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NEW ELECTRONIC DESIGN

ANTIQUATES SO-CALLED

Since its inception in the 1960’s, there’s been
alot of debate as to whether “high speed” is just
alot of fast talk or whether quick rise times and
high slew rates are efftctive in lowering
distortion.

Now Pioneer’s latest technology brings an
end to the heated ““high speed” debate. Because
Pioneer’s new Non-Switching Amplifier design
has been recognized as a most significant tech-
nological advance. It produces distortion levels
so vanishingly low (.005%), its sound purity and
specifications are comparable to the very best
most expensive power amplifiers.

In fact, further study of Pioneer’s new Non-
Switching technology will show why “high speed”
has become obsolete.

NO MATTER HOW FAST YOUR
AMP, IT’S STILL BEHIND
THE TIMES.

The truth is, “high speed” is just a fancy
name recently given to an electronic technology
that dates back nearly two decades. The terms
slew rate and rise time were around when most
amps had vacuum tubes and transistors were
rarities. In fact, the only thing new about the
terms slew rate and rise time is their recent
abuse.

THE HIGHER THE SPEED,
THE BIGGER THE CON.

Kenwood, Sansui, and other manufacturers
of high fidelity components boast that their
units offer higher fidelity because they offer
higher slew rates than the competition.

A slew rate of 200 volts per microsecond
(v/us) and a rise time of 0.85 ps. do indeed sound
impressive. They are at least three, four and
sometimes even up to 10 times faster than those
found on most of today’s equipment.

But the truth is you no more need rates like
this to get superior high fidelity reproduction of
music than you need to be an Olympic weight-
lifter to turn the page of this magazine.

HIGH SPEED GOES
NOWHERE FAST.

To understand why “high speed” isreally *“all
talk and no action.” you must first understand
what’s meant by slew rate and rise time.

Slew rate is the maximum rate of change or
slope of a signal measured in volts per micro-
second. Like miles per hour, it’s a rate of how

“HIGH SPEED"TECHNOLOGY.

fast something is traveling. And in this case that
something is the musical signal.

All it takes is a simple calculation to show
what slew rate would be necessary to handle the
most extremely demanding musical signal.

Let’s assume 20,000 hertz to be our musical
analog with a peak value of 40 volts which will
deliver 100 watts of power into 8 chms.

The steepest part of the wave, where the
slew rate is greatest, is at the zero crossing
point. The slope at this point is the derivative of
the sine wave with respect to time (dt):

The waveform is 40sin 2rft; and taking its
derivative,

So this extreme case signal only has a slew
rate of 5. And if the power was increased to 400
watts, the slew rate would only double.

A slew rate of 200 volts per microsecond like
Kenwood boasts, only adds one thing to your
amp. A high price tag.

Rise time is the time it takes for a signal to go
from 10% to 90% of its peak-to-peak value.
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Another simple calculation will show the
rise time necessary to handle a 20,000 Hz. sine
wave.

The arcsin of -0.8 is the angle at which a sine
wave is at 10% of its peak-to-peak value and
+0.8 when it’s at 90% of its peak-to-peak value.






The Moo Sgpe of Sound

" The new Stereohedron Ser es
XSV/4000 carries on the tradition of
excellence sioneered by the critically
acclaimed XSV/3000. It fearures the
Stereohedron® s:ylus tip, a major
innovaticn in low mass tip technology
trat assures exceptionally quick rise
time to trace high frequency informa-
ionin the g-oove.
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The Pickering XSV/4000 with low
mass samarium cobalt magnet is the
iceal choice for playback of today's -
most advanced direct-to-disc and
digital recordings.

Pickering & Co., Inc., Sunnyside
Blvd., Plainview, N.Y. 11803.

@ PICKERING

“for those wia can [hear| the difference”
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“A Technological
Masterpiece..."

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 - - -

Wcintosh Laboratory Inc.
"ox 96 East Side Station
ghamton, NY 13904

e
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___ State

Zip

‘n a hurry for your catalog please
upon to McIntosh. For non-rush
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4 HIGH FIDELITY
EDITORIAL

#

Fidelity to What?

colleague berates me for the April editorial, or at least its headline: “Too

Much High Fidelity?” (note the sneaky question mark). You may re-
member that | was complaining about all the sonic garbage that one hears on
contemporary recordings because producers, in order to get “presence,”
mike the performers too “tightly.” As a result, a record buyer often spends
his money for a recording of hands sliding up fingerboards, feet manipulating
pedals, and lips sucking in air—the very sounds the finest musicians spend
years practicing to tame. But how, the complainant asks, can there be too
great fidelity to the musician’s performance? If that is how he plays, that’s the
way you should hear it, right?

Let’s mike this question a little tighter. Take Jascha Heifetz, for
instance. Heifetz, it is generally accepted, was in his prime the finest violinist
qua violinist in memory, perhaps in history. Besides other facets of his in-
comparable technique, his clean, brilliant tone was the ideal toward which
generations of violin students strove.

It's a good thing they never heard him up close. When Heifetz
“dug in”’ to the music he was one of the noisiest performers ever to draw
horsehair against catgut. Close up, his scratch could almost drown out the
notes. But Heifetz wasn't projecting up close, he was projecting into the au-
dience where, by the miracle of his technique, all one heard was that clean,
brilliant tone vibrating with passion. And what was this miracle? Basically the
phenomenon that the higher frequencies are absorbed and muted to a greater
extent than the lower frequencies as they traverse the air, and since the highs
dominate the violinist's extraneous noises, they simply dissipate before they
get far into the audience. Similarly, if contemporaries’ reports are true, Wal-
ter Gieseking’s famous ethereal, “half-sounded” tone in his recordings of the
1930s resulted from his producers’ moving the microphones far enough away
from him and his piano to avoid picking up all his grunts and groans.

Why, if the noise generated at the point of musical origin in con-
cert (by the musician or his instrument) is acceptable, does it become intoler-
able when generated at the point of musical origin in your living room (by the
speaker)? Primarily because in your living room the noise has not had the
space to dissipate. But then, would you want Heifetz to perform, live, in your
living room (even if he didn’t tone down his performance to fit its smaller
size)? You bet! Just to see his wizardry would be rewarding enough. You'd
enjoy his tuning up, his clearing his throat, his rosining his bow. But you
wouldn’t want a recording of all that, at least not if you preferred the music he
could produce to the evocation of his—pardon the expression—"presence.”

Tight miking of singers also presents problems. What one pro-
ducer calls the “marvelous character” of the voice comes through splendidly,
but so do the singer’s deficiencies. To take the edge off the tight-miked defi-
ciencies, the producers do the same thing they do with instrumental record-
ings; through the marvel of electronics, they add echo.

Getting back to the original complaint, okay, my apologies. It's
not a question of too much high fidelity, but of what is being reproduced so
faithfully. High fidelity begins with the composer’s conception. The next
step, at least in traditional music, is how he commits the concept to paper.
This is followed by a performer trying (or not) to be faithful to the notes and
their implications. Only then do high fidelity recording and reproduction
take over. Offhand,  can’t remember any scores calling for the amplified
sound of a guitar rubbing against corduroy pants.

facna
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Everyone krows wha: Technicsdirect drive does for T h 4
performance and accaracy in our turrtables. That's eC nlCS
why 73 of t1e top 100 radio s:zations that use turn- i
tables use Tecanics direct-drive turntzbles. Now, for 1
only $330; you can record your cassettes with the !
accuracy of Technics direct drivz. And that says a lot
about the Tachnics RS-M45.
So dces its tape transport system. Especially when
you consider what the RS-M45 has going faor iz: An
FG servo DT cirect-crive capstan motos. Aad while '
0.035% wow and flutter can t2l you a Ict atout our
direct-drive performance, the world’s orlv limited
3-year moter warranty' tells you a lot more.
Equal’y impressive are the ES-M45% cole10id con-
trols. Tkey not only make switching from ore mode
to another simple anc accuratz, they also pt t minimal
strain on the tepe zransport system.
And t2 put ninima. strain on you, there’s the op-
tional RP-9645 remoze control unit. With it. all trans-
port functions, as well as record mute, can b2 operated
from your easy chair.
Just as special are the RS-M45's fluorescent VU
meters with auzo-reset peak-ho d. They'e fast, elec-
tronic ard h ghly accurate. You'll also like Dolby* NR
and a S/N ratio of 68 dB.
And if our SX rezord and playdack heads make CrQ,
tape sound great (20 Hz- 18 kHz), wait undl you hear
the increased frequency respoace (20 Hz-2C kHz) and
extended dmamic range of metal.
Technics RS-M45. Direct drive and <o enoid con-
trols say it isn’t your typical $330 cassett= deck. In
fact, compased to the leading brands, i-'s one of a kind.
And that’s very typical of Techizs.
* Technacs recommend-=d orce, but actual grice will be setby dealers.
+ Limited 3-year marrasty os the direct-3rive motor arg) Imited 2-year war-antx on the

deck. Includes bor ar d parts. Carry-in se-vice. Proos ofipurchase rquired. Warranty is
void far commercial use. 1 Dolbr is a wadz2mark of Golty Laborato-ies.

How to tape your records
as accurately asTechnics
direct-drive turntables play them.
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The New Dynaco A150
& A250 priced from $150.

Dynaco helped create
stereo hi-fi 85 years ago.
We built a reputation based
on rigorous yet simple de-
signs that produced more
sound than the industry
had ever seen.

Now we've come back
to do it again. With two
new speakers that are far
and away the best we've
ever built. Each of these
systems continues the
Dynaco legend of simplic-
ity and performance at a

modest cost. Each in its
own way will make you
part of a listening experi-
ence that for 25 years has
meant, only Dynaco.

To sample that ex-
perience, take your favor-
ite record album to your
Dynaco dealer. Lean back
and listen. You'll hear that
Dynaco sounds better than
ever. And the legend will
continue. We have many
new and exciting products
coming your way.

olynaco

We build them like we used to.

Shawmut Road - Canton, Mass. 02021 - (617) 828-7888
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[Vivian] Perlis:

Charles lves Remembered [An Oral History]

Jves was also an innovator in business. Insurance
was a hard-hitting, competitive trade. Many of his ideas
have now become basic, and the success of lves and Myrick
Co. was due to the daring with which both partners
applied them to the seling of life iInsurance.
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Let Onkyo transport you to a world beyond
electronics.. .to a world of more perfect sound
Where you'll hear music of such stunring purity
and sensual richness, that you'll forget you're
listening to an audio system.

That's the secret of O

dramatic success. The unique ability to take you
several steps beyond pure technology. .. to experi-

ence more exciting sound
components...including al

The Onkyo TX-7000 Cuartz-Locked AM-FM
Stereo Receiver is an outstanding example. Both its
power amplifier and FM sections are rich with impor-

tant new design concepts
The TX-7000's power

major innovations never before present in a stereo

recelver. The first is called

eliminates the sonic “ghost signals” common to DC

power amplifiers. As ares

voice sounds purer and more individually real . ..

regardless of volume
level. Perhaps for the
first time, you'll experi-
ence stereo with true
depth, spaciousness,
and a remarkably
discernable third-
dimension.

The second innovation

nkyo...and Onkyo's

~And you'll find it in all our
| four of our new receivers.

is Linear-Switching which lets us provide

Class A amplifier sound quality with Class B power
efficiency. Crossover distortion is significantly re-
duced. And output power is very highly efficient. ..
90 watts per channel with no more than 0.02% THD.*

The TX-7000's FV section is also clearly
superior. .. picking up weak stations noiselessly and
strong stations without distortion.

A unique Human Touch Sensor automatically
controls the Quartz-Locked system for more reliable
and convenient operation . .
instantly when it senses ycur touch on the tuning knob
...engaging it again as your fingers leave the knob.

.releasing the system

Special circuits also monitor both channels . ..

amplifier provides two
Super-Servo and it totally

ult, each instrument and

TR

m&mnm |

The Onkyo TX-7000

A remarkably advanced new stereo receiver
that provides dramatically superior sound quality.

detecting and cancelling out sound distorting FM

signal noise. Other circuits cancel out appliance noise.
Digital FM readout . . separate bass, mid and

treble controls.. 2-way tape dubbing facilities . .

and dozens of other impartant features are all found

in the TX-7000. And the TX-7000 is just one of four new

receivers from Onkyo.
Hear “the secret of Onkyo”.
Hear receivers so
advanced, they transcend
mere technology.

Onkyo USA Corporation
42-07 20th Avenue

Long Island City, N.Y.
11105, (212) 728-4639

Minimum RMS at 8 ohms both ck
driven from 20 to 20,000 Hz
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JVC has brought you a lot of
cassette deck technology...
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Now, it’s priced so you can

While a lot of companies were
calling their flashing lights and
elaborate memory systems “break-
throughs,” JVC was exploring ways
to make cassette recordings sound
better.

As a result, we've not only come
up with important ways to improve
cassette fidelity; we're also able to
offer them in affordable decks.

The KD-A33, for $299.95," is a per-
fect example. Naturally, it's metal-
compatible, as are all eight decks in
JVC's line. But more important, it
delivers everything that metal prom-
ises: stunning clarity, especially with
high-energy musical transients. Very
low distortion. Superb deep-bass
extension. Accurate frequency
balance.

How do we achieve this kind of
fidelity? It's mainty in our heads.

bring it home.

SA heads. Comprised of a sendust
alloy in a laminated structure, these
JVC heads were the first to take
advantage of sendust's electromag-
netic and physical superiority, while
avoiding the high-frequency timita-
tions of conventionat sendust. So
they're perfect for recording and
erasing metal tape, as well as any
other kind of tape.

Our Super ANRS contributes a lot
of fidelity, too. Years ahead of its
time, Super ANRS combines noise
reduction and headroom extension.
That means improved dynamic range
with both metal and non-metal tapes.

Metal-compatible

KD-A33

cassette deck

We also offer the professional
convenience of full-logic, solenoid
controls. Unlike stiff, mechanical
switches, solenoid controls are acti-
vated by a light touch. And you can
switch directly from mode to mode
({like “record” to “rewind”) without
damaging the tape or the deck itseif.
The KD-A33 also provides accurate
YU meters with readings to +7 dB
and provisions for optional remote
control.

The specs are no less impressive.
Frequency response is an honest
30-16,0000 Hz +3 dB. When you use
Super ANRS, it will sound even wider
tecause of added high-frequency
headroom. Wow and flutter are 0.04%
WRMS. Signal-to-noise ratio is 70 dB
with ANRS in.

“Manufacturer's suggested retail price.

METAL MUSIC TAPE
T P W
2 wmth s soe

Residual flux den: slylﬂ\*//7 ‘

Metal tape
f ©
L / l

yd /‘L/Convemional hi-fi tape
Br

Cc \Termmas

Ferrite
care

)

Gaps Sen-Afloy chips

800-221-7502

Just dial this toll-free number
for the location of your nearest
JVC dealer. (In New York State,
212-476-8300.) While you're there,
you can also check out our KD-A7,
metal-compatibie deck with built-in
svectro peak indicators, for $499.95.*

-J
Hysteresis curves: metal vs. conventional tape

FIE

S il O

sea Il APYA-:
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KD-A7

2-Gap SA erase head

ms KD-AS
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58-75 Queens Midtown

Our KD-A8, with a built-in B.E.S.T.
computer. Or any of five other JVC
decks that were built with only one
goal in mind—to give you quality
cassette performance for your doliar.

o) . 4
US JVC CORP
Expressway, Maspeth, N.Y. 11378 212-
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MEMOREX HIGH BIAS TEST NO. 5.

WHICH HIGH BIAS TAPE
STANDS UP TO A GENRAD
REALTIME ANALYZER?

The GenRad 1995 Real-Time Analyzer i3
among today's state-of-the-art devices fo
accurately measuring and displaying audio
signals. That's why we used it to show trat
MEMOREX HIGH BIAS is today's state-of-
the-art high bias cassette tape.

d..pm ' When tested at standard recording leve s

i against other high bias tapes, none had
."' 1 a flatter frequency response than
DQ’? MEMOREX HIGH BIAS.

m And, the signal/noise ratio of MEMOREX
iy s e HIGH BIAS proved to be unsurpassed at
> the critical high end.

Proof you can't buy a high bias cassette
that gives you truer reproduction. And isn't
that what you buy a

high bias tape for? . . - m ‘
IR,

Is it live, oris it

MEMOREX T

— o |7 MEMOREX 90

‘EMOREX MIGH BIAS

Phones

The GenRad 1995 integrating Real-Time
Analyzer measured signals from a
Nakamichi 582 cassette deck. Input
signal source was “pink noise" at OdB
(200 nanowebers—standard record
level). It you'd like a copy of the test
results, please send a self-addressed,
stamped business-size envelope to the
address below. Ask for the GenRad Test.

£ 1980 Memorex Corporation
Memorex Audio Development Center, P.O. Box 988, Santa Clara, CA 95052. U.S.A.
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Car Stereo for the ‘80s

The spotlight’s on features and size

by Robert -Angus

Voluntary guidelines on how to
measure and advertise the power out-
put, distortion, and other performance
characteristics of car stereo equipment
went into effect on January 1, just be-
fore manufacturers took the wraps off
their 1980 models. The result is consid-
erably less emphasis on power and less
talk about specifications.

Not that the components them-
selves have changed very much—ex-
cept that many of them are smaller than
last year’s equivalents and even more
crammed with features. What has hap-
pened is that last season’s 40-watters
and 100-watters are this season’s 10-
watters and 40-watters, in line with the
adaptation of FTC guidelines to cover
car stereo equipment as well as home
components. Last year manufacturers
used "music” or “peak” power for rat-
ings and combined the output of the
channels to arrive at figures well in ex-
cess of those for many home models. A
four-channel amplifier putting out 10
watts per channel of "music power” be-
came a 40-watter, for example.

Detroit’s smalier X-body cars are
partly responsible for the shrinking ef-
fect. They require smaller audio systems
that still contain all the necessary selling
ingredients, plus such extras as radio
pushbuttons, higher amplifier power (in
real watts), and more knobs, LEDs, and
sliders. But that’s only part of the story.
The rapid pace of technology makes this
kind of condensation possible, and it is
evident in smaller components that are
made for installation in standard cars
but that do much more than last year's
counterparts.

For the traditional audio buff, the
big news remains the growing number
of high fidelity equipment manufacturers
that are getting into car stereo for the
first time. Newcomers include Kenwood,
Sony, Aiwa, Avid, Cerwin-Vega, and Al-
tec Lansing. And while they have been
laying their plans, and established car
stereo makers like Sparkomatic, Clarion,
Alpine, Kraco, and Audiovox have been
beefing up their own offerings, Detroit
has not been idle.

Up until a few years ago, three-
quarters of the sound equipment in
American cars had been installed by the
audio manufacturers. The birth of true
< Circle 35 on Reader-Service Card

mobile high fidelity systems about two
years ago caused that figure to decline,
and the car maxkers have responded by
improving the quality and performance
specifications of their audio extras. GM's
Delco division, Ford, and Chrysler are be-
ginning to offer power amps and equal-
izers of their own-—in some cases not just
to buyers of new cars, but to owners of
older models as well.

Again, X-body cars are surely be-
hind the desigr of smaller components
from Sanyo, Clarion, Craig, Pioneer, Al-
pine, and some of the other leading
names in the autc sound field. Typical
models are Sanyo’s FT-CE, the Pioneer
KP-1500, and, in a special mount, the
Clarian PE-7513. The Sanyo, priced at
$130, has an auto-reverse cassette deck

Avid Ten-Plus system

Sanyo FT-C8 de-
signed for verti-
cal mounting in
new X-body
cars.,

with a scanning system to locate the
next selection on the tape, an FM sec-
tion with an FET front end and phase-
lock-loop multiplex decoder, and an AM
radio. Pioneer’s version selis for $10 less
but lacks auto reverse; it has a stereo
FM/AM tuner with a muting circuit and
power antenna activator. Further up the
price scale, at $390, is Clarion’s model, a
10-watter whose FM tuning section
contains an IC chip that reduces noise
and balances selectivity and sensitivity
automatically and continuously in use.
This uitrathin auto-reverse cassette deck
has Dolby, among other features.

Concord claims a major tech-
nological breakthrough with its Dy-
namic Compliance amplifiers, which are
designed to measure speaker perform-
ance and to adjust output to compen-
sate for any deficiencies. Alpine’s Model
7308 ($700) probably represents the
epitome of big performance in a small
package—a tiny head-end unit that
combines a 6-watt [per channel, sine
wave) power amp with a pushbutton-
operated stereo FM/AM tuner and
metal-tape-ready cassette deck. Tuner
frequency reads out digitally; there’s a
music sensor system and seek-and-scan
feature in addition to Alpine’s gear-drive
cassette eject mechanism.

The new kids on the block—Sony,
Kenwood, Avid, Aiwa, et. al—bring plenty
of goodies with them. Twenty come
from Sony alone: one AM/FM and one
FM-only tuner, four cassette decks [two
with built-in amps), four amplifiers, and
ten speaker models, some with ampli-
fiers. The most expensive amp is the
XM-1 pulse-width-modulation unit with
an output of 70 watts per channel and
a price tag of $300. Kenwood's offerings
include three in-dash cassette/radio
combinations, ranging in cost from $270
to $450; a tuner/deck cassette, Model
KRC-721 ($400); two speaker systems;
and a series of underdash separate com-
ponents. A feature of Kenwood's FM
tuners is an automatic noise-reduction
circuit that constantly monitors and ad-
Justs FM reception. Aiwa’s first car
stereo products include two auto-re-
verse cassette decks, the 5-watt CTR-
2040 and the 7-watt CTR-2060, which
has noise suppression and auto eject;
and the SC-16Y speaker, a three-way
rear-deck air-suspension system rate
handle 30 watts.

Avid's auto sound debut ¢
of five speaker systems, rangin-
up to $275. At the low end (¢
pair), are both the RD-5, a 4
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Its called print-through.

And if you think it interferes with your
reading, you should hear what it does
to your listening.

It happens on tape that has low
magnetic stability Music on one
layer of the tape is transferred to
music on an adjacent layer, causing
an echo.

At Maxell, we've designed our
tape for superior magnetic stability:
Sowhats happening to the opposite
page won't happen to your music.

You see, we believe you should only
hear the music you want to hear

Nothing less, and nothing more.




Empire's EDR.9
The Phono Cartridge
Designed for Today'’s

Audiophile Recordings

Direct-to-Disc and digital re-
cording have added a fantastic new
dimension to the listening experi-
ence. Greater dynamic range. detail,
stereo imaging. lower distortion and
increased signal-to-noise ratio are

just a few of the phrases used to de-

scribe the advantages of these new
technologies.

In order to capture all the bene-

fits of these recordings, you should
have a phono cartridge specifically
designed to reproduce every bit of
information with utmost precision
and clarity and the least amount of
record wear.

The Empire EDR.Y is that car-
tridge. Although just recently intro-

duced. it is already being hailed as
a breakthrough by audiophiles. not
only in the U.S.. but in such foreign

markets as Japan, Germany. Eng-

land. France, Switzerland and

Sweden.

At $200. the EDR.9is expensive,
but then again, so are your records.

For more detailed information
and test reports, write to:

Empire Scientific Corporation
1055 Stewart Avenue
Garden City, New York 11530
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Continued from page 11
wide-range door-mount woofer, and
the 6-by-9 Model 1 woofer with whiz-
zer, 20-ounce magnet, magnetic cooling
fluid, and high-temperature voice coil.
Model Ten incorporates a 6Y%2-inch
woofer and 1-inch soft dome tweeter
on a chassis designed to fit into a 6-by-9
or 4%-inch round cutout. A pair of
Model Tens ($225] plus a pair of RD-5s
comprise the Model Ten-Plus, which
costs $275.

ADS, one of the first companies to
produce high fidelity components for
cars, also becomes one of the first to
produce a subwoofer for cars. The 7-
inch driver has an independent elec-
tronic crossover and is designed for rear-
deck mounting. Packed in pairs, the sub-
woofer is suitable for use with virtually
any full-range car speaker. Price was not
available at press time but is expected to
be less than $200. At the same time,
ADS has stripped down its Model 10
Acoustic Dimension Synthesizer time-de-
lay system to fit in a car. The Model 5
requires two additional channels of am-
plification and is designed to reproduce
the acoustics of large or smail halls in
your vehicle.

Altec Lansing likewise offers a car
subwoofer, the SW-1. At $220, it is de-
signed to fit a 6-by-9 rear-deck cutout
and cover 50-150 Hz. The company
also makes a full-range 6-by-9 unit, the
6X9-4A (580, the TKI 3-inch tweeter
($35), and the SKI 5%-inch midrange
($50). Cerwin-Vega has two new mobile
speakers: The CS-18 is a 6-by-9 system
for rear-deck mounting, complete with
filters to prevent acoustic interaction be-
tween the drivers, and the DC-5 is a
fully enclosed two-way system using a
5-inch woofer and dome/horn combina-
tion high-frequency driver.

The established manufacturers ob-
viously could not afford to remain idle.
From Sparkomatic come the SK-6950
and SK-650 SPX series four-way 100-
watt sets ($100 for a pair of 6-by-9s, $70
for a pair of 6-inch round door-mount
models). There are six models from Pana-
sonic: two Sound Pump 100 units, a 6-
by-9 and a 5%-inch; two 4-inch flush-
mount full-range speakers; the EAB-030,
a 3%-inch round front speaker, costing
$10; and the EAB-050, a 5-inch round
super-thin speaker with a waterproof
cone, priced at $22.50. Grundig has
added three speakers with high power-
handling capacity: the Model GLA-1230
{s20), the GLA-1640 (525), and the
GLA-1845 ($27.50). And then there’s
Jensen’s eighteen-model Series 1 family
of speakers, ranging in price from a 3%-
inch front-mount system for $15 to

HIGH FIDELITY

three Triaxials, each for $60. Others in
the series are a 6%-inch coaxial mode!
with a profile less than 2 inches deep, a
4Y-inch coaxial, and a group of dual-
cone speakers.

“Hi-Comp” is the magic word at
Audiovox, where it means a $1,000 "ul-
timate” auto sound system—well, ulti-
mate for 1980, anyway. It consists of
an HCM-0010 electronically tuned AM/
FM multiplex receiver with an auto-re-
verse cassette deck; an HCE-750 semi-
parametric graphic equalizer with five
slide-bar response controls and biamp-
ing capability; a 120-watt four-channel
power amplifier, Model HCB-830; and
the HCS-362 6-by-9 three-way speaker
system. The price includes installation, as
well it might.

Spectron, a company that plans to
specialize in high-technology car stereo
components, has four offerings: a $329
60-watt power amplifier, and a $65 line
driver designed to drive it from non-
component radios and tape decks, a
$209 preamp and three-band equalizer,
and an electronic crossover for use in
biamplified sound systems, priced at
$179. Magtone’s line culminates in the
Model 4100, a five-band equalizer/
preamp ($240). Fujitsu Ten's new prod-
ucts include the Model DP-644 AM/FM
cassette combination, with 16 watts per
channel and an auto-reverse tape deck
{5150. Its Mode! DP-7874 is a tuner/
cassette/preamp priced at $170 and fea-
turing auto reverse, a four-way fader,
and adjustable control shafts. And the
§SB-4B37 is a miniature acoustic-suspen-
sion speaker system, whose aluminum
housing measures 9 by 5 by 6% inches
and contains a 4-inch woofer and 1-
inch high-frequency driver {$75).

Finally, there are three new cas-
sette decks from Blaupunkt, all with
auto reverse: the CR-4000 manually
tuned radio/deck with a 7-watt four-
channel amplifier and sendust playback
head [$344); the New York Stereo CR
with radio and 20-watt quadriphonic
ampilifier ($438), and the four-channel
CR-5001, 14 watts per channel, with
stereo FM/AM digital tuner and clock
{s450).

So, while 1980 may be remem-
bered as the year in which X-body cars
taxed the ingenuity of engineers in Ja-
pan to come up with ever smaller elec-
tronics and speaker systems, luxury cars,
vans, and other kinds of vehicles were
not neglected. Somewhere out there are
an equalizer and subwoofer, a digital
time-delay system, and a booster amp
that will perform wonders in your Lin-
coln, VW Rabbit, or Jeep Wag-
oneer. HEF



| JBL'S NEW L150:
ITS BOTTOM PUTS IT ON TOP.

JBL's new 1150 takes you
deeper into the low frequencies
of music without taking you
deeper into your budzet.

This short-tower, floor-
standing loudspeaker system
produces bass with d=pth,
power and transparency that
comes incredibly close to a
live performance.

A com-

plete y new 12"

dnver was createc

forthe L150. It has
\ / an irnovative

magnetic assembly
the result of years of
researca at JBL. It
uses a stiff, heavy cone
that’s heen coated with an
exclusive damying farmu-
lation for optinum mass
and density.

And it has an
unusually large 3"
voice coil, which aids
the L150's effidency
and its ability to
respond to transients

(peaks, climaxes
and sudden
spurts) im music.
! Thare’seven
. mo-e to the L150’s
hottom—a 12"
= passive radiator. It
\ looks like a driver
 but :t's not. We use
it to replace a large
volume of air and
contribute to the produc-
tion of true, deep Ixss. Bass
without hoom.

If you're impressec with the
L150’s lows, you'll be eqaally
inpressed with its highsand mids.
Its powerful 1" high-frequency

Circle 26 on Reader-Service Card

dome radiator provides wide disper-
sion threughout its range. And a5”
midrange transducer handles high
volume levels without distorting.
The maximum power recom-
mended is 300 watts per channel.

Tne L150’s other attributes
include typical JBL accuracy —the
kind that recording professionals
rely on. Maximum power/flat
frequency response. High effi-
cieney. And extraordinary time/
phase azcuracy.

Before you believe that you
can't afford a floor system, listen to
an L150. While its bottom is tops,
its price isn't.

Jemes B. Lansing Sound,

Inc., 8500 Balboa Boulevard,
Northridge, o —
CA91329. [N




Direct Drive and
solenoid controls in a new

s 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-

“ymance, feather-touch solenoid elec-
gromc controls for superior operation
ndq metal tape compatibility for
g Xanate in frequency response.
n incredible amount of
engineering packed into
isher cassette deck.

» FISHER

_LVCTEE BROWN /G IR Y
| 2FOR BLEE |

Direct Drive tape transpori.

The rugged capstan on the DD300

is directly driven by a high-torque 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 amazingly low
0.04%. A separate motor is provided
for fast forward and rewinc.

No compromise.

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

ICOUNTER
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manual controls. A feather-light
fingertip touch sets the DD300 in
motion. An IC logic circuit actuates
the solenoid transport function for
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 signai-to-
noise,dynamic range and a frequency
response of 30Hz-18kHz + 3dB.

Get set, 100, to make recordings that
rival studio-produced tapes.
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Drive coils provide
pulsating magnetic

18-pole permanent’

ring magnel is Separate motor

tield to propel bonded to bact of ope-atestasl forward
flywheel. flywheel. and rewind functions.

Irstant. silent.
Sensing coil. positive tape
be!m'een driving transport tunctions
coils and ame operated by

flywheel magnet
continuously
monitors speed in
DC servo circuil.

solenoids.

Dynamically-
balanced flywhee!
weighs over V2 Ib..
helps maintain speed
accuracy. low wow
and flutter.

-
rd

Capstan shaft iz directly

connected to, axd is part of

the flywheel. There are no belts.

no pull2ys. ® Fisher Corporation, 1930

INPUT SELECT

It’s what you’d expect from the new
Fisher. We don’t have the space to
lit all the other features of the new
Fisher DD300. Features that are
indicative of the high technology of
th= naw Fisher. We invented high
fidelity 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
ycur =isher dealer.

Fisher Corporation, 21314 Lassen Street,
Chatsworth, CA 91311

7/ FISHER

Thefirst namein high fidelitys




IN THE PURSUIT OF AN

Artists and high fidelity manufac-
turers share a common objective: we
each seek to create an illusion.

For the artist, the illusion is one of
dimension: of space, form, time.

For the high fidelity manufacturer, an
equally exacting challenge: we seek to
create the illusion of reality.

And that, by way of introduction,
brings us to a new series of Epicure
speakers.

The 1.0, 2.0 and 3.0 Series II are the
result of our determination to overcome
problems once considered too subtle or
"tricky’’ to tackle.

Thus they extend state-of-the-art as it
relates to such diverse and, heretofore,
intransigent problems as coloration,
dynamic range and power handling lim-
itations and stereo imaging.

1.0

Epicure is renowned for outstanding
smaller speakers. The 1.0 is our new
performance standard.

Like the 2.0 and 3.0 Series I, it has a
unique Acoustical Loading Sphere
tweeter, devised to reinforce high fre-
quency performance without causing
erratic response or dispersion patterns.

The speaker also boasts a new high

———

1.0 staid is optional

efficiency, high power capacity, low
distortion bass driver and an advanced
crossover.Itsmechanicallyinertcabinet
reduces coloration and diffraction.

2.0

Dur second step toward a more con-
vincing illusion, the 2.0 employs a
unique dual suspension passive radiator
that extends deep bass response with-
ontdistortion.

Cabinet-induced coloration is virtu-
ally eliminated by the bonding of multi-

Epicure Producss Incorporated, Mewbusyport, M.A 01950. A subs.diary of Pznril Corp.

ILLUSION

ple layers of a high density damping
compound to the interior surfaces of the
cabinet. Diffraction is controlled
through the use of absorptive foam on
the front baffle.

When you listen to the speaker, you'll
hear sound produced by drivers. Nct by
the structures that support them.

3 0 Series 11

The product of literally years of
research, the 3.0 Series Il is our highest
achievement in sound reproduction.

The 10” bass driver has a heavy duty
2" voice coil and a special magretic
structure that controls distortion at
high power levels. The midrange driver
employs high viscosity ferro fluid
damping which also increases power
capacity. Its ALS tweeter is mounted in
a housing that eliminates diffraction
and preserves the stereo image.

Finally, its special cabinet and damp-
ing treatment provide the drivers with
an ideal acoustical environment.

Three new speakers from Epicure,
each providing a more convincing illu-
sion of reality. Listen to them, and we
think you'll be convinced as well.

For a technical explanation of our
new speakers, write for our brochure.

EPICURE
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Do-it-yourself receiver

The AR-1650 is Heath's latest and most technologically advanced AM/
FM receiver kit. The unit features a digital frequency readout, signal-strength and
center-tune meters, and a system to correct mistuning automatically. It also contains
defeatable bass, midrange, and treble controls. Rated power of the receiver is 125
watts (21 dBW/) per channel into 8 ohms, with less than 0.05% total harmonic
distortion from 20 Hz to 20 kHz. With an anodized black front panel, the AR-1650
costs $799.95; with a natural aluminum panel, the price is $779.95.
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Nikko’'s debut deck

Nikko Audio’s first entry in the cassette recorder field is the ND-790, a
two-head, metal-ready deck. Among its features are dual LED recorging meters that
can be switched into VU or peak-hold modes, three-position bias and EQ switches
with fine bias adjust, and memory rewind. The ND-790, designed to fit in a standard
EIA rack mount, costs $330.
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Parametric kit from Phoenix

A low-cost stereo parametric equalizer, Model P-94-S, is available by
mail from Phoenix Systems. Two bands of continuously adjustable EQ cover a
frequency range of 40 Hz to 16 kHz independently in each channel. A special

Continued on Page 20
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High Fidelity News

KEF update

After several modifications, the
Model 105 speaker from KEF carries the
suffix Series ll. The new system contains
a self-powered electronic protection cir-
cuit that prevents damage to the drivers
and crossover network by reducing in-
put to a safe level should peak voltage
levels become too high. KEF says an im-
proved bass-loading technique results in
efficiency comparable to a bass-reflex
system and reduced low-frequency col-
oration. The 105 Series il costs $1,100.
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CIeanlng/destét
combo

Audiotex has introduced the
hand-held RC-2000, said to neutralize
static charges while removing dust from
records. The trigger-operated device di-
rects a stream of positive and negative
ions onto the record surface while sev-
eral rows of nylon bristles, surrounded
by a silk velvet pad, sweep dust and dirt
from the grooves. No liquids need be
used with the RC-2000, which costs
$24.95.

Circle 140 on Reader-Service Card
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A preamp,
by Zeus!

Zeus Audio Systems’ Model 8444
preamp was designed for use with elec-
tric instruments but is said to work
equally well with acoustic instrument
transducers and as a line-level effects
booster. It also serves as an impedance
matcher with low-impedance guitars.
Powered by a 9-volt battery, the
preamp has separate volume and tone
controls. Conveniently sized for on-the-
road musicians, the 8444 selis for $29.95.
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Taping in time

Real-time tape plotting, allowing
the recordist to tell how much tape has
been used in minutes and seconds, high-
lights Bang & Olufsen’s Beocord 8000
two-head cassette deck. An automatic
music-search system can locate desired
program material with real-time input
entered via a front-panel keyboard.
Other features include a built-in timer
for unattended recording, automatic
head demagnetization, and headphone
socket with volume control. The cas-
sette holder and secondary controls are
concealed beneath the hinged alumi-
num panei at the left of the keyboard.
The Beocord 8000 costs $995.
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Continued from Page 19

volume-compensation circuit trims boost and cut when you adjust bandwidth
settings. Rated frequency response is 3 Hz to 100 kHz, +0, -1 dB, with all gain
controls set flat. In kit form, the P-94-S sells for $99; an assembled version is available
for $150. a
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Pioneering in Video

U.S. Pioneer has announced delivery of the first of its consumer-oriented
video disc players, the VP-1000, which matches both the technology and the major
capabilities of the Philips/Magnavox players but in a slightly trimmer package. Thus
Pioneer, which has been building such players for the industrial market for some
time, becomes the first “independent” to join Magnavision in offering hardware for
the MCA DiscoVision optical discs. And, like Magnavision, the new brand will be
made available on a market-by-market basis: Included in the initial round, to begin
this month, are Minneapolis/St. Paul, Dallas/Fort Worth, Madison, Wis., and
Syracuse, N.Y. Pioneer says it will add four market areas every sixty to ninety days
until national saturation is complete-—sometime in 1981, about the same time as
Magnavision’s.

The features of the VP-1000 include freeze-frame, frame-by-frame
advance, and indexing, and all are duplicated on an optional remote control.
Pioneer, in keeping with its heritage, lists the audio specs for the player: Frequency
response is rated as 40 Hz to 20 kHz, harmonic distortion as less than 0.3% at 1 kHz
(for 75% modulation), and A-weighted S/N ratio as better than 55 dB (below 100%
modulation). Dual sound (stereo or bilingual) s built into the system. In anticipation
of better things to come, the player has a back-panel jack for a PCM digital adapter
(though system, price, and date appear to be anyone’s guess for the present], since
digital audio-only discs may well use the same player to achieve much better specs
than the essentially analog-FM audio plus picture technology DiscoVision can
provide. (Philips already has proposed such a laser-scanned audio disc, of course, but
not using its Magnavision players.} Selling price of the VP-1000 is placed at $749,
plus $50 for the remote control.

Circle 147 on Reader-Service Card
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It's time we took the blindfold off and
revealed who s really producing the best
tape in the world. High Performance.
High Performance Il. Tracs.

AudioMagnetics.
You can tell it’s a winner
blindfolded.

Buy one High Performance or High Performance il
cassette and receive one FREE. Simply send the
printed outer sleeve of a High Performance or High
Performance il cassette package along with the
cash register receipt. We'll send you an (dentical
cassette FREE. Please check one. [1C-60 [1C-90

NAME
ADDRESS
cTy STATE Z2IP

WHIERE PURCHASED (STORE)

This coupan must accompany request No facsimiles accepted

Limit ore per customer OFFER EXPIRES AUGUST 1. 1980 Mall to
AudiuMagretics Corp. P.0. Box BG. Dept. FC. Irvine. CA 92716

~~———————————————————

\
|
|
|
|
|
I
I
FREE CASSETTE! Mail Coupon NOW! :
|
|
|
|
|
|
|
|
|




The Watts Parastat

In 15 seconds
your records are
clean, dry,
and ready to play.

With some systems
you pour liquid on your rec-
ords (and rub i1t into the
grooves), while with others
vou brush the dirt around

(and rub it into the grooves).
The Watts Parastat is neither

of these.

By placing a plush vel-
vet pad on either side of a

HIGH FIDELITY

High Fidelity News

Enhance your
image

Omnisonix Ltd. has introduced
the Model 801 Imager, an add-on signal
processor that is claimed to create a
“three-dimensional” sound field with a
two-speaker setup. Unlike other such
processors, the Model 801 does not de-
mand rigid speaker placement for its ef-
fect to be heard; in fact, the company
claims that a realistic stereo image can
be obtained with the speakers placed
side by side. The Imager, which can be ac-
commodated in the tape monitor loop of
a receiver or preamp, costs $149.95.
preamp, costs $149.95.
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A one-man-
band machine

The performing guitarist can be-
come a virtual one-man band with
Korg's X-911 guitar synthesizer, claimed
to be the first such device with prepro-
grammed voices and separate variability
for each of the presets. Among the in-
strument effects that can be achieved
singly or in any combination are tuba,
trumpet, violin, and flute. Envelope gen-
erators and filters process normal and
fuzz quitar for polyphonic effects. Porta-
mento, infinite sustain, variable interval,
and synthesizer-cancel functions are
controlled by a footswitch. The X-911,
which also has a three-position octave
switch for extended range, is priced at
$550.
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soft nylon brush and addin%
a drop or two of Parastatik®
flnid, a remarkably efficient
system 1s created.

The brush bristles hft
the rubbish to the surface.
The pads collect and remove
it. And the Parastatk® fluid
supplies just the right degree
of humidity to relax dust col-
lecting static without leaving
any kind of film or deposit
behind.

New Line from
Empire

Arm yourself

Dubbed the Dynamic Interface
Series, Empire’s line of phono pickups

No other system does
so much for your records in

so lirtle time.

So when you want the
best, ask for the original. The

Parastat, by Cecil Watts.

Ceil3 Dat T

Watts products are

has been redesigned from the styli up.
Each of the six new cartridges features
reduced mass, samarium-cobalt magnets
for higher output, a stylus lock appa-
ratus, and a simplified headshell mount-
ing system. At the top of the series is the
600LAC, which has an inertially damped
tuned styius assembly and a tapered
cantilever of aluminum coated with va-
pored boron for better damping of me-
chanical resonances and improved track-
ing, according to Empire. The 600LAC is
priced at $175; the rest of the line
ranges from $40 to $125.
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The direct-drive Model 3001, says
ADC, fills the need for a reasonably
priced, high-quality turntable capable of
accepting a variety of universal-mount
tcnearms. The two-speed (33 and 45
rpm} unit incorporates a brushless DC
motor and Hall-effect speed control cir-
cuitry. Pitch is variable over a +5%
range at each speed. The base, made of
a high-density synthetic material called
Synergite, and rubber isolator feet com-
prise the compliance system. The 3001 is
priced at $249.95, and an optional dust
cover is available for $39.95.

Circle 144 on Reader-Service Card

distributed exclusively in the
UJ.S. by: Empire Scientific
Corp..Garden City,NY 11530

Circle 16 on Reader-Service Card

More on Page 24

Circle 55 on Reader-Service Card »



‘The continuing story
of TDK sound achievement.

Part One.

Music has gone through many
transitions. lts rhythms, tones and
forms have changed dramatically. As
have the means of reproducing it.
From the first wax cylinder to today’s
music machine: the TDK cassette.

TDK pioneering in ferrite tech-
nology began over forty years ago.
This led TDK engineers to develop
microscopic particles which, through
their long shape and uniform size,
could translate
magnetic energy into
flawless sound. By
1968 TDK had
created TDK SD. The
world’s first high
fidelity cassette. In
st ¥/ S\ 1975, TDK created a
revolution. Super Avilyn. Ultra-
refined gamma-ferric oxide particles
were bombarded with cobalt in a pro-
prietary ion-adsorption process. The
resulting TDK SA cassette had higher
signal to noise. Higher coercivity. Low
noise. A maximum output level
superior to anything heard before.
Overnight, TDK SA became the high
bias reference.
©1980 TDK Electronics Corp., Garden City, N.Y. 11530

TDK has a philosophy of sound.

A belief that total performance is the
outcome of a perfect interplay be-
tween the parts. It all begins with Part
One, the TDK tape. Magnetic powder
s first converted into TDK magnetic
material in the form of a coating paint
or binder. On a giant rotary press and
n a dust-free atmosphere,
iumbo rolls of tensilized
polyester are coated evenly
with TDK binder. The tape rolls
are edited and leader is in-
serted at precise intervals. Sur-
gically sharp knives then cut
the tape into predeterminad
widths. The edges perfectly
straight. All along the way,
TDK tape undergoes thou-
sands of checks. It's polished to
micron smoothness to give bet-
ter head contact, increase sen-
sitivity and maintain stable
output. TDK binder, recently
improved, packs more parti-
cles on the tape surface. And
the whole process is done au-
tomatically. Controlled by a
central computer brain. From

the very first, TDK tape runs true. And
sodoes the sound.

The TDK story will unfold in fu-
ture chapters. You'll learn about other
key parts and their sound synergy in a
TDK cassette. And you’ll draw only one
conclusion. Music is the sum of
its parts.

&STDIK.

The machine for your machine



HIGH FIDELITY

Word power

In case you hadn’t noticed, a
whole area of musical audio electronics
has grown up very rapidly over the last
decade or two. Until recently it had little
recognition and no unity, and—both as
aresult and as a cause—it is easiest to
define in terms of what it isn‘t. It isn’t
home entertainment or studio gear or

even musical instruments as such,
though it certainly interacts with each
of these. Well, late in the '70s it acquired
its own trade organization, one whose
name aptly defines what the field is:
Creative Audio and Music Electronics
Organization, or Cameo for short. The
thirty-odd companies it represents man-
ufacture or distribute the gear used on-
stage (and often in the studio) by to-

Time Ahgned '™
Molded Baffle —
Board

Hemuspherical _
Dome Raduator

Reflective
Wave
Cancellation
Filter

Acoustically
Transparent —
Cloth Gnlle

High Temperature,
Long-Throw ==
Voice-Corl

Flexible
Rubber ™=
Surround

Introducing Micron.
The first perfected
small speakers that
look as good as they
sound. They're the only small speakers with
exclusive Time-Align™”, eliminating fuzzi-
ness, distortion and listening fatigue. Micron
small speakers are available in
three sizes, in 2-way and 3-way
designs. Take your choice of
three elegantly executed cabi-

The First Perfected
Small Speaker.

]
T™ bed genuine walnut ve-
mll an neer, textured jet black

Printed Circunt
Crossover Network

Acoustic
Energy Absorbing
Material

Genuine
Walnut Veneer

High Density Fiberboard
for Low Resonance

Heavy Ceramic
Magnet Assembly

High-Compliance
Spider

net finishes: hand-rub-

or glazed white—with
tasteful, matching cloth grilles.
For the ultimate in sound reproduction, The
Bass-Extender™ may be added to create a
perfectly matched, three-piece speak-
er system with unlimited flexibility
and deep, realistic room-{illing bass.
Starting {rom $125 each
Suggested retai) value
solely for purpose

of intormation

*__m,

P

Optional automotive mounting
bracket available for all models

“Quality without Compromise”’

MICRON and The Bass Extender ore trademarks of General Sound 2434 S 241h St Phoenix AZ 85034

Exclusive Canadion Distributor B Roy Gray Ltd Toronto Canada "TM EM Long & Associates
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day’s musical technocrats—everything
from fuzz boxes to power amps, from

wah-wah pedals to subwoofers, from

mikes to mixers.

The field itself is not the only
thing that Cameo has defined. Its recent
publication “The Cameo Dictionary of
Creative Audio Terms” ($5.95 postpaid
from Cameo, 10 Delmar Ave., Framing-
ham, Mass. 01701) does a nice job of
standardizing a verbal interface be-
tween the musical and technical inter-
ests involved. A certain amount of stu-
dio jargon and audiophile in-talk is
included, but the primary aim is to help
the electronics-dependent musician
cope with the pertinent terms. If you
think an effects bus is a conveyance,
you'd better get a copy.

! T EBREL
Power ~E raise reducer

[ om—— T —

|

More about
Integrex

The rarity of add-on Dolby decod-
ers has, for several years, been be-
moaned by readers who want to hear
encoded FM broadcasts or open-reel
tapes. So we were delighted to discover
and review (in September 1979) the
model offered by Integrex in England
and imported by KM Associates of New-
ton, Massachusetts—and dismayed to
discover, recently, that KM no longer
handles integrex and evidently had
failed to fill some readers’ orders. We
have spoken to Avi Kramer, who
fcunded KM. Those who have been
unable to make contact with his com-
pany at the Newton address can reach
him at his current home address: 345
East 93rd St., Apt. 8E, New York, N.Y.
10028.

In the meantime, a new U.S. dis-
tributor has taken over the Integrex
Dolby products: Integrex, Inc., P.O. Box
747, Havertown, Pa. 19083. If that post
office box number suggests further has-
sles, don’t be alarmed. The founder of
this company is Bob Tucker, long a re-
spected executive with Dynaco, in
which role many readers may have en-
countered him at high fidelity shows
over the years. HF
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Now there are two approaches to low THD.
Ours gives you better sound.

Harman Kardon introduces
low negative feedback design
for inaudible TIM distortion.
For the last few years, audio manu-
tacturers have been rushing to bring you
newer, lower THD levels in their ampli
fier sections. And every year, they've
accomplished this the simplest way they
could. By adding negative feedbuck, a
form of electronic compensation.
Unfortunately. this “cure” for
THD —typically 60-80dB of negative
teedback —creates another formof dis-
tortion. TransientIntermodulation Dis
tortion, or TIM, which does tar more to
degrade the music than THD.
AtHarman Kardon, we lowered
THD the right way. With a unique cir-
cuitdesign (U.S. Patent #4,176,323)
that lets us use just a fraction of the neg-
ative feedback typically used

The resultis our new hk700 series
High Technology Separates. Built
around our low negative teedback amp/
preamp combination that delivers a
crystal clear, totally transparent 65
waltts per channel. Youcan also choose
from a tfull-featured digital tuner, a
phase locked analog tuner, and the most
advanced cassette ded on the market.

The world’s first cassette deck
with Dolby HX.

Our new metal cassette deck goes
beyond metal. It features the all new
Dolby HX circuitry for anextra 10dB
high frequency headroom and an aston
ishing 68dB signal-to-noise ratio. With
Dolby HX [ even aninexpensive tupe
can perform like a premium metal tape.
And a premium metal tape sounds
unbelievable.

Our new separates look as good as
they sound. Each measures a mere 15”
wide x 3" high. As youcansce, they
stack beautifully.

We suggest you audition them. But
only if you're serious. Once you hear
the ditterence low negative feedback
can make, you'll never settle for any-
thing less.

(For the location of the Harman
Kardon dealer nearest you, call toll-free
1-800-528-6050 ext. 870.)

v and the do

harman/kardon

55 Ames Court. Plainview. NY 11803
In Canada. E.S. Gould Marketing
Montreal



The brain.

Hitachi puts it in charge of sensitivity, bias and EQ.

-

The ATRS “Brain” at wWork

Test flow chart

Ready for recording

(Automatic Tape Response System)

The ATRS brain is a sophisticated microcom- Terreerererog
puter that's built into the Hitachi D-5500M
Cassette Deck. Because there are hundreds of
different tapes on the market, ATRS was de-
signed to match bias and EQ settings to the
precise characteristics of each one you use.

Press the test button while in record and in
20 seconds ATRS carries out six calibration
functions. It also has three individual memories
for the test results of the three tapes you use

most frequently.

E o RN N N
The D-5500M adds to that little miracle of ~ —" S

technology a few more Hitachi firsts. Like full IC = &
logic detachable control block that doubles as A . 7
a wireless infrared remote unit. A direct-drive —
Unitorque™ motor (0.028% WRMS wow and
flutter). And a close-gap R&P three-head system.

The Hitachi D-5500M Cassette Deck with ATRS.
It never stops thinking about your music.

HITACHI

The New Leader in Audio Technology

Hitachi Sales Corp. of America
401 West Artesia Boulevard
Compton, California 90220

D-5500M




DIRECTIONS

To solve these puzzles—and they aren’t as
tough as they first seem—supply as many of the
Output words as you can in the numbered dashes
following the Input. Unless otherwise specified in
the input, the Qutput consists of one English
word. "Comp.” means compound, or hyphenated,
word.

Transfer eachietter to the square in the
diagram that bears the corresponding number. Af-
ter only afew correct guesses you shouid begin to
see words and phrases emerging in the diagram,
which when filled in wiil contain a quotation re-
lated 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 ietter back to its appropriate
dash in the Output. This will supply you with fur-
ther clues.

Afinal clue: The source of the quota-
ton—the author and his work—will be spelled out
by the first letters in Output, reading down.

The answer to HiFi-Crostic No. 54 will ap-
pear in next month’s issue of HigH FIDELITY

Solution to last month’s HiFi-Crostic ap-
pears on page 6.

by Willlam Petersen

INPUT

A. American organist/composer (1827-1913}):
“Emanaipation” (full name)

B. Hans Sachs, et al. (Ger }

€. See Word E. (2 Ger. wds.)

D. Copland baliet

E. With Word C., Richard Strauss opera {2 Ger. wds.}

F. Johann Strauss operetta (2 Ger. wds.)

G. Vivaidi composition {2 wds.)

H. English baritone {full name}

IL.'La_______ " Offenbach operetta {2 Fr. wds.)

J. Published version of a musical or literary work

K. Liszt compoasition for piano and orchestra (Ger.)

L. Exact thing called for (slang)

M. Indicating an option

N. itakan composer {1879-1936): "Rossiniana”

O. Gypsy soprano in “Carmen”

P."Tu las dit,

Raoul duet

Q. Norwegian song composer {1859-1912); "De 1,000
hyems sange” {full name)

R. Kaiman operetta (3 wds.)

. tu maimes”—Valentine and

S. Jazz pianist Gambrell; drummer Moore
T. Brecht poem set to music by Orff (Ger.)
U. "Le _______ Dawid.” Honegger dramatic psaim
V. Ara in Act Il of Word B. {2 Ger. wds.)

W. Copland's spring

x -

_ _ over a Lost Penny”—Beethoven

Y. Romaruan folksong

4 Circle 22 on Reader-Service Card

HIFI-CROSTIC No. 54
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New Equipment Reports

Preparation supervised by Robert

Long, Peter Dobbin, and Edward J.

Foster. Laboratory data {unless
otherwise noted) supplied by CBS
Technology Center or Diversified
Science Laboratories.

A Dandy
Littlie JBL

JBL Model L-19 ioudspeaker

ANECHOIC RESPONSE CHARACTERISTICS {0-dBW input)

boundary-dependent region
average omnidirectional response
————— average front hemispheric response
— - — on-axis response

AVERAGE OMNIDIRECTIONAL OUTPUT
{250 Hz to 6 kHz)
82Y% dB SPL for 0 d8W {1 watt) input

CONTINUOUS ON-AXIS QUTPUT {at 300 Hz)
108 dB SPL for 20 dBW {100 watts} mput

PULSED OUTPUT {at 300 Hz)
121 dB SPL for 33 dBW (2,000 waitts| peak
“NOMINAL” IMPEDANCE 55 ohms

APPROX TWEETER CONTROL RANGE (re “flat”)
+4 dB above 3.5 kHz, see text

JBL Model L-19 ioudspeaker system, in wood enclosure with
American black walnut veneer finish. Dimensions: 13 by 21 inches
{front), 10 inches deep. Price: $180. Warranty: “limited,” five years parts
and iabor. Manufacturer: James B. Lansing Sound, Inc., 8500 Baiboa
Bivd., Northridge, Calif. 91329.

Few companies have lasted as long as JBL or been as consistent in
product design. There may be a relationship between those two facts. Radical
change, in our experience, is more likely to result from past or threatened failures
than from technological miracle-working, and JBL's evolutionary advance has
seldom been radical. The L-19, for example, is a very good ported two-way system;
without breaking any new ground, it manages uncommonly attractive sound at
moderate price. We wish all "breakthroughs” had equally sterling virtues.

The ported bass means relatively high efficiency for the given box size—
a traditional attribute of the company’s speakers—though it certainly is not
exceptionally high at 82% dB of output for the 0-dBW input of the CBS Technology
Center sensitivity test. The L-19 went unfazed through the continuous-tone test
and did not begin distorting badly until the pulsed 300-Hz signal was hitting 2-
kilowatt peaks and the sonic output had exceeded a deafening 120 dB. Power
transfer characteristic is not quite linear in this region; about 2 dB of compression
shows up in the CBS test. JBL rates the speaker efficient enough to deliver moderate
listening levels from 10 watts {10 dBW/ of input, though it requires another 10 dB
{or 100 watts totall if transients are to be handled cleanly in reproducing
demanding program material at high listening levels; it goes on to suggest that
when the speaker is driven harder your ears will complain before the speaker does.
The data and our listening tests second these assessments.

CBS measured response with the continuously variable control in its
median position, marked 5 on a scale from O to 10. Arithmetic notwithstanding, this
is hardly the median of audible adjustment, since the 0 position essentially disables
the tweeter; response is down by 30 dB {with respect to the 5 setting) by the time
frequency reaches 5 kHz. The upper half of the adjustment range is far more gradual
and useful. We liked the resulits best with the control set somewhere between 5
and 7; wide open, it gives the sound too much “edge” for our tastes, while anything
below 5 quickly makes it muffled.and tubby. But once we settled this matter, we
found the sound not only very well balanced, but also unusually well integrated,

Circle 1 on Reader-Service Card >



1 The advantages
- ofowning
an ADC Integra

“ the dlsadvantages
' of owning
anything less

Keep count. There are quite a few. First,

the Integra is a totally integrated

headshell/cartridge. It upgrades your

\ ;"J tonearm by lowering its effective mass
by as much as 50%! That’s a big
advantage. No matter what turntable
you own. So is Integra’s unique vertical
tracking angle adjustment. Without i,
you’re compromising at best. With it,
the Integra gives you the optimum
match for the vertical tracking angle
record companies use to cut their
masters. There’s also Integra’s
overhang dimension adjustment. [t's
simple. To set the optimum offset angle
all you do is release the adjustment
lock. Adjust. Then re-lock. No more
nuts. No more bolts. No more hassles.
But there are more Integra advantages.
Li<e integra’s precision molded carbon
fibre (verses our competitors molded

] glasticy body. It not only reduces mass
dramatically, it virtually eliminates low
frequency signal loss and flexing. But
the biggest advantage of all has to be
| the fact that all those other advantages
A D C ! are available in three different ADC

| Integra models. One for every kind of

INTEGRA budget. All for one kind of sound. ..
{ devostaf:ng. If you’d like to hear more,

] call Audio Dynamics Corp.toll-free
(800) 243-9544 or your ADC dealer.

soc INTEGRA

A



Report Pollcy: Equipment reports are based on labora-
tory measurements and controiled 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. Sampies normally are supplied on
loan from the manufacturer. Manufacturers are not permit-
ted toread 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. Al reports should be construed as applying to
the specific sampies tested; HIGH FIDELITY, CBS Technology
Center, and Diversified Science Laboratories assume no re-
sponsibility for product performance or quality.

The Bostonians
Are Coming!

St

8 A A-100)
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ANECHOIC RESPONSE CHARACTERISTICS (0-dBW input)
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i boundary-dependent region
average omnidirectional response
average front hemispheric response
— —— on-axis response

AVERAGE OMNIDIRECTIONAL OUTPUT -
{250 Hz to 6 kHz)
83 dB SPL for 0 dBW (1 watt) input

CONTINUOUS ON-AXIS OUTPUT (at 300 Hz)
109 dB SPL for 20 dBW (100 watts) input

PULSED OUTPUT fat 300 Hz)
117% dB SPL for 28% dBW (710 watts} peak

"NOMINAL"” IMPEDANCE 5.5 ohms

HIGH FIDELITY

exhibiting relatively little sense of crossover “break.” Though the bass is not
supertight (we don’t remember a JBL in which it is}, we judged it very good, with a
pleasing roundness.

Harmonic distortion proves very well controlled in the lab’s tests. With .
the 0-dBW (1 watt) input, it stays below—generally well below—¥%% from under
100 Hz up, with the more intrusive third harmonic lower than the second in the N

deep bass. At the higher level (100 dB SPL at 300 Hz|, the second harmonic rarely
exceeds 1% (and then only marginally) above 100 Hz, while the third harmonic
never does. The lab’s oscilloscope photos show tone bursts to be very well
reproduced. Impedance averages about 8 ohms (JBL's rating) across the band, falling
below 6 ohms both in the midbass (around the CBS “nominal” rating point) and in ~
the treble (around 5 kHz} and rising to just over 16 ohms near 1.5 kHz and just over
32 at the upper bass resonance (near 60 Hz). The curve thus is neither particularly
flat nor particularly wayward; its general lie is low enough to make the most of
typical transistor amps but too low to permit safe paralleling of speakers with many
such amps.

Overall, we find this a very attractive speaker. Like the L-110 (test
report, July 1979), we find it steeped in JBL tradition, yet distinctly updated. The
tradition is embodied both in the ported design and in the basic likability of the
sound; the modernity in the greater accuracy than was once associated with the
company’s plush but highly subjective virtues. The midrange does not have
exaggerated "presence,” nor is the bass allowed to get boomy, though detractors
once considered these characteristics of “the JBL sound.” Perhaps we can sum it up
by saying that this is a California speaker even a Bostonian can love—particularly if
he’s on a budget.

Circle 134 on Reader-Service Card

Boston Acoustics Model A-100 loudspeaker, in wood case
with wood-grain vinyl finish. Dimensions: 16%: by 30% inches [front), 8
inches deep. Price: $170; optional 1%:-inch base, $15 per pair. Warranty:
“limited,” five years parts and labor. Manufacturer: Boston Acoustics, 130
Condor St., E. Boston, Mass. 02128.

The A-100, least expensive of Boston Acoustics’ premier line, addresses
several of the dilemmas of modern loudspeaker design with very encouraging
results. Its total volume approximates that of the classic 2-cubic-foot bookshelf
speaker, and the two-way acoustic-susoension design likewise suggests familiar
models, but the A-100 abandons all pretense of fitting on a shelf. It is made
specifically for the floor placement that, of necessity, many so-called “bookshelf”
speakers assume in the listening room. The low optional stands are not the acoustic
necessity that they might otherwise be—either to decouple the woofer from the
floor or to angle the tweeter up toward the listener. .

The speaker’s quasiplanar form results, in part, from designer Andy
Petite’s desire to minimize the influence of the floor and other room boundaries on
bass response. The woofer itself is relativety high—about a foot off the floor. The tall
cabinet also permits placemeht of the tweeter at ear level for normal on-axis
listening; the expanse of baffle around the tweeter keeps cabinet edges more than a
half-wavelength away from the radiating source to minimize diffraction. In theory,
such a use-optimized design should need no balance controls, and the A-100 has '
none. It does have a tweeter fuse in a back-panel recess along with screw-post lead
connections.

Examining the data from CBS Technology Center, we were immediately
struck by the smooth response curves—including an unusually gradual bass rolloff
even beyond the bottom of our curves—and the very well-controlled impedance
curve. The relatively low and consistent impedance plus the reasonably high
efficiency (for an acoustic-suspension system) make the A-100 a relatively easy load
for an ampilifier to drive to solid output levels. In the continuous-tone test, it easily
accepted the 20-dBW (100-watt] input; tone bursts drove it beyond a hefty 117 dB
of output.

At moderate listening levels, second and third harmonic distortion
average less than 1% throughout the midrange and deep into the bass. At loud
levels {100 dB SPL at 300 Hz), midband distortion figures rise somewhat but never
exceed about 5% for the second or 2% for third harmonics. In the region handled by
the ferrofluid-cooled tweeter (say, above 1.5 kHz), distortion is exceptionally low,
particularly the harsh-sounding third harmonic, which averages only about 1/10 of



Yamaha's PX-2 linear tracking turntable.
A class of one.

Yamaha's new PX-Z2, the flagship of @ remarkable new
series of turntables from Yamaha, is destined to become the
new standard of the aucio industry. It is a masterpiece in the
art of music reproductian. Totally in a class by itself.

CROSSCVER FREQUENCY
12 Hz “least effect” point

One of the m.ajor performance advarcements on the PX-2
1s Yamaha's unique optimum mass straight tonearm assembly.
This design concept is Yamaha's direct challenge to the industry
trend of low-mass tonearms. Among the most significant
benefits of optimum mass is that it specifically addresses two
of the most critical elements of music signal tonal quality
tonearm resonant frequency characteristics and high tracka-
bility with a wide range of cartridges. Tonearm mass is such
a critical element in sound reproduction (especially in the low
and high frequency ranges) that Yamaha has designed this
optimum mass tenearm to insure its resonance frequency is
at the “least effect” point. (See graph.) As a further benefit,
the vast majority of available cartridges can be effectively

matched with the Yamaha tonearm. Even MC types.

But the optimum mass tonearm is only one factor that
puts the PX-2 in a class by itself There’s much more. Like
an extraordinary 80dB S/N ratic, with incredibly accurate
tangential tracking — constantly monitored by an opto-electronic
sensor. The PX-2 is also a study in durability with its solid,
anti-resonant monolithic diecas: aluminum base. And the com-
bined effect of the hefty platter and the heavy-duty DC motor
depresses wow and flutter t> below 0.01%

Yet with all this performance, the PX-2 is deceptively easy
to operate. All the microprocessor-activated controls are easily
accessible—without lifting the dustcover.

The balance of the turntables in our new line (the P-750,
P-550, P-450 and
P-350) all incorpor-
ate this same op-
timum mass tonearm
philosophy. Each
will set new stand-
ards for performance
per dollar invested.

Visit vour local
Yamaha Audio
Specialty Dealer
for a personal test

- of our remarkable
PX-2 and the other superb turntables in our new series. You'll
hear music that’s truly in a dass by itself.

For more information write us at Yamaha, Audio Division,
P.O. Bax 6600, Buena Park, CA 30622.

"Yamaha cartridges shown (MC-1X and M&-7) on both models are optional

€ YAMAHA



The new Sansui G-4700.

S (1'4700 FM

PHONES  POWER/SPEAKERS

R [l

A double-digital receiver

with all the right numbers.

Digital readouts and digital circuitry. Great
specs. And the best price/performance ratio in the
business. All the right numbers. That's the new Sansui
G-4700. Just look what we offer:

Double-Digital Design: The front panel of
the G-4700 has a bright electronic digital readout
that shows the frequency of the station you've
selected; and behind the front panel is one of
the most advanced tuning systems in the world.

SIGNAL SEBERNEE O 0rl
: I MHz
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Sansui’s patented Digitally Quartz-Locked
Circuit uses a precise quartz crystal time base to
keep your station locked in, even through many
hours of listening or if you turn the receiver off and
back on again.

Conventional quartz-controlled receivers use
analog phase comparison circuits that can become
inaccurate because of harmenic interference. Our
system uses a new LSIC (Large Scale Integrated Cir-
cuit) digital processor that actually counts the vibra-
tions of the quartz crystal to compare to the tuned
frequency. The frequency is perfectly locked in the in-
stant you find the station you want.

With this unique Digitally Quartz-Locked
system, the G-4700 delivers high sensitivity (15dBf,
mono). a better signal-to-noise ratio (75dB, mono);

and a betfter spurious rejection ratio (70dB).

DC power ampllfter: Power is ample for
almost any speaker made, with 50 watts per chan-
nel, min. RMS, both channels driven into 8 ohms from
20 to 20,000Hz with no more than 0.05% THD.

And the wide bandwidth DC power amp
circuit responds quickly to transient music signals for
the most accurate and pleasing music reproduction.
What you hear is clean and sharp., just the way it was
recorded.

Electronic LED power meters: Don't worry if
your present speakers can’'t handle 50 watts. The
array of fast-acting LED's (Light Emitting Diodes) on
the Sansui G-4700 lets you monitor and control the
output level so you don't damage your speakers.

Electronic tuning meters: Two fluorescent
readouts help to zero-in on each station with accu-
racy and ease. Both the signal strength and centar-
tune indicators operate digitally for precise station
selection, and the nearby LED verifies that the quartz
circuit has locked in your station.

Superb human engineering: A full com-
plement of genuinely useful knobs, switches and
jacks gives you complete control over what you hear
and how you hear it.

Ask your authorized Sansui dealer to de-
monstrate the G-4700. Listen to the music. You'll love
what you hear. Look at the numbers. You'll love what
you see.

SANSUI ELECTRONICS CORP.
Lyndhurst, New Jersey 07071 - Gardena, Ca. 90247
SANSUI ELECTRIC CO., LTD., Tokyo. Japan

SANSUI AUDIO EUROPE S.A., Antwerp, Belgium
In Canada: Electronic Distributors
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A Bookshelf
Beauty
from Infinity

LS e

ANECHOIC RESPONSE CHARACTERISTICS {0-dBW/ input)
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boundary-dependent region
average omnidirectional response
average front-hemispheric response
— - — on-axis response

AVERAGE OMNIDIRECTIONAL OUTPUT
{250 Hz to 6 kHz)
82V dB SPL for 9 dBW (1 watt) input

CONTINUOUS ON-AXIS OQUTPUT {at 300 Hz)
108 dB SPL for 20 dBW {100 watts) input

PULSED OUTPUT {at 300 Haz)
123%: dB SPL for 35% dBW (3,500 watts) peak
“"NOMINAL” IMPEDANCE 3.8 ohms

APPROX. TWEETER CONTROL RANGE (re “flat”)
+0, -2 dB above 4 kHz

APPROX. MIDRANGE CONTROL RANGE fre “flat”)
+0,-3dB, 2.5 to 5 kHz

“ Circle 48 on Reader-Service Card

1% at both levels. Oscilloscope photos show a virtual mirror image in the 300-Hz
pulse, while that at 3 kHz is almost as good.

We are very impressed with the sonics of the A- 1 00, especially in light
of its affordable price. A pair of them provide a seamless stereo image that matches
the smooth-sounding response, and they do not require listeners to stay in one
“sweet spot.” The overriding impression is of warmth and accuracy, rather than
drama and superrealism. Bass reproduction is well defined and solid. The midrange—
where many two-way speakers show marked anomalies as the woofer is forced to
operate beyond its capacity—sounds open and natural. Voices, one of the acid tests
of accurate midrange, emerge uncolored and Selievable. The treble is sweet and
transperent. All in all, it's a very impressive beginning, and we expect to be hearing a
lot more from Boston Acoustics.

Infinity Model RS, loudspeaker system, in wood cabinet with
oak-veneer finish. Dimensions: 14 by 25 inches (front), 11 inches deep;
tweeter can be rotated for either vertical or horizontal placement. Price:
$199. Warranty: “limited,” five years parts and labor. Manufacturer:
infinity Systems, Inc., 7930 Deering Ave., Canoga Park, Calif. 91304.

Infinity Systems has earned an enviable reputation for some fairly exotic
and very expensive loudspeakers, but it also has consistently shown a willingness to
incorporate the results of its research in the design of less costly modeis. The RS,, a
midpriced bookshelf system, mirrors this apprcach in the mating of Infinity’s
proprietary electromagnetic induction tweeter (Emit) with a polypropylene woofer.
Few American companies make use of this cone material developed by the BBC;
polypropylene meets all the well-known criter:a for constructing a woofer with
minimum coloration: rigidity, light weight, and resistance to heat and humidity.
Infinity also uses it for the 10-inch driver’s unique dust cap, which is tapered to
resemble a missile nose cone.

In keeping with the nominal “bockshelf” format, which implies
horizorital placement, the designers provided for 90-degree rotation of the Emit
tweeter to maintain accurate high-frequency distribution since the siotted design
delivers a wider coverage angle in its horizontal plane than in its vertical plane.
Amplifier connections are made via the usual spring-loaded connectors in a recess
on the back panel, which also holds MIDRANGE and TwWEETER controls and a fast-blow
tweeter fuse. Physical construction seems neat and sturdy, while the handsome oak
veneer gives the speaker a solid, furniture-quality look and an overall impression of
careful craftsmanship.

Data from CBS Technology Center reinforce that impression. The RS,
came through the continuous-tone test with no sign of strain and repeated the feat
on the pulse test, where the driving amplifier gave its all without inducing excessive
distortion. Since the speaker is fairly efficient for an acoustic-suspension system,
output levels were hefty in both of these tests. These numbers indicate a speaker of
wide dynamic range, capable of playing at very loud levels.

Impedance values are well controlied, though we would hesitate to
Operate two pairs from any but the most stable of high-powered amps; the nominal
3.8-ohm impedance falls at 130 Hz. The curve, which rises above about 14 ohms,
drops to about 3 ohms near 3 kHz—and even a little lower at the extreme top of
the range, where very little musical energy is to be found. Thus, while the load
presented to the ampilifier is relatively ccnsistent, its “lie” is on the low side, making
the most of the extra 4-ohm output from typical amps, but inhibiting paralleling of
speakers. What Infinity calls the MIDRANGE control alters response slightly in what we
would call the treble—between about 2 and 5 kHz. The TweETeR control also has
only slight effect on the perceived sound.

With very few reservations, we judge the RS, to be an admirable and
likable speaker. Its tonal range and lack of “boxy" coloration make long-term
listening quite pleasurable. Bass is pronounced but not overpowering and melds
neatly into the rich, warm midrange region. The transition to the tweeter is not as
smooth; some listeners noted a slight dissociation of upper partiais from their
fundamentals, and others mentioned a slight steeliness on some string and
percussive sounds: The distortion figures are almost all below 1% throughout the
midbass and lower treble range at 0 dBW (1 watt); only a hair more third harmonic
and an average of about 1% second appear at the higher test level, though
distorticn rises quite rapidly in the region around 4 kHz. Pulses are very well
reproduced in oscilloscope photos: What hangover there is at 3 kHz is suppressed
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A Handsome
Minispeaker
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ANECHOIC RESPONSE CHARACTERIST CS (0 dBW nput)
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PULSED OUTPUT (at 300 Hz)

1K

boundary-dependent regron
average omnidirectional response
average front hemispheric response
— - — ON-axis response

AVERAGE OMNIDIRECTIONAL OUTPUT
{250 Hz to 6 kHz)
80% dB SPL for 0 dBW (1 watt} input

CONTINUOUS ON-AXIS OUTPUT (at 300 Hz)
102 dB SPL for 20 dBW {100 watts} input

10K 20K

114% dB SPL for 22% dBW (1,650 watts) peak

“NOMINAL” IMPEDANCE

APPROX HIGH CONTROL RANGE (re DIRECT)
+2 dB above 5.5 kHz

APPROX. MIDRANGE CONTROL RANGE (re DIRECT)
+1dB,2to 12 kHz)

HIGH FIDELITY

altogether within a few cycles. The audible transient behavior confirms the
excellence of the photos.

Stereo imaging of the RS, is particularly fine, with a forward, gutsy
sound that many pop music listeners appreciate and an almost tactile sense of details
that should please the more classically minded. Overall, we would say that Infinity
has done an admirable job, combining new materials and careful craftsmanship into
a speaker system that does not tax an audiophile’s budget.

Circle 132 on Reader-Service Card

Design Acoustics Model LDM loudspeaker, in wood enclosure.
Dimensions: 7% by 11Y inches (front), 5% inches deep. Price: $175.
Warranty: “limited,” five years parts and labor. Manufacturer: Design
Acoustics, Inc., 2426 Amsler St., Torrance, Calif. 90505.

The LDM designation stands for low-diffraction miniature, according to
Design Acoustics, and reinforces the fact that the enclosure’s beveled front edges
are more than a cabinetmaker’s nicety. The company’s first speaker —celebrated in
its corporate logotype, a pentagon inscribed within a decagon—was dodecahedral
and thus approximated the proverbial no-diffraction pulsating sphere by keeping
the angles between adjacent surfaces as obtuse as possible without abandoning the
economies of flat-panel construction. And miniature the new design obviously is.
Like other minis, it easily fits on a bookshelf, the LDM also may be hung on a wall
via the screws and antivibration pads that are supplied with it. And among its
pleasantest features is the real wood cabinetry; this is one mini that doesn’t look like
auto sound brought in out of the cold.

Its two-way driver complement uses a domed tweeter and a small,
long-throw woofer. There are two switches on the back panel, one for “midrange”
(though what little measurable effect it has lies only above | kHz) and one for the
“highs” [which influences much the same frequency range, though most of its effect
lies toward the top of that range), each offering two options: OMNIand DIRECT.
According to the owner’s literature, the DIRECT settings produce the flatter response
(and CBS Technology Center'made its measurements this way), while the omNI
settings are intended to compensate for the falloff toward the edges of the polar
pattern when the speaker is aimed away from the listening area in relatively dead
rooms.

Listening in the more normal fashion—on the speakers’ axes and in a
reasonably reflective room—we preferred the DIRECT option and found some
boxiness and harshness in OMNI, as indeed we should expect, given the design
intent. In listening to the normal setup we considered the sound smooth and well
focused through the midrange and highs, very slightly boxy in the midbass, and
weak in the deep bass, lending a somewhat shallow quality overall. This is, of
course, not unusual for a mini; the wonder is that so small a speaker can remain
acceptable at all to such low frequencies.

Also understandable in a mini is the relatively high distortion that the
lab measured in the bass range. At the 0-dBW level, distortion generally is under
1% in the midrange and above; the third harmonic does not exceed 1% until
frequency falls below 70 Hz, but the second rises rapidty below about 250 Kz. At
the higher test level, the third harmonic remains mostly below 1% down to around
200 Hz, but the second is over 10% below that frequency and averages about 1%
above it. Still, the LDM took the full 20-dBW input of the continuous-tone test
without flinching and accepted pulses that brought its output to a respectable 114
dB SPL before excessive distortion.

The impedance curve is quite smooth, rising only to a hair over 8 ohms
at bass resonance, sinking only a hair below 4 ohms at the rating point (around 250
Hz), and staying between 8 and 16 ohms from 1 kHz up. Obviously you will have to
choose an amp that can handle 2-ohm loads if you plan to parallel pairs of LDMs
from it. And since efficiency is fairly low (as it must be with so small an enclosure),
the amp should not be a skimpy one even if you will be using only one speaker pair.

Tiny speakers that, like the LDM, deliver good sound are commonplace
today, however startling they may have been only a few years ago. What sets the
present model apart, essentially, is its handsomeness. If you want a mini—meaning,
in part, that you have a space problem and are willing to give up some bass
response in order to solve it—but don’t want it to look like part of a factory public-
address system, here is a prime contender for your vote.

Circle 133 on Reader-Service Card

More on Page 37 Circle 50 on Reader-Service Card >
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Metal's mellow. Metal sings. Metal
soars in frequency response and
rockets the dynamic range upwards.

The new metal tapes are a multi-
decibel boost to serious ears. But it
takes a very special cassette deck to
give you this higher-fi.

Two special “metalists” from Sony:

The new TC-K65 and the new
TC-K55I1.
Head Facts
Sony’s new Sendust & Ferrite heads
in our new decks are uniquely
composed of ideal electro-
magnetic properties to
give you maximum Sany
performance with any ~
tape. Regular-fi, )
chrome, FeCr or metal. iy
Sendust, Ferrite and
a head gap spacer of D
extremely hard quartz
are engineered to-
gether for a mirror-like
surface, long head life,
sharp gap edges and no ’)

SQN\’

asymmetrical wear. Vi
i
fcke A
- L —

Two-Motor Facts
A linear-torque BSL (Brushless &
Slotless) motor precisely maintains
the all-important capstan speed. And
an FG Servo-controlled motor drives
the supply [
and take-up
reels.

The BSL
motor, in a
major design |
breakthrough,
has no slots tol
cause uneven
torque distribution.
Microcomputer Facts
Sony’s new microcomputer logic
control lets you speed through any
operation sequence by merely
pressing the appropnate
feather-touch bar.

This digital techno-
logy in each of our

decks even allows you to record at

any moment during playback.

Cther Facts

Other distinguished featurss: The

TC-K65 has a Random Music Sensor

(RMS) that lets you preprogram any

desired selections in any desired order.
A computer-like display signals

your selections in bright LED lights.

Clearly revolutionary LED Peak

facts are stacked for
Seny’s metalists.

Meters display recording and play-
back levels with sixteen digits per
channel. These new meters “hold”
peak levels and respond instantly
for truer recording.

The TC-K551I utilizes two large
VU meters, and a five-element LED
display indicates peak levels for more
accurate recording.

The new Sony TC-K65 and the
new Sony TC-K55II. The facts are in.

SONY.



For those who take recording seriously
The 580 Series

From the economical 580M to the universaily
acclaimed 582, a 580-Series recorder is not an
average cassette deck. It rises above mediocrity.
It is designed for the serious recordist—for the
person who insists upon the perfection that comes
from individual calibration of each tape and the
self-contained oscillator and metering that make
this possible. With exclusive Asymmetrical, Dif-
fused-Resonance, Dual-Capstan Transport, flutter
and modulation noise cease to be problems. And.
Nakamichi's Double Siot Guides and Tape-Pad
Lifter assure perfect tracking and absofute signal
stability —so stable as to cause STEREO REVIEW
to exclaim of the 582: “What we found astonish-
ing...was that this was the first deck...in which the
response was identical (within =0.1dB) whethef
the test tapes were played in the normal forward
direction or turned overand played on side two’
Unigue Direct-Flux erase head, metal-tape com-
patibility, and IC logic with remote and unattended
operation are common to all 580-Series recorders.

Nakamichi

580 2 Head
CagsatteDeck 7 D tasariwys 400 16 5 ot Connama o

Special narrow-gap
Sendust record/play
head—the pinnacle of
combination-head per-
formance:. 20 to 20,000
Hz +3 dB with less than
1%, THD sets this re-
corder apart from the
crowd! Dolby* calibra-
tion for each channel
and each tape

581 Discrete 3-Head
V D a2t 823 tsaoons oot Lonserse ook Cassette Deck
: g — ( Discrete 3-Head tech-
nology highlights the

—T e 2N 581 S/N more than 66

3:::;." S i s : ' dB—20 to 20,000 Hz
-~ ey - with under 0.8% THD
N~ ) Lk A S a . - Kow: 5 Dolby* and bias ad-

‘ justments with built-in
2-frequency oscillator
assures Nakamichi per-
formance with any
quality tape

582 Discrote 3- Hesd
Cassotte Dock
Acclaimed by every
leading reviewer, the
582 is the ultimate
recorder for the serious
audiophite:. With three
discrete hearls and tull
oit-tape rmonitoring, the
582 has become the
recorder on which
experts evaluate tape!

*Dolby ig the trademiirk :
of Dolby Laboratories, For more information, write to Nakamichi U.S.A. Corporation, 1101 Colorado Avenue, Santa Monica, CA 90401
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Epicure Products EPI-120C loudspeaker

ANECHOIC RESPONSE CHARACTERISTICS (0-dBW nput]
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1: boundary-dependent region
average ommidirectional response
————— average front herispheric response

— - — on-axis response

HE

AVERAGE OMNIDIRECTIONAL OUTPUT
{250 Hz to 6 kHz)
o 83%: dB SPL for 0 dBW {1 watt) input

CONTINUOUS ON-AXIS OUTPUT fat 300 Hz)
102 dB SPL for 13% dBW (23.5 watts)

PULSED OUTPUT {at 300 Hz)
116 dB SPL for 27% dBW (595 watts) peak

"NOMINAL" IMPEDANCE 4.3 ohms

APPROX. TWEETER CONTROL RANGE (re “flat”)
+0, -5 dB above 2 kHz

Big Sound
On a Budget

37

A Spartan Sparklier from EPI

EPI Model 120C loudspeaker, in wood cabinet with vinyl
finish. Dimensions: 15 by 25 inches [front), 10%: inches deep. Price: $165.
Warranty: “limited,” five years parts and labor. Manufacturer: Epicure
Products, Inc., 1 Charles St., Newburyport, Mass. 01950.

The last time we reviewed an EPI speaker (October 1977) we found
the two-way Model 200 “simple, basic, and musical .. . with not a very fancy price
tag.” Despite rampant inflation, the Mode! 120C—another two-way acoustic-
suspension system—deserves much the same description and is priced even lower. It
incorporates a 10-inch woofer with the familiar EP! 1-inch inverted-dome tweeter.
A three-position tweeter attenuator is mounted on the front baffle and is marked at
0. -3, and -6 dB points; spring-loaded connections for signal leads are in a recess on
the back of the enclosure. Construction seems sturdy and the finish {albeit in vinyl)
makes an attractive appearance with the grille in place.

Tests at CBS Technology Center disclose moderate efficiency and
power-handling capabilities: The 300-Hz continuous-tone test produced complaint
from the speaker at 13% dBW (23 watts). The output at that point— 102 dB SPL—
was far louder than you're likely to want in mpst rooms, however, and in pulsed-
power tests the 120C withstood peaks 14 dB higher. Impedance lies between 4 and
16 ohms throughout the audible range except for a slight excursion above 16 at
bass resonance.

Third harmonic distortion figures are exceptionally low, averaging out
to well below %% in the midband and dropping down to a fraction of that at treble
frequencies at both moderate and loud test levels. Second harmonic distortion
figures show a similar pattern, though their overall lie is higher in the midband,
averaging about 1% and 4% at moderate and loud listening levels, respectively. In
tests of its ability to reproduce pulsed waveforms, it shows virtual mirror images of
300-Hz tone bursts and only the most minor reflections with 3-kHz pulses.

From its well-articulated bass to its somewhat bright high end, we
consider the 120C a well-balanced and basically smooth reproducer. When we
experimented with the tweeter control, we found the "-3" setting a little less
aggressive than "0” if, perhaps, a little throatier in coloration in our somewhat live
listening room. There is a spacious, full quality to the 120C’s stereo imaging, with
more depth accuracy than usual for a speaker of this genre. Add to all this its
inflation-defying price, and it becomes an unusually desirable model.

Cerwin-Vega HED Model U-10 loudspeaker, in wood case
with wood-grain vinyl finish. Dimensions: 13% by 25% inches (front), 11%
inches deep. Price: $170. Warranty: “limited,” five years parts and labor.
Manufacturer: Cerwin-Vega, 12250 Montague St., Arleta, Calif. 91331.

The HED rubric stands for High Energy Design, which may, for some
listeners, characterize the company’s immemorial stance. Cerwin-Vega and rock
grew up together, so to speak, and the prodigicus output that has been a standard
feature of C-V's public demonstrations went hand-in-hand with the requirements of
rock at a time when many other companies had yet to realize what sort of thermal
strain was being applied to their speakers in the field. But the HED series is not
intended for would-be Woodstocks; it is a relatively inexpensive group of
thoroughly domesticated designs, with the U-10 second from the top in the
compactness/inexpensiveness race.

If big sound suggests big power, forget it where the U-10 is concerned.
As the data from the CBS Technology Center anechoic chamber show, it neither
needs nor likes high input levels. Before the full 20 dBW {100-watt) continuous-tone
input was reached, for examgle, distortion had bacome excessive; but the output at
the 18%-dBW onset of excessive distortion already had reached a sound pressure
level of 111 dB—which is very loud indeed for any sort of sustained tones in music
reproduction—because the sensitivity (85 dB SPL for a 0-dBW input] is unusually
high for a system fo this size. Similarly, the maximum peak power accepted in the
pulse test fell far short of the kilowatt range we often encounter, but the output still
reached 115% dB SPL.

The harsh third harmonic stayed below 1% from 50 Hz up in the low-
level (0-dBW/) test and exceeded that figure [rising to a maximum of 3%) only in the
crossover range around 2 kHz, where the apparently high distortion can be attributed
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Cerwin-Vega HED Model U-10 loudspeaker

ANECHOIC RESPONSE CHARACTERISTICS [0-dBW input).
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average front hemisphertc response
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AVERAGE OMNIDIRECTIONAL OUTPUT
{250 Hz to 6 kHz)
85 dB SPL for 0 dBW {1 watt) input

CONTINUOUS ON-AXIS QUTPUT fat 300 Hz)
111 dB SPL for 18% dBW (75 watts} input

PULSED OQUTPUT (at 300 Hz)
115% dB SPL for 23% dBW (240 watts) input

APPROX. TWEETER CONTROL RANGE [re “fiat”}
+0, -6 dB, 3 to 20 kHz

Manufacturers’
Comment

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

Amber Series 70 power am-
plifier, March 1980. The existence of
high-order harmonics after the model is
switched off is due to its massive
64,000-microfarad power supply (which
is much larger than that of any competi-
tive unit). Although the output is “clip-
ping” as the power supply drains, the
power levels involved are minuscule and
can in no way affect speakers, regardiess
of the frequencies being produced. The
amplifier itself does not produce any un-
usual or harmful turnon transients. All
preamps and associated equipment
should provide their own turnon mut-
ing, as does our Preamp One. In general,
audiophile power amps do not contain
this relay, and most serious listeners rou-
tinely activate their preamp first and
deactivate their power amp first.

Peter A. Barthelson

Amber Electronics, Inc.

HF replies: We still are con-
cerned, on the basis of our experience
with the Series 70, that uniess the signal
source is turned off before the amp, the

HIGH FIDELITY

in part to a dip in the fundamental against which the harmonics are compared. The
second harmonic, in particular, shoots upward in this refatively narrow range;
otherwise, it averages under 1% throughout the audio range at 0 dBW. At the
higher test level (for 100 dB SPL of output &t 300 Hz), the second harmonic
averages about 2% through the bass and into the midrange, dropping well below
this figure at higher frequencies except in the crossover region, where values are
above 10%—though, again, fundamentals are attenuated in this region.

Given the company's association with rock reproducers and the drift
from rock to disco in the pop charts, we had wondered whether we would find in
the U-10 the boomy “superdisco” bass that is being cultivated by some speaker
manufacturers in search of pop markets. If that's what you want, you'll have to put
the speaker in a corner to induce a boom; placed out in the room, its low end is
relatively smooth though somewhat soft-focused in reproducing the detail of bass
lines. Listener assessments throughout the range seemed to depend to some extent
on musical preferences; the speaker was judged to have a pleasant punch and
forwardness for pop, a certain boxiness in carefully miked classics. Some listeners
noted a bit of steeliness in string tone without the aggressiveness at the top end
that often goes with it. This could be related to the anomalies noted in the
crossover region or to broadening of the pulse waveformin the lab’s 3-kHz tone-
burst test. In that test some reflections could be seen on the oscilloscope, but at
so low a level that we would give the U-10 high marks for controlling reflections.

The want of consensus among our listeners and the individual
personality of the speaker force the conclusion that this is a model you must
audition for yourself—that no characterization on our part is likely to match the
reactions of a wide spectrum of music lovers. In our view its properties do best by
the musical and recording values associated with pop, but even that generalization

is subject to dispute.
Circle 131 on Reader-Service Card

latter’s “massive” capacitance will con-
tinue to deliver high-level signals to the
speakers with increasing shift toward
the highs as distortion increases. Muting,

. which we do find in many of the "au-

diophile power amps” we test, would
prevent any turnoff strain on tweeters
(however unlikely it may be to result in
outright failure] and result in more ele-
gant operation.

Shure SC-39ED phono car-
tridge, February 1980. Your review
states, “Microscopic examination of the
tip shows polish to be about par among
fixed-coil models we have tested,
though not as fine as CBS has encoun-
tered in some more expensive moving-
coil models.” This statement can be most
misleading to the cartridge user.

An ordinary microscopic exam-
ination of a stylus tip gives no clue as to
the degree of polish in the important
areas where it contacts the record
groove walls, which amount to consid-
erably less than 1% of the total surface
of a typical diamond tip. There is an un-
derstandable tendency to assume that a
positive correlation exists between the
polish of the major surfaces of the dia-
mond and that in the contact areas. This
tendency is undoubtedly why some car-
tridge manufacturers see to it that the
body of the diamond is highly polished;
it is a fairly easy task to polish the large

flat surfaces of the popular square-sec-
tion diamonds, for instance. Polishing
the critically contoured surfaces in the
groove/tip interface region is not as
straightforward, however, and it is not
unusual to find a higher polish on the
body than at the points where it would
be beneficial. Furthermore, too much
polish on the body can inhibit the integ-
rity of the mechanical cement bond with
the stylus shank, resulting in an ill-per-
forming, loose, or missing diamond. The
employment of the scanning electron
microscope (SEM) or some other sophis-
ticated optical technique is required to
adequately determine the polish that
has any effect on stylus performance.

The diamond tips specified for the
SC-39 series are specially processed to
achieve a very high polish in the all-im-
portant contact 'region. This allows the
professional recording engineer to play
back his lacquer masters without
harming them. There is also a significant
benefit in broadcast and disco applica-
tions where “cue-burn” surface-noise
buildup due to excessive backcueing (es-
pecially with 45-rpm records made from
polystyrene or less-than-virgin vinyl) is
greatly reduced.

Frank J. Karlov

Electromechanical Development

Shure Brothers, Inc.

KLH loudspeaker, January



NOW...A TAPE GUARANTEED TO
OUTPERFORM MAXELL, SCOTCH,
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ORIGINALLY MADE
FOR STUDIO
AND BROADCAST USE

The “establishment” tape companies
make some quite respectable prod-
ucts, but their tapes aren't as fine as the
decks theyrte used wih. (We  like
“metal” tape butcantfind a goodrea-
son to pay $9-$15 for a C-90.) So we ve
infroduced TAPE 5 to fill the need for an
ultra-high-performance cassette at a
reasonable price. A true mastering
tape, TAPE 5 was originally sold only to
studios and broadcasters, but now
we've made it available to the public
through mail order.

WIDE-LATITUDE
MAKES TAPE 5
A GOOD MATCH
FOR YOUR DECK

By hyping “color” (Sony), “tape of the
stars” (Ampex), “tuth” (Scotch), and
“high octane” (Maxeli), these com-
panies are avoiding the big issue of
tape incompatibility, a factor that can
measurably — and audibly — affect
the actual performance of your deck.
Since each tape deck manufacturer
adjusts the bias settings of its machines
differently, one brand’s “normal” and
“chrome” settings usually differ from
another  brand’s  “nomal”  and
“chrome” settings. This means that bias
adjustments are hardly ever a perfect
match for atape. Also, your deck s bias
changes as its components age. Witha
bias mismatch, tape complains by dis-
torting and losing frequency response.
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But with TAPE 5 WIDE-

LATITUDE® casseties,
there’s no incompatibility problem
because a generous (2 dB) leeway
around standard bias is built-in. So we
can guarantee that your deck and
TAPE 5 will be a good team.

COMPARE THESE
SPECS & FEATURES

Since TAPE 5 was intended for profes-
sional use, 1t's loaded with features the
pros insist on. Like pre-stretched polyes-
ter film base, precision-torqued 5-stain-
less-steel-screw styrene case, teflon slip
sheets, high-accuracy pins, guides,
and rollers, non-abrasive gamma ferric
oxide coating, and never any annoy-
Ing dropouts or splices. The result of o
mirror-polished tope surface and qual-
ity-controlled assembly 15 a superior
product. TAPE 5 has tested out better
than TDK AD and SA, the Maxell UDXL
series, Scotch Masters, Ampex Grand
Master, the BASF Pros, Memorex MRX3.
and other premium cassettes. Listen for
yourself. With TAPE 5, you Il hear clarity
and transparency of highs that you've
never before been dble to get onto a

NO MIDRANGE FUZZINESS
EVEN WITH LEVELS 'IN THE RED’

cassete. Even with recording levels “in
the red,” you won't get any fuzziness in
the midrange.

TAPE 5's major specifications exceed
those of the above tapes. Signal-to-

MEMOREX, BASF,

.. \TDK, AMPEX, SONY

w. Y 40903 3

Qquiet that there's no objectionable
tape hiss even when you don't use
Doloy® Maximum Output Level at 3%
THD is 6.7 dB. (These first two specs are
essential to making good tapes for your
car stereo.) Wow and Flutter measure
.042%. At 0 dB input, IM Distortion is 1%,
Aftainable Frequency Response is 30-
16,000 Hz, £ 1.5 dB. And bear in mind

MRX 3
uOxL |
Master |
Proi
TOk SA
TAPE 5

[ sm) LIT
aB 45 50 55 60 65

S/N RATIO OF PREMIUM CASSETTES

that these figures were achieved with
conventional record and playback
heads using the widely-accepted DIN
testing standards,

309%0 SAVINGS[»][:¥{ef 8

FROM-MANUFACTURER
PLUS 5-YEAR WARRANTY

Sc now there’s no need to pay stiff
prices for chrome and exotic coatings
when TAPE 5 guarantees better per-
formance than the other name brands.
Plus a 5-year warranty. And NO mini-
mum, NO shipping or handling
charge. Free specs, order blanks, and
special discount offers retumed with first
order. Same-day shipping if you pay
by money order or credit card.

TAPE 5 wiDE-LATITUDE®
SOUND RECORDING TAPE

111 Third Avenue
New York, NY 10003

Noise Ratio is an astounding 64.4dB.so  Charge by phone 24 2/734-9750
---------------I------------1
TO: TAPE 5, 111 Third Avenue, New York, NY 10003

l WE PAY POSTAGE, BUT FOR SPEEDY FIRST

B CLASS MAIL OR PREMIUM UPS.. ADD 10%.
B ienaim|rorone| 12 49]50 90| 100 ( arv

C 169 165 1 149 [139
C 80 195 185 1 149 [ 155
Z 0 249 235] 219 [ 205
C 120 329 309|289 [269

TOTAL NY residents please add sales tax

SEND COUPON AND START SAVING NOW
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|

]

|

Circle 61 on Reader-Service Card

MINIMUM CREDIT CARD ORDER 515 I
THECK OR MONEY ORDER ENCLOSED "
THARGE MY VISA T

Cord #
Exp Dote

Master —

I
w

Sigriature

Name
Adaress
City
State p




1980. Computer control differs from
motional feedback by isolating the feed-
back mechanism from the amplifier and
loudspeaker. This avoids loop instability,
enabling the KLH computer-controlled
speakers to be used with any amplifier
or receiver. These KLH speakers can be
combined with remote speakers, with
the computer switched out This com-
promises their low-frequency perform-
ance, but the application is noncritical
by definition. Rear speakers in a derived
rear-channel format {e.g., Hafler, or
driven by a separate amplifier) may be
used; we have operated KLH-1s with
Hafler-connected rear speakers of very
limited low-frequency power-handling
capacity without problems.

The lights on the electronics unit
are intended as aids to establishing cor-
rect connection of the computer. Their
operation does not indicate that signal
processing is occurring, as your review
implies. Nor does the KLH-3 have a
“hump” at 100 Hz, a region below the
boundary-dependent region of the
measuring room.

In the past, small speakers have

suffered from limited low-frequency re-
sponse and output capacity, so it is easy
to treat them as inherently inferior to
large speakers. However, small speakers
are inherently less colored than larger
speakers, other things being equal. Fur-
thermore, they are more easily placed in
the best positions the room affords, be-
cause they are small and inconspicuous.
Placed on a shelf, especially near a wall,
any speaker with reasonable low-fre-
quency output must produce an irregu-
lar frequency response, and the lack of
smoothness may well be judged
“heavy,” as you say in your report.

R. Frank Jones

Product Development

KLH Research and Development

Onkyo’'s TA-2080—
An Addendum

The figures at the right were pre-
pared for the April issue, as part of our re-
port on the Onkyo TA-2080 cassette
deck. Somewhere in the process the page
went astray, and the material did not ap-
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pear in the published report. Since our
comments on the deck were based in part
on these data, they represent corrobora-
tive detail more than essential informa-
tion. But to make the record complete
and to facilitate comparisons with other
decks, we publish them here. And we
apologize to any readers who may have
tried making such comparisons from the
incomplete data originally presented.

Onkyo TA-2080 cassette deck {additional data)

ERASURE (333 Hz; re DIN O dB)

Type 2 ["chrome”) tape >78dB
Type 4 [metal) tape 69% dB
CHANNEL SEPARATION (at 333 Hz) 51%dB

SPEED ACCURACY 0.5% fast at 105, 120,

& 127VAC

WOW & FLUTTER {ANSI/IEEE wetghted peak)

average maximum
playback +0.06% +008%
record/play +007% +0.09%
SENSITIVITY {re DIN O dB; 333 Hz)

line nput 100mv
mike input 0.30mv
MIKE INPUT OVERLOAD (clipping! 105mV
OUTPUT [from DIN 0 dB} 1.23V

Now get moving coil perfection
for the price of a common cartridge.

Most music lovers dream of owning a
fine moving coil cartridge. But it’s
been an impossible dream for many
because of the high cost. Until now.
Satin, world lcader in moving coil
technology, has brought the suggested
retail price of a high-quality moving
coil cartridge below $100, well
within the budget of most buyers.
Our new Satin 1177 has the extended
frequency range, superb stereo imag-
ing, gloriously open, spacious and —
above all— realistic sound quality that
Satin MC’s are famous for.

User-replaceable stylus.

And like all the Satin cartridges, it fea-
tures a unique user-replaceable stylus
that you can change in scconds, like a
common cartridge. The stylus is a per-
feetly formed diamond, with Satin’s

SATIIN

exclusive single-point pivot and spe-
cial magnet/lubricant damping system
for high compliance and separation.

No transformer or pre-preamp.

And, of course, the high-output 1177
usces Satin's ultra-thin 10-micron
aluminum ribbon coil and high encrgy
magnet so you don’t need an expensive
noisc-prone pre-preamplifier or trans-
former like most other moving coil cart-
ridges. The 1177 connects directly to
any quality amp, preamp or receiver.
Visit your authorized Satin dealer

as soon as possible. For under $100, why
postpone perfection?
Osawa & Co. (USA) Inc.
521 Fifth Avenue

New York, New York 10017 :
Distributed in Canada by Intersound Electronics, ",_xf -
Montreal, Quebec y .

» ran OSAWA

The Measure of Quality
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.~ AKAI INTRODUCES
~ THE NEW WAVE.

A brand new generation of integrated ampli- AKAIs new tuners are equally impressive. |
fiers and tuners filled with some of AKAI’ br ghtest, Casc in point, the A7-V04. A digital synthesizer
» most sophisticated =wizardry ever. with features such as a seven station preset mem-
Take the AM-U06, our top amp. With a hefty  ory that lets you store seven favorite AM and
68 watts per channel minimum RMS3 at & ohms FM stations.
from 20-20,000 Hz. And unbelievably, wi-h no more Plus automatic and manual tuning, digital
than 0.008% THD. That's right, 0.0C8"* readout and a two-level FM mute system
You'll also find a pu'sed power susply to min- Best of all, both are only two of the superb new
imize hum and noise, a three-positien magnetic line of AKAI separates riding in on the same new
cartridge impedance sclector includirg a moving wave that incluces amps from $229.95 to $349.95%
coil head amp position, separate bass, midrange and tuners from $229.95 ro $279.95%
and treble controls and & clipping mdl ator light.. For much more information, write AKAL
Two-color fluorescent power indicators com- PO, Bex 6010, Compton, Ca 90224
plete the package. An ircredible value a- just
under $350* “Sapgested Retail Prices

You never heard it so good.

AM-UD6: Fower Band (IHF), 6Hz 1o 60 kHz/B ohms
AT-V04: Sensitivity (IHFL 1 60V Caprure Ratio, 1.2dB; Ste-co Separation, more than 54 dB (HkHz)
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with the New “Dpus 36" from Samsung

You can dance the night away with
Samsung’s new “Opus 36” Slimline. The
power amp, S-36P, gives you 50 watts per
channel minimum RMS at 8 ohm with no
more than 0.01% THD at 20 Hz to 20,000
Hz. The DC design eliminates coupling
capacitors in the audio signal path and the
negative feedback loop. The cassette tape
deck, S-36D, has a metal tape capability,
Dolby* NR System and a remote control
option. The phono equalizer ¢f the control
amp, S-36C, is incredibly quiet and the
frequency response is 0.1 dB within the
RIAA standard curve. If you wish to use a
moving coil cartridge, you can run the
signal directly into the S-36C’s built-in pre-
preamp without using a separate step-up
transformer. The S-36T tuner has a memo-
ry bank for holding 5 of your favorite AM
stations and 5 FM stations. Coupled with
LED indicators and digital frequency
readouts, Samsung hdd developed a
truly magnificent set of components that
will enhance any modern decor. Give a lis-
ten today, and you’ll dance the night

away!
*Dolby is a trade mark of Dolby Laboratories
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SAMSUNG

ELECTRONICS CO..LTD.

C.P.0. BOX 2775, SEQUL, KDREA
TEL. 28-3305, 22.9536 TLX.: 27364 SAMSAN
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NOKTH AMERICAN BRANCHES:

® NEW YORK: TEL (212)953-1707 TLX 220564 SECNY UR
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Letters

Amps:

Do They All
Sound

the Same?

The March issue of Hicu Fipeuity exploded
in my face as [ scrutinized Michael Riggs’s
“How to Buy an Amplifier” and Daniel
Shanefield’s “The Great Ego Crunchers:
Equalized Double-Blind Tests.” What's
this, coming from quaint old HF? After
years of doodling around with the idea of
adopting some kind of credible stance
against the encroaching radicalism of the
“golden ears,” you have launched an all-
out counteroffensive,

While HF's move is cause for no
little rejoicing—perhaps now the audio
world will be prompted to take significant
action to settle the “can we hear it?” ques-
tion—these articles make too brutal conten-
tions. If Mr. Riggs and Mr. Shanefield
would, in extended sessions, listen to the
different amps and preamps in a proven
reference system, they would experience
something of a revelation. Or if, as | sus-
pect, they are incapable of hearing the dif-
ferences—anyone who has been exposed to
enough live music in a concert hall, and
who is otherwise reasonably perceptive,
should be able to do it—then they will say,
“I don’t hear the difference, so it doesn’t ex-
ist.” And they will go on hog-tying and
blindfolding unsuspecting volunteers for
their scientific tests.

Tony Biancardi

Monyroe, Ga.

Michael Riggs's article ad vised, “For-
get about [distortion levels] below 0.5%.” In
the age of the 0.005% amplifier, this sounds
like heresy. Fortunately, you published
Daniel Shanefield’s article in the same is-
sue. Although his methods seem valid, his
results tend to support the inaudible-0.5%
theory. Of course, experiments cannot
prove that something cannot be heard. What
we need is some scientific proof that 0.5%
distortion can be heard.

The Detroit-area high fidelity club to
which T belong has been conducting
double-blind tests for three years. We too
have been unable to prove that differences
between any two well-designed amplifiers
are audible. We have proven the audibility
of some things, such as absolute phase co-
herence. In the course of our testing, many
of us have become convinced that small
amounts of distortion from a good ampli-
fier are inaudible in music. As a result, ef-
< Circle 105 on Reader-Service Card

forts to improve our own sound systems are
in the areas of speaker placement and type,
room acoustics, and source material.
David L. Clark
Livonia, Mich.

I 'am at once delighted and embar-
rassed by Michael Riggs’s excellent article:
delighted by its sheer common sense, em-
barrassed because his recommendations
match almost exactly those I make in a little
book we're publishing soon, High Fidelity for
Mausic Lovers. 1 hope I won’t be accused of
plagiarism.

There are minor differences. Mr.
Riggs flatly suggests not bothering with dis-
tortion of less than 0.5%, whereas | suggest
0.1t00.5% on the ground that you can now
hardly buy an otherwise suitable amplifier
with more than 0.1% distortion. I'm a little
more specific about maximum power, be-
cause the music lover I'm addressing wants
to repreduce orchestral (100 dB SPL) peaks,
not those of the rock concert (115 dB SPL or
more). And [ wish Mr. Riggs hadn’t en-
dorsed, at least by implication, the more
than thirty-year-old error that causes the
preamp to load a 0.7-henry cartridge with
47,000 chms. The circuit isn’t that of a con-
stant-k filter, and the industry standard is
simply and unequivocally wrong, as half a
page of fairly simple mathematics proves
beyond dispute. But in general Mr. Riggs
speaks sooth.

C. F. Kerry Gaulder

President & Chief Engineer

Source Engineering

Wilmington, Mass.

If inferences that 1 make from the
Shanefield article on double-blind testing
of audic components are correct, they are
likely to shake the very foundations of
what the audio “experts” have long main-
tained. He reported that only minor audible
differences exist between power amplifiers
of widely varying reputations and that
those differences can be wholly compen-
sated for—to the point of eliminating them
altogether—merely by inserting an ap-
propriately adjusted multiband equalizer
into the circuit.

After reading the article, I was left
wondering whether the reported results
can be replicated using a panel of listeners
whose ears are sufficiently trained to hear
the differences that may exist. The selection
of the panel is crucial, since no one has said
that all audio buffs have “golden ears.” (All
the article tells about the jurors is their
number, sex, and age range, and one is left
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| o like music.
O Interface:C Series |l

¢ is thefulfillment 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 aunique 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 normally
found in other high-
efficiency drivers. An
honest 30 Hz low end
totally eliminates the
need for expensive sub-

0 woofer assemblies.
] When you spend $1,000
L for a speaker system,
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get your money's worth.
Audition the Interface:C
Series |l at your nearest
Interface dealer. If you
want a speaker that
sounds like music, the
Interface:C Series I! is
the one you'll buy.

Eleclroloice’
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660 Cecil Street, Buchanan, Michigan 49107
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with the impression that possibly none of
them could be termed “expert listeners.”)

A final point. It is true that “several
small-circulation magazines” espousing the
“golden ear point of view” have often disa.
greed about specific components. However
it is also true that these publications have
often shown remarkable consensus. To em-
phasize the diversity in thinking while ne-
glecting to mention the cases of agreement
may give a misleading impression.

Henry |. Pratt

Birmingham, Mich.

1 found Daniel Shanefield’s article
instructive but reserved in its conclusions.
The implication of his argument is appar-
ent: The advice of those who urge that this
amplifier sounds discernibly better than
that one is so much bunk. The only way for
his arguments to be contradicted is for the
opposition to volunteer to submit their ears
and claims to fairly designed and adminis-
tered double-blind tests. In no other way
can their credibility be sustained.

James C. Dick

Ferndale, Mich.

Daniel Shanefield’s contention that,

“since an equalizer was able to make two
supposedly very different amplifiers sound
alike, frequency response appears to be the
only significant difference factor” is so ab-
surd, and unscientific, that it skould not
have been granted credence by being pub-
lished in your journal. To illustrate: Imag-
ine two amplifiers, one with 0.01% distor-
tion (of whatever kind), a second with
0.002%. Very critical ears could hear a dif-
ference. Now feed each through an equal-
izer that has 10% distortion; the difference,
10.01 vs. 10.002%, would be inaudible for it
is no longer a factor of 5:1, but of 1.0008:1.
Maybe not all equalizers have 1¢% distor-
tion, but what they do have is a full order of
magnitude more than that of any half-de-
cent amplifier, consequently invalidating
Shanefield’s “scientific” methodalogy.

Of my two sets of speakers, one pair
measures flatter in my 13-by-33-foot living
room than the other, but because the latter
has a significantly greater dynamic range, it
always sounds better and more accurate.

William Allin Storrer

Columbia, S.C.

| cannot believe you allowed the
Shanefield article to be printed without
first asking a “golden ear” of high position,
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such as Harry Pearson of The Absolute Sound
or Peter Moncrief of International Audio Re-
view, if he cared to submit a rebuttal.

Enid Lumley

Hollywood, Calif.

M r. Shanefield replies: Without testing

everyone in the world, I can’t prove
that nobody can hear a difference between
any pair of equalized amplifiers. However, |
have demonstrated that a large percentage
of so-called golden ears cannot hear a dif-
ference between amps that they claimed
they could hear. | showed this by testing
those three “believers” mentioned at the
top of page 60 in my article. All three
claimed to be typical golden ears and had
purchased select amplifiers for their own
home systems. Besides this small sample, 1
have tested other such people, and over the
last six years | have written to professional
and amateur audio groups in Massachu
setts, Michigan, Idaho, Canada, and Eng
land, suggesting that they run similar tests.
They have done so, and they nave all re-
ported the same results, both in printand in
correspondence. Never has anyene passed a
careful double-blind test of amplifiers

Continued on page 46

Control your reality.

Lets face it. Nobody has to tell you what
sounds good. You know what you like to hear.
But sometimes that can be a problem. You're
listening in a room with poor acoustics, bad
speakers, or inferior program source quality.
You need some way to control the sound so
you can hear the music the way you like it.

The MXR Stereo 10-Band Graphic Equalizer
gives you that control. With it you can alter

tone, get rid of noise, or bring out a part
in the music that you really like.

The Stereo 10-Band

Graphic Equalizer enables you to adjust the
music to meet your special tastes. It lets you
control your reality.

MXR Innowvations, Inc., 740 Driving Park Ave.,
Rochester New York 14613, (716)254-2910

D femr
Products Group




SCOTCH CASSETTES.

SCOTCH METAFINE
FOR PURISTS WHO
DEMAND THE ABSOLUTE
PUREST IN SOUND.

When Metafine metal particle
tape was introduced, it was
50 advanced most decks couldn'
record on it. Now, metal-
compatible decks are available
and Metafine is stretching cassette
recording almost to the limits
of the audible range.

Metafine gives vou higher
highs and lower lows than
chromium dioxide tapes. In
fact it actually delivers twice

the output of those tapes.
o The same dedication to
o technological perfection that

made Metafine possible is part
of every Scotch Cassette you
buv. You'll hear it in all three of
our Master® Series formulations:
Master I® (normal bias) for
recording at high volume with-
out distortion. Master 1%
(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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NO TAPE COMES
THE ONE COMPONENT CLOSER TOTHE TRUTH
THAT MAKES ALLYOUR that went into vour other :
OTHER COMPONENTS components. Anld t.hut makes THAN SCOTCH.
SOUND THEIR BEST. it a component in its own right. More than 30 years of _research,
Perhaps the most important technology and innovation go

Every tape that carries the one of atl. Because if the cassette into each one of our cassettes.
Scotch name is made with the doesn’t deliver, neither can What comes out is the truth.
same kind of care and precision the rest of vour system. No more. No less.

SCOTCH"RECORDING TAPE. THE TRUTH COMES OUT.
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Continued from puge 44
when frequency responses were closely
matched.

T'hese results have reached a level of
significance where the burden of proof now
rests on the shoulders of the golden ears
proof that we should not scoff at them for
ignoring random frequency-response ef-
fects and for sheer imagination. Tests con-
ducted by several groups indicate that the
audible effects of TIM, reserve power, vac-
uum tubes, and Class A operation in power

amplifiers are probably insignificant in or-
dinary home high fidelity systems. Regard-
ing preamps and phono cartridges, my
early results indicate the same thing, but I
haven’t seen enough independent test re
sults to make a strong statement about
them.

As for Mr. Storrer’s comments, most
consumer-grade equalizers are specified to
0.05% distortion or better, not 10%. And the
low-TIM or vacuum-tube-type amplifiers
that many golden ears tend to like usually

DISCOVER. .
THE CLASSIC |

CHOQOSE THE CLA

Audiophiles everywr ore
investing In the CLASSIC 1
Record Care System,

THE QUALITY PRODUCT

The CLASSIC 1's handsome
woodgrain handle not only
looks good, it feels good
Superbly designed to com-
bine beauty with function. And
when used with the CLEANER
ONE Record Care Fluid, its
cleaning efficiency s
unsurpassed.

THE MICRO STOR SYSTEM

The key to the CLASSIC 1
Record Care System is the ex-
clusive MICRO STOR SYSTEM,
which utilizes capillary action
to maintain a field of humidity
over the velvet fiber surface of

inants can now be removed

s

he cleaner Disc  contam-

safely and easily without lecv-
INg any harmful residues.

the
ultimate in record care. The
CLASSIC 1, with the exclusive
MICRO STOR SYSTEM, a Sound
Saver product.

Discover for yourself

TRANSCRIBER COMPANY INC.
Attleboro. Massachusetts 02703

SOUND SAVER

CANADIAN DISTRIBUTOR & PRC: A

JSTICS INC ® KIRKLAND. QUEBEC H 3.4
Circle 60 on Read

er-Service Card
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have about the same 0.05% distortion, not
0.002%. (The latter ultra-low value is ordi-
narily achieved by large doses of negative
feedback—a no-no among the golden ears.)

But the most relevant point is one
that 1 made in the table on page 60: Record-
ings already contain far more distortion than
an equalizer might add to a home playback
cystem. Typical recordings contain total
harmonic distortion of more than 1%, in-
cluding about 0.05% higher-order harmon-
ics. Also, the recording studio uses both
NAB equalization and de-equalization in
the master tape recorder; further EQ is
done to suit the recording engineer’s per-
sonal taste during mixdown; RIAA equal-
ization takes place during disc cutting, etc.
So you're getting equalization whether you
want it or not!

Regarding dynamic range and other
such aberrations, loudspeakers are much
weaker links in the overall audio chain than
amplifiers and equalizers are. (Of course it
is assumed throughout this discussion that
the amp in question has enough power for
whatever listening levels are called for, with
speaker inefficiency and room absorption
being taken into account. For most situ-
ations, this turns out to be less than 30 watts
per channel, surprisingly enough, although
there are exceptions to that rough guide-
line.) I am not claiming that two speakers
can be equalized to become indistinguish-
able, as amplifiers can. But frequency re
sponse certainly appears to be important in
speakers as well.

Classical Recording’s Future

I want to take strong exception to the
statement, made by an anonymous source
and quoted in Allan Kozinn’s article “Pre-
dictable Crises of the Classical Record Busi-
ness” [April|, to the effect that classical
recording may cease when the “rock-and-
roll generation” reaches positions of execu-
tive authority in the recording industry.

May 1 point out that the current gen-
eration of executives grew up in the jazz
era, when the term “jazz”’ was roughly the
moral equivalent of “rock-and-roll,” as that
term is pejoratively used? In other words,
there was no more reason to expect they
would support classical music than that the
present generation will. We must also con-
sider the question of who will become ex-
ecutives. Those who spend their time
liquefying their eardrums with disco and
power pop, those who can hardly put more
than three words together coherently, those
whose only goal in life is to be cool? These
people seem unlikely candidates. As usual,
executives will come from the ranks of the

Continued on page 49
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At last,

an amplifier
that listens
to loudspeakers.

You buy an amplifier to drive loud-
speakers. If vou're like most people,
you rely heavily on distortion “specs”
to make a buying decision. SAE found
that today's specs don't tell you every-
thing. How could they when the tests
for these specs don't even require an
amplifier to drive a loudspeaker!!

They use a load
resistorinstead . ..a
static, predictable,

unchanging _
representation &WS_ T
of the dynamic, I

unpredictable, ever-changing loud-
speaker. As a result, specs can't tell
you how well an amplifier is going to
handle your loudspeakers. SAE has
researched this problem and developed
a test which actually measures the
amplifier while it
drives a loudspeaker.
Chart 1 shows
the response of
our all new 250

watt/channel® 2401 Dual High

' 'Resolution Power

: — Amplifier under
T conventional tests
A t 1 |and under SAE’s
' | |new “real world”
tests. As you can

daload v s oenker S€€, this amplifier
performs much the same whether
connected to a load resistor or a loud-
speaker. It really e
listens to your 9.0 e
speaker's needs. | SR o

Chart Il shows "

how aconventional
amplifier attempts
to handle the same
situation.
Your SAE dealer has a powerful story
ro tell. Stop by and have a
listen; or write usand
we'll send you more
information fast.

2 =

BE AR

Conventional Amplifier Driving:
a) a load resistor bl a loudspeaker

*at 0.025% THD into & Ohms from
20H: to 20kHz per FTC standards.

— A =

SCIENTIFIC AUDIO ELECTRONICS, INC.

For the latest information, fast, write: SAE, P.O. Box 60271, Terminal Annex, Los Angeles, CA 90060
In Canada, The Pringle Group, 30 Scarsdale Rd., Don Mills, Ontario, Canada M3B 2R7.



tech talk:

Phase linearity.

explail

Jo--understand-what an-MCS Series ¢< Linear /Phase
speaker¢an do,you have to understand what a con-
-yeéntional speaker can’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 conventional
speaker is cornistructed. As
you can see by the diagram, a
conventional speaker is
arranged Avith the woofer
(ba/ssf,' mid-range“and tweeter (small high-range
speaker) mounted so that their outer edges are/ on the
front surface. As you can also’'see,these speaker ele-
ments differ in depth. " That means the acdustical
centers in"'the middle of each speaker which, actually
producé sound are also/staggered. And so is the
_,.smznd reaching your eay. MCS Linear Phase/speakers

staft out with special}y designed speaker elements

and crossover networks. Then the elements them-
selves 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 heard stereo before. But don’ttake our word for
-it,. listen to.your ears. After .all, where MCS Series
Linear Phase speakers are concerned, one sound is
worth. a thousand words. MCS Series Linear Phase
speakers. Only et JCPenney.

‘Modei 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 amplifiers. If ahy MCS Series component is
—defective in-materials and workmanship during its warranty
period, we will repair or replace it-just return it to JCPenney.
Prices higherin Alaska, Hawaii and Puerto Rico

MCS

_IT MAKES EVERV‘}’\HING CLEAR.

Series

Sold exclusively‘\at JCPenney.

\
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educated. If these ranks at our university
are typical, there is still substantial interest
in fine arts among people twenty to thirty
years old. Our radio station programs
about twenty hours of classical music per
week, and we are currently planning a
fund-raising classical marathon.

Classical music has always been the
province of an educated and affluent mi-
nority. Unfortunately, those who play loud
music while cruising the streets in their
hotrods tend to attract more attention. To
assume they represent the musical tastes of
all youth is an insult. I hope the companies
will not believe these lies and use them as
an excuse for ending unprofitable support
of the fine arts.

Daniel Smith

Classical Coordinator

Station KUGS-FM

Western Washington University

Bellingham, Wash.

I have just finished reading “‘Predict-
able Crises in Classical Music Recording.”
This is quite trenchant on the economic
side, but what about repertory? The classi-
cal record buyer is more composition-ori-
ented than performer-oriented. Once he
has one or two recordings of an old war-
horse, he is out of the market for that work.
Yet record companies keep issuing new
performances of works that have been re-
corded often enough before—not just once
or twice, but fifteen times.

I would like to read a review of one
of these that begins: “Here we have another
recording of an often-recorded work.
While it is true that it offers a slightly dif-
ferent interpretation from the previous ver-
sions, this reviewer believes that the princi-
pal reason that it was made was performer
and corporate egotism. One cannot help
but regret that the money for this recording
was not spent for some worthwhile work
that has not been recorded.”

Charles N. Hubbell

Kenmore, N.Y.

Massenet, Mahler, and Everest

Now hold on there, Peter G. Davis!
To the contrary, Everest’s two-record set of
Massenet’s Don Quichotte |”"Massenet en
Masse,” April] is still alive and well in its
catalog. For us opera buffa fans, this spar-
kling (though spotty) version is good
listening.

Turning the page in that issue,  dug
Abram Chipman’s in-depth study of Mah-
ler conductors much as 1 dig Mahler. And
(as long as we're hearing it for Everest),
there is a passel of fine interpretations of
Gustav’s works on the Everest label.

Bill Bacin

Kerrville, Tex.

We’ve brought you the world’s finest

digital recordings. Now a
moving coil cartridge
worthy of the
challenge.

rest of

Vector-Aligned™
Dual Moving MicroCoill ™

your system will

Phono Cartridge $125.00

sing its praises!

The subtle, yet unique characteristics of moving
coil cartridges have had their admirers tor years.
A top-quality moving coil cartridge exhibits
remarkable sonic clarity and transparency. This
performance can be attributed to the very low
mass, and low inductance of the tiny coils used to
sense rhe stylus motion.

But until now, moving coil cartridge popularity
has been limited by three major problems which
seemed almost inherent to moving coil designs.

1} It seemed impossible to make a user-
replaceable stylus assembly without compromis-
ing performance; 2) most moving coil cartridges
exhibited relatively low tracking ability due to
rather stiff cantilever mounting systems; and 3)
output of the cartridge was below the level
needed for commonly available amplifier inputs.

Introducing the new Audio-Technica AT 30E
and the end to all three problems! Our design
approach is simple and direct. Rather
than iocate the coils in the cartridge
body, they are integral with the stylus
assembly. If the stylus becomes worn
or damaged, the entire moving system,
coils and all, is simply unplugged and
replaced, just like a moving magnet
cartridge. Large, gold-plated connec-
tors insure loss-tree connections so
vital at the low voltages generated by
a good moving coil cartridge. The
result is easy field replacement with
no penalty in terms of performance.

Careful research indicated that
good tracking and moving conl design
were indeed compatible. By control-
ling eftective mass and unilizing a
radial damping system simifar to our

\l

tamed Dual Magnet™ careridges, we have

achieved excellent tracking ability throughout

User-removable stvlus assembly

the audio range. Compliance is individually
controlled during manufacture of each assembly
to optimize performance. This extra step, impos-
sible with most other designs, coupled with
our unigue radial damping ring, insures excel-
lent tracking of the high-energy modulation
found in many of the top-quality recordings
now avatilable.

Each coil is located in the ideal geometnc
relationship to reproduce “its" side of the record
groove. This Vector-Aligned™ design assures
excellent stereo separation, minimum moving
mass, and the highest possible efficiency. It's an
exclusive Audio-Technica design concept and a
major contributor to the outstanding perform-
ance of the AT30E.

We can't take credit for solving the low output
problem. The AT 30E output is similar to many
other fine moving coil cartridges. But an increas-
ing number of amplifiers and receivers
are featuring built-in “pre-
preamplifiers™ ar “head amplifiers” to
accommodate moving coil carrrdges
directly. Thus the new systems huyer
can make a cartridge choice based on
sonic characteristics rather than on
input compatibility. In addinion,
Audio-Technica offers the Model
AT630 Transformer for matching to
conventional amplifier inputs.

The new Audio-Technica AT30E
Dual Moving MicroCoil Stereo
Phono Cartridge. With the introduc-
tion of this remarkable new design.
every important barrier to full enjoy-
ment of the moving coil listening
experience has been removed. Prog-
ress in sound reproduction from the leader in
advanced technology — Audio-Technica.

audio-technica.

INNOVATION o PRECISION 0 INTEGRITY

AUDIO-TECHNICA U.S | INC.. Dept 60H. 33 Shiawassee Avenue, Fairlawn, Ohio 44313
In Canada Audio Specialists, tnc . Montreal, PQ.

AUDIO-TECHNICA PROFESSICNAL AND HOME PRODUCTS FOR BETTER SOUND

VECTOR ALIGNED
PHONO CARTRIDGES.

AUDIPHILE RECORD CARE STEREOPHONES
TONE ARMS. REC POS PRODUCTS
AND ACCFSSOAIES

MICHOPHONES.



HIGH FIDELITY

Designs for Living with Loudspeakers

Six experts talk about sound propagation, speaker measurement, and listening rooms.

ecause the sound of any loudspeaker

will be altered by the acoustics of the
listening room, particularly by reflec-
tions off the boundary surfaces (walls,
floor, ceiling) near the speaker, finding
the correct position for your loud-
speakers is atime-consuming task in-
volving inevitable compromises be-
tween sonics and decor. Should
manufacturers take account of room/
boundary effects in the design of loud-
speakers—hypothetically making your
job easier—and if so, how? For some an-
swers, Hign FipeLiTy invited six astute
students of speaker behavior to around-
table discussion during last November’s
Audio Engineering Society convention
in New York. Participating in this ex-
change were:

Rovy ALvison, president of Allison

Acoustics, whose research into the effect
of room boundary reflections on a
speaker’s bass and low-midrange output
has been influential among speaker
designers.

Raymonp Cooke, managing direc-
tor and founder of KEF Electronics Ltd.,
England, one of the first manufacturers
to use digital computers, both in design-
ing speakers and in matching drivers in
production.

Mark Davis, researcher in
psychoacoustics at Massachusetts Insti-
tute of Technology. In an article in our
June 1978 issue, “What's Really Impor-
tantin Loudspeaker Performance?”,
Davis cited evidence that a speaker’s
sound depends mainly on its frequency
response and radiation pattern, not on
distortion, phase coherency, exotic dia-

phragm materials, etc.

Tim Hott, vice president of engi-
neering at Teledyne Acoustic Research,
incharge of AR’s loudspeaker design.

DanieL Queen, a Chicago-area
consultant in acoustics and president of
Daniel Queen Laboratories, who is the
designer of a cylindrical speaker system
featuring a uniform horizontal 360-de-
gree radiation pattern.

Joun Wawzonek, marketing man-
ager and former head of the Acoustic
Products Design Group at Bose Corpora-
tion. He has taken partin numerous ex-
perimental studies of recording and
playback acoustics. Bose loudspeakers
use strong wall reflections for spacious
imaging.

Peter MitcHELL, moderator of this
discussion for HigH FipELITY, is a Boston-
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area audio consultant and writer and
current president of the Boston Audio
Society.

Hicu FioeuTy: Let’s begin with
the central question. Is it reasonable to
design speakers for a certain placement
relative to the boundaries of a room—
even when such placement may be im-
practical in many rooms? Is it feasible to
dictate to the consumer where he must
place his loudspeaker?

Wawzonek: I think there simply is
no choice, considering that a speaker’s
response will vary from 6 to 12 dB from
place to place within a room. You either
have to design for a particular position

‘or build in some controls, and we’ve
done both with different speakers in our
line.

Holl: 1 agree. In recent years our
loudspeakers have been designed to
compensate for the effects of room
boundary reflections at low frequencies.
Basically, the idea is that we should pro-
duce a loudspeaker that will perform at
its optimum inreal listening rooms.

Allison: I'm happy to have these
gentlemen join me in recognizing the in-
fluence of room boundaries on loud-
speaker power output, and I expect that
many more will in the coming years. It
seems to me that the sensible thing for a
consumer to do is to decide where he
wants to put loudspeakers in his room—
mounted on a wall, on the floor, in a cor-
ner, or away from all walls—and then
buy speakers designed to be used there.

Holl: Of course, we cannot dictate
to a consumer where to place his speak-
ers. But rather than make a speaker that
isn’t accurate anywhere in the room, we
would like to make a speaker thatis at
least correct in some positions in the
room and tell the consumer what these
positions are—and what he can do to rec-
tify the error, at least to some extent, if it
is moved away from these places.

Allison: Advice of that kind from
the manufacturer is very valuable, and
it's not often given.

Wawzonek: All of our speakers
are designed with some placement con-
straints, and with the Bose 901 there are
specific recommendations: The speaker
has to be a certain distance from the back
wall and from the side wall. There’s an-
other part to this issue, however: Where
canyousitand still get good stereo bal-
ance? You don’t want to be confined to
the center line between the two speak-
ers. So we take advantage of the reflec-

tions to make the balance between the
two speakers more uniform from place
to place within the room.

Queen: Because loudspeakers are
used in real rooms there will be room re-
flections, no matter what you do. If the
reflected sound is not commensurate
with the original, then the speaker will
not be accurate or natural-sounding, no
matter what its radiation looks like on
axis or in a power-averaged response. So
the radiation pattern has to be given a
great deal of attention; in fact [ strongly
suspect that many of the things that are
being attributed to time alignment may
actually have more to do with the result-
ing radiation patterns.

Cooke: We certainly don’t think
that the room can be ignored, but neither
canthe first-arrival sound from the
speaker. If the objective is to reproduce a
natural sound as closely as possible,
thenit’s inadmissible to do anything that
tinkers with the direct sound. Room
boundary effects imply an element of
time delay, and you cannot correct for
delayed effects and maintain natural-
ness by messing about with the ampli-
tude/frequency response. A comfort-
able sound is not necessarily natural.

HF: There seems to be a trans-
atlantic difference in emphasis here. In
the U.S., manufacturers tend to encour-
age that loudspeakers be placed close to
awall, which makes the effects of
boundary reflections rather obvious, and
we regard the total-output power re-
sponse of aspeaker as a more important
parameter than its first-arrival spectrum.
British designers and reviewers concen-
trate more on the first-arrival spectrum
and tend to encourage users to place the
speakers in the middle of the room,
away from boundaries so as to minimize
the importance of reflections. Any com-
ment on this disparity?

Holl: I don’t think that’s the case
any longer, at least with our own design
work at AR. We believe that the first-ar-
rival sound is extremely important. How
to relate itto effects of reflections is
somewhat more difficult. At low fre-
quencies the effect of the time delay is
inconsequential. If a speaker is placed
close to a boundary surface, even the di-
rect first-arrival sound is affected by the

reflection, as first shown by Roy Allison.

We should separate the two room
boundary effects: the ories that produce
delayed reflections, and those that alter
the first-arrival sound.

Cooke: Agreed. The reason why
there’s a large “pull ‘em away from the
wall” brigade in England is that the ef-
fects of middle- and high-frequency re-
flections are not easily resolvable with-
outintricate time-delay compensation.
Therefore, rather than muck up the re-
production completely, we pull the
loudspeakers away from the wall a suf-
ficient distance to mitigate the worst ef-
fects of the reflections.

Queen: And if the user has to put a
speaker near the wall, he might wantto
do something to make that wall more
uniformly reflective.

Holl: If we pay attention to treat-
ment of the cabinet surface and to the
placement of the mid- and high-fre-
quency radiators in the cabinet, they are
not going to reflect off the wall behind
the speaker. We do recommend that
speakers not be too close to adjacent side
walls.

Cooke: We say to consumers that
the side-wall reflection is the most im-
portant; try to get at least a meter away
from the side walls. The back wall is cer-
tainly not as important.

HEF: Is the side-wall reflection im-
portant because of frequency response
or because it affects stereo imaging?

Cooke: Both.

Queen: ] once thought that the
first-arrival direct sound was the de-
terminant for localization, imaging, and
spectral balance, and I set up some ex-
periments at Northwestern University to
try to prove it. But it just didn’t seem to
work that way; early-arriving reflections
were also important. In many cases, and
with many speakers, some of the reflec-
tions actually are higher in level than the
first-arrival sound and influence the
sound more.

Aloudspeaker is designed to have
a flat response on axis, but some manu-
facturers do not pay sufficient attention
to what is happening off axis, distorting
stereo localization cues, and so on. The
radiation pattern varies with frequency,
and this type of defect is different at vari-
ous frequencies in many speakers, fur-
ther confusing the localization. So 1
would dispute the idea that we only have
to be concerned with the first-arrival
sound.

Allison:] try to design my speak-
ers to produce flat power output, to be-
have in each part of the frequency range
like a section of a pulsating sphere, and
to have a symmetrical radiation pattern.

e ——
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Davis, Allison, Holl

1n 1904-05 Ted Schultz of Bolt, Beranek,
and Newman [acoustical consultants] set
up an ingenious experiment to address
the question of localization and per-
ceived frequency response in concert
halls. He separated the sound into
“early” —thatis, the direct first-arrival
sound plus the first 50 milliseconds of
retlections—and sustained rever-
berations or “late” sound. His finding
was that the early sound determined the
localization but had very little to do with
the perceived frequency balance. He
could cut off the bass completely in the
early sound, for example, and as long as
the later sound had adequate bass the
listeners perceived a balanced sound.

This is consistent with the fact,
demonstrated by Arthur Janzen during
the ’50s and corroborated by others
through the years, that the perceived fre-
quency balance of a speaker correlates
extremely well with the total-power out-
put of the speaker in the room and has
little to do with the first-arrival sound,
except in speakers with very high direc-
tivity. This is because all of the energy
from the loudspeaker, emitted in all di-
rections, goes into the reverberant field
of the listening room.

Wawzonek: We have the most ex-
treme radiation pattern, designed so that
the early reflections are the major part of
thesound and the direct sound is a lesser
part. The total energy that comes from
the loudspeaker is what then determines
the timbre of the sound. [ don’t know
where the idea of flat total-power radia-
tion first turned up, but we used the term
in our literature in 1968, when the origi-
nal Bose speaker appeared.

HE: If flat power radiation is ac-
cepted as a good thing, how badly could
you alter the first-arrival sound while
maintaining flat power response before
the sound starts to sound bad?

Wawzonek: That's a hard ques-
tion to answer. There are limits, of
course; realistically it's not an issue.

HEF: So the first-arrival frequency

HIGH FIDELITY

Radiation patterns are not only important, they may

be everything.—Davis

Decide where you want to place your speakers, and
then buy ones designed for that use.—Allison

We cannot dictate to a consumer where to place

his loudspeakers.—Holl

response is irrelevant.

Cooke: Rubbish. If you puta very
simple sound source such as a human
voice either in free space or in a large
concert hall, there’s no way that you can
distort the frequency content of that
voice without coloration immediately
becoming apparent. If you replace the
voice with a small loudspeaker having
similar directional characteristics, the
same thing applies. If you now bring the
walls of the concert hall together until
they represent a small listening room,
the same thing still applies; if you
mangle the directsound, it will be imme-
diately apparent.

Davis: Because you are varying
both the power response and the direct
sound.

HEF: Let’s ask the converse ques-
tion, Mr. Cooke. If you are designing for
a flat first-arrival response, how bad
could the speaker’s total-power re-
sponse get before you start caring about
it?

Cooke: We take a rather pragma-
ticapproach. Years ago everybody
thought the most desirable thing was a
flat axial frequency response. In recent
years the flat power response thing has
been heavily stressed, particularly in
Scandinavia. This was thought—erron-
eously, I think—to be the main criterion
and resulted in the production of some
exceedingly bad loudspeakers. The
pragmatic approach that was developed
in England, largely by the BBC, is very
simple: It doesn’treally matter what the
frequency response of the loudspeaker
is. What is important is the subjective
appraisal—whether the reproduced
sound is a reasonable facsimile of what
you hear in the studio. And it turns out
that the frequency-response curve that
you get, either as measured axially oron
a total-power spectrum basis, varies ac-
cording to the size of the enclosure and
the directional characteristics of the
speaker. There’s no one right curve or
way of specifying the frequency re-

sponse. If you take the ability to repro-
duce a natural sound in a natural way as
your criterion, what you find is that the
measured frequency response, either
on-axis or total-power response, will
vary from one speaker to another ac-
cording to its shape and size. So if you
make a little speaker with curved sides
and a big speaker with flat surfaces, both
capable of reproducing sound naturally,
when you come to measure them objec-
tively they could well have differently
shaped response curves.

HEF: So it’s not true that either a
flat first-arrival response or a flat power
response curve is necessarily the right
thing to have; what you want depends on
other parameters?

Wawzonek: Such as its radiation
pattern, which is why we never publish
frequency-response curves.

HF: This puts reviewers who seek
objective data in a difficult situation.

Davis: Even if first arrivals and
long-term power output are the same for
a big speaker and a little speaker, they
won’t sound alike.

HF: They sound different because
of the size and shape of the cabinet and
because of the number, sizes, and loca-
tions of the drivers; and these things
matter primarily because they affect the
radiation pattern?

Davis: Yes. So we need to look at
how these factors affect the radiation
pattern, to develop technology to vary
the pattern, experiment with exotic radi-
ation patterns, etc. There is a lot more to
what you perceive about a loudspeaker’s
sound than simply its spectral balance. If
we equalize a Bose speaker so that its
pink-noise response in a room is the
same as that of a KEF speaker, they still
won’t sound anything like each other—
and we would like to know why. The di-
rection, amplitude, timing, and fre-
quency of sounds arriving at your head
all influence your perception. If we had
control over each of the variables, we
could find out how each affects the per-
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Wawzonek, Cooke, Queen

ception of the sound, and then we could
specify the speaker design or put con-
trols on the speaker to allow the user to
adjust it for himself.

Queen: The loudspeaker that |
have designed has been made to have a
completely circular radiation pattern at
all audio frequencies. This assures that,
atany frequency, the direct sound will
always arrive at the listenerata higher
amplitude than any reflections. There-
fore you don’t get a situation where the
sound at one frequency is localized at
the loudspeaker and the overtone an oc-
tave higher is heard 45 degrees away,
smearing the stereo image. Had the laws
of physics allowed present technology to
achieve this in a directional speaker, we
would have produced a directional
speaker.

Allison: I don’t know of any stud-
ies addressing the question of what kind
of radiation pattern a loudspeaker ought
to have. It has been my experience that
the wider the pattern, the more natural it
sounds in reproducing music. A further
point on stereo imaging: It's important
that the two loudspeakers have sym-
metrical radiation patterns.

Cooke: If you start trying to en-
courage reflections and make use of
them, one of the great problems is
achieving symmetry in the room. If you
lack symmetry in your reflecting sur-
faces, your stereo image has gone to
glory. But we’ve got to be careful what
wemean by “stereo image”: Are we talk-
ing about the stereo image conveyed
only by the information in the recording,
orare we talking about creating a pseudo
stereo image derived from reflections?

Allison:1 don’t see a conflict. Re-
producing the image the record producer
put in the groove is based primarily on
the first-arrival information.

Wawzonek: We can’t substitute
something in place of the stereo image.
Butas the signal passes through the
transducer we can alter the image,
spread it out beyond the space occupied

Speakers with adjustable spatial properties will
eventually be common.— Wawzonek

If you mangle the direct sound, it will be
immediately apparent.— Cooke

I would dispute the idea that we only have to be
concerned with the first- arrival sound.—Queen

by the speakers, because we think that’s
adesirable thing to do.

Cooke: This is where we in Eng-
land come to grief in trying to follow
what’s going on in America. We listen to
the really excellent drama productions
that we get from the BBC. With a couple
of good loudspeakers in a reasonably
damped, symmetrical room, you are
looking out onto a stage with lots of ac-
tion going on in precise, high-definition
sterec. But when you use a multidi-
rectional loudspeaker, a man speaking
sounds as though he’s standing in the
vestibule of a railway station. As we talk
about what properties we are trying to
incorporate in our loudspeakers, we
ought also to talk about what we are sac-
rificing—or are not prepared to sacrifice. |
think most British manufacturers stand
on the premise that one should not sacri-
fice a speaker’s ability to reproduce one
voice naturally in a room.

Davis: That's a good argument for
making speakers with an adjustable
radiation pattern.

Wawzonek: I think adjustable
spatial properties (which we're starting
to provide now) will eventually be a
common thing.

Davis: Radiation pattern has a
drastic effect on imaging. I once did an
A/Bcomparison between monophonic
sound reproduced through a stereo pair
of speakers vs. the same mono sound
through a single central speaker. In the
anechoic chamber the phantom central
image produced by the stereo speakers
was essentially indistinguishable from
the middle speaker, but in a room the
phantom image sounded much more re-
verberant than the middle speaker. So
radiation pattern is not only important in
imaging, it may be virtually everything.

HF: Because of the reflections off
boundary surfaces that result from off-
axisradiation?

Davis: Yes.

Holl: There’s a more basic thing to
consider. If you have a different fre-

quency response from left and right
speakers at the listening position, there’s
no way this can give a good stereo image.
Thus our desire for vertically aligned
drivers, to get uniform horizontal sound
distribution in the listening area.

Cooke: It’s for the same reason
that we’ve gone to computer selection of
stereo pairs of drive units.

Davis: Now it seems that, if you
suppress early reflections, you will im-
prove imaging. If reflections don’t arrive
until, say, 20 milliseconds after the first-
arrival sound, the listener will have that
time to lock onto the image before being
confused by scattered sound. So it may
be desirable to design speakers to de-
liver a clear first arrival and a minimum
of other arrivals for several milliseconds.

Cooke: [ believe that.

Holl: ] agree.

HF: This is the “live-end /dead-
end” principle used in many recording
studios. Surfaces near the speaker are
made absorptive to suppress early re-
flections, while the listener’s end of the
room is made reflective so as to produce
auniform sound field.

Queen: However, in controlled
experiments in an anechoic chamber in
which we introduced various delays up
to 10 milliseconds between arrivals, we
did not find that the delay altered the
way in which reflections affect local-
ization. I think that, if your reflections
are uniform with frequency, youdon't
have a problem.

HF: We seem to have general
agreement that a speaker’s radiation pat-
ternis important, at least because of its
influence on reflections and imaging.
What should the radiation pattern be
for ideal behavior?

Davis: 1 don’t know, and I don’t
think anyone else knows. We need stud-
ies to find out what radiation patterns
work especially well, or which ones
people like, and then maybe we can find
out why and design speakers accord-
ingly. HF



speakers add brilliance and
clarity to your car sound (also
a greal remedy for already

: installed lackluster systems).

Our TK1 3" high-frequency The SK1 5% " extended
i range speakers are the
heart of our system
and have Altec’s famous
crispness and efficiency.

Altec’s SW1 Power Bass provides
the rich, low bass that's been
missing in antomotive sound.

INCREDIBLE CARSOUND
IN THREE EASY STEPS.
AND ONE HARD ONE.

Let’s break all rules and get to
the hard one first. Number four: $350
for a complete car stereo speaker
system. Gulp. But considering what
you paid for the stereo in your dash,
if you don’t have good speakers, all
that money is simply wasted.

Before we get to number one,

a word about our whole Voice of the
Highway™ system (the AL1). It's
extremely modular. So much so, you
can buy any part of it and enhance
what you've got now. Of course, it's
best to get it all and listen to car
stereo as it's supposed to sound.

A system designed exclusively for the
road, but engineered to rival the one
in your living room.

Now to number one, a pair of
TK1 3" high frequency drivers that
deliver the highest highs you've
heard in car stereo. It's a dimen-
sion other speaker systems just
don’t have.

Just as essential, number two,
our SK1 5%" speakers. Designed
for extended range and for fitting
in where nothing else will. The sound?
It’s what made Altec famous: clean,
clear and tight.

Number three is a unique
requirement: the SW1 Power Bass™
A self-powered subwoofer that fills
out the entire system, improves
its dynamic range and reduces distor-
tion. Its unique die-cast structure
contains a 40-watt amplifier, elec-
tronic crossover, balanced inputs and
an active equalizer. And the results
are dramatic. (Or you can add the
Power Bass to your existing speakers
for $219.95 and still get great sound.)

Now back to number four, our
$350 item. If you want true car stereo,
super efficiency and clear performance
(not just so much noise on the road),
you have to give our Voice of the

The
ALI System

[ALTEC
Voice of the Highway"

Highway™ a listen. We believe it’s the
only speaker truly designed for the
car. (And when it’s installed by an
authorized dealer, we'll guarantee it
for as long as you own the car).

In addition to our ALI system,
we also have an incredible set of 6"x 9"
Duplex speakers. They're ideal for
all cars with severe space limitations,
because they easily mount into
a door. They also can be used with
the AL1 system or are available
themselves at $159.95 per pair.

LISTEN. FREE GAS.

Just to get you to listen, we'll
pay for your gas money. Take this ad
to your car stereo dealer, listen to
the speakers, and we'll send you $2
for gas money, whether you buy
or not. (See your local Altec Lansing
dealer for complete details.)

So when it comes down to the four
steps, all of them are really easy
to take. One at a time, or all at
once. Including the last one.
It won't be so hard, once you
really listen. Hear Altec’s Voice
of the Highway™ today and end
up driving a real bargain. For the
name of your local dealer, call
toll-free (800) 528-6050, Ext. 731;
in Arizona (800) 352-0458.

1515 South Manchester Avenue, Anaheim, California 92803
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Seven Myths of Speaker Buying

by Peter Dobbin

here is only one right way to buy a
T speaker: with your ears. The process
is demanding and complex, and you'll
probably tire of the chase long before
you've sampled even a small percentage
of the available models. Yet, time-con-
suming as they are, the basic prescrip-
tions for the prospective buyer—namely,
to take your own records to the dealer
for demonstration and to make careful
A/B comparisons with the reproduction
levels matched to compensate for differ-
ing speaker efficiencies—are as true now
asever.

But speaker shoppers exhibit one
symptom that usually goes untreated,
judging from comments by readers and
by dealers HigH FipeLiTY has spoken
with. Buyers often mistrust their own
hearing and fall back on half-understood
theory and dimly remembered recom-
mendations to make their choice. Says
one dealer, “Many customers are so in-
secure about their taste and afraid of ap-
pearing foolish that they start by dis-
trusting us. When we try to correct their
assumptions about speakers, they be-
come certain that we're trying to deceive
them. As a result, the less they know, the
more they profess to know. It can be
frustrating and costly—for us and them.”

Obviously we can’t readily change
the way you approach the subtle chal-
lenge of absolutely honest listening, but
we can address some of the myths that
can distract you from your aim:

Speaker systems are
grossly overpriced.

Generally speaking, thereis a
larger markup on speakers than on au-
dio electronics and turntables, but the
bulkiness of speakers entails overhead
that eats up some of what would have
been profit for the dealer. In comparison

with many consumer items—clothing
and cosmetics, for example, where the
profit margin may be close to 200%—
speaker profits are not overly inflated;
rarely are they more than 50%.

When you do plunk down, say,
$300 for a nationally advertised speaker.
you're obviously paying many costs that
are not immediately evident in raw ma-
terials. The most common complaint,
perhaps, centers around the use of par-
ticleboard instead of solid wood for the
enclosures. But the economics of using
the cheaper material are obvious, and
use of solid wood doesn’t guarantee a
better-sounding speaker. Particleboard
can be made much denser than solid
wood, and it performs quite well as
speaker enclosure material. Any large
cabinet will resonate, however, and these
resonances can be controlled by careful
internal bracing and damping; success in
this respect can be judged only by listen-
ing, of course. If youhave ataste for
“natural ingredients” rather than vinyl-
clad particleboard, good compromise
canbe had in any of the speakers made
of particleboard but finished in fine
wood veneer.

brand speakers are
a better buy than
brands advertised
nationally or
internationally.

Though house brands are a rather
mixed bag, some useful generalizations
are possible. When you purchase a
house brand or unbranded speaker, you
have no idea what you'‘re really getting.
Often it is designed with more care for
cost than for quality; you can’t assume
that a system that looks similar to familiar

models at fancier prices delivers similar
performance. When a salesman starts
extolling the attributes of the house-
brand speaker, get ready to do some dis-
passionate comparative listening before
assuming virtue (beyond price) in the
mystery box. And if you politely inform
the salesman that you'd like to make
A/B comparisons among a variety of
speakers and he resists, you should con-
sider seeking another dealer.

The more drivers a

speakersystem
contains, the better
it will sound.

This is probably the most preva-
lent of all the myths, and the one that
causes the most customer confusion.
The more drivers a speaker contains, the
more crossovers it usually requires.
Without careful design, the multiplicity
of drivers and crossovers can create as
many problems as it solves. A properly
designed two-way system (woofer and
tweeter) may well have far fewer ano-
malies in response, phase behavior, and
stereo imaging than a similarly priced
three- or four-way system. A well-de-
signed multiway system, on the other
hand, limits the frequency range each
driver must reproduce and should
achieve optimum individual and en-
semble performance. Crossover net-
works add their own distortion, phasing
oroblems, and expense, but they are a
necessary evil until someone invents a
true full-range single-element trans-
ducer with the dynamic range required
to fill a listening room—and at an afford-
able price. Interms of value, a well-de-
signed two-way system is very hard to
beat, and adding drivers tends to raise
the price more than the performance.



The bigger the box,
the bigger the bass.

Like other myths, this pearl con-
sists of a grain of truth covered by an ac-
cretion of misunderstanding, Size alone
is no indication of the quantity or—more
importantly—the quality of low-fre-
quency reproduction. With the develop-
ment of acoustic-suspension (sealed
box) enclosures in the ’50s, it became rel-
atively simple to get good bass response
from small enclosures. The tradeoff,
however, was decreased efficiency. And
anumber of other tradeoffs are avail-
able, even with ported systems. So all
youcan say is that a bigger box would
mean bigger bass if all other considera-
tions were the same, which they defi-
nitely are not.

Aspeakerwitha
high powerrating
is less likely to burn
outthanonewitha
lower rating.

Again, it’s just not that simple.
Most damage occurs when a low-power
amplifier is forced to drive a speaker to
high volume levels. Protracted clipping
of the signal, even though most of its
original energy lies in the midrange and
below, introduces odd-order harmonics
in the tweeter range, where the driver’s
ability to dissipate heat is relatively re-

stricted. Thus you can destroy a tweeter
with signals that don’t harm the other
drivers. A super-powered amp feeding
even the lowest-rated speaker, however,
is not likely to cause any damage in any
sort of normal use.

Manufacturers differ in what they
view as minimum and maximum power
levels, and therefore their suggested am-
plifier power ranges can’t necessarily be
compared. Some maximum figures re-
flect the power that will result in high
volume levels before the onset of unac-
ceptable distortion, others the power at
the onset of driver destruction. Also,
some manufacturers giye the ratingin
continuous power levels and others
specify peak levels. The continuous-
tone and pulsed-power figures in Hicu
FipeLiTy’s test reports can help in this
respect.

Foam grilles muffle
sound; hard-edged
frame grilles
diffract sound.

That depends on whether the
grille has been taken into consideration
in the overall design: whatkind of grille
is employed and the relationship of its
parts to the drivers’ placement. If, for ex-
ample, the grille absorbs some sound
(most absorb very little), the tweeter out-
putcan be adjusted through choice of
driver or crossover design to compensate
forit. The acid test is how the system

- sounds with the grille on. Unfortunately,

many dealers have taken to demonstrat-
ing speakers with it off, which could re-
sult in an overbright high end—a quality
that may attractattention in the show-
room but defeats the intent of a good de-
sign. When auditioning speakers, ask
that the grille be left on and check for

HIGH FIDELITY

poorly controlled reflection or diffrac-
tion by listening for sharply defined
transients and precise stereo imaging.
Incidentally, it was probably the
habit among dealers of giving demon-
strations without grilles in place that
sparked the trend toward brightly col-
ored driver diaphragms and other cos-
metic conceits that add nothingto the
sound. Even if you like looking at vibra-
ting woofers, chrome trim rings, and nat-
ural wood finishes, it's wiser to use a
speaker with the grille on, since it limits
the possibility of damage to the drivers.

When budgeting
for a stereo system,
the speakershould
take the biggest
bite.

The logic of this “truism” rests on
the assumption that the more you spend
for a speaker, the better it will sound. If
you decide that a $100 model sounds as
good to your ears as one costing $400,
what point is there to spending the extra
cash? Also, any speaker is far less likely
to fail over time than electronics, turn-
tables, or tape decks.

So assess your priorities carefully
inregard to all of these points and then
listen for the properties you want in your
speakers. Be warned, however: The abil-
ity to make fine sonic discriminations
has to be learned, and too greatan em-
phasis on price or too hasty a choice may
result in the purchase of a speaker whose
charms quickly fade as musical tastes
and hearing become more sophisticated.
It all comes back to a willingness to lis-
ten carefully and without prejudice be-
fore you buy. Remember that it’s your
ears alone thatneed be satisfied by your
choice. HF
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INTRODUCING

THE DBX

RECORDING TECHNOLOGY
SERIES MODEL 224.

THE BEST PERFORMANCE

YOU CAN BUY FOR
UNDER *50,000.

Digital recording means two things.

No noise, and a full dynamic range
of 90dB.

But until now, only recording engi-
neers have been able to enjoy that
incredible sound using studio record-
ing systems costing $50,000 or more.

Now, however, there's the new
dbx Recording Technology Series
Model 224, the state-of-the-art in
home recording. It hooks right into
your present tape system. And it lets
you do almost everything you could
do with a digital system, but for a
whole lot less.

THE QUIETEST SOUND ON TAPE.

As for noise reduction, nothing on
the market comes close to the
Model 224.

RELATIVE NOISE LEVEL (dB)

1
25K
FREQUENCY (Hz)

Dolby reduces noise by only 10dB at best, and only in
the h;')gh frequency range. dbx virtually eliminates
tape hiss, reducing it by more than 30dB across the
entire frequency range. (Unretouched laboratory
photograph. Data from “The Importance of Dynamic
Ranﬁe, " Audio Magazine, January, 1980. For a copy
of the article, write dbx.)
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The Dolby®** system you've been
putting up with certainly doesn’t. It
only reduces tape noise by 10dB at
the most, and only in the high fre-
quency range.

Compare that with the dbx Model
224, which reduces tape noise by
more than 30dB across the whole fre-
quency range. it virtually eliminates
tape noise, without adding any audi-
ble distortion or
changing the tonal
_ character of the
g sound.

The result is a dif-
ference you can
easily hear. In fact,
ou'll be able to
-record quiet music
passages that

| would be lost in
B tape noise with any
Bk Other system.

v oy

Conventional tape recorders limit dynamic range.
With the dbx Model 224, you can get the dynamic
range approaching that of a live performance.

DYNAMIC RANGE
APPROACHING DIGITAL.

The Model 224 also gives you
something else you've never heard
before from a tape recorder: full
dynamic range.

Dynamic range is the difference in
volume between the loudest and
quietest passages in a piece of music.
It's just as important to the realism of
music reproduction as flat frequency
response, or accurate spatial
perspective.

And although live performances —
and digital master tapes—go up to
90dB of dynamic range, even the best
home recordings have been limited to
only about 50dB. So no matter how
good your recorder is, you've been
missing at least cne third of your
music’s dynamic range.

Circle 11 on Reader-Service Card
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HOME RECORDING SO CLOSE TO DIGITAL,
IT’S ABSURD.

Well, the Model 224 gives you the
capability to record an unprece-
derited 85dB on open reel and 80dB
on cassette.

So for the first time, you can make
live recordings that capture virtually
all the dynamic range of the original
music.

In addition, the Model 224 is the
only system that lets you tape fine
auciophile records without losing any
of their dynamic range.

And you can use the extra head
room provided by the 224 to dramati-
cally extend frequency response and
minimize distortion during recording.

As if all that weren’t enough, you
can use the 224 to play dbx Discs, the
Full Dynamic Range Recordings that
deliver up to 90dB of music dynamics
with negligible surface noise. Because
the 224 includes the decoding system
that makes your present stereo com-
patible with these phenomenal new
diszs.

HEAR IT TODAY.

The sound of digital recording
really is here. Dynamic range
approaching a live performance.
Music heard against a background of
virtual silence. And a purity of sound
that's never been possible before in
home tape recording.

Visit your authorized dbx retailer
today for a demonstration of the dbx
Model 224,

We think you’ll agree with us. For
$275, you'd be crazy to pass it up.

dbx, Incorporated, 71 Chapel
Street, Newton, MA 02195.

*Manufacturer's U.S. suggested retail price: actual
price set by dealers; rackmount kit available at
additional cost.

**'Dolby’ is a registered trademark of Dolby®
Laboratories Inc.

dbx’

MAKING GOOD SOUND BETTER
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Trouble
with
Orchestras

ast June composer/conductor Gun-
L ther Schuller welcomed students to
the Berkshire Music Center (better
known as Tanglewood), where he is ar-
tistic director, with a speech that shook
the classical music world. The former
president of the New England Con-
, ‘ servatory (and now president of the Na-
t“v"“'“;}“\v%! tional Music Council) eschewed the
x L '!tc - ?‘;'f;?; | usualinnocuous generalities in favor of
{ AF = % ST AT alerting the young musicians—mostly
\ ; > postgraduates headed toward sym-

ALY 1 Ok phonic careers—to the evils and pitfalls
they would likely encounter in their
professional lives.

Taking as his point of departure
Tanglewood founder Serge Kous-
sevitzky’s dictum that as musicians “we
- i g ._.!"_ - | must not u:.;e n,l,USic' we must sert"e it,”
AL : 'Ii. ‘I‘.h-" ¢ Schuller w1th. no great pleasur?
¥: .r‘«./.Aff ”“n‘ 3 ) X warned that, in U.S. orchestras, joy “has

Ll
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gone out of the faces of many of our
musicians. Apathy, cynicism, hatred of
new music abound on all sides. Unbe-
lievably, we have developed the art of
reading [music] tosuch a high level of
technical competence that we are in im-
minent danger of no longer needing our
ears except for the crudest of note re-
pairs. We have accomplished the ulti-
mate musical ingenuity (or is it indig-
nity?): We have learned to transform
musical performing into a reading, vis-
ual skill, eliminating the very thing for
which music exists—hearing.”

Schuller bemoaned the fact that
the term “professional symphony musi-
cian” has begun to conjure up images of
performers who are “embittered, dis-
gruntled, bored, who have come to hate
‘music. . . . AsI travel around the coun-
try guest-conducting various orches-
tras, it is often former students, who
once had thatshine in their countenance
when they heard or made music, who
long since have lost that spiritual identi-
fication with music.”

The blame for the “cancer” that
has spread through all but a handful of
American orchestras, Schuller insisted,
falls on the unionization, or at least the
union mentality, of our orchestras; on
music directors, absent more often than
not, whose ensembles play second
fiddle to their careers; and on the con-
sequent filling of the artistic vacuum by
nonartists—boards and orchestra man-
agements. “Consider that, in thousands
of pages of musicians’ union bylaws,
federal as well as local, no matter what
city, you will look in vain forany men-
tion of the word ‘art,” " he said.

These rules “concern themselves
exclusively with money, with time, with
durations of rehearsals and inter-

ince making those remarks, | have

been overwhelmed with declarations
of support. Never in my professional life
have I done anything that has elicited
such a strong and positive reaction. And
the reaction has come from all levels and
categories of musical society, including
those I had singled out and those directly
related to the issues: board members,
managers, rank-and-file musicians,
union members and officials, and con-
ductors. Apparently, what I articulated

missions; in short, with ways of achiev-
ing an ever-increasing maximum of fi-
nancial gain for an ever-decreasing
minimum of effortand a minimum of
product. Many American ensembles are
now down to three rehearsals a week, re-
gardless of the difficulty of the program.

“Or consider the spectacle of mu-
sicians getting up from their chairs and
walking off the stage in the middle of a
phrase—even in the middle of a note—
because the clock has struck 4:30 or 5:00.
How dare we interrupt music in such a
brutal fashion? Itis an insult to our call-
ing, an indignity that we visit on the
work of a master for whose sake we
went into music in the first place, and
whose genius may be greater than all
the talents in such an orchestra put to-
gether.”

Once a young extra horn player
with the New York Philharmonic in the
mid-1940s, Schuller recalled the players’
resistance to the rare performances of
Mahler symphonies, many of his fellow
brass players assailing them "“asan im-
position and an unwanted evil.. .. Now
as] talk to my colleagues around the
country, particularly in the top ten or-
chestras, they are already bored with
Mabhler. From hate to boredom in forty
years!” ’

"We used to think years ago that
the cynicism of symphony musicians
was explicable by reason of their status:
as underpaid and held in low esteem as a
profession by society. But now that
many musicians’ salaries are relatively
respectable, . . . things are even worse
than before. Indeed, the cynicism is
worst in precisely those orchestras that
enjoy the highest standard of living.”

Recording? Television? Schuller
called these “two of the remaining areas

of pride left—and, of course, there is ex-
tra money for that too. But. . . notice
when a given passage or solo is done,
how quickly the instrument goes into
the lap. No participation in the music,
...no listening to what else is going on.
... And the ears are functioning only
enough to insure playing relatively on
time and relatively in tune.”

Schuller complained that orches-
tras have become too successful as busi-
nesses: “Their techniques of survival are
now those of the American corporation,
including the full panoply of manage-
rial and public relations accouter-
ments,” implying that selling a product
is often more important than the quality
of the product itself. He went on to decry

.the problems created by “absentee musi-

cal directors and orchestras run not by
artists, but by committees.

"We must solve these problems
before it is too late, for we have in the
last fifty to sixty years created and built
in this country—starting with the Sto-
kaowskis, the Koussevitzkys, the Rei-
ners, the Toscaninis, and Mitropoul-
oses, and their respective orchestras—the
finesttechnical orchestral instruments
in the world. But we are about to throw
the baby out with the bath water if we
don’taddress our energies and talents to
the ills that threaten to compromise us.

“In a world that certainly seems to
have gone completely insane, the arts
are becoming ever more precious. When
I look around me, or when I contemplate
the daily barrage of depressing news, I
cling to the notion that perhaps music
and the other arts represent a rare refuge
for us all—if we can but preserve their
purity.”

We asked Schuller to expand on
the subject for our readers.

by Gunther Schuller e ——————

had been festering just below the surface
for some time, waiting for someone to
express it publicly.

Now all of this may come asa
shock to the average concert-goer, who,
from the perspective of the second bal-
cony, sees only the “glamorous’ side of
concert life. That person might well ask:
Why such dissatisfaction, such bitter-
ness, such cynicism among musicians?
And, of course, the answer brings us to
the other side of the argument. Musi-

cians can justifiably point to a whole
catalog of evils as the root causes of their
plight, and one could easily write an ar-
ticle on that subject alone. Suffice it here
to touch upon some of the major prob-
lems that have remained largely unad-
dressed.

There is, to begin with, the histor-
ical fact of the tyrannization of several
generations of orchestral players by the
great conductor-tyrants of the past: Tos-
canini, Reiner, Stokowski, and Szell and



Leinsdorf in their earlier years, to name
only the more famous (infamous?). They
had absolute control over the lives of
their musicians in human, social, and
economic terms, and they consistently
abused it. Small wonder that ageneration
or two of musicians developed a deep-
rooted fear of and hatred for “the con-
ductor.” Inevitably, they, with help from
their unions, rebelled against the many
inequities of such dictatorial control.

The exploitation of musicians by
tyrannical conductors islargely a thing
of the past. But old wounds have hard-
ened into tough scars. The adversary
relationship between musicians and
conductors still persists, smoldering un-
der the surface and liable to emerge at
the slightest provocation regardless of
the conductor’s disposition; he is simply
“the enemy.” In addition—and there s,
alas, also much justification here—musi-
cians regard most conductors as medi-
ocre and unworthy of their respect, rang-
ing from dull to downright incompetent,
and likely to have been chosen for politi-
cal or personal reasons rather than for
musical, inspirational, or leadership
abilities.

Symphony musicians have other
“natural enemies’” as well: the manage-
ment and the board of trustees. The
former generally carries out the policy
and economic directives of the latter, but
local variations in the relationship be-
tween the two may make for varying de-
grees of responsibility. In most negotia-
tions, the management finds itself more
or less automatically, though notalways
wisely, on the side of the board. But the
most crucial “blame” often falls to the
board alone for its choice of the conduc-
tor or music director. As the musicians
see it, the person with whom they have
to spend 90% of their professional lives
is chosen by lay people who often have
no idea how to select the “right” conduc-
tor. Musicians argue, therefore, that it is
the incompetence of trustees and man-
agement in making decisions, com-
pounded by a whole series of inherited
inequities, that has caused them to rise
up aggressively against their “tormen-
tors,” seeking decent living conditions
and some influence on o equity in the
major decisions that affect their futures.

A study of both history and hu-
man nature teaches that evil on one side
usually begets evil on the other. Thus the
never-ending cycle of action, reaction,
and counterreaction that has character-

ﬂ Players’ ears are

functioning only enough to
insure playing relatively
on time and relatively

in tune.

ized labor-management relations
throughout the industrial age. The trag-
edy of this process is that it institutional-
izes the adversary relationship, thereby
lessening the hope of breaking the cycle.
The wounds on both sides become
deeper, and each reaction arises out of
an increasing well of bitterness, resent-
ment, and frustration. All of this socio-
logical paraphernalia is particularly
inappropriate, and it seems to me unnec-
essary, in the arts.

If the symphony orchestra is to
survive, musicians, management, and
the trustees must collaborate seriously
on their collective future, must develop a
respectful, serious, substantive dialogue
rather than yell at each other from en-
trenched positions. They must work out
a common future based on acommon
process (and progress) that will deal re-
alistically with the real “common
enemy”’: those millions of peoplein our
society—and their political representa-
tives—in whose lives “classical” music
plays no part whatever. That is the real
dilemma! And as long as the three par-
ties continue to beat each other over the
head in a kind of fratricide, the old dic-
tum “’divide and conquer” threatens to
prevail.

The sorry annual spectacle of or-
chestras on strike, with all the attendant
bad publicity and generally woeful mis-
representation in the press, has to stop!
We in the arts are altogether too vulner-
able in this society to kill each other off
year after year and hope to survive in the
long run. As long as unions, orchestra
committees, and members of ICSOM
[the International Conference of Sym-
phony and Opera Musicians—the voice

Musicians regard most
conductors as mediocre and
unworthy of their respect.
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of the classical orchestra player within
the musicians’ union] go to battle only
for the immediate, short-term goals of
better pay for fewer hours, shorter re-
hearsals, and correction of other real or
perceived inequities without also con-
sidering the long-range questions of ar-
tistic progress, of how to generate
greater support for their “product,” of
how to effect more widespread musical
literacy in our society, no real progress
can be made on the real problems.

The achievements and accom-
plishments of ICSOM over the years
have been well noted and appreciated,
and it is clear that at times tough, aggres-
sive tactics are the only approach that
will work with recalcitrant managements
and apathetic boards. But insofar as the
ICSOM approach has concerned itself
almost entirely with short-term im-
provements mostly of a financial or
“working condition” nature, it has fallen
short of the mark. There are higher and
better goals to which it, along with the
unions, might also direct itself.

Most symphony musicians regard
such goals as none of their concern. For
example, some years ago, musicians and
unions launched a drive for full employ-
ment and a fifty-two-week year, notin
itself a reprehensible goal—indeed, a
perfectly normal aspiration. Many or-
chestras got what they wanted. The-only
trouble was that they had given no
thought to the harrowing question of how
the managements were to fill thosc fifty-
two-week seasons: Where would the
concerts, the fees, the income to support
that policy come from? All too typically,
the musicians’ position was: “Let man-
agement figure it out. That’s not our con-
cern.” ‘

Some are beginning to see now
that it was their concern, or should have
been. What managements were forced
to do to honor those demands was to
grab at any kind of concert or gig that
came along. The so-called “runout con-
certs” —sometimes three a day in acous-
tically atrocious high schoo! auditoriums
or shopping centers, preceded and fol-
lowed by exhausting bus trips, the whole
venture often artificially generated by
state or federal subsidies—have become
the bane of the musicians’ and manage-
ments’ existences. They are most often
an indignity to the profession, let alone
the art. (That such concerts often provide
the first contact with classical music for
people in outlying areas is, of course, a
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positive factor. But at what price of wear
and tear on the orchestras and their mo-
rale?)

1 have taken musicians to task for
their cynicism and apathy, butif pushed
to name the one party most responsible
for our present dilemmas, 1 would have
to finger the boards. Not that there is
anything inherently wrong with the
American system of a lay board working
with professional management and per-
sonnel; it’s just that the system has been
woefully abused. Out of sheer ignorance
orarrogance, many boards have time
and again made lamentable decisions:
bad choices of conductors; stubborn re-
fusals to accommodate the professional
dignity of musicians in terms of salary,
working conditions, or social benefits;
failure to acknowledge the real prob-

There are some positive examples
of superb music directorships. Take the
case of Maurice Abravanel, whose ten-
ure of more than thirty years as conduc-
tor and music director of the Utah Sym-
phony ended just last season. Abravanel
developed the Utah Symphony into not
only a first-rate orchestra, but one with
exceptionally high morale and a very
positive attitude and work ethic. He
maintained a point of view: about the
orchestra as amusical instrument, about
repertory, about the place and function
of the orchestra in both the musical and
the general community. As a result the
Utah Symphony developed a styleand a

lems. And too often, they carry out their
functions in an elitist, nineteenth-cen-
tury, social-tea-amidst-potted-palms
manner.

One of the more disconcerting ex-
amples of board behavior occurred
recently, when Michael Gielen was cho-
sen as the new “musical director” of the
Cincinnati Symphony Orchestra. Gielen
is a fine, intelligent conductor, but the
method by which the choice was made
was outrageous. The selection was made
by two or three trustees after seeing Gie-
len at only one concert—and that with
the Detroit Symphony. He had never ap-
peared in frontof the Cincinnati Sym-
phony and thus was totally unknown to
the orchestra, most of the trustees, and
the Cincinnati public. Not only was this
the kind of affront that musicians quite

Two of the last
remaining true music
directors resigned their
long-held posts last sea-
sen: Eugene Ormandy
(left), who guided the
destiny of the Phila-
delphia Orchestra since
1938, and Maurice
Abravanel, who turned
the provincial Utah
Symphony into an or-
chestra of international
renown after becom-
ing its conductor in
1947.

distinct personality that it and the com-
munity could be proud of. Salt Lake
City could identify with it as most
places identify with their sports teams.
One tangible bonus was along-term
recording contract that brought the
highly praised recordings of the Utah
Symphony to the rest of the world.

But Abravanel went further. Fully
realizing his role as an “educator” of the
orchestra, the audience, and the greater
community, he developed excellent rela-
tionships over many years with the state
legislature and with city officials, seek-
ing their support—and getting it. And as
akind of fallout of his efforts, support

understandably might resent, but it put
the fate of an orchestra and the cultural
welfare of an entire city in the hands of a
couple of not very well informed citi-
zens. In addition, it is clear that almost
no consideration was given to American
conductors, a theme so effectively in-
vestigated by John Rockwell in two re-
cerit New York Times articles.

Whatis most strenuously needed
is the education of the trustees. Wealth,
a position of power and influence, and a
vague love of music as an “entertain-
ment”’ or a “social grace” can no longer
be the major criteria for board member-
ship. We should have obligatory training
courses for prospective trustees, every
bit as tough and demanding as those to
which musicians are subjected.

One of the most serious problems

began to come in for all kinds of other
arts organizations—theater, ballet, mu-
seums, education in the arts—so that

- Utah and Salt Lake City have some of

the finest performing groups and arts
institutions anywhere in the United
States.

What Abravanel achieved should
be a lessonto us all. Butsuch things take
time to achieve, and time is precisely
what few people are willing to giveto
anything anymore. Artists and musi-
cians and conductors want instant fame,
instant careers, instant success, without
putting in the time and effort that such
results require.
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facing the modern symphony is that of
the absentee music director. Jet travel
has afforded the possibility of simulta-
neous directorships, and conductors
have shamelessly indulged themselves,
taking on as many as three or four or-
chestras and, in one case some years ago,
even five. Since boards have generally
not been wise or strong enough to resist
such temptations, many orchestras have
become directionless, amorphous aggre-
gations with no personality, style, or
point of view. Their season is oftena
mere stringing together of programs—
usually of the classical hit-parade vari-
ety—that permits no artistic growth of ei-
ther the orchestra or the conductor,
much less of the two together.

Time was when such growth—the
orchestra learning from its conductor
and vice versa—was held in high esteem.
The subtle process of feeding off one an-
other artistically is absolutely essential;
no great orchestra was ever developed
without such cross-fertilization. But
such symbiotic relationships cannot de-
velop overnight or during the infrequent
intervals between a conductor’s lengthy
absences.

Many orchestra musicians are
content with the annual round-robin of
guest conductors and without specific di-
rectorship. But they are dead wrong. In
the long run such an approach breeds
complacency and an uncritical attitude.
And it leads to confusion, since there are
no particular performance criteria to as-
pire to, or to the development of a facile
skill in following all conductorial comers
regardless of quality. At worst, it leads to
a kind of group arrogance, with the or-
chestra deciding how things shallbe
played, in default of genuine leadership.
And it leads, finally, to an uninvolved,
businesslike attitude: Just let me play the
notes, and don’t bother me with stylistic
niceties and all that artistic crap.

This philosophy of nonleadership
and nonresponsibility, usually pro-
moted by precisely those musicians who
havebecome most cynical and apa-
thetic—often unfortunately the real lead-
ership of an orchestra—is in turn wel-
comed by many managements and
boards, since it makes the job of finding
and keeping a music director that much
easier.

Ideally, a music directorship is a
full-time commitment, not only to the
orchestra, but to the community, one
that cannot be measured necessarily by

ﬂ Wealth, power, and a
vague love of music as a
“social grace’ can no longer
be the major criteria for
orchestra board membership.

how many weeks a conductor is actually
on the podium. In some of the major or-
chestras, music directors conduct as few
as 11 or 12 out of 30 weeks, insome a few
more, and in some rare cases slightly
more than half the season. Whether the
conductor knows it or not, and likes it or
not, he is the prime music educator of
the community. Through his programs
and artistic decisions, his musical and
extramusical (including financial) con-
cern for the orchestra, his commitment
to the orchestra as an institution and the
building of its audience, or through his
defaultin these matters, he either edu-
cates well or educates poorly. If the lat-
ter, he is not a good musicdirector, even
though he may be a good conductor; he
only takes and doesn’t give.

Some conductors argue that, with
the growing power of orchestra com-
mittees, they cannot be true music direc-
tors anymore, but become mere fig-
ureheads. Hiring and firing are largely in
the hands of the ensemble itself, and
programs and soloists are determined or
heavily influenced by management to
suit the box office. A board will quickly
descend on any conductor who harbors
notions of adventurous programming,.
These conductors ask, perhaps rightly:
”What s there for me to be music direc-
torof?”’

With the trend toward absentee
music directors, another deplorable
trend developed: the placing of more
and more artistic/musical decision-
making in the hands of the manage-
ments. Artistic decisions should not be
madeby nonartists. Period. They can be

ﬂ Why do musicians let
the very thing to which
they dedicated their lives
become the object of

their hatred and cynicism?
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arrived at in collaboration and consulta-
tion with nonartists, but not made solely
by them.

This sorry trend may have run its
course, however. While two of the few
remaining great music directors vacated
their posts just last season—Ormandy in
Philadelphia and Abravanel in Utah—
Giulini seems determined to takeon a
real directorship, with all its attendant
responsibilities, in Los Angeles. And
elsewhere, there seems to be a growing
realization that the indulgence of con-
ductors and their Fifty-seventh Street
agents has gone on long enough, thatar-
tistic direction and administrative man-
agement are not interchangeable.

It would not be difficult to go on
citing other orchestral problems and in-
equities, large and small. But the implied
questions remain: Why must these in-
equities, real orimaginary, lead to cyni-
cism and apathy? Are bitterness and
divisiveness the only possible reactions
to these problems? And even more
profound: Why do musicians let the
very thing to which they have dedicated
their lives—music-making—become the
object of their hatred and cynicism?
Why must one loathe the making of mu-
sic and music itself?

One clear sign that the malaise in-
fecting our symphonies is no deep dark
secret is that, in increasing numbers,
young musicians are turning away from
the orchestra as a career. They pursue
careers in chamber music, teaching, free-
lancing, or even outside the music pro-
fession rather than face a life of regimen-
tation and apathy in a typical symphony
orchestra.

Itneedn’t be so, of course. There
are many orchestral musicians who do
not let their art, or their love for it, be
negatively affected. Though such musi-
cians are not often loudmouths and not,
as a group, aggressive or belligerent, nei-
ther are they naive or cowardly. They
simply have the ability to rise above the
sometimes petty issues. While they, too,
may fight for better conditions, they will
not let thatbecome their sole or over-
riding motivation,

Inany case, it is not a question of
one group being pitted against another.
Whatis needed is working together. The
symphony orchestra is too fragile and
vulnerable an institution in a basically
apathetic society and a hostile economic
environment to survive internal divi-
siveness much longer. HF
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- KEF Reference
Model 105 Series I

Unique Protection,
Extraordinary Performance

The KEF Model 105 is now acclaimed as of one of the
A most respected and reliable speaker systems. Since
~=me its introduction in 1977, the Model 105 has been
adopted by audio testing laboratories and speaker manu-
facturers as a reference for evaluating other loudspeakers
and audio products.
KEF now introduces the Model 105 Series 1l, embodying
several significant technical features and improvements
never before available.

Acknowledged Technical Capability

KEF was the first company to develop computer-aided
digital analysis for loudspeaker research and evaluation.

The impulse measuring method which the company
pioneered in the early 1970’s is far more accurate and com-
prehensive thant conventional analog techniques, and has
been widely adopted throughout the audio industry.

The benefits of digital techniques are not confined just to
research & design alone. KEF's leadership position in this
field has enabled the company to employ similar methods to
production processes, revolutionizing the standards of
quality and consistency that can be achieved in production
quantities.

Every vital characteristic is monitored by computer during
the entire manufacturing and assembly process. Drive units
and filter networks are measured individually. Performance
data is recorded digitally and used to group carefully match-
ed sets of components prior to assembly.

Completed speakers also undergo rigorous measure-
ment. Paired Model t05'’s differ in frequency response by
less than 0.5dB, and vary from the original prototype by only
1dB over the entire frequency range.

Thus, for the very first time, it can be claimed that the
standard of performance achieved in the original prototype
is assured for each and every purchaser.

Electronic Protection Circuit

The Model 105 Series Il is fully protected against
accidental overload by a self-powered electronic de-
vice called S-STOP (Steady State and Transient Overload
Protection). This KEF development provides comprehen-
sive protection against excessive voltage, thermal over-
load, and low frequency excursion:

PEAK: The peak protection mode causes the S-STOP
circuit to operate whenever peak voltages to the system are
so high as to be damaging to the dividing network, or likely
to cause unacceptable distortion levels on program peaks.

THERMAL.: The input level to eacH drive unit voice coil is
continuously monitored, and whenever a safe operating
temperature is exceeded, S-STOP is activated.

LOW FREQUENCY EXCURSION: The excursion of the
low frequency unit is also monitored, and S-STOP is again
activated whenever the input level on program peaks is
sufficient to cause the maximum linear excursion of the
bass unit to be exceeded.

The original Model 105 has become anindustry reference
paint. KEF's continuous research & development has now
produced the Model 105 Series I|—a home speaker system
that promises to be even more remarkable.

We would recommend that you visit your authorized KEF
dealer for a thorough demonstration of the Model 105
Series Il. The speakar system is available with an optional
full gritle (not shown) and in various wood
finishes. For the name of the dealer nearest
you, write: KEF Electronics, Ltd., c/o Intratec,
P.O. Box 17414, Dulies International Airport,
Washington, D.C. 20041. Available in Canada.

© 1980 KEF Electronics, Ltd.
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Behind the Scenes

s reported in April, Deutsche

Grammophon has recorded Wagner’s
Parsifal digitally. In fact, for all its public
denials, Polygram has been carrying out a
fairly extensive program of dual record-
ing—analog and digital tapings of the same
sessions—though with no definite plans for
digital release, since it was not convinced
that present digital technology offers much
improvement over its typical product.
Now, however, there are such plans. DG’s
first digital release, anticipated for Septem-
ber, will be Mozart’s Die Zauberflote with—as
in the Parsifal—Herbert von Karajan con-
ducting the Berlin Philharmonic. Francisco
Araiza will be featured as Tamino, Edith
Mathis as Pamina, José van Dam as Papa-
geno, and Gottfried Hornik as Sarastro.

Also from DG, more Mahler sym-
phonies: Karajan has completed the Ninth
and next takes up the demanding Symphony
of a Thousand, No. 8. Claudio Abbado,
meanwhile, has wrapped up the Sixth,
started last year, and the Fifth with the Chi-
cago Symphony. He will probably record
the First with the Chicago as well, but his
Third will feature the Vienna Philhar-
monic, as did his Fourth. While in Chicago,
Abbado also recorded two violin concertos,
Bruch’s First and Mendelssohn’s, with
young Israeli violinist Schlomo Mintz.

Eugen Jochum, whose Beethoven is
reviewed in this issue, has recorded Bach’s
Mass in B minor for EMI with the Bavarian
Radio Symphony. Soloists are Helen
Donath, Brigitte Fassbaender, Claes H.
Ahnsjo, Roland Hermann, and Robert
Holl. Jochum is also continuing his new
Bruckner symphony series on EMI with the
Dresden State Orchestra; the Seventh is
due for release this month, and sessions
were recently concluded for the Fifth.

Nonesuch, which recently promised
to begin recording “west of the Hudson,”
has signed the Los Angeles Chamber Or-
chestra and conductor Gerard Schwarz for
two recordings: One will contain works for
strings bv David Diamond, Irving Fine,
Samuel Barber, and Elliott Carter, and the
other, Schoenberg’s Chamber Symphony,
Op. 9, and Five Pieces for Orchestra, Op.
16. The company plans still more Schoen-
berg, the Quartet No. 2, with the Sequoia
Quartet and soprano Bethany Beardslee.
Filling out that disc will be Mel Powell’s
Little Companion Pieces, commissioned by
Beardslee specifically to partner Schoen-

berg’s unusually scored “quartet.”

Not that Nonesuch has forsaken the
East Coast. It has announced a joint venture
with the New York City Opera, a digital
recording of the original-cast production of
Silverlake, directed by Harold Prince. The
adaptation of Kurt Weill’s 1933 opera Der
Silbersee uses Hugh Wheeler's libretto,
based on George Kaiser’s original text, and
additional lyrics by Lys Simonette, a former
Weill assistant, who incorporated inciden-
tal music from other Weill works into the
production. Joel Grey heads a cast that in-
cludes William Neill, Jack Harold, Eliza-
beth Hynes, and Elaine Bonazzi. The re-
lease is scheduled for the fall.

Readers of Robert Morgan’s John
Cage review in this issue may be curious
about the Tomato label. Though so far it
has generally limited its classical recordings
to contemporary repertory, it now plans to
enter the “standard” field. A series of digi-
tal releases throughout the summer and fall
will feature pianist Joio Carlos Martins
playing the music of Bach. Also in the fall
Tomato will begin a series of digital record-
ings of Chopin piano works with a three-
disc set of the nocturnes played by Arturo
Moreira Lima.

On the analog front, it will issue the
Austrian record company Amadeo’s pro-
duction of the complete Beethoven piano
sonatas performed by Friedrich Gulda, an
acclaimed set of thirteen discs also available
through Musical Heritage Society. Other
recordings will include more Cage and
works by Philip Glass.

London Records’ latest opera proj-
ects include another in Charles Mackerras’
Janacek series, From the House of the Dead,
this time with an all-Czech cast headed by
Peter Dvorsky. And sessions have been
completed on Bellini’s La Sonnambula, with
Joan Sutherland, Luciano Pavarotti, Ni-
colai Ghiaurov, and Richard Bonynge
conducting the National Philharmonic
Orchestra.

Among London’s orchestral projects
are the Beethoven violin concerto, with
Kyung-Wha Chung and with Kiril Kon-
drashin leading the Vienna Philharmonic,
and Richard Strauss’s Alpine Symphony
with Sir Georg Solti conducting the Bava-
rian Radio Symphony for the first time on
records. André Previn has also recorded the
Alpine with the Vienna Philharmonic,
launching a Strauss series for Angel. HF
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Switched-On Brandenburgs

Bach on the synthesizer: The Carlos-Elkind team
tackles the rest of the concertos.

by Kenneth Cooper

Wendy Carlos—a Stokowski, Fox, Leonhardt, Star Wars, disco, and Vivaldi mélange

hat can a synthesizer do for Bach?

The switched-on team of Wendy
(né Walter) Carlos and Rachel Elkind has
given us a generous sampling over the years
with various releases, now culminating in a
complete compilation of the world’s most
colorful and indestructible concertos. The
reorchestrations are adept and brilliant,
and the performances chug cheerfully
along through delightfully realized pas-
sages: the long string of solos in the first
movement of No. 3; the stereo playfulness
in No. 6; the percussion effect created to re-
lieve Carlos’ boredom in the Menuet of No.
1 and the Beechamesque piccolo doubling
in the neighboring Polacca; the occasional
gross “harpsichord” arpeggios; the striking
imitation of recorders and trumpets; and
especially the out-of-style wows in the vio-
lin part in such places as the Andante of
No. 2. Indeed, it is where Carlos parts com-
pany with Bach that the proceedings really
come to life, and a question infinitely more
stimulating than the first comes to mind:
What would Bach have done with a
synthesizer?

We know what Bach’s test of a new
organ must have been like. In his son Phil-
ipp Emanuel’s words, “He would say in
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jest, ‘Above all I must know whether the or-
gan has good lungs,’” and, to find out, he
would draw out every speaking stop and
play in the fullest and richest possible tex-
ture. At this the organ builders would often
grow quite pale with fright” There was a
good deal of fright in 1963 when Carles
stepped in to fill a spot Bach has left frus-
tratingly blank, the “missing” slow move-
ment of No. 3. Her original cadenza
("Switched-On Bach,” Columbia MS 7194)
not only made exciting use of the instru-
ment, but for a moment paralleled the fan-
tasy, wit, and even the parody of Bach's
thought. This old “unsatisfactory”’ cadenza
has been replaced in the new set by a stale
attempt to reconstruct what Bach might
have played, sitting “at the harpsichord and
improvising a little, but certainly not for
very leng.” A rationale is offered for the
substitution: “In 1968, it seemed to us that
the stylistic inconsistency of our cadenza
was fun. ... It was an attempt to show off
the paraphernalia of the synthesizer in a
way that perhaps needed to be done in 19568
but that is now not only redundant, but also
crude.” Alas, some of the fun has gone out.
And when Carlos says, almost apologet-
ically, “Sometimes I get carried away, doing

mere ornamentation than appears in the
score,” | only wish she had taken a more
distant and adventurous trip.

Although I find the sounds of the
synthesizer nowhere near as colorful or
varied as Bach’s orchestration and a defi-
nite dehumanizing influence on the Bran-
denburgs (something like the way a Juilliard
student plays before his teacher tells him to
go out and live a little), | must confess
amazement at how much personality Car-
los has managed to convey. The virtuoso
performances and the technical accom-
plishments of the electronics and engineer-
ing are astonishing without a doubt, but
more impressive is the fact that a musical
interpretation is evident throughout. The
stvle is a mélange of Leopold Stokowski,
Virgil Fox, Gustav Leonhardt, Star Wars,
and disco influences, with the old Vivaldi
“freight car’” manner providing the basic
motor impulse.

Some of this motor sound is un-
doubtedly intrinsic to the present state of
the synthesizer: Legato is difficult to
achieve. Carlos has indeed “learned to suc-
cessfully play legato lines,” but mostly in
slow movements. (Even so, the instrument
has along way to go before it effaces memo-
ries of the oboe playing of a Henry Schu-
man or a Ronald Roseman in the Adagio of
No. 1, for example.) In the fast movements
the lack of legato takes its toll. Sure, we
want that buoyant, nonlegato bass line and
well-articulated passagework; but if no
sturs or relative lengths of notes or different
sorts of attacks are used to help the listener
kear which groups of notes belong to-
gether, we have to agree with W. 5. Gilbert:
“When every one is somebodee, then no
cne’s anybody!” Consequently, although
every note in every part is clear, the poly-
phony is not always easy to follow. Scien-
tific precision is not the same as musical
clarity.

These Brandenburgs can be switched
on with pleasure, but don't switch off the
old turned-on "“Switched-On Bach.”

BACH: Brandenburg Concertos (6),
5. 1046-51.

Wendy Carlos, synthesizer [Rachel
Elkind-Tourre, prod.] Corumsia M2X
35895, $11.98 (two discs). Tape: M2T
35895, $11.98 (two cassettes).

Concertos: No. 1, in F; No. 2, in F;
No. 3, in G [from MS 7194]; No. 4, in G
(from MS 7286]; No. 5, in D [from M
32659|; No. 6, in B flat.
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Streamlined Beethoven

Jochum’s career as a Beethoven conductor points up
the effect recordings have had on interpretation.

by Harris Goldsmith

C omposers have always been able to re-
vise their music after hearing it per-
formed, and artists could always step back
from the easel for a more objective look;
but until recently, the re-creative musician
had no such way of assessing his work,
from the outside, so to speak. The advent of
sound reproduction has changed all that.
At first, recordings were regarded as novel-
ties; they were not easily made, and primi-
tive techniques were unable to capture mu-
sic with any verity. But today, virtually all
professional musicians have been formed
or re-formed by the phonograph.
Habitual reliance on recordings has
pretty consistently produced what Virgil
Thomson once called “streamlining” in
performance style. Certain values are al-
most always strengthened: clarity of tex-
ture, strictness of meter, forward continu-
ity, and in general, a concern for detail.
Significantly, Toscanini’s interpretive style
underwent its biggest change in the early
1940s, precisely when NBC started to sys-
tematically transcribe his weekly broad-
casts. It is common knowledge that he used
these air checks in the preparation of sub-
sequent concerts. Those familiar solely
with late Toscanini are often surprised at
the elasticity, and even looseness, of some
of the performances that survive from ear-
days, when he
occasionally.

lier recorded only

Toscanini, admittedly, was an ex-
treme case, because his high-strung, im-
petuous temperament was especially prone
to the pursuit of greater discipline and per-
fection. But even more genial artists (such
as Bruno Walter), and more capricious ones
{(Wilhelm Furtwdngler and pianist Wilhelm
Kempff), were similarly affected by the re-
corded media. Furtwingler was invariably
more reserved at recording sessions than in
the concert hall. Walter's American-made
records from the '40s are far more extro-
verted than his Vienna Philharmonic and
London Symphony discs from the ’30s. (His
Columbia Symphony performances from
the last years of his life are even clearer and
less flexible metrically, although by then
extraneous factors—lessened energy and
declining physical control—had begun to
take their toll.) Kempff recorded the
Beethoven sonatas and concertos several
times; the later recordings all tend toward
greater cogency and forward direction,

sometimes to the point of sounding tight
and perfunctory.

Eugen Jochum, born in 1902, is old
enough to have begun his professional ca-
reer in the manner of most older-gener-
ation German Kapellmeisters, working in
provincial opera pits and building his sym-
phonic repertoire in relative isolation, out-
side the glare of international publicity. But
he is also young enough to have survived
well into the age of recording, his impres-
sive natural gifts and years of experience
making him an esteemed musical elder
statesman. As with Toscanini, Walter,
Furtwdngler, and Kempff (and one could
add Karl Béhm, a musician of similar age
and background), Jochum’s artistry has
been modified by the phonograph.

His output of Beethoven recordings
is equaled only by Karajan’s. He recorded
three of the symphonies—Nos. 3, 7, and 9—
on Telefunken 78s, and those were joined
by mono LP editions of the Fourth (DG)
and Fifth (Epic). Remakes of the Eroica and
the Seventh launched his first complete
cycle—a mix of mono and stereo DG discs
featuring two orchestras (Nos. 1, 5, and 9
with his own Bavarian Radio Symphony,
the balance with the Berlin Philharmonic).
In 1970, Philips released a Concertgebouw
cycle to commemorate the Beethoven bi-
centennial, and the Angel release now com-
pletes Jochum’s third cycle. (Nos. 3-6 of
the Angel cycle have already been noted
in these pages; the Seventh has also been
issued separately, and the rest will pre-
sumably follow.) Five symphonies from the
DG cycle remain in the active catalog (Nos.
1, 2, 4, 5, and 8, on Quintessence), as does
the entire Philips cycle (Festivo). Unfor-
tunately, the early Telefunken perform-
ances, never released here, are long out of
print and highly inaccessible.

With due allowance for various or-
chestral styles and divergent engineering
techniques, the evidence of these different
versions points overwhelmingly to the con-
clusion that Jochum'’s style underwent its
biggest transformation—from Furtwangler-
ian meditation to a more extroverted (and,
at times, surprisingly Toscanini-in-
fluenced) tautness—in the decade that sepa-
rates the DG and Philips readings. Those
would undoubtedly be the very years in
which he began to listen frequently to his
own recordings and to those of others.

HIGH FIDELITY

The use of Furtwdngler and Tosca-
nini as guideposts is, to be sure, simplistic
and a bit misleading. Even in his earliest
performances, Jochum never hauled tem-
pos about as Furtwingler frequently did;
nor does even his most stringent work sug-
gest the ferocity and driving energy that
typifies Toscanini. He was and remains a
centrist, though one who has moved from
left of center to a position considerably to
the right of center. Despite his reputation as
a Bruckner specialist and his stereotype as a
neo-Furtwidnglerite (it is worth remember-
ing that Furtwingler's own performances
of Bruckner were fast-moving and notably
free of the mannerisms often associated
with his style), Jochum is not the typical
Teutonic musician; the stereotype rests
chiefly on his earlier recordings.

Jochum’s direction consistently
shows imagination and refinement. As with
most conductors of his generation, he is no
purist in matters of instrumentation, but his
adjustments are modest and, more often
than not, beneficial to clarity. A few man-
nerisms—the arbitrary use of ritards and
commas to delineate structural joints—that
persist in his most recent performances
smack of arbitrary provincialism. Also
mildly unsettling is his habit of running
scherzo movements and finales together
with no breathing space; Paul Henry Lang,
reviewing the 1970 Philips edition, blamed
the tape editors, but the practice reappears
here and must be the conductor’s doing.

Jochum’s Bavarian First (Quintes-
sence PMC 7128) has a bluff, hearty qual-
ity, accentuated by close, full-bodied
reproduction that makes even the pianis-
simos sturdy. The two later readings (Fes-
tivo’s is on 6570 103) are faster, tauter, and

BEETHOVEN: Orchestral Works.

Kiri Te Kanawa, soprano*; Julia
Hamari, alto*; Stuart Burrows, tenor*; Rob-
ert Holl, bass*; London Symphony
Chorus* and Orchestra, Eugen Jochum,
cond. [John Fraser, Christopher Bishop,
and John Willan, prod.} Ancer SZH 3890,
$71.84 (eight SQ-encoded discs, manual
sequence).

Symphonies: No. 1, in C, Op. 21; No.
2, in D, Op. 36; No. 3, in E flat, Op. 55
(Eroica) [from S 37410, 1978]; No. 4, in B
flat, Op. 60 [from 5 37529, 1979]; No. 5,in C
minor, Op. 67 [from S 37463, 1978]; No. 6,
in F, Op. 68 (Pastoral) [from S 37530, 1978];
No. 7,in A, Op. 92 [from 5Z 37531, 1979];
No. 8, in F, Op. 93; No. 9, in D minor, Op.
125*. Coriolan Overture, Op. 62 [from SZ
37531, 1979]. Leonore Overture No. 3, Op.
72b [from S 37529, 1979]. Fidelio Overture,
Op. 72c¢ [from S 37463, 1978]. Egmont
Overture, Op. 84 [from S 37410, 1978].
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virtually identical to each other; no finer
Eirsts exist. The latterly acquired Toscanini
influence is particularly discernible here, in
the opera buffa feathery lightness of the
violins in the winged finale. The Minuetto
is slightly sedate, but its rhythm is buoy-
antly sprung. First- and last-movement re-
peats are heeded in all three versions, but
not the spurious da capo in the third
movement.

The Quintessence Second (PMC
7109) is the most pronounced example of
Jochum’s earlier style, with its lingering
first-movement introduction and slow,
overtly affectionate treatment of the Lar-
ghetto. (The Berlin string tone is especially
ravishing in its cantabile there.) The Festivo
version (6570 168) is more straitlaced and
toughly incisive but still full of graceful
pointing. The new Angel, similar in style to
the second performance, takes third place;
the conductor’s control is still admirable,
but everything sounds paler, blander, and
less energetic. fochum’s diminishing vital-
ity? The London Symphony’s less com-
mitted playing? Angel’s disappointing mas-
tering? It’s hard to know where to place the
blame. The first-movement repeat is ob-
served in all three cases.

In his 1957 review of Jochum’s first
LP Eroica, C. G. Burke found it—by virtue of
its then stunning sound and its balanced,
uneccentric first movement—the best ver-
sion available. The conductor’s approach
has changed little in the intervening years,
save for the introduction of the first-move-
ment repeat in the two later recordings
(Festivo’s on 6570 088). Angel has remas-
tered its performance for the boxed set, and
it sounds a bit fuller now. But unfortu-
nately, the tape-editing lapse in the scherzo
(where bar 381 in duple time seems to have
been erroneously inserted in place of the
triple-meter bar 123 both times around) has
not been corrected. Other interpretations
have more cataclysmic sweep, but Jochum’s
judicious blend of muscle and lyricism
stands up well; Angel provides a handsome
bonus, a refined, smartly paced Egmont
Overture.

The Quintessence Fourth (PMC
7139) is still impressively rich. Of particu-
lar interest is the hushed aura Jochum con-
jures up with a pronounced ritard in the
final section of the first-movement
development. Both of the later versions
forgo that Furtwinglerian effect, main-
taining the basic pulse and providing
sharper articulation. Here I favor the Angel
over the Festivo (6570 174) for its milder
character and less caustic string tone. Both
newer accounts replace Quintessence’s
Leonore Overture No. 2 with Leonore No. 3
(and Leonore No. 1 as well on Festivo); the
substitution is symbolically appropriate,

Eugen Jochum
Not the typical Teutonic musician

for the conductor’s style has changed here
in the same way that Beethoven’s rework-
ing of the overture differs from his earlier
try: Some poetry and inspiration have been
sacrificed in the quest for simplicity and
structural logic.

Jochum’s two earlier Fifths (Quintes-
sence PMC 7078 and Festivo 6570 166) are,
like the Angel version, coupled with the Fi-
delio Overture. While all three perform-
ances are excellent, the Concertgebouw
reading sounds slightly genteel alongside
the others. The pronounced ritard in the
motto at the end of the first movement
bothers some listeners more than it does
me, bu: Jochum obviously knows what he
wants. The main differences in the LSO
performance occur in the finale: the addi-
tion of the exposition repeat and a slightly
slower but more incisive account that
makes this the best of the three. Angel has
again remastered the performance for the
set, with generally fine results, except for a
patch or two of serious distortion that did
not occur on the single-disc version.

I like the latest Pastoral even more
now than I did on first hearing. There are
some idiosyncratic ritards (not the usual
ones from the bassoons in the first-move-
ment development), but the deliberate tem-
pos are otherwise firmly maintained, mak-
ing this account more vigorous and
purposeful than the Dutch version (Festivo
6570 159). Jochum secures a particularly
warm, mellifluous sonority from the LSO,
and EMI’s reproduction (the same stampers
are used as on the single disc) is at its best—
much more vivid and closely detailed than
Philips’. As before, Jochum omits the first-
movement repeat but takes the one in the
“Peasants’ Merrymaking.”

The new Seventh is disappointing;
the first and last movements are deficient in

control and rhythmic edge, and the Alle-
gretto plods. The performance is further
bloated by a full quota of repeats. (The very
slow third-movement trio becomes particu-
larly tedious the second time around, with
repeats dutifully observed.) The crisper
Festivo performance (6570 102), with only
the necessary repeats, is vastly superior. But
alas, in bypassing the Angel Seventh, one
sacrifices a superb Coriolan. Jochum’s ap-
proach, while slower, is unexpectedly simi-
lar to Toscanini’s 1953 recording in its
strength and simplicity; he even adheres to
Toscanini’s practice of adding timpani
strokes to the string bass at measure 220 (as
Beethoven himself does earlier, in the ex-
position of the same passage).

Both of Jochum’s later Eighths are
more animated in pace and more stringent
in inflection than was his first account. The
Angel and Festivo (6570 103, with the First)
readings are very much in the Toscanini
manner—reasonably fast, though not quite
so savage as the 1977 Karajan, the Casals, or
the Scherchen. Angel’s less conservative
balance better realizes the timpani thwacks
and humorously misplaced accents in the
satirical minuet, but otherwise the Angel
and Festivo are of equal, and formidable,
excellence. The billowing bass here in no
way obscures the conductor’s compact
linearity.

In general, I suspect that the Angel
versions were recorded in longer takes and
with less finicky tape editing. The advan-
tages and disadvantages of such an ap-
proach are particularly telling in the Ninth
Symphony, where the performance has a
tew tiny blemishes. The horns in the
scherzo are slightly unkempt; there are oc-
casional uncertainties in ensemble; and the
conducting is sometimes impatient. Yet the
new reading, very similar in essence to the
older one (Festivo 6570 189), is a bit more
exciting and expansive. The timpani are
more forthrightly registered in the scherzo,
and the string recitatives in the finale are
more operatic and communicative. Sad to
say, Jochum still favors only a first repeat in
the scherzo, but his pacing is exemplary
throughout. The Angel vocal quartet scores
over its Festivo counterpart, and the cho-
ruses are about equal.

Unfortunately, Angel’s mastering in
this symphony is all too reminiscent of its
bad old ways: The sound is gray and
muddy, dynamics are constricted, and the
luminous highs of the Fifth, Sixth, and
Eighth are lacking. (Moreover, Side 14 of
the review copy, containing the first move-
ment of the Ninth, was seriously defective.)
Even more worrisome, in fact, all the new
items, apart from the Eighth, show signs of
technical backsliding in contrast to Angel’s
recent improvement in processing.
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BACH: Brandenburg Concertos. For
a review, see page 67.

BACH: A Musical Offering, 5.1079.
Academy of St. Martin-in-the-
Fields, Neville Marriner, cond. PuiLips 9500
585, $9.98. Tape: 7300 708, $9.98 (cassette).
Cologne Musica Antiqua, Reinhard
Goebel, dir. [Andreas Holschneider, prod.|
ArcHiv 2533 422, $9.98. Tape: 3310 422,
$9.98 (cassette).
COMPARISONS:
Miinchinger/Stuttgart Ch. Orch.
Lon. CS 7045
Harnoncourt/Vienna Con. Musicus
Tel.6.41124

The final session of last November’s
American Musicological Society meeting was
enlivened by an extraordinary paper on
Bach’s Musical Offering by Ursula and War-
ren Kirkendale. They attempted to dis-
prove the notion that the work is a miscel-
laneous collection of items for which there
exists no definitive order. They proposed
that Bach modeled his sequence, with me-
ticulous detail, on a treatise by Quintilian,
the Institutio oratoria. Correspondences were
found between Bach’s treatment of individ-
ual canons and Quintilian’s descriptions of

B Budget

H Historical
R Reissue

A Audiophile

(digital, direct-to-disc, etc.)

Cologne Musica Antiqua—individuality for Bach’s problematic Offering

the sections of an oratorical discourse; ev-
ery part of the Musical Offering was made to
fit some part of Quintilian’s theory of
oratory.

Is the idea credible? Bach certainly
knew of Quintilian’s work. (A note by
Bach’s most friendly Leipzig rector, Johann
Matthias Gesner, in an edition of Quin-
tilian, gives us a vivid and sympathetic por-
trait of Bach’s work as an organist and con-
ductor.) And the connection between mu-
sic and rhetoric was eagerly investigated by
many of his contemporaries, especially
those connected with Mizler's Society of
Musical Sciences (which Bach joined in
June 1747, and for which ke wrote the six-
part canon that anticipates the techniques
of the Musical Offering canons). But as the
Bach scholar Christoph Wolff pointed cut
in a deflating little reply to the Kirkendales’
paper, it is very strange for the principles of
continuous rhetorical discourse to be ap-
plied to a multimovement work. Is it likely
that Bach would have published the work
in such an essentially practical form (with
pages designed for convenient perform-
ance, not in a precise order) if this complex
theory lay behind it? Certainly, many of the
connections suggested by the Kirkendales
go too far—some provoked open laughter
in the hall-but we have not heard the last
of an idea that sheds new light on the
preoccupations of Bach during the fascinat-
ing last decade of his life.

Two new recordings show that the
response of performers to this music can be

as varied as that of scholars. The perform-
ances could scarcely be more different: The
Cologne Musica Antiqua’s is a highly indi-
vidual interpretation by a bare minimum of
players (two violins, flute, viola da gamba,
and harpsichord) using original instru-
ments; the Academy of St. Martin-in-the-
Fields uses the full resources of string or-
chestra with soloists (though woodwind is
sensibly limited to flute) to provide a ver-
sion with the familiar, easily acceptable so-
nority of modern instruments. Neither is
perfect, but one is clearly preferable.

Both groups logically frame their ac-
counts with the two ricercares, beginning
with the three-part and ending with the six-
part. Musica Antiqua uses harpsichord for
both; the Academy uses organ for the
three-part and soloists, expanding to full
band, for the six-part. Yet the proper in-
strument for the three-part (which is prob-
ably a version of the improvisation Bach
played to Frederick the Great on his Silber-
mann piano) is surely the fortepiano; in-
deed with its sighing chromatic thirds and
winding, expressive lines, this seems to me
to be one of the first great pieces of piano
music. On the other hand, when the mag-
nificent six-part ricercare is played on the
keyboard—Henk Bouman of Musica An-
tiqua does so with remarkable freedom and
waywardness—its intricacies are perhaps
apparent only to the performer, who feels
them under his fingers; it is reasonable to
transfer the music to strings. But Marriner
attempts a particularly awful kind of “ex-
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BACH: Brandenburg Concertos, 5. 1046-51.
Aston Magna, Fuller. SMiTHsoN1AN RECORDINGS
3016 (2), Dec.

BACH: Keyboard Works. Verlet. PuiLirs 9500
588, April.

BART6K: Piano Concertos Nos. 1, 2. Pollini,
Abbado. DG 2530901, Feb.

BEETHOVEN: Missa Solemnis, Op. 123.
Bemstein. DG 2707 110 (2), Jan.
BEETHOVEN: Piano Sonatas Nos. 21, 31.
Goldsmith. Musicar HeriTace 4005, March.
BERG: Lulu. Stratas, Boulez. DG 2711 024 (4),
March.

BRUCKNER: Symphony No. 5. Munich Phil-
harmonic, Kempe. Opyssey Y2 35243 (2),
May.

COPLAND: Piano Works. Smit. CoLumsia
M2 35901 (2), May.

HAYDN: Armida. Norman, Burrowes, Do-
rati. PuiLipes 6769 021 (3), March.

HAYDN: Quartets, Opp. 71 and 74.
Amadeus. DG 2709 090 (3), May.
HINDEMITH: Mathis der Maler. Fischer-
Dieskau, Kubelik. ANcer SZCX 3869 (3), Feb.
JANAEEK: The Makropoulos Affair. Soder-
strém, Dvorsky, Mackerras. Lonbon OSA
12116 (2), May.

MAHLER: Symphony No. 9. Philadelphia,
Levine. RCA ARL 2-3461(2), April.
MASSENET: Don Quichotte. Ghiaurov,
Crespin, Bacquier, Kord. Lonbon O5A 13134
(3), April.

MASSENET: Werther. Kraus, Troyanos,
Plasson. AngeL SZCX 3894 (3), April.
MOZART: Don Giovanni. Raimondi, Maa-
zel. Corumeia M3 35192 (3), Feb.

MOZART: Symphonies (11). Academy of
Ancient Music, Schroder, Hogwood. O1seau-
Lyre D 169D3 (3), May.

SCHUBERT: Piano Sonata in B flat, D. 960.
Kraus. Vancuarp VSD 71267, April.
SHOSTAKOVICH: Song Cycles. Bogacheva,
Nesterenko. Corumsia/MeLopiya M2 34594
(2), April.

SIBELIUS: Violin Concerto. SCHNITTKE:
Concerto Grosso. Kremer, Rozhdestvensky.
Vancuarp VSD 71255, March.
STRAVINSKY: The Wedding; Histoire du
soldat. Levine. RCA ARL 1-3375, March.
TANEYEV: Oresteia. Belorussian State Op-
era, Kolomizeva. DG 2709 097 (3), May.
TCHAIKOVSKY: Violin Concerto; Sérénade
mélancolique. Periman, Ormandy. ANGeL SZ
37640, March.

VLADIMIR HOROWITZ: The Horowitz
Concerts 1978-79. RCA ARL 1-3433, Jan.
THE RECORD OF SINGING, VOL. 2. EMI
Opeon RLS 743 (13), May.

pressiveness” here by building the music
up, adding instruments to produce a giant
crescendo. The soloists play nicely and
cleanly, but the entry of the full strings (es-
pecially the basses) is like a cloud of ster-
eophonic cotton wool. I prefer the all-out
romanticism and large-scale fervor of Karl
Miinchinger’s reading to this uneasy
compromise.

Much of Marriner’s interpretation
seems not to have been very deeply consid-
ered. Too many of the canons plod along
without any feeling for their dancelike
rhythms—the second of the canons on the
royal theme, for two violins in unison, is
unbearably ponderous. (Musica Antiqua
does this with ideal lightness, bows skating
across the strings.) The wonderful “per
tonos” canon, which gradually modulates
upward, needs no extra assistance to make
its progress supremely exciting; but Marri-
ner adds string tutti and a flute, main-
taining the détaché, insistently bowed style
that drains so much of the life from ba-
roque phrasing. (Musica Antiqua here uses
just violin and harpsichord, losing some
of the effect; three “sustaining’ instru-
ments are needed to realize the powerful
suspensions and dissonances.) Marriner’s
solutions to the problematic canons, and to
questions such as where to end the perpet-
ual canons, are almost invariably conven-
tional—they follow David’s edition or the
suggestions of the New Bach Edition.

The Cologne players, however, have
clearly thought about these questions, and
the results are interesting. They often opt to
end a perpetual canon unexpectedly, in the
middle of its repeat. And in the two canons
headed “Quaerendo invenietis,” they offer cu-
rious solutions: two different ones in the
first case, out of the possible four offered in
the old Bach Gesellschaft edition. (The
New Bach Edition has only one, certainly
the most convincing.) In the second case, a
four-part canon for which Bach gives just
one line of music with both treble and bass
clefs, the predictable solution can, of
course, be heard on Marriner’s recording:
i.e., three successive entries in the treble,
completed by a final entry in the bass. But
Musica Antiqua, perhaps following Leon-
hardt (MCA/Seon 67007), plays it thus:
first entry, harpsichord in the treble; second
entry, harpsichord in the bass; third entry,
violin; fourth entry, violin. (The sleeve an-
notator, otherwise good, doesn’t realize
this.) It’s also possible, of course, to have
two entries in the treble and two in the bass.

The contrast between these versions
may be heard in the trio sonata. Marriner,
who here has instrumentation clearly speci-
fied for him, has his players produce a
nicely rounded, well-paced, conventional
account. Musica Antigua adopts a man-
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nered, jerky, breathy style, more rococo
than baroque. This is disconcerting, but it
points up the “modemity” of the slow
movements; Bach, to please Frederick the
Great, attempted to write in a consciously
new manner. Like the rest of Musica An-
tiqua’s version, this is a stimulating inter-
pretation, with which it is possible to disa-
gree—much more interesting than
Marriner’s performance, which is solidly
reliable but in the end stilted and
unperceptive.

I would continue to recommend
Harnoncourt’s account, but [ think the Mu-
sica Antigua has outclassed the quite simi-
lar Leonhardt recording. For fans of the
massive baroque, Miinchinger is still the
best; Marriner will satisfy only those in
search of an awkward compromise be-
tween old and new styles. N.K.

\

BEETHOVEN: Orchestral Works.

For a review, see page 68.

BEETHOVEN: Trio for Violin,

Cello, and Piano, No. 7, in B flat, Op. 97
tArchduke).* HAYDN: Sonata for Piano,
No. 50, in D.*
H Solomon, piano; Henry Holst, vio-
lin*; Anthony Pini, cello*. [Walter Legge,
prod.] AraBesQUE 8032, $6.98 (mono). Tape:
9032, $6.98 (cassette). {From HMV orig-
inals, recorded 1943* and 1946%.]

Now here’s a curious state of affairs:
Arabesque chides HMV at this late date for
having been so closemouthed about Solo-
mon’s identity when these recordings were
first issued but then fails to identify the ex-
cellent violinist and cellist both on the
cover and in the annotations, listing them
only on the record label! Henry Holst was
first violinist of the Philharmonia String
Quartet; the wartime forerunner of Walter
Legge’s orchestra; Anthony Pini, if memory
serves, also played in the quartet but is bet-
ter known as a soloist. (He recorded the El-
gar concerto with Van Beinum and the Lon-
don Philharmonic.)

In America, this Archduke was over-
shadowed by RCA’s 1941 Heifetz/Feuer-
mann/Rubinstein edition—just as the fine
earlier version by Sammons/Squire/Mur-
doch on British Columbia had to yield to
Thibaud/Casals/Cortot (now available on
Seraphim 60242). The playing is exquis-
itely chaste and classical, though perhaps
without the emotional magnetism of those
other collaborations. Repeats are omitted in
+he first two movements, and the restored
sound retains an inordinate amount of sur-
face scratch. (I suspect the metal parts were
no longer available for this transfer, forcing
HMV’s brilliant A. C. Griffith to use noisy
wartime pressings for his source material.)
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Once you get past the interference, the
sound has excellent presence and fidelity
for its time.

The Haydn sonata is considered easy
and often is assigned to students. Solo-
mon’s sprinting tempos and excellent fin-
ger control reveal the work as a bona fide
masterpiece. The disc is worth acquiring
for this jewel alone. The dubbing is superb,
with all the considerable vividness of the
originals. H.G.

BERNSTEIN: Serenade™;
Free.

Gidon Kremer, violin*; Israel Phil-
harmonic Orchestra, Leonard Bernstein,
cond. [Giinther Breest and Hanno Rinke,
prod.] Deursche GrammorHON 2531 196,
$9.98 [recorded in concert].

BERNSTEIN: Fancy Free.* CHAVEZ:

Daughter of Colchis.
R H Ballet Theater Orchestra, Leonard
Bernstein, cond.*; Orquestra Sinfénica
Nacional de Mexico, Carlos Chavez, cond.*.
[Tom Null, prod.] Varise SaraBanoe VC
81055, $5.98 (mono) [from Decca DL 6023*
and 7512%, 1952].

Fancy

Bernstein’s Serenade (after Plato’s
Symposium) for solo violin, string orchestra,
harp, and percussion is a substantial work
running more than thirty minutes that de-
serves better than its present obscurity, as
this superb live recording conclusively
demonstrates. Commissioned by the
Koussevitzky Foundation, it was first per-
formed on September 12, 1954, in Venice's
famed Teatro la Fenice by the Israel Phil-
harmonic with the composer conducting
and with Isaac Stern as solo violinist. Here
Bernstein’s melodramatic personality is
successfully held in check. The music is
terse, dry, and witty—something like an ex-
cellent Chablis.

The Israel Philharinonic has always
been a favorite of Bernstein’s, and vice
versa. It frequently responds to him with
greater enthusiasm than do other orches-
tras with bigger reputations, and that is cer-
tainly the case here. The Israelis outplay his
New York Philharmonic, which made the
only other modern recording of the work,
with violinist Zino Francescatti (Columbia
MS 7058). And soloist Gidon Kremer, one
of the best of the young virtuosos, does a
marvelous job with this piece, which
sounds for all the world like a chip off the
old Stravinsky at times. The very early
Stern/Symphony of the Air version (still
available as Odyssey Y 34633) now is only
of historical interest.

The disc also includes a wonderfully

*unbuttoned performance of Fancy Free,
Bernstein’s first big Broadway smash. The
1944 ballet, choreographed by jJerome Rob-
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Leonard Bernstein—a witty Serenade, an unbuttoned Fancy Free

bins and later the same year expanded into
the full-scale musical Wonderful Town, is
generally known only in fragmented form.
This version was recorded live except for
“Big Stuff,” the piano blues with which the
ballet opens. The pianist and vocalist in that
studio recording is Bernstein himself,
sounding appropriately smoky and re-
laxed. (You can almost see the cigarette
drooping from his lips.)

By coincidence, Varése Sarabande
has just reissued the recording of the ballet
released by Decca as a 78-rpm album in
1947. Made on June 2, 1944, at the time of
the original Ballet Theater presentation, it
was Bernstein’s first studio recording as a
conductor. “Big Stuff,” sung by Billie Holi-
day, was recorded nearly two years later.
The 78s were transferred to a ten-inch LP in
May 1952, and it was from that disc that the
reissue was processed.

The new Deutsche Grammophon re-
lease sweeps the original Fancy Free into the
dustbin of recording history, but Varése
Sarabande’s Chdvez side proves surpris-
ingly interesting. Daughter of Colchis was
commissioned in 1943 by the Elizabeth
Sprague Coolidge Foundation in the Li-
brary of Congress as a dance score for Mar-
tha Graham, who used it for a successful
ballet called Dark Meadow. The original was
written for a chamber ensemble. In 1947,
Chavez arranged the music for full sym-
phony orchestra in five movements and re-

stored the original title. In that form, it was
recorded on 78-rpm acetate discs by the
Mexican label Anfion and released as an LP
in the U.S. by Decca in 1952.

Daughter of Colchis is one of Chavez’
most approachable and likable scores—al-
ternately powerfully eloquent and lyrically
sweet. There is very little of the primitivism
that characterizes so many of his Mexican,
folk-influenced compositions. What with
its great thematic unity, classical balance,
and melodic eloquence, this music deserves
another hearing. LL.

BRAHMS: Concerto for Violin and
Oxchestra, in D, Op. 77.

Salvatore Accardo, violin; Leipzig
Gewandhaus Orchestra, Kurt Masur, cond.
Priups 9500 624, $9.98. Tape: 7300 729,
$9.98 (cassette).

BRAHMS: Concerto for Violin,
Cello, and Orchestra, in A minor, Op.
102*; Variations on a Theme by Haydn,
Op. 56a.

Salvatore Accardo, violin*; Heinrich
Schiff, cello*; Leipzig Gewandhaus Or-
chestra, Kurt Masur, cond. Puiuies 9500
623,%9.98. Tape: 7300 728, $9.98 (cassette).

BRAHMS: Concerto for Piano and
QOrchestra, No. 1, in D minor, Op. 15.

Misha Dichter, piano; Leipzig Ge-
wandhaus Orchestra, Kurt Masur, cond.
PHiuies 9500 410, $9.98. Tape: 7300 618,

Continued on page 76
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A Cage Survey

Reveals

Remarkable
Variety

by Robert P. Morgan

here is a tendency to respond to men-

tion of John Cage as though he repre-
sented a single, narrow, and decidedly ex-
treme compositional point of view. But in
fact, in more than forty years of writing
music, he has covered a remarkably wide
range of approaches. There is, of course,
consistency and logic to his entire develop-
ment: He has always favored an “objective”
and "“detached” compositional attitude;
and accordingly, he has always relied on a
set of external “controls” of one kind or an-
other to assist in the structuring of his
works. (The particular form these take may
vary from a series of mathematical propor-
tions to some sort of chance operation.) The
actual musical result, however, has differed
widely from one stage of his development
to the next, and these three offerings, which
contain music from three of the past four
decades, afford an excellent opportunity to
experience the diversity of his output.

The 1940s, the decade in which
Cage’s first major compositions began to
appear, are best represented, with some
short works from 1942-43—A Room (in ver-
sions for both regular and prepared piano),
She Is Asleep (in two parts, one for voice and
prepared piano, the other for twelve tom-
toms), and Totem Ancestor and And the Earth
Shall Bear Again (both for prepared piano)—
plus two extended works, the Sonatas and In-
T e S e e X . "2

CAGE: Various Works.

Jay Clayton, voice*; Paul Price Per-
cussion Ensemble*; Joshua Pierce, piano,
prepared piano, and cond. [Heiner Stadler,
prod.] Tomato TOM 7016, $8.98.

A Room (piano); A Room (prepared
piano); She Is Asleep*; Seven Haiku; Totem
Ancestor; Two Pastorales; And the Earth
Shall Bear Again.

CAGE: Sonatas and Interludes; A
Book of Music*.

Joshua Pierce and *Maro Ajemian,
prepared pianos. [Heiner Stadler, prod.]
Tomato TOM 2-1001, $10.98 (two discs,
manual sequence).

CAGE: Etudes australes.

Grete Sultan, piano. [Heiner Stadler,
prod.] Tomato TOM 2-1101, $11.98 (two
discs, manual sequence).

HIGH FIDELITY

terludes for prepared piano (1946-48) and A
Book of Music for two prepared pianos
(1944). As this listing suggests, Cage wrote
most of his music at this time for prepared
piano. And listening to these pieces, one is
struck by his genius in “inventing” this
new instrument, an idea that originally
arose out of a practical consideration: how
to gain access to a complex array of percus-
sive and instrumental timbres without the
space and expense entailed by a large en-
semble. By placing such objects as screws,
bolts, and strips of rubber at strategic
points on the strings (all precisely speci-
fied), Cage succeeded in transforming an
essentially monotimbre instrument into
one of remarkable sonic variety. And the
music he conceived for the new medium
suits it perfectly. Or perhaps one should
turn this around and say that in these pieces
Cage prophetically anticipated the idea of
the post-World War Il serialists that a
work’s timbre should be uniquely con-
structed for the requirements of the mu-
sic’s structure.

All of these compositions use rela-
tively few “sounds” manipulated in com-
plex ways through a set of rhythmic pro-
portions expressed in a series of numbers.
The effect is largely rhythmic, yet fascinat-
ing patterns of melody and timbre result as
if by chance from the calculated rhythmic
permutations. Above all, these works show
impressive musicality; they are not just
interesting studies or experiments, but ar-
resting sonic statements, unusually attrac-
tive pieces that make only modest demands
upon the listener. Considered almost
hopelessly “far out” in their day, they now
appear surprisingly tame, although they
have not lost their decidedly exotic quality,
owing both to the gamelanlike effect of the
preparea piano and to the hypnotic charac-
ter of their static, highly repetitive struc-
tures. As Candy Cohen points out in her
liner notes, the link with such latter-day
“minimalists” as Philip Glass and Steve
Reich is unmistakable.

The 1950s are represented by Two
Pastorales (1951) and Seven Haiku (1952),
both for unprepared piano. This was per-
haps Cage’s period of greatest stylistic
change. The durational proportions of the
earlier works remain but are no longer ex-
pressed in terms of a small, regular, and
constantly recurring unit. They now define
extended temporal segments expressed
solely by the spatial layout of the score (i.e.,
so much space on the page represents so
much time). And although relatively few
sounds are still employed, they no longer
occur over and over in complex, motoric
rhythmic patterns, but are sprinkled
thinly—and now literally “by chance,” their
occurrences determined by I Ching oper-
ations—throughout the designated tempo-
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John Cage—from prepared piano to stellar distances

ral spans. The latter define the largely silent
underlying structure. In what appears to be
an extreme extension of Webernian point-
illism, the sounds appear isolated in musi-
cal time and space. The distances between
events are so great that one can no longer
make linear connections. And that is the
whole point, for what Cage wants us to do
is to savor the inherent characteristics of
each sound, free of any “imposed” relation-
ship to the other sounds. The frame of si-
lence that surrounds each event thus takes
on considerable expressive import. One
must listen to these works in a way quite
different from that most Westerners are ac-
customed to; but if the right gear is found,
the kind of microscopic musical scrutiny
and contemplation they invite offers real
rewards.

Although no music from the 1960s is
included, there is one major work from the
decade just past: the Etudes australes of 1974,
a gigantic collection of thirty-two pieces for
piano, only half of which is presented here.
(Tomato promises the second half in the
near future.) Cage’s earlier durational pro-
portions have now been completely aban-
doned, yet there is still an underlying “con-
trol”—the Atlas australis, a book of star
maps charted from the perspective of Aus-
tralia. Richard Kostelanetz’ liner-note de-
scription of the compositional process war-
rants quotation: “Cage first placed a
transparent grid over these maps. By a com-
plicated process involving decisions made
with the aid of his favorite sixty-four-
choice Chinese chance manual, I Ching,
Cage marked the locations of certain stars
on the transparent paper. These were trans-
ferred to music staves arranged in groups of
four—an upper and lower clef for the pian-
ist’s right hand, and a second set of . . . clefs
for the left hand. Since the resulting array
of dots might impose impossible demands
upon the performer, Cage played the notes
himself to make sure that his score could

indeed be physically executed.”

The result is a series of intense,
largely dissonant and disjunct musical
statements, all overly similar. There is a
great deal of sonic activity, with very few
points of silence; here the listener wants
to make linear connections. Yet, since all
events are determined either by chance or
by actual stellar “distances,” in themselves
completely amusical, such connections are
not forthcoming. Interesting effects of
timbre are created by the depression of cer-
tain piano keys, held down with rubber
wedges, allowing the strings to resonate
sympathetically, thus supplying a kind of
veiled drone or pedal point. But this hardly
sustains enough interest to carry the lis-
tener through the vast expanses of the
work. Here Cage’s method fails him, at least
from a specifically musical point of view.

He would no doubt respond that the
“musical point of view” is only one of
many possibilities; and perhaps there does
exist some other, more mystical level of au-
ral comprehension where this work can
achieve its desired effect. Nevertheless, it is
very disappointing heard in conjunction
with so many of his pieces that really do
work as music.

Taken as a whole, these albums
forcefully demonstrate the provocativeness
of Cage’s ideas, both musical and philo-
sophical. And they go far to explain why he
enjoys an uncontested position as one of
the major musical forces of the century.

The performances are very good in-
deed, although Grete Sultan could have
brought a little more variety to the Etudes
australes, in which many compositional de-
cisions are left to the performer (including
all dynamics, articulation, and tempos). In
such cases it is difficult to know whom to
praise or blame, and this may be one of tke
work’s essential problems. The sound is
quite good, although one disc contained a
lot of surface noise.
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Continued from page 72
$9.98 (cassette).

Garrick Ohlsson, piano; London
Philharmonic Orchestra, Klaus Tennstedt,
cond. [Suvi Raj Grubb, prod.] AnceL SZ
37568, $8.98.

BRAHMS: Concerto for Piano and
Orchestra, No. 2, in B flat, Op. 83.

Misha Dichter, piano; Leipzig Ge-
wandhaus Orchestra, Kurt Masur, cond.
PuiLies 9500 414, $9.98. Tape: 7300 619,
$9.98 (cassette).

compaRrIsON—Piano Concertos:
Serkin, Szell/Cleveland Col. MG 31421

More and more, Salvatore Accardo
impresses as the violinistic counterpart of
Maurizio Pollini: As with his piano-playing
compatriot, a formidable technique is put
at the service of penetrating but severely
objective musicianship. Of themselves, Ac-
cardo’s “white” sound and patrician de-
tachment might seem too pale for Brahms's
violin concerto, but the weight and glow
are handsomely supplied here by Kurt Ma-
sur and his forces. This is a successful
cross-pollination of two different tradi-
tions, with conductor and orchestra com-
plementing the violinist’s volatile classic-
ism with a more staid classicism of their
own and the soloist providing an incisive
edge to what might otherwise have been a
mite dour and drably Germanic. The same
chemistry that worked in Beethoven (Phil-
ips 9500 407) and Bruch (Philips 9500 422/
423/589/590) is equally successful here.

The vibrato-laden oboe playing at
the start gave uneasy expectations for the
second movement solo, but they proved
groundless. The playing is everywhere of
the highest order; this is Brahms with pur-
ity and tapered line—an account purged of
calories but not of intellectual or emotional
substance. Accardo’s performance has
something in it of vintage Szigeti: a succinct
delving to the heart of the matter, with
plenty of bite and tension in the phrasing.
Joachim’s cadenza is used in the first move-
ment. The Philips coproduction with East
German VEB Deutsche Schallplatten is
first-class. In every way, this is one of the
finest editions of this demanding work,
providing a perfect foil to the dark, vigor-
ous recent version by Krebbers and Haitink
(Philips Festivo 6570 172, April).

Young German cellist Heinrich
Schiff shares Accardo’s patrician leanings,
and together they form a strong partnership
for the double concerto. Their approach is
of chamber music dimensions, with deli-
cate interplay and nuanced chiaroscuro.
Again, Masur and his orchestra, with their
smooth solidarity and exceedingly slow
tempos, provide a hefty tonal mass that
nicely sets off the soloists’ spare, etched

Salvatore Accardo
To the heart of the matter

lines. The upshot is a sound, distinctive
reading of Brahms’s last orchestral work.
Philips’ older version (6500 137), however,
with Szeryng and Starker taking a similarly
lean and refined viewpoint, profits from a
somewhat more militant and more effec-
tively paced rendering of the orchestral
part by the Concertgebouw under Haitink.

Masur’s Haydn Variations are disci-
plined and monochromatic; after a proces-
sion of slow tempos (Variation No. 2 is es-
pecially deliberate), the great chaconnelike
finale dampens what it should uplift. Tos-
canini’s sublime 1936 New York Philhar-
monic version (very nearly matched by his
1952 Philharmonia performance, Cetra LO
511) lingers in the memory, but Bshm (DG
2536 396), Boult (Angel SZ 37648), Jochum
(DG 2530 586), Giulini (Seraphim S 60335),
and Karajan (DG 2707 018) have all pro-
vided excellent modern versions.

Misha Dichfer’s way with the piano
concertos is poised, elegant, and conserva-
tive. In the angry outpouring of the D mi-
nor’s first movement, the phrases flow ad-
mirably and tempos are well chosen, but
the approach is too cool and bland. Though
the Adagio seems more appropriate thus
treated, the prevailing detachment and pol-
ish again dilute the communicative impact.
And so it is with the rondo: The movement
begins admirably, but Dichter, like Arrau
and many others—and unlike Fleisher (Od-
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yssey Y 31273) and Serkin—underplays the
buoyant ostinato accompaniment to the
second theme, causing the music to lose im-
petus. In its basics, this interpretation re-
sembles Lupu/De Waart (on London,
recently deleted).

The same reserve is better applied to
the Second Concerto. Dichter’s bejeweled
tone in the opening is reminiscent of Solo-
mon’s with Dobrowen (Turnabout THS
65071), although that performance, along
with several others, puts rhythmic values in
sharper focus. The reproduction, which
seemed a trifle gray and generalized in the
First's massed brass and timpani, has the
violins surging impressively here, but the
sober characteristics are again evident.

Heard immediately afterward, the
closer, more astringent EMI sound—faith-
fully conveyed in a typically improved An-
gel mastering—has a cleansing effect. There
is something of Szell in Klaus Tennstedt’s
leadership here—a certain acerbic thrust to
the strings, a burr and clarity to the brass, a
restive, almost ruthless, quality even in
moments of repose. It isn’t pretty or partic-
ularly supple, but many will like its mascu-
line boldness.

Garrick Ohlsson’s approach is simi-
lar but less sophisticated: He plays the, fig-
urations honestly, with accuracy and big
sonority, but doesn’t shape or nuance them
as do Serkin, Fleisher, and Gelber (Advent
cassette E 1052). Ohlsson’s triumphant
double octaves in the first-movement de-
velopment, backed by eruptive timpani, are
spectacular; but, in truth, my attention be-
gan to wander long before his prosaic, di-
rectionless Adagio.

Among the many excellent editions
of the piano concertos, Columbia’s eco-
nomical packaging of the splendid Serkin/
Szell readings is an ideal
point. H.G.

starting

CHAVEZ: Daughter of Colchis—See
Bernstein: Fancy Free.

EPSTEIN: Night Voices—See Wal-
ton: Facade.

GRETCHANINOV: The Lane, Op.
89—See Mussorgsky: The Nursery.

GRIEG: Olav Trygvason: Operatic
Fragments, Op. 50; Landkjenning, Op. 31.

Toril Carlsen, soprano; Vessa Hans-
sen, mezzo-soprano; Asbjérn Hansli, bari-
tone; Oslo Philharmonic Chorus, London
Symphony Orchestra, Per Dreier, cond.
[James Burnett, prod.] Unicorn RHS 364,
$10.98 (distributed by Euroclass Record
Distributors, Ltd., 155 Avenue of the Amer-
icas, New York, N.Y. 10013).
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layers for peak performance even
under the most difficult listening condi-
tions. The top layer is pure chromium
dioxide for unsurpassed highs and low
background noise. The bottom layer is
ferric oxide for superior lows and great
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ferrichrome (FeCr) position

PRO I normal bias.
No tape can be recorded
louder or driven harder.

PRO I high bias.
Extremsely sensitive tape
for the best and most
demanding recordings.

middle frequencies. And it also gives
you higher record-
ing levels, so you
get clearer, louder
playback without
cranking up your
volume control
fo compensate.

The guarantee
of a lifetime.
Like every BASF Professional
Tape, PRO Il comes with a lifetime
guarantee that covers everything.
Should any BASF cassette tape ever
fail for any reason, we'll replace it at
no cost. PRO III also comes with our
patented “Jam-Proot” Security Mecha-
nism -a BASF exclusive that provides
smooth, exact winding, alleviates wow
and flutter, and puts an end to tape
jamming.
Use a tape cassette that gets the most
out of your car's sound system. Get the
new PRO III from BASF-it's the car tape.
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Very few music lovers realize that
Edvard Grieg, master of the miniature, was
once involved in an attempt to create an
epic opera that, if completed, might have
done for Norway what Smetana’s Bartered
Bride had done for Czechoslovakia. His col-
laborator was Bjérnstjerne Bjérnson
(1832-1910), poet, dramatist, novelist, po-
litical and social leader, nationalist, and
winner of the 1903 Nobel Prize for liter-
ature; the subject of their aborted project
was Olav Trygvason, King of Norway from
995 to 1000 A.D. Olav was the stuff of leg-

endry. After having spent some years as a
boy in Russia, he sailed the Baltic with the
Vikings in his youth and arrived in Eng-
land with the Danish armies in the early
990s. In 994, he was converted to Christian-
ity by a hermit in the Scilly Isles and re-
turned home the following year, deter-
mined to convert his pagan countrymen to
his newfound religion.

In July of 1873, Bjérnson sent to
Grieg (with whom he had previously col-
laborated) the first three -scenes of Olav
Trygvason and promised that he would soon

EXPECT
THE UNEXPECITED.

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.

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

© 1979, Sennheiser Electronic Corporation (N Y.}

—

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 detall 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.

HIGH FIDELITY

send more. The composer set to work im-
mediately at white heat and, after finishing
the music, implored the librettist to fulfill
his promise. Nothing came—Bjérnson was
busy with other things. A year later, still
waiting for more of the libretto, Grieg had
turned to composing the incidental music
for lbsen’s Peer Gynt. Bjérnson, under the
misapprehension that Grieg was writing an
opera with Peer Gynt as libretto, took of-
fense, and a series of misunderstandings
ensued. In May 1876, Grieg wrote to him,
“Don’t refuse me what [ now beg for: Give
me an outline of the plot of Olav Trygva-
son—but soon, at once. Good God, while |
write this the longing to buckle down at last
grows to active passion. And it is well that
all this time has passed, for I have become
another man and see differently and better.
Dear man, do what | ask.” But it was too
late. The estrangement did not end until
late in 1889, when the three scenes were
publicly performed for the first time. The
saga of the unfinished opera can be ap-
propriately concluded with the words
Bjérnson spoke when, in 1906, he unveiled
the monolith on Rikard Nordraak’s grave
in Berlin: “That which does not come at the
right time never comes.”

Altogether, Grieg composed about
thirty-five minutes of music for Olav
Trygvason. The first and shortest scene takes
place in a Norwegian pagan temple shortly
after Olav’s return. A priest invokes the old
gods; a woman sings to them gently; a
chorus supports both with interjected reit-
erations of the words, “Hear us! Hear us!”’
The scene ends with a purely choral section
that grows steadily in intensity. The second
scene is dominated by the wild incantations
of a sibyl, who proclaims that it is not
enough to invoke the gods—runes must be
carved to protect the people from “the evil
man, he who comes from the south,” and
the gods who will follow in his wake. The
priest and the people light holy fires and
consecrate the drinking horn, derisively
shouting that if Olav emerges from the fires
unscathed, they will believe him. The final
scene, in which the Norse gods are honored
with dancing and sacred games, ends in a
wild, whirling presto.

The music for these colorful scenes
is astonishingly brilliant and inventive. Its
fresh harmonies are due in large part to
Grieg’s skillful use of antique modes—the
priest sings in the Lydian, the sibyl uses the
Phrygian, throughout there are appropriate
touches of the Dorian and Mixolydian. In
addition, there is an angularity to the me-
lodic lines that is most unusual. All is
heightened by colorful
instrumentation.

extremely

Olav Trygvason has become a fixture
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in the Norwegian repertory but is virtually
unknown outside Scandinavia. This is a
pity, since not only is it well worth know-
ing, but it imparts to our image of Grieg an
unfamiliar epic dimension. This recording
leaves little to be desired technically—
chorus and orchestra are first-rate, and the
soloists are quite acceptable.

The filler, Landkjenning, is a setting
for baritone, chorus, and orchestra of an-
other Bjérnson poem relating to the saga of
Olav. The text treats his emotions as he
sights the land of his birth after long ab-
sence. In 1872, there was a fund-raising
drive in Christiania (as Oslo was called
then) to help in the restoration of Trond-
heim Cathedral. Bjérnson contributed the
poem, and Grieg quickly supplied the mu-
sic in the form of a rousing, virile tune. In
1881, he drastically revised the work, giv-
ing it much grander dimensions; it is in this
form that it is heard here.

This is a cherishable disc that will
not soon be supplanted. LL.

HAYDN: Sonata for Piano, No. 50,
in D—See Beethoven: Trio for Violin,
Cello, and Piano.

KOECHLIN: Piano Works.

Boaz Sharon, piano. Orion ORS
79332, $7.98 (Orion Master Recordings,
5840 Busch Dr., Malibu, Calif. 90265).

Paysages et marines, Op. 63; Les
Heures persanes, Op. 65: No. 4, Matin frais
dans la haute vallée; Pastorales (12), Op. 77.

Charles Koechlin (1867-1950) is re-
membered today as the teacher of many
contemporary French musicians and as the
orchestrator of Fauré’s Pelléas et Mélisande
and Debussy’s Khamma. He is nearly forgot-
ten as a composer in his own right. This
record—which claims to be the first ever de-
voted to his piano music—adds sig-
nificantly to his tiny discography.

All the music here was completed
between 1915 and 1920. Paysages et marines
consists of a dozen evocative mood paint-
ings parallel to Debussy’s preludes, the
similarities extending to certain details of
the keyboard writing as well. The style and
manner are uniquely Koechlin’s, character-
ized by an idiosyncratic development of
harmonically based polytonality (he was,
among French composers of his time, the
first to advocate this, and later, serialism)
The fourth piece of the sixteen-section
suite Les Heures persanes is an eerie and
beautiful bit of Eastern exoticism. The
twelve pastorales, by contrast, are more tra-
ditional harmonically and hark back to an
earlier world of dance and song forins. Ra-
vel, Satie, and even Bartok’s For Children
come to mind.

Edvard Grieg (c. 1903)
An epic opera aborted

Orion has been making a specialty
of such intriguing and unhackneyed reper-
toire. Even if Boaz Sharon plays with more
enthusiasm than finesse and his (self-engi-
neered) keyboard recording is somewhat
brittle, there’s a good measure of good mu-
sic on this disc, and that’s reason enough to
take notice. A.C.

LISZT: Etudes de Concert (5); Rémi-
niscences de Don Juan.

Jorge Bolet, piano. [Peter Wadland,
prod.] Oiseau-Lyre DSLO 41, $9.98. Tape:
KDSLC 41, $9.98 (cassette).

LISZT: Piano Works.

Horacio Gutiérrez, piano. [Suvi Raj
Grubb, prod.] AnGeL SZ 37477, $8.98.

Sonata in B minor. Années de péleri-
nage: First Year: Au bord d’une source; Sec-
ond Year: Sonetto del Petrarca No. 104.
Transcendental Etude No. 10. Mephisto
Waltz No. 1.

The differences between Bolet’s Liszt
and Gutiérrez’ may be simply the differ-
ences between generations: Bolet, now in
his middle years, takes an expansive ap-
proach and soothes with his caressing tone;
the younger Gutiérrez is more of an activist,
who practically pursues his listener.

I recall Bolet's 1959 RCA recording
of some of the Transcendental Etudes (not the
same as his later complete edition on En-
sayo-derived CRL 2-0446, also deleted) as
being restive in a manner similar to Gutiér-
rez’ present playing, but twenty years of ex-
perience (and a flattering ambience and
breadth to the sound) have lent balance and
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repose to his art. He suggests points rather
than hammering them home with poking
jabs and crushing blows. Despite an occa-
sionally effete touch, the playing is
handsome.

Gutiérrez’ manner resembles that of
other young Lisztians, such as Ivan Davis
and Craig Sheppard: tightly coiled phrases
projected with a glinting, biting, focused
sonority. His virtuosity is as impressive as
Bolet’s and a good deal more spectacular.
One can admire the dazzling, imaginative
brilliance and color, but ultimately,
spasmodic activity is no substitute for
steady, logical drive. The emphasis on tri-
vial detail segments the phrasing, and the
hard, glaring tonal insistence is wearing.
Whether the offering is a vignette (Au bord
d'une source) or an epic (the B minor Sonata),
the strenuous activity shows little mean-
ingful direction. The Mephisto Waltz, inci-
dentally, is given in a mildly touched-up
version, with a few inner voices changed
and a reworked final cadenza.

Two recordings linger in the mind to
show what is lacking in both of these: Leon
Fleisher’s account of the B minor Sonata
(Epic, deleted) was as terse, “modern,” and
brilliaritly detailed as any but had a suc-
cinctness and cohesiveness that elude Gu-
tiérrez; and Harold Bauer’s 1942 account of
Un Sospiro, with its ardent, uncluttered me-
lodic sweep, contrasts instructively with
Bolet’s slightly precious reverse accents.
Bauer played with at least as much free-
dom, making many rhetorical points along
the way, but did so with more direct
emotion.

Both Angel and Oiseau-Lyre pro-
vide superb sound, but I prefer the ripeness
of Bolet’s disc to the brilliance of
Gutiérrez. H.G.

MARTINU: Symphony No. 2*; Fan-
taisies symphoniques’.

Czech Philharmonic Orchestra, Vi-
clav Neumann, cond. [Zdenék Zahradnik*
and Pavel Kihn*, prod.] SuprarHoN 1410
2096, $8.98 (5Q-encoded disc).

Musical history usually records a
stylistic turn by pinpointing a leader—a
Monteverdi or a Schoerberg—around
whom gather disciples who implement the
new movement; the younger faithful are
many and varied, but there are few real
masters. This is as it should be. We would
suffocate if everyone developed into a
giant, so we welcome and enjoy the minor
figures who make our weekdays happy,
while we save the Sundays for the geniuses.
Often, however, the prestige of a move-
ment overwhelms a musician who has real
talent but insufficient force to assert his
own qualities; his work consequently
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shows internal contradiction despite exter-
nal conformity. Bohuslav Martinfi, a good
if facile Czech composer, is an example. He
is said to be the Czech representative
among the leaders of the nuove musiche in the
first half of the twentieth century, but the
claim is palpably exaggerated. Moreover,
this is not really Czech music; beneath the
French veneer, it is eclectic and derivative.

After studying in Prague, Martini
went to Paris and became enamored of
French Impressionism and Post-
impressionism, which thereafter domi-
nated his music. But this French idiom is
seldom becoming to foreigners, especially
to the non-Latin East Europeans. A French
composer—say Jean Franqgaix, or even half
of Les Six—can prattle along nicely without
saying anything, but in a foreigner’s hand
the soufflé collapses, as these two sym-
phonies prove. Martinfl, a better composer
than those French musicians, got lost in the
imitation, for what he retained from his
Paris years was merely the decorative ele-
ment, the rustling, murmuring sound of the
French Impressionist orchestra; underneath
there are many echoes from many regions,
though the Czech tone is never quite lost.

The first movement of the Second
Symphony is put together from small en-
tities that work toward miniclimaxes. In the
Andante, folk (or folklike) melodies give
the music more backbone, but we also hear
many of the old symphonic clichés. The
Poco Allegro is really a fin-de-siécle
scherzo bedecked with French orchestral
confection. When distant accents from
Dvordk’s and Smetana’s home do make
themselves heard, a conflict arises between
the syncopated East European rhythms and
the mincing and often evasive orches-
tration. The Fantaisies symphonigues (also
designated as Symphony No. 6) sound
more like a pantomime score, episodical
rather than the “well-balanced three-move-
ment structure” the somewhat hysterical
(anonymous) notes proclaim; there is much
ado but little substance. Though this music
is pleasant enough, a little goes a long way.
The performances are good. P.H.L.

MUSSORGSKY: The Nursery.*
PROKOFIEV: The Ugly Duckling, Op.
18." GRETCHANINOV: The Lane, Op.
89."

Elisabeth Soderstrom, soprano;
Vladimir Ashkenazy, piano. [Richard Bes-
wick* and James Walker*, prod.] Lonpon
OS 26579, $8.98.

Though more than a hundred years
old, the seven songs that comprise Mus-
sorgsky’s cycle The Nursery (1868-72) still
sound astonishingly original. The first
song, “With Nanny,” plunges us immedi-
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ately into Mussorgsky’s utterly individual
imaginative world, in which music is free
from conventional formal restraints and
becomes the direct expression of event, de-
veloping feeling, and sudden action. All the
inflections of a child’s excited speech, all
the contours of a child’s volatile emotions,
all the details of a child’s brightly colored
universe are implied through what, in ef-
fect, is less a song than a scena—a freely
shaped dramatization of asingle incident in
the guise of a monologue. The piano ac-
companiment shows a comparable har-
monic and melodic boldness and provides
the text with emotional resonance, narra-
tive punctuation, and illustrative
amplification.

In all the songs an auditor is implied,
and in three of them a response is actually
forthcoming. Distinguishing between the
voices in a convincingly natural way is
tricky, but Elisabeth Soderstréom proves,
once again, a consummate vocal actress, al-
most a diseuse. Especially admirable is her
handling of “Riding on a Hobby-Horse,”
where she imitates with perfect musicality
the sounds of a child hopping around the
room and then the comforting voice of his
mother after he has hurt his foot.

By comparison with The. Nursery,
Prokofiev’s Ugly Duckling, a long and touch-
ing narrative about the eventual triumph of
beauty, is more introverted, less memo-
rably dramatized. As for the songs of Gre-
tchaninov, they do not aspire to dramatic
boldness at all, making their effect princi-
pally through their moving lyricism. In
"The Wind’s Lullaby,” No. 5 of The Lane, a
firm, fresh singing tone is implied, and here
the Swedish soprano sounds overextended.
But in the recital as a whole there is little
conventional lyricism, and in the vivid mu-
sical projection of Mussorgsky’s and Pro-
kofiev's texts she is superb and quite
charming.

Vladimir Ashkenazy, Soéderstrém’s
superior in technique, is her equal in art-
istry. In The Nursery, above all, they create
an unmistakable sense of complete artistic
accord.

The recording is good, though the
surfaces of my copy were noisy. Texts and
translations are furnished. Highly recom-

mended. D.S.H.

PUCCINI: Suor Angelica.

CAST:
Suor Angelica Joan Sutherland (s)
Suor Genovieffa  Isobel Buchanan (s)

Suor Osmina Marie McLaughlin (s)
Nursing Sister Janet Price (s)
First Alms Collector

Elizabeth Gale (s)
Second Alms Collector

Hannah Francis (s)
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A Novice Miriam Bowen (s)
First Lay Sister Helen Walker (s)
LaZiaPrincipessa Christa Ludwig (ms)
Mother Superior  Anne Collins (ms)

Sister Monitor Elizabeth Connell (ms)
Mistress of Novices Enid Hartle (ms)
Suor Dolcina Della Jones (ms)
Second Lay Sister Doreen Walker (ms)

Finchley Children’s Music Group,
London Opera Chorus, National Philhar-
monic Orchestra, Richard Bonynge, cond.
[Richard Beswick, prod.] Lonpon OSA
1173, $8.98. Tape: OSAS 1173, $8.95 (cas-
sette).

COMPARISON:
Scotto, Horne, Maazel/New Phil.

Col. M 34505

London’s new recording of the
centerpiece of Puccini’s operatic triptych
bears a curiously complementary relation-
ship to its direct rival on Columbia. On the
latter the title role is characterized in per-
suasively full detail by Renata Scotto; it is
also beautifully sung, except for the high Bs
and Cs, which are uneasy and even un-
pleasant. On the other hand, Columbia’s
Principessa Zia (Marilyn Horne) lacks con-
viction, and Lorin Maazel’s conducting is
both slow and purposeless—though he
shows a gratifying willingness to allow
Scotto to take her role at the speed and with
the rhythmic emphasis she needs for its
proper realization. On London we have
something like the opposite: a heroine
weak in characterization but (except for the
climactic high B flat of “Senza mamma”) glo-
riously secure above the staff; an excellent
Principessa Zia; and a conductor who
shows admirable command of the score—
though he dawdles irresolutely in two cru-
cial sequences, the soprano’s one aria,
“’Senza mamma,” and the mezzo’s big scene
that precedes it.

At this stage of her career, Joan Suth-
erland shows few signs of vocal decline, ex-
cept for a certain loss of substance and se-
curity in the middle register, and that only
on certain occasions. Unfortunately, No-
vember 1978, the date of this recording,
was one of those occasions, and the soprano
finds it hard to do any sort of justice to the
“narrative,” as distinct from the “ecstatic,”
aspects of the role. The latter are prodi-
giously vocalized, the former weakly. The
passage in which Suor Angelica responds
with growing anxiety to the news that a
coach has arrived at the convent—begin-
ning ““Ah! ditemi, sorella, com’era la berlina?”—
is little more than a blur of consonants.
Moreover, Sutherland’s response to verbal
meaning, crucial in verismo opera, is in-
sufficiently lively. In “Senza mamma,” in ev-
ery respect the least satisfactory part of her
performance, she is unable to offer the
sense of dramatic assurance and emotional
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progression that alone can bring the part to
life. Here Scotto is at her most distin-
guished.

In the work’s ecstatic pages, like those
that end the opera, Sutherland is without a
single recorded peer—I refer not only to
Scotto, but even to Katia Ricciarelli (RCA
ARL 1-2712) and especially to Renata Te-
baldi (London OSA 1152) and Victoria de
los Angeles (Angel, deleted). In her final “O
Madonna, salvami!” her voice streams up to a
high C of remarkable power and beauty.
This aspect of her performance does not,
alas, suffice to create a persuasive and mov-
ing portrayal of Puccini’s heroine.

As the antagonist, Christa Ludwig
shows complete mastery of the dramatic
situation, suggesting all the necessary in-
flexibility and determination, though not,
like Horne, to the point of melodrama.
Ideally the part calls for a contralto rather
than a mezzo, but Ludwig, in excellent
voice, summons a dark, baleful timbre that,
were the conducting not so slow, would
doubtless make yet a stronger impression.

Isobel Buchanan copes easily with
the high-lying role of Suor Genovieffa and
is much fresher in the middle range than
lleana Cotrubas, her Columbia counterpart,
though when it comes to phrasing and
enunciation she is still a relative novice.

The other sisters, all somewhat unidiomatic
in Italian pronunciation, are hardly more
than acceptable if no worse than Maazel’s
equally British ensemble. Apart from the
lapses already mentioned, Richard Bon-
ynge’s conducting is lively and shows a
sensitive regard for orchestral color. The
sound is vivid. An Italian/English libretto
is furnished.

All in all, despite the drawbacks of
Horne and Maazel, I would go back to the
Scotto performance for the greatest illumi-
nation on records of this touching
work. D.S.H.

RIMSKY-KORSAKOV:
zade, Op. 35.

John Georgiadis, violin; London
Symphony Orchestra, Yevgeny Svetlanov,
cond. [Ronald Kinloch Anderson, prod.|
ANcGeL 57 37555, $8.98. Tape: 4ZS 37555,
$3.98 (cassette).

4 Henrik Fridheim, violin; U.S5.5.R.
Symphony Orchestra, Yevgeny Svetlanov,
cond. Musicar Heritace Sociery MHS
40906, $5.95 ($4.45 to members). (Add $1.25
for shipping; Musical Heritage Society, 14
Park Rd., Tinton Falls, N.J. 07724.) [From
MeLoprya/AnceL SR 40112, 1969.]

B R Concert Arts Orchestra, Erich Leins-
dorf, cond. SerarHim S 60329, $4.98. Tape:

Schehera-

4XG 60329, $4.98 (cassette). [From CaritoL
SP 8538, 1961

The ultimate goal of 1,001 recorded
Scheheruzides—to match the number of tales
with which the eponymous Sultana di-
verted the cruel Sultan Schariar—is still far
off, but new versions and reissues appear
constantly.

In March 1970, I praised Svetlanov’s
distinctively Russian original release, and it
now seems more interesting than ever. By
way of comparison, his new British record-
ing reflects a decade’s technological prog-
ress; the sound is warmer and richer, and
engineer Neville Boyling avoids the Rus-
sian engineers’ often unnatural spotlight-
ing of violin and woodwind solo passages.
Moreover, the London Symphony’s far
more refined tonal qualities contrast
markediy with the Russian orchestra’s
characteristic coarseness of timbre and
overresanant brasses. The mature Svetla-
nov is also more assured, in tighter control
of both himself and his players; he is even
more expansively broad in the big mo-
ments. (This version supplants the 1975
Rostropevich, Angel S 37061, as the slowest
overall to date.) Only the lack of the final
touches of magisterial lucidity and fairy
tale magic keeps this from ranking among
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the best recordings—those by Haitink (Phil-
ips 6500 410, March 1974), Ansermet (Lon-
don CS 6212), Beecham (Angel S 35505),
and Reiner (RCA Red Seal LSC 2446).

And yet something has been lost as
well. In the admirable MHS remastering,
the reissue is still arresting for its fierce vi-
tality, and its sonics, despite all their
coarseness, blaze more incandescently than
ever. To the best of my knowledge, the
original distinction of this account remains
unchallenged: It was and is the only all-
Russian (conductor, orchestra, engineers)
Scheherazade to have been released here. As
such, it’s in a class by itself and, with all its
faults, surely the most rewarding budget-
priced version.

It receives scant competition from
Leinsdorf’'s overvehement and heavy-
handed reading with the Hollywood Con-
cert Arts Orchestra and a violinist still un-
identified. (Could it have been the late Felix
Slatkin?) The early stereo engineering is
still notably robust, but it wears less well
than in some of the other Seraphim reissues
from that era. Everything here is just too

harsh for comfort. R.D.D.
ROBB: Songs (13).
B Donna McRae, soprano*; Eugene

Ives, baritone**; George Robert, piano;
Darrel Randall, oboe*. Orus OnE 48, $4.98
(Opus One, P.O. Box 604, Greenville,
Maine 04441).

Tecolote*”; Tears*™; | Am Very Old
Tonight**; What Is This Glory*; Snowy
Mountain**; Requiem**; Tragedy**; Bet-
ter Banditree**; To Elektra**; The Shep-
herdess**; Good Night, My Love**; Rich-
mond Hill**; The Drivers**.

SIEGMEISTER: Madam to You*;
The Face of War*; Quartet for Strings, No.
3 (On Hebrew Themes)'.

Esther Hinds, soprano; Alan Man-
del, piano.* Primavera String Quartet.”
[Carter Harman, prod.] CoMposers Recorp-
inGs SD 416, $7.95.

The John Dornald Robb sampler in-
cludes thirteen selections from his stage
works, song settings, and folksong collec-
tions, which evidently (the liner notes are
incomplete on this count) date from about
1953 through 1977; despite their diverse
origins, the songs are stylistically quite con-
sistent. Robb, now eighty-eight, writes in a
completely tonal and rhythmically straight-
forward idiom that can be described as ul-
traconservative, melodic, and eclectic if you
like it or unoriginal and anachronistic if
you don’t. Here, for example, we have a
one-minute piece, “Tragedy,” which be-
gins with a nearly direct quote from Schu-
bert’s “Die Forelle” but ultimately sounds
more like Gilbert and Sullivan (as does
“The Drivers”); a Christmas song, “What Is

HIGH FIDELITY

This Glory,” which derives its holiday
spirit by brushing ever so slightly against
the tune of many a familiar carol; and “I
Am Very Old Tonight,” which has a gor-
geously melismatic middle section that
brings to mind the fifth of Villa-Lobos’
Bachianas brasileiras. Yet, however obvious
and wide-ranging the allusions, Robb’s set-
tings are so sensitive and so beautiful that |
can’t imagine anyone reacting strongly
against them, even if they sound more like
products of the mid-nineteenth century
than of the mid-twentieth.

Soprano Donna McRae and baritone
Eugene lves, singing a side each, turn in
winning performances to the sturdy ac-
companiment of pianist George Robert. In
three of the pieces, oboist Darrel Randall
contributes winding, atmospheric obbli-
gato lines that contrast nicely with McRae’s
voice.

Elie Siegmeister, while also gener-
ally numbered among today’s more con-
servative composers, does write music that is
immediately identifiable as the product of
the mid-twentieth century. But in one of
the two song cycles that make up the first
side of his new CRI disc (part of his 1978
award from the Academy of Arts and Let-
ters), that very modernism stands as a bar-
rier between composer and listener.

Madam to You (1964) chronicles the
trials and triumphs of Alberta K. Johnson
as she battles a census taker, a minister, her
daughter, a rent collector, a fortune-teller, a
“numbers” solicitor, and even death. Based
on a set of Langston Hughes poems, this is a
witty collection to which Siegmeister’s pi-
ano accompaniments, wonderfully played
here by Alan Mandel, provide just the right
upbeat and offbeat jazzy ambience. The
problem is the vocal line, full of what [ can
only describe as semideclamatory phrases
built on “wrong note” intervallic leaps that
come off sounding more artificial than ex-
pressive; curiously, | found myself wishing
I could hear the piano part by itself, without
the vocal. The Face of War (1966), also to
poems by Hughes, is quite similar. But this
set, one of Siegmeister’s antiwar protests, is
grimmer; the harshness of the vocal line—
reflected in an often ominous piano part—
finds some justification in the subject mat-
ter and seems to make more sense. Soprano
Esther Hinds sings both cycles with true
conviction.

Siegmeister’s Third String Quartet
(1973) is a much happier affair. Incorporat-
ing fragments of four traditional East Euro-
pean Jewish themes into his own partly
tonal and partly atonal language, he has de-
vised a work that is obligingly idiomatic for
string players and exciting for listeners. It
has the strong lyricism and rhythmic drive
that distinguish many of his recent instru-
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mental works, and at times it calls to mind
the Shostakovich Piano Trio No. 2, Op. 67,
a work built of similar materials. The sec-
ond movement does not evoke the “image
of upside-down rabbis and enchanted
chassidim sailing through the air” that the
composer’s liner notes suggest (3 la Cha-
gall); but the work has a magical energy of
its own, and it receives a delightfully en-
thusiastic performance from the Primavera
Quartet.

Both discs are well recorded and
flawlessly pressed. A.K.

SCHUBERT: Quartet for Strings,
No. 15, in G, D. 887.

Juilliard Quartet. [Steven Epstein,
prod.] CoLumsia M 35827, $8.98. Tape: MT
35827, $8.98 (cassette).

SCHUBERT: Quintet for Strings, in
C, D. 9se.

LaSalle Quartet, Lynn Harrell, cello.
[Rainer Brock, prod.] Deutscue Grammo-
PHON 2531 209, $9.98.

Bulgarian Quartet, Roland Pidoux,
cello. MusicaL Heritage Sociery MHS
4118, $5.95 ($4.45 to members). (Add $1.25
for shipping; Musical Heritage Society, 14
Park Rd., Tinton Falls, N.J. 07724.)

Josef von Spaun, one of the friends
in Schubert’s circle of writers and artists,
stated that “we shall never make a Mozart
or a Haydn of him in instrumental and
church composition, but in song he is un-
surpassed.” That opinion is still widely
held, though it is quite clear that, next to
Beethoven, Schubert was the greatest in-
strumental composer of his age. His cham-
ber music is somewhat uneven, mainly be-
cause much of it comes from his early
youth; but his mature works in the genre
are genuine masterpieces, outstanding even
in the prodigious harvest of the Viennese
school.

In order really to appreciate Schu-
bert’s art, which is wedged between high
classicism and early romanticism, we must
first of all avoid using the criteria of either
of those periods. His works manifest an en-
tirely personal style that is defined by his
unsurpassed melodic invention; his formal
designs; the wide range of his harmonies;
his concept of sound, especially ensemble
sound; and his contrasting dynamics. As a
song composer, he fell from heaven fully
grown; not so as a chamber composer. He
grew up in a congenial musical family fond
of chamber music and began by supplying
works of his own to the family quartet, in
which he played the viola. Between 1812
and 1815 he contributed at least ten quar-
tets, of which Mozart and Haydn were the
godparents, though even in these youthful
works his personality shines through. The
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first of the great works dates from his
twenty-third year, 1820: the grim, passion-
ate, and powerful single movement (Quar-
tettsatz) in C minor. It was followed by in-
comparable masterpieces: the wistful and
longing A minor Quartet, the highly dra-
matic D minor (Death and the Maiden), and
the final one in G, Op. 161, recorded here.

Composed within ten days in 1826,
the last quartet is almost a musical self-por-
trait, the constant juxtaposition of major
and minor depicting the young man’s
struggle with life and its unclear but threat-
ening end. Dynamics change rapidly, at
times rising to symphonic intensity. The
development is stormy, yet everywhere
there are sudden reassuring moments. The
second movement, in E minor, begins in-
gratiatingly, but after a while the sky be-
comes clouded and the sharp rhythms of
the first movement return; the end is peace-
ful. The same contrasts appear in the
scherzo, with its charmingly simple trio,
and in the finale, which begins in the dark
minor and ends in smiles.

The Quintet in C was probably com-
posed in Schubert’s last year; the manu-
script is lost, but a copy was discovered in
1850. Despite a fullness of sound that is al-
most orchestral, it is true chamber music.
One hardly knows what to admire more,
the wealth of ineffably beautiful melodies,
the bold harmonies, the magnificent sound
pictures (with two cellos instead of the
usual two violas), or the animated expres-
siveness of the music and its intensity of
communication. There are points in this
work, especially in the bewitching Adagio,
where verbal analysis falls short, and one
must simply surrender to the mystery of
the creative mind. Here only the perform-
ers are qualified to “speak.”

The LaSalle Quartet, augmented by
cellist Lynn Harrell, rises to the occasion,
bringing out the contrast between pure
chamber music and symphonic climaxes
without forcing the latter. (Crescendos are
never premature.) Passionate outbursts are
powerful, lyric passages warm. The heav-
enly slow movement undulates gracefully;
the wild orchestral scherzo is full of élan—
one can really hear the horns; the finale is
light, the first violin dancing over the en-
semble. 1 only wish that Walter Levin, the
accomplished first violinist, were not so ad-
dicted to sliding. The Bulgarians who play
the same quintet are good instrumentalists,
but theirs is only a decent workaday
performance.

The Juilliard Quartet is another mat-
ter; its performance of the G major Quartet
is altogether convincing and superbly pro-
fessional. Vehement tuttis are never driven,
and this agitated work is interpreted with
rare taste and insight. P.H.L.
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SIEGMEISTER: Song Cycles (2);
Quartet for Strings, No.3—See Robb:
Songs.

STRAUSS: Die dgyptische Helena,

Op. 75.

CAST:
Helena Gwyneth Jones (s)
Aithra Barbara Hendricks (s)
First Servant  Betty Lane (s)

Hermione/First EIf

Dinah Bryant (s)
Second Elf Patti Dell (s)
Second Servant Glenda Kirkland (ms)
Third Elf Maria Cimarelli (a)
Fourth EIf Katherine Grimshaw (a)
The Omniscient Mussel

Birgit Finnild (a)

Menelaus Matti Kastu (t)
Da-ud Curtis Rayam (t)
Altair Willard White (bs)

Kenneth Jewell Chorale; Detroit
Symphony Orchestra, Antal Dorati, cond.
[James Mallinson, prod.] Lonpon OSA
13135, $26.94 (three discs, automatic
sequence).

Writing to Richard Strauss on Sep-
tember 19, 1923, Hugo von Hofmannsthal
observed that “there is, in any case, no Ger-
man artist who does not become more
heavy-handed over whatever he does than
he ought to be.” In his next letter, a few
days later, he has noticed where the shoe
fits: “Over Die Frau ohne Schatten we both be-
came too heavy-handed.” The subject un-
der discussion is the current Strauss/Hof-
mannsthal opus, Die dgyptische Helena, and
both are determined that things will be dif-
ferent this time: “The style must be easy-
flowing, on occasion as nearly conversa-
tional as the Vorspiel to Ariadne. . . never so
heavy as in the opera in Ariadne,” writes the
poet, while Strauss for his part frequently
mentions the use of spoken dialogue to
keep things moving.

The road to Helena was paved with
the best of intentions, obviously. Hof-
mannsthal had in mind a drama of mar-
riage: How, after the long and terrible war
caused by her elopement with Paris, did
Helen of Troy restore her marriage with
Menelaus to the point at which we see
them, sunnily reconciled, in the fourth
book of the Odyssey? This filling of the gap
in legend and literature was meant to be
modern in spirit, but in the end it turned
out to be a good deal more pretentious than
John Erskine and dramatically very cum-
bersome, for a number of dei ex machina
were added to set up the successive stages
of the reconciliation—not only additional
characters, but also a pair of potions that in-
evitably recall the first act of Wagner’s Tris-
tan. At the end of the second and final act,
these transparent devices pile up in a con-
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fusing clot of actions and counteractions
that cloud rather than clarify the central
action.

Furthermore, this stuff did not stir
Strauss to any original compositional re-
sponse; most of the time, he spun out music
in a style he found comfortable—essentially
the style defined by the Chrysothemis epi-
sodes in Elektra and the opera seria in
Ariadne. Perhaps if his poet had in fact
achieved something closer to the intended
lightness, Strauss would have made more
of an effort to invent, say, a more formal
version of the Ariadne/Intermezzo conversa-
tional tone, but instead Hofmannsthal's
elaborate language soon put all thoughts of
spoken dialogue to flight.

There are residues of the original
conception here and there. The two acts
open precipitously, without formality; the
first starts with a sudden complex of mo-
tives whose significance only becomes
apparent gradually, during the act, while
the second plunges right into Helena’s rap-
turous “second honeymoon” aria. The'mu-
sic for the elves of the sorceress Aithra, who
deceive Menelaus in Act |, is clever, with-
out quite achjeving the menacing tone that
seems needed. The funeral music for Da-
ud, though obviously inspired by Beetho-
ven’s Eroica, builds to interesting and glacial
dissonances. Some of Helena’s music, in-
cluding that second-act aria, exploits the
soprano voice to considerable effect.

But there are many empty pages.
The first encounter of Menelaus and Hel-
ena rises to a duet climax of extreme con-
ventionality; the off-stage Orientalism for
Altair’s house musicians makes Salome’s
Dance seem a paragon of subtle invention;
the cloying accents of Da-ud’s song to Hel-
ena are (as Strauss admitted to Fritz Busch)
nothing more than kitsch; Menelaus’ de-
parture for the hunt with Da-ud sounds
like a small-beer version of Wotan’s fe-
rocious exit in the second act of Die Walk-
iire; the final orchestral peroration is
stupefyingly bland and banal. At too many
points, Strauss has failed to make plausible
contact with the action. (He did, in fact, en-
counter a severe compositional block at the
entrance of Altair, and it shows.)

Premiered in Dresden in 1928, Hel-
ena quickly made the rounds: Vienna, New
York (the only post-Rosenkavalier Strauss
work staged there until after the Second
World War), Berlin, Munich, Zurich, and
so on. [t wasn’t really a success, and soon
threatened to drop from sight. After Hof-
mannsthal’s death, the stage director Lothar
Wallerstein and the conductor Clemens
Krauss, feeling that the problem lay in the
second act, proposed a new sequence of
events, to which Strauss adapted his music,
but this so-called “Vienna version” of Hel-
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ena (first unveiled at Salzburg in 1933)
made little further headway. Since World
War II, only Munich and Vienna have cul-
tivated it, with limited success (the 1956
Munich production, with Leonie Rysanek
in the title role, was probably the best), and
America has heard only concert versions:
Thomas Scherman conducted one in New
York in 1967, and Antal Dorati led the
present cast in performances in Detroit and
New York just prior to this first recording,
which reverts to the original Dresden score.

This is not a particularly distin-
guished affair, I'm afraid, continuing the
downturn in the quality of recorded
Strauss that I noted in connection with Die
schweigsame Frau last October. Despite hard
work and earnest efforts, the Detroit Sym-
phony is not the kind of band to do justice
to Strauss’s elaborate and refined scoring,
and the tuttis are often rough in ensemble
and unpleasant in tone. Preoccupied with
playing the notes, the orchestra doesn’t
manage much variety of dynamics; the re-
sult is consequently often monotonous,
even though Dorati keeps things moving
most efficiently.

Similar comments might be offered
about much of the singing. The single sub-
stantial pleasure is offered by Barbara
Hendricks as Aithra; her pure, silvery
sound is always perfectly tuned, her diction
is clear and largely correct, and she has a
nice sense of the character as a kind of
“Helen of Troy groupie” that is not at all in-
consistent with the libretto. More briefly in
evidence is the solid alto of Birgit Finnili,
the voice of the telesthetic Omniscient
Mussel that keeps Aithra up to date on the
outside world.

Gwyneth Jones, who san Helena
in the 1970 Vienna production, is now so

erratic of intonation and tonal quality that .

little of her work here is easy to enjoy.
Hearing her at the New York concert, one
hoped that she might achieve greater con-
sistency in the recording sessions, but that
seems not to have happened. Matti Kastu’s
tenor is about two sizes too small for Men-
elaus, and he s so preoccupied with putting
out some kind of sound to match Strauss’s
characteristically optimistic tenor writing
that he can make very little of words, phras-
ing, or rhythm. (In truth, this part can
hardly ever have been well sung, certainly
not by Taucher in Dresden, Graarud in
Vienna, or Laubenthal and Kirchoff at the
Met, though possibly by the young Lorenz,
Taucher’s alternate at Dresden, and prob-
ably by Franz Vélker in Salzburg, to judge
by some pirated excerpts of his singing in a
Vienna Frau ohne Schatten of that year.)
Willard White's basically firm voice
is strained by the high notes of Altair’s part,
and Curtis Rayam isn’t really the kind of
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¥Ou money-savings reprints on budget

tapes of many

labels ... 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
title 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 1n
many categories. Also nearly 45,000 available re-
cordings on 686 record labels. 230 tape labels, 84
quadraphonic labels, in classical. recent popular,
rock, |azz, musical shows, country. opera, ballet.
2lectronic, etc $7.25 at your dealer’s.
Schwann-2 The semi-annual companion catalog
for speciahzed categories: popular, rock, etc. more
than two years old, classic jazz, classical classics
of the prestereo era. also the the great re-issue
ratalogs. International pop & folk on domestic
tabels, spoken, educational, religious, etc $7.25 at
your dealer’s.

SPECIAL PRICE SAMPLE OFFER
't your favorite store doesn't carry Schwann,
Jrder sampies by mail, BUT PLEASE TRY YOUR
DEALER FIRST. Prices include postage and han-
dling. DBHF3
T Latest Schwann-1 (monthly) . .. .. $2.50¢€a.
O Latest Schwann-2 (semi-annual) . . $2.50ea.
T Combination OQffer: latest Schwann-1

{monthly) and latest Schwann-2 (semi-

annual ... $4.50
enclose $ for the items checked above
Hame
Address
City
State Zip

Jealer's Name & Address

ABC-Schwann, Single Copy Sales Dept.

2160 PATTERSON STREET, CINCINNATI, OH 45214
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Mr Retailer:

You’re holding a
great profit-maker
right in your hand.

Just display High
Fidelity and you'll
find it sells itself.

For details, call

collect: 413-528-1300.
Ask for Terry Atwood.

(She’ll tell you
about our profit-
making annuals, too!)

HIGH
FIDELITY

supersweet tenor that Da-ud’s writing
wants. (Strauss at one point threatened to
make this a travesty part, but was dis-
suaded by the irate Hofmannsthal; the
young Peter Anders would have been
about perfect.) The various elves, servants,
and chorus are reasonably efficient.

In sum, then, a provincial perform-
ance of a substantially flawed opera, one
whose best—or, at least, most immediately
appealing—qualities are likely to emerge
only in a rendition of considerable sheen
and vocal glamor. London’s forceful, un-
gimmicky recording (concert style, without
any stage effects) only makes more con-
spicuous the performance’s flaws, I fear.
The libretto includes a new translation, not
entirely accurate—but then its few errors
don’t matter greatly amid so much obscure
verbiage.

(A more consistent example of
Strauss’s later Grecian vein is Daphne, set to
a less imaginative, indeed more ponderous,
libretto by Josef Gregor, and Strauss collec-
tors may be pleased to note the reappear-
ance on DG’s Privilege label of the excel-
lent 1964 recording with Hilde Gueden,
James King, and Fritz Wunderlich, con-
ducted by Karl B6hm: 2726 090, $13.96—
not quite the bargain it seems, since no li-
bretto is included this time around, nor do
the publishers, Boosey and Hawkes, list
any but a German-only version for
$2.50.) D.H.

TELEMANN: Trio Sonatas (10).

Kees Boeke, recorder; Alice Har-
noncourt, violin, treble viol, and violino
piccolo; Wouter Mdller, cello; Bob van As-
peren, harpsichord. TeLErunken 26.35451,
$19.96 (two discs, manual sequence).

If today the reputation of Johann Se-
bastian Bach largely obscures that of his
contemporary Telemann, the situation was
very different during the composers’ life-
times. While Bach was merely the conduc-
tor of an obscure court orchestra, after all,
Telemann was already quite an estimable
figure in a much wider musical circle, and
when the Leipzig authorities were obliged
to seek a successor to Johann Kuhnauy,
Telemann was decisively the first choice.
Only after he had turned down the position
was Bach engaged, and not without
misgivings.

Telemann’s music is rarely so com-
pelling as Bach’s—at least to twentieth-cen-
tury ears—but it is almost always skillfully
wrought, fluent, and graceful. One is im-
pressed, too, by the astonishingly wide sty-
listic range in which he wrote with evident
ease, an ease all the more remarkable for a
largely self-taught composer. Little of Tele-
mann’s vast output is represented on rec-

HIGH FIDELITY'S
Free Armchair
Shopping Service

On the card opposite, circle the number indi-
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on the card. Postage is prepaid.

Mail the card today. You'll soon receive free
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MAIL ORDER
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The following listings are excerpts from
the “New Listings” section of the April
Schwann Record and Tape Guide. Some list-
ings contain a cross-reference (*) to other works
on the recording. Letters in brackets refer to
language used in vocal music (G, German; E,
English, etc.). Cassette editions are indicated
by the symbol £. Quadriphonic discs are indi-
cated by a Q following the record number;
digital discs are indicated by a D following the
record number.

BACH, JOHANN SEBASTIAN
Brandenburg Concerti (6), S.1046/51
Schwarz, LA Ch. Orch.
2-Ang. DS-3901 (D)
Concerti  (16) for Solo Harpsichord,
8.972/87
Pinnock (5.972) t Italian; Partita S.831 -
DG ARC-2533424; /3310424
Goldberg Variations for Harpsichord, S.988

Gibbons 2-Titanic 30/1
English Suites (6) for Harpsichord,
$.806/11

Argerich (piano) (No. 2) t Partita 2; Toc-
catas DG 2531088; /3301088
Italian Concerto in F for Harpsichord,
$.971
Pinnock t Solo Hpsi Con.; Partita S.831
DG ARC-2533424; /3310424
Partita in b for Harpsichord, S.831
Pinnock t Solo Hpsi Con.; Italian
DG ARC-2533424; /3310424
Partitas (6) for Harpsichord, $.825/30
No. 2 in c, S.826
Argerich (piano) t English; Toccatas
DG 2531088; /3301088
Suites (4) for Orchestra, S.1066/9
No. 2 in b for Flute & Strings, S.1067
Wilson, Schwarz, LA Ch. Orch. t Tele-
mann:Suite in a Ang. DS-37330 (D)
Toccatas for Harpsichord, S.910/16
Argerich (piano) (S.911) 1 English; Partita
DG 2531088; /3301088
Trio Sonatas, Instrumental
LA Baroque Players (S.1037) t Fasch;
Fesch; C. Stamitz Crys. 703
BARTOK, BELA
Bluebeard’s Castle, Op. 11
Varady, Fischer-Dieskau, Sawallisch, Ba-
varian Radio Sym. [Hun] DG 2531172

BEETHOVEN, LUDWIG VAN
Sonatas (10) for Violin & Piana
No. 2 in A, Op. 12, No. 2
Grumiaux, Arrau t Son. 4
Phi. 9500263; /7300785
No. 4 in a, Op. 23
Grumiaux, Arrau 1 Son. 2
Phi. 9500263; /7300785
BERG, ALBAN

Concerto for Violin & Orchestra
Perlman, Ozawa, Boston Sym. t Stravins-
ky:Vn Con. DG 2531110; /3301110
Lyric Suite for String Quartet
Ramor Qr t Schoenberg:Verklirte
Turn. 37012; /70012
BIZET, GEORGES
Carmen Suites 1 & 2
L. Slatkin, St. Louis Sym. 1 Grieg:Peer
Telarc 10048 (D)
BRAHMS, JOHANNES
Symphonies (4) (complete)
Levine, Chicago Sym. 4-RCA CRL4-3425
CLEMENTI, MUZIO
Sonata in E} for 2 Pianos, Op. 14, No. 3
Schoettler & Dye t Respighi:6; Riegger;
Schubert:Rondo D.608 Orion 79337
COPLAND, AARON
Danza de Jalisco, for 2 Pianos (1963);
Dance of the Adolescent (from Dance
Symphony)
Trenkner & Pleshakov t Moscheles;
Vaughan Williams:Intro.  Orion 79343
DELIBES, LEO
Coppélia (complete ballet)
Zinman, Rotterdam Phil.
2-Phi. 6769035; /7699126
DOHNANYI ERNST VON
Rhapsedies (4), Op. 11 for Piano
Schwalb t Waltzes Afka SK-4636
Waltzes for Piano
Schwalb (2): Schatz (after ]. Strauss); Nai-
la (after Delibes)  Rhap. Afka SK-4636
FASCH, JOHANN FRIEDRICH
Trio Sonata in G
LA Baroque Players t Bach:Trio Sor.
S.1037; Fesch; C. Stamitz Crys. 703
FESCH, WILLEM DE (1697-1761)
Trio Sonata No. 4 in g
LA Baroque Players t Bach:Trio Sor.
$.1037; Fasch; C. Stamitz Crys. 703
GRIEG, EDVARD
Peer Gynt Suites Nos. 1 & 2, Op. 46, 55
L. Slatkin, St. Louis Sym. { Bizet:Carmen
Telarc 10048 (D)
HANDEL, GEORGE FRIDERIC
Ariodante (1735)
Mathis, Burrowes, Baker, Bowman, Ra-
mey, Leppard, English Ch. Orch., Cho.
(1] 4-Phi. 6769025; /3-7699112

HAYDN, (FRANZ) JOSEPH
Cassation in G, H.II, No. 2
Musici t Hpsi-Vn Con.
Phi. 9500602; /7300724
Concerto in F for Harpsichord, Vn &
Strings
Musici t Cassation in G
Phi. 9500602; /7300724
Sonatas for Piano
Friedman (in Eb) t Prokofiev:Son. 6
Orion 79341
JOPLIN, SCOTT
Music of Joplin
Rifkin: Maple Leaf Rag; The Entertainer;
The Easy Winners; Gladiolus Rag; Pine
Apple Rag; Heliotrope Bouquet; Para-

SONIC HOLOGRAPHYg

Audition a departure from conven-
tional stereo. Introducing the Carver
C-4000 SONIC HOLOGRAPHY™ _
AUTO CORRELATION Preamplifier: the
most complete sound control center in
audio history. The C-4000 is a superb
preamplifier combining a time delay
system for concert hall ambiance, the
Autocorrelater noise reduction system
that works on any source material, a
Peak Unlimiter to restore dynamic
range, and SONIC HOLOGRAPHY™ —
anew concept in audio realism.

Here is what the experts said about
the Carver C-4000.

"' the result was positively breath-
taking! When the lights were turned
put we could almost have sworn that
we were in the presence of a real live
orchestra.”” Hal Rogers, Serior Editor —
Popular Electronics, May 1979.

"Plain old stereo will never be the
same.” Arthur Salsberg, Editorial Direc-
tor — Popular Electronics, May 1979.

“Instruments and performers are
located where they belong, whether to
the front of, between, beside, or be-
hind the speakers — in short, anywhere
in a 180-degree arc facing the listener.”
Omni Magazine, March 1980.

"The effect strains credibility — had
| not experienced it | probably would
not believe it myself.” Julian Hirsch,
Hirsch-Houck Laboratories, Popular
tlectronics, May 1979.

"Bob Ajaye... after two days of
eritical listening called the Carver inven-
tion ‘a giant leap forward for hi-fi.'
fagree.”” Larry Klein, Technical Director
— Stereo Review, May, 1979.

Whether you're searching for a new
preamp, or just want to be stunned, we
suggest that you critically audition a
properly set up C-4000. Sonic Holog-
raphy delivers the depth and breath of
the concert stage. The only sound
experience that out-performs Sonic
Holography is the performance itself.

CARVER

CORPORATION

PO Box 664
Woodinville, Washington 98072
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invites you to read —

TheNew York
Philharmonic

uide to the
ymphony

by Edward Downes
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All in one 1,058-page volume, “the most - P Philharmonic
comprehensive English-language reference N r
work on the present-day symphonic repertory.” =~y 2 § Gl IDE
e Three centuries of music from C.P.E. Bach ) : T() T’JE 3

composer and by work with descriptive
analysis of each orchestral composition.

to Bernd Alois Zimmermann, arranged by '} ; SY’[WPHONY
i1 | BY '

EDWARD

e Over 450 works, over 400 musical ex-
amples, numerous photographs and
portraits of composers.

e |ncludes symphonies, concertos, sym-
phonic poems, suites, overtures, ballet
music and incidental pieces, p/us the
texts of vocal works.

e Provides rich and pertinent historical MAIL TO
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gon Rag; Solace; Magnetic Rag
Ang. DS-37331 (D)
KESSLER, MINUETTA
Ballet Sonatina for Piano (1346); Sonata
Concertante for Violin & Piano
(1957); Sonata for Clarinet & Piano
(1978); Fantasy for Oboe & Piano

(1977)
Kessler; Speaker, Wrezian, Morehead,
Kessler Afka SK-288

MAHLER, GUSTAV
Das Lied von der Erde
Chookasian, Cassilly, Susskind, Cincinnati
Sym. [G] Can. 31117; /2258
MARTINI, GIOVANNI BATTISTA
(1706-1784)
Duetti da camera, for voices & continuo
Gabrieli, Caplan, Walters, DeVoll, Elvins,
Pearlman, Rubinow [I] Orion 79356

MENDELSSOHN, FELIX
Symphony No. 1 in ¢, Op. 11
Haitink, London Phil. { Sym. 4
Phi. 9500708; /7300803
Symphony No. 4 in A, Op. 90, “Italian”
Haitink, Londen Phil. { Sym. |
Phi. 95007028; /7300803
MONTSALVATGE, BASSOLS XAVIER
Songs
Caballe, w. Weissenberg [Sp]: Cuba dentro
de un piano; Chévere; Punto de Haba-
nera; Cancién de cufia para dormir a un

negrito; Canto negro Strauss:Songs;
Turina 2-Ang. SZB-3903
MOSCHELES, IGNAZ
Duo Concertant for 2 Pianos, Op. 87b (w.
Mendelssohn)
Trenkner & Pleshakov t Copland:Danza
Vaughan Williams:Intro.  Orion 79342
MOZART, WOLFGANG AMADEUS
Concerto No. 1 in G for Flute, K.313
Monteux, Marriner, 8t. Martin’s Acad. f
Oboe Con. Phi. 730078%
Concerto in C for Oboe, K.314
Black, Marriner, St. Martin’s Acad. t Fl
Con‘ Phi. 7300789
Concerti (25) for Piano & Orchestra
No. 20 in d, K.466
Brendel, Marriner, St. Martin’s Acad. T
Con. 24 Phi. 7300339
No. 24 in ¢, K.491
Brendel, Marriner, St. Martin’s Acad. t
Con. 20 Phi. 7300339
Quintet in A for Clarinet & Strings, K.581
Silfies, Giovanni Qr + Qn K.452
Turn. 37013; /70013
Quintet in Eb for Piano & Winds, K.452
Klien, St. Louis Sym. t Woodwind Qn t
Clar. Qn Turn. 37013; /70013

NANCARROW, CONLON
Studies for Player Pianc
Nancarroww  (Vol.  2): Nos.
2,5,6,14,22,26,31,32,35,37,40a,40b

1750 Arch 1777
PROKOFIEV, SERGEI
Sonatas (10) for Piano
No. 6 in A, Op. 82
Friedman 1 Haydn:Piano Son.
Orion 79341
Ne. 7 in B, Op. 83
Pollini } Stravinsky:Petrouchka, 3
DG /3300458
RESPIGHI, OTTORINO
6 Pieces for Piano Duet (1926)
Schoettler & Dye t Clementi; Riegger;
Schubert:Rondo D.608 Orion 79337
RIEGGER, WALLINGFORD
Dance Suite, for 2 Pianos
Schoettler & Dye t Clementi; Respighi:6;
Schubert:Rondo D.608 Orion 79337
SCARLATTI, DOMENICO
Sonatas (harpsichord)
Ross (K. 1-30) 2-Tel. 2635487; /2435487
SCHOENBERG, ARNOLD
Verklirte Nacht, Op. 4
Ramor Qr, Lorincz, Deaky t Berg:Lyric
Turn. 37012; /70012
SCHUBERT, FRANZ
Impromptus, Op. 90, D.899 & Op. 142,
D.935
Erendel (Op. 142) t Piano Pieces D.946
Phi. /7300791
Moments Musicaux, Op. %4, D.780
Luvisi + Schumann:Carnaval

Once upon a
time, if you
wanted a fruly
audiophile
playback system, you
had to buy a tonearm from one manufac-urer, a
cartridge from another, headshell and ances-
sories from a third, step-a1p transformers from a
fourth, ad infinitum. It was a mix and match situa-

8

tion with risky and unpradictable
results.

. That’s all changed. Now, it’s
Fossible to get all the very

inest components from one e

company —Fidelity Research— '

where every product is dedicated
to the philosophy of “The Best
There Is.”

O e
TN
\

Oy gy
,_N“‘-“.

steel tonearm. With silver wiring. it is one
of the true state-of-the-art arms available.
It's dymamically balanced, has finite track-
ing adjustments and is the perfeci match for
moving coil carridges.
The FR-1m<3F moving coil cartridge is
also one of the mast advanced in the world.
= Pure silver wire is used for the coreless coils for
greater efficiency.

The FRT-3g step-ap tomidal transformer, switchable

from 3 to 10 and 15 to 40 ohnis, can accommodate the
input from any cartridge. Pe-formance is characterized
by extremely fast transiemt response, and unmeasurable
non-linear distortion —even at low levels.

Write to us for additioral information, specifications
— and comglete catalcg with dealer listings.
Your music will live happily ever after.

Think of it. All products designed ts te compatible
and consistent with each other. All de<ign, engineering
and quality parameters rigorously contrclled by one
source. At Fidelity Research, perfecticn -s an obsession.

Take for example, the FR-64ss non-r-agnetic stainless

Circle 82 on Reader-Service Card

PO. Box 5242,
Ventura, CA 93003
(805) 642-9277
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Rivergate 1004
Piano Pieces (3), D.946
Brendel 1 Impromptus Phi. /7300791
Rondo in D for Piano Duet, D.608
Schoettler & Dye t Clementi; Respighi:6;
Riegger Orion 79337
Quartets
No. 12 in ¢, “Quartettsatz”, D.703
Melos Qr t Qr 14 DG /3300815
No. 14 in d, “Death & The Maiden”, D.810
Melos Qr t Qr 12 DG /3300815
SCHUMANN, ROBERT
Carnaval, Op. 9
Luvisi 1 Schubert:Moments
Rivergate 1004
SOLER, PADRE ANTONIO
Sonatas for Harpsichord
De Larrocha (piano) (8): in d, D, ft, F, F,
ct, g, Db Turn. 34753
SOUSA, JOHN PHILIP
Marches
Hunsberger, Eastman Wind Ens. (pre-
viously released on disc, 9500151)
Phi. /7300793
STAMITZ, CARL
Trio Sonata in F
LA Baroque Players t Bach:Trio Son.
S.1037; Fasch; Fesch Crys. 703
STRAUSS, RICHARD
Songs
Caballé, w. Weissenberg [G]: Wiegenlied,
Op. 41/1; Wie sollten wir geheim sie

halten, Op. 19/4; Die Nacht, Op. 10/3;
Ich Schwebe, Op. 48/2; Heimliche Auf-
forderung, Op. 27/3; Waldseligkeit, Op.
49/1; Als mir dein Lied erklang, Op.
68/4; Zueignung, Op. 10/1; Schlechtes
Wetter, Op. 69/5; Ruhe, meinc Secle!,
Op. 27/1; Freundliche Vision, Op. 48/1;
Des Dichters Abendgang, Op. 47/2; Ich
trage meine Minne, Op. 32/1; Traum
durch die Dammerung, Op. 29/1; Stand-
chen, Op. 17/2 2-Ang. SZB-3903
STRAVINSKY, IGOR
Concerto in' D for Violin & Orchestra
Perlman, Ozawa, Boston Sym. t Berg:Con.
DG 25311105 /3301110
Petrouchka:3 Scenes
Pollini t Prokefiev:Piano Son. 7
DG /3300458
TCHAIKOVSKY, PIOTR ILYICH
Concerto in D for Violin & Orch., Op. 35
Friedman, Manolov, Sofia St. Phil. (& Ser.
in C, Op. 48—Waltz) Mon. 2162
Francesca da Rimini, Op. 32
Bernstein, Israel Phil. f Romeo
DG 2531211; /3301211
Romeo and Juliet
Bernstein, Israel Phil. t Francesca
DG 25312115 /3301211
Symphony No. 2 in ¢, Op. 17, “Little Rus-
sian”
Ormandy, Phila. Orch.
RCA ARL-3352; /ARK1-3352

HIGH FIDELITY

TELEMANN, GEORG PHILIPP
Concerto in e for Recorder, Flute & Strings
Joyce, Epple, Banchetto Musicale 1 Over.
inD, g Titanic 36
Overture in D
Banchetto Musicale 1 Recorder-F1 Con.;
Over. in g Titanic 36
Overture in g
Banchetto Musicale t Recorder-FlI Con.;
Over. in D Titanic 36
Suite in a for Flute & Strings
Wilson, Schwarz, LA Ch. Orch. 1 Bach:
Suite 2 Ang. DS-37330 (D)
TURINA, JOAQUIN
Canto a Sevilla, Op. 37
Caballé, w. Weissenberg [Sp] t Montsal-
vatge; Strauss:Songs  2-Ang. SZB-3903
VAUGHAN WILLIAMS, RALPH
Concerto for Bass Tuba & Orchestra
Jacobs, Barenboim, Chicago Sym. t Obee
Con.; Lark DG /33009G6
Concerto for Oboe & Strings
Black, Barenboim, English Ch. Orch. t
Bass Tuba Con.; Lark DG /3300906
Introduction & Fugue for 2 Pianos (1946)
Trenkner & Pleshakov t Copland:Danza;
Moscheles Orion 79343
Lark Ascending (Romance for Violin &
.Orch.)
Zukerman, Barenboim, English Ch. Orch.
1 Bass Tuba Con.; Oboe Con.
DG /3300906
1980 ABC Schwann Publicatians

The only amplifier that can challenge the
quality of a Bedini amplifier is another
Bedini.

The result is always a draw because every
Bedini pure Class A stereo amplifier has the
same “Lab Standard” specifications.

Whether you're listening to the low-level
mode! 10/10 or the newest 200/200 (both
pictured) or even the 25/25. 45/45 and 100/
100 models, you can rely on the same per-
formance except for the power output.

Designer John Bedini’s 11 years of re-
search uncovered what others are be-
ginning to discover: negative feedback
can look good on the lab bench, but it
cannot make amplifier distortion
(TIM, SID). go away. Negative feed-
back. it seems, produces its own
problems, such as frequency phase
shift. =

Bedini's positive feedback design
produces a constant source cur-
rent. resulting in an amplifier un-
rivaled in transparency, depth of
perspective, definition of inner de-
tail and crystal smoothness of
highs. Thus, Bedini's were not de-

- N=dlini

signed to pass sine waves in a lab. They were
designed to pass musical instrumentation
for musical listening enjoyment.

To prove the point that this Class A series
of DC-coupled amplifiers works small mira-
cles: try a lightweight 25/25 with a pair of
Quad electrostatics. Perfectol -

Besides its sonic achievements. the 200/
200 (with top open) has impressive specifi-

cations: Frequency response at 1W is flat

from DC to 200kHz and at full power: DC
to 40kHz at 200 watts per channel into 8;
4,2 or even down to 1.2 ohms. (The unit
is always stable). THD from 20Hz to
20kHz is'no more than 0.25%. It takes
a mere 1/2 volt to drive the 200,200
to a full 200 watts per channel.

Bedini. An Amrerican renaissance:

" in amplifier design.

VS8adini

Marketed by:

Audio Electronics Company

P.0. Box 5242

Ventura, CA 93003, (805) 642-9277

Dealers, see us at Summer CES, Pick-Congress Hotel, rooms 1093-1093A
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ords (his oeuvre has not even been cataloged
fully), but if more performances of the
quality presented here are forthcoming, his
position in the hierarchy of musical chic
may well be in for rehabilitation.

The Telefunken anthology points
up Telemann’s considerable stylistic range
within a single medium, and the alternation
of treble stringed instruments (violin
treble viol, and violino piccolo) accentuates
the variety. (Of the pieces recorded here,
incidentally, only three were published
during the composer’s lifetime: One is from
a set of six trios that appeared in Frankfurt
in 1718, another from the Esercizi musici, and
the third was printed in Der getreue Music-
Meister.) The music is consistently charm-
ing, and the performances with original in-
struments are mercifully free of the “sew-
ing machine baroque’ that so often
destroys this kind of music. Indeed, the in-
terpretations achieve something like an
ideal balance of elegance and electricity,
and the recorded sound is thoroughly
lifelike. S.C.

WALTON: Fagade I; Fagade II.

Cathy Berberian and Robert Tear,
speakers; various instrumentalists, Steuart
Bedford, cond. Perers InTernaTIONAL PLG
135, $9.98.

WALTON: Facgade.*
Night Voices.®
B Janet Bookspan, speaker; various in-
strumentalists*; Boston Boy Choir, MIT
Symphony Orchestrat; David Epstein,
cond. Canpipe CE 31116, $4.98.

WALTON: Fagade.
B R Hermione Gingold and Russell
Oberlin, speakers; various instrumental-
ists, Thomas Dunn, cond. [Israel Horowitz,
prod.] MCA WestminsTer MCA 1401,
$4.98 [from Decca DL 10097, 1964].

EPSTEIN:

What, more Fagades? Before anyone
becomes too excited by the prospect, | has-
ten to explain that there is nothing com-
pletely new here. Fagade was originally a
miscellany, a collection of Edith Sitwell set-
tings whose number and order and con-
tents often changed between performances.
The first private performance had fewer
poems (and was set for fewer instruments)
than the version we know today; the first
public performance at the Aeolian Hall in
1923 was longer; and the revised version of
1926, with Sitwell and Constant Lambert as
narrators, added some and replaced no
fewer than ten settings, making twenty-
five. Only in May 1942 was the usual selec-
tion of twenty-one numbers established,
and even then the order was different from
that published in 1951. So from a group of
more than forty Sitwell settings, the com-
poser finally authorized a sequence of

seven times three, firmly fixed in order
(reminiscent of Pierrot lunaire).

Interest has occasionally been
sparked in the unpublished numbers. One,
“Herodiade’s Flea,” appeared as a supple-
ment to the handsome facsimile published
by Oixford University Press. But it was not
until 1977, the year Walton turneg seventy
five, that an effort was made to bring them
to public attention—in lieu, it must be said,
of any very recent outstanding works by
the composer And so the English Bach Fes-
tival {(which has never confined its attention

o1

to Bach) promoted a nice little concert in a
posh Londen livery hall in March 1977 and
had Richard Baker (the English television
news reader and host of a popular radio
program) read seven of the unpublished
Fagade numbers plus a new one; Charles
Mackerras conducted the music. A larger
public heard the same selectiors three
months later, when the London Sinfonietta
included them in its Walton birthday
concert.

The saga was not quite over, for, ac-
corcing to OUP, “while reading proofs |of
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the newly revived numbers] later the same
year, Walton decided to reject three of the
numbers, substitute three new ones, and
radically to rework and reorder the music.”
So what prefaces the conventional Fagude on
the Peters disc, a product of OUP’s quite
new record department, is a group of eight
Sitwell settings—five familiar to those who
attended the 1977 concerts, three that might
be recalled only by those with long memo-
ries from the 1920s—lasting twelve min-
utes. (This definitive Fugade Il was per-
formed at the 1978 Aldeburgh Festival.)

Which, you may well feel, is a lot ot
tuss about not very much. Yet, though the
additions do not substantially change any
judgment about the work, they are attrac-
tive: a skittish, tangy o/8 for “Came the
Great Popingay,” little gusts of wind for
‘Jane, Jane, Tall as a Crane,” a typically
acerbic “March,” ‘Madame Mouse Trots”
with just a flash of percussion, a weary stut-
ter for “The Octogenarian,” a quiet ostinato
for “Gardener fanus,” saxophone and tute
50los around the waltz of “Water Party,”
and another 6/8 frolic, crisp and perky, for
“Said King Pompey.”

Performances on the new Peters ver-
sion are satisfactory, though not bursting
with life; | prefer Cathy Berberian’s for-
ward, crisp reciting voice to that of Robert
Tear, who sounds rather wet. The playing
of the ensemble under Steuart Bedford is
crackling and witty; the acoustic is drier
than on the other recordings here.

[ came to this version only after en-
countering Janet Bookspan’s new recording
of the “standard” Fagade, and this is a per-
formance that challenges all notions of how
it should sound. She reads with an eye and
an ear for sense, not merely for rhythm.
Most narrators (beginning with Sitwell her-
self) have treated the words as pure sound,
placing them precisely on their notated
beats and making them sound like a surreal
succession of disconnected syllables. Book-
span, on the other hand, plays fast and
loose with the rhythms in order to give the
wonderfully strange images and stories a
chance to communicate themselves to the
listener. And though it goes against the
most ‘authentic” performing tradition
imaginable, that of the librettist and com-
poser themselves, | think she 15 quite right
The instrumentalists, .onducted by David
Epstein (whose atmospheric Night Voicrs
provides the disc’s fillert ~upplv he ore
son; Bookspan veitayve he words with a
keen feeling tor the contlicts between sen-
tence structure and the written notes.
Where she s lese cesstul s in the
‘meaning”’ she sometimes reads mto the

erac Silly.  n che oaplet ‘Daisy and
I -oed Sy oes not mean stupid,
he th lect, ne groeaat; kissed”

Alexander von Zemlinsky
A distinctive voice

in ‘Like the goose-king's feathered daugh-
ter kissed” has a vulgarity here that is im-
plied neither by words nor by music. Part
of this stems from Bookspan’s large-scale,
public delivery, which sounds as if it were
intended for a concert hall; a recording
surely provides an ideal opportunity for an
intimate delivery ot the verse.

That style of performance is pro-
vided in the classic account by Hermione
Gingold and Russell Oberlin, now reissued
by MCA. Indeed, Oberlin’s voice is quite
unearthly; its desexed, fluting tones pro-
vide a perfect contrast to Gingold’s know-
ing, down-to-earth drawl. I cannot pretend
that, either on this recording or on the
Bookspan, | like the version of English-
American that is used, but there are fewer
jarring moments on this delectable and
tasteful record than on Bookspan’s more
innovative and adventurous attempt.
MCA’s sound wears well, and the ensemble
performance under Thomas Dunn is neat if
not exactly sparkling.

These recordings prompt a couple of
thoughts about Walton and Fagade. The
witty, dessicated style of the music has
prompted many comparisons with the sa-
tirical style of Les six; but it was a more per-
ceptive commentator, | think, who linked
their  »o-uouniess of sound to earlier
French awusic, to Debussy and Ravel. Add
to that the Stravinsky of L'Histoire du soldat,
he -tronge-t angle ‘nfluence behind the
work, ane. nas  .omposition that is not
essentially satirical, but rather tender and
witty, and  =rv much m love with the styles
it goatly i Otf. Fugade s brilliant; but the
etfect ot its success on Walton s composing
career seems i, etrospect to have been dis-
astrous  The ‘ine First 3ymphony, viola
sucerto, ot oslightly tecs successful violin
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concerto and the postwar string quartet
take us to 1947; there has been little since
that can be regarded as important. What
Wilfred Mellers called the “depressingly
well-meaning, self-conscious Elgarizing”
of Walton’s music has become increasingly
evident. It is ironic that, while Michael Tip-
pett, for example, has become ever more
searching in the works of his later years,
Walton had to celebrate his seventy-fifth
birthday by returning to a youthful
triumph of forty years before. N.K.

ZEMLINSKY: Quartet for Strings,
No. 2, Op. 15.

LaSalle Quartet. [Rainer Brock,
prod.] Deursce GramMMOPHON 2530 982,
$9.98.

Until quite recently, Alexander von
Zemlinsky was principally a footnote n
other composers’ biographies. He taught
Arnold Schoenberg, who described him as
“the person whom I thank for practically all
my knowledge of technique and the prob-
lems of composition,” and Zemlinsky’s sis-
ter Mathilde became Schoenberg’s first
wife. He also taught Alma Maria Schindler
before her marriage to Gustav Mahler, who
had already, in 1900, presented Zem-
linsky’s Es war einmal at the Vienna Opera.
(Alma’s diary reveals that she was on the
point of “giving herself’ to Zemlinsky
when she met and fell for Mahler.) He con-
ducted the music of Schoenberg, Berg, and
Webern; Schoenberg thought him “the
best conductor alive.” (Zemlinsky recorded
for Telefunken and DG during his years at
Berlin’s Kroll Opera—things like Mozart
overtures and Smetana’s Vitava, but so far |
have actually heard only some aria accom-
paniments, from which little can be gleaned
about his accomplishments in this line.) His
Lyric Symphony was the source of a quotation
in Berg’'s Lyric Suite, which was—at least
publicly—dedicated to Zemlinsky.

Hard facts about the man turn out to
be elusive: E.g., some sources give his birth
and death dates as, respectively, October 4,
1872, and March 16, 1942, others advocate
October 14, 1871, and March 15, 1942 The
latter dates seem to be favored by the most
recent and apparently most knowledgeable
writers, including Lawrence A. Oncley, au-
thor of a dissertation on Zemlinsky’s music.
Oncley also clarifies the date of the Second
String Quartet, somewhat muddled in the
liner notes of DG's recording: It was com-
posed between July 20, 1914, and March
12, 1915. Though Zemlinsky may have in-
tended to dedicate the piece to Schoenberg,
no published edition, either prewar v1 pos.
war, bears any dedication whatsoever. As
for the first performance, which the DG an-
notator ascribes to the Rosé Quartet in
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1924—well, according to the book DG pub-
lished with the LaSalle recordings of the
Schoenberg, Berg, and Webern quartets
(2720 029), Zemlinsky’s Second was played
by the Feist Quartet in June 1919 at one of
the concerts of Schoenberg’s Society for
Private Musical Performances. (From
Berg’s correspondence with his wife, it
seems that there may have been a still ear-
lier performance, as well as a reading at
Alma Mahler’s house in 1916.)

Be all that as it may, the Second
Quartet is an impressive token of Zem-
linsky’s skills: a strongly profiled, absorb-
ingly written, richly textured piece, in a
four-movements-in-one format that recalls
Schoenberg’s First Quartet. The musical
fabric is less dense than Schoenberg’s,
though the frequent use of double-stop-
ping makes for a generally full sound.
Rhythmic detail is often complex, with sev-
eral instruments subdividing the beat in
different ratios, but the fundamental pulse
is regular and never in question. Transi-
tions between formal elements are expertly
made, as in the overlap effect when the
scherzo sinks down in the cello and seems
to persist under the brief trio.

Harmonically, too, this is simpler
music than Schoenberg’s—blander, one is
tempted to say of the slow material, which
does not escape a certain sentimentality
that both Mahler and Schoenberg, in their
different ways, managed to avoid when in a
similar vein. If the piece has a musical (as
distinct from expressive) weakness, it is the
failure of the tonal plan to depart sig-
nificantly from the central D minor/major
until the “fourth movement.” But it re-
mains a work of considerable imagination
and should stimulate interest in Zem-
linsky’s distinctive voice. This is the LaSalle
Quartet’s home ground, stylistically, and it
plays superbly, with lustrous tone, great
rhythmic vitality, admirable ensemble and
character; it deserves our thanks for a sig-
nificant exhumation, as do the DG engi-
neers for the rich, natural sound.

While we await the LaSalle’s prom-
ised recordings of the other three mature
Zemlinsky quartets, inquisitive listeners
are directed to [talia ITL 70048 (distributed
by Peters International), which contains an
effective performance of Zemlinsky’s Lyric
Symphony (1922), an evocative song-sym-
phony to poems of Rabindranath Tagore.
Don’t expect another Lied von der Erde, for
the composer’s method and purpose are
different from Mahler’s. In some quarters,
Zemlinsky is currently being touted as
“Mahler’s true successor,” the purpose of
the argument evidently to discredit
Schoenberg; more interesting, if more diffi-
cult, would be a serious attempt to define
the similarities and differences of the three
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men. For that, to be sure, we will need to
know still more of Zemlinsky’s music. For-
tunately, the availability of recordings such
as these means that we can consider such
questions on our own, and no longer have
to take on faith someone else’s perhaps
tendentious words. D.H.

07
° Recitals
and Miscellany

THOMAS MURRAY: Organ
Recital.

Thomas Murray, organ of the Im-
maculate Conception Church, Boston. {Lin-
coln Mayorga, prod.] Town HaL S 23,
$7.98 (Sheffield Town Hall, P.O. Box 5332,
Santa Barbara, Calif. 93108).

ELGAR: Sonata in G, Op. 28.
FRANCK: Prelude, Fugue, and Variation,
Op. 18. GADE: Three Tone Pieces, Op. 22.

Nearly ten years ago Thomas Mur-
ray recorded two Franck works (Town Hall
S 11) on the 1863 Hook organ in Boston’s
Immaculate Conception Church. The con-
dition of the organ was precarious, but the
sounds were still such as to attract national
attention to an instrument of enormous
beauty and importance. Now that it has
been completely restored, the organ clearly
bears comparison with the work of the best
nineteenth-century European builders
(Willis and Cavaillé-Coll); indeed, I would
not hesitate to list it among the real land-
marks in the history of organ building. The
individual stops are of surpassing beauty,
and yet everything balances and blends ex-
ceptionally well. The foundations are both
warm and transparent, the reeds exciting
but civilized, and the upperwork (fifteen
ranks of mixtures on the Great alone!)
crowns the ensemble magnificently.

Nobody loves this instrument more
than Murray, who provides a stunning
demonstration here. The Elgar sonata, in
particular, comes off with marvelous élan,
its kaleidoscopic changes of color being
handled with exquisite sensitivity. And in
the three pieces by the nineteenth-century
Danish composer Niels Gade, Murray’s in-
tense account reveals music of real distinc-
tion. [ would have preferred much more
rhythmic flexibility in the Franck—without
it the sequential figurations sound trivial,
and the glorious lines lose some of their po-
etry—but in general Murray’s technical
control and polish are most admirable.

His previous recording was appar-
ently made from some distance in the nave,
but the new one captures the sound from
the perspective of the console. Though one
occasionally hears a bit of clatter from the
action, the almost tactile realism of the re-
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corded sound (with especially solid bass)
makes this one of the most exciting organ
records within memory. Bravo! 5.C.

Theater and Film

10. Music from the original film
soundtrack.

Composed and conducted by Henry
Mancini. [Joe Reisman, prod.] WarNEr
Bros. BSK 3399, $7.98. Tape: M 53399,
$7.98 (cassette); M 83399, $7.98 (8-track
cartridge).

LEGRAND: The Umbrellas of
Cherbourg: Symphonic Suite. The Go-Be-
tween: Theme and Variations.

London Symphony Orchestra, Mi-
chel Legrand, cond. {Paul Myers, prod.]
Corumsia M 35175, $8.98. Tape: MT 35175,
$8.98 (cassette).

Both Henry Mancini and Michel
Legrand spearheaded and benefited from
the trend some twenty years ago toward in-
corporating the inflections of popular mu-
sic and jazz into the stylistic armamenta-
rium of serious film scoring. (Of course,
there had been earlier pioneering efforts by
Leith Stevens, Elmer Bernstein, and Franz
Waxman.) Although both have since dem-
onstrated a capacity for more ambitious
fare—notably, Legrand in Ice Station Zebra
and Mancini in Visions of Eight—they have
also continued to produce excellent work
in the vein with which they have become
virtually synonymous.

The score for 10 is Mancini’s best in
years—superior even to his frolicsome Who
Is Killing the Great Chefs of Europe? of a yearor
so ago. Apparently his less intensive sched-
ule in recent years has allowed him to con-
centrate on his real forte: the creation of
sinuously haunting and alluring melodic
lines. This score contains three absolutely
ravishing tunes that are worked directly
into the film’s action by being ascribed to
its protagonist, a Marvin Hamlisch-like
tunesmith seen in the act of composing.
Appallingly, in this era of pathological pop
and disco-dreck, such splendid melodies
will not even get a hearing in the mass
market.

The main title offers a solo piano line
whose casual and insinuating chordal pro-
gressions call to mind a Herman Chittison
or Ellis Larkins meditatively tickling the
keyboard in one of those ill-lit Gotham
boites that figure so prominently in the older
pop-culture’s iconography of urban dec-
adence and sophistication (though the film
takes place in sunny California and touristy
Mexico). The remainder of the disc is filled
out with a continuous, undifferentiated
swatch of disco party music (de rigueur
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these days) and a quiet dance-band ar-
rangement of Ravel’s Bolero, which serves as
one of the principal erotic shibboleths in
this film’s witty, trenchant account of the
battle between sex and age.

Legrand has been one of the most
inexhaustibly fertile and irrepressibly
Ariel-like talents in international jazz and
pop for nearly a quarter of a century. He
masters all aspects of constantly changing
vernacular idioms instantly, it seems, but
behind the facility and high jinks one
senses an urge to break out of the restric-
ting molds of commercial music and ad-
dress a larger canvas, as witness his various
collaborations with librettist/director
Jacques Démy. The Umbrellas of Cherbourg is
the most acclaimed, though not necessarily
the most cinematically compelling or mu-
sically vital (a distinction reserved for the
much more inventive and diversified The
Young Girls of Rochefort). Nevertheless, a
purely orchestral treatment of this beloved
“pop opera’”’—in which the plot moves for-
ward entirely through continuous vocaliz-
ing—was long overdue.

Legrand’s orchestrations are rich,
smooth, and full of his peculiar panache,
particularly in the alternately silken and
piquant writing for strings, woodwinds,
and brass, and yet there is nothing crass or
false in his approach. The “suite” is really a
single-movement tapestry that follows the
story line closely, introducing all major
themes, together with subtle transitional
passages, in proper sequence. And the Lon-
don Symphony responds to Legrand’s
brilliant and musicianly leadership with
one of its most sympathetic and infectious
performances on recent film recordings.
This version of the score nicely supple-
ments the original soundtrack, still in print
(Philips 616).

Unfortunately, the second side is far
more conventional. Although Legrand’s
rather austere music for Joseph Losey’s The
Go-Betwern contributed mightily to its at-
mosphere of mystery and morbid curiosity
as well as bridged the gaps within its com-
plex narrative construction, this symphonic
elaboration of a couple of very spare cho-
ralelike motifs into a lengthy set of vari-
ations sounds flat, tedious, and pedantic.
Legrand seems to have been so intimidated
by the “seriousness” of his project that he
created a neoclassical display of technical
craft without a redeeming hint of his puck-
ish humor, lyrical spontaneity, or sense of
picturesque instrumental color. This work
would have been much more provocative
as a Legrandesque apercy of the “third-
stream” school; in his next large-scale ef-
fort, he should not make the fatal error of
turning his back on his fertilizing jazz
roots. P.A.S.
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The Tape Declt .« o o,

New and wonderful: Arabesque
aedmon, the spoken-word label, has
launched its bold venture into music

recording, and few classical record series
have made a debut so arresting, kaleido-
scopically varied, and provocative. Ara-
besque’s first twenty-one programs, “mid-
priced” at $6.98 per disc or simultaneously
released cassette (plus $1.00 for a libretto,
where pertinent), strikingly reflect the ex-
pertise and extraordinarily catholic tastes
of veteran connoisseur/discographer/pro-
ducer Ward Botsford as well as Caedmon’s
long-established artistic and technical
standards.

Novel packaging is the most startling
feature of the tape editions: Both single-
and multiple-cassette programs dispense
with the usual plastic containers in favor
of pocketbook-sized folded cardboard
“boxes.” Besides the obvious cost savings,
the advantages of this ingenious design in-
clude provision for printed notes and, with
two-cassette sets, optimum utilization of
space. And while it is more wasteful of
space with one- and three-cassette pack-
ages, it still provides added protection
against pilferage from dealers’ shelves.

Arabesque, drawing mainly from
overseas EMI sources, features three main
types of material: resurrected monos of ex-
ceptional historical interest; significant
stereo recordings once, but no longer, in
the Capitol/Angel and RCA Red Seal cata-
logs; and, in the largest proportion (twelve
releases), stereo programs never before
available in this country except as imports.
will postpone attention to the first two cate-
gories in order to concentrate on some of
the appetizing attractions in the third. And
[ give pride of primacy to two singles.

A first-ever is the belated appear-
ance of Beecham’s wonderful 1957 Delius
Songs of Sunset. Its release was approved only
after the conductor’s death (1961) by his
widow, and even then it was issued abroad
only in mono, which does less justice to the
incomparable Delian magic than stereo
now does. It is coupled here (9026; no texts)
with the last (first in stereo) of Sir Thomas’
many recordings of another masterpiece
for chorus and orchestra, Borodin’s Polovet-
sian Dances—more electric in astonishingly
vivid 1956 sonics than ever before.

Perhaps even more enticing, since it
hasn’t been released previously, is an Ital-
ian RCA recording {c. 1970) of an intimate
“Bach after Midnight” clavichord program
(9044). Denis Vaughan’s loving perform-

ances on a fine Thomas Goff instrument of
nine preludes from The Well-Tempered Clu-
vier, two slow movements from C.P.E. Bach
sonatas, and miniatures from Anna Magda-
lena Bach’s Notebook were once scheduled
for American release, but the anticipations
aroused by his 1972 HF article about the
recording were never satisfied—until now.

Four large-scale vocal works fill such
aching gaps in the domestic catalogs that
several received HF reviews in their im-
ported-disc editions. Herbert Blomstedt's
1977 Dresden recording of Beethoven’s op-
era Leonore, the 1805 original version of Fi-
delio (9043-3L, ie., three cassettes, two
boxes, with libretto), provides illuminating
insights into the work most of us have
known only in its revision—one in which
(as discussed in the April 1978 review)
something was lost as well as much gained.
The late Hans Schmidt-lsserstedt’s author-
itative Mozart Idomeneo of 1972 (9054-4L;
HF, August 1973) is more complete (includ-
ing the composer’s revisions) than any
other version currently available. And if
I'm less impressed by Sir David Willcocks’
1974 Haydn Creation (9039-2; inexplicably
no libretto or notes), blame my bias against
the soloists” British-oratorio style of sing-
ing. Chorus and orchestra are fine, and this
seems to be the only modern recording in
English dside from Waldman's (MCA
discs, 2-10001). Finally (for now), there is
Willy Mattes’ 1967 Lehar Das Land des
Liichelns (9055-2; in German, with dialogue;
no libretto by publisher’s prohibition),
which I, as annotator, am disqualified from
evaluating. [ can, however, cite the Decem-
ber 1973 review of the imported EMI
Odeon disc edition.

New and promising: Spectrum

Another of today’s enlightened con-
noisseur/producers is Daniel Nimetz, re-
sponsible for the imaginative programming
of the first releases from Spectrum (division
of Uni-Pro Recordings, Inc.). Originally is-
sued on a “society” basis at $4.50 each
(write Spectrum, Harriman, N.Y. 10926, for
details), they are now also available from
selected dealers at $7.98 per musicassette;
the excellent production includes (Glory
be!) at least brief program notes.

Nicholas Jackson’s aptly named “Art
of the Harpsichord,” Vol. 1 (5C 204), is out-
standing both for the enchanting tonal
gualities of Rubio’s replica of a 1770 Taskin
instrument and for its absorbing Couperin
program: Louis’s D minor Suite and

Frangois’s Eighth Suite and pieces from
L' Art de toucher le clavecin. Of technical inter-
est is the processing of this superb record-
ing from an extremely good master without
Dolby—a daring decision that for once
proves justified.

Novel selections distinguish the
Richard Boldrey/Elizabeth Buccheri “Ro-
mantic Music for Piano/Four Hands” (SC
213): unfamiliar early Wagner, Liszt, and
Georges Onslow, plus a more distinctive
Balakirev suite (a recording first?). Then
there is a delightful program calculated to
convert nonspecialist listeners who think
they hate medieval and Renaissance music:
“Gesellschaftsmusik from Austria, ¢. 1500
(SC 207). There are representative songs
and dances by such notables as Finck, Hof-
haimer, lsaac, and Senfl, along with the
more obscure Thomas Stoltzer and Stefan
Mahu—all played with irresistible relish by
the Viennese Musica Antiqua Ensemble
under Bernhard Klebel. The vivid record-
ing captures all the acerbities of the period
instruments: fiedels, krummhorns, bom-
bards, etc.

“New'" and cheap: CMS/Summit

Around the end of 1978, ScHwaNN
began listing musicassettes (as well as discs)
from CE (Classical Excellence), Euphoria,
and CMS/Summit, but only the last has
sent review copies. Its tapes are bargain-
basement-priced at $4.98 each, and they are
obviously not aimed at the connoisseur
market: The artists are mostly unknown or
little known in this country, and the re-
corded performances are rough and ready.
But the processing is quite acceptable save
for the absence of Dolby. There are no pro-
gram notes. Choose with care from the ex-
tensive catalog available from CMS Rec-
ords, 14 Warren St., New York, N.Y. 10007.

I thought little of Georg Richter’s
routine Mussorgsky Pictures and Bald
Mountain with the London Symphony
(SUM X 41021) and less of Ewa Mas-
laczynska’s eisegetic Chopin recital on an
unpleasantly hard-toned piano (X 41032).
But Emanuele di Pareira’s Neapolitan sing-
ers and orchestra are engagingly enthusias-
tic and brightly recorded in the Vivaldi
Gloria and San Lorenzo Concerto (X 45069).
And Hans-Jurgen Walther’'s Pro Musica
Symphony injects high-voltage excitement
into favorite Chabrier/Dukas/Enesco
“Showpieces” (X 41064), crowned by a po-
etically evocative version of the lovely
Chausson tone poem, Viviane, Op. 5. HF
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THE BEST-KEPT SE
IN LOUDSPEAKERS.

There are more than a thousand loudspeaker brands
in the world foday. But oniy a handful of actual
manufacturers—the rest are actually speaker
assembiers. They buy the component parts—drivers,
crossovers and cabinetry—then wed them together with
varying degrees of expertise.

Rarely are these matches made in heaven. There
are foo many compromises. Before, during and after.
And, after ail is selected and done, what you audition in
the dealer’s showroom and will listen to at home, is
what comes out of a pair of loudspeakers. Whoever
assembied them.

So much for that secret. Now here’s another. Us.
Celestion—quite possibly, the most experienced loud-
speaker manufacturer in the world. Yes, manufacturer,
For more than fifty years.

We produce every component part of our loud-
speaker systems: Voice coils. Cones. Magnetic assem-
blies. And high-precision speaker frames (which, not so
incidentally, are die cast—not stamped like most—for
superior alignment and freedom from resonance).

Equaily important, our drivers are designed to
function together in complete systems with our specialiy-
designed crossovers. Which is why many “manufac-

turers” put our drivers in their systems, without
approaching Celestion performance.
Another difference is our cabinets. Besides the
heavier materiais we employ, they boast V-grooved
panels and special internal bracing for extra rigidity. The
interiors are actually finished themselves...and the
exteriors giow with matched eim or wainut veneers.
But construction—even ours—is one thing. And
listening, quite another. To appreciate exactly what is
accomplished by Celestion design, engineering and
manufacturing, visit ane of our carefully selected
deaiers to qudition a pair.
You'll experience music reproduced with authen-
ficity that recording engineers and audio reviewers have
consistently applauded. They've noted—as you wili—the
total absence of gimmickry. in its place, accurately pro-
duced music throughout the audible spectrum, whose
pleasures continue fo increase the longer you listen. e
And that's one secret we hope to B,
share with you.

~ celestion E P
international o

CELESTION INTERNATIONAL
oim Drive, Box 524, Holliston, MA 01746
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THE BEST SOUND IS THE PUREST.
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To make a sound system pure and simple has been
the dream of audio engineers. Lux accomplished this
through the unique Duo-Beta system for all amplifiers.
For total harmonic distcrtion (THD) you can't hear.
And transient intermodulation (TIM) you can’t even
measure.

With tuners, Lux took an equally effective approach.
The Closed Locked Loop System for infinitely precise
tuning accuracy. And tre Acculock System, an elec-
tromechanical locking device to reach and hold that
tuning precision.

Duo-Beta

Negative feedback is-a corrective measure to main-
tain sound purity by lowering THD. While doing that,
however, it can increase TIM. A "no-win" solution, So
Lux designed amplifiers that needed no correction.

Too much feedback ¢an destabilize amplifiers and
cause damage. Too little reduces damping and in-
creases low frequency 1oise and rumble.

Duo-Beta delivers the precise amount of feedback
needed through two cirzuit paths, eliminating the last
vestiges of audio impurity. That's the Lux touch.

CLL Tuning

Most good tuning systems use quartz lock synthe-
sfzers” And they work—-But they o vark andbe local
oscillator okfront end. Lux’s GLL gircuitry, € Xe
hand, ¢ s all the stages of a on
to IF and Hetector circuats. 4 =4

CLL circuitry, based on the crys fre-
quency transmission of the broadcasting station==
provides total tuning...stable and accurate.

Acculock "
“This is the tygical Lux touch. A simple way to assure
tuning precision. So simple, youcan't mistune even if ‘ou 4
e Acculo

want to. Because at the exact tenter tuning point, t
ystem puts a mechanical lack on the tuning knob. For about one

%cond, you can't even movefhat knob. The CLL system says when. The
cculock system does it

Pure and simple systems
1-400 AM/FM Stereo Tuner
1.450 CLL Acculock AM/FM Stereo Tuner: IHF usable sensitivity; 10.3dBF (1 ‘BuVS

. L-450 integrated Amplifier: A Duo-Beta unit; §Gwalts per channel RMS, both channels driven into

gohms, from 20-20,00C Hz with no more than 0.03%THD. h X
L-480 Integrated Amplifier: A Duo-Beta unit; 70 watts per chann&l RMS, both channeis driven into 8 ohms, from

20-20,000Hz with no more than 0.05% FHD. .

L-580 Integrated Ampilifier: A Duo-Beta Unit; 100 watts per channel RMS, both channels driven into 8 ohms, from 20-20,000Hz
with no more than 0.03% THD.

Sophisticated technology i
The technology*described above has been proven on Lux’s high end models. You get the benefits, but not the cost of more sophis-

ticated systems. That's another Lux touch. Pure and simple. :

Cltimate Fidelity Stereo Components | ;
LUX Audio of America, Ltd.

Reflecting Tomorrow's Technology in Today’s System '
160 Dupont Street, Plainview, N¥ 11803 /(516) 3497070 = West Coast Office: 11200 Ghandtsg Bvd., North —ollywood,
CA 91603 / (213) 985-4500 - Canada: Lux Audio of Canada, Ontario M1S 3R3 b
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Eddie (left) and author Fred Miller discuss a piece on the bassist’s new LP

Hewas Charles Mingus’ favorite bass
player. "One of the finest jazz bass
soloists I've ever played with. " says Chick
Corea. Right now, he's probably the most-
recorded jazz bassist in the country, hav-
ingworked with such top names as Corea.
the Brecker Brothers, Bill Evans. Joanne
Brackeen. Ralph Towner. and Jack De-
Johnette for virtually every label in the
genre. This is not the story of a studio mu-
sician who is finally cominginto his own as
a jazz artist. He doesn't play electric bass
andrarely gets called for jingles or backup
work on pop sessions. He is first and fore-
most a jazz performer, as active in clubs
and concerts as he is on record.

Located within walking distance of
many of New York's major jazz clubs. Ed-

. die Gomez' large. sun-filled Greenwich Vil-

lage apartment serves as an oasis amid
the frantic musical world of the city. We
met there one afternoon last March. in the
company of his-three “big basses.™ as he
calls them, dozens of houseplants. and a
huge. sprawling record cabinet.

Eddie is very much a native New

<4 Circle 31 on Reader-Service Card

Yorker. He first played bass at Booker T.
Washington Junior High School and then
went on to study with Fred Zimmerman at
the High School of Music and Art, both
public schcols. At the time. Zimmerman
was the principal bassist with the New
York Philharmonic. *“He was the most im-
portant person in my musical life,” says
Gomez, “because of the way he felt about
the instrument and because he had a real
artistic aura about him. When [ went to a
lesson. it was like steppinginto another

world—all feeling and magic.” Though Ed-

die discovered jazz as a teenager (he still
nas the first record he bought—Red Gar-
.and with Art Taylor and bassist Paul
Chambers}. he continued studying classi-
cal technique with Zimmerman. By the
time he had finished high school and
spent three years at Juilliard. however. he
had decided that the jazz life was for him.
He s:arted by playing weddings.

backing singers at such places as the Play-

boy Club. and finally working his wayinto
small jazz clubs. Among the first “names”
he played with were Jim Hall and the

Everybody’s
Favorite
Bass Player -

Eddie Who?

by Fred Miller

Gerry Mulligan Quartet. and it was Mulli-
ganwho eventually led him to his longtime
employer, friend. and “school.” Bill Evans.
“Wewere at the Village Vanguard sharing
the bill with the Bill Evans Trio.  recalls
Gomez. "Bill asked me to sit in with him,
but [was so awestruck I couldn’t even talk
to him. Later. he called and asked me to
go on theroad. and. as it turned out. he
liked my playing and asked me to stay on.
This was in 1966. The first couple of
weeks | was so nervous. [ hoped people
wouldn't notice me. but [ was elated at
finding myself where [ wanted to be. After
awhile I began to realize | had a place. a
particular voice that was me. [ felt like |
was really learning. I'd turn around and
see Rill Evans and Philly Joe Jones. and
I'd think. ‘Wow. this ain't a bad school™.”

It was when the Evans Trio re-
corded an album at the Montreux Jazz
Festival in '67 that the word on Eddie got
out. Miles Davis asked him to play with the
band that included Herbie Hancock.
Wayne Shorter, and Tony Williams. *1 did
some work with them after Ron Carter
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left but what | reallywanted to do was to
playa lot of solos.” Gomez says So he de
cided to staywith Evans. since “he let me
plava lot—chorus after chorus It takes a
lot of solos to be able to develop a clear
statement

He has always been far more inter-
ested in expressing himself as fully as any
horn or prano player than in fulfilling the
traditional bass player's role: "The com
mon conception of bass playing has to do
with being the foundation of the band. the
timekeeper. and playing sonic relief from
the horns We owe a great debt to guys
like Milt [Hinton. who got his start with
Cab Callowav's bigband in the early "30)s]
and George [Duvivier. long considered
one of jazz's finest bassists]. They have
tremendous diversity and are unfailingly
swingingon everynote. but they don't get
out and solo the way the younger guys
do " Eddie credits Scott LeFaro. who also
plaved with Evans for several years. with
having opened the bass up as a solo in
strument (LeFaro diedin acar accident in
1961 while in his twenties.) "When he so-
loed. it was like a beautiful accom
paniment to just living.  breathing ~

Gomez solos are equally distin
guishable. not only for what he does with
melodic line and improvisation. but also
for the unique animal-like sound of
his bowing. It is a primal language. a lyr
ical. intimate. and natural sound that com-
municates a warm sensuousness and af-
fects even the most jaded listener He is
also apt to step outside of “perfect” into-
nation from time to time—a device that
canlead to disaster in lesser hands--
reaching for a naturalness of sound ahu
manness of expression. He makes more
of the extreme high registers of the instru-
ment than anyone before him and his
plavingis notably free of chchés—the gliss
to the downbeat. four to the bar. eighth
note triplet descending to root type of
stuff. He'll soonerleave an open space
than rely on stock phrases the better to
create tension or interest for the listener
His use of double-stops too. is limited to
where they are totally appropriate for the
texture of the music. Some of his solos lit-
erally have the quality of a humanvoice
(He attributes this in part to the fact that
his mother used te singto him as a child.)

BACKBEAT

+

Thisisn't agimmick. it's a peculiar combu-
nation of technique with an ability to ver
balize his thoughts and ideas on his bass.
His message 1s. well. friendly—free of the
arrogance of some fusion players. free of
the self-protective shield of the how-many
notes-per-second beboppers. and full of
freshideas and surprises

n 1977, having played with the Evans

Trio for ten years. Eddie decided it was
time to branch out "lloved working with
Bill. but after all that time lwas beginning
to think of myself as "Bill Evans™ bass
player.” and thought that a lot of other
people were of the same mind 1t was just '
time to get out on my own.” This also
meant less time on the road and more at
home with his friend Maria. his mother.
and his fifteen-year-old son.

Of course. once word got out that
he was back in town. the requests for
recording dates came pouring in. But Ed-
die ts selective: "When Irecord. [ like to be
on projects where what [ do is necessary
to the direction of the music. not just
where they need a bass player. [ like to
have time. and [ like to be on creative proy-
ects where the ideas are clearly laid out. S
whetherit's in musical notation, words. or
just clear feelings of what's supposed to
happen.”

As a producer and engineer. ['ve
worked with Eddie in many contexts from
a Broadway-cast album to some serious
jazz dates. As for the basics. his timing is im-
peccable. his ability to fall “in sync” with a
drummer legendary. Butit's his soloing
that makes him a sure bet for a great
record

The first album [ made with Eddie
was guitanist Jack Wilkins' first for the .
Chiaroscuro label. We had assembled a
startlingly good band: Eddie on bass.

Randy Brecker on flugelhorn. DeJohnette
ondrums, and Wilkins on acoustic and
electric guitars. It was to be pnmarily a
quartet album. but Wilkins insisted on
doing one tune. Corea's 500 Miles High.
as a duetwith Gomez The recording
procedure was slightly unorthodox

Rather than laying down the rhythm
tracks first. Eddie would play his solo track
while Jack played rhythm on acoustic qui-
tar. then Eddie would play rhythm on the
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bass while Jack soloed on electric. And it
worked. Downbeat praised the album,
“Merge.” for its “vigorous inventiveness.”
In The New York Times John Wilson
wrote. “both bowing and plucking. . . Mr.
Gomez played lead lines and developed
solos that carried much more imaginative
melodic and rhythmic variety than one
usually hears from a bassist.”

Froma producer’s standpoint.
doing full justice to Gomez on record is
not always easy. Fortunately, he has been
working of late with Manfred Eicher for
the ECM label. [ think he makes the right
decisions,” says Eddie. “He has been ac-
cused of not making jazz records [he
avoids the standard head-solo-solo-solo-
head form in favor of the recorded com-
poser/performer’s particular vision] and
of not liking black musicians, but he puts
out beautiful records. He's a real pro-
ducer, in that he knows where his artist is,
and he tries to steer you toward certain
feelings that he thinks youwant on record.
For some people, that’s too much—they
don’tlike to be told or guided. But I feel
that's what a producer is for.”

Eddie is not particularly difficult to
work with in any case: “In a situation
where I'm asked to contribute, I like to
give it everything | have—to really contrib-
ute to the creative goings-on. I'll do what-
ever it takes to make it work.”

He brings that attitude to every con-

text. He recentlyworked with progressive
jazz pianist Joanne Brackeen at Bradley's
in Greenwich Village and in the studio on
her Tappan Zee /Columbia record
“Keyed In,” produced by Bob James.
“He'sincredible,” says Brackeen. “T've

never played with anyone who has his abil-

ities as a soloist, and a pianist couldn't ask
for a better partner.” In a less traditional,
“free” jazz gig with guitarist John Aber-
crombie, saxophonist Pete Yellin, and
drummer Tony Lupo. Eddie sounded as if
hewas bornto the idiom—no music, no

chord symbols, no restrictions of any kind.

Corea’s “Friends,” atruer jazzalbum than
some others Corea has released, called
for a bass soloist with “personality” on his
instrument. So, Chick called Eddie. And
so did Ralph Towner for “Batik™ and *Old
Friends, New Friends,” Evans for ‘I Will
Say Goodbye.” McCoy Tyner, flutist

Jeremy Steig, Dave Liebman, Claus
Ogerman, Jack DeJohnette. And the list
keeps growing.

Though Eddie is tremendously
popular in the jazz world. he hasn't yet
achieved the high public profile of, say,
Stanley Clarke or Jaco Pastorius. Given
his emphasis on “‘making a statement” via
soloing, | wondered if he was aiming for
that kind of image: “Recogniticn is impor-
tant from the people you respect and
fromthe audience you nurture.” he re-
plied. “*At this point, I'm getting the recog-
nition [ always wanted. As far as the
‘limelight’is concerned. it’s kind of a shot
inthe dark for me. and 1 didn’t give twenty
years of mylife just for that. 'm serious
about being commercial, though, and the
album I'm working on nowwith Jeremy
Steigis a step toward that.”

The fact that Gomez plays “big
bass,” rather than electric. has also kept
him outside of the commercial main-
stream. ‘It seems that there’s a guitar ori-
entation with Jaco and Stanley, since they

play electrics, and [ like that whole thing. . .

getting out there and being sexy, being
theatrical. provocative. visual. But I'd like
to do that with the big bass, to have some
youth attached to the instrument. Right
nowit has a kind of elitist image. 1 like the
electric bass, but for me, [ can’t begin to
express myself on it. and that's really the
whole ball game.”

As for the instruments themselves,
Gomezhas three. | have a Dutchinstru-
ment from about 1700 made by Kuyper.
It's Milanese style. with violin-type corners
and I mostly play it at home. Then there’s
a Czech instrument from about 1900 that
was originally a five-string. It's a good or-
chestralirstrument, and I've made lots of
records on that one. The other bass is just
fromthe 1940s. but it has areal good
sound. It records well, and it bows pretty
well,too. It doesn’t have the deep. sen-
suous sound of the big [Czech] one, but it
provides a good balance for different
kinds of work.”

Gomezis currently “being commer-

cial” via his collaboration with Steig for

the European CMP label. Designed to ap-

peal to awide audience, the personnelin-
cludes drummer DedJohnette, percussion-
ist Nana Vasconcelos, and such “studio-

wise” musicians as drummer Steve Gadd
and keyboardist Mike Nock. The record-
ingwas donein New York’s top studios
(including the Electric Lady, Blank Tapes.
and House of Music) and mixed byvet-
erar engineer David Baker. An early listen
revealed that they have succeeded in com-
ing up with an accessible sound that is
never overly “slick™ and retains the essen-
tial improvisatory ingredients.

When he’s not recording, Gomezis
virtually all over the mapin clubs and con-
cert halls. During his stay with Evans, and
in subsequent concert tours with De-
Johnette's New Directions group, Davis,
Tyner. et al., he has covered the major
American jazz spots as well as quite a few
in Europe. We spoke about the relative
merits of live appearances: “ hate clubs
where all you can hear is glasses clinking
or the phone or drinks being mixed. That
really drives me crazy. But there’s that ele-
ment of spontaniety that allows an au-
dience to be themselves, to yell or scream
or respond however they like. | like the Vil-
lage Vanguard—it has a wonderful playing
feeling. The Bottom Line is almost too
big. but that room has something about
it—maybe it's the sound—that makes it
goadto playin. Ina concert. you know
they've come to see you and they want to
hear every note, but you take something
away from the audience in that setting—
the spontaneity and intimacy.

Eddie is particularly sensitive to
those two qualities—both as a person and
as a musician. And that, combined with
pure technical ability, is why everyone
wants him for records and nightclub
dates. Whatever his artistic direction may
be, he remains the premier bassist in jazz.
Standing five feet six, hauling his “big
bass” along Seventh Avenue to a gig, he
reminds me of the mouse that roared—
quietly. As his longtime friend and col-
laborator Jack Wilkins says: "Eddie’s an
authentic original. He's got it all.” &
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Home Video Fever:
High Tech in the Living Room

by Ira Mayer

F inancial considerations aside. today
you could conceivably be the proud
owner of a seven-foot television screen, a
two-way cable that would enable you to
talk back to your TV set (in Columbus.
Ohio.you could even ringthe gongon
The Gong Show). a deep-dish satellite an-
tenna in your backyard that would pick up
stations across the country and around
the world. and. of course. a video cassette
recorder (VCR). a black-and-white or
colorvideo camera. and avideo disc
player. The question is—and it's one that
has the entire communications industry,
pardon the expression. buzzing—what
would you watch? The fare could range
from Peruvian folk dancing to abstract sci-
fiimages set to the latest Top 40 hits, Sat-
urday Night Fever and the unexpurgated
Deep Throat. Bolivian soccer matches.
the 6 o'clock news from Tokyo. 1980's
Rose Bowl. or your roommate’s surprise
birthday party.

Technologically. the home video fu-
ture is here. And. though there are still
quite a fewlegal and production snags to
be straightened out. it's only a matter of
time before today's film. concert. dance.
and theater fan need go no farther than
his living room for the same top-quality

entertainment he treks downtown for now.

It is estimated that 1.2 million video
cassette recorders and 10,000 video disc
players are currentlyin use in American
homes and that.in 1979. owners of these
machines purchased some 32 million
video discs and blank and prerecorded
cassettes. Both VCRs and disc players
hook up to standard television sets. and
one of the three disc players (two are still
in prototype) already offers a stereo audio
track that connects to home playback sys-
tems. Though the older VCR format gives
users the option of recording off the air
(and doing so automatically. in case
you're out for the evening) and of creating
and playing back home video tapes. the

newer disc players offer exceptional visual
clarity and definition. and are potentially
easier to mass-produce software for.

The two VCR systems currently
competing for dominance of the U.S. mar-
ket are Sony's Beta and Matsushita's VHS
(video home system). Both are widely
available in audio.video. appliance. and
department stores. Though only Sony's
professional U-Matic VCR now offers
stereo audio here, with improved broad-
casting standards and the promise of tele-
vision stereo (already available in Japan).
home models will no doubt follow suit
eventually. Most of the consumer Beta
and VHS machines sell for less than
$1.000 with the discounts and rebates
that are frequently available. and some in-
dustry observers predict that within five
years they will retail for as little as $500.
Relatively current feature films in both for-
mats go for from $40 to $100.

The three disc players. like the two
VCR formats incompatible with one an-
other. are Magnavision (originally devel-
oped jointly by Philips and MCA and mar-
keted through the Philips-owned
Magnavox Corporation). the JVC/Matsu-
shita VHD (Video High Density) system.
and RCA's SelectaVision. Magnavision is
beingtest-marketed in Atlanta. Seattle.
and Dallas. with national distribution pre-
dicted for early 1981. It utilizes a laser
beamto read the audio video data on
each side of a twelve-inch disc. (The stand-
ard version holds half an hour of program
material per side. and the extended-play
disc contains up to one hour per side.)
List price for the machineis $775. and
discs range from $6 for instructional pro

A fourth player. manufactured and distributed
by DiscoVision and Pioneer. goes mto test mar-
ket this month. Software for the unit will include
“stereophonic musical performances.” to be
acquired and created through a new subsidiary.
Pioneer Artists. For more on the Pioneer de-
velopments. see page 20).

grammingto $25 for feature films.

The RCA SelectaVision model
more closely resembles a traditional
phonograph—a capacitance-reading
stylus travels through a groove—though
video grooves are much smaller than au-
dio grooves. It too plays one hour per disc
side and is promised for national distribu-
tion by the first quarter of next year. RCA
says it will carry a list price of under $500.
with feature films costing about $15 and
video music. educational. and documen-
tary discs selling for less. The first Selecta-
Vision units will be mono. in order to keep
the price down. But subsequent models
will have stereo capability. according to
RCA. The audio quality of the demonstra-
tion model [ heard was poor.

JVC/Matsushita predicts that its
systemwill also be available in 1981. [tis
similarto SelectaVision: It is a contact sys-
tem that utilizes a stylus. it will cost about
$500. and playing time is about one hour
per side. The size of the disc is smaller
than RCA's. however—roughly ten. as op-
posed to twelve. inches. JVC's parent.
the Victor Company of Japan. has en-
tered into an agreement with Thorens-
EMI Ltd. to develop and manufacture the
VHD player and associated software.

learly. the technology is here. But the

people selling it have a major prob-
lem to solve: What does the publicwant to
watch? It appears that feature films and X-
rated fare will be all they can get on the re-
tail level “until such time as the market
demonstrates it can support creativity,”
says one programmingvice president who
prefers to remain nameless. At present.
few software manufacturers seem willing
to create any new programming specifi-
cally for homevideo. "The cost of tele-
vision quality video programming is astro-
nomical.” continues our anonymous
source. “When you're creating for com-
mercial television you have a guaranteed
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sale. We don'tknow if there's a market for
original home video programming yet—
and no oneis prepared to lay out the dol-
lars to find out.”

Current indicators give little cause
for optimism about such a market. Ac-
cording to a spokesman for one major
East Coast audio. video. and record retail
chain. blank video tapes typically outsell
prerecorded ones 20 to 1., and total cam-
erasales are marginal. That's a fairly clear
indicator that most VCRs are used for tap-
ing off the air. for playing back rented cas-
settes. or for copying tapes borrowed
from friends. A recent Gallup poll tells us
that. with the exception of teenagers. most
people watch the programs they record
only once. So “time shift"” at the moment
seems to be the primary use to which such
units are put.

Since VCR users watch the pro-
grams they record only once. is there any
reason to believe they would want to
watch original material more often? And.
if not. whywould they buy it in the first
place? (MCA president Sid Sheinberg
does point out that "we don't know how
often a record purchaser listens to an al-
bum. »ut that hasn't held back the record
industry.”) But for manufacturers. it's not
just a question of whether to lay out the
dollars. Because none of the systems are
compatible. the next question becomes
where to put those dollars. And the legal
ramifications. too. specifically as they re-
late to royalty structures. are cloudy.

Warner Bros. recording artist Todd
Rundgren recently spent $150.000 of
RCA’s money to create a Close Encoun-
ters-ishvideo interpretation of Tomita's
recording of Holst's The Planets.
Rundgrenis looked upon as a leader and
innovator in video music programming,
vet even he lends support to the manufac-
turer’s point of view: “I don’t believe the
video disc will ever become a realistic art
form for a musical artist like myself. The
video disc will be the last place an artist's
work will be seen—after network TV. syn-
dication. satellite. and cable. Nobody has
the confidence in any one system to make
the kind of investment that would be nec-
essary to create a video-music art form.™

Yet that viewpoint seems a bit ex-
treme if one looks at video technologyin

historical nerspective. Whenever any new
communications medium develops it ini-
tiallyturns to older media for its content.
At first. film was theater on celluloid: tele-
vision was radio with pictures. And there
are already people. Rundgren among
them. investing on their own or getting
record company assignments and experi-
mentingwith original music program-
ming.

R ecord companies are somewhat schi-

zophrenic in their approach to home
video music. For the past several years
their artist contracts have contained the
phrase. “for sight and sound. .. noworto
exist.” thereby covering themselves for in-
store promotional video cassettes and for
unforeseen or anticipated audio and
video technological developments. Yet
while they have been stockpiling limited
amounts of video on their art:sts—mostly
performance tapes. sometimes more
elaborate productions—none is equipped
to create full-fledged programming. Nor,
for the most part. will they allow artists to
go outside the label to do so.

The schizophrenia was illustrated
by RCA's representatives at the Billboard
Music Video Conference last year. “A
record company must begin today to an-
ticipate its role as a video preduction
house." the label's president. Robert
Summer. told the audience. Yet the next
morning Steve Kahn. head of RCA's in-
house video production arm, told the

same audience. “We are a marketing com-

pany. We are not in the film and video
business. Video music is a marketing tool
for audio music—an alternative to air
play.”

Still. there are specific home video
music plans for the proposed RCA Se-
lectaVision catalog. In addition to its deal
with Rundgren. RCA has enteredinto an
agreement with Don Kirshnar (producer
of Rock Concert for NBC-TV) to produce
music video. ‘some of which.” according
to the company. will be original. It does

not comment onwhat the rest will be—one

assumes Kirshner will repackage some of
Rock Concert's footage. Given the audio

quality of the SelectaVision prototype. the

combination doesn't look to be over-

whelming. More significantly. RCA has en-

“I don’t believe the
video disc will ever
become a realistic art
form for a musical
artist like myself.”’

—Todd Rundgren

Statistics show a
1000% growth of video
piracy in the last five
vears.
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tered an agreement with its traditional
rival CBS, whereby the latter will manufac-
ture and distribute software for Selecta-
Vision. Sy Leslie. head of CBS Video En-
terprises, projects that product will be
available to consumers by 1982. Some of
it will be new material, some purchased,
and some licensed.

Stanley Gortikov, president of the
Recording Industry Association of Amer-
ica, an industry lobbying group, insists
that the hardware manufacturers are ig-
noring the two major constituencies that
will determine the success or failure of
home video: consumers and retailers.
Polls indicate that consumers expect to be
able to buyvideo software at the outlets
where they now buy records. Retailers,
Gortikov says, will be overburdened with
stocking multiple configurations of the
sametitles, creating space, inventory, and
financing problems.

There are other elements to con-
sider. The cable companies say they want
to provide the kind of exposure forvideo
music that radio provides for albums and
singles. But the music industry is espe-
cially wary of that in light of the growth of
home video and record piracy. Statistics
showa 1,000% growth of video piracyin
the last five years. (A video cassette of
Coal Miner’s Daughter was pirated and
showcased—for a fee—within days of its
commercial release.) “Ata moment when
the record industry faces a tremendous
challenge with the recording of discs off
the air,” said MCA’s Sheinberg at the con-
ference, ‘I can only say, ‘Beware of
Greeks bearing gifts.’ | don’t know a surer
way to disaster than our video program-
ming being available on cable. If thatis the
case, then we should go into the blank-
tape business.”

Yet perhaps the biggest problem
hampering the development of original
programming for homevideo—and affect-

ing music in particular—is a legal one. Fea-

ture-filmvideo cassettes and discs are
considered “submarket” uses in the same
way that television showings of movies
are, and so the royalty rates are more or
less established. Forrecord albums, there
are no such precedents. The American
Federation of Musicians feels that, “audio
records are audio records and cannot be

converted to video” without negotiating a
newcontract. “Our objective is new prod-
uct since we already have residual rights
on old material.” Others point out that,
evenwhen the AFM situation is worked
out, there will be producers, writers, and
various other individual and guild parties
to contend with. (Rights for such video
works as Blondie’s Eat to the Beat and
Ron Hays’s Odysseywere negotiated on a
project-by-project basis.)

Will the video disc’s lower cost, finer
quality, and as Rundgren put it, “familiar-
ity factor” (similarity in size and shapeto
LPs) wipe out the home video cassette
market? Even MCA and RCA don’t seem
to think so. In a speech delivered last July.
Fred Silverman, president of RCA’s par-
ent corporation NBC, projected that by
1988 video cassette recorders would be in
15% of U.S. homes and video disc players
in 20%. MCA has also entered the prere-
corded video cassette business justin
case, and it has had enormous manufac-
turing problems with disc software. Of the
260 titles it has been licensed toissue,
onlyabout 100 have been made available,
and there are reports that the rate of de-
fectives runs as high as 30%, with con-
sumers waiting as long as six months to
receive replacement discs. Magnavox has
had problems on the hardware end too,
though it has entered into an agreement
with IBM and the Japanese-American au-
dio manufacturer Pioneer, and the com-
bined technological know-how of the re-
sulting joint venture (called DiscoVision
Associates) should help. RCA says it will
enter the market next year with 200,000
disc players and 300 titles. Given the
space-age technology of the machinery
and potential problems with the discs, that
sounds overly optimistic.

Other systems are competing in the
European and Japanese markets. One of
them, made by BASF. features a 99-day
advance recording capability—compared
to the U.S. machines which can be set to
record only from 1 to 7 days ahead. What
soap opera fan wouldn’t relish the prom-
ise of taking a three-month vacation and
never missing an episode? @

BACKBEAT

ITA Seminar: The Race
to the Future

S an Diego is a popular convention
retreat, its coastal site and light in-
dustryyielding temperate weather and
clean air. But during the first weekend
in March, dark storm clouds and
muggy gusts of wind swept down from
the north, carryingwith them a salty
tang that permeated the hotel lobbies
of Harbor Island. Nature provided an
appropriate atmosphere for the con-
vention that filled those hotels, for the
dominant topic of discussion at the
tenth Annual International Tape/Disc
Association (ITA) seminar was home
video.

Over sixty speakers (from Art
Buchwald to Motion Picture Associ-
ation president Jack Valenti) ad-
dressed themselves to video cassette
technology, video discs, satellite trans-
mission, and interactive computerized
video. Although all 433 businessmen,
analysts, and observers agreed video’s
future was bullish, they just couldn’t
agree on how, where, or when that fu-
ture would reveal itself.

Forinstance, on the subject of
VCRs, delegates heard projections for
the format’s long market life, particu-
larlyin light of its time-shift capability.
But we also learned of a mitosis among
rival formats, which can only lead to
rapid obsolescence. To the original riv-
alry between VHS and Beta, new—and
incompatible—configurations have
been added. Several manufacturers
have been lookinginto Longitudinal
Video Recording (LVR), and Philips un-
veiled its Video 2000, which ups the
stakesin the running-time battle by
providing for eight hours of playing
time. The half-inch home VCR tape
standard was challenged by Funai’s
new quarter-inch Compact Video Cas-
sette (CVC). The cassette itself is the
size of its conventional audio counter-
part, and the player is smaller and
lighter in weight than others on the
market.

Video discs are likewise prolifer-
ating, the two prominent systems being
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Pfannkuch—Bell & Howell

MCA’s optical-reflecting Magnavision
and RCA's SelectaVision contact-ca-
pacitance format. Since DiscoVision’s
founding late last year, Universal-Pio-
neer has introduced a player that is
compatible with the Magnavox-distrib-
uted Magnavision units currently be-
ing test marketed. Magnavox’ Ken
Ingram repeatedly emphasized both
systems’ stereo audio capability and
random-access and freeze-frame fea-
tures.

RCA attended the seminar in the
wake of its software pact with CBS.
And early in the sessions, the com-
pany’s consumer electronics chief,
Jack Sauter, raised the stakes further
by announcing a new agreement be-
tween SelectaVision and Zenith, here-
tofore RCA’s chief consumer electron-
icsrival inthe U.S.

RCA’s alliances—as well as its
strategy of maintaining lower prices
for players and discs and of forgoing
the test-market stage in anticipation of
afull-fledged national rollout in early
1981 —significantly narrow Philips/
MCA’searly lead. Furthermore, Se-
lectaVision’s programming develop-
ment has been sparked by major acqui-

Valenti—MPAA

sitions from United Artists and
Paramount, among others, and stereo
has been promised in the system’s sec-
ond-generation units.

Additional manufacturers dis-
cussed plans to enter the video disc
arena. Days before ITA started, JVC/
Matsushita promised the introduction
of their contact-capacitance disc sys-
tem sometime during’81. The JVC/
Matsushita Video High Density system
(VHD) is—you guessed it—incompat-
ible with all the others, using a disc
about ten inches in diameter. Sony re-
vealed tentative plans to go ahead with
an industrial unit of its optical-reflect-
ing system. But the impending format
battle, along with Sony’s lack of an ad-
equate disc catalog, led the Beta/VHS
inventors to delay market plans.

While the VCR and disc manu-
facturers carried on their respective
battles, a potential rival to both
emerged in discussions of cable, pay-
TV, satellite. and other forms of elec-
tronic video distribution. Bell & Howell
video-products division president Bob
Pfannkuch outlined the coming dec-
ade’s growth of those technologies as a
development that could outstrip the

reach of discs and cassettes combined.
With cable’s “'narrowcast’ program-
ming for varied and specific audiences,
and with such developments as video
print distribution (Teletext, Antiope,
and other directory systems are al-
ready ushering in the video ‘‘page”’)
and two-way interactive systems
(which allow viewers to talkback to
their sets), consumer software may
eventually be rendered irrelevant in
manyrespects.

Finally, observers predicted that
music would be a major force in new
video software, except that no one
really knows how such programming
will be financed. produced. or ac-
cepted. Film studio involvement has
mushroomed over the past sixteen
months, from the initial lone entry of
20th Century-Fox via its acquisition of
Magnetic Video Corporation to the
current activities of all nine major
studios.

Whither video? Clearly to the
forefront of mass media. When and
how remains to be seen.

SAM SUTHERIAND
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Sex and Love and Rock 'n’ Roll

by Stephen Holden

D ava think I'm sexy?"" Rod Stewart
teases in one of the signature

songs of the disco era On the cover of the
greatest-hits album containing the single.
Stewart is dolled up in pink satin. his
bleached-blond hair gleaming, his eyes
lowered. as though he’s waiting for the
right woman to throw him down on the
bed. That woman might be the super-
charged hooker that Donna Summer im-
personates on “Bad Girls.” as she cater-
wauls for some “‘hot stuff.” Who would
have thought even a decade ago that a
passive male sex homb and an aggressive
hookerwould become pop icons? Though
eroticism has always been central to pop,
only recently did it become so explicit.
with “hot stuff” replacing “happily ever af-
ter” as the ultimate panacea.

The sexual revolittion in pop be-
gan. of course. in the mid-Fifties with rock
& roll and Elvis Presley's bumps and
grinds. Before that. mainstream pop
reached its predominantly female au-
dience with yearning love songs and
dreamy moond music. These dominated
the airwaves during and after the Second
World War, when Frank Sinatra and Doris
Daywere the quintessential white Ameri-
can voices. "The girl that I marrywill have
to be as soft and as pink as a nursery.” Si-
natra crooned. while “nice” Doris Day
confessed to harboring a mystical “secret
love.” The prerock couple slow-danced to
songs filled with images of stardust. rain-
bows. and moonlight. Sex, these songs
implied. wasn't an aggressive animal activ-
ity. but the ineffable fusing of two souls in
a quasi-religious ceremony.

Rock & roll came as a rude male
challenge to this promlike atmosphere of
sexual sublimation. Presley’s gyrations
and macho sneers brought a phallic con-

sciousness to pop that was truly scan-
dalousin its day. He and his disciples
changed the male love god image from a
sophisticated. Continental ladies manto a
sweaty American stud with a heart of gold.
Yet although real sex became possible,
the price of indulgence was the conscious-
ness of sin and the burden of guilt.

Sixties pop did away with the guilt.
Whereas the previous decade had dwelt
endlessly on whether or not to go steady
and the ability of teenagers to experience
“real” love, Beatlemania ushered in a
spirit of “anything goes™": sex was fine if
carried out in a spirit of affectionate, hip
camaraderie. In this climate, women could
finally express their needs directly. Aretha
Franklin demanded “respect,” while Janis
Joplin advised “'get it while you can.” And
because of the Beatles’ vast popularity
and cuddly, “unisex " image. being a musi-
cian finally lost its sissy connotation com-
pletely (even Elvis was called effeminate in
1956). allowing teenage boys to partici-
pate freely in the fantasyworld of pop.

his masculinization process was a ma-

jor cause of rock’s phenomenal com-
mercial growth. With the Rolling Stones
and Led Zeppelin. the electric guitar be-
came as much of a phallic symbol as the
car.and playingin a rock band as typical a
male puberty rite as team sports. The ag-
gressive “heavy metal” style of rock that
defined pop’s masculinity was the aural
antithesis of the dreamy mood music of
the Fifties.

The Seventies witnessed macho
rock & rollers sneering at singer/song-
writers as “wimpy' and, at the other end
of the spectrum. the arrival of disco’s orgy-
poray fantasy world (seen by many to

be as escapist as Fifties love songs). But
disco demanded that everyone be glam-
orous and sexually gifted, and maybe all
that pressure was just too great. Certainly
much new wave rock is a reaction to
disco’s soft-core heaven. Instead of the in-
and-out thrust of the disco beat, newwave
dance rhythms are up-and-down jerky, al-
most klutzy. Instead of the bump. it's the
pogo. The lyrics frequently express a fear
and loathing of sex to the point of arro-
gant contempt: “l don’t want to be your
lover /I want to be your victim” pouts Elvis
Costello in The Beat, while the Ramones
opt out of sex completely by being “'se-
dated.” Even slicker new wave acts like the
Knack and Blondie expose the irony of
sex roles. Posing as a comic-book doll,
Blondie's Debbie Harry sends up the role
of sex siren, while the Knack struts a leer-
ing misogyny. By eroticizing the grotesque
and the seedy. punk styles rebel against
the chic consumer ethic that disco
exalted.

Most recently, the emergence of a
new strain of female hard-rockers (Heart,
Pat Benatar, etc.) suggests that pop is
continuing to grow cynical, from all sides.
Whereas sexual freedom was once the
crux of a revolution, nowthe nihilist fringe
of the newwave questions whether the
revolution was worth it. What is the value
of erotic love in a world that, according to
the Sex Pistols, has “no future™? When
the Clash rails against “phony Bea-
tlemania.” it is also railing against the fail-
ure of the love generation’s romantic opti-
mism. Fven diehard wimps like the Bee
Gees sense the profound deflating of
romantic expectations, now that people
have gained sexual freedom: “Nobody
gets too much heaven no more.” they la-
ment. It's hard enough just “‘stayin” alive.”
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Lockie the lone Cowboy

Cowboys International:
The Original Sin

Dennis MacKay, producer
Virgin VA 13138

by Steven X. Rea

“The Original Sin"" is a classic case
of art vs. artifice, authenticityvs. affec-
tation. Mining the art-rock turf staked out
by Roxy Music. and aping the oblique
stratagems of Roxy cofounder Brian Eno.
Cowboys International comesup all style
and little substance.

For all intents and purposes. Cow-
beys International is singer/composer
Ken Lockie. Since the LP was recorded
last fall. the band—Terry Chimes on
drums, Jimmy Hughes on bass. Evan
Charles on keyboards, and Rick Jacks on
“aquarium guitars” (accordingto the liner
notes)—has virtually dissolved: only
Charles and Lockie remain with a newly
aligned outfit. Lockie sings in a flat. dead-
pan voice. the same kind of emotionless

Records
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The Isleys: Ronald, Marvin, Chris Jasper, Ernie (top); Randy and Kelly

delivery that marks that of fellow British
electro art-rockers John Foxx and Gary
Numan. The mesh of sound isn’t as lay-
ered with synthesizers here as it is with
those two; instead. Cowboys International
opts for the more fluvial fancies of Eno’s
solo albums: spacey tape-loop guitars
(Thrash, Pointy Shoes). tinny toy piano
and Japanese-style plucked strings

(Hands). percussion that sounds like Ping-

Pong balls bouncing in an echo chamber
(The 'No Tune).and soon.

Forthe most part. it alladds up to
naught. Here Comes a Saturday, with its
crisp. combative beat in stark contrast ta
Lockie'sambivalent vocals. is an excep-
tion Soisthe title track. a foppish. upbeat
reworking of Devo’s Uncontrollable Urge.
And M(emorie) 62 has its moments,

mainly an intro and outro that sport some-

thing akin to an electronic raspberry.
Catchy moniker notwithstanding.
Cowboys International—at least in this in-

carnation—is a cold. austere inconsequen-

tality, totally devoid of the wry warmth
and satirical grace that elevate Ena's (sty-
listically) similar work beyond merz
cleverness.

TheIsley Brothers:

Go All the Way

The Isleys & C. Jasper.
producers. T-Neck FZ 36305
by Crispin Cioe

The Isley Brothers have been
around so long and have made seminal
contributions to so many phases of r&b
and rock over the last twentv years, that
sometimes one forgets their uniqueness.
On the surface, “Go All the Way™ contains
no radical departures from rheir last LP.
“Winner Takes All." with the almost even
mix of latter-day barrelhouse party music
and delicately shaded love ballads. With
-epeated listening, however. the Isleys’lat-
st reveals an acute sensitivity to the most
recent developments in black pop music,
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which they have seamlessly woven nto
their sophisticated bedrock-funk style.
The six Teaneck. New Jersey broth-
ers debuted at Washington D.C.’s Howard
Theaterin 1957. and their early material.
on avariety of labels. literally defined
modem party dance music Fven on
Berry Gordy's Motown production hne.
they came up with one of that label's best
single cuts ever. This Old Heart of Mine.
But since forming their own company in
the "70s and adding younger brothers
Marvin on bass and Ernie on drums and
guitar (his Hendrix-inspired solos con
tinue to develop and add dimension) the

group has homedin on a sound that is dis-

tinct and inseparable from their material.
Unlike many funk groups today
who opt for synthesizer-heavy. artificially
induced production scenarios. the Isleys’
dance tracks generally feature anatural
ambience on instruments and voices that,
while state-of-the-art acoustically. is also
stronglyin the tradition of classic black
party music from Louis Jordan through
Jr Walker Onthis album. Pass It On
(Parts 1&2) captures that irresistible spirit
best. building on a telepathically intense
interplay between Emie’s foot ' bass drum
and Marvin's surging. resonant bass. On
the ballad side. Here We Go Again and

Greg Kihn Band: Lynch. Wright, Kihn, Carpender

Don't Say Goodmght (It's Time for Love)
acknowledge the recent resurgence of the
“old style™ vocal group sound (like that of
the Whispers and Ray. Goodman &
Brown}. Of course. Ronald's classic tenor
voice never left loveland in the first place.
On Don't Say Goodnight. his pleading
falsetto alternates with Ernie’s gentle wah
wah guitar puffs to create both a tribute to
an updated masterpiece of the American
soul ballad The musical territory the Is-
leys work may be familiar and somewhat
traditional. but they cover the bases with
such grace and energy that they are still at
the top of the league.

The Greg Kihn Band:

Glass House Rock

Matthew King Kaufman &

the Greg Kihn Band.

producers. Beserkley BZ 10068
by Don Shewey

Though one of the San Francisco
BayArea's most popular acts and easily
the best band in Beserkley's stable of
lovable oddballs. the Greg Kihn Band has
never really set the rock world on fire. and
itisn't likely to start with “Glass House
Rock.” The album, Kihn's fifth. adheres to
the combination that he has favored since

Loretta—buried in goop

his debut: Beatlesque-harmony pop.

sunny Californian ballads. and guitar-

driven rock. The alternation of flavors—

froma hard. haunting story-song like

Castaway to the lovely, Byrds-like Anna -
Belle Lee. from a respectable remake of
Gene Pitney's hit The Man Who Shot Lib
erty Valance to the ringing. romantic pop
of Serenade Her—will appeal to fans of,
say. early Halland Oates or Sutherland
Brothers and Quiver.

But on his last fewalbums. Kihn has
leaned more toward hard rock. And al-
though Things to Come. withiits frantic
tempo and stop-and-go momentum.
makes for a nifty rave-up. tunes like The
Only Dance There Is and Night After
Night force him to forsake his boy-next -
door sincerity (his secret weapon as a
singer) for arather routine rock shout. [t's
ashame. because Kihn's straightforward
pop songs are catchy and more substan
tial than most—you don't feel foolish
when you find yourself singing them as
you stroll down the street. Still. despite the
erratic quality of his albums. I always look
forward to hearing the next of Kihn.

Loretta Lynn: Loretta
Owen Bradley. producer
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MCA3217
by Lisa Harbatkin

Quite obviously. “Loretta” has
been neatly timed to coincide with the re-
lease of Coal Miner’s Daughter, Loretta
Lynn’s filmed biography. But the unini-
tiated who buy it as a result of having seen
the movie will assuredly wonder what all
the fuss is about.

The combination of a unique voice
and quality material propelled Lynn to the
top of the country charts some twenty
years ago. For the past five years. how-
ever. her solo efforts have been moving
steadily in a popped-up crossover direc-
tion.and “‘Loretta” goes just about all the
way. Her unmistakable phrasing and clear
sweet soprano, both country to the core,
are herein buried under an avalanche of
mushy strings and oozing backup vocals.
The arrangements, though competently

rendered by Nashuville's finest sidemen.
would do for anyone.

The songs vary from insipid croon-
erslike It's Too Late to Love Me Nowto
one near-nonsensical medium rocker
called Naked in the Rain. Three tunes do
merit atfention. though all are sabotaged
by their arrangements: ['ve Got a Picture
of Us or My Mind, J. D. Miller’s classic [t
Wasn't God Who Made Honky Tonk An
gels, and The Fool Wouldn 't Listen, remi-
niscent of early Kristofferson. None of the
materialis Lynn’s, and people who re-
member They Don 't Make Em Like My
Daddy Anymore. Fist City, Your Squaw Is
onthe Warpath, and, of course, Coal
Miner's Daughter. knowwhat they're
missing. [t's not just that this isn’t country
music, it's bad music.

Smokey Robinson: Warm Thoughts
William “Smokey” Robinson.

producer. Tamla T8 367M1

by Don Shewey

Smokey Robinson’s solo career
proceeded pretty quietly until the single
Cruisin’took off early this year. Now, with
“Warm Thoughts,” it ought to make an
even bigger noise. The albumis Tiffany's
at Tamla—elegant gems everywhere you
look. The highlight is Side 2's opener,
Melody Man. Cowritten, coproduced, and
arranged by Stevie Wonder. it compares a
woman to an intricate, sophisticated song;
the breathless melodic transitions and
tricky. almost subliminal Latin rhythms
are as effortless as they are dazzling. The
cut that follows, a dreamy, expansive num-
ber called What's in Your Life for Me,
<hould join the ranks of torchy soul bal-
lads alongside Sincel Fell for Youand Let

chambers and special listening rooms.

response.

humidity and temperature variations.
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It Be Me.

Robinson is a prolific songuriter. a
superior craftsman, and a clever lyricist.
His down-to-earth romanticism locates
the urgency in potentially too-cute senti-
ments like Into Each Rain Some Life Must
Falland Let Me Be the Clock (“for the
time of your life”). What's more. his beau-
tiful. languorous falsetto—the voice that
hasinfluenced a whole generation of sing-
ers. men and women, black and white—
has improved with age: ten to fifteen years
after producing a string of hits with the
Miracles (I Second That Emotion, Tracks
of My Tears, etc.). he sounds better than
ever. Since disco has relaxed its hege-
mony over black music. there seems to be
a revival of mellower, more vocal-oriented
r&b. Perhaps this trend will return
Smokey Robinson to the limelight. where
he belongs.

Boz Scaggs: Middle Man
Bill Schnee. producer
Columbia FC 36106

by Steven X. Rea

“Middle Man™ is the Disco Gener-
ation’s answer to '50s Music for Young
Lovers—slick. syrupy. romantic pop songs
spiked with some uptown swagger and
some funky. synthesized cool. Itis
Scaggs's famed "Silk Degrees ™ without
sparks—no Lido Shuffle. Lowdown, or
Harbor Lights. just tenuous attempts to
invoke their memory.

If you've heard Lou Rawls’s TV
jingle for Colt 45 malt liquor. then you've
heard the melody of the opening track.
Jodo. (Scaggs wrote all nine songs here.)
Just add a bewy of cooing girl singers. a
thick dross of strings. synthesizer and
horns, et voila. The instrumental backup.
provided by the same basic " Silk De-
grees” band (mostly Toto). is unarguably
professional; on ballads { You Can Have
Me Anytime, Isn't It Time), on the South
American-flavored Simone (wherein
Scaggs rhymes “moon.” “perfume.” and
“June”}.and on rockers like Breakdown
Dead Ahead the playing is perfect—and
heartless.

Since his days with the Steve Miller
Band. Scaggs has sung with an easy.
scragglykind of style. It has been his call-
ing card. so much so that he abandoned
his guitar to concentrate on singing. Now.,

i

even his voice is wavering. On the title
track. he sounds weird and whiny. singing
in a kind of semifalsetto that leaves skid-
marks all over the track’s tough rock gui-
tars. On the following number. Do Like
You Do in New York, he awkwardly struts
through what sounds like little more than
a slowed-down. funked-up version of the
Bee Gees' Jive Talkin".

Scaggs has made two milestone al-
bums in his career: An unheralded self-
named solo debut on Atlantic. full of
bluesy rock aggressiveness and spooky
ballads. and “Silk Degrees.” a precise.
passionate synthesis of rock, soul. and
disco that was the epitome of blue-eyed
soul. Viewed in that perspective, “Middle
Man" is a great disappointment.

Bob Seger & the Silver Bullet
Band: Against the Wind

Bob Seger, Punch. the Muscle

Shoals Rhythm Section & Bill Szymczyk
producers. Capitol SO0 12041

by Sam Sutherland

Bob Seger's growth as a singer and
songwriter suggests a pilgrim's path
through rock. one traveled slowly but
steadily. often diverging from the com-
mercial mainstream while holding fast to

Scaggs—come back, Ray Coniff

certain emotional and musical compass
points. Seger’s protagonists remain rec-
ognizable variations on a central rock Ev-
eryman, their sensibilities tracing an
equally constant theme—the passage
frominnocence to experience.

Those are classic elements. butno
more so than Seger's musical palette,
which has long drawn on blue-blooded
rock models from Chuck Berry to Dylan
and the Stones. Where the Detroit native
varies from hisidols (with the possible ex-
ception of Berry. who also focused on life-
sized joys and frustrations, rather than ro-
mantic melodrama) is in the emphatic fal-
libility of his characters. Evenwhere his
more uptempo. ribald songs justifya lus-
tier narrative voice, we sense the hard
knocks behind his rasping delivery: for all
the fiery vitality he commands from his
music, he nearly always conveys an under-
lyingwistfulness.

“Against the Wind" sustains that
vantage point without revising the sound
or substance of its most recent predeces-
sors, “Night Games™ and "Stranger in
Town.” And given his own Silver Bullet
Band's crisp attack and the faithful fire of
the Muscle Shoals Rhythm Section. which
again alternate as Seger's backing. that
stylistic constancy can only be viewed as a
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Rachel Sweet—emotion seems irrelevant

clear tenor, even when wailing his trade-
mark tune, [ Ain’t Mad at You. Chicago
Carl Davis (brother of famed jazz sax
player Eddie “Lockjaw" Davis, who plays
on some of these cuts) follows the
rougher blues vocal tradition of Eddie
“Cleanhead” Vinson, while shouter Eddie
Mack has a hoarsely emotional delivery
that prefigured the electric Chicago blues
of the '50s. H-Bomb Ferguson, very much
in the Wynonie mold but with a great set
of pipes all his own, specialized in live-wire
performance stunts (like rolling around
on the stage floor while singing) and
equally graphic lyrics. This was a guywho
could wring every last drop of meaning
from the simple phrase, *Squeeze me,
baby.” Nappy Brown, with his quirky vocal
affectations, scored some pop crossover
hits with such tunes as There’ll Come a
Day, also featured here. His incredible
gospel-trained voice cut through any and
all material like a knife.

Tremendous instrumental backups
and solos lace through these songs. Bari-
tone saxist Harry Carney, on leave from

the Ellington band, adds further class to
the Gatemouth tunes, while guitarist
Mickey Baker is a supremely funky foil for
Eddie Mack's growling delivery. Especially
noteworthy is tenor saxist Purvis Henson
(still active in New York City), who contrib-
utes several moving and expressive obbli-
gatos and solos to the Ferguson sessions.

Whenever possible, producer Bob
Porter (with the aid of engineer Rudy Van
Gelder) has remastered these songs from
the original tapes, and the sonics here are
often far better than on the original 78s.
This is a classic r&b collection.

Rachel Sweet:

Protect the Innocent
Martin Rushent & Alan
Winstanley, producers
Stiff/ Columbia NJC 36337
by Jim Farber

On her excellent debut album,
“Fool Around,” seventeen-year-old Ra-
chel Sweet came off as a sort of Little Eva
in aspic. She delivered the aura of mid-
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Sixties female pop singles n the style of
Eva's Do the Locomotion with eerie per
fection. In the same package were some
mysterious ballads and a haunting coun-
tryversion of Elvis Costello’s Stranger in
the House. On “Protect the Innocent.”
she defiantly trashes historical allusions.
her promising country approach. and any
other subtleties. Instead she delivers hy-
perkinetic hard rock with a crispness that
bolts out of the speakers and lifts you off
the ground. The album is a vocal tour de
force. drawing more attention to Sweet's
technical skill and the songs” surging
hooks than to emotional content.

But subtlety is hardly the point
here. On the most daring number.
Graham Parker’s Fool's Gold. Rachel
most eloquently makes credible emotion
seem irrelevant. While Parker used the
songas a desperate admission of enslave-
ment to the Biblical Golden Calf. she sings
it as if shopping for gold trinkets at K-
Mart. On other frenzied numbers, like
Tonight. she rants Ethel Merman-style
melodies that magnetically pull the needle
back for repeated listenings. She slows
down a bit on New Age. revealing a torch
voice that puts Linda Ronstadt’s more so-
norous moments to shame.

Sweet also pens three fine numbers
here. including Tonight Ricky. a campy pa-
rody of Rickie Lee Jones. Songs like this
make me want to take little Rachel into my
arms and give her a great big. em-
barrassingly corny hug.

The Tourists: Reality Effect

Tom Allom & Dave Stewart. producers
Epic NJE 36386

by Sam Sutherland

The Tourists borrowvisual and mu-
sical detail from the current new wave /
power pop axis but draw equally from
avant-garde and revivalist sources. In fact.
without the hammering4/4 emphasis and
the occasional flurry of reedy Farfisa six-
teenth-notes. the best songs on “Reality
Effect” are cut from classic '60s rock
cloth.

Unlike other purveyors of reworked
Merseybeat. the Tourists downplay the
sunnier, punched-up romance of the first
British invasion. They focus instead on a
cyclical. hypnotic rock lyricism exemplified
bythe Byrds’ American hybrid of folk and

rock & roll. Modal harmonic contours
shape both playing and singing. Vocalists
Ann Lennox (who also provides rich key-
board textures on synthesizer. organ. pi-
ano, and harpsichord) and Peet Coombes
(lead guitarist and principal writer) eschew
rock’s srarl for a more fluid. melodic ap-

proach. Jangling guitars, spacious choral
suspensions. and cascading bass accents
camplete the classic ensemble sound.
The best matenal ranges from
stately alienation (It Doesn't Have to Be
This Way) to a galloping. rockabilly spare-
Continued on page 115

D |

ANGEL

GITAL

BOLLING

CONCERTO FOR CLASSIC
GUITAR AND JAZZ PIANO
ROMERO SHEARING

MANNE BROWN

BACH

v BRAN

BRANDENBURG
CONCERTOS DEN
THE LOS ANGELES

CHAMBER ORCHESTRA

" BURG

DSB-3901 (2 LPs)

DS-37327

DIGITAL RAGTIME
MUSIC GF SCOTT JOPLIN

JOSHUA RIFKIN

A MINOR
WILSON

DS&-37330

STRICTLY FOR THE BIRDS

Includes Lullaby of Bidland Bre

Bye Blackbird Flamingo  Skylavk
MENUHIN & GRAPPELL!

Enswmble Conducted by Max Mar- -

DEBUSSY
IMAGES FOR ORCHESTRA
Gigues (beria Rondes de printemps
PRELUDE A L'APRES-MID{

D'UN FAUNE

Loadun Symphony Orcheatra
al

DS-37674

DS-37710

FRANGK POUFDEL
A DIGITALCONGERT

Tho Groat Gate at Kiev Ritual Fire
Dance Albémz Tango Grieg s
Nerwegian Dance No 2 - Intermezzo
from “Cavallens rusticana”™ Overture
® "l Vespri sicihant’  Preiude to
“Carmen”  Bach s Siciliano
Gymnopedies Nos 14 3

1

Lo Angel

D&-37751

Circle 3 on Reader-Sevvice Card



114

©,0,0,0,0,00,0,0,0,0,0,48

Robin Lane
& the
Chartbusters:

Folk/Rock Revisited

by Steven X. Rea

g
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Robin Lane & The Chartbusters
Joe Wissert, producer

Warner Bros. BSK 3424

by Steven X. Rea

hese days. the '60s are being mined

forall they're worth. Merseybeat has
beenrediscovered and re-energized bya
horde of new wave power poppers. Stax/
Volt variations were interpolated by Elvis
Costellointo “Get Happy.” Psychedelic
music, ushered in with the acid reveries of
the Beatles, is being explored again by the
likes of Johnny-Rotten Lyndon, the Psy-
chedelic Furs. and a host of other new
British bands. Even rock-steady, the '60s
sound of tinyJamaica. is enjoying a mas-
sive comeback, thanks to acts like Mad-
ness. the Selecter (sic). and the Specials.
Soit’s no surprise that one of the '60s’

most significant developments—folk/
rock--should also be resuscitated and as-
similated into the music of the ‘80s. Enter
Robin Lane & the Chartbusters.

This Boston-based quintet actually
incorporates two closely related '60s gen-
res. One is folk/rock, best exemplified by
the twelve-string Rickenbacker-driven Dy-
lan songs of the Byrds. The other is the
“San Francisco Sound™ (which itself
evolved from a folk and blues tradition).
particularly as explored by women-
fronted groups: Jefferson Airplane, Big
Brother & the Holding Company. and It's
a Beautiful Day. It's difficult to pinpoint
the San Francisco Sound. but some of
its trademarks were a more fluid. explor-
atory guitar tone, and hollering, blues-
edgedvocals.

But while these are the most evi-
dent elements in Robin Lane’s songs—
shewrote or cowrote all of the LP’s eleven
tracks—"“Robin Lane & the Chartbust-
ers” is far more than a '60s music-appre-
ciation course. After three years on the
Boston club circuit, Lane released a
homemade single on her manager's label,
Deli Platters. The song, When Things Go
Wrong, garnered heawy airplay on East
Coast FM stations and., of course, brought
offers from several major labels. As the
opening cut on her debut album, it should
again find its way to the airwaves in
short order. Guided by guitarists Asa
Brebner and Leroy Radcliffe (both one-
time members of Jonathan Richman's
oddball rock aggregation. the Modern
Lovers),Lane's raspy, emotive voice ut-
ters a simple, unforgettable chorus hook:

“QOoo Eee lii, you're hard to satisfy.” (Boy.

does that look stupid in print!} Lane’s mel-

BACKBEAT
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ancholy message is punctuated through-
out the song by busy riffing guitars and
spurred to its midtempo beat by the un-
complicated bass-and-drums tandem of
Scott Baerenwald and Tim Jackson.

When Things Go Wrong isa three-minute-
and-fifteen-second gem. -

Producer Joe Wissert has recorded
the Chartbusters at their basic, unassum-
ing best. Having produced, among others,

Boz Scaggs’s lush “Slik Degrees.” Helen

Reddy. and Earth, Wind & Fire, he is to be .
complimented for exercising restraint: no
studio tricks, little or no overdubbing. The
mix is spare and clean, and Lane's voice is
upfront,where it belongs.

Her thematic turfis forlornand for-
saken love; the titles alone tell the story:
When Things Go Wrong, It'll Only Hurt a
Little While, Don't Cry, Without You, I .
Don’t Want to Know. The compositions
vary from brisk, boppy folk-rock to gutsier,
blues-based rockers. (Some, like It Only
Hurt a Little While, evoke the early
Stones, whose songs were frequently cov-
ered by San Francisco groups.) On Don't
Cry. the guitars echo that trebly Byrdsian "
twang, while the backup harmonies of
Baerenwald, Brebner, and Radcliffe also
ghost the Byrds. Jackson’s drumming s
suitably spry, relying on the top end of the
kit to give the songbounce. Lane's voice is
especially sweet here—almost coy. By con-
trast, Why Do You Tell Lies featuresa
tough. ragged vocal supported by bur-
rowing, furtive rhythms. Many Years Ago
gallops along, Jackson's drumming crisp
and bustling. Kathy Lee and Don't Wait
Till Tomorrow close the record, both
tunes rampant with Brebner and Rad- N
cliffe’s trenchant six- and twelve-string
expositions.

Though Lane resides in Boston
and is flanked by four “Bosstown” boys,
the singer/songwriter/ guitarist grew up
on the West Coast, her roots firmly
planted in folk/rock soil. On “Robin Lane
& the Chartbusters,” she has married a
sanguine West Coast naiveté and a feisty
East Coast urgency. That translates to
head and heart and bodyand soul, which
is one reason why this album doesn’t stop
soundinggood. €
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Continued from page 113
ness (Everywhere You Look). There is
also a confident cover of Dusty
Springfield’s classic 1964 single.  Only
Want to Be with You, updated with a heav
ier drum sound. syncopated handclaps.
and Coombes's chordal. rock roots guitar
solo. Elsewhere. the band’s vocal har
monies suggest the mixed choral sound of
such British folk-rockers as Fairport Con
vention or even Steeleye Span (The
Loneliest Man in the World and So Good
to Be Back Home Again) while retaining
the Tourists’ more pointedly rock-in
flected instrumental framework.

Producer Tom Allom has applied a
refined aural finish, emphasizing the spa-
ciousness of the band’s sound while let
ting the music’s more raucous elements
hold their own. If the Tourists" indebted-
ness to earlier sources sometimes threat-
ens to engulf their personality. “Reality Ef-
fect” is. on balance, a satisfying debut.

Van Halen: Women and
Children First

Ted Templeman. producer
Warner Bros. HS 3415

by Sam Graham

Strap yourselves in. you refugees
from the adult contemporary wasteland,
and prepare for a sonic blitzkrieg the likes
ofwhich hasn’t been heard since—well.
since Van Halen's last album. Nothing
newwave about these boys. or even old
wave. Tidal wave is more like it.

Producer Ted Templeman may
have been alittle overenthusiastic when.
in a recent interview, he called guitarist
Eddie Van Halen “'the best musician
around since Charlie Parker.” But Van
Halen is a monster, with more chops than
awoodsman and an attack like alocomo-
tive on its way downhili and just under
control. The group also boasts vocalist
David Lee Roth. a strutting. macho po-
seur who specializes in raps like “Ilike the
way the line runs up the back of your
stockings . .. Nono no.don't take "em off.
leave ‘'emon . .. Yeah. that'sit, alittle to
the right™ (Everybody Wants Some!!).
Rothisn’t much of a singer—his one real
trademark is an overused. high-pitched
scream—but he obviously loves his role,
and that makes it fun for the listener as
well.

Despite its relentlessly primitive ap
proach, Van Halen does pull off some sur-
prises here. [t essays some subtle rhyth-
mic moves {odd time signatures for one).
and there's even an acoustic number
Could This Be Magic?—replete with bot
tleneck guitar and goodtimey vocal It's a

lot more reminiscent of the Lovin® Spoon-
ful than Blue Cheer. but don't let that fool
you. If your idea of bliss is Neil and Barbra
cooing You Don 't Bring Me Flowers on
the Grammuys. this album should be
avoided. Flowers. hell-Van Halen is out
for blood.

THE BEATLES
Abb-y Road'

Improve your stereo system’s per-
formance. Reproduction so real,
you can't tell it from the original
performance.

Music realism begins with the
original stereo master tape, made
in the studio by the artist. We

It's more than a record.
It's a stereo component.

An Original Master Recordingirh{\'ill

then use our exclusive Half-Speed

Mastering method and do our
custom pressing abroad on super
quality vinyl. We limit the number
of pressings, so that the last is as
clear and accurate as the first.

You've never heard your favorite
music by vour favorite artists like
you'll hear them on Original
Master Recordings™ unless you
were there.

You'll find Original Master
Recordingé‘finc]uding our 3 latest
releases) now at selected audio and
record stores.

ORIGINAL MASTER
RECORDINGS .

1o ridelity
naobi!
. ®ound lat,

FREE catalog. 2

\Write to Mobile Fidelity Sound Lab. P.0). Box 919, Chatsworth, CA 91311
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Slow Motion ...................... Only
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. Remote, Pause .................. Only
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VIDEO MOVIES (vHS) (BETA)
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Count Basie: The Count
Encore P 14355
byJohn S. Wilson

This set covers the Basie band's
recordings from March to November.
1939 minus all those featuring Lester
Young {which can be found on Colum-
bia's "The Lester Young Story,” Vols. 3
and 4). ltis an interesting mixture of top-
drawer Basie (Rock-a-Bye Basie, Jump for
Me) and the routine pop of the moment
(You and Your Love, Moonlight Sere-
nade) that was a necessary evil for all
bands at the time. With the absence of
Young, "The Count puts more emphasis
on the singing of Jimmy Rushing (whose
primary instrumental associate was trom-
bonist Dicky Wells. rather than Young)
and Helen Humes (If I Could Be with You,
Sub-Deb Blues}) and shows Buck Clayton
to be the second most consistently valu-
able soloist in the band at this point

Also here is Buddy Tate's memo-
rable recorded debut with the Basie band.
Rock-a-Bye Basie. In all. it's an interesting
cross-section, serving to fill out the Basie
picture that Columbia is building through
its Lester Youngreissue series.

Ornette Coleman & Charlie Haden:
Soapsuds, Soapsuds

John Synder. producer

Artists House AH 6 (Artists House, 40
West 37th St.. New York. N.Y. 10018)
by Don Heckman

The musical association between
Ornette Coleman and bassist Charlie Ha-
den stretches back to aremarkable 1958
ensemble that also included Paul Bley,
Billy Higgins. and Don Cherry. [t would be
sheer understatement to say that they un-
derstand each other creatively. and it is
the intense. nonverbal communication
flowing between them that makes “"Soap-
suds” a fascinating record. despite some
misjudgments in direction.

Coleman restricts himself to tenor
saxophone and trumpet. That's both
good and not so good: good when he's on
tenor; less so when he picks up the trum-
pet. He somehow sounds almost exactly
the same (except a fourth lower) on tenor
as he does on alto: unlike other players

Count Basie circa 1940

who come to mind. he does not change
style with instrument.

The essence of his music—a kind of
loose, riffing style that seems at first to be
familiar and connected and then, without
warning. moves into the outer limits—is
most peculiarly and unexpectedly applied
to the theme music from Mary Hartman
Mary Hartman. One can barely imagine
why the melody, a totally undistinguished
piece of campy schmaltz, appealed to the
Coleman musical psyche. In any case. its
statement at the beginning and end of the
cutis totally unrelated to the Coleman-
Haden improvisation that takes place in
between.

Haden's sole compositional contri-
bution, an impressive line titled Human
Being. produces a far better inter-
relationship between given material and
improvisation. Coleman’s impromptu
flights have almost always had more to do
with feelings and attitudes than with spe-
cific chord cadences, rhythmic patterns.
etc. Haden’s melody (and perhaps title)
evokes a roiling. twisting. turning excur-
sion around the horn that rates among
Coleman’s more interesting impro-
visations.

Soapsuds and Sex Spy most
closely approach the famed Coleman mu-
sic of the past. The former rumbles and
roars, starts and stops in weird, off-the-
wall boppish fashion before it settles into
along. improvisational conversation high-
lighted by Haden's James Bond-ish aug-
mented fifths and double stops.
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Scott Hamilton

On Some Day. the Coleman trum-
pet makes its only appearance, and his
mastery (if that's the right word) of the in-
strument has improved over the years. He
plays the moody, somewhat chromatic
melody with a certain primitive, Miles
Davis-like eloquence. But when he moves
into the improvisation, any real sense of
musical significance gets tossed to the
fishes.

Despite my reservations about the
final track. “Soapsuds”—like virtually all
of Coleman’s recorded outings—turns the
mind around, forces one to hear ina
slightlynew way. It is. to be sure. a bit laid-
back, a bit passive-sounding for musicians
who once were so much in the revolution-
aryvanguard. But it’s still well worth the
price of admission.

Scott Hamilton & Warren Vaché:
Skyscrapers

Carl E. Jefferson, producer
Concorddazz CJ 111

byJohn S. Wilson

For the past couple of years, Scott
Hamilton and Warren Vaché have been
following roughly parallel career paths:
Both are young jazz musicians who. in-
stead of taking the usual contemporary
mainstream route. have built on the styles
of the '30s.'40s, and, in Vaché's case.
'50s. They have now reached the point of
beingless consciously derivative. Vaché,
in particular, has achieved such mastery
on his trumpet and flugelhorn that he
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tosses off fascinating. unexpected glides
and leaps with seeming ease.

“Skyscrapers” was recorded in July
of 1979 when Vaché had already reached
anew plateau and Hamilton was moving
toward one. ltis interestingto hear them
intransition, but the real joy of this album
is the two players’ bigger-than-usual sur-
roundings. The nine-piece group reaches
out successfully toward the sound and
feeling of the combos that made 52nd
Street famous. Contributing to this are
some light, riff-based arrangements with
the Basie touch by Buck Clayton and Nat
Pierce, and George Masso's vital, swing-
ing ballad settings. These are kicked along
byJoe Temperley's baritone saxophone
and Norman Simmons on piano, Chris
Flory on guitar, Phil Flanigan on bass, and
Chuck Riggs on drums.

The presence of Harold Ashby on
tenor sax creates a bit of confusion since
both he and Hamilton have a strong Ben
Webster attack. The liner notes imply that
Ashby plays only as part of the ensemble.
yet some of the—presumably Hamilton—
solo work could easily be taken for
Ashby’'s. There is no mistaking Masso's
robust. slippery trombone, however. It is a
striking, contrasting brass-mate to the
warm singing tone that Vaché uses all
through the set.

Erwin Helfer and Friends: On the
Sunny Side of the Street

Howard Mandel, producer

Flying Fish FF210

byJohr: S. Wilson

Blues and boogie piarist Erwin Hel-
fer has been playing in the Chicago area
for over two decades. refining a primitive
blues stule to a polished art. And although
he gets top billing on “On the Sunny Side
of the Street,” one of his “friends” gener-
ates most of the interest. Soprano saxo-
phonist Clark Dean herein makes his re-
corded debut, playing on three selections
and leaving the listener hungry for more.

Though Sidney Bechet has virtually
disappeared as a soprano saxophone in-
fluence (possibly because no one has a
prayer of emulating his fierce intensity),
Dean has obviously derived his warm,
singing qualities from Bechet's precepts.
But he is a much gentler musician than
Bechet: His way of lifting a phrase or fall-
ingintc an incipient growl quietly implies

Continued on page 121
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Chrome Bias Cassatte Tape

EHF C90

Extended Range $2.99
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free case with carton purchase of cassettes

CALL TOLL FREE

800-638-0935

Orders shipped within 48 hrs ¢ Phone and COD
grders accepted ¢ Use Visa Master Charge or
MAC « Call or write for quotes » Catalog available
upon request ¢ All equipment factory sealed with
full warranty

1362 HOLTON LANE
LANGLEY PARK, MD 20783
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o
1980 Pro-Line Guide

* A comprehensive 64 pg. color guide to all
Carvin Pro-Line equipment including illustra-
tions, technical information and specifica-
tions with Special Direct Prices.

¢ Carvin's new products for the 80’s include;
double neck guitars, modular power amps up
to 700w BRMS. Recording and road mixing
boards, JBL Pro speakers, bi-channel tube
guitar amps, Parts, plus much, much more.
* As we introduce you to the finest Pro Equip-
ment available, you’ll appreciate Carvin's
policy of selling Direct for exceptional values.
‘Write:CARVIN Dept. HF80, 155 Industrial Ave.,

CARVIN FREE CATALOG

Name

Address
City
State Zip

HF80
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MAIL TO: 825 7th Ave., 6th Floor, New
York,N.Y. 10019. Phone: 212-265-8360

GENERAL: All copy subject to publisher
approvail. First line caps. Users of P.O. Box MUST
supply permanent address and telephone number
before ad can run.

CLOSING DATE: st of second month
preceding cover date.

CLASSIFIED RATES: Regular type, per
word: 1x=51.80; 3x-51.75; 6x~51.65; 12x-51.60.
IMPERIAL type, per word: 1x-52.40; 3x-
$2.35; 6x-52.20; 12x-52.15. Minimum 15
words. Words in caps- 10¢ extra each. Box num-
bers: $2.00 additional per insertion to cover cost of
handling and postage. Display, per inch: 1x-5290;
3x-5280; 6x-5275; 12x-5235.

PAYMENT WITH ORDER: Send check,
M.O., MASTERCHARGE or VISA No. and expira-
tion date to: Classified Dept., HIGH FIDELITY, 825
7th Ave., 6th Floor, New York, NY 10019,

FOR SALE

AUTHORIZED MAGNEPAN DEALERS: ALABAMA-AudI-
tton, 8irmingham; Soundtrack, Auburn, ALASKA-Shimek’s,
Anchorage; ARIZONA- Arizona Hi-Fi, Phoenix, Audio Em-
portum, Tucson & Green River, CALIFORNIA-Audible Dif-
ference, Palo Alto, Garland Audio, San Jose; Stereo Show-
case, Vallejo & Sacramento; Audio Excellence, San
Francisco, Music & Sound, Woodland Hills; Absolute Audio,
Santa Ana; Stereo Hi-Fi Center, Gardena & Torrance; Hi-Ft-
Matic Stereo, Culver City, High Fidelity Shoppe, Wainut
Creek, Audio Directions, San Diego; Sound Company, San
Diego; COLORADO-Listen Up, Denver & Evergreen; Atr-
waves, Vail, FLORIDA-Audio Etc., Gamnesville & Jackson-
ville; Sound Shack, West Palm Beach, Sound Components,
Coral Gables, GEORGIA-Fat Juan’s, Atlanta, HAWAII-
Audio Reference, Honolulu, IDAHO-Stereo Shoppe, Botse;
ILLINOIS-Paul Heath Audio, Chicago; Glenn Poor's Audio,
Champaign & Normat; Audio Consultants, Evanston & Lib-
ertyville, INDIANA-The Sound Room, South Bend, Hi-Fi
Gallery, Indianapolis, Audtotrend, Evansville, IOWA -~
Stereo Shop, Cedar Rapids; Auaio Labs, Des Moines, KAN-
SAS-David Beatty Stereo, Kansas City; Custom Sound,
Wichita, KENTUCKY-Ovation Audio, Lexington; MAINE-
Sound ideas, Portland, MARYLAND-Myer Emco, Rockvitle,
Discerning Ear, Battimore; MICHIGAN - The Sound Room,
Grand Rapids, Kalamazoo & Benton Harbor; Audio Dimen-
sions, Brmingham, Hi-F1 Buys, East Lansing & Ann Arbor,
MINNESOTA-Mel's TV Audio, Duiuth; The Audio Store,
Mankato; Audio Perfection, Minneapolis; Sound Environ-
ment, Minneapolis & Minnetonka; MISSOURI-David
Beatty Stereo, Kansas City; MONTANA-Rocky Mtn. Hi-Ft,
Great Falis; NEBRASKA-Sound Environment, Lincoln &
Omaha, NEVADA-Interior Systems, Las Vegas; Q Audio,
Reno, NEW JERSEY-Audio Advocate, Miiburn; Sound
Board, Ridgewood, NEW MEXICO~-Sound Ideas, Aibu-
querque, NEW YORK-Stereo Emporium, Buffalo; Audio
Genesis, Glens Falls; Audio Breakthroughs, Manhasset &
Huntington; Lyric Hi-Fi, New York & White Plains, Paut
Heath Audio, Rochester; Audio Den, Stony Brook; Clark
Mustc, Syracuse & Albany; Arree Audro, Wappingers Falls;
NORTH CAROLINA-Audio Systems, Charlotte & Greens-
boro; OHIO-Goiden Gramophone, Akron; Hoffman's
Stereo, Cleveland; Custom Stereo Elec., Columbus; Cartin
Audio, Dayton & Cinannati, OKLAHOMA-The Gramo-
phone Ltd, Norman, Tuisa & Oklahoma City, OREGON-
Day's TV-Toad Hall, Corvallis, Eugene & Salem, Riverside
Sound, Medford, Hawthorne Stereo, Porttand, PENNSYL-
VANIA-Ovatton Audio, Pittsburgh; Sound Investments,
Pritsburgh; D.S Audio, Wyomissing, Lancaster & Allen-
town, Barclay Recording, Haverford, SOUTH CAROLINA-
Audto Systems, Columbia & Greenville; TENNESSEE-Sound
Concept, Johnson City, Hi-Ft House, Knoxville, Opus i,
Memphis; TEXAS-Audio Concepts, Austin & San Antonio;
Audio Vision, Dallas; Houston Audio Concepts, Houston,
VIRGINIA -Sound Concept, Bristol; Myer Emco, Falls
Church; Sound Approach, Newport News; Audio Art, Rich-
mond; Sound World Ltd , Virginta Beach; WASHINGTON -
Tin Ear, Richland, Definitive Audio, Seattle, Hal's Stereo,
Spokane; WASHINGTON D C ~Myer Emco; WEST VIR-
GINIA-Hi-Fidelity Center, Huntington & Charleston,
Sound Investments, Morgantown; WISCONSIN - Audio
Emporium, Milwaukee, CANADA -Boutique of Sound, Cal-
gary, Atberta, London Audio, London, Ontario, Opus Au-
dro, Montreal, Quebec; Upper Sound, Edmonton.

CLASSIFIED

HIGH FIDELITY

AUDIOPHILES WANTEDII Put your knowledge to use,
earn an excellent spare time income. We need campus
Deaters to sell name brand stereo equipment at substantial
discounts N your area. No investment necessary. For infor-
mation and application please write: ABCO, Dept. CR.
1201 East Main Street, Meriden, Conn 06450

STEREO REPRESENTATIVES NEEDEDIHI LOWEST POS-
SIBLE PRICES!H!I OVER 100 BRANDS!I KRASCO Rep., 998
Orange Ave., West Haven, Conn 06516.

HIGH FIDELITY'S TEST REPORTS 1980,
346 fact-filled pages of information on
amplifiers, turntables, speakers, tape
decks, 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.

RECORDS IN REVIEW 1980 EDITION. Avaitable Aprit 1, the
25th annual edition of the record-buyer's “bible.” Contains
the complete text of all the classical and semi-classical
record and tape reviews as they appeared i HIGH FIDEL-
ITY magazine in 1979 1ssues. Durable clothbound edition,
yours for $15.95 plus $1.25 for postage and handiing. Send
your order to: Wyeth Press, 1 Wyeth Street, Marion, Ohio
43302

THE RECORDINGS OF BEETHOVEN as
viewed by the critics of HIGH FIDELITY
magazine, this long out-of-print dis-
cography 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.

SAVE 50% BUILD YOUR OWN SPEAKER SYSTEM Write
McGee Radio Electronics. 1901 McGee Street, Kansas City,
Missouri 64108.

ANTI-SKATING FOR AR TURNTABLES!! Proven counter-
weight design Install yourself in minutes. $7 95 postpaid
Audio Innovational Products, P O. Box 1607, Portsmouth,
N.H.03801.

CERTIFIED AUDIO CONSULTANT HOME STUDY HI-FI
Course available. Send $5 00 for information. Includes
AUDIO TECHNICAL YEAR BOOK with 29 sample lessons
and application for membership in the Society of Audto
Consuttants. Write SAC, P.O Box 552, Dept. HF, Beverly
Hills, CA90213.

KOETSU s here. The legendary handmade moving coil car-
tridge 1s Now available in the U S. For the complete story.
witte: Sumiko, Inc, Box 5046, Berkeley, CA 94705

TOP-NAME AUDIO AT LOW LOW PRICESII Aiwa, AR,
Bose, ESS, JBL, JVC, KLH, Marantz, Onkyo, Phase Linear,
Proneer, Sansui, Sony, Soundcraftsmen, Teac and many
more we can't even mention by name Ali factory fresh

- with full warranty For prices just calt 212-254-3125 Or

send $2 00 for our informative brochure to DIRECT DIS-
COUNTSLTD, P.O Box 841, Cooper Station, N Y 10003

ASINGER’S DREAM!

s S e

: |
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. COST: $249.00

YOU SHOULD SEE US

“For:

* Delay and Ambience

* Studio Echo/Reverb

» Tape Noise Reduction

¢ Parametric Equalization
* Electronic Crossovers

e Comp/Limiters

(The Saxitone Hotline)
800-424-2490

IT'S HERE! Saxitone, America’s #1 mer-

chandiser of recording tape, has just put

in new TOLL FREE Phone Order Lines to

serve youbetter Call now for America's

lowest prices on top name recording

tape, video tape, recorders, tape decks

and recording accesesories. Order from

a full inventory of TDK, Maxell, BASF,

Scotch, Sony, Superscope, B-1-C, 8anyo, EV, Telex & others

Most orders shipped same day! FREE 32-page catalog

Master Charge & Visa honored. Call now and find out why
Saxitons is #1

AXITONE:

17768 Columbia Road NW, Waahington, DC 20009
In Washington metropolitan area call 462-0800 }

WHOLESALE TAPES, ACCESSORIES & VIDEO
TDKSAC 90 $285  1DKT 120 $15.95

TDKSAC 60 213 TOKL 500 1249
TDKAD C 50 242 SonyL 750 16.95
TDKDC 90 144 1DKL 1800 4385
MAXELL UDXL tor 1 C 90 333 Mazell UD35 80 1800 5.38
MAXELL UDXL Lor 11 C 60 237 Maxell UDXL 35 908 1800 6.58
MAXELLUDC 90 275 1DKHead Demagnetizer 15.49
BASF Prollor I C 90 2.75  ShureV 15 Type IV 83.50
BASF PRO1C 90 265  Discwasher Complete System 10.25
Ampex Grandmaster 1 C $0 295  Discwasher Zerostat Gun 1450

Scotch Master Il or IMC30 3.10  Discwasher D 3 16 0z Refull 1045
ORDER NOW! 100% Guaranteed Mimimum $3 50 shipping (212) 434 1720

QUALITY TAPES, 864 E. 7th St., Degt. MH, Brookliyn, N.Y. 11230.

ONLY 189 COPIES LEFT) High Fideiity’s Silver Anntversary
Treasury will soon be out of print Don’t miss this opportu-
nity to get your copy of this 348-page hardcover compila-
tion of the best writing to appear in the magazine over the
past three decades Send $9 95 to Wyeth Press, | Wyeth
Street, Marion, Ohto 43302

MORDAUNT-SHORT SPEAKERS, BEYER MICROPHONES,
and also some REVOX Items at BARGAIN PRICES Send for
full iterature. Entertanment Sound Services inc P O Box
i 76 Jericho, New York 11753 (516} 921-2249

MAIL ORDER DIRECT FROM AKIHABARA "TOKYQO “ All
brands Cartridges, Tonearms of JAPAN Price list offered
Free Hi-FiExpress, PO Box 28, Shitaya, Tokyo 110-91

MULTI-TRACK AND SEMI-PROFESSIONAL AUDIO
EQUIPMENT" BEST PRICES! Prompt Delivery! AKG, DBX,
TEAC/TASCAM, Sound Workshop. DeltaL ab, Maxell Oth-
ers Call(919) 467-8113 Toorder call toll free 1-800-334-
2483. WYCO SALES, Dept HF, Box 887, Cary. N.C. 27511

¢ Mic Preamp/Mixers
¢ Patch Bays

We manufacture a full line of high quality audio and recordin
equipment. You will probnblly ve to pay twice as m
elsewhere to obtain comparable quality. Only Direct Sales make
our prices and &uahty 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 30031. (404) 284-5155

CARTRIDGES AT WHOLESALE-Other Stereo Bargains.
fFree Price List. Audio Component Systems, 1329 Union Mill
Road, Olympra, WA 98503

CRION MASTER RECORDINGS $6/record, postage in-
cluded S11 for 2-55 each 3 or more. Free catalog Oron,
Box 4087, Mahbu, CA 90265
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LOWEST PRICES! HIGHEST RELIABILITY.
SOUND SHED HIFl has stereo, esoteric,
auto, disco, and video. Over 150 brands-
Bose, Cerwin Vega, DCM, DBX, Denon,
GAS, Hafler, Infinity, Lux, Nakamichi,
Onkyo, Phase Linear, Pioneer, Tandberg,
Technics, Thorens, Yamaha, and many
others. All factory fresh, all guaranteed,
shipped fast with no depositrequired on
most items! For quotes and orders call
914-258-4342 9 am-9 pm Monday-Fri-
day. For catalog, call or write SOUND
SHED HIFI, Merrits Island Road, Pine Is-
land, N.Y. 10969.

CARSTEREO. TREMENDOUS SAVINGS
ON A HUGE SELECTION. Catalog: Au-
dioWorld Box 7518 G.R.Mi. 49510.
616-241-2994 M-Th 1-9.Sat. 10-6.

SpeakerGuts.

The absolute latest 1n
advanced speaker techno-
logy. Wave Aperature™
Drivers. the Patented
Nestrovic Woofer System. raw X
speaker components selected for
their excellence. Horns, crossovers, subwooters, woofers,
midranges, hom and dome tweeters. Over 30 in all. Build
your own speaker system and we'll provide top quality
speakers and design information. Send for FREE 48 page
color catalog from the largest. most experienced speaker
kit manufacturer in the world DON'TDELAY. Write today!

Jecakerlak

Dept. 131, 735 N. Northiake Way
Scuttle. Washington 98103

HIGH FIDELITY’S
1980 Test Reports

Packed with over 346 pages of
valuable information.

Receivers Tuners Tape Equipment

Speakers Headphones Amplifiers
Turntables & Pickups ...and more!

Stos1 Tets Ever 234 Fact Packad Hagor's 346 Pages
HIGH PIDELITY'S

2 High Fidelity’s Test Reports H
1 1980 Edition ]
1 1Sound Avenue, Marion, Ohio 43302 §
: Please send me coples of the 1980 :
B High Fidelity'sTest Reportsat$3 95 each, 8
: plus $1.00 postage and handling, total :
N $4.95 [
[} L}
: NAME :
§ ADDRESS 1
By STATE z 1
i = i

-

PENTAX OWNERS! Send for Keppler's THE PENTAX WAY,
the definitive ook by one of the world's leading experts
on single lensreflexes. Over 350 pages with loads of clear,
easy to foltow illustrations, $27 95 plus $1.25 postage and
handiing Send to- Modern Photography's Photagrapher’s
Book Service, | Wyeth Street, Marion, Ohio 43302

DOLBY DECODER NOW ASSEMBLED FOR $100 00 Also
Kit encode/decode. Reviews HF tintegrex, Box 747, Haver-
town, Pa. 19083,

BUILD BEAUTIFUL 30" SPEAKER CABINETS. Professtonal
Design You Select Speakers Plans $3.50. ALLWEST PROD-
UCTS, Dept. 8, P.O. Box 822, Chino, CA91710.

DISFARMER: THE HEBER SPRINGS PORTRAITS 1939-1946
by Modern Photography editor Julia Scully and Peter
Miller Richard Avedon lists this book as one of his 1 2indis-
pensable books Sixty-six magnificently reproduced photo-
graphs, $27.50 plus $1.25 for postage and handling. Send
to. Modern Photography’s Book Service, 1 Wyeth Street,
Marion, Ohio 43302

ISSUES 1953-65 HIGH FIDELITY, Audio, Audiocraft, Hi Fr
Stereo, HiIFi Mustc at Home. Aiso books Emery, 89 Oiney,
Buffalo, NY 14226.

ACCURATE, QUALITY AUDIO. Reasonable prices! Car/
Home. Send stamp, call: Denco Audio, P O. Box 6104-H, El
Monte, CA 91734, {213) 444-9978 everungs, weekends.

MISCELLANEOUS

DIAMOND NEEDLES and Stereo Cartridges at Discount
prices for Shure, Pickering, Stanton, Empire, Grado.Audio
Technica and ADC Send for free catalog LYLE CAR-
TRIDGES, Dept H, Box 69, Kensington Siation, Brooklyn,
New York 11218. For Fast Service, call TOLL FREE 800-
221-0906.

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 STUDENTSI improve your grades. Send $1 00 fos
356-page, collegiate research papers catalog 10,250 avail-
ablle. RESEARCH ASSISTANCE, box 259 16R, Los Angeles,
Califorria $0025.(213)477-8226.

SLIPCASES for HIGH FIDELITY Magazine, Stmulated blue
leather, Holds 6 High Fidelity 1ssues. $4 95 single case, $ 14
for 3 cases, 524 for 6 cases. USA orders anly Allow 6 weeks
for detivery HIGH FIDELITY Library Cases, Box 5120, Phila-
delphua, PA 19141,

Free Promotional Albums, Concert Tickets, Stereo, Etc In-
formation: Barry Publications, 477 82nd Street, Brooklyn,
NY 11209.

Camera Collectors! Read Modern Photography’s own Ja-
son Schneider on CAMERA COLLECTING, 178-page. fulty
tlustrated book on the great and collectible cameras of the
past. Details on the great bargains, odd film sizes and
where to find them Send $12 95 plus $1 25 for postage and
handling to: Modern Photography’s Book Service, 1 Wyeth
Street, Marion, Ohio 43302

LOWEST PRICES ON STEREO-ESOTERIC COMPONENTS &
tapes!! Over 150 brands. Send # 10 SASE for quotes. Audio
Untimited, 401 Reynolds Circle # 10, San Jose, CA 95112
(408] 289-8875. 1-6 M-Th.

CARTRIDGES, TONEARMS, ETC. AT LOW PRICES, Audio-
World, Box 7518 G.R.MI. 49510, 616-241-2994. M-Th
1-9 sat 10-6.

TAPES & RECOROS

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

SCCTCHRECORDING TAPE, LOWEST PRICES. TAPE CEN-
TER Box 4305C, Washington, D.C. 20012.

NOTICE:

Record Listeners
Wanted

(No experience required) You will receive
nationally released albums to rate. There is no
extra charge for the LP's you receive—ali you
pay is a small membership fee which covers
all costs of the LP's including postage and
handling. In return for your opinion you will
build a substantial album collection - "first
come basis.'" For application write:
EARS SYSTEMS

Box 10245 Dept. HF
5521 Center St., Milwaukee, WI 53210

NEW EQUIPMENT FORSALE

BRITISH AND EUROPEAN EQUIPMENT DIRECT TOYOU
Most quality makes of equipment available at advan-
tageous prices. For price list and price quotes send inter-
national Reply Coupon. Send $Z for the broehures you re-
quire. Audio T, Dept A, 190 West End Lane, London, NW6
1SQ, England, Phone 0 1-794 7848. Viitors welcome.

“Guaranteed'' © 1979 EARS SYSTEMS

———

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 Hifl Station, NYC 10016.”

SHOW ALBUMS-Rare, out-of-print Ips, 64-page list $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
260 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
0%330.

Free 5.00 T-Shirt
3.09

TDK SA C90 (New) AMPEX GRANDMASTER |1 90 2.59

TDK AD C90 (New) 245 AMPEX. GRANDMASTER 1190 . 2.89
TDK D C90 (New) 5 169  SCOTCH 212 7R 1800 429
TDK SA C80 (New) 2.25 Soundguard Record Pres it 4.5%
BASF PRO | C-90 279 TDK L 1800 5 5.39
BASF PRO I or 11IC 90 289 TDK LB 1800 6.69
BASF Studio{or I1C 90 2.65 AMPEX Grandmaster 1800 ft Reel  5.89
SCOTCH Master Il or I11C 90 3.15  SCOTCH 207 7R 1800 5.09
SCOTCH Master IC 90 2,69  BASF Ferra 7111800t (New) 749

Free T-Shirt with every order over 4’&00. AH tapes can be assorted. No min. Add
3.00 shipping; or write for free catalog ol 250 items plus lowest prices on all Max-
elf products. 100% guaranteed. 412-283-8621. M-Th 9.3:30.

TAPE WORLD 220 spring St., 8utler, PA 16001

OPEN REEL TAPES. Top Ouality. 100% money-back guar-
antee. Major labels. Classical, pop, rock, quad-direct disk & -
video Bank cards accepted Catatog/order information, $1.
No other fees, obligations THE REEL SOCIETY, P.O. Box
£5099-H, Valencia, CA 91355

TOP-RATED CARTRIDGES UP TO 70% OFF! We feature

Acutex, ADC, Grado, Nagatron, Ortofon, Sonus, Stanton,

etal. Unbelievable prices! Call 212-254-3125 for prices, or
write to DIRECT DISCOUNTSLTD, P.O Box 841, N.Y., N.Y
10003

¥ IVE OPERA ON REEL/CASSETTE. THOUSANDS OF PER-
FORMANCES, WORLDWIDE SINCE 1930's. The ONLY
aervice that provides the personal attention demanded by
ihe Vocal Art. Free Gifts, Magnificent Free Catalogue. LIVE
DPERA, Box 3141, Steinway Station, LIC,N.Y 11103

BUY DIRECT and save. British and European Hi-Fi. Attrac-
trve prices. Send Reply Coupon for Quote, $3 bills for bro-
chures. Goodwins, 7 The Broadway, Wood Green, London
N22, Phane B88-0077. VISA/Master Charge Visitors wel-
come.

RECORD HOUND, Box 88H, Eagleville,
PA 19408. Fills want lists? Doggone
right!il 33" specialist. Fast, friendly serv-
ice.



HIGH FIDELITY

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-Bennet records,
Monterey Stage, Great Barrington, MA
01230.517.50 postpaid.

ON OPEN REEL frommaster tapes. Argo, Telefunken, Van-
guard, Unicorn, MHS. Catalogue $1.00. Barclay-Crocker,
Room 1470-H, 11 Broadway, NYC 10004.

VIENNESE OPERETTA RECORDS, INC.
Extensive range, superb vocal perform-
ances, 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.

OPERA VIDEO-Magnificent perform-
ances from Europe. Beta, VHS Formats.
Free catalog. HRE, Box 12, Kew Gardens,
N.Y. 11415,

FREE SET PRICE SALE CATALOG, classical inctuding opera.
2,360 entries. Reasonabie prices. Record Heaven, 1046
North Highland, Atlanta, Ga. 30306.

Classified Dept., HIGH FIDELITY,

825 7th Ave., 6th Floor, New York, NY 10019

Telephone: 212-265-8360

Name

SCHWANN RECORD AND TAPE GUIDE,
now available by subscription. includes
12 monthly issues of Schwann- 1, 2 semi-
annualissues of Schwann- 2, plus Annual
Children’s Catalog. Annual 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.

RECORDS FOR COLLECTORS FREE LISTING. RIVERDEAL
BOX 52544, HOUSTON, TX 7705 2.

BRAVO BEETHOVEN {10 CUTS); MOZART MAGIC (14
CUTS) super samplers-LP$1.98 each, cassette $2.49 each.
Specify. Free Classical/ Jazz Catalog. Musical Concepts, Box
53HF, Cedarhurst, N.Y. 11516.

GOLDEN AGE RADIO-your best source for radio tapes.
Free catalog. Box 25215-J, Portiand, Oregon 97225.

ROCK, JAZZ, CLASSICAL, BIG BAND, LP’s, TAPES, IM-
ports, Cutouts, Oldie 45’s Catalogs $2.00; Nert, Box 268-
HF, Lawrence, Mass. 01842.

RARE JAZZ & VOCAL LP's By Auction. Free Lists. Leon
Leavitt, P.O. Box 38395, Los Angeles, CA 90038.

PROBLEM: THE HIGH COST OF PREMIUM CASSETTES.
SOLUTION: "The Audiophile’s Choice” 20to 20 guaran-
teed cassette. Send $2.00 for sample C-60. Box 888,
Kingsport, Tn. 37660.

OLD-RARE-USED Records 45's-33 Albums. Send want list.
SURPLUS SOUND, Box 7222, KC, MO 64113

BUSINESS OPPORTUNITIES

CLASSICAL RECORDINGS FOR COLLECTORS. List, send
$1.00. ARS MUSICA, 29 Knox Road, Brewster, N.Y. 10509.

SOUNDTRACKS~New and out-of-print film music record-
ings. Free listings and info. CINE MONDE RECORDS, 1488
Vallejo St., San Francisco, CA 94 109.

AUDIQPHILE RECORDS: Save 20% to 40%. Free catalog.
Foreign customers also invited. Super Sound Record Serv-
ice; P.O.Box 411237: Chicago, ILL 60641.

RARE RECORD/TAPE COLLECTOR'S DIRECTORY. New
enlarged treasury of over 250 addressed. Annotated. All
categories. Send $4.95. DIRECTORY, Dept. H, 550, East Rus-
tic Road, Santa Monica, Caiif. 0402

SEARCHING? WRITE DISCONTINUED RECORDS, 444
South Victory, Burbank, California 91502

Address

city

Zip _

Telephone

Payment enclosed S_ for

issues, 0 Check O M.O.

OMASTERCHARGEOVISA Card #__

Bank #

Please run following ad copyfor_

,,,,,,, __Expiration_____
Signature__

____lissues starting next available

R

CABLE FM BROADCASTING: Unigue no investment/ ex-
perience business. Home operation possible. Excellent in-
come. "CAFM,” Box 130-D-6, Paradise, CA 95969.

MECHANICALLY INCLINED INDIVIDUALS: Assemble
electronic devices in your home. Investment, knowledge, or
experience not necessary. Start in spare time. Above aver-
age profits: $300-5600/wk possible. Sales handled by oth-
ers. Write for free details. Electronic Development Lab,
Drawer 1560HF, Pinellas Park, Fla. 33565.

FIELD REPRESENTATIVES WANTED FOR
SAVARD SPEAKER SYSTEMS. Various

U.S. territories available. Dealer inquiries
welcome. (504} 383-0474.

PUBLICATIONS

THE BLIND AND OTHER PHYSICALLY HANDICAPPED can
know the joy of reading memorable selections chosen from
over 50 outstanding periodicals, completely free of charge.
Write CHOICE MAGAZINE LISTENING, Dept. HFC, Box 10,
Port Washington, NY 11050 or call 516-883-8280.

SCHWANN'S BASIC RECORD LIBRARY. A 16-page booklet
listing 150 of the reaily basic com positions from the classicat
repertory to enhance your personal record collection. Only
75¢ per copy postpaid. 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 is a composer-
by-composer, A to Z compendium of program notes from
the Philharmonic. Send $25.00 plus $1.00 for shipping to:
High Fidelity's Music Listener’s Book Service, | Wyeth
Street, Marion, Ohio 43302.

Nikon and Nikkormat Owners! Don't be without Keppler's
THE NIKON NIKKORMAT WAY, the definitive, most prac-
tical reference book for you by the world's ieading expert
onsingie lens reflexes. Over 450 fact-filled pages describ-
ing and showing you how to get the most out of your pic-
ture-taking, $27.95 plus $1.25 postage and handhing. Send
to: Modern Photography’s Book Service, 1 Wyeth Street,
Marion, Ohio 4330Z.

FILM MUSIC. Quarterly journal. Miklos Rozsa Society, 319
Ave. C,No. 11-H, New York, N.Y. 10009.

SERVICES

COLLEGE STUDENTS! im prove your grades. Send $1.00 for
356-page, collegiate research papers catalog. 10,250 avail-
able. RESEARCH ASSISTANCE, Box 259 16R, Los Angeles,
Canhforria 90025.(213) 477-8226.

SAVE POSTAGE! Your mailbox flooded with samples, of-
ters, $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 cataiogs any-
wherel Unusual FREE catalog. ETCO-017.Box 762,
Flattsburgh, N.Y. 12901,
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Helfer—the real star is Dean

Continued from page 117
what his model would have delivered with
clamor. His solos on Duke Ellington's [ ve
Got It Bad are beautifully translucent.
sparklingwith dancing lights. Toward the
end he spreads out as though he were go-
ingto meet Bechet, but instead he settles
mnto his own more modest groove. Dean
seems to be a miniaturist. creating some
charming images within a narrow range

Helfer shows off his bag of tradi

tional blues figures on his own Stella (writ-

ten for Mama Yancey with whom he plays
regularly). reproduces a classic on Avery
Parrish’s After Hours. and builds a heawy,
rolling rent-party drive on Chicken Shack
But he is frequently at a loss on popular
songs. especially those tunes that Dean
plays and on his own thin and uncon
vincing solo version of There 1l Be Some
Changes Made He is much happier in his

blues role. particularly as an accompanist.

Unfortunately. “friend” Jeanne Carroll's
heawy. sometimes blatant singing needs
more support than he can give her

Carmen McRae:

I'm Coming Home Again
Vic Chirumbolo. producer
Buddah B2D 6501. (two discs)
by JohnS. Wilson

Side 1 of "I'm Coming Home
Again’ may be the first definitive presenta
rion of the completely realized singer that
Carmen McRae has become in the past
two or three years. Her voice sounds

McRae—great voice, bad set

strong and positive with a slightly grainy
texture. Her phrasing is deliberate and
perceptive. as she probes her material and
then projects it with provocative empha
ses and inflections. Mario E. Sprouse’s ar
rangements are simple and uncluttered.
and the solos by Freddie Hubbard on
trumpet and Hank Crawford on alto saxo-
phone are directly complementary to the
overall mood. In short, everything works

But Side 2 is a disaster. McRae tries
to invest some feeling into the dull. tune-
less. draggy songs. but there is nothing
there. The same can be said of Sides 3
and 4. There are a few spots of interest—a
springy Buster Williams bass sclo. an oc
casionalvictory for McRae or Crawford
over Sprouse's molasseslike arrang-
ments—but beyond that. the material sim-
ply sounds like filler. Neither of the two
cuts of Mr. Magic isworth including. and
one of them takes up a tedious fourteen
minutes. After a strong McRae vocal on
New York State of Mind. Hubbard comes
in for a bristling trumpet solo. only to
ramble on and drift off inconclusively
McRae is never heard from again. creating
the impression that she left in the middle
of the piece

Instead of spreading things out in
discriminately over four sides, producer
Vic Chirumbolo should have used the first
side and the better parts of the other three
to make one excellent disc.

Spyro Gyra: Catching the Sun
Jay Beckenstein & Richard

Order Toll Fre
Except N Y Alas Hawai

FOR ORDERS ONLY!
Mon. & Thurs.-9 AM-7 PM. Tues. Wed , Fri., Sat.-9 AM-5 PM

STEREO e

HOT-LINE

CHECK US OUT! "
v Our prices are the lowest.
Discounts on over 60 major brands.

Reliability: one of the oldest audio
mail-order houses in the U.S.A.
Rated #1: by a leading trade publication.
" Large inventory: we buy in volume
getting the best deals from the manufac-
turers, you get the best deal from us.
GIVE US THE OPPORTUNITY TO BEAT THE
BEST DEAL YOU'VE BEEN ABLE TO FIND.

— QUOTES AND INFORMATION—
1(212)253-8888. 9AM-5PM _MON -SAT N.Y.TIME

| Write or Call us now for the lowest =
price guotes and a Free price fiyer.

STEREQ CORPORATION
OF AMERICA

HF-1629 Flatbush Ave.

‘/ a Brook!yn, New York 11210 g

™

DISCOUNT
AUDIO

1150 . Powis Road. Wesi Chicago. 1L 60189

Your National
Headquarters for
Name Brand
Electronics by Mail

* Full Manufacturer Guaran-
tee Applies to All Sales!!

% Orders Shipped in
Factory-Sealed Cartons—
Most Within 24 Hours

* Multi-Million $$$ Inventory

1
TOP DISCOUNT AUDIO |

1150 N. Powis Rd., West Chicago, IL 60185 {
800-323-2518

MasterCharge and VISA Welcome .
Call or Write for the LOWEST PRICES Around!

MR
M&
First

inihiai (Last)

(City) State) iZpCode)
Phone Order Hours: M-W-F 8AM-4:30PM,

T-Th BAM-8PM, Sat. 9AM-Noon HF-6
WE CARRY THE TECHNICS PRO SERIES—Call tor Quotes!

}
]
]
I
1
(Number and Street) {
{
1
|
|

Circle 59 on Reader-Service Card
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ADC Professtonal Products, a div. of
BSR Consumer Products Group
ADS-Analog & Digital Systems
Akar America Ltd

Altec Lansing

Angel Records

Audio Attic

Audio Magnetics

Audio-Matc Electronics

Audio Pro

Audio Supermart

Audio Technica U'S Inc.

Bang & Olufsen
BASF
Bose Corp.

Buying Guide to Car Stereo Systems

Buying Guide to Tape Systems

Carvin
Celestion
Classified Ads

DBX, Inc

Discount Music Club
Discwasher, inc.
Dynaco, inc.

Electro-Voice, Inc.
Empire Scientific Corp
Empire Scienufic Corp.
Epicure Products Inc

Fisher Corp.
47th Street Photo

General Sound

Harman-Kardon
Hi Fi Buys
Hitachi

lnois Audio
International Hi Fi
International Record & Tape Club

JBL

Jensen Sound Laboratories
J & R Music World

JVC America Iinc

KEF Electronics Ltd.
Lux Audio of America

Magnepan, Inc.

Maxell Corp.

Mcintosh Laboratory
Memorex Corp.

Mobile Fidelity Records
Music Listener’s Book Service
MXR innovations, inc.

Nakamichr U.S.A. Corp.

Omnisonix, Ltd.

Onkyo

Osawa & Co. US.A. Inc
Osawa & Co. USA. inc.

Park Row Electronics
Penney, J.C.
Pickering & Co., Inc.
Pioneer High Fidelity
Polk Audio

Robins industries

SAE, Inc.

Samsung Electronics Co., Ltd.
Sansui Electronics Inc.
Schwann Publications
Sennheiser Electronmcs

Shure Brothers

Sony Corp.

Sound Reproduction

Stereo Corp.

Stereo Discounters

Tape 5
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Techrics by Panasonic
3M Co.
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Transcriber Co.
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Spyro Gyra—the secret weapon is melody

Calandra, producers. MCA 5108
by Crispin Cioe

This is Spyro Gyra's third album in
only two years. and the pop/jazz instru-
mental group is already one of today's
most successful. Although its musicis an
unabashed hybrid of rock. Latin. funk,
and mainstream jazz. it cleverly avoids the
derivativeness that plagues most current
jazzmélanges by means of its deceptively
simple approach.

The real key to Spyro Gyra is mel-
ody. Saxophonist and principal composer
Jay Beckenstein is an inveterate and dedi-
cated melodist who is not afraid to let his
songs reflect the band members’ diverse
musical backgrounds. Percolator, for in-
stance. starts in solid, familiar sixteenth-
note funk territory, then movesinto a
salsa-flavored bridge with bassist Will
Lee sliding easily into long, quarter-note
lines before returning to the choppier
funk rhythms. Laser Material begins with a
flashy trombone and synthesizer falloff.
followed by another broken-field funk
melody, all of which ends in an angular
pattern built on successive perfect
fourths. The first notes of Randy Breck-
er’s slithering trumpet solo emerge
from this chart like spurts from a newly

tapped offshore oil well. It's a tribute to
the clear visions of Beckenstein and the
band’s other core members that they can
use session players like Brecker and gui-
tarist John Tropea without losing one
ounce of Spyro Gyra's personality.

Onthe softer songs. which some-
t:mes hover dangerously near the edge of
saccharine sweetness. the group’s arrang-
ingand compositional skills really take off
and fly. Catching the Sun is built on key-
boardist Tom Schuman’s adaptation of
the classic Booker T. organ riff from Slim
Jenkins’ Place. over which Beckenstein's
feathery but firm alto delicately dances.
Textures thicken as the band picks up and
develops the sax theme and then shifts
into another pretty Latin-tinged groove,
replete with marimba and steel drums by
Dave Samuels. Throughout. the sax con-
stantly and subtly reworks the original me-
lodic motif without losing its thread, hold-
ing together the various rhythmic
excursions like a Metroliner speeding
through differing landscapes. This stun-
ning ability to touch ondifferent styles
without sounding watered down and still
ernerge with a strong musical identity to
boot is what makes the Spyro Gyra trip
one worth taking.



One of the nine matched
full-range HVC drivers in a Bose 901
Direct/Reflecting speaker.

Specially shaped toam roll
allows high excursion with
low distortion

Injection-molded, high
stability plastic trame does
not distort the magnetic
tield and results in greater
efticency

Molded-m top plate

{Detal) Flat alununum
conductor wire wound on
edge on an aluminum
core

This driver has more
research, technology and
engineering behind it than
most entire speaker systems.

Conventional systems use
woofers and tweeters with a
crossover network to send lower
frequencies to the woofers and
high frequencies to the tweeters.
In the 901 speaker, nine matched
HVC (Helical Voice Coil) drivers
replace both woofers and
tweeters. Each driver covers the
full range of audible frequencies.
There is no crossover co]oration,
because the crossover network
itself is eliminated.
The heart
of the Bose 901
HVC driver is a
low impedance
(0.9 ohm) single
layer voice coil
made entirely of
aluminum. With
ordinary round
wire, the spaces between turns
waste considerable energy. So for
maximum efficiency in the Bose
coil, rectangular wire is tiihtly
wound on edge to form a helix.
Incredibly thin and durable in-
sulation assures ruggedness at

Helically wound, all-alu
minum voice coil.

extreme power levels. So rugged,
that the insulation and bonding
can withstand a pulse power test
of approximately 4,000 watts

per coil.

In-production performance
goals for the HVC driver re-
quired a degree of dimensional
control for the coil
never attempted
before. Bose re-
sponded by design-
ing and building its
own highly ad-
vanced computer- ,
controlled winding equip-
ment to hold coil tolerances
to within 0.001 inch.

And Bose developed
quality control procedures
as remarkable as the
driver itself. The Bose
Syncom® computer was de-
signed to test each driver for
proper frequency response —
under simulated home acoustical
conditions, with an accuracy of
+0.1dB. The net result is a de-
gree of acoustical matching most
engineers would have thought
impossible.

To date, more than 3¢,000
man-hours have been spent de-
veloping the 901 HVC driver and

Covered by patent rights issued and/or pending. © Copynight 1980 by Bose Corporation.

Carefully engineered
cone. Exclusive design
extends, smoothes
trequency response.

Flat spider provides high
linear extension

One of nine ceranuc mag-
nets totalling 5.3 Ibs To-
gether, they provide more
magnetic tield energy than
even very large conven-
tional speaker systems,

One-piece center pole and
backplate.

equipment to
manufacture
and test it. If so
much thought, &
effort and de- -
sign go into the driver alone, you
can imagine what goes into the
complete 901 Direct/Reflecting®
loudspeaker
system.

—

The complete Bose
Direct/Reflecting® loudspeaker
system contains eightecn

HVC drivers.

-/ /L S

Better sound through research.




The diseaseis %
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feedback !

DISCWASHER®

Discfoot.

Home =nvironments cae “upset” a
-urntakle by feeding back both
speaker and footfall vibrations.
Scoustic isolation of a turntable
invelves the complex variables of
turntakle weight, room/floor
conditions and audio system place-
ment. ~he Discwasher DiscFoot has
been specifically designad to success-
tully isolate most turntakles in the
Rome environment.

The "“"Mzterial” Solution

The majo: components cf the
Discwash=r DiscFoot System are
new, "totzlly engineerec” chemical
complexes that behave radically
cifferert than other plasic, rubber or
spring systems. These p-oprietary
oompounds are durable and precise
in behawior, although difficult and
expensive to synthesize. Laboratory
and rea -world tests justi’y the use of
taese uausual materials in the
DiscFoot System.

‘The cure
is Discloo

Hi-Technology

Turntable Isolation System
» Works in combination with existing feet for dramatic reduction of feedback.
» Isolates better than original or “replacement” feet.
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The Telling Test

The osclloscope photo shows the
output &f two identical audio systems
on the same shelf with their stvli
contactiag the platters. The shelf is
being struck ky a rubber mallet. The
top trace shows a turntable with
absorptive “replacement” feet. The
lower trace shows a'DiscFoot System
operating in conjunction with the
existing turntable feet. Note the
dramatic (tenfold) improvement in
shock ar.d teedback isolation.

The DiscFoot System contains four
isolation feet, four platform caps, four
furniture-protecting sheets and four
special damping pads (to adapt
DiscFoot units to certain turntables.)
Additional single DiscFoot units are
available for turntables weighing over
22 Ibs. The system.costs $22.

Discfoot.

Discwasher DiscFoot can be found at
audio dealers interested in preserving

your music.

discwasher’

PRODUCTS TO CARE FOR YOUR MUSIC

1407 N. Providence Rd.
Columbia, Missouri 65201
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