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NO OTHER CASSETT

Index Scan:

Plays first five seconds of each
piece of music on tape to make
cassettes as easy to preview as
records.

Auto Reverse:

Plays both sides of tape without
interruption so you don' have to
jump up to flip the cassette.

Real Time Counter:

Digital display tells you how much
time is left on tape in minutes and
seconds without need for a
calculator watch.
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Pioneer has transformed the cassette deck into

a component that gives you a new dimension of con- | [ If
trol over it and the quality of the sound it records and :
plays. We've done it through a concept we call High W
Fidelity for Humans. ,1'{ .

Electronic and mechanical ‘\

Music Repeat:
Lets you play your favorite song,

engineering innovations make Pioneer’s )
or aria, over and over and over.

new CT-YR a pleasure to listen to.

To start with, Pioneer’s engineers have developed
a new material for the record and play heads on the g
CT-9R Cassette Deck. Its called RIBBON
SENDUST and it's made with laminations 4 to 5
times thinner than conventional Sendust heads. This
virtually eliminates eddy currents that interfere with
high frequency response. It also provides a significant
improvement in signal-to-noise ratio with extended _ j
high frequency response: plus a 3-to 5-dB increase in-
undistorted headroom at high frequencies. With
metal tape the frequency response is an extra-wide 20
Hertz to 22k Hertz. The CT-9RS tape transport system i
is an incredibly precise dual capstan system with three ‘\‘
direct drive motors. The result is an infinitesimal wow '
and flutter of 0.03%.

More importantly these features allowed our
engineers to equip our CT-9R Cassette Deck with a
super intelligence: a microprocessor that automati-
cally adjusts bias. level and equalization to maximize
the performance of the tape you'e using. And this
same microprocessor technology makes it possible
for the Pioneer CT-9R to offer you an exclusive '
combination of human engineering features.

Los - -. ‘f’t"

£

¢

Human engineering makes Pioneer’s f
CT-9R a pleasure to live with.

Anyone who records on tape knows how frus- &
trating it is to run out of tape before running out of »
music. That's why the CT-9R has a Real Time
Counter with a digital display to show you how much
recording time is left on your tape. Press a button and
the same display turns into a Digital Tape Counter.
There's also a Blank Search feature that speeds
through a partly recorded tape to find the unrecorded [
section and even leaves a five-second margin e
between the last song and what you intend to record.
To find your favorite song, on a recorded tape. touch
Index Scan and the CT-9R will play the first five sec- ¥
onds of each piece of music on the tape. To repeat a 1
song, simply press Music Repeat and listen. The
Pioneer CT-9R will even play both sides of a cassette
automatically. And the Music Search control auto-
matically plays the beginning of the next song on the
tape. There’s even an optional remote control.

Now if you think all this sounds too good to be
true, visit your nearby Pioneer dealer. You can see +
and hear the CT-9R for yourself, as well as an entire V. p— -
line of new Pioneer cassette decks. And then if youTe v
wondering why we don't give you less features for the
money like others seem )
to do. 1t’s because we GD PIONEER
consider that inhuman. We bring it back alive.
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NO OTHER CASSETT
TECHNOLOGICALFI

Ribbon Sendust Advanced

Heads: Microprocessor:

Pioneer’s exclusive tape head Automatically determines precise s g e o
material provides superbsignal-  bias, Dolby calibration level and APIONEER <remeo pre 20
to-noise ratio. record equalization for each tape. -

+

-
A

N\

Three DD Tape Transport:

Three direct drive motors provide exceptional record and play accuracy,
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The moving coll replacement
from Stanton Magnetics...

the revolutionary 980LZS!

Now from the cornpany to whom the professionals
look for setting standards in audio equipment comes
a spectacular new cartridge concept A low imped-
ance pickup that offers all the advantages of a mov-
Ing magnet cartridge without the disadvantages of
the moving coil pickup At the same time it offers
exceedingly fast rise time —less than 10 micro sec
onds—resulting in dramatic new crispness in sound
reproduction—a new “openness’ surpassing that of
even the best of moving coil designs. The 980LZS
Incorporates very low dynamic tip mass (0.2 mg.)
with extremely high compliance for superb tracking
It tracks the most demanding of the new so called
“test” digitally mastered and direct cut recordings
with ease and smoothness at 1 gram

The 980LZS features the famous Stereohedron™
stylus and a hightweight samarium cobalt super
magnet. The output can be connected either into the
moving coll input of a modern receiver's preamps or
can be used with a prepreamp. whose output Is fed
into the conventional phono input

For "moving coll” audiophiles the 980LZS offers a
new standard of consistency and reliability while
maintaining all the sound characteristics even the
most critical moving coil advocates demand. For
moving magnet advocates the 980LZS provides one
more tevel of sound experience while mantaining all

the great sound characteristics of cleanliness and
frequency response long associated with fine mov-
ing magnet assemblies
From Stanton. The Choice of The Professionals.
For further information write to: Stanton Magnetics
Terminal Drive, Ptainview, N.Y. 11803

HORIZONTAL SCALE 10 MICRO SECONDS PER DIVISION

Actual unretouched oscilloscope photograph showing
rise time of 980LZS using CBS STR112 record.

STANTOIN

THE CHOICE OF THE PROFESSIONALS ™

Circle 44 on Reader-Service Card
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The KX9000 computerized
cassette deck has a
memory like an elephant.
And a lot more.

Once you get past the specs, even the most
sophisticated cassette decks don't offer much to remem-
ber them by.

Which is why we think you'll have a tough time
forgetting the new Kenwood KX-900 cassette deck.

Because with its computerized Random Access
Memory Search System, you can program the KX-900 to
do some very memorable things with your tapes.

Like automatically picking

out up to 15 of your favorite cuts =G0~
from a side of cassette tape. o [ [ Lo T Lo e
Then playing them back in ﬁh, ot s

any order you want.

Or playing the same side as
many times as you want to hear it.
Or even the same cut.

Of course, there'’s a lot more
to the new KX-900 than a mind like a steel trap.

We've also included a logic-controlled dual-motor
drive system to reduce wow and flutter.

And Kenwood's unique Amorphous Alloy head
and variable fine bias adjustment system, to give you
remarkable performance from every tape cassette format.
Even metal.

See your Kenwood dealer for a demonstration of
| the new KX-900 computerized Random Access Memory
Search Control cassette deck.

It's unforgettable.

$KENWOOD

For more information, visit your nearest Kenwood
dealer. or write Kenwood, PO. Box 6213,
Carson, CA 90749

4 Circle 20 on Reader-Service Card p
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Beyond quartz, the world’s most precise tuning system,
lies a new ability to expand sound.

Imagine you're in a room with Technics SA-828 receiver.
What you hear is beautiful stereo.Then you activate T2chnics
variable Dimension Conzrol. Incredibly, the sound begins

to move. The stereo image widens to the point where the
music begins to surround you. You're intrigued Ly its richness
and depth. You're'enveloped by a new experience in sound.
That's the wonder of the patented technology in Technics
Dimension Control.

Just as wondrous s quartz synthesis, the world's most_
precise tuning system. Tnat's how the SA-828 quartz syn-
thesizer eliminates FM drift as well as the hassle of tuning,
You can even preset anc instantly retrieve 7 FM and 7 AM
stations, all perfectly in tune,

Another perfect example of Technics technology is our

synchro-bias circuitry. What it does is constar tly send minute
amounts of power to the amplifier transistors. And since
they can’t switch cn or of’, switching distortion is eliminated

And when it comes to power, -he SA-828 has plenty:
100 watts per channel minimum RNV S into 8 ohms from
20Hz tc 20kHz with no more thar C.D05% total harmonic
distortion.

The SA-828 goes an to show its sophistication with a
super-quiet phona equa izer, soft touch program selectors,
fully electronic volume control, and a Dimension Control dis-
play thet doubles as a pcwer level reter.

Technics SA-828 is zart of a ful' 'ine of quartz' synthe-
sized rezeivers. Hear it fcr yourseli. Beyond its quartz
synthes:zer lies a n2w dimension in sound.

Technics

The science of sound




PIONEER LASERDISC.

FIRST THE BEST PICTURE.

o

An actual freeze frame on tape. An actual freeze frame on disc.

The first time you see Pioneer LaserDisc”
n action, you'll know it’s different.

It actually puts a picture on your TV
with 40%more video resolution than home
video tape. (Viewed side by side with tape,
the difference is staggering.)

The first time you hear Pioneer Laser-
Disc, you'll have a tough time believing
your ears as well. Instead of hearing mono
with that picture, you'll hear honest-to-
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The Elephant Man'

Alien Butch Cassidy

goodness stereo.

This combina-
tion of sight and
sound creates a
sensation you've
simply never
experienced at
home betore.

A reality of
performance, a
sense of “being
there” that makes
watchingamovie
orconcertat home
finally worth staying home for.

Having created all this picture and sound
fidelity, it seemed only logical to offer pict-
ures and sounds worth seeing and hearing.
Software that would live up to the
hardware. And that’s precisely
what we’ve done.

Academy Award winning movies
like Ordinary People, The Godfather,
Tess, Coal Miner’s Daughter.

Comedies like Airplane, Animal
House, Cheech and Chong.

When you have the ability to play
back in stereo, it makes sense that
you offer music. So there are movie
musicals like Grease, Saturday
Night Fever, All That Jazz. There
are Broadway shows like “Pippin.”
And there are concerts with Paul

Simon, Liza Minnelli. Neil Sedaka,
even the Opera. /

The sight and sound
experience of Pioneer
LaserDisc is soremarkable,
it seemed to demand a
larger scale Which led us
to introduce the Pioneer 50
Projection TV.

The experience is more like

Attached to your stereo, it’'s more
than a great picture, it’s great sound.

Tess . . . .
and the Sundance Kid* being at the movies than like being
I—Paramount Home Video 2—Magnetic Video 3—Columbia Pictures Home Entertaimment dt home In iaCt fO]‘ tlle ﬁrSt tllne
4—Pioneer Artists T™ 1981 Pioneer Video. Inc. Al rights reserved Seelng a Conccl‘t a[ llon]e Oﬁers a

Circle 34 on Reader-Service Card



THEN THE BEST PICTURES.

picture that’s every bit as large as the nology is to see it. And we've arranged it.
sound. As for the picture quality,well just  Just call us at 800-621-5199 * for the store
look at the picture of Liza below. Hard to  nearest you. *(In Illinois, 800-972-5855.)
believe, it’s an actual picture taken right | .

off the screen. P § QYD pIONEER

But with Pioneer LaserDisc you don’t We bring it back alive.
just sit back and watch.For example, with
the “How to Watch Pro Football”di=c
you can go backwards, forwards, ir. fast
motion, slow motion, stop motion. -tudy
it one frame at a time.

There are discs that teach you gclf
tennis, cooking, step-by-step. Then taere’s
The First National Kidisc. For the first
time,children learn at their own rate. Un-
like television, the disc responds to them.
Your kids will love it so much they won’t
even know they’re learning.

The only way to believe all this r.ew tech-

Liza in Concert*

LX)

The Pioneer
LaserDisc Player.

Opiional

Remote Control. ‘




Now you can add
the three-dimensional
impact of
Sonic Holography

~ fo your system
three different ways.

The C-4000 Control Console includes Soriz
Hologram Generator fuli-iunction stereg pre- ¢
amiplifier, time-delay system with built-in 3T watt
{total} power amplitier, Autocorrelator System
that reduces noise up 10 8 dB. a peak urimi-
terfoownward expander that nearly doutiles
dynamic range

Ry [ﬁ\ o
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The C-1 combines the Sonic Hologram
Generator with a full-tunction preamplitier

The C-9 Sonic Hologram Generator allows
you to add Sonic Holography to any system,
including one with a receiver

And when you do, you’ll hear
what these audio experts
heard in their systems:

Hal Rodgers, Senior Editor of Popular
Electronics: "When the lights were
turned out we could almost have sworn
that we were in the presence of a real
live orchestra.”

Julian Hirsch of Hirsch-Houck Laps:
“The effect strains credibility—had | not
experienced it, | probably would riot
believe it.. . the ‘miracle’ is that it uses
only the two normal front speakers.”

Larry Klein, Technical Director of
Stereo Review: ... it brings the listener
substantially closer to that elusive sonic
illusion of being in the presence ot a
live performance.”

High Fidelity put it this way:

. ..seems to open a curtain and reveal
a deployment of musical forces extend-
ing behind, between and beyond the
speakers. .. terrific.”

And now, whatever components you
own, you can hear what all the aucio
experts have heard and acclaimed:
Sonic Holography by Carver.

For literature, test reports and nsarest
Carver dealer, circle number below. For
faster response, write directly to Carver.

CARVER

CORPORATI

P.O. Box 664, 14304 N.E. 193rd Place
Woodinville, Washington 98072

Circle 9 on Reader-Service Card

Letters

CX List Expanded

in “High Fidelity News™ [July] at least one
manufacturer of CX decoders—Audionics

was not mentioned. although the company an-
nounced in January that it would be manufac-
turing decoders under license from CBS. We
(Sound Concepts) and at least two other man-

ufacturers also signed agreements with CBS
before the Summer Consumer Electronics
Show in June. To our knowledge. CBS an-
nounced all of these manufacturers atits press
conference in early May.

John J. Bubbers

Vice President, Marketing

Sound Concepts, Inc.

Brookline, Mass.

Our CX item was written some weeks before
CBS’s press conference. and rushed into print
before we learned the names of the first CX li-
censees. The roster of companies offering CX
decoders as of the June show comprises Au-
dionics of Oregon. Sound Concepts, MXR.
Phase Linear, and CM 1 abs, and the number
Is certain to grow. Ed.

AM Stereo Static

The statement in “A Renaissance for AM Ra-
dio™ [May| that AM stereo could possibly
have a frequency response of 50 Hz 1o 8 kHz is
very strange. In 1929 a leading custom installer
of high fidelity equipment in New York City
asked the company | worked for to build them
an AM receiver with response from 50 Hz to
7.5 kHz. We said: “You can’t use it, butif you
insist, we'll build it,” We built it. They were
humiliated: The interchannel interference
made the set worthless. We rebuilt it for re-
sponse to only 4 kHz, and this time the set
worked.

The reason is simple: AM stations are as-
signed 10-kHz channel spacing. Because side-
buands extend equally on both sides of the car-
rier, the maximum useful sideband is
theoretically S kHz. Practically. though. space
must exist between the sidebands of adjacent
stations to avoid interference. Hence, AM re-
ceivers are usually limited to 3.5 to 4 kHz re-
sponse. Occasionally. there is no interfering
station on the next higher or lower channel.
but atmospheric conditions may unexpectedly
bring in distant stations. Perhaps we can have
stereo AM. but not high fidelity AM. It
couldn’t be done in 1929. and it can’t be done
today.

Many people are interested in AM
stereo. Why not publish a comparison and

evaluation of the various methods under con-
sideration?

Alfred Barber

Flushing, N.Y.

The author was specitically asked nor 1o in-
clude svstem comparisons because of the ex-
pected FCC selection of a single design. muk-
ing all others moot. With reference o
frequency response. a bandwidth of 8 kHz is
possible under good conditions. using switch-
able IF. However. Mr. Barber is correct that
with average or marginal AM reception. an ef-
fective bandwidth of 3 to 4 kHz would be
more typical.—Ed.

A Call for Balance

[ was alarmed to read (in the New York Times.
June 18th) that the number of classical record
reviews in your magazine is steadily decreas-
ing—I hadn’t kept count. It would be unfortu-
nate for classical music -or any other type of
music, for that matter—to fall vicum to vour
video section. Don’tignore video completely:
just devote less space to it

Mark Judman

Freehold. N.J.

In carlier davs, HiGH FipeLiny was devoted
primarily to quality coverage of audio equip-
ment and classical recordings. More recently.
the space devoted 1o classical music has been
reduced while that for pop music, and now
video. has been increased.

What keeps me reading the magazine is
the presence on vour staff of such reviewers as
David Hamilton. Harris Goldsmith. Andrew
Porter. and Paul Henry Lang. so [ am further
disturbed to learn that consideration is being
given (o ehminating the thorough, lengthy
critical discussion that has long distinguished
HiGH FIDFLITY'S reviews.

Daniel Morrison
New York, N.Y.

First we assure vou that HiGgn Froeriry will
continue its tradition of critical reviews,
though the number may be less now than in
the past. And. effective with this issue. our
video coverage has been integrated into our
new design. with the result that it takes less
space.—Ed.

Darrell Anniversary

Congratulations on the recent twenty-fifth an-
niversary of the valuable feature, “The Tape
Deck.” Sincere thanks to R. D. Darrell for his
interesting and helpful reviews of music avail-
able in the reel-to-reel and cassette formats.
The heading on the second portion of his May
column, “The Old Reliables.” could be modi-
fied slightly by dropping the s and applied to
Darrell himself.

Bv fortunate coincidence. myv musical
tastes are close to his. Over the vears. upon the
arrival of my issue of HiGH Fiprriy, | have
opened it first to “The Tape Deck.”

Nelson B. Dodge
Sun City. Calif.

Letters should be addressed to The Editor. High
Fidelity, 825 7th Ave., N. Y., N.Y. 10019, Al
letters are subject 1o editing for brevity and
clariry.

FTHGHFIDELITY



WHY ONLY SONY TAPE
HEARS FULLCOLOR SOUND.

There are some good and sound reasons Sony
audio tape 1s second to none. Why Sony tape has such a
sensitive, full frequency response all along the sound
spectrum that 1t is actually capable of recording sounds
that go beyond the range of human hearing That
incredible range, sensitivity and balance is what Full Color
Sound is all about.
A history of milestones
When you get a Sony tape you get a lot
rmore than tape. You get the entire history
of tape recording

- o
-

Sony has been

a pioneer in tape manufac-

turing since it began over 30

years ago. In fact, we made

the first audio tave ever in Japan.

Y Sony technology was in the fore-

front then. . .and it still is! (Who

else could bring you the amazing

Walkman?)

B Besides a history of spirited

"V determination to be the very first in tech-

@ nology, theres the knowledge that comes

from also being pioneers in high fidelity

B audio equipment. (After all, youd better know

=~ all there is to know about tape decks before you

. makeatape. Sony does.)

sy Another reason for Sony's unmatched excellence

~ " isour unmatched — almost fanatic — insistence on

~ the highest quality material and manufacturing methods.
Sometimes our standards are so high we cant find
machinery that meets them, so we have to invent the
machinery ourselves!

Then theres Sony's unique balance system The
fine-tuning of all the elements that go into making
atape, so that each complements the other, and together
deliver the finest recording that is humanly and
technically possible.

Circle 41 on Reader-Service Card

The new tape standard: State- of - the-Sony

ract: Everyone uses magnetic particles for tape. But
not everyone insists on buying super-fine grade particles,
and then carefully examining and mixing each and every
lot to be absolutely positive that the quality 1s consistently
pure and homogenous. Sony does.

Fact: Sony has a unique formula for binding
the particles to the tape. Binding
determines the life

e w® & =

: » of the tape
and the heads. Because
of the high standards we demand,
Sony had to invent 1ts own binder.
Fact: Another example of Sony high technology is
in the coating process. The coating of magnetic particles
must be absolutely, uniformly even all along the tape
Any variation at all, and the consistency and quality of
the tape are compromised. Not only did Sony perfect the
process for its regular tapes, but Sony outdid itself with
its dual-coated tapes, where it was necessary to produce
a top coating that was super-thin. We actually managed
to create a perfect coating thats only 1 micronmeter
thick' (Especially impressive when you realize some other
tape malkers have trouble producing an even coating 4-5
micronmeters thick, much less 1 micronmeter thick!)
Hearing is believing

Sony tape comes by its extraordinary quality
honestly: It has a heritage of breakthrough innovation.
And a history of being famous throughout the world for
leading technology, quality and dependability.

And that 1s why only Sony tape has Full Color
Sourd. But you dont have to take our word for it. Listen
to Sany tape as fanatically as you wish. As they say,
hearing 1s believing SONY

1981 Sony Corp of America
Sony and Walkman are oademarks of Sony Corp




Sansui“Z” Receivers
give you a spectrum

orth analyzin

analyzer that answers
other questions by lefti
exactly what you hear,

And its what you hear that
makes Sansui so special.

SANSUI —THE LEADER IN DC
TECHNOLOGY. The DC-Servo Amp
brings you coloration-free, superbly
defined reproduction with the
healthy, realistic bass response that

only a DC configuration
can provide. Gone are
unwanted ultra-low
frequencies—like rec-
ord warps and tonearm
resonance. What you

hear is a clean, tight, |

transparent sound that
sets a new standard for
receiver performance.

SYNTHESIZED DIGI-
TAL TUNING. You can't
mistune a Sansui synthe-
sized digital receiver. Not
even a liftle. Press the
up/down tuning buttons.

007 oig

Sansu

iz .
LQUARTZ simviy HESZER DC $TeRs, ) RECENgR

stations may be “stored” inall
“Z' Receiver memory circuits
for instant recall. The Ilast
station received will be
remembered when the
tuner is turned on again;
and memories are kept
“live” even during a power
outage.

VOLUME

- rotary "encoc
~ you turn the kno
: encoded disc works wi
an LED and a photo transist:

generate electronic pulses to
or lower the tuned frequency. |
addition, the 9900Z, 8900ZDB, an

TOUCH VOLUME CON-
TROL & LED PEAK POWER
LEVEL INDICATOR. The Sansui “Z”
Receivers use a pair of touch-
buttons to adjust the listening level.
Relative volume control setting is
indicated on a fluorescent display.
On most modetls actual
peak power amplifier out-
put is shown by 14- or 18-
segment LED indicators.

And there’s more. In-
stead of up/down tuning
buttons, both the 99002
and the 8900ZDB have fun-

TUNING
DOWN ur

select switches on the 9900Z for

speaker pairs and two switches on

all the other "7’ receivers. Included

M

tion. Two Muting Modes. Two tape
deck connections with
dubbing. And much more.
The full line of Sansui *Z*
l Receivers are at your Sansui
. dealer now. Visit him for a
S comDIHe‘feh de.mcir;rsw'rro'lriohr;
PRESET soon. He has just the rig
STATION _! — '!-' — — — i'_,-:f model for your pocketbook
e ———— - and power requirements,

92 ]
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signal unobtrusively while you tune
in a station.There are three speaker g'&_q_':

driving any two of thrée connected

il g

are LEDS for every important func-



. 164G watts/chan., min. RMS, both
" chanrels into 8 ohms, from 20-20kHz,
hllmdmove thar 0.015% THD,

M MODE /ag gy, TING

-4

AUTO on

SANSUI ELECTRGNICS CORP.
Lyndrurst, New Jersey 07071 - Gardena, Ca. 90247
SANSUI ELECTRIC CO., L7D, Tokyo, Japan
In Canada: Electronic Distributors




ALL DIGITAL
RECORDINGS
ARE
NOT EQUAL

Varese Sarabande
IS more.

VIVAL DI

[he Four Seasons

Firste ingital synthesizer Recording

Realization by PATRICK GIEESON

VARESE SARABANDE DIGITAL

ACDM 000 100

Antonio Vivaldi

THE FOUR SEASONS
VCDM 1000.100

Realization by Patrick Gleeson.
Enjoy the incredibly dynamic
sounds of the first digitally re-
corded synthesizer performance.

TCHAIKOVSKY
Symphony No. 6 “Pathétique”
ENRIQUE BATIZ

The London Philharmonic Orchestra

VARESE SARABANDE DIGITAL

VCDM 1000 140

Tchaikovsky: Symphony No. 6
“PATHETIQUE”
VCDM 1000.140

Enrique Batiz conducts The Lon-
don Philharmonic Orchestra in a
spectacular performance certain
to bring out the most in your
stereo system.

VARESE SARABANDE]

W | DIGITAL

{ SOUNDSTREAM SYSTEM

discwasher’

PRODUCTS TO CARE FOR YOUR MUSIC
1407 North Providence Road.
Columbia, MO 65201 USA
A DIVISION OF JENSEN
an EBDMARK Company
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High Fidelity News

New equipment and developments by Peter Dobbin

SuperConcorde

Ortofon has added a moving-coil pickup
to its line of models that plug directly
into standard four-pin headshell cou-
plings. The Concorde cartridges emplay
the variable-magnetic-shunt principle
and thus are fixed-coil pickups; the MC-
200 looks similar (though it is not called
a Concorde), but is a moving-coil design
with its operating elements housed in the
removable “nose cone.” (Ortofon says
the stylus assembly is user-replaceable
but recommends obtaining the assist-

-

ance of a dealer.) The boron cantilever
holds a multiradial Fine Line diamond
tip. and the pickup tracks at 1.5 grams.
unusually low for a moving-coil model.
The samarium cobalt magnet structure
contributes to its miniaturization and
weight control. and Ortofon’s Wide
Range Damping is said to improve the
cantilever’s dynamic behavior. The U.S.
price of the Danish cartridge has not vet
been announced.

Circle 149 on Reader-Service Card

A Piano, Plus

While Korg says it has paid particular at-
tention to duplicating the attack and en-
velope characteristics of acoustic pi-
anos—including their pitch-dependent
decay rate—in designing the LP-10 elec-
tronic piano, the instrument also is ca-
pable of nonrealistic options. ELECTRIC
PIANO and CLAV voices can be mixed
with the ACOUSTIC PIANO sound or se-

lected alone: a three-position SUSTAIN
switch can produce organ effects: the
sound of a variable-speed CHORUS
ranges from doubling to honky-tonk pi-
ano. There also is a six-band equalizer
with 12 dB of cut or boost in each band
and a key transposer with a thirteen-
halftone range. The LP-10 costs $860.

Circle 146 on Reader-Service Card

Speakerlab
Updates

If it’s some time since you looked at the
line of loudspeaker systems—factory
constructed units, kits, plans, and com-

ponents—offered by Speakerlab of
Seattle. you're in for some surprises.
Many of the drivers incorporate the
company’s Polylam polymer treatment.
often in conjunction with polypropylene
cones: and there now are two leaf tweet-
ers, with aluminum “voice-coil” conduc-
tors printed on polymer membranes that
are mounted between samarium cobalt
magnets. The two systems pictured here
are the current designs from engineer
Mila Nestrovic. using his two-driver
woofer system. The larger S-50 costs
$1.300 per pair in kit form or $980 apicce
assembled: the S-40's prices were not
available at publication time. Other
models range down to the $69 (assem-
bled) Model SJ.

Circle 143 on Reader-Service Card
(Continued on page 14)
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SA-X. HIGH BIAS IS RICHER FOR IT.

The greatest honor a cassette can receive is to be held in higher esteem than the one now setting
the high bias standard. SA-X has already gone beyond SA in frequency response, sensitivity,

and resolution. It was intended to. With its ultra refined dual layer of Super Avilyn and the
Laboratory Standard Mechanism, nothing less was possible. TDK
believes sound reproduction should have no set barrier. No limit.
For us, high bias was a limit to be surpassed. SA-X has won three
international audio awards to date. It will no doubt win others.
But we take awards philosophically. They represent our continu-

ing effort to create the machine |
for your machine. In that, we @ I DK
could not be happier with SA-X. P e =

The Machine For Your Machine —




AUDIO High Fidelity News

Buy/Sell
by Mail

The New England
Electronics Exchange
publishes monthly
lists of components
offered for sale by in-
dividuals at below-
list prices—everything
from the proverbial sealed cartons with
factory warranty intact to well-used gear

that a quirk of progress or a change in
taste has rendered superiluous. A sub-
scription to the newsletter costs $6 per
year: if you use the service to sell your
excess equipment, NEEE will also take
10 per cent of the action—substantially
less, it points out, than you would have
to give up on a typical trade-in.

Circle 147 on Reader-Service Card

Home-Grown
Supervinyl

The Keysor Corporation. a major sup-

and when you swilchoverlothe 7705
you will smilc and say... {5 magic
becausc there isnothing like it
under the san!

Mission North Amerlca, 89 Galaxy Blvd, Rexdale, Ont., M9W 6A4 Canada
Misslon Electronics, George St., Huntimgdon, Zambs., PE 18 6BD En3gland

Circle 26 on Reader-Service Card

plier of vinyl resins for the manufacture
of LPs, says that its new KC-600 com-
pound will outperform any record mate-
rial in the world. The compound—which,
atypically. achieves its black color with-
out using carbon black—can replace pre-
mium imported materials costing 50 to
100 per cent more, according to Keysor.
The manufacturer claims both superior
sound and improved stamper longevity
among the virtues of the KC-600 com-
pound, which—it is said—can help bring
down the price of pressing superdiscs.

|

\ tmj PRO-49
—

Wireless Hookup

Nady Systems has a low-cost wireless
transmitter/receiver system, the PRO-
49, for use with electric guitars or other
electronic instruments that normally re-
quire umbilical hookups to amps or mix-
ers. The transmitter weighs only 2%
ounces and can be operated up to 250
feet from the receiver, according to
Nady. The system is rated for over 10
hours of operation on a 9-volt alkaline
battery. The PRO-49 costs $400 with the
GT-49 guitar transmitter; it also is avail-
able as a wireless microphone. with the
LT-49 transmitter (which has a built-in
ECM-1025 lavalier mike).

Circle 145 on Reader-Service Card

Two-In-One
from Ace

Ace Audio’s Model 4100-X24 Super at-
tacks two audio hobgoblins—power-rob-
bing infrasonics and distortion-inducing
ultrasonics. This add-on filter employs
rolloff slopes of 24 dB per octave below
20 Hz and 12 dB per octave above 20
kHz and is designed to be inserted be-
tween preamplifier and power amp, or in
the pre-out/main-in jacks on receivers.
The unit is said to incorporate precision
internal components and costs $142.

Circle 148 on Reader-Service Card
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 INTRODUCINGLORAN,
THE MOST ADVANCED AND REVOLUTIONARY
AUDIO CASSETTE IN THE WORLD.

Neithe~ the heat of the des=nt, 1or the cold of Alaska, ror the over temperature cf  closed car
in the sun, no- falling on the floor can stop Loran from delivering incredib y clear, accurare and
beautiful sound.

The Leran cassette has the orlly shell in the world mace of Lexan * resin, the incredibly tough
space age material used for bullet proof vests and bank teller windows. Linlike other casseites it
can stand upto extremes of heatend cold. It will not warp at 250 Fahrenheit a1 shatter at 60° below
zero. That means you can‘leave Loyan on an exposed dashboard all day long &nd still have trouble
free performance.

Another unique Loran featureis the Safety Tab ™ (patent pending). A ¥ turn of the Safety
Tab™ makes it virtually impossible to eras2 a recording. However, unlike all off-er cassettes, you can
restore its erase and record capabiity by samply turning the Safety Tab'™™ back to its original position.

Loran's unique tape formtIgtions oter performance that matches the edvanced technology, of
the Loran shell and tape guide systems.

Our Chrome equivalent hizh kias tape is coated with separate layers of twe differert oxides. it
offers extremely low residual noise levels ¢ - 56 dB, A weigh:ed, relative 0-VU " and an MIOL of + 6
dB relative 07 0 VU for 3 percent slistortion: This tape provides magnificent low-end resporse, in
addition to the high-end respons= 1crmalty found in other Chrome equivalent formulations.

Loran's Metal, Ferric Oxice and Ferrichrome tapes also deliver improved and outstanding
performance associated with thes= formu ations.

Loran...the most advanced audio cassette in the wotld. Destined to become a leacer.

Share the excitement. Listen to Loran.

LORAN

Tha Great Americar Sound

Loran™ is manufactured exclusively by Lorenger Entertainment.  Lexan* is a regislered tradenarx of ihe General Electric Company.

Loran™ Audio Cassettes have bzen selected by the Consumer Electronic Show Design and
Engineering Exhibition as * one of th2 most innovative consumer zlectrcnics products of 1981.”




*roducing Pioneer Syscom: A totally new kind of
igh fidelity component system.

If you're in the market for true high fidelity sound,
pre-matched system is a good way to get it. Because
offers the sound quality of separate components and
ves you the trouble of having to buy them piece
y piece.

But not every pre-matched system is a good one

to buy. Many are made by companies known for only
one thing. Like speakers. Or tumtables.

Syscom, on the other hand, is the high fidz=lity .
svs:em built by the people who are famous for every
thing taat goes into one. Pioneer. In fact,today Pioneer
iz the I=zading maker of virtually every kind of nigh
fidelity component. _

What's more, Syscom's components aren't merely

For the name of the Pioneer Syscom deéler nea-=st you, call 800-447-2882 (In ltinois 800-322-4400). Digital timer.
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matched.They're built for each other by Pioneer audio
engineers. This maximizes the system'’s perfformance
and results in sound quality often not even found in
systems costing twice as much.
There's a wide variety of Pioneer Syscom groups
available in vertical and horizontal arrangements.One
of them is perfectly suited to the way you live.

So why would you even consider buying a high

) TO BUILDONE. =

E PEOPLE

De=alin - agmpuues

fidelity system from a manufacturer who knows how
to build some of the components, now that you can
buy one from the people who've perfected them all.
Pioneer.

A PIONEER

We bring it back alive.

lqualizer, headphone, microphone optional.© 1981 (1.S. Pioneer Electronics Corp.. 85 Oxford Drive. Moonachie, N.J. 07074,
Circle 33 on Reader-Service Card
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CrossTalk

Practical answers to your audio questions by Michael Riggs

Foiled Reception

When we built our cabin in the woods, we
experimented with builder’s paper, which
is coated on one or both sides with alumi-
num foil, and we put glass-fiber insulation
with an aluminum vapor barrier below the
floor. In effect, our house is an aluminum
box as fur as radio reception is concerned.
After experiencing numerous difficulties-
and even allowing for our “boonies’ loca-
tion, far from the stations we enjoy—1'm
beginning to wonder whether all that
aluminum is acting as a supernondirec-
tional antenna. The tip-off is that when we
open and close doors. which we built our-
selves and which (naturally) include foil,
the static is horrendous. Have I analyzed
theprob/em correctly? If so. what's the so-
lution?>—R. W. Pugh, Wolf Creck. Ore.

First. let readers other than Mr. Pugh
rest assured that if this letter is a put-on,
it fooled all of us at HF. and that similar
effects can occur with aluminum siding.
So the problem is real. and Mr. Pugh’s
analysis is essentially correct (though the
foil must be acting more like an RF
screen than an antenna). however out-
landish it may seem to urbanites.

The first line of attack 1s an outdoor
antenna on as high a mast as is practical.
High gain is desirable: in commercial
FM antennas. this implies narrow direc-
tivity and. therefore. a rotator (unless all
your preferred stations are in the same
direction), If vou're not electrified. you
could rig the mast so that it could be ro-
tated by hand. And untess the mast 1s tall
enough to hoist the antenna well above
your “aluminum box.” it should be
placed on the side of the cabin that’s
toward the stations you are most eager to
receive well.

Beat the Band

I am confused about the difference be-
1ween the rated power bandwidth of an
amplifier and its frequency response.
Could vou please explain? Is there any au-
dible loss in an amplifier rated at 40 Hz 1o
20 kH:z instead of the presumably more
acceptable 20 Hz 10 20 k Hz?—John Pol-
ter. Oakdale, N. Y.

Frequency response is normally meas-
ured at the 0-dBW (1-watt) output level,
and power bandwidth at full rated out-

put. By FTC fiat, power bandwidth is the
frequency range over which the rated
power can be maintained without ex-
ceeding the rated distortion. In contrast.
the old IHF standard required only that
rated power be maintained within 3dB. a
more realistic figure for music reproduc-
tion, where power requirements are not
as severe toward the frequency extremes
as they are at midband.

The answer to your second question
depends. in part. on which of the three
ratings—trequency response. FTC power
bandwidth, or IHF power bandwidth—
you're quoting. Let’s say. for example,
that an amplifier is flat within a fraction
of a dB from 10 Hz to 100 kHz. will put
out 16 dBW (40 watts) between 20 Hz
and 50 kHz. and is capable of producing
19 dBW (80 watts) between 40 Hz and 20
kHz without exceeding its THD spec.
Once upon a time. such an amplifier
would have been rated at 80 watts, with a
power bandwidth of 20 Hz to 50 kHz and
a frequency response of 10 Hz to 100
kHz. The frequency-response spec
would remain the same today. but the
manufacturer would either have to re-
duce the claimed power bandwidth
(making it 40 Hz to 20 kHz) or cut the
power rating to 40 watts and leave the
power bandwidth unchanged (at 20 Hz
to 50 kHz). Other options. though they're
beside the point here, would be to split
the difference (making the power band-
width. say. 30 Hz to 35 kHz). to raise the
distortion spec until the old power band-
width could be maintained, or to rede-
sign the amp for a better-looking FTC
rating. though no net audible gain would
necessarily result.

Itf. as it scems. you're quoting the
FTC rating, the key point is that no mu-
sic 1s ever likely to require as much
power below 40 Hz as it does above, and
no audible difference is to be expected
between an amp rated down to 40 Hz
and one rated to 20. On the other hand. if
you're quoting frequency response and
you like to listen to organ music through
a really wide-range speaker system. the
40-Hz spec would be downright unac-
ceptable.

Left, Right, Wrong
When I make cassettes from records. us-

ing a Nakamichi 350 deck and a B& O
1700 turntable, going through an old

Marantz 1060 amp. the right channel
plavs back dull and muted unless I press
the mono switch for that side. This doesn't
happen when I'm listening to the record
directlv—onlywhen it has been taped.
What’s wrong?—Don Peterson, Thermop-
olis, Wyo.

It sounds as though vour Nakamichi
needs servicing. The likeliest cause of
consistently muffled sound in one chan-
nel of an old deck such as yours is un-
even head wear. First clean the head
thoroughly. in case the problem is
merely unusually persistent dirt. Also
check the tape connections to the
Marantz. The mono button for the /left
channel—not the right. as you say—
should clear things up by putting the
good (left) signal into both speakers.
We've found that when head wear af-
fects one channel more than the other.
it’s most often the outer (left) one.

OH the Level

I recently upgraded from an Aiwa AD-
6300 cassette deck to an Aiwa AD-L40U.
Intaping on the L40, I find that I get a
VU reading 2 dB lower on plavback than
itwas during recording (3 dB lower in the
peak mode). When I play on the L40a
1ape I recorded on the 6300, the meter
shows the same level as it did during
recording. What gives?—Tom McCannon,
Pinsburgh, Pa.

You can go bananas trying to account for
discrepancies of a dB or two in consumer
cassette decks. The meters and controls
built into most models simply aren’t ac-
curate enough to justify being ultra-
persnickety with them. And since you
make no complaint about the sound, it
appears that nothing is seriously amiss
here. 1. in spite of this. you want to pur-
sue the matter further. check the tape
vou're using against the manual’s tape
lists. The L40 may be preadjusted for a
tape that’s 2 or 3 dB more sensitive than
the 6300's “standard™ formulation; if
you use the latter in both decks. you
should have the experience you describe
even if all metering and controls are ex-
ceptionally accurate.

We regret that, due to the volume of reader mail
we gel. we cannol give individual answers to
all questions.
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IMMORTAL MUSIC SHOULDN'T
BE KEPT ON MORTAL TAPE.

Good music never dies. Unfortunately, a lot of cassette tapes do.

At Maxell, we've designed our cassettes to be as enduring as your
music. Unlike ordinary cassettes, they’re made with special anti-
jamming ribs that help prevent tape from sticking, stretching and
tearing.

And our cassette shells are built to standards that are as much as
60% higher than the industry calls for.

So if youd like to preserve your old favorites |
for the years to come, keep them in a safe place.
On one of our cassettes.

)
Moxeli Corporotion of America, 60 Oxford Drive, Moonachie, N.J. 07274 °
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Basically Speaking

Audio concepts and terms explained by Michael Riggs

Sound and Sound
Reproduction

IF A TREE CRASHES In a forest with no one
there to hear it. does it make a sound?
This little conundrum, familiar to most.
goes to the heart of sound reproduction.
Although apparently unanswerable or
subject to endless dispute. it actually has
two fully satisfactory solutions. each of
which depends on the interpretation of
the word *“sound.”

The more common answer says that
sound 1s what we hear: It is a form of
perception and. therefore, a mental
process. In that interpretation. sound
doesn’t exist if there's no one there to
hear it. The other alternative is the scien-
tific view. which says that sound is air in
motion—it's a physical event
that causes the sensation of
hearing. By this second defini-
tion. sound can exist whether
or not anvone actually hears it.

The purpose of sound re-
production. whether by a
simple radio or phonograph or
by an elaborate stereo system,
is to give vou a sensation simi-
lar to the one you might have
experienced had vou been
present where and when the
broadcast or recording origi-
nated. To do this. it is necessary
to re-create the physical cause
of that sensation. And to do that, 1t is
necessary to create a very precise pattern
of vibrations in the air.

These vibrations are called sound
waves. and their characteristics are simi-
lar in many ways to those of other kinds
of waves encountered in nature. Waves
in water are perhaps the most familiar
example. If you drop a pebble into a still
pond. ripples expand outward concentr-
ically from the point at which the stone
hits the water. If you look closely, vou
will see that these ripples form a regular
pattern of peaks and troughs perpen-
dicular to their direction of travel: they
are called transverse waves.

Sound waves differ from transverse
waves in one important respect: Their
peaks and troughs are in line with the di-
rection of travel. They are therefore
called longitudinal waves. As with waves
in water, however. sound waves are
formed by the displacement of some vol-
ume of matter—in this case. by the alter-

nate compression and rarefaction of the
air in the vicinity of the sound source,
like the pleats of a bellows as it is
squeezed closed and pulled open again.
With a verv sensitive barometer, you
could translate sound waves directly into
local air-pressure readings. In effect, this
is essentially what the ear does.

From the ear’s “readings.” the brain
extracts two vital pieces of information
about the sound: its loudness and its
pitch. A sound’s loudness is determined
by the amplitude of the changes in air
pressure (analogous to the height of a
wave in water). The larger the variation
in pressure. the louder the sound.

This correspondence is not a simple
arithmetical one. however. Doubling the
physical amplitude of a sound wave does
not double its perceived loudness: the
wave's actual amplitude would have to
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increase by a factor of ten to produce a
sound that's roughly twice the level of
the original. and by a factor of one hun-
dred (ten times ten) to sound four times
as loud (two times two). This characteris-
tic of the human hearing mechanism,
however peculiar it may seem at first
glance, is its saving grace. Without it. we
would either not be able to hear soft
sounds at all. or loud sounds would be
unbearable. As it is, the ratio of the am-
plitude of the loudest sound we can hear
without pain to the softest sound we can
hear at all (i.e.. the dvnamic range of our
ears) is greater than a million to one on a
linear scale.

But as we've already noted. a linear
scale is next to useless for conveving any
sense of subjective loudness. For this
reason, a scale based on powers of ten
has been developed. This logarithmic
scale takes as its fundamental unit of
measure the smallest difference n level
that can be distinguished as a change in

loudness. It is called a decibel (dB). Ev-
ery 10-dB increase in the amplitude of an
acoustic wave is equivalent to a doubling
of subjective loudness. Hence, 20 dB is
twice as loud as 10 dB. 30 dB is twice as
loud as 20 dB (and four times as loud as
10 dB). But measured linearly, the wave
is ten times larger at 20 dB than at 10 dB.
and ten times larger at 30 dB than at 20
dB—so it 1s a hundred times (ten times
ten) larger at 30 dB than at 10 dB.

This scheme can also be used to ap-
proximate the increase in subjective
loudness as the amplitude of a sound
wave is progressively doubled. Each
such doubling results in a 3-dB increase
in loudness. This means that increasing
the amplitude by a factor of four (twice
two) will result in a 6-dB increase. that
increasing it by a factor of eight (twice
four) will yield 9 dB more loudness. a
factor of sixteen (twice eight)
12 dB more. and so on.

So much for loudness and
its measurement. What about
pitch? Perceptually. pitch is
how high or low a sound is: it’s
what distinguishes a squeak
from a rumble. And it. too. is
related to a certain physical
property of waves—namely. the
number of complete waves that
pass a fixed point in the line of
travel in a fixed period of time.
This is the frequency of the vi-
bration and is expressed in
Hertz (Hz). or—as it used to be
called—cycles per second (cps).

A single wave, or cycle. constitutes
the interval from the base level (e.g.. the
level of undisturbed water or atmos-
pheric pressure). through a peak and a
trough. and back to neutral. Because the
rate at which a wave travels is fixed by
the medium in which it moves—the
speed of sound in air at sea level is. for
example. about 750 miles per hour—the
only way to alter its frequency is to com-
press it or stretch it, so that there are
more or fewer cycles occupying the same
space. In short, for the frequency to
change. the length of the wave must
change. and the two are mathematically
related. This means that pitch can be
specified either in terms of frequency
(with higher pitches at higher fre-
quencies) or in terms of wavelength
(with higher pitches corresponding to
shorter wavelengths) and that if you
know one. you can always figure out the
other. HF
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Any loudspeaker system this flat
deserves a fair hearing.

UBL First with the pros.

FregLency response of the
L112, measured on-axis at

1 met=r with a 1-watt input
in a fr2e field (4) environ-
ment. Response in a room
will vary, depending upon
room 3coustics and system
placement. Actual graph
availasle upon reguest

If you like the flatness of our
L112 frequency response
curve (above), you'll be even
more impressed by the
smooth, natural,uncolored
sound that goes with it.

The L112 is a perfect example
of JBL's advanced engineer-
ing design philosophy at
work. Lasers, holography,
computers and the human
ear interfacing toward one
end: The flattest, most accu-
rate sound reproduction in
JBL bookshelf history. The
kind of pure, uncompromised
sound quality that's made
JBL the longstanding choice
of audio professionals
worldwide.

The overall performance
quality of the L112 bookshelf
system is the result of many
precision-engineered compo-
nents working together to
achieve sound so naturai
there's no sense of a speaker
at all—only the music.

Lower. Higher. Faster, too.
The L112's Symmetrical
Field Geometry (SFG) 12"

woofer contributes cleaner,
deeper, more powerful bass.
A laser-developed 1" dome
tweeter adds more high
frequency detail. And a naw
High Resolution Dividing

Network delivers superior
transient response.

Crafted in the U.S.A., the L112
is also a beautiful example of
JBL's longtime commitment
to fine craftsmanship and
unrelenting quality control.

Go see the audio specialists
at your nearest authorized
JBL dealer and listen to the
L112 bookshelf system for
yourself. For the name of the
dealer nearest you, write:
James B. Lansing Sound, Inc.,
8500 Balboa Boulevard,

P.O. Box 2200, Northridge,
CA 91329.

Comparison Analysis now
available. Recently, we con-
ducted a very enlightening
series of performance tests
comparing the L112 against
several competitive speakers.
For a copy of the documented
results, as well as reprints

of recently published L112
reviews, please write us,
attention: L112 Comparison
Analysis.

BBL/harman international
©1981 J1mes B Lsing Sound Inc
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In 27 years, most of the worlds hi-i
manufacturers have copied
our woofers,our tweeters, and just
about everything else in our speakers.

Except the sound.

We invented the acoustic suspension woofer, and they copied that. We invented the hemispheric
dome tweeter, and they copied that. What they can't copy is the sound whose bass Stereo Review
calls "deeper, flatter and cleaner than that of any other we have tested.” The sound High Fidelity says
“will satisfy the discriminating listener long after others have lost their charm.” See your local AR dealer
and hear for yourself. Stereo Review on the AR 9, July, 1978. High Fidelity on the AR 28s, July, 1981

Hear what you've been missing.

¢ TELEDYNE ACOUSTIC RESEARCH Write for information and authorized dealer locations. 10 American Drive, Norwood, MA 02062 USA, © 1981; A.C. Simmonds & Sons,
975 Dillingham Road, Pickering, Ontario, Canada L1W 382; W.C. Wedderspoon Pty. Ltd., P.O.Box 21, 3-5 Ford St., Greenacre 2190, New South Wales, Australia.
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The Autophile

What you should know about car stereo by Robert Angus

A Peek
at the
Future

IF THINGS WORK OUT the way I think
they will. two new developments shown
at the recent Summer Consumer Elec-
tronics Show foretell a profound im-
provement in the weakest area of car
stereo performance: FM stereo recep-
tion. Both the Carver Corporation and
NAD have developed circuitry that at-
tacks some problems of FM reception in
a moving car—among them multipath
distortion and  fluctuating  signal
strength. Though demonstrated in a
home tuner by Carver and a personal
portable receiver by NAD/Proton (see
Peter Dobbin’s overview of new audio
electronics in last month’s issue), I'll
wager that by this time next year these
proprietary circuits will start showing up
in car receivers.

Because patents are pending, the
developers are guarded in their descrip-
tions of what the circuits do and how
they do it. Basically, however, the Carver
approach uses an FM detector that re-
duces multipath-induced distortion to
below audibility (at least to my ears) as
well as a circuit that dramatically lowers
noise on weak stereo broadcasts without
resorting to bandwidth limiting or
blending of high frequencies. Though
NAD makes no claims of multipath can-
cellation, its tuner’s sensitivity is so high
that it actually exceeds what used to be
considered the theoretical limit—a trait it
shares with Carver’s design.

Though these innovative—and, as
yet. mysterious—tuners excited much in-
terest. a good deal of attention at the
Summer Consumer Electronics Show
was also paid to the Philips/Sony digital
Compact Disc, which was demonstrated
for the first time to the industry. Though
its primary incarnation will be in home
playback units (supplementing the
standard analog record with a fully digi-
tal one). Sony chairman Akio Morita
hints that in the not too distant future the
Compact Disc might find its way into au-
tomobiles.

Of course, it will be a while before

these supertuners and superdiscs come
to car stereos. but meanwhile here are
some selected goodies new this fall.

Jensen’s 6':-inch Triax speaker. Model
J-1279. is designed to fit in the small
rear-deck area of compact cars. The
three-way system, with grille-mounted
tweeter and midrange. requires less than
2 inches of mounting depth and can
therefore also be installed in most car
doors, says Jensen. Rated at a power-
handling capacity of 75 watts, the Triax
J-1279 costs $140 per pair.

£ i A e

With the growing availability of DBX-
encoded prerecorded cassettes and the
increasing popularity of DBX-equipped
cassette decks. it was only a matter of
time betfore DBX tackled the car market.
And. with the Model 22 Auto Decoder.
the extremely low noise and extended
dynamic range made possible by DBX
Type II noise reduction is finally avail-
able in car stereo systems. The Model 22
costs $150.

The CAR-240 from Marantz tackles the
problem of maintaining clean FM stereo
reception in a moving vehicle with a
multimode circuit called an interference
management system (IMS). Aimed at re-
ducing multipath-induced noise as well
as noise created by weak stereo signals,
the circuit moves progressively from
high blend to bandwidth limiting as sig-
nal conditions demand. Other features
of this stereo AM/FM cassette player in-
clude Dolby B noise reduction, auto-
matic reverse, and switchable 120/70-
microsecond playback EQ. for playing
chrome, chrome equivalent, ferri-

chrome, and metal tapes. In addition,
there’s a continuous-music system that
automatically activates the tuner section
whenever the tape transport is in a fast-
wind mode. The CAR-340 costs $330.

Sanyo tops its Plus Series of car decks
with the FT-590. This feature-packed
stereo AM/FM/cassette player combo
incorporates a frequency-synthesized
tuning section with ten station presets
(five AM and five FM). automatic sig-
nal-seeking scan tuning, automatic re-
verse. Dolby B noise reduction. and an
LCD frequency readout. A special de-
vice to prevent tape jamming is welcome
news to those of us who've lost tapes be-
cause we didn’t realize that there was
slack in a cassette before loading it:
When a tension sensor in the tape trans-
port detects slack. the direction is auto-
matically reversed to take up the play.
The FT-590. which also incorporates a
music-search system for finding desired
tape selections, costs $380.

Mitsubishi’s CZ-725 in-dash stereo AM/
FM/cassette deck measures only 6% by 2
by 4% inches and has line-level outputs
for connection to a power amplifier.
When it’s switched to AM, the tuning
dial glows amber: for FM. it's green.
Other features include fader and balance
controls for four speakers. separate bass
and treble controls, a DX/local switch,
Dolby B noise reduction. and an equal-
ization switch to accommodate metal.
chrome. chrome-equivalent. and ferri-
chrome tapes. as well as standard ferrics.
Price is $270.

The latest from Bose is the CRC tuner/
cassette player ($450) whose line-level
outputs are designed to drive the earlier
Model 1401 booster/equalizer/speaker
system, forming an all-Bose car stereo
system. The CRC’s cassette player fea-
tures switchable equalization (120 and
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IT DOESN'T COST
ANY MORE TO OWN
A BANG & OLUFSEN
CARITRIDGE.

One of the most prestigious names in
audio offers a remarkably affordable way to
improve your stereo system. Bang & Olufsen
MMC Cartridges.

Their audibly superior innovations will
now fit virtually all of today’s better tonearms.
What is MMC? It’s the patented
Moving Micro Cross® armature found in

all five Bang & Olufsen cartridges.

This MMC delivers exceptionally
accurate stereo separation, depth and
realistic stereo imaging which pinpoints
the placement of individual instruments.
One audition will convince you.

Our extremely low Effective Tip Mass
affords much longer record life and better
tracking even on “hopelessly” warped
records.

You'll find a solid, single-crystal
sapphire cantilever
on the remarkable
MMC-20CL.

Model MMC 20 CL
with Universal Adapter.

Why sapphire? Because it has very low
mass yet 1s 21% more rigid than beryllium
and 500% more rigid than aluminum
commonly used in other cartridges.

This rigidity virtually eliminates any
distortion-causing vibration within the canti-
lever. Every subtle movement of the stylus
tip is translated into transparent sound and
musical detail.

Hear for yourself why the critics respect
our MMC cartridges...and learn how for the
price of a fine cartridge you can own a Bang
& Olufsen.

For more information, write to:

Bang &Olufsen

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

“Moving Micro Cross is a registered trademark of Bang & Olufsen.
Circle 7 on Reader-Service Card

70 microseconds), Dolby noise reduc-
tion, automatic reverse. and a tape-direc-
tion indicator. Its tuner section offers
automatic scan tuning, presets for six
AM and six FM stations, and high-blend
circuitry to lower noise on weak FM
stereo broadcasts.

A complete Kenwood car system selected
from the top-of-the-line components in
that company’s group of seventeen new
auto-sound products would include the
KRC-1022 in-dash tuner/cassette deck
(3650). the KAC-901 power amp ($370),
rated at [00 watts into 4 ohms. and a pair

. 3

/

Pasee B

of KSC-701B three-way surface-mount
speaker systems ($230 per pair) with 4-
inch woofers. Features of the KRC-1022
include synthesized tuning with a digital
frequency display. twelve station pre-
sets. Dolby B noise reduction, metal tape
capability, a ceramic tape head. a loud-
ness control. and a high filter.

Leading off Sony’s new car amplifier in-
troductions is the XM-120. rated at 60
watts per side into 4 ohms. The amp in-
corporates a two-stage power supply that
is sald to maximize efficiency. keeping
battery drain low. A BASS DRIVE filter cir-
cuit allows use in subwoofer applica-
tions. and separate bass and treble
switches boost response 3 or 6 dB at 80
Hz and 12 kHz. The XM-120. dubbed
The Earthquake by Sony, costs $330.

For more information on the products mentioned in this
column, circle the appropriate number on the Reader-
Service Card

144 Bose 148 Mitsubishl
145 DBX 149 Sanyo
146 Jensen 150 Sony
147 Marantz
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THE ONLY THING MORE
REVOLUTIONARY THAN AKAIS NEW
GX-77 IS THE TAPE IT PLAYS

The new GX-77 is the
world's first open-reel
machine with a special setting \
for the new ultra-
higk-density “EE"
tapes

For the uninitiated, ' EE”
simply stands for extre eff
ciency. And the innovetors at
botr Maxwell and TDK zre commit-
ted to it.

Far some very sound reasons.
Numbers don't lie.

And what the numbers are saying is this. You
don't have to sacrifice performancefar economy.
Not with a GX-77 and “EE" tape. Bezause at an
efficient 3% ips, you'll still get the sams frequency
response, S/N ratio and dynamic range of con-
ventional tape played at 7% ips.

But see for yourself, below. The specs are
spectacular at any speed.

There’s sound engineering, too.

The GX-77 also features quick-reverse play-

back/record, 3 motors, 4 AKAI GX hzads ad

TAPE
SELECTOR

NORNMAL

N E V E R

o

H E AR D

an ogtional dustcover that's
_ the ulimate cover-up.
Plus a unigue, motorized
tape-lcading mechanism that
guarantees virtually perfect tape-
to-nead alignment. All at the iouch
of a button
— And all *or a relatively modest S775,
suggested rzatail price.
Or, if ycu orefer the benefits of “EE" tape
on a grander scale (including 104" reels),
consider the new AKAI GX-747
Better yet, audizion both at your AKAI dealer’s
soon. Or write: AKAI, PO. 3ox 6C10, Compton,
CA 90224
We'd hate to start the revolution without you.

- Dynamic “requency STAN
AKAI GX-77 with: Range Respons2 Ratio
EE Tape (3% ips) a5 e 25-25000 -z Bl ae
Conventional - &
Tape (7% IDS) =3 25'25000 Hz = -
EE Tape (7% ips) % [ 25-33000 Hz Wi otk
| T € 0 G O O D
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Sound Views

Opinion and comment on the changing audio scene by Robert Long

CX: Pride and
Prejudice |

THAT THE ENGINEERS AT CBS are proud
of their CX system for dynamic range ex-
pansion in LP recordings goes without
saying. | suppose it also goes without
saying that. just as pride leads to positive
prejudice, so sour grapes beget negative
prejudice—an unwillingness to recognize
virtue fully as intransigent as a doting
parent’s unwillingness to see fault. Ob-
jectivity is a rare commodity when inno-
vation is on the move.

The virtues are considerable here.
CX is the only proposed system I know
of that would stretch the dynamic range
of a conventional LP until it ranks with
that of digital recordings (give or take a
few dB) and do so without requiring
dealers to stock two versions: stretched
and unstretched. It could make totally
unnecessary the sort of dynamic manip-
ulaton (all forms of compression, from
manual “gain riding” to peak limiting)
that now disfigures virtually every mass-
market disc you can buy, whether you're
aware of the disfigurement or not. Ar-
guably. it also would make unnecessary
the much grosser compression that is a
way of life among broadcasters—though,
being a way of life, its abandonment
seems unlikely in the predictable future.

But since you may not have seen the
“High Fidelity News™ column in our
July issue. perhaps I should recap the op-
erating principle involved. The sound
still is compressed in making the CX disc
master, but according to a formula that
has been carefully arrived at to avoid the
more invidious manifestations of com-
pression or compansion. Thus the record
can be played on conventional equip-
ment and should sound no worse than
the run-of-the-mill contemporary prod-
uct. But because the com pression follows
a specific program. it is reversible if you
have the matching expander. That's how
the CX system can recover the dynamic
range of the original master tape, which
conventional discs can't do.

Nothing comes “free.” of course,
and there are some negative points to be
considered. Since the compression is
foreordained, there is less opportunity
for sonic sleight-of-hand. With manual

gain riding, for example. an expert can
get more compression with less audibil-
ity than any programmed circuit can be
expected to manage. Some engineers
(including Angel’s, unless my ears de-
ceive me) compress vocal tracks more
than the accompaniment to keep the text
and melodic line from being swamped.
Telling an engineer he can’t use these
special tricks, which have helped build
his career, is like telling a Tetrazzini that
the opera-house management doesn’t
like high notes. You can’t expect a de-
mure smile in return. (See page 94.)
Then there’s the predictability of
the results. Many of the studios I've been
through (at least among the ones doing
pop or advertising work) have rinky-tink
speakers sitting in a corner of the control
room so the producer or account execu-
tive can judge what the recording will
sound like “at home.” In theory. the
sound should be at least acceptable
heard on the inferior speakers and excel-
lent when the studio monitors are
switched back in. But meeting such dis-
parate goals often involves compro-
mises, and now CX will add two more
variables—with and without decoding—
and therefore require more listening,
time, tradeoffs, and money: It's not an
encouraging list for a conscientious and
budget-conscious producer.

And what about the mastering engi-
neer? The “body English™ that he’s been
applying—which. in the pop field, is
sometimes considered the secret ingredi-
ent that creates hits—will also have 1o be
evaluated two ways. In theory—and, [
suppose. in practice—he’s making up for
the expected losses that would otherwise
occur in the mastering and pressing
chain. and thus he’s preserving what the
producer created. If he no longer knows
just what the end product will sound like,
depending on whether the listener does
or doesn't own a decoder, how can he
continue to call the shots? Again, his ca-
reer could be at stake.

Further muddying the waters is
CBS itself. In a press release announcing
that RCA had signed a CX license, CBS
says: "CX encoded records can be
played on conventional stereo equip-
ment and will sound the same as stand-
ard records.” Now that’s just asking for

anargument. “Will sound the same?”
Not exactly, even in CBS’s own theory.
“Standard records?” What is standard? If
CBS goes back to its original tapes of
Boulez and the New York Philharmonic,
remixes them (without any compression)
for CX, encodes them, and remasters,
the results should not sound the same as
the “standard™ product now on the mar-
ket—much less like DG’s “standard”
with Karajan and the Berlin Philhar-
monic playing the same music.

But I'm theorizing on the basis of
what should happen with classical
recordings. What does happen on the
only CX masterings—all pop—I've been
able to listen to at my leisure so far is not
worth fussing about in terms of the argu-
ments we've been examining. Any ex-
pander—including the CX decoder—ex-
aggerates level differences; where there
are none to speak of it has nothing to ex-
aggerate. There simply isn’t enough dy-
namic range in this pop program mate-
rial to make the decoded playback
significantly different from the unde-
coded playback most of the time.

The lead-in grooves and the spi-
rals between numbers are another story,
of course. Without decoding, they con-
tain the usual collection of noises, almost’
all of which disappear when the decoder
is switched in. That demonstrates what’s
at stake: a really dramatic improvement
in dynamic range for recordings pro-
duced to make use of it—which the pop
pressings are not.

But there’s a much bigger message
here: Give CX a chance! Everybody
seems 1o be choosing up sides like kids at
a pickup baseball game. That's what
happened with quadriphonics, which
eventually became a dirty word in the
audio industry because everybody got
kicked in the shins in the subsequent in-
fighting between systems. Not that CX is
another quad: With companies respon-
sible for an estimated half of the coun-
try’s annual new recordings already
signed up for CX, there’s already more of
a consensus than there ever was on any
quad system. But let’s not lose our heads
in either direction. We've got to do a lot
more listening: you. producers, engi-
neers, musicians, journalists and critics—
everybody. Only then will a consensus
on CX, if it emerges, mean anything. HF
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Why listen to the first names in music,
on anything less than the first name in high fidelity.

Fisher DD450.

3 heads for optimum recording.
Direct drive for long term
reliability.

Dual Process Dolby* for
simultaneous Dolby recording
and monitoring.

Solenoid controls for ultimate
convenience.

When you record with the Fisher DD450
something startling happens.

You can't tell the onginal fron the copy.

But when you consider all the technology
we've built into it, it’s really not surprising.

For example, sendust alloy heads guaran-
tee the widest possible frequency response, and
the optimum repreduction on any kind of tape.
And since there are three heads rather than
two, you can hear exactly what you've recorded
while you're recording it.

But there’s one thing you won't hear —
background noise. Thanks to Dolby it’s almost

EFISHER

fomdis - Hinared v SFISHER STEREO CASSETTE DECK. DD- 40

|i

t
2
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completely eliminated. And because it's Dual
Process Dolby, you can recerd and monitor in
Dolby simultaneously.

The motor, too, has its advantages. It’s
direct drive —a high torque 18 pole, brushless,
coreless, DC flywheel motor. And because it’s
direc:ly connected to the tape transport capstan,
wow and flutter are almost non-existent.

And so is the effort needed to change trans-
port modes. Since the DD450 features a full
logic electronic solenoid transport system, a
gentle touch is all it takes.

Of course we didn’t stop there. There’s also
4 position tape EQ with metal compatibility and
fine bias adjustment; so you can get the finest pos-
sible reproduction from any possible type oftape.

In addition, there’s a memory auto repeat
system, playback pitch control, even fluores-
cent VU meters with peak hold indicators.

In essence, everything you've been looking
for in a cassette deck you'll find right here in
the DD450.

But what else would you expect from the
people who invented high fidelity

WETAL

\;.
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er; FISHER The first name in high fidelity.

Dolby is a registered trademark of Dalbby Laboratories, Inc.

F:sher Corporation 1981




he world’s

BASF Chrome.
quietest tape

is like notape at all.

Today. only one high bias
tape is able to combine out-
standing sensitivity in the
critical high frequency
range with the lowest back-
ground noise of any oxide
tape inthe world.

Thattape is BASF's
Protessional IL.

Protessional [l is like no
other tape because it's
made like no other tape.
While ordinary high bias
tapes are made from modi-

tied particles of terric oxide.
Protessional Il is made ot
pure chromium dioxide.
These pertectly shaped and
uniformly sized particles
provide a magnetic me-
dium that not only delivers
an absolute minimum of
background noise, but out-
standing high frequencies
aswell.

Like all BASF tapes, Pro-
tessional Il comes encased
in the new ultra-precision
cassette shell for perfect
alignment, smooth, even

movement and consistent
high fidelity reproduction.

WitZ Professional 1, you'll
hear ¢ll of the music and
none dfthe tape. And isn't
that what you wantin
a:ape?

- Pk
i — I

— Nouse{ds)

HHz)
The diftesengce in nolse level between
Pl Il a.d ordinary high bias tape is
greatest where the human ear is most
sersflive 2 6 kHz)

All BASF tape

CFA TP I casse-tes
e CcOMme with a

lifetime guarantee. Should
any BASF cassette ever
tail—except for abuse or
mishandling —simgly
return itto BASF for a free
replacement.

Mobile Fidelity Sound Lab.

BASF Protessional Il is so superior it was
chosen by Mobile Fidelily Scund Labtor
their Ongina! Master Recorcing © High
Fideiity Cassettes These state of-the-art
prerecorded casseltes are duaplicated ir
realtime (1 1) trom the original recording
studio master tapes ot some of the most
promineni recording artists of our ime

For the best recordings you'll ever make.

BASF Systems. Crosby Dnive. Bedtord. Massachusetts 01730
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New Equipment Reports

Preparation supervised by Robert Long, Peter Dobbin, Michael Riggs. and Edward |. Foster.
Laboratory data {unless otherwise noted! supplied by Diversified Science Laboratories.

Snell’s
Better Idea

Snell Type 1 floor 9 peak y , in wood
binet with finish. Di i 18% by

32% inches (front), 8% inches deep at top; 16"z inches

deep atbase, plus 13"z inches at base for convergence

batfle. Price: $1,195 per pair. Warranty: “limited," five

years parts and labor. M facturer: Snell A

Inc., 10 Prince Place, Newburyport, Mass. 01950.

ROOM RESPONSE CHARACTERISTICS

DB
+5 TN
o Fore™ o
7 == S,
- N
-5 A"
10 ‘-
Type !
Hz 20 50 100 200 500 K XK 5K 10K 20K
on-axis response
----- off-axis (30°) response
SENSITIVITY (at 1 meter; 2.8-volt pink noise,
250 Hz to 6 kHz) 87%dB SPL

PULSED OUTPUT (at 1 meter; 300 Hz)
115% dB SPL from 56%: volts peak

APPROX. MIDRANGE CONTROL RANGE (re "flat"’)
+1& +2dB, 300 Hz to 1.2 kHz

< Circle 6 on Reader-Service Card

SINCE THE EARLY SEVENTIES. designers
have become increasingly aware of how
room interactions affect the sound you
hear from a loudspeaker. And many—in-
cluding Peter Snell in his top speaker,
the Type A—have followed Roy Alli-
son’s pioneering lead in taking steps to
minimize the upper-bass response dip
that can occur when reflections from
room boundaries arrive at the listener’s
ear out of phase with the direct sound
from the woofer. Removing this cancel-
lation effect—the so-called Allison
notch—eliminates the single most severe
rcom-induced coloration.

It is not the only one, however, and
what distinguishes Snell’s new Type |
speaker is how it tackles what is perhaps
the most significant remaining inter-
action problem—the middle- and high-
frequency response ripples caused by in-
terference between the direct sound
from the speaker and its reflections off

the floor. Because the paths of the reflec-
tions are normally much longer than the
path of the direct sound, the reflected
sound takes longer to reach the listener’s
ear. If the delayed sound arrives in phase
with the direct sound at a particular fre-
quency. response at that frequency will
be reinforced: if it arrives out of phase,
the net output will be attenuated. The re-
sult is a series of peaks and dips in the
frequency response. The pattern and
severity of these irregularities vary ac-
cording to the height of the tweeter
above the floor. the absorption charac-
teristics of the flooring material, and so
forth, but they are always present with a
conventional loudspeaker.

Snell gets around this apparently in-
tractable difficulty by putting both of the
Tvpe I's drivers—woofer and tweeter—as
close to the floor as possible, thereby
making the paths of the direct and re-
flected sound nearly identical. The re-
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This close-up of the Tvpe I's drivers shows
how the convergence baffle (the ramp
coming up from the floor fn}[ronl of the
speaker) covers the bottom half of the
tweeter. Because the ramp’s hard surface
is a sound reflector, its acoustic effect is
analogous to that of a mirror. If an (Zm'-

cal mirror were placed here (that is, hori-
zontally bisecting the tweeter), it would re-
flect the top half of the vweeter so that the
reflected image would appear where the
bottom half actually is. Despite the reflec-
tion. therefore, vou still would see only one
tweeter. Move the mirror to the floor plane,
however, and vou'll see two tweeters—the
real one and its reflection—with their
acoustic potential for mutual interference.
Felt attached to the underside of the con-
vergence baffle absorbs the output from
the bottom half of the tweeter.
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maining gap is closed by the addition of
a “convergence baffle”—a short ramp,
hinged to the front of the speaker, that
effectively extends the floor up to the
drivers (covering, in fact. half of the 1-
inch dome tweeter). Snell says the slope
of the baffle is calculated to make the
paths of the direct and reflected sound
converge (hence the name), so that they
remain perfectly in phase over the entire
frequency range for smooth, ripple-free
response.

The Type I’s other particulars are
more conventional. A metal strip in front
of the tweeter affords some protection
and acts as a diffuser. to improve high-
frequency distribution. At 2 kHz. the
tweeter crosses over to a 10-inch reflex-
loaded woofer. The port is mounted
about halfway up the enclosure’s slop-
ing front baffle. which tilts backward to
optimize the convergence baffle’s inter-
action with the drivers and to minimize
standing waves within the box. The front
baffle is completely covered by a remov-
able foam grille, stiffened by fiberboard
backing over all but those areas in front
of the port or a driver. The speakers are
sold in mirror-image pairs.

A recess at the rear of the enclosure
holds sturdy five-way binding posts for
amplifier connections. separate fuses for
the woofer and tweeter, a large variable
resistor intended mainly for factory
tweaking of the tweeter level, and a
three-position midrange contour switch.
The last makes possible subtle response
touch-ups that compensate for the ab-
sorption characteristics of different floor
coverings.

Diversified Science Laboratories’
impedance measurements show a very
flat curve. Aside from the bass resonance
(where the impedance measures 22.5
ohms), it generally lies between 6 and 16
ohms with the contour switch at its nor-
mal position. Setting the contour for
maximum boost lowers some values
slightly. Based on these data and the
speaker’s moderately high sensitivity. we
would expect most amps to have no dif-
ficulty driving a single pair, though some
might balk at taking on two sets in paral-
lel. In DSL’s pulsed-power test. the Snell
accepted the amp’s full output without
distress: in the 300-Hz continuous-power
test, the woofer fuse performed its in-
tended function (perhaps a bit over-
zealously) by blowing at a little over 10
volts (the equivalent of 12%4 watts or
more into 8 ohms, depending on how
fast DSL raised the test level)—well be-
fore the speaker had a chance to get into
trouble.

Distortion measurements are
equally encouraging. becoming signifi-
cant only at the very high level of 100 dB
SPL, where total harmonic distortion
reaches 5% at 250 Hz. 4%4% at 6.3 kHz,
and 3%% at 10 kHz. But these are

isolated instances: Over most of the fre-
quency range above 100 Hz, THD re-
mains less than 1%. Naturally, perform-
ance improves at lower volumes. At
sound pressure levels of 90 dB or less.
total harmonic distortion averages less
than 4% from 100 Hz to 10 kHz.

Most heartening of all is the
speaker’s exceptionally smooth on-axis
frequency response., which remains
within a +2'-dB range from 40 Hz to 20
kHz. Response is still good off axis, but
the increasing directivity of the woofer
as it approaches its relatively high cross-
over point creates a dip around 2 kHz,
while the directivity of the tweeter above
10 kHz rolls off the top octave.

All speakers perform differently,
depending on, in part. where they are
placed with respect to room bound-
aries—wall, floors, and ceiling. Max-
imum bass output occurs when a speaker
is placed in a corner; minimum low fre-
quency output when it is put in the
middle of a room, off the floor and away
from the walls. DSL tested the Type 1
well away from side walls with its back
against the rear wall. After some experi-
mentation, we arrived at a similar posi-
tion as the optimum in our listening
room, with the speakers toed-in slightly,
to put the listener at the sweet spot—on
axis to both.

* So positioned. the Snells sound very
smooth, clean, and neutral, with deep.
taut bass and sparkling highs. Some
members of our listening panel did note
a touch of thinness or brightness on some
material. but this was virtually the only
complaint. Although the reproduction is
at its best on axis, the sound holds up
very well off axis as well. Imaging is
quite good: not as wide open as with
some speakers, but with precise, stable
placement of instruments and voices and
a respectable sense of ambience and
depth.

We experimented some with the
midrange contour switch, whose sonic
effect turns out to be fairly subtle. This
impression is confirmed by DSL’s meas-
urements. We hear this in our listening
room as a slight addition of body or
warmth and find ourselves favoring the
INCREASE-1 position for most material.
Of course, the choice of setting depends
heavily on room acoustics and personal
taste.

The Snell Type 1 is a cunning im-
plementation of a fascinating idea—and
it’s a good speaker, to boot. Indeed, were
it less good, we might be inclined to look
askance at the price, which is not small.
What it reflects, however, is unusual at-
tention to detail in both design and con-
struction. If what you’re seeking is top-
notch sound in a handsome, well crafted,
quirk-free package, the Snell Type 1 de-
serves a place on your auditioning list.
Circle 133 on Reader-Service Card

Circle 4 on Reader-Service Card >
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e Onkyo TA-2050 is the most exciting stereo cas-
sette tape deck in its price range. Nothing else provides
the brilliant purity of its sound, or gives you so much
control over the quality of your recording and playback.
The Onkyo TA-2050 provides all the features
you’d want in a precision tape deck . . . and more.
Onkyo’s exclusive Accu-Bias system lets you “fine
tune” your recording bias to customize sound. Peak
reading meters (with decay) let you set more precise
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recording levels. Fade out/fade in controls, record/
mute controls, and soft-touch switches with IC-logic
. let you edit more professionally. Memcry-stop/

memory-play . . . remote control and timer/mode
capability . . . 2-motor direct drive precision . . . and
full metal tape compatibility . . . are just a tew of the
other important features the TA-2050 offers.

The Onkyo TA-2050 is a tape deck you can grow
with. Hear it now at your Onkyo dealer.

Onkyo USA Corporation, 42-07 20th Ave., Long Island City, N.Y. 11105. (212) 728-4639. ONKYO®




An Avid
Competitor

Avid 232 loudspeak Y , in wood cabinet with vinyl
finish. Di 15 by 25 inches (front), 10 inch
deep. Price: $275. Warranty: “full,” flve years parts and
labor. Manufacturer: Avid Corp., 10 Tripps Lane, East
Providence, R.l. 02914.

ROOM RESPONSE CHARACTERISTICS
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HZ20 50 100 200 500 1K 2K 5K
on-axis response

————— off-axis (30°) response

SENSITIVITY (at 1 meter; 2.8-volt pink noise,
250 Hz to 6 kHz) 91dBSPL

PULSED OUTPUT (at 1 meter; 300 Hz)
114 dB SPL from 49 volts peak

APPROX. TWEETER CONTROL RANGE (re “flat”)
+1%,-2"% dB above 6.5 kHz

APPROX. MIDRANGE CONTROL RANGE (re “flat")
+2,-1dB, 1to4kHz

OCTOBER 1981

OUR LAST REPORT on an Avid product
(March 1979) dealt with a first gener-
ation representative of the company’s
Minimum Diffraction Loudspeakers.
The Model 232 is a member of the sec-
ond generation. which incorporates new
drivers and a new constant-impedance
crossover network while retaining the
Optimum Dispersion Couplers that are
the family's hallmark. Each midrange
driver and tweeter has its own coupler,
which flares out smoothly from the base
of the driver. The speaker’s solid grille
panel has cutouts that fit snugly around
the couplers so that their front faces are
flush with that of the panel. In addition,
the edges and corners of the grille panel
are rounded. so that the sound radiating
from the drivers encounters no abrupt
discontinuities along its path. This de-
sign is said to reduce diffraction (i.e.. de-
flection of sound waves as they pass a
sharp boundary) and thereby to improve
frequency response and imaging.
Removing the brown cloth-covered
grille panel reveals the 232’s three driv-
ers—a 10-inch acoustic suspension
woofer, a 2-inch dome midrange driver,
and a l-inch dome tweeter—arranged in
a vertical line. To the left of the mid- and
high-frequency drivers is a panel that
holds a protective fuse and three-posi-
tion switched level controls for the mid-
range and tweeter. A pair of calor-coded
spring clips for amplifier connections is
inset into the speaker’s back panel.
Diversified Science Laboratories’
measurements confirm Avid’s claim that
impedance is essentially constant over
the audible band. Except for the usual
rise at the woofer resonance (in this case.
to 17.5 ohms at 45 Hz), the 232’s imped-
ance curve stays between 4.8 and 7.1
ohms from 20 Hz to 20 kHz regardless of
the settings of the driver level controls.
With the controls centered in their nomi-
nally flat positions, the lowest imped-
ance is 5.4 ohms at approximately 120
Hz. Consequently. a single pair of 232s
should prove an easy load for any ampli-
fier. With few exceptions, however, we
would recommend against running two
pairs in parallel from the same amp.
The Avid’s sensitivity is high, as is
its power-handling capacity. It accepted
the maximum input in DSL’s 300-Hz
continuous-power test and in the pulsed-
power test it handled peak inputs of 49
volts (equivalent to 24% dBW, or 300
watts, into 8 ohms) without stress, pro-
ducing an output of 114% dB SPL.

Total harmonic distortion is'unusu-
ally low at moderate levels (85 dB SPL).
never rising above 1% from 40 Hz to 10
kHz and staying below 2% over most of
that range. As the output level goes up.
so does the distortion. butat 90 dB SPL it
still averages less than 1%. and at the
very loud level of 100 dB SPL it hangs
mainly in the 2-3% range.

After some experimentation, DSL
elected to make its frequency-response
measurements with the speaker raised
ten inches off the floor and backed up
against a wall. The resulting curves are
remarkably smooth. especially at high
frequencies. The on-axis response is
+2% dB from 50 Hz to 17 kHz. Indeed.
the only deviations from virtually ruler-
flat response are the usual rolloffs at the
extremes of the audible spectrum (where
there 1s rarely any significant amount of
musical energy). a slight bulge centered
about 1.2 kHz, and amild dip below 500
Hz. Another very good sign is the close-
ness with which the off-axis curve tracks
the on-axis one up to about 10 kHz.
Above that point the tweeter becomes
increasingly directional.

Qur experience in the listening
room confirms what DSL’s measure-
ments imply—that the 232 is a very fine
loudspeaker. With the speakers on
stanas with their backs agatnst the rear
wall and well away from side walls, the
overriding impression is one of clarity
and neutrality. Imaging is spacious, yet
precise. Transients are faithfully repro-
duced, while vocal and instrumental tex-
tures come through distinctly and with-
out harshness. Some listeners did hear a
slight lack of heft in the mid and upper
bass. We were not able to eliminate this
by repositioning the speakers, but it can
be corrected by adjusting the midrange
and tweeter level controls (which have a
very gentle effect on the response) to
thetr minimum positions. In a very dead
room or one with strong low-end reso-
nances, other settings might be better.

We don’t know how much of what
we like in the 232 results from special de-
sign features, such as the Optimum Dis-
persion Couplers, and how much is just
the product of solid basic engineering. It
doesn’t really matter. A good speakerisa
good speaker: how it got that way isn’t
important to the buyer. In our experi-
ence, the 232 is Avid’s best speaker yet—
one that we can unhesitatingly commend
to quality-conscious listeners.

Circle 136 on Reader-Service Cara

Report Policy: Equipment reports are based on labora-
tory measurements and controlled listening tests. Unless
otherwise noted, test data and measurements are ob-
tained by Diversified Science Laboratories. The choice of
equipment to be tested rests with the editors of HIGH
FIDELITY. Samples normally are supplied on loan from the
manufacturer. Manufacturers are not permitted to read

reports in advance of publication, and no report or por-
tion thereof may be reproduced for any purpose or inany
form without written permission of the publisher. Ali re-
ports should be construed as applying to the specific
samples tested. HiGH FIDELITY and Diversified Science
Laboratories assume no responsibility for product per-
formanee or quality.
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Jensen’s
Best-Value
Loudspeaker

y 500 toudspeaker system In wood cablnet
with vinyl finish. DI i 15% by 29 inches (front),
11% inches deep. Price: $290. Warranty: “fuli,” five years
parts and labor. Manufacturer: Jensen Sound Labora-
tories, 4136 North United Parkway, Schiiler Park, lll.
60176.

ROOM RESPONSE CHARACTERISTICS
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HZ20 50 100 200 500 1K 2K 5K 10K 20K
on-axis response
----- off-axis {30°) response
SENSITIVITY (at 1 meter; 2.8-volt pink noise,
250 Hz to 6 kHz) 90% dB SPL

PULSED OUTPUT (at 1 meter; 300 Hz)
114 dB SPL from 63 volts peak

APPROX. TWEETER ADJUSTMENT RANGE (re “flat")
+0,-3dB above 2 kHz

APPROX. MIDRANGE ADJUSTMENT RANGE (re “flat")
+0,-12dB max. (at 1.1 kHz), 150 Hz to 3 kHz
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A LOGICAL CONTINUATION of the thrust
begun in the top-of-the-line System B,
Jensen’s System 500 heads a lineup of
four new medium-sized, floor-standing
loudspeakers—the smallest of which
could conceivably be called a bookshelf
design. Like several other companies,
Jensen has turned to computer analysis
techniques in the design of its loud-
speakers—a move that probably contrib-
uted much to the overall quality of the
System 500.

Like the System B (HF test report,
January 1980), this smaller fellow is a
multidriver design with a 2-inch rear-fir-
ing tweeter for improved high-frequency
distribution. The particulars, however.
clearly differentiate it from its progeni-
tor. An acoustic suspension design, the
System 500 has three vertically
aligned baffle-mounteddrivers: a 12-inch
woofer, 5-inch midrange. and l-inch
dome tweeter. (The System B is a four-
way ported design.) Rear-wave inter-
action within the enclosure is said to be
minimized by the use of separately
damped chambers for the midrange
driver and tweeter. Mounted on the up-
per right corner of the baffle are contin-
uously variable controls for midrange
and treble; spring-loaded input connec-
tors are located in a recess on the rear of
the enclosure.

Impedance curves from Diversified
Science Laboratories are fairly uniform
for a system of this complexity: From a
minimum of 7.5 ohms at 80 Hz, imped-
ance rises gradually through the mid-
range to a maximum of 21 ohms, dips
back to 8 ohms at 1.5 kHz, and then
reaches another maximum of 12.4 ohms
near 3 kHz. Considering the overall ele-
vation of the curve and the speaker’s rel-
atively high sensitivity, you needn’t
worry about overtaxing even an amp of
modest power with a pair of System
500s. They are no slouches, however, at
handling high power inputs. Although
they exceed distortion limits at an output
of 105% dB SPL in the continuous-tone
test, they accept the full output of DSL’s
amp in pulse tests: 63 volts peak. equiva-
lentto 27 dBW (500 watts) into 8 ohms.

Though Jensen advises that the Sys-
tem 500s should be placed one to two
feet out from the back wall in an average
listening room (thereby allowing breath-
ing space for the rear-firing tweeter
while maintaining proximity to the wall
for bass augmentation), DSL’s calibra-
tion procedure accommodates two room
placements—neither of which falls in
Jensen’s placement window. Because of
the rear-firing tweeter. DSL made its fre-
quency-response measurements with the
rear of the speaker three feet from the
wall (the other calibrated position is
flush against the wall, but that placement
would have killed the back tweeter’s out-
put). A glance at the resulting curve

Back view of
System 500,

showing rear-
firing tweeter.

shows the consequences: a bass rolloff,
starting at about 200 Hz, that likely
would have been less severe had the
speaker been closer to the wall. In fact,
comments from most auditioners during
our subjective evaluations of the System
500 focused first on the tightness and
quality of the midbass when the speaker
was placed correctly. The remainder of
the frequency response curves show no
marked anomalies. On-axis measure-
ments depict fairly smooth response
across the midrange. followed by a
broad. shallow trough in the treble. The
off-axis curve demonstrates the efficacy
of the rear-firing tweeter in maintaining
broad high-frequency distribution.
Across most of the treble region, on- and
off-axis curves are virtual doppel-
gangers, becoming more like fraternal
twins in the very-high-frequency range
above 10 kHz.

Total harmonic distortion, meas-
ured ata moderate 85-dB sound pressure
level. averages less than %% over most of
the test band, with second-order prod-
ucts predominating. At loud playing lev-
els (100 dB SPL) distortion rises to an av-
erage of about 1'4% over the same range.
with an occasional excursion to more
than 3%.

Finding the optimum position for
the System 500s in the listening room
was simple. Following Jensen's instruc-
tions, our first attempt placed the speak-
ers about 16 inches from the back wall
and resulted in the most pleasing overall
balance. Treble was quickly assessed as
being a shade too bright, however. and
we turned to the high-frequency control
to set things right. a task it accomplished
quite handily. The lab data. in fact. attest
to the usefulness of both the mid- and
high-frequency attenuators.

The System 500°s handling of a wide
variety of musical material won unani-
mous plaudits. Midbass is remarkably
uncolored. and deeper tones. though
lacking some dramatic authority on su-
perlow organ fundamentals, are tight
and well articulated. Moving up in regis-
ter, the reproduction of difficult percus-
sive sounds, such as plucked strings and
piano, demonstrates the speakers’ agil-
ity. while woodwinds and brass emerge

HIGH FIDELITY



The new 41Q.
It could become another
Dual classic.
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There 1salwavs a specialattitude
at Dual atoutthe tuzntable that
i1s to represent the most acvanced
thin<ing znd accomplishments of
Cuual’s designers an:t engineers.
The materials, the care n man-
ufacturing, assemb.y and quality
control must exemp ify al that
has made Duzl precision end reli-
ability so highly regzrded through-
out the wor d.
And in 2very measure cf per-
fermance. this model must set the
| standard by-which ozher fne turn-
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tables are judged. Even rore, it
must make a significant contribu-
tion to the art of record p.avback.

This vear, the quartz P_L
direct drive 741Q, with its Ultra
Low Mass (ULM) tonearm
system, expresses our attitude
perfectly.

If your other components and
vour record collection warrant
consideration of such a turntable,
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Thatsall you will nzed to share
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somneth ng a little shorrof aclassic,
you’ll be dleased to know that
Dual ULM turntables start at less
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For complete inform-ation,
write to United Audio, 120
Sa. Columbus Ave., Dept H,
M- Vernon, — =

NY10553. th
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with clarity and zest. With their rear-fir-
ing tweeters, the 500s produce a predict-
ably wide and surprisingly deep stereo
sound stage. Sound seems to emerge
around and in front of the speakers.
Our delight with the 500s is best
summed up by a staff member who com-
mented that he could easily live with a
pair without feeling that some as-yet-un-
heard butmore expensive speaker would

sound better—what we have come to call
the audiophile insecurity syndrome.
Having already characterized the earlier
System B as “the best speaker the com-
pany has ever made.” we are tempted to
dub its smaller sibling the best value ever
from Jensen. And considering that Jen-
sen has been making loudspeakers for
some fifty years, that’s praise. indeed.
Circle 132 on Reader-Service Card

A Command
Performance
from General
Sound

General Sound Micron lll three-piece loudspeaker sys-
tem (two satellite speakers and a tloor-standing bass
module), in wood enclosures. Dimensions: satellites, 7
by 10 inches (front), 7 inches deep; bass module, 20% by
19 inches (front), 17" inches deep. Price: $550. War-
ranty: “limited," five years parts and labor. Manutac-
turer: General Sound, 2001 West Cheryl Drive, Phoenix,
Ariz. 85021.

ROOM RESPONSE CHARACTERISTICS
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on-axis response
————— off-axis (30°) response
SENSITIVITY (at 1 meter; 2 B-volt pink notse,
250 Hz to 6 kHz) 88Y%2 dB SPL

PULSED OUTPUT (at 1 meter; 300 Hz)
104 dB SPL from 27'% volts peak
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THE BURGEONING INTEREST in three-
piece speaker systems (two small satel-
lite speakers for middle and high fre-
quencies plus a common “subwoofer”
for the lows) surely rests on the format’s
flexibility and the accompanying pros-
pect of true high fidelity, bass included.
with minimal intrusion on the living
room decor, even in spaces small enough
to inhibit the use of regular, full-size
speakers.

Among the companies that have
moved to satisfy the demand for these
systems is General Sound. which started
its life as a manufacturer of mini-
speakers. The GS-5 satellites in the com-
pany’s Micron I1I system are not part of
its regular minispeaker line. however.
They are unusually small and. except for
their blond wooden side frames, are fin-
ished in flat black. Most of those who
saw them in our listening room com-
mented on their striking appearance. of-
ten calling them handsome.

A removable grille cloth conceals a
S%-inch acoustic suspension mid-woofer
that crosses over a 2.4 kHz to a l-inch
soft-dome tweeter. Color-coded spring
clips for making connections to the GS-
10 bass module are recessed into the back
panel. Cosmetically. the bass module is a
squat, grown-up version of the satellites,
with a wooden top so it can double as a
table. Removing its grille reveals a 10-
inch woofer and a large port. An easily
accessible inset in the bottom of the cabi-
net sports a total of eight spring clips:
four for the outputs from a stereo ampli-
fier. and four for connections to the satel-
lites. The internal 90-Hz passive cross-
over routes the bass to the subwoofer’s
voice coils. (It has two—one for each
channel.) An overload-prevention sys-
tem cuts back the power delivered to the
speakers if the drive level becomes too
great,

This circuit came on only once in
our test routine, during Diversified Sci-
ence Laboratories’ 300-Hz continuous-
power trial, in which it limited the input
to a level sufficient to produce a sound
pressure level of 96 dB. In DSL’s pulsed-
power test, which more closely approxi-
mates music. the system accepted peak
inputs of 27% volts (equivalent to 19%
dBW, or 95 watts, into 8 ohms) for an

output of 104 dB SPL. This is very good
performance for a minispeaker (the 300-
Hz test frequency is too high to exercise
the Micron III's bass module). and be-
cause there is a peak in the system’s dis-
tortion curves at about 300 Hz. we sus-
pect it would do better still at a slightly
higher or lower frequency.

At a moderate level of 85 dB SPL.
total harmonic distortion stays below
2% at most frequencies above 200 Hz: at
the very high level of 100 dB SPL. it
ranges principally between 1% and 4%,
At both levels, however, there are iso-
lated excursions above the norm. espe-
cially in the vicinity of the 90-Hz cross-
over. where the satellite’s small mid-
woofer is under considerable stress.

The Micron 111 is moderately sensi-
tive and has a smooth. low impedance
curve that never rises above 10.6 ohms
nor drops below 3.9 ohms. Over most of
the audible frequency range, and
through all of the musically active mid-
range. it is a 4-ohm system. Most ampli-
fiers will find this a congenial load. but
with all but a few amps we would recom-
mend against operating a Micron 111 sys-
tem in parallel with other speakers.

DSL tested the system with a satel-
lite placed above the bass module, both
backed up against a wall. The resulting
frequency-response plots lie within +5
dB from 40 Hz to 14 kHz and within +6
dBout to 20 kHz on axis. We tried locat-
ing the speakers in a number of positions
in our listening room. finding in the
process that the system doesn’t seem par-
ticularly critical of placement. Most of
our auditioning was done with the bass
module halfway down a side wall. a few
feetinto the room. and with the satellites
at ear level on stands placed well away
from the side walls and several feet out
from the rear wall. Although General
Sound’s instructions say that some in-
stallations will benefit from a reversal of
satellite polarity relative to that of the
bass module, we preferred the standard
in-phase connection in our setup.

The Micron 111 generates a stable.
spacious image that leans a little more to
pinpoint positioning of voices and in-
struments than to openness or diffuse-
ness. Integration between the satellites
and the bass module is very good. with

HIGH FIDELITY




. phase | near

Forthefirst time, your
headphonescanfill the
room with sound instead
of just your head. '

With the new DSL"(dimen-
sional sonic localizer to its
creators at Phase Linear}, you
~an hear a whole new dimen-
sioninsound.

With headphones, the DSL
makes music seem to surround
you. Front. Sides. And behind.

You'llhear a remarkable dif-

ference with your speakers,too.

Ditnensional Sencc Locatizer
Model 180

The sound is bigger, tuller and
has more depth.

Your friends will probably ask
it youve recently upgraded your
system.

And while the DSL technology
is stradght out of the ozone, the
price1s agreeably down to earth
at under $150.

Sound incredible? Wait until

Circle 31 on Reader-Service Card

you hear it. See your local
Phase Linear dealerfora
demonstration. Orgetin
touch with the people at
Phase L.near: 20121 48th Avenue
West, Lynnwood, WA 98036,
phone (206) 774-3571. Then hook
the DSL into your system.
And listen to the difference.

Lhhnse Loners.

The Professional Connection




no hint that the sound is coming from
three boxes rather than the more usual
two. Overall balance is essentially neu-
tral, although some members of our lis-
tening panel noted a slightly heavy qual-
ity, particularly on voices. This is not ar:
unpleasant coloration, however, and ev-
eryone who heard the system liked it, of-
ten commenting on its clarity and free-
dom from harshness. .

In short, the Micron Il is a thought-
fully designed system with healthy help-

ings of both ear and eye appeal. It is cer-
tainly very competitive in its price range
and can take on many more expensive
systems without fear of embarrassment.
(One of our listening panel prefers its
sound to that of a highly respected moni-
tor loudspeaker that sells for six times as
much.) If you're shopping for a good
satellite/subwoofer system at a good
price, you owe yourself a listen to this
one.

Circle 135 on Reader-Service Card

In the Kossfire
Between

Acoustics and
Decor

Koss 210/Kossfire fi ding loudspeal ystem,
in wood cabinet with vinyl finish. Dimensions: 15% by
32%; inches (front), 13%2 inches deep. Price: $275. War-
ranty: “limited,” five years parts and labor, Manutac-
turer: Koss Corp., 4129 N. Port Washington Ave., Mil-
waukee, Wis, 53212,

ROOM RESPONSE CHARACTERISTICS
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HZ20 50 100 200 500 1K 2K 5K 10K 20K

on-axisresponse
----- off-axis (30°) response

SENSITIVITY (at 1 meter; 2.8-volt pink noise,
250Hzto 6 kH2) 92%dB SPL

PULSED OUTPUT (at 1 meter; 300 Hz)
116% dB SPL from 51.8 volts peak

APPROX. TWEETER CONTROL RANGE (re “flat”)
+2dB above1kHZz
—-24" dB max. at 12.5 kHz

APPROX. MIDRANGE CONTROL RANGE (re "flat")

+3dB,500Hzto 1.6 kHZ
-5 dB max. at 800 Hz
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A CLEVER RESPONSE to a continuing con-
sumer lament, the Koss 210 speaker sys-
tem is designed to deliver both satis-
fyingly deep bass and accurate high-
frequency response in rooms where mat-
ters of decor—not audiophile considera-
tions—rule. Koss tackles the problem by
assuming first that the nonaudiophile. for
whom this model was designed. gener-
ally likes speakers to be placed as incon-
spicuously as possible—usually flush
against a wall. With that placement in
mind, Koss posits further that most lis-
tening will take place away from a
tweeter’s horizontal axis, resulting in a
less-than-pleasing high-frequency roll-
off.

To remedy this, Koss uses twa
tweeters, mounted on opposing vertical
walls of a rectangular, horn-shaped re-
cess in the baffle. The axes of these toed-
in tweeters cross an inch or so in front of
the drivers (hence the 210’s Kossfire sur-
name), providing a distribution of high
frequencies across a wide listening area
Midrange is handled by a 5-inch driver
and bass by a 12-inch woofer operating
in a ported enclosure. A built-in circuit
breaker protects the system by opening
when maximum drive levels (sensed as a
function of voice-coil temperature) are
exceeded; it automatically resets itself
seven seconds later. Midrange and high-
frequency level controls are mounted
directly below the tweeter array, and
connections are made with spring-
loaded clips at the back of the enclosure.

Measurements made at Diversified
Science Laboratories are characteristic
of an able performer. In the continuous-
tone input test, the 210’s circuit breaker
opened at a drive level sufficient to pro-
duce a sound pressure level of 103 dB. In
pulsed tests, the 210 withstood inputs of
51.8 volts peak (equivalent to 25% dBW,
or 335 watts, into 8 ohms), producing a
very loud peak sound pressure level of
116% dB. Efficiency is unusually high,
and impedance never drops below 8.8
ohms across the audio band. In fact, con-
sidering its high efficiency and uniform.
elevated impedance, the 210 seems a
nearly ideal design if you plan to run twe

pairs simultaneously from the same tran-
sistor amp.

Frequency response is fairly uni-
form, holding to within +3 dB from 48
Hz to 10 kHz. The off-axis curve, which
follows the general shape of the on-axis
curve in the treble, testifies to the effec-
tiveness of the angled tweeter array in
assuring broad high-frequency distri-
bution. Total harmonic distortion at
moderate listening levels (85 dB SPL)is
quite low, averaging less than %% across
the band. It rises at higher volumes, of
course, but only to about %% at 90 dB
SPL and 1% at 100 dB SPL.

Taking a lead from the Kossfires’
evident design philosophy, we placed
them against the back wall, about four
feet in from the corners in our listening
room. Happily, this first position re-
sulted in a pleasing tonal balance.
Though the 210s are not altogether neu-
tral reproducers, their coloration is
hardly objectionable: in fact, some au-
ditioners find the midrange warmth
quite attractive. At moderate playing
levels, the 210s handle most musical ma-
terial with great style. Bass is satisfyingly
deep: its hint of “bloom” may irritate
the classicists, but it delights our pop afi-
cionados. Walking across the listening
plane and seating ourselves in a variety
of off-axis positions, we tested the effi-
cacy of the tweeter array and found that
the frequency balance and stereo image
hold up quite nicely over a broad listen-
ing arc. In fact, all auditioners singled
out the sound stage created by the 210s
asthe speakers’ most dramatic attribute—
gutsy, vivid, and three-dimensional.

Atloud playing levels, listener reac-
tion was a bit more mixed. The appeal-
ing warmth of the midbass can take on a
rough, hard quality. Female vocals, one
of the most revealing tests of a loud-
speaker, are reproduced nicely at moder-
ate levels, but when the speaker is
pushed too hard, upper registers become
constricted. And extremely complex
treble transients, such as the wild
strumming of a flamenco guitar, lose
definition and impact.

Considered in toto, however, the
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210 is an admirable effort. Its design em-
phasizes the continuing effort of speaker
manufacturers to factor room placement
into the engineering of loudspeaker sys-
tems; that it brings such design consider-

ations to the nonaudiophile market
makes it a welcome alternative. For the
budget-conscious music lover the 210s
represent real value in a crowded field.
Circle 134 on Reader-Service Card

BML’s Tower
Tracer

BML Tracer 120-ii floor-standing loud ,in
wood cablne( with textured black ﬂnlgh and ollod walnu(
Dil I 13 by 39 inches (front), 13%

Inches deep. Price: $370. Warranty: “limited,” five years
parts and labor. Manufacturer: BML Eiectronics, inc.,

Acoustics Division, 5305 N. d Ave., Chicago,
1. 60640.
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SENSITIVITY (at 1 meter; 2.8-volt pink noise;
250Hz 106 kHz2) 86dB SPL
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112% dB SPL from 61% volts peak
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A SMALL COMPANY that has been around
since 1973, BML Electronics has been re-
searching what speakers should do and
gradually refining its own designs to ap-
proximate more nearly the emerging
ideal. Having concluded that phase lin-
earity is important for the accurate re-
production of music, the company now
incorporates phase-compensation net-
works in the crossovers of all the speak-
ers in its Tracer Reference Series. In-
deed, the name itself derives from
BML'’s belief that the output of a loud-
speaker should be as close to a perfect
“trace” of the input signal as possible.

One step below the top of the four-
model line is the Tracer 120-11, a two-
way system with an 8-inch woofer and a
l-inch dome tweeter. The woofer is
loaded by a damped, resistive trans-
mission line, which terminates in a port
on the back panel of the tall columnar
enclosure. The drivers are protected by a
removable black grille cloth. Amplifier
connections are spring-loaded clips on
the bottom of the enclosure, next to a
protective fuse. Although this arrange-
ment makes attaching the wires a little
awkward (the speaker must be tipped on
its side), it does do a good job of keeping
them out of sight.

Diversified Science Laboratories’
measurements show the Tracer 120-11 to
be moderately sensitive, producing an
86-dB sound pressure level from a 2.8-
volt input (equivalent to 0 dBW. or 1
watt. into 8 ohms). This, combined with the
speaker’s exceptionally smooth imped-
ance curve, which never dips below 7
ohms at any frequency, suggests that al-
most any amp should find a single pair of
Tracers an easy load to drive and that
many will be able to handle a second
pair in parallel without difficulty.

Power handling is also very good. In
DSL’s continuous-input test, the speaker
accepted the maximum input of 283
volts (equivalent to 20dBW, or 100 watts,
into 8 ohms) without distress. And in the
pulsed-power test, DSL’s amplifier ran
out of steam before the speaker did. Har-
monic distortion is reasonably low (less
than 1%%) from 100 Hz to 10 kHz at a
moderate playing level of 85 dB SPL,
with the second harmonic predominat-
ing over the third. Total harmonic distor-
tion remains less than 2/2% at 90 dB SPL,
but at a very high sound pressure level of
100 dB, the Tracer begins to lose its com-
posure. with distortion over 6% at 200 Hz.

BML recommends placing the
Tracer between six inches and four feet
from the rear wall, depending on per-
sonal preference-and the characteristics
of the listening room. Our testing proto-
col offers just two calibrated testing posi-
tions; DSL chose that which puts the
speaker four feet out from the back wall.
The on-axis plot shows a small dip at
about 400 Hz, followed by a peak cen-
tered at about 1.3 kHz, then another,
more severe trough in the crossover re-
gion around 4 kHz, and a final peak at
about 13 kHz. OfT axis, the response plot
smooths out through the midrange and
treble. The glitch at 400 Hz disappears
altogether, while the directivity of the
tweeter above 10 kHz tames the high
end. The 1.3-kHz peak and the 4-kHz
dip persist, however.

Although distinctive, the Tracer
120-11’s sound is not easy to characterize.
Careful placement seems especially crit-
ical with this model. Backed up within a
foot of our listening room’s rear wall,
and several feet from the nearer side
wall, the speaker is decidedly bass-
heavy. Moving it three or four feet out
cures that problem, but at the expense of
giving many instruments— clarinet,
trumpet, guitar, cello, and violin among
them—an unnaturally bodiless sound.
We finally settled on a distance of about
two feet from the rear wall, where the
120s sound their smoothest and most
natural from the bass through the mid-
range.

In the treble, however, some instru-
ments, such as cymbals, sound slightly
tizzy and overbright no matter what we
do, while others—guitars and flutes, for
example—are reproduced with a notice-
ably closed-in or woolly quality. Vocals
come through beautifully, our sole com-
plaint being that there is occasionally a
hint of thinness or a slight lack of open-
ness on female voices.

Lateralimaging is good, with stable,
wander-free localization of voices and
instruments. A few auditioners did com-
ment, however, that the Tracer’s sound
stage isn’t particularly unconstricted and
three-dimensional. Though not, in the
judgment of our listening panel. as neu-
tral a transducer as some others, the
Tracer 120-11is certainly a creditable de-
sign. Its combination of price, sound,
and smart ebony styling seems sure to at-
tract a happy following.

Circle 131 on Reader-Service Card
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Loudspeakers:
Getting Down to

Basics

A comprehensive survey of

brand-new models, plus interviews with

four speaker designers on the

future of their art.

by Michael Riggs and Peter Dobbin

IF YOU'RE SPEAKER SHOPPING this fall,
what you'll be seeing, by and large, are
lots of practical, down-to-earth designs
whose appeal (quite rightly) rests on im-
provements in performance rather than
on flashy or novel techniques. Indeed, it
seems that the ordinary dynamic loud-
speaker will remain the choice of the
vast majority of music listeners for quite
some time to come. These seldom-glam-
orous speakers are reliable, easy to man-
ufacture, and—after the last five years
of intensive development—really quite
good by any standard.

This is not to dismiss nondynamic
loudspeaker systems as mere also-rans.
In fact, much attention is being lavished
on Quad’s ESL-63 electrostatic loud-
speaker ($3.300 per pair) which joins the
company’s first (and until now only)
speaker. While retaining the smooth. de-
tailed midrange that made the twenty-
three-vear-old original famous, the new
system provides extended bass response,
higher maximum output, and built-in
overload protection to prevent destruc-
tion of the electrostatic panel by the
overenthusiastic application of power.
The ESL-63’s most novel feature, how-
ever, is its use of concentric rings of elec-
trodes. fed from sequential signal-delay
lines, to drive the diaphragm. Quad says
that careful timing of the delays vields a
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sonic effect analogous to what one sees
when a stone is dropped into still water;
the sound seems to radiate from a single,
phase-coherent point source behind the
plane of the diaphragm.

Acoustat also has a new full-
range electrostatic speaker. The Model
Four ($2.000 per pair) is reported to have
the widest frequency response and dis-
persion, highest sensitivity, and greatest
maximum output level of the speakers
now in the company’s Slimline Series.
And RTR, which has long manufactured
electrostatic tweeter arrays, now has an
almost-full-range model. dubbed the
ESR-24 ($1,500), whose rated -3-dB
points are at 132 Hz and 35 kHz.

RTR also offers a new subwoofer,
the DAC-2, with two 8-inch woofers and
a 15-inch passive radiator, and a small
two-way speaker called the AFT-6.1
($330). which employs a 6-inch woofer
and a l-inch dome tweeter. The unusual
tweeter is made of super-strong Kevlar
fibers applied in a specific geometric pat-
tern on the surface of a soft plastic dome.
RTR says that this enables the speaker
to operate as a piston up to 40 kHz, in-
stead of starting to break up between
10 and 20 kHz. as do most other tweeters.

Magnepan has added one system to
its line of nonelectrostatic planar-mag-
netic loudspeakers, and updates two

more. The improved members of the
family are the MG-2B (8950 per pair)
and MG-1A ($625 per pair), and the
baby is the SMG ($405 per pair). Similar
in spirit, if somewhat different in price
and execution, is the Jumetite Labora-
tories CR-610 ($3.500 per pair), which
uses a horn-loaded ribbon tweeter above
600 Hz and two 10-inch dynamic woof-
ers below. The manufacturer says that
the low mass of the ribbon tweeter pro-
vides excellent transient response. The
last word in low-mass drivers, the Dahl-
quist-Magnat Corona-Plasma tweeter
($1.000). uses a cloud of ionized air as its
diaphragm. The device. said to be a per-
fect omnidirectional point source, will
be distributed in the U.S. by Dahlquist.
Inc. A company spokesman tells us that
they plan to incorporate the Corona-
Plasma tweeter in a full-range system.

Yet, as we said, the traditional dy-
namic loudspeaker provides the bulk of
the season’s new offerings. Indicative of
the refinements being lavished on the
genre is a new speaker in Sony’s high-
end Esprit series that uses a flat APM
(accurate piston motion) woofer and a
tweeter in an oval cabinet for minimum
diffraction. Each APM-6 Monitor costs
$5.000.

No less unusual in shape but far
more affordable ($385) is Shahinian
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Acoustics’ Arch—a modified wedge-
shaped trapezoid with sides that extend
to a floor-standing base. The cabinet
configuration and its internal bracing are
intended to eliminate or reduce most in-
ternal standing waves. Drivers include
an 8-inch polypropylene woofer, a 2-
inch midrange dome. a %-inch dome
tweeter, and a %-inch dome super-
tweeter. Other new items in the Shahi-
nian line include the three-way Pipe
loudspeaker ($235) and a tube electronic
crossover ($1.150) for the Contra Bom-
barde subwoofer ($1.250). which is now
in production.

Two other small American manu-
facturers have extensively redesigned
lines. Fulton offers the 80B ($250)
and Nuance (§750) speakers and the lat-
est version of the top-of-the-line Pre-
miere ($5.500 per pair). Fried’s loud-
speakers range from the Q/2 ($350 per
pair). with a new polypropylene woofer.
to the pyramidal HPS ($3.000 per pair).
with a 12-inch woofer. a 3-inch dome
midrange. and a dome tweeter.

Vandersteen’s Model 3 ($1.900 per
pair) is an enhanced version of its al-
ready established Model 2B. with a rib-
bon (instead of a dome) tweeter and a
built-in subwoofer. Infinity. on the other
hand. offers a scaled-down version of its
Reference Standard 11 called. not sur-
prisinglv. the Reference Standard I11. At
$450. it includes two 8-inch Watkins
dual-drive woofers with polypropylene
cones, a S-inch polypropylene midrange.
and an Emit tweeter.

Thiel has improved its Model 04
speaker and renamed it the Model 04a
(8570 per pair). and Polk Audio has a
new edition of its top-of-the-line RTA-
12. The RTA-12B ($500) features a rede-
signed cabinet. new drivers. and a new
crossover network. Both svstems are de-
signed for flat frequency response and
phase coherence.

Also in the time-aligned camp is 3D
Acoustics’ new system. the Crescendo
(8750 per pair). This handsome floor-
standing unit incorporates an 8-inch
woofer. a 5%-inch midrange. and a 1-
inch dome tweeter. with the two smaller
drivers vertically aligned above the
woofer and surrounded by beveled
acoustic foam for smoother frequency
response due to reduced sound diffraction.

Similar concerns. differently ex-
pressed. are embodied in Ohm’s Walsh 2
loudspeaker ($275). which uses a new
version of the novel cvlindnically radi-
ating Walsh driver introduced in the
early Seventies in the Ohm A. In this lat-
est incarnation. the driver is modified to
reduce production costs and to project
sound over 180 degrees, rather than 360.

Though often less glamorous than
competitive wares, introductions from
Acoustic Research are always of interest

OCTOBER 1981

Eleven
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Reproduced
sound will never
come across

as a live
performance.

A graduate of Johns Hopkins (class of
'71). Matthew Polk joined forces with
two other Hopkins alumni in 1972 to
form Polk Audio (initial investment.
$200). In Polk’s estimation, loud-
speaker designers are faced with an
insurmountable problem if they posit
as their goal the replication of live
sound. “Reproduced sound will
never come across as a live perform-
ance. Throughout the recording and
record-mastering process, producers
and engineers are twirling dials and
making decisions about what sounds
best. The loudspeaker designer there-
fore must make a product that can ac-
curately represent that recorded mate-
rial—not the live performance—and
hope further that the consumer’s sys-
tem will not degrade things.” And
though Polk has a well-stocked labo-
ratory complete with sophisticated
computers. he believes that such tools
“can only get the designer into the
ballpark, for no one has ever found a
way of representing strong emotions
mathematically. The truly difficult
stage of loudspeaker design comes
when we sit down to listen to the pro-
totype. In fact, taking into account the
countless adjustments and modi-
fications made to prototypes as a re-

Matthew Polk—The Aesthetic Challenge

sult of listening, loudspeaker design
can still be considered a cut-and-
paste operation.”

Polk feels strongly that in one
major respect American loudspeaker
manufacturers have followed an in-
correct course over the past decade by
refusing to learn from where they've
been. “Model changes have come so
quickly that any advantage gained by
research into previous models has
been thrown away. In running coun-
ter to this, the British have taughtusa
great deal. They are quite careful
about the direction of their research,
making progress and developing con-
cepts as fully as possible before com-
mitting them to new models.” Fi-
nally. Polk believes that a
loudspeaker will echo the personality
of its designer more closely than any
other component. “A designer who
does not know himself is not likely to
produce a good loudspeaker. He has
to be able to feel all those emotional
qualities of music. Without that. he’s
merely a technician. And. though he
should feel free enough to admit that
his taste—and therefore his designs—
will change over time, his work must
show a sense of consistency and integ-
rity.”—p.D.

42

to the audiophile. AR’s latest. the three-
way Model 48s (3200). tops the Super
Value bookshelf line. It has a 10-inch
woofer. a new 4-inch midrange. and a I-
inch dome tweeter.

A vpair of British manufacturers,
KEF and Celestion. have two new
speakers each. KEF’s floor-standing
Model 204 ($550) uses a I-inch dome
tweeter, a Bextrene cone woofer, and a
flat passive radiator; the compact Model
203 ($300) houses the same woofer and
tweeter in a smaller box and omits the
passive radiator. Both of Celestion’s en-
tries are two-way acoustic suspension de-
signs, with a l-inch tweeter vertically
aligned and flush-mounted above an 8-
inch woofer (in the case of the Ditton
110, $350 per pair), or a 6%-inch woofer
(in the Ditton 100. $260 per pair).

Rogers’ three-way ported loud-
speaker, the Studio 1 ($525), is said to be
designed for low coloration and high
power-handling capacity. The Linn Sara
(small acoustical reproduction appara-
tus) loudspeaker is a two-way system.
Like Linn’s targer DMS speaker, it uses
Isobarik woofer loading, in which a sec-
ond woofer within the sealed enclosure
maintains constant pressure in the cavity
between itself and the normally
mounted woofer. reportedly extending
the low end and reducing distortion.

JR’s offerings represent a departure
from its usual practice: They are rec-
tangular boxes, rather than cylinders.
The larger of the two, the Magna (8565
per pair), incorporates a l-inch tweeter
and a 7-inch woofer. while the smaller
Metro ($435 per pair). which is aimed at
the minispeaker market. substitutes a 6-
inch woofer.

The ARC-101 ($850) and the ARC-
202 ($1.400) from ARC are two-way de-
signs that can be biamplified or driven in
the usual way through a plug-in passive
crossover. Boothroyd Stuart’s Meridian
M-3is a scaled-down version of the M-2,
with a single S-inch woofer and a 1%-
inch dome tweeter driven individually
via built-in amplifiers.

IMF has added speakers to the top
and bottom of its range. The new flag-
ship, the Special Application Control
Monitor. or SACM ($5.000 per pair). is a
four-way system with the woofer and
midrange drivers mounted in individual
transmission lines and the tweeter and
supertweeter in free space atop the
wedge-shaped midrange enclosure. The
much smatler MCR-2 ($500 per pair)isa
two-way model built around the mid-
range and tweeter drivers found in
IMF’s top speakers. Itis intended mainly
for use in the rear channels of an Am-
bisonic system.

An old-timer in the audio world,
Janszen Electrostatic. is back with a line
led by the ZS-30-4 (34,000 per pair). with
thirty 5-inch electrostatic tweeters and
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four 10-inch woofers. At the low end of
the price spectrum is the Micro 10
(3200), with a 6%-inch polypropylene
woofer and a leaf tweeter. Sherwood is
also reappearing with a series after
many years. Its three models range from
the S-01 two-way bookshelf unit ($170)
to the S-03 three-way floor-standing
speaker ($400); all use passive radiators
and l-inch soft-dome tweeters.

JBL borrowed the 1%-inch dome
tweeter employed in its studio monitors
for use in its new Radiance Series. The
speakers range from the R-82, a two-way
bookshelf model with an 8-inch woofer,
to the R-133, a three-way floor-standing
unit with a 3-inch midrange, a 10-inch
woofer, and a 10-inch passive radiator.

Bang & Olufsen has introduced new
models of the Beovox Phase-Link loud-
speakers. Three of them, including the
top-of-the-line MS-150 ($1,995). are
bass-reflex systems, while the two bot-
tom-end units, the S-50 ($550) and the
S-80 ($795), have acoustic suspension
enclosures. All use built-in protection
circuits to protect them from overload.

Fisher says the three speakers in its
new ST-900 line is designed for high sen-
sitivity. smooth frequency response, and
high power-handling ability. All are
three-way bass-reflex units. Prices range
from $280 for the ST-915 (o $450 for the
ST-925. Marantz, on the other hand.
touts the low distortion of the Linear T
Drive design used in its four Gold Di-
mensions loudspeakers, which start with
the 6%-inch, two-way M-2 ($190). At the
top of the line is the 12-inch, four-way
M-16 ($750).

Like the FRM series that they re-
place, Micro-Acoustics’ DX speakers
have multiple-tweeter arrays for wide
dispersion. And all three—the 1-dx
($287). the 2-dx ($220). and the 3-dx
($165)—have polypropylene woofers.

Phase Technology makes its first ap-
pearance in the market with three Phase-
Tech loudspeakers that employ solid-
piston expanded polystyrene woofers
with dome midranges and tweeters. The
manufacturer says that because the
acoustic centers of all the drivers are
flush with the baffle. it is not necessary to
use a stepped or sloped baffle to achieve
phase coherency. Prices range from $150
for the PC-60, a two-way system with a
6-inch woofer, to $550 for the PC-100, a
four-way speaker with a 10-inch woofer.

Another newcomer. Delphi
Speaker Systems. believes that small
midrange drivers, crossover networks,
and most enclosures act as limiters, sub-
duing natural musical dynamics. Ac-
cordingly. its speakers, ranging from the
$110 Mini-Delphi to the $795 Delphi
Tower, use 8-inch woofer/midranges
that operate over the full spectrum,
along with tweeters (which are con-
nected through a high-pass network to

OCTOBER 1981

The greatest tool4

a designer can
have is an
excellent
listening room.

et

David Stebbings—Designer as Inventor

The president of KM Laboratories,
David Stebbings. is little known on
this side of the Atlantic. He is an Eng-
lish-born and Cambridge-trained
physicist whose work in the develop-
ment of polypropylene as a cone ma-
terial, however, has had a major im-
pact on American speaker design.
(Stebbings shares a patent with Dud-
ley Harwood and Joseph Pao on
some aspects of polypropylene cone
technology.) In Stebbings’ view, de-
fining the variables that result in
speaker coloration is an area that will
continue to occupy designers through
this decade. “The easy part of speaker
design is getting things like spectral
balance correct. But listening tells us
that other factors are also important
for a neutral-sounding system. De-
layed resonances in cones, for in-
stance, cause severe colorations. A
speaker cone can behave like a gong,
whose apparent loudness increases
for quite a while after the initial exci-
tation.” Stebbings has also found that
the voice-coil gap and magnet struc-
ture can themselves become sources
of coloration. “When excited by the
cone, the voice coil gap and the cavity
in the magnet act as Helmholtz re-
sonators. It’s such an obvious source
of coloration. yet to my knowledge,

no one seems to be considering it.”

As a scientist. Stebbings is ada-
mant about the importance of strict
testing methodology. yet he acknowl-
edges that extended listening is criti-
cal in loudspeaker design. “Often, al-
theugh everything looks good in
measurements, once we’ve listened to
the prototype we’re forced to go right
back to the drawing board. The im-
portance of the room’s influence on
what we hear can never be under-
estimated. Indeed. the greatest tool a
speaker designer can have is an excel-
lent listening room.” Stebbings is
aware, however. that the act of listen-
ing itself can sometimes confound the
designer. “The brain is capable of
marvelous discriminations and can
hear incredibly low levels of distor-
tion. yet it is fickle and often will
cover up a speaker’s deficiencies dur-
ing prolonged listenings rather than
elucidate them.”

What rémains in loudspeaker
design? For Stebbings. “There are
probably some loudspeakers around
that will give an 80% illusion of a live
performance with meticulously re-
corded material. but much work is
waiting to be done in the basic me-
chanics of loudspeaker tech-
nology.”—p.n.




Much research
remains to be

area of how
we hear.

Born and trained in England. where
he earned a degree in electrical engi-
neering at Sheffield University. Tim
Holl is vice president of engineering
at Acoustic Research and heads the
product development team. Holl ap-
proaches loudspeaker design with a
cool. analytical eye as he reflects on
the myriad variables and uncer-
tainties the task involves. Though he
is quite certain of his design goal—
“the re-creation at the listener’s ear of
the acoustic analog of the signal sent
to the speaker from the amplifier”—
he is quick to point out that the goal
remains elusive. “Much research re-
mains to be done on how we hear. In
order to get answers. however. we
must know what is critical to the lis-
tener’s hearing. Unfortunately,
knowledge about how we hear and
the effect of acoustics on what we
hear is still very limited.”
Loudspeaker design is just a
little more than “halfway there” in
terms of achieving its potential. says
Holl. “And that final 30 or 40% will be
a real struggle.” Holl admits that the
cone driver is limited in basic per-
formance. and he looks forward to
the day when the gross inefficiency of
loudspeaker systems is remedied.
“For loudspeaker designers to ap-

done in the basic |

Tim Holl—The Search for Questions

proach the needs of fully digital play-
back, improving the power handling
and dynamic range of speakers will
be paramount factors: in other words,
efficiency must be increased. Short of
building huge, uneconomical enclo-
sures. we just don’t yet know how this
can be done.”

He likens current loudspeakers
to gas-powered automobiles: “The
cone loudspeaker has not changed in
many. many years. Just as the modern
Mercedes is much more sophisticated
than the Model T. increases in per-
formance have come from refine-
ments in the basic loudspeaker con-
cept: but inherent design weaknesses
haunt us still.” Will the picture
change in coming vears? Yes. says
Holl, “but only if the industry ceases
to think of speaker design as a trial-
and-error process and gets more sci-
entific in its approach. We must all
pay attention to details and commu-
nicate with terms that have meaning,
rather than in comfortable jargon.
The industry is content. for instance.
to use the word “efficiency™ to de-
scribe a speaker’s sensitivity. In fact.
no speaker today has an efficiency
that even approaches 1%. Once we
clarify the variables. we will be able
to attack them systematically.”—p.D.
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prevent damage that might be caused by
excessive excursions at low frequencies)
that extend response to the highest fre-
quencies.

Also associated with uncon-
ventional design approaches, Pyramid
Loudspeaker Corporation has three new
speakers. The least expensive is the two-
way Metronome Model 7 minispeaker
(3275 per pair); at the highest price point
is the floor-standing Metronome Model
9 (3899 per pair), which incorporates a
dipolar ribbon tweeter.

BSR also offers a trio of new sys-
tems, all three-way acoustic suspension
designs. They range from the Model
103B ($100), which has a 10-inch woofer,
a 4%-inch midrange, and a 3-inch
tweeter, to the Model 153 ($200), which
uses a 15-inch woofer, a 4-inch mid-
range, and an exponential horn tweeter.
And BSR’s sister company, ADC, has a
number of new units. The Models 310
($150) and 312 ($200) are ported three-
ways with 1%-inch tweeters, 4-inch mid-
ranges, and 10- and 12-inch woofers, re-
spectively. The MS-10W ($200) is a sub-
woofer using a 10-inch driver with dual
voice coils, while the Model 260 ($360) is
a complete three-piece system, with two
small satellite speakers and a common
acoustic suspension subwoofer.

Both ADS and Design Acoustics
have entered the satellite/subwoofer
market. ADS’s SubSat ($1,650) com-
prises two ADS 400 minispeakers, a PB-
1500 subwoofer with two 10-inch acous-
tic suspension drivers and built-in power
amplifiers, and a C-1500 electronic
crossover and bass equalizer. The sub-
woofer and crossover module are also
available separately for $1,350. Now un-
der the wing of Audio-Technica, Design
Acoustics has added a subwoofer, called
the Bass Extender, to a pair of its LDM
minispeakers to create a $595 three-
piece system. The Bass Extender is an
acoustic suspension unit that uses a 12-
inch driver with a dual voice coil. Ad-
vent’s new top model, the 5012 ($250),
incorporates the company’s Direct Re-
port tweeter.

A number of companies have made
additions to the bottom ends of their
lines. The newest and smallest Cizek
speaker is the 727 (3§97). with an 8-inch
woofer and a 2%-inch piezoelectric
tweeter. Boston Acoustics” A-40 includes
a 6-inch woofer and the same tweeter
used in the company’s larger A-60.

DCM’s first bookshelf speaker, the
Macrophone (3360 per pair), is a two-
way system with a 6'-inch woofer and a
high-frequency level control. A similar
but less refined speaker in the company’s
Island line sells for $280. And Audio Pro
has a new small speaker, the S-27 (3400
per pair), intended for use with a sub-
woofer. [t has a 6-inch woofer and a I-
inch tweeter.

HIGH FIDELITY



Bose has redesigned its second-tier
speakers, now dubbed the 601 Series II.
Four 3-inch tweeters are precisely posi-
tioned to fire at different angles from the
top of the floor-standing enclosure, re-
portedly duplicating the spacious, un-
constricted sound for which Bose is fa-
mous. The low end is handled by two 8-
inch woofers, one front-firing, the other
aimed up from the top of the enclosure.
The enclosure itself has three ports, two
internal and one external. for deep.
smooth bass response.

Electro-Voice’s latest, the Link 10,
is a tower speaker manufactured in Swit-
zerland. The Thiele-aligned enclosure is
said to provide deeper bass and higher
sensitivity from the two 8-inch woofers
than an acoustic suspension or bass-re-
flex design of similar size. The midrange
is handled by another B8-inch driver,
while a 1%-inch dome tweeter with an
acoustic lens carries the high end.

IVC’s Zero 2 ($250). Zero 4 (3330).
and Zero 6 (3$440) speakers have new
midrange drivers made with light, rigid
materials, which the company says pro-
vides linear response. Zero series models
also incorporate JVC’s Dyna-flat ribbon
tweeter and 10- or 12-inch woofers.

The additions to Sansui’s SP-X
series of loudspeakers have extra-large
woofers, ranging in size from 13 inches
for the SP-X6 ($260) to 17 inches for the
SP-X9 ($400), for extended bass re-
sponse and high power-handling ability.
The speakers also contain cone mid-
ranges, horn tweeters, and direct-radi-
ator super-tweeters.

Akai’s new speaker line is led b
the 12-inch, three-way CW-T77 ($270)
and goes down to the 10-inch, two-way
CW-T33 ($135). And Aiwa has a new
bookshelf minispeaker with a I-inch
dome tweeter and a 7-inch woofer in a
bass-reflex enclosure. Price for the SC-
E60Y is $125.

Known for some time for its fine
electronics, the David Hafler Company
is breaking into the loudspeaker market
with its Model 355 ($200), a cylindrical
time-aligned unit with two 6%-inch
woofers and a %-inch tweeter. Hafler
says that the unusual shape of the fourth-
order Thiele-aligned enclosure min-
imizes internal resonances and reduces
diffraction.

Meanwhile, longtime speaker man-
ufacturer ESS is breaking some new
ground of its own with its amt 11 ($500),
which has an improved Heil tweeter, and
a 10-inch polypropylene woofer in a
Thiele-aligned enclosure. too.

And that’s the whole story (almost.
anyway. and in brief) on this fall’s new
speakers. There’s something for every
taste and budget. and because speakers
are still far from perfection. there’s
enough exciting new technology to hold
our interest—at least for a while.  HF
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If we hear
a difference.
we should be
able to
measure it.

Andy Petite—Objective Analysis

With people like Andy Petite carrying
on its traditions, Boston continues its
role as hub city of the American au-
dio industry. Harvard educated with
a degree in English, Petite got his au-
dio training from a long apprentice-
ship at Advent, where he studied with
the master, Henry Kloss (a distinction
Petite jealously claims as his alone).
In February of 1979, he launched
Boston Acoustics and the first of his
designs—the A-200—won wide critical
acclaim. Says Petite, “I carry Kloss’
legacy with me. He used to say that
anyone could design a good $1.000
loudspeaker. The challenge and the
fun comes in designing a good-
sounding $200 loudspeaker.” In gen-
eral design philosophy. Petite de-
scribes himself as decidedly unmysti-
cal. “On the whole, loudspeakers
today are much better than people
give them credit for. What's wrong is
how we evaluate them. If we knew
how to assess a loudspeaker objec-
tively. the design battle would largely
be over. If we hear a difference. we
should be able to measure it.”

In his design work. Petite em-
phasizes the importance of measuring
a loudspeaker in a real room. Indeed.
in Petite’s view, loudspeaker design
has suffered because designers con-

tinue to insist on making loud-
speakers that don’t sound good in a
natural position at home. “The book-
shelf speaker that would never fiton a
bookshelf and that sounded terrible
on the floor spawned a whole product
area—the speakerstand. I've been try-
ing to counter that by designing
speakers that are intended to sound
good in a specific room placement.”
Obviously, he gives much credit to
the pioneering work of Rov Allison.
who first focused attention on the im-
por:ance of room-boundary inter-
actions in work he did at Acoustic
Research.

And though Petite looks toward
the day when a speaker’s total per-
formance can be assessed objectively.
he tells a story that illustrates how
care in one design area can deliver
benefits elsewhere. albeit unsought.
“I was frankly quite amazed when
peaple started telling me how good
the A-200’s stereo imaging was. In the
design work, 1 never heard that. |
tried to make as natural-sounding a
speaker as possible. and I'm pretty
goed at hearing frequency response
irregularities. Frankly, as a result of
that experience, I've trained myself to
be more sensitive to speakers’ imag-
ing qualities.”"—p.D.




Ancillaries,
'Add-ons,
and Accessorles

Our fall audio-debuts coverage
concludes with the ﬁystems extras.

by Robert Long

ZA DNTY: WE COVERED most of the
"meal aml potatazs” cemgponents—the
basic system building blocks—introduced
st this years Sumwner Consumer Elec-
Tonics Shov and elsewhese, and Mi-
chael Riggs ecmpletes that job in this is-
sue with 1is speaker roundup. Now it’s
rime to look at the “extras™ that you can
2dd te =n ex st ng systemr or use ir con-

pnction with iz. "We’ll be talking about
keadphenzs amd record-czre products
and various sorts 7 cables, among other
hings. 3ut the mest intenesting add-ons,
as usmal, ase the electromics; amd of
them, the no seredacers must take pride

«f place this year.

Dynamic-Ra1ge Fxpansien

As | pointed sut in wiiting about
1ape equipment last month, the corfron-
tation berween [*BX I[1 amd Doby C
boks like a majo- batt eground, with
Both companies proclaimiag the very real
progress each Fas made. Bug, forgetting

1ape reconling for the mement, the neost
radical oompanding system arowd s
CBS Recerds’ CX, adou: which mme-
has beea abuzz sircz lase last year M's
simifar ta DBX in. 1sing 2.2 1:2 compan-
sion ratig that influences the entire f-e-
quency range and, thzardby, makes pes-
sible LPs with a dynamic range farg
keyond the limits of wnprocessed diszs
But there the simikarity eads. CX is spe-
cifically engineered for discs (wher
asked, zt=last spring, about its poteat ¢
r cassette tapes. o UBS enginca
claimed txat he ard tis colicagues hac
rot yet examined the subject) and uses 2
different scheme of cortral-band :ine
oconstamts. making CX and DBX mm»-
taally incampatible. CBSs most impes-
tant reason for marching t its own labo-
ratory’s drummer & that DBX-enced2d
discs seund very ccmpressed unless yom
play them througt am =pprapriate de-
coder, tte way DBX intended; CX ciscs
siould b2 playable vithov ¢ decoding and

sound, in theory, no mo-e cemaressed
than what we’ve become used te (unfor-
tuna-ely’ in regular discs and bnoulczsts.
Now ttis is pretty heady stuT, fram
the poiint of view of recording execut ves.
CBS is offering them—at mininal equip-
ment cost and without lizensing fee—a
way of making superdiscs that will pus-
spec the dvramic range of ever-thing ex-
cept tae DBX variety but (un’ikz DBX
discss require no double invemtery and
therefore pcse no threat of cerfusion ar
extra cost at the retail level. The awdio-
philes in the audience buy themselvas a
CX decoder and hear a stumning dxnamic
range; the listeners on a budges dispense
with the decoder and hear very mmch
what they would have anzway. Already
two sccording giants—CBS (of course)
and "WEA (Warner/Electra/Atlantic)—
have anneunced plans to cv t CX smasters,
event.mlly converting their entire outpwt
to the ~echnique and even rzcutting seme
old masters. RCA joined them in July.




There’s always a spoilsport around
to raise objections, however. Some engi-
neers are not as enthusiastic about the
system as recording executives seem to
be. Aside from claiming that the unde-
coded sound is excessively compressed
for some sorts of music (and on the basis
of CBS’s all too brief press demonstra-
tion, I have some doubts about its appro-
priateness to classical music in this re-
spect), some allege frequency-response
alterations in undecoded signals. Ac-
cording to the trade magazine Billboard,
some mastering engineers are therefore
refusing to cut CX. (See page 94).

Because the disc market is so much
larger than the prerecorded tape market,
the infighting over CX is of more mo-
ment to music lovers than the DBX/
Dolby confrontation. A great deal re-
mains to be said on both sides of the CX
argument before the future becomes
clear. In the meantime, if you want to
make your own comparisons, you’ll need
a CX adapter. Almost all cost about
$100, which seems a bargain for units
constructed from discrete parts. When
the CX integrated circuit is ready. it may
trigger a flood of built-ins, but the price
of the outboard decoders doesn’t have
all that far to drop.

Phase Linear calls its adapter entry
the Model 220 and puts the level-trim-
ming control necessary for spot-on CX
decoding on the back panel. MXR adds
wood ends, puts the adjustment on the
front, and calls its model the CX Ex-
pander Noise Reduction System. At
Sound Concepts, it’s simply the SX80-
CX, and the level adjustment is kept in-
side, away from sticky. miscalibrating
fingers. The Audionics model. with
front-panel adjustment, external power
supply. and bi-FET Class A circuitry, is
expected to sell for $125: later, there
should be both a professional model and
a less expensive (possibly $75) consumer
model using the IC.

Separate Dolby C noise reducers
are only starting to trickle in. Nakamichi
began with the “dedicated” NR-100 (for
the Models 1000ZXL and 700ZXL only)
and added the NR-200, with both Dolby
B and C, as an outboard for any deck.
Sony has the C-only NR-500. and Rotel
is readying the RN-560, with B and C.

In the illustration, spiraling outward
counterclockwise from the small, dark
unit at the middle left, are the Phase
Linear Model 220 CX adapter, Ken-
wood KH-5 personal-portuble headset,
AKG K-130 headphones, RG Dynam-
ics PRO-20 Series Two dvnamic proc-
essor with Programed Attack, SAE
Model E-101 Computer Direct-1.ine
parametric equalizer, ADC Sound
Shaper SA-1 reul-time spectrum ana-
Ivzer, and KM Laboratories SSO-300
Servo Suboctavator bass-response
extender.

OCTOBER 1981

There’s a new Super D noise re-
ducer in Sanyo’s Plus Series. The N-33 is
expected to retail for $300 and includes
either/or encode/decode mode selection
with line/mike mixing in recording.
(The N-55, on which we reported in Au-
gust 1980, costs a bit more and offers si-
multaneous encoding and decoding but
no mixing; otherwise the twa models are
quite similar.)

Amoeng single-end noise reducers
(that is, dynamic filters as opposed to en-
code/decode companders), the DNR in-
tegrated circuit from National Semicon-
ductor (incorporated, for example, in the
Advanced Audio DNR-450, HF test re-
port, May 1981) seems to be attracting
growing support, particularly for tele-
vision audio, where hiss levels are rela-
tively high by audiophile standards. Ad-

The most
interesting add-
ons, as usual, are
the electronics.

dressing the same market is Phase
Linear’s Model 1300AV Correlator
($250). Like Phase’s earlier Autocorrela-
tor circuit, it is said to filch the noise out
of the “cracks” in the program without
band-limiting the desired signal: unlike
the earlier models, it does not reduce
rumble (only hiss above 2 kHz) and has
no so-called peak unlimiter.

RG Dynamics prefers “dynamic
processor” to “expander” on the ground
that the extra sophistication of its prod-
ucts in this genre puts them in a class be-
yond garden-variety expanders. The
company has upgraded several of its dy-
namic processors (there—I said it!) to
make them even more sophisticated.
The PRO-20 Sertes Two has a Pro-
gramed Attack circuit (which RG bills
as “the greatest processor improvement
since the independent left and right
channel processing”—also an RG fea-
ture). The PRO-16 has a two-position
ATTACK switch. The baby of the line. the
X-15/Improved. has been redesigned
and adjusts itself to the input signal level.
(RG’s recent spinoff, RGR—for Robert
Grodinsky Research, the perfectionist
division of the enterprise—so far offers
no signal processors, incidentally.)

Other Signal Processing

Stereo image enhancement contin-
ues to attract more companies. As we
documented last month, Yamaha offers
such a circuit built into two of its receiv-
ers. Among the separates, Phase Linear

has added its $150 Model 180 Dimen-
sional Sonic Localizer, and Omnisonix
has moved into the automobile with The
Imager 801-A, which includes a power
amplifier in its $150 price.

Benchmark Acoustics has taken a
different route. Its ARU Ambience Ac-
cess System ($850) combines ambience
information extraction with equalized
analog delay lines and outputs for side
and back as well as front speaker pairs.
Used with two accessory stereo power
amps and sets of speakers (which, the
company says, need not be superfi mod-
els). it is designed to give you an unusual
amount of control over the “space” in
the program material. To that end. a re-
mote control offers listening-chair tun-
ing of rear, side. and master levels plus
deep-bass fill at the back.

Speaking of deep bass, KM Labs’
Servo Suboctavator and Audio Con-
trol’s Richter Scale ($250), an equalizer-
cum-crossover devoted to that area of
the frequency spectrum, are now avail-
able. The two newest units in the lat-
ter's line are the surprisingly inexpen-
sive ($170) D-10 octave equalizer and
the matching D-11 equalizer/analyzer
(3230) with warble-tone generator.

Soundcraftsmen’s $450 Model AS-
1000, called the Auto-Scan-Alyzer, has a
built-in pink-noise source, a choice of
automatic or manual scanning of the ten
octave bands over which it operates,
proprietary differential-comparator cir-
cuitry for an analysis accuracy rating of
10.1 dB. and means for comparison us-
ing mike (for room or speaker analysis,
for example) or line (useful in adjusting
tape decks).

BSR/ADC’s SA-1 spectrum analy-
zer, which also employs a pink-noise
generator, is more basic in concept and
costs only $230. BSR also has redone the
ADC equalizer line, using integrated cir-
cuits and adding -/C to model numbers
to indicate the change. The four models
range from the $500 Paragraphic Sound
Shaper Three-IC to the five-band Sound
Shaper One-IC at $120.

MXR’s latest is the Model 153
Stereo Five Band Equalizer ($150),
which—like the ten-band Model 114—is
designed for chair-side use so that you
can tweak response from the listening
position. The Phase Linear Model 1400
($550) is intended as a consumer version
of its Professional Series model. CM
Laboratories has added the CM-540, at
$400; Numark Electronics offers the
inexpensive ($200) EQ-2400 octave
equalizer. And Cerwin-Vega has entered
the professional equalizer field with a
third-octave model, the $600 TO-1.

There’s no dearth of graphic equal-
izers in the offerings of the full-line com-
ponent companies, either. The Sansui
SE-8 combines an octave-equalizer with
a spectrum display; either in brushed
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aluminum (SE-8S) or black finish (SE-
8B), it costs $400. Add a pink-noise gen-
erator, electret condenser microphone, a
few more sliders, a pair of motors to po-
sition the sliders automatically, and a
four-curve memory, and you have the
$700 SE-9S or -9B. There also are two
simpler models: the $300 SE-7S/7B and
the $230 SE-5B.

The Marantz Gold line includes the
$250 EQ-20, with ten octave bands per
channel. Harman Kardon’s $250 EQ-7
also offers ten octave bands, plus an ex-
tra tape monitor, input level controls,
and an overload indicator. Technics’ lat-
est is the $200 SH-8015, with five bands
per channel: Nikko’s comparable entry
is the $220 EQ-500. Rotel has an octave
equalizer (RE-1010) with a matching
peak-level spectrum analyzer (RY-
1010). And as yet unpriced is JVC’s SEA-
60 equalizer/analyzer, which has a novel
touch: One switch reverses the equal-
ization so that you can recover the pre-
EQ balance, for use as a sort of encode/
decode system to override hiss in tape
recording.

Since [ happen to be partial to para-
metric (rather than graphic) equalizers,
at least for program EQ. I'm a little dis-
mayed to find so few new parametric
models. The three-band SE-P900 in
Sony’s perfectionist Esprit series costs
$1.750, and has the distinction of being
the most expensive new one I’ve seen
this year. Another model possibly has
the most panache. It’s the two-band $650
E-101. a part of SAE’s Computer Direct
Line series. and it includes stepping con-
trols with digital readouts and memory
settings.

Other Electronics & Electricals

DB Systems has introduced a two-
band electronic crossover with slopes of
24 dB per octave. As a result, both bands
are mutually in phase at all frequencies.
which gives rise to the name In Phase
Crossover. Crossover frequency is not
adjustable: you must specify it when you
order the DB-3-24. The price is in the
$400 bracket.

Crown International has added the
$550 MX-4 to its professional line. Es-
sentially a three-way single-channel
crossover, it offers four frequency-selec-
tor knobs giving a wide range of options
for the filters. which roll off 18 dB per oc-
tave. In addition. there’'s a subwoofer
output with three turnover-frequency
options. E-V/Tapco also has added a
model with slopes of 18 dB per octave:
the EX-18 is designed as a two-way
stereo model but can also be used as a
mono three-way crossover. And Ace Au-
dio has a low-cost ($156) two-way model
with slopes of 12 dB per octave and plug-
in frequency-selector modules.

A whole new class of component, as
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Record cleaning a la
Keith Monks

far as [ know. is created by the Phase
Linear Model 190 ($95). which is de-
signed to permit safe speaker switching
even with the most powerful of super-
amps. The silver-plated switch contacts
and other parts are rated for continuous
use (or, rather, abuse) to 200 watts and
pulses to beyond 50 kilowatts, based on
current ratings into an 8-ohm load.

Not new as a class is the “system
switcher-offer,” this year embodied in
the Cheli International Auto Stop. which
contains a circuit said to distinguish be-
tween program and noise and which
turns off your system in the absence of
the former—even in the presence of the
latter. Timer operations also are builtin.

Russound has added three models
to its tape-recorder switching-box line.
The TMS-3 handles up to three decks.
costs $56, and is the present incarnation
of the company’s “classic” TMS-1. The
$90 TMS-5 and $150 TMS-10 similarly
handle five and ten decks, respectively:
all three models can be bought with solid
walnut end pieces for $10 more. while
the TMS-10 also comes in a rack mount
for $10 extra.

Audio Interface offers its Missing
Link interconnect cables made of oxy-
gen-free copper Litz coaxial wire termi-
nated in pin connectors plated with 24-
karat gold. The 3-foot length (LZ-10.
$32)isintended for normal runs between
components: the 1%-foot LZ-5 ($26)
connects head amps to magnetic-phono
inputs. Both models come with a sepa-
rate ground wire. Meanwhile. Monster
Cable has added its first speaker hookup
for automobile audiophiles: HotWires.
The company also has taken over distri-
bution of a pair of products introduced
some time ago: Cramolin Contact
Cleaner and Cramolin Preservative—
cure and preventative. respectively. of
RFI and other ills attributable to cor-
roded contacts.

And Then There’s ...

A brace of turntable mats has been
introduced recently. Several—Platter
Pad 11 ($18. Trace Systems), the conduc-
tive Music Mat ($40. Ionian). the Mis-
sion Mat (340, Mission), and others—are
made of compliant materials for use as

vibration dampers; some are made of
glass or other rigid materials on the
theory that stylus vibrations should be
conveyed away from the pickup, not re-
flected back to it (as, in theory. they
could be by the boundary between a
compliant mat and the rigid platter be-
neath it). “Notso.” say the soft-mat clan:
“the boundary between the vinyl disc
and a hard mat does reflect vibrations
back toward the stylus. but a compliant
pad damps and dissipates the vibration
before it has a chance to muddy the
sound.” The TriPad. again from Mon-
ster Cable, splits the difference by using
what is said to be an optimum combina-
tion of three materials: compliant ones
on the upper and lower surfaces of the
mat, with a rigid substrate “barrier” be-
tween them.

Addressing a similar problem, Sony
has created the FW-90 equipment base
for the Esprit line. By using a magnetic
suspension instead of springs. Sony says
it has solved the problem of compliance
that changes with load and hence is po-
tentially oscillatory. An electrical isola-
tor—or Super Isolator—is available from
Electronic Specialists: the $95 Model
[SO-3 is said to eliminate “contami-
nants” in the line current (everything up
to and including lightning-induced
surge) for three grounded AC lines.

Keith Monks has added a domestic
model to its line of Record Cleaning Ma-
chines: The CR-500 costs only $940.
(And if you think there’s a misprint in
there somewhere. you evidently aren’t
familiar with the Keith Monks line.)
Once you've got your records clean,
Nautilus now has a line of Supersleeves
(83.50 for a ten-pack) to store them in
and keep the dust out.

For cassette fans. Sony has the AC-
powered BE-100 eraser/rewinder for
$70. Allsop has redone its cleaner,
mounted in a cassette shell. for tape
heads and capstans; the Allsop 3 is a part
of a cassette-care line. with prices rang-
ing to $15.

AKG microphones don’t have to be
high-price professional models, as the
D-40 matched stereo pair ($100) demon-
strates. The moving-coil cardioids come
with attractive metal stands. Sony has a
whole line of five microphone models
equipped with its Unimatch plug, which
is said to make them compatible with the
inputs of all home recorders.

There are the usual speaker stands
appearing this year. A less usual one is
the Missing Linx from Produx Research.
which incorporates SoundZorbers. (As
Anna Russell said. “I'm not making this
up. you know!”) The idea of the Sound-
Zorbers evidently is to mitigate the po-
tentially negative acoustic effect of the
resonant cavity formed between the
floor and a speaker that is on a stand.
(Continued on page 110)
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In a world where sound
reaches new levels every day;
ADC delivers
the ultimate high.

The ultimate high is total control.
And an ADC Sound Shaper* Fre-
quency Equalizer lets you control
your sound and custom-tailor your
music with the mastery of a pro.
And no better way demonstrates
the benefits of an ADZ Sound
Shaper than taping. Even without
astudioenvironment, you can
recreate your personel recordings
by changing the frequency response
curve of the source material —mak-
ing the sound more lixe the original
and more agreeable to your ears.
Our complete ADC Sound Shaper
IC line* has an equalizer that is right
for you and your system. The SS-110
ten-band full octave equalizer, a
step up from our SS-_, features
LED:-lit slide controls and one-way
tape dubbing. If youdesire even
more control, our twe_ve-band SS-11
and top-of-the-line SS-111 include
two-way tape dubbing and sub-sonic
filters. Our SS-111 Peragraphic™

|

the ease and control of a graphic
ezualizer with the precision and
versatility of a parametric. All at a
arice you can afford.

All of our equalizers feature LED-
tit slide controls allowing Zor visual

plctting of the equalization curve.
And al. ADC Sound Shapers
embody theoutstanding ADC tech-
nology that has made us the leaders
in the industry.

Tareally complete your custom-
tailored contrcl-ability, our ADC
Rez] Time Spactrum Analyzerisa
must. Tquipped withits own pink
no:se generator and calibrated
mizrophone. the SA-1 provides a
visual presentation of the changing
spectrum through 132 LED dis-
plays. So you can actually see
proof of the equalized sound you've
aciieved.

With an ADC Sounc Shaper and
an ADC Real Time Spectrum
Analyzer, you can attain a new level
of sontrol. And ultimately.isn't
that tke musical high vou've always
wented?

Eowrd

(C]

with 24 ancillary swizches that P N -
enable you tocontrol 36 bands oy 2 e Flequenc;y Equalrzers
per channel combines and Spectrum Analyzer
1 et R e e
B O seed 5
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o iirEIEsziizeea G e C :

A BSR COMPANY

Sound thinking has moved us even further ahead.
BSR (USA) Ltd, Blauvelt, N.Y. 10913, BSR (Canada) Ltd., Rexdale Ontario

®Sound Shaper is a registered tredemark of Audio Dynamics Corporetion. *IC indicazes new Sound Shaper™ series.



Introducing a scientific first
in stereophone transducer
technology and sound.

New Koss PRO/4X

By combining a solid state piezoelectric tweeter with
a rare earth moving coil transducer, Koss engineers
have created a new first in hybric¢ transducer
technology. It's the new Koss
PRO/4x. And it's the ultimate in both
stereophone listening and the Sound
of Koss.

The PRO/4x’s unique tweeter =
design features a piezoelectric
bimorph disc mounted to an acrylic
impregnated cone. Incredibly, the
piezoelectric's bimorph disc moves
the cone at frequencies from 2,500 Hz to over
40,000 Hz! That means you'll hear the full timbre of
each musical instrument without the harmenic dis-
tortion found in headphones that peak out at much
lower frequencies.

MNew Koss Fybrid element

But if the PRO/4x's tweeter can give you a spine
tingling thrill, wait till you hear the bass and mid-
range. The new PRO/4x features a powerful, yet ex-
tremely light, samarium cobalt mag-
net moving coil transducer that re-
produces a deep rich bass and a
clean, clear midrange. In addition,
the PRO/4x’s unique floating earplate
and Pneumalite® earcushion design
conforms automatically to the op-
timum position for both comfort and
maximum seal around the ear for
bass performance to below audibility.

Visit your Koss dealer so you can hear how Koss
has extended the state-of-the-art in stereophone
sound and design with the new PRO/4x. Once
you've heard it, you'll never settle for less.

1981 Koss Corp

HDSS Sterecphones /Loudsoeakers/Digital Delay Systems
iearing is believing’

INTERNATIONAL HEADQUARTERS 4129 N Port Washington Avenue Milwaukee Wiscensir 53212 Facilies Canada. Ergland France. Germany. Ireland



VideoFronts

Latest video news and products

by William Tynan

A small, portable color tele-
vision receiver/monitor suit-
able for field use with a port-
able VCR isavailable from
Toshiba. The CA-045 ($450)
has a 4'4-inch screen and
weighs 7' pounds without its
optional plug-in battery base.
Featuresinclude audio and
video input and output termi-
nals.a TV/monitor switch.
electronic tuning. color-
search tuning. and a built-in
sunvisor. The set can also be
used as a tuner for recording
broadcast TVona VCR.

Lightweight, no-frills oper-
ationis the heart of Sharp’s
new QC-30 color camera.
Weighing only 3 pounds. this
basic camera features an opti-
cal viewfinder,a2:1zoom
lensmarked for wide-angle
(W)and telephoto (T) set-
tings. auto iris, a three-posi-
tion color temperature con-
trol.and LEDs to indicate
low battery, VCR start, and
underexposure. A built-in
condenser mike and acces-
sory light shoe is also pro-
vided. Cost is $600.

The entire VCR tape path is
said to be cleaned with Nor-
tronics’ new head cleaner
video cassettes. The VCR-130
(Beta format) and VCR-135

A Video Image for Photo Companies

We’ve reported previ-
ouslyin these pages that pho-
tographic companies are ex-
panding into video in ever-
increasing numbers. Thelat-
estis Pentax—one of the lead-
ing 35mm still-camera manu-
facturers, which has unveiled
in Japan a portable VHS
VCR with tuner/ timer and
colorcamera. The VCR (PV-
R0O10)is a two-speed deck
with a maximum recording
time of 6 hours: it weighs
about 1 1 pounds. including
battery.

The camerahasa
14-86mm f/1.6 motorized
zoom lens and a built-in elec-
tronic viewfinder with dis-
plays for record. under-
exposure. battery warning,
power saver. and white bal-
ance.

Completing the package
isthe PV-UOI0 tuner/timer.
programmable for eight pro-
gramsin fourteendays. and a
remote control unit. Price and
U.S. marketing plansare still
to be set.

Meanwhile. Fuji. which

is well known for its film and
8mm cameras as well as for its
audioand video tape. is said
to be working on a minividzo
combination VCR/camera
similar to those shown by
Sony. Hitachi. and Matsu-
shita (see VIDEO Topay for
January. May. and June). The
company already hasits foot
in the minivideo door. since it
supplies Y-inch videotape for
the Technicolor VCR.

Kodak hasstirred inter-
est with its “photo-video”
imaging system. for which the
original patent was filed in
1978. The device is depicted
as about the size of a standard
paperback book: it utilizes a
2%-inch diameter disc that
contains pieces of film. Once
they are exposed. the film im-
ages would be converted to
electronic images and shown
ona TV screen (much as mo-
tion picture filmsare now
shownon TV). The device is
seen as the next generation of
the basic 110 format. Again.
no marketing plans have
been announced.

(VHS format) are wet-system
cleaners. employing a static-
free cellular-cloth cleaning

_surface. Suggested applica-

tionis 15seconds aftereach
40 hours of VCR use. The
cassettes can be used 40to 50
times. Cost of each 1s $30,
which includes a 1.3-ounce
can of Nortronics Video
Head Cleaning Solution.

Two visual-search speeds and
two-hour play capability are
featured on Sanyo’s new
VDR-3000($500) video disc

player. This CED-format
model advances orreverses at
twelve or forty times normal
speed with a picture visible,
orat two-hundred times nor-
mal without a picture. A lock-
ing PAUSE also is included: a
wired remote control is op-
tional.

One of a new generation of
television sets from Mitsu-
bishi—the $1.200 CK-2582—
incorporatesan FM tuner. al-
lowing you to play TV/FM
simulcasts through the set’s

built-in stereo audio system.
The 25-inch model is de-
scribed as cable-ready. with a
full 105-channel capacity.
Other features include fre-
quency-synthesized tuning. a
comb filter forimproved pic-
ture resolution. and a pair of
separate. sealed two-way
speakers with individual bass
and treble controls. A wire-
less remote control is stand-
ardequipment.

A convenient storage area for
a VCR orvideo disc player is
in the base of Panasonic’s
CT-5164R—a 25-inch color
television with sixteen-func-
tion wireless remote control.
Featuringan oak-grain ve-
neer cabinet. this model in-
cludes two two-way speakers,
and s described as cable-
ready. It also has an elec-
tronic color control.a CATV/
master antenna connector. a
Panabrite control (which ad-
justs screen brightness to
room brightness). and a
sharpness control.

For more information, circle the
appropriate number on the
Reader-Service Card.

152 Toshiba
153 Sharp
154 Nortronics

155 Sanyo
156 Mitsubishi
157 Panasonic

< Circle 21 on Reader-Service Card
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What Makes

Your TV Set
Tick rpartm

How to solve the special problems of a color set.

by Edward J. Foster

(This is the third in a series of articles de-
scribing how your TV set works and point-
ing out how to use the information to get
the best possible picture.)

WHEN LIGHTSs of different frequencies
(colors) are superimposed, we see yetan-
other color and, in theory. cannot tell the
multiple light source from a single one of
that new color.

A wide range of colors thus can be
created using relatively few light sources.
Indeed, there are certain combinations
of three monochromatic (single-fre-
quency) lights from which we can syn-
thesize most visible colors. One such
“triad” that color TV makes use of is red.
green, and blue.

In a typical color picture tube (or
CRT), each of three electron guns emits
a stream of electrons targeted to hit a
particular set of phosphor dots which,
when struck by the electron stream,
emits light of a particular color. At each
point on the screen, there are three clus-
tered dots of phosphor—one that emits
red, one blue, and the third green—so
close together that the light from each
cannot be distinguished separately. but
is blended by the eye into a single spot. If
you look closely at the screen, you can
see the dots. (See picture. this page.)

By modulating the strength of each
beam, the intensity of the red. blue, and
green light is controlled. If all three
beams are turned on. and each has the
proper intensity, the screen appears
white. Changing the relative intensity of
the beams creates variables of the colors.

This is what is supposed to happen. but
many things can go wrong. As we noted
last month, the three beams in a color
picture tube are targeted at their proper
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color dots by focusing them so that they
converge at a point just before they reach
the phosphor screen itself. At this point.
the beams pass through a hole in a
shadow mask and diverge slightly. so
that each hits only the phosphor dot that
corresponds to its color.

Proper Color Convergence

If a beam hits the wrong phosphor dot
at any point on the screen. the color will
be incorrect at that point. Several inter-
nal controls assure proper color conver-
gence. Purity magnets around the neck
of the tube are rotated and bent to pro-
duce a pure red screen when the blue
and green guns are turned off. Staric-
convergence magnets. also on the neck
of the tube. force the three beams to con-
verge in the center of the screen to pro-
duce a white dot when the relative inten-
sities of the three are set to produce
white. And, of course, there are individ-
ual controls for each electron gun to as-
sure that the intensity of the three beams
is balanced to produce “white” light
when they should. Finally. there are dy-

namic-convergence controls that adjust
the electromagnetic field produced by
the deflection yoke to assure that each
beam is targeted properly throughout
the horizontal and vertical sweeps. (See
July ViDEO TODAY.)

TV sets differ in their ability to main-
tain perfect convergence over the entire
screen. In some ways, this is analogous to
the linearity and pincushion-distortion
problems (see August VIDEO TobDay).
for in each case the problem is one of
nonlinear deflection. It is not unusual to
see color fringes around objects near the
screen boundaries. This is an indication
of improper convergence, and you
should avoid susceptible models when
purchasing a set. While convergence re-
sponds to service adjustments, a service-
man cannot correct a set that has not
been designed with the complex circuitry
required to maintain convergence over
the entire screen.

Since an electron beam is deflected
magnetically during normal operation.
obviouslyitcan be deflected off its proper
course by external magnetic fields.
Therefore. avoid placing any magnetic
materials near your color set. Treat it as
you would a precious tape recording. Ac-
tually, a color receiver is even more sen-
sitive to stray magnetism than a tape is.
Even the earth’s magnetic field affects
the deflection of the beam and hence the
convergence. Moving a set from one po-
sition in the room to another or rotating
it 90 degrees can throw off the color. For-
tunately. the effect is usually only tempo-
rary, for every color TV has an automatic
degaussing coil, which is designed to de-
magnetize the tube each time the set is
turned on. You may have to turn your set
on and off several times to complete the

Circle 31 on Reader-Service Card >



No matter how well your video
cassette recorder has been
performing, it’s never lived up
to its full potentzal. Because
until recently, you couldn’t
buy High Grade video-
tape for Beta systems.
With Maxell High

Grade Beta tape,
you'll finally see =
what your mackine &8
cando. Youllget ==
better color
resolution,
sharper images
and clearer

sound. b
To create ngh F
Maxell uses finer, sharg

F

particles and a unique kinding
prooess. The resulting tape
notonly produces a

better picture than ordi-

nary video tape, it’s a lot

mcre curable. This drastic-
ally reduces video recorder
head wear and lets you

enjoy a better picture longer.
So if you own a Beta

recorder, 1y Maxell High
Grade. You'll discover that the
machinz ycu own is ever: better
than the one you bought.

maxeill
IT'S WORTH IT,

Mexelt Corperatior. 60 Oxtord D-ive, Moonacke. N.J. 07074




Fig. 1

PRIMARY GH

Most visible colors can be created from monochromatic red,
green, and blue light. (See the CIE Chromaticity Diagram
above.) By subtracting the amount of red (X axis) plus green
('Y axis) from 1.00. you can determine the percentage of blue
in a color. Thus primary red is composed of 74% red, 26%
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green, and 0% blue; white is 33'%% each. Saturation increases
with distance frem pure white. The area defined by the three
TV phosphors (right) excludes colors obtainable only by sub-
tracting red light, which TV sets can’t do. Thus even the best
sets won't reproduce red-purples and blue-greens well.

Fig. 2
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covers one area of the screen, see if a
source of magnetism is near the set. If so,
remove it and let the degausser do its job.

Three phosphor dots are required to
create one picture element in a color set;
in a black and white set, one dot does the
task. Furthermore, the shadow mask
used in color CRTs partially blocks the
screen. Thus less light reaches you from
acolor tube than from a black-and-white
one. In the early days of color TV, you
had to watch under rather dim ambient
light conditions to avoid washing out the
image. Today, that’s no longer neces-
sary: The extremely high voltages used
in a modern color set—about 25,000
volts—greatly intensify the screen’s
brightness. Also, the development of
rare-earth phosphors has helped to im-
prove efficiency, and the so-called
“black-mask” tubes have improved
apparent contrast.

With only three monochromatic light
sources at its disposal, can color TV syn-
thesize the complete spectrum of visible
colors? No, but it comes close. Theoret-
ically, with just red., green, and blue,
you’d have to have “negative” red light,
that is, subtract red from the final mix, to
cover all possibilities. The inability to do
thisin a TV set creates some limitations.

A world-wide standard method of rep-
resenting color, the CIE Chromaticity
Diagram, displays every possible color
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on an X-Y plot. Both hue (the intrinsic
nature of the color—for example. red,
blue, green, cyan, or purple) and satura-
tion (the intensity of the color, or its pas-
tel versus vivid quality) are shown by
plotting on a graph three points, each of
which corresponds to the characteris-
tics of one of the phosphors used. Then,
by connecting the points with straight
lines to form a triangle, you can tell
which combinations are theoretically
possible. Any hue-intensity combinaticn
that lies within the confines of the
triangle can be reproduced with the
three phosphors: those that lie ourside
the triangle cannot. In general. our color
TV system has greatest difficulty with in-
tense shades of red-purple. Fortunately,
this color rarely occurs.

Loser and Winner

Transmitting the red. green, and blue
information separately is one way you
might imagine a color picture could he
broadcast. Indeed. the first color pro-
posal—CBS’s “field-sequential” system —
did just that: The primary colors in the
scene were transmitted, one color at a
time, in subsequent fields. The fields oc-
curred at such a rapid rate that the per-
sistence, or decay rate, of the light-emit-
ting phosphors was sufficient to ensure
that all three colors were present more

or less simultaneously. The eye blended
them into a composite.

This conceptually simple system was
not compatible with the 50 million black
and white television sets in American
homes at the time CBS tried to launch it,
s0 it's not surprising that the proposal
did not succeed. The NTSC “compat-
ible-color” system eventually adopted
and currently in use was conceptually
more complex, but it did not make exist-
ing black-and-white sets obsolete.

In the NTSC system, the red. green.
and blue information signals are not sent
separately: in fact, the raw information
is not transmitted at all. The system is
somewhat like a stereo FM broadcast. in
that the luminance (brightness) of the
scene is transmitted on the main carrier
and the color information as difference
signals multiplexed on top of it. A black-
and-white set responds to the luminance
information and ignores the color. A
color TV responds to both.

Red. green, and blue are not multi-
plexed separately: difference signals are
generated between the red information
and the luminance and (separately) be-
tween the blue information and the
luminance. and these are used for the
multiplex. The green content is synthe-
sized from this information at the set.
How this all happens we’ll explain next
month. HF
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Freetall photographer Tom Sanelers— Lake Elsinore, Calif., Parachute Center.

TAKE MICRO-VIDEO

WITH YOU ON
YOUR NEXT TRIPR

The Technicolor™ micro-video
recorder adds new meaning to the
word “portable’ Its simply the
world's smallest, lightest, simplest.
Because of its remarkable com-

pactness, it goes virtually anywhere.

A true portable.

And if anyone needs portability,
its freefall photographer Tom San-
ders. Tom has used aur micro-
video recorder to document many
exciting freefall jumps. By simply
hooking the VCR to his chute straps
and mounting the camera to his
helmet, he is able to capture all the
action on video by Technicolor.

For the businessman on the go,
the Technicolor micro-video con-
cept is ideal. So small, it fits in a
briefcase. So light, you hardly know
its there.

Sales presentations, inter-office

communications, product train-
ing —all easy to do. Video adds new
dimensions carrying the impact
of full color, full sound. The feather-
weight video cassette mai's in an
ordinary (letter) envelope with post-
age only a fraction of the cost for
heavy video cassettes.

And video remembers vacations,

Circle 53 on Reader-Service Card

parties and a growing family like
no snapshot can. Remember them
all with our Technicolor micro-
video system.

The system includes 7-pound
VCR, lightweight color camera, and
matching TV tuner for recording
programs off the air.

For wark or play, Technicolor
micro-video is truly “videc to go”

Call us now for your nzarest
dealer.

{800)854-4020 (1ol free outside Calitomia, Alaska & Hawaii)

{800)432-7407 (toll-free within California]
(714)53D-4330 (within Alaska & Hawai)

Technicolor

TECHNICOLOR AUDIO-VISUAL
299 Kalmus Drive, Costa Mesa, Ca. 92626
© 198% Technicolor, Inc. All rights reserved.



Elsten to television \
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|N SIMULATED STEREO!
TELEDAPTER® easily connects to any TV
and plugs into the Aux., Tape, or Tuner input
of any stereo amplifier. (TV and stereo can be
any distance apart) All TV programs will
come through your stereo amplifier and
speakers, even Video Tape, or Cable TV
shows. Quality electronic circuitry assures
correct 10 to 50,000 OHM impedence
matching, for full 50 to 15,000 HZ frequency
response. The matrix circuitry actually pro-
vides two channels of simulated stereo. Total
chassis isolation means protection for both
your stereo and TV. TELEDAPTER® is also
great for using stereo headphones and taping
TV programs. Complete with instructions,
and TWO YEAR WARRANTY. 15 day trial or
money back if dissatisfied.

The TE-200 Teledapter
i-===0nly $39.95 02 om0 1
3 Toorder: Call toll free mi

g 1-800-251-8608 24 hours
g 0 enclose check or NATIONAL CORPORATION 0

g O Master Card (] VISA

v

1
B Cardy Pq Box stNzg;:(ln C
: Exp date (615) 381-8001 :
: Name :
§ Address :
1 City Stats zip 5
e m===]SEND FREE CATALOG =====i]
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New (and sometimes original) video programming

(All video cassettes are available in Beta
and VHS formats unless otherwise noted.)
8 Columbia Pictures Home Entertainment has
eight new video cassette titles: Tess, It’s My
Turn, ... And Justice for All, Gloria, Easy Ri-
der, When a Stranger Calls, The Shout, and
The Three Stooges (Vol. 111).
B Magnetic Video reached into the United
Artists film library for its twelve new releases:
The Black Stallion, The Pink Panther, Last
Tango in Paris, Apache, Carrie, La Cage aux
Folles, Let It Be, The Thomas Crown Affair,
Tom Jones, The Jazz Singer (original version),
42nd Street, and Yankee Doodle Dandy.

B MCA Videocassette has ten new cassette ti-
tles: Melvin and Howard, The [ncredible
Shrinking Woman, All Quiet on the Western
Front, Buck Rogers in the 25th Century, Play
Misty for Me, Change of Habit, Galaxina,
Yum-Yum Girls, Schizoid, and Shogun Assas-
sin.

B Paramount Home Video is offering twelve
new titles, including: Ordinary People, The
Elephant Man, Popeye, Serial, Goodbye Co-
lumbus, Hearts and Minds, When Worlds Col-
lide, My Bloody Valentine, Rosemary’s Baby,
Samson and Delilah, A Place in the Sun, and
Bottoms Up '81.

HENRY‘'S HAS MOST MAJOR FRANCHISES

CAMERA-HI-F-VIDEO]

CAR STEREO SPECIALS
* CONCORD HPL-515 50 WATT VALUE 730.00
A.D.S. 300-i FLUSH MNT.2 WAY  SALE 499.95
* BLAUPUNKT CR-2000 PUSHBUTTON RADIO
PIONEER TS-165 CO AX SPKRS. ........ SALE 249.95
* CONCORD HPL-115 25 WATT WITH SALE
PIONEER TS-168 3 WAY SPKRS. 329.95

, SONY-TCS-300 SONY-TCM-121
4. STEREO RECORDER ONE BUTTON RECORD
HEADPHONES INC. TAPE COUNTER

BUILT-IN SPXR. INSTANT EDIT
SALE SALE
169" 64

SONY-ICF-7600 SONY-ICF-2001

5 SHORTWAVE BANDS

AM-FM-3“ SPKR.
5 DESK-TOP
@ SALE DIGITAL KEY TOUCH  gp) £
AM-FM-SSB/CW
95
19 sstanon eae sers 249%

CALL TOLL FREE (800)42t-8537

Out of state except Alaska and Hawaii

VISA: MASTERCHARGE
CAMERA

HENRY'S iiiibes

Prces subject to change without ny

516 W.8th St. Los Angeles CA 90014
(213)488-034t1

Monday - Salurday 930106 00

Video
QOGAO

by Edward |. Foster

You recently explained how to record
off the uir, but I am interested in
recording from one VCR to another. How
is this accomplished’—Carlos Mujica.
Caracus, Venezuela.

A Most VCRs are equipped with at
elcast two sets of input and output
connections, one of which accepts and
delivers direct video information, the
other of which is designed to handle RF
signals. While you can copy from one
VCR to another merely by connecting
the RF output of the player (that which
is normally connected to the TV) to the
ANTENNA input of the recorder, you're
likely to get better results by using the
VIDEO connections.

The direct VIDEO connection by-
passes the RF modulator in the player
and also eliminates the need to pass the
signal through the tuner section of the
player, thus avoiding whatever noise and
signal degradation might be caused by
these circuits. Usually this connection is
made via pin jacks of the type used in
high fidelity equipment. Use the shortest
cable possible—preferably one with low
capacitance—since the frequencies in-
volved are quite high. For the direct
viDEO hookup, you’ll need a second
cable to handle the audio information.
Length and capacitance are not critical
here. but the cable is usually of the same
type. It connects from the audio output
jack of the player to the audio input jack

of the VCR being used for recording.

If you use the RF hookup, both
video and audio are transmitted on the
same carrier frequency. so only one
cable is needed. Be sure that the recorder
is set to the same channel (3 or 4) the
player is modulating.

Recently vou suggested using a bulk
Seraser “to wipe the entire tape clean.
Doesa bulk eraser provide a “cleaner”™
tape that would deliver a better recorded
signal (less noise and distortion) than is
possible using the built-in erase head?—
Ngun Kok Wah, Selangor. Malaysia.

i

A.] notice no difference between tapes
when 1 re-record those that have
been bulk erased and those that have
merely passed by the erase head. While a
bulk eraser doesn’t necessarily provide a
“cleaner” tape, it does remove the signal
from the entire tape pack in one pass (or
at most a few passes). and frequently
that’s a lot more convenient.

For example, suppose the previous-
ly recorded program is two hours long
and the new program is only | hour. 40
minutes. To erase that 20-minute “tail”
with the built-in erase head means tying
up the VCR for an additional 20 minutes
and causing more wear to the heads.
Bulk-erasing the tape prior to re-record-
ing would save time and reduce head
wear.

One easy solution is to erase only
the next minute or so of tape: that gives
you sufficient time to stop playback be-
fore the previously recorded program
pops into view. As soon as you've fin-
ished recording the new program. leave
the VCR in the record mode and switch
to the camera input. If the camera is dis-
connected, you'll get a clean erasure. If
the camera is hooked up. using the cam-
era input, just cap the lens. which causes
the screen to go dark rather thansnowy.

Circle 15 on Reader-Service Card
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Sound so noise-free,
it could only be dbx.

cassette decks

L kind of quality

When you audition any of | [ I | into our three new models.
our three new : _ . Along with the

with built-in dbx?
you’ll experience

something l V. o
you’ve never ‘ :
heard before. =~ ‘===

Noise-free sound. Music
so well-defined you won’t
believe it’s on a cassette.
Without dbx, this kind
of performance would be
impossible. But the dbx
system which helped revo-

" that makes a TEAC
a TEAC.
For instance, we
7 use three motors
VE===2 to drive th2 V-5RX.
. One each for the rzels, the
capstan and our unique
Electroload system. All run
by silky smooth, silent
transport controls.
The V-3RX gives you
that, pius our exclusive new

lutionize professional
recording, is now helping us move cassette
performance irto a new era.

That’s because the dbx system is more
than just noise elimination.You can set
average record levels much lower, so when
the music suddenly peaks you get it all-
crisp, clean and undistorted.

We were the first manufacturer to incor-
porate dbx in tape recorders. And every-
thing we've learned about it since is built

Co=alt Amorphous head.
It’s frequency response-20 Hz to 20 kHz-
covers the full range of human hearing.

Iri the C-3RX, ¥ou get three serarate
heads: erase, record and play. Plus double
dbx circuitry for true of--the-tape manitoring.

Three new cassztte decks from TEAC.
Eachwith a distinctive complemen: of
features. All with built-in dbx. For com-
pletely noise-free sound and the broadest
musical range possible.

11981 TEAC
Corporation of
America, 7733 Tele-
graph Rd., Montebello,
CA 90640. “dbx
i» a trademark
of dbx, Inc.
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TOLL FREE: (800)221-8180 or (800)221-8330
“RATED NO.1 FOR SERVICE & RELIABILTY"

THIS MONTH’S
SUPER SPECIALS!

HOME VIDEO RECORDERS AECRIVERS

GE VC-1012 VWS Recorder 5199
HITACHT V18500 S Rocoraor 4895 JIEUNES X103 o
Rl b g""os'g"' 799 PIONEER SX.S 22490
NASONIC Py-1210 Vi Rcorde 5625
PANASONIC PV-4750 viis Rec 31038 SONY SIRVX4 €&3es
RCA VEL250 \i's Rocodo  §750 TURNTABLES
RCA VET680 viis Rocoraer $1050  TECHNICS SLB 303 109 91
la Recorge 3750 TECHNICS SLD-202 109 %0
soNv sl seoo sevo fecorder $850  TECHNICS SLD-303 124 50
SONY 5L-5800 Beta Recorder  $1025  PIONEER PL 8 189 50
ZENITH 9750 Bela Recorde: $935  DUAL 607:SS . $170
PORTABLE VIDEO RECORDERS CASSETTE DECKS
IV HR2200 VS wilurerTmer  s97s  [ASIETTE DECKS 5
PANASONIC PV-4100 VHS Recorger $799  sony TGFXS o 3235
PANASONIC PV-A38P TunerTimer $295  Lya| GxE90 399 90
CANASONIC. PYASOD viS wiluner 798 TEAC V.
C v 5230
A VAP AT0 U5 wmar T o PIONEER C1.5 a0
SONY SL3000 Bea Pecormer 5630
SONY T1-3000 TunerT mer 5220 HOME SPEAKERS
e pEaLge s
AKAI VCXt Aylo Focus sa99 ) ot e
VCHG s eahCare 679 PIONEER HPM.S00 10990
PANASONIC PK-751 Comeia  $74
RCA CCO10 Comera $799  MICRO HEADPHONES
SONY HVC-2200 Comern 1045 SONY MDR7 4990 KOSS KS? 24 90
ABSOAF Auto ¢ 5849 1
O PIONEER SEL 3 $25 00

VIDEOIDISCIITAYERS CARTRIDGES

X . 5575

:éﬁaévﬁ’f‘%’é‘a‘ﬂi’?e-‘é’if I 573 sMum M:!EE' :zs scmm Visw vo 90
! Payer 99 AUD TECI

RCA $F1-400 CFD 3¢ Paye 53 Al jedtes,

SONY OOLOR TV 4y, STEREOTOSO:

SONY KV-4217 (17 Screen 5375 arwa 1P 30 TR 159 90

SONY KV-1815 {15 Sciee ) 5395 L

SONY KV-1943 (*0 Sireen sagn WA CSIt 199.20

K

SONY KV 1946RS 10 femote  $567 SO x 69 0

SONY KV-2645R5 Jo emcter  $915 SNy wALKMAN Il ( . 139 50
TNOTE ALL COLOR TELEVISION'S SHIFFED  TOSHIBA K12 ( 05 E04 e 159

FREIGHT COLLECT ONLY! “ALL UNITS INCLUDE HEADPHONES

PRIV IS §159

CASSETTE IN-
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Behind the Scenes

News on classical recordings edited by James R. Oestreich

Kozinn ASCAP Award

Allan Kozinn has won a Deems Taylor
Award for his 1980 work. including
HiGn FIDELITY pieces on the classical
record business (April). Segovia (July),
and Ruggles (October). The awards,
named for the American composer and
critic, are presented by ASCAP annuallv
to acknowledge excellence in writing on
music. HF Contributing Editor Nicholas
Kenyon also received a 1980 award for
his pieces in the New Yorker.

We reported in February that Edita
Gruberova would be the Queen of the
Night in Bernard Haitink’s Zauberflote
with the Bavarian Radio forces. And
though we mentioned Lucia Popp in an-
other context, we couldn't have known
then that she would be Haitink’s Pa-
mina; Helen Donath. scheduled to
record the role, was forced to cancel due
to throat problems. Others in the cast in-
clude Siegfried Jerusalem (Tamino).
Wolfgang Brendel (Papageno). and Ro-
land Bracht (Sarastro). For his first opera
recording, EMI afforded Haitink the
luxury of some twenty-seven sessions.

More typical is the Decca/London
schedule of ten sessions (excluding reci-
tative) for Georg Solti’s London Phil-
harmonic recording of a lengthier Mo-
zart work. The Marriage of Figaro. Popp
figures here. too. as Susanna. Other prin-
cipals are Thomas Allen (the Count).
Kiri Te Kanawa (the Countess), Samuel
Ramey (Figaro). Frederica von Stade
(Cherubino). and Kurt Moll (Bartolo).
with Robert Tear, Jane Berbié, Yvonne
Kenny, and Philip Langridge in the lesser
roles. Our European correspondent re-
ports that one hour saw an amazing se-
quence of takes: Moll doing “La ven-
detra!” twice; Te Kanawa in a stu-
pendous take of “Dove sono™ (with reci-
tative) and a couple of retakes: Ramey

doing “Se vuol ballare™ and the Act 11
reference back to that numbér: and then
Solti leading the orchestra twice through
the Overture. after which he dismissed
everyone—some eight minutes early!

Solti’s other recent recording activity in-
cludes the Schubert Ninth Svmphony.
with the Vienna Philtharmonic: Havdn's
Creation, with Chicago forces; and
the Bartok First Piano Concerto with the
[L.ondon Philharmonic and Vladimir
Ashkenazy. Solti was supposed to have
Jjoined the pianist at the kevboard in Bar-
tok’s Sonata for Two Pianos and Percus-
sion as well but has given way to Ashke-
nazy's tast-developing eldest son.

National Public Radio recently cele-
brated—in somewhat strained circum-
stances—the tenth anniversary of its first
transmission. Heavily dependent upon
public funding, the network has been la-
boring under the threat of potentially
disastrous budget cuts. and the issue re-
mains in doubt as of this writing. There
will be a fall season. however, starting
ths month with a thirteen-part series
ranging from sackbuts to synthesizers.
For an early-music series, “Cathedral.
Court, and Countryside.” HF’s Kenvyon
provides commentary on European mu-
sic and society from 1200 to 1700. to ac-
company performances by Joel Cohen’s
Boston Camerata. the Folger Consort.
the Deller Consort. and others. Com-
poser and conductor Gunther Schuller
hosts a contemporary-music series, “Ra-
dioVisions.” that will feature the first
American performance of John Cage’s
Roaratorio, which created a stir in Eu-
rope. Most of the music to be presented
was commissioned specially for the
series. and much of it exploits such elec-
tronic devices as vocorders. synthesizers.
harmonizers. and digital delays. In addi-
tion, the Peabody Award-winning San
Francisco Opera broadcasts are back.
now in digital tapings. Other season fea-
tures include several miniseries of con-
certs: seven by the Stuttgart Radio Sym-
phony. with two conducted by Sergiu
Celibidache and one by Krzysztof Pen-
derecki; three by the Southwest German
Radio Svmphony. two under Kazimierz
Kord. one under the late Kiril Kondra-
shin: and three by the Berlin Phil-
harmonic. under Herbert von Karajan,
Seiji Ozawa. and Charles Dutoit. HF
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Once again, in the interest of science
and for the betterment of mankind, the
services of Mus albus rodendus, or the
white mousc, have been called upon. This
time to demonstrate the sheer brilliance

of the new Sony STR-VXS receiver. MOMOW Part of the reason is Sony’s unique
When the little chap so much as “Legatce Linear” amplifier. This circuitry

touches the VXS's “Memory Scan,” you'll
automatically hear four seconds of up to
eight of your favorite AM or FM stations,
without having to tune them in scparately.
If he chooses our exclusive “Auto
Sweep,” vou'll hear a four-second sample
of every available statien on the dial. Find

frequency. There's no drift. No fade. A com-
puter insures crisp, clear, perfect sound.
But that’s merely proof that the VX5
possesses the world’s most advanced tuning
section. Here's proof that it possesses the

HOWA
COMMON

SUBJECT
PROVES THE
frat | CLEAR
2 stonsoulhe andav e e SUPE[({)[lg)Rlﬂ’

' °
FLATURES AND SPECIFICATIONS: 55 walts per channel. continuous power cutpul, both channels driven into 8 Ohms from 20 Hz to 20 kHz. a1 no

mure than 0.0607% THD “Quartz frequeney svithesis/S-way tuning: Direet Comparator 10 logic function controls/ Hi-f { transisiars
Sony Corp of Amenica. 9 W 57th St N Y. NY 10019 Sony is a registered trademark of the Sony Corp.
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world's most advanced amplifier section.

Statistically, the VX5 puts out 35
watts per channel with no more than
0.007% 1otal harmonic distortion * Even
your dog can’t hear that.

prevents “switching distortion” from ever
intrud:ng or your music. Another part is
an incredibly advanced, Sony-developed
“Pulse Power™ supply. Its transformer alone

is but 1/50 the size of conventional trans-
farmers and is as quiet as a church mouse.

Of course, there are other outstand-
ing teatures, from a subsonic filter to mov-
ing coil-cartridge capability. And it’s all
at a price that won’t require you 1o get a
second mortgage to purchase it.

The Sony VX5. We used a mousc 10
prove its genius. But all you really need
are a good pair of ears.

S ONXWe are music.



From the dawn of recorded stereo,
millions of audiophiles have turned to
Shure phono cartridges to get the most
from their stereo systems—and for
good reason. We introduced the first moving magnet
cartridge, the first truly high fidelity low mass stereo
cartridge, and a host of other innovations, right up to
today's Hyperelliptical stylus tip, Dynamic Stabilizer, and
SIDE-GUARD stylus protection system. From the origi-
nal M3D, the first high fidelity stereo cartridge (which is
still available) to the V15 Type IV, Shure has been the
leader in phono cartridge technology.

Manufacturer of high fidelity components, microphones,

Our cemplete phono cartridge line, with over 100

models tor all applications, is by far the widest selection

offered bt any phono cartridge manufacturer in the
world. Fer more than 25 years, Shure has been the

performance, technological, and sales leader in high

fidelity phono cartridges...and that's why millions of

audiophiles around the world have made us their source
of sound. See your Shure dealer about upgrading your
system with the number one name in phono cartridges.

T sHURE

Shure Brothers tnc., 222 Hartrey Avenue, Evanston, IL 60204
In Canada: A. C. Simmonds & Sons Limited

loudspeakers, sound systemns and related circuitry.

®



A Cooke’s Tour
of Mahler Tenths

Two new recordings offer Deryck Cooke’s
final completion of a symphony that just
may be Mahler's greatest.

Reviewed by Derrick Henry

JUST HOW MUCH MAHLER is in Deryck
Cooke’s “performing version™ of the un-
finished Tenth Symphony? More than
you might think. The composer left a
four-staff short score of the entire work,
with select yet significant indications of
orchestration; an orchestral draft of the
first half (through bar 24 of the “Purga-
torio”), with the first and third move-
ments in a fairly advanced—but by no
means final—stage of completion and the
second in a more unsettled state; and
some earlier sketch material. Obviously
missing are many dynamic signs, ver-
bal directions, articulative markings, and
intermediary tempo indications; the two
concluding movements are not even as-
signed a basic tempo. Thus. preparation
of a performing edition entails very little
actual composition; instead, the editor
must fill in Mahler’s frequently spare
textures, conjecture on the intended
phrasing, dynamics. and tempos, and
bring all this to life through an orches-
tration as authentically Mahlerian as
possible. To quote Cooke. “the thematic
line throughout, and something like 90%
of the counterpoint and harmony, are
pure Mahler, and vintage Mahler at
that.”

Then why do many scholars—in-
cluding the late Erwin Ratz, long the
chief editor for the International Mahler
Society—prefer that performances be re-
stricted to the opening Adagio? Why do
such notable Mabhler disciples as Bruno
Walter, Leonard Bernstein, Rafael
Kubelik, and Klaus Tennstedt (among
numerous others) speak out so strongly
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against a “realization” of the entire
Tenth and refuse to perform anything
but tha: opening movement (itself
hardly a fair documentation of Mahler’s
ultimate intent)? Many of these same au-
thorities endorse and perform without
qualm Siissmayr’s barely adequate real-
ization of Mozart’s Requiem. a work
whose final movements were left in far
more fragmentary form than any part of
Mahler’s Tenth. Mussorgsky’s unfin-
ished scores (and even some finished)
have for years been given in Rimsky-
Korsakov’s reworkings, often extremely
free. We listen to completions of the op-
eras Turandot and Lulu and are grateful
for the apportunity. So why the fuss over
Mahler’s Tenth?

Surely no one will contend that any
realization of this symphony represents
what Mahler eventually would have
achieved. As Cooke admits, “Mahler
himself. in bringing it to its final form.
would have revised the draft—elabo-
rated. refined, and perfected it in a thou-
sand details: he would also. no doubt,
have expanded, contracted. redisposed.
added, or canceled a passage here and
there (especially in the second move-
ment). and he would finally, of course,
have embodied the result in his own in-
comparable orchestration. Obviously, he
alone could have done all this; the idea
that someone else can now reconstruct
this process is pure illusion.” Yet there is
no point in bemoaning what might have
been; we should rather, as Cooke em-
phatically has done. make the most of
what we have. To quote Cooke once

WALT YABLONSKY

S o B b THRES i
Gustav Mahler: A prophetic statement

more: “Mahler’s actual music, even in its
unperfected and unelaborated state, has
such strength and beauty that it dwarfs
into insignificance the few momentary
uncertainties about notes and the subsid-
iarv additions, and even survives being
presented in conjectural orchestration.”
Close acquaintance has convinced me
that, even as it stands, Mahler’s Tenth
represents one of the major symphonic
achievements of the twentieth century.
In fact, this profoundly personal. fas-
cinatingly prophetic, enormously life-
affirming symphony just may be his
greatest.

Certainly, Cooke’s realization is a
notable accomplishment, with several
strokes of genuine inspiration (such as
his scoring for three solo violins near the
end). Even so, the Mahler initiate un-
doubtedly will be able to single out pas-
sages that sound a trifle inauthentic.
Cooke admitted that he had approached
the orchestration from a late-Romantic
context. (He had been concurrently im-
mersed inamammoth study of Wagner’s
Reng, a project that—in a fitting twist of
fate—he never completed). There is
room for other solutions: Cooke himself
encouraged them. Yet unfortunately, the
inordinate attention engendered by his
version has virtually excluded some half-
dozen other completions from around
the world—in particular, the painstaking
ones by the British dodecaphonic com-
poser Joseph Wheeler and the American
musicologist Clinton Carpenter. Wheel-
er’s score has received only a few per-
formances, Carpenter’s none. Neither
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has been published; no one has even
bothered to copy out the parts for Car-
penter’s version. Yet both offer viable al-
ternatives to Cooke’s, according to the
eminent Mahler authority Jack Diether,
who played a vital role in inspiring the
completion and public performance of
the five-movement Tenth. 1 have heard
the Wheeler version, which presents
Mabhler’s music in a bolder. more acidic
orchestral garb than does the Cooke; 1
have not seen the Carpenter score,
which, according to Diether, takes sub-
stantially greater compositional liberties
than the other two.

The interested Mahlerite can see for
himself exactly what a realization of the
Tenth entails. A remarkably realistic fac-
simile of much of the material was pub-
lished in 1924 by the Viennese firm of
Paul Zsolnay. Walter Ricke’s 1967 fac-
simile has important additional mate-
rials but is much less clear. The 1976
publication of a model critical edition of
Cooke’s final performing version (Asso-
ciated Music Publishers/Faber Music)
not only includes a few more sketches,
but allows one to discern unambiguously
what is Mahler and what is Cooke. This
last edition also contains Cooke's de-
tailed background material on the Tenth
and his thorough description of his
working methods. All four available
recordings include illuminating annota-
tions on the Tenth’s convoluted history
and problems of realization: by Diether
for CBS and RCA, by Michael Steinberg
for Angel. and by Cooke for Philips.
Steinberg’s extensive notes also offer a
penetrating discussion of the music.

Eugene Ormandy gave Cooke’s ver-
sion its American premiere on Novem-
ber 5. 1965 his recording followed
shortly thereafter. The performance has
been summarily dismissed by many re-
cent commentators. but repeated hear-
ings have convinced me of its lasting
value. Ormandy tries nothing fancy: it’s
simply a straightforwardly phrased.
briskly paced. superbly played rendition
of shattering intensity. Such passages as
the anguished fortissimo outbursts in the
outer movements and the percussion
ending of the second Scherzo are more
incisive than in any of the newer record-
ings: Ormandy’s is not a polite reading.
CBS’s sound holds up very well—a bit
hard on top. with more spotlighting than
necessary. but spacious, airy, and vivid,
with ample dynamic impact.

On October 15, 1972. Wyn Morris
and the New Philharmonia Orchestra
premiered Cooke’s revised performing
version; their Philips album commemo-
rates that occasion. Though Morris has
made a number of distinguished Mahler
recordings. this is not among them. His
extremely deliberate interpretation runs
fourteen minuteslongerthan Ormandy’s.
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Deryck Cooke: A notable achievemen .

and he simply cannot sustain the emo-
tional tension. This massive perfor-
mance—scrupulously observant. to be
sure—is fatally deficient in momentum
and thrust and tentatively executed: the
second movement, in particular, lacks

WALT YABLONSKY

rhythmic security. Nonetheless, two fea- -

tures are notable: Philips’ sound, easily
the most natural and realistic of the four
recordings, and Morris’ left-right divi-
sion of the violins, which clarifies the ex-
quisite counterpoint and was, after all,
the seating arrangement Mahler knew
and wrote for.

Before Cooke allowed publication
of his performing version in 1976, he
made a few additional changes—thus the
final version heard on the two new
recordings (though Simon Rattle in-
corporates a few changes of his own).
The chief difference between the first
edition and the revisions is Cooke’s ex-
pansion of the orchestration from triple
to quadruple woodwinds. in keeping
with all Mahler’s symphonies save the
First. Fourth. and Fifth. He could thus
eliminate many uncharacteristic wind
and string doublings and achieve a reed-
ier, more idiomatic orchestral coloring.
Though Cooke’s final thoughts undoubt-
edly improve upon his original concep-
tion. these later changes are by no means
uniformly felicitous. Two such instances
in the first Scherzo are noted by Brandeis
University scholar Nancy Miller in an
enlightening paper. as yet unpublished:
“The paring-down in 1976 of the Trio’s
opening melody to its skeletal outlines is
much less satisfying than Cooke’s con-
jectural idea in the 1964 version. where

sustained horn tones added a brilliant
touch of luminosity; and the 1976 addi-
tion of a contrapuntal line in the second
violin to the Trio melody (measures
205-6) has a cumbersome effect, mud-
dling the purity of the principal theme.”
The careful listener will spot further sig-
nificant discrepancies. For this reason
alone, Ormandy’s recording assumes
considerable documentary importance.
Rattle, despite his middle-of-the-
road tempos, achieves perhaps the most
individual of all the recorded perfor-
mances. He responds meticulously to ev-
ery score direction, pointing up the
tiniest detail of dynamics. articulation,
and especially tempo. (Note well: Many
of these directions are Cooke’s, not Mah-
ler’s.) Mercurial and attention-getting as
it is. the clarification of minutiae at the
expense of the broader picture ulu-
mately proves unsettling: it all seems
fussy and disjointed. particularly in the
quickly paced inner movements. Rattle’s
outer movements are more successful,
perhaps because of their broader pacing,
perhaps because there is less opportunity
for tempo fluctuation, perhaps because
Angel’s digital sound is more convincing
at low than at high levels. For whatever
reason, these movements are eloquently
inflected and quite moving; the soft
string playing is especially impressive.
Still, the Bournemouth Symphony is no
Philadelphia or New Philharmonia. Not
that it can’t play in time and in tune.
This, in fact, it does better than the New
Philharmonia. The problem is in the
sheer quality of tone. The Bournemouth
aggregation lacks distinctive solo per-
sonalities in the winds (which under-
mines the impact of the inner move-
ments) and tonal weight in the strings
(problematic in the outer movements).

Some will object to Rattle’s textual
changes. He beefs up the harrowing cli-
max toward the middle of the Finale
with percussion. though Mahler pro-
vides no such suggestion. (Rattle points
to “a parallel moment in the Second
Symphony finale. using side-drums,
tam-tam, bass drum, and timpani’;
Wheeler's performing version, inciden-
tally, makes far greater use of percussion
than does Cooke’s.) Rattle retains the
frightening military drum stroke at the
end of the second Scherzo but eliminates
the directly ensuing stroke at the begin-
ning of the Finale, even though both are
clearly marked in Mabhler’s short score.
While I'm not particularly bothered by
these alterations. neither am I convinced
of their point or effectiveness: Rattle’s
elimination of Cooke’s xylophone seems
more persuasive.

At least he does not regard Cooke’s
version as sacrosanct. Yet there is one in-
stance where he follows Cooke too liter-
(Continued on page 109)
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1939...FIRST DIRECT-DRIVE TURNTABLE SYSTEM.
1951...FIRST MOVING-COIL CARTRIDGE.
1972...FIRST DIGITAL (PCM) RECORDING.

In 1939, while
many turntable manu-
iacturers were trying to
smake the transition
irom horn phono-
graphs to electrical
record players, Denon
developed its first
direct-drive turntable,
{shown above). Denon
engineers discovered
that only a direct con-
nection between motor
and platter —free of the
pulleys or belts found
in more primitive drive
mechanisms - could
completely eliminate
speed fluctuations that
obscure musical detail.

Today, many turn-
fable makers have dis-
covered the virtues of
direct-drive. It is now
the accepted means of
approaching state-of-
the-art performance.
But only one company
has had 40 years to
refine the direct-drive
orinciple. It is the same
company that 29 years
ago developed another
technology now in
widespread use: the
Moving-Coil Cartridge.
Itis the same company
that changed the entire
orocess of recording
music by inventing digi-
tal (PCM) recording.

The company is
Denon.

1981...DENON'S DP-60L DIRECT-DRIVE TURNTABLE.

The latest stage in Denon’s refinement of direct-drive is the
DP-60L Semi-Automatic Turntable. It uses a unique AC Servo-
motor with a quartz “clock” speed-reference to achieve exceptional o
torque and speed accuracy, while eliminating the corrective speed ‘ /mag/ne
surges that degrade the performa-ce of other direct-drive turn- what well
tables. The DP-60L is supplied with :wo plug-in tonearm wands— d
cne straight and one S-shaped—1o assure a precise match-up 0 next.

with the characteristics of any phonc cartricige. : '
The result? Musically cleaner sound, free of sonic smearing.
The Denon turntables for 1981: Six musical instruments

Cenon America, Inc.
aw Drive Eaidie

from the company where innovation is a tradition. 5
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ventional speaker sound.
i conventional speaker design.

Originality

ADC engineers weren’t looking'for ed
That's why they weren't satisfié

The ADC difference

L

When it comes to performance,
size doesn’t count...anymore.

There's nothing conventional about
our ADC MS-650 mini-speaker system.

Not its size; each MS-650 is just
11"high.

Not its design, it's available as a pair
or as a three piece system with bass
module.

Not its performance; “We cranked
up the volume to almost orgiastic levels
....Ry Cooders bass guitar and the
howitzers in the new Telarc digital 1812
Overture came through undiminished
and unscathed, and we didn't even
smell the smoke of battle...”- Hi-Fi/
Stereo Buyers Guide.

A bass module that isolates low fre-
quencies for extended bass response.
For most people a pair of ADC
MS-650's are perfect. But maybe
you re not most people. Foryou, there's
our matching MS-10W bass module. It
reproduces the lowest bass notes for
both channels. The resuit? Bass
response that not only defies the size of
the system, it defies the imagination.
For your nearest ADC M5-650
dealer call toll-free 1-800-243-9544. Or
write Audio Dynamics Corporation,
Pickett District Road, New Milford, CT
06776. In Canada,BSR (Canada)
Ltd. Rexdale, Ontario.

A

Ferrofluid cooled drivers for higher
performance and lower distortion.

There's also nothing conventional
about MS-650 technology.

Most mini-system drivers can
overheat and distort under high power.
Both our 6V2"high compliance woofer
and 1"soft dome polyamide tweeter are
specially cooled with ferrofluid. it
disperses heat five times faster than air
for better frequency response, lower
distortion and greater power handling
capacity... 150 watts per channel!
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Saturdays
are for
the San
Francisco
Opera.

Every Saturday through
November 28 hear the
international glory of the
San Francisco Opera on
most of the member stations
of National Public Radio.

1981 Broadcast Schedule
on National Public Radio
Saturdays at 2 pm Eastern,
1 pm Central, 12 Mountain,
11 am Pacific Time.
Check local listings for time
and dates in your area.

Oct. 3 Semiramide

Oct. 10 Manon

Oct. 17 Lady Macbeth

of Mtsensk

The Merry Widow
Carmen
Le Cid
Wozzeck
Nov. 21 Die Walkiire
Nov. 28 Il Trovatore
Repertoire and dates subject to change.

Oct. 24
Oct. 31
Nov. 7
Nov. 14

Kurt Herbert Adler, General Director

San
Francisco
Opera
Broadcasts

Winner of the George Foster
Peabody Award for Excellence

For a FREE San Francisco Opera
Broadcast Guidebook, write to:
Opera Broadcast Guide,

P.O. Box 7430, S.F., CA. 94120

LETTERS

Unknown “Wuthering
Heights”

With the renewed enthu-
siasm for the music of
Bernard Herrmann as evidenced by
the re-release of his famous film
scores, it is unfortunate that his opera
based on Emily Bronte’s immortal
classic, Wuthering Heights, remains un-
known to the general opera loving
public.

It is a marvelous composition
which faithfully captures the spirit
and mood of the Bronte novel in a
musical idiom both sophisticated and
melodically appealing throughout.
Unicorn, an English company, re-
corded it with a fine cast sometime in
the Sixties, but the set has long since
been unavailable due to insufficient
sales.

Both the Metropolitan and the
New York City Opera Companies
have the potential for a smashing box
office success by producing Her-
mann’s Wuthering Heights. This would
give the work the public exposure it
needs to be a success in the theater as
well as in its recorded format. Per-
haps Unicorn would then be encour-
aged to make the set available again.

Clarence B. Johnson

New Alexandria, PA

Support for human services

Kindly accept my gratitude for
the advance listings you provide for
broadcasts of National Public Radio,
which has intensified the quality of
American cultural life so dramati-
cally.

Perhaps I am in the minority
(so I seemed to be last November),
but I find the present administrative
philosophies to be uniformly vile.
The greatness of this society can be

measured by its support for human
services, which includes culture but
not the Pentagon.
Domunique-René de Lerma
Professor of Music
Morgan State University
Baltimore, MD

Opera in Columbus

We would like the readers of
MUSICAL AMERICA to know that the
Columbus Symphony Opera has
changed its name to OPERA/CO-
LUMBUS and will stage three pro-
ductions this season: Tosca in Decem-
ber, Il Trovatore in February, and Don
Guovanm in March.

The Columbus Symphony
board, faced with rising costs and the
fact that only one other symphony in
the nation (San Antonio) stages a sea-
son of opera, has mandated that op-
era production be turned over gradu-
ally to an independent organization
that is now being formed. Plans call
for a three-year transition period.
The Columbus Symphony should be
out of the opera producing business
by 1984, but a strong, independent
OPERA/COLUMBUS, nurtured by
the CSO, will exist.

Before the transition plan was
developed, it looked for a time that
professional opera might die out, here
in Columbus. Word got out quickly,
for when we started to cast for next
season many of the artist manage-
ment agencies told us they heard
there would be no more opera here.

Thank you for this opportunity
to set the record straight.

Mark Melson

Public Relations Director

Columbus Symphony

Orchestra

Columbus, OH
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Richard Goode

e recognizes the contra-
dictions and paradoxes
of a pianist’s craft, and
has embraced them

Arthur Satz

here is not always a correlation between the look of rooms that people

inhabit, and the people themselves. Sometimes a truly Baroque

personality will counteract his tendency toward the flamboyant by

encapsulating himself in a stark, minimalist interior. Richard Goode’s
living room, on the other hand, tells the true story about Ricard Goode. Books
spilling off shelves, recordings piled high on the floor, an odd piece of sculpture
here and there, nothing much in the way of furnishings except the two large,
black Steinways cozying up to each other and occupying half the room. What
all thissuggestsis that the occupant is areader and, by extension, a thinker;
that surface appearances are of very little consequence; and that it is not going
to be easy to get him to talk about things that don’t really matter.

What really matters to Mr. Goode concerns itself not so much with

the musical life—what it’s like to be a concert pianist in today’s world; what
kinds of performing personalities capture the public’s imagination; what is the
value or non-value of piano competitions—but rather the experience one has with
music. In trying to define that experience, a strong element of paradox
emerges. “In order for two performances of the same work (by the same
pianist) to be remarkably different, they must also be profoundly alike.” And
again, “When I hear the performances that I most admire, it seems to me that
in certain ways the self is most indulged in. At the same time, it doesn’t sound
like self-indulgence.” Conundrums such as these reveal the depth of Mr.
Goode’s thinking about music, a depth which may eventually elevate the
pianist, who at thirty-eight years of age has only recently embarked on a career
asasoloist, far above the legions of younger artists who every year enter the
concert arena armed with a prodigious technique, a pocketful of prizes,and a
deficient musical maturity.

onsider his background. Ten years with the Chamber Music Society of

Lincoln Center, performing a repertory that he had absorbed for ten prior
summers at Marlboro. Study at the Curtis Institute with Rudolf Serkin and
Mieczyslaw Horszowski. A secondary career as a soloist concurrent with his
chamber music work, yet not so secondary as to preclude his winning the Clara
Haskil Prize in 1973. Add to these a professional life which until now haskept
him insulated from the pressures, frequently destructive, of the high-powered
world of solo performance—that “musical life” he so abhors, as opposed to the
“musical experience”—and you have the ingredients for the kind of significant,
long-lasting career that only a relative handful of pianists achieve.

It is another paradox that a pianist so involved with the music
process, and seemingly so indifferent to his public image, should have changed
his performing emphasis because of what he perceived as the public’s
categorization of him as a certain kind of artist. “In my mind, the two
directions—chamber music and solo performance —were never very different,
certainly not musically. The values are the same, the way you hear. But not for
the public. I had a growing feeling of too much identification as a chamber
music pianist, which was far from what I wasactually doing.” Goode does
recognize some differences, however, which he calls psychological. “Having or
not having company on stage, for example. Being a soloist is far more taxing.
Awhile back, after a number of solo appearances, I played with the Orpheus
Chamber Orchestra. We were twenty-five or thirty players making music
together, and it was wonderful.”

Loneliness aside, there are other aspects of solo performance that
the pianist finds highly stimulating. “It is more exciting musically,” he says.
“There are certain limits to the chamber repertoire—just so much absolutely




OCTOBER 1981

first-class music. It is unlimited for piano alone.” But the greater public
demand for concertos over solo recitals disquiets Goode. “Once you get past
the great body of Mozart concertos, there are again repertory limitations.
Then too, hundreds of hours are spent preparing solo recitals, while a concerto
with orchestra gets forty-five minutes or an hour of rehearsal time.” There is
an interesting by-product of this situation, which Goode describes as learning
to think on your feet. “You develop an ability for going out and just making a
piece go, no matter what. You use a certain number of tricks. It encourages a
performer’s talent, which doesn’t always coincide with a musician’s talent. I
came to music in the first place to thrash out the problems of music, the work
part. Only occasionally is this an important factor in preparing a performance
with orchestra.”

hatever the intellectual reasons for Goode’s becoming a musician, there

were environmental influences as well. He remembers his father’s love
for the violin, and hearing Al Jolson’s songs on the radio. “First I used to sing.
Then I'studied piano as a preparatory instrument to the violin. Then I wanted
to be a composer, then a conductor, and finally a performer. [ kept lowering
my sights, you mightsay.” Itis, in some ways, a strange attitude for a concert
pianist to have. Don’t most of the great performing stars consider their
interpretive skills to be as important as any other creative musical process?
“The composer’s world is very much larger than the performer’s,” savs Goode
quietly.

The relationship between composers and those who give sound to
their compositionsis a centuries old topic of debate. Richard Goode considers
it vital to his thinking as a performer. “All composers want a living
performance of their music. How to achieve this is the central problem for
performers today. We must convey not only the composer’s own wishes as set
down on paper, but a view of them. Stravinsky was wrong when he said the
performer is a mere executive. A composer can’t put down the music behind
the music. Today’s composers give us perhaps too many printed directions;
they can’t rely on what earlier composers took for granted—a cultural context
for performance. Even Webern took so much for granted, with the result that
everyone today plays him like a typewriter. Historical research and a
knowledge of tradition help, of course, but even here we tend to stop with a
scholarly report on the work, rather than going the full way and giving it out
again as we ourselves conceive it.” Goode disagrees violently with the notion
that Bach or Schubert must be played on this or that instrument. He concurs
with Anthony Newman when he says “you could play Bach on tuned
bathtubs,” and it would work.

As the 1980 winner of the Avery Fisher Prize, Richard Goode will
play Beethoven’s Fourth Concerto (he’s never played the Fifth) with the New
York Philharmonic in November. A solo recital in Alice Tully Hall, another
benefit of the prize, is in the offing. A pianist who believes, as he does, that the
modern piano hasa neutral sound which must be surmounted by physical
effort and imagination; that the relationships inside a piece of music are
ultimately the most important thing about that music; and that “if we ground
ourselves thoroughly enough in a work, we can perform it with contradictions
that won’t contradict, and if they do they will contradict in the right way”—
such a pianist sets up a real challenge for himself if he wishes to bring his
audience along with him. If he is successful, however, the paradoxes that
Richard Goode poses will earn for him an enviable position in the musical
world, for they strike at the very heart of what making musicisallabout. M\

“If we ground ourselves
thoroughly enough wn a work,
we can perform it with
contradictions that won’t
contradict, and if they do
they will contradict in the
right way.”
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'The Rockefeller Fund
Offers Grants to Schools

Outstanding arts programs are

recognized and rewarded

Charles Fowler

Is a superior arts program
one that provides stu-
dents with opportunities

to study all the arts—crea-
tive writing, dance, and theater—as
well as visual arts and music? Is it a
program that reaches all the students
rather than just the talented? Is it a
curriculum that is well integrated
within the total school environment
and not an isolated area of study?

The Rockefeller Brothers Fund
(RBF) is currently trying to answer
these questions, and those answers
will establish a criteria for schools
hoping to obtain grants to support
their arts programs. The RBF has ini-
tiated a new five-year Awards in Arts
Education program that will recog-
nize individual public schools for
their outstanding arts programs. The
Fund will make cash awards up to ten
$10,000 each year to schools judged
to have superior, imaginative arts
programs—the first awards to be
made in the spring of 1982. Descrip-
tions of award-winning programs
will be disseminated widely to other
schools to encourage them to develop
quality programs in the arts.

Every school system in the
United States was informed of the
awards and sent application informa-
tion, and hundreds of schools applied
by the June 15 deadline. During the
summer, applications were screened
and about one hundred schools were
selected for further study, additional
documentation, and site visits. A
committee of twelve educators, ad-

Dorle J. Soria is on vacation this
month; her column “Artist Life”
will resume in November.

“The time has come to
ge solid recognition—both
cash and credit—to schools that
have built the arts into their
curricula and budgets.”

—David Rockefeller, Jr.

ministrators, and artists under the
chairmanship of David Rockefeller,
Jr. will make recommendations for
the awards to the Fund’s board of
trustees.

Time for recognition
ockefeller, a trustee of the Fund
and long-time champion of the

cause of improved arts education pro-
grams for all children, said of these
awards, “The time has come to give
solid recognition—both cash and
credit—to schools that have built the
arts into their curricula and budgets,
with all that implies as to student
achievement, teaching quality, and
community support.”

The Fund’s design, scope, and
funding for the awards will recognize
small, isolated, rural schools and
large inner-city schools as well as
more affluent suburban schools, since
the awards will be based not on the
size or comprehensiveness of an arts
program but on a school’s commit-
ment to the arts and demonstrated
support of a fine curriculum.

The program is notable in sev-
eral respects, according to Secretary
of Education Terence H. Bell: “Itisa
substantial move by the private sec-

tor to strengthen public education. In
addition, it honors schools for partic-
ular program achievements. Hun-
dreds of distinguished award pro-
grams recognize individuals and, of
course, indirectly their schools. But
this program underscores the fact
that excellence in the arts is an ac-
complishment of the entire school,
and credit goes to the principal as
well as the teachers and the students.”

Integral to the Fund’s purpose
is wide dissemination of well-re-
searched, well-written, and useful re-
ports on each award winner, to be cir-
culated each year by the Fund.
Reports will highlight basic facts
about each school, the history and de-
velopment of its arts program, the
curricula, program content, eval-
uation procedures, and achieve-
ments. “We expect to impose high
standards on the programs we select
in order to provide superior and
imaginative models in the arts,”
Rockefeller said.

William Pharis, executive di-
rector of the National Association of
Elementary School Principals, also
acknowledges the need for such mod-
els: “Schools need specific examples
of superior and diverse programs that
work and that can be adapted to par-
ticular conditions or requirements.”
The choice of models therefore be-
comes doubly important: it is both a
reward for excellence and a beacon to
guide the development of arts pro-
grams across the country.

For further information on
these awards, write: Rockefeller
Brothers Fund Awards in Arts Edu-
cation, 1290 Avenue of the Americas,
New York, New York, 10014. MA



BEING THERE...

It can make an opera simultareously electrifying and
deeply personal. Clearly, there is no way to quite equal
that experience at home. And even though we at Dahlquist
design loudspeakers, we have always understood this.

But being there isn’t always possibie for us,so we’ve cevel-
oped a loudspeaker that puts us almost there. It’s called
the Dahlquist DQ-10 Phased Array™ And we’re proud
that over the years, opera lovers have been so impressed
with its ability to capture the elusive qualities of classical
music that the DQ-10 has itself become a classic.

What we’ve done is to restore the missing third dimension
—depth. The DQ-10 gives the music back its substanca and
form and lets you explore itsinner spaces. Subtlety, power,
contrast, shading—perhaps ever emotion and intent—
stand revealed. There’s nothing between you and the
performer.

There are good technical reasons for this but they’re not as
important as the way these speakars sound. So all we want
to say here is this—if music and musicality are important in
your life, please write for the name of your nzarest
Dahlquist representative and we’ll send you a copy of our
new booklet, HEARING & BELIEVING—A Guide to Loud-
speakers for the Music Listener. It's almost like being there.

DAHLQUIST

Dept. MA, 601 Old Willets Path, Hauppauge, NY 1788
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City Ballet Choreographers
Celebrate Tchaikovsky

Balanchine presents new works, and a mini-retrospective

Jacqueline Maskey

Put Balanchine and
Tchaikovsky together any
night of the week and you
have a celebration; add a
few other choreographers and run the
results for two weeks and you have a
Tchaikovsky Festival such as the one
which took place at the New York
State Theater, June 4-14. Unlike the
two previous commemorative series
produced by the New York City Bal-
let—Stravinsky in 1972 and Ravel in
1975—no specific date had suggested
the event. The Stravinsky Festival
honored the extraordinarily produc-
tive relationship which had begun
with Apollo in 1929 and ended with
the composer’s death; that for Ravel
the centenary of his birth. Behind
Balanchine’s fey answers to “Why?”
(“He was a friend of mine . . . I talk to
him on the telephone”), one could
surmise not only a public proclama-
tion of sentiment but the practical
uses of a festival period as a spur to
creativity and a focus for publicity.
Besides, a glance at the repertoire in-
dicated that half a festival existed al-
ready; Tchaikovsky has been as re-
current a composer in Balanchine’s
career as Stravinsky.

Bad news for Balanchine

fter the gala opening night featur-
Aing orchestral and vocal music as
well as new ballets, the festival fol-
lowed Suzanne Farrell’s lead in tak-
ing an unexpected turn: the ballerina
sprained her foot and the ensuing re-
visions In repertoire were numerous
and frustrating; with Karin von
Aroldingen and Ib Andersen sub-
sequent cancellations, the communi-
cations from the harried press office
became almost Byzantine in compli-
cation. Pursuing the expected prize of

Adagio Lamentoso: denouement

the festival, Balanchine’s re-setting of
his Mozartiana, became a preoccupa-
tion during the ensuing weeks. Fi-
nally, in Balanchine’s case, one had
to settle for a kind of retrospective
from the still-glorious Serenade (1934),
the first ballet he choreographed on
American dancers, to the mysterious
Divertimento from Le Baiser de la Fée
(1972),choreographed to Stravinsky’s
musical homage to Tchaikovsky. Mo-
zartiana and Hungarian Gypsy Airs were
promised for the company’s Saratoga
season (July 7-26).

There were, however, for those
of us who were second nighters, two
other new Balanchine pieces of the
strongest possible contrast: the Gar-
land Dance to the famous Act I waltz of

Martha Swope

The Sleeping Beauty and the final
movement (Adagio Lamentoso) of
Tchaikovsky’s Symphony No. 6
(Pathétique). The Garland Dance was a
delight because within its restrained
but pleasingly formal structure, Bal-
anchine released sixteen children
from his School of American Ballet
who flew among the flower-bearing
grown-ups like little pink bees, per-
forming with barely suppressed glee
but with strict attention to their steps.
The Adagio Lamentoso, performed
the final night of the festival, pro-
vided an unexpected denouement. As
if at the command of the orchestra’s
full-bodied strings, three women,
barefoot and hair hanging, sprang
out of darkness, despairing figures
who covered their eyes and cradled
their heads in anguish. A chorus of
women mourners was succeeded by
white-robed, winged angels who
crossed the stage in a slow promenade
carrying lilies. Red-robed penitents
groveled; black-robed penitents
prostrated themselves in the form of
a cross. A child holding a lighted
candle paced solemnly across the
stage and, in the episode’s last ges-
ture, blew out the flame.

Startling as a slammed coffin
lid in the theater (the audience in sur-
prised reaction emitted confused
murmurings and a spatter of ap-
plause), in retrospect this macabre
mixture of Christian symbolism,
Russian pessimism, and theatrical
melodramatics seemed as appro-
priate to the tortured neuroticism of
Tchaikovsky’s personality as the on-
stage vodka toast raised to Stravinsky
by Balanchine seemed to that com-
poser almost a decade ago. For while
the essence of the Pathétique is Life, the
Adagio’s subject, according to the
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composer’s private papers, is Death,
and indeed, nine days before the pre-
miere of the symphony, T'chaikovsky
died at the age of fifty-three.

Robbins and D’Amboise

hile Balanchine’s concerns and
Wproductions took first priority—
at least in the publicitv—]Jerome
Robbins quietly came up with a
shimmering little Pas de Deux to the
second movement of the Piano Con-
certo No. 1 in B flat minor, danced
with such tender beauty by Darci
Kistler and Ib Andersen that it imme-
diately became a festival highlight.
Robbins had less success with the sec-
ond (Allegro con gracia) movement
of the Pathétique—separated from Bal-
anchine’s Adagio Lamentoso by the or-
chestra’s playing of the third move-
ment—rendering for Patricia
McBride, Helgi Tomasson, and a
corps of ten women a thoroughly
workmanlike but dry exercise. The

essential Robbins—the one who sees
the pas de deux as fit matter for a life-
time of exploration—came through in
Prano Preces (fifteen of them played by
Jerry Zimmerman) with a series of
grave and gay duets for three couples
(Maria Calegari and Joseph Duell,
Kyra Nichols and Daniel Duell,
Heather Watts and Bart Cook), net-
ted round with folk-flecked dances
for members of a small corps and in-
vigorated with flying, Puck-like inter-

jections from Christopher d’Amboise

(replacing the indisposed Andersen).

The ballets by Jacques
d’Amboise, a popular principal with
the company since boyhood and an
occasional choreographer, made up a
baffling bundle: a lavish but conven-
tional prince-princess-and-attend-
ant-corps piece {Concert Fantasy), with
an intrusion of naughty scandly
clad ladies at mid-point {¢ne could,
if driven, recognize a singularly un-
poetic struggle between sacred and

pro‘ane love); a pas de deux (Valse-
Scherzo) for Kyra Nichols and Daniel
Duell which, bad child that it was,
looked both difficult and unlikeable;
and a spikey morsel (Scherzo Opus 42)
for Patricia McBride and a cluster of
five boys, badly dressed by Rouben
Ter-Arutunian, which in its angular
prancings and pawings had the bless-
ings of brevity and a jocular ap-
proach to the score. A disturbing
characteristic of d’Ambaise as a cho-
reographer is that the dancers per-
forming him give in either to his or
their own worst features. In @alse-
Scherzo Nichols de-feminized herself
with an unmodulated show of sheer
strength and Duell adopted the lax
line which is d’Amboise’s personal
trademark in his own dancing.
McBride came out unscathed be-
cause she seized upon the camp possi-
bilities of her role and unashamedly
wooed an adoring audience.
Continued on page 40

Fifth Annual
Organ Conference

University of Nebraska-Lincoln

The Organ and the Concert Hall

Perspectives on the Use of the Organ with other Instruments

Concerts for organ and other instruments:

Works by Gabrieli, Handel, and Haydn (performed
by Eugenia Earle), Rayner Brown and
. Joseph Jongen.

Commissioned works by:
William Albright {(a concerto performed by the
composer)
Robert Beadell
Dennis Lovinfosse

o

>y Myron Roberts

e f}agdaﬂ Snyder

The University of Nebraska-Lincoln does not discriminate
mts academic. admissions. or employment programs and
abides by all federal regulanons pertaining to same

K

Lectures:

Richard French: Keyrote address

Eugenia Earle: Omamentation of Handel Organ
Concertos

Charles Fisk and Gene Bedient: The Concert Hall
Organ .

Robert Newman: Acoustics and the Concert=Hall

For information write: UNL Organ Conference
cto Dr. George Ritchie
School of Music
University of Nebraska—Lincoln
Lincoln, NE 68588

October 14-17, 1981
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General News abroad.. .. Emerson Buckley,artis-  and baritone Roger Roloff, both of

Five renowned composers have been
commissioned by the Los Angeles
Philharmonic to write works honoring
the 80th birthday of Dorothy Chan-
dler. Works by Paul Chihara, Jacob
Druckman, Roger Kellaway, Wil-
liam Kraft, and Ezra Laderman will
be premiered by the Philharmonic
during the next three seasons. . . .
Nathaniel Merrill, stage director of
the Metropolitan Opera for twenty-
seven years, announced the founding
of Opera Colorado, to open in April
1983. The company will be based in
Boettcher Hall in the Denver Center
for the Performing Arts and will
present international singers, conduc-
tors, directors, and designers.

Eve Queler made her first conduct-
ing appearances in the Orient last
July leading three concerts with the
Seoul Philharmonic and four with
the Hong Kong Philharmonic. . ..
Nina Deutsch, vice president of the
International Symphony for World
Peace, was invited to The People’s
Republic of China in March 1982 to
perform and to bring back Chinese
music, particularly music related to
peace, friendship, and humanity. She
will also take American music on
these themes to China. Any compos-
ers wishing to have their music in-
cluded, please send a non-returnable,
postage-paid score to ISWP, 3 Park
Row, New York, NY 10038.

Tito Capobianco, general director of
the San Diego Opera, has announced
the commission of a new opera Za-
pata, by Leonardo Balada, to be
presented in 1985 and to star Sherill
Milnes. Commissioned by a grant
from the Linkabit Corporation of
San Diego, the opera will have a li-
bretto by Capobianco and scholar/
playwright Gabriela Ropeke.. . .Da-
vid Glockley, general director of the
Houston Grand Opera, announces
that the company’s Spring Opera
production of Scott Joplin’s
Treemonisha was taped for future tele-
vision distribution both here and

tic director and principal conductor
of the Greater Miami Opera, has
been engaged by MGM to conduct
the operatic portions of the film Yes,
Giorgio, starring Luciano Pavarotti.

Doriot Anthony Dwyer, principal
flutist of the Boston Symphony Or-
chestra, was the soloist in the Ameri-
can premiere at the Berkshire music
Festival of Leonard Bernstein’s noc-
turne for solo flute, strings and per-
cussion, entitled Halil. . . . The Wis-
consin Conservatory Trio, comprised
of pianist Marc Taslitt, cellist Mi-
chael Masters, and violinist Ali
Forough, is the new resident en-
semble at the Wisconsin Conserva-
tory of Music.

Awards

Conductor A. Clyde Roller was
awarded the Alumni Achievement
Award of the Eastman School of Mu-
sic of the University of Rochester. . . .
Soprano Lani Norskog won the Bal-
timore Opera Guild Award of the
eighteenth annual Baltimore Opera
National Vocal Competition for Op-
eratic Artists. Second, third, fourth,
and fifth prize winners were, respec-
tively, John Fowler, tenor; Jan Opa-
lack, bass/baritone; Elise Kaufman
de Caballero, soprano; and Conchita
Antunano, soprano. Sharon Christ-
man, soprano, won the Special Puc-
cini Foundation award.

Baritone J. Patrick Raftery became
the fourth recipient of the Richard
Tucker Award. He will debut with
the New York City Opera, return for
major roles at the Lyric Opera of Chi-
cago, and will make his first Carnegie
Hall appearance at the annual
Tucker concert, November 1. . ..
Winners of the WGN-Illinois opera
Guild “Auditions of the Air” were
Marvis Martin, soprano, first place;
and John Fowler, tenor, second
place. . .. Second and third place
winners of the Montreal Inter-
national Vocal Competition were, re-
spectively, soprano Judith Nicosia

the United States.

Nadja Salerno-Sonnenberg, a
twenty-year old Italian-American
violinist, was named winner of the
1981 International Violin Competi-
tin sponsored by the Walter W.
Naumburg Foundation. . . . Jon
Klibonoff won first prize in the Buf-
falo Philharmonic Orchestra’s ninth
annual Young Artist’s Piano Compe-
tition. . . . Maurice Abravanel, music
director laureate of the Utah Sym-
phony Orchestra, is the 1981 recipi-
ent of the American Symphony Or-
chestra League’s Gold Baton Award.

Appointments

The Chamber Music Society of Lin-
coln Center has named Joanne Hub-
bard Cossa as associate director to
Executive Director Norman Singer.
... Willie Anthony Waters, former
musical assistant to General Manager
Kurt Adler of the San Francisco Op-
era, has been appointed music and
education administrator and chorus
master of the Greater Miami Opera,
effective June 1.. . . Norman Diner-
stein is the new dean of the Univer-
sity of Cincinnati’s College-Con-
servatory of Music.

Robert Sandla was chosen as execu-
tive director of the Honolulu Sym-
phony. ... Dr. Walter Ducloux, Ash-
bel Smith Professor of music at the
University of Texas in Austin, was
appointed director of the Opera The-
ater and coordinator of the music de-
partment’s orchestra program. . . .
Donald Neuen, director of choral ac-
tivities at the University of Ten-
nessee, was appointed professor of
conducting and director of choral ac-
tivities at the Eastman School.

Alvaro Cassuto has been appointed
music director of the National Or-
chestral Association. . . . Gideon
Toeplitz, orchestra manager of the
Boston Symphony, was named exec-
utive director of the Houston Sym-
phony, commencing September 8. . . .
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Derrick Inouye was appointed as as-
sistant conductor of the Vancouver
Symphony Orchestra for the 1981/82
season. . . . Edward A. Hansen was
elected president of the American
Guild of Organists at the organiza-
tion’s biennial meeting in New York
last May. . . . Theodore Morrison has
been appointed director of choral
music at Smith College. Morrison is a
founder and the music director of the
Baltimore Choral Arts Society, and
guest conductor of the Baltimore
Symphony Orchestra.

Competitions

The Laredo Philharmonic Orchestra
announced its first annual Richter
Competition in piano, to be held in
Laredo, Texas, March 10and 11,
1982. Applicants must be under 25
years old. For further information,
contact: Julia W. Jones, Chairman,
Richter Competition, 2219 Clark
Blvd., Laredo, Texas, 78040. (512)
723-3176. ... The Naumburg Foun-
dation in cooperation with the Atlan-
tic Richfield Foundation will sponsor
an International Viola competition
on May 8-12, 1982, in New York
City. Competitors must be between
the ages of 17 and 32. For more infor-
mation, contact: Walter Naumburg
Foundation, 144 W. 66 Street, New
York, NY 10023, (212)874-1150.

The Rotary Club of Pasadena is
sponsoring its second Young Artists
Auditions with the Pasadena Sym-
phony Association which is open to
flute, oboe, and clarinet players be-
tween 17 and 26. For registration
forms, contact: Pasadena Symphony
Association, 300 East Green Street,
Pasadena, CA91101,(213) 793-7172.
The auditions will be held October 3
and 4, 1981.

Obituarics

Dramatic soprano Rosa Ponselle
died in Baltimore May 25, at the age
of 84.. .. Music and art critic Alfred
Frankenstein died in San Francisco
on June 22; he was 74 (for more, see
HIGH FIDELITY, page 75).

NATIONAL PUBLIC RADIO

The following programs will be broadcast in October over many

of the NPR member stations throughout the country via a new
satellite distribution system that insures the highest trans-
mission quality.
Check local listings for date of broadcast. This information is
published by Musical America as a public service.

RADIOVISIONS

Henry Cowell; The Gentle Pioneer: An exercise in radio technique,
displaying Cowell's works, with comments and observa-
tions on his hfe. (Produced by Ev Gnmes and Steve Cel-
lum)

The Elder Statesmen: Ernst Bacon, Otto Luesing, Leo Ornstein,

Dane Rudhyar, Nicholas Slonimsky, Virgil Themson: Portraits of
these octogenarian American compesers. (Produced by
Charles Amirkhanian)

Keyboard Innovations: Through works and comments, Conlon
Nancarrow, Lou Harrison, John Cage and David Rosen-
boor look at the innovations of the piano and its hter-
ature in the 20th century. (Produced by Eva Soltes)

Shoptalk: A collage/composition about music. the influences on
musicians (particularly in the new rock music) and tex-
tures of their lives. (Produced by composer/arranger
Peter Gordon.)

STUTTGART RADIO SYMPHONY

Krzystof Penderecki conductor: Works by Krzystof Pendereck;
and Karol Szymanowski's Viohn Concerto No. 1
(Chnistiane Edinger).

Sergiu Celibadache conductor: Haydn's Symphony No. 104; and
Symghony No 3 by Bruckner.

Gary Bertini conductor: Works by Anton Webe-n; "Begleitmusik”
by Arnold Schoenberg; and piano Cancertos Nos. 1 and
2 by Beethoven (Gerhard Oppitz).

Gary Bertini conductor: Five Pieces for Orchestra, Schoenberg;
Six Pieces for Orchestra, by Webern; and Piano Con-
certos 3 and 4 by Beethoven (Claudio Arrau).

INTERNATIONAL CONCERT HALL

David Shallon conducts the Berlin Radio Symphony Orchestra:
Works by R. Strauss, Max Reger: Concerto for Saxo-
phone & String Orchestra by Alexander Glazunov and
Rapscdie for Saxophone & Orchestra by Debussy (Det-
lef Bensmann); Violin Concerto No. 5 by Hean Vieux-
tempe (Kolja Blacher).

Arthur Fagen conducts the Berlin Radio Symphony Orchestra:
Works by Mendelssohn, Berlioz; Franz Liszt Piano Con-
certo No. I (Wahd Howrani); J.C. Bach’s Concerto for
Viola & String Orchestra (Johannes Flieder).

Bernard Giiller conducts the Berlin Radio Symphony Orchestra;
Works by Tchaskovsky, von Weber; Schumann Cello
Concerto (Dietmar Schwalke); Haydn Trumpet Con
certo (Hakan Hardenberger).

Kenneth Jennings conducts the St. Olaf Choir: Works by Heinrich
Schutz, J.S. Bach, Kenneth Leighton, Knut Nystedt,
Richard Strauss, Edvard Grieg, Charles Forsberg. Jef-
frey H. Rickard, Aaron Copland, F. Mels Christiansen,
and Eric Bergman. (Taped February 5, 1980 in the Ken-
nedy Center Center for the Performing Arts.)

NPR RECITAL HALL

October programs will feature the finalists of the 1981 Inter-
national Music Competitions and the 5 finalist compo-
sitions of the Kennedy Center Friedheim Awards.

NPR WORLD OF OPERA: SAN FRANCISCO
OPERA

“Semiramide” by Rossini: Richard Bonynge conducts; with
Montserrat Caballe, Maniyn Horne, Dalmacio Gon-
zales, and James Morris. (Taped Sept., 1981)

“Manon” by Massenet: Julius Rudel conducts; with Stuart Bur-
rows, Reri Grist, Dale Duesing, Alexander Malta, Jake
Gardner, and Nico Castel. (Taped Sept., 1981)

“Lady Macbeth of Mtzensk" by Shostakovitch: Calvin Simmons
conducts; with Anja Silja, William Lewis, William Neill,
and Chester Ludgin. (Taped Sept., 1981)

“The Merry Widow" by Lehar: Richard Bonynge conducts; with
Joan Sutherland, Judith Forst, Hakan Hagegaard, Anson
Austin, and Phil Stark. Lotfi Mansouri is director.
(Taped Oct., 1981)

“Carmen” by Bizet: Kurt Herbert Adier conducts; with Teresa
Berganza, Franco Bonisolli, and Simon Estes. (Taped
Oct., 1981)

“Le Cid" by Massenet: Julus Rudel conducts; with Carol Neblett,
Placido Domingo, and Ferruccio Furlanetto. (Taped
Oct., 1981)

CATHEDRAL, COURT & COUNTRYSIDE

““Early Middle Ages": Schola Antiqua sings a 10th century setting
of the Mass for Christmas Day from the Laon manu-
script (R. John Blackley, director); The New Orleans
Musica de Camera, directed by Milton Scheuermann,
Jr.; performs an early version of Tristan et seult.

““14th Century French & Italian Music": The New York Pro Mu-
sica, directed by John White, performs the Mass Ordi-
nary: music by de Machaut performed by the Ensemble
Guillaume de Machaut de Paris; The Jongleurs perform
works by Francesco Landini and Johannes de Florentia.

“Early Renaissance: 14th and Early 15th Centuries': Perform-
ances by Pomerium Musices, directed by Alexander
Blachly; the New York Pro Musica. directed by George
Houle; The Ensemble Guillaume de Machaut, and the
Hillard Ensemble.

“Music of Josquin des Prez'": Performed by The New York Pro
Musica and Pomenum Musices

SAINT PAUL SUNDAY MORNING

The American Brass Quintet: Selected works

The New World String Quartet: First place winners of the 1979
Naumberg Prize, perform a recital.

Pianist Walter Klein: performs with members of the Minnesota
Orchestra.

The Saint Paul Chamber Orchestra Wind Quintet: Selected works.
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Debuts & Reappearances

Milwaukee
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Milwaukee Symphony

ooking for a wider base of support,
Lthe Milwaukee Symphony Or-
chestra took its act out to the people
with a neighborhood concert blitz in
mid-May. When it was all over, some
five thousand potential subscribers
had trekked to church or synagogue
to catch the low-priced or free per-
formances, and they left no doubt
about their impressions. “I’ve never
heard the Milwaukee Symphony live
before,” commented one middle-
aged woman during an intermission.
“I only see concerts on TV. My good-
ness, the sound is just thrilling. You
can’t get that on the tube.”

That’s just the point orchestra
management hoped to make in this
novel campaign, which divided the
ninety-piece ensemble into halves for
nine concerts In five nights. The
whole project was the brainchild of
the orchestra’s young assistant gen-
eral manager, Kevin Hagen. Fig-
uring that many people feel intimi-
dated by the Performing Arts Center,
where the Milwaukee Symphony

plays its subscription concerts, Hagen
proposed moving the band into the
community’s ethnic backyards, amid
concentrations of Poles, Hispanics,
Italians, blacks. In one instance the
audience was distinctly white Anglo.
Thanks to eager cooperation by area
church leaders, and a grant from
Heritage Banks of Milwaukee, the
idea became reality.

Several of the participating
churches even provided artistic col-
laboration—a soprano canto sang
Mozart arias; a gospel choir shared
one program; Handel anthems
brought another choir into the act.
By and large, the repertoire bore a
typically pops profile, though each
concert also featured music attuned
to the ethnic audience involved. Ros-
sini’s Gverture to L’Ttaliana in Alger:
launched a program sponsaored by the
Italilan Community Center, while a
primarily Hispanic audience got Bi-
zet’s Carmen suites and music of de
Falla. Moreover, for the Spanish con-
cert at Holy Trinity Guadalupe
Church, the orchestra was turned
over to guest conductor Manuel Pres-
tamo, Cuban-born director of Mil-
waukee’s Music for Youth training
orchestra program.

Resident conductor James Paul
and assistant conductor/concertmas-
ter Edward Mumm divided eight
performances. Artistically, the series
ran the gamut from the kind of indif-
ference orchestra players often show
toward pops assignments to serious-
minded, virtuosic playing when mu-
sic and leadership inspired it. Into the
former category fell Mumm’s open-
ing night Italian concert, which of-
fered a dreary pass at Mendelssohn’s
Italian Symphony, as raggedly per-
formed as it was somnolently con-
ducted. On the other hand, at the
crusade’s close, Paul fired the orches-
tra to a vibrant, stylish account of
Havydn’s Surprise Symphony and,
with the St. Paul’s Episcopal Church
Cheir, three of Handel’s Coronation
Anthems.

Hagen, who counted the over-
all affair a major success, said the
Milwaukee Symphony would try to
make the neighborhood rounds an
annual part of its concert life.

LAWRENCE B. JOHNSON

New York

New Baroque Solotsts

—1

roups that specialize in Baroque
music fall into two categories—
those that resolutely stick to instru-
ments of the period, and more liberal
sorts. The New Baroque Soloists, who
made their formal debut on June 25
at the Abraham Goodman House,
belongs pretty much ta the second
category: three of them play modern
woodwinds. The keyboard player,
however, employs a harpsichord, and
at one point in the evening the oboist
switched over to an oboe d’amore.
Given the bolder, bigger instru-
mental sound, it made sense that the
group’s performances opted for liveli-
ness, brightness, and extroversion. If
a few notes went astray, they were
easily overlooked in the musicians’
obvious eagerness to make the music
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Heller, Waitzman, Scribner,

Comparone

communicate. This was a far cry
from your ruffled-sleeve school of Ba-
roque playing, and on the whole it
worked quite well. There was nothing
fussy or tentative in the way the play-
ers stressed the rather startling sec-
ond-movement discords of Johann
Christoph Friedrich Bach’s Sonata in
C major for Flute, Oboe, Harpsi-
chord, and Cello. And William Scrib-
ner brought a larger-than-life nobil-
ity to a bassoon sonata by Johann
Friedrich Fasch.

Scribner is a principal bassoon-
ist for the American Symphony. An-
other principal with the same orches-
tra, Marsha Heller, brought charm
and fluency to an oboe piece by
Frangois Couperin. But the most sen-
sitive and accomplished playing of
the evening came from flutist Daniel
Waitzman, who put over a virtuosic
piece by Quantz with dazzling pan-

ache, and stole the show from guest
artist John Ostendorf, bass-baritone.
during the aria “Quia fecit mihi Magna®
from Bach’s Magnificat.

Though the program included
more of Bach’s music—including two
selections from Book II of the Well-
Tempered Clavier, expertly negotiated
by Elaine Comparone—the composer
who seemed to dominate was Tele-
mann. In a way, this was appropriate,
since it was Telemann, rather than
Bach, who wrote more extensively for
true chamber groupings of two or
more equal parts. Ostendorf brought
bluff heartiness to Die Landlust, a
three-part cantata, and the evening
ended with one of the composer’s
masterpieces, the Quartet in D minor
for Bassoon, Flute, Oboe, and Con-
tinuo. JACK HIEMENZ

Philadelphia
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Philadelphia Orch.: Del Tredici “Ail
in the Golden Afternoon™ [premiere]

he way back to childhood is
Tstrewn with vast orchestral gar-
lands. At least it is for David Del Tre-
dici, whose compositional life has
been set along that path in company
with Lewis Carroll and Alice and
the mythic world of Wonderland.
His latest garland, A!l in the Golden Af-
ternoon, was premiered May 8 by the
Philadelphia Orchestra at the Acad-
emy of Music. Eugene Ormandy, to
whom the work was dedicated, was
on the podium, and Benita Valente
sang the strophic verses at the heart of
the music.

This work is Part 3 of a massive
Child Alice set of orchestral musings
with soprano voice (amplified to con-
tend with the orchestral forces) which
have appeared since 1978. The way
back to childhood is the underlying
theme of much of this music, and it
has been illustrated by Del Tredici’s
return to tonal writing in ever plainer
ways. The discovery of the warmth of
the F to B-flat progression is Del Tre-

Del Tredici: a children’s revery

dici’s message to a world beset by dis-
sonance and tonal ambiguity.

Like the earlier Alice pieces, this
one is of Mahlerian length and in-
strumental plenitude. The percussion
forces surround the solo voice with a
metallic shimmer and decorate the
music with bird calls and wind
sounds. It 1s tone painting in the tra-
dition of Strauss and even Berlioz, an
evocation of summer and hands trail-
ing in the water from a scarcely mov-
ing boat.

The poem is Carroll’s preface to
the Alice books, but a preface written
long after the fact. It strikes the tone
of nostalgia for childhood’s timeless
languor, and it invites the long-lined
vocal writing Del Tredici revels in.
Although the soprano was amplified,
and despite Miss Valente’s gift for the
word, much of the text was lost in the
voluptuous orchestral sound that
flowed around her. Still, the voice
dreaming over the line expressed a
good deal of the atmosphere the mu-
sic intends. This orchestral song is a
dramatic scene: aria, elaborated reci-
tative and cadenza, and a final glow-
ing farewell. Its peak is a series of
feverish repetitions of the name
“Alice,” as if calling up spirits one last
time.

Jack Mitchell
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The orchestral writing is richly
colored, laced with harp garlands, ce-
leste, and all that metallic percussion
sheen. It refers in places to the Alice
music that appears in Final Alice and
others of the series. Where Wagner
reawakened the Norse myths to give a
framework to his monumental musi-
cal ideas, Del Tredici has taken a chil-
dren’s revery. The slightness of these
texts give the size of the forces per-
forming them the sound of ponderous
decoration. The overlays of repetition
may be a portrait of Victorian style,
and that inevitable cadence a reas-
surance that God is in his heaven.
The work does not have the aura that
surrounds Final Alice, that Bicenten-
nial monument of searching imagi-
nation. It has, instead, elaboration of
lesser ideas in familiar patterns.

DANIEL WEBSTER

Washington
Theater Chamber Players of the Ken-
nedy Center: Holliger’s “Not I’ [U.S.

premiere]

he American premiere of Heinz
Holliger’s Not I in the Kennedy
Center’s Terrace Theater touched off
no riots. But it did bring soprano
Phyllis Bryn-Julson, for whom the
forty-minute piece for voice and tape
was written, an enthusiastic ovation.
Bryn-Julson’s performance was as
close as one hears these days to a one-
woman tour de force—really tours de
force, since it was her voice (taped on
multiple tracks) that accompanied
her live singing from a box on a
blacked-out stage, from which only
her lighted face could be seen. The
score itself left one wondering
whether Holliger, better known as
one of the world’s premier oboists,
has been sitting out the last twenty
years in the same sort of limbo his
music, like the Beckett play on which
it is based, manages to conjure up.
Holliger’s “monodrama”—with
its static Boulez-like intensity, its play
of pitched vocalism against Sprecht-

stimme, and its kaleidoscopic over-
lapping and reiteration of gestures—is
a reversion to the ’60s esthetic of
unapproachable, stream-of-con-
sciousness complexity. As such, it
even outdoes Beckett’s own self-im-
posed sojourn in the mire of verbal
minimalism. For the American pre-
miere, mounted by the Theater
Chamber Players of the Kennedy
Center, there was yet another element
to the aiere-garde-ism of the experi-
ence—a frightfully grainy, doubly-
and-triply exposed film moentage by
James Herbert projected on a screen
above Bryn-Julson’s black box. One
kept thinking one should link the au-
ral imagery with the visual—endlessly
blowing lace curtains from an open
window. occasional nude figures sil-
houetted against the light—but, alas,
one couldn’t.

The whole idea of Not I has be-
come so outmoded as to provoke little
more than a yawn these days (“What,
another composition for soprano and
tape?”). Still, Holliger has done it
with a great deal of class. Indeed, Not
1, written between 1978 and 1980 and
premiered by Bryn-Julson in Avig-
non a year ago, may well represent a
perfect marriage of idioms, through
which the fragmental and disturbing
quality of Beckett’s language is car-
ried exponentially to an impene-
trable level of density and confusion.
Once one realized, at about the
twelve-minute mark, that one had
heard and seen everything one was
going to, the process of folléwing the
reiterations and absorbing the new
levels (as new tape tracks came to life)
proved curiously compelling.

In forging a piece that holds the
listener’s attention this way over forty
minutes, Holliger has done more
than many of the composers still
playing around in the backwaters of
musical thought. But in achieving a
willful disruption of the senses by
which man communicates, he, along
with Beckett, has done as much to
alienate the beholder as to touch him.

THEODORE W. LIBBEY, JR.

Notice to

ARTIST MANAGERS

«+ To continue our service in the best interests of local Com
mumity Concert Associations and concert arfists alike, Com-
munity Concerts wishes to make available to all Commumty
Associations the widest possible hst of amst availabilities.
< Any manager, representing a concert artist or attraction
who desires to perform before Commumity Concert audiences
and who agrees to grant to Commumity Concerts a margin
equal to that customardy recewved by Commumity Concerts
from artists with comparable fees, 1s invited to submit
such artist's o attraction's general availatility for the
seasor 19821983, together with his established concert fee
for Community Concert Assocrations This information  will
then be furmished to all € y Concert A

» Statements recewed on or before October 1, 1981, will be
given the earliest possible circulation.  Please address all
statements in wniting to

J. W. Tapscott

Community Concerts,

A division of

Columbia Artists Management Inc.
165 West 57th Street

New York, N.Y. 10019

SUBSCRIBE NOW TO
SCHWANN RECORD
and TAPE GUIDES

12 Monthly issues of Schwann-1 and
2 Semi-Annual issues of Schwann-2

[]1yrUS. &Possessions $25.00
[J1yrCanada................ $35.00

(11 yr Foreign (surface
mail) ... $40.00

[]1 yr Foreign (Air Printed
Matter) ...l $75.00

Payment Must Accompany Order!

Send to:

ABC Schwann Record & Tape Guides
Dept. A1631

P.O. Box 2131

Radnor, PA 19089
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Collaboration of

the arts—tfrom
Paris to Berlin

} .
"Li The quest for interest-
U ing contemporary mu-
| sic recently led me to
L Paris, where I attended

the premiere of a theater work by Luc
Ferrari, performed by a company of
musicians and actors called L’Atem.
The performance was in the Salle
New York of the Musée d’Art Mod-
erne de la Ville de Paris, which was
set up much like a café with tables
where the audience could sit and or-
der drinks (the service stopped during
the performance). The atmosphere
was casual and relaxed and the au-
dience was already enjoying itself be-
fore the production started.

First, details about the work to
be played were announced in a
clearly overdone and pretentious
manner. Next, a man walked stiffly
onstage and spoke about the music in
pseudo-Dutch which was immedi-
ately translated, sentence by sen-
tence, over the loudspeakers into
French. A comic tone was set even be-
fore the musicians appeared onstage.

The piece was admirably per-
formed by the musican/actors in a
deadpan manner rife with slapstick

The rotating loudspeaker: the sound emitted
had a spirit and substance all its own

Driscoll’s rotating
loudspeaker
is now in motion

Joan La Barbara

and verbal humor. The performers
enacted vignettes inspired by various
types of scores, such as those with
notes falling off the pages, endless
pages of computer print-outs, com-
plex graphic scores, and the inevi-
table group collaborative work. Each
score was “discovered” and presented
as the find of the century, only to pro-
duce disappointment and a lack of
interest. After a few moments of play-
ing the actors would tumble off their
chairs in boredom or from struggling
with the difficulty of the part. There
was not much of musical interest in
the work, titled Société I ou le pouvorr
déshabillé par les écrits perdus (the naked
or exposed power in lost writings),
but it certainly provided an enter-
taining and often hilarious event.

Dance pieces
Iso seen/heard in Paris, at the
Theatre de la Ville, were two
works by Americans written for
dance. The first was a long taped
piece for electric organ performed
and composed by Philip Glass (com-
missioned by Radio Bremen), for Lu-
cinda Childs’ dance group. It was in

Stan Reis
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Glass’s predictable style of simple
rhythms and simple harmonies in ad-
ditive process. There were several
parts to the dance/music but all
sounded much the same, with only
slight variations in tempos. With
great determination and intention,
the music goes nowhere.

The second was a piece by Steve
Lacy, the American jazz saxophonist
living in Paris, who performed live
with his group, consisting of piano,
bass, trapset drums, two soprano
saxes, and a vocalist who also played
violin and cello. The work, written
for Douglas Dunn’s dance company,
was a tightly composed jazz score
with interesting blending of the voice
within the instrumental context.
Nothing new or earth-shattering, just
pleasant and well played in a solid, if
somewhat traditional, style.

Sculpting in space

ohn Driscoll, an American musi-
Jcian and electronics technician,
has been working for nearly four
years on a project for a rotating loud-
speaker. Finally completed, his con-
cept was put to work with Maida
Withers’ Dance Construction Com-
pany (based in Washington, D.C.).
The loudspeaker creates a special
kind of “sound sculpture,” as its effect
in motion is quite different from that
of a stationary sound source. Essen-
tially, Driscoll uses sound itself as a
sculptural medium in space.

In the lecture/demonstration I
attended at the Akademie der Kiinste
in Berlin, the rotating loudspeaker
was prominent in the visual field, sus-
pended ominously above the heads of
the dancers who, for the most part,
ran in circular patterns beneath it,
sometimes in tandem and often in
counterpoint to its shifting rhythm.

Four siationary loudspeakers were
placed in the four corners of the
space, and sound was moved from
speaker to speaker by a joy-stick pan-
ning device operated by remote or
manual control, and capable of regu-
lating the speed of the sounds in the
room.

The sound from the rotating
loudspeaker was imposing when one
of the speakers faced the audience
and when the movement was slow. As
it gained speed, the sound was flung
at the walls and at times seemed to
follow the path of the speaker, rico-
cheting off the walls as if it had a
spirit and substance all its own.
Oddly, the dancers became almost
secondary to the loudspeaker’s pres-
ence. This visual dominance will
have to be adjusted if such collabora-
tion in sound and movement is to be
a success.

The sounds themselves re-
semble Driscoll’s work with David

Vincent Colin, Elisabeth Mortensen, and Arnaud Carbonnier in Societé I

Tudor in the ongoing RainForest pro-
duction, which utilized cassettes of
prerecorded material, mixing and
moving the sounds in space. The
source material is sometimes electron-
ically generated sound but more of-
ten natural sounds—birds and am-
bient surroundings, gongs, horns,
various instruments—in general, mu-
sique concréte. The focus is on the re-
action of the sounds in space more
than linear development.

The open performance space at
the Akademie der Kiinste with its
temporary, movable walls worked
quite well for Driscoll’s purposes as
the sound bounced and spun. Fre-
quently, unusual spaces provide a
challenge to the performer, since the
sound does not always react in pre-
dictable ways. It can be exciting for
the audience as well to experience the
characteristics of sound properties, es-
pecially those which are extra-musi-
cal. MA

Enguerand




8

TALLANASSEE

MUSICAL AMERICA

—

E

FSU’s New Music Festival

Florida State, a “‘center of excellence,” proves it

James Wierzbicki

he school of music of Florida

State University at Tallahassee,
named a “center of excellence” in its
field by the Florida state legistlature,
was eager last spring to show off the
new building and the generously fun-
ded Center for Music Research that
are among that official designation’s
tangile results. On May 7, 8, and 9,
therefore, the school hosted the first of
what it hopes will be a biennial Festi-
val of New Music.

If future FSU festivals are run
as smoothly as this one, with perform-
ances of a similarly high quality, the
event might well prove to be a major
attraction for composers seeking a fo-
rum for their latest work. Held at an
institute whose reputation does not
yet match its levels of achievement,
this first-time venture was marred
only by a hint of parochialism in the
selections. The announcement
mailed out last fall attracted only
about two hundred scores (in contrast
to the thousand or so submitted for
consideration to the American
Society of University Composers fes-
tival at the University of Cincinnati,
the month before [see August issue]).
Of the twenty-nine composers whose
music was aired, eight were either stu-
dents or teachers at FSU and five
more were from neighboring schools
in Florida and Georgia.

Even with this predominance of
local composers, though, the music
presented on the seven concerts cov-
ered a wide range of styles. And while
it’s true that very little of it touched
on the concerns of today’s avant garde,
it’s also true that practically none of
its exemplified the cold intellectual-
ism or rigidity of method that over

James Wierzbicki, a winner of
ASCAP’s 1981 Deems Taylor Award, is
the music/arts editor of the St. Louis
Globe-Democrat.

the last several decades has given “ac-
ademic” music a bad name. This was
a sampling of vital and sincere music,
and its integrity was complemented
by the enthusiasm of the FSU student
and faculty performers.

Guests of honor

he featured composers were Ellen

Taaffee Zwillich and Karel
Husa. Miss Zwillich, an alumna of
FSU who went on to become the first
woman to earn a doctorate in compo-
sition at Juilliard, was represented on
the festival’s opening concert by the
concise gestures and dynamic coun-
terpoint that make up her 1979
Chamber Symphony and her 1974
Sonata in Three Movements for vio-
lin and piano. During the inter-
mission she was awarded her alma
mater’s Ernst von Dohnanyi Cita-
tion, named after the Hungarian
composer who was a member of the
FSU faculty from 1949 until his
death in 1960; the award is given ev-
ery other year to an outstanding
graduate of the school. The Czech-
born Husa, whose String Quartet No.
3 won the Pulitzer Prize in 1969, con-
ducted his own Concerto for Percus-
sion and Wind Orchestra, Concerto
for Trumpet and Wind Ensemble,
and Apotheosis of This Earth on the fi-
nal program.

Husa’s pieces were familiar—all
dating from ca. 1970 and each a care-
fully designed, meticulously paced es-
say in sonic density that uses a dy-
namically expanding tone cluster as
its germinal idea. That they constitu-
ted the festival’s most daring offer-
ings need not necessarily be taken as a
sign of undue stodginess on the part
of the selection committee. It’s no se-
cret that the torrent of iconoclastic
gestures and trail-blazing formal ex-
perimentation associated with the
mid-1960s has lately slowed to a mere

trickle. Both on the campuses and in
the lofts of New York’s SoHo district,
music has taken a gentler course; the
aim of the composer of the 1980s, it
seems, is more to please his listener’s
ear than to challenge it. The recent
espousal of fully functional tonality
by George Rochberg and David Del
Tredici still represents an extreme po-
sition among today’s neoconservative
musicians; what links their music to
that of so many other “mainstream”
contemporary composers is simply a
don’t-make-waves attitude, an
aesthetic position that gives higher
priority to traditional craftsmanship
than to shock value, one that stresses
quality of construction and technical
correctness even if it means the sacri-
fice of originality of sound and theat-
rical effectiveness. By and large, the
music played in Tallahassee is typical
of its age, and to compare it with
Husa’s relatively aggressive state-
ments is to remind ourselves of how
much things have changed in just ten
short years.

Matthews & Schiffman

f course, a few things stood out

from the others. William Mat-
thews’ Ferns, the first work on the
opening program, was an extraordin-
arily compelling piano duet that paid
homage both to the “process music”
textures of Steve Reich and the
“night music” imagery of Béla Bar-
tok. Dwight Gatwood’s horrific Ode to
Fear proved that the combination of
voice and musique concréle remains a
medium whose riches have yet to be
exhausted; the two pieces for solo in-
strument and electronically gener-
ated sounds, Burton Beerman’s Poly-
graph  V for flute and Samuel
Pellman’s Pentacle! for alto saxo-
phone, were noteworthy both for the
smooth integration of their disparate
sonic elements and for the emotive
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force of their seemingly abstract mu-

sical materials. The festival’s most
imaginative timbres were heard on
the second evening in Richard Toen-
sing’s Homage to David Smith, an awe-
inspiring work in which variously col-
ored tone clusters played on a pipe or-
gan were punctuated by violent
bangs on a metal bell plate visually
reminiscent of the dedicatee’s out-
door sculptures.

What was perhaps the week-
end’s best crafted work (Miss Zwil-
ich’s dazzling chamber music and
Husa’s acknowledged masterworks
aside) came on the same program in
the form of festival director Harold
Schiffman’s Concerto for Violoncello
and Orchestra (1979), a harmonic-
ally tame but nonetheless expertly
developed showpiece performed by
Roger Drinkall and the FSU Cham-
ber Orchestra. Most of the rest of the
music fell into one of two categories:
song settings that tended to be either
too cute or too heavy to sustain inter-
est, and chamber works that fluc-
tuated—sometimes within the course
of a single movement—between a va-
pory post-Impressionist or a brittle
post-Expressionist style.

Questions of importance

he festival’s final day began with
Ta panel discussion moderated by
ASCAP’s Martin Bookspan, who on
the previous afternoon gave an ad-
dress on performing rights and regu-
lations. The topic was an urgent
one—"“The Perpetuation of Music:
Roles and Responsibilities”—and the
participants were composers Zwillich
and Husa, American Musicological
Society president Howard Smither,
and this writer. The roles—of com-
poser, performer, publisher, adminis-
trator, reviewer, teacher, listener,
etc.—were easily enough identified,
but disagreement arose with the talk
turned to matters of responsibility: Is
the composer’s lot best served when
he’s responsive and responsible to the
musical demands of the society that
surrounds him, or does he operate
from the strongest position when he’s

Continued on page 39
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Augustana College’s Major Premiere

Wuorinen’s “‘Celestial Sphere” stirs and fascinates

Jack Hicmenz

Wouorinen: has some slithery fun

ow are we to regard Charles

Wuorinen? As an undervalued
genius? As a Jeremiah among com-
posers? As something of a prune?
When his hugely ambitious sixty-
minute choral/orchestral piece The
Celestial Sphere was premiered last
April in upstate Illinois, Wuorinen
gave a pre-performance lecture in
which, once again, he denounced his
perennial enemy, the “cabal” of New
York music critics. If he was hoping
to beat them to the punch, though, he
was wasting his breath. For I was the
only out-of-town critic attending the
unveiling—despite industrious pro-
motion by the college sponsoring it.
Had the cabal gotten lazy—or was
this its ultimate triumph?

Convincing rapture

hatever the reason, the critics

missed out. For The Celestial
Sphere is an exciting piece—convinc-
ing in its rapture, marvelously thun-

Shirley Fleming

Percussion for Sphere: an important large choral work

derous at its climaxes, striking in its
confident integration of chorus and
orchestra. At every turn one senses, as
one does in all choral masterpieces,
the composer’s delight at being
allowed to work on a grand scale, to
manipulate massive forces, in this
case some 350-odd singers and a
ninety-piece orchestra. How is it, one
can’t help but wonder, that major
music organizations in the big cities
have all but ceased giving us pre-
mieres of large-scale choral music,
that an important piece such as The
Celestial Sphere was performed not by
the New York Philharmonic but by
the Handel Oratorio Society of Au-
gustana College, located in the small
city of Rock Island, Illinois?

The answer, perhaps, has to do
with the traditional nature of choral
performances: as expressions of a
community’s collective life, its ability
to perform- massive feats for reasons
other than monetary gain. Musically,

the Handel Oratorio Society has em-
bodied Rock Island’s collective spirit
ever since its founding, a hundred
years ago, by Olof Olsson, professor
and future president of Augustana
College and Theological Seminary.
Olsson had visited London in 1879,
where he attended a performance of
Handel’s Messiah and was over-
whelmed. Returning to his school on
the Illinois prairie, he started the
society, hoping to use music as a
means of communicating faith. To
this day, the society has performed sa-
cred music exclusively, including an-
nual Messiah performances.

An option for modernity
ts church afhliation notwithstand-
Iing, the society decided, in com-
memorating its hundredth anniver-
sary, against commissioning a trendy
piece by some established “church
music” composer, and instead opted
Continued on page 25
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I:
St. Louis Opera Theatre:
West Meets Fast

“An Actor’s Revenge’ unites kabuki and opera

Frank Pcters

Photos by Ken Howard

Croft (far left) in Revenge: the strengths of the parent forms woven into a seamless fabric

o combine Western opera with
kabuki, the Japanese dance-
drama, is a novel idea. Opera
Theatre of St. Louis produced a hy-
brid of this kind last June and it
worked amazingly well. An Actor’s Re-
venge not only wove the strengths of its
parent forms into a seamless fabric; it
spoke directly to the midwestern au-
dience, bringing ovations in one sold-
out performance after another.
Minoru Miki’s score put a small
ensemble of Western instruments in
the pit, a koto and samisen at one side
of the Loretto-Hilton Theater’s
thrust stage, and kabuki percussion
ranged alongside the podium so the
player could watch the stage action.

Frank Peters is music editor of the
St. Louis Post Dispatch

Miki conducted. The music was a
delicate tissue supporting, or com-
menting on, the lyric drama that un-
folded on stage. There were few con-
certed passages; one did not feel the
presence of an orchestra as a discrete
accompanying body. The clarinet
traded sliding pitches with the koto.
Wisps of Puccinian melody appeared
and faded in Miki’s gossamer. Sound
colors and rhythms moved over a
broad spectrum.

The remarkable Manuel Alum
ost remarkable of those sights
was the performance of Manuel
Alum in the central, and mute, part
of the young Yukinojo. It is the role of
a female impersonator in all-male ka-
buki. While portraying a beautiful
woman, Yukinojo falls in love with a

real woman; it happens that she is the
daughter of one of three well-placed
citizens, persecutors of Yukinojo’s
parents, whom Yukinojo has resolved
to destroy. In bringing about their
deaths he also destroys his beloved
Namiji. .
So Yukinojo must be at the
same time a woman, a man in love,
and a dangerous conspirator—femi-
nine but never effeminate. Alum’s
portrayal, in heavy kabuki make-up
and costume, was a tour de force of
the dancer’s art. On stage for most of
the two-hour, twenty-three-minute
duration of Revenge, Alum held
unerringly to the fine line that gave
tension and focus to the drama; so
powerful was his presence that when
he was absent from the stage it was
felt as a vacuum.
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Alum as Yukinojo: his absence was

His singing part was taken by
Mallory Walker, the old Yukinojo, a
repentant monk; he sits at one side
in a reverie while memory fills the
stage with a reenactment of his tragic
vendetta. Walker’s singing of the
long, difficult part was worthy of the
splendid dance performance.

Cynthia Clarey was an affect-
ing, eloquent Namiji; her clear and
supple soprano voice defined every
note precisely. The felicities of this
production seemed to accumulate
and draw telling performances from
everyone: William Dansby as Lord
Dobe, Namiji’s father; Scott Reeve as
Kikunojo; Richard Croft and Gor-
don Holleman as Lord Dobe’s
doomed associates, Kawaguchiya
and Hiromiya, and Gordon Bovinet
as the lustful Shogun.

Keiko Nosaka, kotoist
he kotoist was Keiko Nosaka, Ja-
Tpan’s leading virtuoso on the in-
strument. The kabuki percussionist,

o,

felt as a vacuum

Akikuni Takahashi, also supplied ka-
buki cries and calls for scenes of com-
bat. An adviser and choreographer,
Kinnosuke Hanayagi, came to St.
Louis with his Japanese colleagues to
rehearse the Western performers in
kabuki movement.

Colin Graham was the director
of An Actor’s Revenge. To a consider-
able extent he is its creator. Graham’s
long-standing interest in Japanese
theatrical forms influenced Britten’s
Curlew River (1964). In 1972 Graham
visited Japan, attended kabuki
dance-dramas, heard Miki’s music
and saw a movie version of the Yuki-
nojo story. He commissioned the
score for the opera he had in mind
from Miki, and the libretto from
J;mes Kirkup. Revenge was first pro-
duced in London, in 1979, by Gra-
ham’s English Music Theater, a suc-
cessor to the Britten-Graham English
Opera Group. It was highly successful
with the public and the critics, but
English Music Theater was sinking

under the effects of a withdrawal of
its state subsidy, and Revenge was
its last production. The St. Louis pro-
duction, using the magnificent cos-
tumes from the London premiere,
was the first in America and the first
since the original production at the
Old Vic theater.

“Fennimore and Gerda”

nother opera that St. Louis gave
A in its first American performance
this season was Delius’ Fennimore and
Gerda. The score is first-rate Delius,
but there have been few stage pro-
ductions, because of the opera’s talky,
uneventful plot, its length (one act
running to nearly two hours), and its
extravagant scenic requirements.
There is also an implausible final epi-
sode that Thomas Beecham, a cham-
pion of Delius’ works, felt must be
eliminated outright, even though it
contains the only appearance in the
opera of the character Gerda.

To make this work viable in St.
Louis, its director, Frank Corsaro,
had a lavish and continuous flow of
scenic effects projected onto a convex
scrim that hung around the thrust
stage. There were more projections
during the intervals Delius left for
scenery-shifting, and sound effects in-
terpolated when there were gaps in
the orchestra score at these intervals.

The singers (Kathryn Bouleyn
as Fennimore, Stephen Dickson as
Niels, David Bankston as Erik, Kath-
ryn Gamberoni as Gerda) upheld
their parts persuasively, as did the or-
chestra under Christopher Keene’s
direction. The sumptuous music from
the pit, the images that animated the
scrim, and the shadowy presence of
the singers behind it, were synchro-
nized. They fit. It was an intelligent,
highly professional job.

Yet the whole did not rise above
the best of the parts, which was the
orchestral score. And the least of the
parts, the succession of soap-opera
crises on which Delius’ libretto is
built, could not shed its essential te-
dium. The projections amounted to a
welcome visual distraction, like the

MA

scenery in a movie.
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Cuba Reaches Out

“Misica culta” emerges from post-Revolution isolation

Nina Miller

~ince the early 1960s, we in the

United States have known little
about classical music activity in
Cuba. The break-off of diplomatic re-
lations with Cuba, and the sub-
sequent economic blockade, created a
parallel cultural blockade. In the *70s
tensions relaxed somewhat; the Ballet
Nacional, Conjunto Folklérico, Or-
questa Aragén and other, primarily
folk-oriented groups, began to per-
form in the U.S. However, with the
exception of guitarist-composer Leo
Brouwer, whose creativity spans the
classical, folkloric, and jazz fields, no
major Cuban classical artist has as
yet visited the United States.

A partial lifting of travel re-
strictions and a budding tourist in-
dustry now facilitate a classical music
jaunt to Cuba. Three weeks there last
February on a theater assignment
gave me a chance to sample some
concerts and the opera in Havana.

“Cubanismo”
or over a hundred years Havana
was a key stopover point for tour-
ing opera companies on the Milan-
New York-Buenos Aires circuit. After
the Revolution these visits ceased,
and a new era of “cubanismo” be-
gan—for the first time the Opera
Nacional was a purely local affair,
and a new staging of Carmen in 1962
kicked off the all-Cuban enterprise.
Now there are guest artists again, fre-
quently from the East European
countries, fewer from Italy and Latin

American countries.

I attended two performances of
Madama Butterfly, sung in Spanish, as
all opera is in Cuba. The artistic level
of the first cast was merely adequate,
the second infinitely higher. Jacinto

Nina Muller, a singer/actress, is a
Jreelance writer and publicist in the music
and theater fields.

Leén: thrust toward research

Zerguera (Pinkerton) displayed an
attractive lyric tenor and a graceful
acting style. Emelina Lépez (Cio-
Cio-San) and Marfa Julia Garcia
(Suzuki) both showed strong, well-
trained voices, and their acting was
honest and specificc. Ramén Calza-
dilla (Sharpless), one of the leading
lights of the Cuban music scene, had
the sound of a first-rank artist. His
voice was powerful (even singing over
a cold as he was at this matinee),
with a many-faceted and glamorous
timbre, and he acted with the somber
dignity required for the role. The
staging and lighting were conven-
tionally appropriate, though the sud-
den spotlight at the moment of Cio-
Cio-San’s death seemed over-
dramatic.

The Gran Teatro Garcia Lorca
was not full at either performance,
but the audience, which numbered
many young people, was discrimi-
natingly enthusiastic. The requisite
crowd of cheering autograph hunters
was waiting at the stage door after-
wards.

Gramatges: Afro-Cuban forms

The National Orchestra

Sunday matinee concert by the

Orquesta Sinfénica Nacional
drew a near-capacity audience at the
Teatro Nacional. Unfortunately, I
missed the first piece, Textures, for pre-
pared tape and orchestra by Juan
Blanco, who is one of the most active
electronically oriented composers in
Cuba. (The frequent paucity of taxis
in Havana can be extremely frus-
trating; I recommend allowing at
least an hour to find a cab, or taking a
bus, which is much more interesting.)

Cuba’s renowned pianist and
composer, Frank Fernandez, was
soloist in the Rachmaninoff Rhapsody
on a Theme of Paganini. Fernandez real-
ized all the Romantic elements of this
work with a toss-off ease and even
traces of humor. Rumanian guest
cornductor Ovidio Baler.’s fierv musi-
cal presence seemed to galvanize the
orchestra, which is stronger in winds
and percussion than in the string sec-
tion. They performed the César
Franck D minor Symphony with in-
tensity and tonal richness.

Photos by Tony Velez
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I attended a recital by another
prominent Cuban pianist, Cecilio
Tieles Ferrer, in the grandly colonial
“Marti” Library, which is set on the
town square in Santa Clara, capital
of Villa Clara Province. Each au-
dience member sat in a high-backed,
carved wooden armchair. I noticed a
fair number of teenagers, and some
old rural types in very plain but neat
clothes.

Tieles Ferrer preceded each
piece with a short explanation. He
possesses a bravura style and a mas-
tery of dynamics which served him
well in the Beethoven Appassionata So-
nata, and he wove his way skillfully
through the rhythmic complexities
and esoteric colorations of two Cu-
ban compositions, Tres sones sencillos
by Carlos Farinas and Tres preludios
by Harold Gramatges. Both works
are examples of an evolved and so-
phisticated use of Afro-Cuban forms
by contemporary composers. The Fa-
rinas pieces etched the numerous
variations possible within one form—
the “son.” Upon a compact frame-
work, Gramatges turned his micro-
cosmic expositions of Afro-Cuban
dances into unique individualistic ex-
pressions.

Research & analysis

nterviews with Gramatges, musi-
Icologisl Argeliers Leén, and Jorge
Luis Pacheco, General Director of
the Opera Nacional, helped a