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Introducing Pioneer Syscom: A totally new kind of
high ﬁdellty component system.

If you're in the market for true high fidelity sound, Eyscom, on the other hand, is the high ﬁdellty
a pre-matched system is a good way to get it. Because  system built by the people who are famous for every
it offers the sound quality of separate components and th ng that goes into one. Pioneer. In fact,today Pioneer
saves you the trouble of having to buy them piece i th= kading maker of virtually every kind of high
by piece.

ficelty component.
But not every pre-matched system is a good one

1o buy Many are made by companies known for only
one t1ng Like speakers. Or turntables.

What's mcre, Syscom’s components aren't merely

For the namre of the Pionees Syscom dealernearest you. call 800-447-2882 (in lllinois 800-322-4400). Digital timer,
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matched. They're built for each other by Pioneer audio
wengineers. This maximizes the systems performance
gnd results in sound quality often not even found in
systems costing twice as much.

Theres 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
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e
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fidelity system from a manufacturer who knows how
to build some of the components, now thet you can
buy one from the people who've perfected :hem all.
Pioneer.

) PIONEER

We bring it back alive,

~qualizer, headphone, iicrophone optional. € 1981 (1.S, Pioneer Llectionics Corp.. 85 Oxtord Drive, Moorachie, N.J. 07074,
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The best for
both worlds

The cuimination ot 30 years of Audio Engineer-
ing leadership — the new Stereohedron®

XSV/5000

One of the most dramatic developments of car-
tridge performance was the introduction of the
Pickering XSV/3000. It offered the con-

N

sumer a first generation of cartridges, combining
both high tracking ability and superb frequency
response. It utilized a new conceptin stylus design
—Stereohedron, coupled with an exotic samarium
cobalt moving magnet.

Now Pickering offers
a top-of-the-line
Stereohedron car-
tridge, the XSV /5000, *
combining features of &
both the XSV /3000
and the XSV /4000. & s
It allows a frequency EE
response out to k@'\
50,000 Hz

The new XSV samarium cobalt magnet accounts
for an extremely high output with the smallest
effective tip mass. The Stereohedron tip design is
the result of long research in extended frequency
response for tracing of high frequency modula-
tions. The patented Dustamatic® brush and stylus
work hand in hand with the rest of the cartridge
assembly to reproduce with superb fidelity all
frequencies contained in today's recordings.

Pickering is proud to offer the XSV /5000 as the best
effort yetinover 30 years of cartridge development.

7

The Exclusive Stereohedron Tip

A fresh new breakthrough in cartridge de-
velopment designed specifically as an answer
for the low impedance moving coil cartridge —

XLZ/75008

The advantages of the XLZ /75008 are that it offers
characteristics exceeding even the best of moving
coil cartridges. Features such as an openness of
sound and extremely fast risetime, less than 10u
seconds, to provide a new crispness in sound
reproduction. At the same time, the XLZ /75005
provides these features without any of the
disadvantages of ringing, undesirable spurious
harmonics which are often characterizations of
moving coil pickups.

The above advantages provide a new sound
experience while utilizing the proven advantages of
= the Stereohedron
N
B

—1 |
' stylus, a

samarium

cobalt

assembly,
a patented Pickering
Dustamatic brush, with replaceable stylus, along
with low dynamic tip mass with very high com-
pliance for superb tracking

So, for those who prefer the sound characteristics
attributed to moving coil cartridges, but insistonthe
reliability, stability and convenience of moving
magnet design, Pickering presents its XLZ /75005
THE SOURCE OF PERFECTION

@ PICKERING

“}6! fht;sa who can |\haar] the difference”

For further information on the XSV /5000 and the
XLZ/7500S write to Pickering Inc., Sunnyside
Blvd., Plainview, N.Y. 11803.

from Pickering
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For truly superb
FM-stereo
reception...
¢-am SIZIEC 03

vertical antenna

Reduces multipath problems

Pulls In stations you never knew existed

Up to twice the power of adipole antenna

Transtorms fuzzy stations into ‘tape quality

Receives trom all dir

S Just 76" tall

Sturdy. stainless ste d PVC construction

Built to withstand

* May be ted off a mast, ill, balcony.
or just stand it in icorner
The suggested s/ tor Stereo One /s $69.95

BUY DIRECT AND

and handling) to; »

(N.Y. residents, pl add 7% sales tax)

VISA & MASTER,
1-800-448-8490
N.Y. Residents

D buvers may call tol! tree
EST Mon.Fr
e call 1-315.482.2589

11 the GAM antenna ddes not meet your expeclations,
return it within 30 days for a fuil retund.

Exclusively distributed by:

Castle
Marketing

Dept.HF
Holland Street P.O. Box 219
Alexandria Bay, New York 13607
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Letters

The Real Colin Wilson
Speaks Up

A friend recently sent me an interesting article
{**Will the Real Colin Wilson Please Stand Up?"™
August 1981] about this odd little record compa-
ny in Catifornia that issues records of Havergal
Brian with the names of invented orchestras and
conductors—one of the main ones being one
Colin Wilson. 1 was saddened that John Canarina
did not mention that Colin Wilson is a real
person—in fact, if I may say so with all humility.
a moderatety known English writer. The motive

in using my name was clearly to persuade Amer-
ican record buyers—who have vaguely heard of
me and also of the well-known conductor Colin
Davis—to confuse the two of us.

Personally, I don't have the slightest objec-
tion to the use of my name in this way. 1 did
object when a publisher of pornography in Cali-
fornia began using my name on books that were
hopelessty badly written, but that is a different
matter.
Colin Wilson
Cornwall, England

Disagreeing
on Digital

Like the little boy who was unafraid to announce
that the emperor had no clothes, Derrick Henry
deserves bouquets for excoriating the current
state of digitally mastered discs [**A Cooke's
Tour of Mahler Tenths,”" October 1981]. Ironi-
cally. these discs highlight the wasted potential
of the more natural sounding analog process
Consider these claims.

Claim: Digital recording expands the
dynamic range. Fact: The current **digital’" discs
are analog records and subject to analog limita-
tions. Yet the best of them display as wide a
dynamic range as ordinary ears can tolerate. |
shall never forgive the major labets for intention-
ally compressing analog recordings since the ear-
ly 1960s. If, for example. the bass-druny whacks
on every record were cut into grooves as big as
Telarc’s. I'm sure they would sound equally
impressive

Claim: Digital recording eliminates wow
and flutter, crosstalk, and.pre-ccho. Fact: These
(Continued on page 6)
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Beyond quartz, the world’s most precise tuning system,
lies a new ability to expand sound.

[magine you're i a room with Technics SA-828 receiver
What you hear is beautitul stereo. Then you activate Technics
variable Dimension Control. Incredibly, the sound begins
tamove. The stereo image widens to the point where the
muIsic begins to surround you. You're intrigued by its richness
and depth. You're enveloped by a new experience in sound
That's the wonder of the patented technology in Technics
Drmension Control

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

Another perfect example of Technics technology is our

synchro-bias circuitry. What it does is constantly send minute
amouints cf power 1o the anplifier transistors. And since
they can't switch on or off, switching cistortion is eliminated

Andwhen 12 comes to power, the SA-828 has plenty
100 watts per channel nunimum RMS into 8 ohms from
20Hz 1o 20kH7 with no maore than 0.005% total harmonic
distortion

he 5A-828 goes on to show its sophistication with a
super-quiet phono equalizer, soft touch program selectors,
fully electionic vo ume control, and a Dimension Control dis
play that doubles as « power level meter

lechucs SA-828is part of a tull line of quartz synthe-
sized ieceners. Hear it for yourself. Beyond its quartz
synthesizer lies a new dimension in sound

Technics

The science of sound




Power has its price. Unfortunately. with many receivers. you
usually end up paying for a lot of power you may not necessarily
need in order to get the computerized features you want.

At Kenwood, we don't think that's playing fair

Which is why every one of our new Hi-Speed™ receivers
offers a host of very intelligent engineering advances.

Like Direct Coupled, Hi-Speed amplifier circuitry for
absolutely brilliant musical clarity. down to OHz.

And microprocessor Controﬁed Quartz PLL Synthesizer
tuning to give you perfect, drift-free FM reception.

We've even included the convenience of our computerized
AutScan tuning. And instant, automatic computer-memory
tuning of 6 AM and 6 of your favorite FM stations.

But best of all. we didn't restrict all this intelligence to just our
new KR-850 Hi-Speed receiver.

You can also [f)ind it on our new KR-830.

And our new KR-820.

And even our new Slimline KR-90.

Examine all the possibilities at your Kenwood dealer. With
all the choices we offer, you'll find the computerized receiver
that's exactly your type. '

At your type of price.

PKENWOOD

The audio company that listens.

P.O. Box 6213. Carson. CA 90749

— -
(Continued from page 4)

defects have not been audible in carefully pro-
duced analog discs for years

Claim: Digital recording eliminates tape
hiss. Fact: Mediocre digital discs, like poor ana-
log records, contain so much vinyl hiss and cut-in
rumble as to overwhelm any tape noise that might
have been present. In my experience, carefully
engineered analog recordings are as quiet as the
best digital ones. Furthermore, weren't we told
that Dolby A would eliminate tape hiss forever?
Were we duped?

Claim: Digital playback will cure these
defects and also eliminate mistracking and
scratches. Reaction: Once burned, twice cau-
tious. Il believe it when 1 hear it. Unfortunately,
the distortions of timbre and ambience, which set
Mr. Henry's teeth on edge, seem to be caused by
the digital process itself. Predictably, they will
be emphasized with the absence of scratches and
other vinyl noise

The digital process, | fear, is not the solu-
tion. Perhaps it is time for recording engineers to
abandon their spectrum analyzers and other elec-
tronic devices (however **weighted'’) and learn
once again to analyze musical sounds with their
ears.

Paul M. Rose
San Francisco, Calif.

In their replies to ‘‘Disembracing Digital®’
[*‘Letters.”* August 1981]. some audiophiles lay
the blame for digital sound’s shortcomings
entirely on the recording technique, without tak- |
ing into consideration all the other elements that
create the finished product. Digital technology is |
not faultless: there will always be room for
improvement. But { find many of the medium’s
recordings on the market today far superior to
their conventional counterparts

As both an avid audio- and videophile. [
hope you continue to expand your video section
1 believe many individuals will integrate their TV
and audio systems into one entertainment center.
particularly when sterco television arrives
C.S. Johnson
Ottawa, Ont., Canada |

-
Botching Beethoven
In his review of Artur Schnabel’s first Beethoven
concerto cycle [October 1981], Harris Goldsmith
notes that he has not heard the British pressing of
Keith Hardwick's transfers. 1 have heard the
British pressing (World Record Club SHB 63),
and it is a grotesque botch. Sides | and 2, con-
taining the First Concerto. the Op. 34 Variations
and Fiir Elise, were mastered about a whole tone
flat and with a persistent groaning instability of
pitch. Most of the other sides are slightly sharp. |
hope that EMI will correct this mastering, as it is
now the worst possible representation of Schna- |
bel’s recordings.
Charles J. Schlotter |
Pittsburgh. Pa

Ax-Grinder |

Your reviewer Bill Adler seems to dislike every-
thing. His review [September 1981] of Pat
Metheny’s new album, *‘As Falls Wichita, So
Falls Wichita Falls,'* was particularly grating. In
it. he describes (with sardonic disgust) the kind
of nearly perfect layering cffect that other artists
have been praised for. Surely he must realize that
this is the essence of the Metheny/Mays style,

(Continued on page 8) '
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l (Continued from page 6) In his review of the Carpenters’ **Made in
America.”" he again drones on about hearing it all
before, with a special emphasis on Hollywood
and movie soundtracks. One could almost imag-
ine the review of Beethoven's Ninth Symphony
he would write for a popular magazine: *"Here
we go again. The same style and textures that
have been prevalent in Beethoven's previous
eight symphonies are again rehashed in his
Ninth. It reminds one of a score from a lavish
stage production .

Mark R. Abraham

Carmichael. Calif.

The"New” HF

I have been a loyal and appreciative subscriber to
HF for almost twenty years. but | am distressed

-
Lvle Mays and Par Methen,

one that boasts millions of fans on both sides of |
the Atlantic and represents Metheny's genius. I
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1981 HI-FI GRAND PRIX AWARD*
“PREAMPLIFIER-OF-THE-YEAR”

The Soundcraftsmen SP4001 is one of the most versatile stereo components
available. On one compact chassis is a superb 10-Band Graphic Equalizer
featuring our EXCLUSIVE True Zero-Gain circuitry for lowest noise and
distortion, and a State-of-the-Art Phono Preamp/Control center. The
SP4001 accepts two turntables, two tape decks with cross-dubbing facility,
two signal-processors with front-panel patch bay, a tuner and an auxiliar

program source. Overall performance is unmatched at.................. $549
[ “Voted by retailers—with confirming review of leading audio critics—fcr fidelity of sound reproduction, design engi-
{ ] neering, reliability, craftsmanship, product integrity and cost performance. The Hi-Fi Grand Prix Award is a trade-

T. =: r%’ mark of and sponsored by AudioVideo International, also a registered trademark.
by ADD THE SOUNDCRAFTSMEN CX-4 INBOARD CX EXPANDER
‘.; & P Do-it-yourself in minutes, no soldering or special tools.
st o~ Enjoy the newest CX-encoded records TODAY. CX-4
installs easily in all Soundcraftsmen 4000 series
preamplifiers. Special introductory price ............ $15.00

THE PERFECT COMPANION TO THE SP4001,

THE NEW LA2502 POWER MOSFET 125-WATT P/C AMPLIFIER.
/ ! = &

POWER AMPUIFIEN MODEL LA2502

Featuring the latest in amplifier technology for exceptional performance, plus every
usable feature, such as level controls, calibrated LED power meters, 2-speaker switch-
ing, TRUE clipping indicators and genuine walnut side panels. Only ......... $649.

EQ-EVALUATION KIT. $10.00 SPECIAL OFFER!

SEND ONLY $10.00 FOR REG. $19.95 COMPLETE KIT: 112" LP FREQUENCY SPECTRUM ANALYZER TEST
RECORD, 1 SET OF COMPUTONE CHARTS, 1 COMPARISON CONNECTOR, 1 INSTRUCTION FOLDER.

SOUNDCRAFTSMEN INC., 2200 Sa Ritchey. Santa Ana, CA 92705 ¢ CANADA: E.S. Gould Marketing, Montreal HAT 1ES
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by your current de-emphasis of classical music
Your in-depth coverage of the genre was what
made the old HF valuable. What space is devoted
to classical music in the October issuc is crowded
with no less than eight pages of non-record-
review material, which would have been wel-
come in more spacious days. but which in the
new format throws the magazine's balance off
severely. Incidentally. my 1.500-album record
library has been built almost exclusively on the
basis of HF reviews.

Paul Brian

Spokane. Wash.

[ have subscribed to HF for the past fifteen vears
primarily for the classical record reviews. which
I use as a guide to my record purchases. and
secondarily for the equipment reports. which
assist me in the occasional replacement of com-
ponents as they wear out or become outmoded.
But in recent years the number of your classical
reviews has diminished to the point where you no
longer cover enough of the new records to be of
much use to the collector. More and more space
seems to be given to features of no interest to the
serious music listener—particularly BACKBEAT,
which is for a completely different crowd, and
VIDEO TopaY. Please devote more space to the
new classical records. many of which I am eager
to buy, but do not see reviewed in any American

publication.
Richard P. Rosenthal
Brooklyn. N.Y.

Your October “‘Letters™” section contained some
complaints about HF's decreased coverage of
classical music. Although [ play classical guitar
and appreciate classical music very much. [ am
primarily a pop and rock music fan. The BACK-
BEAT section has excellent record reviews and
articles on pop and jazz musicians. | especially
enjoyed the article on George Wallace and his
home studio [September 1981].

I can understand how some readers might
become upset by what they see as a threat to the
classical coverage in HF. but [ think it is admi-
rable that you have broadened the magazine's
scope 1o include other kinds of music. Thank you
for providing an intelligent (though modest)
alternative to the ““pop-drivel’” fan magazines
that are everywhere.

Reid Power
Bakerstield. Calif.

1 have been an on-and-off subscriber for perhaps
fifteen of the last twenty years. In the last few
years. | have gotten the distinct impression that
the magazine has been pandering 10 the most
naive and casual owners of “*high fidelity"
equipment—what we on the West Coast refer to
as the **Pacitic Stereo™* crowd.

T.E. Hlavac, Jr.

San Francisco. Calif.

I have collected HF magazines for more than
twenty years and am dismayed by your recent
changes. Go back four or five years and compare
the articles and classical music reviews with what
you are currently presenting, and you will see my
point.

Robert L. Rich

East Windsor, N.J.

Lerters should be addressed to The Editor, HiGH
Fipeuty, 825 7th Ave., New York, N.Y. 10019.
All letters are subject 10 editing for brevity and
claritv.
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AUDIO
High Fidelity News

by Dawn Gordon

New equipment and developments
| DIGITAL MUSIC COMPANY
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Satellite Digital Stereo

A unique premium audio service for cable
subscribers called The Home Music Store is
scheduled to debut in April. The service's
parent, Digital Music Company of Wash-
ington, D.C., will transmit, via satellite,
digitally encoded copies of master tapes to
cable TV systems and then into subscribers’
homes, where the PCM signal will be con-
verted to analog by a special decoder. Five
different channels, covering a full range of
styles and types of music, will be available.
A monaural channel will provide previews
and information regarding new releases.
Two additional digital channels will allow
subscribers to record albums for a fee of

twenty to sixty percent less than the
records’ retail list prices. To use this ser-
vice. you would make a selection from a
monthly catalog, and then call a toll-free
number and give your account number and
aselection code. At a preselected time. one
of the two sales/recording channels, which
are otherwise locked out to subscribers.,
would be remotely activated by a computer
signal, and the recording could be made.

As presently envisioned, The Home
Music Store will be available on subscrib-
ing cable systems for a monthly service fee
of less than $10. including the rental charge
for the decoder.
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Cas_seife Combo

Following in the footsteps of the KRX-5
cassette-deck/receiver is Kenwood's higher
powered $700 Model KRX-7. Power is rat-
ed at 45 watts (162 dBW) per channel into
8 ohms from 30 Hz 10 20 kHz with no more
than 0.07% THD. Frequency synthesized
digital tuning. a ten-station memory (five
FM and tive AM), and a muting switch are
included. A built-in electronic clock can
also be used as a timer for automatically
recording programs off the air. The cassette

section features metal capability, a Direct |

Program Search System. feather-touch con-
trols, Dolby B, and mike mixing. There are
also provisions for connecting a pair of
remote spcakers.

Circle 140 on Reader-Service Card

Colorful Speakers

The appropriately named Rainbow loud-
speaker from Black Acoustics is available
in fifteen different colors to match a wide
range of decors. To reinforce the 1.9-kHz
mechanical crossover and to damp ringing,
four thermoplastic coatings are applied to
both the 6%2-inch woofer and the 1%-inch
soft-dome tweeter. The compact (21 by 8
by 8 inches) 6-ohm system is suid to have a
(Continued onpage 10)
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with state-of-the-art performance

for under $300
Incredible? See your local NAD audio expert!

a Dolby C’ cassette deck

NAD

2ip

¥ you cannot readily find an NAD dealer in your neighborhood,
send this coupon for literature on the Mode! 6050C and other hine
NAD home entertainment products, as well as a dealer list, to

NAD (USA) INC: 675 Canton Street, Norwood, MA 02062

Name
State

Address

City
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(Continued frompage 9)

frequency response of 48 Hz to 18 kHz, +3
dB, and a sensitivity of 83 dB SPL at |

meter from | watt. The Rainbow is priced at
$420 per pair; its optional adjustable stands
cost $80 per pair.

Circle 141 on Reader-Service Card

Dual Power

from Adcom

The GFA-2 power amplifier from Adcom
features a dual power supply that provides
voltage to each channel independent of the
other. The amp, which produces 100 watts
(20 dBW) per channel into 8 ohms, has an

LED indicator light for its auto-reset protec-
tion circuit and two peak-reading LEDs that
monitor the power output. The $360 ampli-
fier is said to have a frequency response of
20 Hz to 20 kHz, *0.2 dB, at full rated
power.

—
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and when vou swiltchover tothe 770s
vou will #milc and say...its magic
becausc there is nothinglike it
unacr the sun!

Misslon horth Amerlca, 89 Gelaxy Blvd., Rexdale, Ont.; MOW 6A4 Canaca

Misslon Bec-ronies, George £t., Huntingdon, Cambs., PE 18 6BD Englard

Circle 11 on Reader-Service Card

Circle 142 on Reader-Service Card
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Time-Domain
Stereo Imaging

Acoustic Image loudspeaker systems are
designed by the manufacturer to produce
detailed stereo imaging through accurate
reproduction of time-domain information.
According to Acoustical Physics Laborato-
ries, the low-diffraction time-aligned loud-
speakers should be used with a subwoofer
system. A 5-inch midrange/bass driver
crosses over at 3.5 kHz to a I-inch soft-
dome tweeter for a frequency range of 60
Hz to 22 kHz. The 8-ohm loudspeakers are
priced at $500 per mirror-image pair and
are available in kit form for $225. Stands
are optional.

Circle 147 on Reader-Service Card
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Safe Crossing

The 6000-6 electronic crossover from Ace
Audio is said to deliver perfect phase and
transient response in the crossover region.
Plug-in modules, available at $33 each, will
set the crossover frequency at any point
from 40 Hz to 16 kHz. The 6000-6 is
designed for use with amp/preamp combi-
nations or receivers with PRE-OUT/MAIN-IN
connections; it can be used for biamping or
(with two units) triamping. Price of the
'6000-6 is $175.

| Circle 148 on Reader-Service Card
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Introducing TDK AD-X.
The normal bias tape with
Super Avilyn technology.

Ne“' TDK AD'X iS the fiI‘St nOﬂTlal new AD'X can eaSily FREQUENCY RESPONSE AND MA> IMUM Tb ensure y(’aI‘S Of
bias audio cassette to use TDK's handle strong signal QUTATLEVEL reliable use, ADX is

Avilyn magnetic particle—based input without over- - housed in TDK's Labo-

on the renowned Super Avilyn for-  saturation. 5 < T ratory Standard Mech-
mulation that has kept TDK the When you hear the % e anism, and protected
leader in audio and videotape brilliant playback re- " : \ by TDK's lifetime war-
tec.h;glogy.. sulting from theIhighéer P T ranty. With _its distinc-
tage offered 1 ADX Jover bias b S onmise g
is demonstrably clear. noise you won't believe So for high quality recordings
You now can record that your deck can in the normal bias/EQ position,
and play back—in the Record at higher levels “improve” so much. snap in the new TDK AD-X. You'll
normal bias/EQ position ~ With farless distortion. Thenew AD-X has  disccver that the Avilyn advantage
with complete compatibility for truly versatile applications. Its means superior overall performance
any cassette deck over a wider dy-  higher sensitivity makes it ideal for  for you.
namic range and with far less dis-  allround home entertainment use @ DK
tortion. Even at higher recording  and also suitable for any cassette I A @
levels, the increased headroomin  player. THE MACHINE FOR YOUR MACHINE
% 2 I
- = o - = i 5

©1981 A)x Electronics Corp. /
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WHY SPEND $200 MORE
ON A BETTER TAPE DECK
WHEN ALLYOU NEED IS $2 MORE
FOR A BETTER TAPE.

No matter how much vou spend on a tape deck, the sound that comes out of it can
only be as good as the tape yqu put i it. So before vou invest a few hundred dollars
upgrading your tape deck;invest a few extra-dollars in a Maxell XLI-S or
XLII-S cassette.

They re the most advanced generation of oxide formulation tapes.

By engineering smaller and more uniformly shaped oxide particles, we were able to pack
more of these particles onto a given area of tape.

Now this might not sound exactly earth-shattering, but it can help vour tape deck live
up to its specifications by improving output, signal-to-noise ratio and frequency response.
Our XL-S cassettes also have an improved binder system, which helps keep the
oxide particles exactly where they're supposed to be. On the tape’s surface, not on vour

recording heads. As a result, vou'll hear a lot more music and a lot less distortion.

There's more to our XL-S tape than just great tape. We've also redesigned our
cassette shells. Our Quin-Lok™ Clamp/Hub Assembly holds the leader firmly in
place and eliminates tape deformation. Which means you'll not only
hear great music, but you'll also be able to enjoy it a lot longer. m BXE I I )

So if youd like to get better sound out of vour tape system,
you don't have to put more money into it. Just put in our XL-S tape. ITS WORTH I'T
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CrossTalk

Practical answers to your audio questions by Michael Riggs

Murky Cassettes

Recently I bought a Sonv TC-K8! cas-
sette deck, which I use with a Yamaha
CR-840 receiver and Infinitv Qp speak-
ers. Tapes | record on the Sony sound
great, but all the prerecorded casseites |
have bought (all Dolby B encoded) sound
very muffled. Changing the bias and
equalization seitings on the deck has no
effect: turning the Dolby off helps slight-
1y, but the sound is still subpar. Are the
prerecorded 1apes | bought defective?
—Jeffrey S. McKee, Goldsboro, N.C.

Possibly. but not very likely. The sad truth
is that many prerecorded cassettes are dull
in the treble. Time is money. so manufac-
turers usually duplicate cassettes at thirty-
two or even sixty-four times normal speed,
which means that a 1-kHz signal is being
recorded at 32 or 64 kHz and that a 5-kHz
tone is transferred (one hopes) at 160 or 320
kHz. This is not casy to do, and when low-
quality tape is used (as it often is) the result
is usually loss of high frequencies.

Bias affects only the recording pro-
cess, so changing it during playback should
make no difference, and using the 70
microsecond chrome EQ with Type O or 1
ferric tape would make the sound duller
rather than brighter. As you have discov-
ered, turning off the Dolby docs brighten
the sound a little, but at the expense of add-
ed hiss

Prerecorded cassettes. if carefully
made with good tape at normal or near-
normal speed, need not be sonically inferior
to high-quality discs.

Double Your
Pleasure

! would like to add a second pair of
speakers to beef up my svstem’s stereo ef-
fect. Does it matter what kind I get as
long as they have the same impedance as
the ones | already have?—Michael Ben-
son, Tucson, Ariz.

Since you will presumably be playing all
four speakers together, it would be best for
them all to be the same model, or at least
very similar in sound. If you are going to be
running them in parallel from the same
amplifier (do not wire them in series, as this
will cause severe sonic degradation) and
| want them to play at the same level, both

L

sets should have about the same sensitivity
and impedance. With most amplifiers, you
should also be careful that the combined
impedance of the speakers does not fall
much below 4 ohms. The formula for deter-
mining the approximate combined imped-
ance (or Z) of two spcakers wired in par-
allel is:
Zt ;' x ;- where Z, is the imped-
1 -
ance of the first speaker and Z, the imped-
ance of the second.

Finally, although adding more speakers
will create an effect of some sort, it is
unlikely to enhance the stereo image. The
more probable result is a more confused
image with impaired localization of sound
sources.

Equalization
Blowout

My svstem consists of a Micro Seiki DD-
24 wrntable with a B&O MMC-20E car-
tridge. a Yamaha CR-2040 receiver rated
ar 120 watts [20°%4 dBW] per channel into
8 ohms, a pair of Polk 10 speakers, and
an ADC Sound Shaper One equalizer.
While using the equalizer, I have blown
the fuses on my speakers four times. Now,
when I play loud music | don’t use the
equalizer and have blown no more fuses.
Is the equalizer the problem, or (as
someone told me) oscillation from the re-
ceiver, or something else?—Paul Kauf-
man, Highland Park, 1l.

You don’t say exactly what you were doing
with your equalizer, but the symptoms you
describe lead me to suspect that you were
using it to boost the output at certain fre-
quencies, probably at the low or the high
end. Although the additional output might
not have been enough to make the overall
loudness seem much greater than it was
with the equalizer out, it certainly would
have required the receiver to deliver more
power to the speakers—apparently enough,
when the volume was already high, to blow
the Polks’ fuses. By reducing the amount of
boost (especially at the low end), you might
still be able to get some of the benefit of
equalization without blowing fuses when |
you crank up the volume.

We regre! that duce to the volume of reader mail we |
gel, we cannol give individual answers to all ques- |
tions.

<4 Circle 12 on Reader-Service Card
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Now you can add
the three-dimensional
impact of
Sonic Holography
to your system

three different ways.

The C-4000 Control Console includes Sonic
Halogram Generator.full-function stereo pre-
amplifier. time-delay system with built-in 40 watt
(tctal) power amplifier, Autocorrelator System
that reduces noise up to 8 dB. a peak unlimi-
tet/downward expander that neasly doubles
dynamic range

r“(“‘|
o o o o

The C-1 combines the Sonic Hologram
Generator with a full-function preamplifier

The €-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
turnad out we could almost have swarn
that we were in the presence of a real
live orchestra.

Julian Hirsch of Hirsch-Houck Labs:
“The etfect strains credibility—had | not
experienced it, | probably would not
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 of a
live performance.”

High Fidelity put it this way:
*...seems to open a curtain and reveal
a ceployment of musical forces extend-
ing behind, between and beyond the
speakers. . .terrific.”

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

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

CARVER

CORPORATION

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

Circle 7 on Reader-Service Card
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Basically Speaking

Audio concepts and terms explained by Michael Riggs

Stereo: Theory
and Practice

Low DISTORTION, low noise, and flat fre-
quency response: These are the three basic
criteria for high fidelity sound reproduc-
tion. They are the guarantors of sonic puri-
ty. But they ignore a very important dimen-
sion of the natural listening experience.

Consider a component system much
like those sold in the fifties, but updated to
the technical standards of 1982, with a turn-
table. an amplifier, and a single loudspeak-
er. The records played on this system are
recorded with a single microphone, and the
sound that emerges from it squeezes all the
instruments together, so that they
appear to be playing from a single
point on the stage. Obviously,
this is not natural—not at all the
way one would hear things at a
live performance.

A way of creating a more
accurate spatial image was devel-
oped many ycars before most
people had any idea there was a
problem, by the brilliant, prolific
engineer Alan Blumlein in En-
gland and by Bell Labs in the
U.S. Although their approaches
differ in detail, they are similar in
basic concept. The idea is to use
two microphones, rather than just
one, positioned so that one favors the right
side of the stage while the other favors the
left. Thus, the microphones mimic the
behavior of our own ears.

The signals from the two microphones
are kept separate throughout the recording
and playback processes. The most obvious
consequence for the consumer is that to
properly play back recordings made in this
fashion he must have two loudspeakers (in-
stead of just one) and a two-channel ampli-
fier (or a pair of single-channel amplifiers)
to drive them. Correctly set up and playing
a well-made two-channel recording. such a
system can convey the instruments” lateral
positioning very well and also give some
sense of the recording site’s ambience.

These stereophonic recordings and
playback systems provide such greatly
enhanced rcalism that they have almost
entirely supplanted the single-channel
monophonic systems that launched the era
of high fidelity. They achieve their effect
by means of aural deception. by faking the

cues that enable our ears and brain to local-
ize sounds in space.

These cues are of two kinds: timing (or
phase) and amplitude. Because our cars are
on opposite sides of the head, about seven
inches apart, sounds emanating from any-
where not directly in front of or behind the
head arrive at one car before they arrive at
the other. Using the difference in arrival
times and the distance between the ears, the
brain determines the direction from which
the sound is coming.

In addition, sounds originating nearer
one ear than the other will tend to be louder
in the closer ear than in the more distant
one. The brain also uses this difference in
amplitude to locate the sound. The two
mechanisms complement cach other, and
either or both can be used to create the ste-

reo cffect.

To capture timing cues, it is necessary
to use properly spaced microphones.
Sounds that arrive at the right-hand micro-
phone before they reach the left-hand one
will be reproduced by a sterco playback
system so that they emerge from the right
speaker before the left speaker. This in turn
causes the sound to arrive at your right ear
before it reaches your left ear and vice ver-
sa. How far to the right or left of center a
sound appears to come from depends on
how much later it arrives at one microphone
than at the other—and therefore at one ear
than at the other. It’s a trick, of course, and
not an altogether perfect one, since at a con-
cert the direct sound from any given instru-
ment comes at you from only one direction,
not two. But it works.

Virtually any microphone technique
will pick up some amplitude cues. although
those using directional microphones. which
discriminate against sounds arriving from
directions other than the ones in which they

are pointed, are more sensitive in this
respect than are those using omnidirectional
microphones. Directional microphones also
make it possible to eliminate timing infor-
mation completely. leaving only amplitude
differences. This can be done with a coin-
cident pair of directional microphones
mounted one directly above the other and
aimed at opposite sides of the stage. Or it
can be done by putting separate micro-
phones very close to each instrument or sec-
tion of instruments and recording their out-
puts on separate tracks of a multitrack tape
recorder. Later, the producer mixes all
these tracks down to a two-track stereo
tape. In doing this, he adjusts the levels of
each original track going into cach of the
two final tracks, thus placing the various
instruments in their proper positions on the
stereo stage.

There is no prescription for
making a good stereo recording,
and what microphone technique
is best depends on many vari-
ables, including the type of music
and the acoustics of the recording
site. A good case can be made for
using only a few distantly placed
microphones (rather than elabo-
rate multimiking) for most music
performed with acoustic instru-
ments, but it does not pay to be
dogmatic about this.

The quality of the stereco
image obtained from a recording
is critically dependent on proper
loudspeaker placement in the home. Many
people seem to think that all they have todo
1o get the stereo illusion is to wedge a cou-
ple of speakers somewhere in their living
rooms. Nothing could be further from the
truth. True, you would undoubtedly hear a
more pleasantly diffuse sound if you sat
between two speakers placed at opposite
ends of the room from your chair, for exam-
ple. than you would from a single speaker,
but you would not hear correct instrumental
localization.

To hear an accurate stereo image, you
must sit approximately midway between
and in front of the two loudspeakers, so that
you and the speakers approximate an equi-
lateral triangle. And ideally, the spcakers
should be toed in so that their axes cross
slightly in front of you. That done, you
should hear the musicians as though they
were playing on an imaginary stage stretch-
ing between and behind your speakers.

Next month, I'll explore the long-
playing phonograph record. HF

| oory
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Loran™ is the cassetfe of the future. ..

but it's here right now. The original and
only heat resistant cassette shell and tape
that withstands the oven temperatures of
a car dashboard in the sun. Testing proves
that even TDK or Maxell cannot take this
kind of punishment.

With Loran, you'll capture a full range
of sound as you've never heard it before.
Tape that delivers magnificent reproduc-

tion of highs and lows, along with an excep-

tionally low background noise level. Super
sensitive with an extremely high maximum
recording level capability. That means you
can record Loran at high input levels for
greater clarity. As a matter of fact, we rec-
ommend it.

Because of our cassette shell, Loran

tapecan stana up to being accidentally et
near a source of excessive heat in your
home or in your car. It is indeed tre finest
quality tape availabje today.

Loran also has exclusive features not
available on any other cassette. Safety
Tabs™ (patent pending) prevent accidental
erasures. But unlike other cassettes, you
can restore its erase and record capabilities
simply by turning the Tab screw a '~ turn.
Our Hub Lock (patent pending) sacures
the tape to the hub in such a way that the
harder it is pulled the tighter it's held.

With all these features, it's 10 wonder
Loran was selected as "one of the most in-
novative consumer electronics products...”
by the Consumer Electronics Show Desizgn
and Engineering Exhibition.

Every Loran tape ¢omeswith a full life-
time warranty. Listen to Loran. The new
generation of cassettes is here right now.

LORAN

The Design of Spectacular Sound

WHEN ALL OTHERS FAIL..LORAN GASSETTES
ARE SAFE AND SOUND SENSATIONAL.

Loran™ is mq

9-48 clmh?n.wqren Pa. m@
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MAGNIFICENT
OBSESSION

In our zeal to build superb tape recording equiprment in the extreme, we at
Teac are sometimes driven to steal. From ourselves.

The extraordinary X-I000R illustrates this very well. In it, we have incor-
porated professional features originally designed for our TASCAM recording
studio equipment.

These include a linear LED counter which measures tape in hours, min-
utes, and seconds. A Search To Cue (STC) and Search To Zero (STZ) capability.
In addition, there’s Auto Reverse in both directions, in play or record.

The X-IO00R, as is current professional practice, employs DBX® noise
reduction. An exclusive in home reel-to-reel. And also, as in professional recording
equipment, full-tension servos guarantee high stability and accuracy. And low
wow and flutter specs of just .03% @7 IPS.

All of which add up to an impressive collection of features, we think
you'll agree. And if we happened to borrow a lot of them from our
professional designs, well that shouldn’t bother you one bit.

TEAQC. MADE INJAPAN BY FANATICS

COPYRIGHT, 1981, TEAC CORPORATION OF AMERICA. 7733 TELEGRAPH ROAD, MONTEBELLO, CA 90640




irty-Two New
Cassette Tapes
raluated

How MANY RECORDISTS, I wonder, have
any idea how much hard work goes into the
perennial improvements in cassette-tape
formulations. Granted that these efforts are
not undertaken altruistically; by achieving
that little edge of superiority over compet-
ing products, each manufacturer hopes to
increase his share of the huge and financial-
ly rewarding blank-tape market. But while
it may sound like an Economics 101 cliché,
the end user is the consistent beneficiary of
the competition.

In trying to keep abreast of all this
activity, we have chosen thirty-two differ-
ent tape types that we have not tested before
or that have been reformulated since our
last rest. All are from brands that either
enjoy or are actively pursuing wide distri-
bution and all with important credentials of

4 Circle 8 on Reader-Service Card
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one sort or another for the home recordist.
The sheer quantity of information generated
by these tests is intimidating. Fortunately—
as we discovered in our last round of test-
ing—there is far less disparity from brand
to brand than once was'the rule. This works
to the recordist’s advantage since it reduces
the likelihood of unpleasant surprises when
the supply of your favorite tape runs out and
you’'re forced to substitute another. But
there are differences, of course, and some-
times they are significant.

In reading our results it is important to
keep in mind that in testing the tapes with a
real recorder (as opposed to giving such
‘‘abstract’’ data as squareness-ratio and
coercivity figures, which are difficult or
impossible for the home recordist to relate
to his immediate problem: getting a good

recording), we document behavior only
with thart recorder. These tests were made
on the same Nakamichi 582 used for the last
round of cassette testing. Its bandwidth is
wide, so it doesn’t obscure the tape’s
behavior at high frequencies; its recording
head gap is fairly representative for a
‘‘three-head’’ deck, avoiding extremes that
could make a major difference with tapes
whose magnetic coating is either very thin
or very thick; and it is not extreme in its
approach to bias/equalization tradeoffs in
recording, minimizing the possibility that it
will be radically different in this respect
from most good decks today. But the pos-
sibility that a given tape will respond differ-
ently in your deck remains and must be
allowed for: It’s always a good idea to try
out a tape you’re interested in and evaluate
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AU D l O Cassette Tests

the results critically before adopting it for a
recording you want to fuss over. In fact,
you’ll probably get better results, on aver-
age, if you stay with a tape whose limita-
tions you know and respect than if you
employ one that is intrinsically ‘‘better’’
but relatively unfamiliar, tempting you to
push it too hard or (if your instincts are
more conservative) to leave its potential
underutilized.

As in our past cassette tests, DSL first
adjusted the deck’s bias to produce equal
sensitivity at 333 Hz and 10 kHz for a
recorded level of 25 nanowebers per meter
(20 dB below DIN 0 dB level, which is
defined as 250 nanowebers per meter at 333
Hz). At this point, the bias setting and the
resulting tape sensitivity are compared to
our reference samples of Nakamichi’s own
brand in each group: EX-II for the Type 1
ferrics (otherwise known as ‘‘standard’’ or
*‘normal’’ or LH tapes), SX for the Type 2

chromes, ferricobalts, and similar formula-
tions, and ZX for the Type 4 metals. (We
have included no Type 3 ferrichromes, in
which there appears to be relatively little
interest these days among home users and
for which the 582 has no special switching.)
The relative bias requirement of the tape
under test is expressed as a percentage of
that required by the reference tape in its
group; the relative sensitivity is expressed
in dB, with a plus figure indicating that
there was greater output from the test tape
than from the reference tape for a given sig-
nal input.

The graph shows the relative output at
all frequencies between 100 Hz and 20 xHz
as a continuous line. The dotted line is the
headroom ceiling, measured as 3% inter-
modulation distortion with tone pairs | kHz
apart and centered on 2, 4, 6.3, 10, 15, and
20 kHz. Midrange headroom—this time
measured as the more conventional 3% har-

monic distortion—is represented by the
‘‘gunsight”” symbol at 333 Hz. You’ll find
numerical characterization of the headroom
data, expressed in dB with respect to our
standard zero reference, below the graph,
together with additional distortion informa-
tion measured at 333 Hz.

You’ll also find two statements of
noise behavior. The A-weighted noise is
*‘objective’’ in that it is always expressed in
terms of the same zero point. If you always
record at the same meter reading, regardless
of the tape you're using, this is the figure
that's most important to you. If, on the oth-
er hand, you study the properties of the
tapes you use and demand more of those
that have more to give, you will record at a
higher level on tapes that have greater head-
room. In that case, the midrange S/N ratio,
which is measured from the same noise
floor but extends up to the 3%-distortion
ceiling, will be more useful.

AMP

Adams Magnetic Products is by no
means the first enterprise to package cas-
sette tape stock from Agfa (a major German
producer of magnetic tapes, though in this
country its cassette formulations are sold
only to duplicators and other users whose
names replace Agfa’s on the finished prod-
ucts). AMP is, however, the first company
in our experience to acknowledge its.source
freely to us. The ferric Studio I tests very
well, but the Superchrom appears not to be
at its best on the Nakamichi. A deck sup-
plying more high-frequency pre-emphasis
would have permitted the use of higher bias
current without losing 10-kHz level; the
result might have been flatter response (less
lower-treble droop and less peaking above
10 kHz), lower noise and distortion, and
possibly a net gain in midrange headroom.
On the right deck, therefore, Superchrom
could be a very fine tape, though it appears
at a disadvantage here. Its least attractive
quality is the relatively low high-frequency
headroom (which should be lower still in a
deck applying more bias). But the impor-
tance of that characteristic depends on the
demands imposed by the program signal.

All measurements were made by Diver-
sified Science Laboratories. Results,
including graphs, may be compared to
prior cassette 1ape tests, especially
those appearing in the July 1980 HF .
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[ -—"—'l ®  AMP Studlo t C-90
m cassette tape (Type 1)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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HZ20 50 100 200 500 1K 2K 5K 10K 20K

Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) +2% dB
Maximum high-frequency output (3% IM)

at 4 kHz -% d8

at 15 kHz -14dB
RELATIVE BIAS 97%
RELATIVE SENSITIVITY (333 Hz) -% dB
A-WEIGHTED NOISE (re 0 dB) +54 dB
MIDRANGE S'N RATIO 56% dB
THOD (at 333 Hz) at 0 dB at -10dB

1.01% 0.20%

C-90 PRICE $3.49

AMP Superchrom C-90
cassette tape (Type 2)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
o]3] — = L
E
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HZ20 50 100 200 500 1K 2K 5K 10K 20K

Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) Y2 dB
Maximum high-frequency output (3% IM)

at 4 kHz -11% dB

at 15 kHz 15'2 dB
RELATIVE BIAS 92%
RELATIVE SENSITIVITY (333 Hz) 0dB
A-WEIGHTED NOISE (re 0 dB) -60"2 dB

MIDRANGE S/N RATIO (re 3% THD) 61 dB

THO (at 333 Hz) at0dB at —10 dB
2.67% 0.69%

C-90 PRICE $5.89

One of the pioneering companies of
recording tape, BASF recently overhauled
both its formulations and its packaging.
Details like shell finish and labeling space
have been improved, and magnetic proper-
ties have been adjusted to international
tape-matching practices used by recorder
makers. All three tapes demonstrate the
changes well, with Performance doing
almost as well as Professional I, the fancier
ferric. For Professional 11, BASF uses a
true chromium dioxide coating, with which
somewhat better noise and headroom fig-
ures can be achieved, it believes, than with
the ferricobalt particles that many compa-
nies now use in their ‘‘chrome’’ tapes.
BASF had told us, however, that we should
expect Nakamichi’s heads to demonstrate
this superiority less than other decks would;
the lab figures show a good Type 2 tape but
not the extra edge, apparently confirming
BASF’s expectation.

BASF Performance C-90
cassette tape (Type 1)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Taking average values in each of the
three tape-type groups represernited, the test
results are very much what you would
expect. The metal (Type 4) tapes have the
least distortion and the greatest headroom,
both in the high-frequency range and in the
midband; thanks to the latter, metal’s S/N
ratios are the highest, though the absolute
value of the noise (as measured on play-
back) is about on a par with that of the Type
2 tapes. Furthermore, the metal tapes are
the most consistent in behavior from brand
to brand. They remain the type to use when
you want to take your best shot and their
relatively high cost is no deterrent.

The ferrics (Type 1) average almost as
low in distortion as the metals, though their
headroom properties are neither as attrac-
tive nor as consistent as those of the metals.
Some of the ferrics tested here are reason-
ably priced and a little more old-fashioned
magnetically (less sensitive and less bias-

hungry, for example) than is typical of

Type 1. They still manage to keep up with .

the competition, even though the stakes
have been raised as the particle technology
of the ‘‘chrome compatible’’ Type 2 tapes
has trickled into the Type 1 field. There is,
in fact, little difference between a *‘hot’’
premium Type | formulation and its Type 2
counterpart. except for the exhortation on
the package that you treat the latter as a
*‘chrome’” tape. That means employing 70-
microsecond (instead of 120-microsecond)
playback EQ, which in turn requires more
high-frequency pre-emphasis during re-
cording (thus using up high-frequency
headroom) and more de-emphasis during
playback (thus suppressing hiss a bit
more).

You can see the result of these changes
in our data. On average, there is much less
high-frequency headroom in the Type 2
tapes than there is among the best Type 1

ferrics. Type 2’s distortion is also a shade
higher on average. but hiss levels are a little
lower. So for average signals, you'll get a
quieter recording on Type 2 than on Type |,
but where you need high-frequency head-
room (say, for a jazz combo or the bells of
the Boris Godunov Coronation Scene) you
may be aple to record at a higher level on a
good Type 1 tape and thus get as quiet a
recording with lower distortion as well—
and at a somewhat lower price.

Since some brand names will be unfa-
miliar to most readers. our tests are grouped
alphabetically by company. In perusing
them, however, keep in mind that some
worthy brands are not represented here
because we tested their products in July
1980 or earlier. Specifically, 3M’s Scotch
brand, Sony, and RKO all have tapes that
tested well in the past, but since they remain
substantially unchanged, are not included
here.

Maximum high-frequency output (3% IM)

at 4 kHz -%% o8

at 15 kHz -13% 0B
RELATIVE BIAS 99%
RELATIVE SENSITIVITY (333 Hz) ~Y% g8
A-WEIGHTED NOISE (re 0 dB) -53Y dB
MIDRANGE S'N RATIO (re 3% THD) 56 dB
THD (at 333 Hz) ato dB at -10 @B

0.98% 0.22%

C-90 PRICE $3.99

BASF Professional | C-90

L+ v

' cassette tape (Type 1)
PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
DB — T T T —— ]
0 Nt} -1
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K

Relatlve output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +4 dB
- Maximum high-frequency output (3% IM)

at 4 kHz 0dB

at 15 kHz -12%2 dB
RELATIVE BIAS 95%
RELATIVE SENSITIVITY (333 Hz) ~Va dB
A-WEIGHTED NOISE (re 0 dB) -53dB
MIDRANGE S/N RATIO (re 3% THD) 57 dB
THD (at 333 Hz) at 0 dB at-10dB

0.72% 0.22%

C-90 PRICE $5.49
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BASF Professional H

C-90 cassette tape
(Type 2)

-

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
0B — , T r <
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Relative output vs. frequency (at -20 dB)
€ Midrange headroom (3% THD) +Y4 B
Maximum high-frequency output (3% IM)

at 4 khz -508

at 15 kHz -15dB
RELATIVE BIAS 107%
RELATIVE SENSITIVITY (333 Hz) -1%a 0B
A-WEIGHTED NOISE (re 0 dB} -59% dB
MIDRANGE S/N RATIO (re 3% THD) 60 dB
THO (at 333 Hz) at 0 dB at -10 d8

2.46% 0.41%

C-90 PRICE $5.99
Denon

Among the equipment companies that
manufacture (rather than just package) theit
own tape, Nippon Columbia’s Denon line is
characterized by its very fine finish and
detailing and its full range of quality formu-
lations. Distribution began here only
recently, so the brand may still be scarce in
some areas. DX-3 proves to be better than
average, even among our test’s relatively
imposing list of Type 1 tapes. Among the
metals, where there is relatively little vari-
ation from brand to brand, DXM holds its
own. The Type 2 entry, DX-7, appears to
be another example of a tape that would
prefer a different tradeoff between bias and
recording EQ than our reference deck is

prepared to supply; the bias required by
DX-7 in our setup is the lowest in the group
and, had it been higher (eliminating the
slight peak at the extreme high end), 333-
Hz distortion surely would have measured
lower.

DENON 23,90

Denon DX-3 C-90
cassette tape (Type 1)

E==s
£_7F N

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)

OB—1 T T T T 1
50— —+—— + —t 1 1
1] — — + = e |
5t - . + _\)t —
10+ — + 4 .;__\‘_

5 | [ T 1= T  —

20 — - L ) - |

[ ‘ 1

HZ20 50 100 200 500 1K 2K 6K 10K 20K

Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) +3 dB
Maximum high-frequency output (3% IM)

at 4 kHz 2 dB
at 15 kHz -12 d8
RELATIVE BIAS 103%
RELATIVE SENSITIVITY (333 Hz) V2 d8
A-WEIGHTED NOISE (re 0 dB) -54 dB
MIDRANGE S/N RATIO (re 3% THD) 57 dB
THD (at 333 Hz) af 0 dB at -10 d8
1.00% 0.12%
C-90 PRICE $5.60

DENON D¢7:90

O |
{ o
3

Denon DX-7 C-90
[ tte tape (Type 2)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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—— Relative output vs. frequency (at —20 dB)

€ Midrange headroom (3% THD) 1% dB

Maximum high-frequency output (3% IM)
% dB

at 4 kHz -6

at 15 kHz -14Ya 0B
RELATIVE BIAS 90%
RELATIVE SENSITIVITY (333 Hz) -1d8
A-WEIGHTED NOISE (re 0 dB) -57'% dB
MIDRANGE S/N RATIO (re 3% THD) 56 dB
THD (at 333 Hz) atQdB at -10 dB

4.31% 0.52%

C-90 PRICE $7.00

Denon DXM C-90
cassette tape (Type 4)

PLAYBACK CHARACTERISTICS (re 250 nwim, 333 Hz)
DB ——
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Relative output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +5% dB
Maximum high-frequency output (3% IM)

at 4 kHz Y2 dB
at 15 kHz -10% dB
RELATIVE BIAS 106%
RELATIVE SENSITIVITY (333 H2) -% a8
A-WEIGHTED NOISE (re 0 dB) -55% dB
MIDRANGE S/N RATIO (re 3% THD) 60% dB
THD (at 333 Hz) at0 dB at -10 dB
0.85% 0.20%
C-90 PRICE $12.00
.
Fuji

Also sporting new shells, labels, and
boxes in addition to updated formulations,
the Fuji cassettes are much more attractive
in their detailing than they were when they
first appeared here. FX-I, Fuji’s premier
ferric, proves to be very good; of the less
expensive tapes, FL is not as good, but it’s
still pretty close to the premium formula-
tions. FX-II also acquits itself well in the
Type 2 class. Fuji's metal tape has not been
changed since our last test.

Fuji FL C-90
cassette tape (Type 1)

FLL
PLAYBACK CHARACTERISTICS (re 250 nw/m, 333 Hz)
DB
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Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) 0dB
Maximum high-frequency output (3% IM)

at 4 kHz -1%2dB
at 15 kHz -14 dB
RELATIVE BIAS 95%

20

RELATIVE SENSITIVITY (333 Hz) -1% dB
A-WEIGHTED NOISE (re 0 dB) -54Y4 dB
MIDRANGE S/N RATIO (re 3% THD) 54'a dB
THD (at 333 Hz) at0dB at -10 d8
2.90% 0.27%
C-90 PRICE $4.70

' Fuji FX-t C-60

Gmmj Jesmette pe (Fyes 1)
PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Relative output vs. frequency (at —20 dB)

€ Midrange headroom (3% THD) +1% dB

Maximum high-frequency output (3% M)

at 4 kHz -la dB

at 15 kHz 132 dB
RELATIVE BIAS 95%
RELATIVE SENSITIVITY (333 Hz) -1% dB
A-WEIGHTED NOISE (re 0 dB) -55% dB
MIDRANGE S/N RATIO (re 3% THD) 57'% dB
THD (at 333 Hz) at 0 dB at —10 dB

1.38% 0.29%

C-90 PRICE $6.70

e
3
s N E——

IELil - i O ) cassette tape (Type 2}
PLAYBACK CHARACTERISTICS (re 250 nw/m, 333 Hz)
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Relative output vs. frequency {at —20 dB)
@ Midrange headroom (3% THD) +2 dB
- - - - - Maximum high-frequency output (3% M)
at 4 kHz -3% dB
at 15 kHz -15Y dB
RELATIVE BIAS 104%
RELATIVE SENSITIVITY (333 Hz) 0dB
A-WEIGHTED NOISE (re 0 dB) -57 dB
MIDRANGE SN RATIO (re 3% THD) 59 dB
THD (at 333 Hz) at0dB at -10 dB
1.95% 0.34%
C-90 PRICE $6.95
* L]
Hitachi

As Maxell’s parent company in Japan,
Hitachi presumably produces its tape in the
same plant. The design of the shell and
packaging does resemble that of some Max-
ell products, and the tape’s magnetic qual-
ity is on a par with Maxell’s—which is not
faint praise. SR is distinctly better than
average, even in our handpicked Type |
collection. In terms of distortion and head-

room, SX stands out even more in the Type
2 category. C-90s are not yet available in
the metal ME, but our C-60 sample proved
typical of the Type 4 tapes we’ve tested
(many also in C-60 or shorter lengths).

Hitacht SR C-90
cassette tape (Type 1)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz2)
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Relative output vs. frequency (at —20 dB)
<] Midrange headroom (3% THD) +5dB
Maximum high-frequency output (3% M)

at 4 kHz +% dB
at 15 kHz 12 dB
RELATIVE BIAS 115%
RELATIVE SENSITIVITY (333 Hz) 0dB
A-WEIGHTED NOISE (re 0 dB) -53 dB
MIDRANGE S/N RATIO (re 3% THD) 58 dB
THD (at 333 Hz) at 0 dB at -10 dB
0.44% 0.24%
C-90 PRICE $6.95
Mitachi SX C-90

cassette tape (Type 2)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Relatlve output vs. trequency (at —20 dB)
@ Midrange headroom (3% THD) +3%2dB
Maximum high-frequency output (3% IM}

at 4 kHz -2Y% dB

at 15 kHz -13% dB
RELATIVE BIAS 110%
RELATIVE SENSITIVITY (333 Hz) 0 dB
A-WEIGHTED NOISE (re 0 dB) -57 dB
MIDRANGE S/N RATIO (re 3% THD) 60" dB
THD (at 333 Hz) at0 d8 at -10d8B

1.25% 0.24%

C-90 PRICE $6.95
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PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)

Hitachi ME C-60
cassette tape (Type 4)
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- - - - Maximum high-frequency output (3% IM)

Maximum high-frequency output (3% IM)

at 4 kHz +1'%dB at 4 kHz +2dB

at 15 kHz -9 0B at 15 kHz -9'% dB
RELATIVE BIAS 91% RELATIVE BIAS 98%
RELATIVE SENSITIVITY (333 Hz) 0dB RELATIVE SENSITIVITY (333 H2) -V dB
A-WEIGHTED NOISE (re 0 dB) -54'% dB A-WEIGHTED NOISE (re 0 dB) -54% dB
MIDRANGE S/N RATIO {re 3% THD) 602 dB MIDRANGE SN RATIO {re 3% THD) 60% d3
THD (at 333 Hz) at0dB at -10 dB THD (at 333 Hz) at 0 dB at -10dB

0.65% 0.16% 0.63% 0.15%

C-60 PRICE $9.95 C-60 PRICE $12.00
JvcC Kenwood

The Victor Company of Japan only
recently began offering blank cassettes of
its own manufacture, and only in metal for-
mulations—two of them. (Again, only C-
60s were available for these tests.) The
standard model is ME; the superpremium
version is ME Professional. Both have
exceptionally finely detailed cases, but the
oversize window of the Professional cas-
sette may make for cramped labeling
arrangements. In our test deck, the ME is
fairly typical of Type 4 tapes, while ME
Professional has somewhat better midrange
headroom and, in consequence, lower
midrange distortion.

JVC ME C-60
cassette tape (Type 4)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
DB
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Retative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) +5% dB
Maximum high-frequency output (3% IM)

at 4 kHz +1%2 dB

at 15 kHz -11 dB
RELATIVE BIAS 113%
RELATIVE SENSITIVITY (333 Hz2) -1 dB
A-WEIGHTED NOISE (re 0 dB) -55'% dB
MIDRANGE S'N RATIO (re 3% THD) 60% dB
THD (at 333 Hz) at 0 dB at-10dB

0.71% 0.17%

C-60 PRICE $8.20

g JVC ME Protessional
g C-60 cassette tape
i) (Type 4)
PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Relative output vs. frequency (at -20 dB)
@ Midrange headroom (3% THD) +6 0B

FEBRUARY 1982

This is a new venture for the company.
The cassette’s construction is consistent
with what we have come to expect from
quality manufacturers (comparable, say, to
TDK'’s), and the tapes themselves prove
very good. Even the relatively inexpensive
ferric, N, need make no apologies, and the
premium ferric, ND, has noticeably lower
noise and distortion measurements than
‘average inthe Type | collection. MD ischar-
acteristic of the Type 4 metals (though its
distortion is a little lower than average), de-
spite the C-90 length of our test sample.

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
DB - T
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Relative output vs. frequency (at -20 dB)
@ Midrange haadroom (3% THD) +1% 0B
Maximum high-frequency output (3% IM)

at 4 kHz 12 dB

at 15 kHz -13% 0B
RELATIVE BIAS 95%
RELATIVE SENSITIVITY (333 Hz) -1dB
A-WEIGHTED NOISE (re 0 dB) -52'% dB
MIDRANGE S/N RATIO (re 3% THD) 54% dB
THD (at 333 Hz) at 0 dB at-10dB

1.56% 0.19%

C-90 PRICE $4.50

Kenwood ND C-90
cassette tape (Type 1)

PLAYBACK CHARACTERISTICS (re 250 nw/m, 333 Hz)
D8 r -
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Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) +2% dB

Maximum high-frequency output (3% IM)
at 4 kHz 0dB

at 15 kHz 12% dB
RELATIVE BIAS 109%
RELATIVE SENSITIVITY -1 dB
A-WEIGHTED NOISE (re 0 dB) -57'%2d8
MICRANGE S/N RATIO (re 3% THD) 60 dB
THD (at 333 Hz) at 0 dB at -10 dB
1.19% 0.11%
C-90 PRICE $6.50

Kenwood MD C-90
cassette tape (Type 4)
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Relative output vs. frequency (at —~20 dB)
€ Midrange headroom (3% THD) +7dB
Maximum high-frequency output (3% M}

at 4 kHz +1d8

at 15 kHz -10 dB
RELATIVE BIAS 108%
RELATIVE SENSITIVITY (333 Hz) 0dB
A-WEIGKTED NOISE (re 0 dB) ~54% dB
MIDRANGE S/N RATIO (re 3% THD) 61% dB
THD (at 333 Hz) at0dB at -10dB

0.54% 0.14%

C-90 PRICE $15.00
Loran

The Loranger people, who have a
background in precision plastic molding,
have worked hard to publicize their unique
shell, which is made of Lexan polycarbon-
ate for excellent dimensional stability even
under extremes of temperature. The shell’s
appearance doesn’t have the superdetailed
quality of some premium brands, but one
particularly nice touch does confirm the
care with which it has been designed: the
erasure prevention. Instead of a knockout
tab (which—being made of Lexan—might
have been hard to snap off) there’s a barrel
hollowed out on one side and rotatable by
means of a screwdriver slot in the shell’s
upper surface. With the solid side of the
barrel facing the deck’s sensor, recording
can take place; with the hollowed side
turned toward the sensor, it can’t. If you
change your mind about a recorded cas-
sette, you don’t even need to use sticky tape
(let alone a small and easily lost plastic
insert) to restore recordability. The Type 1
formulation performed well on the test
bench, but the Type 2 appears to need high-
er bias and more pre-emphasis than our
standard conditions dictated if it is to be at
its best. Still, even measured this way, the
distortion compares well with that of other
Type 2 tapes, while the noise figures are
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better than average. High-frequency head-
room is somewhat restricted however.

Loran Ferric Oxide C-90
cassette tape (Type 1)

[»]:) l
5

) @ I~ |

5 T—

10 T

15 = .

20

50 100 200 500 K 2K SK 10K 20K
‘Relatlve output vs. frequency (at —20 dB}

& Midrange headroom (3% THD) +2%a dB
Maximum high-frequency output (3% IM)

HZ 20

at 4 kHz -1dB

at 15 kHz -13% dB
RELATIVE BIAS 95%
RELATIVE SENSITIVITY (333 Hz) ~Y% dB
A-WEIGHTED NOISE (re 0 dB) -54Y dB
MIDRANGE S/N RATIO (re 3% THD) 56'% dB
THD (at 333 Hz) at 0 dB at -10 dB

1.20% 0.33%

C-90 PRICE $7.65

Loran Chrome C-90
cassette tape (Type 2)
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Relative output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +1% d8
Maximum high-frequency output (3% IM)

at 4 kHz -9% d8

at 15 kHz -14% dB
RELATIVE BIAS 97%
RELATIVE SENSITIVITY (333 Hz) 0dB
A-WEIGHTED NOISE {re 0 dB) -59% dB
MIDRANGE S/N RATIO (re 3% THD) 61'% dB
THD (at 333 Hz) at 0 d8 at 10 dB

2.24% 0.44%

C-90 PRICE $7.95
Maxell

Recently this company has kept itself
among the leaders in cassette tapes by add-
ing new formulations, rather than by chang-
ing those already available. The latest addi-
tions are XL-IS and XL-IIS, which repre-
sent the next steps beyond UDXL-I and
UDXL-II, respectively. Both are distinctly
above average among their peers, the Type
1 XL-IS particularly for its midrange head-
room and the Type 2 XL-IIS especially for
its generous headroom in the lower treble
(or upper midrange, if you prefer).
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maxell xis 90
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Maxell XL-IS C-90
cassette tape (Type 1)

SR

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Relative outpul vs. frequency (at —-20 dB})
& Midrange headroom (3% THD) +5' dB
Maximum high-frequency output (3% IM)

at 4 kHz +1% dB
at 15 kHz -11% dB
RELATIVE BIAS 113%
RELATIVE SENSITIVITY (333 Hz) +Va dB
A-WEIGHTED NOISE (re 0 dB) -52% dB
MIDRANGE S/N RATIO (re 3% THD) 58Ya dB
THD (at 333 Hz) at 0 dB at -10 dB
0.48% 0.23%
C-90 PRICE $6.95

maxell. ¥5190
" %%

Maxell XL-IIS C-90
cassette tape (Type 2)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Retative output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +2% dB
Maximum high-frequency output (3% IM)

at 4 kHz -3d8

at 15 kHz 13% d8
RELATIVE BIAS 108%
RELATIVE SENSITIVITY (333 Hz) 0d8
A-WEIGHTED NOISE (re 0 dB) -57Y% d8
MIDRANGE S/N RATIO (re 3% THD) 59% dB
THD (at 333 Hz) at0 dB at -10 dB

1.62% 0.25%

C-90 PRICE $6.95
Memorex

At this writing, there are trade reports
that Memorex tapes may be separated from
its financially ailing computer-products par-
ent and operated independently under the
ownership of Tandy/Radio Shack. Be that
as it may, it appears that the tape operation
itself will not be changed radically, so these
three formulations should continue on the
market. They are housed in the industry’s
most practical outer box (except for the
smoked plastic, which can obscure faintly
written titles) and redesigned shells that are
both more practical and more handsome
than the original Memorex design. The best
marks, vis-a-vis its competitors, were gar-

nered by the Type 2 formulation. The metal
tape is fairly typical of Type 4 (though it
required unusually high bias in the setup
procedure), as is MRX-I of Type 1.

Memorex MRX-I C-90
cassette tape (Type 1)
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HZ20 50 100 200 500 WK 2K 5K 10K 20K

Relative output vs. frequency {at -20 dB)
& Midrange headroom (3% THD) +1%2 dB
-« --- Maximum high-frequency output (3% IM)

at 4 kHz -1% dB

at 15 kHz -13'% dB
RELATIVE BIAS 91%
RELATIVE SENSITIVITY (333 Hz) -1% dB
A-WEIGHTED NOISE (re 0 dB) -56'% dB
MIDRANGE S/N RATIO (re 3% THD) 58 dB
THD (at 333 Hz) at 0 dB at —10 dB

2.02% 0.65%
C-90 PRICE $4.99
MEMOREX

Memorex High Blas Il
C-90 cassette tape
(Type 2}

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz|
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HZ20 50 100 200 500 K 2K 5K 10K 20K

Relative output vs. frequency (at —20 dB})
€ Midrange headroom (3% THD) +2dB
Maximum high-frequency output (3% IM)

at 4 kHz -3 dB
at 15 kHz -13"2 dB
RELATIVE BIAS 110%
RELATIVE SENSITIVITY (333 Hz) -Va dB
A-WEIGHTED NOISE (re 0 dB) -58'%2 d8
MIDRANGE S/N RATIO (re 3% THD} 60 dB
THD (at 333 Hz) at0dB at -10 dB
1.80% 0.21%
C-90 PRICE $5.99

Memorex Metal IV C-90
cassette tape (Type 4)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Relative output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +7% dB
Maximum high-frequency output (3% IM)
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at 4 kHz +1%2d8B
at 15 kHz -10"2 dB
RELATIVE BIAS 127%
RELATIVE SENSITIVITY (333 Hz) -Ya dB
A-WEIGHTED NOISE (re 0 dB) -54% dB
MIDRANGE S|N RATIO (re 3% THD) 62'% dB
THD (at 333 Hz2) at 0 dB at —10 dB
0.60% 0.18%
C-90 PRICE $8.99

PD Magnetics

The company’s name indicates its par-
ents: Philips and Du Pont. No wonder,
then, that the Type 2 entry is a true chro-
mium dioxide formulation with Du Pont’s
Crolyn brand designation. It is better than
average for that group, particularly in its
midrange headroom. The other two tapes
are fairly typical of their respective classes.
Shells, labels, and packaging are character-
istic of most nonpremium brands, though
the pressure pad seems a little larger (and
therefore less subject to misalignment) than

average.

PD Magnetics Trl-Oxide Ferro
C-90 cassette tape (Type 1)
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HZ20 50 100 200 500 tK 2K SK 10K 20K
Relative output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +3dB
Maximum high-frequency output (3% IM)

at 4 kHz -Ya 0B

at 15 kHz -13% dB
RELATIVE BIAS 87%
RELATIVE SENSITIVITY (333 Hz) 0dB
A-WEIGHTED NOISE (re 0 dB) -53dB
MIDRANGE SN RATIO (re 3% THD) 56 dB
THD (at 333 Hz) at 0 dB at -10 dB

1.19% 0.24%

C-90 PRICE $4.29

gef
PD Magnetics 500
) Crolyn C-80 cassette tape
} (Type 2)
J
PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
DB 71
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Relative output vs. frequency (at -20 dB)
& Midrange headroom (3% THD) +3% dB
Maximum high-frequency output (3% IM)
at 4 kHz -4% 0B
at 15 kHz ~15% d8
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RELATIVE BIAS 102%
RELATIVE SENSITIVITY (333 Hz) -4 9B
A-WEIGHTED NOISE (re 0 dB) -58"% dB
MIDRANGE S/N RATIO (re 3% THD) 62 dB
THD (at 333 Hz) at0dB at -10 d8
1.38% 0.41%
C-90 PRICE $5.79

PD Magnetics 1100
Metal C-90 cassette tape

1t : (Type 4)
PLAYBACK CHARACTERISTICS (re 250 nWim, 333 Hz)
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HZ20 50 100 200 500 1K 2K 5K 10K 20K

. Relative output vs. frequency (at —20 dB)
@ Midrange heacroom (3% THD) +7d8
Maximum high-frequency output (3% IM)

at 4 kHz +% 0B

at 15 kHz -10% o8
RELATIVE BIAS 118%
RELATIVE SENSITIVITY (333 Hz) -2 dB
A-WEIGHTED NOISE (re 0 dB) -54% dB
MIDRANGE S/N RATIO (re 3% THD) 61% dB
THD (at 333 H2) at0dB at—-10dB

0.77% 0.32%

C-90 PRICE $11.99
TDK

This is another brand that long has
been among the industry leaders; it again
offers excellent tapes. The newly reformu-
lated AD is alittle better than average
among the Type | tapes and has shed its
sometime idiosyncrasies to conforming to
that group’s standards. SA-X, which is sort
of a super SA, scored high marks in all cat-
egories—particularly midrange distortion
and headroom. The updated metal formula-
tion (which we understand also is available
now in the premium MA-R metal shells) is
right on the Type 4 target. Finish and detail-
ing, always good in TDK cassettes, are
essentially unchanged.

TDK AD C-90
o  Cassette tape (Type 1)

PLAYBACK CHARACTERISTICS (re 25C nW/m, 333 Hz)
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Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) +3d8B
Maximum high-frequency output (3% IM)
at 4 kHz 0dB

at 15 kHz -13 dB

RELATIVE BIAS 112%

RELATIVE SENSITIVITY (333 Hz) -1% dB

A-WEIGHTED NOISE (re 0 dB) -57% dB

MICRANGE S/N RATIO (re 3% THD) 60'2 dB

THD (at 333 Hz) at 0 dB at —10 dB
0.99% 0.20%

C-90 PRICE $4.79
TOK SA-X C-90

cassette tape (Type 2)

PLAYBACK CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Ralative output vs. frequency (at —20 dB)
€ Midrange headroom (3% THD) +40dB
Maximum high-frequency output (3% IM)

at 4 kHz -3dB
at 15 kHz -12d8
RELATIVE BIAS 108%
RELATIVE SENSITIVITY (333 Hz) -1%dB
A-WEIGHTED NOISE (re 0 dB) -57% dB
MIDRANGE S/N RATIO (re 3% THD) 61% dB
THD (at 333 Hz) at 0 dB at -10 0B
0.78% 0.16%
C-90 PRICE $6.99
TDK MA C-30

cassette tape (Type 4)

QUTPUT CHARACTERISTICS (re 250 nW/m, 333 Hz)
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Relative output vs. frequency (at —20 dB)
@ Midrange headroom (3% THD) +6% dB
Maximum high-frequency output (3% IM)

at 4 kHz +% dB
at 15 kHz ~10% dB
RELATIVE BIAS 118%
RELATIVE SENSITIVITY (333 Hz) -% dB
A-WEIGHTED NOISE (re 0 dB) -54% dB
MIDRANGE S/N RATIO (re 3% THD) 602 dB
THD (a 333 Hz) at 0 dB at-10d8
0.68% 0.19% oy
.
C-90 PRICE $11.49
HF
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Sound Views

Opinion and comment on the changing audio scene

by Robert Long

The High
Price of

Progress

EVERY TIME | HEAR the statistician’s term
‘‘standard deviation’’ it strikes me afresh
that there’s something vaguely absurd
about it. If deviation is a departure from
some sort of standard course or condition,
how can a deviation be standard? A soph-
istry, perhaps, but disturbingly similar to
the situation in which the cassette medium
finds itself, where some standards are hon-
ored more in the deviation than in the adher-
ence and others suffer from a multiplicity of
references, each deviating from the other.

We have, for example, received a few
letters citing what the writers called the
‘‘nonstandardness’’ of Nakamichi decks
and pointing to the Internatiorial Electro-
technical Commission standards and to
playback-response test tapes based on those
standards to ‘‘prove’’ their point. And if
you measure an old Nakamichi deck with
an old test tape, you may well find that the
response curve turns upward at the extreme
high end. Why? Because Nakamichi fol-
lowed the 1EC standard, that’s why.

How can this be, you ask. Well, the
IEC wrote its primary specification in terms
of flux density on the tape and playback-
equalization time-constants. So far so
good. But because there was no way of
measuring flux densities directly (and still
isn’t for practical purposes), the IEC spec-
ified elsewhere what heads would be con-
sidered standard for playing back (and thus
measuring indirectly) recorded flux densi-
ties. And in order to be ‘‘standard,’’ test
tapes were devised to give flat results with
the existing heads. Meanwhile, however,
Nakamichi had calculated head behavior
for the standard flux densities and time-
constants and was producing decks whose
performance was flat on that basis. Because
the calculations took head-gap losses into
account and the progression by which the
test tapes were arrived at didn’t, there was a
discrepancy between the end results. Yet
each was ‘‘standard!”

There’s actually a lot more to it than
this résumé suggests. Addenda to the orig-
inal IEC documents tend to confound any
attempt to derive a clear picture of what the
standards say, and time has made nonsense

of some of their specifics. (In fact, a tape-
test standard is largely complete.) The
IEC’s standard heads, in particular, have
become obsolete, and so have the tapes
based on them. If you measure a current
Nakamichi deck with a current test tape,
you’ll probably find a perfectly flat high
end. That's because today’s narrow-gap
playback heads (including Nakamichi’s)
display little if any high-frequency loss
within the audio band, so neither the deck’s
electronics nor the test tape need compen-
sate substantially for such losses; both used
to compensate for the same loss and thus
turned it into a gain—which explains the

Improvement and
standardization of
the cassette
medium are
necessary but
inhibit each other.

rising high end in the measured response of
early Nakamichi decks.

One more example of how standards
can trip us up, and then I'll get down to my
real point. If you look at a lot of our cas-
sette-deck playback-response curves,
you've surely noticed many that turn down
instead of up at the high-frequency end.
The reason usually is a **disagreement’’
over cassette head azimuth. In fact, if the
response begins to sag at frequencies below
8 or 10 kHz in any deck that is above the
budget-price level, you can be fairly certain
that its azimuth does not match that of the
test tape; if the record/play response curves
all stand up well to higher frequencies, the
point can be considered proven.

Azimuth is the effective perpendicu-
larity of the head gap to the tape path. If the
playback head is rotated out of perpendicu-
larity, one edge of the gap will read the
recorded signal a little ahead of the other; as
recorded frequency rises—and recorded
wavelength consequently shrinks—some
frequency eventually will be reached where
the trough of the waveform is being read at
one edge of the track while the peak is being
read at the other, cancelling each other and
reducing output. It sounds as though the
cure is simple: Just make sure that all head
gaps are perfectly perpendicular to the tape
path. But it’s not that easy. Depending on
the drive mechanics, the tape doesn’t nec-

essarily pass the heads in a perfectly
straight line between tape guides, and its
‘‘bending’’ can introduce azimuth skew.
Nor is the magnetic azimuth of a tape head
necessarily dead straight along the center-
line of the gap. So achieving perpendicular-
ity is rather like trying to draw a square box
with no aids except a rubber T-square and a
French curve.

HIGH FIDELITY used to measure play-
back response—and, indirectly, azimuth—
with Philips test tapes. We found them (like
all brands, to some extent) a little inconsis-
tent from sample to sample. But when we
changed to the TDK test tape to get its
greater reach into the high-frequency range
and its modern bass equalization (the Phil-
ips tapes follow an older standard and hence
represent yet another example of **standard
deviation’"). we found still larger inconsis-
tencies between results with the two brands
than we had with our various samples of the
Philips tapes. And other tests suggested that
neither brand would match the results with
a Teac test tape. Of course, we might have
come to different conclusions with different
samples of these same test-tape brands, but
the point remains that there is no unanimity
of azimuth among quality brands and hence
no standard—de jure or de facto—for azi-
muth adjustment’

All of which may sound like an elab-
orate way of introducing a plea for compre-
hensive, comprehensible, cast-iron stan-
dards tor the cassette medium. Well, yes
and no. In the scant decade that has passed
since the cassette became a serious contend-
er for grace in the high fidelity firmament,
there have been many calls for more (or
more useful) standards. There have also
been complaints that the restrictions Philips
incorporated into its licensing agreement
were barriers to progress in the cassette for-
mat. Would the immense changes that have
taken place in the last ten years have been
possible with more comprehensive stan-
dards? I tend to think not—not entirely, at
least. Yet obviously standards are needed
and, in some areas, even overdue.

This dichotomy between the radical
and the conservative is a fascinating para-
dox. Extremism in either direction exacts a
heavy toll; improvement and standardiza-
tion inhibit each other, yet each is a neces-
sity to a healthy and viable cassette medi-
um. The industry must continue to try to
write **perfect’” standards, but while one
hand is codifying the past the other must
always be reaching for the future. HF

24

HIGH FIDELITY




AUDIO

New Equipment Reports

Preparation supervised by Robert Long. Michael Riggs. and Edward |. Foster.
Laboratory data (unless otherwise noted) supplied by Diversified Science Laboratories.

Akai’s
Extra-Efficient
Open Reel

Akal GX-77 two-speed (7'2 and 3% ips) open-reel
deck with bidirectional recording and piayback.
Dimensions: 17%a by 9% iInches (front panei), 9
inches deep plus clearance for controls and
connections. Price: $775; optional RC-21 remote
control, $40. Warranty: “limited,” lifetime for heads,
one year for all other parts and for all labor.
Manutacturer: Akal Electric Co., Ltd., Japan; U.S.
distributor: Akal America, Ltd., 800 W. Artesia Blvd.,
Compton, Calif. 90224,

PLAYBACK RESPONSE AT 7'z IPS (forward;
MRL 217104 test tape; ~10 dB re 200 nWb/m})
DB

==l T [ T T 1

5 — +
HZ 20 50 100 200 500 WK 2K 5K 10K 20K
L ch +3, —2% dB, 31.5 Hz 10 20 kHz
Rch 3%, -3 dB, 31.5 Hz to 20 kHz

PLAYBACK RESPONSE AT 3% IPS (forward;
MRL 21F101 test tape; —10 dB re 200 nWb/m})
DB T

0 . i

!

100 200 500 1K 2K 5K

HZ 20 10K 20K
Lch +1%, -2'/2dB, 31.5Hz to 10 kHz
----- Rch +2%, ~3%2dB, 31.5Hzt0 10kHz

FEBRUARY 1982

HISTORY HAS COME full circle. The compact
cassette cut its commercial teeth dressed in
hand-me-downs from open-reel technolo-
gy. But the latest breakthrough in open-reel
decks involves the ferricobalt particle tech-
nology from which many premium Type 2
cassette tapes_are derived. For open-reel
decks, this tape is known as EE (for **extra
efficiency’’), and the Akai GX-77 is among
the first models to use it.

These formulations exhibit less treble
loss than conventional ferric tapes, a feature
that can be exploited to increase high-fre-
quency headroom or to reduce noise. The
newly devised standard for EE tapes hews
to the course chosen years ago by cassette-
deck makers. which reduces headroom to
eke out a few dB better signal-to-noise
ratio. And like modern cassette decks, the
GX-77 has a switch for selecting bias and
EQ for conventional or EE tapes.

Akai has also attacked the supposed
inconvenience of the open-reel format full
force. The GX-77 reverses drive direction
automatically in both recording and play-
back. sensing the end of a tape by means of
metallic foil that is easily attached to the

tape’s surface. Bidirectional recording and
playback requires two complete sets of
heads—not an easy thing to fit into a con-
ventional transport. Akai’s solution is to
array them on either side of a slot between
the two reels. (In normal use. they and the
slot are hidden behind a flip-down cover,
which can be lifted for head cleaning or
making edit marks.) To thread the tape, all
you do is place it below the tension arms
and across the pinch rollers and hook the
end of the tape into the take-up reel. At the
touch of a button, a loading roller pushes
the tape up the center of the slot and holds it
in place, assuring good contact with the
tape heads. Despite its mechanical elabo-
rateness, this is one of the fastest, simplest
tape-threading schemes we have ever used.
The GX-77 will accept reels up to 7 inches
in diameter.

The automatic reverse is controlled by
a three-position slide switch, which selects
between out-and-stop. out-and-back, and
continuous play. In addition, there is a
socket on the back panel for connection of
the optional RC-21 remote control and a
jack for the optional MP-515 external pow-
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RECORDING
LEVEL ADJUST

HEADPHONES ———= @

QUTPUT LEVEL ADJUST.
MONITOR (TAPE SOURCE)

BIAS ADJUST

(LR MASTER) 'l
4

AC POWER —— =l .@;Q.’; 3:(! E%

A,

Y

axes

CUE/REVIEW
l———TIMER (RECORDING/OFF/PLAY)
REVERSE-MODE SELECT

'.,

2 TRANSPORT CONTROLS

TAPE SELECT. ("NORMAL"/EE)

TAPE SPEED (7'/2/3%)

LOAD (ENGAGE RELEASE)

RECORD/PLAY RESPONSE AT 7'2 1PS (forward;
—~10 dB re 200 nWb/m)

[ol:]

e ———es S S

5 = t
HZ20 50 100 200 500 1K 2K SK 10K 20K
with EE tape

Lch i Vo, -3 dB, 21 Hz to 20 kHz

-«--- Rech +Va, -3 dB, 21 Hz to 20 kHz
with “'standard” tape
- . = Lch +2 dB, 20 Hz to 20 kHz
-.-= Rch 1%, -2 dB, 20 Hz to 20 kHz

RECORD/PLAY RESPONSE AT 3% IPS (forward;
—10 dB re 200 nWb/m)

o8 T —~

0 I g X n— L J‘is

5 4 t |
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
with EE tape

Lch +1a, -3 dB, 22 Hz to 20 kHz

-.-- Rech +1%, -3 dB, 21 Hz to 20 kHz
with "standard” tape
— . = Lch 3, -3 dB, 20 Hz to 17 kHz
-.-= Rch +%a, -3 dB, 20 H2 10 17 kHz

S/N RATIO (re 200 nWb/m; A-weighted)

With EE tape 72 Ips 3% ips
playback 67 dB 66%4 dB
record/play 62 dB 62 dB
With “standard” tape

playback 65 dB 63 dB
record/play 60 dB 59 dB
METER READING FOR 200 NWB/M  +3 dB

METER READING FOR 3% DISTORTION (400 Hz)
8dB

DISTORTION (third harmonic; at —4 dB re 200 nwb/m)

72 =< 0.58%, 50 Hz to 10 kHz, with EE tape;

< 0.35%, 50 Hz to 10 kHz, with “standard” tape
3Ya < 1.25%, 50 Hz to 5 kHz, with EE tape;

=< 0.71%, 50 Hz to 5 kHz, with “standard” tape
ERASURE (400 Hz; re 200 nWb/m) =762 dB
CHANNEL SEPARATION (400 Hz) = 63V dB
CROSSTALK (Track 3 recorded at 100 Hz}

< -50% dB

SPEED ACCURACY (forward direction)

105 VAC 120 VAC 127 VAC
7Ve 0.6% slow 0.5% slow 0.5% slow
3% 0.5% slow 0.4% slow 0.4% slow
26

er supply. which can be used to keep the
GX-77s real-time digital tape counter alive
even when the machine is shut off. This
timer. by the way. is far more useful than
the traditional turns counter found on most
other decks.

Other nods to the human factor include
separate input-level controls for each chan-
nel. plus a separate master fader that con-
trols both channels simultancously. There’s
also a CUEREVIEW that lets you listen to the
output from a tape during fast winds (useful
for spotting breaks between selections),
built-in reel locks on the tape spindles, and
a BIAS trim, for whichthe manual gives sug-
gested settings for various brands of tape.
The twin segmented fluorcscent-bar meters
are calibrated from —20 to +8 dB.

As suggested by the manufacturer.
Diversified Science Laboratories used TDK
SA tape for the EE bias/EQ setting and
Maxell UD for the *normal’’ position. At
both 7% and 3% ips, the EE tape has about
2 dB less noise A-weighted than the stan-
dard formulation; even at 3% ips, it is still
better than regular tape at 7% ips. Overall

response is somewhat smoother with SA
than with UD and, at 3% ips especially.
more extended at the high end. Indeed. the
response of a 0-dB recording with SA at 3%
ips is nearly as good as that with UD at 7%2
ips—meaning that it is comparable to that
possible on many cassettc decks when
recording at —20 dB. DSL did not find any
significant differences in frequency re-
sponse between the forward and reverse
directions. (Only the forward direction is
shown in the data; what differences there
are produce better response in the reverse
direction.)

The GX-77’s metering is tairly conser-
vative, reading off the scale betore 3% dis-
tortion is reached at 400 Hz. And it is rea-
sonably fast without being instantaneous: A
140-millisecond pulse comes within 3 dB of
full reading; a 270-millisecond pulse is
within 1 dB. As with most nonmechanical
meters, these show no overshoot.

All of the controls work smoothly and
predictably. The transport logic seems to be
foolproof, and the PAUSE operates quickly
and noiselessly. Taping high-quality

A loading roller (1op center) pulls
the tape up across the two com-
plete sets of heads (there's one on
either side of the slot), one set
operates in the forward mode. the
other in reverse.

HIGH FIDELITY



“If it had a Jensen, it would be a classic”

People who know sound know what it
takes to make classic car stereo. Electronics
like a Jensen RE518 electronically tuned
stereo/cassette

buttons on the RE518 control refinements

like equalization for normal or metal and

chrome tape playback. And conveniences
such as electronic

receiver. SR _ pre-set tuning,
The RE518  [sisthemm seek, scan, and
features a Quartz [JPe—"g digital readouts.
Digital Synthe- , ' The RE518
sizer that elec- (o3 4 l;' has a universal

tronically locks
into a selected
radio frequency.

Tuning is extremely accurate because there

is no mechanical drift from temperature
variations or vibrations.
Feather touch push

-y innnnr

JENSEN

sized chassis that
fits most Ameri-
can and European
cars, as wel! as many other imports. So
evenif youdon’towna1934 Buick Club Se-
dan,withaJensen RE518
you can have a classic.

CAR AUDIO

When it’s the sound that moves you.

1981, Jensen Sound Laboratories, Schiller Park, lllinois 60176

Circle 33 on Reader-Service Card
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WOW & FLUTTER (ANSI/IEEE weighted peak;
record/play, forward direction)

average maximum
at7'2ips +0.045% +0.055%
at 3% ips +0.06% +0.075%
SENSITIVITY (re 200 nWb/m at 7"/2 ips; 1 kHz)
line input 89 mv
REWIND TIME (7-in., 1,800-ft. reel) 80 sec.

sources. we find that we can get copies that
are virtually indistinguishable from the
originals, save for a faint layer of added
hiss, which is slightly more subdued when
EE tape is used. We even find that we can
record through a tape-direction reversal
without creating more than a momentary
lapse in the music.

In short, we find a lot to like in the
GX-77 and almost nothing to dislike. For
its price, performance. and human engi-
neering, it is a fine value—a product well
worth investigating if you're looking for a
maximum of open-reel performance with a
minimum of open-reel fuss and bother.
Circle 135 on Reader-Service Card
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DBX Technics—
for Tape and
Disc

Technics RS-M270X cassette deck, with Dolby B and
DBX noise reduction. Dimensions: 17 by 3'2 Inches
(front panel), 13 inches deep plus clearance for
controls and connections. Price: $500; optional RP-
9645 wired remote control, $35; optional SH-R808
Infrared wireless system (controls entire stereo
system), $290. Warranty: "limited,” two years parts
and labor. Manufacturer: Matsushita Electric
industries Co., Lid., Japan; U.S. distributor:
Panasonic Co., Division of Matsushita Electric Corp.
of America, 1 Panasonic Way, Secaucus, N.J. 07094.

PLAYBACK RESPONSE (TDK test tape; ~20 dB DIN)
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Lch 1, -3 dB, 31 Hz to 18 kHz
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1, -3 dB, 31 Hz to 17 kHz

TECHNICS WASN'T THE FIRST company to
build DBX noise reduction into a cassette
deck, but it was the first we know of to
include DBX disc decoding—needed to
play the ultraquict DBX LPs that have
staked a claim as the ne plus wltra of current
phonography. In both applications—tape
and disc—the DBX compansion system
offers unique advantages, and its embodi-
ment in a single component is certainly wel-
come news.

Simply put, DBX provides more noise
reduction than any competing system. The
“‘magnitying’’ characteristic of'its relative-
ly high compansion ratio (2:1:2) does put a
premium on the deck’s inherent quality (a
requirement DBX shares with other high-
ratio systems, including Dolby C), but the
RS-M270X proves equal to the demand: Its
two-motor direct-drive transport is fitted
with a sendust record/play head that deliv
ers remarkably flat response between about
50 Hz and 15 kHz with all tape/noise-reduc-
tion options. The 19-kHz multiplex filter
that is inserted along with either noise-
reduction system is very shatrp; because
DBX also reduces noise at the low end of
the frequency scale (Dolby B doesn’t). it
also includes an infrasonic filter that rolls
response oft rapidly below about 30 Hz.
The tapes suggested by Technics include
Maxell XL-1S as the Type | (ferric) and two
of Technics® own brand tapes: XA (a
chrome-equivalent formulation) for Type 2
and MX metal for Type 4. Since the com-
pany added that these last tapes are inter-
changeable with TDK SA and MA, respec-
tively, and since the TDK tapes enjoy much
wider currency. Diversified Science Labo-
ratories tested the deck with the TDK tapes
as well as XL-IS.

Noise Reduction

out r
DolbyNR =  tape

. disc

Noise Reduction Systems

Both Dolbv B and DBX tape noise reduc-
tion are included on the RS-M270X, as is
circuitry for decoding DBX discs.

The most spectacular results were
obtained with the Type 4 tape. of course.
With no noise reduction, response is just as
good at —10 dB as it is at —20 (the curve
shown in our data) and even holds up well at
0 dB. Whereas Dolby B has no effect at the
0-dB level. DBX continues companding
regardless of either the frequency or the
amplitude of the signal it’s processing. At
high levels, the compression acts down-
ward during recording, reducing the signal
level going onto the tape and hence fore-
stalling tape overload. With an input at the
equivalent of 0 dB (that is. without noise
reduction the signal would be recorded at
DIN 0 dB), DBX response remains substan-
tially flat to beyond 10 kHz, and the DBX
curve is better at +5 dB than the 0-dB curve
without noise reduction.

In view of this. the meter calibration

Circle 16 on Reader-Service Card »



~ Here's how we
Kkiss the hiss goodbye.

B ASF Chrome And like all BASF tapes, PRO 1l comes

’ . encased in our new ultra-precision cassette
The world’s quleteSt tape. shell that provides pertect

alignment, smooth,
With BASF Chrome, you hear only what you even
want to hear—because we “Kissed the hiss
goodbye.”

In fact, among all high bias tapes on the
market today, only PRO Il combines the L )
world's lowest background noise with out- . " T
' standing sensitivity in the critical high fre- ' Y b
quency range for superior dynamic range
(signal-to-noise ratio).
PRO Il is uniike any other
tape because it's
made like no
other tape.

While ordi-

nagixélsngh tape movement, and consistent high fidelity

BASF designed
and developed the
world’'s only Measure-
> 5 ment Reference Tape Cas-

sette. And our new ultra-precision
cassette shellis the logicai culmi-

Magnified nation of that development.

15,000 X

tapes reproduction. '
are So when you want to hear all of the music
and none of the tape, turn on to BASF Chrome.
It'sthe one

tape that
Pt kissed the
tectly hiss good-
shaped bye.
and uni

formly sized
particles of pure
chromium dioxide
provide a magnetic
medium like no other
tape in the world.

made from
modified particles of ferric oxide, only
PRO Ilis made of pure chromium dioxide.
These perfectly shaped and uniformly sized
particles provide a magnetic medium that's
truly superior—so superior that PRO Il was
chosen by Mobile Fidelity Sound Lab for their
Original Master Recording ™High Fidelity
Cassettes—the finest prerecorded cassettes

inthe world. 3
PROII—atape sosuperior, a cassette so \

reliable, that it wasthe one chosenby

Mobile Fidelity Sound Lab for their Original

Master Recording ™ High Fidelity Cassettes. ™

For the best recordings you'll ever make.

= BASF

Audio/Video Tapes



RESPONSE WITH NOISE REDUCTION (R'P; Type 2)
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K
with Dolby B + Va, -3 dB, 31 Hz t0 16 kHz
with DBX +%a, -3 dB. 33 Hz to 16 kHz

SN RATIO {re DIN 0 dB; R/P; A-weighted)

Type 2 tape Type 4 tape  Type 1 tape
without noise reduction
57Va dB 55 dB 53 dB

with Dolby B
65%a dB 632 dB 59%a dB

with DBX
86 dB 83% dB 81dB

METER READING FOR DIN 0 DB +8 de

METER READING FOR 3% DISTORTION (333 Hz)"
Type 2 or Type 4 tape 8dB
Type 1 tape >+10 dB

DISTORTION ({third harmonic; at —10 dB DIN)

Type 2 tape 0.14% at 500 Hz;
=1.0%, 50 Hz to 5§ kHz
Type 4 tape 0.22% at 500 Hz;
<0.58%, 50 Hz to 5 kHz
Type 1 tape 0.33% at 500 Hz;
=0.65%, 50 Hz to 5 kHz
ERASURE (333 Hz: re DIN 0 dB) 732 dB
CHANNEL SEPARATION 45'2 0B

SPEED ACCURACY  0.5% fast, 105-127 VAC

WOW & FLUTTER (ANSI/IEEE weighted peak)

average maximum
playback +0.055% +0.065%
record/play +0.04% +0.05%
SENSITIVITY (re DIN 0 dB; 333 Hz)
line Input 130 mV
mike input 0.44 mV

may seem a little odd at first glance. The
scale runs from —-20 to +10, with 1-dB
steps in the range around the indicated 0-dB
point and 2-dB steps above that level. But
that indicated **0’’ actually is 8 dB below
DIN 0 (6 dB below it with the Type I tape),
so the manual instructs you to set levels
high enough to drive the meters into their
+6-dB range on peaks. This makes good
sense with respect to the actual midrange
overload points mecasured by the lab with
the noise reduction off. Somewhat more
midrange headroom is needed when using
DBX if there is to be no danger of high-
frequency compression, and the lab mea-
surements show that the headroom is there;
actual midrange overload points are 132
dB above DIN O with the Type 2 and Type 4
tapes and {62 dB above it with the Type |
tape! So in most respects everything falls
together very neatly when you examine it
closely. The one exception might be that
the area of finest meter calibration falls a
little below the critical area where the
detailed information is most needed. We
would also like to be able to see some meter

MIKE INPUT OVERLOAD (clipping) 30 mV

MAX. QUTPUT {from DIN 0 dB) 0.60 V

*Without noise reduction; see text.

response for usable signals below the
meters’ present range (since DBX makes
signals at much lower levels usable); but
these are very minor points.

The recording mode can be entered by
simply pressing RECORDING, which has the
same effect as pressing the recording inter-
lock plus the PAUSE on typical current
decks; to begin recording itself you then
need only press PLAY. There is a recording
mute. Two accessory remote controls—a
simple umbilically connected model and an
infrared wireless one that’s capable of
delivering commands to an entire stereo
system—can be plugged into a back-panel
jack. Otherwise, the controls and features
are complete, but unadventurous.

With one exception: The DBX-DIsC
feature is a very important plus for any
audiophile, since it provides access to the
DBX-encoded-disc catalog without requir-
ing an outboard decoder. When you factor
in the deck’s sterling performance (and
DBX tape capability), the price seems rela-
tively modest.

Circle 133 on Reader-Service Card
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A“Budget”
Nakamichi
with Dolby C

Nakamichi LX-3 cassette deck, with Dolby B and C
nolse reduction. Dimensions: 17%4 by 52 inches
(front panel), 12 inches deep plus clearance for
connections. Price: $545; optional RM-200 remote
control, $45. Warranty: “limited,” two years parts and
one year labor except one year parts and labor on
heads, capstan, and motor assembly. Manufacturer:
Nakamichl Corp., Japan; U.S. distributor: Nakamichi
U.S.A. Corp., 1101 Colorado Ave., Santa Monica,
Calif. 90401.
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WE'VE TESTED A LOT of Nakamichi prod-
ucts since 1973, when the company first
went public, so to speak. with the original
Model 1000. (Earlier, it had produced
decks for distribution under the brand
names of others.) But we realized recently
that we have never tested a “"budget’” deck
from the company. Granted that Nakamichi
is not in the business of supplying low-end
equipment and that its **midprice”” models
(where our testing has been concentrated)
are sometimes more expensive than the
flagships of the mass-market deck fleets,
we nevertheless felt it was high time we
took a close look at the minimum model to
sce just how minimal it is. As it happened,
the LX-3 was being rcadied for market in

Japan (it was announced here only in Janu-
ary). so we found oursc!ves testing a brand-
new model as well as a minimum one.
That hardly seems the proper word to
use when we consider either the perfor-
mance or the features of the LX-3, howev-
er. Among the features it retains from the
T00ZXL we tested last August are separate
tape-selector and recording-EQ switches,
which enable you to second-guess standard
practice (for example, getting greater high-
frequency headroom with a Type 2 tape by
using 120-microsecond EQ instead of the
standard 70. though without the 700ZXL’s
automatic tape-matching system the results
are bound to be a little more "iffy’" here);
provision for an optional remote control,

HIGH FIDELITY
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PLAYBACK RESPONSE (TDK test tape; —20 dB DIN)
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RECORD/PLAY RESPONSE, TYPE 2 TAPE (-20 dB)
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RECORD/PLAY RESPONSE, TYPE 4 TAPE (-20 dB)
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Lch +0, 1'% dB, 20 Hz to 20 kHz
Rch +Va, -2 dB, 20 Hz to 20 kHz

RECORD/PLAY RESPONSE, TYPE 1 TAPE (-20 dB)
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +0, -3 dB, 20 Hz 10 20 kHz
----- Rch 0, —2'% dB, 20 Hz to 20 kHz

RESPONSE WiTH NOISE REDUCTION (R/P; Type 2)
0B - =
[ ! 1

H ! TR {
HZ20 50 100 200 500 1K 2K 5K 10K 20K
with Dolby B +'/2, =3 dB, 20 Hz to 18 kHz
.- with Dolby C ~ +%a, -3 dB, 20 Hz to 19 kHz
S/N RATIO (re DIN 0 dB; R P; A-weighted)
Type 2tape Type 4 tape  Type 1 tape
without noise reduction
57'2 0B 56 dB 54 % dB
with Dolby B
65 dB 64 dB 62 %a 9B
with Dolby C
71dB 70 dB 68 dB
METER READING FOR DIN 0 DB +4 0B

METER READING FOR 3% DISTORTION (333 Hz)

Type 2 tape +5dB
Type 4 tape +8 dB
Type 1 tape +7 dB

DISTORTION (third harmonic; at —10 dB DIN)

Type 2 tape 0.10% at 500 Hz;

= 0.63%, 50 Hz to 5 kHz
Type 4 tape 0.14% at 500 Hz;

=< 0.24%, 50 Hz to 5 kHz
Type 1 tape 0.31% at 500 Hz;

=< 0.50%, 50 Hz to 5 kHz
ERASURE (333 Hz; re DIN 0 dB) = 69 dB
CHANNEL SEPARATION 46"2 dB

SPEED ACCURACY  0.1% slow, 105-127 VAC

WOW & FLUTTER (ANSI/IEEE weighted peak)

average maximum
playback +0.06% +0.09%
record/play +0.08% +0.11%
SENSITIVITY (re DIN 0 dB; 333 Hz)
line input 86 mV
MAX. QUTPUT (from DIN O dB) 125V
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All controls, other than those for the transport, are hidden behind a door on the [.X-3's
front panel. These include the recording and output level controls, bias and EQ selectors,

and a fine-bias adjustment.

both Dolby C and Dolby B noise reduction;
and separate multiplex-filter switching.
There also are both memory stop and mem-
ory play functions—the latter activated by
simultaneously pressing a fast-wind button
and the recording interlock. New are a
recording mute (which cuts the signal going
to the tape, but not that to the monitor or the
meters, for as long as the button is held in)
and an ingenious two-speed automatic fad-
er. Once you have set the recording levels,
using separate knobs for each channel to
adjust the balance as well. you can fade in
or out, between mute and the preset levels,
using the “‘master fader’ bar in the center
of the front panel. Touching the right end
raises level, while the left end lowers it: 4
light touch or a quick tap delivers a gradual
fade (about 7'z dB per second, in Diversi-
fied Science Laboratories’ measurements),
while more pressure creates a quick fade
(about 20 dB per second).

Among the most important features of
any tape deck is the owner’s manual. and
that for the LX-3 is—typically. for a
Nakamichi—superb. Because this model
will attract owners less deeply committed to
the tape medium than those willing to spend
$1.000 or more on a deck. the manual is
even more important than that for, say. the
700ZXL. but it has been prepared with no
less care. Its language. its organization, and
its graphics all conspire to lead the reader—
whatever his level of technical compe-
tence—to the information he wants with a
minimum of fuss and eftort and a maximum
of clarity. We wish more manuals were like
this one.

The explanation for the use of the bias
adjustment is particularly critical because
this is a two-head deck (preventing you
from monitoring the playback output while
you're recording) without an oscillator or
other devices to aid in bias tuning. In this
situation, many manufacturers will tell you,

in effect, to **turn the knob until you like
what you hear.”” The LX-3 manual says
that the deck is adjusted for use with
Nakamichi’s own tapes (DSL used SX fer-
ricobalt for all the Type 2 measurements,
EX-1l as the Type 1 ferric, and ZX as the
Type 4 metal) and will give best results with
these tapes when the bias control is at its
center detent. 1f you want to try other tapes,
there is a list of recommended settings for
starters and the admonition that you should
record a little on the tape, rewind, and com-
pare the recorded sound to the source. If the
tape is bright, add bias; if it’s dull, reduce
bias. Many manuals don’t tell you how to
judge whether the bias should be raised or
lowered and. worse. never bother to intro-
duce the concept of matching the source
sound. Bias tuning on a two-head deck with
no oscillator is always a bit chancy; Naka-
michi’s approach is the sanest we’ve seen.

Aside from the combination record/play-
back head in the LX-3, there are several
things the tancier Nakamichis offer that you
won't find here. There are no mike inputs;
you must use an outboard mixer/preamp if
you want to do live recording—which
many recordists don't. The meter range is
as broad as we’'ve come to expect on
Nakamichis (from —40 to +10 dB), but
there are fewer subdivisions than on the
700ZXL. and there is no peak-hold cursor.
We'd still judge the metering more useful
than average in the LX-3's price class, but
we do miss the peak-hold feature. Though
there s a bias adjustment, there’s no tape-
sensitivity trimmer to keep the Dolby track-
ing exact. Sensitivity varies less from brand
to brand these days than once was the case
(unless you buy oft brands). so the trimmer
is less important than it used to be—at least
for Dolby B. Dolby C’s greater expansion
factor in playback can exaggerate any mis-
match that exists, making it important that
you stay with quality tapes (if not Nakami-

Report Policy: Equipment reports are based on labora-
tory measurements and controlled listening tests. Unless
otherwise noied, 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
manutacturer. Manufacturers are not permitted to read

reports in advance of publication, and no report of por-
tion trereof may be reproduced for any purpose or in any
form without written permission of the publisher. All re-
ports should be construed as applying to the specific
sampies tested. HIGH FIDELITY and Diversified Science
Laboratories assume no responsibility for product per-
formance or quality
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chi’s own) for good results with this deck.
And, of course. there’s nothing here like
the elaborate random-access system of
Nakamichi’s top models.

The lab measurements range from
good to excellent. Response in this class
would have been considered excellent in a
three-head deck and virtually impossible in
a two-head model only a few years ago.
Most startling are the high-level curves (at
DIN 0 dB. in particular) made on the DSL
test bench. With Type 2 tape, the results are
better than average (and are improved by
Dolby C, of course). With metal tape,
response remains tlat almost to 10 kHz with
no noise reduction and almost to 20 kHz

with Dolby C. Although response as such is
less important than compression character-
istics at these high levels and high frequen-
cies, these curves are impressive.

No deck can be all things to all users,
and some features must be curtailed if a
deck’s price is to remain reasonable. The
curtailment in the LX-3 strikes us as very
canny, resulting in a design of very wide
appeal. To put it another way, it’s surpris-
ing how many of the attributes of Nakami-
chi’s top models have been retained in this
relatively modest deck. And because many
recordists can’t atford the top models, this
is good news, indeed.
Circle 134 on Reader-Service Card
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Teac’s Latest
DBX Deck

Teac V-S5RX cassette deck, with DBX and Dolby B
noise reduction. Dimensions: 17V by 4V inches
(front panel), 102 inches deep plus clearance for
controls. (AC and signal leads are permanently
attached at back panel, requiring minimal clearance.)
Price: $410. Warranty: “limited,”" one year parts and
fabor. Manufacturer: Teac Corp., Japan; U.S.
distributor: Teac Corp. of America, 7733 Telegraph
Rd., Montebello, Calif. 90640.

PLAYBACK RESPONSE (TDK test tape; —20 dB DIN)
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THE FIRST COMPANY TO OFFER DBX noise
reduction as an adjunct to consumer tape
decks, Teac also holds the record for ofter-
ing by far the largest number of DBX decks
of one sort or another. The V-SRX is. as its
styling proclaims, a recent entry, with built-
in DBX circuitry: it was an outboard option
on the C-3X. which we tested just one year
ago. There is Dolby B noise reduction as
well, of course; it’s virtually a necessity
both to play back many prerecorded tapes
and to make tapes that will be played on
other. more conventional decks. The three-
motor transport system uses a DC servo
motor to drive the capstan. Among its nice
control touches are separate balance and
master recording-level controls.

Because it is a two-head deck. the V-
SRX otfers no opportunity for direct com-
parison between source and playback sig-
nals while you are recording. Consistent
with this fact, there are no recording *‘fine
tuning’" adjustments (which, as we’ve tre-
quently noted, we tind problematic in such
decks, though there seems to be an increas-
ing tendency to provide them). Instead.
Teac relies on a table of recommended
tapes in the distinctly above average own-
er’s manual. The manual’s gencral ap-
proach. plus the choice and style of the
deck’s various features, strongly suggests
that Teac took pains to avoid alienating rel-
atively unsophisticated users who, never-
theless. know enough about the subject to
value the wide dynamic range afforded by

the DBX circuit. At the same time, of
course, the DBX will commend the V-5RX
to the attention of serious recordists, and
the manual includes an interesting supple-
ment on the basics of recording technology
that may well help to convert casual users
into hobbyists.

The meters may also help. Their verti-
cal movement and side-by-side placement
make it relatively easy to sece what's going
on in both channels at once. and the
mechanical action is both brisk (responding
to within 3 dB of true values for pulses last-
ing only 14 milliseconds) and damped to
overshooting by a maximum of 3 dB, for
pulses of about 100 milliseconds. They may
not be quite as quick or as easily read as a
really good ""bar graph’’ display, but
they ‘re much casier to use than a mediocre
one—partly because they are meters and
thus read continuously. rather than in dis-
crete steps. They re calibrated from —20 to
+5dB, with the Dolby symbol shown at the
0-dB mark, which appears to be substantial-
ly accurate. The manual tells you not to
drive the meters beyond the 0-dB point, but
suggests that this rule may be broken with
tapes (metals, specifically) that can accept
higher levels. And the data (made. at
Teac’s suggestion, with TDK SA as the
Type 2 ferricobalt plus Maxell MX for the
Type 4 metal and UD for the Type | ferric)
show midrange headroom (above meter
zero) of about 2 dB for Type 2 and Type 1,
but of 5 dB for Type 4. With the DBX cir-

Circle 22 on Reader-Service Card »



Yamaha.
Clarity plus clout.

Clearer-than-crystal FM reception.
You’ve probably heard a lot of noise about

quartz-crystal tuners. Well, we don’t make one.

Instead, we developed a new tuner that’s clearer

T-1060 FM Interference Response Competltors FM Interference Response

Desired Signal
Desired Signal

than crystal —the Yamaha T-1060. Its Computer
Servo Locked tuning system has a super-
accurate micro-fork oscillator, rather than a
crystal oscillator, to lock on the desired reception
frequency. This unique system eliminates the
RF (radio frequency) signals that crystal oscilla-
tors produce within the tuner itself. The result is
less distortion, less interference and better S/N
ratio. And remarkably clearer music.

Plus the added convenience of the T-1060’s

© YAMAHA

ten random access AM/FM presets, initial sta-
tion set, and pushbutten auto search tuning.
Plenty of pure power.

So now that you have this clearer-than-
crystal signal. what better way to amplify it
than with Yamaha'’s new A-1060 integrated
amplifier. With 140 watts per channel at 0.005%
THD (both channels driven into 8 ohms,
20-20,000Hz) you have plenty of clean, clear
power. And because it comes from Yamaha’s
unique “X” pawer supply, that power is on tap
instantaneously —as your music demands it.

Special high-f; power transistors that elimi-
nate switching distortion and a unique linear
bias transfer system that virtually eliminates
crossover distortion are further examples of
Yamaha’s commitment to music reproduction
purity.

If that's what you listen for—the music and
nothing but the music—these new separates are
your clear choice. At your Yamaha dealer now.
Or write: Yamaha Electronics Corporation,
USA, PO. Box 6660, Buena Park, CA 90622.

Yamaha. For the music in you.
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Distortion is tough to explain—but you can see it, and Ask your local Shure audio dealer for a demonstration
you can hear it. For instance, if a poor lens on a fine of the HE difference. It'll bring your music back into focus.
camera distorts the original image, you end up with a )
bad picture. even though the restofthe cameradoesits ~ Shure Hyperelliptical Stylus Cartridges
job. The same with a stereo system: if the stylus creates
distortion, the rest of the system can't make up for it. no
matter how good the other components might be.
Shure’s Hyperelliptical (HE) stylus tip reduces distor-
tion dramatically because it has longer, narrower contact
areas (the two areas where the stylus tip actually TRACKING FORCE RANGE (GRAMS)
touches the record groove walls) which closely simulate VA5 Type IV 31— 1% World Standard
the shape of the stylus used to cut the master record. M97 HE 314—:: 2 \L;:Vgchonj tor:hg Lv g
The HE tlp provudes an audlb!e_advantage over spheri- mgg :E g t:_p ; Mgd:r;?;y%ricgg .
cal and elliptical stylus tips, giving you pure natural M75HE Type2  34—1'2 Top vaue
musical sound without the distortion. M75HE-J Type 2 1%a—2'2 Heav er tracking force

Choose your HE cartridge from
a broad sel=ction of tracking
forces, pric2s, and features:

L SHURE

Shure Brothess Inc ..
222 Hartrey Ave.. Evar ston, IL 60204
In Canada: A. C. Simmonis & Sons Limited

Manutacturer of high fidelity components, microphones. loudspeakers. sound systems and related circuitry.
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RECORD/PLAY RESPONSE, TYPE 1 TAPE (-20 dB)
3]

e o e 1

10K 20K

HZ20 50 100 200 500 1K 2K 5K
Lch +1Va, -3 dB, 34 Hz 10 17 kHz
- Rch +1&, -3 dB, 33 Hz 10 16.5 kMHz

RESPONSE WITH NOISE REDUCTION (R P; Type 2)

DB
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5 ] - 1

HZ 20 50 100 200 500 1K 2K 5K

—— with Dolby B +3'%, -3 dB, 32 Hz to 16 kHz
with DBX 3V2, -3 dB, 37 Hz 10 14.5 kHz
SN RATIO (re DIN 0 dB; R P; A-weighted)
Type 2tape  Type 4tape Type 1 tape
without noise reduction
59 dB 59 dB 58 dB
with Dolby B
66% dB 66 dB 65% dB
with DBX
79% dB 84 dB 80% dB

METER READING FOR DIN 0 DB 2dB

METER READING FOR 3% DISTORTION (333 Hz)

Type 2 tape +2% dB
Type 4 tape +5dB
Type 1 tape +2Y dB

DISTORTION (third harmonic; at —10 dB)

Type 2 tape 0.12% at 500 Hz;

= 0.75%, 50 Hz to 5 kHz
Type 4 tape 0.13% at 500 Hz;

= 0.37%, 50 Hz to 5 kHz
Type 1 tape 0.15% at 500 Hz;

= 0.45%, 50 Hz to 5 kHz
ERASURE (333 Hz; re DIN 0 dB) =>59% dB
CHANNEL SEPARATION 47'2 dB

SPEED ACCURACY  0.9% fast at 105 VAC;

1.0% fast at 120 & 127 VAC

WOW & FLUTTER (ANSVIEEE weighted peak)

average maximum

playback +0.05% +0.07%
record/play +0.04% +0.05%
SENSITIVITY (re DIN 0 dB, 333 Hz)

line input 100 mVv
mike input 0.40 mv
MIKE INPUT OVERLOAD (clipping) 22 mv
OUTPUT (from DIN 0 dB) 0.48 Vv

10K 20K

NR_SYSTEM ]

TAPE COUNTER

00V

THREE MOTOR/
IC LOGIC TRANSPORT CONTROL

<< STOP >

»>>

The Teac’s controls are grouped compactly

in the middle of the front panel. The transport

controls, which run along the bottom of the cluster, are further divided into logical sec-
tions, with recording-related functions together to the right.

cuit turned on there is about 10 dB greater
midrange headroom (as mandated by DBX
to avoid high-frequency headroom prob-
lems), so the combination of meter calibra-
tion and manual recommendation for its use
secms particularly well chosen.

Elsewhere in this issue [page 24)
you’ll find a discussion of cassette stan-
dards, suggesting that the medium is in
need of a more useful azimuth reference.
The V-5RX’s apparent droop in high-fre-
quency playback response, which is not
mirrored in the record/play curves, is a case
in point. Suffice it to say here that this
degree of *“rolloff’” (which actually is a dis-
agreement in azimuth angle between head
and test tape) is representative of the results
we get when TDK test tape is used with
decks from manufacturers that employ the
Teac test tapes. With the average prere-
corded tape, the azimuth disagreement
probably will be smaller (and the high-fre-
quency respense therefore flatter), and with
tapes made on the V-5RX there will be no
disagreement (and hence no *‘rolloff’’) at
all, of course.

In fact, some rise shows up at the top
end of the record/play curves, though it is
not pronounced. With the DBX circuit
turned on, we found the rise essentially
inaudible in the listening room. Such
effects are exaggerated by the sweep-tone
measurement technique, because all of the
energy at any given instant is—unlike
music—at a single frequency, causing the
expander control to ‘‘overreact’’ to a local
level change that would be lost in the shuf-
fle when signal energy is scattered about in
frequency.

In sum, then, we find the V-5RX’s
performance very fine, with response that is
better than the measurements would other-
wise indicate, especially in the areas where
those measurements are least impressive. In
addition, we like the crisp layout and the
functional interrelationship of the controls,
which include a recording mute and a timer
switch (for either recording or playback).
Also among the practical design features
are the visibility of the cassette in use and
the accessibility of the heads for cleaning.
We think it’s a dandy deck.

Circle 136 on Reader-Service Card

Automatic Bias
and Dolby C
from Onkyo

Onkyo TA-2070 cassette deck, with Dolby B and C
nolse reduction. Dimensions: 17% by 4 inches (front
panel), 142 inches deep pius clearance for controls
and connections. Price $700; optional RC-55 remote
control, $50. Warranty: “limited,"” one year parts and
{abor. Manufacturer: Onkyo Corp., Japan; U.S.
distributor: Onkyo U.S.A. Corp., 200 Williams Dr.,
Ramsey, N.J. 07446.

< Circle 50 on Reader-Service Card

STRIKING. BUT NOT OVERPOWERING, is one
way of describing the look of Onkyo’s new-
est cassette deck, the TA-2070. Much of
this effect can probably be attributed to the
unit’s wide use of transparent soft-touch
pushbuttons with legends and indicator
lamps that show through from below the
rectangular plastic pads. The result is a
clean, uncluttered appearance that few
recorders with as many features as this one
can match.

Foremost among these features is Dol-
by C noise reduction, which adds approxi-
mately 10 dB of noise reduction above 5
kHz to that already provided by the now-
standard Dolby B system. (Naturally, the

deck also includes Dolby B.) The consider-
able high-frequency compansion used in
the Dolby C process makes it especially
important that frequency response be very
flat and that the Dolby recording circuits be
accurately calibrated to the sensitivity of the
tape being used: Dolby C will greatly exag-
gerate any errors here. To achieve these
ends, Onkyo has included both a built-in
oscillator and recording calibration controls
for setting Dolby levels and its Accubias
system for setting the optimum bias for
each tape used.

The cleverly designed Accubias fea-
ture is simple to operate. The TA-2070 has
tape selectors for Type 4 (metal), Type 2
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MEMORY (STOP/OFF/PLAY)
TIMER (REC/OFF/PLAY)

HEADPHONES

TAPE LENGTH SELECT

TRANSPORT CONTROLS

(C-90/C-60/C-46)

BIAS ADJUST.

OUTPUT LEVEL ADJUST.

r—TAPE SELECT. (METAL/HIGH/"NORMAL")

AUTO ACCUBIAS (START, RESET)

RECORDING LEVEL
CALIBRATION

:j.—wxe INPUTS
| INPUT LEVEL ADJUST.
INPUT (LINEMIKE OR DIN)

DOLBY N/R (OFF/B ON/B WITH FILTER/C
ON/C WITH FILTER)

MONITOR (TAPE/SOURCE)

PLAYBACK RESPONSE (TDK test tape; —20 dB DIN)
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HZ20 S50 100 200 500 1K 2K  SK 10K 20K
Lch +1%a dB, 40 Hz to 12.5 kHz
Rch +2'a dB, 40 Hz 10 12.5 kHz

RECORD PLAY RESPONSE, TYPE 2 TAPE (-20 dB)
B =
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch 1'2, -3 dB, 20 Hz to 16 kHz
----- Rch +1, -3 dB, 20 Hz to 18 kHz
RECORD PLAY RESPONSE, TYPE 4 TAPE (-20 dB)
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +1%2, -3 dB, 20 Hz to 20 kHz
----- Rch V2, =3 dB, 24 Hz to 20 kHz

RECORD/PLAY RESPONSE, TYPE 1 TAPE (-20 dB)
DB |
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +2, -3 dB, 20 Hz to 14.5 kHz
----- R ch 1, -3 dB, 20 Hz to 15 kHz

RESPONSE WITH NOISE REDUCTION (R/P; Type 2)

DB T £ -
B s e e
5 | 1 !
,,‘ 1 1 1 \
HZ 20 50 100 200 500 1K 2K 5K 10K 20K

with Dolby B +1, -3 dB, 20 Hz to 16 kHz
with Dolby C  +2'/2, =3 dB, 20 Hz to 17 kHz

SN RATIO (re DIN 0 dB; R P; A-weighted)

Type 2tape Type 4 tape  Type 1 tape
without noise reduction

59% dB 58 dB 56 dB
with Dolby B

66'%2 dB 65 dB 64 dB
with Dolby C

72 d8 71d8 68%s dB

METER READING FOR DIN 0 dB +2dB

METER READING FOR 3% DISTORTION (333 Hz)
Type 2 or 4 tapes 3dB
Type 1 tape 5dB

DISTORTION (third harmonic; at —10 dB DIN)

Type 2 tape 0.21% at 500 Hz;
<1.04%, 50 Hz to 5 kHz
Type 4 tape 0.29% at 500 Hz,
<0.63%, 50 Hz to 5 kHz
Type 1 tape 0.29% at 5 kHz;
<0.80%, 50 Hz to 5 kHz
ERASURE (333 Hz; re DIN 0 dB) >65 dB
CHANNEL SEPARATION 44% dB
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(chrome or chrome-equivalent), and Type |
(ferric) tape. These set the correct recording
and playback equalization for their respec-
tive tape types and the appropriate bias for
selected representatives of those types. If
you use only tapes for which the machine
has been prebiased (Maxell MX, UDXL-1I,
and UDXL-I), you shouldn’t need the
Accubias. If you do want to use some other
tape, however, just slip in the cassette,
press the appropriate tape selector, press the
recording interlock and PAUSE simulta-
neously, and press AUTO ACCUBIAS START.
The deck records a series of tones, deter-
mines the optimum bias for the tape, re-
winds the tape, and lights a green LED. To
cancel the Accubias setting, you press AUTO
ACCUBIAS RESET; to memorize it, you just
push the ACCUBIAS knob (below the tape
selector switches) and rotate it to the right
until the indicator LED turns from green to
red. When you release the knob, the LED
will turn green again, and the deck will
remember the bias setting. Because the
memory is mechanical, being determined
solely by the position of the Accubias knob,
the setting is retained even when the deck is
turned off and needs no battery to keep it
alive. Returning the knob to its center posi-
tion clears the memory and restores the bias
to the factory-preset level.

Something else we like very much
about the TA-2070 is its tape counter,
which actually keeps track of elapsed
recording or playback time. Or you can
push one of the three tape-size buttons (for
C-90. C-60, and C-46 cassettes) located
under the counter display, and the display
will begin showing time remaining instead
of time elapsed. (By pressing various con-
binations of these buttons at once, you can
also set the time-remaining indicator for C-
50, C-80. and C-120 cassettes.) This kind
of indicator is far more useful than a con-
ventional turns counter.

To the left of the counter display are
the MEMORY and TiMER switches. The
former works in conjunction with the
counter, so that when you press the REWIND
with the MEMORY engaged, the tape shuttles
back until the counter reaches **0:00,"" at

which point the deck ecither stops or goes
into play, depending on the MEMORY set-
ting. (The counter can be set to *"0:00’" at
any point on a tape.)

The timer switch enables you to use an
external timer to start recording or playback
automatically at a preset time. In addition,
there is a socket on the deck’s rear panel for
connection of an optional RC-5T remote-
control unit, which enables you to operate
the transport controls from the comfort of
your easy chair.

One feature usually found only in con-
junction with random-access features is
AUTO SPACE, which inserts a five-second
blank into a recording when you press the
button. You can make the space shorter by
activating PAUSE or PLAY before the five
seconds is up. or you can make it longer by
holding AUTO SPACE down.

The basic technical particulars of the
TA-2070 are similar to those of many other
top cassette decks. It has a three-motor
direct-drive dual-capstan transport and
three heads, with the sendust recording and
playback heads contained in a single hous-
ing. Its meters are of the peak-reading LED
variety, calibrated from -20 to +8 dB.

Diversified Science Laboratories’
measurements show the Onkyo to be an
excellent performer with especially fine
noise and flutter figures. The fact that the
wow and tlutter in record/play is lower than
that in playback alone suggests that the lim-
iting factor in the latter measurement was
the test tape itself rather than the deck’s
transport.

The record/play response curves are
admirably flat both without noise reduction
and with Dolby B. (All measurements were
made with the bias set by the Accubias sys-
tem and Dolby levels set according to the
manual’s directions.) Predictably, metal
tape yields wider response at high levels,
giving evidence of its superior high-fre-
quency headroom. However, based on
DSL’s measurement of the midrange 3%-
THD point. we are a little dubious of
Onkyo's suggestion that the meters be
allowed to peak at +8 when recording on
metal; levels closer to those recommended

Clrcle 14 on Reader-Service Card »



...and then came the“Z” Receivers.

There was a time when you
had to buy separate components to
enjoy the control flexibility and power
needed for true high fidelity music
reproduction.

Not anymore. Sansui now has
developed its “Z" series receivers.

Whether you choose the super-
acowered 99002, the modestly-sized
3900Z, or any of the four models in
osetween, you get the full-frequency
venefits of Sansui's DC-servo
amplifier technology. And distortion-
free FMis assured by genuine
digital-synthesized tuning, with the

—
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added accuracy of quartz PLL cir-
cuitry in our three top models. "welve
convenient instant-tune presets bring
in your favorite FM or AM stations (6
of each} at a button’s touch.
Real-time spectrum analysis that
lets you see the shape of the sound
you hear is included in our three most
advanced units, along with Do by FM
decoding in the 8900ZDB. All but one
of the “Z" receivers include LED dis-
plays that instantaneously show you
just how much power is going to your
speakers. Touch-button FM-tuning
and volume controls, two-deck dub-
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SANSUI ELECTRONICS CORPORATION
Lyndhurst, New Jersey 07071, Gardena, CA 90248 ansit
Sansui Electric Co., Ltd., Tokyo, Japan S

bing facilities, dual phono capability
and multi-system speaker switching
are all to be found, in various combi-
nations, in the *Z" receivers. You'll
also find all the additional features
you've come to expect from a com-
pany that has pushed high fidelity to
its limizs from its beginnings.

And for all their technological
sophistication the six Sansui models
in the “Z" series will appeal to your
eye no less than to your ear. Visit your
nearest authorized Sansui dealer.
He'll show you why “Z” stands for the
last word in high fidelity receivers.
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The Blaupunkt CR-2010. Richer, purer sound
than you ever thought possible in a moving vehicle.

utosound is only as good as the equip-
ment it passes through. Which means
that, in the case of the Blaupunkt CR-2010,

the sound is exceptional.

The CR-2010 coddles and shapes |
highs and lows into a sound as full-
bodied, as richly-textured, as any-
thing you’ll hear from a home
stereo.

4 Channel Amplifier

Blavpunkt increased the conven-
tional two channels to four, each
with a maximum output of 7.5 watts.
Even when hooked up to a front

The essential controls are fully illuminated. ,

end, two-speaker system, the
CR-2010’s crisp reproduction |
will surprise you. Add two rear
speakers and the home stereo
effect is complete—sound that
surges to new heights of clarity |

and richness while hold- |
ing its delicate balance
through the magic of a
built-in front-to-rear
fader.

Holds Signal Longer
Drive away from the signal source ‘
of your favorite stereo station and
what happens? Reception

breaks up into a barrage |
of crackles and hisses.Not |
with the CR-2010. Thanks
to the "Soft MPX"” fea-
ture your Blaupunkt
automatically shifts recep-
tion from stereo to mono [
before the hissing sets in.

Higher Volume without
Distortion

The CR-2010 has a pre-amp output
jack that lets you bypass the buiit-in

| amp and plug directly into a high |

power amplifier. Yet the boost in |

| volume doesn’t come at the ex-

pense of distorted sound. And at |
lower volume the clarity is actually |
enhanced.

Of course, you get Dolby Noise
Reduction—but for FM reception

as well as tape. A Sendust Alloy
tape head reproduces a fuller range
of recorded frequencies.

Hear the Full Blaupunkt Line
The CR-2010 retails for only
$396.00** and is the latest in a full
line of Blaupunkt AM/FM stereo

| cassette radios priced from $290.00**

CR 2010 Features

* 4 channel {4 x 7.5W) * Soft Mute

* Autoreverse Cassette e Soft MPX |
¢ Sendust Alloy Tape Head  * Night lluminated

¢ Auto Hi-Cut Filter Controls {

* Dolby Noise Reduction Circuit

*Dolby is a registered trademark o Dolhy Laboratories.

Blaupunkts can be installed in vir-
tually any car, import or domestic.
For more information, write:
Robert Bosch Sales Corporation
2800 South 25th Avenue
Broadview, 1L 60153

Robert Bosch Canada, Ltd.

6811 Century Avenue

Mississauga, Onrario LSN 1R1

**Supgested U.S. retail prices. @ Blaupunkt is a registered
trademark of Blaupunkt Wzrke GmbH

) BLAUPUNKT

©1982 Robert Bosch Sales Corporation



AUDIO new Equipment Reports

SPEED ACCURACY  0.8% fast, 105-127 VAC

WOW & FLUTTER (ANSV/IEEE weighted peak)

average maximum
playback +0.06% +0.075%
record/play +0.05% +0.065%
SENSITIVITY (re DIN 0 dB; 333 Hz)
line input 84 mv
mike input 0.52 mv
MIKE INPUT OVERLOAD (clipping} 115 mv
MAX, OUTPUT (from DIN 0 dB) 1.1 mv

for other tapes might be more prudent for
most material.

We were also a little concerned about
the Dolby C response curves, which show a
hump of a couple of dB centered on about
300 Hz and a droop of similar magnitude in
the treble. On the sample we used for audi-
tioning, we were not able to hear any evi-
dence of such an irregularity, suggesting
that the factory Dolby calibrations on the
measurement sample may be less accurate
than those on our other unit. In fact, we find
ourselves very pleased with the action of
the Dolby C. It yields a welcome additional

measure of silence above and beyond that
already supplied by the venerable B system
(although the contrast between C and B
does not seem quite as striking as that
between B and no encoding at all).

The Onkyo comports itself well in all
other respects. The controls are easy to use
and sensibly laid out, and the special fea-
tures seem calculated for maximum utility
rather than mere flash. That, plus the fine
performance, the handsome styling, and the
benefits of Dolby C noise reduction, adds
up to a very appealing cassette deck.
Circle 131 on Reader-Service Card
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TRANSPORT CONTROLS

OTHER CONTROLS BEHIND DOOR

Yamaha
Goes DBX

Yamaha K-960 cassette deck. with Dolby B and DBX
noise reduction. Dimensions: 17 by 5% inches (front
panet), 11%2 inches deep plus clearance for controls
and connections. Price $495. Warranty: “limlited,”” one
year parts and labor. Manufacturer: Nippon Gakki Co.,
Ltd., Japan; U.S. distributor: Yamaha Audio Div.,
Yamaha international Corp., 6600 Oglethorpe Ave.,
Buena Park, Calif. 90620.

PLAYBACK RESPONSE (TDK test tape; —20 dB DIN)
DB = T P |

0 | Smamamt —_— —
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HZ20 50 100 200 500 1K 2K  SK 10K 20K
Lch -Va, ~4'/4 dB, 40 Hz 10 12.5 kHz
Rch +%2, -4 dB, 40 Hz 10 12.5 kHz
RECORD/PLAY RESPONSE, TYPE 2 TAPE (-20 dB)
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HZ20 50 100 200 500 1K 2K 5K 10K 20K
Lch +2%2, -3 dB, 34 Hz to 20 kHz
R ch +3'2, -3 dB, 34 Hz to 20 kHz

RECORD/PLAY RESPONSE, TYPE 4 TAPE (-20 dB)
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L1 | 1 - | el
HZ20 50 100 200 500 1K 2K 5K 10K 20K
Lch +Ya, -3 dB, 34 Hz to 20 kHz
Rch +Va, -3 dB, 34 Hz to 20 kHz

RECORD/PLAY RESPONSE, TYPE 1 TAPE (-20 dB)
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: 1 [
sl t—f——| . |
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HZ20 50 100 200 500 1K 2K  SK 10K 20K
Lch +%, -3 dB, 34 Hz to 17 kHz
----- Rch +2, -3 dB, 35 Hz 10 17.5 kHz
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IT IS NO SURPRISE that Yamaha, i company
whose design goals have long included the
banishment of noise, has incorporated the
DBX noise reduction system in its K-960
cassette deck. This unit, like others that we
have tested from Yamaha in the past, takes
a distinctly individual approach to the prob-
lem of deck design. As usual, it demands
extra-close examination.

The DBX system compresses all sig-
nals entering the machine by a factor of
two, thereby halving their dynamic range.
This makes it far easier to put them on tape
at levels high enough to drown out the
medium’s inherent noise, but still low
enough to avoid tape saturation and the dis-
tortion that comes with it. When a DBX-
encoded cassette is played back, comple-
mentary expansion is applied to restore the
original dynamic range and to push the tape
noise well below audibility.

The K-960 also includes Dolby B (as
do all other high fidelity decks) and a num-
ber of other interesting features, most of
them with controls hidden in a recess
behind a flip-down panel below the meters.
When the panel is closed, the deck has a
very spartan, characteristically Yamaha
look about it. Only the basics remain visi-
ble. Among the *‘esoteric’” controls lurking
behind the flip-down panel, we consider the
infrasonic input filter a particularly
thoughtful touch. We receive many letters
from readers who have trouble with their
decks being overloaded by strong infrason-
ic signals generated by warped records;
with the K-960, the problem can be made to

vanish at the touch of a button.

Another feature we like very much is
the recording-balance control. In most situ-
ations such a control makes setting channel
balance far easier than it is with the more
usual twin input-level faders. We are some-
what less happy, however, with the bius-
adjustment control. Since this is a two-head
deck, the adjustment (for which there is no
oscillator or other built-in means of calibra-
tion) evidently is intended for those with
both golden ears and patience. While the
relatively casual user might have preferred
fixed settings, the manual recommenda-
tions provide substantially the same thing
and were used by Diversified Science Lab-
oratories in making the measurements—
with TDK SA as the Type 2 ferricobalt,
TDK MA as the Type 4 metal, and Maxell
UDXL-1 as the Type 1 ferric tape. The
response graphs with noise reduction dem-
onstrate that a somewhat higher bias setting
might have been desirable. (The curves
were made on the right channel with Type 2
tape—our current standard practice for
noise reduction curves—in which the ten-
dency toward a high-frequency peak is
more exaggerated than in any other data on
the deck, making it appear more pro-
nounced than it is.)

A feature unique with Yamaha is
called FOCUS. It has two positions: SHARP,
for more emphasis of high-frequency
response, and SOFT, for better phase
response and slightly reduced treble output.
Yamaha’s instructions for its use and DSL's
data suggest that FOCUS affects only play-
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RESPONSE WITH NOISE REDUCTION (R:P; Type 2)
DB
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HZ 20 S0 100 200 500 1K 2K SK 10K 20K
with Dolby B~ +3'%2, -3 dB, 34 Hz to 18 kHz
----- with DBX +7Va, -3 dB, 48 Hz to 16.5 kHz
SN RATIO (re DIN 0 dB; R'P; A-weighted)
Type 2tape  Type 4 tape  Type 1 tape
without noise reduction
58 dB 562 0B 55% 0B
with Dolby B
65 dB 63% dB 63'a dB
with DBX
79 dB 82" dB 80" dB
METER READING FOR DIN 0 DB
Type 2 and 4 tapes -4dB
Type 1 tape -6 dB

DISTORTION (third harmonic; at =10 dB DIN)
Type 2 tape 0.23% at 500 Hz;
=1.6%, 50 Hz to 5 kHz
0.31% at 500 Hz;
=0.74%, 50 Hz to 5 kHz

Type 4 or 1 tapes

ERASURE (333 Hz; re DIN 0 dB) =73 dB

CHANNEL SEPARATION 50 dB
SPEED ACCURACY  1.2% fast, 105-127 VAC

WOW & FLUTTER (ASNVIEEE weighted peak)

average maximum

playback +0.05% +0.07%
record/play +0.05% +0.18%
SENSITIVITY (re DIN 0 dB; 333 Hz)

line input 58 mv
mike Input 0.50 mv
MIKE INPUT OVERLOAD (clipping) 65 mv
MAX. OUTPUT (from DIN 0 dB) 0.57 Vv
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Flip-down panel conceals the K-960's ' ‘set-and-forget'’ controls, which include a tape-
type selector, a fine-bias adjustment, a recording bualance control, noise reduction selec-
tors (Dolby B or DBX), and Yamaha's unique Focus switch.

back. In our listening tests, we found that
the effect of the switch matched its labeling:
The sound is slightly brighter at SHARP and
slightly duller at SOFT. (The response curves
are shown in the SHARP position, which
tends to add to any high-frequency response
rise.) The effectis not pronounced, however,
and we can detect no change in the sound
other than a mild alteration of tonal balance.
The average wow and flutter is quite
good, although DSL did note instantaneous
surges to higher levels. (We have not been
able to detect any audible instability during
our listening evaluations.) The K-960’s sig-
nal-to-noise ratio is also excellent, even
without DBX; with DBX engaged. it jumps
more than 20 dB to values in the 80-dB
range—more like what one expects from an
amplifier than from a cassette deck.

DBX also demonstrates its worth in
the frequency-response tests, which show
more extended high-frequency response at
high recording levels than is possible with
no noise reduction or with Dolby B. Natu-
rally, DBX does exaggerate any frequen-

cy-response crrors that are already present,
and the process does roll off the bass slight-
ly to reduce the effect of head bumps and
infrasonics on tracking accuracy.

That Yamaha expects critical record-
ings to be made with DBX encoding is clear
from the meter characteristics. With DBX
on, the 3% distortion level is reached about
10 dB above the meter’s zero mark. That is
conservative enough to compensate for the
DBX treble pre-emphasis, so that if you
record to 0 dB on the meters you will get
low noise without high-frequency tape sat-
uration. (For non-DBX recording, the
meters tend to underread, and if you record
all the way up to 0 dB you may get distor-
tion and dulling of the high frequencies.)

Using the DBX noise reduction, we
found that we could make clean, quiet
recordings without any difficulty, even
from the most dynamic sources. For both
the dedicated audiophile and the first-time
buyer, the K-960 would seem to be a choice
well worth considering
Circle 132 on Reader-Service Card

A Quick Guide
to Tape Types

Our tape classifications, Type 0 through 4, are based pri-
marily on the International Electrotechnical Commission
measurement standards.

Type 0 tapes represent “ground zero" in that they
follow the original Philips-based DIN spec. They are ferric
tapes, called LN (low-noise) by some manufacturers, re-
quiring minimum (nominal 100%) bias and the origi-
nal,"standard” 120-microsecond playback equalization.
Though they Include the “garden variety” formulations,
the best are capabie of excellent performance at moder-
ate cost in decks that are well matched to them.

Type 1 (IEC Type 1) tapes are ferrics requiring the
same 120-microsecond playback EQ but somehwat high-
er blas. They sometimes are styled LH (low-noise, high-
output) formulations or “premium ferrics.

Type 2 (IEC Type Il) tapes are intended for use
with 70-microsecond playback EQ and higher recording
sort used chromium dioxide; today they also include
chrome-compatible coatings such as the ferricobalts.

Type 3 (IEC Type lll) tapes are dual-layered ferri-
chromes, implying the 70-microsecond (“chrome”) play-
back EQ. Approaches to their biasing and recording EQ
vary somewhat from one deck manufacturer to another.

Type 4 (IEC Type IV) are the metal-particle, or “al-
loy” tapes, requiring the highest bias of all and retaining
the 70-microsecond EQ of Type 2.
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Manufacturer’s

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

BML Tracer 120-11 loudspeaker system,
October 1981. Our engineers were sur-
prised to learn that some of Diversified
Science Laboratories’ data did not agree
with our specifications. In specific, the
upper-midrange response dip is not typi-
cal of a Tracer 120-11. We were all sur-
prised that the panel did not feel that the
speakers have good depth imaging, as
this is their forte and was an aspect of
the 120 that led vou to request the test
samples.

When the samples were returned,
our engineers discovered that they had
been subject 10 severe impact in transit.
Listening and measurement confirmed
your findings, but these speakers were
notably inferior 10 production Tracer
120s. The shipping impact had resulted

Comments

in a shift in the iron cores of the trans-
Sformer used in the frequency-dividing/
phase-compensating network, which
caused the transformers 1o change value,
altering the frequency contour of the net-
work and destroving the phase integritv
of the signal. Unfortunately, these aundi-
ble flaws would onlv be detected by
someone who was familiar with the per-
Sformance of the Tracer 120.

In consequence, we are ordering a
national recall on Tracer 120s to up-
grade them to the new ferrite-core chokes
used in all Tracer 120s built since April
1981. This upgrade will be performed
free of charge.

George Commons
Vice President
BML Electronics. Inc.
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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 {0
forthe new ultra-
high-density "EE" N
tapes.

For the uninitiated. “EE"
simply stands for extra effi-
ciency And the innovators at
both Maxwelland TDK are commit-
ted to it.

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

And what the numbers are saying is this. You
don't have to sacrifice performance for economy.
Not with a GX-77 and "EE" tape. Because at an
efficient 3% ips. you'll still get the same frequency~

TARPE
SELECTOR

NORMAL

back/record. 3 motors, 4 AKAI GX heads and

A K

Y O U BMEESY- E R

\‘_—-—s rFa
N

‘\\\

H E AR D T 3 10

I’ th2 ultimate cover-up.

/

of a button.

And all for a relatively modest $775

suggested retail price

ar optionat dustcover that's

Plus a unique. motorized
tape-loading mechanism that
-~ guarantees virtually perfect tape-

to-head alignment. All at the touch

Or. it you prefer the benefits of "EE" tape

on a grander scale (including 10" reels)

consider the new AKAI GX-747

etter yet. audition both at your AKAI dealer's

soon. Or write: AKAl P.O. Box 6010. Compton

CA 90224

We'd hate to start the revolution without you

. \

response, S/N ratio and dynamic range of con- : -y Dynamic  Frequency S/N
j . AKAI GX-77 with: . ;
ventional tape played at 7% ips N Range Response Haa
But see for yourself. below. The specs are EE Tape (3% ips) T il 25-25000 Hz
spectacular at any speed Conven-ional -
There’s sound engineering, too. ~ape (7% ips) e e -
& The GX-77 also features quick-reverse play- =E Tape (7% ips) fi 25-33000 Hz  E# i
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VideoFts

Latest video news and products

by Dawn Gordon

A high-contrast picture tube
and provisions for stereo
sound are features of Philco’s
RPC-2500 50-inch *‘Vivid-
screen’’ rear-projection televi-
sion set. According to the
company, the new black-ma-
trix screen, coupled with the
tri-tube lens system (which
uses rare earth phosphors),
provides superior clarity and
contrast. The $3,495 system
has a 105-channel cable-rcady
digital tuner and an infrared
remote control. Front-panel
audio and video jacks accom-
pany a full set of audio con-
trols. Each audio channel has
an 8-inch woofer and a 3-inch
tweeter; the cabinet incorpo-
rates a shelf for a VCR or
disc player.

i
\

A battery pack that can be
used to power either a 100-
watt portable light for video
taping or & VCR is available
from Acme-Light Manufactur-
ing Company. The $225 PML
system includes a sealed,
lead-acid power pack with a
110-volt AC charger and a
carrying case with shoulder
strap. Also part of the pack-
age is a 100-watt, 50-hour
quartz lamp in a housing that
can be mounted on top of a
video camera. The optional
PBL booster pack ($175)
comes with a separate AC
charger and a Y-connector
cord, which enables the two
power packs to be joined to-

gether, thus doubling the bat-
tery operating time to 45
minutes. Tandem use of the
battery packs permits them to
serve as a ten-hour source for
a portable VCR or to power
both the light and a VCR si-
multancously.

2

——
A VCR cleaning kit housed
in a cassette-type box is avail-
able from Radio Shack. De-
signed to clean heads, rollers,
and capstans, the Model 44-
1172 ($10) includes four reus-
able chamois-tipped cleaning
tools, a bristle brush, a mir-
rored probe, a recorder clean-
ing cloth, and a half-ounce
bottle of Freon TF cleaning
solution.

Switching RF signals from
any of five inputs to any of
four outputs is a snap with the
$200 Model SW-5x4 Video/
RF Switcher from Rhoades.
As many as three VCRs can
be used as inputs or outputs;
multiset homes can feed sig-
nals to up to three receivers.
Minimum isolation between
inputs and outputs is rated at
55 dB, insertion loss at a
maximum of 72 dB (11 dB
for cable).

Designed to withstand con-
stant use, the new portable
VCR carrier from Video Ac-

cessories, Ltd., is constructed
of padded polyurethane and
has a detachable shoulder
strap. The VID-202 bag is
said to accommodate a porta-
ble VCR and either a tuner/
timer or an AC power-supply/
battery-charger unit. The cost
is $70.

Two-level storage character-
izes Teac's new C3-34VU
video cassette cabinet. It holds
thirty-four Beta or VHS tapes,
has sliding glass doors, and is
finished in rosewood veneer.
The price is $60.

Incompatible VCRs and vid-
eo cameras now can be linked
by a pair of new 18-inch
adapter cables from Cable
Works. The $90 Posta Cam
Camera Adaptors have fittings
for specific cameras, while the
identically priced Porta Cam
Porta Paks match the pin con-
figurations of various VCRs.
Each adapter terminates in a
universal connector; when the
two are joined, the signal path
between camera and recorder
is completed, preserving all
viewfinder, pause-control, and
tally-light functions.

A new RF modulator com-
bines separate audio and video
signals (from a VCR, a cam-
era, and an enhancer or other
add-on equipment) into an RF

signal that can be viewed on
any television receiver. Sig-
nals from the compact RF-200
(370) from Total Video Sup-
ply can be fed through either
Channel 3 or 4. The unit uses
12-volt DC power and in-
cludes an AC adapter.

Image and sound integration
is the design goal of a new
combination audio amplifier
and video switcher/processor
from Kenwood. According to
the manufacturer, the KVA-
502 will reproduce stereo sig-
nals and also simulate stereo
from a monaural source via a
phase-shift circuit. The stereo
output from a video disc play-
er or VCR can be connected
to the amplifier’s auxiliary in-
put to provide discrete stereo
from video sources. A denois-
er circuit is included to im-
prove the signal-to-noise ratio
of video sound.

The amplifier is rated at
50 watts (17 dBW) per chan-
nel and permits video dub-
bing, combining video and au-
dio feeds from scparate
sources. The unit also has a
picture-quality control, which
adjusts image sharpness dur-
ing dubbing and playback.
The $400 KVA-502 has three
audio and three video inputs,
provisions for two sets of
speakers, and microphone
mixing for making voice-over
soundtracks.

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

Philco RPC-2500 151
Acme-Light PML 152
Radio Shack 44-1172 153
Rhoades SW-5x4 154
Video Accessories ViD-202 155
Teac CS-34VU 156
Cable Works Porta Cam 157
Total Video Supply RF-200 158
Kenwood KVA-502 159
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No matter how well your video
cassette recorder has been
performing, it’s never lived up
to its full potential. 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 machine &
cando. You'llget &
better color
resolution,
sharper images
and clearer :
sound. B
To create High Gr
Maxell uses finer, sk ]

partices and a unique binding
prccess. The resulting zape

) not only produces a
better picture than ordi-

nary video tape, it’sa lot

more durable. This drastic-
ally reduces video recerder
head wear and lets you

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

recorder, try Maxell High
Gradz. You'll discover that the
machine you own is even better
than the one you baught.

maxeill
IT'SWORTHTIL

Maxeill CGorporation. 60 Onford Drive. Moonochie. 18.). 07074




Make more satisfying video

tapes by choosing one

with the most functional

array of controls.
by Dawn Gordon

(This is the second in a series of articles on
the important factors you should consider
when buying a video camera.)

VIDEO TAPE HOME MOVIES are no longer a
technological daydream. With today’s por-
table decks, you can record your own
events—as long as you have a camera. But
which camera? Which features should you
look for? Some are standard necessities—
much like the contrast control on your tele-
vision receiver. Others are highly sophisti-
cated options that increase the price of the
camera. Let’s face it, these units are expen-
sive. You don’t go out and buy one every
few months. Given the size of the invest-
ment, it’s important to know which video
camera features you’ll need and why before
you make your purchasing decision. In
December we explored such basic parts as
the lens and the viewfinder. This month
we’ll take a look at controls.

Light and Contrast Controls

As in its film-based counterpart, light
plays an important role in video photogra-
phy. The amount of light falling on the
camera’s imaging tube must be regulated
for good picture quality. That is the func-
tion of the iris diaphragm. When it is all the
way open, maximum light falls on the tube;
from there, it can be ‘‘stopped down’’ to
decrease the percentage of light reaching
the tube. The diaphragm opening, ex-
pressed as a function of the lens’s focal
length, is measured in f/stops. If you want
to open the iris to admit more light, you turn
the ring two stops from, say, f/11 to f/5.6
(the smaller the number, the wider the lens
opening). Since every time you open the
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iris one stop you double the amount of light
reaching the imaging tube, you have just
increased the light fourfold. (See December
1981, page 54.)

In some of the less expensive cameras,
where the iris aperture is set manually, a
meter (or LED display) indicates what set-
ting to use for the correct exposure. Many
moderately priced or expensive cameras
have an automatic iris, which measures the
amount of light entering the lens and adjusts
the f/stop accordingly. If you want to use
light in a creative manner, make sure the
camera you buy has a manual override
switch. This will enable you to select your
own f/stop for intentional over- and under-
exposure effects.

Although the automatic iris responds
correctly to most lighting situations, there
are some that it may not be able to handle.
In backlighting, for instance, the light com-
ing from behind the object can **fool’” it to
stop down too far, thus darkening and
obscuring detail in the subject itself. Here’s
another instance where you'd want the
manual override option. Some cameras
even have a backlighting compensation cir-
cuit. It may be automatic, or there may be a
manual switch that activates the circuitry; in
any case, it’s a feature you should take into
consideration.

Proper light is not the only require-
ment for a good picture; contrast also plays
an important role. Almost all video cameras
have an automatic gain control (AGC) that
adjusts the white level. When you stop
down the lens, for instance, the AGC com-
pensates for the reduced light by bringing
the white level back up. The AGC also con-
trols color saturation. If too much light
reaches the imaging tube, the color washes

BOB CURTIS

out; if too little reaches it, the color wili be
muddy. The AGC compensates for these
situations as well.

Color Controls

Color characteristics of different light
sources affect the color balance of your pic-
ture. Forexample, color temperature, or the
color quality of light, is defined by a series
of points along a continuum between blue
(or hot) light and red (or cool) light. The
color temperature of daylight averages over
5000° Kelvin; that of incandescent light is
3200° K. The video camera uses filters and
electronic circuitry to accommodate these
different light temperatures. It does this by
means of a three-position color balance
dial, adjustable for indoor, outdoor, and
fluorescent light. When you choose a par-
ticular setting, the camera either rotates a
different filter into place or changes the col-
or electronically. (Both systems work
equally well.) A color-correction switch
can also be used for creating your own color
effects, so it’s important to know the differ-
ent colors associated with these three light-
ing conditions: Indoor tungsten light has a
reddish tint, outdoor light is bluish, and
typical fluorescent light is greenish. You
may want to use a separate color video
monitor linked to your VCR to judge which
effect you want before you shoot.

Temperature is not the only consider-
ation in achieving accurate color. The bal-
ance between colors must be correct to
ensure natural hues, including flesh tones.
Almost all video cameras have a white-bal-
ance control, which, when activated,
adjusts the three primary colors (red, blue,
and green) for perfect balance. (This circuit
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is similar to the automatic color switch on
your television, which adjusts flesh tones.)
Hold a white card in front of the lens and
turn on the switch; everything else is done
automatically. Color balance is often unsta-
ble, so it is a good idea to use this control
every time you shoot. A video monitor
would also be helpful, particularly it you're
using the camera for the first time. (Use
your television screen if you don’t own a
monitor.) That way you'll be able to see
what is happening, both as you adjust the
camera and as you shoot. (See September
1981, page A9.)

If you want to adjust the color for a
special effect, you’ll need a color balance
control. Usually found on the relatively
expensive cameras, it facilitates fine tuning
of the color balance, much like the tint con-
trol on your television receiver. You oper-
ate it manually, using a white card and
viewing the results on a monitor.

The color balance control is available
in two varicties. One is a single knob con-
tinuously adjustable between red and blue:
It is often used in conjunction with the auto-
matic white balance for fine tuning. The
second type has two knobs, one for red and
one for blue. When used together, the two
knobs also inftuence the amount of green in
the picture. Rotating both red and blue
counterclockwise (to their reduced posi-
tions) decreases the green; rotating them
clockwise increases it. Comparing these
controls to those in audio. the continuously

Different approaches 1o control lavout and design are used by
various manufacturers. For example, Panasonic’'s PK-600
camera (opposite page) uses a color-temperature switch with
settings for three lighting conditions, and separate red and blue
color-balance controls can be adjusted with the aid of a white-
balance/illumination meter. RCA’s CC-011 (right) uses a nvo-
position color-temperature switch for indoor and outdoor light;
an automatic white-balance and a continuous color-balance
control together adjust color. Rather than employing separate
controls, JVC's GX-44U camera (above left) uses a single
three-position switch for auto-iris, backlighting, and manual
settings. Sanvo's VSC-450 design (above right) offers record,
Sforward/reverse search, plav, and stop functions directlv on the

camera.

FEBRUARY 1982

Manual controls
let you precisely
adjust the "feel”
ofa scene to
meet your needs.

adjustable color balance is similar to a sin-
gle tone control knob in a car radio, while
the separate red and blue controls are like
the bass and treble knobs on your receiver.
Though not a necessity, this is a nice feature
to have. It is more for the creative hobbyist
than for the family chronicler.

Other Features

For those who like versatility and the
ability to make a more ‘‘professional’’ pro-
gram, a fade control enables you to move to
and from a blank (gray) screen. The effect
can be achieved either optically (with the
iris diaphragm) or electronically (with a
gain control). Many cameras offer this fea-
ture, which can be very effective if not
over-used.

Many videophiles have been faced
with the unpleasant task of replacing their
cameras’ imaging tubes because of the infa-
mous tube bumn-in syndrome. This occurs
when a bright light burns a spot on the tube.
The *"hot spot’’ that results usually doesn’t

go away, sometimes showing up on the
screcen as a remnant of the image that
burned it. The more expensive cameras
nave auto closure, which automatically
closes the iris when the camera is turned off
or put in a standby mode; even if you acci-
dently point the camera at a bright light,
you won't burn the imaging tube. Some
models have a shutter switch that enables
you to close the iris manually.

Let’s say you are shooting your child’s
birthday party, and you’re called to the
phone. You don’t want to stop the tape
transport because there will be a momentary
glitch in the picture, so you hit the pause
switch, thereby halting the tape without
introducing interference. Most cameras
have PAUSE, which, being connected elec-
tronically to the VCR, enables you to stop
and start the tape directly from the camera.
One camera also has buttons for all the oth-
er transport functions (FAST FORWARD,
REWIND, RECORD, and so forth), so you can
play back another segment in the camera’s
electronic finder without having to go back
to the VCR. Admittedly, this feature puts a
premium on choosing a camera and a VCR
from the same manufacturer, since they are
designed to work together.

As you can see, there are a number of
controls that are important to your final
decision when you buy a camera. Equally
important is a camera’s audio capability,
which we’ll have a close look at in the next
article in this series. HF
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Listen to television
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IN 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 ampilfier 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 circultry 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
1====only 33995 7 550007 -1
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SUBSCRIBE NOW TO
SCHWANN RECORD
and TAPE GUIDES

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

[J 1yrUS. & Possessions $25.00

[] tyrCanada ..... -$35.00
[] 1 yr Foreign (surface
mail) ... ........$40.00

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

Payment Must Accompany Order!

Send to

ABC Schwann Record & Tape Guides
Dept. A 2021

P.O. Box 2131

Radnor, PA 19089
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Video
Q.&A.

by Edward ]. Foster

While using the high-speed cue and
® review picture search, is there any
increase in stress or wear to the tape
head or tape compared to normal play-
back?—Ravmond Schwartz, Chicago, 1.

A The difference in tape and head wear
¢ between normal and high-speed cue
and review operation should be fairly neg-
ligible. You're more likely to run into wear
problems in slow-motion and freeze-frame
operation, which can be pretty tough on the
tape, though not necessarily on the heads.
At slower speeds, the rapidly rotating head
remains in contact with the same portion of
the tape for a longer time, which may cause
flaking of the oxide coating. That’s the rea-
son most VCRs automatically go into STOP
or PLAY or RECORD if you leave them in
PAUSE for too long.

I've been the proud owner of a

Q ® Heathkit GR-2000 TV receiver for
several years. Connecting a new Sony
SL-5800 Betamax to the Heath has re-
sulted in what I can only describe as a
“‘tearing up’’ of the picture. The prob-
lem, by the way, is most severe when
playing tapes.

My original hookup was: outdoor
antenna to the Betamax, Betamax to a
splitter, and splitter to both Heath and

Toshiba TV sets. (I've had no problem
with the Toshiba.) I bought 5-, 10-, and
20-dB attenuators and tried each, both
with the hookup I've described and with
the signal routed from the Betamax to the
Heath directly. The original arrangement
was the best, but the picture still tore.

Have you any recommendations?
The thought of replacing a 25-inch re-
ceiver that works perfectly in all other re-
spects is not easy to live with.—Ray War-
kins, Port Chester, N.Y.

A Having used the Sony SL-5800 very
¢ successfully with the Heath GR-
2000, | was intrigued by your problem.
After checking with Heath, | learned that
some early sets have had difficulty working
with some VCRs. The solution to the prob-
lem is simple and consists of changing two
components on the AGC/sync circuit
board. Resistor R-506 should be 1.2 meg-
ohms (brown-red-green) rather than the
original 470 kilohms (yellow-violet-yel-
low), and capacitator C-507 should be 2.2
microfarads instead of the original 0.68.
Recent sets (including mine, which is sev-
eral years old) include the modification.

I suggest you check those two parts and
change them if necessary. If your set
already has the modification and you still
have a tearing picture, the RF bias or AGC
controls may be set incorrectly. The RF
bias contro! is found on the AGC/sync
board; the AGC control is up front on the
tuning board. Follow the procedure de-
scribed in the manual to readjust them. The
RF bias setting is quite important and must
be adjusted for the signal strength in your
area. Connecting the extra TV and the VCR
may have changed matters sufficiently to
require a readjustment.

TubeFood

edited by Susan Elliott

New video programming

Video Cassettes

CHILDREN’S PROGRAMMING

8 Family Home Entertainment: The Adven-
tures of Little Lulu and Tubby, Vols. 1 & 2 (also
available in French and Spanish), Space Angel,
Reddyv the Fox, Buster the Beur, Captain Fulure,
Spaceketeers Vols. | & 2, The Flower Angel, The
Adventures of Ultraman (all also available in
Spanish); Peter Cottontail's Adveniures, Sind-
bad the Sailor, Capiain Harlock, Panda and the
Magic Serpent, The Liulest Warrior.

8 Walt Disney Home Video: The Devil and
Max Devlin, Condorman, Shaggv Dog, Goofv
Over Sporis.

SPORTS

8 Video Corporation of America: Baseball’s
Hall of Fame.

Video Discs

CONTEMPORARY FILMS

B Columbia Pictures Home Entertainment
(Laser Disc): Chapter Two. The China Syn-

drome, California Suite, Midnight Express,
Kramer vs. Kramer, Stir Crazy, Close Encoun-
ters of the Third Kind, Blue Lagoon, Tess.

B Paramount Home Video (Laser Disc): The
Godfather, The Elephant Man, Starting Over,
Fridav the Thirteenth Parts 1 & 11, Coast to
Coast, The Hunter, Barbarella, American Gigo-
lo, Foul Play, The Jazz Singer, Chinatown,

B RCA (CED): Kramervs. Kramer, Stir Crazy.
COMEDY

B Pioneer Artists: (Laser Disc): Elephant Parts
(Michael Nesmith)

ARTS PROGRAMMING

B Pioneer Artists: Tales of Hoffman (Royal
Opera)

SPORTS

B RCA (CED): The Showdown—Sugar Ray
Leonard vs. Thomas Hearns (9/16/81)
POPULAR MUSIC

B Pioneer Artists (Laser Disc): Pau! Simon Live
in Concert, Joni Mitchell—Shadows and Ligh,
Kingston Trio—Mecetin’ Here.
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//_)//(" 5..‘under its beautiful satin-silver and black-matte

exterior lies a recorder of true Nakamichi heritage—a fu.l-feature

* monitoring “Discrete” 3-Head machine of superlative quality.

Behind its hinged panel are controls for three tape types, Dolby*
B- and C-type noise reduction, memory and unattended opera-
tion—even Bias Tune to elicit best performance from each tap=.

And what performance! Response from 20 to 20,000 Hz, 70-dB
dynamic range with Dolby-C NR, distortion under 1%, and inaudi-
ble flutter! Reproduction of such incredible clarity and detail that
it simply is unattainable with conventional technology:; it demands
the perfection of Nakamichi magnetic heads and our unique
Asymmetrical, Dual-Capstan, Diffused-Resonance transport—
microprocessor controlied to feature Auto Play,

Punch-In Recording, and remote operation.

Experience the beauty of form that reflects
the beauty of performance—

the LX-5—now at your

Nakamichi dealer.
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Simplicity of Form..Excellence of Performance
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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
vour sound and eustom-tailor vour
music with the mastery of a pro.
And no better way demonstrates
the benefits of an ADC Sound
Shaper than taping. Even without
astudioenvironment, you can
recreate your personal recordings
by changing the frequency response
curve of the source material —mak-
ing the sound more like the original
and more agreeable to your ears.
Our complete ADC Sound Shaper
1C 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 8S-1, features
LED:-lit slide controls and one-way
tape dubbing. If you desire even
more control, our twelve-band SS-11
and top-of-the-line 8S-111 include
two-way tape dubbing and sub-sonic
filters. Our SS-111 Paragraphic™
with 24 ancillary switches that
enable you to control 36 bands
per channel combines -
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the ease and control of a graphic
equalizer with the precision and
versatility of a parametric. Allata
price you can afford.

All of our equalizers feature LED-
lit slide controls allowing for visual

A BSR COMPANY

plotting of the equalization curve.
And all ADC Seund Shapers
embody the outstanding ADC tech-
nology that has made us the leaders
in the industry.

To really complete your custom-
tailored control ability, our ADC
Real Time Specorum Analyzerisa
must. Equippec with its own pink
noise generatorand calibrated .
microphone, the SA-1 providesa |
visual presentation of the changing
spectrum through 132 LED dis-
plays. So you can actually see
proof of the equalized sound you’ve
achieved.

With an ADC Sound Shaper and
an ADC Real Time Spectrum
Analyzer, you can attain a new level f
of control. And cltimately, isn't
that the musical 1igh you've always
wanted?

Frequency Equalizers
and Spectrum Analyzer
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Sound thinking has moved us even further ahead.

Write for a free 24-page booklet “Shaping Sound At Home: A Guide to Equalization” (a $2.50 value).
BSR (USA) Ltd., Blauvelt, N.Y. 10913, BSR (Canada) Ltd., Rexdale Ontario

®Sound Shaper is a registered trademark of Audio Dynamics Corporation. *IC indicates new Sound Shaper® series.




What Makes an
Opera 'Good”?

To judge the worth of the work,
we have to get past the banality

of the performance.

by Kenneth Furie

NOT SO LONG AGO, [ reviewed a coupling
of I Pagliacci and Cavalleria rusticana in
these pages {Angel SZCX 3895. Septem-
ber 1980] and felt obliged to explain why
I was making such a fuss over what was
after all merely a rather poor recording,
One of the reasons was:

“Given the performers’ standing.
many people are likely to assume that
the artistic ambitions of Leoncavallo and
Mascagni are in some manner on display
here. This assumption not only slanders
those gentlemen. but perpetuates a dan-
gerous misconception of performance as
a passive activity. in which performers
merely execute given material and in so
doing unleash its greatness—or ungreat-
ness—on a compliant audience.™

With other issues of more immedi-
ate 1mportance to attend to. 1 never
really explored this proposition. but in
the interim a number ot other recordings
have come along that in one way or an-
other bring me back to it. Among them.
coincidentally. are six Bavarian Radio
coproductions. which I'd like to use as il-
lustrations in looking more closely at
what we mean when we say that such-
and-such an opera is “good™ or “bad.”
To many of you. this question is so

<4 Circle 19 on Reader-Service Card

obvious that you’ll wonder how it can
even be asked. So let me pose it more
specifically. Offered in evidence is Ex-
hibit A. CBS’s premiere recording of
Korngold’s Vielanta. The question: Is it
any good?

You may object that the question is
too vague. By *it” do | mean the opera
itself or the recorded performance?
Well. yes

The usual critical method of han-

dling such a situation is to attempt to
draw distinctions. And drawing on a cer-
tain amount of listening experience. |
can make some observations about the
performance. Eva Marton. in the title
role. sounds terrible: scurrying franti-
cally to get out notes that usually aren’t
well focused. The orchestral playing. af-
ter a stormy. atmospheric overture.
sounds halfhearted. For that matter. the
singing is fairly listless too. and on the
whole unattractive.

But am 1| talking about the perfor-
mance or the piece itself? Here’s where |
use that listening experience. | can hear
abundant indications in the vocal writ-
ing. especially the sopiano’s. that it lies
badly. Apart from the hopping about.
much of the writing 1s placed in areas of
the voice where most singers will not be
able to control it easily. Although
Korngold doesn’t appear to be giving the
tenor as hard a time as he would a few
years later in Die 1o1e Stadt. the soprano
writing seems pretty crazy.

But. having said this. have we really
said anything about the opera? Applying
a bit of historical knowledge. we can sa;
that in the teenaged Korngold's time and
place (Vienna on the brink of World

)
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War I) such craziness was within the ca-
pability of certain singers. If we guess
that the precocious composer’s mind was
a sort of sponge. absorbing the sounds of
Mahler and Strauss and their less tal-
ented contemporaries. we may not be
surprised that he also absorbed the
sounds of the singers thev wrote for.

So maybe what we have here is a
secondhand mishmash. The libretto cer-
tainly qualifies: It’s carnival time in Ven-
ice, and this woman cooks up a scheme
to avenge her dead sister by seducing the
sister’s seducer so that her own husband
can kill him. onlv of course she really
loves the guy. and she winds up dymg in-
stead. on with the carnival. curtain. And
the score sounds pretty warmed-over
too. If the performers are a mite embar-
rassed. | don’t blame them. What can
you do with such stuff?

Not perform it. is what. In a better
world. the answer would be simple: [If
you don’t believe in a piece and have a
clear 1dea of the circumstances under
which some expressive content may be
released, don’t perform it.

The fact is that, however foolish and
boring Violanta may appear to me (on
the basis. remember. of this particular
exposure). in its time it excited a lot of
audiences. And while it may be that this
excitement was tied to a host of factors
inseparable from that time and place.
and thus beyond recapture. it remains
true that at one time the opera made
emotional contact with live audiences.

Which amply justifies making Vio-
lanta a candidate for revival. But under
what circumstances might it actually be
worth reviving?

What if you had a soprano who not
only could sing the title role but believed
in 11? Who found in the text and music
the basis for dramatic actions that reso-
nated in her soul-—-actions connected to
some aspect of Violanta's reality which
she believed she could make real and
urgent for her audience.

I may say that. on present evidence,
I believe hardly a word or note of Vio-
lanta. 1 may even doubt that any per-
formers could make me believe. What |
can't say is that the opera is. pure and
simple. unbelievable.

When it comes to works of art. we
have a habit of applying standards of be-
lievability that would put all newspapers
and the news divisions of the television
networks out of business. Just take a look
at your morning paper and ask yourself
how much of the front page is any more
probable than the fix Violanta gets her-
self into.

I'm not saying that all works of art
are equal. that there’s no valid way of
making distinctions among them. What |
am questioning, [ guess. is the usefuiness
of the distinctions we can make.
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I don’t think anyone would argue if
I were to assert that Strauss was a “bet-
ter” composer than Korngold. I think
that even admirers of Violanta will agree
that Elekitra is a “better” opera. Yet the
last time | saw Elekira. when the Met
squeezed it into the schedule 1o take ad-
vantage of Birgit Nilsson’s sudden avail-
ability. [ didn’t believe a word or note of
it either.

Just because Hofmannsthal and
Strauss have provided Elekira perform-
ers with much readier access to our belief
doesn’t mean that our belief comes auto-
matically. In Strauss’s music. the singer
will find Elektra’s humiliation and rage
located and sized in a way that Korn-
gold’s music doesn’t seem to do for Vio-
lanta. But Elektra still has to make us
believe and care. just as the morning
paper has to make us believe in and care
about the absurdities it is peddling.

Speaking of peddling absurdites.
when was the last time anyone thought

What can you do
with such stuff?
If youdon't
believeinit,
don't performiit.

of taking Flotow’s Martha seriously?
Most people who know the opera have a
safe and settled opinion: a modestly
tuneful piece of sentimental fluff. Out-
side Germany its best use has generally
been for lyric sopranos interested in
exercising their charms on “The Last
Rose of Summer.” On records. the title
role has produced some very pretty work
by Erna Berger (in a 1944 recording
available as Acanta 22 21997-6). Anne-
liese Rothenberger (first in a disc of ex-
cerpts. Angel §$ 36236. and then in a com-
plete recording, SCL 3753). and now
Lucia Popp.

They can all be enjoyed if we ask for
little more than a shot of sugar water.

Which of course is all the opera is good-

for. If there were something else to be
found. surely as sensitive an artist as Vic-
toria de los Angeles would have found it.
and yet in an interview last vear she
made a point of noting that Lady Harriet
was not one of the great benefactions
Rudolf Bing had bestowed on her.

Anyone who has seen the Met Mar-
tha. which seems mercifully to have
faded from sight in the Levine regime,
can understand why even De los Angeles
was buffaloed. It would be hard to imag-
ine a less wholesome wallow in folksy
cuteness.

This is the trap of performing one’s

opinion of a piece. Is it necessary o
prove that Martha is a masterpiece to
suggest that it contains links to our emo-
tional reality worth searching out? Is the
numbing boredom that drives Lady Har-
riet to her fateful prank really so remote
from our experience? Can we find no
connection to Lionel’s powerful affec-
tion for his foster family. in particular for
the foster mother who showered more
love on him than on her ownson? Are we
total strangers to the dizzying innocence
that makes Lionel unable to understand
how anyone could behave as cruelly as
Lady Harriet does? And wouldn’t any of
us love to have a big brother as strong
and protective as Plunkett, who takes his
foster brother’s pain even more person-
allv than Lionel himself does?

Whether or not Martha is a master-
piece. Flotow has provided an abun-
dance of opportunities for performers to
reach into our feelings of loneliness and
deprivation. as well as our belief in the
possibility of enriching relationships.
Unfortunately. this isn't going to happen
if the performers take the text as a self-
contained given. which needs only to be
“rendered” to release whatever qualities
it happens to contain.

If you want to hear what can hap-
pen when a performer finds how his mu-
sic can be made 1o express the urgencies
of a real human being. listen to Fritz
Wunderlich’s Lionel on the Angel ex-
cerpts disc. I'm not referring simply to
the beauty and seeming ease of his sing-
ing. impressive as these are. Throughout
these excerpts. though. Wunderlich finds
phrases that he can make the necessary
expression of Lionel’s reality. as for ex-
ample: in Act L. the sudden recollection
of his foster mother (“Segen, ja Segen:
ihrem Angedenken™): in Act Il. the inno-
cent ardor of the duet before “Leizre
Rose” (especiallv the phrase “singen
solist du. frohlich sein .. .”). the hurt in
“Sie lacht zu meinen Leiden.” and the be-
nevolence of the “Mitternacht™ quartet:
in Act 11, the stunned betrayal of “Mag
der Himmel euch vergeben.”

Eurodisc’s Siegfried Jerusalem
sings through this music tolerably well.
or at any rate as well as can be expected
with a voice this uncertain near the
break. around which so many of Lionel's
most personal utterances are wrapped.
Listen to Wunderlich’s final “Schiafe
wohl, und mag dich reu'n” in the “Mii-
ternachi” quartet: the easy reach from D
flat and F up to A flat (*mag”) followed
by a triplet curling back down and
around the break (“dich rei'n”). Neither
Jerusalem nor Nicolai Gedda (in the An-
gel set). nor for that matter such illustri-
ous heavier-weight predecessors as Peter
Anders (in the 1944 recording) or Caruso
(in his series of recordings of quartet ex-
cerpts from Act II), has this kind of vocal
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control. and so none can bring Lionel so
movingly to life.

Since works like Martha are re-
corded. when thev're recorded at all. pri-
marily for the home market. they almost
inevitably fall into certain performance
traps. such as the assumption that Plun-
kett must be treated as a buffoon. Karl
Ridderbusch’s presence in the Eurodisc
set would seem 1o promise something
better. but it doesn’t work out that way
first because his voice by the time of this
recording had lost its former richness
and sheen. and second because he ac-
cepts the standard buffo-shtick ap-
proach.

Ridderbusch falls into this same
trap as the bumbling mayor Van Bett in
Lortzing’s Zar und Zimmermann. While
I ' wouldn’t claim that Lortzing’s operas
are anvwhere near as exportable as Mur-
tha. I find myvself wondering whether
thev have to be as irritating as thev al-
wavs scem 10 be. Is cloving cuteness built
into the scores?

No. ot course it isn’t. So why do per-
formers insist on behaving as if they had
no alternative to the attitudes and poses
enumerated in the Comic Opera Cliché
Handbook? Ridderbusch doesn't need o
announce in every phrase that Van Beu
1s a monkey. If he were 1o take the big
aria absolutely seriously. for example.
and base his choices solely on why a man
of this standing in the community would
express himselt' this wav. it would be a
whole lot tunnier. and would also make
it possible for us 10 connect the man 10
pompous boors we have known.

CBS has solved one problem of Zar
wund Zimmermann by removing all the
spoken dialogue. thus sparing American
listeners all that talk and squeczing the
opera onto two discs. Eurodise’s new 4H-
duction from the Seraglio takes another
traditional approach to the dialogue
problem: scparate singing and speaking
casts. This 1s a solution that has never
worked terribly well. and a moment in
the performance suggests what might
happen it we treated the diatogue as an
opportunity rather than an obstacle

The dialogue that precedes “Solche
hergelaufne Laffen” concludes with the
speaking Osmin snarhing in high theatri-
cal dudgeon that he can’t stand Pedrillo.
Whereupon the orchestral strings sound
a pretty. neatly balanced F major chord.
and then Roland Bracht. the singing Os-
min. begins the aria prettily and neatly.

I'm not saving that t approve of the
staginess of the dialogue reading. But at
least something is happening there.
Meanwhile. the musical performers. so
accustomed to thinking of the spoken
portions of the text as an irrelevant nui-
sance. have bypassed vital information.
It is precisely this spoken expression of
contempt for Pedrillo which drives Os-
min into song. Find the actions of the
dialogue. and vou have the action that
includes the orchestral chord as well as
Osmin’s eruption into song. Ignore the
dialogue. and vou've got a concert per-
formance of the aria.

Most of us would probably agree
that Abduction is a work of considerably

Do Lortzing's
operas have to be
asirritating as
they seemto be?

greater stature than the other operas in
this group. The acknowledged greatness
of much of its music doesn’t. however.
make it any easier to perform; in fact, it
is notoriously difticult. Its difliculties are
usually discussed in such terms as the
stvlistic split between its serious and
comic elements. and I'd like to suggest
again that. real as this split may be. the
solution doesn’t lic in finding an intellec-
wal bridge between the disparate ele-
ments.

The solution lies in finding out what
the characters want. what's in their way.
and what they do to get what they want.
Somewhere in Constanze's objectives.
obstacles. and actions. the performer

must find the explanation of why she
sings those long. tortuous arias: from
that base. she has a fighting chance of
making them real both 1o herself and 10
an audience.

What we're talking about isn’t ne-
cessarily an elaborate intellectual pro-
cess. [U's quite possible, in fact, to indulge
in enormpusly involved intellectual in-
quiries that never wind up feeding the
performance. just as a performer with an
active imagination may find life in a role
by simply following his or her instincts.
provided those instincts are honest hu-
man responses rather than ingrained at-
utudes.

I suspect that Wunderlich's great-
ness owed more to healthy instinct than
to textual exegesis. and much the same is
probably true of a pair of performances
rather enjoved in our two remaining
recordings: Edda Moser's Merry Wid-
ow. and Julia Varady's Antonia in
the German-language Tules of Hoff-
mann. Otherwise. despite Heinz Wall-
berg’s unfailingly musicat and sympa-
thetic conducting. what we get in these
performances are mostly sets of attitud es
toward these works. perhaps best exem-
plified in the arch Danilo of Hermann
Prey and the vocal wreckage of Dietrich
Fischer-Dieskau’s assumption of Hofl-
mann’s nemeses.

Before concluding. we ought 1o till
ina few consumer notes. With alt my res-
ervauons. the Eurodisc Martha and Ab-
duction still scem 10 me worthy of pur-
chase consideration. the later boasting
quite an attractive Belmont in Francisco
Araiza. On balance. though. I would in-
cline to the Angel Martha (see above)
and to karl B6hm's A bdiction (DG 2709
051). Tne CBS Zar und Zimmermann
now has the catalog to itself but still
seems (o me unrecommendable. if only
because it sounds as if it was recorded on
a portable cassette machine that equal-
izes all dynamic levels. Finally. Angel's
carlier stereo Merrv Widow. starring
Elisabeth Schwarzkopt and Eberhard
Wiichter and conducted by Lovro von
Mataci¢, remains a fine choice. HF

The Recordings

All six recordings discussed here feature
the Bavarian Radio Chorus and Munich
Radio Orchestra. Violunia is conducted
by Marek Janowski, all the other works
by Heinz Wallberg. Only the CBS and
Angel booklets include English texts.

KORNGOLD: Vielanta.

Eva Marton. Siegfried Jerusalem. Walter
Berry. et al. CBS M2 35909 (1wo discs, manual

sequence) [price at dealer’s option).
FLOTOW: Martha.

Anncliese Rothenberger. Doris Softel.
Siegfried Jerusalem. Karl Ridderbusch. et al
EuroODISC 25 422, $29.94 (SQ-encoded: three
discs. manual sequence).

LORTZING: Zar und Zimmermann.

Lucia Popp. Werner Krenn. Adalbert
Kraus. Hermann Prey. Karl Ridderbusch. et
al. CBS M2 35904 (1wo discs. automatic se-
quence) [price at dealer’s option].
MOZART: Die Enifiihrung aus dem
Serail.

Edita Gruberovia, Gudrun Egel. Fran-

cisco Araiza. Norbert Orth. Roland Bracht.
EuroDpisc 300027. $29.94 (three discs, manual
sequence).
LEHAR: Die lustige Wittwe.

Edda Moser. Helen Donath. Siegfried
Jerusalem. Hermann Prey. et al. ANGEL SZBX
39()6_5l9.96(modiscs.aul()mulicsequencc).

OFFENBACH: Les Contes d’Hoff-
mann (in German).

Siegfried Jerusalem, Dietrich Fischer-
Dieskau. Jeanette Scovotti, Norma Sharp.
Julia Varady. llse Gramatzki. et al. EMI GEr-
MANY 1C 157 45351/3. $32.94 (SQ-encoded:
three discs).
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A Great Pergolesi
Mystery Solved

Six concertos find an author (at last),
while Pergolesi's most famous (genuine)
work continues its brilliant career.
Reviewed by Nicholas Kenyon

FOR ANYONE WHO LOVES musicological
mysteries, the Case of the Pseudo-Pergo-
lesi Concertinos has long been a winner.
We've known for many years that the six
popular and oft-performed concertinos
published in the infamously unreliable
Italian edition of Pergolesi’s Opera om-
nia in 1940 are not that composer’s work.
The attribution rested on very slender
evidence: One nineteenth-century copy,
now in Washington, gave Pergolesi’s
name: two further copies, derived from
that, supported it. The authenticity of the
claim in the Washington manuscript was
not enhanced when, in 1952, someone
unstuck the title page and found an
(equally unlikely) attribution to Handel
underneath. As a composer whose works
were very widely disseminated after his
death, Pergolesi (like Haydn) attracted a
host of misattributions and some down-
right forgeries; the only surprise in the
case of the concertinos was that a 1940
publication should have canonized the
mistake.

So who wrote them?

It was the English musicologist
Charles Cudworth, a specialist in up-
rooting “spuriosities,”* who first noticed
that these six works are identical (though
in a different order) to six “Concerti ar-
monici” published in The Hague by
Carlo Ricciotti in 1740. These works
were anonymous, and a pall of mystery
hung over them because Ricciotti
claimed in a dedication to one Count
Bentinck that they came “from an illus-
trious hand” who did not wish to be
named. Cudworth concluded—with
great perspicacity—that the works should
be attributed for the moment to *“that
most prolific of all composers, Signor

*It was Cudworth who unearthed the hi-
larious explanation of the Bach-Gounod Ave
Maria, given in a nineteenth-century period-
ical, that “‘this sublime melody, dictated by
Bach on his deathbed, was with his dying
breath entrusted to Gounod, who provided
the accompaniment.”
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Anonimo,” but added that he would not
be surprised to hear any day that they
had been discovered in a library to be
the work of “some otherwise unknown
nobleman.”

However, some scholars, misled by
Ricciotti’s claim that the works were his
(surely he meant that he owned the pub-
lication rights) and by John Walsh’s pi-
rate publication of them in London in
1755 under Ricciotti’s name, added the
latter name to the confusion. The Biren-
reiter practical edition of the 1950s,
widely used, ascribed them to “Ricciotti
(Pergolesi?)”—a ridiculous compromise.
Other scholars followed up Cudworth’s
lead; the Dutchman Albert Dunning
came closest to acceptance with his can-
didate Fortunato Chelleri, an Italian
who was connected with Count Bentinck
and had noble status. (This hypothesis is
followed in the New Grove, see the Chel-
leri and Ricciotti entries and the Per-
golesi work list.)

But Dunning has since been able to
ace his king. Chatting one day in Decem-
ber 1979 to some art historians about the
problems of reliable attribution. he told
the story of these concertos. The scholar
Walter van Leeuwen related that, while
cataloging the library of a Dutch castle at
Twickel, he had seen something that
might be relevant. He led Dunning to the
manuscript—and there were the six con-
certos, neatly copied. As a preface, an
autograph note explained the circum-
stances of their composition and publi-
cation; Dunning was able to show that it
was written by the composer, one Unico
Wilhelm, Count van Wassenaer.

Dunning has now amassed an im-
pressive number of facts about Wasse-
naer, his distinguished diplomatic career
and musical background, and has pub-
lished them with a facsimile of the
Twickel manuscript (and a motet that
may also be the count’s) in a handsome
book: Count Unico Wilhelm van Wasse-
naer (1692-1766). A Masier Unmasked,

or the Pergolesi-Ricciotti Puzzle Solved
(Frits Knuf, Buren; American agent,
Pendragon Press, 162 W. 13th St, New
York, N.Y. 10014, $47.50 paper, $65
cloth).

It is especially interesting to learn
that Wassenaer spent two years as a teen-
ager at the glittering musical court of
Disseldorf. with which Steffani, Corellj,
and Handel were connected, and that he
later undertook a grand tour of Europe.
The solid baroque foundations of his
concertos are overlaid with an extraor-
dinary richness and expressiveness. They
are scored in an unusually flexible for-
mat that uses four violin parts and
chooses varying solo groups from the or-
chestra. The idiom has puzzled com-
mentators: There are some passages that
Vivaldi, and some that Handel, might
have written, now and then interrupted
by an utterly individual bar or two. The
works are the somewhat eccentric prod-
ucts of a most talented amateur; their
slight lack of proportion and of aesthetic
unity is easily understandable. Wasse-
naer says in his note that he composed
them between 1725 and 1740 for con-
certs at The Hague (organized by Ben-
tinck, hence the dedication), and that
Ricciotti (who played first violin at the
concerts) talked him into publishing
them. He also says he never had time to
revise them, and he added some dep-
recating notes in the score in French:
“This section is too long”; “some first
violin passages are difficult for the
hand”; I prefer this concerto to all the
others.” What a nice man!

Three new recordings have now ap-
peared that credit the works to Wasse-
naer—by the Wiirttemberg Chamber Or-
chestra on Vox, by Camerata Bern on
Archiv, and by I Musici on Philips. Per-
golesi is still firmly and regrettably in the
picture, however. Vox and Philips
present the works in boxed sets alongside
both genuine and spurious Pergolesi
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Unico Wilhelm, Count van Wassenaer, in an oil porirait by Jan Palthe

pieces, thus keeping his name promi-
nent. Vox misspells the count’s name
and still calls the pieces “concertini.”
Philips is clear on the back of its box, but
the front seems to imply that Pergolesi
and Wassenaer jointly composed works
attributed to Ricciotti. Archiv puts “Per-
golesi Ricciotti” on the spine and in bold
type on the front, and adds only, “ac-
cording to the latest research, by ...
Wassenaer.” The obvious billing should
surely be Concerti armonici—let’s keep
Ricciotti’s title—*by Count Unico Wil-
helm van Wassenaer (formerly attrib.
G.B. Pergolesi).”

The liner notes are more satisfac-
tory: Philips has a good account by Dun-
ning himself, and Archiv a fair summary
of the discovery; only Vox has been
taken by surprise, for Joseph Braun-
stein’s exhaustive survey peters out with
his tantalizing discovery of an advertise-
ment for Dunning’s new book, and per-
plexed ignorance as to its contents!
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The basic question, however, is
whether these performances reflect the
authentic tradition of the Twickel manu-
script and the Ricciotti print, or the in-
authentic tradition of the Washington
manuscript and the Opera omnia publi-
cation. The answer is, unfortunately, that
they follow the latter: These are just tra-
ditional performances with a new name
stuck on. All three sets present the works
in the same aural order, but each is num-
bered differently; only the First Con-
certo is numbered the same in all three
recordings!*

*The order of the recordings is that of the Ope-
ra omnia. but this has been confused by the
Birenreiter edition, which idiotically switched
Nos. 5, in E flat, and 6, in B flat. In numbering
the pieces, Archiv follows Birenreiter, not
realizing the conflict with Opera omnia; hence,
its cross-index to the Twickel numbering is
wrong. Vox follows Opera omnia, so the last
two works are No. 6 followed by No. 5 (though
No. 5 is given on the box as in B flat, recte,

More significantly, it appears that
no account is made in these recordings of
textual variants in the Twickel manu-
script. (The Vox performances actually
predate the Twickel discovery, and so
may the Philips.) Two examples must
suffice: In the first solo passage of the
third movement in Twickel No. 4 (Opera
omnia No. 2), in G major, the violin solo
has trills on five successive ascending
notes—a delightful effect. But all three
ensembles take just the one trill given in
Opera omnia and Birenreiter, or else
omit it. In the first movement of No. 5
(Oo 4). in F minor, I Musici’s violas play
heavy staccato notes, following Opera
omnia, the Twickel manuscript gives
slurs, obviously preferable. Several
choices of ornaments and articulations
suggest that the Twickel manuscript has
not been consulted.

The musical characteristics of the
three accounts may be rapidly sum-
marized: Wiirttemberg (Vox) is heavy,
warm, and romantic; Camerata Bern
(Archiv) is light, deft, and clean; I Musici
(Philips) is lugubrious, pounding, and
insistent.

Let’s dispose of I Musici first. The
players seem to be allotted one to a part,
which negates the solo/tutti markings in
the score. They sound scrawny on top,
with edgy vibrato. They capture a certain
solidly brilliant effect in the fast move-
mentis, but the slow movements are ter-
ribly sluggish; the openings of Nos. 4
(0o 2) and 5 (Oo 4) are unbearable.

The Camerata Bern, playing two to
a part plus a single bass, are unfailingly
elegant. Articulation is light, all the
movements flow well, and tempos are
brisk. By comparison, the Wiirttemberg
group is very noisy and ponderous, with
a clanking harpsichord and poor record-
ing quality. Yet ultimately this group
draws out more from the music than
does the Camerata Bern’s rather bland
approach. In the great F minor Concerto
(No. 5, Oo 4) that Wassenaer labeled his
favorite, the Wiirttembergers plod in the
first movement and are too stolid in the
first Allegro; yet they find more depth in
the slow movement than does the Cam-
erata Bern, which sounds merely ethe-
real. Then the extraordinary final Tem-
po giusto—with its almost Beethovenian
chords and a screeching top F at the cli-
max—is pounded most effectively by
Wiirttemberg; Bern races through it.

The choice really depends on your
view of the originality of this music. If
you hear in these concertos baroque con-
vention, Bern reflects this admirably; it
presents the texts cleanly, without frills.
But if you hear a fantasy and a fire that

E fla). Philips renumbers them as in Twickel/
Ricciotti, producing the sequence 1, 4, 3, 5, 2,
6. I now leave this indescribable confusion for
the scholars to sort out quickly, before concert
programmers go mad.

53



are distinctively of a later generation—in
those rich inner parts, solo cello melo-
dies and yearning viola themes that
thread their way through the counter-
point—you may well prefer Wiirttem-
berg.

There is still room for a recording
that reflects faithfully the Twickel manu-
script, collated with the Ricciotti print.
Perhaps a new version could let us hear
these splendid textures on original in-
struments; a baroque orchestra from
Holland should surely make a disc that
celebrates the nation’s newly discovered
master composer.

Poor Pergolesi. All our attention goes to
works he did not compose; he seems to
have written less and less in his short life.
(He died at 26, reportedly of tuberculosis
of the spine.) But that’s true only in the
field of instrumental music, because we
keep hearing how much of Pulcinelia is
not his. His vocal music, both sacred and
secular, still commands attention. Schol-
ars are now beginning to establish firm
criteria for recognizing his autograph
hand (an important study by Barry
Brook and Marvin Paymer will appear
soon in Notes), and the City University
of New York’s Graduate Center is cur-
rently engaged in the preparation of a
New Pergolesi Edition under Brook’s di-
rection, which will supersede the appall-
ing Opera omnia.

Pergolesi’s Stabat mater has always
been his most famous genuine work; we
have a well-attested manuscript source
that provided Brook and Paymer with
some identifiable Pergolesi handwriting
quirks. But its fame in the eighteenth
century was even greater. It was, says
Helmut Hucke in New Grove, the most
often-published single piece of music by
any composer. Read that again! Follow-
ing its appearance in 1735, any number
of composers adapted it. J.S. Bach—

again disproving our notion of his disin-
terest in up-to-date music—turned it into
aGerman psalm. Hiller fitted it to a Ger-
man poem by Klopstock. It was pub-
lished in England to an ode by Alexan-
der Pope. with the movements hope-
lessly switched around to fit the mood of
the words. Later it appeared in inflated
orchestrations, with parts for full chorus.

Pergolesi
attracted many
misattributions
and downright
forgeries.

What was its attraction? Serenity
and an acceptable, but not dour, reli-
giousness, mixed with a touch of dec-
adent display: The intertwining solo
voices of two castratos, with their sus-
tained dissonances and florid melismas,
must have sent shivers up eighteenth-
century spines. We can't, alas, recapture
that mode of authentic performance.

Of these three new recordings, only
one reflects a tradition that is clearly cor-
rupt: Conductor George Guest, on Argo,
uses a chorus of boys in some move-
ments. You have only to hear the mea-
sured choral trills (for example, on the
first “lacrymosa”) and pert staccatos to
realize that it doesn’t work; soloists are
essential throughout. Both the Argo and
Candide recordings have stern, strong
soloists, in the oratorio tradition. Alfreda
Hodgson is the warm but unfocused alto
on both discs; the choice of sopranos is
between Felicity Palmer, well-tuned,
precise, with a hard edge that ill suits the
music, on Argo, and Margaret Marshall,
very pure and proper, on Candide.

Argo’s orchestral sound is buried in
an acoustical mush; Candide’s is far
stronger, with a good bass balance to
compensate for the absence of bass in
the vocal parts. But Candide’s recording
is bad, and the surfaces on my copy are
dreadfully noisy; there are also a couple
of suspect edits: Hodgson loses a “” in
No. 9, bar 27, and the final duet cuts into
a different tempo at bar 70.

The orchestral playing on the Musi-
cal Heritage recording (from Erato) is
thin and sometimes scrappy; but this
disc has the inestimable benefit of Ileana
Cotrubas and Lucia Valentini-Terrani as
soloists. Cotrubas (who doesn’t even get
a biography on the sleeve) floats through
the music, swooping around the notes
with an effect of delicious sensuality that,
if not as direct as the effect of a castrato,
captures the sultry warmth of the music.
Valentini-Terrani, much fruitier, com-
plements her admirably, and the duets
are noble yet supple. Claudio Scimone
conducts flexibly.

A final note about fillers. Archiv crams
its six concertos onto one disc—a strong
plus for this version. Philips adds a violin
concerto (perhaps by Pergolesi) and a
Concerto a cinque (definitely not). Vox
gives both of these, plus two “anon-
ymous” flute concertos that really aren’t
worth having.

Candide’s Stabat mater comes un-
adorned. Argo offers a concerto from the
Wassenaer set, No. 4 (00 2), in G. Musi-
cal Heritage includes a solo soprano
Salve regina, which—like the Stabat ma-
ter—was composed at the end of Pergo-
lesi's short life; Cotrubas sings it rav-
ishingly.

My thanks to Professor Barry Brook for
information on the New Pergolesi Edition
and for an advance copy of his article in
Notes.—N.K.

WASSENAER (attrib. Pergolesi):

Ser Concerti armonici.

Camerata Bern, Thomas Furi, dir. [Gerd
Ploebsch and Andreas Holschneider, prod.]
ARCHIV 2533 456. $10.98. Tape: 3310 456,
$10.98 (cassette).

Concertos: No. 1. in G: No. 2, in B flat;
No. 3. in A; No. 4, in G; No. 5. in F minor;
No. 6. in E flat.

WASSENAER: Sei Concerti armo-
nici. PERGOLESI: Instrumental
Works and Attributions.

Georg Egger, violin*; Michael Flaks-
man, cello*: Robert Dohn, flute3; Wiirttem-
berg Chamber Orchestra, Jorg Faerber, cond.
[Heinz Jansen, prod.] Vox SYBX 5154, $13.98
(three discs. manual sequence).

PERGOLESI: Concerto for Violin and
Strings. in B flat*; Sinfonia for Cello and

Strings. in F*. PERGOLESI (attrib.}: Con-
certos for Flute and Strings: in G; in D.* Con-
certo a cinque. in F.

WASSENAER: Sei Concerti armo-
nici. PERGOLESI: Concerto for
Violin and Strings, in B flat. PER-
GOLESI (attrib.): Concerto a cin-
que, in F.

I Musici. Pina Carmirelli, dir. PHILIPS
6768 163, $21.96 (two discs, manual se-
quence). Tape: 7699 146, $21.96 (two cas-
settes).

WASSENAER: Concerto armonico
No. 4, in G. PERGOLESI: Stabat
mater.*

Felicity Palmer. soprano*: Alfreda
Hodgson, alto*; boys of St. John's College

Choir, Cambridge.* Argo Chamber Orches-
tra, George Guest. cond. (Chris Hazell. prod.}
ARGO ZRG 913, $10.98.

PERGOLESI: Stabat Mater*; Salve
regina in C minor.

lleana Cotrubas. soprano: Lucia Valen-
tini-Terrani, alto*; I Solisti Veneti, Claudio
Scimone, cond. MusicaL HERITAGE SOCIETY
MHS 4373, $7.75 (34.95 t0 members) (add
$1.60 for shipping: Musical Heritage Society.
14 Park Rd., Tinton Falls, N.J. 07724).

PERGOLESI: Stabat Mater.

Margaret Marshall, soprano; Alfreda
Hodgson. alto; Mainz Chamber Orchestra,
Ginther Kehr. cond. (Heinz Jansen. prod.]
Canoipe CE 31118, $598. Tape: CT 2274,
$5.98 (cassette).
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Music from
Czech Chambers

Dvorak from various current sources,
Suk and Smetana from the
legendary Bohemian Quartet
Reviewed by Harris Goldsmith

DVORAK WAS A LATE BLOOMER. His ear-
liest compositions show enormous talent
but also certain gaucheries and the de-
cided influences of Beethoven, Schubert,
and Wagner. These youthful efforts did
help him make his mark locally: yet
when Brahms “discovered™ him in 1874,
Dvorak was still playing violin in the
Prague Provisional Theater orchestra.
The conductor there—a pretty fair com-
poser in his own right—was also helpful
in putting our young man on the map;
his name: Bedfich Smetana.

Once established as an international
celebrity. Dvofik abandoned his youth-
ful influences and became far more na-
tionalistic in his music, using the idiom,
if not the actual material, of his rich Bo-
hemian heritage. He also had a bit of a
hassle with his publisher, Fritz August
Simrock. when that gentleman. with typ-
ical Germanic arrogance. insisted on giv-
ing Dvorak “respectability” by Teuton-
izing “Antonin” into “Anton” and pub-
lishing his music with German titles. A
compromise of sorts was finally reached:
Simrock agreed to identify his client as
“Ant”! And at least some of the works
were published with the composer’s Bo-
hemian titles.

Dvotik’s identification with cham-
ber music began early and lasted until
late in his career. Only in his last few ac-
tive years did he stop writing sym-
phonies and quartets; having forsaken
his early Wagnerian influences in favor
of the “pure music” ideals of his bene-
factor (and by now. good friend).
Brahms, he suddenly reversed course
again. Inexplicably. he began a series of
tone poems constructed in the tradition
of Liszt and Wagner—the so-called Newe
Musik of the anti-Brahms faction.

The works contained in this gener-
ous harvest of new recordings range in
time from the period of the first boost
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from Brahms to the last string quartet.
written twenty years later. The double-
bass quintet, composed in 1875, is one of
the earliest; the misleading designation
“Op. 777 (it should really be Op. 18) is
but one more example of Simrock’s du-
plicity—a misguided attempt to con the
public into thinking the work a more re-
cent (and thus, representative) effort of
the newly popular composer. But Sim-
rock’s original edition damaged the mu-
sic in a more significant way: It omitted
the Intermezzo (Nocturno) second
movement. Fortunately. the Sequoia/
Levine edition restores it (as did the Bos-
ton Symphony Chamber Players in their
deleted DG recording).

In view of a superheated, machine-
driven interpretation of Mozart’s Dis-
sonant 1 heard the California-based
Sequoia Quartet give some years ago. its
recent Tully Hall concert came as a
pleasant surprise; the new Nonesuch
recording  confirms  the  group’s
enormous spiritual growth, its increased
comprehension of phrase structure. its
acquisition of a truly loving, nuanced
style. In fact, some may initially find this
reading of the basically jolly, rugged
quintet a shade r00 loving.

Discussing a recording of Schubert’s
Trour Quintet in HF more than twenty
years ago, David Johnson praised
double-bass player Stuart Sankey for
fulfitling “the great requisite for that
thankless post. discretion.” Julius Levine
obviously views his role in a more activ-
ist light. shaping his forwardly balanced
line with all sorts of elaborate melodic
rises and swells. With such a strong-
willed. soloistic personality involved. the
Sequoians. whether by choice or coinci-
dence. are furnished with a strong coun-
terbalance. The result is a superb per-
formance—if not one for all tastes. In
truth, there are times when 1 would pre-

REPRINTED COURTESY PARNASSUS RECORDS

Bohemian Quartet (from left): violinists
Karel Hoffmann and Josef Suk. violist
Jiri Herold, cellist Ladislav Zelenka

fer a more elemental, thicker-skinned
kind of interpretation. with less subdivi-
sion of phrases and a more sustained for-
ward drive. The two walizes receive
similar treatment. Nonesuch provides
tender, intimate recorded sound, but the
surfaces on my review copy are a bit
crackly.

Remembering only too well the
disastrously stiff Firkusny/Juilliard
recording of the piano quintet (CBS M
34515)—reproduced with acid. tacky
sound—I am happy to report that the
players more than make amends in the
lwo piano quartets. With the Juilliard’s
first violinist, Robert Mann, doing the
honors in the 1875 Op. 23 and second
violinist, Earl Carlyss. playing in the
more familiar (but still insufficiently
well-known) 1889 Op. 87. the perfor-
mances are big. bluff. and hearty—per-
haps not as refined as the Beaux Arts/
Trampler edition (Philips 6500 452), yet
with a freewheeling openness that ap-
pealingly captures Dvofik’s homespun
qualities. CBS. spreading the music over
two discs (at reduced cost), provides an
exposition repeat in Op. 23 and a higher
recording level than Philips (which gets
both works on a single record). The
Guarneri/Rubinstein account of Op. 87
(RCA LSC 3340--also two sides, not cut-
rate) still has a unique appeal. yet no
music lover will go seriously wrong with
any of these offerings.

Dvofik’s piano trios comprise two
popular ones. the large-scaled Op. 65, in
F minor, and the Dumky. Op. 90. and
two practically unplayed early works,
Opp. 21 and 26. The Beaux Arts re-
corded the cycle some years ago (Philips
6703 015), and now Supraphon has re-
leased an alternative edition by the Suk
Trio, named after composer Josef Suk
(Dvotik’s son-in-law) and populated by
that composer’s violinist namesake (his
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grandson and, thus. Dvotik’s great-
grandson), cellist Josef Chuchro, and pi-
anist Jan Panenka. These recordings.
coproduced by Japanese Nippon, have
also been issued digitally on single discs
by Denon.

One noteworthy feature of native
Czech performances is the frequent un-
derplaying of “ethnic” features in the in-
terest of a steady sobriety. And so it is
here. The Suk Trio tends to be a little
squarer rhythmically than the Beaux
Arts. a bit more sparing of nuance. The
differences in recorded sound tend to ac-
centuate this dichotomy: Philips’ sound
is a little drier, more intimate. Su-
praphon’s more spread out in a big hall
(but with fur more ample impact and
warmth than in the trio’s Brahms cycle).
While both recordings offer elegant, sen-
sitive musicianship and virtuoso en-
semble expertise. | slightly prefer the
Czechs; they capture many of the mu-
sic’s big moments more convincingly.

Here is an appropriate place to register a
dissent as to the relative merits of the big
F minor Trio and the sometimes ma-
ligned Dumky. Though Op. 65 is un-
doubtedly impressive. it gets a bit long-
winded in places and reflects more the
Brahmsian influence than the quintes-
sential Dvofak. The Dumky. on the other
hand, teems with piercing originality: its
six-movement format and constant
mood changes ultimately provide a more
positive and meaningful contribution to
the chamber music literature.

The Nonesuch Op. 65 by the Ra-
phael Trio was produced and originally
issued by Sonar Records; it will now un-

Quintessential
Dvorak, the
Dumky teems
with originality.

doubtedly gain wider distribution. This
trio of young Americans (Charles Cas-
tleman. violin: Susan Salm, cello. Dan-
iel Epstein. piano) adopts a more asser-
tive, less subtle approach than does
either the Suk or the Beaux Arts, and its
forthright efforts are seconded with
closer, “hotter,” more impact{ul sound.
I’'s a very good. serviccable reading;
still. 1 prefer the Beaux Arts and Ois-
trakh/Oborin/Knushevitzky (Monitor §
2070) for their greater wistfulness and
the Suk for its burnished, well-regulated
sobriety.

Marlboro Recording Society, an
offshoot of the Vermont festival run by
Rudolf Serkin, offers a Dwmky taped at a
concert some summers ago. It fares
much the same as the Raphael perfor-
mance in relation to those of the Suk and
Beaux Arts. Violinist Daniel Phillips.
cellist Jerry Grossman, and pianist
Bruno Canino may be even better instru-
mentalists than their Raphacl counter-
parts, but their alert, sensitive playing.
too. appears clipped and unsubtle along-
side the more temperate readings by the
permanent cnsembles. The Boccherini
quintet that fills out the Marlboro disc is
plaved attractively and with high relish.
The sound is excellent despite the
recording’s live origins: audience noise is

DVORAK: Quintet for Strings, in G,
Op. 77; Two Waltzes, Op. 54.

Sequoia Slring Quartet; Julius Levine,
double bass. [Mel Powell and Keith Holzman.
prod.] Nonrsuch D 79012, $11.98 (digital
recording). Tape: D179012.$11.98 (cassette).
DVORAK: Quartets for Piano and
Strings: in D, Op. 23; in E flat, Op.
87.

Rudolf Firkusny. piano; Juilliard Quar-
tet. [Steven Epstein, prod.] CBS MaSTER-
WORKS MG 35913 (iwo discs, manual se-
quence) [price at dealer’s option].
DVORAK: Trios for Piano and
Strings (4).

Suk Trio. [Eduard Herzog. prod.] Su-
PRAPHON 1411 2621/3. $29.94 (SQ-encoded;
three discs. manual sequence).

Trios: in B flat. Op. 21; in G minor, Op.
26: in F minor, Op. 65; in E minor, Op. 90
(Dumky).

DVORAK: Trio for Piano and
Strings, in F minor, Op. 65.

Raphael Trio. NonNesucu H 71397,
$5.98. Tape: N5 71397, $5.98 (casscue).
DVORAK: Trio for Piano and
Strings, in E minor, Op. 90 (Dumky).

BOCCHERINI: Quintet for Guitar
and Strings, in D, G. 449.

Various performers. [Mischa Schncider

prod.] MARLBORO RECORDING SOCIETY MRS
13. $7.50 (add $1.50 for shipping: Marlboro
Recording Society. 5114 Wissioming Rd.
Washington. D.C. 20016).
DVORAK: Quartet for Strings, in F,
Op. 96 (American). MENDELS-
SOHN: Quartet for Strings, No. 1, in
E flat, Op. 12.

Orlando Quartet. Puiries 9500 995,
$10.98. Tape: 7300 995. $10.98 (cassctte)
DVORAK: Quartet for Strings. in G,
Op. 106.

Guarneri Quartet. [John Pfeifter. prod.|
RCA Rip Seal ARL 1-4051. $9.98. Tape:
ARK [-4051, $9.98 (cassettc).
SMETANA: Quartet for Strings,
No. 1, in E minor (From My Life).
SUK: Quartet for Strings, No. 1,in B
flat. Op. 11.

Bohemian String Quartet. [Leslie Ger-
ber. reissue prod.] ParNassus 1001. $10
(mono: from Polydor originals. 1928) (add
$1.50 for shipping: Parnassus Records. P.O.
Box 493. Woodstock. N.Y. 12498).
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practically nonexistent save for ap-
plause.

An extremely promising new en-
semble debuts in the popular F major
American Quartet. Op. 96. As heard on
this sumptuously recorded Philips disc,
the Orlando Quartet reminds me of the
Amadeus Quartet as it first appeared on
mono EMI discs in the early 1950s: the
same lively. supple rhythms; a similar
musical cultivation and proportion; and
from first violinist Istvin Parkanyi. a
slightly spread vibrato that recalls the
young Norbert Brainin. Mendelssohn’s
E flat Quartet, Op. 12—the popular one,
with the famous Canzonetta move-
ment—gets an equally elegant, jewel-like
presentation on this superbly processed
disc. Strongly recommended; we should
be hearing much more from the Or-
lando.

Dvoriak’s G major Quartet, Op. 106,
completed in a final surge of chamber
music inspiration just after his return to
his native soil. is far more ambitious than
the American. (The companion A flat
Quartet. Op. 105, begun just before he
departed from America and completed
immediately following the G major’s
one-gulp gestation, is shorter and more
accessible.) Here one begins to see why
the composer stopped writing quartets;
for all its excellence. the G major often
falls victim to its own complexity. The
serpentine chromaticism, the rhythmic
claboration, and the sheer stamina re-
quired to play this music with accuracy
and authority put it out of reach of most
listeners and interpreters. The detail for
detail’s sake tends to cancel itselt out,
and in the last movement, Dvofak ap-
pears almost 1o run out of steam. (He
ends the work by returning to material
from the first movement.)

The Guarneri Quartet stresses (1 use
the word advisedly) the atypical har-
monic elements—Dvofak 4 la Richard
Strauss—and often achieves its power by
shunting certain stubtler dynamic mark-
ings 10 the rear (albeit not very far back
in this overamplified recording); yet this
version poses an impressive alternative
to my favorite account, by the Berg
Quartet (Telefunken 6.41933).

The once legendary Bohemian Quartet,
which gave the premiere of Dvofdk’s Op.
106, is resurrected for modern audiences
in an absorbing reissue from Parnassus
Records. lts performances of Smetana’s
From My Life and Suk’s Quartet No. 1
were recorded by Polydor in 1928, after
two of the group’s original members had
departed: even so. this is a musicat docu-
ment of the first order—particutarly for
the presence of Josef Suk (this time. the
grandfather/son-in-law) as the en-
semble’s second violinist. (He was one of
the founding members.)

(Continued on page 81)
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200I: A Space Oddity

by John Culshaw

This is the second of three edited selections
from John Culshaw's autobiography. Put-
ting the Record Straight. scheduled for
publication this month by Viking Press.
Culshaw, a columnist for HF from 1976
until his death in 1980. was a producer for
Decca/ London at the times described. The
Zarathustra cast of characters includes
Maurice Rosengarien, Decca/l ondon’s
prime mover on the Continent. and I.eon
Felder. Rosengarten’s brother-in-law and
assistunt. Again. we close with Culshaw
nwiiing the critics

The sessions for Strauss’s Also sprach
Zarathustra. with Herbert von Karajan
leading the Vienna Philharmonic, were
1o beginon March 9. 1959. We hitan im-
mediate snag. for there is noorgan in the
Sofiensaal. The instrument does not have
much to do in the piece. but a minute or
two after the opening it joins the orches-
tra at full power in what should be a
shattering C major chord, which the or-
gan has to sustain after the orchestra has
stopped. There is no way of faking the
organ. and even the finest of the elec-
tronic instruments at that time could not
begin 1o produce the right sound.

Karajan. interestingly. did not seem
to care. He knew that somehow an organ
would have to be added at some later
time and simply left it at that; yet as a
rule he enjoyed things on the periphery
of music. Toward the end of Zarathustra.
Strauss calls for the sound of a large bell
and obviously was thinking of something
deeper and more resonant than an ordi-
nary tubular bell. We rigged up an
enormous church bell on the stage of the
Sofiensaal, and it was greatly to Kara-
jan's liking. “When are you going 10
bring in the rest ot St. Stefan’s?”. he
asked on the tirst morning it appeared,
and he spent most of that session playing
with it: but he still ignored the question
of the organ, which was far more impor-
tant.

We could not tind a suitable organ
in Vienna. They were all too flat to blend

with Philharmonic pitch. and most of

them were in buildings subject to exter-
nal noises of one kind or another. Even-
tually we found a suitable organin a mil-
tary chapel at Wiener Neustadt, some
distance away from the city. but the dis-
covery did not solve our problems at a
stroke. Permission had to be obtained
from the military authorities. which
Adolf Krypl. the ever resourceful elec-
trician and overseer of the Sofiensaal.

achieved after long negotiations. and
even then the organ was too flat for our
purposes.

We found an organ tuner. who.
given suflicient money. was prepared to
shorten the organ pipes to our require-
ments, but on condition that the military
authorities should never find out. In one
sense that was easy. because the acad-
emy did not have a regular organist (who
would have noticed at once) and the
chapel was used only briefly on Sundays
and for funerals and the like: but the
problem was to find an organist discreet
enough not to talk about what we had
done-—and in Vienna that was, of course,
an impossibility.

In the end, the part was played by
my assistant on Zarathustra. Ray Min-
shutl. who had studied the organ during
his university days. but none of us really
reckoned with the difticulties of over-
laying the organ part without the facil-
ities of a multitrack tape machine. To do
the job at all meant working in the early
hours of the morning when there would
be neither traflic nor bird noise: and the
chapel was. of course. unheated. At a
guess | would say that the music requir-
ing an organ runs for less than two min-
utes. but the job ok us nearly six hours,
during which time the organ was slowly
but steadily drifting out of 1une again.
We vowed never again to undertake a
work involving an organin Vienna, or if
we were forced 1o do so. to find a differ-
ent solution to the problem.

I snatched an hour’s sleep back at
the hotel. and then Maurice Rosengarten
was on the telephone. [ tried to explain
why I was at less than my brightest, but it
was hopeless to discuss such matters with
him. “1 told you.™ he said, “that you'd be
disappointed in Karajan.” which was. as
things stood. neither true nor helpful. |
just telt convinced that Zarathustra
would never justify the time and money
that had been spent on it; but I reckoned
without something that nobody could
have dreamed of at the time. which was
that some seven vears later Stanley
Kubrick was to choose the opening of
Zarathustry as the recurring element in
his film 2001 A Space Odyssey, and that
of all the versions available to him the
one he selected was Karajan’s.

The ultimate irony was that Decca’s
condition for releasing the tupe to
Kubrick was that no credit should be
given to either Decca or Karajan on the
film itselt. which meant that other com-

panies were able to reap the benefit by
rushing out recordings of Zarathustra as
soon as the film became a success. Kara-
jan was understandably furious and
threatened to sue both Decca and
MGM, but Rosengarten managed 1o
soothe him by one means or another.
The odd thing was that nobody seemed
to care about the loss of sales. Other
companies—notably Deutsche Grammo-
phon—were delighted to receive screen
credits for the rest of the music in 200/,
but the Zarathustra extract (including,
incidentally. our organ chord) with
which the film started and concluded,
and which was played over Kubrick’s
famous “jump-cut” from the ape who
has discovered the meaning of a weapon
1o a spaceship cruising in the void. re-
mained anonymous.

Decca’s timid copyright man re-
garded this as a triumph of discretion:
Rosengarten didn’t know what anyone
was talking about. because he would not
see the movie and was terrified by the
thought of legal action. Had we but
knowr. it was an example of Decca’s de-
cline: a trivial incident in iwself, but a
pointer to an era of inertia (“Don’t do
nothirg!”, in the sense of don't do any-
thing. had by then become Leon Felder’s
all-purpose answer 1o everything), which
was 10 lead to the collapse and takeover
of the company by Polygram almost pre-
cisely twenty years later.

In 1961, our American office wanted a
recording from Karajan of Adam’s un-
speakably boring ballet music, Giselle.
which he had never so much as seen in
his life. The music arrived from Parisin a
state of utter disarray. The pages either
were not numbered or did not follow in
any kind of meaningful sequence: the
instrumentation had been changed by
heaven knows how many hands, and the
orchestral parts did not match the score.
But Karajan hugely enjoyed the sessions
we spent messing about to produce a
completely unauthentic Giselle. He
would start at what looked like the be-
ginning of something and then sight-
read it until it either stopped or col-
lupsed; then he would jump to the next
bit that was legible.

We ended up with a pile of bits of

tape, which we pieced together by dupli-
cating this bit or that to make it sound
like a recapitulation. Nobody took a
note of it seriously, and yet to my ex-
treme amusement, not a year passes but
that some young critic, faced with the
task of reviewing a new and properly au-
thentic version of Giselle, refers his read-
ers back to Karajan’s definitive, if regret-
tably incomplete, version. HF

Next month—Tempest in a Tape Loop
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The “unknown™ Kurt Weill: David Hamilton reviews the songs on page 68.

BEETHOVEN: Concerto for Violin
and Orchestra, in D, Op. 61.

ltizhak Perlman, violin; Philharmonia
Orchestra, Carlo Maria Giulini, cond. {Suvi
Raj Grubb, prod.] ANGEL DS 37471. $10.98
(digital recording). Tape: 4XS 37471, $10.98
(cassette).

The new technological age has arrived.
In England, one can buy this perfor-
mance on video cassette as well as in the
purely audio forms available here. Well,
not quite rhis performance. Though |
haven’t seen it, I've read (in a Gramo-
phone interview with Perlman) that the
artists recorded the work and then
mimed it for show!

In strictly musical terms, this inter-
pretation reminds me in some ways of
such past recordings as those by the
Busch brothers, and the Menuhin/
Klemperer (Angel S 36369): Although
tempos are quite broad, a certain rigor
keeps the rhythms square and the pace
firm. Nor is there any attempt to prettify
the prevailing sonority; the tuttis have a
gritty force, and there is a bright, forth-
right attack from the solo instrument
when such vitality is called for in the mu-
sic. Close microphoning emphasizes this
vigor and perhaps contributes a bit of
overloading in the orchestra. Unlike the
Chung/ Kondrashin (London LDR
10010) and Mutter/Karajan (DG 2531
250) performances, which delight in a
finely drawn-out lyricism, Perlman and
Giulini are altogether brusquer and
more sober. Yet warmth and compassion
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accompany the strength. Perlman plays
Kreisler’s cadenzas, as do most recording
violinists nowadays.

Traditionalists need not fear. The
solid orthodoxy of this performance is—
premium price notwithstanding—part-
nered with good old-fashioned scratches
on the review copy. You had better
check yours before buying! H.G.

BENDA, Georg: Concertos for
Harpsichord and Strings (5); Diver-
timento in G.

Josef Hila, harpsichord: Antonin Novak
and Vojiech Jouza, violins; Karel Spelina,
viola; Frantisek Slama, cello; Frantisek Posta,
violone. [Jan Vrana and Libor Mathauser,
prod.] SupraPHON 1111 2761/2, $19.96 (1wo
discs, manual sequence).

Concertos: in G; in D; in C; in G minor;

in F.
Every known generation of the Benda
family had several members endowed
with musical talents, and two of them,
Franz and Georg, occupy important po-
sitions in the history of music. “Benda” is
a corruption of Ben David, but by the
start of the seventeenth century, the clan
had become Christian through conver-
sions and intermarriages. The Czechs,
touchy about these (and the many other)
Germanized composers, insist on calling
the two Frantisek and Jifi, yet a birth
certificate is hardly a stylistic document.
(Or was the Florentine Lully an Italian
composer?)

Georg/Jifi (1722-95) spent fifty-

Reviewed by:

John Canarina
Scott Cantrell
Kenneth Cooper
R. D. Darrell

Nicholas Kenyon
Allan Kozinn

Paul Henry Lang
Irving Lowens
Karen Monson
Kenneth Furie James R. QOestreich
Harris Goldsmith Conrad L. Osborne
Matthew Gurewitsch Andrew Porter
David Hamilion Patrick J. Smith
Dale S. Harris Paul A. Snook

R. Derrick Henry  Susan T. Sommer

three years—his entire maturity—in Ger-
many, died there, and has always been
regarded as a bona fide member of the
North German school of the preclassic
era: His fame rests on his dramatic com-
positions, admired by Mozart, which,
with their innovative experiments,
helped considerably to extricate opera
from the waning baroque. A capable
harpsichordist, he also composed a great
deal for his instrument. The concertos
recorded here, interesting and enjoyable,
contributed to the stylistic transition,
100; bright. virtuosic, and in many ways
pathbreaking, they paved Mozart’s way
to the genre.

There are still baroque elements
here, asymmetric thematic materials and
rhythms, but the new four-measure sym-
metrical articulation is pleasantly and
skillfully mixed with the old style. The
essential change from the baroque con-
certo, however, is the extent to which
solo and orchestra become partners,
sharing the thematic material. If the
melees they engage in are not yet as
lively as in later concertos, they are there,
and all musicians took notice. Two or
three of these works deserve to join the
living repertory. The G minor, a dark,
passionate Sturm und Drang piece. rivals
the best of Emanuel Bach, Benda’s col-
league at the Prussian court.

The recording, though enjoyable
for long stretches. suffers from a basic
misconception in performance—the now
frequent enforcement of “historical au-
thenticity,” exacerbated by the con-
sequent bafflement of the recording en-
gineers. In the North German tradition,
these concertos are accompanied by a
solo quartet plus a bass fiddle; yet the
texture is clearly orchestral, and today
the task should be entrusted to a small
orchestra. In a recording, it is practically
impossible to establish a fair balance be-
tween the solo harpsichord and the string
quintet, alias orchestra. Here the engi-
neers, realizing the thinness of the ac-
companiment, place the “orchestra” in
the foreground, miking it closely, with a
resultant roughness and shrillness. The
harpsichordist, unable to execute dy-
namic nuances on his instrument, must
compensate by articulation and phras-
ing, which in good hands does give the
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impression of a gradual rise and fall of
dynamics. Josef Hala often does this well
(though he resorts too frequently to the
lute stop, unwelcome in this protosym-
phonic style). but when the sonically
beefed-up accompaniment starts on a
real crescendo. the soloist is inevitably
left behind, and things become lopsided.
Hala copes nicely with the virtuoso solo
part; he has nimble fingers, yet he plays
too many cadenzas of his own making,
and he is helpless when the string players
are made to assert themselves like an or-
chestra.

Still, this is an interesting and infor-
mative recording. The original German
notes are not bad, but when the type was
broken, the printers misplaced many
paragraphs, and one must hunt all over
the place to restore continuity. The Eng-
lish translation, very poor, has some
first-class boners; the best is the render-
ing of the German “long-breathed melo-
dies” as ““long-winded melodies.” p.m.L.

BOCCHERINI: Quintet for Gui-
tar and Strings. G. 449-See page
55.

DELIUS: The Fenby Legacy.

Felicity Lott. soprano*. Anthony Rolfe
Johnson. tenor'; Thomas Allen, baritone’: Ju-
lian Lloyd Webber, cello**; Ambrosian Sing-
ers”’, Royal Philharmonic Orchestra, Eric
Fenby, cond. [Christopher Palmer, prod.]
UNICORN-KANCHANA DKP 9008/9, $28 (digi-
tal recording; two discs) (distributed by Euro-
class Record Distributors. Ltd., 155 Avenue of
the Americas. New York, N.Y. 10013).

Caprice and Elegy.** Cynara.' Fantastic
Dance. ldyll.** Irmelin: Prelude. A Late
Lark." A Song of Summer. Songs of Fure-
well.”* DELIUS (arr. Fenby): Two Aqua-
relles. La Calinda.

One of the most moving stories in music
history is that of the relationship be-
tween Frederick Delius and the young
English musician Eric Fenby. who of-
fered his services as amanuensis to the
blind and paralyzed composer in the cor-
rect belief that Delius still had music
within him. Thus began the frustrating.
stormy, ultimately triumphant collabo-
ration described so vividly by Fenby in
his book Delius as I Knew Him, which
served as the basis for Ken Russell’s su-
perb BBC television film 4 Song of Sum-
mer.

Christopher Palmer, who produced
and annotated this set, and John Gold-
smith, head of Unicorn-Kanchana
(What isa Kanchana?), conceived the in-
spired idea of inviting Fenby, now sev-
enty-five, to record the works Delius dic-
tated to him, which would otherwise
have remained unwritten. It can safely
be stated that Fenby knows better than
anyone else alive the secrets of perform-
ing Delius successfully, the importance
of the music’s ebb and flow, the expres-
sivity of the upbeats. Not a practicing
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conductor. he is nevertheless able to clar-
ify the often complex textures. assisted
by the marvelously clear and natural
digital recording. as has no one since Sir
Thomas Beecham. In so doing, he never
loses sight of the music’s structure: he
enables us. as do all the very best con-
ductors, to see the forest and the trees si-
multaneously.

Four of these works are decidedly
major efforts, in either size or content.
Most striking is the hauntingly beautiful
Songs of Furewell for double chorus and
orchestra. to words from Leaves of Grass
by Walt Whitman—a favorite poet of
Delius’. (Cf. Idyll, also included. and Sea
Drift.) Like many of his other works, this
is a sea piece, and Fenby captures the at-
mosphere perfectly. aided by the sensi-
tivity of the Ambrosian Singers. True,
many words can’t be clearly discerned,
but this is not so critical with Delius as it
is with other composers; in spite of his

Fenby gives us
Delius worthy of
putting next to
Beecham’s.

admiration for Whitman and other
poets. he was more concerned with the
sound and color of the voices than with
what they sing. In any event, one can al-
ways follow the text sheet while listen-
ing.

The Idy/l (*“Once | passed through a
populous city”). also from Whitman and
based on music from the early one-act
opera Margot la rouge. is a successor to
the great orchestral nocturne Paris: The
Song of a Grear Ciry. That work is a trib-
ute to the city itself; the I/dy/l is an ex-
tended and intimate love duet between
two people whose lives briefly intertwine
with it. Two soloists more ideally suited
to this lyrical score than Felicity Lott and
Thomas Allen would be hard to imagine.
Their voices soar effortlessly and pas-
sionately over Delius’ evocative orches-
tra. Allen also distinguishes himself in
Cynara. another Paris piece. a setting of
Ernest Dowson’s famous poem, each
verse of which ends “1 have been faithful
to thee, Cynara, in my fashion.”

Of the purely orchestral works. A4
Song of Summer must surely be num-
bered among Delius’ masterpieces; if the
Fenby collaboration had produced only
this gem, it could still have been counted
a success. This is at once a nature piece
and a sea piece (with gentle birds) but
more a recollection than an actual de-
piction. Here is Delius at his most per-
sonal and imaginative. Sir John Barbi-
rolli gave a more expansive performance
(Angel S 36415), yet Fenby's reading

presents the score simply and without
exaggeration, as the exquisitely beautiful
thing it is. (The authenticity of the 7/4
section was disputed by Beecham, who
said Delius had never before written in
that meter. Perhaps not, but he did so
here.)

A Late Lark, © a poem by W. E
Henley. was largely completed by Delius
before blindness overtook him. Anthony
Rolfe Johnson is the sensitive tenor
soloist in this poignant acceptance of the
serene advent of death. The Caprice und
Elegy was written in 1930 for the English
cellist Beatrice Harrison; she recorded it
that year with Fenby conducting—his
recording debut. Julian Lloyd Webber
(brotherof the composer of Jesus Christ,
Superstar, and Evita) plays it here in an
overly assertive manner, with frequent
unnatural accentuations of unim portant
notes and glissandos that. while perhaps
stylistically appropriate. sound more the
result of technical shifts than of musical
decisions.

La Calinda and Two Aquarelles are
not, strictly speaking, new works dic-
tated to Fenby, but Fenby’s arrange-
ments of material that already existed in
other forms. The charming Calinda
should be familiar to most listeners. as
should the beautiful Prelude to Irmelin,
once in the repertoires even of such non-
Delians as George Szell and Fritz Rei-
ner. Fenby's readings are truly cher-
ishable. Fantastic Dance. a kind of musi-
cal postscript to Puaris, dedicated to
Fenby. is one of the few Delius works to
end loudly and brilliantly.

Unicorn should not stop here. but
should invite Fenby to record the rest of
Delius, thus giving us truly definitive
modern versions worthy of putting next
to Beecham’s classics. The participation
of the Royal Philharmonic, founded by
Sir Thomas. is indeed fitting. However
many members remain from the Bee-
cham days, the Delius tradition ob-
vicusly does. evoked by Fenby’s firmly
guiding hand. My only reservation re-
lates to some thinness of string tone. for
Delius could use a bit more opulence.

British purchasers of this set also
receive Fenby’s book, a bonus denied
Americans for contractual reasons.
Palmer’s excellent and copious notes (al-
beit in rather minute type) and a front-
and-back-cover reproduction of John
Brett’s Brittania’s Realm combine to
make this one of the most handsomely
produced albums to appear in recent
years. The performances make
abundantly clear why Beecham called
Delius “the last great apostle in our time
of romance, emotion, and beauty in mu-
sic.” J.C.
Fenby’s Delius as | Knew Him, published
in this country by Cambridge Univ. Press
(36.95, paperback ), will be available sepa-
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Critics’ Choice
The most noteworthy
releases reviewed recently

BARTOK: String Quartets (6). Tokyo
Quartet. DG 2740 235 (3), Nov.
BEETHOVEN: Piano Concertos (5).
Schnabel, London Symphony. London Phil-
harmonic, Sargent. ARABESQUE 8103-4 (4),
Oct.

BEETHOVEN: String Quarter No. |
(orig. version). Pro Arte Quartet. LAUREL LR
116, Jan.

BERLIOZ: Requiem. Tear. London Phil-
harmonic. Previn. ANGEL DSB 3907 (2), Jan.
BIRTWISTLE: Punch and Judy. Roberts,
Wilson-Johnson, Atherton. DECCA HEADLINE
HEAD 24/5 (2). Dec.

GLAZUNOV: Orchestral Works. Bam-
berg Symphony. Ceccato. ARABESQUE 8091,
Dec.

GRIEG: Piano Works (complete), Vols.

1-14. Knardahl. Bis LP 104/17 (14), Aug.
LISZT: Hungarian Coronation Mass.
Hungarian Radio Chorus, Budapest Sym-
phony, Lchel. HUNGAROTON SLPX 12148,
Dec.

MAHLER: Symphony No. 5. STRAUSS:
Tod und Verklarung. Mitropoulos. NEw
York PHILHARMONIC 881/2 (2), Nov.
MAHLER: Symphony No. 9. Berlin Phil-
harmonic, Karajan. DG 2707 125 (2). Nov.
MENDELSSOHN: Chorale Cantatas(5).
Ostertag, Wehnert. Fono FSM 68 101, Nov
MOZART: Flute Concertos (2). Bennett.
Malcolm. ARGO ZRG 910, Dec.
MUSSORGSKY: Orchestral and Choral
Works. London Symphony, Abbado. RCA
ARL 1-3988, Jan.

ORFF: Carmina burana. London Sym-
phony. Mata. RCA ATC 1-3925, Jan.
PROKOFIEV: Film Music. St. Louis
Symphony, Slatkin. Vox Cum Laupe VCL
9004X (3). Jan.

SCHUBERT: Piano Trios (2). Les Musi
ciens. HARMON1A MUNDI FRANCE HM 1047/8

(2), Sept.

SCHUMANN: Symphonies (4). Phila-
delphia Orchestra. Levine. RCA ARL 3-3907
(3), Oct.

TCHAIKOVSKY: Manfred Concerige-
bouw. Haitink. PHiLIPS 9500 778, Dec.
TCHAIKOVSKY: Piano Trio. Oliveira,
Rosen, Pletnyov. CBS M 35855, Nov.
TELEMANN: Instrumental Works.
Aulos Ensemble. MusicMAsTERS MM 20009,
Dec.

WOLF: Songs(138). Various (Wolf Society
recordings, 1931-38). EMI RLS 759(7), Nov.
GERMAN CHAMBER MUSIC BE-
FORE BACH. Cologne Musica Antiqua,
Goebel. ARCHIV 2723 078 (3). Jan.

LILI KRAUS PLAYS KEYBOARD
FANTASIES. VANGUARD AUDIOPHILE VA
25003, Jan.

THE WALTZ PROJECT. Moran, Cobb.
Feinberg, Mikhashotf. NoNesucH D 79011,
Sept.

HEAVY METAL. Film score by Elmer
Bernstein. FULL MOON/AsYLUM SE 547, Jan.

rately in some record stores. In uaddition,
Euroclass will offer the records and book
by direct mail for a package price of $32,
plus 31.50 for shipping. —Ed.

DVORAK: Chamber Works—Sec
page 55.

DVORAK: Concerto for Cello and
Orchestra, in B minor, Op. 104; Si-
lent Woods, Op. 68.

Heinrich Schiff. cello; Concertgebouw
Orchestra. Colin Davis. cond. PHiLips 6514
071, $10.98. Tape: 7337071, $10.98 (cassette).

COMPARISON:

Gendron, Haitink Phi. Fest. 6570 112

A few years ago. Philips reissued its aris-
tocratic Gendron/Haitink performance
of the Dvorak cello concerto and Silent
Woods at midprice (with yet another
bonus, the littte Op. 94 Rondo). This new
performance in Colin Davis’ unfolding
Dvotik cycle with the Concertgebouw is
very different—craggy. weighty. and
roughhewn. qualities apparent in both
the sonority of the orchestra and the
playing of the soloist. It works better in
the orchestra: Davis obtains careful bal-
ances and lingers over some details with-
out losing sight of the overall shape (un-
like Giulini, in his recording with
Rostropovich, Angel S 37547). Schiff’s
contribution is less convincing; the
young German cellist occasionally
sounds stentorian, and his wide vibrato
sometimes seems distinctly under the
note in moments of stress. Still, there is
an admirable integrity and a sense of
selflessness to the collaboration.

Philips puts a wide ambient frame
around the orchestra and places the
soloist at a greater distance than usual in
recordings of standard concertos; it
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sounds like a concert perspective. But
Gendronis a better buy. H.G.

FAURE: Orchestral Works.

Frederica von Stade, mezzo-soprano*:
Nicolai Gedda. tenor': Yan-Pascal Tortelier.
violin**: Jean-Philippe Collard, piano': Paul
Tortelier. cellot': Alix Bourbon Vocal En-
semble!. Orchestra of the Théitre du Capitole
(Toulouse), Michel Plasson, cond. [Eric
MacLeod, prod.] EMI FRaNCE 2C 167-73071/
3, $41.98 (three discs) (distributed by Inter-
national Book and Record Distributors, 40-11
24th St,, Long Island City, N.Y. 11101).

Les Djinns, Op. 12': Berceuse, Op. 16**:
Ballade, Op. 19'"; Elégie. Op. 24!*; Caligula,
Op. 52¢: Shylock, Op. 57*: Pelléas ct Méli-
sande. Op. 80*; Fantaisie, Op. | 11**: Masques
et bergamasques, Op. 112'%; Penélope: Pré-
lude.

Fauré’s orchestral music, rightly, has
never achieved the reputation of his
songs, his piano and chamber music—or
even his opera Pénélope. 1t’s not hard to
hear why. His music—positioned as it is
squarely between the earlier Gounod
and Saint-Saéns and the later Debussy—
has a liquidity and charm that did not
find a natural outlet in orchestral sound.
Many of his orchestral works were origi-
nally written for solo piano and orches-
trated later, and others were commis-
sioned as incidental music for plays. The
famous Ballade for piano is practically
self-sufficient without its orchestral
backing, as is the late Funtaisie. Since the
orchestra never much interested Fauré,
in either its weight and scope or its tim-
bral and coloristic possibilities, it’s not
surprising that he relied on others, on oc-
casion, to help out in the orchestration.
Jean-Michel Nectoux, today’s leading
expert on Fauré’s music, puts that case in
its best light in his extensive notes to this

recording (time pressures, the fact that
others also farmed out orchestrations),
but | think he kindly overstates: Fauré’s
quite evident distaste for the task tells us
something about his priorities.

My favorite orchestral pieces have
always been the Ballade—that apotheosis
of filigree—and the two suites Pelléas et
Melisande and Masques et Berga-
masques: particularly the latter with its
evocations of the past so radically differ-
ent from Ravel’s roughly contempo-
raneous excursions into the antique.

Here the two suites are given in
their fullest form, with three songs in-
cluded in Masques—one an orchestration
of Fauré’s setting of Verlaine’s poem
Clair de lune. A notable omission in the
set is Fauré’s suite Dolly, which, though
orchestrated by Henri Rabaud, is none-
theless one of his most charming.

The lesser pieces—the choral setting
of Hugo’s onomatopoetic warhorse Les
Djinns (known to every French school-
boy) and the incidental music to Shylock
and Caligula—are primarily for Faure
enthusiasts. There are no hidden trea-
sures here, and indeed, Caliguia would
not have been out of place in a Holly-
wood movie of the same title.

The best performances are those
that depend on the soloists: an expres-
sively molded Ballude from pianist
Jean-Philippe Collard and a command-
ing Elégie from cellist Paul Tortelier.
Conductor Michel Plasson is a forth-
right, meat-and-potatoes leader, and his
orchestra, closely miked and with plenty
of presence, sounds solid, but he doesn’t
shape the composer’s phrases or exam-
ine the subtleties of his writing. Thus, a
good deal of the essential Fauré is ig-
nored, such as the suppleness of his writ-
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ing and the fragility and mystery of the
music to Pelléas. Nicolai Gedda does
well by his songs; Frederica von Stade’s
one song is sweetly put forward but
unintelligible, as is the work of the
chorus. P.J.S.

GRIEG: Symphony in C minor.

Bergen Symphony Orchestra. Karsten
Andersen. cond. [Paul Myers. prod.] LONDON
LDR 71037, $12.98 (digital recording).

Collectors awake! Here is a symphony
by Grieg, a work not heard since its first
performance well over a century ago,
never published and never recorded
virtually a phonographic incunabulum.
The trouble is that the twenty-year-old
composer, whose first and only sym-
phonic essay this was, himself disowned
it, directing on the manuscript that it
should never again be performed. Grieg
was a fine, sensitive musician and a mas-
ter of Norse mood pictures, with an at-
tractive melodic invention and a sweetly
melancholic harmonic sense. But he was
essentially a miniaturist, and the sym-
phony was not a congenial genre for
him—a fact that, to his credit, he immedi-
ately realized.

When the nationalist movement hit
the North, much pleasant music was
composed in the Scandinavian coun-
tries; Grieg’s piano pieces, as well as his
theater music and orchestral suites, are
easily the best of the lot. But the Roman-
tic Vikings did not know what to do with
the symphony. Most of them, including
Grieg, spent years studving in Germany,
yet they could not convert the German
symphonic tradition to their national
aims. Yes, some of the other “nation-
alists,” like Dvoték, did write bona fide
symphonies. but his were good Central-
European symphonies with his own eth-
nic coloring—apparently the only way
outof the dilemma until the appearance
of Nielsen and Sibelius.

Grieg has some very nice ideas here,
and some of the tunes, especially in the
third movement, are destined to be made
into movie scores if the Hollywood ar-
rangers discover them. Unfortunately,
though, the work is too episodic to hang
together, the old symphonic clichés are
numerous, and the Wagnerian brass per-
orations are not becoming to this quiet
lyricist.

The performance is good if a little
bland, but some of the digits in the
recording must have slipped; there is a
good deal of rumble and tubbiness, the
timpani lording itover all the rest. P.H.L.

HANDEL: Concerti grossi, Op. 3

(6).

English Baroque Soloists. John Eliot
Gardiner. cond. ErRaT0 STU 71367, $8.98
(distributed by RCA).

Concertos: No. 1. in B flat; No. 2, in B
flat; No. 3.in G; No. 4,in F; No. 5. in D mi-
nor; No. 6, in D.
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What in the world are you doing with a cartridge

other than an Ortofon LM?

orfofon

122 Dupont Street, Plainview, New York 11803
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HANDEL: Concerti grossi, Op. 3
(6); Concerto grosso in F, Op. 3, No.
4 (orig.) (attrib.).

Smithsonian Chamber Players, James
Weaver. dir. {Charles Fisher, prod.] SMITHSON -
1aN N 1023. $13.98 ($12.58 to members) (two
discs. manual sequence) (add $1.50 for ship-
ping; Smithsonian Recordings. P.O. Box
10230, Des Moines. lowa 50336).
HANDEL: Concerti grossi, Op.3 (7);

Alexander’s Feast: Concerto in C.
German Bach Soloists, Helmut Win-
schermann. cond. {Wolf Erichson. prod.]
ARABESQUE 8089. $13.96 (two discs. manual
sequence). Tape: 9089. $15.96 (two cassettes).
HANDEL: Concerti a due cori: No.

I, in B flat; No. 2, in F; No. 3, in F.

Academy of St. Martin-in-the-Fields,
Neville Marriner. cond. PHILIPS 9500 765,
$10.98. Tape: 7300 837. $10.98 (cassette).
HANDEL: Water Music.

Los Angeles Chamber Orchestra, Ge-
rard Schwarz. cond. DELos DMS 3010, $17.98
(digital recording).

Handel's Op. 3 Concertos are, let’s face
it, a bit of a mess. They were assembled
hurriedly for publication—perhaps by
publisher John Walsh himself: it is diffi-
cult to know how much Handel had to
do with the process. The Fourth Con-
certo. which may be spurious, was sub-
sequently replaced, and three move-
ments were added to the Fifth. The First
still veers oddly from a B flat opening to
a G minor close. There are other incon-
sistencies. including a nonsensical mis-
printing of a couple of bars in the Third.

Nevertheless. there are some mar-
velous individual movements. and the
whole set. for all its weaknesses. has an
extroverted liveliness that makes it well
worth having complete on disc. But how
much do you want? John Eliot Gardiner
and his English Baroque Soloists, on a
single well-filled record, include only
one of the alternative Fourth Concertos
(as did George Malcolm on Nonesuch H
71376). James Weaver and the Smith-
sonian Chamber Players. occupying two
discs. offer the two Fourths, but no other
fillers. Helmut Winschermann and the
Deutsche Bach Solisten, also on two
discs. add the Concerto in C from Alex-
ander’s Feast.

The most pertinent choice that has
to be made. however, is between original
and modern instruments. That pits Gar-
diner (one disc) and Weaver (two)
against Malcolm (one¢) and Winscher-
mann (two).

The two new original-instrument
versions. completely different. give the
lie to the outdated notion that “old in-
struments’ produce just one style of per-
formance. The basic outlines are easy o
draw: Gardiner’s performances are so-
phisticated, exciting, and rather plush.
the Smithsonian’s less confident. more
original in approach, and generally more
interesting. The English players are
skilled and experienced. more so than
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their American counterparts. Gardiner's
soloists are generally excellent. His first
violinist. Simon Standage, is brilliant
and crisp: the Smithsonian’s Marilyn
McDonald has an acid edge to her play-
ing that is not always pleasing. The Eng-
lish oboist, Sophia McKenna, is plan-
gent and eloquent; the Americans.
James Caldwell and Stephen Hammer,
are more variable, the first less attractive
in tone than the second.

Gardiner sweeps his ensemble
along with great rhythmic exuberance in
a way that obliterates many of the most
characteristic features of baroque string
playing—its varied bow strokes and deft
articulation. And it’s depressing o hear
an original-instrument orchestra adopt-
ing the habits of its modern counter-
parts—slurring dotted rhythms at ca-
dences, sliding into final notes instead of
keeping every move clear and sharp.
Weaver does not achieve such powerful

Handel's Op. 3

Concertos are,

let's face it,

a bit of a mess.

rhythmic unity (chordal attacks often
lack unanimity). but he does let the in-
struments speak. His opening move-
ments are clipped and jerky, whereas
Gardiner races along. But there are
enough technical problems in the Smith-
sonian’s playing. allied to a tendency to
let the rhythms go dead after the first few
bars of any movement. to make me sug-
gest that you try both versions before de-
ciding which to buy.

The Arabesque version is, if any-
thing, cleaner and sprightlier than either
of the old-instrument accounts. The
acoustic is dry. and Winschermann ap-
plies his perky. detached style through-
out. bouncing off every sixteenth with a
jollity that gives welcome lightness to the
playing. Eventually. though. the repeti-
tiousness becomes wearing. Malcolm’s
version. full of strength and life and very
expressive. remains the choice for mod-
ern-instrument lovers.

A few miscellaneous points: Gardi-
ner uses a theorbo continuo at times.
which, though effective in the dance
movements, sounds most strange
strumming around in the ceremonial
opening of the Third Concerto. All ver-
sions use flute solo in this concerto. Also
unanimous is the resolute fidelity to the
notated single-dotting of the Fifth’s
opening (score one for Frederick Neu-
mann), but [ remain unconvinced. Ca-
denzas are supplied erratically, often by
the wrong instruments. and there are
painful silent gaps in some versions (e.g.
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the end of the Andante in the first move-
ment of No. 4). Original instruments win
hands-down in the lovely duet for two
solo cellos in the Second and the de-
licious bassoon melody in the Minuet of
the Fourth.

Neville Marriner’s new version of
the Concerti a due cori is the best thing
I've heard from the Academy of St. Mar-
tin in some time. The performances have
real springiness and freshness, like the
fine old recording of the Alcina and
Ariodante ballet music (Argo, deleted).
The music is simply glorious. The oc-
casional Messiah chorus crops up. (Un-
fortunately, the Academy retains its
silly jazzed-up rhythm in “And the
glory of the Lord” from its recording of
the oratorio.) And there is a ground-bass
movement in No. 2 that is as fine as any-
thing Handel wrote; there’ssomething to
be said for the large-scale treatment of
this concerto by Charles Mackerras and
the London Symphony (Angel S 37404).
which fairly bounds with energy, bui
Marriner’s clarity and poise are prefer-
able for repeated listening.

Gerard Schwarz's new digital
recording of the Warer Music is brilliant
sonically, slick in style, and utterly mis-
conceived. It attempts to make the music
more interesting by injecting little
twiddles for the horns and oboes: but
these additions, not in the least improvi-
sational in character. are miles removed
from any concept of baroque ornamen-
tation and typically twentieth-century in
their pertness. The notion of Handel’s
horn players’ cooking up such tricks is
frankly absurd. A pity. because on the
whole the playing is direct and vigorous.

N.K.

HAYDN: Miseri noi . . . Funesto or-
ror; Arias.

Edith Mathis. soprano; Lausanne
Chamber Orchestra, Armin Jordan, cond.
PHiLIPS 9500 929, $10.98. Tape: 7300 929,
$10.98 (cassette).

Arias: Chi vive amante; D’una sposa
meschinella; Infelice sventurata; Solo e pen-
50s0; Sono Alcina; Son pietosa, son bonina;
Vada adagio, signorina.

In the eighteenth century, the resident
maestro of an opera house wore three
hats: conductor, editor, and composer.
Since the parts for individual roles were
custom-composed, usually on the spot
and with the “assistance” of the singers,
they had to be redesigned whenever an
opera migrated to another town; and
since the pitch was different in every op-
era house, transpositions were often
needed to accommodate the singers.
Even more radical remedies were re-
sorted to when a singer disliked or could
not cope with an aria; the piece was ex-
cised, and the maestro had to deliver a
substitute aria, usually of his own com-
position. Haydn, responsible for the
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little opera house at the Esterhazy court,
must have been busy editing and doctor-
ing scores. because Prince Nicholas liked
to attend the opera several times a week.
To complete its most welcome plan
of recording all of Haydn’s operas, Phil-
ips evidently intends to record the substi-
tute arias Haydn composed for operas by
Guglielmi. Cimarosa. Paisiello. Gazza-
niga. and others of the age. And a de-
lightful collection this first instaliment is.
The pieces range from little buffo cav-
atinas to elaborate scenes in the grand
opera-seria vein, with highly dramatic
accompanied recitatives: there are also

two works composed for London, a fine
solo cantata (Miseri noi) and the setting
of a Petrarch sonnet (Solo e pensoso).
These are not just crumbs from a
great master’s table, but perfectly viable
compositions. They would make excel-
lent concert pieces, not unlike Mozart’s
detached concert arias. and are recom-
mended to performers and the public
alike. As one listens to these fine songs,
one wonders both at the long neglect of
Haydn as opera composer and at his con-
summate knowledge of the style and
techniques of Italian opera of the period.
Soprano Edith Mathis, who knows

“Polks are vastly
superior tothe
competition.

Polk Audio Delivers
Incredible Sound
Affordable Price

Lab and listening tests prove
Poiks measure and sound better.
Experts agree Polk speakers will give
you the highest quality sound and the
most listening pleasure for your money.
They will deliver amazingly life-like, box-
less, three dimensional sound with
breathtaking clarity and detail in your
listening room from your hifi system.

“polk speakers are vastly
superior to the competition.. .are-
markably well integrated and coherent
sound that adapts itself ideally to all
kinds of music...the kind of open, un-
colored, perfectly imaged sound

we thought began at twice the price. ..
Sound quite magnificent with a
good mid-powered popular brand re-
ceiver...They make the popular speak-

f
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ers in their price range seem dim, col-
ored, boxy and just plain insufficient.
Our advice is not to buy speakers
until you’ve heard the Polks.”’

Musician Magazine

Better sound in your home Polk
Audio loudspeakers will give you more
listening pleasure and greater long term
satisfaction from your music, your rec-
ords and your hifi system. They offer you
the best souna for your money and are
affordably priced from less than $125
each to less than $500 each.

Simply use the freereader service
card to receive detailed information,
copies of the expert's rave reviews and
the location nearest you for auditioning
the Incredible Affordable Polks.
Polk Audio, inc. 1915 Annapolis Rd.,
Baltimore, Md. 21230.

polkaudio)

The Speaker Specialists
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CLASSICAL

this style and possesses the musicality
and the voice for i, gives fine perfor-
mances. Armin Jordan’s accom-
paniments with the Lausanne Chamber
Orchestra, though secure, have little
eighteenth-century elegance. The sound
is a bit forward but kind to the singing
voice. P.H.L.

Reviews

MAHLER: Symphony No. 8, in E
flat.

Faye Robinson. Judith Blegen, and
Deborah Sasson. sopranos: Florence Quivar
and Lorna Myers. mezzo-sopranos: Kenneth
Riegel. tenor: Benjamin Luxon. baritone:
Gwynne Howell. bass: Boston Boy Choir.
Tanglewood Festival Chorus. Boston Sym-
phony Orchestra. Seiji Ozawa. cond. PuiLirs
6769 069. $25.96 (digital recording; two discs.
manual sequence). Tape: 7654 069. $25.96
(two cassettes).

COMPARISONS:
Bernstein/N.Y. Phil.
Solti/Chicago Sym.
Kubelik/Bavarian Radio
Abravanel/Utah Sym.

CBS M2S751

Lon. OSA 1295

DG Priv. 2726 053
Van.Ev. SRV 276/7

In his San Francisco Symphony program
note, reprinted in the Philips booklet.
Michael Steinberg says of the Mahler
Eighth: “The symphony. like Faust it-
self. is something to be lived with a long
time in order that the richly intricate net-
work of references and allusions might
take on clarity.” Although I'm not sure |
would make clarity the issue. 1 quite
agree that the power of the piece grows
enormously with exposure, and I might
add that the multiplicity of recordings
helps too.

Each approaches it from a different
angle, and each has its own interpretive
and technical strengths. I enjoyed re-
hearing all the stereo versions (all except
the Wyn Morris still listed in SCHWANN),
though I'm not sure I'd be so happy with
any one withour the others. the flip side
of this coin being that each has its limita-
tions.

The new version is probably the one
I"d keep if I could have just one. | have
only two grounds for hesitation in rec-
ommending it: a lack of bloom in the re-
corded sound, and a certain feeling of in-
hibition.

The two may be related. In the Car-
negie Hall concert performance. the vi-
brant colors of the choral and orchestral
work provided some of the momentum
that is less evident in the recording. The
rapt orchestral introduction to Part I,
for example. had an intensity that was
linked to the luster of the playing. Phil-
ips’ digital recording. although out-
standing in every other way (the bal-
ances could hardly be better). just
doesn’t capture that luster.

At the same time, Ozawa’s reading
isn’t the most propulsive imaginable. It’s
sane. cohesive. and involved, but tension
isn’t maintained at the level of, say, the
Bernstein recording. Of course Bernstein
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takes so many chances that he risks ev-
erything: Either the performance works.
or he winds up looking foolish. (Those
were the days before he discovered that
he could look foolish even withour taking
chances.) For me. it works: Played for
these life-or-death stakes. the symphony
exerts a force unmatched in any of the
other recordings. Even Solti seems to
have gone cautious in the face of this co-
lossal challenge. though the London en-
gineering still packs a wallop.

Ozawa has a big plus in his roster of
soloists. Faye Robinson is glorious. her
big, bright soprano not only encompass-
ing the lower reaches of the writing. but
rising powerfully and seemingly ef-
fortlessly above the stafl. Those pealing
high Cs in the climaxes of the “Veni,
Creator™ are not electronically managed:
that’s the sound of a healthy voice riding
an ensemble. Florence Quivar is almost
as good in the first alto’s various parts:
again. Mahler has the nasty habit of de-

Mahler’'s Eighth
has so far
defied a single
solution.

manding from his singers power and ex-
pressiveness at both ends of their ranges.
and Quivar supplies them in good mea-
sure.

Kenneth Riegel’s tenor certainly
isn't a pretty one. but its cutting edge
projects Dr. Marianus’ loony writing
(which is more or less centered around
the break. in the fifth from D to A,
though it reaches above t0o) quite well.
Gwynne Howell. who was also Morris’
bass. sings Pater Profundis’ fiendish solo
better than anyone on records except
Kubelik’s Franz Crass. The other singers
are less distinctive, but they're also less
important. Solti, for example. has a
slightly stronger female lineup overall
(Lucia Popp and Helen Watts outpoint
Judith Blegen and Lorna Myers as Gret-
chen and Maria Aegyptica), and yet Oza-
wa’s women, because of their strategic
strengths. are more effective. Bernstein’s
solaists are so-so. with an uncommonly
big-voiced second soprano (Gwyneth
Jones) but—shame'—a baritone Pro-
fundis (Donald Mclntyre).

For the economy-minded. Kube-
lik’s solid performance. with some excel-
lent (and some not so excellent) singing.
comes at DG Privilege price. neatly fiton
three sides with the Adagio of the Tenth
Symphony as a filler. For that matter,
Abravanel has the measure of the Eighth
at Vanguard Everyman price. and David
Clatworthy may be the best Pater Ecsta-
ticus to date. You can also save money
by buying Bernstein’s recording coupled
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with his equally desirable Seventh (M4X

31441)
This is not to minimize the achieve- m PRms I
ment of the Ozawa recording, which ]

probably does more things better than
any of the others. It’s just that, so far at
least, the piece has defied any single so- Technics 32I7 WPIONEER

lution. K.F. Linear Best Seller
Tracking - S34|

MENDELSSOHN: Quartet for :

Strings, Op. 12—See vage 55. , /g\ : '
PERGOLESI: Instrumental = — ’.-SI:DL-I
Works and Attributions; Stabat

mater, Salve regina—See page 52. NCA  VHS Video 6X 9 Three Ways SONY. Beta

chestra, Charles Dutoit, cond. [Ray Minshull, \ n i.‘! )
‘ ‘ 5L2000
vy 650 1L - TT2000

RAVEL: Daphnis et Chloé. REsrler 7, Portable
prod.] Lonpon LDR 71028, $12.98 (digital
Mata/Dallas Sy el TOLL FREE 800-356-9514 VYeckdars o9

o o\ 1
Montreal Symphony Chorus and Or- — 3'035 ,._ X 519 - g slo;s
.. N ‘ pr.
recording). Tape: LDR5 71028, $12.98 (cas-
Saturdays 9-5

I don’t know how many of the Montreal .
performers are French-Canadians, but Over 100 Brands like:

in their Decca/London recording debut,

Technics Maxell Sony Cerwin  Acutex

under a Swiss conductor, they certainly Pioneer  Empire  Teac Vega Craig
sound more stylistically Gallic than any Marantz  Altec Akai Onkyo  Scotch
other North American ensemble I know. Kenwood Shar Dual = Audi BIC
oo . P ual udio AC.
Dutoit himself, most of whose previous Sansui Phillips  Koss Technica Stanton W@J

recordings have been made with British Jensen Shure TDK Clarion  Pickering 2417 w. hadge[ rd. madison, wt 53713
orchestras, stimulates his forces to their T N e T
best efforts and has planned and inte- 608-271-6889
grated his reading of Ravel’s often
loosely episodic ballet score with scru- Circle 43 on Reader-Service Card
pulous care. Moreover, the recording is,
even by current digital standards, excep-
tionally vivid and transparent—so vivid
indeed that there are some suggestions of
gimmicky solo “spotlighting,” and the
acoustical ambience is decidedly less
warm and expansive than one would ex-
pect in Montreal’s Eglise de St. Eu-
stache.

2 OZ. PRODIGY

If you think lightweight
headphones mean light-
weight sound, prepare to

The performance misses one of the
work’s great virtues, however, in its lack
of rhapsodic flexibility, and the striking
sonic clarity and almost palpable pres-
ence (together with something less than
true tonal elegance on the part of both
the instrumental soloists and the word-
less choir) prevent this version from
matching the more magically impres-
sionistic first digital Daphnis, Mata’s on
RCA. For that matter, and quite regard-
less of the latest technological refine-
ments, no Ravel connoisseur is likely to
discard his favorite analog version by
any one of the great French 3Ms—Mon-
teux (London Treasury STS 15090,
1959), Munch (RCA AGL 1-1270, 1961),
and perhaps best of all, Martinon (Angel
$37148. 1976). R.D.D.

SMETANA: Quartet for Strings.
No. | (From My Life)—See page
55.

SUK: Quartet for Strings, Op. 11

See page SS.
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WASSENAER (attrib. Pergolesi):
Sei Concerti armonici—See page
52.

WEILL: Songs (14).

Teresa Stratas, soprano: Richard Woi-
tach. piano. [Eric Salzman. prod.] NoNESUCH
D 79019. $11.98 (digital recording). Tape: D1
79019, $11.98 (cassette).

Nannas Lied. Complainte de la Seine.
Klops-Lied. Berlin im Licht-Song. Und was
bekam des Soldaten Weib? Die Muschel von
Margate: Petroleum Song. Wie lange noch?
Youkali: Tango Habanera. Der Abschieds-
brief. Es regnet. Buddy on the Nightshift.
Schickelgruber. Je ne 'aime pas. Das Lied
von den braunen Inseln.

WEILL: Sonata for Cello and Piano.
DOHNANYI: Sonata for Cello and
Piano, in B flat, Op. 8.

Jerry Grossman, cello: Diane Walsh, pi-
ano. [Judith Sherman, prod.] NonesucH D
79016. $11.98 (digital recording). Tape: D1
79016. $11.98 (cassette).

The songs of Kurt Weill’s Berlin years
are intricate webs of ironic tensions: be-
tween apparently banal musical mate-
rials and ultrasophisticated treatment.
between traditional harmonic entitiss
and their juxtaposition in novel ways,
between hard-bitten lyrics and super-
ficially sentimental or cheerful tunes, bz-
tween the songs’ ostensible straight-
forwardness and their function, in the
context of the drama, as trenchant social
commentary.

As Weill was forced into exile, first
in France and then in the United States.
the effectiveness of this ironic style be-
came gradually more problematic, as
Nonesuch’s fascinating song collection
vividly illustrates. “The Unknown Kurt
Weill,” proclaims the cover, and the ad-
jective is deserved, even though six of
these songs were actually published at
one ume or another and several have
been previously recorded. The compos-
er's late widow, Lotte Lenya, made the
music available to Teresa Stratas in ad-
miration of the soprano’s performance
of Jenny in the Metropolitan Opera pro-
duction of Mahagonny—an admiration
in which many will concur, on the basis
of this record

Two of the best songs were written
for lefiist plays in Berlin, and they re-
main startlingly timely. for they attack
the pollution engendered by oil: “Das
Lied von den bruunen Inseln” and “Die
Muschel von Muargate’ The latter had
some recent exposure as an interpolation
in the New York City Opera production
of Silverluke; furnished with a new and
jaunty lyric extolling the virtues of
friendship. it lost all the original tension
between bitter lyric and cheery tune. The
importance of Weill’s balancing act
could not be better illustrated.

Sometimes that balancing act didn"t
work 10 begin with. “Youkali,” pub-
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lished in France in 1935, is a bland tango
that saves its ironic twist for the end—but
by then it is too late to salvage our inter-
est. In America, irony was not much in
fashion. “Schickelgruber” might have
been a genuine satirical subject in the
hands of a Brecht, but Howard Dietz
supplied mere crudities. and Weill just
clattered along in the same vein. Along-
side that triviality, Oscar Hammerstein
II’s “Buddy on the Nightshift” seems a
masterpiece of understatement—but
there is nothing here of the cross-rasping
of lyric and music that vitalized Weill’s
earlier style. In the framework of this
program. these American songs. wartime
pieces d'occasion, don't stand up very
well. (In his theater work. of course,
Weill hammered out a distinctive
“American” style, quite different from
what he had done in Berlin))

In the event. the high points of this
program seem (o be the songs with Ger-
man texts, to which Weill occasionally

Weill's Berlin
songs are
intricate webs

of ironic tensions.

returned—even as late as 1944, the year
of a brief and final collaboration with
Brecht on a propaganda song for the Of-
fice of War Information, “Und was be-
kam des Soldaten Weib?” (Its piano ri-
tornello quotes Schumann’s “Die beiden
Grenadiere,” another song about soldiers
who went to Russia.) One song is heard
in two versions: “Je ne t'aime pas™ (1934)
turns up ten years later as another propa-
ganda piece. “Wie lange noch”’—a kind
of allegorical torch song.

Precisely which of these songs will
enter the repertory of Weill classics, only
time will tell; I would bet principally on
the German ones, though “Es regner” is
fairly dull and the “Klops-Lied” more a
Joke than a song. They are all certainly
presented with enormous commitment
by Stratas and Richard Woitach. One
reservation: The Stratas intensity, so
valuable in the theater (where. of course,
it is varied and paced by the inter-
ventions of others). is pretty unremitting
upon continuous exposure. and [’ve
found the program more effective if
taken a few songs at a time.

No doubt the reason Lenya could so
greatly admire Stratas’ singing lies in its
complete contrast to her own. Lenya’s
extraordinary musicality precludes the
use of the term “diseuse™ in reference to
her performances—but there is some
truth there, for the words tangibly take
first place with her: the only intensity in
her basically light, detached delivery is
in the clarity of the diction. Stratas, on

HIGH FIDELITY



the other hand. puts intensity in the vo-
cal tone. making her effortful and un-
conventional production serve expres-
sive ends; her words. though perfectly
distinct, do not have the special crispness
of Lenya’s. Only rarely does the vocal ef-
fort get in the way—e.g.. in riding the
higher lines of “Youkali.” More inter-
esting is another contrast: Whereas
Lenya’s detachment usually reinforces
Weill’s irony, Stratas’ intensity can un-
dercutit: In “Die Muschel von Margate,”
the progressively more raucous scream-
ing of the final refrain (“Shell! Shell!
Shell!”) ends by abolishing the satirical
distance.

Three of these songs were recorded
by Lenya. “Complainte de la Seine.” a
rather grisly bit of Schadenfreude. she
sang in a rare set of 78s on the Bost label:
according to her recollection, the
anonymous pianist in these six songs was
Weill himself. (Unfortunately. that par-
ticular side of the setin Lincoln Center’s
Rodgers and Hammerstein Archives
proved unplayable, but certain details in
the piano accompaniments of the other
sides struck me as the kind of liberties
only a composer would allow himself.) A
tape of the OWI recordings of the two
propaganda songs can be heard at the
same archive: there are two versions of
*“Was bekam des Soldaten Weib”; in one
of them, the final stanza is brought to an
unexpected and heart-stopping cadence
in midstream. Both the Bost set and the
OWI recordings should be made avail-
able on LP; they are apparently the only
recordings Weill and Lenya made to-
gether.

On another disc. Nonesuch brings
us one of Weill’s earliest surviving
works, a 1920 cello sonata that predates
his studies with Busoni. Perhaps because
the coupling is Ernd Dohndnyi’s very
Brahmsian (and very brilliant) cello so-
nata—written some twenty-one years
earlier. when its composer was also in his
early twenties—one’s attention is called
to the Brahmsian aspects of Weill’s
piece. notably in its treatment of rhythm
and meter. But the Weill has much gen-
uine originality as well: The kinds of
harmonic relationships that Brahms ex-
plored between third-related keys are
now presented as interlocked simul-
taneities. their ambiguity given con-
stantly shifting emphases. The slow
movement seems fragmentary. at least
by comparison with the sweeping first
movement. a big sonata form that con-
tlinues to accumulate tension until well
into the recapitulation. The lively finale
has cyclic aspects—as does the last move-
ment of the Dohndnyi. an ingenious
variation movement that surpasses the
finale of Brahms's Third String Quartet
in incorporating earlier material. Both
pieces are commandingly played by
Jerry Grossman. a cellist of full and
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Reviews

wonderfully secure tone. and Diane
Walsh, who matches him in rhythmic vi-
tality.

The digital sound of both discs is re-
markably convincing. Both are fur-
nished with authoritative notes by Weill
scholar Kim Kowalke: the song program
is offered in a double-fold sleeve with in-
sert. 1o accommodate interesting photo-
graphs as well as texts and translations—
the latter. alas. not set in parallet col-
umns. so that it is an effort to match
sound and meaning. (A couple of lines
have been dropped. one each in “Com-
plainte de la Seine” and “Buddy on the
Nightshift.™) D.H.

Recitals and
Miscellany

KIRI TE KANAWA: Song Recital.

Kiri Te Kanawa, soprano; Richard Am-
ner, piano. [Paul Myers, prod.] CBS MASTER-
WORKS M 36667. Tape: MT 36667 (cassette).
{Price at dealer’s option.]

SCHUBERT: Rastlose Liebe; Nacht
und Triume; Gretchen am Spinnrade.
SCHUMANN: Du bist wie eine Blume, Op.
25, No. 24; Stille Trinen, Op. 35, No. 10; Die
Soldatenbraut. Op. 64, No. |. WOLF:
Goethe-Lieder: No. 24. Blumengruss. DU-
PARC: L'lnvitation au voyage: Le Manoir de
Rosamonde: Au pays ou se fait la guerre.
FAURE: Aprés un réve, Op. 7, No. |; Nell,
Op. 18. No. I. WALTON: Three Songs by
Edith Sitwell.

From a soaring “Rastlose Liebe” 10 Wal-
ton’s swaggering “Old Sir Faulk,” stop-
ping en route for some passionate—yes,
passionate'—Duparc, this is a delightful
program, brought to life by Te Kanawa’s
emotional immediacy and vocal bloom.

IU’s not “profundity” that she’s after,
but communication. Which she achieves.
because she has a wide-ranging, fairly
free and colorful voice and the sensi-
tivity to make each of these songs drive
that voice into action. The open upper
range is a special pleasure, and so is the
variety of the material, which sounds-as
if it was chosen not to show off the
singer’s “versatility” (three languages!),
but because she has something to say
about all of it.

The only material likely to be unfa-
miliar is the 1932 Walton set, which con-
sists of a newly composed song,
“Daphne,” joined to two recycled origi-
nal Fagude numbers, “Through Gilded
Trellises™ and “Old Sir Faulk.” Te Ka-
nawa has a lot of fun with this, and I did
100. K.F.
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The Tape Deck

Critiques of new cassette releases by R. D. Darrell

Tuppence
Colored

Mushrooming digital recordings, super-
chrome tapings. real-time duplications,
etc.. are widening the schism between
premium-priced audiophile specialties
and “ordinary” standard- or budget-
priced releases. Not since the “society”
editions of the 78-rpm disc era have
there been such frank appeals to elitist.
affluent buyers. This trend. though per-
haps deplorable in a democracy, proves
valuable in raising standards and widen-
ing choices—for the well-heeled. any-
way. And in actual practice. at least some
of the techniques developed for these hi-
tech, high-cost (tuppence colored?) spe-
cials are coming to be adopted in the best
ordinary (penny plain?) analog record-
ings and ferric tapings.

One of the most novel. decidedly
elitist tape producers is Bob Sellman’s
Direct-t0-Tape Recording Co., which
has just informed me that ir pioneered
(from July 1979) in both cassette real-
time duplication and DBX encoding
firsts for which I credited In Sync Labs
(September 1980) and DBX Inc. (August
1981). And Sellman is surely first with
DBX encoding of open reels. His prac-
tically hand-crafied tape line actually of-
fers its infant catalog in both formats:
cassettes in Dolby B. Dolby C.or DBX 11
(on Agfa Superchrome tape) and quar-
ter- or half-track reels in Dolby B. in
DBX 1. or uncoded. Also available at
extracostare 7 and 10” (metal) reels on
mastering tape. All duplicating is done
in real time (i.e, at a 1:1 speed ratio):
both cassettes and reels are recorded on
one side only and accompanied by notes
(but no texts) in type that ranges from
small (reels) 10 microscopic (cassettes).
Tapes, catalog. and a quarterly news-
letter are available from the Direct-to-
Tape Recording Co.. 14 Station Ave.
Haddon Heights. N. J. 08035 (add $2 per
order for shipping).

The three current releases I've
heard. in both cassette and reel editions,
are topped by perhaps the first recording
of Kodaly’s late and very moving Laudes
organi, together with his engaging Maira
Picrures (folksong settings) and Bartok’s
more familiar four Slovak Folksongs.
Superbly recorded before a very quiet
audience in St. Peter’s Church in New
York, the Philadelphia Music Group

Chorus sings with infectious relish under
Sean Deibler, with Norman MacKenzie
at the organ (DTR 8102. §13).

The other two programs, though
just as ungimmicked and clean sonically,
are far less distinguished musically:
Elizabeth Boggs’s “Art of the Harpsi-
chord.” a rather stiffly played collection
of mostly familiar pieces by Couperin,
Rameau. Handel. et al. (DTR 8101.
$11): and a recital of baroque “Heroic
Music,” by trumpeter Elin Frazier and
organist Leander Chapin Claflin. that
sadly lacks both tonal appeal and stylis-
lic expertise (DTR 8103, $12).

Penny Plain: Recyclings, continued.
Deutsche Grammophon's new “Reso-
nance” reissue series ($6.98 each: made
in Canada: no notes) is led by a Ralph
Kirkpatrick Bach recital, inciuding the
Harpsichord Partita No. I and the [ral-
ian Concerto. dating from 1959-61 and
purist for the ime (3335 213). and Tamas
Vasary’s virtuosic it lightweight Chopin
scherzos. from 1964 (3335 285). But |
also welcome Rafael Kubelik’s 1968
Mahler (Fourth Symphony. 3335 119)
and 1963 Wagner (Siegfried Idvll and
preludes, 335 212).

Budget-priced reissues include the
pioneering recording of the Schumann
violin concerto (Mercury. ¢. 1965). cou-
pled with the Mendelssohn. by Henryk
Szeryng and Antal Dorati (Quintessence
P4C 7194, $5.98); and in the three-cas-
sette Vox Box series. Vols. | and 2 of
Maurice Abravanel's admirably straight-
forward 1974 Tchaikovsky orchestral
works with the Utah Symphony (CBX
5129/30. $13.98 each).

Arabesque ($7.98 each) continues
its invaluable historical series with Wil-
helm Furniwingler’s 1944 mono record-
ing of Strauss’s Sinfonia domestica. plus
four songs starring Peter Anders (9082):
only specialists are likely to tolerate the
aged broadcast sonics, however. On the
other hand, everyone is sure to be
charmed by Rudolt Kempe's 1960-63
EMI superpops concert with the Vienna
Philharmonic—favorite overtures by
Berlioz. Mendelssohn. Nicolai, Offen-
bach. Smetana, and Weber (9100). And
even Eurodisc’s full im port price of $9.98
may not seem excessive 10 devotees of
the late, extraordinarily gifted tenor,
Fritz Wunderlich, heard in an undated
anthology of familiar opera and operetta
arias and songs, all sung in German with
variousorchestras (55 907). HF
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Christian Music:
The Record Industry’s
Saving Grace?

With 60 million Born Again Christians in

this country, anything is possible.

by Davin Seay

WHITE-ROBED BAPTIST CHOIRS banging
tambourines and shouting hallelujahs.
Harmonizing quartets in toupees and
polyester suits. Sonorous Wurlitzers
pumping out the Protestant Top 10.
Blissed-out hippies strumming guitars
and passing out tracts in front of X-rated
theaters. Such were the prevailing ste-
reotypes of the Christian use of music,
stereotypes that have, in the past decade,
been exploded by the emergence of a
rapidly expanding specialty industry.
Variously dubbed Gospel, Contempo-
rary Gospel, Contemporary Christian,
or simply Jesus Music, the Christian
record industry has become one of the
fastest growing segments in the entire
spectrum of modern music. At this point,
the only factors preventing it from
achieving a more distinct presence in the
marketplace are the inherent hidebound
views of those both within and outside
the faith, and the problem of specialty
marketing. But even those obstacles are
disappearing.

Consider: Recent Gallup polls de-
lineated a hefty slice of the American
populace as Born Again Christians
(George Gallup himself among them);
estimates ranged from 60 to 90 million,
or twenty-five percent of the population.
Of that figure, a significant proportion is
in the prime record-buying age group—
eighteen to thirty-four-year-old baby
boomers. By any estimation, the market
has staggering potential, and it has only
begun to be tapped within the past dec-
ade. A 1980 survey by Warner Commu-
nications put Sacred/Gospel music in a
Davin Seay is a free-lance music journal-
ist based in Los Angeles; he is a practicing
Christian.
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category of its own; (wo years earlier it
had been a subdivision of All Other,
lumped in with Ethnic and Spoken
Word. What Warner discovered was that
Christian music was the fifth highest-
selling LP category, placing it above
both classical and jazz. Those figures
were for conventional retail outlets only;
they did not take into account the indus-
try’s traditional distribution network, the
Christian bookstore, where an estimated
seventy-five percent of all Christian rec-
ords are sold. The Gospel Music Associ-
ation, Christian music’s trade associ-
ation, reports $120 million in record and
tape sales in 1980. By whatever means
you gauge it, contemporary Christian/
gospel/Jesus music is much more than
Baptist choirs or folk-singing evange-
lists. It is big business.

But what does it sound like? Equal
parts country, soft rock and m.o.r., r&b,
and, of course, traditional gospel. the
broad range of Christian music sounds a
little bit like everything—with the no-
table exceptions of the heaviest of heavy
metal, punk, and the further limits of the
avant-garde. It comprises a variety of
subgenres. Inspirational, or “praise mu-
sic,” can best be described as m.o.r. up-
dates of hymns; it’s a kind of spiritual
Muzak. Southern quartet music, sung by
harmony-heavy white foursomes pri-
marily from the deep South, is country-
flavored gospel (Amazing Grace, What a
Friend We Have in Jesus, etc.);, il was
hugely popular in the Sixties. Contem-
porary gospel is performed by black art-
ists who use old-line r&b styling to de-
liver their message, bringing rhythm &
blues full circle back to its gospel roots.
The sound most commonly associated

with the word gospel—black choirs, soul-
ful Mahalia Jackson-esque soloists—is
categorized as traditional gospel. Fi-
nally, contemporary Christian/Jesus
music is primarily white pop/rock that
runs the gamut from easy listening to al-
most-hard rock.

The best-selling Christian artists
(defined by LP sales of around 100,000)
are spread fairly evenly across these cat-
egories. Vocalists such as Amy Grant,
Reba Rambo, and Evy Tournquist are
the Olivia Newton-Johns and Anne
Murrays of Christian music; the Bill
Gaither Trio and the Imperials up-
graded and improved on the old South-
ern quartet format; the Walter Hawkins
Family and Mighty Clouds of Joy work
from a firm traditional gospel base. To
extend the secular/sacred metaphors,
the highly successful contemporary gos-
pel singer Andrae Crouch could be
called the Stevie Wonder of the field, ap-
pealing to both white and black au-
diences, while contemporary Christian
artists like B. J. Thomas, Barry McGuire,
Keith Green, and a trio named 2nd
Chapter of Acts run parallel in popu-
larity to such artists as Springsteen, Styx,
and REO Speedwagon.

But the similarities end there. The mu-
sic of the above, as well as that of numer-
ous lesser lights—Sweet Comfort Band,
DeGarmo & Key, Daniel Amos, Leon
Patillo, Denny Correll, Larry Norman,
and Darrell Mansfield, to name only a
few—is explicitly and unswervingly
Christian. Brightly optimistic or deeply
devotional, the lyrics reflect an often fer-
vent faith; the music is almost univer-
sally melodic, as opposed to riff-ori-
ented.
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A number of Christians working
within the secular mainstream have at-
tempted to record songs that both
espouse their belief and stay within the
conventional rock/pop milieu. The most
famous example is, of course, Bob
Dylan, and the wildly uneven quality of
his LPs since his profession of faith
graphically demonstrates the difficulty
of bridging the gap between commercial
song forms and religious content. Dylan
is not the only performer to wrestie with
this quandary. Donna Summer, Van
Morrison, Arlo Guthrie, T-Bone Bur-
nett, Roger McGuinn, Richie Furay,
Maria Muldaur. Robin Lane and the
Chartbusters. Jennifer Warnes, Britain’s
U-2, and others have also attempted.
with varying degrees of success, to com-
bine rock and religion. Disregarding the
old saw that rock is the devil’s music, the
problem of relating the message via the
marketplace’s favored medium is one
that has kept Christian rock & roll from
becoming popular with mass audiences.

None of which seems to affect the
extraordinary success of modern Chris-
tian music within its own community.
There is little doubt that this white, rock-
oriented subgenre has been primarily re-
sponsible for the industry’s runaway
growth in the past decade. The roots of
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2nd Chapier of Acis: second only 10 Led Zeppelin

Mighty Clouds of Joy: traditional gospel buse

the music can be traced back to the Jesus
Movement of the mid- to late-Sixties. to
such places as Calvary Chapel and San
Francisco’s Grace Cathedral. Groups
like Lovesong played amplified instru-
ments to gatherings of young believers at
beaches. store fronts, and in church base-
ments. The introduction of rock music in
religion transcended the cultural trap-
pings of gospel: regardless of the
screams of fundamentalist preachers
(many of whom were rapidly losing their
congregations), the new approach
spread in direct proportion to the bur-
geoning ranks of baby-boom believers
who had grown up with rock & roll. As a
result. throughout the Seventies. record
labels and contemporary Christian radio
stations sprouted like weeds.

At firsi glance. the sheer number of
Christian record labels would seem 10 in-
dicate a crowded and highly competitive
field. The truth is that, while the compe-
tition is stiff, the players are few. The
huge Word, Inc. conglomerate (wholly
owned by the American Broadcasting
Company) is a perfect example. Aside
from operating such subsidiary labels as
Myrrh, Canaan, and Dayspring, this
Waco. Texas-based giant distributes a
number of smaller companies including
Solid Rock, Maranatha, Good News,
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Seed. and others. As Christian Music’s
top record label, Word is in an escalating
signing and marketing war with the
number two label, Benson. An old-line
Southern gospel company with a Con-
temporary Christian facelift. Benson
owns Impact, Greentree. and other la-
bels and distributes Lamb & Lion. New
Pax, Paragon. Starsong. Milk & Honey.
Home Sweet Home, and more. The
number three company, Sparrow, is a
seemingly autonomous and fiesty under-
dog that allegedly gets silent corporate
backing from a major music publisher.
Thus, a few voracious and well-heeled
concerns are calling the shots—a situ-
ation with precise parallels in the music
business-at-large.

The corporate giants on the secular
side are  in fact, beginning to give Chris-
tian music a run for its potentially sub-
stantial money. CBS records has recently
formed its own in-house Christian label.
Priority records, which promises to re-
lease product by Dylan and others.
MCA—a pioneer in the field—has not let
the recent failure of its own Songbird la-
bel deter it from entering a two-way dis-
tribution pact with Sparrow. Warner
Bros., which recently signed gospel giant
Andrae Crouch with the intention of ex-
panding his audience to mainstream
r&b. has announced a distribution
agreement with Crouch’s Christian la-
bel. Light records.

While the parallels between Chris-
tian record companies and conventional
labels are strong, such is not the case with
radio. Christian radio is wide open. Its
programming (within the genre) tends to
be a good deal less restricted than con-
ventional radio and it is currently experi-
encing tremendous growth. Stations that
feature at least four hours of religious
fare a day number 1,400, nationwide.
Music-formatted outlets account for
something less than fifty percent of that
total, spread evenly (about one per mar-
ket) across the country. That number is
increasing, and for very natural reasons.
In the days before the Jesus Movement,
the two elements most vital to traditional
religious radio were a talkative preacher
and a large donor pool. most of which
was in the fifty-five and older age
bracket. There are no less preachers to-
day. but the contributors are dying off,
leaving a lot of stations in a financial
crunch. Young listeners are not. as a rule,
given to sending money to support on-
the-ait ministries. Ergo, the rapid prolif-
eration of commercial-based. music-for-
matted Christian radio stations. with an
impressionable and loyal twenty-five to
forty-nine year-old listenership.

The Christian music industry is
fairly self-contained. if not downright in-
cestuous: i’s a network of arusts, labels.
and radio stations that can exist quite
(Continued on page 81)
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Input Output

Field tests of new instruments and accessories

by Fred Miller

The McLeyv
English, Writes Music,
Remembers Everything

YOU'RE A FILM-SCORE COMPOSER. and
you've just completed the music for
Rocky 10. You’ve played it through sev-
eral times on the piano. and you think,
you hope, that everything is going 1o
sound great when the time comes to
record. Your piece now goes to the or-
chestrator. who, after designating which
instruments play which parts, givesit toa
copyist. The copyist writes out each mu-
sician’s chart—say thirty in this case. All
the charts. and the conductor’s score. go
back to the orchestrator for checking and
proofreading. and finally back to you.
Then, off 1o the recording studio to hear

all the writing. arranging. orchestrating,
and copying went as planned. you can sit
back and relux. After all, you've just
spent the last two months (under normal
circumstances) preparing for this, not 1o
mention paying $10.000 for copying and
orchestrating services.

Of course, it you had been using the
McLeyvier the entire process would
have taken about two days for an ap-
proximate cost of $200—for paper.
Switch to the present, and imagine an
eighty-eight note keyboard on a console
that also incorporates a standard type-
writer keyboard and a CRT (picture tube
or screen). You want to write a trumpet
melody. Type WRI(te) CH(annel) 1,
USE TPT. and play the keyboard. Since
the keyboard is “velocity-sensing”
(touch sensitive). your trumpet line will
have real dynamics. You want 1o hear
the four bars you've just written, so you
hit RET(urn). type GO, and the

your precious work for the first time. [t

ier Speaks

McLeyvier plays the line back, complete
with dynamics. You like it. so after nam-
ing it Axis, you type SAVE AXIS, and
the piece is safe in the memory of the
computer. (According to the manufac-

turer, its memory is “longer than all of

Beethoven's symphonies combined.”)
You want to hear what you've just writ-
ten with two trumpets. so you hit RET.
type RESET. WRI CH 2. COPY CH 1.
To add French horn and hear the trum-
pet parts at minimal volume while doing
s0. hit RET, type MUTE CHS 1 and 2,
then RESET. WRI CH 3. USE FR HN
and play your new line on the keyboard.

Twenty instruments later. you de-
<ide 1o have a listen to the whole works
(hit RET and GO). Something sounds
strange in that cello line on Channel 12.
Hit RET, type OFF CHS I-11. OFF
CHS 13-20. GO. It sounds okay. so. to
have a look at it on the CRT you type
SCO(re) AXISCH 12. Aha! The E flat in
the third bar is clashing with the oboe
line’s E natural. You mauke a correction
and now take a look at the full score on
the screen by typing SCO AXIS. It looks
as good as it sounds.

IUs time for a break. but before you
g0, you type SCO-P AXIS. By the time
you return, the McLeyvier will have
printed out on paper (by means ot a pen
plotter) the complete conductor's score
to Axis. It will also print all the instru-
mental parts. each bearing the title of the
piece, your name. the copyright notice,
and all the tempo, dynamic. phrasing,
and metronome markings you need.
You can even transmit the entire score

If you make
a mistake, it
asks you, "Huh?”

via telephone to your publisher’s
McLeyvier so it's waiting in his oftice
when he gets in the next morning, ready
for duplication and distribution.

The McLeyvier comprises a com-
puter. software. a keyboard. CRT. plot-
ter, and several synthesizers. It can per-
form in any of 128 preset voices. each of
which has its own channel. I responds to
approximately 150 commands. and
needsonly the first three or four letters of
cach o do so (WRI for write. RETR for
retrograde, CRES for crescendo). It will
transpose from any key to any key, play
slower or faster. It will even generate its
own SMPTE (Society of Motion Picture
and Television Engineers) time code for
synchronization with tape and film. De-
veloped by Canadian composer/inven-
tor David McLey, it is designed specifi-
cally for musicians who speak the
English language. not computer experts
who speak COBOL or FORTRAN. (It
can also be programmed in French,
Spanish. or any other language for that
matter.) If' you make a mistake, it re-
sponds with, “huh?” or “guess again.”

To get started. you simply type
HELP on the keyboard. The CRT dis-
plays several introductory paragraphs
explaining how to use the McLeyvier. It
tells you that it responds 10 commands
and then lists some of them. If you don't
understand a particular command. type
“?" and then the word. If it’s a musical
term, it will first give you a textbook deti-
nuon. In any case it will describe the
specific application of the command on
the computer. Once you've mastered this
information. it guides you through its
operating procedures. one step at a time,
until you fully understand how to com-
pose. embellish, edit, score. and print.

If you want more details, it will dis-
play on its screen a block diagram of the
synthesizer components—oscillators, fil-
ters. VCAs. envelope gencrators. noise
generators. and so forth. You can inter-
(Continued on page 82)
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:

Rod Stewart whoops it up on “Tonight I'm Yours” (see page 80).

David Byrne: The Catherine Wheel
David Byrne, producer
Sire SRK 3645

Conceived as the score for Twyla
Tharp’s recent Broadway dance produc-
tion, “The Catherine Wheel” arrives on
the heels of other individual projects by
David Byrne's partners in Talking
Heads. Byrne’s vitality as a purveyor of
rhythm makes these excerpted songs and
instrumental pieces easily as effective on
their own as they must have been with
Tharp’s choreography. His basic ap-
proach here falls midway between the
song form used on the Heads’ most re-
cent studio work and the sonic collages
that dominated *My Life in the Bush of
Ghosts,” his collaboration with Heads
producer Brian Eno. As the subtitle
(**Songs trom the Broadway Production
of The Catherine Wheel”) indicates, the
disc’s prime lure is the new songs, each
continuing Byrne’s now-familiar juxta-
position of convoluted streams of con-
sciousness against percolating band ar-
rangements that are studded with cross-
rhythms and repeating melodic figures.

Compared to his partners’ more
straightforward bids for separate record-
ing identities. this seemingly esoteric and
ambitious assignment only underscores
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Byrne’s focal role in Talking Heads.
“The Catherine Wheel” proves more
substantive than either the somewhat la-
bored surreatism of Jerry Harrison's
“The Red and the Black™ or the more
whimsical dance rock of the Tom Tom
Club (which coheres around Heads
drummer and bassist Chris Frantz and
Tina Weymouth). Like his songs for the
group, Byrne’s solo compositions are
hiccuping recitations on modern life.
meshing edgily with the intricate synco-
pations that are common to all three
Heads projects.

Credited here with instrumental
support on three tracks, Eno exerts a
wider influence than those listings might
suggest. especially on the brief but gen-
erally atmospheric instrumental pieces.
On Eggs in a Briar Paich, Byrne uses the
same formula of “found” recitation over
mstrumental bed that dominated “My
Life in the Bush of Ghosts.”

Most of his Heads fans will grav-
itate more readily to the songs. On His
Wife Refused. My Big Huands (Fall
Through the Cracks), What a Duy That
Was. and Big Blue Plymouth (Eyes Wide
Open). Byrne offers his familtar declam-
atory vocals against Head-strong slip-
stream riffing. [f the songs are sometimes
numbingly repetitive. they are no more
so than those on last year's “*Remain in

EBET ROBERTS

Light.” which sometimes overstated its
new wave/funk intentions.

For the audience coming to this mu-
sic by way of Tharp’s production, the
longer cassette version (Sire M58 3645)
may be preferable. since it contains all
seventy-three minutes of the score. This
LP is limited to songs and selected brief
instrumentals. ~SAM SUTHERLAND

The J. Geils Band: Freeze-Frame
Seth Justman, producer
EMI America SOO 17062

The J. Geils Band is one of the very few
groups from the "60s that has not only
survived but prospered with its original
lineup still intact. The reasons are amply
documented on this tough, bracing. and
otten brilliant album. “Freeze-Frame”
sounds so fresh. it’s as if this Boston-
based sextet had carefully mixed some of
its earliest influences with some very cur-
rent ones, as if the strength of its distant
past had inspired a renewed spirit of ex-
ploration and growth.

This effect jumps right out on the
opening title track. Drummer Stephen
Bladd's tightly-wound shuffle-stomp re-
calls such mid-"60s, first-wave punk
groups as the Barbarians and the
Knickerbockers. as Peter Wolf spins out
an intricate double entendre that com-
pares an amorous encounter with a
photo session: “Thursday morning was a
hot flash-factor/Her face still focused in
my mind/Test-strip proof-sheet love is
hard to find. .. ." Slap-back echo on the
snare drum and the sound of cameras
clicking and whirring reinforce the ul-
tramodern image, while a crack horn
section and Seth Justman’s rich Ham-
mond organ chords supply traditional
reference points. The overall effect is
clever and meaningful. leaving one with
the impression that these guys have ob-
viousiy been around awhile, but they're
also “hip” to what’s going on.

As a songwriting team, Justman and
Wolf have matured significantly over
their last two albums, capable now of
dealing with a variety of subjects without
resorting to clichés. Rage in the Cage
delves into pent-up teenage emotions as
effectively as any Springsteen tune ever
has, without ever once using any of the
Boss's Jersey Shore mannerisms. Do
You Remember When addresses lost love
quite bluntly, the believability of Wolf’s
crooning. heartfelt sadness no doubt a
result of his on-the-rocks marriage to ac-
tress Faye Dunaway.

The band plays with real fire and
authority throughout, going for new
sounds and instrumental approaches.
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Magic Dick provides especially hair-
raising solos on Flamethrower and Rage
in the Cage without relying on hack-
neyed rock/blues phrasing. Geils sounds
wonderfully fluid and jazzier than ever
on his guitar solos. As producer/ar-
ranger, Justman provides a fascinating
array of synthesizer tone colors, and, on
River Blindness delves into African/elec-
tronic rhythmic textures that are so idio-
syncratic as to easily avoid sounding
trendy. “Freeze-Frame™ should sig-
nificantly expand the J. Geils Band’s al-
ready-large and loyal following. This is
one group of musical survivors who will
undoubtedly be around for a long time
tocome. —CRISPIN CIOE

Daryl Hall & John Oates:
Private Eyes

Hall & Oates, producers
RCA AFL 1-4028

For years Daryl Hall and John Oates
flirted with major success, turning out
occasional glorious singles (Sara Smile
and Wait for Me immediately spring to
mind) and a series of unevenly-produced
albums. On “Voices,” their last LP, these
brainy former Philadelphians finally
took over their own production, using
their own band to record rather than stu-
dio musicians. Not coincidently, that al-
bum yielded three artful hit singles in a
row, making it their most successful LP
to date. “Private Eyes” is a followup in
the best sense of the word. a further re-
finement of the shiny surfaces and
smoothly polished stylistic influences
that began to emerge with consistency on
“Voices.” Without a producer to stand
between them and their finished prod-
uct, Hall and Oates’s artistic goals are
much clearer now. and one of them is to
resurrect the AM radio single as an excit-
ing medium. Judging from *‘Private
Eyes.” they're well on their way to
achieving that goal.

Of course, most contemporary AM
radio is notoriously bland and formulaic,
so rock groups often look down on the
format, the common wisdom being that
FM sells albums. But Hall and Oates lit-
erally revel in the classic conventions of
the single, and their songs are steeped in
riffs, textures, and harmonies that allude
to its "60s and early "70s heyday. when ar-
resting lyrics, undeniable rhythm, and a
transcendent melody were necessary for
a song to be a hit. The title track. for in-
stance, pivots on the tension between
drummer Jerry Marrotta’s relentlessly
simple backbeat and Hall’s nonstop. ner-
vously pounding piano chords. As he
sings, “What my head overlooks/the
senses will show to my heart . . . you can’t
escape my Private Eyes,” he sounds ev-
ery bit as edgy and uncertain as he ex-
pects his girl to be. On Your Imagination,
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Hall & Oates: masters at creating AM radio singles with integriry

a slithery synthesizer line frames Hall’s
opening statement: “I remember when |
used to be the jealous kind/I got over it.
now you’re taking over my old line.”
summing up a relationship’s mistrust
and insecurity in a few moody bars.
Hall and Oates get 10 the musical
heart of the matter just as quickly. an-
other sure-fire sign of great singles artists
at work. On Looking for a Good Sign
(which is “dedicated to David, Eddie,
Melvin, Otis, and Paul.” i.e., the original
Temptations), Hall’s David Ruffin-in-
spired falsetto and his and Oates’s ring-
ing Motown harmonies are placed
squarely over a pulsing modern rock
beat, creating a believable homage to
soul music. Sure, Hall and Oates special-
ize in short pop tunes meant to be en-
Joyed by the masses. But most of the
songs here also have musical integrity
and depth—and that’s a rare combina-
tion these days. —CRISPIN CIOE

Del Shannon: Drop Down
and Get Me

Tom Petty, producer
Elektra SE 568

Women have been a source of trouble
for Del Shannon throughout his career.
Their capacity for betrayal and decep-
tion has been his primary subject from
his first, magnificently moody hit Run-
away. through later songs like Linle
Town Firr and the vindictive Hats Off 10
Larry, right up to this two-years-in-the-
making project with Tom Peity. “Drop
Down and Get Me” As it happens,
Shannon’s insistent voice and musical
style are perfectly suited for conveying
bruised anguish, and his new album is a
solid achievement. It contemporizes him
without compromising the individuality
that made him one of the strongest rock-
ers of the early *60s. But when, on song

after song, he depicts females as users
and liars. the ultimate message gets
somewhal soured.

In much the same way that Bruce
Springsteen and Steve Van Zandt re-
vived the career of Gary U.S. Bonds,
Petty and the Heartbreakers rescue
Shannon by giving him their creative
sponsorship. Shannon fully deserves re-
discovery. His use of the organlike Musi-
tron precedes all electronic/synthesizer
effects in rock. (ELO’s Jeff Lynne ac-
knowledged Shannon’s influence by pro-
ducing some sides with him on Island
Records.) His lovers-on-the-run singles
Keep Searchin’and Stranger in Town are
definite Springsteen prototypes. He re-
corded an LP of Hank Williams songs a
decade-and-a-half before Urban Cow-
boy. All through “Drop Down and Get
Me,” he and the Heartbreakers get the
spirit right. Tracks like Sucker for Your
Love and the title song have the old
Shannon momentum (Benmont Tench
stands out on keyboards), and the more
reflective cuts—Don Everly’s Maybe To-
morrow, Shannon’s Never Siop Tryin’,
and the oldie Sea of Love—are enhanced
by the complementary vocals of Kym
Westover.

It's a fine album. but it would rate
more cheers if its prevailing point of
view weren’t so spiteful. Nearly all of
Shannon’s compositions, including Liar
To Love Someone, and Life Without You
find him embittered by a faithless lover,
and his choice of a Rolling Stones
cover—Ow of Time, from Jagger and
Richard’s most female-baiting period—is
telling. (Shannon had a minor success
some years ago with Under My Thumb,
so the attitude is not a new one.) As com-
mendable as Petty’s attempt to focus
new attention on Del Shannon is. “Drop
Down and Get Me” is a mixed event:
very sound musically. very suspect emo-
tionally. “MITCHELL COHEN

HIGH FIDELITY
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Frank Sinatra: She Shot Me Down
Don Costa, producer
Reprise FS 2305

Frank Sinatra has spent much of the last
two decades (his entire tenure with Re-
prise) denying his artistry. What is one to
make of a talent as rich as his being frit-
tered away on concepts like “Some Nice
Things I've Missed,” on songs by Rod
McKuen, Marilyn and Alan Bergman,
Sammy Cahn, and Paul Anka, on pain-
ful renditions of Downtown, Mrs. Robin

son, and Winchester Cathedral? The high
points—his collaborations with Count
Basie and Antonio Carlos Jobim, parts
of “OI’ Blue Eyes Is Back,” album one of
“Trilogy”—seem like aberrations in a
career of total carelessness. “She Shot
Me Down,” then, comes on like a glow

of sudden realization. There are still mo- |

ments of banality, but they are alongside
moments so movingly rendered as to
make one mourn even more achingly the
years of wasted vinyl.

The only bad news is that some of
the material is, as usual, not of the qual-
ity he deserves. Sonny Bono, author of
Bang Bang (My Baby Shot Me Down),
should never enter Sinatra’s repertoire;
Gordon Jenkins (I Loved Her, a simplis-
tic “list” song) is a mundane composer;
Thanks for the Memory should have
been left as originally written. The good
news, however, is that Sinatra is singing
better—tonally, interpretively—than he
hasin a very long time, possibly since the
Jobim album (1967). His phrasing and
enunciation are flawless; there is never a
need for printed lyrics. And the thematic
thread of the album is one that has
served him well for forty years: love
locked out, romantic dreams gone bust.
This is his home court.

That Sinatra is in such good voice is
remarkable. That he has chosen some
stylish, literate, and melodically chal-
lenging songs is more so. “She Shot Me
Down” begins with Stephen Sondheim’s
Good Thing Going, a rueful number
from Merrily We Roll Along, and con-
cludes with a medley of The Gal That
Got Away and It Never Entered My
Mind, arranged by Nelson Riddle. If
there were nothing but Bulgarian com-
mercial jingles between those cuts, the
very jump from Sondheim to Arlen &
Gershwin-Rodgers & Hart would still
raise this album above most latter-day
Sinatra.

What does fill the grooves are two
recent songs by the late Alec Wilder with
Loonis McGlohon (4 Long Night is the
better of the pair), a fine contribution by
Jule Styne, a surprisingly workable con-
ceit by producer Don Costa (Monday
Morning Quarterback), and the melody
of Thanks for the Memory (the new lyric
features lines like “Tonight the way
(Continued on page 80)
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Sound, pure and perfect.’To take you where you want to be
...anytime you warit to be there.
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STEREO REPRESENTATIVESNEEDED!! LOWEST
POSSIBLE PRICES!! OVER 100 BRANDS' KRASCO
Rep. HF, 998 Orange Ave., West Haven, Conn. 06516

SAVE 50% BUILD YOUR OWN SPEAKER SYSTEM. Write
McGee Radio Electronics. 1901 McGee Street, Kansas
City, Missouri 61408.

ACCURATE, QUALITY AUDIO. Reason-
able Prices! Car/Home. Send stamp:
Denco Audio, P.O. Box 61 04-H, El Monte,
CA 91734 (213) 961-6158. Evenings,
weekends. MONTHLY SPECIALS
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REMOVES VOCAL FROM MOST STEREO DISCS
The Thompson Vocal Eliminator can actually remove most or
virtually all of a solo vocalist from a standard stereo record and
yet leave most of the background music untouched! Not an
equalizer! We can prove it works over the phone. Write or call
for a brochure and demo record below. COST: $295.00

'sl'lmie Delay/Ambience
uperior:

*Realism *Frequency Response

*Versatility *Dynamic Range

Time delay is new to consumer audio. Recording
Studios have been doing it for years. They have
developed much more realistic systems than are
presently offered for consumer use, with One notable
exception...., Our TAD-4. i

Call or write for a 24 page brochure on our line of 18
products. Included will be a product review of the TAD-4 and a
demo record which will allow you to compare our TAD-4 with
other units. At $650 we aren't cheaper...... We're Better!
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Stone Mountain, GA 30086,  Phone (404) 493-1258
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Reproduction, 7 Industrial Road, Fairfield, N.J. 07006
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(203) 934-5291 AUDIO PEOPLE, 1000 Or-
ange Avenue, WestHaven, CT 06516.

78

CABLE TV DESCRAMBLERS AND CONVERTERS. M
crowave antennas and downconverters. Plans and parts.
Build or buy. For information send $2.00. C&D
Electronics, P.O. Box 21, Jenison, M| 49428,

HAFLER, FRIED KITS, KLIPSCH, SONY,
CARVER, more. In stock. Immediate, FREE
shipping! READ BROTHERS STEREO,
593-C King Street, Charleston, South
Carolina 29403. (803) 723-7276.

BEFORE YOU BUY—CHECK OUR PRICES. Send for free
catalog featuring audio and video equipment and acces-
sories at discount prices. House ot Tape, P.O. Box 191
Mineola, NY. 11501
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STORES OR CATALOGS ANYWHERE' Bargain prices on everything! I
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THE GREAT ELECTRO
; THINGS & IDEAS BOOK!

New 1tems in every issue! Rush postcard for your copy’

ELECTRONICS
ETCOg;
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HARMAN/KARDON high technology sep-
arates, recelvers, cassette decks; ELEC-
TRO-VOICE Intertace, A,B,C,D speaker
systems; THORENS turntables. All prod-
ucts in stock—immediate shipment. East
(305) 462-1976; West (213) 243-1168.

WE HAVEIT ALL! ! Audio and Video Tape,
Accessorles, Recording Equipment, Fine
Audio Components. KNOWLEDGEABLE
Statt! COMPETITIVE Prices! FREE Buyer’s
Guide! SOUND IDEAS, Dept. HF, Box 671,
Cary, NC 27511-0671, (919) 467-8578.
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tin, Texas 78704 (512)443-9295

ABSOLUTE SOUND. MICHIGAN's high accuracy audio
dealer. Will ship postage prepaid anywhere in the United
States. CONRAD JOHNSON, BOSTON ACOUSTICS,
NAIM AUDIO, LINN SONDEK, DAHLQUIST, NAKAMICHI
MISSION, SPECTRUM, HAFLER, GRACE, NAD, APT
REGA, STAX, REVOX, ONKYO, SNELL, DELPHI, SPEN-
DOR, BRYSTON, THRESHOLD, POLK AUDIO, HARMAN
KARDON, GRADO SIGNATURE. Or visit any one of our
stores in Southeastern Michigan: DETROIT—12400 Mo-
rang (313)527-2244, ROYAL OAK—4354 N. Woodward
(313)549-7550; ANN ARBOR—312 S. State Street
(313)662-2026; E. LANSING—1045 E. Grand
River(517)351-9300; Mastercard, VISA, American Ex-
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TOK SAC90 29 TD® DCY%0 1.67  Discw'srSys 998
TDK SAC60 225 TDK DC6O 119 FUJIMECSO 5.29
TOK ADC90 239 TOKLX3590 559  FUJIFXI9O 285
TOK ADC60 169  TOK Demag. 1489 SONYFEC0 289
TOK O0C%0 349 TDKVTI20 13.50 SONY EHFC90 279
TON SAXC90 449 TOKHGTI20 18.5C SONYL750 13,75
TOK MACSO 5.89  MAXLXLINGO 3.29 BASFPRONSD 2.75

For ORDERS ONLY. Call TOLL FREE 800-431-2932. Min. order 10
tapes with Master or Visa card, M.O., Cert. check. Add $3.50 min
for shpg & hdig and sis tax for NYS res. Free Catalog
CONSUMERS CO., P.O. Box 550 Dept. HF 282
Mt. varnon, N.Y. 10551 (914) 664-2909

SUBSCRIPTION TV DECODERKIT
$39.00. Includes parte, manual and etched
board. Informative catalog on other sub-
scription TV products $2.00. J&W Elec-
tronics P.O. Box 61, Cumberland, RI.
02864,

Save 60% to 75%, Build Your Own Speaker
Systems. P/C crossovers, woofers, mids,
tweeters, Instructions. Complete selec-
tion, Hi-Fi, M.1., Pro, Disco and Auto Sys-
tems. Send $2.00 for catalog refundable
with purchase. DKI Audlo, Box 284, Davis,
1l.61019.

Call TOLL FREE 1-800-826-0520 FOR
ACOUSTAT, CARVER, NAD, POLK, 3D,
ONKYO, AUDIOCONTROL, B&W, AMBER,
BEDINI, MICRO-SEIKI, DAHLQUIST, DE-
NON, HAFLER, dbx, TANDBERG, VAN-
DERSTEEN, DCM, GRACE, HARMAN
KARDON. THE SOUND SELLER, 1706
MAIN ST., MARINETTE, WI 54143, (715)
735-9002.

DYNACO OWNERS: 60,000 LB PARTS IN-
VENTORY! 20-page listing: $1.00. Also,
200/200W power amp kits @%269; BI-FET
preamp kits @$169; more, VISA/MC/
CO0D. SCC, Box 551, Dublin, OH 43017
(614)889-2117.

SPEAKER BUILDERS: JBL, ELECTRO-
VOICE, + computer designed plans. Cata-
log $2.00, refundable. Gold Sound, Box
141HF, Englewood, CO 80151.

INVENTIONS WANTED

INVENTIONS WANTED. FREE CONSULTATION, NO
IDEA TOO SMALL. Disclosure registration. Potential
cash or royalties from manufacturers seeking new ideas.
For free information on how to register your ideas, call or
write: AMERICAN INVENTORS CORP., 2280 South Xa-
nadu Way, = 300, Dept HF Aurora, Co. 80014 (303)695-
6500. A Fee Based Marketing Company.

MISCELLANEOUS

DIAMOND NEEDLES and Stereo Cartridges at Discount
orices for Shure, Pickering, Stanton, Empire, Grado, Au-
dio Technica and ADC. Write for free catalog. LYLE CAR-
TRIDGES, Dept. H, Box 69 Brooklyn, New York 11218,
For Fast Service, call TOLL FREE 800-221-0906.

PROTECT YOUR ALBUMS. WHITE CARDBOARD RE-
PLACEMENT JACKETS 35¢. PLASTIC LINER INNER
SLEEVES 15¢c. POSTAGE $1.25. OPERA BOXES. 78
SLEEVES AVAILABLE. FREE CATALOG. CABCO 301-3,
BOX 8212, COLUMBUS, OHIO 43201

POLYPROPYLENE DRIVERSFERROFLUID DOMES
RIBBON TWEETERS, CROSSOVERS. Horns, Plans, Re-
placements. Catalog $1.00 Soundbox, DeptHF 411
South Carlisle Street, Philadelphia, 19146.

COLLEGE STUDENTSi—Improve your grades!—Termpa-
per catalog—306 pages—10,278 tittes—Rush $1.00 (Re-
fundable!)—Research, Box 25916R . Los Angeles, 90025.
(213)477-8226.
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TAPES & RECORDS

1-800-245-3986

ELECTRONICS

RARE OPERA, SYMPHONIC MUSIC ON OPEN REEL
TAPE. Historic performances. EUROPEAN, DOMESTIC
Free Catalogue. Underhill, Box "'U,” Bellport, NY 11713,

‘SOUNDTRACKS, SHOW, NOSTALGIA & JAZZ—FREE
Catalog & Offering List—A-1 Record Finders, P.O. Box
75071-H, L.A. CAL. 90075.

SHOW ALBUMS—Rare, out-of-print Ips, 64-page list
$1.00. King of Hearts-original cast LP $9.95. Broadway-
Hollywood Recordings, Georgetown, CT. 06829.
STORE: 68 Sugar Hollow (Route 7) Danbury, Conn.

TDK SA C%0 289 TDK VAT-120 13.93
TOK SAX C90 399 TDK: L-500 1043
TOK ADC30 239 TDK LX35908 5.89
TDK: 0D-C90 279 TDK: GX35 908 1.99
TDK. SA C60 2.19  TDK. LX35 180BM 16.95
TOK. D-C%0 1.65  TDK GX35 1808M 21.99
TOK: MA C90 5.99  TOK HD 01 (Cass. Head Pemag.).14.89
TDK. VAT HG-120 18.99  BASF:PRO I IF, or HIC30 299
TDK L 750 12.99  Fup: FXlor11-C90 2.79
Fup Metai C-90 SCOTCH: 207-7R1800 5.49

We wil haner 30y pice ia this book .an TDK, Maxeil, BASF, Fuji, Shioping 3.50 any
e order, in U.S. Deatens COO. Visa and MC no extra charge. 412-283-8621.

Tape World 220 Spring St Sutier, PA 16001,

ELECTRONIC BARGAINS, CLOSEQUTS, SURPLUS!
Parts, equipment, stereo, industrial, educational. Amaz-
ing values! Fascinating items unavailable in stores or
catalogs anywhere! Unusual FREE catalog. ETCO-017
Box 762, Plattsburgh, N.Y. 12901

MICROWAVE TELEVISION "DOWNCONVERTERS ™ un-
der $50.00. High quality, easlly assembled. Catalogue
$2.00 (refundable). NDS, Box 12652-H, Dallas, 75225

TOSCANINI, great conductors, instrumentalists. Live
concerts; reels, cassettes. Free lIsts, state arfists. WSA,
Box 1112HF, Ei Cerrito, CA. 94530

OPERA VIDEO—Magnilficent perform-
ances from Europe. Beta, VHS Formats.
Free catalog. HRE, Box 12, Kew Gardens,
N.Y. 11415,

GOLDEN AGE RADIO—your best source for radio tapes.
Free catalog. Box 25215-J, Portland, Oregon 97225.

OPEN REEL TAPES from studio masters. Philips, Argo
Teletunken, Vanguard, Unicorn. Catalogue $1.00. Bar-
clay Crocker, Room 1470-H, 11 Broadway, NYC 10004

SEARCHING FOR OUT-OF-PRINTS? Try for Discon-
tinued Records, 444 South Victory, Burbank, California
91502 (213)849-4791.

OPERA TAPES MAGNIFICENT COLLEC-
TION. Most outstanding service of Its kind.
Over 5,000 llve performances. Teatro, Box
189, Kew Gardens, NY 11415,

LIVE OPERA TAPES. INCREDIBLE VARI-
ETY.FREE CATALOGUE. Live Opera. Box
3141. Stelnway Statlon, L.I.C.N.Y.11103.

JAZZ—-SWING—BIG BAND BROADCASTS, TRAN-
SCRIPTIONS LAST 50 years excluslvely. Reels/cas-
settes 75 pg. catalog $2.50. Refundable. Cltation P.O.
Box 23644, F1. Lauderdale, Fla. 33307

ORGAN AND CHORAL RECORDS. For free catalog write
Gothic Records, PO Box 743-ANew York, N.Y. 10101

PARADISE IS NEARER THAN YOU THINK. CLOSE your
eyes and this cassette tape transports you to the istands.
Relax, Meditate, Vacation at home. $6.95 ppd. Cohahn
Enterprises, P.O. Box 2204, Aston, PA 19014.

‘PLATIUM" RECORDS! Unique gift idea suitable for
traming. Unlabeled and industry award identical. Single—
$26.50, Album—$36.50 postpaid. Strocker Project,

P.0.B. 4052-HF, Overiand Park, Kansas 66204. Dealer in-
quiries welcome

CUT-OUTS best prices—big selection—
write for free catalog. A & C, Box 5345,
Lighthouse Point, FL 33074.

New outstanding baritone vocal. Ask for Emergence Of A
Style cassette. $6 RKNROL PUBLISHERS, Box 18083,
Hartford, Conn. 06118-0083

1930-1962 RADIO PROGRAMS. $1.00 HOUR! Informa-
tive 250 page catalog $1.25. AM Treasures, Box 192HF,
Babylon, N.Y. 11702.

OPEN REEL TAPE—Mostly Ampex, used once, unboxed,
unspliced. 1800 50 Reels; $65.00, Sample, $2.00-3600*
10 Reels; $25.00. Sample, $2.50. New, premium cas-
settes, C-60, Sample $1.00. AUDIO TAPES, BOX 9584-J,
ALEXANDRIA, VA 22304

SCHOENBERG: PIERROT LUNAIRE,
MAUREEN McNALLEY. Digitai LP $10.98.
Free catalog of Imported & domestic rec-
ords & cassettes. Musical Concepts, Box
53HF2, Cedarhurst, N.Y. 11516.
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PRESENTING MODE RECORD SERVICE. Extensive se-
lectlon special Imports plus Schwann. All discounted. Im-
port cataiog $2.00. Mode Record Service, P.O. Box 375,
Kew Gardens, NY 11415,

UNUSUAL ITEMS

FREE: World's Leading Novelty Catalog. 1600 Jokes,
Tricks, Science, Sports, Hobbies. Johnson-Smith, C-249,
Mt. Clemens, Mich. 48043,

WANTED TO BUY

AUDIOPHILE RECORDINGS AT DISCOUNT PRICES, di-
rect disc, digitals, DBX encoded, half mastered and more.
Write for free catalog. Audiophile Record Gallery, P.O
Box 2668, LaMesa, Ca. 92041

BUSINESS OPPORTUNITIES

WANT YOUR OWN RADIO STATION? In-
vestment/experience unnecessary. Home
operation possible. Free information.
"‘Broadcasting,” Box 130-D12. Paradise,
Cailt. 9596¢€.

COLLEGE STUDENTS—EARN EXTRAMONEY
SELL AUDIO EQUIPMENT AT YOUR SCHOOL
No Investment. Professional sales help. 60 top brands. in-
centive programs. Limited positions availasle. Call or
write. Audio Outlet, Inc., 10 Commerce Court, Newark,
N.J. 07102 201-622-3250.

CAMPUS REPRESENTATIVES earn commissions, starta
career selling Hi-Fl equipment on campus. Large national
firm. Call toll tree 1-800-638-8806 9a.m. to 9p.m

WANTED: 1960s English Speakers: Tannoy (8 OHM only)
and Altobass Ltd. Each 12" Dual Concentrics. Plessey
Ltd. Dual-12 Coaxial. Goodmans Twincone Axiom 10"-
12" and Triaxioms & 312-212 etc. Stentorian 12"-15"
Ouplex Coaxlal. Hartley 12" wide range. Lorenz (King-
dom Products) 12" Coaxial LP 312-2. Racon 15" 3 Way
= 15HTX. Trusonic (Stephens) 12"-8" Coaxials. Calrad
(Japanese) 12" Triaxial 12 TX-1, 8" Coaxial CR-8X, 12"
Coanxials. Stromberg-Carlson 12* Coaxials. Singles OK
No cabinets. Kalish, Box 52, Redlands, Caiit. 92373.(714)
792-0220.

McINTOSH, MARANTZ tube type pre-amps, power-
amps. WESTERN ELECTRIC tubes, drivers, speakers,
horns, amps, microphones, mixers, others 213/576-
2642

EQUIPMENT FOR SALE

IDEAL ACOUSTICS OUTSTANDING SHOWROOMS
CUSTOM Installations. Luxman, Klipsch, NAD, Naka-
michi, and comparable lines fully represented. Complete
service center. Visitus 110 Wiliow Rd., Starkvilie, MS
39759 (601)324-1020.

CLASSIFIED
CAN

WORK
FOR YOU

CHARGE IT ON MASTER CHARGE OR VISA

USE POST CARD ORDER FORM IN THIS ISSUE
OR CALL CLASSIFIED AD DEPT., (212) 265-8360
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(Continued from page 77)
things look/I need a book by Sigmund
Freud/How brainy he was”). The struc-
ture of some of the songs, especially
Sondheim’s and Wilder’s, is a challenge
to maneuver through, but Sinatra never
loses his footing. He brings to “She Shot
Me Down” what he has always, at his
best, brought to his music—a matchless
union of compassion and craft.
—MITCHELL COHEN

Rod Stewart: Tonight ’'m Yours
Rod Stewart & Jim Cregan,
producers. Warner Bros. BSK 3602

Following in the wake of 1980’s ultra-
slick. trashy ‘““Foolish Behaviour.”
“Tonight I'm Yours” marks a welcome
return to real-life rock & roll for Rod
Stewart. The scraggly-voiced veteran’s
eleventh solo LP is probably his best
since '72’s “Nevera Dull Moment.” It’s a
clever, vigorous collection of originals
(most of them written with guitarist Jim
Cregan and keyboard player Kevin Sav-
igar). and well-chosen outside material:
Bob Dylan’s Just like a Woman, the
Burnette brothers’ Fifties rocker Tear It
Up (which boasts a playful classical pi-
ano intro), and Ace’s mid-Seventies hit
How Long. It also features some of the
best group playing of any Stewart effort.
Guitarists Cregan and Robin LeMes-
urier, keyboardist Savigar, drummer
Tony Brock, and bassist Jay Davis pro-
vide a fervent, roiling setting for the sing-
er’s eccentric, masterful vocals.

“Tonight I'm Yours” also contains
one of the year’s best singles in Young
Turks. a Dylan-meets-Dire Straits rave-
up that bristles with the clacking, me-
chanical drums of old Stewart crony
Carmine Appice. Cregan steals a page
from Mark Knopfler’s book of willowy
guitar runs, and the whole tightly
wrapped package is topped off with the
radiant keyboards of Savigar and Duane
Hitchings. The album’s only truly inaus-
picious moment is Never Give Up on a
Dream. This overblown tribute to Ter-
rance Stanley Fox, the Canadian cancer
victim who jogged across the continent
last summer and then died, was co-
written by pop music’s premiere senti-
mentalist hack, Bernie Taupin. As Stew-
art waxes emotional, a portentous Pente-
costal choir warbles woefully. It’s a
delicate subject that has been handled
with heavy, clumsy hands.

As for the rest. Stewart sings like a
man with a new lease on life. He pokes
fun at his sexy image on Tonight I'm
Yours (Don't Hurt Me), he whoops it up
on Tora, Tora, Tora. and he even saves a
son-of-Passion number called Jealous
from falling in the disco abyss. Along
with venerable Anglo acts like the Roll-
ing Stones and the Kinks, Stewart seems
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to have been caught in the currents of a
second wind. —STEVEN X. REA

Jazz

Pee Wee Erwin: Classic Jazz

Pee Wee in New York

Pee Wee in Hollywood

Pee Wee Playing at Home
Qualtro Music, producer
Qualtromusic 100, 101, & 102
(1020 Prospect Street, Suite 407,
La Jolla, Calif. 92037)

A year and a half before Pee Wee Er-
win’s death at the age of sixty-eight, he
and his friend Bill Muchnic started work
on a project that would show the
trumpeter in a variety of recorded situ-
ations. When he died last June, three al-
bums had been completed. Though they
may not have covered the full spectrum
that he and Muchnic had in mind, they
are a fitting memorial to Pee Wee’s tal-
ents and a welcome corrective to the
widely held impression that he was just a
Dixieland musician.

“Pee Wee in New York” puts him in
a mini-big-band context playing Bob
Wilber’s octet arrangements of ballads
blues, standards, and show tunes, from
Gershwin’s He Loves, She Loves (rarely
played by jazz musicians) to Ellington’s
Creole Love Call. Particularly on this
last, Pee Wee’s warm, glowing tone, his
sly coloration, and his mastery of effects
from growls to lyricism shine brilliantly
in the company of Ed Hubble, Johnny
Mince, and Wilber.

“Pee Wee in Hollywood” finds him
in a septet playing pieces closer to the
Dixieland repertory. Though he and
tenor saxophonist Eddie Miller provide
strong solos on such tunes as There’ll Be
Some Changes Made and Hindustan, the
most revealing cuts are three piano-and-
trumpet duets—two with Dick Hyman,
one with Dick Carey. These put Pee Wee
in some “naked” situations, much like
Louis Armstrong’s performances with
Earl Hines, and he sustains the exposure
admirably.

On “Pee Wee Playing at Home,”
the most fascinating of the three discs,
his trumpet is joined by the guitars of
Bucky Pizzarelli and Bucky’s son John.
The pieces are gentle and relaxed, the
kind that Pee Wee almost never had an
opportunity to play in public. Included
are a trumpet and guitar arrangement of
Bix Beiderbecke’s piano composition /n
the Dark; September Song. played with a
gruff sweetness that reflects both Walter
Huston’s singing and Pee Wee's own
personality: and The Hour of Parting,

Pee Wee: much more than Dixieland

whose reflective, tender reading is a re-
freshing change of pace from the bra-
vura treatment the tune usually gets. The
complementary balance between the
players makes this record as much
Bucky’s as it is Pee Wee’'s.

Together, these three unusually
well-recorded discs show the true
breadth of Erwin’s capabilities, strength-
ening the picture of a modest man who
was a much greater trumpet player than
his usual circumstances ever suggested.

—JOHN §. WILSON

John McLaughlin: Belo Horizonte
John McLaughlin, producer
Warner Bros. BSK 3619

As the best-known pioneer in fusing jazz
guitar technique with post-rock fire-
power, John McLaughlin has remained
an archetype for that movement’s ex-
cesses, despite a stylistically varied ca-
reer. As recently as his live guitar summit
conference with Paco deLucia and Al
DiMeola, McLaughlin has succumbed
to grandstanding amid frenetic crossfires
of arpeggiated picking.

Yet unlike such glaring technocrats
as DiMeola who eclipse melodic grace
and harmonic color with count-the-notes
displays of pure speed. McLaughlin has
long excelled at gentler, atmospheric ex-
cursions on both acoustic and electric in-
struments. His late "60s solo work and
subsequent leadership of the Maha-
vishnu Orchestra opened up quiet new
realms as well as fiery jazz/rock vistas.
But in recent years his focus on the more
eclectic marriages of Indian and Western
acoustic instrumentation have met with
diminishing popularity.

All of which makes his first album
for Warner Bros. a twin triumph. On it.
McLaughlin balances a restrained per-
sonal style shaped by those recent forays
against an implicit attempt to remain ac-
cessible. His new nine-piece band, aug-
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mented on one track by deLucia, sur-
rounds him with percussion, syn-
thesizers, keyboards, reeds, and violin,
using a textured palette shaped by the
electronic orchestral timbres associated
with Weather Report.

McLaughlin sticks with acoustic
guitar throughout and the modern
chamber orchestra feel he achieves is
generally satisfying. While he still
flashes daunting technique, songs like
the title composition. Very Early (Hom-
age 1o Bill Evans), and Waltz for Katia
reflect a heartening emphasis on melodic
shape and song structure.

His playing—together with Jean
Paul Celea’s acoustic double bass, Au-
gustin Dumay’s violin, Katia LeBeque’s
acoustic piano, and deLucia’s guitar—in-
jects a vital warmth and human intimacy
to the washes of synthesizer and Fender
Rhodes, creating a mature, elegant fu-
sion. If “Belo Horizonte” is far from a
grand statement, it’s a charming one
nonetheless. —SAM SUTHERLAND

Emily Remler: Firefly
Carl E. Jefferson, producer
Concord Jazz CJ 162

Up until the time of his death in 1968,
guitarist Wes Montgomery’s style was as
widely imitated as Charlie Christian’s
and blues-based B. B. King’s are now.
Emily Remler, a twenty-four-year-old
Montgomery enthusiast, may well bring
his thumb-strumming and parallel oc-
taves back into prominence. On “Fire-
fly,” her first album under her own
name, the warm sonority of her tone and
the direct logic of her ideas provide a
very refreshing change from most cur-
rent jazz guitar playing.

Her debt is expressed directly in her
light, fluent performance of Montgom-
ery’s Movin’ Along. and indirectly in her
own The Fireflv, a bright swinging piece
that captures the lilt of her model’s style.
Horace Silver’s Strollin’ also falls easily
into the Montgomery mode.

But there is more to Remler than
admiration for Montgomery. Even
within the context of his approach and
compositions, it’s quite clear from her
naturally flowing lines that she has al-
ready found her own, distinctive ap-
proach. She handles with equal finesse
the post-bop of McCoy Tyner’s Incep-
tion, the lush romanticism of Ellington’s
In a Sentimental Mood. and the quasi-
folk (in this reading) of the unaccompa-
nied A Taste of Honey. Backing her are
bassist Bob Maize, drummer Jake
Hanna, and pianist Hank Jones. Jones
plays a very supportive but unobtrusive
role, giving Remler virtually all the solo
space. She easily justifies the oppor-
tunity. —JOHNS. WILSON
(Continued on page 82)
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CZECH CHAMBERS
(Continued from page 56)

Many of today’s listeners, unfamil-
iar with the older school of string play-
ing, with its anticipated shifts and fla-
grant portamento, will be initially—and
perhaps permanently—put off by the Bo-
hemians’ highly idiosyncratic period
playing. But if one can hear bevond the
scoops. the dated extremes of tempo, the
passages (particularly in the Smetana
scherzo) in which disparate methods of
shifting make unisons a desparate every-
man-for-himself scramble, one will dis-
cover the very soul of this music.

The Smetana is, of course. a far bet-
ter and better-known composition than
the Suk. and how beautifully these “au-
thentic” interpreters calibrate the transi-
tion to the first movement’s second
theme. And how poignant this same
theme sounds when it returns, forlorn
and spent. in the coda of the finale. (The
high E, which depicts the onslaught of
Smetana’s deafness, is absolutely terrify-
ing here.) “Original instrument” pro-
tagonists will warm to the subtle colors
obtained by the use of gut strings; here is
eloquent proof that something expres-
sive did vanish with the appearance of
the steel E string.

If the Bohemian Quartet cannot be
said to have directly influenced modern
Czech groups (such as the Smetana

Quartet. which has recorded both these
works), one can find its influences galore
in the mid-1930s recording of the Sme-
tana by the Ondfiek Quartet. By then,
some of the portamento was already be-
coming mitigated, but otherwise the On-
dfi¢ek’s reading is uncannily patterned
after this “definitive™ paradigm. Today’s
performers tend to treat Smetana more
as a classicist, but the surrealistically
pinchea, crabbed inflection and angular
rubatos (especially in the third and
fourth movements) reveal an aspect of
Czech style much in keeping with, for
example. Janagek’s music.

The Suk is played with its second fi-
nale, which the composer/performer ob-
viously preferred to the one in the pub-
lished text.

The Bohemian Quartet. founded in
1892. disbanded in 1933. These read-
ings—and also one of Dvofik’s Op. 96—
thus date from near the end of its exis-
tence, 4 point worth considering in view
of the occasionally wayward intonation.

The aged sound of these recordings
1s constricted. yet one notes approvingly
that the viola and cello are given their
due in the recorded balance, and in fact,
one can readily hear all four parts at all
times. Parnassus has lovingly restored
the obscure source material, and both
pressing and liner notes are excellent.
This is indeed a fascinating document.

CHRISTIAN MUSIC

(Continued from page 73)

nicely, thank you, without any help from
the outside world. Because of the highly
specialized nature of the music, its some-
what conservative marketing and distri-
bution practices have been the major
factors holding it back from tapping the
huge potential expressed in Gallup’s fig-
ures. As far as exposure beyond the Born
Again audience. conventional record
stores have been loathe to spare precious
floor space for what they have seen as a
limited-appeal item. While the Sam
Goodys, Towers, and Licorice Pizzas of
the countrv may have gospel bins. they
are usually catch-all dumping sites, in-
adequately stocked and tucked way in
the back of the store.

Christian labels have thus had to re-
sort to the country’s 2.400 Christian
bookstores, where Bibles. devotionals,
and commentaries do a brisk business.
But even the bookstores haven’t done
much to heighten the faith’s music pro-
file. Twenty years ago, when most of
these stores were operated by the Baptist
Church. a color code to rate Christian
product was instituted: green for sanc-
tioned. yellow for unsanctioned. and red
tor hellfire. Red-rated records could only
be paid for by sending invoices directly
to the manufacturer; the Baptist’s central
purchasing house would not handle the
money. Those attitudes still prevail to

some extent. which explains why book-
store floorspace seems almost as tight as
the record outlets’. Still, they remain the
only viable outlet for Christian record-
ings. Combined with in-concert sales,
where LPs are sold out of the back of a
tour bus, Christian music has had a de-
cidedly paltry impact on the market-
place.

The truth is, most Born Again
Christians are unaware that music made
for and by them exists at all. Fewer than
ten percent of them ever darken the
doorstep of a Christian bookstore. Chris-
tians buy most of their records where ev-
ery one else does: at record stores. A re-
cent study of children from Funda-
mentalist homes revealed that their fa-
vorite groups were Styx, Led Zeppelin.
and 2nd Chapter of Acts, in that order.

Whether or not the Christian music
industry will ever fully realize the poten-
tial inherent in Born Again statistics,
whether the music is indeed refevant to
anyone outside the faith, and whether
that faith can be promulgated through
the music are all questions that will be
resolved in the not-too-distant future.
With the industry-at-large in dire straits,
it would seem an appropriate opportu-
nity for Christian music to move in and
take hold. At this point, its fate very
much depends on how quickly and thor-
oughly longstanding attitudes can be
changed. HF
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Marian and George: four hands that sound like three

George Shearing & Marian
McPartland: Alone Together
Carl E. Jefferson, producer
Concord Jazz CJ 171

Pianists George Shearing and Marian
McPartland have followed similar paths
of development to arrive at their basic
be-bop foundations: Shearing was ini-
tially a boogie-woogie star; McPartland
spent several years in husband Jimmy’s
Dixieland band. But despite their similar
backgrounds (both also were born in
England), they offer a contrast in playing
styles that gives “Alone Together” vari-
ety and vitality.

Shearing’s light, airy, running at-
tack lends a floating quality to the pro-
ceedings; McPartland’s slightly heavier
touch provides ballast. Rather than play-
ing in unison or, conversely, spreading
out in two separate directions, they fill
out each other’s performances. As Shear-

ing points out in the liner notes, fre-
quently they both play in the middle reg-
ister so that it sounds more like a three-
handed performance than a four-
handed one.

Each plays one solo: Shearing per-
forms McPartland’s There’ll Be Other
Times and McPartland gives a gentle lilt
to Shearing’s To Bill Evans. Though both
are excellent soloists, in this context their
two spots are almost a letdown. Not only
are the duets fresher and more inventive
but the three-handed sound has a gutsy,
swinging flavor that sets them apart from
any other piano duo. They are at their
best in their jauntier moods, which range
from a little-known pop song They Say
It’s Spring 1o some fuguing on Alone To-
gether. They also manage to transform
Chasing Shadows—a mistily romantic
piece as played by Django Reinhardt
and the Quintet of the Hot Club of
France—into a joyful swagger.

—JOHN S. WILSON

INPUT OUTPUT

(Continued from page 74)

connect them in any way you choose,
and it will tell you how to do so. But on
the McLeyvier, you don’t use patch
cords or matrix boards. You just type in
the connections you want the computer
to make. It has up to four outputs for
quad and two for stereo, with separate
echo-send circuits, enabling you to do
master mixes on it.

Brcakdowns? No problem. accord-
ing to David McLey. Phone the manu-
facturer—Hazelcom Industries. Ltd.—in
Toronto, let your instrument speak to its
mother, the Master McLeyvier, and a
new program will be written around the
defect, rendering it “up” again within
minutes. Complete diagnosis and re-
programming should take no more than
a half-hour, maximum.

The list of options is completely ri-
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diculous. It’s available with or without
the scoring capabilities and has its own
road case. Aside from the pedal and
fader options, there are additional pre-
sets and computer programs—the discs
hold from ten to forty megabytes of in-
formation—such as those to operate ac-
counting and video-game systems.
There’s even a Braille option.

After many years in the music and
recording business, I’ve seen a lot of in-
novations, from digital delay lines to
parametric equalizers to digital record-
ing. But not one has impressed me as
much as the McLeyvier. If you have a
chance to see it in action, don’t miss it.
For now, excuse me while I start rolling
up my pennies: Price range is from
$15,000 to $50.000. (The McLeyvier is
available only from Hazelcom Indus-
tries, Ltd.. located at 39 Hazelton Ave-
nue, Toronto, Ontario M5R 2E3.) HF
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FrontView
Single full-range driver
provides the direct sound
energy necessary for
realistic perception of
transient detail.

Rear View

Phased 4-driver arrays
focus and reflect 89% of
total system power output
offinterior surfaces of
listening room.

The “ideal” home loudspeaker system would possess the follow-
ing stereo imaging characteristics:

A sound field wider than the space between the speakers:
Clear center imaging from almost any listening position;

Elimination of enclosures or drivers as point sources;
Natural-sounding transparency and spaciousness.

A few speakers can meet one or two of these objectives. But
no conventional design will ever be able to satisfy them all. That's
why we abandoned traditional design philosophy in developing our
901 Direct/Reflecting® Loudspeaker System.

Each 901 speaker contains nine full-range drivers mounted in
a proprietary multi-directional array. Sound energy is focused and
reflected in a complex 3-dimensional pattern that effectively elimi-
nates the imaging restrictions imposed by conventional speaker
designs. The resultis an astonishingly wide and spacious stereo
presentation, without the need for special seating arrangements or
signal processing.

Ask your authorized Bose dealer for a side-by-side compari-
son ofthe 901 Direct/Reflecting® Loudspeaker with any other
speaker, regardless of size or price.

g

Bose has prepared a technical booklet on
the unique engineering concepts incorpo-
rated into the 901 Direct/Reflecting® Loud-
speaker System. For a free copy, write Bose
Corporation, Dept. HF, The Mountain,
Framingham, Massachusetts USA 01701.
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Better sound through research.




Protect Your
Stereo System

and Maintain
its Sound

The D4.. Record Care System

The highly active D4 fluid and unique di-
rectionally fibered pad removes harmful
microdust and debris that can cause
permanent damage to your record-
ings.

The SC-2'M

Stylus Care

System

SC-2 fluid with the

exclusive nylon fibered
brush effectively loosens l

and wipes away stylus contamination,
a major contributor to record wear. ;

The Discwasher®

D4 Record Care System
and the Discwasher SC-2
Stylus Care System are
available separately or
together as DiscSetm.

PRODUCTS TO CAR UR MUSIC

1407 No<th Providence Road, , MO 65201 USA
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For a free copy of our “Guide To Record Care" write to Discwasher.
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