone of aesthetic rather than politi-
cal contention.

Even then, the contention was, pri-
marily local, for the opera remained little
known outside Germany: New York and
several other major cities have seen it only
in the touring Hamburg production. How
extraordinary that there have been four
recordings of the incomplete torsc of Berg’s
Lulu, for example, before even a single one
of Hindemith’s most famous opera—an op-
era, what is more, intimately related to his
most popular and most recorded orchestral
work! Back in the early Sixties, DG made a
disc of “highlights” (SLPM 138 769, de-
leted) based on a 1959 Berlin procuctian
with Dietrich Fischer-Dieskau ir. the title
role; confined to the contemplative parts of
the work, this could not be accounted even
a satisfactory sampling. Now, nearly two
decades later, Fischer-Dieskau is again con
hand for this first complete recording, a co-
production between EMI and the Bavarian
Radio. At last, Mathis is significantly acces-
sible to a broad international public.

Hindemith wrote his own libretto, in
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direct, unfancy, often eloquent German.
Except for Regina, daughter of the peasant
leader Hans Schwalb, the principal charac-
ters are all drawn from history: Albrecht von
Brandenburg, Cardinal Archbishop of
Mainz and Mathis” patron; the Mainz bur-
gher Riedinger and his daughter Ursula,
whom Mathis loves; and various leaders of
Catholics, Lutherans, peasants, and sol-
diers. Most of the incident in the seven
scenes is of Hindemith’s own invention,
however; it gradually defines Mathis’
awareness of society’s injustice and the
apparent irrelevance of art. The climax is a
grandiose tableau in which the painter
imagines himself to be St. Anthony,
tempted by demons (enacted by figures
from his own life) and then comforted by -
St. Paul—the Cardinal Albrecht—who per-
suades him that his proper contribution to
the world is to do what he does best, rather
than ineffectually to seek to right the
world’s many wrongs.

All this is surrounded with vivid in-
cident, well suited to the operatic stage: the
arguments of the faction-ridden citizens of
Mainz, the burning of the Lutheran books,
the battle of Konigshofen at which the
peasants are defeated. A secondary arm of
the plat shows the temptation of Albrecht:
Ursula, spurned by Mathis, is offered to the
Cardinal in marriage (with a large dowry),
in hopes of converting him to the Protestant
cause; instead, Albrecht is confirmed in his
own faith, achieving an insight that will
later help him show Mathis the truth. It is a
good libretto, which doubtless owes some
of its vitality and presence to the com-
poser’s familiarity with the setting, in the
neighborhood of his native Frankfurt. But
it’s also uncompromising: The love interest
is kept at arm’s length, the central concern
with matters philosophical and spiritual
never abates.

In this, and in other respects, Mathis
seems a profoundly German work, like
those two other twentieth-century operatic
considerations of the artist’s role in society,
Busoni’s Doktor Faust and Pfitzner’s Pales-
trina. (Wagner's Meistersinger is, of course,
the granddaddy of all three, but the nine-
teenth-century genius succeeded in mak-
ing his statement of the matter universally
accessible.) A musical manifestation of that
German-ness, surely, is the degree to which
contrapuntal writing—that most learned,
most “German” of musical skills—per-
meates the textures of these operas (and of
Meistersinger as well), asserting not only
their composers’ seriousness, but also their
desire to attach themselves clearly to that
long and central tradition of composition.

No surprise, this, to anyone who
knows the Mathis symphony. lts first move-
ment, “Concert of Angels,” forms the op-




era’s prelude and later recurs in modified
form as Mathis describes the angelic con-
cert in order to soothe the weary Regina.
“Entombment”’ serves as the interlude be-
tween the two parts of the final scene, an
epitaph for Regina. The “Temptation”
movement is drawn from various parts of
Mathis’ vision. The opera is as austerely
scored as the symphony, with only double
winds; as often with Hindemith, his exper-
tise in instrumentation is used to make all
the instruments sound like “Hindemith in-
struments,” rather than to exploit their po-
tential individuality of color.

The pervasive solemnity of the sym-
phony is, fortunately, not the composer’s
only manner. He's quite expert at writing
all sorts of ““stage music”—marches, cho-
rales, fanfares, and the like—that, although
firmly fitting into our mental image of the
“real thing,” is both original and clearly at
home in these stylistic surroundings. Par-
ticularly effective are the odd-legged
marching choruses of the peasants in Scene
4, following upon the military-wind-band
effect at the beginning of the scene. No
doubt wisely, Hindemith eschews any
scene of Mathis actually painting (cf. Pfitz-
ner’s idealized and anachronistic depiction
of the composition of Palestrina’s Missa
Papae Marcelli); the great and final surge of
creativity, during which he puts onto can-
vas the visions of the sixth scene, takes
place while the curtain is down. (Ap-
pallingly, none of the Griinewald paintings
is illustrated in Angel’s libretto booklet, al-
though specific works play an important
role in the opera and almost inevitably
.orm part of the decor when it is staged.)

In Hindemith’s most important pre-
vious opera, Cardillac (1926; recorded some
years ago on DG 139 435/6, now deleted),
the relationship of drama and music was al-
most uniquely disjunct: The music pro-
ceeds on its own independent way, “ex-
pressing” nothing except perhaps the pace
of the stage action, and the words are fitted
to clearly instrumental lines, often some-
what awkwardly. Cardillac “works,” re-
markably, because of the compelling
rhythmic energy of the music, which drives
the action along, almost against its will. It
represents one extreme of anti-Wagnerian
reaction, doing away with the immense and
pathetic role of the orchestra in forming
and reinforcing the audience’s emotional
response. _

M athis retreats from that extreme; al-
though its music is still anti-Romantic in
sound, the orchestra’s relationship to the
drama returns to an essentially Wagnerian
stance, underlining and coloring what the
voices do. And yet Hindemith’s music re-
mains expressively neutral—and, indeed,
often much less compelling dramatically
than that of Cardillac, for that demonic en-

ergy (and also the higher dissonance level)
is gone, with nothing to take its place. Hin-
demith’s ability to invent texture, to spin
counterpoint, has not decreased, but what
he writes will not bear the burden that he is
now putting on it.

This came to me most forcefully
during Mathis’ description of the angelic
concert, in the sixth scene. Here, in the
recording, is projected a sense of warmth
and concern from Mathis toward Regina, a
directness of emotion not heard previously
(except briefly, in a similar situation in the
first scene)—and least of all in the osten-
sibly passionate encounter of Mathis and
Ursula. Yet it was clear, upon analysis, that
this direct expressivity stemmed not from
the music, but from the performer—and not

_from anything he was doing with the mu-

sic, either; it was simply the associative
power of Fischer-Dieskau’s ever-so-famil-
iar voice, redolent of the nineteenth-cen-
tury fathers and lovers that he has so often
portrayed for us in opera and song.

As a result, the central characters do
not come to life, which puts them at a dis-
advantage. The quarrelsome burghers of
Mainz, the truculent peasants, the court
functionaries are all as vividly realized as
they need to be, characterized by Hinde-
mith’s skillful genre music. But Mathis, Ur-
sula, and Regina need to be more than
merely typecast musically, and that rarely
happens. When we are moved, it is by their
words and actions, not by their music.

One has other reservations about the
music, for Hindemith's free-ranging use of
tonality in accordance with his newly de-
veloped theoretical tenets, though it results
in plausible local movement, doesn’t gener-
ate a convincing sense of long-range mo-
tion and destination. Often, when a scene
or episode ends, we don't feel as if we've
reached home, but rather that we've been
pushed off the train with a bump as it
passed through the station. The binding
force of tonal harmony is implied by the
chords Hindemith uses, but not exerted by
the way he uses them.

Hindemith aimed high in Mathis,
dealing with a theme central to his own life
and to the life of the society in which he
lived, seeking to clothe it in a music that
would be more universally understood
than any of the diverse styles into which
Europe’s musical culture had been dissolv-
ing. To question his success is not to ques-
tion the idealism that impelled him, let
alone the importance of aiming high; if
Mathis seems to us ultimately a failure, it is,
surely, a noble one.

And important enough to deserve a
fine recording. This one is at least credit-
able, and more than that in the central and
enlivening direction of Rafael Kubelik,
long an admirer, and admired exponent, of
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Hindemith’s music. Keeping these busy,
note-spinning textures lively and varied is
no mean task (Hindemith himself was a
master at it, as his recordings attest), but
Kubelik rarely lets us down, and the play-
ing is fluent and accurate, if not of ultimate
tonal distinction.

The vocal achievement is of a lesser
order. Both Fischer-Dieskau and James
King (Albrecht) are growing leathery of
tone, and there is little bel canto left in
them, but the baritone’s verbal and musical
sensitivity still counts for much, and the
tenor's accuracy compensates somewhat
for his monotonous, neutral delivery of the
words. The current estate of tenor singing is
not better advertised by the work of Wil-
liam Cochran (Schwalb) or Donald Grobe
(the soldier Schaumberg); the other male
singers are fortunately more impressive
and as native Germans make more of the
text. Neither of the two principal ladies is
truly secure of pitch, let alone free and
comfortable of tonal emission; Ursula Kos-
zut’s vibrant tone and vivacious manner are
more convincing dramatically than Rose
Wagemann'’s effortfulness; alas, neither is a
pleasure to hear, and even Trudeliese
Schmidt, as the beleaguered Countess Helf-
enstein, sounds pretty unkempt, below
her best work. The choral work is generally
strong, though a bit limp in the peasant
choruses of Scene 4.

Angel’s sound does less than ideal
service to Hindemith's textures, for the bass
line is rarely strongly enough registered (in
this respect, DG did much better by Cardil-
lac). 1 also detect some pre-echo here and
there, doubtless the result of well-filled
sides (they range between 28:30 and 32:15,
which is full measure). An opera of seven
scenes, between twenty and thirty-seven
minutes each, doesn’t fit easily on six sides,
but no doubt the sonically preferable al-
ternative of eight sides was felt to jeopar-
dize the recording’s potential market.

| have already deplored the absence
of reproductions of Griinewald paintings in
Angel’s booklet. Welcome is the inclusion
of Hindemith’s program note for the first
performance, and the essay by Dieter Rex-
roth is interesting enough, though written
from a distinctly German point of view.
(These are given in both German and Eng-
lish.) There are some interesting photos,
but of three stage designs reproduced in the
libretto, two are in the wrong place (and the
captions for all the pictures are buried in
the back of the book, in the world’s small-
est type). The libretto includes a good
translation by Bernard Jacobson; the omis-
sion of brackets to designate ensembles
may prove initially confusing (the break at
the beginning of Side 4 is incorrectly indi-
cated, four speeches—or, in fact, one en-
semble—too early). HF
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BART6K: Concertos for Piano and
Orchestra, Nos. 1 and 2.

Maurizio Pollini, piano; Chicago
Symphony Orchestra, Claudio Abbado,
cond. [Rainer Brock, prod.] Deutscue
GRAMMOPHON 2530 901, $9.98. Tape: 3300
901, $9.98 (cassette).

Robert P. Morgan
Conrad L. Osborne
Andrew Porter
Patrick ]. Smith
Paul A. Snook

Susan Thiemann Sommer

This coupling, new to the catalog,
encapsulates a very important phase of Bar-
tok’s career. Representing the composer/
pianist as the enfant terrible of the keyboard
in the 1920s, these concertos emanate from
the period of his most forbiddingly original
creation—extending from the two violin so-
natas of 1922-23 to the Fifth String Quartet
of 1934. Unfortunately, there is no ade-
quate documentation of his pianism during
this period, but, to judge from his later
recordings and from the technical diffi-
culties he set for himself in the concertos,
he must have been a formidable technician
indeed.

The First Concerto (1926) presents
Bartok at his knottiest. The thematic mate-
rial for both soloist and orchestra con-
stantly undergoes transformation—inver-
sions, retrograde motion, and rhythmic
alteration—that makes its musical logic
hard to grasp. Moreover, there are for-
midable pianistic difficulties, among them,
tone clusters that Bartok first heard Henry
Cowell play in London in 1923. (Character-
istically, he modestly wrote Cowell asking
permission to use this device.) At least one
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passage calls for the pianist to piay adjoin-
ing black and white keys with the same
finger.

Sensing that the difficulty of the First
Concerto reduced his opportunity for solo
appearances with orchestras, Bartok com-
posed the “easier” Second in 1932. lts
thematic relationships are more easily
grasped; both the orchestration and the pi-
ano part are less formidable; and the overall
structure is looser.

Both concertos employ sonata form
in their first movements, rondo in their fi-

"nales. The First has a haunting “night mu-

sic” slow movement; in the Second, the
Adagio is interrupted by a presto section,
giving the work a symmetrical fast-slow-
fast-slow-fast arch structure similar to that
employed in the Fourth and Fifth String
Quartets.

At least three pianists have recorded
all three of Bartok’s concertos. Gyorgy
Sandor was a truly idiomatic soloist (Sec-
ond and Third still available on Turnabout
single discs), but the various collaborating
orchestras provided inadequate support
where equal partnership is a must. Another
Hungarian pianist, Géza Anda, joined the
Berlin Radic Symphony under Ferenc Fric-
say in what stood for years as the classic
performances of all three works, but the
sound of two decades ago, even as refur-
bished for the DG Privilege series (2535 262
and 2535 333), is diffuse, and the orchestra,
despite Fricsay’s leadership, is not fully up
to the task. Indeed, Anda himself now
sounds somewhat tepid.

More recently, Stephen Bishop-
Kovacevich joined Colin Davis in excellent
collaborations with the BBC and London
Symphony Orchestras (Philips 9500 043,
839 761). These have a richness of texture
and Romantic phrasing that some may find
too warm for authentic Bartok, but they re-
main highly persuasive statements.

Other releases pair the First or Sec-
ond either with the Third Concerto or with
other works. Among these, one of the most
distinguished is the Daniel Barenboim/
Pierre Boulez recording of the First and
Third (Angel S 36605), where the conduc-
tor inspired brilliantly incisive perform-
ances from both the soloist and the New
Philharmonia Orchestra. Rudolf Serkin’s

First has tremendous solo impact, with
strong support from George Szell and the
Columbia Symphony Orchestra (Columbia
MS 6405); Serkin made this recording after
having played the concerto in Chicago and
New York with Fritz Reiner conducting.
Sviatoslav Richter’'s Second (Angel S
36801) is sensitive but rather lightweight,
espedially when compared with Bishop-
Kovacevich’s. Neither Peter Serkin nor
Philippe Entremont conveys the requisite
driving power.

Which brings us to Pollini and Ab-
bado. Musically, the new recording leaves
nothing to be desired. Soloist and conduc-
tor are at one with each other and with the
music. Pollini projects the same musically
directed virtuosity that he has exhibited in
his recordings of Beethoven and the con-
temporary works of Boulez, Webern,
Nono, and Schoenberg. The Chicago Sym-
phonv is fully in command of the scores.

My enthusiasm is qualified, how-
ever, by two features that may or may not
bother other listeners. Pollini’s instrument
is voiced to produce a very brilliant treble
register; although the tone never becomes
glassy, there is an overemphasis on the
treble. And then there is the manipulation
of the balance between piano and orches-
tra. At times, balance is excellent, giving the
equal prominence Bartok explicitly re-
quired; in such passages, the detail of the
scoring is stunningly projected. But at other
times, the piano recedes too far into the
background, losing both detail and impact.

Nevertheless, the new recording
would be commendable if only for its cou-
pling Fortunately, there is much more.
Both Pollini and Abbado reveal insights
into Bartok’s music in ways that match any
other performances on record. They re-
mind us once again that Bartok, along with
Debussy, was one of the two most original
composers for the piano in this
century. P.H.

BRAHMS: Orchestral Works.

Leipzig Gewandhaus Orchestra,
Kurt Masur, cond. PuiLips 6769 009, $39.92
(four discs, manual sequence). Tape: 7699
110, $29.94 (three cassettes).

Symphonies: No. 1, in C minor, Op.
68; No. 2, in D, Op. 73; No. 3, in F, Op. 90;




No. 4, in E minor, Op. 98. Variations on a
Theme by Haydn, Op. 56a. Academic Festi-
val Overture, Op. 80. Tragic Overture, Op.
81. '

BRAHMS: Symphonies (4). Aca-
demic Festival Overture, Op. 80. Tragic
Overture, Op. 81.

Chicago Symphony Orchestra,
Georg Solti, cond. [James Mallinson, prod.|
Lonpon CSA 2406, $35.92 (four discs, man-
ual sequence). Tape: CSAS5 2406, $35.92
(four cassettes).

BRAHMS: Symphony No. 4, in E

minor, Op. 98.
B R Czech Philharmonic Orchestra,
Dietrich Fischer-Dieskau, cond. [Eduard
Herzog, prod.] QuinTessence PMC 7094,
$3.98 [from SupraPHON 4 10 2077, 1977].

Georg Solti’s Brahms is Dionysian,
with extreme tempos and, especially in
transitional passages, elastic rhythm. If
there is a contrast to be made, he will prob-
ably underline it. Kurt Masur, on the other
hand, avoids rhetorical argument and dis-
tension. Moderate tempos and a calm,
gentle dignity prevail. His beat is rock
solid. If neither symphony cycle offers star-
tlingly original insights, both suggest long
experience and strong identification with
the music.

Though London’s annotations tell us
the string complement was reduced in the
middle symphonies, the Chicago Sym-
phony everywhere sounds big and tonally
plush. This is partly the result of London’s
gargantuan bass response, partly the result
of Solti’s conducting. The Chicago’s recent
Brahms series under James Levine (RCA
single discs) sounds crisper, brighter, and
considerably more transparent. Levine gen-
erally reads the scores more incisively, gal-
vanizing the orchestra into playing that is
often cleaner and crisper, if louder and less
tonally nuanced, than under Solti. Indeed,
in many places (e.g., the tossing of antipho-
nal motifs among string sections in the Sec-
ond’s scherzo and the Third’s opening
movement), Levine obtains smoother en-
semble joints than Solti.

So does Masur. He has a finely disci-
plined group in Leipzig, though not one
strong on magnificent sonority. If those
quaintly breathy, slightly nasal East Euro-
pean woodwinds penetrate clearly, it is
partly because the strings are a bit wiry and
undernourished. Yet the brass rarely shine
through as nobly as in the Chicago. One
would inevitably opt for the superior choir
blending, more alert bowing and articu-
lation, and firmer brass tone of the other
major East German ensemble that has re-
corded these symphonies, the Dresden
State Orchestra (Eurodisc 85 782 XHK).

Kurt Sanderling’s baton is slightly less rig-
orous, and the recording features virtually
ideal translucency and hall ambience.

In the new sets, Solti observes all
three first-movement repeats (there is none
inthe Fourth), Masur only that in the Third.
Other detailed comments follow:

First Symphony. Both conductors
open with the massive pace that has be-
come the Central European standard. (Le-
vine offers the faster option.) Comes the al-
legro, and Masur scarcely speeds up. Masur
is cool in the slow movement, Solti darkly
and heatedly passionate. In the finale, Solti
is more frenzied in the coda, and he takes a
ritard in the final utterance of the horn call.

Second Symphony. Solti’s mercurial
temperament shows up in the development
section of the first movement, but the sec-
ond has a blowsy, fustian quality. Masur’s
sturdy rectitude and airier sonorities avoid
these polarities and make for a more
charming third movement. Solti whips up
greater excitement in the finale, leaving the
Leipzigers slightly in the doldrums.

Third Symphony. This is perhaps
Solti’s weakest performance—rhythmicallv
flaccid (e.g., the three against two in the An-
dante) and devoid of vertical clarity (in
marked contrast to the Chicagoans’ incred-
ibly alert and vividly characterized Levine
disc)—and Masur’s strongest. In this se-
renely bucolic reading, the Teutonic village
beer hall sound of the Gewandhaus winds
reminds me of Eugen Jochum’s wartime
Telefunken version with the Hamburg
Philharmonic (briefly available here as a
Capitol LP—in no way duplicated in his
later DG and Angel cycles). As a single,
Masur’s Third would be a winner.

Fourth Symphony. Solti and Masur
both pace the opening movement moder-
ately; Solti could have driven it a bit more
to throw into sharper relief his impressively
somber and weighty treatment of the An-
dante. The knotty passacaglia finale sees a
reversal of roles: Solti breaks the seamless
continuity somewhat with his impetuous
gear shifts, but Masur does so even more
conspicuously and perhaps deliberately,
apparently seeking to underline the indi-
vidual character of the variations. 1 prefer
the unvarying pulse prescribed by Brahms
and most closely approximated by Levine,
Toscanini (RCA Victrola VIC 6400), and
Dorati (deleted).

As for Fischer-Dieskau’s Fourth, the
original Supraphon issue met with both
generous praise and sharp criticism. | take a
middle view. There is a little too much
capriciousness of tempo (and not just in the
finale) for a work of such classically de-
fined architectural proportions. Yet a very
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forceful personality is projected here. | de-
tect the baritone’s emphatic style of de-
tached enunciation of key syllables (with
that slightly delayed beat) vividly projected
into the delivery of the scherzo (the
“Fischer-Dieskau bark”), and it works. Lyr-
icism is not slighted, of course. What ulti-
mately makes this a bargain is the Czech
Philharmonic’s bouncy delivery, pungently
articulated in the strings, gorgeously mel-
low but witty in the woodwinds, and
brazenly stabbing in the trumpets and tim-
pani. Quite simply, the symphony is given
the virtuoso ride of its life. The Quintes-
sence pressing is well balanced, an accurate
replica of the Supraphon original.

To return to the shorter works in the
sets, Solti has already given us his Haydn
Variations (London OSA 12114, September
1979); Masur’s is prosaic and phlegmatic,
no matchk for such classics as Toscanini
(RCA Victrola VIC 6400), Szell (Columbia
MS 6685), Boult (Angel SZ 37648), Jochum
(DG 2530 586), Ormandy (RCA ARL 1-
3001), or Monteux (London Treasury STS
15188). Solti's Academic Festival Ouverture
comes on like a windy and hortatory com-
mencement speech, while Masur trims
down its grandiloquent gestures appre-
ciably. The Gewandhaus Tragic Overture is
steady but not stately—in fact, Masur to-
tally neglects to halve the beat at the central
Molto pit moderato, an idiosyncrasy re-
membered from recordings by Men-
gelberg, Van Beinum, and Knappertsbusch
(London Treasury STS 15027), albeit at a
slower basic tempo. Solti is more correct in
overall outline but a bit careless about dif-
ferentiating between legato and staccato.
Toscanini’s feverish intensity and grandeur
in this work (Seraphim IC 60150) are rarely
heard nowadays. A.C.

COPLAND: Symphony No. 3.

Philharmonia Orchestra, Aaron
Copland, cond. [Roy Emerson, prod.] Co-
Lumsia M 35113, $8.98.

COMPARISONS:
Copland/London Sym.  Ever. 3018
Bernstein/N.Y. Phil. Col. MS 6954

In the Third Symphony (1944-46),
Aaron Copland was consciously reaching
for what he calls “the grand manner.” As
the symphony opens, we hear the language
of Appalachian Spring spread out onto a
broader canvas—that of the opening of
Mahler’s First Symphony, so to speak. Later
in the first movement, the brass lead an em-
phatic fugue to a somewhat raucous climax;
the subject comes from the same shelf as
that of the "Wissenschaft” section of
Strauss’s Zarathustra.




Ciani, Jacobs, and Rev—three excellent releases of Debussy piano music

The point of such a description is not
that the music is derivative (which it is only
in the most creative way), but that its inspi-
rations indicate the scale of its aspirations.
The Third Symphony seeks to transform
the masterful—but in dimension essentially
anecdotal—style of Copland’s “Americana”
decade (1935-45) into a suitable medium
for larger statements, comparable to the
symphonies of Dmitri Shostakovich, for
example, which were then coming out of
Russia with much fanfare. (Subsequently,
in the opera The Tender Land, Copland made
an equally ambitious effort to place himself
in the central line of still another major mu-
sical tradition—with, alas, equivocal
success.)

Opinion has differed as to Copland’s
success in his maneuver toward symphonic
“higher ground”—on top of which comes
today the question of whether the “major
symphony” was indeed “higher ground”:
What was right for Brahms and Mahler,
and perhaps also for Shostakovich, was not
necessarily right for an American composer
after World War II. Virgil Thomson, at the
time, likened it to ““an observance of some
kind, the ceremony of writing a symphony,
perhaps, more than a direct statement
about anything beyond its references to the
history of symphonic expression.”

That seems extreme. Still, the Third
Symphony is marked by a self-conscious-
ness one doesn’t hear in the composer’s ear-
lier music: The material takes itself more
seriously, its working-out is more methodi-
cal, self-explicatory, even pedantic. The re-
current pastoral ambience is of course
closer than the grandiloquence to Cop-
land’s usual line of country, and is devel-
oped with more spontaneity, but this vein
isn’t enough to support a piece like this—
which is why (to return to the starting
point) he wanted to write the symphony in
the first place.

The composer’s new recording cer-
tainly supersedes his previous effort with

the London Symphony Orchestra on Ever-
est, though it doesn't quite displace Leon-
ard Bernstein’s 1966 disc. The newer Co-
Jumbia is more comfortably recorded than
the older, with a more distant, spacious,
and resonant pickup than the vivid but
boxy sound of the Philharmonic disc. And
though Copland’s slower traversal of the
second movement is neater than Bern-
stein’s, the latter achieves more rhythmic
poise in the third movement. Not an easy
choice, but both make the best of the
work’s strong points. D.H.

DEBUSSY: Preludes, Books I-II.

Dino Ciani, piano. [Franz-Christian
Waulff, prod.] DeutscHE GRAMMOPHON PRivI-
LEGE 2535 260/1, $6.98 each. Tare: 3335
260/1, $6.98 each cassette.

DEBUSSY: Preludes, Book L.

Livia Rev, piano. [Ted Perry and
Martin Compton, prod.] Saca 5391, $8.98
(distributed by Centaur Records, Inc., P.O.
Box 23764, Baton Rouge, La. 70893).

DEBUSSY: Images (1894); Images,
Books I-II; Estampes.

B Paul Jacobs, piano. [Joanna Nick-
renz and Marc Aubort, prod.] Nonesuce H
71365, $4.96.

All of these releases are excellent. In-
deed, there is little to choose between the

. Hungarian-born Rev and the Italian-born,

Cortot-trained Ciani in the preludes. (Pre-
sumably Rev’s Book II will be along
shortly.) Both offer classical, shapely per-
formances in the Gieseking tradition; in
fact both incorporate specific aspects of
Gieseking’s readings, such as the minimal
tempo contrast in the central episode of La
Sérénade interrompue.

Subtle differences come into play, of
course, with Rev inclined te shadows and
half-tints and Ciani preferring a more tan-
gible linearity, a weighting of chords that
brings all components—not merely the top
voice—into stark definition. (This contrast
is partly attributable to the different acous-

tics, excellent in both cases) But in the
main, each artist manages to project atmos-
phere and color along with structurally
concise outlines. 1 give the slightest edge to
Lev, partly because the processing of the
German-pressed Saga disc is even more
luxuriant than the Privilege, with its occa-
sional crackle and hint of overbrightness.
Nevertheless, I am happy that DG has fi-
nally decided to make Ciani’s versions
posthumously available here (the young pi-
anist was killed in an automobile accident
some years ago). They form a worthy me-
morial to an unusually promising
performer. '

On Nonesuch, Jacobs plays the as-
sorted Debussy works beautifully—with
greater abandon and less tempo adjustment
than in his recent account of the preludes.
(The more compact sound of the Baldwin
SD 10 piano, as opposed to the slightly
cumbersome overrichness of the Bésendor-
fer Imperial used for the preludes, helps.)
Included is the first American version of the
Images of 1894, lovely, expressive works
that Debussy for some unknown reason ne-
glected to publish. The second of these
pieces, “Dans le mouvement d'une Sarabande,”’
is in fact an earlier incarnation of the Sara-
bande from Pour le piano, so the conjectural
explanation put forth in Jacobs’ lucid anno-
tations—that perhaps Debussy intended to
revise the first and third pieces as well—
seems entirely credible.

The pianist characterizes the more
familiar compositions with equal distinc-
tion. “Soirée dans Grenade” is especially un-
dulant—totally different from Ricardo
Vifies’ briskly paced early recording, but
no less effective. The recorded sound is su-
perb, but my review copy was beset with
clicks and swishes. H.G.

GAY AND PEPUSCH: The Beg-
gar's Opera.
CAST:

Polly Peachum Angela Jenkins (s)
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Mrs.Peachum MargaretCable(ms}
Lucy Lockit Shirley Minty (ms)
MacHeath Nigel Rogers (t)
Lockit John Noble (b)

Mr. Peachum Edgar Fleet (bs)

Chorus and Orchestra of the Acca-
demia Monteverdiana, Denis Stevens, dir.
ABC Crassics AX 67046/2, $15.96 (two
discs, manual sequence) (also available on
Musical Heritage Society MHS 4011/2).

Editor’s note: This production was in
progress as MICA bought ABC Records. When
current stock is depleted, the album will sport the
same number but the MCA label.

In the first third of the eighteenth
century the English theater, especially the
drama, was marked by rather cold correct-
ness, turgid declamation, and unnatural
pomp, lacking the freedom and the warmth
that capture the imagination and feeling.
Then suddenly John Gay brought society
upon the stage, showing its web and texture
as it really existed. He held up a mirror of
nature in which men and women could see
themselves as others saw them, see their
most striking peculiarities and defects pass
in merry review before them.

In the Beggar's Opera (1728) we see
veritable human beings and manners, im-
bibe our notions of virtue and vice from
practical examples, and see the many hues
of daily life. The characters are high-
waymen and thieves who wear—such was
the similitude between high and low—the
manners and morality of fine gentlemen.
Besides the sharp social criticism, the Beg-
gar’s Opera contains political satire at its
most rudely effective and lampoons opera
and the aristocracy’s “unnatural taste for
Italian music” (Dean Swift). The audience
was startled to hear slippery moral, ethical,
and political tenets expressed with such
stark directness and in verbiage “persons of
quality” would never dream of using, but it
was delighted, the play became an un-
heard-of success, and Polly Peachum was
declared a national heroine.

The new theatrical genre was
called ballad opera. The term is of course a
misnomer, for this is not an opera at all, but,
in the old English tradition, a play with mu-
sical inserts not unlike our modern “musi-
cals.” Nor is it a tale with loftiness of style,
fullness of detail, and unity of action. But it
is capital fun, and its success was well de-
served, starting a flood of imitations.
Though the ballad opera petered out in the
nineteenth century under pressure from
the early romantic opera and operetta, it
has been successfully reconstructed in our
day by Dent and Britten, among others, and
in a more original way in the Three-Penny
Opera by Brecht and Weill. We should also
remember that ephemeral, lightweight, and
very English as the ballad opera was, it
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exerted considerable formative influence
on the German Singspiel.

The music to this “opera” was not
composed, but slapped together from bor-
rowed and parodized material, from well-
known folk and street songs, from popular
ballads, as well as from music filched from
Purcell and Handel. The production was so
hasty that there was not time to arrange the
borrowed tunes; it was only some months
later that Christopher Pepusch was pre-
vailed upon to compose an overture and
provide the tunes with an accompaniment,
which actually consisted only of a figured
bass line. We do not know how the music
was presented in the original performances.
The score—if there ever was one—is lost,
and we are not even sure of the proper se-
quence of the songs. Because of this uncer-
tainty, in the various modern revivals the
composer/arrangers set the tunes their own
way. But Denis Stevens decided to restore
the Beggar’s Opera more closely to its sup-
posed original shape. Instead of replacing
Pepusch'’s often sloppy basses, as did those
modern arrangers, he retained and tactfully
corrected them and provided the typical
small baroque theater orchestra. He also,
without a doctrinaire attitude, inserted
such embellishments as were customary in
Gay’s time, brought order into the helter-
skelter tonal relationships of the numbers,
and arranged the tessituras to accord with
each of the protagonists.

The large cast is very good, the sing-
ers enunciate with clarity, and in general
the performance is commendable, yet on
the whole the recording is a disappoint-
ment. The Beggar's Opera is a play with mu-
sic, not music without a play. Indeed, I am
forced to quote the old Shakespearean saw:
In this work, “the play’s the thing.” Yet
even though the entire text is printed in the
booklet, only the music is recorded. Imag-
ine sixty-nine songs, taken out of the con-
text of the play, sung one after the other
with a break of a few seconds between
them. After a dozen numbers, one has had
enough. Most of the pieces are mere little
ditties, quite similar, and with slight musi-
cal content. As they appear in their proper
place during the unfolding play they are
amusing, but in such an entirely unmoti-
vated sequence they amount to an ex-
tremely boring song recital. Stevens him-
self must have realized this, because he
suggests a sort of family gathering at which
the play is read while a disc jockey tends
the record player at the right spots. But this
merely supplies what the record should
have done. If the entire play cum music had
been recorded, it might have provided
pleasant entertainment. P.H.L.

HAYDN: Symphonies: No. 45, in F
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The most noteworthy
releases reviewed recently

BACH: Brandenburg Concertos, S. 1046-51.
Aston Magna, Fuller. SMITHSONIAN RECORDINGS
3016 (2), Dec.

BACH: Suites for Orchestra, S. 1066-68, et al.
English Concert, Pinnock. ArcHiv 2533 410/1
(2), Nov.

BEETHOVEN: Missa Solemnis, Op. 123.
Bernstein. DG 2707 110(2), Jan.

BERLIOZ: Harold in [taly. Suk, Fischer-
Dieskau. QuinTessence PMC 7103, Nov.
BRAHMS: Choral Works. Corboz. RCA Rep
Seat ARL 1-3350, Nov.

BRAHMS: Piano Concerto No. 2. Tirimo,
Levi. MusicaL HeriTace Sociery MHS 4001,
Dec.

DVOR&AK: Cello Works. Sadlo, Holecek,
Neumann. SuprapHON 1 102081/2(2), Jan.
GERSHWIN: Orchestral Works. Fiedler.
LoNpon PHase-4 SPC 21185, Dec.
GOUNQOD: Faust, Freni, Domingo, Prétre.
ANGeL SZDX 3868 (4), Jan.

HAYDN: Lo Speziale. Kalmar, Fulop, Lehel.
Huncaroton SLPX 11926/7 (2), Nov.

LALO: Trio No. 1.SAINT-SAENS: Trio No.
1. Caecilian Trio. TurnasouT TVC 37002,
Nov.

MENDELSSOHN: Psalms 42, 95. Corboz.
EraTo STU 71101, Nov.

MOZART: Violin Concertos, K. 211, 219.
Spivakov, AnceL SZ 37511, Nov.
SCHUBERT: Quartets Nos. 12, 15. Gabrieli
Qt. Lonpon Treasury STS 15418, Nov.
SCHUMANN: Orchestral Works. Bavarian
Radio Symphony, Kubelik. CoLumsia M3
35199 (3), Jan.

STRAUSS, J. II: Waltz Transcriptions. Boston
Symphony Chamber Players. DG 2530 977,
Dec.

CLEVELAND SYMPHONIC WINDS:
Macho Marches. Fennell. TeLarc DG 10043,
Nov.

PLAY OF DANIEL. Pro Cantione Antiqua,
Brown. Arco ZRG 900, Jan.

RIVERS of DELIGHT: American Folk
Hymns. Word of Mouth Chorus. NonesucH
71360, Nov.

STRAUSS FAMILY GALA. Georgiadis. DBX
GS 2006, Nov.

VLADIMIR HOROWITZ: The Horowitz
Concerts 1978-79. RCA ARL 1-3433, Jan.
THE BEST YEARS or OUR LIVES. Film
score by Friedhofer. ENTR'acTE EDP 8101,
Nov.

sharp minor (Farewell); No. 48, in C (Maria
Theresia).

English Chamber Orchestra, Daniel
Barenboim, cond. [Gunther Breest, prod.]
Deutscue GramMmorHON 2531 091, $9.98.
Tape: 3301 091, $9.98 (cassette).

HAYDN: Symphonies: No. 82, in C
(The Bear); No. 83, in G minor (The Hen).

Academy of St. Martin-in-the-
Fields, Neville Marriner, cond. PHiLips 9500
519, $9.98. Tape: 7300 675, $9.98 (cassette).

As we look at Haydn’s symphonies,
we notice that many of them carry nick-
names, such as The Morning, The Queen, The
Philosopher, The Bear, and the Military Sym-
phonies. To be sure, these subtitles were
hung on them by posterity, but they do not
lack plausibility. Haydn was not a com-
poser of program music in the customary
sense, but rather a witty and infinitely re-
sourceful musical raconteur. He used pop-
ular tunes, or invented them in the spirit of
folk music, as if to begin with “once upon a
time,” and in the course of the stories there
are onomatopoetic spots that gave rise to
the nicknames. But then he raised his mate-
rial to the highest sphere of art; symphonic
élan and logic dominate.

Barenboim and his orchestra enact
the Farewell Symphony very nicely as the
last violins remaining on the scene, after
some sleepy repetitions, tail off into silence.
(It is said that Haydn also composed an “en-
trance” symphony, in which the musicians
appear one after the other. If so, it is lost,
though the fact that there are such works by
Pleyel and Dittersdorf indicates that there
might have been a counterpart to the Fare-
well—everyone tried to imitate Haydn.)
Barenboim hits a solid, straightforward
tone and good tempos, and he catches the
chamber symphony spirit. Only in the me-
lodic inflections, notably in the Adagio,
could there have been a little more finesse,
but the quiet gentleness is attractive.

In Symphony No. 48, supposedly
commemorating Maria Theresa’s visit to
Esterhdz, a rich work with enough inven-
tion in it for two or three symphonies, the
conductor tears vigorously into the open-
ing Allegro. Here the dynamics are more
varied, and in the Adagio the articulation is
more sophisticated than in the previous
symphony; the movement embraces the lis-
tener with a warm and friendly hug. The
deceptively simple minuet/Lindler pre-
serves the dance character but is never-
theless symphonic—the noisy military fan-
fares in the middle are one of Haydn’s
delightful musical jokes. The boisterous fi-
nale is perhaps a shade too fast (it is an al-
legro, not a presto), but this fine orchestra
takes it in stride: Everything is clear, noth-
ing is slurred no matter how fast the strings
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are racing. The empress had a good musical
education; she would have enjoyed this re-
peat performance.

After his great successes in Paris,
Haydn began to compose for more than the
restricted circle of a princely household.
Now the commissions came from every-
where, particularly from Paris, where he
was considered to be the greatest instru-
mental composer of all time, while publish-
ers got busy printing his symphonies—as
well as many counterfeit ones. In these
Paris symphonies, for which the composer
clearly had in mind the excellent and large
French professional orchestra, the develop-
ment sections are not yet so elaborate as in
the later works. Haydn at this stage still
gave full rein to his bountiful invention and
used a multiplicity of themes; though he
could handle them well because his mar-
velous symphonic thrust never wavers,
later he would often dispense even with a
second theme in a sonata movement, so in-
tent had he become on concentrated
thematic work.

In Symphony No. 82 (The Bear) he
starts out with a remarkable group of
themes that promise an extraordinary
movement, but the promise is not quite ful-
filled; the movement is tightly knit and
swift, yet Haydn does not exploit his mate-
rial to the full. The Andante’s charming
tune redeems the master, and the piéce de
résistance is the finale, with its drone bass
and heavy, tramping theme that gave the
work its title. Whether this movement is
really a bear dance is not known, but it cer-
tainly reflects the popular tone of the coun-
try fair, and it takes little imagination to
conjure up an ungainly bear dancing to the
accompaniment of a bagpipe. But no bear
ever danced to such lively counterpoint, for
Haydn works a miracle with the suggestive
idea, creating a wild yet utterly concen-
trated sonata structure, one of the best and
most fantastic in his symphonic oeuvre.
The Parisians were both flabbergasted and
delighted, and The Bear became one of
Haydn’s most popular symphonies.

Symphony No. 83 is subtitled The
Hen. The moniker is well meant, perhaps
even justified, because at one point this
Olympian jokester really makes the or-
chestra cackle. Yet this is not program mu-
sic; it is serious, introspective, troubled, ex-
cited, and passionate. The Andante tries to
reassure us, but the original mood of dis-
turbance comes through. The Minuet is
festive yet still restless with its curious al-
ternation of three- and two-quarter
rhythm, and the finale, though in the sici-
liana pattern of 12/8, is entitled Vivace,
which immediately indicates that some-
thing is out of kilter. The siciliana is usually
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a dreamy, gently flowing piece of pastoral
music; here the preceding emotional
stresses force it into a fast, excited move-
ment before we are pacified at the end.

The performances on the Philips
disc are masterly. Marriner’s rhythm is
sharper than Barenboim’s, the orchestral
playing is a little crisper all round, and the
winds offer a more positive presence than
on the DG disc. And Marriner’s dynamic
range has many subtle gradations. The Al-
legretto is played with the utmost delicacy
and refinement, while in the finale the
many inventive color combinations are
well realized. Both of these recordings are
highly rewarding. P.H.L.

HINDEMITH: Mathis der Maler.
For a feature review, see page 78.

MOZART: Concertos for Flute and
Orchestra. For a featurette, see page 90.

MOZART: Don Giovanni, K. 527.
For a feature review, see page 75.

MOZART: Quintets for Strings: in
B flat, K. 174*; in C minor, K. 406; in C, K.
515; in G minor, K. 516; in D, K. 593; in E
flat, K. 614.

BR Budapest Quartet; Milton Katims
and Walter Trampler*, viola. Opyssey Y3
35233, $14.94 (mono; three discs, manual
sequence} [from various Columbia origi-
nals, recorded 1942-57].

Juilliard Quartet; John Graham,
viola. [Steven Epstein, prod.] Corumsia M3
35896, $26.98 (three discs, manual

sequence}j.

COMPARISONS:
Danish Qt. Tel. 56.35017
Grumiaux et al. Phi. 6500619/21

The Budapest Quartet and friends
performed the cycle of Mozart viola quin-
tets almost annually and recorded these
sublime works three times. Their first ver-
sions were made over an extended period—
ranging from the 1942 G mincr, before Al-
exander Schneider’s departure, to the E flat,
K. 614, taped after Jac Gorodetzky had re-
placed Schneider’s immediate successor,
Edgar Ortenberg, in 1948. The early B flat
Quintet, K. 174, was not included in this
traversal. The second Budapest edition
dates from late 1956 and early 1957, after
Schneider’s return. By that time, Milton
Katims had left New York for Seattle, and
his role of collaborating artist had passed to
Walter Trampler. This cycle was taped in
stereo, but only K. 174 was issued in that

form (on tape, Columbia JMB 5). The final
set, again with Trampler, dates from 1965
ana represents a sort of last hurrah com-
memorating the ensemble’s twenty-fifth
anniversary with Columbia Records. These
performances are still available (D35 747).

The Odyssey issue revives the 1940s
versions with Katims, borrowing the 1957
K. 174 to complete the cycle. There has
been some confusion, however: At least
one critic seems to be aware of only two
Budapest sets, and in fact, Columbia
printed the first run with the box (though
not the records) erroneously identifying the
contents as a straight reissue of the 1956-57
readings, formerly available as Columbia
M2L 239. Newer printings rectify the error,
but some of the early copies did reach the
market.

For years I have been proclaiming
the superiority of the second set of per-
formances over the 1965 readings. I do find
the 1957 K. 174 a bit scrappy and aggres-
sive, with the players kicking the ends of
phrases and imposing a physical extrover-
sion at odds with this basically courtly
composition. The later account is more
even-tempered but tonally obese.

Comparison of the 1956-57 set with

Continued on page 92
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The Publicity Route to

Musical Success.

(Of Course, Talent Never Hurts.)

by Patrick J. Smith

Robin McCabe

The equation of performer and mu-
sic played is not and never has been enough
to ensure “success” in the real, as opposed
to the ideal, world of music. That is why the
apparatus of managers and publicity agents
exists, and that is why competitions and
awards gain a prominence beyond the
strictly musical. The increasing reliance of
all of the media on what could be termed
the People magazine approach to music—
concentration on the artist and his person-
ality rather than on the performance—only
accentuates this tendency.

Nothing new here, of course: What-
ever Jenny Lind was or was not as a singer,
her fame in Europe was transformed by the
impresario shrewdness of P. T. Barnum
into a goldmine for both himself and the
artist. Today any performer who can fit into
the format of the Johnny Carson show and
its ilk can increase his fees accordingly,
while the shy reclusive types not blessed
with charisma may render Beethoven’s Op.
111 so as to make the sainted composer
weep for joy but will likely find themselves
playing to their coteries in Carnegie Recital
Hall. But that’s show biz.

Here we have two very different ap-
proaches to the seduction of the bitch

- goddess.

- »-uﬂ

James Galway

The James Galway story is the more
typical. He is a diminutive man with an out-
sized personality, whose charm is immedi-
ately and radiantly apparent. He markets
his skills with consummate flair. He is also a
first-rate flutist.

This last is an important, but not the
controlling, criterion. Galway and Jean-
Pierre Rampal are the best-known flutists
now before the public. Galway possesses a
fat, firm tone that seemingly never loses its
strength in breathiness. Yet, even given this
virtuosity, neither he nor Rampal is—as an
artist—streets superior to several young
flutists | have heard in the past few years.
Moreover, neither occupies the honored
place that, say, Wanda Landowska or An-
dres Segovia does—that of popularizing a
neglected instrument—and neither has
been particularly active in commissioning a
body of contemporary literature for the in-
strument, as Mstislav Rostropovich, for in-
stance, has done for the cello.

The Joaquin Rodrigo concerto repre-
sents one such commission, but Rodrigo is
hardly in the forefront of today’s musical
thought (although, and this is significant,
he is one of the most popular living "classi-
cal” composers). His deservedly successful
Concierto de Aranjuez for guitar remains ever-
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green and fresh, but that work effectively
explores most of the scope of his talent, be-
sides being written for an instrument that is
in his bloodstream. The Concierto pastoral is
a watery piece successful in showily high-
lighting the flute, but dispassionate and
mechanical compared to Rodrigo’s best.
Galway’s career (and accumulation
of platinum records) follows the formula
for artists of this caliber and personality
who have exhausted the known repertory
but do not wish to venture into the un-
known contemporary: the refashioning of
works to fit their instruments. Thus the flip
side of the Rodrigo record, a transcription
for flute (with the composer’s approval) of
the guitar Fantasia para un gentilhombre. The
performance is exemplary, but the tran-
scription falls far short of the original.
Galway’s many fans couldn’t care
less, of course. Such transcriptions will
doubtless form a larger part of his reper-
toire in the future, joining "Annie’s Song”
in its obligatory appearance as first encore.
(I note an ad for a new Galway record:
"’ Against the lush orchestral background of
the Tokyo String Orchestra, James Galway
plays a series of hauntingly beautiful Japa-
nese melodies.” That “lush” is the key.)
And there will be the re-recording of
the standard repertory, here represented by
the Mozart flute concertos. Galway has al-

RODRIGO: Concierto pastoral;
Fantasia para un gentilhombre (arr. Gal-
way).

James Galway, flute; Philharmonia
Orchestra, Eduardo Mata, cond. [Ralph
Mace, prod.] RCA ARL 1-3416, $8.98.
Tape: ARK 1-3416, $8.98 (cassette).

MOZART: Concertos for Flute and

Orchestra: No. 1, in G, K. 313; No. 2, in D,
K. 314.
B James Galway, flute; New Irish
Chamber Orchestra, Andre Prieur, cond.
[James Mallinson, prod.] QUINTESSENCE
SHM 3010A, $4.98 (distributed by Pick-
wick International).

AN AUTOBIOGRAPHY, by James
Galway. St. Martin’s Press, Inc., 181 pp.,
$8.95.

STRAVINSKY: The Firebird: Suite
(arr. Agosti). MUSSORGSKY: Pictures at
an Exhibition.

Robin McCabe, piano. [Joanna
Nickrenz, prod.] Vancuarp VSD 71264,
$7.98.

PIANIST’S PROGRESS, by Helen
Drees Ruttencutter. Thomas Y. Crowell
Company, 158 pp., $8.95.



ready recorded the two, with a bonus of the
Andante in C, K. 315 (RCA ARL 1-2159),
but the new traversal is expert and less
expensive.

Galway’s autobiography seems a
little premature, but, as it reveals, he has al-
ready had a very full artistic life. The book
is understated, amiable, and consistently
optimistic, Its best passages are those dis-
cussing his career as first flute in the Berlin
Philharmonic. Karajan knew a top-notch
flutist when he heard one, but ultimately
Galway’s personality became too big for
even a chair in the world’s best orchestra.

In the other case under considera-
tion, the book, record, and career are inter-
twined; unquestionably, the article on
which the book is based was helpful in fur-
thering Robin McCabe’s career. Helen
Drees Ruttencutter, a New Yorker editor, be-
came interested in the problems facing
young pianists at the beginning of their
performing lives when she met McCabe,
The article she wrote for the New Yorker has
been expanded into this short book, Pian-
ist’s Progress. '

It concentrates on McCabe’s career
at the Juilliard School and thence in the
performing world, but along the way in-
cludes extras—there is a lengthy section on
the Leventritt piano competition, which
McCabe did not enter. The picture is an ac-
curate one of the fearsome life demanded
of a young performer: the endless hours of
practice, the finding of the right teacher, the
daily competition within and outside
school walls that leads up to the competi-
tion for performances after graduation.
McCabe was one of the lucky ones: A final-
ist in the Geneva Concours international de
musique, she now has both a concert and a
teaching career,

Her recording attests to her sharply
etched technical prowess—a prerequisite
today~but supplies in addition a profile
beyond the technique. The Firebird tran-
scription, well as it is played, will appeal
mostly to pianomanes, for on records, more
than in live performance, the adaptation
suffers from implied comparison to the or-
chestral score. Mussorgsky’s Pictures at an
Exhibition does not, because it was con-
ceived for the piano, and its pianistic quali-
ties are strongly brought out by McCabe.
She has an excellent feel for line yet she
creates a wide range of color, underpinning
it with a rock-solid rhythmic sense. In the
final Great Gate of Kiev she deliberately
overpedals—and, in the closing grave, she
interjects a pronounced left-hand tre-
molo—to suggest both massiveness and the
concatenation of bells. HP
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the new choice
in classical music

WELCOME, MUSIC LOVERS,
to the inauguration of our new
monthly column. It's not often that
we can share directly with our au-
dience the special delights of our
work, but we hope to use this
space to do just that.

To begin, here’s a question ... what
would be the perfect recording
studio for an instrument with a
sound so soft that even the
slightest noise drowns it out? That
was Denis Vaughan’s conundrum
as he sought to record on his del-
icate Goff Clavichord for our
release, “Bach After Midnight.”

The ideal solution was a bathroom!
We found it near Rome, and as
Vaughan performs these sections
from Anna Magdelena Bach’'s
Notebook & her eminent hus-
band’s Well-Tempered Clavier’s
Preludes, we think you will enjoy
a completely unique sound.

Vaughan contends that the clavi-
chord’s tiny sound was no match
for the huge Bach family and, con-
sequently, old J.S.B. did most of
his composing on his favorite
keyboard instrument in the wee,
small hours. Thus, the album’s
title.

In his Program Notes, Vaughan re-
quests that a listener reduce the
volume to the disappearing point
— low volume, in this instance,
means High Fidelity!

SPOTLIGHT RELEASE

BALCH A

BACH AFTER MIDNIGHT
(AR 8044) LP » (AR 9044) Cassette
$6.98 Each
Discover more about

your new choice now ...
request catalog from

ARABESQUE RECORDINGS
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1995 Broadway ¢ NY 10023 » Dept. HF2
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the 1940s album is much more subtle and
even more revealing: Although the group
maintained its high musical standards well
into the ‘50s—indeed, showing unmistak-
able evidence of deepening in K. 515 and
516—its technical decline started much ear-
lier, remaining marginal for a long time but
then accelerating with alarming rapidity. K.
406 and 593 have astonishing grace and
proportion on Odyssey and are immeas-
urably more delicate and incandescent than
those from 1956-57. K. 516 was a bit more
polished in 1942, although the later version
is somewhat more regal and Beethovenian
than its slightly cool predecessor. I prefer
the K. 515 from 1957—the pacing is more
supple, and details, such as the sforzandos
in the second viola part at bars 168 et seq. of
the fourth movement, are integrated into
the whole with greater subtlety. The later
account of K. 614, with its double first-
movement repeat and greater rhythmic and
tonal dynamism, is also better. The 1949
version, with only the first repeat in the
opening movement (even that was omitted
in 1965), is a shade overrefined and staid,
though very beautifully executed.

As a totality, the Odyssey edition
provides wonderful value and is certainly
the preferred economy set of this glorious
music. Columbia, aside from eliding a si-
lent bar just before the recapitulation in K.
406’s first movement, has done very well
with the elderly sound. Chamber music
seems more impervious to outmoded son-
ics than orchestral music, and these clear,
well-balanced recordings can still be lis-
tened to with the greatest pleasure.

In fact, | may just favor the older
sound over the tangible realism of the new
Juilliard/Graham album. There is nothing
wrong with the new engineering, which is
basically warm and well balanced, but ef-
fects that sound magical in the early Buda-
pest readings are much less alluring when
revealed to the point of glare. The Juilliard
Quartet, once a taut, acerbic-sounding en-
semble, has modified its style considerably,
and in certain respects these broad, warm-
toned interpretations are similar in style to
the 1965 Budapest versions—albeit with far
better concentration and intonation.

The group uses the Barenreiter text,
as did the Heutling Quartet (Seraphim S
6028), the Danish Quartet, and Grumiaux.
Thus, the Minuet of K. 515 is played after
the slow movement, and the chromatic,
rather than the zigzag, version of K. 593's
finale is used. All this “scholarship” consti-
tutes a dubious improvement—I prefer the
alternatives in both instances; certainly K.
515 makes much more emotional sense
with the Minuet following hard on the
heels of the first movement.

The Juilliard offering is not quite the

HIGH FIDELITY

equal of the more elegantly polished Dan-
ish and Grumiaux editions. The classic
Budapest version, however, more than
measures up to those superb later
recordings. H.G.

MUSSORGSKY: Pictures at an Ex-
hibition. For a featurette, see page 90.

RODRIGO: Concierto pastoral;
Fantasia para un gentilhombre. For a fea-
turette, see page 90.

SCHUMANN: Songs, Vol. 2.

Dietrich Fischer-Dieskau, baritone;
Christoph Eschenbach, piano. [Cord Gar-
ben, prod.] DevrscHe GrammoPHON 2709
079, $29.94 (three discs, manual sequence).

Liederkreis, Op. 24 (complete).
Zwolf Gedichte, Op. 35 (complete). Ro-
manzen und Balladen, Op. 45: No. 3,
Abends am Strand. Dichterliebe, Op. 48
(complete). Romanzen und Balladen, Op.
49: No. 1, Die beiden Grenadiere; No. 2, Die
feindlichen Briider. Lieder und Gesinge,
Op. 51: No. 4, Auf dem Rhein. Romanzen
und Balladen, Op. 53: No. 1, Blondels Lied;
No. 2, Loreley; No. 3, Der arme Peter. Bel-
satzar, Op. 57. Romanzen und Balladen,
Op. 64: No. 3, Tragddie (first two parts
only). Spanisches Liederspiel, Op. 74: No.
6, Melancholie; No. 7, Gestindnis; Anhang,
Der Contrabandiste. Lieder und Gesange,
Op. 77: No. 5, Auftrige. Liederalbum fir
die Jugend, Op. 79: No. 7, Zigeunerlied-
chen (2); No. 13, Marienwiirmchen; No. 17,
Die wandelnde Glocke; No. 22, Des Sennen
Abschied; No. 23, Er ist’s; No. 26, Schnee-
glockchen; No. 27; Lied Lynceus des
Tirmers.

For Dietrich Fischer-Dieskau’s
Schumann survey, the second installment
of which is now at hand, the domestic cata-
logs indicate very little competition except
in the cyclical groups—and a substantial
part of that competition is in the form of the
baritone’s own earlier recordings. Given
the prevalent dearth of Schumann songs on
records, then, one’s initial reaction cer-
tainly ought to be gratitude—not only for
the existence of these recordings, but also
for the solid level of professionalism and
musicianship that Fischer-Dieskau and
Eschenbach maintain. After three decades
of recordings from this singer, such quality
should not—and does not—surprise us; still,
we ought to acknowledge it specifically.

To the songs of 1840 in Vol. 1, the
present collection adds fifty more, plus
twelve from later in the decade. None is re-
corded here for the first time, though eight
have not previously been recorded by this
singer. (Those who own Peter Schreier’s
less comprehensive Schumann survey, re-
viewed in May 1979, will find but nineteen



duplications—mostly the Kerner songs of
Op. 35—with Fischer-Dieskau’s Vol. 2; now
out of print in America is Schreier’s cou-
pling of Opp. 24 and 48.) Nearly all of these
scngs are central to Schumann’s reputation
as a composer and to the love for Clara that
was the essential fact of his life; they re-
quire little further recommendation from
me on musical, biographical, or historical
grounds.

Comparisons with Fischer-Dieskau’s
earliest recordings of this music (the Lie-
derkreis, Op. 24, and other Heine songs on
Electrola E 90014; the Kerner cycle on
Decca DL 9935; Dichterliebe on Decca DL
9930—all out of print) and his “inte:-
mediate” ones (particularly Op. 24 and
Dichterliebe on DG 139 109, other Heine
songs on DG 139 110) show something of a
consistent pattern. Strikingly and unex-
pectedly, the change from a warmer voice
and a more intimate, spontaneous delivery
to a drier sound, a more studied and pre-
tentious manner of singing took place befcre
the “intermediate” recordings—that is, in
the early 1960s—rather than more recently.
Although the latest versions are, by and
large, of the same general style as the “in-
termediate” ones, they are less inflated in
vocal scale, and sometimes more convirc-
ing. To the extent that these are songs o- a
young lover—and many of them are explic-
itly that—there can be little question that
the earliest recordings serve the expressive
content more effectively; they are aso
pleasanter to listen to. Hang on to them if
you are lucky enough to have them.
(Recently, Electrola has reissued Fischer-
Dieskau’s very first recordings of the Schu-
bert cycles, 1C 175 01764/6; perhaps DG
will eventually undertake parallel restora-
tions from its backlist.)

That the singer has changed both vo-
cally and expressively should not surprise
us. I'm sorry to report, however, that in one
matter he has not wavered at all over more
than two decades: his callousness toward
the interrelationships among the songs
within the cycles. Some years ago (May
1972) I discussed this matter at length, with
particular reference to the Kerner songs,
Op. 35; it's equally important for Dichter-
liecbe and the Op. 24 Liederkreis. Though
questions of key relationship may seem ar-
cane to the nonprofessional, they are not in
fact so; we can all hear such things, even if
we can't all describe them in words.

In Dichterliebe, for example, the first
sounds of nearly every song are closely re-
lated to the last sounds that preceded it
(and the absence of such close relationship
is equally significant, of course). The first
piano chord of No. 7, “Ich grolle nicht,” is al-
most identical in content to the last chord of
No. 6, “Im Rhein, im heiligen Strome”; it's
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air, over-the-heac headphones. They're so
unkke conventicnal headphones, we call
them Sonyphenes.
The MDR-3 Sonyphones are
sa light you hardly feel them. Yet,
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Get the MDR-3 Sony-
phones. Aad feel like you're
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ary hezdphones at all.
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played an octave higher, but has the same
note on top—at least it does in the Pears/
Britten recording on London OSA 1261.
Under the transpositions Fischer-Dieskau
has made on all three of his recordings, the
two chords are completely different in con-
tent. The “distance” that we sense between
one song and the next is significantly af-
fected by such an arbitrary alteration; if
you have access to the recordings in ques-
tion, just play this sequence and compare.
Though Fischer-Dieskau sings some
of Dichterliebe in Schumann'’s original keys,
he transposes other songs down a tone or a
minor third; four of the fifteen junctures
between songs are thereby distorted. In Op.
24, the score is five out of eight falsified; in
Op. 35, eight out of eleven. Any violinist
who juggled around the movements of a
sonata in this way, to suit his digital con-
venience, would be immediately branded
as irresponsible; I submit that singers ought
to be held to the same standard.
A lengthy catalog of detailed obser-
vations about these performances would
not serve much purpose; if you require a
survey cf Schumann songs, this is the only
game in town (unless you have access to
imports, and Schreier’s much smaller
series). Eschenbach’s thoughtful and accu-
rate playing is sparer of line than some we
have heard in this literature, if not very
spontaneous. But then spontaneity would
not mesh well with this singing; for all their
solid musicianship, what we hear in these
performances seems more often the voice
of an institution than of a person.
The usual booklet includes texts and
translations, for the most part by the re-
liable Lionel Salter. D.H.

STRAUSS, R.: Songs.

Kiri Te Kanawa, soprano; London
Symphony Orchestra, Andrew Davis,
cond. [Paul Myers, prod.] Corumsia M
35140, $8.98. Tape: MT 35140, $8.98
(cassette).

Four Last Songs; Zueignung, Op. 10,
No. 1; Ruhe, meine Seele, Op. 27, No. 1;
Morgen, Op. 27, No. 4; Befreit, Op. 39, No.
4; Wiegenlied, Op. 41, No. 1; Muttertan-
delei, Op. 43, No. 2.

There is some ravishing singing on
this record, and my only reservation about
the second side is that  can’t stop playing it.
It is an instant work-stopper, for no sooner
has Te Kanawa reached the final “Habe
Dank” of “"Zueignung” than back I go to the
opening “Morgen.”

On the first side, however, some-
thing essential is missing. Heaven knows, it
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The new Dual 839 is so different
from all other cassette decks that
rather than list its many features,
we’ll guide you through them as if
the 839 were in front of you.

First, the 839 is bi-directional in
record and playback. This doubles
the length of every cassette.

You'll notice there’s no door
between you and the cassette
compartment. Insert a cassette and
it will lock in precise alignment.
That’s Dual’s Direct Load and Lock
system. (A subtle but important
touch; any slack in the tape is
immediately taken up.)

Follow us carefully on this next
one. Even when the tape isin
motion, you can pull it out and
replace it with another . .. and
the previous mode resumes
automatically. Useful? When the
tape nears the end at a crucial
moment, you can have a new tape
in place without missing a beat.

The 839 is just as innovative in
playback. If a tape made on another

Consider
what it
would be like

to own one.

deck is too sharp or too flat, no
problem. Playback pitch can be
varied over an 8 percent range.

And previously recorded tapes
with clicks, pops and disc jockey
interruptions can be cleaned up
electronically—smoothly and
permanently. Dual’s fade/edit
control lets you do that with
complete confidence, because it
functions in playback.

Back to recording. The peak-level
LED indicators react faster than
any other metering system. And
more accurately, because they’re
equalized. They read the full
processed signal—including the
high frequency boost other decks
add but only Dual reads. No more
risk of overloading a tape into
distortion.

There’s still more. Much more.
Full metal record and playback.
6-way bias/equalization. Two-motor,
twin-capstan drive system.
Computer logic solenoid-activated
controls. Switchable multiplex
filter. Switchable limiter. Line/mic
mixing. Two-way memory stop
with automatic replay. Headphone
level controls. And operation by
external timer or optional wireless
remote control
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What about the 839’s audible
performance? The specifications
can give you a hint. Wow and
flutter +0.03 percent WRMS.
Frequency response from 20 to 20
kHz, =3 dB. Signal-to-noise better
than 69 dB.

Of course, there’s a price for all
the 839 offers: $850. If that seems to
be more deck than you really need,
there are three other new Dual
cassette decks. They start at $330,
and they all feature the Direct Load

and Lack system, DC servo motors,

twin-belt drive systems, tape-
motion sensor/protectors and
equalized meters.

For complete details on all four
Dual cassette decks, please write
to us directly: United Audio,

120 South Columbus Avenue,

Mt.Vernon, NY 10553. m
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tune, and there is certainly no fault in that
direction; but everything is marginally too
fast—there isn’t much of “night's magic
realm” ("Zauberkreis der Nacht”) in the third
song, for example—and the autumnal qual-
ity at the heart of the songs is absent.

All the same, these are exceptionally
difficult songs to bring off, and [ urge you to
hear the record: You may share my enthusi-
asm for Side 2 and disagree with my doubts
about Side 1. In any case, Te Kanawa must
record more Strauss songs, and soon. ].C.

STRAVINSKY: The Firebird: Suite.
For a featurette, see page 90.

STRAVINSKY: Pulcinella.

Teresa Berganza, mezzo-soprano;
Ryland Davies, tenor; John Shirley-Quirk,
bass; London Symphony Orchestra,
Claudio Abbado, cond. [Rainer Brock,
prod.] Deurscuie GrammorHON 2531 087,
$9.98. Tape: 3301 087, $9.98 (cassette).

COMPARISON:

Stravinsky/Col. Sym. Col. D35 761

After hearing Claudio Abbado’s
concert performance of Stravinsky’s com-
media dell’arte ballet score with the Chicago
Symphony, I expected much of this record-
ing—which it doesn’t quite deliver. The gap
between Chicago and London is inter-
estingly similar, in kind and degree, to that
between Abbado’s Rossini performances
with La Scala and his recordings with the
LSO: a reduced crispness and variety of ar-
ticulation, a softness at edges and center.

The Chicago performance combined
to a remarkable degree the verve of
Stravinsky’s gutsy but scrappily played
recording (now available only as part of a
three-disc, specially priced set) with a level
of orchestral playing that the Columbia
Symphony Orchestra, whatever its mem-
bers’ individual expertise, simply could not
dream of reaching under the “from-
scratch” circumstances of their recording.
In many respects, the London Symphony
matches the polish of the Chicago perform-
ance and thus becomes a desirable, indeed
necessary, complement to the compaser’s
recording. Most importantly, the restora-
tion of the score’s full range of dynamic
contrast is welcome, for much of the Co-
lumbia version is too loudly played.

The score calls for a soprano, but
since most of her music lies quite low (and
never above a high A flat) the use of a
mezzo is possible; Berganza isn’t comfort-
able at either extreme of the range, but her
musicality and precise diction are welcome.
(I do miss the sexy, chesty legato of Maria
Ewing, who made something very fetching
of “Se tu m'ami’’ in Chicago.) Davies is serv-
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iceable, Shirley-Quirk unsteady of tone
and weak on the lowest notes. (Stravinsky’s
soloists come out, on average, at about the
same level.) Berganza and the orchestra
manage a nice fadeout effect at the end of
“Contento forse vivere” that does seem to be
implicit in the score, though it is not ob-
served by the composer.

DG carries truth-in-packaging to a
new high with this recording. Not content
with stating that Stravinsky’s score is “after
Pergolesi,” or identifying the works from
which it is taken, the producers have sum-
moned Dr. Helmut Hucke to furnish the
latest findings of scholarship in identifying
the real composers of the source material—
much of it not by Pergolesi, whose fame
was so great that other composers’ works
were published under his name. This
won't, of course, affect your pleasure in the
music, but it will comfort those who like to
have music history’s house in order. A brief
and cogent note includes a plot summary of
the ballet, and texts and translations of the
vocal pieces are provided. A fine, if some-
what subdued performance, lucidly re-
corded, this should give much enjoy-
ment. D.H.

TCHAIKOVSKY: Symphonies: No.
1, in G minor, Op. 13 (Winter Dreams); No.
2,in C minor, Op. 17 (Little Russian); No. 3,
in D (Polish).

Berlin Philharmonic Orchestra, Her-
bert von Karajan, cond. [Hans Hirsch,
prod.] Deutscue GramMmoPHON 2709 101,
$29.94 (three discs, manual sequence).
Tape: 3371 053, $29.94 (three cassettes).

With this set, Herbert von Karajan
becomes the eighth conductor currently
represented in ScHwanN in all six
Tchaikovsky symphonies. Given his and
DG’s propensity for Gesamtaufnahmen, it
should not have taken so long; after all, he
has been halfway around this course three
times already.

Predictable as Berlin Philharmonic/
Karajan performances are, they seldom fail
to impress with their consummate orches-
tral quality. I cannot agree with those who
find Karajan’s mastery cold or insensitive:
Technical artistry of this sort is impossible
without profound musicianship and inter-
pretive commitment. The almost seamless
sonic fabric he weaves is not an idiosyn-
cratic end in itself, but rather the realization
of a master concept of how music should
sound—a concept as distinctive as Tosca-
nini’s driving clarity or Ormandy’s sump-
tuous sonority. One may dispute the sub-
stance of such concepts, but not their
sincerity or the skill of their realization.

Throughout these performances,
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there is a beautifully controlled orchestral
balance, a glow to the strings, and a cohe-
sive wind ensemble that few, if any, orches-
tras can match. Moreover, the recording
captures these orchestral beauties thrill-
ingly. To cite but one instance: The timpani
solo at the beginning of the slow movement
of the Second Symphony, subtly phrased
as it is, is a true pianissimo—not a louder
sound reduced by lowering the gain, not a
soft sound amplified to suit arbitrary audio
parameters. And this simple passage leads
to an equally delicate exposition of the
march theme in the strings and winds. By
comparison, the same passage in recordings
by Bernstein, Rostropovich, and Muti is too
loud, tonally coarse, or both.

Karajan’s approach well suits the
predominant style of early Tchaikovsky,
especially in his evocation of Men-
delssohnian lineage. He handles the folk
tunes in the Second and Third Symphonies
idiomatically and without undue emphasis
and avoids seeking out farebodings of the
later Tchaikovsky, as Bernstein and Rostro-
povich sometimes do. Nor does Karajan at-
tempt to combine polish of execution with
emotional power as he did so successfully
in his most recent recording of the
Tchaikovsky Fifth (DG 2530 699).

Stylistically, he is the polar opposite
of Bernstein, in these symphonies (Colum-
bia D3M 32996) as elsewhere. Bernstein,
with his overt energy, imagination, and
ability to impose his extrovert personality
on his performances, elicits a more aggres-
sive, less polished sound from the New
York Philharmonic, seconded by Colum-
bia’s rather forward and sometimes brash
reproduction. Between these extremes lies
Muti, whose readings with the Philhar-
monia Orchestra (Angel S 37114, 37472,
and 37496) are less refined than Karajan’s
but more so than Bernstein’s; a young
middle-of-the-roader, Muti still lacks the
strong personal profile of either older
conductor.

As a set, this release will appeal pri-
marily to committed Karajan fans, who
may be assured that their idol is in top form
here. Others will prefer to choose singly. In
anticipation of individual releases of these
records, a few comparative comments: In
the First, choice still lies between Bern-
stein’s strong reading and Michael Tilson
Thomas’ very individual balletic
pretation with the Boston Symphony (DG
2530 078). In the Second, Karajan is hard to
pass up, although Muti’s record, gener-
ously including a fine Romeo and Juliet, is an
appealing alternative. Muti, Bernstein, and
Karajan all meet the challenges of the Third
Symphony admirably, though in different

inter-

ways; choice will depend upon one’s gen-
eral attitude toward the conductors. P.H.

WAGNER: Arias.

Joan Sutherland, soprano; National
Philharmonic Orchestra, Richard Bonynge,
cond. [Richard Beswick, prod.] Lonbon OS
26612, $8.98.

Rienzi: Gerechter Gott, so ist's
entschieden schon. Der fliegende Hollan-
der: Senta’s Ballad. Tannhiuser: Dich,
teure Halle; Elisabeth’s Prayer. Lohengrin:
Elsa’s Dream. Die Walkiire: Du bist der
Lenz. Die Meistersinger von Nurnberg: O
Sachs, mein Freund. Tristan und Isolde:
Liebestod.

The liner notes try to establish Joan
Sutherland’s credentials as a Wagner
singer, although the writer might look to
his own: He does not seem to realize that
Woglinde in Das Rheingold and the First
Rhinemaiden in Gatterddmmerung are the
same character. In fact, the only substantial
Wagnerian role that Sutherland ever sang
on-stage was Eva in Die Meistersinger, and
that was before she burst upon the inter-
national scene with the repertoire that has
been hers ever since.

I do not know who advised her to go
back to Wagner for this recording, but it
was not a good idea: Bits and pieces are
hard enough to bring off at the best of
times, and here they hardly work at all, ex-
ceptin a purely technical sense that may be
of help to other singers. Thus, she sings
Senta’s dreaded “Jo-ho-hoe”” with a certainty
that will be the envy of most current expo-
nents of the role; but having done that, she
sets off on "Traft thr das Schiff” with a kind
of hop-skip-and-jump that verges on the
comical. Everything goes at a tremendous
lick: Elisabeth greets the hall with such
command and efficiency that one feels she
can’t wait to get down to the dusting. As for
the Liebesiod, it could be about anything.

There are beautiful sounds aplenty,
but of meaningful music there is almost
nothing at all. How much of this is attribut-
able to Bonynge, reputedly rot a Wagner
enthusiast, [ do not know; but in the end it
does not matter. This record is strictly for
those interested in Sutherland’s voice and
not in her artistry.  J.C.

Recitals
and Miscellany

GERARD SCHWARZ: The Sound
of Trumpets.

TANDBERG

Tandberg has been one
ofthe world’s

foremost manufacturers of
high performance

audio equipment for almost
50vyears.
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the United States

forthe outstanding
performance and reliability
of their high fidelity
instruments, the Tandberg
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to encompass a full line of
audio components,
including open-reel

and cassette taperecorders
featuring the exclusive
ACTILINEAR Recording
System (Patented) &
DYNEQ Record Equalization
(Patented),

plusthree stereo receivers
offering uitra-low

distortion and

superior FM performance.
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Tandberg of America, Inc.
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Armonk, N.Y. 10504
(914)273-9150
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WHAT TAPE ADS
DON'T TELL YOU

Sony has “full color,” Scotch has “truth”
Maxell has “high octane sound,” and Ampex
is “the tape of the stars.” But while we have
great respect for their products, we feel the
tape establishment is insulting your intelli-
gence with advertising like that. And they
avoid the big issue of tape incompatibility.
Since the bias settings of all tape decks are
different. they are hardly ever a perfect
match for any tape. And as components age,
your deck’s bias changes. With a bias mis-
match, your tape complains by distorting
and losing frequency response.

WHY WIDE-LATITUDE®

TAPE 5, however; sounds right no matter
what the brand or age of your deck because
it has a 2 dB leeway around normal bias.
That's wide-latitude. That's why now you
don't have to use a deck that works well
with every tape because now there’s a tape
that works well with every deck.

BEATS MAXELL, TDK, MEMOREX, BASF

TAPE 5 is a true mastering tape, made for
studios and broadcasters. but now avail-
able to the public at direct-from-manufac-
turer prices. Professional features such as
tensilized polyester stretch-resistant base,
5-stainless-steel-screw white case. high-
accuracy pins. guides, and rollers, and
never a dropout or splice. Although Tape 5is
a normal-bias tape. it's unlike any other and
has tested superior to TDK SA and AD, Max-
ell UDXLs, Scotch Masters, BASF Pros, and
MRX3. Signal-to-Noise Ratio at 64.4 dBis so
high you don't even need Dolby. Max Output
Level at 3% THD is 6.7 dB. IM Distortion at 0
dB input is 1%. Wow and Flutter .042%.
Attainable Frequency Response 30-18.000
Hz. + 15 dB.

So now there’'s no need to pay stiff prices
for chrome or exotic coatings. And we back
our claims with a 5YEAR WARRANTY. NO
minimum, NO shipping charge. FREE specs
and order blanks returned with first order.

TAPE 5, INC.

111 Third Avenue
New York, NY 10003
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A New York Trumpet Ensemble; Y
Chamber Symphony of New York, Gerard
Schwarz, trumpet and cond. [Amelia Hay-
good, prod.] Deros DMS 3002, $17.98
(Soundstream digital recording; distributed
by Supersounds Ltd., 2210 Wilshire Blvd.,
Suite 315, Santa Monica, Calif. 90403).

ALTENBURG: Concerto for Seven
Trumpets, in D. VIVALDI: Concerto for
Two Trumpets, in C. BIBER: Sonata Scti
Polycarpi, for Eight Trumpets, in C. TO-
RELLI: Sonata 4 5, for Trumpet and Strings:
No. 1, in G. TELEMANN: Concerto for
Trumpet, in D.

GERARD SCHWARZ: Works for

Trumpet and Chamber Orchestra.
A Y Chamber Symphony of New
York, Gerard Schwarz, trumpet and cond.
[Amelia Haygood, prod.] DeLos DMS 3001,
$17.98 (Soundstream digital recording; dis-
tributed by Supersounds Ltd.).

HAYDN: Concerto for Trumpet and
Orchestra, in E flat. HUMMEL: Concerto
for Trumpet and Orchestra, in E (Tarr ed.).

TIMOFEY DOKSCHITSER:

Works for Trumpet and Chamber
Orchestra.
BR Timofey Dokschitser, trumpet;
Moscow Chamber Orchestra, Rudolf Bar-
shai, cond. [Steven Vining, prod.] QuinTEs-
sence PMC 7135, $3.98 [from MeLopiva/
AnceL SR 40123, 1970].

HAYDN: Concerto for Trumpet and
Orchestra, in E flat. HUMMEL: Concerto
for Trumpet and Orchestra, in E flat. Bl-
BER: Sonata a 6, for Trumpet and Strings,
in B flat.

Both Gerard Schwarz and Timofey
Dokschitser are incredibly skilled trumpet-
ers, and both are supported here by cham-
ber orchestras of high quality. Schwarz is
heard in digital recordings of recent vin-
tage, Dokschitser in an analog recording
that probably dates from a decade ago but
still sounds very good indeed.

Schwarz represents what is locally
known as the Chicago School of brass play-
ing (but probably deserves a more compre-
hensive name): His tone is very clean and
clear with no vibrato, precise intonation,
superlative articulation, and a very wide
dynamic range, fully exploited by the digi-
tal technique. Thus, in the Hummel con-
certo—and to a lesser degree in the Haydn—
he provides far more sophisticated playing
than Dokschitser, who has a brassier
sound. Dokschitser inserts rather florid ca-
denzas in the concerto finales and plays
with true flamboyance. His is the tradi-
tional European style of brass playing at its
best.

The Quintessence disc, which in-

HIGH FIDELITY

cludes the welcome bonus of a Biber sonata
to fill out the Haydn side, is a real buy. But
if you want the latest word, both in engi-
neering and in the treatment of the instru-
ment, the Schwarz record of the concertos
has no peer. The sound is unbelievably
fine, and the performances are right on the
mark.

If one trumpet can be that sensation-
al, then simply imagine two in the Vivaldi,
or even seven in the Altenburg or eight in
the Biber! The high estate of American
brass playing is obvious when trumpet en-
sembles of this quality can be assembled—
each player an outstanding musician. The
combined effect may not have been
equaled since the heyday of the baroque
brass tradition, from which this music ema-
nates. (American composers please take
note.)

Schwarz’s solos on an A piccolo
trumpet in the Torelli and Telemann ex-
ploit the coloratura style with playing that
is featherlight, crisp, rhythmically precise,
and full of verve. His articulation and pur-
ity of tone must surely be the envy of every
soprano. R.C.M.

Theater
and Film

EVITA. Original Broadway cast
recording.

Music by Andrew Lloyd Webber;
lyrics by Tim Rice. Rene Wiegert, cond.
[Andrew Lloyd Webber and Tim Rice,
prod.] MCA 2-11007, $12.98 (two discs,
manual sequence). Tape: MCAC 2-11007,
$12.98 (two cassettes).

With their 1969 Jesus Christ Superstar,
composer Andrew Lloyd Webber and lyr-
icist Tim Rice extended the pop-rock mus:-
cal format beyond the temporal confines of
Hair into the realm of history and religious
myth. Their New Testament follies, despite
its pretensions, was a tremendous popular
success that spawned a whole new genre of
musical theater. With Evita, Webber and
Rice have finally hit their artistic stride, and
their unique brand of hook-laden pop so-
phistication meshes exquisitely with the
strange life/legend of Eva Peron.

This operatic musical—the only spo-
ken lines occur in some cleverly placed ra-
dio broadcasts and film footage—derives its
central thrust from Evita’s near-allegorical
persona. Hers is the archetypal twentieth-
century success story, replete with the
seedy trappings of a rise to power based on



FEBRUARY 1980

media stardom and sexual politics. The
wily and ambitious fifteen-year-old peas-
ant girl becomes involved with a second-
rate crooner, who takes her to Buenos
Aires; there her affairs lead up a ladder of
army officers and politicos to Colonel Juan
Peron, whom she eventually marries. As
Evita, Patti LuPone combines icy nerve with
a believable passion, and her complex char-
acterization shines through in this
recording.

The character of Che Guevara (ac-
tually a medical student in Argentina under
Peron'’s rule) becomes a major dramatic de-
vice, functioning as stage manager/com-
mentator, criticizing Eva’s motives while
mingling with the crowds. Mandy Patin-
kin, as Che, is the moral voice that con-
stantly places the story in a larger social-
historical context. His lovely tenor adds en-
ergy and humanity to each scene, whether
he’s commenting on the hypocrisy in Ar-
gentine politics (“Oh What a Circus”) or
the tragic irony of Eva’s success (“High Fly-
ing Adored”).

As portrayed by Bob Gunton, with a
regal, resonant baritone voice, Peron has a
detached imperiousness that suggests he
was never totally in thrall to Eva. Mark
Syers, as the jilted crooner Magaldi, nicely
contrasts a sensual voice and manner with
the gullibility of his character.

Evita captures the intense paradoxes
of the heroine’s life in a series of songs that
intertwine and play off each other almost
like themes in a symphony. One particu-
larly strong sequence begins with the colo-
nels cynically singing “The Art of the Pos-
sible” as they play a very Brechtian game of
musical chairs on-stage. Peron begins to
emerge as the possible victor, and a crowd
chants his name in a darkly dissonant
clamor. Eva appears, already zeroed in on
Peron. Their supremely crass duet, “I'd Be
Surprisingly Good for You,” is a grim
tango that epitomizes coldhearted love. The
movement from one number to the next
and the counterpoint between them are
subtle, as passion and power first contrast
and then mirror each other.

Eva’s “Don’t Cry for Me, Argen-
tina,” is a genuinely moving song that
beautifully combines Webber's delicate
melodic shading with Rice’s psychological
sophistication. Significantly, it has been
banned in Argentina, where the memory of
Eva still carries an incendiary clout.

At times, Webber’s pastiche of mu-
sical styles becomes jarring. Some of the
transitional music is either too obviously
atonal or too utilitarian to give the lines
proper focus. Elsewhere, the score slips into
blaring rock melodies that sound like out-

takes from Jesus Christ Superstar. But these
lapses are few, and the overall orchestration
is superb, modulating effortlessly between
broad, Latin-tinged swaths of impressionis-
tic color and the sound of a cheesy cabaret
combo playing ersatz mariachi music.
When it works, the juxtaposition of the pop
sounds of the ’40s and the '70s is
illuminating.

In London, where it has been playing
since 1976, and in the U.S., where it arrived
only recently, Evita has been criticized for
canonizing a trollop. Yet its genuine force

and vigor are not political, but emotional.
The music conjures up a valid surrealistic
image of how it must have been to live
through the Peron era. Most important, the
production depicts Eva Peron’s life with
emotional honesty, especially at the end,
when she is finally “defeated by her own
weak body,” dying of cancer at thirty-
three.

The complexities of the play trans-
late very well to vinyl, and the recording
captures most of the weird excitement gen-
erated by the music. C.C.

Next time you plaﬁqa t;i

5

to Europe, make sure you
visit the unique country.

Where can you find: Europe’s largest waterfalls?
Europe’s blondest blondes?
Europe’s highest geysers?
Europe’s greatest glaciers?

And where can you find moonlike craters where the astronauts trained?
More volcanos than anywhere else cn earth? Historic landmarks of the
world’s oldest continuous parliament? Celebrations marking Europe’s

youngest republic?

The answer to all of these questions is—ICELAND. Next time you plan
a trip to Europe, make sure you visit Iceland.

The only thing it may cost you is time well spent. Because you'll save
enough money on Icelandic’s lowest jet fares to Luxembourg to pay for your
stopover in Iceland. Or, you can hop over from New York or Chicago for longer
tours. See an erupting volcano. Take a cross-country pony trek.

Next time you plan a trip to Europe, ask your travel agent about
Icelandic Airlines. Or phone Icelandic Airlines, for folders about Iceland
and lowest jet fares to Europe. In New York State, phone (212) 757-8585.
Elsewhere in U.S., phone (800) 555-1212 for local toll free number.
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The Tape Deck

by R. D. Darrell

Waltzing dodecaphonists

Straussian waltzes and twelve-tone se-

rialism are at opposite ends of the musi-
cal spectrum. The gulf between Johann
Strauss Il and the serialist pioneers,
Schoenberg, Berg, and Webern, might
seem unbridgeable, but they all have one
thing in common: They are quintessentially
Viennese. And even avant-garde theoreti-
cians aren’t necessarily anhedonists.

As proof, Deutsche Grammophon
offers a delightful set of Strauss waltz tran-
scriptions prepared by the serialists: We-
bern’s Schatz Waltz from Zigeunerbaron,
Berg's Wine, Women, and Song, and Schoen-
berg’s Roses from the South and Emperor
Waltz (DG 3300 977, $9.98; see feature re-
view, December 1979). A special prize
should go to the Boston Symphony Cham-
ber Players, led by violinist Joseph Silver-
stein, for unearthing these extraordinary
novelties. The readings are perhaps more
Proper Bostonian than gemiitlich Viennese,
but that’s a minor flaw in a release that nei-
ther Straussians nor serialists dare miss.

New period-instrument series

Telefunken'’s Das alte Werk catalog, a
pioneer in authentic recorded perform-
ances of old music and still a prolific con-
tributor, introduces a series of recitals illus-
trating a wide variety of “original” (i.e,,
period or replica) instruments. The appeal
has been expanded to attract audiophiles as
well as historical specialists, since each of
the musicassette tapes is processed in Tel-
dec’s “TriTec” technology, which, while it
no longer uses chromium tape, still uses 70-
microsecond equalization.

In the debut releases ($9.98 each),
two obscure composers are recorded for the
first time, to the best of my knowledge:
Giovanni Picchi (c. 1575-c. 1630) and
Frangois du Fault, or Du Faut (seventeenth
century). Ton Koopman plays a toccata and
eight engaging dance pieces by Picchi on a
Kroesbergen replica of a Stephanini harpsi-
chord (Telefunken 4.42212—with rather
short measure at twenty-seven minutes to-
tal), and Hopkinson Smith plays an
eloquent pavane and four suites of varied
dances by Du Fault on a Pietro Railich lute
(4.42328). Du Fault writes in the style of his
teacher, Denis Gaultier (c. 1600-72), some
of whose Rhétorique des dieux suites Smith
gave us in an earlier, equally delectable cas-
sette (4.42122).

In 4.42366, Jordi Savall plays, on a
1697 Barak Norman viola da gamba, twe
suites of depictive miniatures by Antoine
Forqueray (1671-1745), most of which
were recorded before in harpsichord tran-
scriptions by Gustav Leonhardt. In 4.42425,
Paul Badura-Skoda plays, on a c. 1790 pi-
anoforte by Johann Schantz, several little-
known Mozart pieces along with the more
familiar K. 511 Rondo in A minor and K.
265 Variations. And in 4.42321, various
natural horns and Inventionshirner are repre-
sented in an anthology (Mozart concerto
and quintet, Bach cantatas, and Beethoven
quintet) drawn from earlier releases featur-
ing Hermann Baumann.

Varieties of pianistic excellence

How far modern pianos have come
from the Schantz instrument used by Ba-
dura-Skoda and how extraordinarily dif-
ferent they can be made to sound by
soloists of disparate technique and tem-
perament are vividly demonstrated by a
batch of current cassettes. Most exciting is
“The Horowitz Concerts 1978-79" (RCA
Red Seal ARK 1-3433, $8.98; see feature re-
view, January). The program includes the
Schumann Humoreske, Rachmaninoff bar-
carolle and Humoresque, and Liszt Consola-
tion No. 3 and Mephisto Waltz No. 1—all su-
perlatively recorded.

Outstanding too are three older
recordings not previously available on tape.
Ivan Moravec’s program of Debussy (three
preludes and Pour le Piano) and Ravel (Sona-
tine), tonally entrancing in its 1969 Con-
noisseur Society original, is more beautiful
than ever in its In Sync super-chromium re-
vitalization (C 4013, $10.98). One of Tamds
Vasary’'s earliest triumphs was his 1961
Liszt program (the great B minor Sonata,
heroic Polonaise No. 2, and Mozartean Don
Juan Fantasia), which now returns as DG
Privilege 3335 270, $6.98. And among the
recordings the inimitable Clara Haskil
made shortly before her tragic death in
1960 were her Mozart Concerto No. 13
(with only so-so string accompaniment)
and her more vivid K. 280 Sonata in F and
K. 265 Variations (DG Privilege 3335 115,
$6.98).

Vanguard realities, old and new

In addition to the recently recorded
Vanguard programs Barclay-Crocker has
been issuing in open-reel format, the mail-

order company (11 Broadway, New York,
N.Y. 10004) is digging up more and more of
that label’s older recordings worthy of re-
stored or first-time taping, most of them at
the moderate list price of $7.95 per reel.
Welcome restorations include Vladimir
Golschmann’s 1960 high-voltage Kaba-
levsky Comedians and Khachaturian Gayane
Suites (D 0207) and Johannes Somary’s
1973 augmented wind versions of Handel's
Royal Fireworks Music and Water Music ex-
cerpts (E 71176, $8.95).

The open-reel firsts go back to 1967
for David Blum’s still astonishingly vital
Haydn Symphonies Nos. 59 and 70 (D
71161) and for pianist Earl Wild's bravura
Brahms ballades and Paganini Variations (D
10006); to 1969 for Maurice Abravanel’s
overrestrained program of Rimsky-Korsa-
kov (Antar Symphony), Ippolitov-Ivanov,
and Gliére (D 10060); and to 1970 for pian-
ist Lili Kraus’s lovely Schubert Sonatas in
A, D. 664, and A minor, D. 845 (D 10074).
Scholar/pianist Charles Rosen’s eloquent
Haydn Sonatas Nos. 31, 32, and 38 actually
were recorded in 1969 for CBS, but they
sound freshly minted on Vanguard/B-C D
10131.

Masked Opera-Ball.

The most ambitious Vienna Light
Music Society release to date is Richard
Heuberger's Opernball in a performance
claimed to be complete, and including ex-
tensive spoken dialogue, with unnamed
soloists and the Biedermeyer Concert Or-
chestra under Otto Schulz (BDRS 220 and
221, $18 postpaid from VLMS agents, K. C.
Co., Box 793, Augusta, Maine 04330). It de-
mands duple reviews.

One, for German-speaking listeners,
is a lively commendation. This popular
1898 operetta is a Lucullan feast of Vien-
nese Torten mit Schlagsahne, sung and acted
with authentic grace, sentiment, and vivac-
ity and gleamingly recorded in appropri-
ately lightweight sonics. The other review
must include a warning to most Americans
that they will be exasperated by the ab-
sence not only of printed texts and cast
identifications, but even of any song titles,
and by the presence of long stretches of (to
them) mysterious dialogue. Nevertheless,
the bewitching music just may overcome
these handicaps. |1 hope that VLMS will
give it a better chance sometime, in a single
cassette of music minus talk. HF
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BUYING GUIDE
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1980 EDITION
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AT YOUR
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JUST PUBLISHED:
Prices and manufacturers’
specifications for virtually
every major home audio
component, including:

Speakers o Integrated Amps,
Preamps and Power Amps ¢
FM Tuners ® Receivers ¢
Tone-arms ® Cartridges
Turntables and Changers ¢
Cassette Decks ® Open-Reel
Decks ® Raw Audio and :
Video Tape ® Equalizers and
Signal Processors ® Head-
phones ® Microphones e
Accessories ® Record-Care
Products ® Video Cassette
Recorders ® Car Stereo
Components

This invaluable guide, assem-
bled from information provided
by all of the major home-enter-
tainment equipment manufac-
turers whose products are sold
in this country, enables you to
compare prices, dimensions,
and important performance in-
dicators before you buy!

High Fidelity
1 Sound Avenue, Marion, OH 43302

Please send me copy(ies) of the 1980 HIGH FI-
DELITY'S BUYING GUIDE TO STEREO COMPONENTS. |
enclose $3.95 per book plus $1.00 for shipping ard handiing.
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BACKBEAT

Anne Murray:
Behind the
Sweet Facade
by Christopher Petkanas

é ‘Snowbird was an incredible smash

in 1970, and| said yes to every-
thing, working 365 days that first year.”
But while the public was delighting in its
discovery of Anne Murray’s wholesome,
country-inflected mezzo-soprano, she was
watching the threads of her life come un-
done. "It was disastrous because | had no
direction, no informed management that
could help me,” says the Canadian-born
two-time Grammy winner. “No one in
Halifax [Nova Scotia] had ever tried a
show-business career, so | was a pioneer,
the guinea pigwho made all the mis-
takes.”

America’s, if not the world’s, per-
ception of the thirty-four year old singer
probably does not include this hard-luck
underside ("] guess it was character build-
ing,” she says now in retrospect.) Save for
an occasional review that challenges her
to stray from the safe, middle-of-the-road
material that characterizes most of her six-
teen-album catalog, neither her music nor
her image has inspired much media prob-
ing. She is the kind of regularly chart-top-
ping artist. who, one assumes, holds inter-
estonly as long as her recordings do. This
doesn’t seem to bother her, though:
“When it comes down to it, [ am the way [
am—restrained.” And, though she does
make visible efforts to overcome her in-
hibitions, she certainly expresses no de-

sire to heighten her show-business profile.

“I'm a small-town girl anyway you look at
it” she says emphatically, “and [ always
willbe.”

Though she was awarded the
Grammy for Best Female Country Singer
in 1974 (for Love Song), she says she
heard no country music while growing up
in the small coal-mining town of Spring-
hill, Nova Scotia. Instead, she cites Sarah
Vaughan, Perry Como, Rosemary Cloo-
ney, the Mills Brothers, Bobby Darin, and,
in particular, Mahalia Jackson as early in-
fluences. As ateen-ager she studied piano
and took singinglessons for three years,
and eventually gravitated to the
shamelessly bold rock & roll of Buddy
Holly. More contemporary models in-
clude Barbra Streisand and Harry Nils-
son, and she terms Dusty Springfield

“perfection—the best all-around singer.”

A University of New Brunswick
graduate, Anne still looks very much like
the high-school physical education in-
structor she once was. She still held that
position when she first appeared on Cana-
dian television’s Sing-AlongJubilee and
performed in various nightclubs and cof-
fee houses. She kept it until 1968, when
she cut her first album, “What About Me,"”
forthe Canadian label Arc. That LP paved
the way to Capitol, the company with
which she has since remained.

With the success of Snowbird, Mur-
ray signed with Glen Campbell’s manager
Nick Savano and began commuting from
Halifax to Hollywood to be a semi-regular
on Campbell’s television show. Her first
Vegas gig came in 1971, and she just
wasn't ready. 'l didn’t knowwhere [was.
.. .1 sanga medley of my one hit—you
knowthe old cliché—in bare feet and hot
pants while the audience pulled their hair
out.Don't ask me what | was doing be-
cause | can't tell you. I was so crazed by
the whole thing that | must have been on
the moon. . . . Looking back, it's no won-
der they didn’t understand me.”

But while the image-makers (partic-
ularly Savano) tried to transform her into
something more colorful than she was—or
wanted to be—record producer Brian
Ahern proved to be a sympathetic and in-
telligent craftsman. Their four-year, ten-
LP collaboration not only yielded several
gold albums, but also created a context
and a niche for Murray's now easily identi-
fied sound. Two of those albums in partic-
ular, “Love Song” and “Highly Praised
Possession” (both released in 1974, her
last year with Ahern), sport folklike tex-
tures supremely compatible with her
huskyyet clear, straight-ahead voice.
Ahern’s choice of material ranged from
rock standards to new ballads. often writ-
ten by unknown Canadians. The totality of
hiswork with Murray charts the ascent of a
quietly expressive singer in her mid-
twenties who took lyrics pretty much at
face value to a sophisticated interpreter
and song stylist.

“Brian and [ had avery good rela-
tionship, though he loved to work into the
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Murray with her U.S. booking
agent Fred Lawrence following a
successful Carnegie Hall concert

“Playing to 500 people
ina 3,000-seat hall is
the most demoralizing
thing in the world.”
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wee hours of the night, and wanted to
work during the day. Anyway,” says Mur-
ray, who isn't lacking in directness, 1
thought the time had come to see how
someone else did it. In 1976 [ teamed with
Tom Catalano, who had produced some
beautiful albums for Neil Diamond and
Helen Reddy. But Tom didn’t consider me
to be a country singer. He alsowent in for
big productions, and the departure was
too great for me. [ like the albums we did a
lot, but they alienated a lot of people,” she
says of the commercially unsuccessful
“Together” and “Keepingin Touch.”
“And I wasn’t 100% into it, though I won’t
ever make an inferior product. Tom's way
of making albums was so different from
what | was used to. We would choose keys,
then he would farm out three songs to
three different arrangers. When [ came
into the studio everything was written
down. | was accustomed to musicians
working from chord charts, to a wonder-
fully creative atmosphere in which every-
body contributed. But that wasn’t the
case. We were using fabulous, double-
scale musicians who gave me the feeling
that they were looking at their watches
and waiting for the next coffee break.
Brian was at one end of the spectrum, and
Tomuwas at the other.”

Things weren't going too smoothly
on the management end either. Murray
had left Savano in 1973 for manager and
longtime friend Shep Gordon, whose
client roster included Alice Cooper. He
was an improvement, but not enough of
one. Their eventual parting of the ways
can best be explained by the incident in
which she was “dragged” out of herdress-
ing room at the Troubador in Los Angeles
to pose for the hungry paparazzi with
Cooper and John Lennon. Not exactly
her style.

“My manager was a terrific guy who
didn’t understand me or what I represent.
No one knewwhat to do with me. Finally,
in 1975, I sat down with himin a motel
roomin Los Angeles and said, ‘Whyam |
doing this? ['ve got to stop.’ I'd been bang-
ing my head against the wall those many
years. [ was working eight months out of
twelve, but to no avail. | had some hitrec-
ords [Snowbird, Danny’s Song in 1972,
Love Song and You Won't See Mein’74]
but had no momentum. The spaces be-
tween the songs were too big. And it

wasn't as if by working live | was accumu-
lating fans. Because if they didn’t knowme
inthe first place, they weren’t going to buy
tickets to find out whol was. Playing to
500 people in a 3,000-seat hall is the most
demoralizing thing in the world.  need
constant support—!I've always been shy. |
had to be pushed into this business, and
having those kinds of things happen made
me shudder. It was plain awful.”

Perhaps that need for support pre-
cipitated her next move. Murraywas com-
mitted to more than six months of en-
gagements when she announced to
Gordon that she intended to stop working
when they were fulfilled and marry William
Langstroth, a television producer-director
turned photographer. “For four or five
years,” Murray remembers, “there was
speculation that | was a lesbian because
there was never talk of any menin my
life.” That ended, of course, with her mar-
riage in '75 and the birth of her first child a
year later.

Her contentment with family life, a
year off from the ratrace, and a new sense
of security coincided with her introduction
toJim Ed Norman, an arranger for the
Eagles and the producer of Jennifer
Warnes's Right Time of the Night. Of their
first meeting in the spring of 1976 she re-
calls, “He said, ‘Well, | don't know much
about your albums, but [ know your sin-
gles. I'm a singles person, and [want to
make hit records.’ He was talking my lan-
guage, and we made the Everly Brothers’
Walk Right Back in the fall of '77.” That
became a big seller and served to re-
launch her career. Walk Right Back and
You Needed Me, which won her the 1978
Grammy for Best Female Pop Singer,
were both from their first LP together,
“Let’s Keep It That Way.” Their second al-
bum, “T'll Always Love You,” was released
last fall and vielded another hit single in
Randy Goodrum'’s Broken Hearted Me.
Quite a track record. How do they do it?
“We play Stayin’ Alive or the Doobie
Brothers to fill ourselves up with energy
before beginning the sessions. Then | sing
myass off.”

In spite of the obstacles, Murray
has undeniably made some ofthe Sev-
enties’ most tasteful and stylish singles.
And they do hold up with time. Broken
Hearted Me is a realistic ballad with a
hook that, in another era, might have
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found its way into the hands of, say, Peggy
Lee. Murray, who seeks out songs with
subtle lyrics and has little interest in com-
posing herself, reaches out to her listen-
ers, though her essential modesty re-
mains intact: “Every day is just the same/
Playin’ games, differentlovers, different
names/They keep saying I'll survive /It
just takes time.” She takes a few light
chances, sounding a mite coarse and des-
perate at times, and the returns are
enormous. Norman'’s mildly haunting pro-
duction, featuring a lovely and clear story-
telling piano line and heavy-handed
drums, is not without its mawkish, grena-
dine Manilowisms. lf there is an irony
here, it is that the lyrics are printed onthe
album sleeve: Murray’s impeccably clean
diction allows every syllable to be perfectly
understood.

“My singing seems effortless, which
iswhy a lot of people find it boring. It
comes off so easy, as though | were sing-
ingwithin a five-note range, which of
courseisn’t true.I'm singing as hard and
going after it just like Streisand is, but I'm
neithervolatile nor dramatic. | do restrain
myself. When | do what sounds to me like
hard rock & roll—if I'm really raunching it
out—it still comes out relaxed. That’s sim-
plythe nature of myinstrument. And if
people find it boring, they don’t have to lis-
ten.”

But listen they do—not onlythe
public, but, since the success of You
Needed Me, also the marketing depart-
ment at Capitol. “ You Needed Me wasn’t
slotted for single release,” Murray remem:-
bers, “so | went to the president of Capi-
tol, Don Zimmerman, and asked him to
trust my instinct. He said okay and we hit.
When the songwon me a nomination for
the pop female Grammy [alongwith
Donna Summer, Carly Simon, Olivia New-
ton-John, and Barbra Streisand] |
thought, ‘What the hell am [ doingin this
category?’ Those singers are in show busi-
ness. I'm not. ['m so removed—I've never
met any of them. But [ listened to my per-
formance and realized that | can singas
well as the next girl.”

That was in 1978. It had taken eight
years for herto gain the confidence she
needed to really take control of her own
career. “‘| sat down with my manager,
Leonard Rambeau, and made a game
planfor theyear.” (Rambeau took over in

1976 when she left Gordon). “He had
been my right arm and traveling with me
since 71 but didn’t have the moxie or
know-how then to take charge Anyway,
we mapped out all the places I'd play,
worked in some television, and decided to
get all the press we could. Everythingwas
strategically set up. [ sawthe first eight
months on paper before me. Con-
sequently, every time [ ended up some
place on the road I knew that [ was there
because | wanted to be. Strangely
enough, my career never really took off
until | got my life together. Now,” she says
matter-of-factly “the biggest problem [
faceis leavingmy family. I'm torn.”

One would have thought, given her

“restrained” and “small-town girl” self-im-
ages, that she would have chosen the fam-

ilyroute by now. (She just gave birth to a
second child.) On the other hand, she has
worked long and hard to come this far and
doesn’t seem inclined to let her career
end up as so many gold records on the
wall of the family room. “Getting to as
many people as Streisand—whom [ ad-
mire immensely—and Linda Ronstadt do
is more important to me than anything
else. And there are means of doing that.
Streisand did it by being the consummate
performer. Because she’s both a great ac-
tress and a great singer, | could never be
the same kind of celebrity she is. And nei-
ther do | have the sex thing that Ronstadt
does. But there’s somewhere in there for
me, and I'mreally close to attaining it. ['ve
been out there going after it, doing every-
thing possible to sock this whole thing
home.

“What [ do know nowis that I can
say no—I really do feel like I can pick and
choose. It's probably true that ['ve been a
reluctant celebrity, but I'm heard on the
radio, and now I've got to put a face on
what [ do. ] want it to happen. Yet | have a
certain amount of anonymity that I cher-
ish.If onlyl could have both...." 4@

“It’s simply the nature of
my instrument. If
people find it boring,
theydon’t have to
listen.”

““The biggest problem I
face is leaving my
family. ’'m torn.”’

“We were using
fabulous, double-scale
musicians who gave me
the feeling they were
looking at their watches
and waiting for the next
coffee break.”’
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A Home Studio for $2,000?

It Can Be Done!

by Bennett Evans

This is the first of three articles on home
studio installations. Future discussions
will cover the $3,000 to $4,000 setup
and—inflation willing—the $4,000 to
$10,000. In the meantime, save your
money, start collecting egg cartons for in-
sulation, and get ready to move out of
your bedroom.

You say youwant to build a studio, but
you're not independently wealthy?
Well, a studio doesn't have to be a million
bucks’ worth of equipment and acoustics.
No, a studio is anything that produces
tapes that sound like a million. And that
could be your garage. Or your bedroom.
Or even your closet. Furthermore, if you
already own a decent playback system
with an amp, some speakers, and maybe a
cassette deck, you can put one together
for $2,000. Difficult, but not impossible.

Because, basically, allyou need are
atape deck, some mikes, a mixer, a good
pair of headphones, and some odds and
endslike cables, stands, and rugs for
acoustical treatment. And if you plan on
recording live—particularly classical or
dramatic performances—you can fre-
quently get bywith just a recorder and two
mikes. | recorded live performances that
way before | got my first mixer.

Without a mixer, of course, you can
only do one-pass recording. But there are
advantages: You can capture an accurate
representation of the performance with
less chance of screwing up your stereo
perspective and no chance at all of mixer
noise or distortion. Also, you’ll have a bit
more to spend on the other stuff.

With a mixer, though, you have a lot
more options: You can individually mike
and balance instruments, mix new mate-
rial with previously recorded tracks, and.
with a multitrack tape deck, build your
recordinglayer by layer to achieve just the
sound you want. “True” stereo perspec-
tive may get lost in the process (some en-

Bennett Evans has been writing
about sound equipment for fifteen years.

gineers refer to multitrack overdubs as
“multichannel mono”), but with a mixer
you can re-create it artificially anyway.

THEDECK

Goodtape decks cost money. So
the bulk of your $2,000 budget, say
$1.000to $1,250, will gointo that.It’s
hard to put a price tag on performance.
Different manufacturers emphasize differ-
ent specifications, and they rarely make a
better-performing model without giving it
some additional features. So before we
start looking at specific models, let’s list
the features of the “ideal” deck. Later
we’ll discuss which of those features can
betraded off.

Transport. The deck should op-
erate at three speeds: 15 ips for maximum
quality, 7% ips for maximum playback
compatibilitywith other machines, and 3%
ips for maximum economy and recording
time in noncritical applications. There
should be three separate heads—erase,
record, and playback—for the purposes of
monitoring and for maximum quality.
(The ideal record head has a wide gap, the
ideal playback head a narrow one; on two-
head machines—record /playback and
erase—something’s got to give.) What
we’re looking for is either a stereo deck
with half-track recording heads and
switch-selected half- and quarter-track
playback ones, or a four-channel
machine.

The transport should take 10%-
inch reels for maximum recordingtime
(especially important at 15 ips). It should
have three motors, for better tape han-
dlingand durability, and solenoid or solid-
state logic controls for greater reliability,
and for faster, easier, quieter operation.
There should also be an optional remote
control.

For easy editing or punching-in you
want to be able tolisten to the tape in fast
forward or rewind, and to “'rock” it back
and forth while it’s still in contact with the
heads. (On many decks, with no tape-lifter

defeat, you'll have to put the deck in PLAY
with the tape threaded behind the capstan
in order to edit.) The counter should read
in direct proportion to tape length, prefer-
ably in minutes and seconds. The heads
should be easily accessible for marking
edit points and for cleaning, and you
should be able to use the deck just as eas-
ily upright as laid flat.

Electronics. The electronics sec-
tion of the ideal deck should have sepa-
rate line and microphone mixing inputs.
with balanced-line microphone inputs us-
ing XLR-type 3-conductor plugs and
heavy-duty jacks (XLR or %4-inch phone)
onthe outputs as well. The level indicators
should be easy-to-read, the adjust pots big
and sturdy, and there ought to be provi-
sion for settingand measuring bias and
tweaking equalization. The deck should
be equipped for synchronized second-
track recording {usingthe first track’s
record head for playback in this mode),
sound-on-sound (switching, or “bounc-
ing,” a recorded track to the track being
recorded), echo, and punching-in (shifting
directly from the playback to record mode
without going through stop and without
leaving clicks on the tape). Automatic re-
verse is not essential. Some decks that
otherwise qualify for semipro studio use
do have it, but it’s only available in quar-
ter-track machines (since stereo half-track
tapes play onlyin one direction). If you do
get auto-reverse, consider it part of your
home playback system budget.

Multitrack or stereo. A four-
channel, %-inch deck (also known as a
four- or quarter-track) has, theoretically, 3
dB less dynamic range than a two-channel
two- or half-track) Y2-inch deck. But four
channels give you a lot more leeway—sep-
arate tracks for different performers, over-
dubbing, and the like (plus being able to
save tape byrecording in regular, quarter-
track stereo). Given a choice between a
little more qualityand a lot more flex-
ibility, I'd opt for the flexibility. But that
isn't the whole choice. Going multitrack
adds about $500 to the bill—or rather,
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TAPE DECKS
Reel Chan- Pitch Frequency
Make & Model Price Size Tracks nels Speeds Heads Meters Sync Control S/N° THD® Response’

Akai GX-620 $725 102" 4 2 7%,3% 3 2,VU yes 62 05% 30-26k +3

Remarks: Meters read to +5 VU; wired and wireless remote controls optional; timer-start switch.

Akai GX-270DSS $1,075 7" 4 4 7%4,3% 4 4, YU yes +5% 54 1% 30-21k +3

Remarks: Auto-reverse: otherwise as above, except no timer-start switch: punch-in record; pitch control operates in record and playback.

Akai GX-630DSS $1,250 10%"” 4 4 7%,3% 4 4, VU yes +5% 54 0.5% 30-21k+3

Remarks: As above, but meters read only to +3 VU. no auto-reverse.

Akai GX-650D $1,295 10%" 4 2 15,7%. 3 2,VU no 58 0.4% 30-26k +3
3% (30-30k + 3)

Remarks: Similar to above, but 2-channel, 3-speed; sound-on-sound switch: dual-capstan transport.

Pioneer RT-901  $795 10%" 4 2 7%,3% 3 2,bg +6% 60 1% 20-28k +3
Remarks: Fluoroscan bar-graph “meters” and digital tape counter; dual-capstan drive; separate bias & EQ switches; timer start; average or peak meter-
ing: accessible azimuth adjustment screws.

Teac X-7 $750 7" 4 2 7%,3% 3 2,VU yes 63 40-20k +3

Remarks: Timer start; record mute switch: bias and EQ switches; dual-capstan drive.

Teac X-10 $1,000 10%” 4 2 72,3% 3 2,VU yes 63 40-20k +3

Remarks: Similar, but for larger reels; with memory rewind. manual cue lever.

Teac A-3300SX2T $1,050 10%" 2 2 15,7%% 3 2,VU 67w 30-24k +3

Remarks: Cue control; bias & EQ switching. (30-26k +3)

Teac A-2340SX $1,175 7" 4 4 7%,3% 3 4,VU yes 62w 40-18k + 3

Remarks: Bias & EQ switching.

Teac A-6100 MKII $1,400 10%" 2 2 15,7% 4 2,VU yes 67w 40-18k +3
+ peak (40-22k +3)

Remarks: Memory rewind: manual cue; bias & EQ switches: switchable NAB/IEC EQ: %- & Y-track play: peak LEDs; mike attenuator.

TeacA-3340 $1,600 102" 4 4 15,7% 3 4,VU yes +5% 65 08% 40-20k+3

(40-22k + 3)

Remarks: Interface for optional DBX. for up to 85 dB S/N: no mike/line mix: mike att. on each input; individual-channel output level controls plus
monitor out control; manual cue control; headphone monitor mix.

Notes:
" Performance at 7% ips (15-ips performance in parentheses): bg=bar-graph display

Teac A-2340SX, 4-track Akai GX-630DSS, 4-track
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since we’re working on a fixed budget,
subtracts about $500 from other things.
There are three four-channel decks
under $1,250 and four if we raise our limit
to $1,600: The Akai GX-270DSS and GX-
630DSS ($1,075 and $1,250), and the
Teac A-2340SX and A-3340 ($1,175 and
$1,600). (Sony’s open-reel decks are tem-
porarily off the market.) Of these, only the
A-3340runs at 15 and 72 ips; the others
run at 7%2 and 3%. And the less expensive
Akaiand Teac both have only 7-inch reel

capacity, not 10%-inch. (Admittedly, that’s
only half the limitation at 7%2 ips that it
would be at 15.) All four of these decks
have sync, the virtue of which is being able
to synchronize each track with the first
one recorded.

Nowthe good news is that virtually
all of these features are available in the
$2,000 studio’s price range. But the bad
news is that you can't get all of them at
once. Take alook at the chart on page

109, analyze your needs, and then decide.

BACKBEAT

One last point: In spite of my emphasis on
flexibility, don’t be afraid to buy a two-
track. The Teac A-3300SX2T and
A-6100 MKI], for instance, go for $1,050
and $1.400. If you go multitrack in the fu-
ture, you'll need the two-track for mixing
down and making copies anyway.

The specs vs. hands-on. The
chart gives you some insight into which
decks you might want to consider. But
many a useful feature (punch-in record-
ing, for example, or tape dumping) isn’t
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Mixer Checklist

Most good mixer spec sheetsin-
clude a diagram that shows the
signal path from one input channel
through to the output, rather like the
one on page 112, which is an amalgam
of the TEAC 2A and Tapco 6201B dia-
grams. The more you can see on the
diagram, the more you’ll be able to do
with the mixer. Here’s what to look for.
Inputs. For recording, you need
both microphone and line inputs on all
modules (mixers made for live per-
formance may have fewer line inputs
than you need), so you can use all your
input positions for live sources, for line-
level instruments like synthesizers, or
for mixdown. Mike attenuators prevent
overload with strong input signals. A
cue or monitor output before the fader
control lets you hear any input signal
evenif it is switched out of the mix;
some mixers let you meter the signal
level on each channel separately, too.
Theinput fader control may be
either a compact, inexpensive rotary
pot, or alinear slider type. Sliders are
easier to move as a group, and make it
easier to seewhat your settings are. If
there are tone controls (or, on bigger
boards, equalizers), there will usually
be one set for each fader, so you can ad-
just the sound of each input separately.
Into the mix. At a minimum,
you’ll need to be able to switch any
mikeinto any output channel, and to
bridge at least some mikes across both
outputs for a *“‘center-channel” image.
Some mixers have pan pots that let you
control how much of each mike’s sig-
nal goes into either output, expanding
your choices beyond far-right, far-left,

and dead-center. The Tapco has only
pan pots, no assignment switches.
Teachas a slight elaboration on this: If
you assign a signal to two or more
channels, the pan pot is automatically
engaged.

Effects, echo, and other
funny business. The more inputs
and outputs you have, the more exter-
nal gadgets you can plugin to modify
or sweeten your sound. Our imaginary
mixer has two sets of send/receive
jacks for this: EFX, which affect signals
fromindividual input channels, and
ACC (CHANNEL PATCHING), which apply
to each output channel’s signal. In
other words, you could add echo only
to one mike by plugging an echo device
into the EFX send and return jacks, or
addit to every mike on the left channel
by plugging into the ACC jacks. Jacks
like these may have their own input
and output level controls (asin the EFx
circuits shown on the diagram) or may
not (as in the ACC circuits). Some mix-
ers will feed all EFx signals to a single
EFX mixing buss—others may have
standard EFX jacks.

The BUSS IN or STACKING jack is
used to gang several mixers when you
need more inputs. Connect a second
mixer’s ACC SEND jack to the first one’s
BUSSIN, and you double the number of
inputs available—with the first mixer’s
master fader controlling output level
for them all. The more elaborate the
mixing board, the more such jacks and
alternate signal pathsyou’ll find. On
large studio consoles, there are input
and output jacks for every function
block in the system, so you can patch

into, out of, or around any part of the
console at any time.

Getting out. Most mixers have
master faders: either one per output
channel, or a single, master fader for
all output channels. Having multiple
output jacks for each main channel, as
on the diagram, serves several pur-
poses: You could connect LINE out to
your tape deck and AUX out to your
monitor amplifiers, for example. Or, if
you’re using a stereo mixer for multi-
track work, you could connect two
channels of your deck to the LINE out-
puts, and the other two to the AUX, to
save yourself the trouble of patching
and repatching cords when you switch
fromrecording on one pair of tracks to
recording on the other.

Other features. There are
quite a few mixer featuresthat aren’t
shown on the diagram. Headphone
jacks (preferably with their own out-
put level controls) let you monitor your
recording when you’re workingin the
same room as your mikes. (Don’t for-
get to turn the speakers off to avoid
feedback). Meters enable you to moni-
tor levels visually without having to
look up from the mixer to the meters
on your tape deck. The meters may be
built in or may be an accessory. A tone
generator is for matching your tape
deck’s inputs to the mixer’s output
levels, and for synchronizing both sets
of level meters. Filters get rid of low-
frequency noise, such as “room rum-
ble” or 60-Hz hum. And phantom
powering lets the mixer serve as
power sources for certain professional
condenser mikes.
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listed in the specs, and the specs that are
there may be of different standards—
weighted or unweighted, DIN or NAB,
and so on—making them difficult to com-
pare. All of which is to say: Before you
buy, try. Go to your dealer (if there’s none
nearby, travel—this kind of investment is
worth a small trip) and put any deck you're
considering through all its paces. Record
some FM interstation noise at 0 and -5
and - 10 on the meter, and see howa 7%
ips (and 15, if the deck has it) recording

matches the original. Record scme music.
Doesit sound natural in playback? [s any
hiss or distortion audible? Did the meters
lead you torecord it at the right level? Can
you edit with relative ease? Do the con-
trols work for, not against, you? It
shouldn’t take t oo much time to make
your decision since your choices are
mostly between Teac and Akai. Higher up
onthe cost scale the selection is wider.
We'll cope with that in future installments.

111

THEMIXER

Withwhat'’s left of our budget, the
mixer has to be inexpensive, but good.
And by good, [ mean clean, with negligible
distartion, frequency response at least as
good as your recorder’s, and with at least
as high a signal-to-noise ratio {S/N) as
your tape deck has—and preferably3to 5
dB higher. Your recordings will only be as
clean as the noisiest component their sig-
nals pass through. You don’twant to pay
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Line
Inputs Inputs

4+2P 2

Output Stack-
Channels Meters able?

2, VU

Mike
Make & Model Price
Akai MM-62 $250 6
Remarks: 2-channel master gain pot; mag phono in on 2 channels.
Audiokit 62 $265K
$395w 6

2 2,VU

Pan S/N

Pots (dB) Power

on2 55 battery, AC optional
65M

onb 70L  battery

Remarks: Kit or wired; optional input transformers ($18); bass and treble EQ; gain variable for mike through line levels; cue & echo

send on all inputs; aux/echo return pot.

Heathkit TM-1626 $160k 6

2 2

Remarks: Kit only; can be built with balanced inputs; adjustable peak indicators.

JVCMI-5000 $430 6

6+6P 2

2,VU

onb

onl 85 AC

56M AC
67L
65P

Remarks: Built-in tape monitor and echo; overload lights for all inputs; illuminated meters; separate monitor output, switchable to

console or tape output.

Pioneer MA-62A $295 4

4+4P 2 no

Remarks: Single, master gain; switchable low-cut filters on all mike inputs; switchable subsonic and 0/-8 dB gain on 2 phono inputs.

3+2P 2 2

6+6P 2 2 yes

on2 52M AC

67L

60P
onl 60 battery, AC optional
on2 60 battery, AC optional

Remarks: Built-in meter-calibration oscillator; outputs switchable to feed both channels: 2-channel master gain; 2-position mike

SonyMX-510 $225 5
Remarks: 2-channel master gain pot.
Sony MX-650 $310 6
attenuator.

Sony MX-670 $425 6
Remarks: As above.

Tapco 6201B $599 6

6+6P 2

2,VU yes

2 2,VU yes

on6 60

on6

battery, AC optional

82M AC

Remarks: Phantom powering for condenser mikes; transformer-isolated mike inputs; pre-everything monitor send on each channel;
VU meters read effects, monitor, or mains; AutoPad input limiter; rotary pots.

Teac 2A $400 6

4 optional yes

on6

55M AC

Remarks: Optional meter bridge with 4 VU meters, monitor select; bass and treble EQ on each input; no memory markers; post-fade
echo/acc. send/receive; 2-channel master gain pot; cue out on all inputs.

M=mike input L=line input

P=phono input
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Tapco's 6201B

Sony MX-510, 5 mike inputs

through the nose for low noise in your
tape deck, only to pay through the ears for
anoisy mixer.

Youwant lownoise for two rea-
sons: because the noise in each channelis
additive (Teac’s 2A mixer, for example,
hasa 62 dB S/N for one channel—but 55
dBwhen all six channels are in use), and
because the signal may pass through the
mixer both goinginto the tape deckin
record and coming out for mixdown. This
is not to say that you don't want versatility
and special features in a mixer. The more
limited it is, the greater the chances that
you'll eventually have to replace it. But a
noisy mixer needs replacing from the day
you buy it.

I emphasize noise because that’s
the likeliest weak spot in an inexpensive
mixer. Frequency response is rarelya
problem; distortion isn’t either, unless you
use high-output mikes to record a loud,
close instrument—and most mixers have
input pads or rotary trim pots that you can
switch in to cut down the input signal when

Monitor Out
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Akai MM-62, 6 mike inputs

overload s likely.

Your mixer should have a min-
imum of six inputs and two outputs (four if
you have a multitrack deck), with low-im-
pedance inputs for the microphones. At
least four (and preferably all) input chan-
nels should be switchable for both micro-
phone and line signals. At least two input
channels should be bridgeable into both
outputs, to serve as “center-channel” in-
struments in a stereo mix; at least two oth-
ers should be assignable to either output
channel. For a broader look at features
and facilities see the mixer sidebar and
spec chart on pages 110 and 111.

THE MICROPHONES

What you need in mikes will depend
onwhat you record and where you record
it. What you get will depend on what you
can afford. Which, at this point, isn’t much.
Unless you’re only concerned with taping
direct from a synthesizer or some other
electronic instrument, you'll need mikes.

Tapco 6201B, 6 mike inputs

A good minimum is two: enough to make
live stereo recordings or stereo reference
tracks, to lay down tracks two at a time,
and to leave you at least one working mike
if one breaks down.

For stereo, it’s best that they be
identical. If you have a big, good-sounding
roomto work in, and isolating performers
is not a factor, then mikes with an omnidi-
rectional pickup or polar patternwill give
you the best sound for the least money.
But if, like most beginning studios, you're
using the livingroom or basement or if
you're recording a performance where
you can't get the mikes onstage, you'll
need directional mikes, usually unidi-
rectional (cardioid) ones. With cardioids,
you can increase isolation by turning the
microphone’s comparatively dead side to
the other track's performer, also taking
advantage of the reduced rear pickup to
cut down on room reverberation, noise
leaking in from outside, and so on.

Cardioids do have their limitations.
You can never assume that the dead side
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is really dead. Rear, dead-center pickup is
only about 15 to 25 dB lower than front
pickup under the best of conditions (and
then not at all frequencies), such asan ab-
solutely anechoic room.

Off-axis frequency response is
never quite the same as that on-axis with
any mike, but with cardioids the variation
tends to be a little greater. So what is
picked up off axis may sound a bit funny,
especially compared to the directsound
onthe other track. And on axis, you get
“the proximity effect”—bass frequencies
are emphasized at distances of a few
inches from the mike. If you need to add
some bass to a voice, that’s an asset; oth-
erwise, it's a liability. Many cardioids have
filter switches built in to roll off lower
frequencies.

The bidirectional, or “figure-8”
mike, which is comparatively rare nowa-
days, is also a possibility. Among other
things, you can place it between two per-
formers and change the balance between
them by simply adjusting the microphone
position. {In higher price brackets, you'll
find mikes whose patterns can be changed
between cardioid and omni, and some-
times to a figure-8 pattern as well.) But
you'll probably wind up with a pair of ei-
ther cardioids or omnis. Whichever type
you buy first, start thinking immediately af-
ter about investing in a pair of the other
{as soon as your wallet recovers). If you
can hold off long enough to spring for two
multi patterns, so much the better.

Your microphones will probably be
either dynamic or electret condenser
types. Both have advantages: In my expe-
rience electrets tend to have better bass
response, while dynamics usually have
better treble. Electrets tend to have flatter
frequency response too, but also escalate
more sharply into distortion from strong
signal overload (the problem’s not in the
electretitself, but in the built-in FET im-
pedance-matching amplifier). The ampli-
fier circuit also needs power, so electret
mikes normally require built-in batteries.
Battery life is long, but batteries do fail,
eventually, and usually pick the day of an
important session to do so—or, worse, the
night of one, when stores are closed.
Keeping batteries fresh and havinga
spare or two around is always a good idea.

The most important factor will be
howwell the various microphones in your
price range sound. won’t presume to
choose for your ears; talk to fellow mike
users with similar applications, get demos,
where possible, and consult Dick Ros-

mini's piece in the April 1978 BACKBEAT,
the most exhaustive multi-microphone
comparison I've seen. But mostly, listen.

Your microphones should be low-
impedance {50-250 ohms). Balanced-line
mikes will give you more immunity from
noise, but involve some extra expense at
the mixer end for matchingtransformers.
since mixers in this price range tend to
have low-impedance but unbalanced in-
puts. They're worth the money, if you have
it. And if you plan really long mike cables
{past 25 feet), then hock your grandpa if
need be and scrape it up.

The direct approach. Not all
instruments require mikes. Though you
can mike the amps of electric guitars and
similar instruments, you can also record
them “direct” fromthe instrument pickup
or from the amplifier. [ used quotes there
because you'll have to record through yet
another piece of gear—either a direct box
or an impedance-matching transformer
with a y-connector—to change the instru-
ment’s impedance to match the mixer’s.
The least expensive box L know of is the
Sescom SM 1A, for $54, which has both a
switch for pickup or amplifier signal input,
and a high-frequency filter switch.

Why direct? The sound is often bet-
ter, with less distortion from amplifier and
speaker, and no need to cope with limita-
tions in the mike’s response. The room’s
acoustics are no problem, and you can si-
multaneously lay down a direct guitar
track and a miked vocal with virtually per-
fectisolation (not true, of course, for pick-
ups mounted on acoustic guitars). You're
also better isolated from your neighbors:
With a direct box, you can play up a storm
at3 am. and they'll never hear a thing.

Onthe other hand, with a mike you
canmake a true acoustical pickup. You
caninclude the sound of the speaker, if
youwant. And other players can hear the
instrument, which is crucial if it's part of
the rhythm track.

STANDS, CABLES, AND PHONES

There are still two vital necessities
we haven'’t covered: Mike stands and ca-
bles. A $2,000 studio rarelyincludes a
separate control room, or aroom big
enough to require longer cables than the
ones that come with your mikes, so you
can probably make do with those for now.
Stands, however, you'll have to buy. My
recommendation is for one floor stand
per mike. A good one can run $100 or
more and be worth it. But you can getan

adequate one from Radio Shack for un-
der $20, and since we've been bumping
our heads hard on the $2,000 limit, you'd
best go for that. It also pays to have at
least one baby boom—one per stand if
possible (Radio Shack's is under $15).
Thatwill give you more flexibility in posi-
tioning, so you can hang the mike above
the piano or position the singer’s vocal
mike so that it will pick up his instrument
aswell.

You're also going to need head-
phones so you can listen to the tracks
you're recording/ performing with. They
needn’t have too wide a frequency range,
but they must have good isolation, so
whatyou're listeningto won't leak through
into your mike (especially if you're doing a
vocal). They should also have a volume ca-
pability that's loud enough to be heard
over your own instrument or others, but
clean enough so as not to distort. Distor-
tionwears your ears down, One final rec-
ommendation: The phones should fit
comfortably on every musician who'll be
wearing them regularly, and their imped-
ance should match the output of the amp
that is driving them.

THEROOM

Your $2,000 worth of equipment
isn't a studio until you set it up some-
where—probably in your garage, base-
ment, or living room. (Well, at least they
are free.) The best roomwill be the big-
gest (probably the garage) and the one
mostisolated from outside sounds {prob-
ably the basement), and it will have a nice
wood floor and carpets (probably the liv-
ingroom).

Once you've decided on your
space, check for unforeseen hazards.
Turn on all the fluorescent lights in the
house, turn the refrigerator to its coldest
settingand leave the door open so it will
recycle more often. Now plugin anamp
and speaker in the room you're consid-
ering. If you hear a buzz, it's probably the
fluorescents. If you hear clicks, they're
prebably the refrigerator cycles. If trying
another outlet or using anisolation trans-
former (about $20 from your hardware
store) doesn’t work, either consider a dif-
ferent room or be prepared to unplug the
problem appliances whenever you're
recording. Also listen for noise from out-
side. If you can, borrow, rent, orbuy a
sound level meter. (If you insist on buying
one they cost about $40 or so at Radio
Shack or from some BSR/ADC dealers.)




: fact:

this small

record collection
represents a
$1,000 investment

It's true—the largest investment in
almostany hi-fi system is frequently
the cost of the records played on it
...and itis equally true that a badly
worn phono stylus tip may ruin a
valuable (or irreplaceable) record
in a single playing!

With the rising cost of new
phonograph records—and the
difficulty of replacing treasured,
older favorites—it's the worst kind
of false economy to risk damaging
them with a worn stylus.

Check your stylus (needle)
at least once a year

Always insist on a Genuine
Shure replacement stylus.
Substitutes will not restore the
Shure cartridge to its original
performance standards.

Look for the name “Shure”
on the stylus grip.

[s]o=nune

SlsHURE

Shure Brothers Inc , 222 Hartrey Ave . Evanston, IL 60204
InCanada. A C Simmonds and Sons Limited
Outside the U.S or Canada, wnite to Shure Brothers. Inc
Attn. Dept J6 for tnformation on your local Shure distributor
Manufacturers of high fidelity components, microphones,
sound systems and related circuitry.

Circle 44 on Page 95
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Pickthe times when street sounds are
likely to be the most intrusive: morning or
eveningdrive time, school recess time,
garbage pickup time, etc.

lfyou choose your garage, make
sure it can be locked securely. If you de-
cide on the basement, make sure it
doesn't flood. (Ifthere's a drain, have
Roto-Rooter run it through in case there
should be some obstruction that hasn't
caused you trouble yet.)

Sound conditioning. You'll
rarely find a room in the average home
that has suitable acoustics for recording.
Theideal space is large, with irregularly-
angled walls to break up resonances and a
touch of natural reverb. The one you're
probably stuck with is small, with neatly
parallel walls, a low, flat ceiling, and a
short, nasty-sounding reverberation. It
would be nice if you could stick in a non-
parallel wall or two, but few can do that.
You can always deaden aroom though,
and get rid of the reverberation, and at the
same time you'll be helping the isolation.

Isolation itself is harder and more
expensive than deadening—ideally, you'd
build walls inside the extant walls, with a
small air space between. That's probably
not possible, so let's look at what is. Car-
pets on the floors, with plentiful padding
underthem (newspaper’s a workable sub-
stitute), will help both isolate and deaden
the room. Second-hand carpet’s fine, if it's
not worn threadbare—somethingwith
deeppile and a horrendous stain ('makes
it cheaper) would be ideal. Additional car-
pets hung on the walls or, better yet, a few
inches away from them, will give you more
isolation and still less reverb. Cardboard
egg cartons are another old but effective
favorite. If you can’t get the thirty-egg tray
separators that come with bulk-packed
eggs, the bottoms of regular, twelve-egg
packages work pretty well. If the plaster’s
yours to ruin, tack the cartons down at
diagonally opposite corners. If not, staple,
stitch, or glue them into a continuous
sheet, and hang that. Or put themon a
wooden panel that's reversible—carton
side out for deadening, wood side out
when you want things a little more lively. If
your room has closets, stuff them full of

clothes: Open the doors for deader acous-

tics, close them for livelier sound.
SAVINGMONEY

For home listening audio compo-
nents, the standard money-saving sugges-

tions are discounts, kits, or used gear. I'm
leery of all three when it comes to studios.
Discountswon't be easy to find, except on
some tape recorders, because pro gear's
market is too narrow for much price com-
petition. Pro dealers are more likely to
compete on servicing fees, which is as it
should be. Hang around one if you can
and ask questions. Find out which gear
works well with which, what kind of quirks
to expect, etc. You'll find, too, that when
something breaks down (and it will—Mur-
phy must have spent time in a studio be-
fore he wrote his law), a pro dealer can
probably get it up and running—or per-
haps lend you a substitute—without hav-
ing to farmit out or ship it a few hundred
miles to a service center. That’s doubly im-
portantwhen you only have one of every-
thing: If that one goes down, you're out
one studio.

lonly know of two kits, both mixers:
the Heathkit and the Audiokit. (The
Gately Prokit is still badly missed.) Used
electronic gear is generally safe, and a
used mixer, if it's working right, should
keep on working right for quite a while.
But ask the seller why he's selling. Get a
demo, and playwith all the controls to
make sure they're not gritty, uneven, or
noisy.

Used tape decks and mikes are
risky. Again, ask why they're being sold
and get a demo. With a mike, record some
ofthe loudest and softest sounds you're
ever likely to in practice. Loud sounds will
make it rattle if it's been damaged, soft
ones will show you whether it has suf-
ficient sensitivity. (With electrets, of
course, make sure batteries are fresh.)
With a tape deck, see if the reel spindles
and capstan are loose. [f they are, the
bearings are worn. Clean the capstan and
heads carefully, then check for visible
head wear or capstan grooving, and for
pitting of the capstan surface—both signs
of hard use. As with mixers, check the
electronics for gritty or noisy controls.
The deck's tape motion controls should
operate freely but not mushily.

$2,000?

Yes, the basics—mikes, stands,
mixer, headphones, and tape deck—can
be purchased for $2,000. But so far we've
only scratched the surface. Next month
we'll dig a little deeper, which will require
digging a little deeper into your pocket,
too. Start saving! @



FEBRUARY 1980

zz:
v
e
Y
v
;
zz:
zz:

ooe U1

000 =

A&R Men to Singer/Songwriters:
“Get Commercial or Get Lost”’

by Stephen Holden

mong the varieties of pop talent

seeking record contracts today, the
least likely to succeed, after cabaret acts,
are singer/songwriters. Even ten years
ago, when their popularity was at an all-
time peak, radio and promotion people
and the rock press viewed these trouba-
dours as a threat to rock. Critics called
them self-indulgent and emasculated, ap-
plying the derisive term “wimp’ to the
likes of James Taylor, Cat Stevens, Jack-
son Browne, and Don McLean. Still, fora
while almost anyone with a medium-size
writing talent and some performing skills
could secure a record contract.

The turning point came around
1974, and itwas dictated as much by eco-
nomics as by a shift in mass taste. As pop
became bigger box-office, labels sought
superbands that could fill both the stage
and the huge seating capacity of large are-
nas. The natural environment for a
singer/songwriteris a club, usually the
smaller, the better. At the same time. as
records became more and more “pro-
duced,” the singer/songwriter was en-
couraged to use state-of-the-art tech-
nology and complex arrangements for his
LPto sound up-to-date. Thatin turn ne-
cessitated a backup band to duplicate the
LP’s sound on the tour that had become
essential to promote the costly album.

The break-even level for an album
skyrocketed to the point where signing
newtalent usually meant alabel invest-
ment of at least a quarter of a million dol-
lars. Since then, costs have probably more
than doubled. The singer/ songwriter’s
craft of setting personal poetry to music
was also vulnerable to Seventies star-mak-
ingmachinery: The pressure to put out a
yearlyalbum and then tour on top of it se-
verely cramps creativity. It's no accident
that the creative peaks of most singer/
songwriters who've made it big came early
in their careers.

Nowadays, many major talents are
being frozen out of the music business. It
is not in the personal interest of most la-
bel executives to sign a singer/songwriter,

since it generally takes two to three al-
bums to break a solo act, and at a cost
that's simply astronomical. In terms of job
security, the new rock & roll is a cheaper,
safer gambtle—team music for corporate
team players. The singer/writer has to
prove himself as a commercial hack writer
before he gets the chance to make an al-
bum, and even then he usually gets only
one shot. Hewon't even get a hearing un-
less he can come up with at least two “hit”
songs. As a result, many highly creative
people are crafting material with Barry
Manilow or Barbra Streisand in mind, in-
stead of developing their own voices.

Granted the obvious benefit ofan
enforced “‘professionalism of craft” on as-
piring singer/songuwriters, [ wonder how
much art is being sacrificed to such “pro-
fessionalism,” that is to say, commercial-
ism. And what about the scores of writers
who either can’t or won't work within this
system? If theywere starting out in the late
Seventies, would Bob Dylan. Neil Young,
and Joni Mitchell have been given the op-
portunity to develop into the artists they
eventually became? Orwould they have
had to choose between being frozen out
or becoming hacks?

I'm not encouraged when first [
hear that radio has “massively rejected”
1978's Janis [an album and then | see
lan turn up with a pleasant, though much
less adventurous, record in 1979. [ could
hardly believe my eyes when a trade
magazine criticized her for being “‘de-
pressing.” Can even seasoned ears no
longer tell the difference between pro-
vocative and depressing? I'm not encour-
aged when [ hear Steve Forbert—a very
promising talent who had modest com-
mercial success with his debut album—
drown his own fresh rural/street voice ina
sludge of horns and backup vocals on his
followup record. I can only assume that
it's a pathetic attempt to be more com-
mercial. I'm not encouraged by the fact
that Leonard Cohen’s CBS LP “Recent
Songs” is of no apparent interest to his
record label because it isn't rock & roll,

and that anything intellectually challeng-
ingthese days can be dismissed as “pre-
tentious.” Cohen reallyis a North Ameri-
can natural resource who might sell if his
marketers treated him with a modicum of
respect. I'm not encouraged by the fact
thatthe second LP of David Forman—a
tremendously talented white r&b-pop
singer/writer from Brooklyn whose first
album received much critical praise—was
rejected by Arista on the grounds that it
lacked a “hit single.” I've heard the record.
It's a flawed masterpiece. I'm not encour-
aged when Wendy Waldman, the West
Coast singer/ songwriter who made five
albums for Warner Bros., has had trouble
findinga record deal even though she has
hit a creative peak that puts herin the
highest rank, alongside Paul Simon,
Randy Newman, and Joni Mitchell.
Waldman not only has developedinto a
firsi-rate performer, but has a staggering
unrecorded catalog that's ultracommer-
cialas well as highly artistic. Yet because
of her poor commercial track record on
Warner, the careerist, trend-mongering
a&r people at other labels are afraid to
gamble on her now.

" Pop music needs its singer/ song-
writers the way literature needs its great
novelists, and surely as much as it needs
rock & roll. There should be a way for
them to be heard that isn’t prohibitively
expensive. Instead of viewing each fledg-
ling talent as a potential big investment,
record companies might consider treating
them as a prestige specialty like jazz art-
ists. It shouldn’t cost too much fora major
label to establish a budget custom line of
newvoices, and the investment could pay
off mightily if contractual arrangements
allowed the brightest talents to “gradu-
ate’ to full roster status. If the records
were cut quickly, Sixties style, on eight-
channel equipment, with few frills, both
the material and the voice would be more
than adequately showcased. The way the
system stands now, tomorrow’s Dylans,
Youngs, Mitchells, and Taylors may never
beheard. &
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Fabulous Poodles: Think Pink
Muff Winwood, producer
Epic/Park Lane JE 36256

by Sam Sutherland

Though their fabulously tacky
name and tongue-through-cheek delivery
many have gained them acceptance in the
new wave / power pop circles of current
rock fashion, the Fabulous Poodles are
actually up to something not so newat all:
pop farce. It's a venerable English preoc-
cupation, one stretching back to broad-
sides and encompassing music hall
revues, theater, and pop stylists from Noel
Coward to Ray Davies. Although the
Poodles’ approach is understandably

George Jones

closer to that of the more recent expo-
nents, it embraces elements of the entire
tradition, such as tight storylines,
sprightly tempos, and punch lines that in-
vert clichés for new meaning. All of these

characterize “Think Pink,” the band’s sec-

ond album.

Like last year’s debut, “Mirror
Star,” the newrecord is built around
comic vignettes variously set to work-

manlike rock or a more fractured style de-

rived from the unholy alliance of guitarist
Tony DeMeur and violinist Bobby Valen-
tino, who wrings gypsy filigree or country
corn at the drop of a cue. At its best, the
mix is a charming one, and the quintet’s
frankly limited technique is offset by De-

Meur’s well articulated vocal attitudes.
Whetherdroll or passionate, he manages
to temper the more satirical elements of
the songs with good-humored empathy
forthe plights of his hapless characters,
which range from the prosthetic quandary
of Bionic Man, through libidinal restless-
ness (Any Port in a Storm), to disastrously
wronged love (Suicide Bridge, with its
wickedly funny hook). Surprisingly,
though, the best cut is Man with Money, a
vintage Everly Brothers song once in-
tended for dramatic effect, not guffaws

If the quality of the material begins
to thin appreciably on Side 2, climaxingin
the utterly pointless chant Pink City Twist,
the Poodles’ lightheartedness mitigates
that dip more effectively than could the
sententiousness of many of their angry
young punk contemporaries. And pro-
ducer Muff Winwood fleshes out the per-
formances without resorting to extensive
studio cosmetology or squads of session
players.

Waylon Jennings:

What Goes Around Comes Around
Richie Albright, producer

RCAAHI 1-3493

Jerry Jeff Walker:

Too Old to Change

derry Jeff Walker, producer

Elektra 6E 239

by Steven X. Rea

Although Jerry Jeff Walker hails
from upstate New York, he has long been
associated with the Texas “outlaw” clan of
country pickers to which Waylon Jennings
legitimately belongs. It's their renegade
spirit that makes them country brethren
and, as the titles of their latest efforts sug-
gest, both have been around many a
Texas moon. Though they might be too
old to change, they're not too old to give it
their laidback all, which is exactly what
both of these gruff, honky-tonk heroes do.

Jennings has recorded more
energetic LPs than “What Goes Around”
but he has rarely come up with a more
consistently bountiful batch of tunes.
Nudged along by Jerry Bridges’ subtly in-
sistent bass lines, he sounds almost gentle
on most of the selections. Out Amongthe
Stars, the tragic narrative of a kid who
robs a liquor store (“Hecan't find a job, so
he finds agun”), emotes a sense of re-
signed beauty. Jennings applies proud but
melancholy tones to Mickey Newberry's If
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You See Her. Hitting an upbeat stride, the
singer rocks through Rodney Crowell's |
Ain’t Living Long like This. (Crowell has

emerged at the vanguard of the new coun-

try tunesmiths—his songs are being cov-
ered by Nashville, Austin, and Los An-
geles artists alike.) On the bar-room blues
It’s the World’s Gone Crazy, by Jennings
and Shel Silverstein, Waylon waxes some
quietly profound comments on various
states of affairs, including the music busi-
ness: “Yes the sidemen allwant to be
frontmen/And the frontmen all want to
gohome.”

Like a bottle of mellowed whisky,
Walker’'s mumbly, frayed-at-the edges
voice has improved with age. He croons,
talks, and occasionally hollers with the
loose assuredness of a wizened cowpoke.
“Too Old to Change,” self-produced, is
his most low-keywork to date. Practically
everynumber—Susan Clark’s ['ll Be Your
San Antone Rose (on which Carole King
renders a wonderfully understated vocal),
Hands on the Wheel, Paul Seibel’s Then
Came the Children, the title track—is a
near-dead tempo ballad. That’s nota
complaint; listening to “Too Old to
Change” is like sitting and staring at the
warm last embers of a fire.

Walker does letloose a little on
Crowell's[ Ain’t Living Long like This
(yep, take your pick), which sports an en-
dearingly shaky sax solo from Tomas
Ramirez. And on Daniel Moore’s Cross

the Borderline he lopes quickly along, urg-

ing his usually low-range register into
some mountainous regions and sum-
moning a couple of yodels. A drunken
Tex-Mex style brass section embellishes
several songs, and country swing fiddler
Johnny Gimble makes a guest appear-
ance. Throughout, the musicianship is
eloquent and ebullient in a casual, off-
handed kind of way. Walker’s choice of
material suits him like a lived-in pair of
boots; although closing with Kris Kristof-
ferson’s Me and Bobby McGee might ar-
guably be a little unadventurous.

“What Goes Around Comes
Around” and “Too Old to Change” are
encouraging signs that Lone Star sere-
naders like Waylon and Jerry Jetf can
growold with style. That’s a lesson some
of pop music’s senior citizens should take
to heart.

George Jones:

My Very Special Guests
Billy Sherril!, producer
EpicJE 35544

by Steven X. Rea

George Jones’s very special
guests—Waylon Jennings, James Taylor,
Emmylou Harris, Linda Ronstadt, Tammy
Wynette, Willie Nelson, Johnny Paycheck,
Elvis Costello, Dennis and Ray (of Dr.
Hook) and Pop and Mavis Staples—were
never really his “guests.” None of them
was in the same studio at the same time
with the country great. No, he and his
troupe of Nashville sessioners cutthe
tracks and sent them off to the aforemen-
tioned group to record their respective
“duets.” Lo, the wonders of modern
recording.

Logistics and Jones’s reputation as
amoody, alcohol-troubled eccentric are
what probably account for that, but no
matter. “My Very Special Guests” sounds
like he and the sundry stellar singers were
in the same room, eyeball to (bloodshot}
eyeball, crooning into the same micro-
phone. With the exception of the closing
two cuts—Dr. Hook’s I Still Hold Her Body
(But [ Think I've Lost Her Mind) and the
all-too-often recorded Will the Circle Be
Unbroken, performed with the Staples—
the album is a country, and pop,
masterpiece.

Jones has one of country music’s
purest, most effortlessly expressive
voices. Deep, resonant notes rise from his
larynx with all the ease of a beer drinker’s
belch. On this project, he is paired with
some equally distinctive singers, several of
whose names are bound to pique the in-
terest of pop and rock fans. Ronstadt,
whose roots are in country, delivers one of
her most heartfelt performances in years
on['ve Turned You to Stone. Costello, a
long-time Jones admirer, comes up with a
quirky, uncharacteristically warm vocal on
his own Stranger in the House. Jones’s
easy acclimatation to the English new
waver's lyrics proves that Costello can in-
deed write a country song.

The two side openers, Night Life
and ! Gotta Get Drunk, offer perhaps the
most rousing moments. With Texas out-
lawWaylon Jennings, Jones jumps into
the old c&w ballad Night Life (by Willie
Nelson), stretching single syllables across
entire verses, aligning with Jennings' gruff,
bluesy timbre. On I Gotta Get Drunk

Messrs. Nelson and Jones tackle one of
country’s most time-tested themes: that
ol demon alcohol. When Jones yelps
“Well | gotta get drunk and I sure do
dread it,” you know he means what he
says. Equally appropriate is a duet with his
ex-Mrs., Tammy Wynette, called It Sure
Was Good by Billy Sherrill. (Sherrill was
longthe producer for Jones and Wynette
and tor their countless duo discs.)

“MyVery Special Guests” is one of
those gimmicky notions that usually turns
out sounding cold and calculated. It's a
testament to Jones’s musical wealth (and
those of his pop and country cohorts) that
this project managesto come across with
charm.

Willie Nelson Sings Kristofferson
Willie Nelson, producer
ColumbiaJC 36188

Willie Nelson: Pretty Paper
BoakerT. Jones, producer
ColumbiaJC 36189

by Sam Graham

In the six albums Willie Nelson has
made for Columbia over the last two and a
half years, there has been one—count it,
one—new Willie song. Since his song-
writing well has temporarily run dry, it
seems, he has filled the gap with live al-
bums, collections of standards (the lovely
“Stardust”), duets with Leon Russell, and
thelike. He gets away with it—in fact we’re
the richer for it—because he is such a win-
ninginterpreter.

“Willie Nelson Sings Kristofferson”
has few surprises. The songs are Kiristof-
ferson’s most familiar: Me and Bobby
McGee, For the Good Times, Why Me,
etc. All are handled with Nelson’s custom-
arywarmth and restraint, presented in
simple arrangements geared to the
singer’s gut-string picking and Mickey
Raphael’s mournful harp. Nothing really
special, but a mighty nice way to have all
these songs in one place.

Itis “Pretty Paper,” Nelson’s
Christmas record, that is the prize here.
Producer/organist/ arranger Booker T.
Jones and Nelson (the “Stardust” team)
finesse their way from Frosty the Snow-
man and Here Comes Santa Claus
through both blue and white Christmases,
all the while displaying a kind of schmaltzy
charm. But O Little Town of Bethlehem,
Jones’s instrumental Christmas Blues,
and Willie’s Pretty Paper (his one new
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song), are better than just charming,
they're special. That in itselfis unusual for
aChristmas album.

War: The Music Band 2

Jerry Goldstein & Lonnie Jordan,
producers. MCA 3193

by Crispin Cioe

Forten years War has maintained a
high profile, mainly because at any given
downbeat, its sound is unmistakable and,
seemingly, impossible to replicate. The ec-
lectic instrumental blend looks decep-
tively simple on paper: timbales, one sax,
and a keening harmonica ontop, a Ham-
mond organ and rhythm guitar to fill out
the midrange, and an uncluttered but
spot-on rhythm section. But what has al-
ways distinguished War’s truly legitimate
rock/soul/jazz/Latin fusion isn't sheer
technique or dramatically unusual songs.
Rather, it is the band’s uncanny ability to
play simple grooves uncommonly well.
The best of these chug-along tracks have
become pop classics.

Alabel change two years ago and
even some recent personnel shifts haven’t
altered that facility one whit, and *“The Mu-
sicBand 2”—more or less a companion
piece to last spring’s “Part 1" —contains
two or three memorably elastic grooves.
Conceptually, however, War is now casting
about for an image to propel it into the
'80s, and the musical results of this search
remain to be seen.

The band’s early-'70s street-funk
sound, introduced on songs like Cisco Kid
and Low Rider, has been catchily updated
here with Night People. Luther Rabb’s
bass, replacing longtime member B. B.
Dickerson, pops alongwith a sinister, un-
adorned clarity, as the band chants the
phrases and passwords of L.A. nightlife.
Newmember Pat Rizzo, on woodwinds,
contributes a perfectly snide and insinu-
ating alto solo, proving that he will ably fill
outgoing saxist Charles Miller’s shoes (no
real surprise, since Rizzo was with Sly
Stonein the glory years). War's celebrated
minimalist arranging approach gets a full
workout on a long instrumental version of
The World Is a Ghetto.

Elsewhere, though, the band
sounds like it’s trying to apply its own aes-
thetics to current trends in pop rhythm
and blues. Don't Take It Away matches
characteristically bright melodic verse lyr-
ics with an ominous, Funkadelic-like intro

chant and bass line. I'll Take Care of You
is a pretty ballad, although the first verse
or two have the kind of syrupy m.o.r. ambi-
guousness that has become avirtual
trademark of the Commodores. Despite
these derivative excursions, War is still an
essentially funky and admirably self-con-
tained unit. “The Music Band 2" has just
enough of those infectious grooves to
prove that the band is still moving ahead,
and Night People even shows that its eye
and ear for translating real street life into
artful groove music are still its greatest
assets.

Stevie Wonder’s Journey Through
the Secret Life of Plants

Stevie Wonder, producer

Tamla T13371C2 (two discs)

by Crispin Cioe

Stevie Wonder’s long-awaited
“next” album is a two-disc film sound-
track. Though that may mean that there
are fewer hummable ditties here than on
his previous efforts, the film’s atmos-
pheric, impressionistic subject matter has
allowed the composerto enter areas of
harmony and orchestration that might
have been inappropriate on an album of
pop tunes. Indeed, on “Journey Through
the Secret Life of Plants” Wonder's eclec-
tic mix of influences—nineteenth-century
Romanticism, classical Indian music,
American jazz—combined with his virtuo-
sic control of synthesizers make for some
very alluring music.

First, about those synthesizers. At
times, the variety of sounds and the accu-
racy with which Wonder imitates acoustic
instruments is hard to believe. The beau-
tiful symphonic string sound on The First
Garden and the hip, hornlike utterings on
Venus' Flytrap and the Bug (reminiscent
of Miles Davis’ “Birth of the Cool” charts)
are simply gorgeous, rich musical pas-
sages. On Same Old Story. as on most of
the pieces, Wonder is listed as the sole in-
strumentalist. But the bass sounds so
acoustically present, each pluck resonat-
ing so roundly, that either he has been
studying with someone like Ron Carter
and has already developed into a fairly ac-
complished string bass player or he has
taken the synthesizer to incredibly sophis-
ticated new heights. Either way, the songis
delicately effective, even taking into ac-
count a recurring chord change that’s the
hook from Happy Trails to You.

The songs with lyrics are often writ-
ten from the viewpoint of flowers, which is
of course what the film calls for, based as
itis on the premise that plants talk and
feel. These songs, like Power Flower and
Send One Your Love, feature the Wonder
expertise in writing, arranging, and playing
r&b-flavored pop music. Race Babbling
bubbles through some frenetic chord
movement that suggests a flower’s reac-
tion to the fast pace of modern human
life.

As a feat of composition and or-
chestration, “Plants” isimpressive by any
standards. Side 3 slides easily from a
stately church organ piece, Ecclesiastes,
into an African drum chant (Kesse Ye
Lolo De Ye), culminating in a lovely,
Chopinesque melody that Stevie sings
with Syreeta Wright called Come Back as
a Flower. This last features a stunning,
round harmonic movement and modu-
lation pattern. Throughout this type of
scoring, elements of the composer's per-
sonality pervade, especially his unerring
ability to blend pop conventions (many of
which he helped invent) with a growing
and diverse palette of influences from
around the world. Certainly at this point,
he looks to be the most effective and pow-
erful composer to wed classical Western
music with the Afro-American basis for
most American pop music today. This al-
bumis his most ambitious move in that
direction.

Neil Young & Crazy Horse:
Live Rust (Record 2)

David Briggs, Tim Mulligan, &
Bernard Shakey, producers
Reprise 2RX 2296 (two discs)
by Sam Sutherland

Although nominally a companion
to “Rust Never Sleeps,” the album issued
last summer in conjunction with the film of
the same name, “Live Rust” is also Neil
Young's first live summary to date of his
long stage and studio collaboration with
CrazyHorse. It spans from his final Buf-
falo Springfield songs to the above-men-
tioned new work, and, what with 1978’s re-
lease of the three-disc “Decade”
retrospective, some listenerswill under-
standably be wary of the need for yet an-
other lengthy history lesson.

But the looser flow of a concert set-
ting makes “Live Rust” anything but re-
dundant. Much as “Decade” lent new
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shape and coherence to Young's prolific
output through its conceptual sequenc-
ing, so does the live set abound with simi-
lar cross references. Powderfinger slips
into the chilling, stately Cortezthe Killer.
emphasizing the shared theme of primi-
tive innocence exploited by cultural “su-
periors.” The defiant, crack-of-doom mes-
sage of Hey Hey. My My (Into the Black)is
reinforced and extended by the next song,
Tonight's the Night, the centerpiece from
Young’s grimly realized album of that
title. These songs, taken individually, are
unflinchinglooks at the dark side of rock;
taken together, they encapsulate the
songwriter's own sense of the paradox te-
tween rock energy and its enervating toll
onits artists and audiences.

Side 1 begins with new acoustic
renderings of earlier ballads. But the real
fireworks start on Side 2 and climax with
Side 4's Tonight's the Night. Dominated
bythe full-volume electric onslaught of
Young and Crazy Horse, these perform-
ances remind us just howelemental and
moving this band can be, with Youngand
second guitarist Ralph Sampedro ex-
changing whipcrack guitar figures and riv-
eting power chords. The former plays with
afire that explains his long-standing
notoriety as a guitarist, despite his appar-
ent technical limitations; instead of speed
or nuance, he relies onthe sheer force of
his howling, single-note leads.

Unlike the pristine sonics of some
recent live recordings, the production on
“Live Rust"” captures the blitzkrieg inten-
sity of a typical live show. Onlyaudiophiles
should complain, for the sound is a faith
fulindex not only to Young in concert, but
to past rock studio outings as well, where
he has always emphasized a raw. live feel
over electronic effects.

ZZ Top: Degiiello
Bill Ham, producer
Warner Bros. HS 3361
by Crispin Cioe

ZZ Topisthe only American band
to successtully challenge England’s hege-
mony over the beefed-up blues market.
Fromthe Rolling Stones and Led Zeppe-
lin through Bad Company, Foreigner. and
Foghat, American audiences have always
favored the way British musicians crank
up the volume and tart up the twelve-bar
format. Presumably, the trip across the At-
lantic and back lends enough exotic flash
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ZZ Top: Beard, Gibbons, Hill

to satisfy even the most jaded tastes.

But this Texas trio came on strong
in the early '70s with the most indigenous-
sounding brand ofheavy metal blues-
based rock this listener has ever heard
and proceeded to build a following too
large to be called cult. The three years that
have passed since its last LP have seen
disco’srise and leveling off, as well as ex-
treme changes in the public’s rock & roll
tastes. These days, a band like ZZ Top is
susceptible to such labels as “dinosaur”
and to being dismissed with a (new) wave
ofthe hand.

Toits credit, though, the group has
honed its original sound to an even
sharper edge. On “Degliello” {Spanish for
“no quarter” and Santa Ana’s command
to his troops on attacking the Alamo) it
delves deep into blues and r&b roots,
while retaining the excellent playing and
production values of a world-class rock
band. With Elmore James’s oft-covered
Chicago blues Dust My Broom, producer
Bill Ham gets a tight room sound on the
trio’s instruments (especially Frank
Beard's drums) that is like an updated ver-
sion of the old Chess singles by Howling
Wolf, Muddy Waters, et al. Another cover,
Sam and Dave’s [ Thank You, is a text-
book example of the right way for a rock
& roll band to rework a soul classic: Billy
Gibbons'vocal doesn’t try to compete
with the original but goes for a nasty bite
all its own that blends nicely with his slide
guitar solo.

Onits originals, ZZ Top reaches
even higher ground. I'm Bad, I'm Nation-
wide, steams along at a midtempo clip,
with Gibbons’ guitar sound grabbing the
classic blues low-level distortion tone set-
ting. At the end of each chorus, the trio
lopes into a behind-the-beat triplet figure
that's about as down-home as you could
ask for. Gibbons'vocal is recorded with a

slight phase effect. When he sings, “With
my New York brim, and my gold tooth dis-
played/Nobody gives me trouble, "cause
they know I got it made,” a strong sense of
gutsy musical past and sophisticated stu-
dio present emerges. It is a completely vi-
tal and believable style that comes
through on all the best songs here, espe-
ciallythe ominious Esther Be the One.
The group has also added its own sax
tracks, and on Hi Fi Mama, Gibbons,
Beard, and bassist Dusty Hill accurately
evoke the Fats Domino/New Orleans
horn charts that complement this kind of
music so wonderfully. Any blues fan, hard
rock aficionado, or combination thereof
should check out “Degiiello,” because ZZ
is still at the Top of the heap.

1:z= JAZZ ==il

Bob Cooper:

Tenor Sax Jazz Impressions
Albert Marx & Dennis Smith,
producers. Trend TR 518

Tenor saxophonist Bob Cooper
was an important element in Stan
Kenton’s seminal band of the '40s, and,
from 1945-51, was among the more vital,
light-toned players influenced by Lester
Young. In 1946 he married June Christy,
giving him another measure of notoriety
since she was then at her short-lived peak
asthe all-American girl singer. But forthe
past three decades Cooper has called
little attention to himself as a jazz artist, in-
stead making a (presumably good) living
in Los Angeles as a studio musician and
composer.

“Tenor Sax Impressions” is one of
the few recordings he has made as a
leader since leaving Kenton, and it shows
that he has maintained and even honed
his jazz talents. It is a somewhat peculiar
collection in that it starts with an off-
putting piece of trivia called Yo-Yo dedi-
cated to the late Frank Rosolino. But it
picks up with a relaxed and breathy ballad
treatment of We'll Be Together Again.
There follows a light and tripping Latin-ac-
cented piece called Juarez Saturday
Night, the richly shaded blues True Grit,
and, most revealing, an open swinger
called Fat Tuesday, on which Cooper
shows his close relationship to Zoot Sims.
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He is not quite as free and exuberant as
Zoot, but for a musician who has not been
practicing his trade (particularly as openly
as Zoot), he has retained his swinging
characteristics remarkably well.

Each side ends with a spoken inter-
lude by Cooper in which he lists the selec-
tions that have just been played, as he
might do in a club. This information is also
on the label and the sleeve, so the “per-
sonal touch™ makes little sense. JS.w.

Chick Corea/Herbie Hancock:
An Evening with Chick Corea
and Herbie Hancock

Chick Corea & David Rubinson.
producers

Polydor PD 2-6238 (two discs)

by Don Heckman

The second installment from the
classic Chick Corea-Herbie Hancock two-
piano concerts of 1978 is very nearly as
good as the first, which was released on
Columbia a year ago. The magical inter-
action that takes place between these two
gifted keyboard artists persists. So does
the irony that both play complex elec-
tronic fusion music with their own groups,
often with mediocre results, yet in this
pristine acoustic setting, they playwith the
grand skills of concert virtuosi.

This collection seems oriented
more strongly toward Corea, perhaps be-
cause Polydor is his label and Columbia is
Hancock’s. One entire side, devoted to a
piece entitled Bouquet, is really a Corea
solo. Here, more than anywhere else, one
hears the fineness of touch, the sheer abil-
ity to wring remarkable colorations of
tone from the piano, that are Corea’s
greatest gifts. Hancock balances well,
tossing phrases back and forth on the
strangely contentious The Hook, but he
only really seems to burst forth on his own
piece, Maiden Voyage.

My one real problem with the al-
bumis its unexpectedly chilly tone—a feel-
ing of distance that wasn’t in the earlier
collection. In part, this may be a built-in
problem for two-part piano improvisa-
tions, especially with players as technically
competent as these. Lacking any real pre-
set chord structures, focused on the purity
of the interaction between them, Hancock
and Corea often seem more concerned
about what the other is doing than they do
with establishing a connection with their
audience (best typified on the Barték-de-
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rived piece, Ostinato). Ironically, this is
something that they do exceptionallywell
with their own groups.

Miles Davis: Circlein the Round
Jim Fishel & Joe McEwen, producers
Columbia KC2 36278 (two discs)

The mystery persists. Why has
there been no new Miles Davis studio al-
bum since 1975? What is his musical state
of mind these days? What is his physical
condition? And how long will we have to
put up with collections like “Circle in the
Round?”

The ten tracks here cover a span
from 1955 to 1970, encompassing styles
that range from Miles’s mid-"50s trans-
formation of bop, through the modal mu-
sic of the late decade, and into the con-
temporary sounds of the Hancock-Carter-
Williams band and the electric, post-Bit-
ches Brew music. Quite a lot for one al-
bum—perhaps even too much, since the
jam-packed discs (more than 26 minutes
on some sides) have a number of modu-
lation and tracking problems.

Some of the music is surely worth
having: Love for Sale (formerly available
ona 1975 anthology entitled “Black
Giants”) is a masterful performance by
the 1958 band that featured Cannonball
Adderley and John Coltrane in the front
line with Miles. Coltrane is also featured
on Two Bass Hit, and Blues No. 2 spot-
lights the wisely mature drumming of
Philly Joe Jones. But the highlight is Circle
inthe Round, which takes up an entire
side and bridges the Davis music of the
early '60s with his rock-tinged excursions
of the late '60s. Joe Beck's guitar provides
a persistent, dronelike undercurrent that
is dramatically dissimilar to what Miles was
doing just a few months earlier. The float-
ing, dark-hued solos by Davis, the eery
space sounds of Hancock’s keyboard ef-
fects, and the sudden shots of rhythm
from Tony Williams all suggest a new di-
rection for Miles.

But there are foolish inclusions,
too, particularly in the later entries. Teo’s
Bag (from 1968) has a few peaks, espe-
cially in the improvising of Miles and
Wayne Shorter, but Side Car is an undis-
tinguished throwaway. Astonishingly, the
producers have chosen to include two ver-
sions of the latter, perhaps because the
second adds the now-bankable playing of
George Benson (who contributes nothing

ofvalue to the piece). Splash is an unsuc-
cessful try at a 5/4 blues that finds even
the unflappable Miles huffing and puffing
and David Crosby’s Guinnevere is repre-
sented by a silly, extended improvisation.

It would seem that Columbia
wishes to maintain its involvement in
Davis’ recording career. But, with “Circle
inthe Square,” it does so with a collection
of leftover takes compiled, apparently,
without the advice of Davis or his longtime
producer Teo Macero. A peculiar way to
treat one of the most important figures in
the history of American music. D.H.

Eddie Heywood: Portrait of anIsland
Lyn EH 5000 (Lyn Records, P.O.
Box 399, Vineyard Haven, Mass. 02568)

Forthe past twenty years, Eddie
Heywood has been one of the most elu-
sive of contemporary jazzmen. After his
success in the '40s—first with his highly
stylized piano version of Begin the Be-
guine, then with his equally stylized sex-
tet—a paralyzed hand forced him to stop
playing. During his recovery he wrote,
among other things, Canadian Sunset,
which he was well enough to perform pub-
liclyin the ’50s. That opened a new career
and, in the late '50s, he retired to Martha’s
Vineyard, to concentrate on his writing,
and since then he has performed only on
rare occasions.

“Portrait of an Island” was pro-
duced and recorded on Martha’s Vine-
yard, and the title piece (based on the is-
land’s changing seasons) takes up a full
side. Heywood is essentially a miniaturist
and even in Portrait’s fourteen-minute
length, his ideas run thin. But he is a
charming melodist: Spring to Summeris a
lovely bit of light and air, and his vision of
fall turning into winter has an attractively
ominous and rhythmic feeling.

There is more solid and rewarding
music on Side 2. which, intentionally or
not, seems to sum up the high points of
his career. With one foot tapping a rhyth-
mic counterpoint, he plays Who Can |
Turn To with a slightly Latin accent that
derives from his Begin the Beguine.
Winds in Autumn, an original, captures
the crisp. clipped style of his sextet, and
Canadian Sunset represents his emer-
gence as a composer. Through these
pieces, and through his Soft Summer
Breeze and Fats Waller's Jitterbug Waltz,
Heywood’s distinctive style—the rolling

rhythms, the crisp phrasing, the gently
singing melodies—is always present, sea-
soning but never suffocating the
material. J.S.W.

Jimmy Knepper Quintetin L.A.
Lew Tabackin, producer
Inner City IC 6047

There may be some significance in
the fact that two of today’s least recog-
nized yet finest jazz musicians—Britt
Woodman and Jimmy Knepper—are
trombonists. This may be a holdover from
the bebop days, when the trombone,
alongwith the clarinet, was demoted to a
lesser position because of its inappro-
priateness to the genre’s staccato intri-
cacies. The clarinet has still not recovered,
and the trombone has stayed alive prima-
rily because of J. J. Johnson'’s technical
virtuosity.

Both Knepper and Woodman are,
to some extent, influenced by Eilington’s
trombonist Lawrence Brown—Woodman
atleast by association, Knepper by his
own admission. On “Jimmy Knepper
Quintetin L.A.,” the latter plays with
Brown'’s polish, virtuosity, and exploratory
instincts. He is backed by a brilliant group,
the kind that urges even the bestleader to
be better. Producer Lew Tabackin plays
tenor saxophone (and flute) with a big,
sturdy attack that generates a Ben Web-
ster kind of excitement. Roger Kellaway,
one of the most provocative jazz pianists
playing today, gives Knepper and Ta-
backin most of the spotlight, but, when he
takes it, sends up delightful sparks of
whimsy. Monty Budwig on bass and Shelly
Manne on drums provide a driving im-
petus to The Master and Bertha the Drag-
oness (based on Strike Up the Band and
Sweet Georgia Brown, respectively) and
an appropriate cradle for Knepper's beau-
tifully developed solo on My Old Flame.

Knepper’s lack of recognition re-
lates, to some extent, to the fact that he is
not frequently recorded, even as a side-
man. As a leader his only other record
listed in the SCHWANN CATALOG is a 1957
reissue on Bethlehem. But an album as
richly and vitally realized as this can stand
as a worthy representation for him for a
longwhile. J.S.w.
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by Elise Bretton

ABBA: Voulez Vous
Big3. 10songs, $5.95

In “Voulez Vous,” the Scandinavian
Mamas and Papas shake their collective
booty. Not to worry, this is soft-core disco
interspersed with a few contemporary bal-
lads and rendered in the laidback style
that has so endeared this group to the
public. Profundity is not a feature, but the
melodies are full of hooks and the lyrics
agreeable. An entertaining read-through
quite worthy of your folio shelf.

Joan C. Baez: And Then Wrote. . .
Big 3, 54 songs, $14.95

Joan Baez did not start out as a cre-

ative artist, but then neither did Grandma
Moses, another celebrated folkie. From
the former’s early creative attempts (Sir
Galahad) to her most recent (Michael),
one detects an alarming infatuation with
words, words, words to the point of over-
kill. Torrents of exposition, fountains of
narrative, and cataracts of confession
pour forth unchecked, with no regard for
possible flood damage. The first third of
this waterlogged recital acquaints us with
Baez “poetry” and quite charmingline
drawings. The catch s that the fiftyfour
“poems"” are nothing but the lyrics to the
fifty-four songs that follow.

Anyone who knows anything about
words will tell you that a lyricis not de-
signed to be read as poetry. Anyone who
knows anything about the folio market will
tell you that the more pages you print, the
more you can charge. | consider thisan
odd maneuver on the part of alady whose
distinguished career has been built on
unalloyed honesty.

George Benson:
Livin’ Inside Your Love
Warner Bros., 12 songs, $7.95

George Benson renders soul and
elegancewith a jazz feeling, and his latest
foliois a dual treat: Six of the pieces, in-
cludingthe title song, are guitar solos with
piano accompaniment, and the other half

dozen are vocal selections as performed
onrecord. But though the material is
tasty—Unchained Melody, Hey, Girl, and
Sam Cooke's A Change Is Gonna Come—
the notation (women beware) is in keys
that climb high above the treble clef. Fe-
male members of the George Benson fan
club are hereby encouraged to burn their
guitar straps in protest.

David Bowie: Lodger
Warner Bros.. 10 songs, $7.95

Material for David Bowie, charis-
matic performer, is supplied by David
Bowie, lyricist, and David Bowie, com-
poser, both alone and in collaboration
with Brian Eno and Carlos Alomar.
Bowie's technique is solid, but his mean-
ings are unclear and his self-containment
does not help clarify matters. Recom-
mended for fans only.

The Cars: Candy-O
Warner Bros.. 20 songs, $8.95

These tledgling cutups should be
doingfive to ten years in nursery school
instead of foclingaround in heavy traffic
where they might get hurt. This much can
be said: Their lyrics rhyme, even whenthe
meaning is urifathomable. Let’s just call it
bubble-gum punk and be done with it.
(And how [ wish we were!)

The Family Songbook
Warner Bros.. 137 Songs, $9.95

Herewith, Warner Bros.," low-
priced, in-house version of the enor-
mously popular New York Times/Quad-
rangle Books Great Songs of . . . series.
The 302-page foliois divided into eight
sections and includes folk songs, music of
the screen, the stage, and the big-band
era, plus sing-along songs, hymns, oper-
etta classics, and Tin Pan Alley favorites.
Don'tlet the gooey cover deter you; inside
you'll find an lustrated, annotated collec-
tion of such rare reprints as Les Bicyc-
lettes de Belsize, What's New?, Jeepers
Creepers, and I'll Walk with God. As the
publisher’s foreword states, “Great care
was taken with this book to make each
song exciting. inventive, and above all
easyto play. The older standards were
given new harmonic changes and modern
rhuthms, while the newer compositions
were arranged to reflect the sound of the
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recordings that made them hits.” This is a
smashing gift for a musical friend, veteran
or tyro. Or for yourself.

Fleetwood Mac: Tusk
Warner Bros., 20 songs, $9.95

[ perceive “Tusk” to be a giant case
of writer’s block. Instead of facing the fact,
Lindsey Buckingham, Stevie Nicks and
Christine McVie (three authors in search
of a mutual character) have opted to prac-
tice massive self-delusion. Unfortunately,
Fleetwood Mac's high-energy perform-
ances cannot be committed to paper, and
the mediocrity of these twenty inconse-
quential songs is all the more appallingin
view of the band’s superstar position.

Gershwin Songs from Manhattan
Warner Bros., 13 songs, $6.95

Here, thanks to Woody Allen and
Warner Bros., is art-deco Manhattan
exactlyas delineated by the Gershwins
fifty years ago. The music is timeless, the
lyrics still fresh. and, although there are
other Gershwin collections available,
some of the material in Manhattan has
longbeen under wraps and is ripe for re-
vival. Singers should check out He Loves
and She Loves, Sweet and Low Down,
and Do-Do-Do, for live performance
potential.

EltonJohn: Complete (1974-1979)
Warner Bros., 62 songs, $9.95

If you and your piano get ma-
rooned on a desert island, be sure that EI-
tonJohn iswith you, and you’ll never be
bored. This gentleman has more musical
facets than a palm tree has fronds. In his
new retrospective, he and longtime part-
ner Bernie Taupin are represented by the
complete scores of five megaselling LPs:
“Caribou,” “Captain Fantastic,” “Rock of
the Westies,” “Blue Moves,” and the sec-
ondvolume of “Elton John’s Greatest
Hits.” Also included is music from “A
Single Man,” a more recent collaboration
with lyricist Gary Osborne. Youwill need
to sharpen your rock-piano technique, as
the transcribers have given no quarter to
John's dotted eighths. But afterall, ona
desertisland you'll have plenty of time to
practice.

Van Morrison: Anthology
Warner Bros.. 35 songs, $8.95

For those who have grappled un-
successfullywith Van Morrison's mumbo-
jumbo, Top-40 brogue, his newlyissued
anthology, designed for English-speaking
audiences, proves that the Celtic-Ameri-
can chanteur does not sing in tongues. In-
deed, little of it is blarney. Oh, there’s a
goodly sprinkling of utter nonsense, to be
sure, but a touch of the poetis afforded us
in lyrics like “the girls walk by, dressed up
for each other” (Wild Night) and “whisky
ran like water in his veins” (Linden Arden
Stole the Highlights). O'Neill, O’Casey,
Yeats? The linkage, though slight, is there.
Be advised that the easy-play piano parts
are counterbalanced by literal transcrip-
tions of Morrison’s vocal whimsy, which
can be most painful to sight-read.

The Genius of Django Reinhardt
Big3, 19songs, $5.95

Django Reinhardt, bornin 1910 to
a gypsy family in Belgium, was a self-
taught guitar stylist whose influence upon
some of America’s greatest jazz musi-
cians—including Coleman Hawkins, Eddie
South, and Benny Carter—cannot be un-
derestimated. Perhaps best known as
founder of the Quintette of the Hot Club
of France, alandmark group active in
recordingand broadcast work in Paris in
the late '30s and '40s, Reinhardt was a
free spirit. He never learned to read or
write and showed up for concerts or
recording sessions onlywhen the mood
struck him,

He died in 1954, leaving us a huge
legacy of compositions, mostly in the
A-A-B-Aform popular among instrumen-
talists. The transcriber of these note-for-
note, off-the-record solos is not credited,
but five of the songs have been aug-
mented by special choruses arranged in
the Reinhardt style by one lke [saacs. This
folio is a “must” for any serious guitarist,
and if Jon Hendricks could be prevailed
upon to dress up the sweet, wordless mel-
odies with some chatty, bebop lyrics, we'd
be one step closer to that long-overdue
jazz renaissance.

Continued on page 128
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CATALOG. SRC AUDIO Dept. HF 1, 3238 Towerwood Dr.,
Dallas, Tx. 75234.

SAVE up to 80% BY MAIL on: SCOTCH, TDK, BASF,
MAXELL. MEMOREX, CAPITOL MUSIC TAPE, CERTRON

(over 180 different reel & cassette tapes to choose from);
top brand recorders; America's largest collection of taping
accessories too. Same day service. FREE catalog.

America's Recording Tape Specialists

SAXITONE &%

1776 Columbia Rd., Washington, D C. 20009

(202) 462-0800

TOP-NAME AUDIO AT LOW LOW PRICESH Aiwa, AR,
Bose, ESS, JBL, JVC, KLH, Marantz, Onkyo, Phase Linear,
Pioneer, Sansut, Sony, Soundcraftsmen, Teac and many
more we can't even mention by name. All factory fresh
with full warranty. For prices just cail 212-254-3125. Or
send $2.00 for our informative brochure to DIRECT DIS-
COUNTSLTD, P.O. Box 841, Cooper Station, N.Y. 10003.

STANWHITE GLASSCONE SPEAKER for rave European re-
views write TACHYON, Box 204, Bloomingdale, IL 60108,
312-529-7590.

DOLBY DECODERNOW ASSEMBLED FOR $100.00. Also
Kit encode/decode. Reviews HFF Integrex, Box 747, Haver-
town, Pa 19083.

"DIAMOND LIL” has DIAMOND NEEDLES and STEREO
CARTRIDGES at lowest prices. Factory boxed for Shure,
Pickering, and all others. Free catalog. DIAMOND LIL,
4530-A N'W. 4th St., Delray Beach, FL 33445,

KOETSU 1s here The legendary handmade moving coil car-
tridge is now available in the U.S. For the complete story,
write: Sumiko, Inc., Box 5046, Berkeley, CA 94705.

Cartridges At Wholesale—Other Stereo Bargains. Free Price
List. Audic Component Systems, 1329 Union Mill Road,
Olympia, WA 98503.

HIGH FIDELITY'S TEST REPORTS 1980,
346 fact-filled pages of information on
amplifiers, turntables, speakers, tape
decics, receivers and other components.
$3.95 plus $1.00 for postage and han-
dling. Order from: High Fidelity’'s Test
Reports 1980, 1 Sound Avenue, Marion,
Ohio 43302.

ESOTERIC COMPONENTS AT LOW PRICES. Over 200 la-
bels. Send for Quotes. AudioWorld Box 7518 G.R. Mi,
49510616-241-2994. 2-7 pm. M-F.

RECORDS IN REVIEW 1980 EDITION.
Available April 1, the 25th annual edi-
tion of the record-buyer’s “bibie". Con-
tains the complete text of all the classical
and semi-classical record and tape re-
views as they appeared in HIGH FIDELITY
magazine in 1979 issues. Durable
clothbound edition, yours for$15.95
Plus $1.25 for postage and handling.
Send your order to: Wyeth Press, 1
Wyeth Street, Marion, Ohio 43302.

METAL TAPE SALE; TDK MA-RC60-Special introductory
price $8.49 (S 1.50 postage & handling per order] CREATIVE
SOUND ENTERPRISES, P.O. Box 76503, Dept M, Atlanta,
Ga. 30328.

ASINGER'S
| ‘ S T

REMOVES VOCAL FROM MOST STEREO DISCS

The Thompson Vocal Eliminator can actually remove most or
virtually all of a solo vocalist from a standard stereo record and
yet leave most of the background music untouched! Not an
equalizer! We can prove it works over the phone. Write for a
brochure and demo-record below. ST: $249.00

YOU SHOULD SEE US

For:
* Delay and Ambience
¢ Studio Echo/Reverb
¢ Tape Noise Reduction
* Parametric Equalization
* Electronic Crossovers
e Comp/Limiters
* Mic Preamp/Mixers
¢ Patch Bays

Ve manufacture a full line of high quality audio and recording
equipment. You will probably have to pay twice as much
elsswhere to obtain comparable quality. Only Direct Sales make

our prices and quality possible. Send $1 for a 20 page brochure
and 20 minute demonstration record.

Write to: LT Sound, Dept. HF, P.O. Box 729,
Decatur, GA Ko™ (404) 284-5155

THE RECORDINGS OF BEETHOVEN as
viewed by the critics of HIGH FIDELITY
magazine, this long out-of-print disco-
graphy is available again in a clothbound
reprint edition for $14.95 plus $1.25 for
shipping. Send your order to: Wyeth
Press, 1 Wyeth Street, Marion, Ohio
43302.

GLARANTEED LOWEST PRICES: Stereo, Video equipment.
170+ brands. Esoteric. Credit Cards. Defective Exchange.
STELLAR SOUND 13906 Ventura Blvd. Suite 193. Sherman
Caks,Ca91423(213) 766-9790.

MISCELLANEOUS

CHAMOND NEEDLES and Stereo Cartridges at Discount
grices for Shure, Pickering, Stanton, Empire, Grado, Audio
Technica and ADC. Send for free catalog. LYLE CAR-
TRIDGES, Dept. H, Box 69, Kensington Station, Brookiyn,
New York 11218, For Fast Service, call TOLL FREE 800-
221-0906.



HIGH FIDELITY

PROTECT YOUR ALBUMS. WHITE CARDBOARD RE-
PLACEMENT JACKETS 35¢. PLASTIC LINED INNER
SLEEVES 15¢. POSTAGE $1.25. OPERA BOXES, 78 SLEEVES
AVAILABLE. FREE CATALOG. CABCO 301-3,BOX 8212,
COLUMBUS, OHIO 43201

COLLEGE STUDENTS! Improve your grades. Send $1.00 for
356-page. collegiate research papers catalog. 10,250 avatl-
able. RESEARCH ASSISTANCE, Box 25916R, Los Angeles,
Califorria 90025, (213)477-8226.

The Best New Stereo Systems Deserve
The Best New Stereo Records (Tapes
tool) You need the Monthly SCHWANN
RECORD CATALOG available from
record shops everywhere or, for asample
copy PP, Send $2.50 to: ABC-SCHWANN.
Single Copy Sales, Dept. 2160 Patterson
St., Cincinnati, Ohio 452 14.

SLIPCASES for HIGH FIDELITY Magazine.
Simulated blue leather, Holds 6 High Fi-
delity issues. $4.95 single case, $14 for 3
cases, $24 for 6 cases. USA orders only.
Allow 6 weeks for delivery. HIGH FIDEL-
ITY Library Cases, Box 5120, Phila-
delphia, PA 19141,

DUST COVERS protect valuable stereo equipment At-
tractively designed and fitted for your components. Com-
ponent Covers, Dept -38, P.O. Box 1181, Lilburn, GA
30247.

Tunable SCA radios aren‘tifiegailt Simple FM radio adapter
detects hidden talk, mustc programs emitted by 900 sta-
tions. Instructions $13 kit, $18 assembled unit. FM Atlas,
Adoiph MN 55701

NEW EQUIPMENT FOR SALE

BRITISH AND EUROPEAN EQUIPMENT DIRECT TO YOU
Most quality makes of equipment available at advan-
tageous prices. For price list and price quotes send Inter-
national Reply Coupon. Send $2 for the brochures you re-
quire. Audio T, Dept A, 190 West End Lane, London, NWé
150, England, Phone 01-794 7848. Visitors welcome.

TOP-RATED CARTRIDGES UP TO 70% OFF!! We feature
Acutex, ADC, Grado, Nagatron, Ortofon, Sonus, Stanton,
et al. Unbelievable prices! Call 212-254-3125 for prices, or
write to DIRECT DISCOUNTSLTOD., P.O Box 841, N.Y, N.Y.
10003

BUY DIRECT and save British and European Hi-Fi. Attrac-
tive prices. Send Reply Coupon for Ouote, $3 bilis for bro-
chures. Goodwins, 7 The Broadway, Wood Green, London
N22, Phone 888-0077. VISA/Masterchage. Visitors wel-
come.

Buy with confidence

fact:
the 1V does more!

VIS Type IV

suPer TRackl\/.
v Stereo Dynetic® Phono Cartridge
Consistent record tracking has always been chal
lenged by such ever-present factors as warp,
static, lint and dust—especially when these
factors combine with today's “"hot" recordings
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LOWEST PRICES ONSTEREO-ESOTERIC COMPONENTS &
tapes!! Over 150 brands Send # 10 SASE for quotes Audio
Unlimited, 401 Reynolds Circle #10,San Jose, CA 95112
{408} 289-8875. 1-6 M-Th.

**++*BUILD YOUR OWN BIGSCREEN T.V.***** Are you
iNto watching sports???? Have You Seen the Big Screen
T.V.inTaverns???? Now You Can Watch That Big Game in
Your Home on a Screen Size of Your Chotce. Using Your
Own 12”-19” Portable. | have put together a simple In-
structron and Plan Book listing major lens and screen sup-
pliers, which make it possibte Satisfaction Guaranteed.
Send $9.95 To' Self images. Box 775-D, Hayden Lake, Idaho
83835

WHOLESALE PRICES ON OVER 100 TOP BRAND AUDIO
components Call {707) 963-5335 or 963-5893 24 hours a
day, or send for our complete price list. West Coast Distrib-
utors, 1 130 Main Street, St. Helena, Calif. 94574

TAPES & RECORDS

RARE OPERA, SYMPHONIC MUSIC ON OPEN REEL TAPE
Historic performances. EUROPEAN, DOMESTIC. Free Cata-
logue. Underhill, Box “U,” Bellport, NY 11713

“"SOUNDTRACKS, SHOW, NOSTALGIA & JAZZ-FREE
Catalog & Offering List-A- 1 Record Finders, P O Box
75071-H,LA.CAL 90075~

SCOTCHRECORDING TAPE, LOWEST PRICES. TAPE CEN-
TER. Box 4305C. Washington, D.C 20012

RAREST CLASSICAL, SOUNDTRACKS, SHOWS, PERSON- )
ALITY LPs. Huge catalog $1 00. Grammy's Attic, Box 181,
Biuffton, SC 29910.

“LIVE OPERA TAPES. Reels-Cassettes. Unbelievable treas-
ures since 1926. Over 5,000 selections. Free DELUX Cata-
log: MR. TAPE, Box 138, Murray Hill Station, NYC 10016

TDK, MAXELL, MEMOREX, CASSETTES, REELS, 8-Track
Free Catalog, New Guaranteed. S&S AUDIO, P.O. Box 574,
Eigin, IL 60120.

SEARCHING ? WRITE DISContinued RECORDS, 444 South
Victory, Burbank, California 91502

SHOW ALBUMS-Rare, out-of-print Ips, 64-page tist $1 00
Bakers Wife or Nefertiti-original cast LP $9 95. Broadway-
Hollywood Recordings, Georgetown, CT 06829.

1930- 1962 RADIO PROGRAMS, $1.00 HOUR! Professional
200 page catalog, $1.25 AM Treasures, Box 192HF, Baby-
lon, N.Y, 11702,

VIENNESE LIGHT MUSIC SOCIETY-Strauss. Lanner, etc on
Dolby Cassettes, KC Company, Box 793, Augusta, Maine
04330

BASF TAPE: Largest discounts, fastest service. All tapes
guaranteed! INTERGALACTIC ENTERPRISES, 1789 Carr,
Troy, Michigan 48098.

OPEN REEL TAPES. Top Ouahty 100% money-back guar-
antee. Major labels. Classical, pop, rock, quad-direct disk &
video. Bank cards accepted Catalog/order information, $1.
No other fees, obligations THE REEL SOCIETY, P O. Box
55099-H, Valencia, CA 91355.

LIVE OPERA ON REEL/CASSETTE. THOUSANDS OF PER-
FORMANCES, WORLDWIDE SINCE 1930°s The ONLY
service that provides the personal attention demanded by
the Vocal Art. Free Gifts, Magnificent Free Catalogue. LIVE
OPERA, Box 3141, Stenway Station, LLC.N.Y 11103

RECORD HOUND, Box 88H, Eagleville, PA 19408. Fifis
wantlists? Doggone right!!! 33Vs speciabist. Fast, friendly
service.

SCHUBERT/DYER-BENNET. The splendid
Tully Hall performance of the Dyer-Ben-
net translation of “Schone Mullerin”
{Characterized by Andrew Porter as “A
‘Schone Mullerin’ which came to life”)
now available in a meticulously pro-
duced studio recording (stereo-two
discs) directly from Dyer-Bennetrecords,
Monterey Stage, Great Barrington, MA
01230.517.50 postpaid.
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NOTICE:

Record Listeners
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 I1s a small
membership fee which covers all costs of
the LP’s including postage and handhing in
return for your opimon you will build a
substantial album collection - “first come
basis ' For application write:
EARS SYSTEMS
Box 10245 Dept. HF
5521 Center St., Milwaukee, W! 53210
Guaranteed'' © 1979 EARS SYSTEMS

e

SUPER-FI RECORDSI All types, labels. Catalog S 1; COSMIC
CHORDS PO Box 4873 Boulder, Colo 80306.

CUT-OUT RECORDS, HUGE STOCK. ALL NEW. No cata-
log, Cohn 2205 Marylane, Broomail, Pa. 19008.

ON OPEN REEL from master tapes. Argo, Telefunken, Van-
guard, Unicorn, MHS, Catalogue $1.00. 8arclay-Crocker,
Room 1470-H, 11 Broadway, NYC 10004

GOLDEN AGE RADIO-your best source for radio tapes
Free catalog. Box 25215-J, Portiand, Oregon 97225

SCHWANN RECORD AND TAPE GUIDE,
now available by subscription. includes
12 monthly issues of Schwann- 1, 2 semi-
annual issues of Schwann- 2, plus Annual
Children’s Catalog. Annuai subscription
$25.00, add $10.00 for addresses outside
of U.S. Order from: Schwann Record &
Tape Guide, P.O.Box 550, Great Barring-
ton, Mass.01230.

RARE FILM-STAGE-PERSONALITY
SOUNDTRACKS. 1000 Titles. List $1.00.
Refundable. AJHF,Box 557342, Miami,
Fla.33155.

BUSINESS OPPORTUNITIES

CABLE FM BROADCASTING: Unique nc investment/ ex-
perence business. Home operation possible. Excelient in-
come. "CAFM,” Box 130-D-2, Paradise, CA 95969.

MECHANICALLY INCLINED INDIVIDUALS: Assemble
electronic devices in your home. Investment, knowiledge, or
experience Not necessary. Start in spare time. Above aver-
age profits: 5300-5600/wk possible. Sales handled by oth-
ers. Wite for free detaits. Electronic Development Lab,
Drawer 1 560HF, Pinelias Park, Fla. 33565.

CAN'T GET ORION RECORDS? Orion’s alive and welt and
easy to getl Send check-order shipped same day. $6/
record, includes postage. $1 1 for 2-$5 each for 3 or more.
Orion Master Recordings, Box 4087, Malibu, CA 90265.

BUMPER STICKER PRINTING DEVICE. Cheap, Simple, Port-
able. Free Cetails. Bumper, POB 22791 IFD], Tampa, FL
33622.

PUBLICATIONS

Free 5,00 T-Shirt
. 3.05

TDK SA C30 Ampex Grandmaster 190 . 2.69
TDK AD €90 245  Ampex Grandmaster 1190 . 3.09
TDK- D €90 159 Secatch 212-7R-1800 . 4.9
TDK SA C60 2.15  Soundguard Record Pres Kit 459
BASF Proi C 90 . 279 DK L1800 5.13
BASF Pro It or I1IC 90 289 TDK LB 1800 6.31
BASF StudiolorfIC90 . . 2.59  Ampex Grandmaster 1800 ft Reel  5.95
Scotch Master11or NIC 90 3.15  Scotch 207-7R 1800 5.09
Scotch Master 1€ 90 . 269  BASF Ferro 77 1800° (New)  6.79
Free T-Shirt with every order while supplies last. All tapes can be assorted. No min.
Add 3.00 shipping; or write for free catalog of 250 items plus lowest prices on ail
Marell products. 100% guaranteed. 412-283-8621. M-Th 9.4,
TAPE WORLD 220 Spring St. Butier, PA 16001

VIENNESE OPERETTA RECORDS, INC. Extensive range, su-
perb vocat performances, on currently available LP's. Free
list. P.O. Box 50-B, Dover, Mass. 02030

Live Performances tapes—opera, conductors, instrumental-
ists. Superior Sound. Open Reel Only. Catalogues. Good
Sound Associates, POB 263 Planetarium Station, New York,
NY 10024.

DISCONTINUED RECORDS, Classical, Popular, All Speeds,
Free Lists, Fred Steinmetz, One Seaview Avenue, Massa-
pequa, NY 11758.

FIRST METAL TAPE recordings: Demo $19.95, brochure $2.
Direct-to-cassette from original master. Audio Art, Box
9252, Rochester, N.Y. 14625,

SEARCHING? SEND WANT LIST FOR 78's & LP's 5H March;
Discontinued Records, PO Box 253, Gwynedd Valiey, PA
19437,

OPERA VIDEO-Magnificent perform-
ances from Europe. Beta, VHS Formats.
Free catalog. HRE, Box 12, Kew Gardens,
N.Y.11415.

BRAVOQ BEETHOVEN-Ten cuts on fabulous sampler al-

bum-Only $1.98. Free Classical/Jazz Catatog. Musical Con-
cepts, Box S3HF, Cedarhurst, N.Y. 11516,

Your old 78 records are valuable but not if they are warped
Revolutionary new process straightens records without
cracking or distorting grooves. For information write: P.O
Box 352, Roslyn Heights, New York 11577.

RARE RECORD/TAPE COLLECTOR'S DIRECTORY New
enlarged treasury of over 250 addressed. Annozated All
categories Send $4 95. DIRECTORY, Dept H, 550, East Rus-
tic Road, Santa Monica, Calif. 90402.

THE BLINC AND OTHER PHYSICALLY HANDICAPPED can
know the joy of reading memorabie selections chosen from
over 50 outstanding periodicals, completely free of charge.

Write CHOICE MAGAZINE LISTENING, Dept. HFC, Box 19,
Port Washington, NY 1 1050 or cali 516-883-8280.

SCHWANN'S BASIC RECORD LIBRARY. A 16-page bookiet
histing 150 of the really basic compositions from the classical
repertory 1o enhance your personal record collection. Ony
75¢ per copy postpatd. Order from: ABC Schwann, Single
Copy Dept., 2160 Patterson St., Cincinnati, Ohio 45214.

NEW YORK PHILHARMONIC GUIDE TO THE SYMPHONY
by Edward Downes. This 1.100-page book 1s a composer -
by-compaser, A to Z compendium of program notes from
the Philharmonic. Send $25.00 pius $1.00 for shipping to:
High Fidefity’s Music Listener's Book Service, | Wyeth
Street, Marion, Ohio 43302

SERVICES

COLLEGE STUDENTS! improve your grades. Send $1.00 for
356-page, collegiate research papers catalog. 10,250 avail-
able. RESEARCH ASSISTANCE, Box 259 16R, Los Angeles,
Californiz 90025.{213) 477-8226.

SAVE PGSTAGE! Your mailbox flooded with samples, of -
fers. $2, SASE. VAL-U-CORP., Box 234-HF Mercer, Wis.
54547

ELECTRONICS

ELECTRONIC BARGAINS, CLOSEQUTS, SURPLUS! Parts,
equipment, stereo, industrial, educational. Amazing values!
Fascinating items unavailable in stores or catalogs any-
where! Unusual FREE catalog. ETCO-017, Box 762,
Plattsburgh, N.Y. 12901.

FILMS

VIDE OCASSETTE G-PG-R-X movies only $6.95 after sub-
scription. Videocassettes exchanged for only $19.95. Na-
tional Video Exchange, Box 1012, Warren, Pa. 16365 or
814-723-9124.

WANTED TO BUY

SANSUIRX-150, RX-100, 55-80, NEW OR USED. One
each. Write: Collector, P.O. Box 41630, Tucson, AZ85717.

KEF
KITS

Now you can “build the best
A" in confidence,” as two of

-zmz~ KEF's best-selling speaker
systems —the Model 104aB and
Cantata—are now available in kit
form, enabling you to easily
assemble a high quality speaker
system at a considerable savings.

And, because they are kit
versions of two of our best-selling
speaker systems, you can actu-
ally audition the units at your
KEF dealer before buying and
assembling.

KEF speaker systems are
designed and built using a Total
System Design Concept, where-
by each part is developed to com-
pliment all others in the system
so as to achieve the targeted
performance.

The KEF Cantata kit consists of
abass unit, midrange unit, tweeter
and an Acoustic Butterworth filter,
and builds into an acoustic sus-
pension loudspeaker system with
a power handling capability of 100
watts.

The KEF Model 104aB kit con-
sists rf a bass-midrange unit,
tweeter, Acoustic Butterworth fil-
ter section, plus an acoustic bass
radiator to increase the bass re-
sponse from such a modest-sized
enclosure. The kit makes up into a
bass reflex system with a power
handling capability of 150 watts.

Both the kits include fuse units
to protect the drive units, and con-
tour controls to adjust the final
acoustic output to suit the listening
room.

Loudspeaker kit building has
now been raised to a new level of
ease and reproduction quality.

For more details and the name
of your nearest KEF dealer where
you can hear just how good our
KEFKITS are before your pur-
chase, write to us at the address
below. Individual drive units
and crossover networks are also
available for your special custom
requirements.

KEF Electronics, Ltd., c/o Intratec
Department B, P.O. Box 17414,
Dulles International Airport,
Washington, DC 20041.
In Canada: Smyth
Sound Equipment
Ltd., Quebec.

Clrcle 29 on Page 95
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John Stewart:
Bombs Away Dream Babies
Chappell Music, 10 songs, $6.95

John Stewart, a veteran of the star-
syndrome wars and fondly remembered
from Kingston Trio days, has recorded
ten new romantic ballads in his vigorous,
folk-oriented fashion. Melodically straight-
forward, easy on the throat and the fin-
gers, this folio should be a favorite with
the over-thirty, sing-along crowd.

120 Super Songs (Easy Guitar)
Warner Bros., 120 songs, $7.95

Forthose of us who have been
forced to slogthrough literal but in-
comprehensible transcriptions of re-
corded melismas, roulades, grunts, bel-
ches, and other vocal excesses, relief isin
sight! Ignore the phrase “easy guitar”; this
long-needed volume consists of lead-
sheets only and is designed for those who
have heard the recordings and need only
chord symbols to reproduce the proper
sounds and rhythm patterns. The “120
Super Songs” are just that, including con-
tributions from Fleetwood Mac, Elton
John, Neil Young, America, Joni Mitchell,
and many more. Guitar slashes indicate
the accented beats; syncopations have
been smoothed down to intrinsic essen-
tials, and, mercifully, there is no back-
phrasing. Moreover, the music is notated
in singable keys on the treble staff,
thereby awarding us falsettoless women
our equal performing rights. | commend
this folio and hope that it will start a trend.

Super 200 Songbook
Warner Bros., 200 songs, $14.95

Even the table of contents of this
800-page, four-pound tome crackles with
compressed energy. Represented are
most of today's top echelon performer/
writers, whose continued public accept-
ance has enabled them to use the Top 40
charts as private trampolines. Space limi-
tations prevent a complete inventorylist-
ing, but herewith a sampling: Jackson
Browne, the Eagles, Melissa Manchester,
Neil Diamond, Stevie Nicks, Kenny Log-
gins, Chic, Paul Simon. You name 'em,
you'll find "em. This is a fine assortment,
and the price is right. Who can argue with
seven and a half cents a song?

Enjoy
Music More

If the recorded music you pur-
chase and listen to is important in
the way you enjoy life ... you
ought to know about this source of
helpful information.

Schwann
Record & Tape

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 ar-
tists whose work you prefer ... shows
ou money-savings reprints on budget
abels ... 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 available through your record
dealer if you ask for them by Schwann
titte and number. Schwann opens up
rich rewards in your record collecting
hobby. See your record dealer for
latest copies.

Schwann-1 Monthly. Hundreds of new listings in
many categories. Aiso nearty 45000 available re-
cordings on 686 record labels, 230 tape labels, 84
quadraphonic labels, in classical, recent popular.
rock. Jazz, musical shows, country, opera, ballet,
electronic, etc. $1.25 at your dealer’s.
Schwann-2 The semi-annual companion catalog
for specialized categones: 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, refigious, etc. $7.25 at
your dealer's.

SPECIAL PRICE SAMPLE OFFER
If xour favorite store doesn't carry Schwann,
order samples by mail, BUT PLEASE TRY YOUR
OEALER FIRST. Prices include postage and han-
dling. DBHF3
O Latest Schwann-1 (monthly) . . . .. $2.50¢ea.
O Latest Schwann-2 (semi-annual) .. $2.50ea.
O Combination Offer: latest Schwann-1

(monthly) and latest Schwann-2 (semi-

annual ... $4.50
l'enclose $ for the items cheCked above.
Name
Address
City
State_____ Zp__

Dealer's Name & Address

ABC-Schwann, Single Copy Sales Dept.
2160 PATTERSON STREET, CINCINNATI, OH 45214




Introducing the Bose
550 Receiver.

The new, moderately priced Bose” Model 550
AM/FM Stereo Receiver brings you Bose®
technology and -esearch wrapped up in an
affordable, innovative package. Itincludes a
direct-coupled amplifier that delivers a solid 40
watts of RMS power per channel—enough to
drive almost any loudspeaker. It has an excel-
lent AM/FM tuner section for clear, clean recep-
tion. And exclusive Bose® Source and Room
Compensation Controls let yon acjust for
recording characteristics and for room acous-
tics. These controls make i: easy for you to
remove mid-range boomir ess without losing
your deep bass. Try that with a canventional
receiver!

The Bose” 520 Receiver is designed to drive
any speakers that suit your taste znd budget.
And it contains a unique feature you'll really

. Covered by patent rights issued and/ar pending
L Copyright 1979 by Bose Corporation

appreciate when you upgrade your system.
More and merz customers tell us their first
loudspezkers are interim units and that one day
they hope toinvest in a Bose® 901° Series IV
Direct/Reflecting” Loudspeaker System.
Ownership of the 550 Receiver brings that day
much closer, secause the receiver has a built-in
901" Active Equalizer that gives you a significant
savings wher: vou purchasz= 901" speakers.
Witk or without Bose® speakers, we believe
you won't find a receiver tkat gives you better
engineering, detter design and better sound for
the money. For more information about this
fine new Bose" Model 550 AM/FM Stereo
Receiver, see your nearest zuthorized Bose
dealer. O~ write: Bose Corporation, Dept. HF, ‘
100 The Mour tain Road, Framingham, w
MA 01701

am
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Better sound through research.



METAL

RMAL

For $450, h
you deserve more
than just a switch.

There are other cassette decks at this price that can
handle metal tape. - BIAS ADJ — RIGHT

But only the new Kenwood KX-1060 can get the most out
of every metal tape. And every other kind of tape as well.
The reason is our simplified adjustable bias control with
built-in oscillator that allows you to calibrate the deck to a
specific tape for optimum results. It's one more “hands on’
feature that really lets you get the most out of your deck.

And when it comes to performance, you'll appreciate the
KX-1060 even more. The three ferrite heads have been designed
for better playback sensitivity and remarkable frequency
response (30-18,000 Hz +3dB with chrome or metal tape).

To eliminate a common problem on other manufacturers’
three head decks, we've increased our tape-to-head contact.
This maintains constant output and high frequency response.
At .045% (WRMS), wow and flutter has practically been
engineered out. Signal-to-noise is an outstanding 65dB. .
Not to mention Kenwood's Double Dolby** for true monitor- @ KENWDDD
ing right off the tape for extreme accuracy in recording. e K s sea Vllow P

At Kenwood, we think that metal tape is the future of or the Kenwood dealer nearest you, see your Yellow Fages.
ultimate-quality recordings. With the KX-1660, you can ?r write K‘::WOOG‘ P.0. Box 6213, Carson, CA 50749,
take full advantage of any metal tape and get the very best n Canada; Magnasonic Ganada. Lid

Simplified adjustable bias control with built-in oscillator lets you
get optimum results with any kind or brand of tape.

i *Nationally advertised value
performance DOSS|b|e. Actual prices are established by Kenwood dealers.
See your Kenwood dealer and get your hands on one soon. *+Dolby is & trademark of Dolby Laboratories, Inc

@ KENWODD STEREO CASSETTE DECK
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