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he Pioneer CT-9R tape deck with

arch finally puts an-end to the old Fast

ForwardStop/Play’/Reverse/Stop, Play meth-

od of finding where your last ecording left off

and the next one can begin.

: Now; all you have to do is push a button
and Jet the tape deck do the work. It'll find the
blank area that’s long enough to tape on, back
up to the last recorded piece, leave a four
second space and stop, ready to record.

And there’s more wizardry where that
came from.
Like Index
' Scan, Music
Search, Blank Skip
and a Real Time
Counter that reads out the
amount of tape left in meaning-
ful minutes and seconds instead of
meaningless inches. In other words, features
that will revolutionize the way you record and
listen to tapes.

......

it smart.

Smart enough to make your
to listen to. Even smart enough to
music sound better,
with Automatic Bids
Level Equalization.

What Auto B.LLE.
means, to those without a degree in electron
ics, Is that the tape deck automatically analyzes
the tape being used (no easy task with over
200 different tapes on the market ) and then
adjusts itself for optimum recording with that
tape. Improving the quahty of your recordmgs
faster than you can say “wow and flutter”

Auto B.LE. aside, all of the CT-9R’s
features, from Blank Search to Blank Skip, do
only one thing.

Let you spend a lot less time looking for
your music.

And a lot more time listening to it.

) PIONEER

Because the music matters.

l-e
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CX decoder kit; Lear car stereo: Grace’s ruby cantilever, AR’s minispeaker
CrossTalk  bv Robert Long

5

Moving-coil pickups and record wear; Oxidation problems; Amplified FM signals? 12

Basically Speaking by Michael Riggs

Loudspeaker fundamentals: How moving-coil designs work 14
*The Autophile bv Gary Srock

A new system approach that may revolutionize car stereo 19

Sound Views by Robert Long

Why is there no foolproof way to rank cassette tapes? 20
*New Equipment Reports

Scott Model 558T tuner 23 Mirage Model 2.5 speaker 30

Signet TK-7L.Ca phono pickup 24 Acoustat TNT-200 amplifier 32
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*Is Your Stereo System Obsolete? by Peter W. Mitchell
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Audio & Video Environments by Christine Begole
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VIDEO TODAY & TOMORROW
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At Last, Cherubini Receives His Due Reviewed bv Paul Henrv Lang
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MacDowell: Inveterate Tinkerer, Near Master  Reviewed by Irving Lowens

Charles Fierro delivers excellent performances of significant piano works 74

The Tape Deck bv R.D. Darrell
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Pros check out four-track cassctte-deck/mixers from Tascam and Fostex 8¢

Pop Reviews: Michael McDonald; The Persuasions; Don Henley; Shoes 87

Jazz Reviews: Art Tatum; Bobby Sherwood; South Frisco Jazz Band 9]

DEPARTMENTS

Letters 3 Advertising Index 98

*Cover Story

Chamber Composer 54

Start 10 Finish 8;1



Presenting High Bias Il and
the Ultimate Tape Guarantee.
Memorex presents High Bias II, a tape so

extraordinary, we're going to gu:?.ra.nt,e.e it forever.
We'll guarantee life-like sound.
Extraordinarily flat frequency response at zero dB
recording levels, combined with remarkably low
noise levels, means music is captured live. Then

Permapass,” our unique oxide-bonding process, locks each oxide
particle—each musical detail—onto the tape. So music stays live.
Not just the 1st play. Or the 1000th. But forever.

We'll guarantee the cassette.

We've engineered every facet of our transport mechanism

to protect the tape Our waved-wafer improves tape-wind. YOU'LL FOREVER WONDER,
Silicone-treated rollers insure precise alignment and smooth,

safe tape movement. To protect the tape and mechanism, we've Is I.I lIV[
surrounded them with a remarkable cassette housing made b

rigid and strong by a mold design unique to Memorex. nn Is II Gy
We'll guarantee them forever.

If you ever become dissatisfied with Memorex High Bias II, for MEM“HEK "
any reason, simply mail the tape back and we'll replace it free. ®



Letters

Left-handed
Compliment

On page 33 of your September issue, is that a
**high fidelity " picture of the Sherwood ST-903
turntable?

Ignacio Betancourt

New York, N.Y

I 'was intrigued by the photo of Sherwood’s ST-
903 wrntable, apparently the world’s first record-
playing device for the lefi-handed. The accom-
panying text, however, failed to point out the
mechanics of this long-needed innovation. and
certain functional parameters invite speculation.
Assuming the usual clockwise record rotation,
has Sherwood modified the tonearm 10 enable
reverse installation of the cantridge? Alternative-
ly, counterclockwise rotation would result in the
stylus following the record groove in a centripe-
tal manner from center to perimeter. Ordinary
records would thercfore be heard from end to
beginning, which seems less than idcal. Perhaps
there would be an accessory device that taped the
program as played with the sound muted: for lis-
tening, the tape would be played in reverse. Even
better, of course. would be a specially encoded
**left-handed’" record. in which the program is
cut in a counterclockwise direction.

1 do hope that the industry will agree on the
technical specifications for such a system. It
would indeed be unfortunate for all concerned if
several mutually incompatible formats were to be
developed for a left-handed record player.
William P. Leighton
New York. N.Y.

The photo of Sherwood's very fine, convention-
allv designed turniable was reversed in the cam-
era room. A correc! picture appears above. We
must say, however, that the error has revealed
considerable marketing and engincering ingenic-
iry among HF readers.—Ed.

One Set Sold!

1 would like to thank Kenneth Furie for his excel-
lent review of the CBS recording of Jaromir
Weinberger's opera Schwanda {July). Originally
from Saarbriicken, Germany, where my father
played French horn in the opera house, | still
remember the sensation Sc/ivanda caused. It was
mach admired by the musical world in the late
Twenties and early Thirties. With the beginning
of the war, the opera was forgotten (save for the
polka. which continues to delight music lovers

Letrers should be addressed 1o The Editor, HIGH
Fipeuty, 825 7th Ave., New York, N.Y. 10019.
All letters are subject to editing for brevity and
clarity.

NOVEMBER 1982

all over the world).
When | purchased the CBS set, the sales-

man yelled from his heart to be heard by all his

colleagues: *‘One set sold!"" | do hope that Mr.

Furie's fine and interesting review will contribute

to a great many purchases of Sc/wanda and stim-

ulate interest again in this unjustly forgotten

opera.

William Gunther

Bronx, N.Y.

Maybe, Maybe Not

Rereading ‘*Simon & Garfunkel. Maybe' [May}]
brought back history. but a history that should be
laid to rest. | am now forty-seven, and if their
miessage seems dated and a trifle mawkish 1o me,

i 4

I can only imagine how it seems to my high-
school students. From the tew things [ hear,
Simon & Garfunkel are at best anachronistic.
Why can’t they, like the Marschallin in Der
Rosenkavalier, look into the mirror and say: ‘It
is time’'?

It isn’t just the wrinkles and the hairlines
that say that their tinie has come: their sense of
perception (so beautifully demonstrated in their
past songs) should tell them that they are history.
Gentlemen, take your places.

Edward M. Silva
Berkeley, Calif.

Reverse Cure

Your article on phono huin [**Retsoff's Reme-
dies, " August] failed to mention a very common
cause of low-level hum, especially in newly
installed or rearranged systems: the power cord
being plugged into the AC outlet *backwards. "’
The cure is simply to reverse the plug.
Raymond Kostanty

Wood-Ridge, N.J.

Mr. Retsoff replies: Good point, and ceriainly
worth a try, although it may or may not help.
Occasionally a ground loop is set up by the posi-
tion of the plug in the AC socket. Reversing the
plug eliminates the loop and does away with the
hum. Modern units with polarized plugs should
not have this problem.

No Tubes Is Bad News

Lack of a reliable source of high-qualirty vacuum
tubes has delayed Sidney S. Smith in responding
10 inquiries abowi his puckage of modifications
for the Maraniz Model 7 preamplifier (May,
“Letters’’ ). A new source of 1ubes now appears
10 have been found, however, and interested
readers should expect 10 hear from Mr. Smith
shortly.—Ed

CASSETTE TAPES

SCNY UCSX 90 NEW HIGH BIAS TAPE $30.00/10
SONY METALLIC 90 METAL TAPES 4500/10
SONY METALLIC 46 METAL TAPES 3.00/1¢
SCNY SHF-90 STANDARD BIAS TAPE 26.00/1(
SONY EHRQ0 HIGH BIAS TAPE 27 00/1(
SCNY FER-90 HIGH BIAS PREMIUM 28.00/1(
TDK MA-C90 METAL CASSETTE TAPE $49.50/10
TOX SAX-C-90 NEW PREMIUM TAPE 38.00/10
TOK OD-C-90 OPTIMUM STD BIAS 2700/10
TOK SA-C90 SUPER AVALIN TAPE 24.50/10
TOX C-90 AD NEW AUDUA TAPE 2000/10
BASF PERFORMANCE C-20 QUALITY TAPE.  $16.00/1(
BASF PRO 1l OR i C 5P 22.00/1(
MAXELL C-90 LN LOW NOISE TAPE 523 50/1:
MAXELL C-60L YNAMI 23.00/1:
MAXELL C-90L NAMI( 2950/12
MAXELL UD 29.50/12

MAX] 39 50/12

REEL TO REEL TAPE

T {X-35-90 NEW 7 IN 560 00/ 1

TOK {X-35-180M NEW 10'% IN 000/10
MAXE -90 ULTRA DYNAMIC 7 57 50/1
MAXELL UD-35-180 SAME ON 10% 53 00/1(
MAXELL Q0XL CKCOATED 49.50/10
MAXE -180X C 2] 198.50/10

VIDEO TAPE

TDK L-500 BETA TAPE
MAXELL L-750 BETA TAPE
BASF T-120 VHS 24-6 TAPE

$100 00/1(
13000/10
12000/10

AUDIO TECHNICA CARTS SHURE CARTRIDGES
MODEL 155 $10500 V- 15TYPE4 WRITE
MODEL 140-LC 600 V153 HE 57000
MODEL 125-LC 4900 M-97 HE 4900

AUTOMOTIVE STEREO

PONEER KE-2100 ELECTRONIK READOUT  SWRITE

PIONEER KP-8500 AM-PM CASSETTE $14000

PONEER KE-5100 DIGITAL DECK 21500

PONEER UKP- 7600 MINI-SIZE DECK 199.00

TH-695 6x9 3-WAY SPKR SYSTEMS

T5-696 6x9 2-WAY SPKR SYSTEMS X
WRITE FOR ALL PIONEER AUTOMOTIVE PRICES

JENSEN RE-520 JENSEN'S BEST

JENSEN RE-518 ELECT DIGITAL

JENSEN RE-512 ELECT / MINI-CHASIS

JENSEN 2037 6x9 CO-AX II® SPKRS

WRITE OR CALL FOR OTHERS INCLUDING SANYOMI

HEADPHONES

SONY MDR-50T NEW SUPERLIGHTWEIGHTS
KOSS MODEL HV-X STEREOPHONES

KOSS MODEL PRO-AX NEW PRO PHONES
SENNHEISER HD-40 NEW LIGHTWEIGHTS
SENNHEISER HD-224 SUPERB LISTENING

——send for free catalog——

Name

Address

City

State. Zip

illinoir audio

12 East Delaware Place
Chicago 60611

Phone Now
(312)
664-0020

TOLL FREE
(800)
621-8042




Music in the round.

The unique gift
of BES speakers.

The gift is freedom. Freedom to move about any-
where in the room and enjoy natural 3-dimensional
stereo. Freedom to design your room for living
instead of for speakers.

The contemporary, elegant
design of BES speakers produces
sound In every direction—unlike
highly directional bulky box speak-
ers. Wherever you sit, wherever
BES speakers sit, you hear the
same magnificent result: Music
in the round.

Give the gift that's uniquely
gifted.

% BES speakers.
Music in the round.

©1982 by BES. 345 Fischer Street. Costa Mesa, Ca. 92626 » (714) 549-3833
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Model 250

If you have a great turntable, a sensational amplifier,
fine speakers and an inferior cartridge, your sound will
be as good as...the cartridge. That's enough reason to

install a world-renowned Ortofon cartridge with the
patented, variable magnetic shunt (VMS) system. An
Ortofon VMS cartridge will assure that your entire music
system will attain its full potential.

orfofon

accuracy in sound
- 122 Dupont Street, Plainview, New York 11803
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Ted1nncs introduces turntables wnth the P—Nlount system

Unfortunately, standard turntable design has left too
much 1o chance in terms of cartridge mounting and
performance.

Technics turntables with the patented P-Mount
tonearm/cartridge system change all that. By psoviding
complete comdatibility between tonearm and cartridge
1o ach’eve the optimum tonearm rescnant frequency:
che level at which bass frequency interference is
minim zed. For the accuracy and fidel ty conventional
wrntables car deny you.

In additicn, P-Mount is a plug-in system. Ycu’ll get
sutstending performance without struggling tc install
the cartridge. There’s nothing to wire. There’s na longer
a headshell. There’s no more fumbling to calibrate
overhang or stylus position. In addition, tracking and

ant-skating adjustments have been virtually eliminated.

-ust plug any P-Mo_nt cartridge intd a Tecanics
straight. low mass, hign serformance toresrm, and
t ghten one locking scre ~. With Technics, your records
&re now virtually immure to the groove wear, poor
channel separation and Zistortion caused ty improper
cartridga-to-tonearm mounting.

And Technics standardized all key specificztions
with manufacturers of P-Mount cartridges: cartridge
weignt, external dimensions, conrector shape, stylus
posit.on and more. So you have a wide range o*
cartridgss to choose from.

The P-Mount plug-.n cartridge system. Just one of
the mary advances yau'll find in tne new line cf
sophisticated Technics turntasies. From belt-drive to
direct-drive to quartzdccked

The turntable revolution continues at Technics.

Technics

The science of sound -

- =
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Stevie’s cassette is SA-X
for all the keys he plays in.

When it comes to music, in high biasrecord- T T levels without distor-
Stevie Wonder and TDK ing with sound per- S % iy ¥ tion or saturation.
are perfectionists. Stevie’s formance which o = Last, but not least,
perfection lies in his talent. approaches that of | { TDK'’s Laboratory
TDK's perfection is in its " high-energy metal. b _lgetueny e nm) Standard Mechanism
technology. The kind of The exclusive TDK I gives Stevie unsur-
technology that makes our double-coating of ; passed cassette re-
newly reformulated SA-X Super Avilyn T i liability, for a lifetime.
high bias cassette the particles s TDK SA-X—it's
cassette that Stevie / } provides “ oy e the machine for Stevie
depends on to cap- /)/ optimum perform- Wonder’s machine. Shouldn't it
ture every note and ance for each fre- be the machine for yours?

nuance of every ' quency range. And

performance. | SA-X’s super wide

SA-X cassettes |- 2 dynamic range @ D K

give Stevie a - and high MOL I .
/

new dimension #1 handle high signal = THE MACHINE FOR YOUR MACHINE



AUDIO

High Fidelity News

New equipment and developments by the Editors

P—

For Information
call 854-8989

|
- Bl
| ' RECEIVERS
| [ Y K10 30w/ch  $143.00 iy STRVX6  419.00
RK40  40wch  234.00 TRVX5 343.00
2 RK60  55wich  289.00 TRVX4  284.00
AHann | echnics SA626 $360.00 IRVX3  219.00
e T ooet [ A2 wich  203.00 TRVX2 178.95
; - ) A203 30wch 17500  Sansui 73000  259.00
| A pmamp plus with manual. search, scan. and preset tun- : - &'hsl oo Nz
{ ing modes. The tuner’s memory holds six e prl1Coer _— 7.?300 t‘s;;.gg
Exceptional operating and control tlexibili- i AM and six FM stations. Power output into 10 X5 159.00
| ty are the hallmarks of Soundcraftsmen’s I 4 ohms is said to be 22 watts per channel. X B
new CX-3200 combination preamp/equal- | National Semiconductor’s one-chip DNR | [ — —— ——
o il BT oy oA s oot || o . o ol o | | [TuRnTaBLES | [AcCCESSORIES |
1zer with built-in CX disc-decoding circuit- | noise reduction system is built-in. as is b i oL = ll
o T al octave-b: anhi tchs s-plavback caqualizati T $ 69.95 Discwasher disc 9.95
ry T}u unit’s dual ou.ne_-b.md gr'aphnc | sm(.cha.bl_c taplc-pl.:yback cqualization. The 84.95 Stanion siyi CI oz
| equalizer features low-noise precision- | unit’s digital display serves double duty as a l g ‘?g.gg Alls e clea ‘3.32
5 " . K ! lenagnelizer X
wound inductors and offers *15 dB of | frequency and clock readout. 5 132.95 A 15.95
boost or cut in each band. In addition. the | Circle 92 on Reader-Service Card. ok i
equalizer section employs Soundcrafis- —————— i 115.00 EQUALIZER
. Tisae . q . <b0 B
[ men’s Differential/Comparator unity-gain I 50855  124.00 |MMa.'r:( 51%.32
oo . 758 B I
circuitry for an input-to-output gain-balanc- | oovnts 19390 Numark €20 08¢ 115.00
ing resolution of 0.1 dB. The preamp sec- | SOp0bat 139100
| tion ofters adjustable phono-cartridge ca- ' = o [CASSETTE DECK€|
pacitance loading and a versatile signal- [ s %[’ " . %snzoo ot afos
processor patch bay: it will acconimodate | H/ KDD20 127.00 39S
two turntables and three tape decks. The | iy 1ol 16 18995
CX-4200 will fit in a standard 19-inch rack. W hnics :m 205 109.95 stz 1zses
. . A 3 B y 4
and optional oak or walnut side panels are | RSM 296 136.95 16995
| available. Price is $700 = - pusesmesl l EH o Bare
Circle 72 on Reader-Service Card —— FX 3 122.95
— — | . | ol
' P-Mounts on Pivots | Tl L
TAPES | HEADPHONES
| ) _ _ . L dhakdl i =y
| Technics™ SL-D30 is one of a line of seven | Min. 10 pe. | w0 52895 F'
- ahle i H o Audio Casselle > g
new lurntr.xblcs \\.llh pivoted toncarms TOK ADC 90 1.89 o s o
designed for plug-in P-mount cartridges. | |10k SAC % 2.19 0 6995
e 5 . oF T0K D % 1.39 66.95 N J
(Sec "' 1983 New Products Roundup. ™™ Sep Maxell UDXLII 285 K HVX 1550 DU
> - F P ire i\ i Maxell UDXLII 3.79 HVX 39.70
| tgnhcr.) The automatic dlrcct.»dr}\g unit BASF Pro 11 C30 229 ot Il <
I features a base made of Technics” TNRC | | Fuj Meki C0 339 Poix 1950 Pl
S BN ] ) Fuji FX P C30 225 FE -l O
| | material. for vibration resistance. a gimbal o °
. - . falkr
| | suspension for its straight. low-mass tone | $22.00 -
{ P S - arm: and an arm/cartridge resonance fre- | | r—= — — ————— AL
| ) [ quency near the 10-Hz ideal with any P- I| [ PECTEDLPSENT ] WALKAB_OUTJ 4]
AR Thinks Small mount cartridge. Wow and flutter are rated 2P ER peRee WD) AR B
l at 0.0025% WRMS. rumble at less than Filgre 275 o W [ oRoe
. . . dpieves 1 s _ J B shiba 5
AR is the latest member of the “small is $I77f(5)d“ (DIN B). Price tor the SL-D30 is e K T T R
| . - . YL g 1K, !
beautiful” school of speaker design. The Circle 90 on Read ice Card HR 76$ ggg.gg Jvé n 260.00
. . . | o) , HR 26! 5 .|
| company’s AR-IMS is a two-way acoustic | C/rele 90 on Reader-Service Card | 2 Samyo 239:00
suspension system incorporating a 4-inch | VIDEO TAPES Sharp Portables
long-throw - woofer and a ¥-inch dome | e e B i ?,90 K
| tweeter with a ferrofluid-treated voice coil. | gﬁaxell 1 11.50 sna;pféassetne Deck99-00
) < . ony 1830 14.00
| Ralcd for 75 watts (18% dB“,) maximum [ [ | Sony 175 12,95 A7 1 By
input. the speaker measures 7% by 4% by | 99.00
” . r h 1 RT 200 129.95
4% inches and is housed in a grey alumi- |

- For orders

: call Toll Free E
Detailed Response |

num cabinet with a black metal grille. Price |
is $110
Circle 86 on Reader-Service Card i

1-800-847-4226

' VISA

Thanks to its solid ruby cantilever. Grace's | MASTERCHARGE

Ijldcsl'hxed—c?jll Rhor(:‘plckufp 1S a.fl('i|t(:1p[r()‘-| I Brand new merchandise
ide improved resolution of musical detai shipped within 24 hours

and excellent square-wave response. The F-

9E Ruby also features hand-wound coils. an

omniaxial suspension. samarium-cobalt

Jet Propelled

Lear Jet’s top-of-the-line car receiver/cas-
sctte player. the $400 A- 15, features phase- |
L locked-loop frequency-synthesis tuning

4908 16th Avenue
Brooklyn, NY 11204

USH @ JUVHS @ TYNQ @ YV © SSOY ¢ ¥3H

< Circle 10 on Reader-Service Card 7 Circle 7 on Reader-Service Card
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cal stylus. Price of the F-9E Ruby is $300;
the RS-YE replacement stylus (which may
also be used to upgrade Grace F-9E and
F-9L cartridges) costs $100.

Circle 88 on Reader-Service Card

-~

Naka-Phones

Elimination of distortion-causing dia-
phragm breakup was the goal of Nakamichi
engineers in designing the company’s $70
SP-7 open-air sterco headphones. Nakami-
chi says that several developments contrib-
uted to its achievement. including a novel
drive system using a powertul ferrite ring
magnet; an oversized voice-coil; and a
large-diameter, low-mass polyester dia-
phragm with a ““tangential edge’ that is
claimed to provide very high compliance
with exceptional linearity. In addition, the

ations in perceived response caused by
changes in pad pressure
Circle 73 on Reader-Service Card

' ABabyBose

Bose's least expensive Direct/Reflecting
loudspeaker is the new Model 201. Priced
at $262 per matched pair, cach system is
housed in a complex ported enclosure of
injection-molded black plastic that is said to
reduce low-trequency distortion by as much
as 20 dB compared to designs using con-
ventional cabinets. The 201 has a 6-inch
long-excursion wooter, a 2-inch outward-
tiring tweeter. and a "Dual Frequency™
crossover network that enables the (wo
drivers to work together over almost an
octave. According to Bose, this enhances
the spaciousness of the sound while avoid-
ing phase-shitt effects and tonal coloration.
A large vane in front of the tweeter can be
rotated to alter the speaker’s radiation pat-
tern above 2 kHz to compensate its spatial
I reproduction for various placements or

—

The SOURCE ©
THE ALL NEW

1983 EDITION OF

MUSICAL AMERICA

INTERNATIONAL DIRECTORY
- OF THE PERFORMING ARTS

The most encompassing and irformative Directory of the Per-

| forming Arts in America.

Listings of orchestras, opera companies, publishers and
| artists’managers. Competitions, foundations and awards; per-

l

E ==

Musical America Directory 1983
ABC Fulfilment c/o0 Bonded Mailing Inc.
754 4th Ave., Brooklyn, N.Y. 11232

magnets, and a nude-mounted Vital ellipti- T carpads have been designed to reduce vari- | types of music. Excess power is uhsorhed—I

| by a built-in protection circuit without inter-
ruption of the music.
| Circle 82 on Reader-Service Card

|
|
|

' An Equalizer/
' Analyzer from ADC

[ A built-in spectrum analyzer with a pink-

noise gencrator and a calibrated micro-

| phone makes ADC's top-of-the-line Sound

Shaper Thirty a highly sophisticated graph-
ic equalizer. In addition to ten bands of
equalization per channel. the SS-30 in-
cludes an infrasonic filter, provisions for
two-way tape dubbing. and LED slide-posi-
tion indicators. The SS-30 sells for $400.
Circle 70 on Reader-Service Card

Cleaning Up
Allsop says that the pivoting arm on its new
Orbitrac record cleaner automatically

(Continued on page 10)

formances, performers and organizations.

More than 600 pages of complete national and international
| performing arts information with both a categorical and alpha-
‘ betical advertisers index in the rear.

It is the one Directory of The Performing Arts that can and
will be referred to all year long. Itis The Source.

Please send me____________copies of The 1983 Musical America Directory at
$35.00 each (postage and handling included) 1983 Edition available after Dec. 31, 1983.
Allow 4-6 weeks for shipping.

NAME

ADDRESS T APT # )

cIty

Enclosed is my check/money order for $. .

Payment must accompany order. For postage and handling outside the U.S.A.. add
$10.00 (Air Printed Matter. add $20.00)
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“I Iike to hear my music exactly
the way I write it. That's why I listen
cn ncthing less than a Yamaha
Concart System”

M. Jomil o

MARVIN HAMLISCH

YAMAHA. FOR THE'MUSIC IN YOU. Award-winnir.g composer,musician
Marvin Hamlisch listens tc music on a Yamaha Concert System. Because Yamaha’s
matched component Concert Systems are uncompremisad in performance,
cor.venience, and aesthetics. For the music in you, nothing less will do.

For more information, call 800-447-470C In Illino s 800-322-44C0. YAMAHA
Or write: Yamaha Electronics Corp., USa, P.O. Bxx 6660, Buena Park, CA 90522
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Revcx B795.
Short arm, no waiting.

4t 1%2inches, the B795's tohearnt
s the wor d's shortest. In fact,
t's hardly a tonearm-at all.

The secret of oLr shoriness is
-inatrack,® a revolutionar, linear
tracking svstem. Guided by an
ultra-sens tive s2rvo mectanism,
the Linatreck® ‘ tonearm'” glides
smoottly straight across the disk.
“he result? Ided resonance
charactzristics. No tracking

error. Aad no weiting for a
conventioral linear tonearm to

crawl back biefore changing records.
Because, with a flick of your

fingers, the entire Linatrac<* module
pivots aside.

The B795 also offers a quartz-
requiated, Hall-effect direct .
drive motor; precise cueing;

and solid German craftsmznship.

When it comes to tonearms,
short is beautiful. Hear

the Linatrack® difference tcday,
at your Revox dealer.

REVOX

Europe’s premier audio components

Studer Revox America, Inc. » 1425 Elm Hill Pike « Nashville, TN 37210 - (615) 254-5651

WEAR A CONCERT.

Discov=r the credible accuracy of Sennheiser HD 420 Open-Aire® headphones.
By combiningexotic materials with advanced electroacoustic technology, we've
done for persenel listening what eur world-famous studio microphones have done
for professional r2cord ng. In a new uitra lightweight design surpassing even the
performance of the HC 420s prececessors (which were also top-rated and rave-
reviewed). Wih improved transient characteristics. Smoother, more extended re-
sponse. Clarity surpassing even the most expensive speakers. And comort so

great, e only theg yoll feelis the music. - eI RINIIHIEISIER

Try a pair of FD 420s (or our top-of- i tmipdey oty ol
the-line 430s).at vour Sennheiser dealer. -
Hear @g it’s)liké to wear a concert St 37‘“(2‘1"23;323”3:1 Jode 20 190
; 9-0190

f,

1980. Sennheiser Eiec(ronnc.CO‘)orzanon(NY)

\M'\'ﬁ % sy Oy R

% ¥

{ )
anufacturing 2ient. Bie serdorf/Hannover, Wes Germany
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(Continued from page 8)
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aligns its cleaning fibers with a record’s
grooves for effective removal of dirt, dust.
and impuritics. A specially formulated
antistatic cleaning solution that is claimed
to be safe on all types of record vinyl is
supplied. as is a specially formulated mat to
support the record during the cleaning oper-
ation. (Allsop recommends that records not
be cleaned on the turntable.) Price of the
Orbitrac is $27.

Circle 84 on Reader-Service Card

' On tile Run

A compact handtul from Olympus. the SR-
11 combines a microcassette recorder and
FM-stereo tuner on a single 10-ounce chas-
sis. The two-speed capstan-drive system is
driven by a coreless motor for maximum
torque with low wow and flutter. The unit
will make recordings direct from FM on
regular or metal microcassettes, but re-
quires external microphones for live record-
ing. Other features include automatic end-
of-tape shutoff. a balance control, a pause
switch. and a mechanical tape counter. The
5-inch by 3-inch by I-inch SR-11, priced at
$200. includes headphones. a rod antenna.
patch cords. and a carrying case.

Circle 71 on Reader-Service Card

JBL’'s Compact
T

10 HIGH FIDELITY

he smallest speaker ever offered in JBL’s



L-Series line, the L-15. is said to combine
high power-handling capability, high effi-
ciency. and accurate frequency response. A
two-way design, the L-15 employs a 1-inch
phenolic dome tweeter with a 1-inch copper
voice coil and a 6'2-inch woofer with JBL's
Symmetrical Field Geometry magnetic
structure for reduced second-harmonic dis-
tortion. The walnut-veneered L-15 mea-
sures just 14 inches high. 9% inches
wide, and 7% inches decp. Price is $150.
Circle 93 on Reader-Service Card

An Automated Akai

Akai’s top-of-the-line three-head cassette
deck, the GX-F91. offers both Dolby B and
C noise reduction. Fully automatic tuning
of bias. equalization. and tape sensitivity is
performed over a serics of sixty-four steps
by a microprocessor. Once the deck has
been tuned for a particular tape. the settings
arc cntered into one of four memorics.
According to Akai. the Super GX Crystal
ferrite recording and playback heads are so
hard that they can be guaranteed for more
than scventeen years of wear-free use. Con-
venience features include Intro Scan. which
samples the first ten seconds of cach selec-
tion, and the Instant Program Location Sys-
tem, which finds the beginning of any
selection in cither forward or reverse mode
There's also a digital real-time counter and
an automatic fader that increases gain at the
beginning of a recording and decreases it at
the end. Seldom-used controls are normally
concealed by a motor-driven flip-down
panel. Price of the GX-FPI is $750.
Circle 89 on Reader-Service Card

Back to Basiks

The manufacturer of the esteemed Linn
Sondek turntable has introduced a moder-
ate-price toncarnvcartridge combination
called the Linn Basik LV-X. Among the
features borrowed from the more expensive
Linn Ittok arm are a substantial main-pillar/
horizontal-bearing assembly: close-toler-
ance, temperature-stable vertical bearings;
and a rigid arm tube. The clamp linking the
LV-X"s detachable headshell to the arm
tube 1s said to ensure an especially firm con-
nection. A fixed-coil pickup made especial-
ly for Linn completes the $200 package.
Circle 87 on Reader-Service Card

—_— —

NOVEMBER 1982

ufacturer claims that the KSX-1 kit can be

assembled in about four hours, and that the

finished product is identical to the $119 fac-
| tory-built $X-80. The device includes a
peak unlimiter as well as a duplicate tape
monitor loop. Supplied with a CBS cali-
bration record. the KSX-1 1s priced at
$76.
Circle 83 or Reader-Service Card
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:CXKit

o For additional news on new instruments
A CX decoder and peak expander kit is now | and accessories, see Input Output, page
available from Sound Concepts. The man- L86A [
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Music is energy. A flash

il of powner A delicate Jdeteil.

‘ A world of contrasts

To recreate that naturel en-

ergy...the emotonal qualiiy
we find so difficult to define in
a live pesformar.ce
Dahlq.ist has created a
totally new speaker systam,
the DQM-5.

Every detail of the Danl-
quist DQM-5, from its edge
wound ribbon wire voice coil
to its tiple density imported
enclosure board, hes been
painsiakingly considered jor
acoustic value.

On tistening, vou' disccver
an unprecedenied inteatity
where nothing is forzSaxen:

On asking, you'll be cleas-
antly surprised Gy-how afford-

_able tis pleascre is. Just
$289 zach in gray Nextal™
(shown) or $250 each in
walnut woodgrain.

discover
he energy

WIST

Naw Yok 1178&

IDAHLO

601 Ola Willets Peth, Hauppauge

Clrcle 17 on Reader-Service Card
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CrossTalk

Practical answers to your audio questions

by Robert Long

Two Right Hands

I recently had the good fortune to find
two JBL-112 loudspeakers in a
warehouse closeout. Normally they are
sold in mirror-image pairs, since the
tweeter and midrange driver are on
opposite sides of the cabinet. But I have
two ‘‘rights.”’ To trv to restore the
intended tweeter/midrange relationship,
I’ve turned one speaker upside down,
with the 12-inch woofer on top. This
seems to make a decided improvement in
the imaging, but will this placement
destroy the speaker? Is there another
approach I should take?—Jim Larkin,
Clifton, N J.

I see no reason why the inversion should
harm the speaker, but if one woofer is near
the floor and the other raised from it, the
result should be a disparity of room loading
(the manner in which the room’s acoustics
alter the sound) and therefore of tonal bal-
ance between the two speakers. It’s likely
that this is more deleterious to stereo imag-
ing than the want of tweeter/midrange sym-
metry—depending on the actual physical
arrangement in your listening room. But by
all means go with what sounds best. That's
the point of audio, after all.

Old Gram-Ma's Tale

When [ first got involved with stereo
equipment, it seemed to me that there
was a fairly direct relationship between
stylus tracking force and record wear.
But now I notice that moving-coil
cartridges require a higher tracking force
than moving-magnet or similar designs.
Will a high quality moving-coil model
cause greater wear than a high quality
fixed-coil pickup?—Dean Perry, San
Diego, Callf.

The *‘relationship’’ you cite is (and always
was) an old wives’ tale—based, no doubt
on the competitive race among manufactur-
ers in the late "60s/early *70s for ever-lower
vertical tracking force (VTF) ratings. Actu-
ally, optimum tracking force is related to
the geometry of the stylus tip. The contact
area where a stylus rests against the groove
walls varies among stylus designs. This
contact area is called the bearing surface (as
it bears the weight of the tonearmy/cartridge/

stylus assembly). As this area increases or
decreases, the optimum tracking force
changes. What is the best tracking force for
one stylus won’t necessarily be best for
another, even with the same tonearm/car-
tridge combination. If you set the VTF
within the optimum range, record wear is
very slight. If the VTF is too low, mistrack-
ing and severe wear can easily occur; set it
too high, and the pressures created can
exceed the bearing strength of the vinyl,
which also damages the record.

Phono Detector

My system consists of a Pioneer SX-3600
receiver, Dual Model 1258 turntable, and
Scott Model 208 speakers. Sometimes
when I have the selector set to phono, |
can hear radio or TV stations through the
speakers. This sound stops if | unplug the
turntable from the receiver. What causes
this noise, and how can I correct it?—
John P. McCarble, Beaumont, Texas.

In all probability, you're experiencing a
phenomenon about which we receive many
letters. Any time the terminals in the phono
signal path—either at the receiver or at the
pickup cartridge—become oxidized, they
can act as a detector, producing audio from
modulated radio-frequency (RF) signals.
Contact cleaner, wire brushing, or a brisk
sliding or turning of the seated connectors
will dislodge the oxidation products and
should cure the noise. If it doesn’t, the cul-
prit is probably the cables from the turnta-
ble to the receiver, which may be picking
up RF signals and routing them into the
receiver's phono section. Short of installing
new leads with better (preferably foil)
shielding, you might try tying some loops
in your present cables or changing their
length or orientation.

Signal Supercharger

I have a Realistic/Archer FM antenna
amplifier that is rated for 18 dB of gain.
It supplies relatively noise-free listening
in mono, but it still isn’t strong enough
for stereo. If I put an identical amplifier
in series with this one, will I get a
stronger but still usable signal—or will |
overload the antenna terminals on my
receiver? What would happen if two
audio amplifiers were connected this

wav?—Rusty W. Buck, Alexandria, La.

With two amplifiers in the antenna line,
you'd end up boosting everything that
comes from the antenna—broadcast sig-
nals, ignition noise. static, everything—by
36 dB (18 plus 18). If the RF is as weak to
begin with as your letter implies (say,
around 30 dBf). such a boost would put it in
the range you might expect in suburban
reception (somewhere around the 65 dBf
level at which tuners are tested), and well
below the overload threshold of your tuner.
But with all that noise being boosted along
with the signal, you may not find the listen-
ing any more satisfactory than you did with
a single 18-dB amplifier.

Audio amplifiers are different because
they are designed for a standardized maxi-
mum input level and will readily overload if
the output of one is fed to the input of anoth-
er. RF amplifiers like your Archer are
designed to work with a broad range of
input levels. And since the voltages and
current ratings involved are much lower in
RF, the price of overload is not ncarly as
severe: Audio amplifiers burn out a lot
more readily when abused.

Thunder and Snap

When a receiver is turned on, why does it
sound like thunder in the speakers? Also,
when the tonearm goes to its rest
position, a loud snap occurs. (My tuner,
phono, and 8-track plaver are four-
channel stereo, and the two cassette units
are two-channel stereo. They are all
connected to the receiver.)—John P.
Esparza, Inver Grove Heights, Minn.

Most components wouldn’t make these
noises unless muting circuitry (in the
receiver) or switching (in the turntable) had
been omitted to keep the price down. Per-
haps this is true in your case. The problem
occurs because it takes a moment for the
capacitors in an amplifier to charge up and
the circuit voltages to stabilize; until they
do, enough current can flow randomly
within the circuitry to produce your **thun-
der.’’ The *‘snap’’ is a transient induced in
the unmuted audio cables of the turntable
when the motor power is shut off at the end
of the play cycle.

We regret that the volume of reader mail is too
great for us to answer all questions individually.
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MAXELL IS PLEASED TO PRESENT AN
EVEN HIGHER PERFORMANCE TAPE.

v v Y 2

]

bably find it hard to believe that any

4

If youTre familiar with Maxell UD-XL tapes you pro
tape could give you higher performance.

But hearing is believing. And while we can't play our newest tape for you right here on
this page, we can replay the comments of Audio Video Magazine.

“T’hose who thought it was impossible to improve on Maxells UD-XL I were mistaken.
The 1981 tape of the year award goesto Maxell XL II-S”

How does high bias XL II-S and our normal bias equivalent XL I-S give you such high
performance? By engineering smaller and more uniformly shaped epitaxial oxide parti-
cles we were able to pack more into a given area of tape. Resulting in a higher maximum
0L1I;lgut level, improved signal-to-noise ratio and better frequency response.

o keep the particles from rubbing off on your recording heads Maxell XL-S also has
an improved binder system. And to eliminate tape deforma-
tion, XL-S comes with our unique Quin-Lok Clamp/Hub
Assembly to hold the leader firmly in place.

Of course, Maxell XL II-Sand XL I-S carry alittle higher
price tag than lesser cassettes.

We think you'll find it a small price to pay for higher ,
performanc}el. b . IT,S WORPH IT

Circle 12 on Reader-Service Card
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Basically Speaking

Audio concepts and terms explained

by Michael Riggs

Loudspeaker
Fundamentals

STRIPPED TO ITS ESSENCE. a loudspeaker is
just an electric motor designed to move air.
Much the same could be said of a window
fan. however, so perhaps a little elaboration
is in order.

The most common type of loudspeaker
has tour main parts: a magnet. a voice coil.
a “‘basket.”” and a diaphragm. The voice
coil 1s simply a hollow bobbin with a long
wire wrapped continuously around it. One
end of the bobbin is attached to the dia-
phragm, which may be paper. plastic. or
cven metal. Most diaphragms are cones.
but a tew are tlat, and many used
in speakers intended to reproduce
only high or middle trequencics
are domes. In a cone speaker, the
voice col extends back from the
apex of the diaphragm. If the dia-
phragm is a dome, the attachment
is made to the outer rim, so that
the complete structure takes on
something ot the aspect of a grain
silo.

The basket is just a metal
form designed to anchor all the
other parts in correct relation to
onc another. Its front rim is
attached to the outer edge of the
diaphragm by means of a flexible
surround (so that the diaphragm is free to
move fore and aft). The magnet is attached
to the basket's back plate and has a circular
gap deep enough and just wide enough to
accommodate the voice coil. which is kept
centered in the gap by a flexible disc, called
aspider, whose outer edge is attached to the
basket.

So. we have a coil of wire immersed in
a permanent magnetic field. If a current is
passed through a conductor. a magnetic
ficld will be generated around it. Magnetic
fields react to each other, either repelling or
attracting. depending on their relative
polarities. Thus, if a current is passed
through the voice-coil wire of a loudspeak-
er, it will generate a magnetic ficld around
the coil, which will react to the magnetic
field in the gap of the permanent magnet.
The end result is that the voice coil moves,
thereby moving the diaphragm to which it is
attached, which in turn moves the air sur-
rounding the diaphragm.

You can see this cttect simply by con-
necting a battery across the terminals of 2

loudspeaker system while observing the
woofer cone. The direction and distance of
the diaphragm movement are determined
by the current’s polarity (direction of tlow)
and amplitude. respectivelv. A battery
produces direct (non-altermating) current
with a fixed polarity and voltage: Swapping
the battery terminals around will reverse the
direction of the cone motion. and using a
different voltage battery will change the
diaphragm displacement.

An alternating current, therefore, will
cause the speaker diaphragm to move back
and torth at the frequency ot the current
variation. What an amplifier delivers to a
loudspeaker is an alternating current modu-
lated at the trequency of the input voltage to
the amplifier. The corresponding motion of
the speaker diaphragm generates vibrations

(longitudinal waves. to be precise) that we
perceive as sound. That, basically. is how a
moving-coil, or dynamic. loudspeaker
works.

Such devices have been around for
many. many years. but only over the last
few decades have they been made to per-
form to high fidelity standards: It takes
more than a cone flapping in the breeze to
make music. One of the main problems
becomes immediately apparent if you take
an individual loudspeaker driver, put iton a
table, and hook it up to an amplifier.
Regardless of the speaker’s size (within rea-
son) or shape, it will reproduce bass notes
very weakly. This is because the wave-
length increases as the frequency goes
down. At bass frequencies. the wave-
lengths are long enough that no speaker of
practical dimensions can fully separate the
compression wavefront produced on one
side of the diaphragm from the nécessarily
equal but opposite rarefaction wavefront on
the other: Air moves around the sides of the
driver to equalize the pressure, effectively

cancelling the speaker’s output in both
directions. The diaphragm can’t get a grip
on the air, any more than you can get a grip
on a fistful of water.

Perhaps the most straighttorward solu-
tion 1s to mount the speaker in a very large
batfle. such as a room wall, to keep the
radiation from the tront of the driver sepa-
rate from the back wave. Use of this “‘infi-
nite baftle”” technigque is understandably
rare. however. Usually. the speaker is
mounted on a relatively small baffle that
forms the tront panel of an enclosed box.
The designer must then take into account
the springiness of the air trapped in the cab-
inet, which tends to raise the driver’s reso-
nance frequency. This is important because
response rolls oft (becomes attenuated) rap-
idly below resonance (at a rate of at least 12
dB per octave).

Designers have learned to
work around this inherent limita-
tion by using special types of
enclosures. Acoustic suspension
loudspeakers, for example, com-
bine a totally sealed cabinet with
a very floppy cone suspension.
which yields a low resonance tre-
quency. The air itself supplies the
restoring force that otherwise
would have to be provided by a
stifter surround. Bass reflex, pas-
sive radiator. and other ported
enclosure types rely on a tuned
resonator (usually an undriven
diaphragm or a column of airin a
tube open to the outside) to augment the
speaker’s low bass response.

The other main problem with dvnamic
loudspeakers is that it’s nearly impossible
to cover the entire ten-octave audible range
adequately with a single driver. The
response of a driver large enough to handle
low frequencies will roll off above a certain
frequency. Even if it didn't, it would,
because of its size, still become very direc-
tional at high frequencies, so that it would
sound very dull to anyone not sitting direct-
ly in front of it. A very small driver, on the
other hand, cannot reproduce deep bass.
Therefore, almost all dynamic loudspeaker
systems include two or more drivers of dif-
ferent sizes. An electrical circuit, called a
crossover or dividing network., is built into
the system to separate the incoming signal
from an amplifier into a corresponding
number of frequency ranges. The crossover
in a two-way system, for example, directs
energy below a certain frequency to a rela-
tively large “"woofer’” and energy at higher
frequencies to a small ““tweeter.”’ HF
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Did vou ever try 1o tantasize what vour television
and stereo would. someday in the hazy future, turn
into

\Well the fantasy has suddenly become a realit
Todav. a laser beam has brought these 1wo tech
nologies together. Suddenlv vour TV and stereo can
do things thev ve never done bhefore

This new technology is brought to vou by Pioneer
LaserDisc

LaserDisc is a sight-and-sound recording. A
disc read, not by a needle or a tape head, but by a
beam of light

NEIL DIAMOND

The Music of I'he Juzz Singer On Golden Pond Swau Lake

Melissa Manchester

Stur Wars Pippin

Paul McCu riney
Wings

A BETTER PICTURE.

The LaserDisc svstem puts a picture on vour TV
set that’s better than normal home-TV reception has
ever been. In fact, the LaserPicture is the closest
thing in home video to what vou'd see it vour TV
were in the TV studio itself. As surprising as it mas
seem. the video resolution of LaserDisc is actually
40% better than home VCR

BETTER SOUND.

LaserSound is equallv remarkable. Since both
channels of sound are completelv separate from
each other, it mav just be the purest stereo vou ve
ever heard

nd the sound superioritv to videotape is noth
ing short of astonishing. Take the signal-to-noise
ratio. VCR without Dolby * is 40-43 dB. Even with
Dolby: it's onlv 50-53 dB. LaserDisc, with its CX*

noise-reduction systeni, has a signal-to-noise ratio of
a whopping 68 dB and more. \WVhich is even better
than the best conventional audio records made
todav. Similarly, the differences in harmonic distor-
tion and wow and flutter between LaserDisc and
videotape are so vast, it becomes suddenly very
clear that if you care anvthing about sound at all
vou have absolutely no choice.

WHAT YOU WANT TO SEE, HOW YOU

WANT TO SEE IT

The most obvious value of LaserDisc is the
astounding effect it has on the musical experience
So it's no wonder that there is an ever-growing
library of operas. rock concerts, jazz performances,
ballet and the like. To say nothing of movies from
virtually everv major motion picture studio.

There are even participative discs that let vou
learn at vour own pace. See things backwards,
forwards. fast motion. slow motion. even one frame
at a time. LaserDisc mav just be the tuture of
education

LET US CHANGE THE WAY
YOU SEE THINGS.

The wonder of this new technology can onlv be
appreciated in person. Simply call us at 800-621-
5199** for the name of the Pioneer Video Showcase
Dealer nearest vou to arrange a free demonstration
of our entire line. the L.D-1100. the L.D-660 and the
VP-1000. And while vou're there, see the Pioneer 50”
Diagonal Projection Television. An idea as big as
LaserDisc itself
**(In [linois 800-972-5855

Dolb ] rk t o
'CXsa tader A CUS. Ine

Credits: Pioneer Artists. 'avamonum tFyne Video.
{wentictn Century-Fox Viaeo, Colu ntiu Pictures
le ;rm ment. MCa V eod sc Inc

) PIONEER’

982 Mwoneer Vi
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The Most Unique Part Of
Mitsubishi Component TV Is
[nThe Lower RightHand
Corner Of The Screen.

Mitsubishi is pleased to present its re- control center with multiple video inputs for
markable new component TV system. your VCR, video disc player, video game

In some ways, it's just what youd expect  console, home computer or any of the other
in state-of-the-art component TV video wonders looming on the horizon.

Theres a frequency-synthesized tuner/ Electronic mode selection allows you to




switch instantly from one program source to
another —at the control center itself or from

Monitor

|

e

Tuner/ COntrol Center Video Games
e e

Cable TV
Home Compu er

s

(oo

Video Camera

el T
[==] =m
=] 22220
Audio System

The video revolution calls for revolutionary video:
the Mitsubishi Component TV System.

Video Disc Player

Videotape Recorder

your favorite chair via the wireless remote.

The 25-inch (diagonal) professional-
quality monitor features an Automatic Pic-
ture Latitude Circuit and a comb filter that
yield 330 lines of resolution (versus the nor-
mal 280) for a crisper, sharper over-the-air
picture. Or a stunning 400 lines of resolution
from direct tape or disc input, achieved by
bypassing the picture-degrading RF signal
CONVETSION Process.

A pair of big, beautiful, high-fidelity
speakers deliver sound thats actually as good
as the picture. Even stereo, from stereo video
discs, videotapes and FM simulcasts.

In short, Mitsubishi component TV
offers the picture and sound upgrade that
results when individual components aren'
compromised by the need to fit them all into
one box.

But theres something more. Something
you wont find in any other companys TV,
component or otherwise,

Our exclusive, patented Diamond Vision™

picture tube.

UP TO 40% WIDER COLOR
RANGE WITH DIAMOND VISION.

Diamond Msion is the most important pic-
ture tube innovation in years.
[t was developed initially to eliminate

image-fading sun glare on our outdoor elec-
tronic scoreboards. And was based on the
proven fact that certain chemicals absorb
certain colors in the light
spectrum. The result was a
combination of chemicals
mixed with the glass to
absorb the offending light.
In adapting this prin-
ciple to our home screens,
we added other color-
absorbing chemicals to
eliminate the undesirable
light elements emitted by
the phosphors of the
picture tube. Then painstakingly re-engi-
neered the phosphors themselves to match
the new screenss transmission characteristics.
The result is not only a picture relatively
unaffected by ambient light, but a significantly
improved picture overall. Brightness. Con-

Conventional screen
reflects most ambient light.

Diamond Vision
“absorbs most ambient light.

e green L = trast. Color fidelity.
— réd
05 And compared
to conventional pic-
o3 4 ture tubes, the color
Chiamond Visipn )
y reproduction range
03 ’:Convettionalmbe iS 15% tO 40% \\’ider,
depending on the
02 .
amount of ambient
N Tebue light present.
0.1 0.2 03 04
Companson of the color range repro- SO \\'hen you
duced by Diamond Vision and conven-
tional TV tubes under ambient lighs. ShOp fOI‘ a CompO—

nent [Vsystem, look for that little “Diamond
Vision”sign in the lo »VLI‘ right hand corner of
the screen. It tells you a lot about what’ inside.

And theres another sure sign just below
that. Something that speaks even more

eloquently about how that system is built.
Its just one word.
Mitsubishi.

S MITSUBISHI

Even If You Can't Have The Best Of Everything,
You Can Have The Best Of Something.

Mitsubishi Electric Sales America, Inc. 3030 Victoria St.. Rancho Dominguez, CA 90221. Available at specialty houses nationwide. Specifications are subject to change without notice
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NOW YOU CAN HAVE DIGITAL RECORDING WHERE YOU WANT IT MOST: AT HOME.

There are moments when a musician is so inspired he stops making it sic and stares making magic. And, as most artists
agree, these peak periods of supreme inspiration don't always occur in the clinical condi‘ions of the recording stud o

Which explains why Sony. the inventor of digital audio processing, has just create< the world's smallest, lightest and
most compact digital audio processor — the PCM-FI

Already touted by every major audio magazine, the PCM-F 1 leaves one awestruck by its vital statistics” lis level of per-
formance surpasses that of even the most sophisticated analog recording studio. (=== ——
Its unique 3-wav pawer supply allows you to use it anytime, anyplace '

And because Sony consciously designed it without a built-in VCR, it can be *g&"
used with any VCR — 42 or 34 inch. i

But perhaps its greatest feature is its price

Obviouslyv, we can go on and on about the brilliance of this new machine.
but by now we figure you've heard enough about it and vou're rcady (0 go (0 your

Sony dealer and hear it for vourself. S ON Y The one and only.

" ¢ a ra
8 4-a ©
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The Autophile

by Gary Stock

Going on the road with stereo

Delco/Bose’s
Perfect Match

THE HLEMENTAL PROBLEM of car stereo is
the car—which does all it can to get in the
way of the stereo. A small. often noisy inte-
rior with relatively few opportunities for
adequate speaker installations makes a dis-
couraging beginning. Response irregulari-
ties induced by the interior’s size, shape,
and upholstery. combined with enforced
listening positions that work against anyone
in the car hearing a proper stereo image,
add ta the frustration.

This is not to say, however, that good
equipment, skillfully installed. can’t over-
come these difficulties: It can. Especially
cffecttve in the battle against abominable
auto acoustics are such devices as equaliz-
ers, subwoofers, and add-on tweeters (see
“*Autophile,”” September). But installation
is always the joker in the deck. Badly done,
it can thwart the best efforts of the best
equipment money can buy.

Intimate familiarity with all these sad
truths made the chance to get acquainted
with a radically different approach to car
sterco all the more exciting. My particular
opportunity came all wrapped up in a big
Cadillac with cruise control, a seat that
remembered my name, and a clutch of lov-
ingly made tapes from Mobile Fidelity,
ready for a few days of serious on-the-road
auditioning. Called the Delco-GM/Bose
Music System, the design represents one of
the first serious efforts at matching state-
of-the-art electronics technology to the
acoustical idiosyncrasies of specific car
models.

In making that effort, the system’s

developers—Bose Corporation and the
Delco Electronics Division of the General
Motors Company—have stood the conven-
tional logic of car stereo design on its head.
The car’s acoustics and the driver and: pas-
sengers’ listening positions become advan-
tages, because they are known in advance.
Thus, the system can be designed to com-
pensate for them almost exactly,

The Music System consists of an elec-
tronically tuned Delco radio/cassette unit,
equipped with both Dolby B and DNR
noise reduction. coupled to four powered
loudspeaker modules with molded plastic
enclosures. Each module includes a highly
efficient 25-watt digital power amplifier
(operating on a principle Bose calls two-
state modulation) and a modified version of
the 4-inch HVC full-range driver that Bose
uses in its Model 901 Series IV home loud-
speaker. Two of the modules are placed up
front, in the door panels, while the other
two go in the rear deck, with the drivers
aimed so that their sound bounces off the
rear window,

As of right now, the only cars avail-
able with this rig are the Cadillac Seville
and Eldorado, the Buick Riviera. and the
Oldsmobile Toronado, although there are
rumors that the sleek new 1983 Corvette
may have it. The Music System is strictly a
factory-installed item: !t cannot be retrofit-
ted or installed in other car models. This is a
necessary result of the design philosophy,
which requires that the amplifier/speaker
modules be physically, electrically, and
acoustically customized for the specific car
model in which they are to be used and for
their particular positions in the vehicle’s
interior. For example, each module has a
built-in active equalization network tailored

not only to the response of the speaker in its l
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Bose’s computerized artificial listener, *‘Morgan,”’ at work behind the wheel.

enclosure . but to the car’s acoustical pecu-
liarities. as well.

The information required for this elec-
tro-acoustical fitting was gathered by an
*‘artificial listener’” (some might call it a
dummy) called Morgan by the Bose engi-
neers. Morgan has microphones where we
have ears, and everything he hears with
them goes into Bose’s computerized acous-
tical measurement and analysis system,
known as Interval. Interval performs fast
Fourier transforms (FFTs) for frequency-
response analysis and interaural crosscorre-
lations for analysis of the sound field’s spa-
tial properties. It also enables the engineers
to perform computer simulations of design
changes and their effects. which drastically
reduces the time and expense required for
the development process.

Based on previous experience, howev-
er, | had some doubts about the perfor-
mance level Bose and General Motors
would seek in their collaboration. But these
reservations quickly vanished once | had
slipped behind the wheel of my Seville. The
performance of the Delco/Bose system was
astounding—smooth, balanced, and pos-
sessed of ane of the few genuinely convine-
ing sterco images I've heard in an automo-
bile. There’s enough clean volume to set
the windows vibrating visibly, the sound is
essentially the same no matter where you sit
in the car, and the front end provides excel-
tent radio reception and very good human
engineering. Frankly, considering the neat-
ness of the factory installation, the Delco
warranty. and the anticipated price (ru-
mored to be less than $1,000), | can’t imag-
ine anyone who can afford one of these cars
buying it without the Music System.

Much of the reason for the quality of
the system’s sound, despite the obstacles
thrown up by automotive acoustics, is sure-
ly truccable to the designers’ ability to nail
down, examine, and ultimately control
most of the important variables. But there
are valuable lessons in this project, even for
those of us not flush enough to buy a GM
luxury car. Here are a few of the observa-
tions Bose and Delco engineers made in
their presentations and in their conversa-
tions with me:

e Imaging is better for both driver and pas-
sengers when the speakers face upward (or
close to it), rather than outward. The brain’s
“*image-assembling’’ process is con-
fused by the directiona!l characteristics of
speakers when they fire directly at a listener
sitting nearer to one than to the other.

| ® Extended bass is easier to achicve in a car
(Continued on page 96)

19



AUDIO

ound Views

Opinion and comment on the changing audio scene

The Trouble
with Tape
Rankings

SOME YEARS AGO. when we undertook our
first round of cassette-tape testing, we
received a letter expounding what seemed
at first glance a very attractive idea. The
writers had assigned numerical values to
those of our findings that didn’t already
consist of some sort of specific measure-
ment (¢.g., packaging). Then they devised
weighting factors for all the data cle-
ments—both ours as published and theirs
as assigned—so that they could be com-
pared. Finally, they fed the whole works
into a computer and asked it to rank the
tapes we had tested both in order of absolute
performance quality and in order of what
the British call *‘value for money.”’

It was obvious that a great deal of
thought had gone into the project. I don't
remember the details, but there was a mech-
anism for assigning numerical values to our
subjective value judgements, because not
all the important characteristics of cassettes
can be measured in lab tests.

Weighting factors are, of course. cru-
cial to an accurate rating system. Take, tor
example, a tape with a signal-to-noise (S/
N) measurement of 60 dB and midrange
headroom of 3 dB. It S/N ratio and separa-
tion are held to be of equal importance. the
weighting factor of the former would have
to be one-twenticth that of the latter. On the

other hand, if midrange headroom is scen as |

twice as important as S/N ratio. its weight-
ing factor would have to be forty times as
great. IUs casy to see that the assignment of
weighting factors is at least as important as
the measurements (or the arbitrary values)
to which they are applied.

Even this example is an oversimplifi-
cation of the knots that must be examined
and untied to lead to any kind of useful con-
clusion. The fact is that the system pro-
posed by our ingenious correspondents
didn’t work. for all their good intentions.
The one tape that we considered less than
acceptable for high fidelity recording came
out in their ranking as the best **value for
money " —which, perhaps. should not have
surprised us much. What did surprisc us
were the quality rankings, which placed
some fine tapes well down on the list and
some distinctly mediocre ones near the
head.

l

~ by Robert Long

[

At first | thought the compilers must | ny of their eyes. In some cases. that may be
have mistaken some of our lab measure- | just as well. Recording a live jazz band. for

ments. but all their numbers checked.
When 1 examined the weighting factors,
however. some of their method’s fallacics
began to emerge. One characteristic that |
considered fairly important was not fac-
tored in at all. evidently because the ana-
lvsts were unable to find a formula that
could distill the information into a simple
numerical rating. Worse. there were major
disparitics in how other parameters were

The success or
failure of a tape
depends mainly on
how itis used.

weighted. Some were given an importance
factor that would be appropriate to inexpen-
sive equipment but not to the top models;
others were treated conversely.

And as | considered the individual
parameters | realized that, for many of
them, no single weighting formula was
likely to be satistactory. Beyond a certain
point. for example, a tape’s dynamic range
(with noise reduction) can casily exceed
that of a source like FM. At that point. the
dynamic range drops from being a highly
important factor to an unimportant one.
Thus. a complex function, rather than a
simple multiplier. would be needed to con-
vert the raw dynamic range into a figure of
merit, And the function would have to vary
with the tape’s intended use—making a 70-
dB dynamic range. for example, excellent
for recording from FM, but substandard tor
live recording of a jazz band.

Of course, that raises another ques-
tion: How are we to cope with two interre-
lated parameters when both are influenced
by use? Take, for instance, the matter of
headroom. Midrange headroom is very
important, but only up to the level where
the recordist stops using it—a point that
depends on the recorder’s metering system.
If it's possible to pin the meter (that is. drive
it all the way up) without c¢xceeding the
headroom. few recordists—even  those
with three-head decks that permit monitor-
ing during recording—would be willing to
trust the tape’s rated limits over the testimo-

!
|
|
|

instance. the brass transients and cymbals,
among other things. may reach (or surpass)
the limits of the high-frequency headroom
before all that midrange capability has been
used up. Substitute a string quartet, on the
other hand, and the high-frequency de-
mands at, say. 10 kHz drop radically with
respect to those in the midrange. The fact is
that these variables—the meters, the tape,
the program muaterial. the midrange head-
room, and the high-frequency headroom—
are only a few among the many that are
intimately interrelated. Distortion. noise.
dynamic range, frequency response. and so
on do not exist in a vicuum, and all are
influenced by the deck’s variables (noise
reduction options, for instance).

We might be tempted to go to the
extreme opposite from that of the single-
number-of-merit approach and tabulate rat-
ings for all tapes in all possible recorders—
and for all possible applications. If you
record only from classical orchestral FM
broadcasts on a Teac 450 with Dolby B
noisc reduction. for example, TDK’s D
might rate a 7 out of a possible 10 on some
scheme of reckoning. But you can imagine
how many pages it would take—and how
much scarching on the part of our readers—
to cover just that one tape for all the record-
ers, switching options. and applications
that conceivably would be of interest. It
could be done. and it would give tigures of
merit, but it would be so outrageously cum-
bersome as to confound the initial impulse
toward simplicity.

Ultimately, however, the success or
failure of a given tape depends more on how
it is used than on all the other factors com-
bined. A poor tape (and we try not to test
poor tapes) may well limit the quality of a
recording made by a knowledgeable record-
ist. But a quality tape can also yield a poor
recording if the recordist doesn’t adequate-
ly understand the tape’s propertics.

That is the key. Rankings. even if they
could be worked out to allow for all the
variables involved, wouldn’t contribute to
understanding. Therefore they can’t pro-
vide what they’re intended to—instant,
foolproof, and unqualified differentiation
between the available alternatives. Caretul-
ly worked out rankings can prevent grossly
inadequate choices for their assumed appli-
cations, but such a lowest-common-denom-
inator approach is inconsistent with the ide-
al of high fidelity: the search for the best
possible reproduction of sound. HF
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Once again, JVC harnesses higher tech
in the pursuit of higher fidelity;

The power of higher tech, haressed
by superior engineering. Once again,
it's the mark of JVC’s leadership.

Even in the realm of moderately
priced components like these.

The intricacy of JVC turntable design.
You see it, and hear it, in attention
to subtle, yet significant details. Like a
straight, low-mass tonearm with trac-

ing hold to stabilize tracking. And
quartz control to insure virtually per
fect platter rotation

Powerful, vet musically pure receivers.

A JVC innovation called Super-A
removes subtle forms of distortion. So

musical overtones and transients are
amplified intact for a pure. musically
natural sound. Add graphic equaliza-
tion and quartz tuning, and you have
receivers unsurpassed for perform-
ance and versatility.

The innovators in metal cassette decks.

It was JVC who first put together the

technology needed to record metal
tapes. Now we've added Dolby* C for
ultra-quiet recordings. Plus features
like Music Scan to find selections
automatically. Spectro-Peak metering.
Logic controls, digital incication,
memory and more.

*Dolby s a regltered ﬂ;hdimark of DolBy L'Qborinorl.‘. upt =1

-
= =

- ] /1
s, ] R r— Sl

{
{

LI

1’\

oo v nrr = e

'~ JVC CANADA INC., Scarborough, ONT.

Speakers more precise than the ear itself.

Our Dyna-Flat ribbon tweeter
extends to 100 kHz, higher than the
ear can heat By doing so, it helps pro-
vide correct amplitude and phase
characteristics in the audible range.
So music takes on the focus, detail
and sgatial image of live sound.

Your JVC dealer is waiting to demon
strate the full new line of higher tech
components. Computerized tuners.
‘Thinking” tonearms. Self-optimizing
cassette decks. Higher tech engineer
ing all focused on one goal — achieving
the highest fidelity possible.

%= USJVCZORP.
41 BlaterDrive, Eimwood Park,N.J.0740F




For the first time a music system and the
listening environment have been designed together.

Second in a series
on how Delco

e T _ The performance of even the best home music systems is
contribute 1o your limted by the acoustics of the environment, the placement of the
enjoyment of driving. speakers and the location of the listeners. These important factors
are'beyond the control of the designer.
- Three years ago Delco Electronics, General Motors Car Divisions and
. Bose Corporaticn began research to design a music system with, and for, its environ-

ment. The acoustics of the car were measured, the speakers precisely placed, and the known loca-
tions of the listeners were considered in the design. The result is a music system designed differently
for each automobile body, but with one element in common—the performance!

And how much difference does this new design concept make? We let hundreds of people
listen to the Delco-GM/Bose Music System during its development. From musicians to people who
had not believed that music was important in their lives, the reaction was the same.

But if we say more we might bias the experience you will have n P | co @'
when you visit your GM dealer. * Just try not to get excited! ‘_m
. Sound so real, it will change how
/ 77—, youfeelaboutdriving.

A. (ETR) Electronically tuned receiver. B. Helicel voice coil speaker. C. “Digital mode” ampilifier built into each enclosure. D. Reflex enclosure.
* Available as a factory-instalied option on Cadillac Seville and Eldorado, Buick Riviera, and Oldsmobile Toronado.

A totally new class of music systems from Delco-GM.




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

Great Scott!
ATigerofa
Tuner!

Scott Model 558T AM/FM tuner. Dimensions: 17 by
1% inches (front panel), 103 inches deep plus
clearance for antenna connections. Price $280.
Warranty: “limited,” three years parts and labor.
Manufacturer: made in Korea for H. H. Scott, Inc., 20
Commerce Way, Woburn, Mass. 01801.

MONO FREQUENCY RESPONSE
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Channel separation = 3914 dB, 20 Hz to 15 kHz
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It HAS BEEN SOME YEARS since we tested a
Scott tuner. Audiophiles with long memo-
ries are still sighing over the LT-112B, a
superb tuner when we tested it in *66 and
one of Scott’s last great kit models. Well.
tricnds. you can put away your 112Bs: for
allits sterling qualities, it has been altogeth-
er cclipsed. Behind the slim taceplate and
modest pricetag of the Mode! 558T lurks a
tiger of a tuner.

Not that it’s gussied up with the sort of
pyrotechnical features of some of today's
fancy models; on the contrary, this is a rel-
atively simple digital tuner with memory
that just happens to perform better than
most of the competition. Its design centers
around a four-gang PLL frequency-synthe-
sis front end with a pulse-filtration circuit to
control the noisc that is a by-product of dig-
ttal switching.

The AM and FM bands have seven sta-
tion memories each. The AM  section
strikes us as distinctly above average.
Scott’s products are distributed widely in
Europe, where AM  services are quite
important, so it tollows that a good deal of
attention has been paid to this tuner’'s AM
circuitry. In fact, it you look closely at the
fluorescent display pancl. you'll see faint
designations for MW and LW —medium
wave and long wave, respectively. (The
European version of the 558T, in fact,
offers all three bands—MW is what we call
AM. while LW lies at lower trequencies
yet—with somewhat ditterent front-pancl
switching.) Also present, but unused in the
U.S. version. are an extra digit in the num-
ber display and marks on either side of the

TUNED indicator, evidently to indicate
which direction to tunc in the narrower fre-
quency steps of the European version, QOur
model steps along smartly in full-channel
increments: 200 kHz for FM and 10 kHz for
AM.

The tuning system is fairly conven-
tional. In the manual mode. UP and DOWN
bars (actually. opposite ends of a single
rocker clement) step the tuner cach time
you apply gentle pressure. allowing you to
audition cach channel as you go. Pressing
harder tunes the S38T rupidly, with no audi-
ble output. The automatic mode keeps step-
ping until a receivable channel is reached.
The muting operates while the tuner is “‘in
transit, ™’ but not when it is set to a frequen-
cy where there is no receivable station. To
avoid the roar of uninhabited channels, use
the automatic mode. which stops only at
occupied trequencies. To store a particular
station, press MEMORY and a corresponding
arca of the fluorescent panel lights for a few
seconds, during which the station can be
entered

To help vou orient a rotatable antenna
tor the best signal, there is a multi-element
signal-strength indicator. shaped something
like a hLysteresis curve, on the fluorescent
pancl. Though it has six segments, the top
two come on together in our model, vield-
ing five functioning levels of ditterentia-
tion—more than most of today's tuners
afford. Furthermore. the LEDs’ signal
thresholds are well distributed: the first illu-
minates at 16 dBf. and the remaining ones
occur at fairly even intervals ot about 10
dBf. up to 54 dBf tor the top two clements.
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New Equipment Reports

FM SENSITIVITY & QUIETING
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10

20 2 E

-

30
\
\
0 I
50 N

60 |

Lusr.m L Y. )
DBFO 10 20 30 40 50 6 7 8 90 100
stereo quieting (noise)
- mono quieting (noise)

Stereo sensitivity {for 50-dB nolse suppression)

3512 dBf at 98 MHz, with 0.68% THD+N

(35va dBf at 90 MHz: 352 dBf at 106 MHz)
Mono sensitivity (for 50-dB noise suppression)

11Va dBf at 98 MHz

Muting threshold see text
Stereo threshold 10 dBf
Stereo S/N ratio (at 65 dBf) 69 dB
Mono S/N ratio (at 65 dBf) 74 dB
CAPTURE RATIO s dB
SELECTIVITY (alternate-channel) 53va dB
HARMONIC DISTORTION (THD+N)

stereo mono
at 100 Hz 0.23% 0.23%
at 1 kHz 0.11% 0.080%
at 6 kHz 0.19% 0.086%

STEREO PILOT INTERMODULATION 0.15%

IM DISTORTION (mono} 0.037%
AM SUPPRESSION 53% dB
PILOT (19 kHz) SUPPRESSION 76 dB

SUBCARRIER (38 kHz) SUPPR. 109 dB

MEMORY. PRESETS

= :—TUNING

(UP, DOWN)
SCOT

[ e | |= =
TUNING MODE (AUTO/MANUAL)—.f -——]— BAND (AM, FM)

HIGH BLEND (ON/OFF)

They thus cover the range trom marginal
mono reception (about S5 dB of quicting) to
maximum mono guicting (74 dB) and near-
Iy tull stereo quicting. (In this area. the
meter on the old LT-112B—which mea-
sured multipath as well as signal strength—
did outpoint those on the large majority of
today’s tuners, including the S38T. because
of its response to much smaller incre-
ments )

An unusual fcature of the back panel is
a captive, permanently attached one-meter
output cable to feed your amplifier. It
seems a sensible length. though some users
may grumble that it’s a little too long or too
short to be ideal for their particular systems.
The usual AM bar antenna is included.
along with binding posts for a long-wire
AM antenna and an FM-antenna downlead.
For 75-ohm couax, there is a binding post tor
the hot lead and a collar tor the grounding
shield—a common arrangement in current
equipment. (One of these days. some enter-
prising company is going to realize that the

MODE (STEREOQ/MONO)

I
[
v
l

popularity of coax is on the increase for
both FM and TV use, that video recorders
have made the so-called F connectors the
standard tor such use. and that it would be a
logical convenience to standardize on those
connectors for quality FM tuners as well.
But that day is not here yet.)

Arcas in which the 558T's perfor-
mance particularly shines include sensitivi-
ty, frequency response. and channel separa-
tion. Actually. Scott could have sacrificed
more of its exemplary channel separation to
the BLEND, which takes more of a nibble
than a bite out of the hiss on weak sterco
stations. Also exemplary is the degree to
which the pilot and subcarrier frequencies
are suppressed. And, at 4 dB. the adjacent-
channel selectivity is unusually good (the
alternate-channel’s is slightly less so). But
there is no respect in which this tuner can-
not be characterized as good or better. As a
whole, it represents a performance level
that belies its moderate price.

Circle 98 on Reader-Service Card

In the detail shown here, the S58T's neat visual display tells us at a glance that we're
perfectly tuned to a very strong FM stereo broadcast on 90.3 MHz, which also happens to

occupy the fourth memory preset position.

Signet’s
Hand-Crafted
Cartridge

Signet TK-7LCa fixed-coll phono cartridge, with
Straight Line Contact multiradial diamond stylus.
Price: approx. $200 (varles somewhat from market to
market). Warranty: “full,” three years parts and labor.
Manufacturer: Audio-Technica, Japan; U.S.
distributor: Signet Div., A.T.U.S,, Inc., 4701 Hudson
Dr., Stow, Ohlo 44224.
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SIGNET HAS ALWAYS STRESSED the impor-
tance of combining craftsmanship with
technology. apparently teeling that the lat-
ter alone is not cnough. This attitude is
reflected throughout the current TK series
of moving-magnet cartridges. which are
individually tweaked and tested tor maxi-
mum pertormance. Judging from the TK-
7LCa, which is medium-high in the line
(there are tfour models below it and two
above it), the results are well worth the
extra cffort.

The TK-7LCa uscs two coils per chan-
nel, cach wound with a single low-oxygen
copper wire without solders or welds for
maximum efficicney. The coil cores are of

Signet’s laminated UniCore construction,
with integral pole picces for minimum loss
at high frequencies. and there are separate
magnets for each channel for maximum
separation. Compliance and damping are
said to be hand-adjusted for each cartridge
during assembly. A nude-diamond Straight
Line Contact multiradial stylus is mounted
into the TK-7LCa’s tapered beryllium-rod
cantilever by means of a laser-bored square
hole. The square shape of the diamond’s
shank reduces tip mass and helps assure
correct orientation in the cantilever.

The tracking-force recommended is a
range: from 0.8 to 1.6 grams. Diversified
Science Laboratories put the pickup

Circle 3 on Reader-Service Card »



From the Driving Force:

A powerful solutbn The awesome dower cf the Driving Farce is nleashed th-ough the

40-watt Panaseo-ic High Power car s:ereo

to underpowered Forty watts, 2] per channel, to pumd Lt ycur music the way yot want

t. Forty watts for clean, crisp highs, thunoerarc lows and everything in

car Stel‘eo. between. And It at's just

= N the begin1ing.
Panasonic High Power. In the cassetts player,
theres Dolby* roise

reduction to cuttape h ss
downte size. Lecking tast
forwerd/rawinc ‘rees your
hands. The 3-made tape
seledor gives you metal, chrome and narnal tape capao lity. And Iadio
Moni-or lets you listen to th2 radio without ej2cting the cassette.

The FM Optinizer minimizes high end nose and enhances FM signal
rception. INQ circuits reduce interfere1ze Wdm power ines, passing
traffic and yous zar’s own engine. The adept ve front end qelps the tunar
main-ain optirum sensitivity for mazim . raception.

Thzre are 4-way facérs as wzll as sedzrae bass and t-eble cortrols
to he p balance the so.und.

Fez! the power of ycur mrusic with ich Pcwer from Panasonic.

Panasonic.car audio
The driving force

“Doby is a t-ademark of Dolby Laborato-ies, Inc.
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FREQUENCY RESPONSE & CHANNEL SEPARATION
(test record: JVC TRS-1007 Mk. It}
DB
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)
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Frequency response
Lch +1dB, 20 Hz to 20 kHz
R ch 12, —1 dB, 20 Hz to 20 kHz
Channel separation = 25 dB, 450 Hz to 20 kHz
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through our standard *“torture test’” (actual-
ly. certain cuts on the CBS STR-120 and
STR-100 test records) at the minimum val-
uc in that range without misadventure. For
the remainder of its tests—and for our lis-
tening tests—a median value seemed more
prudent, and 1'% grams was adopted for
both. Vertical tracking angle matched the
20-degree spec in the low-frequency test: at
midrange frequencies. where rake angle
begins to play a part in the results, the
apparent VTA measured a little lower. sug-
gesting that the rake angle is nearly as good
as the VT A. (Both are intluenced somewhat
by vertical tracking force, of course.
because cantilever attitude varies accord-
ngly.)

The resonance figures in the SME
tonearm suggest the TK-7LCa will have lit-
tle trouble tracking warps—and. indeed,
we had none in our listening tests, even
with a somewhat more massive arm. They
do indicate, however, that the Signet could
be kept even farther out of harm’s way in
this respect by mounting it in a lighter arm.

The SME is moderately bulky by today’s
standards: with it the arm/cartridge reso-
nance falls halt-way between the worst
warp range (around 5 Hz) and the optimum
frequency (around 10 Hz). The lighter the
arm. the higher the armvcartridge reso-
nance, but even an extremely light arm
should not raise the resonance into the audi-
ble range (above 20 Hz).

Most important of the lab data. how-
ever. are the extremely smooth response
curves and, to a lesser extent, the very good
scparation. Together, they suggest unco-
lored reproduction with excellent sterco
imaging. And that’s exactly what we heard
in the listening room. Signet claims even
greater clarity and transparency for its top
two models. but without the opportunity for
A/B comparisons, it’s hard to imagine how
the sound of the TK-7LCa could be
improved on. We considered it exceptional
on cvery record we subjected it to and a
challenge tor any cartridge on the market—
fixed-coil or moving-coil—at any price.
Circle 95 on Reader-Service Card

LOW-FREQUENCY RESONANCE (in SME 3009)
vertical 7.2 Hz; 16-dB rise
tateral 7.3 Hz; 14%4-dB rise

MAX. TRACKING LEVEL (re RIAA 0 VU 1.8 grams

SQUARE-WAVE
RESPONSE

SENSITIVITY (1 kHz)  1.57 mV/cm/sec lateral = +18dB
CHANNEL BALANCE (1 kHz) +0.5dB vertical = +12dB
VERTICAL TRACKING ANGLE 20° WEIGHT 6.6 grams
TRANSPORT CONTROLS
AC POWER —=k |

EJECT ——wim)

SR « L00x Comrtmcy wrarew
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TIMER (PLAY/OFF/RECORDING ——I

TAPE SELECT. (TYPE 1 2/4)

-RECORDING MUTE

INPUT LEVEL
ADJUST

INPUT (LINE MIKE)

MIKE INPUTS
HEADPHONE

DOLBY B/C/OFF

Sanyo’s
Sane and
Simple Deck

Sanyo Plus D-57 cassette deck, with Dolby B and C
noise reduction. Dimensions: 174 by 4 inches (front
panel), 1012 inches deep plus clearance for controls
and connections. Price: $230. Warranty: “limited,’
two years parts and labor. Manufacturer: Sanyo
Electric Co., Ltd., Japan; U.S. distributor: Sanyo
Electric, Inc.. 1200 W. Artesia Bivd., Compton, Calif.
90220.
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THOSE FOR WHOM a $230 cassctte deck is at
the bottom. rather than the top of the price
spectrum may be somewhat put off by
Sanyo’s sometimes extravagant description
of its Plus Series cassette deck. Don't be.
The D-57 may not be as ultrasophisticated
as some of the company s product literature
suggests. but it’s a very nice deck and an
excellent value nonetheless.

It employs a combination record/play
head and is equipped for both Dolby B and
Dolby C noisc reduction. There are three
tape-selector options: ferric. “‘chrome.”
and metal. The peak-reading level display
is calibrated from —20 to +6 dB. with
increments of 3 dB or less per step from —7
dB up (and a “*cal™” mark at 0 dB. which is

curious since you can’t calibrate the deck in
nornal use). The fanciest touch is what
Sanyo calls AMSS (Automatic Music
Select System), which seeks out the blank
spaces between selections in either direc-
tion of fast wind and begins playback when
it finds one. The spaces should be at least
four seconds long and reasonably noise-
free. The AMSS works about as well as
such features generally do, functioning
quite eftectively with pop music. but some-
times being fooled into thinking it has
found an interselection space by the pauses
in classical works.

The AMSS is activated by pressing
PLAY simultancously with one of the fast-
wind buttons. all of which are found in the

HIGH FIDELITY



Because Sony redesigned the car stereo,
the auto makers don’'t have to redesign the car.

The interior of an automobile is
designed with a lot of purposes in
mind. Unforturately, great stereo
sound reproduction isn't one of them.

Fortunately, Sony did more than
just tackle this problem. They actu-
ally solved it. By designing a stereo
system that meets the acoustical
challenges inherent in a car.

INTRODUCING THE SONY
SOUNDFIELD™ SYSTEM.

As the very name of our system
indicates, we started with the acous-
tical sound field itself by treating the
entive front of the car as a stage. The
very directional high-end and mid-
range frequencies emanate from this
stage in an accurate stereo image.

-

Two Super Woofers g
in the rear create deep,
dramatic bass.

e Omnidirectional
= bass frequencies below
100Hz seem to come from
the front “soundstage.”

© 1982 Sony Corporation of America. Sony and
SoundField are trademarks of Sony Corporation

Mode's shown: XS-L20 Super Woofers. XS-30! Front
Speakers, XR-55 In-dash Cassette/Receiver

XM-E? Graphic Equalizar/Amplfier and XM-120 Amplifier

So the highs come across clear and
soaring. The midrange, natural and
accurate.

“Boss Dnve’ “Sub-Sonic”
Fitrer Fliter

Non-Directional 1
Frequency Response !
100Mz 200Hz

The bass frequencies below 100Hz
actually are directed from the rear of
the car, where the Super Woofers
are placed. However, since these
frequencies are omnidiractional, they
seem to be coming from the proper
“stage” location.

The result is richer, fuller, and
more dramatic bass.

CONVERT WITH COMPONENTS.

The optimum SoundField System
consists of a powerful amplifer
(XM-120) driving a pair of 8" Super
Woofers (XS-L20), along with &
medium-powered amplifier driving
the front speakers. This means full-
range speakers can be used without
risk of modulation distortion.
But you can begin to enjoy the

Steres Image
Frequen«y Resoonse

20,000Hz

SoundField System simply by add-
Ing one of our lower powered ampli-
fiers and the Super Woofers to the
car sterec you already have. Then
you can slowly build up your system
addirg a higher powered amplfier,
more speakers, and an equalizer.

A SOUND THAT TAKES
A BACKSEAT TO NONE.

Although the technology of the
Sony Soundrield System is complex,
the reason for it is simple.

It will give you high dB levels with
very low distortion, extremely pre-
cise stereo Imaging, and an amaz-
ingly kroad frequency response. In
additicr,, you'll be pleasantly sur-
prised at just how easily & SoundField
System can be installed 1n your car.

So come into your loca: Sony
dealer and ask to hear the next gen
eration in autosound systems.

One hsten and you'll know why
the auto makers don't have to rede-

sign the car SONY’

THE ONE AND ONLY




35 years ago, to satisfy listening
preferences, serious music lovers
had to redesign their listening rooms.
Remove the drapes. Add a rug here.
Rearrange the upholstered sofa there.
Get rid of that crystal chandelier!

Bass and treble tone controls
came later, and they helped —but
only a little. When you needed a
boost in that lowest bass region, you
had to accept boosted upper bass
and mid-range tones as well—
| whether you needed them or not.
| By 1958, the first equalizers
| appeared. They allowed you to alter
| specific bands of tones to suit the
needs of the listening room —and the
music program. With special mics, a
pink noise generator, and a real-time

...and then came the SE-9.

analyzer, you could electronically
adjust your system to your listening
preference. If—that is—you didn't
mind spending several thousand
dollars and a half hour adjusting and
readjusting controls to enjoy a half
hour of listening.

Then came Sansui's remarkable
SE-9 Compu-Equalizer. It takes
the guesswork and the frustration
out of equalization. At the touch of a
button, the SE-9’s built-in pink noise
generator feeds its signals first to one
speaker, then the other. Sounds
picked up by the SE-9’s calibrated
microphone are then analyzed byits
microprocessor. Sit back and
in amazement, as the SE-
motorized system mov
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16 fader controls (8 per channel) to
create the curve that yields precisely
flat response at your preferred listen-
ing location.

Touch another button, and the
curve is memorized for future, instant
recall. Move to another location —
even another room—and the SE-9
can create and store a new curve —
up to four of them.

At last, after 35 years, a perfect
equalization system without errors or
frustration. And, at a price that makes
perfect equalization affordable for all
s music lovers.

-9 and Sansui’s truly

h quality compo-
ur Sansui
details.
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SANSUI ELECTRONICS CORP%FIATION
Lyndhurst, New Jersey 07071, Gardena, CA 90248 § g
Sansui Electric Co., Ltd., Tokyo, Japan Sansul
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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, calted LN (low-noise) by some manufacturers, re-
quiring minimum (nominal 100%) bias and the original,

standard” 120-microsecond playback equalization.
Though they include the “garden variely” formuiations.
the best are capable of excellent performance at moder-
ate cost in decks that are well matched to them.

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

Type 2 (IEC Type |l) tapes are intended for use
with 70-microsecond playback EQ and higher recording
bias still (nominal 150%). The first formulations of this
sort used chromium dioxide: today they aiso include
chrome-compatible coatings such as the ferricobalts.

Type 3 (IEC Type Ill) tapes are dual-layered fer-
richromes, implying the 70-microsecond (‘chrome”) play-
back EQ. Approaches to their biasing and recording EQ
vary somewhat from one deck manutfacturer 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.

PLAYBACK RESPONSE (TDK test tape; —20 dB DIN)
DB

0 e ——" —- i ™
5 +
i Lad
HZ 20 50 100 200 500 1K 2K 5K 10K 20K

Lch 1, ~2Va dB. 40 Hz t0 12.5 kHz
Rch +11/a dB. 40 Hz to 12.5 kHz

RECORD/PLAY RESPONSE. TYPE 2 TAPE (- 20 dB)
DB/

o} e —
I
S o487 (h 1
HZ 20 50 100 200 500 K 2K 5K 10K 20K
Lch 112, -3 dB. <20 Hz t0 15.5 kHz
Rch 2, -3 dB. <20 Hz to 15.5 kHz
with Dolby B noise reduction
Rch 1Ve, -3 dB, <20 Hz to 14 kHz
with Dolby C noise reduction
Rch +1, -3 dB. <20 Hz to 15.5 kHz

RECORD/PLAY RESPONSE, TYPE 4 TAPE (-20 dB)
0B

5 t g
) =)
0 | andi il 1 h
089 13 \
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch 2, -3 dB. <20 Hz to 18.5 kHz
Rch 3dB, <20 Hz to 19 kHz
with Dolby B noise reduction
Rch 512, -3 dB, <20 Hz to 17 kHz
with Dolby C noise reduction
Rch 512, -3 dB, <20 Hz t0 17 kHz

RECORD/PLAY RESPONSE. TYPE 1 TAPE (-20 dB)
DB

transport controls above the metering. The
owner’s manual, which is better than aver-
age for such a product, describes these con-
trols as ““pushbuttons.”” In fact they are
touchplates that may respond even when
vou brush a finger against them inadvertent-
ly. Since only the recording interlock and
the PAUSE are fitted with pilot LEDs, it’s
sometimes difficult to ascertain whether the
deck is doing what you intend, particularly
since you can’t monitor from the tape dur-
ing recording. However, a glance at the
cassette well usually helps, since hub rota-
tion is casier to sec than it is in many decks.
Once we became tamiliar with the deck and
its “feel,”” our initial anxicty tended to
evaporate.

The muting control is manual in the
sense that it cuts the recording feed tor as
long as you touch it and serves no other
function: it you want to go trom MUTE to
PAUSE. waiting for the next seleciion to
start, you simply keep vour finger on MUTE
while you press the PAUSE beside it. The
pause function itself is quick and very
noise-free. It involves no automatic mut-
ing. which many solenoid pause controls
cmploy to Kill the pitch irregularity when
the deck restarts. If you start in the middle
of music you can hear the irregularity on the
D-57. But you also get scamless joints
(with no “"hole™ from the muting) it vou
stop and start during esscntially pitchless
sounds (like applause or hiss) or during
silence. We consider this an important
advantage for some kinds of recording.
Less admirable is the recording leve! con-
trol, whose totally independent elements

make it difficult to maintain channel bal-
ance during fades, for instance.

Performance is generally quite good,
though you won't find the glittering
response on the extreme high end that you
would with three-head decks fitted with a
multiplex-filter deteat switch tor the Dolby
modes. But even among such advanced™’
decks. bass response frequently is less
extended than the D-57's.

Sanyo suggested three TDK tapes for
DSL’s tests: SA as the Type 2 (*"chrome’’)
ferricobalt. MA as the Type 4 metal, and D
as the ferric. In the data, we have called the
latter " Type 1, though in the past we have
classified D as Type O—that is, a relatively
madest ferric. It has been souped up little
by little, however. and today its character-
istics are better classitied as a Type | tape
than Type 0. The D-57 does well by it in
any event. Results. including Dolby track-
ing. with all three tapes are unusually good
for a deck in this price class, despite the
slight suggestion of underbias (the tendency
to a high-frequency peak) with the metal
formulation. Distortion is not quite as low
at — 10 dB as the data suggest, however:
Atypically. for tape equipment, the second
harmonic measures higher than the third in
the D-57. tor maximum THD figures near
1% with all three tapes.

An under-$300 cassette deck that’s not
chintzy in some respect is a rare find these
days. The Sanyo Plus entry is such a rarity:
in fact. some users may tind that it serves
their needs better, and looks handsomer,
than many decks at twice the price.
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S/N RATIO (re DIN 0 dB: R/P: CCIR/ ARM-weighted)

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

53v2 dB 52 dB 51 dB
with Dolby B

63V4 dB 62 dB 61 dB
with Dolby C

71% dB 70Vva dB 6912 dB

INDICATOR READING FOR DIN 0 DB (315 Hz)

Type 2 tape 1 dB (with 1.2% THD)
Type 4 tape 0 dB (with 1.3% THD)
Type 1 tape +1 dB (with 2.3% THD)

INDICATOR READING FOR 3% DISTORTION (315 Hz)

ERASURE (100 Hz)

Type 2 tape 65 dB

Type 4 tape 5412 dB
CHANNEL SEPARATION (315 Hz) 63 dB
INDICATOR “BALLISTICS’

Response time 11 msec
Decay time 450 msec
Overshoot 0dB
SPEED ACCURACY  1.8% fast, 105-127 VAC

FLUTTER (ANSI/IEEE weighted peak: R/'P)
+0.085%

v
_g'-"-""""‘" Type 2 tape 3 dB (for +3% dB DIN)
[ | Type 4 tape +3 dB (for +3%2dB DIN) SENSITIVITY {re DIN 0 dB: 315 Hz)
HZ 20 50 00 200 500 1K 2K 5K 10K 20K Type 1 tape 2 dB (for +1 dB DIN} fine input 85 mvV
L ch +1, -3 dB., <20 Hz t0 14.5 kHz mike input 0.46 mV
Rch 14, -3 dB, <20 Hz to 14 kHz DISTORTION (third harmonic; at —10 dB DIN)*
with Dolby B noise reduction Type 2 tape = 0.58%, 50 Hz to 5 kHz MIKE INPUT OVERLOAD (clipping} 10.25 mV
- Rch Type 4 tape = 0.52%, 50 Hz to 5 kHz
112, -3 dB. <20 Hzto 12.5kHz  Type 1 tape = 0.45%. 50 Hz to 5 kHz QUTPUT (from DIN O dB) 057V
with Dolby C noise reduction
Rch +12. -3 dB, <20 Hz to 13.5 kHz *See text.
CONVERSION TABLE FOR POWER OUTPUT
About the dBW . . . WATTS dBw WATTS dBw WATTS dBw
We currently are expressing power in terms of 1.00 0 10.0 10 100 20
dBW - meaning power in dB with a reference (0 1.25 1 125 " | 125 21
dBW) of 1 watt. The conversion table will enable 1.6 2 16 12 160 22
you to use the advantages of dBW in comparing 2.0 3 20 13 200 23
these products to others for which you have no 25 4 25 14 250 24
dBW figures. 32 5 32 15 320 25
4.0 6 40 16 400 26
5.0 7 50 17 500 27
6.3 8 63 18 630 28
8.0 9 80 19 800 29

4 Circle 14 on Reader-Service Card
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A Mirage—
A Convincing
Illusion

Mirage 2.5 loudspeaker system. Dimensions: 123 by
312 Inches (tront), 9 inches deep. Price: $499 per
pair; T-2 speaker stands, $40 per pair. Warranty:
“limited,” ten years parts and labor. Manufacturer:
Mlrage Acoustics, Unit 1, 21 Progress Avenue,
Scarborough, Ontario, Canada M1P 4S8

ROOM RESPONSE CHARACTERISTICS
DB
+5

100 200 500 1K 2K

HZ 20 50
boundary-dependent reglon
on-axis response

off-axis (30°) response

5K 10K 20K

SENSITIVITY (at 1 meter; 2.8-volt pink noise,
250 Hz to 6 kHz) 90 dB

AVERAGE IMPEDANCE (250 Hz to 6 kHz)
8.1 ohms
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IT'S NO SURPRISE that most of the loud-
speakers on the U.S. market are made in the
United States. But it does puzzle us slightly
that so tew Canadian manufacturers have
brought their products south. England, an
ocean away, is better represented. This is
beginning to shift. however, and the com-
pany perhaps most responsible is Mirage
Acoustics.

The Model 2.5 is the sccond Mirage
loudspeaker we have reviewed, The first
(which has now been replaced in the line)
was a medium-size two-way system called
the SM-1 (test report, April 1981). Differ-
ences between the two are in emphasis and
refinement. rather than in basic approach.
Like the earlier speaker, the 2.5 is designed
for use on short stands (which are available
separately as a kit for a modest price) and
uses first-order (6-dB-per-octave) cross-
overs tor best phase response.

Unlike the older speaker, however, or
any of Mirage’s other current models. the
2.5 is a three-way system, with a 10-inch
wooter, a 4-inch midrange, and a Y%-inch
dome tweeter. The company had untib now
been reluctant to build a three-way, feeling
that almost all such systems were flawed by
response anomalies originating with their
midrange drivers. A considerable part of
the design effort for the 2.5 therefore went
into the development of a satisfactory
“‘squawker,”” as the British sometimes call
them.

Physically, the 2.5 is tall and slender,
with a walnut- or oak-grain vinyl finish and
a dark brown grille cloth. The speakers
come in mirror-image pairs, with the
midrange and twecter set close together in a
vertical line and offset toward the inside
edge of the cabinet. Amplifier connections
are made to color-coded binding posts inset
in the back panel.

Except where otherwise noted. Diver-
sified Science Laboratories made all of its
measurements with the right-hand speaker
set on one of Mirage's 10-inch-high stands
about three inches trom the rear wall and
away from any side walls. Power handling
was excellent. The 2.5 accepted without
strain the full power of the test amp (632
volts peak. equivalent to 27 dBW, or more
than 500 watts, into 8 ohms) on 300-Hz
tone bursts. On the more stringent, it some-
what less realistic, 300-Hz continuous-tone
test, it handled DSL’s maximum level of
28.3 volts (cquivalent to 20 dBW, or 100
watts, into 8 ohms) without excessive dis-
tortion or buzzing.

Total harmonic distortion (THD) was,
as one would expect from the power-han-
dling performance. agrecably low. At a

moderately high sound pressure level (SPL)
of 85 dB, it averaged about %% over the
entire test range (30 Hz to 10 kHz) and
about 3% from 80 Hz up. Distortion
increased gradually at higher levels, but did
not become really significant until a very
loud 100 dB SPL was reached. These are
fine results.

The 2.5's sensitivity proved moderate-
ly high. In addition. its impedance curve is
exceptionally smooth and for the most part
reasonably high, with a maximum of 10
ohms at approximately 50 Hz and a mini-
mum of 6.8 ohms above 250 Hz. The over-
all minimum, however, is 3.6 ohms at
approximately 90 Hz. This alone should be
no problem for most amplifiers, but we
would recommend against running a pair of
2.5s in parallel with another set of speak-
ers.

Frequency response is very smooth,
remaining within =4 dB from 40 Hz to 20
kHz on axis and within *4% dB from 40
Hz to 16 kHz oft axis. DSL also ran curves
(not reproduced here) with the 2.5 placed
forty inches from the rear wall. They start
rolling off about an octave higher in the
bass. because of the loss of reinforcement
from the rear wall, but are otherwise slight-
ly smoother than the curves made with the
speaker against the wall. The on-axis curve
stays within 3% dB from 80 Hz to 20
kHz. and the off-axis response was within
+3Y dB from 70 Hz to 16 kHz. Indeed, in
this position, the oft-axis response was flat
within a mere * 1% dB from 100 Hz to 2.8
kHz—a range that encompasses the entire
musical midrange. plus a healthy swatch of
the upper bass and lower treble. In both
positions, the advantage of a very small
tweeter was evident in the treble extension
of the otf-axis curves, indicating excellent
dispersion.

In the listening room, we experi-
mented a bit and finally placed the 2.5s
about midway between the two positions
DSL used. (The speakers do not seem over-
ly placement-sensitive.) Their overall
sound is smooth, clean, and transparent. To
whatever small extent they deviate from
neutrality, it is in the direction of a slightly
warm sound, which is not generally dis-
pleasing. One of this speaker’s nicest qual-
ities, in fact, is the sense of authority and
solidity it projects. Imaging is precise and
well maintained, especially laterally. In
short, the Mirage 2.5 generates a very cred-
ible illusion of the real thing for an altogeth-
er reasonable price. And it looks nice,
besides. If it fits your budget, it's well
worth a listen.

Circle 94 on Reader-Service Card

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

reports in advance of publication, and no report or por-
tion thereof may be reproduced for any purpose or in any
form without written permission of the publisher. All re-
ports should be construed as applying to the specific
samples tested. Hign FioeLiTy and Diversified Sclence
Laboratories assume no responsibility for product per-
formance or quality.
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JBL Automotive Loudspeakers.

When you understa;d how well they're
put together, the argument for buying
anything else simply falls apart.

You're looking at the inner workings of
a remarkable automotive product. It's man-
ufactured to tolerances so precise that they
actually rival those found in critical engine
components. It incorporates some of
today’s most advanced metalworking and
chemical engineering techniques. And its
performance is unsurpassed.

The product is JBLs T545, 3-way auto-
motive loudspeaker. Part of a full line of
new JBL speakers designed with innova-
tive features you can see as well as hear.
Each model, for example, utilizes a rugged
die-cast aluminum frame to ensure tight
tolerances ard complete freedom from
warping and corrosion. The loudspeakers
also feature large, long-excursion, flat-wire
voice coils. This design uses the magnetic
field in the voice coll gap more efficiently
so the speakers need less power to
operate

And that’s only part of the story.
Through the use of large-diameter, high-
temperature voice coil formers and the
latest in high-temperature adhesive tech-
nology, power capacity has also been im-
proved. Combined with the loudspeakers’
high efficiency, this provides outstanding
dynamic range and significantly higher
maximum sound output.

Other features include a massive, bar-
lum ferrite magnetic structure, powerful
high frequency and ultra-high frequency
drivers, and biamplification capability on

A unique flat-wire  Each speaker featuresa  The loudspeaker's magnetic structure

voice coil (Patent die-cast aluminum frame  produces a symmetrical magnetic field .
?gfged for) helps ‘ljo engure complete free-  around the voice coil gap of the low 6 X 9-inch maodels.

utomotive om from warping or frequency driver. This design provides &
Louq.speakers_ COrrosion. adramatic reduction in distortion. ) Of course, the beSt WaY to appreclate
Sl heh their advanced engineering is to audition
power capacity. them for yourself So ask the audio special-

ists at your JBL dealer for a complete
demonstraticn of JBL Automotive Loud-

& speakers. Once you hear
them, the argument for

buying any-
- thing else
will simply
fall apart.

’?—

UBL/harman international

First with the pros.
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A Dynamite
Amp from
Acoustat

Acoustat TNT-200 power amplifier, in metal case.
Dimenslons: 17 by 5 inches (front), 14 inches deep.
Price: $1,095. Warranty: "limited,” five years parts
and labor (transferrable). Manufacturer: Acoustat
Corp., 3101 Southwest First Terrace, Fort Lauderdale,
Fla. 33315.

RATED POWER 23 dBW (200 watts)/channel

OUTPUT AT CLIPPING (both channels driven)

8-ohm load 23%a dBW (240 watts)/channel
4-ohm load = 25 dBW (320 watts)/channel*
16-ohm load 21v2 dBW (140 watts)/channel

DYNAMIC HEADROOM (re rated power. 8-ohm load)
1v2 dB

HARMONIC DISTORTION (THD: 20 Hz to 20 kHz)
at 23 dBW (200 watts) = 0.259%
at 0 dBW (1 watt) = 0.02%

‘See text

ALTHOUGH MOS FETS, like bipolar transisiors. are
solid-state devices, they behave in many ways
more like tubes: Current through the device is
controlled by the input voltage rather than by the
input current and in a *'voltage-squared™” rather
than exponential tashion. Despite these differ-
ences, many FET power amplifiers have output
stages that are direct analogs of those used in
conventional transistor amps (without the usual
protection circuitry). Acoustat. however. has
decided that what is sauce for the goose is not
necessarily tasty on the gander. FETs have their
own advantages and limitations: ideally. one
should use them in circuits that emphasize the
former and minimize the latter, rather than slav-
ishly mimicking configurations optimized for
essentially dissimilar devices.

FFor example. most bipolar output stuges are
what is called a complementary-symmetry emit-
ter-follower—a design with tremendous current
gain, but no voltage gain. The voltage gain is all
in the carlier stages. With bipolar transistors. this
yiclds maximum bandwidth. minimum distor-
tion, and low output impedance (high damping
factor). Although the same contiguration has
been used with MOS FETs. it does not work as
well with them. A FET requires a difterential of
10 10 15 volts between its gate and source (the
analogs of a bipolar’s base and emitter) to con-
duct current, as compared with less than a volt tor
a conventional transistor. Thus. a FET output
stage configured as a source-tollower (the FET
cquivalent of a bipolar emitter-follower) has a
maximum output voltage 10 to 15 volts lower in
cither direction than the voltages on the positive
and negative power-supply rails. The power-sup-

1T HAS BEEN SAID that all power amps sound
the same. and indeed, ones with similar
spees—at lcast for power, distortion, and
so forth—are normally almost indistin-
guishable. lcaving reviewers the unenvia-
ble task of comparing the virtually identi-
cal. On rare occasions, however, we come
across a power amplifier that is difterent in
concept and, very subtly. in sound. Such is
the case with the Acoustat TNT-200.

The Acoustat is not the first power
amp to use MOS FET (metal-oxide semi-
conductor ficld-cftect transistor) output de-
vices. Noris it the first design ot this type to
pack 200 watts per channel. But it is novel

How It Works

ply voltages must theretore be higher than in a
similarly rated bipotar amplitier, which causes a
substantial loss in etficiency and greater heat
generation.

Furthermore, a FET's input impedance is
highly capacitive. Because a source-follower
doesn’t have any voltage gain, its input voltage
must be the same as its output voltage. And to
charge the input capacitance to that voltage
requires considerable driving current. Without
such (essentially wasted) drive. the amplifier’s
slew rate (the maximum rate of change of the
output voltage in response to high-level signals)
1s reduced. Thus. reasoned Acoustat. a source-
follower is not the answer: A FET output stage
should have voltage as well as current gain. just
as tube circuits do.

The classic FET configuration for voltage
gain is called the common-source topology
However. it is difficult to use in a balanced com-
plementary-output stage without introducing a
driver transtormer. which would degrade pertor-
mance. Instead, Acoustat has resurrected an old
tube circuit that has ground-reterenced inputs and
“floating”™ power supplies, with the speakers
connected to the ground return of the power sup-
plies. (In such a circuit. neither output terminal
can be allowed to short to the chassis.) The powe
supply for the output stage 1s separate from the
one that feeds the low-level stages. and only the
output supply fluctuates with the signal.

Acoustat did have some problems closing o
conventional feedback loop with this configura-
tion, so the company developed (and has patents
pending on) a unique and rather claborate feed-
back topology. The inspiration tor the technigue

in the way its circuitry uses these devices.
whose potential Acoustat teels is not tully
exploited in conventional contigurations.
(Sec ““How It Works.”")

Power FETs cost several times as
much as comparably rated bipolar transis-
tors, but they offer certain significant
advantages. They are more lincar, and
therctore generate less high-order distor-
tion; they have low output conductance—
another way ot saying that the input is rel-
atively unattected by what is happening at
the output; they have no “‘storage cffect,”
and thus have a very fast response time.

Most important, the current through a

came with the realization that signal gain and
error gain are not inextricably connected and that
it is possible to eliminate distortion without
reducing gain to unity (as is customary in bipolar
emitter-follower output stuges).

The TNT-200's first stage is a “‘transcon-
ductance amplitier””—that is, one in which the
output current is proportional to the input voltage
(and, implicitly, one in which the output voltage
does not attect either). The next stage is a " “trans-
resistance amplifier’” —one whose output volt-
age is determiined by its input current (and 1s
unaftected by its input voltage). There is a point
between the two stages where whatever voltage
is present represents output error (since it the
amplifier were perfect, no voltage would exist at
that point). current represents signal, and the two
are independent of cach other. Voltage feedback
from this point to the input tends to *“precorrect™
the output and load nonlinearitics (in cffect,
anticipating the behavior ot the output stage and
its load). thus creating the low output impedance
and low distortion of 4 umity-gain stage while
maintaining the desired output-stage voltage
gain.

In actuality. there are three teedback paths
in the Acoustat topology. One. which carries
voltage feedback from the output to the input. is
conventional in every respect. The second. from
the node between the transconductance stage and
the transresistance stage to the input. is a positive
teedback loop that serves to precorrect the sys-
tem. as described above. (Acoustat calls this
complement teedback.) The third. called the
anisotropic loop, carries negative feedback trom
the output to the interstage node
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You'll be sold

on our DRS 900
amplifier after
just one peak.

Our new DRS™ 900 amplifier will bring you
as close as you can get to concert hall sound
‘without buying a ticket. How? Power and lots
of it. And after all, who knows more about
high power amplifiers than Phase Linear? We
became known for them back in the days
when everyone's idea of
good stereo was loud stereo.
If you could blow the win-
dows out of your home,
vou had a good stereo.
And nothing could blow
out windows [ike an
amplifier frorr Phase i
Linear. Well, thevolume =
erais over. The quest for =
purity ison. The trouble

is, you just can’t

§
»
']
y

get pure sound
reproduction
out of a low
power amplifier.
You need lots of
power...power for
purity. Advances in recording
technology like direct-to-disc and
digital audio disc recordings re-
quire enormous amounts of peak
power. Without it, the amplifier
simply clips the peaks leaving you
without the full musical experi-
ence. For example, accurately
reproducing the final cannon shot
from a digitally recorded version of
Tchaikovsky's 1812 Overture
can require 900 watts of
peak power! And that's at
reasonable volume levels.

“‘ﬂh -

| 150 watt ampli-

That much power is needed
because the dynamic range

(the ratio of the loudest
note to the residual noise)
of a digital audio disc is
about four times that of a
conventional record.

Our DRS 900 handled the przviously
mentioned cannon shot. Na clipping,
r.o distortion. Yet, the DRS 910 is
conservatively rated at 150 watts per
channel RMES (see specificat:ons). You
see, efficient power is the key. The DRS
900 has a dual voltage power supply.

It operates a: an efficient 150

watt capability. Then, when
: the music ap-

) proaches a peak
: requiring more
dyramic head-
room (more powet
to keep it from
clipping), the

e i'_l‘-“-l-"—

in, instan<y
providing up
to 900 watts of
peax power
per channel, A
conventional

%
secondary
supply kicks

fier nas a peak
power rating of  just about 300 watts.
Keep that in mind the next time you're com-
paring amplifiers. Don’t go by RMS alone.
You have to compare dynamic headroom,
too. Whea you do, you'll be sold en our DRS 900.
See -he entire line of Phase Linear audio
com-ponents at

your Phase D&S 900 SPECIFICATIONS
4 15C Watts per channel-coatinuous
Linear Dealer, ou-pu- power, minimum FMS in-08
xy = ohms, withno more than 015% toial
today. For the ha‘mcnic distortion 26-20kHz, 300
address of the Watts peak per ‘ihaannﬁl rror:trz‘mary
ou pu: power into 8 ohms with no
dealer nearest mcre than 02% THD, 2-20kHz.
you, call us toll -

free at (800) 323-4815. In lllinois call (800) 942-
8833. Or write us at4134 N.
United Parkway, Schiller Park,
IL 60176. Oh, and remember
to give us your address so we
can send you a ccpy of “The
Plase Linear Report: Power
for Purity.” It's an exciting
analysis of audio amglifica-
ticn in the eighties. We think it
should be required reading for
anryone serious about audio.

ohase inear .
Power for Purity”
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FREQUENCY RESPONSE (at 0 dBW)
0. - ¥adB, <10 Hz to 49.7 kHz

0. -3 dB. <10 Hz to 256 kHz
S/N RATIO (re 0 dBW; A-welghted) 82 dB
SENSITIVITY (re 0 dBW) 105 mv
DAMPING FACTOR (at 50 Hz) 1,200

“See text

FET decreases with increasing tempera-
ture. rather than the other way around, so
FETs are not prone to potentially destruc-
tive “‘thermal runaway’” the way bipolars
are. As a result, they do not require the
extensive protection circuitry that, in some
conventional configurations. requires as
many components as the amplifier itself, it
not more. To the extent that activation of
the protection circuitry induces short-term,
but severe. distortion when driving the
complex load impedance presented by
some loudspeakers. avoidance of such cir-
cuits will yield audibly superior results with
at least those “*ditticult™ speakers. ft also
ensures that the amplitier will deliver its
rated power into reactive loads. as well as
into the purely resistive loads used for test-
ing and setting specitications (per [HF stan-
dards and FTC regulations, respectively).

The TNT-200 acquitted itselt well on
Diversified Science Laboratories’™ test
bench, although distortion at rated power
was greater than we have come to take for
granted with top-of-the-line power amps. ht
is not high enough to be audible on music.
however, even with the traces of third and
fifth harmonic that were present. Only at
high frequencies. where the harmonics lie
bevond the range of audibility. does THD

~New Equipment Reports

approach 0.25%. Twin-tone intermodula-
tion distortion remains below 0.1% all the
way out to 20 kHz.

Frequency response is dead flat across
the audio band and beyond. with bandwidth
extending almost to radio frequencices.
Noise is adequately low, and sensitivity is
typical of amplifiers in its class.

A dynamic headroom of 172 dB sug-
gests a short-term ““music-power”” rating of
24V dBW (275 watts) per channel into 8-
ohm speakers. With 4-ohm loads, the music
power is probably well over 25 dBW (320
watts) per channel (the point at which the
power-line fuse blew in the continuous-
power test).

The TNT-200 is protected by six S-
ampere slow-blow fuses: two for the power
transformer. the others for the tripled com-
plementary MOS FET output stages. A
spare pair is provided with the unit, and
between DSL.'s bench tests and our listen-
ing tests, we went through those and anoth-
er box besides. Occasionally, onc of the
power-line fuses blew on turn-on even
when no signal was present.  Acoustat
advised that they may change the power-
line fuses to 7-amp slow-blow types to
avold this problem. We finally decided to
take that risk with our sample, to avoid the
nuisance of removing the cover plate to
reach the troublesome tuses. Once the swap
was made. we had no more ditficulties.

With the exception of the fuses, the
TNT-200 has no internal protection for
itselt” or the loudspeakers connected to it
On the bench, it did produce turn-on and
turn-off transients, although these were not
bothersome in the listening tests. One could

connect external speaker-protection fuscs,
but these would diminish the ampliticr’s
extraordinary damping factor.

in addition to determining the damp-
ing factor at 30 Hz, DSL also measured it at
higher trequencies, where it remained
uncommonly high—well over 100 to
beyond 10 kHz. This suggests an unusually
high capacity for maintaining unitorm fre-
quency response into loudspeakers as well
as laboratory resistors. (The frequency
responses  of amplifiers are  sometimes
influenced by reactive loads. especially if
they are highly capacitive, as are most clec-
trostatic loudspeakers and some specialty
“low-inductance’” speaker cables. This is
similar to the effect that high-inductance
cartridges have on the RIA A equalization of
some phono preamps.) In fact. Acoustat
claims that because of the TNT-200"s novel
feedback circuit, impedance **looking out””
of the amplifier is even lower than that
“looking into™” the output terminals. This
would imply even greater ability to handle
unusual loads than DSL."s tests suggest, but
we could come up with no way to measure
such a tow impedance accurately in that
direction.

Whether because of its extraordinarily
low output impedance (the importance of
which is a matter of debate) or some other
undefined subtlety, the Acoustat TNT-200
is onc of those rare power amps that does
indeed sound very slightly difterent from
most other amplifiers. Bass scems tighter.
treble more  crisply  defined—extremely
subtle differences. to be sure. but gratifying
nonctheless.
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PHONO 2
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-~ VOLUME

A Realistic
Receiver with
a Fancy Touch
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SEARCH TUNING
FM MODES

TAPE MONITOR
1 (1.2/SOURCE).
( DUB (1pp2
2 1/0FF)

BALANCE

(MUTE. BLEND, MONO]
POWER-METER RANGE (HIGH/LOW)

MANY BRAND NAMES cxpress the dreams
with which the manutfacturing company
was founded, but siay nothing ot moment
about the product. Not so Radio Shack’s
Realistic brand. which has always tried for
asynthesis of the most popular performance
points and features at the lowest possible
price. Realism, in this case. is a matter of
devising a product for which the demand is
already in evidence. Realistic products are,

LTONE CONTROLS (IN/OUT)

HIGH FILTER {ON/OFF)
LOUDNESS (ON/OFF)

TONE ADJUST.
(BASS. MIDRANGE, TREBLE)

to that extent, quite the opposite from the
sort whose rugged individualism may or
may not be carving a track to the future at
any price. There is a place for both
approaches, of course. and Radio Shack has
steadfastly maintained the Realistic niche
for a generation now.

The STA-2290 is a digital AM/FM
receiver with six presets for cach band,
muting (which influences the sensitivity of

HIGH FIDELITY



INTRODUCING UCXS
WITH WIDE FIDELITY SOUND.

Sony’s revolutionary UCX-S has the
widest dynamic range of any high-bias
tape; it has expanded recording capacity.

We call it Wide Fidelity Sound™

With UCX-S. you can record at
higher volume levels with less distortion
than any other high-bias tape

UCX-S has unsurpassed frequency
response in the low and middle ranges
And at the very delicate high frequency

ranges, its enhanced responsiveness
gives exceptionally beautiful high notes
The incredible specifications include

e

Retentivity and Squareness higher by far
than any other high-bias tape. Retentiv
ity: 1800 Gauss. Squareness: 93%, an
astounding figure

But the real test comes when you
lean back and listen. You'!l hear every-
thing with more clarity than you've ever
heard before on a high-bias tape. On
Sory UCX-S, with

Wide Fidelity Sound S ONY.

Wide Ame
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Realistic STA-2290 AM/FM receiver. Dimensions: 1912
by 5V inches (front panel), 154 inches deep plus
clearance for controls and connections. AC
convenience outlets: one switched, one unswitched
(100 watts max. each). Price: $600. Warranty:
“limited,” two years parts and labor. Manufacturer:
made in Korea for Radio Shack Division of Tandy
Corporatlon, Fort Worth, Texas 76102.

FM tuner section

MONO FREQUENCY RESPONSE

D8
e —+—
5
oth 7%
HZ 20 50 100 0 K 2K 5K 10K 20K

1. -3 dB. 20 Hz to 15 kHz

STEREO RESPONSE & CHANNEL SEPARATION
[o]:]

0 pat— -
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- — ,____F-—/
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STAZ290 1)
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Freguency response
L ch 0, 212 dB, 20 Hz to 15 kHz
R ch 1/a, -2 dB, 20 Hz to 15 kHz

= 37 dB. 20 Hz to 9 kHz;
30 dB, 20 Hz to 15 kHz

Channel separation

FM SENSITIVITY & QUIETING
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\
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60 *x
stazmom No | -
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stereo quieting (noise)
mone quieting (noise)
Stereo sensitivity (for 50-dB8 noise suppression)
441/a dBf at 98 MHz, with 0.34% THD +N
(38v2 dBf at 90 MHz: 50% dBt at 106 MHz).
Mono sensitlvity {for 50-dB noise suppression)
20 dBt at 98 MHz

Muting threshold 29%a dBf
Stereo threshold 3212 dBf
Stereo S/N ratio {at 65 dBf) 65%a dB
Mono S/N ratlo (at 65 dBf) 74 dB
CAPTURE RATIO 1dB
SELECTIVITY DISTORTION (THD +N)

stereo mono
at 100 Hz 0.28% 0.17%
at 1 kHz 0.19% 0.11%
at 6 kHz 0.27% 0.20%
STEREO PILOT INTERMODULATION 0.088%
IM DISTORTION (mono) 0.067%
PILOT (19 kHz) SUPPRESSION 9934 dB
SUBCARRIER (38 kHz) SUPPR. 120 dB

Amplifier section
RATED POWER 1942 dBW (90 watts)/channet

QUTPUT AT CLIPPING (both channels driven)

8-ohm load 20%s dBW (120 watts)/channel
4-ohm load 2214 dBW (170 watts)/channel
16-ohm load 18142 dBW (70 watts)/channel

DYNAMIC HEADROOM (re rated power, 8-ohm load)
1va dB

HARMONIC DISTORTION (THD: 20 Hz to 20 kHz)

at 1912 dBW (90 watts) = 0.033%
at 0 dBW (1 watt) = 0.024%
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the automatic-scarch scan mode’s station
“perception’’), provision for two speaker
pairs (A, B, or neither), independent tape
dubbing for listening to one source while
recording another, and three-band (bass,
treble. midrange) tone controls with a
defeat switch. Jumpers on the back panel
cnable you to disconnect the power-amp
section and insert a speaker equalizer or
similar device into the signal path.

There are two full tape loops—cach.
atypically. fitted with a DIN input/output
connector in addition to the usual arrays of
pin jacks. Switching tor dubbing and mon-
itoring is unusually comprehensive and
straightforward: during dubbing you can
monitor either the playback or the recording
deck—a function you're denied on many
receivers fitted with dubbing sclectors.
There are two phono inputs, which share a
single prcamp; if you want to use onc for a
low-output moving-coil pickup, you will
need an outboard step-up transtormer or
head amp. The phono impedance is com-
plex. as its capacitance varics with frequen-
cy. Experience suggests that some pickups
might have problems with this variation,
though we could tind nothing amiss with
the cartridges in our listening sctup.

There is. in cffect, a sharp and nonde-
featable infrasonic filter built into the phono
section. It has only slight influence on the
audible frequencies, but it eftectively sup-
presses unwanted response to warps and
other infrasonics. The switchable high filter
is very gentle—and makes barely a dent in
scvere hiss, though. unlike some gentle fil-
ters, it is more effective than a mere cut at
the treble control. At their maximum boost
positions, the bass and treble controls
produce maxima of +28%2 dB at 30 Hz and
about +35 dB at 15 kHz. respectively.
These levels are higher than we normally
encounter.  Indeed, Diversified Science
Laboratories had to run these tests at unusu-
ally low levels because +30 dB with
respect to the usual testing level of 0 dBW,
or I watt. would result in power levels 30
dB higher—in the kilowatt range—it all
the downstream amplification stages had
enough reserve to meet the demands
imposed by the tone controls. (They don't,
ot course.) The cut positions measure —17
dB at 20 Hz and =21 dB at 20 kHz.

With only moderate boost or cut, the
BASS and TREBLE supply a desirable shelv-
ing response characteristic. The midrange
control (which is centered on 1.5 kHz and
thus might be called a low-treble control)
operates over a more typical range with

extremes of +8% and -7% dB. In our
view, vou'll get the best results by staying
close to the center positions of all three. (At
extreme boost settings.  situations could
arise where vou might blow a speaker.)

The loudness compensation is more
than sufficient. At DSL's standard test lev-
cl. boost exceeded 15 dB in the extreme
bass and 10 dB in the extreme treble. When
DSL turned the VOLUME down by 10 dB
at which point its test sctting was close to
that used for moderate levels in our listen-
mg tests—nbass boost approached 20 dB at
20 Hz. Thus the compensation is evidently
designed to match acoustic levels with
cxceptionally inefficient loudspeakers.

In most respects, the tuner section is
fairly typical of those in today’s receivers.
Sensitivity is somewhat lower than we're
used to, perhaps, particularly toward the
high end of the FM dial. But the STA-2290
holds its own on weak stations in our listen-
ing room when compared to tuners that
measure several dB more sensitive. The
blend feature (which many tuncr sections
don’t have at all) is of marginal cffective-
ness. altering rather than reducing the hiss
on weak stereo stations. Selectivity. in the
usual alternate-channcel figure shown in the
data, is good and remains distinctly better
than average even in the adjacent-channel
measurement of 3% dB. Pilot and subcar-
rier suppression are among the best we have
cver measured.

The power amplifier is rated at a hefty
90 watts (19%2 dBW) per channel by Radio
Shack and actually puts out another 1% dB
imto 8 ohms on both a continuous and a
dynamic basis, bringing the effective out-
put with this load to about [20 watts. (Pow-
cr output into 4 ohms is ¢ven higher, by a
considerable margin.) Distortion at the 0-
dBW testing level is below 0.01%. except
at the extreme top of the trequency band,
and consists exclusively of the relatively
benign second-order products. At rated
power, distortion increases most in the mid-
band. where the third harmonic dominates
the THD mcasurements, but is still well
betow the threshold of audibility.

We haven't seen many receivers with
this much power or so many features for
this price. And, though it’s a small matter
once you've become acquainted with the
receiver. the owner’s manual is quite easy
to tollow. The STA-2290 is not cheap, of
course—no receiver this powertul could
be—but it represents the kind of vatue we
have come to expect from Radio Shack.
Circle 99 on Reader-Service Card

FREQUENCY RESPONSE
0, -2 dB. 14 Hz to 27.4 kHz:
0, -3 dB. <10 Hz t0 70.4 kHz

RIAA EQUALIZATION
Va -1dB. 46 Hz 10 20 kHz; -3

dB at 22 Hz: -25'4 dB al 5 Hz
INPUT CHARACTERISTICS (re O dBW; A-weighling)
sensitivity S N ratio
phono 0.22 mv 74% dB
aux 18 mv 78 dB

PHONO OVERLOAD (1-kHz clipping) 145 mV
PHONO IMPEDANCE 51K ohms; complex
DAMPING FACTOR (at 50 Hz) 120

HIGH FILTER -3 dB at 4.3 kHz: 6 dB/octave

HIGH FIDELITY
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Cybernet International®, Seven Powder Horn Drive, Warren, N.J. 07060-0227 U.S.A. Telephone: (201) 560-0060
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Record and Tape

Care Products That
Really DoWork

Somewhere on that dazzling display rack are
at least ten well-wrought devices worth considering.

by Robert Long

Consulting Technical Editor

IT MUST BE WRITTEN somewhere that there
are plenty of bucks to be made from record
and tape care accessories. Everybody and
his brother-in-law secems to have jumped
into the field, either as manufacturers or
simply as merchandisers for products made
clsewhere. But let the buver beware: That
wall of gadgetry necar the checkout at your
neighborhood equipment or record outlet
usually contains as many ill-conceived
products as legitimately useful ones. In the
hope that you can avoid some of the mis-
fortunes I’ve encountered, here is a synop-
sis of ten products—-or types of products—
that, in my experience, have proven truly
uscful.

Record Cleaning

Right off the bat, let me say that [ look
askance at any product that leaves a residue
on records. (There is one exception, which
I'll get to in due course.) All of the really
gummy “‘antistatic”’ record sprays that |
know of have been taken off the market,
which is fortunate: From time to time |
examine ruefully the early LPs I've ruined
with such products and renew my vows
never to make that mistake again.

Even more albums in my collection
have suftered from an excess of old-fash-
ioned moisture—or rather from the fungal
damage that has resulted from leaving the
records where they were unprotected from
condensation, steam vents, or leaky pipes.
Which is one reason why the Discwasher
approach strikes me as eminently the sanest
one around: Use minimum moisture, with
minimum impuritics in the moisture, and
remove it as quickly as possible. There may
be competing products that are every bit as
safe and effective as Discwasher’s, but |
know of none that has arrived at that esti-
mable estate by way of as much painstaking
rescarch. So this is one area where 1 stick to
a specific brand.

Don't expect miracles, however. The
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Discwasher system is not adept at removing
the sort of heavy soil that should never get

on vour records if you take adequate care of

them. So if Kojuk comes to listen and
leaves his lollypop lying on the Brahms
quintet, you'll probably have to resort to
more radical measures. There’s the old Ivo-
ry Liquid technique (wash in lukewarm

4

Discwasher's D-4 fluid and brush are designed to work together to remove most record
pollutants safelv and efficientlv. Note the line of lint on the brush pad.

suds, rinse thoroughly, blot moist, and dry
in the most dust-free air you can find.) Safer
and more convenient, though vastly more
expensive, would be something like the
Keith Monks or VPI record-washing ma-
chines, which use an alcohol solution as a
cleaning agent and vacuum it away for
quick drving.

HIGH FIDELITY



The Q-Tip Solution

When it comes time to elean the grime
(mostly oxide tlakes) from tape heads.
many reeordists use Johnson & Johnson Q-
Tips. They're goad, though they’re among
the most expensive of their kind on the mar-
ket. The garden-variety cotton swab usually
holds its shape well—and may have
a longer shatt. which can be cither a help or
a hinderance in reaching awkward spots in
vour recorder’s tape path. depending on its
design. Some of the cheap brands tend to
leave lint behind. so be sure to test them out
before getting down to business.

While you're in the drugstore. vou
might want to buy some pure isopropyl
alcohol (aceept no substitutes or additives)
to use with the swabs. Most headgap ma
terials are essentiallv insoluble init. This is
important: Should you dissolve the headgap
filler along with the crud, you've ruined
the head. H you're inany doubt, buy a head-
cleaning solution trom the company that
made your deck. though, on an ounce-for-
ounce basis, that is usually more expensive.

No Warps., Please

When considering a place to store your
record albums, think smooth. unbroken
surfaces. Failure to observe this rule results
in warpage. which in turn leads to mistrack-
mg and undue record wear. Whatever hous-
ing you buy should support the record in its
jacket evenly across the entire surface. That
lovely rack with the filagree ends that Aunt
Eunice gave you is out: gadgets with wire
dividers are even worse. The materiat of the
housing—which can be wood, acryhic. sty
rene, even corrugated board—is less im-
portant than its stability and evenness

Boxed In

There are tew cassette storage options
as effective as the regular old two-picce
Philips-stvle plastic box. It does a pretty
good job of keeping out dust—particularly
when the joint at the back is fitted with a
labeling liner—and you cun see in to iden-
titv the contents. In addition. itimmobilizes
the cassette hubs. preventing the formation
of loose tape loops. which can cause snarls
when you try to play the tape. The primary
disadvantage of Philips-style boxes is that
they break tairly casily. Admittedly. the
empty boxes that are sold separately aren’t
up to the quality standard of the better
blank-tape brands. but they're infingely
better than nothing. I'd recommend thatany
serious cassette recordist always have a tew
spares on hand.
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Cyberng

Cotton swabs and a bottle of pure isopropyl alcohol (not rubbing alcobol) can serve as a
nearly universal head-cleaning &it for tape decks.

- — .
Two examples of what not te do. Stacking records in this way only eacourages warp age,
and a wire rack doesn’t provide adequately firm or even support.

The stundard Philips-stvle plastic box that most cassettes come in also serves as un excel-
lent storage container for the tapes.
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Setting the Pickup Straight

Even when toncarms are orrectl
designed (which is by no means always the
case). the instructions for mounting the
pickup are often all too vague. The solution
is a pickup-alignment “"protractor.”” which
lets you get a positive fix on the correct
adjustment of your phono cartridge. These
devices are available from ADC and DB
Systems, among others: every  serious
audiophile should have one

Cartridge alignment protractors, such as
this one from DB Sysiems. enable you to
install your phono pickup accurately in
almost any tonearm.

Manv cases of acoustic feedback (or *"howl
back,”" uas it's sometimes called) can be easily
cured with a set of isolation feer under the turn-
table. Audio-Technica’s are adjustable and
come with a small spirit level.

Those Underthings

Acoustic-teedback  problems  [sce
“Retsotf™s Remedies.”” October| can be
among the most troublesome inaudio. and |1
wish 1 could suggest a single product as a
universal cure. Unfortunately. what's just
the ticket tor one system may make the
problem worse in another. It att depends on
what's causing the problem. the nature ot
the interactive masses and comphiances
involved. the physical design of the wrnta
ble. and so on. Various mounts and mount
ing feet are made specifically tor this prob-
lem (Audio-Technica’s  Audio  Insulator
System. for one) and can be very helpful.

There are also more mundane mea-
sures that may be just as effective. casier to
find. and less expensive. Among the ones
I've used over the years arce rubber pads
intended to prevent housemaid’s knee when
you're scrubbing floors. felt pads that are
sold to keep office machines quict. rubber
or foam weatherstripping with adhesive
backing. dabs of GE silicone gluc. und so
on. Don’t be shy: Improvise. A thoughtiul
stroll through the neighborhood hardware
store should suggest all sorts of additional
possibilitics.

/
% Li

A hand-held bulk-tape eraser. like this model from Radio Shack, can quickly and effectively
return cassette, open reel, and sometimes even video tape 1o virgin quahty.
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The Big Blanker

To prevent noise pollution in reused
tapes. there's nothing like the hand-held
degaussers or bulk erasers™ that are sold
by Nortronies and others. They re generally
rated for tape packs as much as a Ya-inch
thick—regular open-reel audio tapes—and
it correctly used will get any cassette,
including metal. as clean as brand-new
tape. The heavy-duty professional models
rated for tape packs as much as two inches
thick are far more expensive. so it you want
to crase Y2-inch video cassettes. try a hand-
held model tirst. Mine doces quite a respect-
able job.

HIGH FIDELITY



Weight a Moment

It you've never tried a record hold-
down device. you might be surprised by the
degree to which they can improve the clar-
1tv of record reproduction in some systems.
The choice of specific type or brand will
depend on vour equipment. There are two
types. The most common looks like a hock
cy puck with a hole in the center and uses
dead weight to damp vibration in the
record. (Some turntables may wheeze a bit
n trying to drive the extra load.) The alter-
native uses triction instead of weight and
must be able to grip center the spindle: if
vour turntable’s spindle is too short. this
approach may not work.

flatten rian werp s

A record weigh o cla=p can
help denp our vitve reso-
nances ‘n records. us well as

Tall Tales

Tape editing is so tascinating that I’m
surprised more recordists (at least those
using open reels) don’t get hooked on it.
When the day comes that you need to splice
two bits of tape together—as it surely
will—nothing i1s an adequate substitute for
a (preterably metal) EdiTall block (named
atter its inventor, Joel Tall} of the correct
size for your tape format. In addition.
you'll need a sharp single-edge razor blade
and a roll of splicing tape a tad narrower
than your recording tape. You can also buy
splicing tabs in premeasured lengths. My
favorite tfor Ya-inch tape is the BASF dis-
penser rolls, available through Gotham
Audio in New York.

Don’t use wide tape and then try trim-
ming down the overhang. That makes your
splices more audible than they need be—
which also is true of the indented cuts
applied automatically by some splicing
gadgets. And don’t, under any circum-
stances, use mending tape: It will ooze
adhesive. ncatly gluing the tape layers
together in the pack and depositing goo
in your recorder when you play the tape

The classic EdiTall tape splicing block is used in conjunction with splicing
rape and a single-edge razor blade.

Taking the Static

At the beginming. | said that | didn’t
approve of anything that would leave a res-
idue on records—with one exception. That
exception is Stanton’s Permostat. It's the
only record treatment | can think of for
which all the tests I've examined have
shown positive results. (And when 1 say
Ttreatment.” | omean products that are
designed to leave a residue on the record’s
surface.) The mere absence of negative side
effects is not the real point. of course: Per-
mostat really does prevent the accumulation
of static electricity. and the dirt it attracts.
to a startling degree. HF
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Stanton’ s Permostat leaves an ultrathin laver of antistatic compound in the record grooves.
It comes in a sprav bonle with a pad for distributing the solution.
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Is Your Stereo
System Obsolete?

The whens, whys, and hows of upgrading your present audio system

by Peter W. Mitchell

ONE OF THE SATISFYING THINGS about own-
ing a high-quality music-reproduction sys-
tem is the sccure feeling that vou have
invested in something stable and lasting.
Alas, permancence is illusory. Certain com-
ponents in a sterco system are. by their very
nature, evanescent: tt is their destiny to be
consumed in the process of providing lis-
tening pleasure. Moreover, if you read
many advertisements and sales brochures
for sterco cquipment. you may get the
impression that any product more than a
couple of years old is scriously deficient
and in need of replacement.

How rapidly do sterco components
wear out or become obsolete? When is it
wise to replace them, and why? Not surpris-

Peter W. Mirchell is a prolific writer on
science and technology, as well as presi-
dent of the Bosion Audio Sociery and pro-
prietor of Mystic Valley Audio, a design
and consulting firm based in West Medford,
Massachuseus.
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ingly. the answers are difterent for cach
component category. They also depend on
how much you value small improvements
in sound quality and on how dissatistied
you arc with the performance of your
present audio system.

That’s something only you can know,
but we can provide some strictly equip-
ment-related guidelines that may help you
to decide whether. and when. to buy new
gear. They are based on two considerations:
how much your present components have
deteriorated because of aging and the sig-
nificance of the improvements made in
newer equipment

Cartridges

Let’s begin with the smallest audio
component: the phono cartridge. lts stylus
slides along at an average speed of three-
quarters of a mile per hour, so if you play
records for just one hour cach day. the sty
lus travels through more than a million feet

of grooves per year. Every foot of the way,
it rubs against the groove walls with an
average pressure of several thousand
pounds per square inch. Even diamond can
not withstand that kind o punishment. And
unless you keep your discs scrupulously
clean. the stylus tip also grinds against dust
particles in the groove, which makes things
even worse. After 500 to 1.000 hours of
usc. the tip begins to develop flat spots with
sharp edges. This leads to increased distor-
tion and. cventually. to record damage.

Of course. “everyone knows™ that
phono styli must be replaced after a year or
two of regular usc. so you don’t need to be
reminded here. Then again, maybe you do.
Try this test: Scarch through your sales
receipts to find out exactly when you
bought your present cartridge or stylus
assembly. If vou are like most people. you
may be surprised to discover how long it
has been.

Even if you don’t play records every
day. you may not get much more life out of
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Afresh Stanton Stereohedron stvlus (left, 2,000X magnification) and a similar, but badly
worn, stvlus (right. 4 000X magnification) whose sharp edges will damage records.

your stylus. In most pickups. the stvlus can-
tilever is mounted m an elastomer com-
pound that provides its centering and com-
pliance. After several years of exposure to
the air, and particularly to polluted urban
air. the clastomer may lose some resilience.,
resulting in poorer tracking. It's theretore
wise to replace the stylus assembly every
couple of years regardless of how often you
play discs.

Some audiophiles. including me. nev-
er buy a replacement stylus. By the time the
old stylus wears out, there are always
enough design improvements to justity get-
ting a whole new pickup. Severa! years ago
it scemed that phono cartridge design had
been refined about as much as it could be.
but manufacturers have continued to make
remarkable advances in reducing stylus
mass (which aftects high-frequency track-
ing), improving cantilever stiffness. and
raising overall sonic quality. This is partic-
ularly true in the top-of-the-line models.
Budget-price pickups have a longer market
life between design changes. making stylus
replacement a more practical policy. But if
you arc lucky. the manufacturer may be
incorporating some of his latest technology
into a better stylus assembly for your old
pickup, giving you upgraded performance
tor a bargain price

T'uners

The situation is quite different for FM
tuners. In terms of appearance and operat-
ing controls, today’s tuners are dramatical-
ly ditterent from those of a few years ago:
They include trequency-synthesis tuning,
digital displays, many pushbuttons, and no
knobs. But these changes do not signify
large improvements in audible perfor-
mance. Digital tuning. for instance. greatly
cnhances casc of operation. but has little or
no cttect on the sound. You may well
decide, however. that the cost of a new dig-
ttal tuner is entirely justitied by the marvel-
ous convenience of instant dead-accurate
tuning of your favorite stations: atter you
have lived with it, you won't want to go
back to knob-and-dial manual tuning.

It you have to cope with particularly
difficult reception conditions, some design
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improvements may be genuinely useful to
vou. For example, if you live within a mile
or two of a powertul transmitter that inter-
feres with vour reception of other stations,
you will be happy to know that within the
last two years a new generation of FETs
(ficld-etfect transistors) has substantially
lessened many tuners’ susceptibility to
tront-end overload. On the other hand. if
your problem is that vou can’t get suffi-
ciently noise-free reception of weak or dis-
tant stations, or if you cannot install a
decent antenna to pull in clean FM signals,
be informed that new tuners from NAD.
Tandberg, und Carver have significantly
better sterco quicting than anything previ-
ously available.

For most listeners in most locations,
though, tuners of ten years ago are sensitive
and selective enough and have low enough
distortion and wide enough stereo separa-
tion. so that turther improvements in these
arcas are unimportant. f' vour tuner was
made within the last decade, the odds are
that it has a MOS FET RF (radio-trequen-
cy) stage. a high-gain IC (integrated circuit)
with ceramuc filters in its IF (intermediate-
tfrequency) stage, and a PLL (phase-locked-
loop) stereo multiplex decoder. With these
building blocks, its performance would
prohably be virtually indistinguishable
from most ot this ycar’s models in a direct
A/B listening comparison. So before you
buy a new tuner. try feeding your present
one a stronger and cleaner signal from a
better antenna. Even if you already have a
good roof antenna. its lead-in wire may be
badly weathered if it has been in place for
several vears. Replace the lead-in with new
shiclded twinlead or coaxial cable having
heavy-duty wnsulation.

Amplifiers

No tundamental improvements have
been made in the basic design of stereo
amplifiers since about 1966, when the
industry changed from germanium to sili-
con transistors. So if your amplifier was
made within the last decade, and if it was
correctly designed and well-built in the first
place, there probably isn’t much reason to
replace it. Should you want a more power-
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ful amp, remember that you have to at least
double the power to hear a significant dif-
ference. As for deterioration due to aging,
solid-state amplifiers generally maintain
their performance until something—usual-
ly an electrolytic capacitor—breaks down,
and then replacing the bad part restores the
original performance.

Note the important reservation in the
preceding paragraph: “If it was correctly
designed.’” One of the important techno-
logical advances in recent years is that out-
put transistors have gotten progressively
better at coping with speaker impedances
that are low and *‘reactive,”” which require
the amplifier to deliver high-current peaks
that may be out-of-phase with the driving
voltage. [See "'The Uncasy Symbiosis,”’
October 1980.] Early transistors could eas-
ily be destroyed by these current demands,
a problem that many amplifier designers
tried to solve by adding elaborate current-
limiting protection circuits. Often the result
was an amplifier that worked beautitully in
lab tests driving 8-ohm resistors, but pro-
duced less power or more distortion when
connected to loudspeakers. Designers who
recognized this problem used larger output
transistors, or several wired in parallel, to
provide the unrestricted current flow
needed for the best sound.

With today’s output transistors (and
especially with MOS FETs, which need no
protection at afl), it is much easier for a
designer to avoid the problems of ‘‘tight”
protection circuits. So if your old amplifier
has restrictive output protection, it may be
that a new amp with greater output-current
capability would sound noticeably better,
even if its 8-ohm power rating were no dif-
ferent. (The power rating at 4 ohms, if you
can find it listed, is usually a good index of
output current: Except in the case of ampli-
fiers such as the Apt Model One, which
takes an unorthodox approach to this prob-
lem, the 4-ohm rating should be apprecia-
bly higher than the 8-ohm rating—the more
so the better.)

This is one of several areas in which
amplifiers have gencrally gotten better over
the years. Others include lower preamp
noise, more common inclusion of effective
infrasonic filtering, and the reduction of
many subtle forms of electronic misbehav-
ior. Individually, these improvements usu-
ally are not dramatic, and it is quite possible
that in a direct comparison between your
old amplifier and a new one you would not
hear a difference. On the other hand, they
might add up to a cumulative bencfit worth
paying for. The only way to tell is to con-
duct a direct comparison, either by bringing
your amplifier into the store or bringing a
new amp home on trial.

Loudspeakers
Loudspeakers occasionally deteriorate

with age. For example, ten to fifteen years
ago some manufacturers used urethane
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foam for the compliant surrounds around
the edges of their wooler cones. With long-
term exposure to air and pollution, that
foam underwent a progressive chemical
change, losing its springiness and in some
cases virtually rotting away. (Later foams
don’t have this fault.) In some speakers
made with Bextrene cones during the same
period. the glies tastening the cones to their
suspensions  gradually  separated.  Some-
times vou can discover such problems by
visual inspection after removing the gritle,
and sometimes they show up in the sound

as increasingly boomy bass. for example,
or in the harsh buzzing of an off-center
voice coil.

These cases represent a small minori-
ty. fortunately. But even if your old speak-
ers are as good as new, there has been sub-
stantial progress in loudspeaker manufac-
turing during the past decade that may have
rendered them obsolete. Note that | say
manufacturing. not design. Loudspeaker
engineering theory is well established. and
most design ““breakthroughs™ fade into
obscurity a few years after thev are
announced. But speaker makers have sur-
mounted many of the practical obstacles

that once separated the actual behavior of

mass-produced loudspeakers trom the theo-
retical ideal.

For instance, today’s loudspeaker de-
signers have better materials to work with:
cone materials with fewer pronounced res-
oniances and breakup modes to color the
sound, silicone and magnetic ferrofluid to
improve power handling and provide reso-
nance damping, and a great variety of use-
ful coatings and glues. Established but
obseure theories (such as how to mate a
wooter with a bass-reflex enclosure for
accurate bass) have been clarified so that
most working speiker engincers now
understand them. And sophisticated instru-
ments (such as microcomputers and real-
time spectrum analyzers) for making thor-
ough measurements of speaker behavior are
much less expensive than they used to be,
which means that speaker design is now on
more solid ground. Equally important is the
fact that such instrumentation is aftordable
enough to be used on the production line,
giving every speaker the equivalent of a lab
test to ensure that its performanee matches
that of the engincering prototype.

This does not necessarily mean. how-
ever, that your old speakers are obsolete.
The best loudspeakers of five or ten vears
ago can still hold their own with many of
today’s models. But excellence is no longer
as rare as it used to be. and there are now
many more fine speakers to choose from.
To put in another way: Today's best speak-
ers are somewhat better than those of ves-
tervear, but today’s average speaker is dra-
matically better than its counterpart of a
decade ago. The improvements are mainty
of tour kinds: smoother frequency response
with less coloration, better integration of
woofer and tweeter response in the cross-
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over region, much better sterco imaging
(largely due to more uniform sample-to-
sample quality control), and less distortion
at high power levels. So if vour present
speakers were of average guality when you
bought them, a new pair could provide you
with substantial rewards in greater listening
pleasure.

Cassette Decks

Apart from the fact that they are far
more prone to mechanical wear and failure.
cassette decks are in much the same boat as
speakers. The best ones of ten years ago
were really quite good—comparable to
today’s best in many respects—but the
quality of middle-of-the-road and budget
recorders has risen appreciably. However.
you should also take into account four
important developments that have occurred
across the board: wider use of materials
such as sendust, ferrite. and hardened per-
malloy for low-wear heads; the almost uni-

When you should
upgrade depends
partly on the type of
component.

versal adoption of peak-reading meters:
mtroduction of casy-to-use manual and
automatic tape-matching  systems: and
widespread incorporation of noise reduc-
tion systems that are more aggressive than
Dolby B.

Whether you need a deck with Dolby
C or DBX noise reduction depends largely
on what kind of material you intend to
record. For music with wide dynamic

range, they are clearly beneficial. But if

you plan mainly to dub popular LPs, which
rarely have a dynamic range of more than
about 20 or 30 dB. Dolby B will usually be
adequate.

Dolby HX Professional is also begin-
ning to show up in a few decks. Itis not a
noise reduction system. but works instead
to increase high-frequency headroom. This
improves frequency response at  high
recording levels and helps prevent com
pression of high-frequency transients, such
as from cymbals. It can be used in conjunc-
tion with any noise reduction system or
with no noise reduction at all. and tapes
made with HX Professional do not require
any complementary  processing on play-
back. In effect, HX Professional can give
you the performance of Type 4 metal tape
with considerably less expensive Type |
ferric and Type 2 chrome and ferricobalt
formulations.

Regardless of what noise reduction
system you use. you cannot get optimum

results unless your deck’s bias and record
cqualization are properly adjusted for the
tape you are using. (And if you are using
Dolby B or C, it is also important that the
Dolby recording circuits be calibrated to the
sensitivity of the tape.) A few relatively
expensive machines are able to perform
these adjustments automatically for nearly
any tape you happen to pop into them.
Some other decks include controls and test
tones that enable vou to do the same thing
manually at lcast as well and at less
expense. Some include trimmers for all
three parameters—bias. EQ. and sensitivi-
tv (Dotby recording level)—but for most
purposes you can get by quite nicely with-
out the equalization adjustment. (It’s nice.
however, to have test-tone oscillators
included: A bias knob by itselt is not as
useful.) The alternative. of course. is to
stick with the tapes for which vour deck was
set up at the factory (or to have it adjusted
by a technician for your favorite brands),
but that’s good only as long as the tape man-
ufacturer continues using the same formu-
lation without modification.

Although more pedestrian. peak-read-
mg meters and harder heads have important
practical consequences. The tormer enable
you to use a recorder’s avaitable dynamic
range more fully and cffectively. The latter
ensure that vour deck’s high-trequency
response will not deteriorate quickly with
use. This is especially important. because
head replacement is tairlv expensive.
Indeed, the prospect of that service bill
might be the one thing that would goad you
into replacing an old machine with which
you were otherwise perfectly satistied.

Turntables

Turntables have also improved over
the vears. but not so dramatically. Recent
trends to lower-mass tonearms, which work
better with today’s high-compliance car-
tridges. and improved acoustic isolation
have certainly been beneficial. And there
are now turntables with selection-sequence
programming and other such microproces-
sor-controlled conveniences that were sim-
ply unheard-of a few years ago. However,
in the absence of serious mechanical tailure
or any dissatisfaction on your part with the
performance of vour present turntable,
there is hittle reason to abandon it.

How to Shop

When you decide to upgrade, you will
naturally want to be sure that the new equip-
ment you buy is a4 good value and won’t
become obsolete quickly. Test reports in
HIGH FIDELITY and other magazines can
help. particularly it you read them with
care. Virtually all of today’s sterco gear is
competently designed and well made, so
most product reviews are positive in tone.
Nevertheless. there i1s a substantial ditfer-
(Continued on page 96)
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IFYOUR FRIENDS |

TELLYOUALL PREMIUM

TAPES SOUNDALIKE,
LISTEN TO THIS...

METALTAPE

FRYEAL.. 90

L BN S

¥
THEN MAKE NEW FRIENDS.

A premium tape...is a only the beginning. fis like no-  of superior formulations. With
premium tape...isa premium - thing vou've ever heard new FRII, FR I, ER and DR,
tape, right? Not anvmore. before, especially if vou think we've got the pertect tape for

Blml\mg: awav froma world  vou've heard evervthing. vour every need.
cluttered with audio tape And its just one standout in So give a listen and let your
comes Fuji FR Metal. a new Fuji tape line that offers  ears decide. Then tell all your

And crisp, clear sound is phenomenal sound ina variety  friends the good news.

&) If it’'s worth taping, it’s worth Fuji.

1982 Fup Photo Film U.S.A.. inc.. Magnetic Tape Div 350 Fifth Avenue. NY. NY 10118
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Environments

Bringing technology home by Christine Begole

If you have 318,000 to spare, you can conunission furniture designer Ron Seff to bwild vou
a porphvry-lacquered media center with marching polished copper trim (top left). For
more realistic budgets, there are scores of readv-made audioivideo cabinets to choose
from. Pictured above (from top to bottom) is a cabinet with glass doors from Mariani Audio
and Video Furniture, a wall unit comprised of Custom Woodwork and Design's stackable
modules. and a media *“bench’” purchased bv an HF staffer ar a department store closeout
sale. (Similar units are available from Workbench and other modern-furniture outlets.)

PHOTO BY JOHN COLE

Blending the
Practical with
the Aesthetic

CONSIDER SOME OF the components that
comprise the much-publicized “*home en-
tertainment center”’: speakers. receivers.
turntables. cassette decks. television sets,
video game units, VCRs. video disc play-
ers. and personal computers. Chances are,
you own about half of those. But since you
don’t live in a mansion, you haven’t put
them in your sleek ““media room.’” Rather,
most of your equipment resides in your liv-
ing room, which. as a result, ranges in
decor trom carly technological nightmare to
late patch-cord eclectic.

Industrial designers are devising ever
more attractive components with logicalty
placed control groupings. but when it
comes to carving out an environment for
them in the home, most electronics buffs
greatly favor simple expediency over acs-
thetic or even practical criteria. An audio-
phile friend recently invited me over to see
his specially designed listening room,
which was complete with acoustically
treated walls. His mind-boggling assort-
ment of very expensive. very sophisticated
componentry was all stacked on a card table
that he had discovered in the garage. The
room sounded great. but between the mound
of equipment and the tangle of patch cords
and speaker wire, it tooked pretty terrible.
Not to miention the fact that the card table’s
legs could have buckled at any moment.

This may be an extreme example, but
the fact is that most of us have a hard time
integrating aesthetic form with electronic
function. People will spend weeks search-
ing for the right cassette deck and receiver
and then mount them so high on a bookshelf
that their controls are unreadable (not to
mention unreachable). Then there are those
who forget the special requirements of their
componentry. That pretty little glass and
chrome wall unit may match the depth of
the turntable’s base. but it doesn’t have the
extra inch or two needed for the dust cover
to open. And the glass-doored cabinet pur-
chased to show ot the high-tech assortment
of equipment contained within often takes
on all the visual appeal of a barroom juke-
box when placed in a traditionally deco-
rated room.

Although [ cannot provide hard and
fast rules in an arca that is largely dependent
on personal taste. I will be suggesting in

| (Continued on page 48)
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MODEL 105.2

Indicator provides a visual indication of optimum listener
positioning and signals when peak input levels are

Directable, phase-compensating mid-range treble
enclosure is adjustable in both horizontal and
vertical planes to provide further control of dispersion.

Jrequency spreads, or smears the sound. )

8-Stop Overload Protection Circuiiry

Vertical Driver Alignment provides makes the 105.2 virtually damage-
the most useful horizontal and proof. even with the bighest power
rertical sound dispersion patterns. amplifiers.

| LED Listening
Window/ Peak Power

Every 105.2 individual driver is computer matched
to within V2 db to its mate and to the other drivers
in the enclosure to guarantee absolute unit-to-unit
and side-to-side consistency.

3-point shock-mounted bass
driver prevents any possible
twisting of the basket or
transmission of unwanted
ribrations to the speaker
enclosure.

Each 105.2 full system is matched to its mate
10 within V2 db to assure absolutely precise
stereo imaging. (A slight variation at one

Switchable Peak Indicator
JSrom 50-200 watts triggers
Sront LED to belp avoid
distortion due to amplifier

clipping.

Adranced Bextrene polymer drive units
exhibit far less sonic coloration than
conrentional paper or other plasticized
materials.

An advanced crossover netuwork designed with

Each separate piece of the carefully selected
woods on every 105.2 is precisely matched
to its mate to achieve a level of cabinet finish
rarely found on the finest furniture.

aerospace quality components (tolerances
to within 1% ) provides smooth, rapid roll off
between drivers for: the absolute minimum
interdriver interference.

The Compleat

“In Olde English. the word “compleat” is used to connote the most exhaustive. compreliensive study of a given subject.

Loudspeaker.

Unlike manufacturers who would trv to convince vou that onc¢ form of
technology or product feature solves all acoustic problems, KEF engineers
address erery minute aspect of loudspeaker design. The result is a level of
balanced performance that exceeds the overall quality level thus far achieved
hy any loudspeaker currently on the market. This explains why KEF is the favorite
choice of professional musicians, equipment reviewers, and serious music

lovers worldwide. Thev don't listen to sales pitches;
they listen for music that sounds real. And they knov
that there is no substitute for thorough engincering.

KFEF Electronics, Ltd. 425 Sherman Avenue, Palo Alto, California 94306
Circle 13 on Reader-Service Card
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A ASon
| .
9 | this and future columns various strategies to  Sources and Resources
ca e ° make living with electronics a more harmo-

| nious experience. Seven years ago, when I Custom Woodwork & Design
was an undergraduate, a couple of wooden 10843 Ursala Drive

planks with cinder-block supports scemed ~ Willow Springs, 11. 60480
the ideal sterco storage system—it even

Apres Audio’s wooden étagere requires a minimum of
floor space. while the casters on Gusdorf’s lowboy
audio/video cabiner permit euasv access to back-panel
connections.

Because our prices have become the
standard of comparison. Andwith good
reason. We are one of the largest
sellers of video equipment with

SONY, JVC, Panasonic, Hitachi, matched the ciqdcr-bluck walls of my dorm Mariani Audio and Video Furniture
Advent, and over 25 other major ‘ room. Now, with a home of my own, more 8285 S.W. Nimbus, Suite 139
lines In stock. And because we sophisticated listening needs. and a far wid- Beaverton. OR 97005

carry one of the largest inventories er field of electronic home-entertainment

of video equipment, we must sell at gear to choose from, arranging all those  Gusdort Corporation

below competitive prices l goodies creatively and rationally becomes a 6900 Manchester
So. if you are looking for video tape matter for serious thought and planning St. Louis, MO 63143
recorder/players, blank and I No matter what your room decor, the
piEiseoidEd YCGatEpes. CalarEnd | most important consideration is synergy—  O’Sullivan Industries Inc.

black-and-white video cameras,
video games, home computers,
color televisions, video discs,

grouping those components that are elec-  19th & Gulf Street
tronically interdependent or whose func-  Lamar, MO 64759

projection (giant screen) televi- | tions are enhanced by physical proximity
sions and video accessories of any | For instance, if you are adamant about Bush Industries
kind, call the others first, get their bookshelf placement tor your audio system, 312 Fair Oak St.
best price. Then call us last. make sure that the cassette deck is cither  Little Valley, NY 14755

moe 4.800-327-0596
in Flonda (305) 940‘7542

next to the turntable or right above or below
it. Otherwise, dubbing LPs can turn out to  Apres Audio Lid.
be a hit-or-miss proposition. For that mat- 99 Kinderkamack Rd.
ter. if you have two cassette decks and want ~ Westwood. NJ 07675
to make copies from onc to the other,
you're going to need casy access to back-
panel connections on all your components.  Modern Furniture Outlets
Open-backed. rack-like cabinets mounted
on casters can be a useful—if not the most ~ Conran’s
beautiful—choice tor system mounting. If 145 Huguenot St.
you find a rack you like, make sure it hus  New Rochelle, NY 10801
ample storage capacity for all the gear you  (Catalog $3.00)
might want to buy eventually. both audio
and video. For instance, if you plantoenjoy  SCAN Co-op Contemporary Furnishings
the stereo capability of a video disc player 8406 Greenwood Place
and it won’t fit in your cabinet, you'll have  Savage, MD 20763
to snake wires trom the player to your (Brochure free)
amplifier

That should start you thinking. For  Workbench
more on what’s available in audio and video 470 Park Avenue South
furniture, drop a note to the tollowing com-  New York. NY 10016
panies requesting their catalogs HF  (Catalog $2.00)

OF MIAM, INC.

17866 IPCO ROAD o (Nt Sth AVE |
MIAMI . FL 33162

INTERNATIONAL WHOLESALERS OF MLAMI, INC.
17866 IPCO ROAD (N E 5th AVE ) MIAMI FL 33162

Send $2.00 for our 192 page calaiog, covering
D our prices on sl major manutacturers.

CiTY STATE ziP

CARD NO. EXP. DATE

PHONE OR WRITE US FOR THE LOWEST PRICES
ANYWHERE! WE GLADLY HONOR AMERICAN
EXPRESS, VISA OR MASTER CARD BY PHONE
OR MAIL.

I S G G NN S GRS GENR SRR Sm—

| |
I |
I o |
I L—A_ll’ FIRST INTI_AL I
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VideoFronts

Latest video news and products

by the Editors

v’

An intervalometer on Akai’s new VC-X2
color video camera enables you to create
Disney-esque ‘‘unfolding flower’’ special
effects. This time-lapse feature is also use-
ful for security surveillance. Intervals
between recording periods range from ten
to ninety seconds, enabling time-lapse
recording over a ten-day period with a T-
160 tape. The f/1.4 lens has a macro setting
and a 6:1 two-speed power zoom for focal
lengths from 11.5 to 70mm. According to
the manufacturer, the 300-line resolution of
the Saticon imaging tube is the highest of
any VHS camera. Automatic features in-
clude focus, iris, white balance, and fade-in/
fade-out for both video and audio. A four-
position switch permits interfacing with
VCRs produced by other VHS manufactur-
ers. The VC-X2 also has a four-state nega-
tive/positive polarity reversal system, which
can be used to convert slide and film nega-
tives to video positives. The electronic view-
finderhasal'4-inchscreen. Priceofthe light-
weight (5.3 pounds) VC-X2 is $1,195.
Circle 80 on Reader-Service Card

Video monitor/receivers have entered the
big time as RCA weighs in with five models
that have direct video and audio inputs for
VCRs, video disc players, and video
games. There are four 25-inch sets, which
achieve compactness through the use of a
| 110° picture tube. They range in price from
l $1,030 for a unit in an oak veneer cabinet to

$1,900 for a set in a pecan armoire that has

storage space for video products; the sleek

model VGM-2023S, shown here, sells for

$1,080. The 19-inch monitor/receiver is
priced at $730. All five sets have 127-chan-
nel tuning capability through an infrared
remote control and a complement of two
video inputs, two audio inputs, a video and
audio output, and external speaker jacks. A
CCD (change-coupled device) comb filter
for better color separation and picture crisp-
ness is featured in all five models.

R e w0 )

The Pentax entry in the portable VCR
sweepstakes, the PV-R020A ($1,269), has
four heads to provide special effects (for-
ward and reverse visual search, single
frame advance, slow motion, and still
frame) in both the SP and EP modes. In
addition to sound-on-sound recording, au-
dio and video dubbing are also possible
with this eleven-pound (including recharge-
able battery) VHS deck.

Pentax’s companion tuner-timer, the
$530 PV-U020A, can be programmed for
as many as eight events over a twenty-one
day period. The unit’s sixteen presets can
be assigned to any of 105 channels, includ-
ing mid- and superband cable frequencies.
The tuner-timer is capable of charging two
batteries at once for the recorder. In case of
a power failure, an internal battery will
keep the tuner’s programmed instructions
in memory for as long as one hour.
Circle 77 cn Reader-Service Card

L

Fisher’s 46-inch PT-900 projection televi-
sion receiver includes a stereo amp rated at

7Yz watts per channel and a pair of spcaker
systems incorporating 6%2-inch woofers and
2-inch tweeters. There’s also a matrixing
circuit to produce pseudostereo from televi-
sion sound. The three-tube, three-lens vid-
eo system is said to have a picture bright-
ness of 70 footlamberts; automatic color
correction is performed by a vertical inter-
nal reference (VIR) circuit. A seventeen-
key infrared remote control can tune 105
channels, including mid- and superband
cable channels. Two pairs of video inputs
and three pairs of audio inputs with associ-
ated switching enable the PT-900 to act as a
monitor for VCRs, video disc players, and
electronic games. Housed in a hutch-style
cabinet, the PT-900 sells for $3,800.
Circlz 79 on Reader-Service Card

A new head-cleaning cassette from Koss
houses a premoistened cleaning cartridge
that is disposable, eliminating the possibil-
ity of contaminating the heads with debris
from a previous cleaning cycle. Koss says
the V.I.P. (Video Improvement Process)
head cleaner is nonabrasive, uses a residue-
free solvent, and avoids heat build-up dur-
ing cleaning. The V.I.P. scrubs the pinch
roller, the tape guides, capstan, and heads,
and then shuts off automatically after the
cycle is completed. Available for both Beta
and VHS decks, the cassette comes com-
plete with three disposable Clean 'n’ Toss
cartridges for $20; packets of three replace-
ment cartridges are $4.00.

Circle 78 on Reader-Service Card

Canon brings its photographic expertise to
video with the VC-10A color video camera.
The {/1.4 lens features variable-speed pow-
er zoom, with a focal length that ranges
from 11 to 70mm and a macrofocusing
capability of 0.16 inches. The camera is
equipped with Canon’s Solid-State Trian-
gulation system for automatic focusing and
a Saticon imaging tube. A character gener-
ator and an internal timer are built into the
electronic viewfinder, and a fader switch is
said to produce smooth fade-in/fade-out
effects automatically. The VC-10A camera
is designed to work with Canon’s VR-10A
portable VHS recorder, and all VCR trans-
port functions can be controlled from the
camera. Price of the camera is $1,295; sug-
gested list for the recorder is $860 and for
the VT-10 tuner/timer, $475.

Circle 76 on Reader-Service Card
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" HANDS-ON |

Laservs.CED 1o
Video Disc Players

A special feature-by-feature comparison of
two top-of-the-line stereo models—Pioneer's LD-1100
laser playerand RCA's SGT-250 CED player

i __j'
[

The newest video disc plavers from Pioneer (left) and RCA are capable of stereo plavback with CX noise reduction. Picture
quality from both is superior 1o that of most VCRs, and audio plavback on the LD-1100 compares quite favorably 1o that of |
stereo LPs. Maximum viewing time is the same for hoth players—one hour per side.

Eaiaie_

| This Hands-On Report was conducted under the supervision of
Edward J. Foster, Consulting Audio-Video Edrtor of HIGH FIDELITY
and Director of Diversified Science Laboratories.

RESEARCH ON PLAY-ONLY VIDEO media
dates back two decades to the ill-fated opti-
cal-film-based EVR system (with which |
was loosely associated at CBS Laborato-
rics). After many such false starts, two sys-
tems—Dboth disc formats—have made it to
the marketplace. (A third disc format,
JVC’'s VHD system, has been developed,
but will initially be available solely to the
business market in Japan.)

Reviewed here are the top-of-the-line
models from the two currently available
video disc camps, the RCA SelectaVision
SGT-250 ($450) and the Pioncer LaserDisc
LD- 1100 ($800). The two operate on difter-
ent technical principles and thus are incom-
patible in terms of software. But both ofter
the same viewing time (one hour per side)
and can reproduce stercophonic sound with
CBS’ CX noise reduction from appropriate-
ly recorded discs. (The SGT-250 is RCA’s
first sterco system; previous models were
mono only.)

What makes the two systems incom-
patible are the recording and playback tech-
niques they use. The RCA-developed CED
(Capacitance Elcctronic Disc) player re-
sembles a conventional audio disc-play-
back system in that a diamond stylus tracks
a spiral groove. But the pickup is anything
but ordinary: It senses information as vari-
ations in capacitance (rather than groove
velocity, as in an audio disc). Because there

50

is physical contact between disc and stylus.
both are subject to a certain amount of wear
and tear. However, the vertical tracking
force is only about 0.0065 of a gram. com-
pared to the {-gram-plus VTF typical of
audio disc playback systems. and stylus life
is rated at “‘several ycars” by RCA.
Replacing the stylus is guite simple. The
cartridge simply lifts out of its carrier and is
discarded; a new one is inserted in its place.
A new pickup costs $77.

As its name implies. the LaserDisc
system uscs i low-power laser beam to read
information encoded as a series of pits
beneath the transparent surface of a disc.
The laser beam is tocused on the pits and
the varying amount ot light retlected from
them carries the information. The retlected
beam is detected by a photo diode. which
converts the light to an electrical signal.
Because no physical contact occurs. there is
no wear. And because the laser beam is
focused beneath the clear surface of the
disc, scratches. fingerprints, and dust are,
for the most part, **out of focus”’ and have
no eftect on signal quality. Thus. you can
handle a LaserDisc and load it into a player
just as you would an ordinary audio
record.

In contrast, the CED disc is extremely
sensitive to dust and fingerprints. because
the information is physically molded into
the surface. To prevent damage. the disc is
packaged in a cardboard sleeve called a
caddy. which you insert into the player and
then withdraw. leaving the disc in the
machine. When the side is over, you rein-

sert the caddy and withdraw it with the disc
once again inside. Then you simply tlip the
caddy over and reinsert it to play the oppo-
site side

It might sound as if the Lascii)isc sys-
tem is easier to use. but quite the opposite is
true. Although the optical disc is as simple
to handle as an ordinary record. the CED
disc/caddy system is cven easier. This
retlects a key ditference between the sys-
tems—the market for which they are appar-
ently intended. Bearing in mind that both
players are top-of-the-line models, RCA’s
SGT-250 scems to place greater emphasis
on operational simplicity. while Pioneer’s
LD-1100 exploits the unique teatures of the
optical disc technology.

The SGT-250 has only seven buttons
on the front panel: POWER, LOAD/UNLOAD,
PAUSE, a pair for VISUAL SEARCH in either
direction. and another pair for RAPID
ACCESS in cither direction. Operation is
intuitively evident, even without rcading
the owner's manual. In fact. the manual
contains more on how to hook up the sys-
tem than on operation.

To load or unload a CED disc. you
press LOAD/UNLOAD. A blinking **L’" in the
display tells you the system is ready to
accept a disc. You insert the caddy and then
withdraw it; the disc placement mechanism
whirs for a second and two dashes (--)
appear on the front-panel display. About
eight seconds later. picture and sound
appear on your TV screen. The display then
keeps track of the side’s elapsed playing
time. A blinking “'E"" indicates the end of

HIGH FIDELITY
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Stipping a caddy-protected CED disc into the RCA plaver (1op) is faster than loading an
optical disc into the Pioneer unii. With both plavers, the discs must be removed and
turned over 10 play the second side. Considering the time it takes for an optical dise 10
stop and then come up 10 full speed again, starting plav on side nvo can iake as much as
a full minute: 1otal nurnover time for a CED disc is less than twenry seconds.

the side.

Other controls include PAUSE. which
stops the program and blanks the screen.
VISUAIL SEARCH accelerates motion in either
direction in tull color and with remarkable
clarity . RAPID ACCESS scans ahead or back-
ward at an even higher speed, but without a
picturc. There is no sound in cither SEARCH
or ACCESS. The real-time counter shows
where you are on a side.

Front-panel lamps indicate which side

.o ua

neca

Infrared remote controls are standard
equipment with both plavers. Most func-
tions on the Pioneer remote work only with
CAV (constant angular velociv) discs.
which provide a maxinum of thirtv minutes
of viewing per side. Since most LaserDiscs
are in the CLV (consiant linear velocitv)
Sormar, which gives the same plaving time
as CED discs (sixtv minutes per side). Pio-
neer and RCA special features are just
about equivalent for entertainment use.

NOVEMBER 1982

1s being playved and whether the SGT-250 is
in the stereo mode. A three-position slide
switch on the rear panel sclects NORMAL
(sterco) operation or cither the A" or
B channel alone (for discs with single.
isolatable channel options). Another rear-
panel switch selects the output channel (3 or
4). There are 75-ohm coax fittings for the
TV antenna and for connection to the TV
itself. (Although the SGT-250 does not
record oft the air. the signal from the TV
antenna is routed through it.) Connection to
an external stereo amplitier and speakers is
via a pair of pin jacks. (The audio that is ted
to the TV set via the RF link is mono.)
Another pin jack enables you to feed direct
video signals to a TV monitor.

Input and output connections on the
Pioneer L.D-1 100 are similar to those on the
RCA player. except that a coax fitting is
used for the direct video output. Both video
disc plavers have infrared remote control.
RCA’s operates PAUSE. RAPID ACCESS. and
VISUAL SEARCH. Pioncer’s remote unit is
unusual in that it is the only mcans of
aceessing certain spectal teatures.

Since you cannot access specific
frames on a constant lincar velocity (CLV)
optical disc. locating a particular point on a
side takes some hunting. As with CED discs.
you must use timing to find the spot. With a
CLV disc in the player. the time elapsed
since the side began is displayed when you
press FRAME. You can advance or back up
to any desired minute by pressing SEARCH
and entering the minute on the keypad. It
you're not sure what minute you want.
SCAN lets you race through the program in
cither direction with a black and white pic-
ture that 1s at least recognizable. (1U's not

stable cnough to be called accelerated
motion.)

By comparison to the remote. the play-
er’s on-chassis control panel is sparse. Only
PLAY. SCAN. PAUSE, and the two audio
defeats are on the main panel. In addition,
there is a CX selector button. a slow-speed
control, and a power switch. The REJECT
serves two purposes: [t stops the disc and.
with a seccond press. opens the hid.

Judging by these two machines, we
can sce why the two formats co-exist. The
RCA SGT-2501s a machine tor the masses.
IU's very casy to use. it's less expensive than
the LaserDisc player. and it works well.
Picture definition at least equals that of any
of the best video tape recorders operated at
their highest speeds and is much better than
that ot an average VCR. Color quality is
also first rate. and you get wide-bandwidth
stereo sound if you hook the player up to an
external sterco amplifier and speakers. (The
frequency responses of the sterco VCRs
we've reviewed have been mediocre.)

Iri terms of sheer technical excellence.
however. LaserDisc beats SelectaVision
Video definition with the laser player is
superb—better than we've scen on any
VCR—and color is excellent. too. The LD-
1100 generated a more stable picture than
the SGT-250. which produced a small
amount of horizontal jitter that was notice-
able nminly as the picture credits rolled by.
And once up to speed, the LD-1100 tracked
perfecily every disc we played. Our RCA
player occasionally skipped a few frames.
but not that frequently (perhaps one to three
times per side) or that noticeably (only one
skip was bad enough to be caught by a casu-
al viewer).

Cn a well-recorded CX-encoded laser
disc, the sound is excelient—at least equiv-
alent to that of a very good audio record.
The CED sound, although extended in
bandwidth, scems less smooth. Whether
this is due to CX mistracking. we have no
way of knowing; the RCA player lacks a
CX switch, and the circuit is presumably
always active. Despite the CX noise reduc-
tion system. the CED player at times was
prone ‘o static-like noise. which we assume
was due to dropouts. On the other hand. the
LaserDisc system was so noise-tree that we
could hear the mechanical whir of the disc.
(Admittedly . thatin itself can get annoying.
and it would be a plus if Pioneer could quict
the player a bit more.)

So we see good rcason for both sys-
tems. The RCA CED player is utterly sim-
ple to use and provides quite acceptable
performance that should satisty most view-
crs. The Pioncer LaserDisc player might
appeal more to the videophile. 1t takes more
getting used to. but it rewards you with
superb performance. And with CAV discs.
i's a mass storage medium of endless
potential. HF
Circle 75 on Reader-Service Card for Pio-
neer LD-1100; Circle 74 on Reader-Ser-
vice Card for RCA SGT-250



VIDEO

TubeFood

New video programming: cassette, disc, pay and basic cable

by Susan Elliott

(Check local cable listings for availability
and schedules.)

November Arts Cable
Highlights

PERFORMER PROFILES

ABC Arts: Jon Vickers in Samson and
Delilah (Saint Saéns).

CBS Cable: Special People: Ravi
Shankar, Pinchas Zukerman, Eugenia Zuk-
crman, Bobbi Humphrey. O Signariere (in-
terview serics): Pianist Andre Watts; singer
Shirley Verrett; dancer Alexander Godu-
nov.

OPERA

CBS Cable: The Mikado (Sullivan)
with William Conrad, Clive Revill, Derek
Hammond-Stroud. Staftord Dean. Kate
Flowers, Annce Collins; conducted by Alex-
ander Paris (London Symphony, Ambrosia
Opera Chorus).

SYMPHONIC & CHAMBER MUSIC

ABC Arts: Martnk Quintet No. 2
(Pro Arte Quintet of Monte Carlo). O The
1982 International Tchaikovsky Competi-
tion (highlights). O Brahms TrioNo. I in B
Major (Eugence Istomin, tsaac Stern, Leo-
nard Rosc).

CBS Cable: Kraft Music Hall: Zubin
Mehia and the Israeli Philharmonic Or-
chestra (Schubert, Mendelssohn, Weber).
0O Bernstein Conducts Beethoven (Vienna
Philharmonic, Symphony No. 5).

DANCE

ABC Arts: The 1982 International
Ballet Competition with Dick Button. Jac-
ques D’Amboise, Marge Champion.

CBS Cable: Twvla Tharp: Confes-
sions of a Cornermaker (Bach, Spring-
steen). O Davidshundlertanze (Schumann)
with N.Y. City Ballet principals; chorcog-
raphed by George Balanchine. May
O Donnell: Dance Energies (Dorsey,
Goodman, Miller. Herman) with O’Don-
nell Dance Co. O Romeo and Juliet (Pro-
kofiev) with Yuri Zhdanov and Galina Ula-
nova, choreographed by Lev Lavrovsky
(Bolshoi Ballet, 1954 film).

JAZZ and POPULAR SONG

ABC Arts: Dave Brubeck: Live at the
Vinevards.

CBS Cable: Cabaret: Margarer Whii-
ing with 6-picce band at Ted Hook’s On
Stage. O Eileen Farrell: The Diva Sings
Pop (Gershwin). O Elisabeth Swados:
Songs of Innocence and Experience (Swad-
08).

Pay Service Premieres

Cinemax: The Last Time I Saw Paris:
Southern Comfort; Love Me or Leave Me:
Blume in Love; St. Ives.

Home Box Office: Ghost Story:
Paternitv: Prince of the Cirv: So Fine. Truce
Confessions: 1 Go Pogo.

Showtime: True Confessions: Pater-

nitv: Rich and Famous: Prince of the City;
Ghost Story: Southern Comfort: So Fine,
The High Countrv: Happy Birthday 10 Me:
Blood Beach: Dunkirk; Montenegro: Pris-
oner of War, Imitation General; Soldiers
Three: Facric Tale Theater: Hansel and
Gretel: Mark Twain Theater: Huck. the
Hero! Legend of the Wild: A Challenge for
Robin Hood: Hot Ticket: Frank Sinatra,
Concert for the Americas: Hot Ticket: Rick
Springfield in Concert.

The Movie Channel: Rich and Fa-
mous: Prince of the City: True Confessions:
Ghost Storv; So Fine: Paternity: Love and
Money . Just Before Dawn: Good Riddance:
Southern Comfort; The Bronte Sisters: The
Three Musketeers: 1 Go Pogo; King Solo-
mon’s Treasure: Convov.

Video Discs

FEATURE FILMS

Paramount Home Video (CED and
laser): Star Trek 1> The Wrath of Khan.

RCA SelectaVision (CED): Swepr
Awav. And Justice for All; Neighbors: Mur-
der on the Orient Express; Bananas;
Revenge of the Pink Panther: In Praise of
Older Women: Whollv Moses: Semi-Tough;
Pretry Baby: Tom Jones: Kev Largo; The
Searchers; 42nd Street; The Heritage of the
Bihle.

Vestron Video (lascr): Tribute; Fort
Apache, the Bronx: Cannonball Run; The
Changeling: Till Marriage Do Us Pari.

Q.&A.

Your video questions answered

by Edward |. Foster

Q I read with interest your answer

® ["Video Q. & A., " February] 1o
the owner of a Heath GR-2000 TV re-
ceiver who had a problem with images
from his Sonv Betamax SL-5800 rearing.
Although my picture does not tear, | have
a similar problem. I recentlv purchased a
Sonv Betamax SL-5600, and when I plav
back tapes on it I cannot eliminate the
“herringbone effect’” that appears on my
TV set's screen. | have a 25-inch RCA
Model 2000 TV receiver that 1 bought in
1969, and 1 get perfectlv good broadcast
reception on it. But I have been told that
eliminating the *“herringbone’” would be
extremely costlv and that 1 should replace
the set instead. I can't believe that. Does
my problem have a solution as simple as

the one vou gave Mr. Watkins?—Hal M.
Rogers, San Jose, Calif.

I'm afraid you and Mr. Watkins have
A. different problems. As far as I can
tell from your description, yours is caused
by interference between the signal generat-
cd by the VCR’s RF modulator and some
Channel 3 signal in your arca. The *“tear-
ing’” in Mr. Watkin’s picture was duc to a
loss of sync and could be fixed by modifi-
cations to his TV’s synchronizing circuit.

My best advice is to tune the TV set
carefully to a signal from the VCR with the
receiver’s automatic finc tuning (AFT)
switched off. (You can use either a prere-
corded tape or the VCR’s own tuner as a
source.) This mav help clear up the interfer-

ence, but you may also find that it returns
when you switch the AFT back on. If so.
turn the circuit off when using the VCR. 1'd
also check all connections between your
VCR and your TV, as well as the antenna
connections. I you're using regular twin-
lead as lead-in wire, try replacing it with
shielded twinlead or coax (using the appro-
priatc impedance-matching  balun  trans-
formers, of course.)

If these suggestions don’t work, a new
TV set may be in order. Yours appears to
have served you well, but many improve-
ments have been made since you purchased
it—including the use of comb filters in
some models for greatly improved color
definition and reduced interference. This
may be a good excuse to upgrade.
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The one thing
we never change.

During the last fifteen years, we’ve made alot of improvements
on our Advent speakers. 137 to be exact. We've redesigned
woofers and tweeters. Crossover networks and phase plates.
Cabinets and mounting hardware. Even screws. But there's
one thing we haven’t changed. That’s the value. The ability of
an Advent speaker to out-perform many speakers that cost
more. How? By making changes that sound good not just look
good. While other speaker companies have spent their time
adding all manner of dials, knobs and wild grilles, we've quiet-
ly gone about the business of perfecting the two-way speaker.

For example, our newest change is the Advent “Direct
Report” tweeter. It is a parabolic rather than hemispheric
design. And the special phase plate for the tweeter has been
tapered to improve dispersion. Stereo Review liked it as much
as we did. They said, “We cannot recall ever having measured
a front-radiating dome tweeter whose dispersion equaled
that of the new Advent design.”

We think you'll agree with Stereo
Review. The new tweeter is indeed
exceptional. The change sub-
stantially improved the sound
quality. But it hasn’t substan-
tially changed the price: You see,
value has always been a part of
the Advent legend. And that's
something we haven't changed...

ADVENT

For the location of the Advent
The legend continues.

dealer nearest you., call toll free
800-323-1566. (In Hlinois call
800-942-0502.)
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Brahms’s Duo Sonatas: An
Embarrassment of Riches

New, varied performances run the gamut
of these widely divergent masterpieces.
Reviewed by Harris Goldsmith

APPROPRIATELY ENOUGH. for a master of
absolute music, Brahms showed a litelong
interest in the problems of sonata form.
Although his carlicst surviving works in
that genre are for piano alone, in later life.
for whatever reason, he preferred to use his
own beloved instrument exclusively in
ensemble situations—-at least when it came
to sonatas.

Undoubtedly, there were numerous
attempts at duos long before the E minor
Cello Sonata, begun in 1862 when Brahms
was twenty-nine, but this notoriously self-
critical burgeoning master is known to have
destroyed great quantities of music. Only
the short, stormy Scherzo he wrote in 1853
for the F-A-E Sonata (of which more pres-
ently) scems to have survived his wrathful
cdict.

The fruit of his creativity—like that of

his great forebears Bach, Haydn, Mozart,
and Beethoven—tended to grow in clus-
ters. The evidence to support such an asser-
tion is both abundant and conclusive: the
three carly Piano Sonatas, Opp. 1, 2, and §;
the first two Piano Quartets, Opp. 25 and
26; two Clarinet Sonatas, Op. 120; the first
two String Quartets. Op. S1; and the last
two Sonatas for Violin and Piano. Opp. 100
and 108 (both obviously sequels to the
First, Op. 78, completed seven years earli-
er).

This gencralization, however, docs
not apply to the first two compositions
under consideration: Brahms’s two sonatas
for cello and piano were separated by more
than twenty years, and though they are
often juxtaposed on records for conve-
nience, cach is a loner—a self-contained
entity with an aesthetic personality all its
own. Before pondering the many dissimi-
laritics between the two masterpicces. let us
note the few particulars common to both:
Each is, of course, masterfully scored—a
bona fide duo in which neither cello nor
piano predominates. Then, too, as so often
with Brahms, the cmotional burden is
unevenly distributed in both. In the E minor
Sonata, the focal point occurs in the last
movement—a towering fugue  structurce.
The F major, on the other hand, reverses
matters: its pleasing. almost too carefree,
finale can casily sound anticlimactic in per-
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formance after the emotionally (and physi-
cally) draining first three movements.
Finally, Brahms specities in cach work a
repeat of the first-movement exposition.
which he does nowhere else in his mature
sonatas. (One must not, however, infer that
he looked unkindly on the double bar of
classical tradition; three of his four symphe-
nics include repeats, as do many of the larg-
er chamber works.)

Oddly. the carlier E minor Sonata is
the one most recognizably tinged with that
autumnal introspection usually associated
with the composer’s Indian-summer peri-
od. The F major, which was a product of
thosc vears, is by contrast a relatively
stormy, cxtroverted affair—full of ardor
and thrust. Whatever the reason for the par-
adox. the E minor Sonata is in many
respects a stylistic sibling of the much later
Fourth Symphony—also in E minor.

For all its consistent expertise,
Brahms's cello writing varies enormously
in the two scores. In the F major, it leaps
about boldly, using the difticult higher reg-
ister audaciously (and, for less-than-virtuo-
sic players, cruelly). But the conservative,
even cautious, scoring of the E minor also
poses a built-in challenge—to make it seem
varicd and aurally interesting. Scored
almost exclusively in the instrument’s
“safe’” lower range, it takes a master’s
touch to keep it lithe and to avoid the dual
hazards of drabness and awkwardness. Not
to mention pedantry: The fast movement,

for instance, resembles the mirror fugues of

Bach's Art of Fugue (a further point of sim-
itarity with the Fourth Symphony, which
utilizes another great baroque form, the
passacaglia. for its finale); it can casily
sound learned and dryly literal.

The three latest recorded ceditions rep-
resent different philosophies of both perfor-
mance and engineering. Lynn Harrell and
Vladimir Ashkenazy go all out for lushness
and nuance. They are abetted by Decca’s
engineering, except in the opening move-
ment of the F major, where the recording.
made at St. George the Martyr in London,
suggests instead an airplane hangar or the
Paris sewer. The resonant ambicnce works
against the fast-moving tremolandos that
begin that work, and Harrell's predilection

for throbbing vibrato and slow shifts makes
things pretty excruciating. Elsewhere, he
plavs much better, recalling the patrician
restraint of his first solo appearances (while
still a principal of Szell’s Cleveland
Orchestra). In fact, the E minor and the rest
of the F major get knowing, aristocratic
trcatment. Ashkenazy's playing combines
refinement with passionate lyricism.

Still in all. 1 prefer evervthing—the
more probing interpretations, the more
characterful classicism, the sharper. clean-
er recorded sound—in the Hungaroton edi-
tion. Miklos Perényi and Zoltin Kocsis
stress sinew and tension in performances
that suggest what a Casals/Rudolf Serkin
collaboration from the carly 1950s might
have sounded like in this music. Indeed, in
comparison to the 1938 Casals/Horszowski
F major that was recorded (CBS MS
30069). Perényi and Kocsis show a strik-
ingly similar interpretive approach; Peren-
vi’s tempo in the first movement is cven a
hairbreadth faster than the notably unsenti-
mental reading of his onetime mentor, and
in the last, slightly slower than Casals’
admirably spacious, poised pacing. Perényi
is lean, scaring, and intense rather than
dirgelike in the opening movement of the E
minor. In his way, he lavishes as much col-
or there as does Harrell, but the sound is
drier. more tocused. The second movement
in the Hungarian performance is a gracious-
Iy flowing intermezzo that makes an admi-
rable launching pad for the fiery, rapidly
paced fugue. [ like Hungaroton's direct.
compact acoustic—which nonctheless
avoids the hardness of some of its carlier
recordings.

Having heard an unsatisfying rendi-
tion of the F major from the German-born,
Starker-trained  Christoph Henkel some
years ago. | am happy to report that the Bis
album attests to a remarkable artistic trans-
formation. In basic sonority. the Scandina-
vian recording has much in common with
the Hungaroton. What ultimatcly Keeps
these tine performances a notch below their
Hungarian counterparts is a slight obses-
siveness: At the beginning of the F major,
for example. Henkel tends to overaccen-
tuate the sixteenth-note upbeats in his open-
ing theme militaristically (one can almost
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Brahms and his beloved piano: his later sonatas used it only in ensemble situations.

hear him clicking his heels). and through-
out. both he and his admirable pianist, Elis-
abeth Westenholz, sound a little too dutitul
and overdeliberate. They are also a bit too
monochromatic tonally—probably as
much attributable to the Gofriller cello and
Bosendorter piano used as to their way of
playing them. One curious blemish: In the
trio of the F major’s third movement. Wes-
tenholz fails to differentiate one phrase
trom an almost identical one earlier. twice
playing a spurious B flat octave in the left
hand at measure 183, The lapse—though
minuscule—is quite uncharacteristic  of
these otherwise  scrupulous.  detail-con-
SCIOUS artists.

All three pertormances. creditably,
ohserve the repeats in both sonatas—much
more unusual in the E minor than in the
terser. shorter F major.

Turning to the three violin sonatas. we
tind in the G major. vintage 1879, a well-
nigh pertect edifice written at the high noon
of Brahms’s creativity. Its nobility of scale
suggests the masterful expansiveness and
grandeur of the contemporancous Violin
Concerto. Op. 77, and the casy. hilting (or
rather. soaring) momentum of its first
movement has much in common with that
of the Second Symphony. There is a Bee-
thoven influence here. too: this spacious
sonata’s structure is analogous to that of
Beethoven's big E flat Violin Sonata, Op.
12. No. 3. Brahms introduces elements of
cyclic form. bringing back the theme of the
Adagio several times in the flowing tinale.
which also uses elements of his “"Regen-
lied.”” Op. 539, No. 3—thus the nickname
sometimes attached to the sonata. (Listen-
ers fanmiliar with the rest of his chamber
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music will also note a kinship with the fina-
le of the C minor Piano Quartet, Op. 60.)

Ihe 1886 A major Sonata is some-
times known as the Thun, atter the place of
its inception. The opening movement has a
thematic closeness to the Prize Song trom
the opera Meistersinger. by Brahms’s *“en-
emy T Wagner. Slow movement and scher-
70 are combined—and alternated—in the
intermezzolike central movement. [ find the
sonata’s last movement elusive in shape: Its
thematic content is a bit inconclusive, and
the subordinate idea in ncbulous dimin-
ished-seventh arpeggios—just fine for a
slow movement (note, for example.
Brahms™s use of similar material in the A
major Piano Quartet, Op. 26)—doesn’t
quite gel for a final summation

Completed two years later. the D
minor Seonata, the most dramaatic ot the
three. with much of the Double Concerto’s
terseness in the first two movements. also
has a goodly amount of Brahms’s charac-
teristic charm in the scherzolike third move-
ment. In sharpest contrast to the A major,
this sonata ends triumphantly with a stam-
peding Presto agitato tinale—a fiery cul-
mination that. similar in mood to the vouth-
tul F-A-E Scherzo. brings the wheel full
cvele.

When Toshiya Eto first recorded two
ot these sonatas. HF's Paul Aftelder called
him “one of an increasing nunber of Ori-
ental musicians . . . quite capable of giv-
ing a valid interpretation of Western
music,”” although "in the faster movements
one looks tor greater inner tension, and per-
haps a bit more variety of nuance through-
out.”" Ete. who returned to his native Japan
to become an honored guru for a whole gen-
cration of younger violinists, sounds like a

tar more contident Brahmin in 1977 than he
did in 19610 if—somcwhat lacking in
nuance— his tone still strikes some as glar-
ing and intense. many modern fiddlers the
world over share that trait

Much of the improvement undoubted-
Iy stems from the substitution ot William
Massclos for the carlier recording’s Brooks
Smith (not “as expressive as he might have
been. ™" according to Atfelder). Masselos. a
noted  specialist in avant-garde  pertor-
mance. is in fact a Romantic to the manner
born—and he comes by his heritage hon-
estly as a onctime disciple ot Clara-Schu-
mann-pupil Carl Fricdberg. The piano parts
here are magnificently  rendered—huge
surging lines. absorbing clarity of detail.
and a vibrant singing humanity. No onc.
probably . has done so much for Brahms’s
keybaard parts since Arthur Rubinstein
(with Szervng). Egon Petri (with Szigeti),
and Edwin Fischer (with De Vito).

The fourth side of this worthy release
restores to the domestic (and probably inter-
national) catalog the complete f--A-E Sona
ta. which Isaac Stern and Alexander Zakin
recorded on a Columbia mono disc. This
work. written by Brahms. Robert Schu
mann, and the latter’s triend Albert Dietrich
for an impending visit of Joseph Joachim to
Dusseldort. is more umitied styhstically
than ene might expect trom such a patch
work operation. Dictrich’s first movement,
a mite academic o be sure. 1s an estimable
and solid example of Schumann style with-
out guaite the master’s inspiration. Schu-
mann’s second and fourth movements are
Ivrical and wisttul, and the fiery incursion
by the fledgling Brahms (using an assertive
motto i la Beethoven's Fifth to impressive
ctteets works well in the context. Superbly
played by Eto and Massclos. with high-
powered engineering and suave processing
from Nonesuch. this caps a major release
quite the tinest cdition of these picces to
appear in some time.

We owe a debt of gratitude to Richard
Mihlteld. clarinetist par excellence, for
withouat his incentive. the aging Brahms
woulc¢ probably never have composed his
Op. 114 Trio. Op. 115 Quintet, and Op.
120 Sonatas. The sonatas. among Brahms’s
very last works. are magnificently wrought:
the melding of instruments 1s in many ways
the most sophisticated and subtle of all of
the duos. Much has been made ot Op. 120°s
benign. autumnal qualities. but those are
handsomely complemented by other. less-
publicized ingredients. The F minor’s first
movement is full of molten. spitfire pas-
sion; the E tlat’s second movement, though
also encrgetic. smolders rather than blazes.
And then there s the finale of the F
minor—a sportive., joyous resotution of the
work’s carlier anguished drama. In both of
these related yet diverse works. Brahms's
mastery of motivic manipulation reached its
zenith.

(Continued on page 95)
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Mozart’s Struggles:
The String Quartet

One of the rare tidal waves of Mozart quartet recordings
shows the progression from raw talent to true genius.
Reviewed by R.D. Darrell

IN CONTRAST TO THE STEADY mushrooming
of the Mozart opera. symphony, concerto,
sonata—and to a lesser extent the mixed-
ensemble—discographies. that of the pre-
cious legacy for string foursomes has grown
much more slowly and sporadically. Soit's
cause for rejoicing. and not only by cham-

ber-music specialists, to encounter one of

the rare periodic tidal waxings of Mozart
string-quartet recording activity. And the
current flurry of releases is particularly wel-
coniec for its generous representation of
mostly relatively voung artists of varied
nationalities and its up-to-date audio tech-
nologies—including. for the first time in
this repertory, digital recording.

There’s an exceptionally well-defined
choice between the two latest versions of
the deservedly best-known and most often
recorded Mozart quartets: the set of six ded-
icated to Haydn—major milestones in
chamber-music history as well as in the
maturation of the composer’s own genius.
Musical prodigy though he certainly was,
Mozart was by no means a born composer
of string quartets, a torm that Haydn and
Boccherini were just beginning to give a
distinctive identity at the time of Mozart's
birth, January 27, 1756. His carly attempts
were far less spontancous and imaginative
than his carly essays in other forms. Most of
the initial baker’s dozen of string quartets
were written on his travels—first an isolat-
cd trial. then a set of six on his third ltalian
trip (1772-73), when he was only sixteen
or barely seventeen and writing under
strong [talian influences, especially that of
Sammartini. The next set of six was written
in a rush later in 1773, during the visit to
Vienna in which he first met Haydn and was
stimulated to imitate (more than emulate)
the older master’s Opp. 17 and 20 Quar
tets.

Indeed, all the early Mozart quartets
scem to have been products of external
forces (primarily father Leopold's insis-
tence on having some ensemble works to
impress prospective patrons and publish-
ers—all to no avail, as it turned out) rather
than of any genuine creative urge. It's sig-
nificant, too, thit none of these carly quar-
tets is discussed by either father or son in

Next month Pawl Henry Lang discusses
Mozart's difficudty in assimilating the influ-
ences of Handel and Bach in his Masses.
Ed.

56

BEBE

their correspondence of the time.

[t was a quite different kind ot external
influence with far more potent conse-
quences—a galvanic lightning  stroke—
that clectrified the twenty-six-year-old Mo-
zart into returning to the form he had grate-
fully abandoned for nine years. This was
his encounter, in Vienna in 1781 or early
1782, with evidence of Haydn''s revolution-
ary advances in his Op. 33 (Sun) Quartets.
This shock and the fiery ambition to match
such an achievement were so great that,
perhaps for the first time in his life, Mozart
found creativity no casy task.

He had always written music as cffort-
lessly and copiously *‘as’’ —in his own viv-
id it coarse simile—""sows p---."" But now
it took him more than two years to produce
what. in his dedication to Haydn. he
termed, il frurto di una lunga, e laboriosa
Jatica™ (the fruit of long and laborious
endeavor). To be sure, the final results
show no sign of the sweat and uncertainties
that went into them, or of the exceptional
number of material revisions and rejec-
tions. And even though hie worked on more
than one of the quartets at a time, each of’
the six is individually distinguished in its

5y ~

The Chilingirian Quurter captures nor only dramatic grandeurs, but high humor.

own right.

Even collectors who already own one
or more of the several admirable previous
Haydn sets (from the tamous 1953 Buda-
pest/Odyssey | Y3 31242]) mono and 1963
Juilliard/Epic Jout of print] sterco mile-
stones) may well find new illuminations
and rewards in both the 1977-78 DG ver-
sion (available carlier on separate discs,
now integrated) by the Melos Quartet of
Stuttgart (established 1965) and the Van
guard Bach Guild American release of a
1980 CRD recording by the younger British
Chilingirian Quartet (formed in 1971). The
tormer set already commands many admir-
ers, and if my own response is more dubi-
ous. ['m probably unduly biased due to a
strictly personal distaste for first-violinist
Wilhelm Melcher’s (or the recording engi
neers’) occasional high-register tonal stri
dency as well as for the whole ensemble’s
frequent vehemence and exaggerated dy-
namic contrasts. Even 1, however. can’t
dispute the group’s virtuosity: At its best,
the playing is brilliandy assured, and
throughout, it is distinguished by Peter
Buck's truly outstanding cello part.

Less bravura. the Britishers are also

HIGH FIDELITY
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less mannered and better integrated tonal-
ly—and the eponymous leader is more
graceful as well as sweeter-toned. Better
still, the Chilingirian is more warmly poet-
ic, radiating an infectious relish ot not only
the music’s dramatic grandeurs, but also its
by no means infrequent sense of high
humor. Morcover, in contrast to the DG
engineers’ realistically vivid close-up son-
ics. Bob Auger’s for CRD are less insistent,
with a more natural “*chamber’’ character
and acoustical ambience.

Then, too, most nonspecialist listeners
will probably tind A. Hyatt King's detailed
technical analyses of the six quartets (in
DG’s trilingual booklet, which includes a
handsome facsimile reproduction of the
original title page of these quartets. pub-
lished in 1785 as Op. 10) somewhat less
usefully informative than Bach Guild's:
Stanley Sadie’s more generalized liner
notes, with fuller background. provide a
“placement”” of the Havdn set aptly suited
for an entry in Vanguard’s “‘Historical
Anthology of Music™" serics.

Neither the Melos™ approach. more
Germanic than Austrian, nor the Chilingir-
ian’s, more eclectic and lyrical, is **defini-
tive.” of course. It’s fruitless to speculate
how the last three of these works may have
sounded when they were run through on a
Saturday evening. February 12, 1785, in
Vienna, for the benefit of Haydn, Leopold
Mozart, and a couple of local barons—the
occasion of Haydn’s famous assertion to
Leopold: “*Before God and as an honest
man. | tell you that your son is the greatest
composer known to me either in person or
by name.”’ (Would that the art of recording
had been known then!)

I. for one, preter—even over the Chil-
ingirtan’s gracious, well-restrained Roman-
tic treatment—a somewhat cooler and more
virile one, like that demonstrated so exhil-
aratingly by the Czech Panocha Quartet,
active since 1909, in its performance of the
K. 458 (Hunr) Quartet. Recorded digitally
by Nippon Columbia during a 1980 Japa-

Mozart String Quartets 1
No. Key K Composed

| G 80 Lodi. March 15, 1770*

2 D 155 Bolzano. Oct.-Nov. 1772

3 G 156 Milan, end 1772

4 C 157 Milan. end 1772-beg. 73
& F 158 Milan. end 1772-beg. '73
6 B fla 159 Mhilan, early 1773

7 E 160 Milan, early 1773

8 F 168 Vienna, Aug. 1773

9 A 169 Vienna. Aug. 1773

10 C 170 Vienna. Aug. 1773

11 E tlat 171 Vienna. Aug. 1773

12 B flar 172 Vienna, Sept. 1773

13 Dmitor 173 Vienna, Sept. 1773

14-19  (Havdm Vienna
14 G 387 Dec. 31,1782
1S Dminor 421 June 1783
16 Etlat 428 June-July 1783
17 Bfla 458 Nov. 9, 1784
(Huni
18 A 464 Jan. 10. 1788
19 C 465 Jan. 14,1785
(Dissonarn)

20 D 499 Vienna. Aug. 19, 1786

(Hoffmeisier)

21-23  (Prussian) Vienna
21 D 578 June 1789
22 Bflat 589 May 1790
23 F 590 June 1790

*First three movements: fourth added in Vienna.
1773, or Salsburg. 1774,

Note: The three Divertimentos, K. 136- 38 (Salz-
burg. eardy 1772). are sometimes included
among the early quartets: the four so-called Mif-
anese Quartets, K. Anh. 210-13. of doubtful
authenticity. are usually excluded

nese visit, it is issued—together with an
equally lilting and mercurial K. S75 (tirst of
the three Prissian Quartets)—by Denon as
a coproduction with Supraphon. The sonics
testify persuasively to the virtues of digital-
ism at its best; the readings and perfor-
mances are sheer joy. The only catch is
today’s all too familiar one: an unconscio-
nably high price.

I eagerly anticipate a complete Pano-
cha Havdn set, but meanwhile the choice of
the first Prussian Quartet is a timely com-
plement to the Melos® latest Mozart pro-
gram: the second and third of the three

MOZART: Haydn Quartets (6).

Chilingirian Quartet. |Simon Lawman,
prod.] Bacn Gunp HM 80/2, $23.94 (three
discs. manual sequence).

Melos Quartet. [Rudolt Werner and *Wolt-
gang Mitlehner. prod. | DEUTSCHE GRAMMOPHON
2740 249. $32.94 (three discs. manual sequence)
[from DG singles. 1977-78].

Quartets for Strings: No. 14, in G, K. 387
No. 15.in D minor, K. 421: No. 16, in E flat, K.
428*: No. 17, in B flat. K. 458 (Hunr)*; No. 18,
in A, K. 464, No. 19, in C. K. 465 (Disso-
nant).

MOZART: Quartets for Strings: No. 17;
No. 21, in D, K. §75.

Panocha Quartet. [Eduard Herzog and Toru

Yuki. prod.| DENON OX 7004-ND, $15 (digital

recording) (distributed by Discwasher. 1407
North Providence Road. Columbia. Mo.
65205).

MOZART: Quartet for Strings, No. 20,

in D, K. 499 (Hoffmeister); Prussian
Quartets (3).

Prague Quartet. [Jaroslav Rybar and Jan
Vrana. prod.] SUPRAPHON 1111 2601/2. $19.96
(two discs. manual sequence).

Quartets for Strings (Priussian). No. 21
No. 22, in B flat. K. 589; No. 23. in F. K.
590.

MOZART: Quartets for Strings (Prus-
sian): No. 22*; No. 23+.

Melos Quartet. [Rudolt Wemer*, Wolf-
gang Stengelt, and Steven Paul®. prod.| DEUT-
SCHE GRAMMOPHON 2531 320, $10.98. Tape:
3301 320. $10.98 (cassette).

MOZART: Early Quartets (4).

Sequoia Quartet. [Judith Sherman., prod. |
Nonesuch D 79026. $11.98 (digital recording).
Tape: D1 79026, $11.98 (cassetie)

Quartets for Strings: No. 3. in G. K. 156,
No.4.in C.K. 157:No. 8, inF, K. 168: No. 13,
in D minor. K. 173,
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works actually composed of six commis-
sioned by Frederick the Great after Mo-
zart's visit to Potsdam in the spring of 1789.
This set also was written with great difficul-
ty, although here the problems were less
internal than external: his wife’s as well as
his own illness. ever more stringent money
troubles, the pressing demands of Cosi fan
tutte and other projects. The need to please
a cello-playing royal patron was of course
no problem at all—and the many prominent
cello passages make them particularly well
suited to the Melos® Buck. But his col-
leagues also are at their best here, with few-
er idiosyncratic mannerisms than in their
carlier Haydn set, and the recording is no
less brilliant and vivid.

The latest complete Prussian triptych
also includes the isolated, underappreciated
K. 499 Quartet, named for Mozart’s friend
and sometime publisher, Franz Anton Hotf-
meister. Completed August 19, 1786, a
year-and-a-halt after the last of the Havedn
six, this Hoffmeister Quartet may well have
been tesponsive to the public complaints
about the carlier music’s *‘ditficulty.” But
ingeniously. it only seems to be less intri-
cate. although it is indeed more overtly
genial and humorous.

Fine as the Prague Quartet invariably
is, this older Czech foursome, active since
1949, strikes me as just a bit too tense and
serious in these last four of the Mozartean
quartet legacy. The tautly dramatic read-
ings do have distinctive attractions, howev-
er. and they are powertully. tairly closely
recorded (in 1977 and 1978) by two ditter-
ent production/engineering tcams. Anyone
who shires my slight reservations about the
performances will find good alternatives in
the 1976 Juilliard/CBS budget-priced set
(MG 33976) and in two 1978 Telefunken
single discs by the Alban Berg Quartet
(6.41999, 6.42042).

What a far cry any of these last quar-
tets are from the carly ones! The nine-year
gap between No. 13 and No. 14 (first of the
Havdn six) saw an extraordinary aesthetic
and technical quantum leap. For a single
but completely convincing example, play
first what are probably the highest moments
in the early quartets. the tugal finales of
Nos. 8 and 13—then the tugal tinale of No.
14. Weigh for yourself the difference
between a considerable talent and true
genius.

Cocking one’s ears especially for the
contrapuntal writing throughout the last ten
quartets can be an incalculably illuminating
“‘learning’’ experience when one remem-
bers Paul Henry Lang’s skeleton key for
unlocking one of the secrets of Mozart's
quartet style: “‘the uncanny and unparal-
leled ability with which he steps in and out
of homophony to polyphony and vice versa;
the dividing line is of gossamer tineness,
and this "obscure clarity that falls from the
stars” ¢The Cid) cannot be grasped by any
known sort of analysis™* (HF. July 1978).
(Continued on page 96)
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In Search of
Béatrice and Bénédict

The principal singers in DG's new recording shed light
on the serious business of Berlioz' comic masterpiece.
Reviewed by Kenneth Furie

“YOU'RE SIGHING. my lady.””

“Happiness oppresses my soul. [ can’t
think of it without trembling in spite of
myselt. Claudio! Claudio! So I'm going to
be yours.™”

This brief recitative exchange between
Héro (the very evening she's to be married)
and her confidante Ursule precedes their
Duo-Nocturne, which ends the long first act
of Béatrice er Bénédict and is by common
consent the opera’s most beautiful number.
The Nocturne is certainly beautiful, but |
can’t help feeling that the received view of
the opera fails to take proper notice of
what’s actually going on in it.

In the received view. Béarrice isa mir-
acle of lightness: the simple. untroubled
comic opera with which Berlioz brought his
flamboyant compositional career to a closc,
the ritually cited parallel being Verdi and
Falstaff. That Berlioz should have pro-
duced so unclouded a work is seen as all the
more remarkable in view of the mounting
physical and psychological distress of this
declining period of his life.

In this view, the opera is a drastic sim-
plification of Shakespeare’s Much Ado. 1t is
assumed that Berlioz, tfor some reason or
other, wasn’t up to the job of operatying the
play as such, and so contented himselt with
stripping it down to the battle of wits
between Béatrice and Bénédict. who inter-
rupt their wisecracking just long enough to
fatl in love. Most but not all commentators
notice that Berlioz has left in a third princi-
pal. Béatrice’s cousin Héro, but to those
who do notice she functions as a simple
counterpoint to the acerbic Béatrice. Héro
would be the simple romantic maiden,
sccure in the path of true love—the com-
poser having surgically removed all obsta-
cles to her marriage to the dashing young
war hero Claudio.

The tirst and most immediate problem
with this view is Héro herself. Doesn’t it
matter that almost every time we encounter
her she is either crying or, as in the recita-
tive quoted above. on the verge of tears?
Now you may choose to belicve that fecble
line she hands Ursule, but the haunting
retlection Claudio! Claudio! je vais done
érre a toi”’ —which sends the girls into the
Nocturne proper—strongly suggests to me
that what's coming down on Héro 1s some-
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Yvonne Minton: freedom, tonal richness

thing more oppressive than a surteit ot hap-
piness.

Sure enough. by the end of one stanza
of the Nocturne, Héro is crying. When
Ursule gently comments on this (“"You're
crying, my lady'’). she comes up with an
even loopier explanation. "‘These tears
comfort my soul,”” the soon-to-be bride
replies. **You'll teel vours flowing in your
turn. the day when you see your love
crowned.”” Whercupon the girls are
launched in a sort of B section of the Noc-
turne—a  bit quicker and harmonically
more. shall we say. troubled—which short-
ly dissolves into a reprise of their “*Serene
and peacetul night.”” 1t’s on this wistful and
brooding note. in the form ot an orchestral
coda based on the Nocturne, that this long
act so tull of roistering and tumult ends.

You may well wonder whether it isn’t
reasonable tor Héro to be so edgy on the
brink of such a major change in her life. In
which case you are already one large step
ahecad of the commentators who manage to
reduce both cousins to something less than
two dimensions.

The fact is that Héro’s state ot mind is
sufticiently troubling to Ursule to prompt
her comment. in the spoken dialogue betore
the Nocturne, “"There’s your melancholy
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taking hold of you again.”” (Héro has just
said how gratetul she is to her tather—the
Sicilian governor, Léonato—tor excusing
her from the nuptial banquet. “~*My heart is
full of joy,”” she says. but the noise and
the crowd are unbearable for me.™’) At the
same time, we have scen Héro display con-
siderable spunk. in the allegro con fuoco
conclusion of her aria—the opera’s first
solo number. a tact that tukes on particular
importance in view of the score’s unusual
musical pattern, about which we’ll talk lat-
er

Even before this. we have seen in the
opera’s first spoken scene that Héro has
quite particular ways of dealing with her
cousin’s fatiguing cynicism, based on the
very real and touching relationship we can
scc exists between them. At any rate we
might scc all of this if the spoken dialogue
were to be considered an integral part of the
score, something else we’ll talk about lat-
er

Berlioz also allows us gradually to see
bencath Béatrice’s (and for that matter Bé
nédict’s) shell of toughness. It turns out that
Héro has no monopoly on tears. In her Act
1l monologue Béatrice recalls. perhaps for
the first time since the event, the trauma of
the day the army. whose victorious return
was celebrated in the opera’s opening cho-
rus, left to fight the Moors. "It all comes
back to me. it all comes back to me.”” she
sings. to the tune we have heard as the
andante ot the overture.

As she allows the memory to emerge.
she relives the nightmare that followed. in
which she saw the triumphant Moors leav
ing behind a pile of Christian corpses that
included a gasping, and then dying. Bén¢-
dict. She remembers screaming in her
sleep. and then she remembers waking up
and recovering her sangfroid. **1laughed at
my agitation. | laughed at Bénédict. at
myselt, at my foolish fears.™

And then. as the strings sound a gentle
tigure in repeated eighth notes, with a slight
ritard, she remembers one thing more:
“Alas! Alas. that laughter was bathed in
tears.”” This is potentially the most beauti
ful line in the score. and we have heard it
too, sounded by the horns in the overture,
before the first clarinet chimed in with **//
m'en souvient, il m’'en souvient.”” In the
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opera as well. the memory of those tears
leads into this phrase. which Béatrice
repeats now that it truly fias come back.

What Berlioz secems to me to have cap-
tured here is not just the extreme vulnera-
bility that Béatrice works so hard to con-
ceal. as much from herselt as from the out-
side world, but the process by which we use
the selectivity of memory to ““protect’” us
from cxperiences we're emotionally un-
equipped to deal with.

In this connection, the new DG record
ing rates a warm welcome, since it gives us
really our first opportunity to appreciate
what's going on in Béatrice’s music. The
writing demands a mezzo voice of some
size and considerable sccurity, able to
project with force both around the upper E,
where the climax of the nightmare lies (lat-
cr, the voice must also sail up to and sustain
high B flats), and down around and below
the break.

The Beéatrice of Colin Davis™ Philips
remake, Janet Baker, not only couldn’t do
any of this but was apparently 1 pretty
rocky vocal shape during those sessions.
Having hardly any available tone below the
break. she turned '/l m’en souvient’ into
somcething like /1 |unintelligible]
vient’”’—i.c., “"He’s coming’ —which
doesn’t mean quite the same thing. Nor
could she more than lightly squeak that cru-
cial (and very ditficult) octave descent.
from E tlat down to E natural. on “*le jour
dudépart de I’ armée.”’ or more than weak
ly huff the high-lying nightmare memory,
“Des flots du sang chrétien la terre érait
rougie.”’

Some of the music’s potential might
have been intuited from Josephine Veasey's
pertormance in the carlier Davis recording,

tor Oiscau-Lyre. The voice was certainly of

the right caliber, but the tendency to trem-
ulousness cvident even in her more success-
tul later recordings (c.g.. Fricka with Kara-
jan, Didon with Davis) here took the form
of an unsteadiness that compromised her
good intentions. Now DG brings us Y vonne
Minton—another notable Fricka—and she
encompasses the music with as much tree-
dom and tonal richness as we have any right
to expect.

I might say the same of her leading
man. Placido Domingo, whose achicve-
ment is in some ways more impressive still,
in that Bénédict’s writing is cven less effec-
tive in conventional terms than Béatrice's.
His Rondo—and it is one of the particular-
itics of the score that it contains only three
solo numbers, one for cach of the princi-
pals—contains very little in the way of sus-
tained melody. but Domingo sings it with
such fullness of tone that we can hear a
human context for his giddy exploration of
the notion that “"Ah! P'm going to love
her.™

We can also hear, as has been suggest-
ed by such roles as Hoffmann. that French
15 a good language tor Domingo—not in
the form of letter-pertect pronunciation.
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which he docsn’t manage, but in the colors
and texture his voice tukes on. As with Min-
ton, he begins to make sense of large
chunks of this score for the first time on
records. Oiscau-Lyre’s John Mitchinson
again had the right idea, but got tarough this
quirky music in such a strangulated vocal
sct as to keep the character veiled even
when the text indicates that he, like
Béatrice. is beginning to penetrate that
emotional armor.

There’s more good news. 12G's leana
Cotrubas is a perfectly presentable Héro.
Vulnerability and melancholy are about all
I’ve heard ber do, but as we've seen. these
are conspicuous elements of Héro's musical
personality. Cotrubas can’t get much fire
into the allegro con fuoco of the aria, where
Oiscau-Lyre’s April Cantelo gets closer to
showing us some real exuberance. Philips’
Christiane Eda-Pierre is okay too, singing
the role rather more smoothly than Cotrubas
or Cantelo.

We are, of course, getting a tairly one-
dimensional view of Héro. despite the evi-
dence that Berlioz was at great pains to cre-

Berliozwasn'ta
simplifier; he
focused on themes
that stirred him.

ate her in all three dimensions. Partly this is
a matter of answering the music’s vocal
demands, for both melting lyricism and
trumpetlike tire. (These demands were
rather nicely answered by Sheila Armstrong
in Sciji Ozawa’s 1977 Boston Symphony
concert performances.) But partly too it’s a
matter of recognizing that * Héro, being
human, has the same range of c¢motional
responses as any ot us. Just like us, she is
strong and confident in certain situations
and helpless and terrified in others.

As regards her terror—and 1 don't
think the word is too strong to describe what
she’s feeling—we might note one circum-
stance concarning her marriage: its timing.
When the victorious army has returned, its
commanding general Don Pedro doesn’t
want to talk about his military feats. All that
secms to be on his mind is matchmaking.
He is apparently the ringleader of the con-
spiracy to bring Béatrice and Bénédict
together, and more immediately he is also
singlchandedly responsible tor the timing
of the wedding of Héro and Claudio.

At any rate. Don Pedro contides to
Claudio (and [ sec no reason to doubt his
story): ““The mission you cntrusted to me
has succeeded completely. Léonato agrees
not to delay your marriage any longer.” He
goes on to explain that Léonato has gone so

far as to arrange the wedding for this very
cvening, in anticipation ot the happy occa-
sion of the army’s safe and victorious
return.

So. it would appear not quite correct to
say, as | did carlier, that Berlioz has
stripped away all obstacles to this marriage.
The clear implication is that, while Léonato
has consented to it in theory, in practice he
has been stalling, and overcoming his reluc-
tance to lose his daughter has required a
sustained campaign from no less a person-
age than Don Pedro.

Now consider the possible eftect on
Héro of this relatively sudden development.
As long as she knew that there was no wed-
ding in her immediate future, it was reason-
ably safe for her to think only of how badly
she wanted it to happen. Then. suddenly,
not only is there going to be a wedding, but
it’s going to happen almost immediately.

Is it unreasonable to guess that some of
the melancholy that so alarms Ursule took
possession ot Héro when her father gave
her the **happy’’ news? Suddenly she has to
deal, not with romantic fantasy, but with
impending reality: what it means to go from
being a doted-on little girl, the apple of her
adoring Daddy’s eye, to being a woman and
a wife, taking on simultaneously the
responsibilities of adulthood and the vul-
nerabilities involved in exposing herself so
completely and permanently to somcone
who is after all pretty much a stranger.

“Claudio! Claudio! je vais donc étre a
10i,"" she muses. and the prospect is at once
heady and terrifying, as it has to be to any-
one who keeps his or her eyes cven partly
open. And the text teems with indications
that Béatrice and Bénédict keep their eyes
wide open, cver alert for any stray stimulus
that might penetrate their ever so carefully
maintained emotional fortifications.

Give Héro credit for being able to
acknowledge her teelings for Claudio free-
ly—to herself. to him, to her father, to
almost anyone who will listen. What should
be obvious to anyone who is paying atten-
tion is that Béatrice and Bénédict have been
fighting like mad, since well before the
opera began, to deny, even (or especially)
to themselves, their attraction to each oth-
er.

Incredibly, the standard view of the
opera takes this charade at face value. It’s
remarkable how many putatively intelligent
people are willing to sit through Béarrice
pretending that it asks the question, “*What
finally brings these two antagonistic protag-
onists together?”” No wonder the opera
seems like o simplification of Shake-
speare.

But Berlioz wasn't a simplifier.
Whether he was working with Faust or
Romeo and Juliet or The Aeneid or the
Nativity story, he focused on particular
themes that stirred him and that he felt able
to make real in music. 1 think the question
that intrigued him looking at Much Ado
was, “"What kecps Beatrice and Bénédict
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apart so long?”’ 1t’s clear cnough to at least
some of the people around them that they
belong together. Consider the exchange
between Don Pedro and Claudio immedi-
ately after their exasperating trio with the
dostinately cternal bachelor Bénédict. as
the two war heroces slip into their roles as
Fred Mertz and Ricky Ricardo, conspiring
to rope Ricky’s bachelor buddy into happy
wedlock.

Don Pedro: **By heaven, we’ve got to
pull this thing oft. The only woman suitable
for that lunatic is Béatrice.”’

Claudio: *‘Just as the only man suit-
able for that madwoman is Bénédict.™”

(Extra-credit question: Just why is it so
important to Fred and Ricky and the others
that Béatrice and Bénédict stop being sin-
gle? Note that Héro’s immediate response
to what appear to be her own considerable
anxieties about marriage is to try to marry
oft everyone in sight—first Béatrice, then
Ursule.)

In part, the general inability to grasp
what’s going on in Béatrice stems from an
inability or unwillingness to come to grips
with its form, with what’s going on in either
the spoken dialogue or the musical num-
bers, not to mention how they go together.
Fuirly representative of orthodox expert
opinion, I think, is the view expressed in
the English-language essay in DG’s booklet
by Julian Rushton, to whom Béatrice is:

“the traditional opéra comique with
spoken dialogue. The action is carried on in
speech and the musical numbers (here Ber-
tioz diverges from Mozart) are dramatically
static, whether they cxplore significant
moments in the action, embellish it, or sim-
ply scek to entertain. Even the two trios, for
all their shifting moods, end exactly where
they started, and thus serve only to clarify
and deepen attitudes which can be under-
stood from the dialogue.”’

Question: Is the function of Béatrice's
monologue—or rather the ninety-plus bars
of it we’'ve touched on, maybe a third of the
whole—to *‘explore™ or to **‘embellish’* or
to “‘entertain™? The answer of course is
none of the above. Listen to the frenzied
orchestral introduction, with that whirling
motif in bars 1-2 and 7-8 that sounds sort
ot like a top being set in motion, to which
Béatrice makes her entrance, and then listen
to her recitative: *"God! What have | just
heard? What have | just heard? [ feel a
secret fire growing in my breast. Bénédict!
fs it possible? Bénédict might love me?”

Bear in mind that we have not been
witness to what exactly it is that Béatrice
has heard. Although we know from the spo-
ken dialogue of Act [ that the conspirators
tntend to do to her what they have done to
Bénédict, which is to say to allow her to
overhear “‘proof®’ that her nemesis is in
agonies of love. as of the moment of
Béatrice's entrance we haven't yet seen any
of the principals in Act Il, which has so far

cen given over to the drunken feasting of
the music master Somarone and his musi-
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cians and the other servants.

Now the stage is left to Béatrice. Wit-
tingly or unwittingly, the conspirators have
stumbled on a stratagem that picrces the
armor of both Bénédict and Béatrice. At the
top of each’s list of fears is the Big R: rejec-
tion—and in the form of the special humil-
1ation available at the hands of such a caus-
tic would-be rejector. But suddenly cach is
confronted with seemingly irrefutable proof
that the other is attracted to him or her.

In Béatrice's case. we see her test this
idea: "Se peut-il? Bénédict m’aimerait?”’
Note that she can’t even quite bring herself
to voice this possibility in the simple
present tense (*Bénddict loves me?”’) but
retreats into the conditional (literally **Bé-
nédict would love me?""), though the sig-
nificance of this idea to her may be feltin its
positioning up on that strategic high F
listen to what Minton does with this whole
section.

What Béatrice discovers is that it is
possible for her to acknowledge this possi-
bility that Bénédict might love her, even to
acknowledge it out loud (as long us she’s
alone), and the world doesn’t come to an

Why isit so
important to others
that Béatrice and
Bénédict marry?

end. Instead, this acknowledgment frees an
emotional blockage, and she is remember-
ing her horrible nightmare, and finally she
is remembering the tears that bathed her
laughter. And having discovered that she
can survive the acknowledgment of even
these feclings. she entertains yet another
idea, the most dangerous of all: **[ love him
then? [ love him then?”” The tempo has
changed. to an allegro agitato, and Béatrice
is off and running. As she discovers that she
can survive even this idea, the mezzo has to
be prepared to let loose in her upper exten-
sion. from F up to B flat.

Are you going to tell me that this isn’t “*ac-
tion”’? You might argue that Béatrice’s
monologue is atypical of the score in its
straightforward, lincar coherence, and in a
sense it is. But what would constitute a
**typical’’ number in this strange and won-
derful scorc? What Rushton so casually
calls ‘*the traditional opéra comique with
spoken dialogue’” secms to me traditional
only in that it consists of musical numbers
interspersed with spoken dialogue. For one
thing, not counting the overture. the entire
score consists of some fourtcen discrete
numbers, including (as noted carlier) only
three solos. For another thing, most of
those numbers are quite long—say. six to

cleven minutes. For yet another, the struc-
tural logic of many key numbers isn’t at all
obvious. But one thing that all those num-
bers have in common is that they provide
opportunitics for characters to deal with sit-
uations too charged emotionally to be dealt
with in straight speech.

The obvious corollary is that it is in
almost all cases impossible to understand
what the musical numbers are about without
the spoken dialogue out of which they
cvolve, and in this regard the discographic
situation is unsatisfactory. Oiseau-Lyre
omitted the dialogue altogether. Philips
included a certain amount, but the editing
tended to reduce the dialogue to what's
strictly necessary for plot purposes. and in
the process a great deal of important mate-
rial fell by the wayside. What’s more, the
dialogue was so poorly performed (with one
important exception, about which more
below) that it hardly mattered.

DG’s solution is a running narration,
and the solution isn’t entirely without merit.
The narrator, Geneviéve Page. is a far less
grating presence than the unctuous fellow
who narrated DG’s Merry Wives of Wind-
sor, and this format makes it possible at
least to touch on matters that are simply
edited out of Philips’ dialogue.

Still, [ don’t want to hear about what
Héro and Béatrice say in the first block of
spoken dialogue: | want to hear them deal
with Léonato, with the Messenger, with
cach other. Ditto Béatrice and Bénédict in
their botched attempt to come together in
Act [l where they have to face the tact that
acknowledging their feelings to them-
selves, difficult and important a step as this
is, doesn’t at all get them through the next
step, which is to acknowledge them to the
other interested party.

In addition, DG’s formal presentation
disrupts the human logic of three big choral
numbers. Only in the Philips set do we actu-
ally hear Béatrice interrupt the reprise of the
opening “*Le More est en fuite’’ chorus, and
then hear Héro show her spunk by exhort-
ing the chorus by all means to resume cel-
cbrating. Only in the Philips set do we hear
the first stanza of the Act Il opener. Soma-
rone’s drinking song, sung offstage, though
unfortunately we don't get to hear the open-
ing dialogue between the two waiters to
explain what’s going on.

Finally, only in the Philips set do we
hear something like what Berlioz imagined
for the rehearsal of Somarone’'s **Grotesque
Epithalamium’” in Act 1. Jules Bastin is
allowed most of his spoken scene before the
rehearsal begins, and he makes the most of
his hilarious efforts to get his musicians
ready. After the first stanza, enough dia-
logue is left in to set up the second (with the
newly composed oboe obbligato added),
during which we actually hear Somarone’s
stream of rchearsal comments.

What Bastin does is so nice that it’s all
the more frustrating to have so much left
(Continued on page 94)
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CLASSICAL.

Herbert von Karajan and Dmitri Shostakovich: a fine Tenth Svmphony

BERLIOZ: Béatrice et Benédict—See
page 58.

BRAHMS: Sonatas: for Cello and Pia-
no (2); for Violin and Piano (3); for
Clarinet and Piano (2); for Viola and |
Piano (2)-—See page 54

BRIAN: Svmphonies: No. 5 (Wine of
Summer)y*; No. 25,

John Hoftman. haritone*: San Paulo Sym-
phony Orchestra. Francisco Teatro. cond. ARIES
LP 1629. $8.98 (Arics Records. P.O. Box 126,
Reseda. Calif. 91335)

Undaunted by previous notoriety (HF,
August 1981), Aries fearlessly continues its
Havergal Brian series with two works from
opposite ends of the composer’s output
The Fifth Symphony. for baritone and
orchestra. bears the subtitle Wine of Sum-
mer (not Wind. as given on the jacket): it's
based on a poem by Lord Alfred Douglas,

Bach Postponed

The funal installment of owr series on the
size of Bach's choruses—Joshua Rif-
kin's response 1o Robert Marshall's
rebuttal—swill appear next month; pro-
duction schedules proved unrealistic in
view of the logistical difficulties of the
project.—Ed. |
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See page 72

noted for his association with Oscar Wilde.
Though composed in 1937, it was not pre-
micred until 1969, a fairly normal gap
between creation and performance where
Brian is concerned. The vocal line is remi-

niscent of the many works for baritone of

Frederick Delius. Orchestrally. however,
the picce is not Delian at all, although it
does have an uncharacteristic lushness. As
so often, Briuan uses a large orchestra. but
the inspired quirkiness of the later works is
missing

Svmphony No. 25, dating from 1966.
1s more “Brian-csque’’: its finale opens
with a grotesque march. a la Holst or
Vaughan Williams. which Brian deserts
very quickly. While he probably could have
developed it into something staggering. he
chooses not 1o, vet keeps returning to it in
short snatches only to leave it again. As
Brian authority Malcolm MacDonald has
said. “"He's teasing vou. ™’

Aries has apparently retired Colin Wil-
son. conductor for many of the Brian works
previously issued. and high time. too.
Replacing him is one Francisco Teatro,
who proves to be a real find. On the basis of
these performances he should be conduct-
ing and recording throughout the world, in
concert halls and in ““teatri”” everywhere.
The jacket lists the orchestra as the Sin Pau-
lo Symphony. the label as the Sao Paulo
Symphony. Whichever itis (and with Aries
it could be either or neither). it delivers
cxcellent pertormances under Teatro's
knowing hand, with baritone John Hoftman
the superbly sensitive soloist in No. S,

Reviewed by
John Canarina
Scornr Cantrell
Kenneth Cooper
R. D. Darrell
Peter (5. Davis
Kenneth Furie
Harris Goldsmith
Marthew Gurewiisch
David Hamilion
Dale S. Harris

R. Derrick Henrv
Josepl Horowiiz

Nicholas Kenvon
Allan Kozinn

Paul Henrv Lang
Irving Lowens
Karen Monson
Robert P. Morgan
James R. Qestreich
Conrad L. Oshorne
Andrew Porter
Parrick J. Smith
Paul A. Snook
Susan T. Sommer

Despite his obvious sympathy tor the
score. Teatro does have ditficulty in delin-
cating the opening theme of No. 25 clearly,
and he is not helped by the rather dull and
murky recording. in contrust to the relative
brightness achieved on the other side. 1t’s
true that Brian gives the theme to the lower
range of the violas in the nudst of' a gener-
ally thick orchestration, contributing to its
inaudibility—still, some adjustment should
have been made. either by the conductor or
the producer.

Butwait! . . . Having just accidentally
dropped the record into a bucket of sodium
pentathol. [ notice a strange thing occur-
ring. The labels have become almost trans-
parent. and there seems to be other printing
underacath, which is barely legible. Under
No. §'s label can be discerned the words
“*Brian Rayner Cook, baritone: New Phil-
harmania Orchestra. Stanley Pope. conduc-
tor; cancert performarice in Alexandra Pal-
ace. 1976." What this means | can’t begin
to imagine. On the reverse side it says
“BBC Scottish Symphony Orchestra.
1976."" The conductor’s name really is hard
to read, and I can only make out his initials,
which are 1.C.

PR T N

CHERUBINI: Requiem in C minor—
Sce page 64.

FAURE: Barcarolle No. 3, Op. 42-

See Recitals and Miscellany

FRANCK: Prelude, Chorale, and
Fugue—See Recitals and Miscetlany. J
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Critics’ Choice
The most noteworthy
releases reviewed recently

ALKAN: Piano Works. Smith. ARABESQUE
8127-3 (3). July.

BACH: Well-Tempered Clavier, Book 1.
Horszowski. VANGUARD CARDINAL VCS 10138/
40 (3), Oct.

BARTOK: Orchestral Works. Budapest Phil-
harmonic. Budapest Symphony. Jod. SEFEL
SEFD 5005/9 (5), Sept.

BEETHOVEN: Diabelli Variations. P. Serkin.
RCA ARL 1-4276. Aug.

BEETHOVEN: Fidelio. Altmeyer. Jerusalem.
Nimsgern. Masur. Eurobisc 300 712 (3),
Aug.

BRAHMS: Symphony No. 1. Nationa! Philhar-
monic. Paita. Lobta LOD 779, Sept.
CAVALLLI: Ercole amante. Palmer. Cold, Cor-
boz. ERaTO STU 71328 (3), May.

DEBUSSY, FAURE: Songs. Ameling. Bal-
dwin. CBS M 37210, Aug.

DEBUSSY, RAVEL: String Quartets. Galimir
Quartet. VANGUARD VA 25009, Sept.
DOWLAND: Songhooks (4). Consort of Mu-
sicke, Rooley. O1SEAU-LYRE DSLO 508/9 (23,
528/9 (2). 531/2 (2). 585/6 (2). Aug.
GILLES: Requiem. Ghent Collegium Vocale,
Cologne Musica Antiqua. Herreweghe. ARCHIV
2533 461, Sept.

GRIFFES: Piano Works.
WorLh NW 310/1 (2). Sept.
HAYDN: Paris Symphonies (6). Berlin Phil-
harmonic. Karajan. DG 2741 005 (3), Oct.
HAYDN: Symphonies, Vols. 1, 2. L’Estro
Armonico, Solomons. SAGA HAYDN 1 (3). 2 (3).
QOct.

HENZE: Tristan. Francesch, Henze. DG 2530
834, July.

JANACEK: Idyll; Mladi. Los Angeles Cham-
ber, Schwarz. NoNEsucH D 79033, Sept.
MOZART: Piano Works. Schitf. LoNpDON CS
7240. Aug.

MOZART: Two-, Three-Piano Concertos, K.

Oldham. Nrw

365, 242. Eschenbach, Frantz.
37903, Oct.

NIELSEN: Symphony No. 4, Op. 29. Berlin
Philharmonic, Karajan. DG 2532 029, Oct.
STRAUSS, R.: Alpine Symphony. Berlin Phil-
harmonic. Karajan. DG 2532 OIS, Aug.
TCHAIKOVSKY: Orchestral Works. London
Symphony. Simon. Cianpos DBRD 2003 (2).
June.

WEINBERGER: Schwanda. Popp. Jerusalem,
Nimsgern. Wallberg. CBS M3 36926 (3).
July.

CENTENARY EDITION OF BARTOK'S
RECORDINGS, VOL. 1. HuNGaroTON LPX
12326/33 (8). June.

FLUTE MUSIC OF LES SIX. Boyd, Schmidt.
STOLAT SZM 0119, Oct.

VLADIMIR HOROWITZ AT THE MET.
RCA ATC 1-4260., Sept.

HEINRICH STROBEL: Verehrter Meister,
lieber Freund. Southwest German Radio.
ScHwANN/DG 0629 027/31 (5). Oct.

THE TANGO PROJECT. Schimmel. Sahl,
Kurtis. NoNesucit D 79030, Aug.

ANGEL DS

HAYDN: Sonatas for Keyboard (6).

Glenn Gould, piano. (Glenn Gould and
Samuel H. Carter, prod.] CBS MASTERWORKS
12M 36947 (digital recording; two discs, manual
sequence) [price at dealer’s option].

Sonatas: No. 56. in D; No. 58, in C: No.
59.in E flat; No. 60, inC; No. 61. in D; No. 62,
in E flat.

In several ways, this album represents the
beginning of a new phase in Glenn Gould's
checkered recording career. His first digital
release, it also introduces a new production
team (his prior discs were made with
Andrew Kazdin) and a new piano (a Yama-
ha in place of the tinkered-with Steinway of
yore). And this is his first extensive voyage
into the Haydn repertory. (A lonc sonata
appcared on one of his first mono
releases.)

Best of all, it seems to mark at least a
partial return to the more expansively lyri-
cal style that made some of the early Gould
recordings so communicative and attrac-
tive. In welcome contrast to his disastrous
series of Mozart sonatas, one finds here a
degree of repose and rhetorical expansive-
ness in the adagios and andantes—a wel-
come foil for his customary sharp incisive-
ness and biting articulation in the faster
movements.

The usual Gould eccentricities—
present, to be sure—remain under relative-
ly stringent control. There is the inevitable
constant vocal obbligato, along with some
slow arpeggiation of accompanimental
chords, beginning on rather than before the
beat. and a certain intentional monchroma-
ticism. (Presumably, the even touch and
constricted color of his Yamaha grand sup-
ply just the hue desired by this problemati-
cal artist: though always pleasant, it is
sometimes a little uninteresting.) The more
intimatec works are more successtul here
than the boldly heroic No. 62 and the wryly
propulsive No. 60, both of which could use
a bit more humor and more *“air’’ between
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the notes. The piano-playing itsclf. of
course, is spectacular.

CBS supplics a virtually noiseless
pressing, and scholarly notes by Christa
Landon in three languages. H.G.

JANACEK: The Cunning Little Vixen.

CAST:
Bystroudka Lucia Popp (s)
Frantik Eva Hribikova (s)
Pepik Zuzana Hudecova (s)

The Rooster/The Jay
The Cricket Miriam Ondradkova (s)
The Fox Eva Randova (ms)
Paskova/ The Woodpecker/Chocholka
Ivana Mixovi (ms)
Lapak Libuge Marova (ms)
The Forester's Wife/The Owl
Eva Zigmundova (ms)
The Frog/The Grasshopper Peter Saray (boy s)
The Schoolmaster/The Gnat
Viadimir Krejcik (t)
Beno Blachut (t)
Dalibor Jedli¢ka (bs-b)
The Parson/The Badger Richard Novik (bs)
Harasdta Viclav Zitek (bs)
Bratislava Children’s Choir. Vienna State
Opera Chorus. Vienna Philharmonic Orchestra,
Charles Mackerras. cond. (James Mallinson,
prod.] LoNpoN LDR 72010, $25.96 (digital
recording: two discs, manual sequence).
COMPARISONS:
Neumann/Czech Phil.
Gregor/Prague Nat. Theater

Gertrude Jahn (s)

Pisck
The Forester

Pro Arte 2PAL 2012
Sup. 1 12 118112

Jandcek’s The Cunning Little Vixen needs
no introduction at this late date; together
with Jenitfa. the opera has taken a firm hold
on the repertory all over the world. A prod-
uct of the composer’s astonishingly produc-
tive old age, Vixen is his most endearingly
lyrical opera. a moving cvocation of the
natural order of things, in which there is no
dcath, only endless rebirth. The Forester
grasps this miracle in the transcendent final
scene as the great cycle of life majestically
turns before his eyes. No wonder Jandcek
asked to have this gloriously affirmative

music played at his funeral.

I cannot remember being quite so
caught up in a new opera recording as I have
been by this Vixen, the fourth entry in Dec-
ca/London’s superb series of Janidcek oper-
as. Apart fom the musical excellence of the
performance and the flawless engincering,
there is an intangible quality here that I find
ditficult to analyze. Perhaps it arises from
the intense involvement of all concerned as
they bring this treasurable work to life and
collaborate in creating a true phonographic
cvent. When so many opera sets these days
sound stillborn. insipid. and sheathed in
plastic. London’s Vixen leaps trom the
speakers with startling freshness. vitality,
and spontancity—a reminder of a time
when musicians made records that sounded
like an artistic expression rather than a
mechanical reflex.

Much of the inspiration must come
from Charles Mackerras, who has loved
this music for years and understands Jana-
¢ek like a native. There is an uncanny right-
ness about his conducting as he puts every
note in perspective and conjures up moods
that avoid sentimentality without missing
the score’s dramatic power, poetic atmo-
sphere. or depth of feeling. He knows when
to linger over a phrase, when to urge the
orchestra forward, and how to weight Jana-
¢ek’s unusual instrumental textures to
achieve the luminous vibrancy that perme-
ates this radiant hymn to nature.

Muckerras is fortunate to have the
Vienna Philharmonic at his disposal. a vir-
tuoso cnsemble that the Czechoslovakian
orchestras on three earlier Supraphon
recordings can hardly match. For the first
time on discs, all the sensuous sweetness of
the string passages, the airy delicacy of the
woodwind writing, and the rich sonority of
the brass underpinning blend into a satisfy-
ingly balanced and cogently defined musi-
cal entity.

The native cast has Janacek in its
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blood, and many of these singers may be
heard on previous Vixen recordings from
Czechoslovakia. No doubt they have been
spurred to surpass themselves by the pres-
ence of Mackerras and the Vienna Philhar-
monic; the slightly lazy. provincial routine
that sometimes creeps into the all-Czech
versions never threatens this performince
for a moment. Dalibor Jedlicka. promoted
from his roles of Parson and Badger on the
Gregor recording. is a warm, virile Fores-
ter—far more persuasive than Supraphon/
Pro Arte’s Richard Novik. here much bet-
ter suited to the less demanding Parson/
Badger assignments. Eva Randovi's ar-
dently sung Fox has made me upgrade my
estimate of this mezzo after her recent
unfortunate Frickas at Bayreuth and the
Met. And how typical of London to call
upon the veteran Beno Blachut. one of
Czechoslovakia's greatest tenors of the
past. to make a cameco appearance as the
imnkeeper. Pasek.

Best of all. we have Lucia Popp in the
title role, and she is utterly enchanting.
Like so many Czech singers who have
achicved international renown. Popp has
been absorbed into the Austro-German
operatic mainstream. and we tend to forget
her Moravian heritage—and how wonder-
ful at last to hear an important voice in this
music. Not only is Popp’s inflection of the
text deliciously idiomatic, but her bell-pure
soprano sounds ravishing on every note and
in every gorgeously shaped phrasc. Here is
a Vixen that for once capturcs the cars as
well as the heart.

I have already mentioned the brilliant
clarity of London’s engineering. which suc-
cesstully repraduces the full range of Jand.
¢ck’s colorful orchestral palette. It only
remains to mention the wise essay by John
Tyrrell that accompantes the discs, and the
generous selection of charming wildlife
drawings that originally inspired Janacek. |
might also complain mildly about Deryck
Viney's hideous English translation. full of
annoying British colloguialisms that turn
Janidcek's animals into a parcel of grubby
cockneys. That minor drawback duly not-
ed, I can only urge everyone to hear this
magnificent recording. one of the most dis-
tinguished releases of this or any other year.

P.G.D.

MACDOWELL: First Modern Suite,
‘ Op. 10; Sonata for Piano, No. 4. Op.
59 (Keltic)—Sec page 74

MOZART: Quartets for Strings (14)-
See page 56.

MOZART: Overtures (9).

Academy of St. Martin-in-the-Fields. Ne-
ville Marriner. cond. [John Fraser. prod. | ANGEL
DS 37879. $10.98 (digital recording). Tape: 4XS
37879. $9.98 (cassctie)

LucioSilla, K. 135: Idomenco, K. 366: Die
Entfihrung aus dem Serail. K. 384: Der Schau-
spieldirekior. K. 486: l.e Nozze di Figaro. K.
492; Don Giovanni, K. 527: Cosi fan tutie. K
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588; Die Zaubertlote, K. 620: La Clemenza di
Tito, K. 621
COMPARISONS:
Haitink/London Phil.
Davis/Royal Phil
Bohm/ various orch.
Faerber/ Wiirtiemberg

Phi. 9500 882

Sera. S 60037

DG Priv. 2535 229
Tum. QTV-S§ 34628

For a good many years, Colin Davis™ Sera-
phim disc has neatly and economically
answered the basic-library need for a col-
lection of the cight essential Mozart over-
tures (which is to say those listed above
from ldomeneo on), to which was added the
brief Finta giardiniera Overture, otherwise
available at the moment only in the DG

complete recording. Now there is competi-
tion. m the form of a Haitink/Philips disc
that slipped into the catalog a while back
and this ncw Marriner/ Angel—both featur-
ing the essential eight and the three-move-
ment, eight-minute-plus Lucio Silla

Except for some grittiness in the Sera-
phim string sound (it would be interesting
to hear a new disc mastering of the tapes),
the Davis disc remains an attractive propo-
sition. He went on to record seven of the
operas represented complete (all but Finta
giardiniera and Magic Flute), and 1 find
these earlier performances generally fresher
(Continued on page 67)

Orbitrac...
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Orbitrac circles your album with hundreds of microscopic fibers in each
groove for a clean no other record care system offers. Just align with the
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AtLast,

Cherubini Receives
'His Due

'Reviewed by Paul Henry Lang

FINALLY WE HAVE A GOOD RECORDING of a
masterpiece admired by Berlioz, Brahms,
Wagner. and just about every musician in
the nineteenth century—yet unaccountably
forgotten by the twenticth. Cherubini. the
enigmatic Florentine, like Handel in Lon-
don, spent his entire mature life in Paris,
surviving revolutions and dynasties. never
budging from his principles, even when
challenged by Napoleon. He was regarded
with awe by his colleagues but never
became popular with the public. though
some of his operas were still in the Europe-
an repertory in my youth. Everyone
admired his incomparable mastery of the
métier of composing—Haydn called him
his *‘spiritual son’’—but his music was
considered cool, even cerebral.

Those who listen to this Mass will dis-
cover a work rich in sentiment, a deeply felt
meditation on the dread of death and hope
of eternity. expressed with infinite delicacy
and reserve. It belongs in the company of
the Mozart, Berlioz, and Verdi Requiems.
Commissioned in 1816 by Louis XVIII to
be sung for the eternal rest of the executed
Louis XVI, it was performed again two
years later at the funeral of Méhul and sub-
sequently taken up in many churches and by
choral socicties.

The C minor Requicm is unlike any
other Mass for the dead we can recall.
because in no other is the mood of serenity
so consistently maintained. Yet even de-
vout prayer (as in the **Pie Jesu'") is per-
meated with the thought of the inevitability
of death; it is not fear that overwhelms the

composer, but a great sorrow and mourn-
ing. And he had no interest in conjuring up
the Day of Wrath, which compuoscrs from
Mozart to Verdi rendered with dramatic
violence. In many ways, the *‘Dies irae™ is
the centerpiece of the Requiem Mass. yet
after a brief flare-up and a fearsome stroke
on the gong at the beginning, Cherubini
throws a veil over the terrors of the Last
Judgment. By the middle of this great medi-
eval poem. the choral parts engage in
hushed dialogues until, at the *‘Judex
ergo,”’ the dramatic beginning returns
briefly. The ‘*‘Rex tremenduae.’’ which
Mozart set with such dramatic force, Che-
rubini treats with quict awe.

The supplication in the Introit and
Kyrie calls for very durk colors: the violins
are silent, divided violas taking their place.
(It was this movement that inspired Brahms
to use the same orchestration in his German
Requiem.) An expressive cello melody
prefaces each part of the Kyrie, and then
meanders softly through it. The Offertory
contains a magnificent triple fugue. and for
once the choral parts are not swamped in
performance: they come across even in the
lively stretto. Again the composer surprises
us in the *‘Lacrymosa.”’ usuallv a quiet
melodious section. here almost convulsive
with its thrusting accents. though at the end
it becomes submissive. The Sanctus is fes-
tive, as tradition demands. but the move-
ment, unusually brief and concise, is fol-
lowed by a repetition of the **Pie Jesu,’” in
which Cherubini immediately returns, in an
ineffable melody introduced by the clarinet,

HIGH FIDELITY ARCHIVES

to the supplicating tone. Anguished cries,
repeated thrice, begin the Agnus Dei, yet
after the elemental surges of the excited
chorus, the anguish subsices and is suc-
ceeded by a long decrescendo. The ‘‘Lux
aeterna,’’ the last section of the Requiem
Mass, rises once more, then, while the
basses rumble mysteriously. reaches a tran-
scendental tong; the chorus, almost immo-
bile and stammering, whisperingly accepts
what is ordained. Berlioz, who hated Che-
rubini as the powerful director of the Con-
servatoirc whom he considered athwart his
path. nevertheless went on record as saying
that this movement ‘‘surpasses everything
that has ever been written of the kind.”’
This sombre work has no solo parts, so
the conductor can concentrate on orchestra
and chorus; Riccardo Muti does this mas-
terfully and is rewarded by outstanding
playing and simging. The dark coloring and
the delicate interplay of instruments and
voices are beautifully brought out. But what
particularly impresses is his realization that
in almost every movemernt of the Requiem
there are moments of halting, questioning
wonderment at the mystery of death. The
conductor never fails to convey these
moments of aching poignancy, yet without*
obvious tempa or dynamic alterations. The
sound of the digital recording, if not excep-
tional. is very good. HF

CHERUBINI: Requiem in C minor.

Ambrosian Singers, Philharmonia Orches-
tra, Riccardo Muti, cond. [John Mordler, prod.]
ANGEL DS 37789 (digital recording). Tape 4XS
37789. $9.98 (cassette).
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(Continued from page 63)

and more alive. What's more, 1'd sooner
have Finta giardiniera than Lucio Silla. a
pretty but hardly riveting piece. (There is in
any event another source for the latter. See
below )

Actually. Marriner makes a rather
good case here tor Lucio Silla. driving it
harder than he did in his deleted Angel
recording (with three other overtures and
the ballet Les petits riens). Most of these
pertormances n tact tend to the hard-driv

Reviews

en. though this isn’t necessarily a matter of

tempo. Marriner’s Magic Flute. tor exam-
ple. times out only eight seconds fuster than
Davis” and eleven seconds faster than Hai-
tink’s. and yet it has for me an unmistak

ably brisker feeling. which must have to do
with a certain bluntness of attack. bordering
at times on cudgeling.

The recorded sound. which is torward
and highly detailed but not very warm. con-
tributes to the impression of almost aggres-
sive brilliance. Setting aside for a moment
the question of the eftectiveness of individ-
ual pertormances. the overall effect is a
degree of “up’-ness that may be either
exhilarating or fatiguing. depending on
your taste and mood. I've certainly found it
relaxing to switch to the mellower. more
refined Haitink pertormances. where | hear
more sense of shape and flow in the phras-
ing. especially as regards the winds

Which is not to deny the attractions ot

the Marriner disc. In addition to Lucio Sil-
la. the other opera-seria overtures—/do-
meneo and especially Clemenza di Tito—
respond right smartly to Marriner’s gung-
ho treatment, and Figaro and Abduction
can undoubtedly absorb fairty helty energy
transtusions. Looking to the long haul. t'm
not so sure about the skitush Magic Flure
and Don Grovanni and Impresario. but the
Cosi s a winner. more spacious and song
tul.

You'll have to decide for vourselt
which of these discs suits you best. but you
can’t go fur wrong with any. You nught
also consider the DG Privilege disc assem
bled from gKarl Bohm’s complete record-
ings of Abduction. Impresario. Figaro.
Don Giovanni (the earlier. and somewhat
better, Prague set). Cosi, and Magic Flute.
with the Symphony No. 32 ingcmously
cribbed from his symphony cycle for is
seeret identity as the intended overture to
Zaide. The pertormances. while uneven,
have the advantage of having been con-
ceived in connection with their operatic
contexts. and some of them. notably the
rousing Berlin Phitharmonic Magic Flute,
are quite good.

Since the Privilege disc was put
together betore Bohm recorded /domeneo
and Clemenza di Tito. those overtures are
lacking. You can catch them. though, along
with the overtures to /mpresarie and seven
of Mozart's early stage works. on a Turn-

about disc that isn’t terribly polished but is
on the whole more inviting than the cut-
and-dried performances in the complete
recordings ot such works as Mitridare. So-
gno di Scipione. and Lucio Silla . 1t you can
find a copy tlat enough to track. this i1s a
usctul supplement to the basic collec
tons K.F.

MUSSORGSKY: Salammbo (excerpts).

CASI
Salammbo Ludmila Shemchuk (ms)
Balcanc Iskinder/Spendius/Aminachar

William Stone (b)

Matho Gheorghs Seieznev (bs)
First Priest Giorgio Surjan (bs)

Arena di Verona and Oratorio dell’lmma
colata di Bergamo Children’s Choruses. RAI
Chorus and Symphony Orchestra. Milan, Zoltin
Pesko. cond. CBS MASTERWORKS M2 36939
(two discs, manaul sequence) [recorded in per
formance. November 10. 1980] [price at dealer’s
ophion|

In 1863. Gustave Flaubert’s exotic histori-
cal novel Salammbo. issued in France only
the previous year. was published in Russia,
and the twenty-four-year-old Mussorgsky
began work on his opera on the subject. The
project occupied him on and off for three
years, but was then dropped with just three
extended scenes written, plus songs or cho-
ruses for three others, about halt the total in
orchestrated form. Themes and orchestral
motifs from Salammbé were cannibalized
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for later use by the composer, but otherwise
the materials were known to only a few
Mussorgsky scholars until the Hungarian
conductor Zoltin Peské undertook the col-
lecting, comparing, and orchestrating that
led to the performance preserved on this
recording.

Flaubert’s novel chronicles the rebel-
lion of the mercenary barbarian armics
against Carthage—unpaid after ycars of
sanguinary labor against Rome, the barbar-
an hordes nearly destroy the republic
before they arc deteated by the tactical
sophistication of Hamilcar Barca. Woven
into this talc is the obsessive relationship
between Mathd. the Libvan general who
becomes  commander of the barbarian
armies, and Hamilcar's daughter, Salamm-
bo. a sheltered virgin dedicated to the cult
of the goddess Tanit (Mussorgsky makes
her high priestess of Tanit). With the con-
nivance of the freed Greek slave Spendius.
Mathé penetrates the temple of Tanit and
steals a sacred garment called the Zaimph,
which is supposed to possess mystical pow-
ers. On the instructions of the cunuch priest
Schahabarim, Salammbéd mak es her way to
Matho’s tent in the barbarian encampment,
seduces him. repossesses the Zaimph, and
in the confusion of an attack, flecs with it to
Hamilcar’s camp. The superstitions sur-
rounding the Zaimph have an impact on the
fortunes of war. Hamilcar gives Salammbé
as bride to the Numidian chief Narr'Havas,
who has deserted with his army to the Car-
thaginian side. But when Mathd. taken pris-
oncr in the barbarian defeat, is savagely tor-
tured to death by the Carthaginian popula-
tion, Salammbo dies as the wedding prepa-
rations proceed. There is also a great deal of
moon goddesses vs. sun gods, female prin-
ciple vs. male, but you Jungians can’t sue,
because Gustave got there first.

It all sounds like natural-borm grand-
opera stuff. but unless considerably re-
vised, it isn’t. The tinest things in the novel
are descriptions of feast, battle. torture, and
sacrifice. some of them still fairly gamy.
The characters are presented primarily
through the roles they play in the deathly
politico-religious contlicts of the plot, and
though the psychological predicament of
the heroine and the content of her relation-
ship to Matho (the confusion—or perhaps
the unity—of religious obsessiveness with
the sexual variety) is strongly suggested, it
is not much specified. The central scenes of
the personal drama would have to be imag-
ined and elaborated for the stage by a libret-
tist of high competence.

Within a few ycars. Mussorgsky was
to find a substantially ready-made libretto
that would allow him just this exploration
of the personal significance of high political
drama and the political significance of high
personal drama. but at this point he seems
to have had scant idca of how to illumine
from a librettistic viewpoint the personal
aspects of Salammbd, which would neces-
sarily be the core of what's cnactable on a
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stage. The picces he wrote are with one
exception cither incidental or public/ritual
in nature, and stuck for words, he turned to
cxtant Russian verses from unrelated
sources.

So the closest to a stageable Salammbé
has been the briefly successful version by
Ernest Reyer, which reached this country at
the turn of the century in a scenically fan-
tabulous production in New Orleans. and
tor three performances at the Metropolitan
(with a cast that included Bréval, Saléza.
Journet, Scotti. and a whole bunch of the
wonderful sccond-line singers then active
in the company’s French wing). And the
closest to popularity has been the choice of

a tictitious Salammbé as the vehicle for the

disastrous debut sequence in Citizen Kane.
(My movie trivia informants tell me that
Thais was the intended sclection, but that
difficulty ensucd over rights. I must say that
Salammbé is the perfect substitute, but can
anyonc tell me just which scene of Salamm-
bo that opening fragment is supposed to
represent?)

I don’t mean by all this that there is
nothing of consequence herc. Mussorgsky
was thinking in the right direction in creat-
ing for Mathdé & prison monologue for
which there is no equivalent in the novel.
While I can’t quite agree with Peské’s opin-
ion that the result is “‘one of the most
extraordinary monologues in all opera’
(does he truly believe it ranks with those of
Boris, of Florestan, of Sachs, just to stick to
non-ltalian examples for male voice?), it's
a strong scene, for sure. Most of it is in the
“realistic-declamatory™ style that was to
be the composer’s main contribution to the
line of great Russian bass and baritone sce-
nas for such characters as Igor and Susanin,
and is quite an opportunity for a first-rate
singing actor. There is a beautiful melodic
development as Mathd contemplates an iso-
lated death (**Ya wmru odinok™ ), and it is
likely, to judge trom other thematic frag-

COURTESY CBS MASTERWORKS

ments that make appearances, that the piece
would have made greater impact as the cul-
mination of the Salammbd/Mathd relation-
ship that didn’t get written—the missing
Tent Scene., Salammbad’s first appearance at
the mercenaries” wild feast. Bits of Boris
peep through in the orchestra.

The other really imposing section is
the first part of the longest consecutive
scquence, the ritual in the Temple of
Moloch as the apparently doomed people of
Carthage implore the god for deliverance
(in the novel, it is a gruesome. brilliantly
written description of mass child sacrifice).
The color of this scene is rich and barbaric,
with some fascinating harmonic and instru-

Perhaps half

the music is worth
going back to

and very pleasant
to have.

Pesko: intelligently scored contribution

mental choices and beautiful choral writing
that includes haunting usc of the children’s
voices. The scene then segues into Salamm-
bo’s decision to attempt the retrieval of the
Zaimph. and the people’s reactions; here
the writing becomes rather predictable and
a bit strained.

The rest is less interesting. A previous
ritual scene, in the Temple of Tanit, is more
clichéd and less pointful. with passages for
Salammbo that sound like pages Borodin
decided not to give to Konchakovna. Of the
incidental numbers, a chorus of pricstesses
attempting to console Salammbd during the
wedding preliminarics, a little like the
maidens of Sandomir with Marina but less
individual, is at least quite pretty. A bari-
tone song for a Balearic soldier, given a
nice introduction of the sinuous Oriental
oboc variety. is moderately attractive but
ordinary, with some very tweaky orchestral
commentary, and a supposedly rousing
chorus of Libyans is pretty much a dead
loss. So perhaps half the music, nearly all
of itin the second half of the existing score,
is worth going back to, and very pleasant to
have. A single disc would do it.

Fortunately. the singers are a fairly
impressive group, and a fairly unfamiliar
onc—always a welcome combination.

HIGH FIDELITY



There are two impressive-sounding Slavic
basses. Gheorghi Seleznev. the Matho,
shows a tone both broad and deep. with a
fine resonant bite to it. At times the voice is
a little deficient in vibrato, but when given a
more cantabile opportunity he can rise to it.
He can sing softly to lovely effect, and
though he is clearly not a baritonc, he
reaches a ringing and honestly come-by G
in his monologue.

Just as commanding. and even more
beautiful, is the voice of Giorgio Surjan,
who as the First Priest is called upon to
intone (rather startlingly. to our ears) the
principle theme of Boris™ **1 Have Attained
the Highest Power. ™" He has less of a chal-
lenge than Seleznev here, but it is clear that
his instrument has good size, length of
range. and the capacity for a solid legato.
Two to look forward to.

The Salammbd. Ludmila Shemchuk,
has a mezzo of luscious timbre in the mid-
dle. She, 100, has the reach in her voice (the
role is very high at points), but it sounds as
though it narrows above the upper-middle
transition—unless, as is entirely possible,
the engineers of this live event have sabo-
taged her on the high end. She sings with
good line and dynamic control. The young
American baritone William Stone renders
several supporting characters with a warm,
pliant voice that sometimes tends toward
dryness at the top.

There is nothing outstanding about the
orchestral and choral work, but it is certain-
ly sufficient, and the occasion seems to
have been tolerably well rehearsed. Peské's
contributions to the orchestration seem to
me very intelligently scored and stylistical-
ly logical. The recorded sound has a slight
edge to it, and not much sheen or depth. (1
wonder if a mono edition would sound
noticcably different.) But its balance is
acceptable; it conveys the music. There’s a
trilingual libretto. and above-average notes
from Rubens Tedeschi and Peské. C.L.O.

RAVEL: Gaspard de la nuit—See
Recitals and Miscellany.

RAVEL: L’Enfant et les sortileges.

CAST:
The Child Susan Davenny Wyner (s)
Fire/Princess/Nightingale Arleen Auger (s)
Shepherdess Lynda Richardson (s)

Sota/Bat/Squirrel Jane Berbié (ms)
Shepherd/White Cat Linda Finnie (ms)
Maman/Chinese Cup/Dragontly/Owl
Jocelyne Taillon (a)
Teapot/ Arithmetician/ Tree Frog
Philip Langridge (1)
Grandfather Clock/Black Cat
Philippe Huttenlocher (b)
Armchair/Tree Jules Bastin (bs)
Ambrosian Opera Chorus, London Sym-
phony Orchestra, André Previn, cond. [Suvi Raj
Grubb, prod.| ANGEL DS 37869, $10.98 (digital
recording). Tape: 4XS 37869 (cassette).
COMPARISON:

Maazel/Orch. National DG 138 675
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This is an attractive performance of a fasci-
nating but problematic piece. The problems
of L' Enfant arc by no means confined to its
visual element (how do you make some-
thing intelligible of the coming-to-articu-
late-life of all the Child’s surroundings?),
but there's no doubt that the absence of this
element simplifies life for recorded per-
formers.

What we need to do, [ think., is recom-
plicate matters a bit. While conductors are
in their element with the musical ingenuity
of L'Enfani—and who woundn’t savor the
jazzy fox-trot of the Teapot and Chinese
Cup. the rustic and plaintive ballet of the
wallpaper figures, etc.?—most of the

opera’s characters are allowed to bob to the
surface and sink back without leaving a rip-
ple.

I don’t think the problem is so much
the difficulty of bringing a grandfather
clock or a nightingale to anthropomorphic
lite, although heaven knows such charac-
ters don’t exactly demand dramatic serious-
ness from performers disinclined to provide
it. Still, the text zeroes in with considerable
precision on the stakes of all those
aggrieved furnishings and critters. Some
are trying to comprehend their loss, or to
geton with their existences, or to cope with
their mjuries. or to appeal for help. Many
want something from the source of their
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misery, the Child: acknowledgment, hu-
miliation, guilt, revenge.

It’s probably not coincidental that the
strongest impression in the new recording is
made by Philip Langridge. The same thing
happened with Hugues Cuénod in the
Ansermet recording (a casualty of Lon-
don’s mass Treasury deletions), and Michel
Sénéchal is no slouch with Maazel. Taking
nothing away from these gentlemen, the
fact is that the first two tenor roles, the strut-
ting Teapot and the hectoring Arithmeti-
cian, are written so aggressively (a tortu-
ously high tessitura, for one thing) that the
performer has to be cooking from his first
cue just to be able to sing them.

Even these roles can be made more
vivid by making that crazy writing more
directly express the pursuit of their needs
and trusting that the result will be effective,
rather than heading straight for a cute *‘ef-
fect.”’ (Remember, however zany the little
old Arithmetician may appear to us, he
doesn’t think of himself as ridiculous, or
*‘cute.’’) What. then, about all those other
characters, less overtly demonstrative than
the Teapot and Arithmetician?

When your entire role lasts only a few
minutes, you don’t have the luxury of a
Rigoletto or Isolde, who may be able to
stcal some performance time to ease into
the character. What's more, Ravel’s vocal
writing is rarely effective in conventional
terms, making it that much easier to under-
stand the temptation to fall back on the
latent cuteness of Colette’s libretto. In the
process, however, we are severed from the
emotional reality of the Child’s fantasy as
irrevocably as his assault on the wallpaper
separates the Shepherd and Shepherdess.

Both the Angel and the DG perfor-
mances are well conducted and recorded,
and on most counts | would be hard put to
choose between them. DG has one impor-
tant edge in Frangoise Ogéas's vocally solid
Child. This is the one character we have to
listen to throughout the opera, and I have a
hard time with Susan Davenny Wyner’s
hollow, unsteady tone.

I'm also partial to DG's Jeannine Col-
lard as Maman and the Dragonfly, and she
might also have been a smashing Chinese
Cup if Maazel hadn’t been so literal in read-
ing Ravel’s *‘nasal voices’’ instruction for
the Teapot and Cup. Angel's Jocelyne Tail-
lon is a more effective if rather matronly
Cup, but a less individual Maman and
Dragonfly. Jane Berbié doesn’t make much
of the Sofa in either recording but is a solid
Shepherd (DG), Bat (Angel), and Squirrel
(both)—though Ansermet’s Suzanne Dan-
co works up to a more powerful climax as
the Squirrel.

Danco, however, is a surprisingly
uninteresting Princess, a role that on paper
looks like perhaps the opera’s most affect-
ing. Almost by default, Angel's Arleen
Augér is the choice here and in the two col-
oratura parts, the Fire and Nightingale, that
Ravel specified should be doubled with the
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Princess. The forlorn duet of the Shepherd
and Shepherdess is another episode that
somchow rarely scems to come off—too
bad we can’t pair DG's Shepherd (Berbié)
and Angel's Shepherdess (Lynda Richard-
son). The lower-range male roles are so elu-
sive that not even such sympathetic per-
formers as DG’s Camille Maurane and
Heinz Rehfuss make much headway.
Neither cast, then, has a decisive
advantage, with the possible exception of
DG’s Child. On the other hand, the DG
libretto is in French only, while Angel sup-
plies a good new translation by Felix Apra-
hamian. In the end, allowing for the reser-
vations noted above, either recording

3

- !

should give a fair measure of enjoyment.
Which leaves us with two serviceable
accounts of L’Enfant and none of the more
engaging L'Heure espagnole. Hint: Maa-
zel’s DG recording is rather better than his
L' Enfant. K.F.

RIMSKY-KORSAKOV: Symphony No.
2, Op. 9 (Antar); Russian Easter Over-
ture, Op. 36.

Rotterdam Philharmonic Orchestra, David
Zinman, cond. PuiLIps 9500 971, $12.98 (digital
recording). Tape: 7300 971, $12.98 (cassette).

In his autobiography, Chronicle of My
Musical Life, Rimsky-Korsakov wrote, **[
was wrong to call Antar a symphony. Itis a
poem, suite, fairy-tale—anything but a
symphony."” Whatever it is, it’s another of
those unjustly neglected works conductors
scem to delight in passing over, a gorgeous
example of Russian exoticism. Anyone
who likes Scheherazade or Le Cog d' or will
certainly respond to the sensuously beauti-
ful melodies and colorful orchestration of
Antar. Perhaps it’s a case of Rimsky's hav-
ing written the same type of music once too
often—yet Antar is in no way inferior to the
other works. The lack of an exciting or

JULIAN H. KREEGER

emotional finale (Antar’s is quiet and
reflective) has undoubtedly militated
against frequent performances; after all,
quict endings don’t elicit as much applause
as loud ones. (I know Scheherazade ends
softly, but most of the finale is exciting
nonctheless.)

Antar has fared only slightly better on
records than in the concert hall. In addition
to this new recording. SCHWANN lists only a
version by Maurice Abravane! and the Utah
Symphony (Vanguard VCS 10060). Long-
deleted accounts include those by Morton
Gould and the Chicago Symphony, Emest
Ansermet and the Suisse Romande, Paul
Paray and the Detroit Symphony (for which

Mellow
expansiveness
calls attention

to the beauty

of Schubert's music.

Leonard Shure leaves nit-picking behind.

I retain a special fondness), and Erich
Leinsdorf and the Cleveland Orchestra.

Entering the not very competitive lists
is the gifted American David Zinman, who
displays real sensitivity for Antar's many
soft lyrical episodes, largely concentrated
in the opening and closing movements. The
two dynamic and agitated middle sections
would benefit from greater . . . well, dy-
namism and agitation, which are found
aplenty in the old Paray version. (Converse-
ly, Paray could have used some of Zin-
man’s poetry.)

The Rotterdam Philharmonic again
proves an excellent though somewhat low-
key orchestra. In the fifth measure of the
opening movement the rhythm of the cello
and bassoon triplet is unclear; this is the
work’s first inkling of a thematic statement,
and it is played clearly in subsequent
entrances by other sections, yet with each
return to the cellos and bassoon, it is either
unclear or hurried. Similarly, the second
movement opens with a murmuring six-
teenth-note cello passage, taken up succes-
sively by the other strings, and the fourth
beat of cach measure is crucial in establish-
ing the contour of the theme; 1 defy anyone
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unfamiliar with the piece to discern the
theme here. so little articulation is there of
that fourth beat whenever the strings play
i

Gripes aside. this is a worthy presen-
tation of Anrar even without the tlair others
have brought to it. And I cannot stress
enough how enjoyable this music will be to
those sympathetic to the idiom. (Anyone
not so inclined must be an old grouch
indeed.)

The more tamiliar Kussian  Euster
Overture is not exactly overplayed these
days either. Zinman’s reading is graced by
fine solo playing. especially trom the vio-
linist, cellist, and flutist. The tamous trom
bone solo (for the second trombone. as was
Rimsky's wont) is appropriately portentous
but a bit foursquare and lacking in expres
sion. One of the most colortul works in the
literature. the overture. hike Anrar. receives
a rather low-key performance. when it
should really light up the sky with its festive
and fiery brilliance. In general. 1’ve found
Zinman's concert pertormances and his
recordings with the Rochester Philhurmon-
ic and the Netherlands Chamber Orchestra
more dynamic and charactertul than his
woik with the Rotterdam Philharmonic
Still. dus is a most worthwhile release.

In Philips™ trilingual liner notes. much
spuce is devoted to Max Harrison’s descrip-
tion of Anrar and Rimsky s tour versions of
it, leaving room tor only two extremely per-
functory sentences on the overture. Butit's
really time to stop stretehing a one-side
work. such as Anrar. over two sides. Other
versions. including the Paray (identically
coupled). have been accommodated on one
side. Here there would then have been room
for a third work. such as Sudko. Philips is
the main culprit in this chintzy practice
(Mendelssohn's  Reformation Symphony.
Bizet's symphony). Prices being what they
are, especially tor digital recordings, the
buyer deserves a bit more. J.C.

SCHUBERT: Sonata for Piano, in B flat,
D. 960.

L.eonard Shure. piano. [Julian H. Kreeger.
prod.] AUDIOFON 2010, $11.98 (PM&J Produc
tions. Inc.. 2710 Ponce de Leon Blvd.. Coral
Gables. Fla. 33134)

Some years ago. at a New York perfor
mance. Leonard Shure plaved this sonata
and displuved some decidedly arbitrary
notions about voicing; at bar 2 of the tirst
movement. for example. the emphasis sud-
denly—and inexplicably—shifted from the
upper to the lower octave in the right hand.
perhaps to demonstrate the discrepancy ot
slur markings in the Universal/Ratz edi
tion. 1 mention that anomaly only to praise
its absence in the present recording.
Presumably. Shure—who now secms
to be using the Breitkopt edition reprinted
by Dover (although he corrects the obvious
misprint. C sharp in place of B natural. at
the start of the slow movement that his one-
time mentor Artur Schnabel dogmatically
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perpetuated in his recording of the work)

has left such nit-picking behind. And all to
the good! In place of the stern and some-
times ungainly intellectualism that used to
pervade much of his playing, he seems all
heart now. To be sure, his iterpretation is
succinctly organized and thoroughly intelli-
gent in its simplicity and forward motion.
but there is also a mellow expansiveness
that calls attention to the beauty and ¢mo-
tional significance of Schubert’s music as
well as its construction. Indeed. one is sur-
prised to find a few careless details (the
accompaniment of bar 222 in the first
movement recapitulation, slightly ditterent
from bar 7, is not played so here). which,

however. detract not a bit trom the total
communication. Slightly. but enly slightly.
more annoving are certain pianistic fail
ings. such as the unevenness of the pianis
simo bass trills so important to the tirst
movement. and certain wrong notes and
gauchely articulated passagework  (espe-
cially. heavy chordal passages. which
could have more clarity). It should also be
mentioned that the sonata alone. shorn ot its
long first-movement repeat and with no
makeweight. provides somewhat short
measure. (The first side runs only 14:25.)

But in terms of eloguence. pacing. and
substance. this is one of the better readings
of this demunding and inspiring work. The
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resonant piano sound is admirable. but the
test pressing used for review had a tew ticks
and blemishes H. G.

Reviews

SESSIONS: Symphony No. 7; Diverti-
mento.

Louisville Orchestra, Peter Leonard. cond.
[Andrew Kazdin, prod.] LouisvitieE LS 775,
$7.98 (Louisville First Edition Recordings. 609
W. Main St.. Louisville, Ky. 40202).
SESSIONS: Sonatas for Piano, Nos. 1-
3.

Rebecca La Brecque., piano. Orus ONE 56/
7. $25 (two discs, manual sequence) (Opus One.
P.O. Box 604, Greenville, Maine 04441).

Roger Sessions celebrated his cighty-fifth
birthday in December 1981, during a musi-
cal season that turned out to be something
of a celebration of this great and neglected
American composer. Most important, the
Juilliard Schoo!l mounted a carefully pre-
pared, theatrically effective production of
his magnum opus. the grand (in both genre
and quality) opera Montezuma. His newest
work, a Concerto for Orchestra, was intro-
duced by the Boston Symphony and
promptly garnered a Pulitzer Prize. (A
recording is on the way.) Other important
pieces were played at concerts in New
York, Washington, and clsewhere. and in
the cause of wider dissemination. we have
some recordings as well.

Sessions” contribution to the modern
symphonic literature is exceptional in its
specific gravity, gestural variety, textural
intricacy . mastery of rhythmic flux and har-
monic implication—and. finally. in its
emotional complexity and impact. That
richness entails, almost necessarily. a less
obviously direct initial appeal to the listen-
er. by comparison with, say, the work of
the decade-younger Shostakovich (and,
heaven knows, his less populist scores took
long enough to find their way into the inter-
national repertory). It also makes consider-
able demands on the performers; Sessions’
music does not exactly play itself. and the
implicit shape and line take time to discover
and clarify

The Seventh Symphony (1967) was
commissioned for the 150th anniversary of
the University of Michigan and first per-
formed by the Chicago Symphony under
Jean Martinon. Like most of the compos-
er's symphonies. it is in three movements
(fast-slow-fast), though in this case an addi-
tional slow Epilogue achieves a sense of
retrospective closure. From the springy
octaves and the responding oscillating pat-
terns of the beginning. the thread of the
musical argument is consistently absorb-
ing. Among its distinctive features are a
certain prominence of the darker wind col-
ors (alto flute, English horn). a tondness for
quintuple meter that is a tacet of pervasive
rhythmic asymmetry, and a perhaps exces-
sive propensity to underline climaxes with
the higher pitched percussion instruments.
Peter Leonard and the Louisville Orchestra
handle most of the musical challenges well,
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although the violins sound understrength
and less than ideally secure when pressed
(as they often are by Sessions) into the high.
er positions. Most important, the perfor-
mance has the necessary shape.

The 1959 Divertimento. though more
substantial than the title might suggest. is a
more symmetrical, accessible work than
any of Sessions’ symphonics. The five
movements are designated Prelude. Aria,
Toccata, Perpetuum Mobile. and Epilogue.
and the suggestions of virtuosity therein are
very much to the point—this is a wonder-
fully high-spirited. bouncy showpicce for
orchestra, not casy to play but surely
rewarding for both performers and audi

i
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ences. Again, the Louisville forces do well
with the substance and most of the detail.

The presentation. however, leaves
something to be desired. Though the com-
poser’s own notes on the symphony are
quoted, the liner's description of the Diver-
timento is quite inadequate, with no indica-
tion of the number of movements or their
titles, while the label specifies only four
movements. with no titles! The recorded
sound. at least, is clear and natural in effect.
With the deletion of Argo ZRG 702. which
contained Frederik Prausnitz® fine perfor-
mances of Sessions” Rhapsodv and Eighth
Symphony. this is now the most satisfacto-
ry representation of Sessions’ symphonic
writing on disc

The most valuable aspect of Rebecca
La Brecque's integral recording of Ses-
sions’ three piano sonatas is that it focuses
our attention on the stature of his contribu-
tion to this genre. Dating, respectively,
from 1930, 1946, and 1965, the piano sona-
tas represent three distinct periods of the
composer’s style yet reflect the same fun-
damental musical preoccupations. The First
Sonata begins with a classic Sessions “‘long
line.”” an unfolding melody that. though in

a Chopin-esque setting. is quite un-Chopin-
esque in impact: this gives way 10 a vigor-
ous Allegro. then returns. to be succeeded
by a spiky finale. The later sonatas are in
distinct movements, the writing denser.
ever more closely reasoned: studied in
sequence. all three constitute an admirable
introduction to Sessions” music.

I would have to add. however. that
these performances are less convincing. in
shape and in detail. than the alternatives
presently available (No. 1. by Robert
Helps. on CRI SD 198; No. 2, by Alan
Marks. on CRI SD) 385; No. 3, by Helps, on
New World NW 307). The piano writing is
of great complexity: an extraordinary com-

Sessions’ music
does not play itself;
the shape and line
take time to discover.

Roger Sessions: a recent celebration

mand of tempo and rhythm is required to
clarify the music’s tlow. and nothing less
than a magisterial polyphonic technique is
needed to sort out the many linear strands.
La Brecque’s dedication to the music and
her seriousness of purpose are unquestion-
able-—but she simply is not a pianist in the
class of Helps, technically speaking. so her
pertormances don’t achieve the profile or
clarity (or even the required tempos) that
his do. Good marks for effort. and for pre-
sentation. with a booklet of notes on the
music by James McCalla and on its perfor-
mance by the pianist. The final side is filled
out with recorded conversation between
composer and pianist. not very satistactori-
ly engincered or edited—though the sound
of the sonatas themselves is quite good.
D.n.

SHOSTAKOVICH: Symphony No. 10,
in E minor, Op. 93.

Berlin Philharmonic Orchestra. Herbert
von Karajan, cond. [Giinther Breest. prod.)
DEeuTscHE GRAMMOPHON 2532 030, $12.98 (dig-
ial recording). Tape: 3302 030, $12.98 (cas-
sette)

Having attended the American premiere of
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the Shostakovich Tenth. by Dimitri Mitro-
poulos and the New York Phitharmonic
(October 14, 1954), | recall that one critic
wrote: “*Shostakovich has written an excel-
lent symphony lasting thirty minutes. Un-
fortunately it takes fifty minutes to per-
form.”” Immediate purchasc of the now
deleted Mitropoulos recording. the passage
of time. and increased tamiliarity with the
score have demonstrated to at least one lis-
tener that Shostakovich wrote not merely an
excellent, but a great symphony—and one
lasting fifty minutes (close to fifty-two
here).

During the same scason. | first heard
Herbert von Karajan and the Berlin Philhar-
monic. at their picketed New York debut
(March t. 1955). He seemed not so much to
conduct as to preside over the performance.
merety reminding the plavers of details
agreed upon at rehearsals. My carly aural
impressions of his work. in subscquent con-
certs and recordings. were that he smoothed
away the accents. the “‘rough spots™ in
Beethoven. Brahms. Berlioz, and others.
and presented their scores in sleck. smooth
sounding. bland interpretations.

Again the passing of the ycars has
brought changes. not only in my perception
of his work. but in the work perceived.
While sonke of the old sleckness remains.
many of his recordings of the past decade or
so demonstrate greater personal involve-
ment. a more committed. more penctrating
approach to scores. The former blandness
has given way to powerful statements of
much of the symphonic hiterature. (1 lcave
evaluation of his operatic conducting to oth-
ers.)

Karajan has always been very selec-
tive in his choice of repertoire, and the
Tenth Symphony is the only Shostakovich
he has performed and recorded. | haven’t
heard his earlier recording (DG 139 020).
but the new version gives ample evidence
that the score is tailor-made for the Karajan
of today. There is no smoothing-away here,
no holding back at climaxcs.

The long and mostly brooding first
movement. so beautitully begun by the sen-
sitive Berhin strings. rises to climactic
moments of scaring intensity: Karajan and
the orchestra reatly throw themsclves into
the music. and they supply just the right
touch of irony in the bittersweet waltz cpi-
sodes. The whirling dervish of a scherzo (a
portrait of the demented Stalin, according
to the composer’s memoirs) has a tury and
panache comparable to Mitropoulos™ pio-
neering version. More waltzlike music per-
meates the Allegretto third movement. in
which the composer’s musical signature,
DSCH (German nomenclature for the notes
D. E tlat. C. B). plays a prominent part
The brooding atmosphere returns to open
the finale. followed by a high-spirited Alle-
gro that would be typical of Russian sym-
phony finales of the 1940s and "50s. were it
not tor its moments of ficrce combativeness
and the feeling of triumph achieved not
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without loss. as depicted in the melancholy
woodwind passages. Karajan’s finale is
swifter than other versions. but the orches-
tra’s virtuosity sweeps all before it. even
despite flaws in the comical staccato bas-
soon solo keginning at figure 192,
Vividly recorded. this is. in toto, a
marvelously virile and exciting (as well as
poignant) rendition of one of the most mag-
nificent svmphonties of our time . the stature
of which increases with cach hearing.
Speaking personally. I can hardly imagine
or remember that there was a period in me
litetime when this work did not exist. To do
50 is 1o be reminded anew of the wonder of
the creative process. 1.C.

STEFFENS: Transpositions.

Peter Rogzenkamp. piano*. Ursula Wust.
tlute7: Hans Dietrich Klaus, clarinet**; Reiner
Schmidt. violait. Northwest Germman Philhar-
monic Orchestra, Janos Kulka, cond. 77 LaBOR
ILAB 12, $8.98 « Labor Records. P.O. Box 1262.
Peter Stuyvesant Station, New York. N.Y
10009).

Spiclstrategien *  Pluie
Femme-Fleur ¥ Guarnica. ™%
Rituelle Aktionen [I (tape)

de feu * La
Rose  ouest**

Walter Steffens. a  thirty-cight-year-old
German composer, has devoted his ener-
gies since the mid-1960s to a scemingly
quixotic wsk—transforming picces of vi-
(Continued on page 76)
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WE OWE CHARLES FIERRO u debt of grati-
tude for presenting the first recording ever

of kdward MacDowell’s First Modern
Suire. the student work begun in 1881 under
the guidunce of Joachim Raff which so
pleased Franz Liszt that he recommended it
for performance at the forthcoming meeting
of the Allgemeiner Deutscher Musikverein
to be held in Zurich the following July
MacDowell himself played it. trom manu-
script. and reported to his mother in New
York that he had scored a **great success. "’
In 1883, the suite was published by Breit.
kopf and Hiirtel in Leipzig (again. upon
Liszt's recommendation) and MacDowell
was launched as a composer.

Fierro also ofters the Kelric Sonata. a
fiercely difficult piece trom MacDowell's
last creative years that is almost never heard
today and has been recorded only twice pre-
viously. Thus. we have here specimens of
major works from the beginning and end ot
the carcer of one of America’s most gifted
composers (although the story. as 1 will
shortly explain. 1s a little more complicated
than that). MacDowell is. of course. out of
fashion thesc duys and has been tor many
years. but his time will come again. | agree
with Virgil Thomson, who has called him
“‘our nearest to a great master betore Ives™
and iconoclastically suggests that ~"Mac
Dowell may well survive him.”" Accepting
that thesis for the sake of argument. the
First Modern Suite looms as a work of some
historical significance.

MacDowell was an inveterate tinker-
er. He constantly twiddled with his compo-
sitions. reworking them even after they had
appeared in print, and the Op. 10 of 1883 is
almost unrecognizable as the sume work as
the Op. 10 of 1906—his last word on the
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Edward MacDowell:
Inveterate Tinkerer,

Near Master

Reviewed by Irving Lowens

subject, so far as can be determined. In
1891, three vears after his return to the
United States from Germany. he had pub-
lished (essentially tor copyright reasons) a
“new edition™ of the first and fourth move
ments of Op. 10. The Pracludium difters
very little from the original. the changes
consisting of a few added staccato marks.
phrase curves. and so on. but quite a differ
ent story was the Intermezzo. which grew
from cighty-six to 132 bars. Still not con
tent with the suite. MacDowell continued to
revise 1t and the results of more than a
decade of turther revaluation became evi-
dent in a drastically revised edition pub-
lished by Breitkopf in 1906. The Praclu-
dium is totally reworked; in the Presto the
changes are ¢even more numerous: the third
movement (Andantino and Allegretto) is, to
quote Oscar Sonneck. *““fully twenty bars
shorter and in MacDowell’s best vein™™; the
Intermezzo is now the expanded version of
1891; the fifth movement (Rhapsodie) has
been. to quote Sonneck again, “'so thor-
oughly overhauled as often to sound like a
new picce”: the concluding Fugue has a
completely rewritten ending. Fierro plays
the 1906 version. This may be. as the pro-
gram note points out. “‘one of the last
attempts—if not rhe last—MacDowell ever
made at composition.”” Thus, we won't
really know what kind of composer Mac-
Dowell was at age twenty-one until some-
body records the original version of the
suite, as published in 1883!

The situation with MacDowell’s Jast
piano sonata, though much simpler. also
presents some of the complications that
caused Sonneck to reter to the bibliography
of this composer’s works as “*perhaps the
most complicated of recent times.”™ So far
as Sonneck (and all subsequent students of
MacDowell’s music) knew. only a single
edition of the Keltic Sonata was published.
Not so. An actual copy of the first edition
was deposited for copyright on March 16,
1901. Some time between then and the tol-
lowing May, MacDowell had a tew second
thoughts. and on May 7. 1901. his long-
suffering publisher, Arthur P. Schmidt,
wrote him that he “had ulready carefully
made with ink in the copies on hand™™ Mac
Dowell’s corrections and humbly asked:
“*May | use up the yellow covers for revi-
sions now on hand?”™ We do not know how
MacDowell replied. but he apparently had

still further thoughts about the sonata.
because on November 5. 1902, Schmidt
wrote once again and assured the composer:
I will make the correction in the Kelric
Sonata. ™

Thanks to the existence of a copy of
the first edition that MacDowell presented
to his friend and disciple W. H. Humiston.
in which his corrections are indicated in red
k. we know that he changed the metro-
nome marking on page 30 from quarter
6Y 10 quarter — 88. while on page 31. for
the concluding codetta. the metronome
marking was altered from quarter = 48 to
half = 40, and the words *“gradually broad
en’’ were to be added over the last two
bars of the third system. Schmidt made the
correction on page 30 correctly in later
printings. but untortunately. he messed up
those on page 31. Instead of half = 40, it
came out quarter = 40, thus cutting Mac-
Dowell’s desired tempo in halt! According-
ly. evervbodv who plays the Kelric and
uses, unknowingly. the revised edition. is
farther away from MacDowell’s original
intention than it the first edition (where
quarter = 48 appears) had been used. And
to make the cheese still more binding, the
words 'gradually broaden’" are printed as
“gradually  broader’—over the wrong
bar!

The best of the three recordings of the
Kelric Sonata is that of Leon Bates, who
takes the picce somewhat slower than Fier-

|

|

ro does. uses a wider dynamic range (Mac- |

Dowell ranges from pppp to ff), and has
less trouble with its tormidable technical
problems. The Mitchell recording. now
more than fifteen years old. is acoustically
hors de combar. As w0 the First Modern
Suite. Fierro not only has no competition,
but he plays the spots off the picce. In view
of the pairing (Bates backs his Kelric with
Barber's Excursions and George Walker's
Sonata No. 3) and Nonesuch’s bargain
price. Fierro is clearly the better choice for
MacDowell aficionados. HF

MACDOWELL: First Modern Suite, Op.
10; Sonata for Piano, No. 4, Op. 59 (Kelt-
ic).

Charles Fierro, piano. [Charles Fierro and
Michael Fraser. prod.] NonesucH H 71399,
$5.98. Tape: N5 71399, $5.98 (cassette).

COMPARISON-—Sonata:
Bates
Mitchell

Orion ORS 76237
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(Continued from page 73)

sual art into music. This disc. apparently
the first of several volumes. shows that
visual-to-audio *“transposition™" (as the al-
bum title has it) can be done, if only in a
limited way. But more important. the col-
lection shows Steffens to be an inventive
composer whose music works on purely
musical terms. independent of artsy-philo-
sophical rationalizations.

Steffens covers an extraordinary range
of styles here. from serialism to minimal
ism. from dense, Romantic orchestral writ.
g to musique concrete (literally, in fact:
The source material for the tape piece
Rituelle Aktionen I was gathered at a con-
struction site). As for the *‘transposition’”
business, it really works only in the piano
picce Spielstrategien (Game Strategies)—
and there only because the graphic design
grids that inspired Steftens lend themselves
to musical games. with lines slanted in dif-
ferent directions representing  different
notes of an arpeggiated chord. Even at that,
Spielstrategien offers several distinct musi-
cal reductions of the graphic. striving
toward either consonance or chaos as the
cighty-ninc frames of the design slowly
change. Both *Meditations™ are conceived
in a minimalist vein; the first sounds rather
like Bach’s famous C major Prelude with
the needle stuck, the sccond somewhat
more dramatic.

Picasso paintings provide the inspira-
tion for two pieces. La Femme-Fleur. for
flute and piano. derives from the series in
which Picasso transforms a female nude
into a suntlower; here a graceful flute mel-
ody cvolves into something more abstract
and pointillistic, and then back again. with
a touch of Picasso’s ironic humor. Guerni-
caas the album’s most ambitious and strik-
ing offering—not quite a concerto. but an
orchestral work with a richly endowed solo
viola part. beautifully played by Reiner
Schmidt. Again, Picasso’s specific images
don’t translate into sound; nor does Steffens
choose to convey the chaos of the painting
or its myriad details. What he does convey,
through tensely emotional orchestral writ-
ing. is the tragedy of the bombing that
moved Picasso to commemorate the
Spanish Civil War.

The other works are more abstract.
Pluie de feu, for piano. is based on Bernard
Aubertin’s graphic in which twenty-seven
matches are lit and allowed to burn out: the
pictorial score consists of twenty-tour pairs
of notes (one treble. one bass. connected by
a line representing a matchstick) that, we
are told. represent four statements of a tone
row—although one doesn’t quite hear it
that way—plus three unpitched match-
sticks that Steffens calls **noise ficlds.™
representing  the crown of flame over
Aubertin’s twenty-seven matches. The re-
alization of the “*noise fields™ is left to the
discretion of the pianist, in this case the
adaptable Peter Roggenkamp (also heard in
the more tirmly controlled Spielstrategien).

Reviews

76

Reproduction of second page of Steffens’ score
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who creates a prepared piano, using foil
strips. for the occasion. As a concept. it is
inferesting: as a piece of music, it doesn’t
amount to much.

Like Pluie de feu. the clarinet work
Rose ouest has a graphic score—this one
oval-shaped. with notes interconnected by a
serics of lines. Several sequences are possi-
ble; the player is expected to impose (or
improvise) a form of his own. presumably
in a way that somchow represents the
work’s visual inspiration—a stained-glass
window in the Notre Dame Cathedral. But
there’s a catch: Rose ouest is played simul-
tancously with Rituelle Aktionen 1. the
construction-site tape piece. Thus, the clar-
inctist has two quite divergent stimuli to
react to. the grandeur of a Notre Dame win-
dow and the more pedestrian noisc of jack-
hammers, et al. Hans Dietrich Klaus makes
the sensible choice, ignoring the former and
reacting to the rhythms and impulses of the
latter. The result may not conform to the
composer’s intention of portraying the win-
dow. but it makes an ctfective picce for
clarinet and tape.

The recording comes with copious
notes and reproductions of either Steffens’
scores or the original artworks—all of
which. alas. Labor's graphic designers
present in small black type on a retlective
silver cover. AK.

Recitals and
Miscellany

TWENTIETH-CENTURY CONSORT,
VOL. 2.

Lucy Shelton, soprano*. David Gordon,
tenort; Lambert and Jan Orkis and James Pri-

mosch, piano**; Thomas Jones. percussiont:
Emerson String Quartett+: Twentieth-Century
Consort. Emerson Quartet members. Christo-
pher Kendall. cond.*. [Bill Bennett. prod.]
SMITHSONIAN N 1027, $13.98 ($12.58 10 mem-
hers) (two discs) (add $1.75 tor shipping: Smith
sonian Recordings, P.O. Box 10230. Des
Moines. towa 50336).

ALBERT: To Wake the Dead.* CRUMB:
Celestial Mechanics (Makrokosmos [V). ** DA-
VIDOVSKY: Quartet tor Strings. No. 4.1+
WERNICK: A Poison Tree.* WRIGHT: Canta-
ta.t

Several months ago, the Smithsonian
released the first installment of a scries by
the Twentieth-Century Consort (N 1022.
July). which covered a broad if mostly con-
servative selection of contemporary musi-
cal languages. attempting to show a synthe-
sis between old and new compositional
styles. In the second volume, these young,
versatile players continue their survey of
what the annotator calls **a new plurality of
styles,”” choosing works so as to ““eschew
the esoteric yet remain above the obvi-
ous.”

What they eschew. actually, is the
novelty snobbism that has dogged scrious
music throughout our century—the notion
that complete originality in both concept
and detail is paramount. and its corollary.
that composers who use gestures and
devices that have been used before are
merely derivative second-raters. Rather.
the consort gravitates toward composers
(mostly well-known) who have settled on
specific streams of language that are famil-
tar, but not yet quite “‘mainstream,”” and
who seek to establish 4 working contempo-
rary vocabulary by drawing on those
styles.

Often, these composers combine sev-
cral elements of twenticth-century style and
extend the language. adding personal
touches. Maurice Wright, tor one. contrib-
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The third vocal piece, Richard Wer- | —M8M8¥ _— =

A DIFFERENT KIND

nick’s provocatively ambiguous treatment
of Blake's A Poison Tree, begins with a
brusque, cathartic instrumental fantasia in
colors similar to those Albert uses (flute.
clarinet. violin, cello. and piano—without
Albert’s harmonium, viola, and piccolo).
Wemick's setting 1s tense—or rather, the |
instrumental accompaniment is steeped in
tension. the vocal melody more innocent.
Blake's poem is quick-moving, ironic, and
glib, but Wernick seems to see more to 1t.
The first time through. he conveys those
elements faithfully in the form of a modi-
fied vals macabre. But the final section

aYOU are a

winner

in the Ohm/Mobile Fidelity

*100,000.00

speaker and record giveaway

Be one of the first 12,500 to erter and you
will be an instant third prize winner of a com-
plete set of coupons worth $326 toward the
purchase of Mobile Fidelity Original Master
Recordings™. And you can win one of the
6,003 top prizes too!

No purchase is necessary to enter. Simply
spend five minutes listening to the new Ohm
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on every record and tape in print -
no “agree-to-purchase " obhigations of any kind
DISCOUNTS OF 43% TO 73%
off mfg suggested hist. special catalog
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including most imports through special custom
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SCHWANN CATALOCG
lists thousands of titles
classical, pop. jauz. country. etc
DISCOUNYT DIVIDEND CERTIFICATES
Dividend Gifts —certificates
redeemable immediately for extra discounts

‘ ' OF RECORD CLUB

repeats the last verse twice. declaiming it
slowly and quietly, as if the poct/persona is
so haunted by the poisonous fruit of his
anger that his bitterness gives way (o
remorse.

Among the instrumental works, the
Severity school is represented by Mario
Davidovsky's String Quartet No. 4, the one
work here in which [ find nothing appealing
despite my admiration both for Davidov-
sky's electronic pieces and tor the Emerson
Quartet. for which the work was composed.
Whatever the failings of this harsh, uninter-
esting composition, it leaves no doubt about
the group’s technical facility: The perfor-
mance is tight and assured, and the players
make their way through the catalog of string
effects (from pizzicato plucking. to strum-
ming, to straightforward. tull-bodied lush-
ness) without a hitch. At times. they seem
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listening to speakers, and this is one of
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pay to a loudspeaker.”
Stereo Review - June/1982
“Clearly, Ohm Acoustics has a win-
ner. . . .the best Ohms yet.”
Audio Alternative - July/1982
realistically suggests the experi-
ence of a listener in a good concert
hall.”  New York Times - April/1982
Find out where to enter! Call toll free

1-800-221-6984 in N.Y. 212-783-1120
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the United Nations Children’s Fund brings to
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round.

UNICEF cards cost no more than other greeting
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varied available. This year’s selections range
from contemporary artists’ designs to magnifi-
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holiday spirit of universal joy and goodwill.
Birthday cards, calendars, personalized station-
ery and a lovely selection of multicultural books,
records and gifts for children complete the
collection.
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gifts, and stationery. To obtain the location of
the sales outletl nearest you, or a free color cata-
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intent on injecting some passion in spite of
the piece, but since the scctions that lend .
and brief, the work’s overall aridity never
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Merrily We Roll Along: the chorus executes Sondheim’s music with panache

prod.] AuptoroN 2007, $11.98.

Sunday, November 1, 1981, was a normal
and typical midseason day in New York's
busy concert life: At the Metropolitan
Opera House. Viadimir Horowitz gave his
annual recital. while at Carnegie. Earl Wild
entertained a capacity audience with an
ingeniously assembled recital of kitsch
transcriptions. At the 92nd St. Y, a cham-
ber ensemble held forth, and at Alice Tully
Hall. the Beethoven Socicty presented
Claude Frank in the Appassionata and his
first public pertormance of the Diabelli
Variations. Divided as the piano butfs’
attention might have been between Wild
and Horowitz. there were more than enough
to go around. (Obviously. a difterent kind
of audience attends an all-Beethoven pro-
gram, particularly one featuring the de-
manding Diabelli edifice.)

As it happens, both the Wild and the
Horowitz concerts were recorded. The lat-
ter was discussed here recently (RCA ATC
t-4260, September). and now Audioton
presents a handsomely reproduced account
of the Wild program. Readers tamiliar with
my views (prejudices. if you will) will real-
ize that salon picces are not my prime love.
(In fact, [ have special antipathy for the sac-
charine and decadent complexities of Go-
dowsky—who. surprisingly. comes off
rather well in these three Rameau pieces.)
But much of Wild's playing here is in the
best of (bad) taste and thoroughly admirable
as sheer pianism. He does particularly well
with the Gluck-Sgambati ostinato. the
Rameau-Godowsky. the Rossini-Thalberg.
and the Tchaikovsky-Wild. playing with
engaging freedom, nuance, and attractive
color. The Wagner-Moszkowski is interest-
Ing. too. mainly for its departure trom the
more familiar Liszt version of the *"Liebes-
tod.”" As for the Rachmaninoft bonbons,
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the composer’s own performances. not sur-
prisingly. prove more than any nortal pia-
nist could approximate: similasly, other
spirits of departed giants hover about cer-
tain pieces (Rosenthal in **Mes joies.”” Lhe

vinne in the Blue Danube). But even leav- |

ing comparisons aside. Wild otfers too
much fussing—and too little concentration
and rhythmic direction—in the Schulz-Ev-
ler potpourri and some soggy ostinato in the
Mendelssohn scherzo.

Wild's studio performances of Ravel,
Fauré. and Franck are sturdily played and
impeecably honest, although in Gaspard.
“Ondine™™ is a little prosaic and loud.
“*Scarbo’ a bit lacking in demonic thrust.
In sum, [ am not about to part with my
Argerich recording (DG 2530 540). Nor do
[ take to Wild's flamboyant and rhythmical
ly extravagant approach to the Franck.
despite its valid and admirable style. as
much as to Arthur Rubinstein’s poised.
shapely 1970 account recently released by
RCA (ARL 1-3342). Audiofon. however,
does Wild a handsome service technical-
ly. H.G.

Theater
and Film

MERRILY WE ROLL ALONG. Origi-
nal Broadway cast recording.

Music and lyrics by Stephen Sondheim
Paul Gemignani, cond.
prod.] RCA Rep SeaL CBL 1-4197. $12.98
(haif-spced mastering). Tape: CBK 1-4197,
$12.98 (cassette).
Never has anyone gone to such lengths to
trash a high-school anthem as Stephen
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[Thomas Z. Shepard. |
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Sondheim in Mwulv Me Roll Along. Sel-
dom can the treatment have been more rich-
ly deserved. The song in question, 'The
Hills of Tomorrow,’" is heard first at the
rise of the curtain at a graduation ceremony
in 1980, then at its original performance
twenty-five years before. In between. the

Revnews

| character Franklin Shepard. composer of

the emptily uplifting tune. class valedicto-
rian in 1955 and distinguished guest speak-

| erin 1980, revisits key scenes in a life spent

in pursuit of the rewards of celebrity. He
has progressed (like an antihero in Hogarth
miraculously spared the outward cffects of
Hogarth’s moral condemnation) from the
youthtul tdcalism so fatuously captured in
the anthem’s trite images of travel and con-
quest to a gilded cage of practicality and
compromisc. from which over the years all
his friends and laves have departed or been
cxcluded. It 1s the book's none too novel
conceit 1o present the material in reverse
chronological sequence (not three years
ago. Harold Pinter was pulling the same
trick in Betraval, a rather subtler examina-
tion of lost innocence and adjustable loyal

ties). and the irony in the first instance is
pretty benign. The reprise at the end. which
purports to restore the anthem to the
moment when it was new-minted and one
might still believe in the promises now shat

tered. leers with a terminal and bitterer cyn

| icism. It bares the bone beneath the painted

skin

Sondheim. need it be said. achieves
his effects with cunning and with art. His
lyrics prance along merrily with frisky
rhymes and rhythms. and the principal
tuncs reappear. trickily transtormed,
many guises from number to number. The

| danger in all the cleverness. and a danger

not avoided. is that the craft will fail to add
up to anything of beauty or power. Vox
populi, vox dei: and the audience has spo-
ken. Merrilv We Roll Along met with stony
disapproval and retired with barely seemly
haste

The album is a thoroughly polished
presentation tor the record. The chorus exe-
cutes Sondheim’s elaborate vocal cross-
cutting with the mechanical panache of a
crackerjack drill team, at times rising to a
pitch of curiously evangelical mass hyste-

| ria. None of the soloists can boast of vocal

glamour, but their wordy songs hardly
require 1t. and their diction serves Sond-
heim the lyricist to perfection. As Charley
Kringas, Frank's first collaborator (author
of those youthful “*Hills™*) and closest
friend, Lonny Price tears through his
account of life with Frank as he skyrockets
to exccutive eminence in a caustic frenzy
(**Franklin Shepard. Inc.""). In Jason Alex-
ander. the character of the vulgarian Broad-
way producer Joe Josephson finds a skillful
and apt interpreter. The women. every one.
affect or are afflicted with the hoarsencss
that in some quarters passes as the peak of
sophisticated allure. Like so much else
about this package. it doesn’t work. M.G.
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The Tape Deck

Cnthues of new cassette and open- -reel releases

|

Megalophllla

| The vagaries of repertory selection and
release scheduling have turned this col-
umn’s recent preoccupation with music tor
small ensembles and solo instruments top-
sy-turvy. The new message is “"think big.™”
as we lead of f with the latest heaven-storm
ing Mahleriana. Augmenting. it not supet-
seding. the Seventies™ tirst wave of com-
plete Mahler-symphony serics are at least
six more now in progress. four of which are
represented this month by large-scale.
mostly digitally recorded examples

Special honors go to the finest yet of
Ktaus Tennstedt's acclaimed London Phil-
harmonic series: his expansively eloguent,
richly Romantic. yet tautly integrated Sec-
ond (Resurrection) Symphony, with por-
gnantly moving contributions from the cho-
rus and soloists Edith Mathis and Doris Sof-
fel. Superbly lucid HMV digitalism copes
with the apocalyptic grandeurs as effective-
ly as any audio engineeriyg—short of
quadriphony—possibly can. even in the
present ferric (rather than HMV’s chromi-
um) cassette edition (Angel Prestige Box
4X2S 3916.$19.96). In direct comparison.
Vaclav Neumann's 1980 Czech Philhar-
monic analog version from  Supraphon
scems somewhat lacking in essential sonic
weight and impact. Nevertheless, this per-
formance is markedly morc successtul than
Neumann's carlier ones. especially for its
distinctive personality projection (Pro Arte
Prestige Box 2PAC 2011, $19.90)

Four symphonies—Nos. 1, 4. 5, and
6. of which ['ve heard only the last—
launch the latest Mahler sevies, by Harold
Farberman and the London Symphony tor
the Moss Music Group. Farberman. the
first to record all four Ives symphonies.
never did lack ambition. and judging by his
present Sixth (Tragic) Symphony, his is a
refreshing, highly individual approach to
score editions as well as to interpretation.
Here. for example, he reverts to the com-
poser’s carlier sequence in the muddle
movements (the Andante before rather than
after the Scherzo) and restores the third
“hammerblow'” in the Finale. The Lon-
doners play beautitully for him. the digital
recording is exceptional for its auditorium
authenticity as well as its transparency
(Max Wilcox doubles as producer-engi-
neer). and the chromium tape cedition 1§
conveniently encompassed in a single dou-
ble-play cassette (MMG D-CMG 109X,
$15.98).

James Levine's Chicago performance
of the Seventh (Song of the Night) Sympho-

by R. D. Darrell

ny (RCA Red Seal digital/chrome Prestige
Box ATK 2-4245, $31.98) brings his scries
with various orchestras to within two of a
more-than-complete ten. Perhaps it’s be-
cause 1'm still spellbound by last January’s
Barclay-Crocker reel epiphany of Haitink's
¢. 1971 Philips version (R 6700 036) that
fevine strikes me as somewhat arbitrary
and overidiosyncratic. Or it may just be that
I'm more bothered than most Levine fans
will be by some coarseness and imbalance
in RCA's sonics

One thing all cassette conneisseurs can
agree upon is gratitude that all these sets
include notcs (and for the Second Sympho-
ny. texts), with first honors going—com-
pensatorily—to Jack Dicther’s for Levine’s
Seventh.

Non-Mabhlerian grandeurs. Theorctical-
ly, even the most advanced audio technol-
ogy can't possibly capture the full size and
impact of the biggest symphonic and oper-
atic works. But in practicc. the best
attempts still can be inexpressibly thrilling.
Witness the recording premiere of a largely
unfamiliar opera that rivals the exotic stage
spectacle and oricntal tone coloring of Aida:
Karl Goldmark's masterpicce. The Queen
of Sheba tHungaroton Prestige Box. MK
12179/82. $39.92). This Hungarian State
Opera production. conducted by Adam
Fischer, can’t be better described in its tape
format than by Paul Henry Lanz’s accolade
tor the disc edition (HF. April 1981): *"The
performance is splendid. the cast superla-
tive, and the sound first-class.™ Yet even
more spectacular technologically is the first
digital/chromc Berlioz Damnation of
Faust—a **sound-stage”” production in the
best English Decea tradition, of Georg Sol-
ti's powerfully dramatic Chicago Sympho-
ny performance starring  Frederica von
Stade and José van Dam (London oversize
Prestige Box. LDRS5 73007, $38.94). Even
my cravings for more authentically Gallic
tone qualitics and my undiminished admira-
tion tor Colin Davis’ ¢. 1974 Philips disc
version tend to be swept away by the new
version's sheer volume and impact.

But there were truly great recording
achievements in the past. too, asRCA’s 0.5
Series of historical-milestone reissues at-
tests. The three latest Prestige-Box, super-
chrome cassette editions feature Charles
Munch and the Bostonians in a 1959 Berli-
oz Requiem that—at least until the advent
of quadriphony—was long near-definitive
(ATK 2-4269. $31.98): Fritz Reiner and
the Chicagoans in their 1957 Mussorgsky-
Ravel Pictures at an Exhibition, somewhat

belittled in its own day for a lack of sensa-
tionalism, but which now seems exception-
al for its poetic restraint (ATK 1-4268.
$15.98); and most welcome as a prompt
response to my recent plea. Reiner and the
Chicago again. in the overdue return to tape
of their landmark 1954 Strauss Also sprach
Zarathustra. with Leslie Chase’s pionecr-
ing sterco cngineering (ATK 1-4286,
$15.98). which many audiophiles may still
find cven more rewarding than the 1962
version reissued last April in a chrome tap-
ing by Mobile Fidelity (MFSi. C 522).

Monumental releases, along with less
ambitious oncs. also continue to augment
the open-reel catalogs, primarily that of the
dominant processor, Barclay-Crocker (11
Broadway. New York. N.Y. 10004). There
are two notably imposing—and valuable—
current treasures. One is the long-awaited
updating of Antal Dorati’s pioneering
(1955, mono) complete Tchaikovsky
Sleeping Beaury. this time with the Con-
certgebouw Orchestra in a well-nigh ideal
cvocation of the ballet and. of course. state-
of-the-art tape processing (Philips/B-C Z
6769 036. two reels. $29.95). Dorati’s the-
atrical expertise is undiminished. and the
Dutcn orchestra and its violin and cello
soloists play like angels—in contrast to the
less refined BBC Symphony playing in
Genrady Rozhdestvensky's Eurodise cas-
sette edition (500 575, April “"Tape
Deck™’). That version remains, however.
somewhat morc sonically vivid and more
powerfully gripping.

The other Himalayan peak is Vol. S of
the Academy of Ancient Music’s period-
instrument Mozart symphonies (Qiseau
Lyrc/B-C D 171D4. two reels. $33.95)—
perhaps the most widely appealing set to
date in this extraordinary series. since it
includes such rclatively familiar works as
the Haffner and Linz Symphonies, as well
as Nos. 32-34, and Mozart's own sympho-
ny versions of the Haffner and Posthorn
Serenades.

Delectably offbeat are two other
Oiscau-Lyre/B-C reels by the Academy of
Ancient Music under Christopher Hog-
wood—Bach and Stamitz. For the Bach is
Carl Philipp Emanuel, with his ear- and
mind-opening symphonies—six for
strings. Wq. 182, and two for full orches-
tra, Wq. 174 and 176 (0 557, double-play.
%18.95). And the Stamitz is the Mannheim
master Johann, with three of his then new-
style virtuoso symphonies and a clarinet
concerto, probably the first ever, here star-
ring Alan Hacker (F 505, $9.95). HF
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Anatomy
ofa
Record
Album

A first-hand account
from the writer, singer,
multi-instrumentalist,

Wallace overdubbing a vocal track ar Kajem

BACK IN THE SUMMER of 1980. I was in the
throes of the biggest single professional
advancement of my life. After years of
writing, playing. plotting and gencral all
round dues-paying. I was finally recording
an album for a major label. Though the
result. “"Heroes like You and Me.” sold
reasonably well for a first outing. it did not
exactly leave me rich and famous. But my
contract with CBS/Portrait called for two
albums over a two-year period, so [ had
another chance coming. At this writing Fam
a countable number of days away from fin.
ishing that second disc. currently titled
UWhat It Is. "

Every LP released nowadays starts as a
sizable wad of cash, and certainly mine was
no exception. Besides covering the inevita-
ble studio and tape costs. the $ 100,000 bud-
get for “*What It Is” was designed to
include everything from phone calls to
sandwiches to taxi rides. But before | could
sce any of that money. before any rehears-
als could be scheduled. before any tape
machines rolled. | had to write an LP’s
worth of material.

1. The Songs

[ usually write about fiftcen songs (in
cluding the weird ones) a year, so coming
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up with ten solid ones for *"What It Is" was
no more than the average-sized mountain of
work. The musical idea for the first real
song came from a Klark Kent (Stu Cope

fand) record. (I steal all the time. as [ have
no conscience.) The accompanying lyric
line I had hooked onto was “‘he’s the ele-
phant man,”” which [ eventually intended to
tlesh out into some sort of Sobering State-
ment. But when 1 listened to the music on
tape. I realized that what it needed was not a
poignant lyric but a goofy one. The melody
suggested a cartoonlike  hamburger-land
satire, complete with dancing ketchup bot-
tles. **Elephant Man™" became “"Hamburg-
er Man.” and from then on the song prac-
tically wrote itselt.

No two songs of mine come into being
exactly the same way, but for most of those
on ““What It Is’" the music came first. the
title sccond. and the words last. ldeas come
from anywhere at any time: I've been
Known to jump out of bed at three in the
morning to scribble something down before
it got away. Generally. 1 don’t write with
the guitar or at the piano; unless a song is
ready to be put on tape tor the first time. an
mstrumient can get in the way. 1 enjoy writ-
Ing in many moods on many subjects, and |
tend to let a lyric determine its own direc-
tion. Subjects covered in this particular

and producer of
"Whatltls"
by George Wallace

writing period ranged from philosophy to
buttoonery. with a little love interest in
there to spice things up.

As the songs were written | would
record them at home in my eight-track stu
dio [sec BACKBEAT. September 1981,
playing all the parts myself. I wouldn't go
for the perfect take, saving the polishing for
the final this-is-it, twenty-four-track ver-
sion. Listening to those rough demos
enabled me to gain some perspective—to
weed out the duds from the goodies. By late
summer of 1981 ' had my fifteen songs and.
with Portrait’s inevitable advice and con-
sent. selected ten as candidates for the new
LP.

2. The Rehearsals

The next step was finding a rehearsal
studio. | decided on Extraterrestrial Sound
in Long Island because it has an cight-track
deck identical to mine (the Teac 80-8) and
because it is located near the home of drum.
mer extraordinaire and longtime musical
comrade Jim Bralower. | booked two solid
weeks of time. and from mid-to-late August
of last year Jim and 1 rehearsed our hearts
out. | would take the click tracks and refer-
ence parts 1 had recorded at home so we
could work up the drum and bass parts at the
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Engineer Joe Alexander, Wallace, and drummer Bralower at the board

studio. Then I'd bring the day’s results
home on a cassette to study them. It worked
beautifully. By the time we walked into the
twenty-four-track studio to begin work on
the real thing, we knew our parts inside
out

3. The Recording

The decision to use Kajem Studios.
outside of Philadelphia. was partly aesthet-
ic and partly financial. The studio is well-
equipped and well-staffed and. having
already spent around $3.000 on rchearsals.
| wanted to keep my costs down. (I also
wanted to save some dollars for promoting
the LP.)

When it came timie to select a produc-
er. 1 was my own natural choice. From
years of single-handedly recording demo
after demo in my home studio and from
coproducing my first album. 1 felt [ was
eminently qualified. Portrait at one point
suggested several high-profile alternatives.
but the verdict eventually came down in my
favor.

I packed up my Teac, my rehearsal
tapes. and my not-so-impressive pile of
keyboards. guitars, and basses and headed
to Kajem. where. on October 12, 1981,
Jimmy and 1 started cutting the basic (bass
and drum) tracks. We copied the rehearsal
tapes onto eight of the twenty-four available
tracks. so we could refer back to them
whenever we needed to. As it turned out,
onc of the impromptu, never-to-be-cap-
tured-again rehearsal tracks ended up as a
“keeper. ™

We recorded bass and drums at the
same time whenever possible; there is
something entirely kinetic in the exchange
of two musicians playing together as
opposed to one playing alone. By the end of
the first week we had the basics down on
foursongs. A week later, we had completed
four more.

Eight of the ten songs were now ready
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for overdubs. 1 sent Jimmy home for a two-
week respite and got down to the business
of being a one-man band. On Monday,
October 27, within six or sever short hours
(the average length of most of the sessions)
1'd piled up a piano track, two supporting
synthesizer tracks, and an electric string
part on one tune, and rhythm guitar and
keyboard bass tracks on another. Not every
day went quite as well as that one. of
course, but I do prefer to work fast. 1 figure
if you can’t get it down in five or six takes.
give it up and try again another day

The next two weeks flew by as 1 cut,
pasted. or repaired the various drum, bass,
guitar, keyboard, percussion, or lead vocal
tracks for six of the ten songs. Jimmy came
back for the remaining basic tracks, and |
continued my layering. My routine settled
into a cycle of record, play. rewind, stop.
and fast forward, working five or six days
and nights a week. A typical week in Jan-
uary follows:

Mon. Now's the Time:
Recorded guitar, dou-
bled it: recorded lead
guitar and solo:
bounced down bass
tracks.

Take It 1o the Top: Re-

corded electric piano,

Arp Omni. and reggae

guitar line.

Now's the Time: Re-

corded lead vocal,

synth pulse and synth
solo.

Now's the Time: Fixed

vocal and synth solo.

Wonderin'. Recorded

synth bass: bounced

down saxes.

Fri Take 11 1o the Top: Re-
corded lead vocal and
clavinet.

Sat Take It 10 the Top: Re-
corded high harmories
and bounced them

Tues.

Wed.

Thurs.

down. Now's the Time
and What 11 Is: Re-
corded high harmo-
nies.

Even at this stage. none of the tracks was
immune to changes in lyric, melody,
arrangement, overall sound. or even
chords. Take It 10 the Top in particular went
through several chord-pattern alterations.
Still, things were slowly congealing, and |
was teady to add background vocals and
horn parts. | had already decided on singer/
sax player Mark Rivera (currently touring
with Billy Joel) and Importe/12 Records
vocalist Amy Bolton (to whom 1 happen to
be married). | wanted an ‘‘ensemble’” kind
of background sound, thus the use of sing-
ers other than myself and real, live saxo-
phones—rather than the synthesized vari-
ety. As we experimented with all kinds of
guitar/keyboard/vocal combinations. we
left no piece of studio equipment un-
touched. Kajem has a lot of outboard toys*,
and we had occasion to try them all, treating
them as instruments in themselves

By February 13. | had all but finished
my ten songs and was still on time and on
budget. No one from CBS had as yet
dropped by to check on my progress, which
was just as well since most label executives
aren’t given to identifying the eventual
sound of a record under construction. I took
it as a vote of confidence (for all they knew
1 could have been recording nursery rhymes
with all that money) and enjoyed my deli-
cious artistic freedom. But it was now time
to get back in touch with CBS— it was their
cash.

4. The Mix and the World of Waiting

A call to Lennie Petze. my main liai-
son at Portrait, revealed that the final mix-
down was to take place at the Power Station
in New York [see BACKBEAT, July|. Tony
Bongiovi, the studio’s designer/co-owner
would be doing the actual mixing. 1 was
momentarily bewildered, since 1 had ex-
pected (in fact, had already started) to mix
at least part of the album at Kajem. In addi-
tion. the cost of mixing in New York would
eat up any leftover money 1 would other-
wise have had to contribute to Portrait’s
promotional campaign. But after meeting
with Tony. | felt reassured that 1 was in
good hands.

It was now the end of April and [ was
anxsous to get started. But there wasn’t a
two-week block of time open at the studio
until around the end of June. I had entered
the World of Waiting. (Artists waiting for
their records to come out have been known
to go crazy.) | started thinking about the
album cover and writing some new songs.
(Continued on page 97)

*Partial list: MXR pitch transposer, Eventide
flanger and digital delay, Sony digital reverb,
EXR Aural Exciter, Pan-Scan auto panner: Del-
taLab Acousticomputer; Ursa Major Space Sta-
tion.
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Compact, Portable
Multitrack Studios

A comparison of two 4-track cassette deck/mixers,
one from Tascam and one from Fostex.

by J.B. Moore

ARE YOU THE SORT who buys records just to
figure out how they were made? Do you
stay up into the wee hours scheming out-
landish ways to get great arrangements of
your songs on tape? If so, chances are
you've got a bad case of multitrack mal-
aise.

There are at least two cures. one of
which requires nothing more than cash. If
you have a lot of it, take out your favorite
record and call the studio named on the
back. For a merc two-hundred or so dollars
per hour (plus tape). it can translate your
musical dreams into a twenty-four-track
recorded reality. If, on the other hand. your
resources are a bit more limited, read on.

Only, a short while ago. putting even a
modest multitrack home studio together had
to be a major investment. A uscd four-track
deck runs a few thousand dollars and a
decent mixing board at least another thou-
sand. And you still have a patch bay to
wire, a spare room to remodel. and a variety
of outboard gear to buy. Then Teac intro-
duced the first four-track cassette deck/mix-
er. [see BACKBEAT. January 1980] the Tas-
cam Portastudio Model 144 (which this
writer happily owns). and the era of the
compact, portable, affordable home studio
began.

The latest generation of ministudios
comprises the Fostex 250 Multi-Tracker
and Teac’s new Portastudio Model 244 |
had been thinking of upgrading to the latter
until [ heard about the former. Since they

J.B. Moore is a record producer and song-
writer.

share most of the same features. cost the
same ($1.300). and are about the same
weight (the Fostex weighs 19 pounds. the
Teac 23). | decided to get some user opin-
ions betore making my purchase decision. |
talked with Arthur Payson. an engineer at
Skyline Studios in New York. who owns
the Tascam 244. Phil Ashley has a Fostex
250; Phil is a keyboard player and arrange:
best known for his work with Rupert
Holmes. Both like their minis: both also
noted various shortcomings. most of them
inherent to the format.

One significant improvement that Tas-
cam has incorporated in the 244 is the capa-
bility for bouncing to adjacent tracks.
(Bouncing is the procedure for moving a
track or tracks to another.) Without that
capability, you can fill only two tracks
before having to combine them onto the
remaining nonadjacent track. With it, you
can fill three tracks and bounce to a fourth
for a mono consolidation of basic rhythm
clements, for example. Or. later on in the
recording process. you might want to do
live bounces in stereo from Tracks | and 2
to Tracks 3 and 4. adding a particular over-
dub on the left and then reversing the pro-
cess to get another on the right. In any case.
adjacent bouncing increases the number of

Tascam’s second Portastudio, the Model 244

Fostex’s first Multi-Tracker, the Model 250

parts you can put on tape without having to
mix down to another deck. Both decks have
this capability; Ashley has gotten cleven
tracks on his Fostex, though he and Payson
average eight or nine.

If you are your own guitarist, drum-
mer. keyboardist. engineer. and prodncer—
as | am-—you're going to need a footswitch
for punching. (Punching is the ability to go
in and out of RECORD in sync with the other
tracks.) Otherwise. the only way to punch
in s to hit RECORD and PLAY simultancously
and the only way to punch out is to stop the
transport. Of course, doing that while play-
ng an instrument at the same time is impos-
sible. unless you specialize in one-handed
instruments. The optional Tascam foot-
switch costs $25: the Fostex costs $15. A
word of warning: Both machines tend to
leave a small but audible click on the “*out™”
sidc of a punch because of the distance
between the erase and the record heads.

A handy feature in these ministudios is
their pitch control. which can vary the
speed and therefore the pitch of an entire
track. This is particularly useful for over-
dubbing keyboards that are tuned slightly
too high or too low or for taking the track
down a key when recording high vocals.
Each unit has peak overload LEDs, a 4-
digit fluorescent tape counter, jacks for two
headphones. and a button to bring the tape
back to zero automatically.

The Tascam 244 uses DBX Type II
noise reduction, while the Fostex 250 uses
Dolby C. Under some circumstances. both
systems tend to pump the high end (make
(Continued on page 97)

]

ROBERT CURTIS

L
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BACKBEAT

Reviews

T-Bone Burnett: Trap Door
Reggie Fisher & T-Bone Burnett.
producers. Warner Bros. 1-23691

“*It’s a funny thing about humility: "Soon as
you know you're bein” humble. you're no
longer humble.™" sings T-Bone Burnett on
the title track of this six-song EP. *’It’s a
funny thing about lite: You've got to give
up your life to be alive.”” Pithy pearls of
wisdom, perhaps. though not the stuff of
Top 40. Not usually. at least; with *“Trap
Door,”" Burnett has a shot at changing
that.

Burnett long ago revealed himself to
be a cunning songwriter, both as coleader
of the Alpha Band, and on his own. (His
solo debut of two years ago. “‘Truth
Decay,”” was a critical smash but a com-
mercial failure.) What's more. he has
enough basic blues. rockabilly, and country
in him—and enough good sense—to keep
his music lean and rocking.

Lyrically. Burnett manages to cover a
lot of ground here. including a chance
encounter with an air-headed go-go dancer
(I Wish You Could Have Seen Her Dance).
what could be construed as a dig at indus-
trialist Norton Simon and his **art museum
in Pasadena’” (A Ridiculous Man). and a
version of Diamonds Are a Girl's Best
Friend that will remind no one of Marilyn
Monroe, as T-Bone recites (literally) the
classic Jule Styne words in his deadpan
Texas drawl. Poetry is ambiguous: It might
be a straight love ballad or a pacan to God.
(Bumett is a veteran of Bob Dylan’s Roll-
ing Thunder Revue and a Christian him-
self.) It matters little, however. because he
rarely proselytizes. Also, Burnett has a
sense of humor. a rare quality in most born-
again types

As for the music. he and coproducer
Reggie Fisher have given the songs a
healthy pop sheen, with layers of jangling,
Byrds-ian guitars. They might even have a
hit on their hands with Hold on Tight . If so.
it will be a welcome turn of events for an
artist who has labored in obscurity for too
long. SAM GRAHAM

Don Henley: I Can’t Stand Still
Don Henley. Danny Kortchmar, & Greg
Ladanyi. producers. Asylum E 1-60048

Arriving within wecks of former partner
Glenn Frey's post-Eagles solo album, Don
Henley’s *'1 Can't Stand Still"" offers
strong evidence that it was Henley. the
band’s most powerful singer. who provided
that platinum monolith with a conscience.
In contrast to the warm-hearted but slight
pop/soul of Frey's *"No Fun Aloud.”” Hen
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DENNIS KEELEY

N

T-Bone Burneir: rock & roll meets Marilyn Monroe

ley's new songs bristle with an edgy.
jous intelligence and a brooding
energy. Thematically, he reaches well
beyond the Eagles’ usual romantic con-
cerns. covering such issues as nuclear arms.
declining literacy. TV journalism. and sex-
ual hypocrisy.

Cynics might understandably expect
those investigations to wind up as creative
pratfalls. But the same seasoned pop crafts-
manship that enabled him and Frey to com-
press a deceptive richness and detail into
their three- and four-minute meal tickets
enables Henley to tackle these more daunt-
ing subjects with impressive success. I
anything. his more caustic thrust highlights
his songs’ economy. This is particularly
true of Dirtv Laundry, Them and Us. and
Johnny Can't Read. a deceptively breezy
assessment of a teenager’s vanishing poten-
tial in a world of permissive excess.

Producers Henley. Danny Kortchmar,
and Greg Ladanyi tocus on compact ensem-
bles and hard-edged guitars and keyboards.
If that represents a conscious step away
from the aural luster of the Eagles’ albums.
Henley's songs still boast an ear-filling
depth that showcases his own straightfor-
ward. muscular drumming. Even the selec
tion of hired hands—familiar L.A_ studio
heavies. former Eagle Tim Schmit. John
David Souther. Warren Zevon, and Chief-

anx-
rock

tains Paddy Moloney and Derek Bell

proves astute throughout. Just why Henley
brought such urgency to this work remains
intriguing, given his credit line after a
decade of Eagles hits. But what matters is
that the urgency is there, providing fresh
proof that Los Angeles’ mid-"70s superstars
haven't necessarily mellowed past their
prime. SAM SUTHERLAND

Al Kooper: Championship Wrestling
Bill Szymczyk. producer
Columbia FC 38137

Al Kooper's career can best be described as
uneven. As a supporting player. he consis-
tently adds an agile touch to whatever
project he’s hired for, but his own work has
been so spotty that when six years passed
without a Kooper solo album, no one really
noticed.

It has been a long time since he has had
a central role on an LP of even passable
quality. so the affability of **Championship
Wrestling™* comes as a surprise. 1t has scme
of the improvisatory feeling of his **Super
Session’* with the late Mike Eloomfield (to
whom he dedicates this album), and some
of the brassy punch of his first edition of
Bloed, Sweat & Tears. Perhaps realizing
his limitations as a singer. Kooper has
divided the vocals among himself. Valerie
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BACKBEAT Reviews

Carter, Mickey Thomas. and Ricky Wash-
ington, and filled out the disc with a pair of
propulsive big-band rock instrumentals that
feature the tive-piece Tower of Power horn
section.

The proceedings move along at a brisk
clip. thanks to the tag-team format: Koop-
er's vocal on a percolating version of the
blues song I Wish You Would blends into
Carter’s splendid, Mary Wells reading of
the Motown-flavored Two Sides (to Every
Situarion), which in wrn gives way to a
muscular instrumental, and so on. This
makes the low spots easy to overlook, and
the cast members are professional without
sounding as though they're punching the
studio time clock. Special credit should ga

| to the LP’s costar. guitarist Jeff Baxter,

PLACE YOUR ORDERS|

another musical utility man who has leamed
(in outfits like Steely Dan) how to take
direction and contribute somecthing
unique

There are a number of diverting plea-
sures on “‘Championship Wrestling"':
Washington’s General Johnson impression
on the note-for-note replication of the
Chairmen of the Board's Finders Keepers.,
Vince Colaiuta’s powerhouse drumming on
the instrumentals Snowblind and Wrestle
with This; Carter and the Tower of Power
horns doing a capable *‘caucasian™’ (as the
credits point out) run-through of Clarence
Carter’s I'd Rather Be an Old Man's Sweet-
heart (Than a Young Man's Fool). Koop-
er's albums have rarely been as impressive
as his resume as a sideman, but this brawny
exhibition isn't bad at all. MITCHELL COHEN

Jack Mack and the Heart Attack:
Cardiac Party

Glenn Frey & Allan Blazek.
producers. Warner Bros. 123733

One of Hollywood's more improbable
(and, until now, local) musical phenomena
is a ten-picce band that picked the very
height of the town’s infatuation with new
rock to head in the opposite direction. Jack
Mack and the Heart Attack isn't the first
Los Angeles ensemble to style itself after a
lost pop fashion. nor is it the first to choose
'60s soul as its model. But after nearly two
years of playing the club circuit, it now
looms as the most convincing of its kind
around, its original repertoire of vintage
Stax. Volt, King. and Motown covers now
replaced with new material you'd swear
you first heard on an Otis Redding album
fifteen years ago.

The front man, vocalist Max Gronen-
thal, has recorded under his own name for
Chrysalis in a more contemporary, pop/
rock vein. Here. he zeroes in on the time-
less romantic and sexual obsessions of his
forbears (Redding, Wilson Pickett. James
Brown, and the late Sam Cooke among
them), mastering their various mannerisms
with enough high spirits and good humor to
elevate his work above mere mimicry. Just
when you've earmarked precisely which
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McDonald: caressing emotional borders

singer he is reincarnating, he'll slip in a sly
melisma or gruff shout shamelessly stolen
from elsewhere.

Likewise, the band will spice an oth-
erwise letter-perfect Stax/Volt slice of
Memphis soul with a twin bass-vibes figure
straight out of Motown. And, with fully
half the group on horns. it can take familiar
chorus figures from old classics and give
them new life through sheer windpower and
precision. Coupled with an array of guitar
figures and organ lines that all sound time-
warped from 1966, the band’s partying
verve is practically irresistible

Less obviously, Gronenthal, leader
Claude ("'Jack Mack'") Pepper, and asso-
ciates revisit the comparatively simple
emotions of that era. The singer may verge
on heartbreak. but you know he isn't seri-
ously alienated. Gronenthal’s composite
matinee hero is gruff, sexy but courtly, and
delivered with enough hyperbolic force as
to be at least partially tongue-in-cheek

As an admitted denizen of the band’s
Thursday sets at Club Lingerie. | admit that
I view the prospect of a major album with
mixed feelings. since it will doubtless dis-
courage as many spirited covers of
neglected soul gems from Eddie Floyd,
Rufus Thomas, James **Soul Brother Num-
ber One’” Brown, and even Wayne Coch-
ran. But former Eagle Glenn Frey and pro-
duction partner Allan Blazek have done a
superb job of capturing this band’s live,
dance-crazy spirit SAM SUTHERLAND

Michael McDonald:

If That’s What It Takes

Ted Templeman & Lenny Waronker,
producers. Warner Bros. 23703-1

It’s hard to believe that **If That’s What It
Takes™ is really Michael McDonald's first
solo album. Between being the backbone of
the Doobie Bros., a frequent collaborator
with other artists, and the most imitated
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singer in pop, McDonald has seemed like a |

one-man genre. SCTV caught it best in a
parody that found a breathless McDonald
careening from session to session in his
Mercedes. He has far from worn out his
welcome. however. and if this record fails
to hit the highs of his best work with the
Doobies. it has the distinct advantage of
having his voice on everv track.

With a soulful style as smooth as salt-
ed butter, McDonald’s pop is the best Kind

of romantic corn. A suburban soul man, he |

doesn’t push his voice to the emotional
edge as much as he caresses the border. The
laconic chords that open Plavin’ by the
Rules cue us into another of those relation-
ships where “love don’t always rhyme.™
McDonald 1s a master at this sort ot seduc-
tive scolding. and the next tune. / Keep
Forgenin’ . is an album highlight that packs
an ironic smack. "'t keep forgettin® we're
not in love anymore,”” sings the guy who
clearly is. and the supple rhythm with
which the line is delivered keeps us similar-
ly suspended. With a voice like McDon-
ald’s, though, you can’t help but think that
the woman is going to melt all over
again.

McDonald stretches his bluesy in-
stincts by writing with a variety of part-
ners—Ed Sanford on the above pair and
one apiece with Kenny Loggins and Jackic
De Shannon. Loggins sticks around to sing
just like James Taylor on I Gorta Try. the
Doobic-est track on the album. while De
Shannon cowrote the upbcat title song
about being ready to please. McDonald
may not mouth more than modest senti-
ments, but he sings them better than almost
anybody. On/ Can Let Go Now . he's alone
at the piano with a flock of strings hidden in
the wings. 1t’s as if we wandered into some
deserted Holiday Inn bar long past midnight
and found this guy playing to an audience of
one. We order a bourbon but it’s not really
necessary—the smoky timbre of the piano
man’s voice warms our soul.

JOHUN MILWARD

The Persuasions: Good News
Jerry Lawson. producer
Rounder 3053

In the hands. or rather. the larynxes of the
Persuasions. a cappella harmony  strips
inspirational soul music to its essence.
Basic emotions are mirrored and refracted.
split into high. ecstatic wails and deep. sor-
rowful moans. The harmonizing acts as a
fraternal support system: Lead singer Jerry
Lawson celebrates the imminent arrival of a
lover, and the tenor and bass echo his jubi-
lation; he gets a Dear John letter. and
thev're a chorus that helps him curse his
fate. There is such an intricate balance in
this group, and its members have honed
their sound to such a precision-point over
the years. that there scems to be no genre
beyond their grasp. Inlive performance., the
Persuasions can make Kenny Rogers’ The
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The Persuasions: a cappella harmony honed to a precision point

Gambler sound like a piece of hard-won
wisdom. With good material, they are sim-
ply transcendent

“Good News™ falls short ot their
greatest record, 1977°s “*Chirpin”’."" but it
1s a finc album nonctheless. It is revelatory
in the way its arrangements and perfor-
mances connect the **pop’” songs originally
done by Sam Cooke with the gospel music
that formed his style. Ain't That Good News
becomes a song about romantic reconcilia-
tion that could just as easily be abaut the
coming of the Lord. Soothe Me, with its
Jerry Lawson-Herbert Toubo Rhoad trade
oft duet (in the manner of Sam & Dave.
who also cut the song), makes an explicit
correlation hetween the camal and the spir-
itual, as the soul is cleansed of sin by a
woman’s “‘powerful love. ™’

The Cooke songs—there are two oth-
ers. Cupid and I'll Come Running Back to
You—set a standard that the rest of **Good
News™™ doesn’t quite reach. It misses the
mark on a churchy rendition of Shirley &
Lee’s Let the Good Times Roll and in the
exaggerated despair of I Lost Fvervihing (1
Ever Had)—cven his dog gets run over by a
car. Swanee River Medley (Raise “em High,
OI' Man River, and Swanee River) doesn't
deliver what it promises in concept because
the cultural and racial history embodied in
the choice of songs is just too complex. The
Persuasions bring dignity to a difficult
transformation from slaves to minstrels,
and the singing is exhilarating. but in the
midst of an album that is predominantly a
survey of contemporary soul. it's a jarring
musical commentary.

I's indicative of the Persuasions’
range that they can go from what amounts
to a revisionist reading of Irving Berlin and
Stephen Foster to a group showcase on an
Everly Bros. teen-dream ballad. All I Have
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To Do Is Dream and the album’s conclud
ing number, [ Won't Be the Fool Anvmore,
are the closest “*Good News™™ comes to
classic doo-wop and the streetcorner sound
1s purc and affecting. This has not been a
very good year for most kinds of music. but
with new albums by Willie Winfield and
the Harptones (“*Love Needs''). Eugene
Pitt and the Jive 5 (‘*‘Here We Are’). and
now the Persuasions. perhaps 1982 will be
remembered as a banner year for veteran
black vocal groups. MITCHELL COHEN

Romeo Void: Benefactor
tan Taylor, producer
415/Columbia ARC 38182

Romeo Void's most prominent identitying
characteristics are the unpredictable saxo-
phone bleatings of Benjamin Bossi, a
crackerjack rhythm section, and Debora
lyall's cynical. analytical view of sexual
transactions. As the singer and lyricist for
the band. she guides its nervous excursions,
bluntly declaiming her impatience with sen-
timentalism. Love, as she sang on Romeo
Void's very impressive first album. is **a
condition independent of its object. " Songs
on *'It's a Condition” —Mvself 1o Mvself.
Talk Dirty 1o Me. White Sweater—and on
the four-song followup EP “*Never Say
Never'” (coproduced by the Cars™ Ric Oca-
sek). were so musically sharp and so dis-
tinctively expressive that **Benefactor™
comes as something of a letdown. It is a
wobbly sccond effort. incisive at times,
cluttered at others.

Leading off with a truncated, remixed.
and bowdlerized (a certain four-letter word
has been obscured) Never Sav Never,
“"Benetactor’” continues the combination
of rock momentum, jazzy saxophone out-
bursts. and lyall’s frankness. But the word-

play isn’t as clever, the melodies aren't as
immediately captivating. and the playing
that sounded terse and lively now sounds
murky. There are exceptions: Flashflood
shows an alertness to the tension and small
betrayals that can lurk under a relation-
ship's surtace: Shake the Hands of Time.
which offers matter-of-fact advice to a
woman pining over a man (‘There's no
money in boytriends.” says lyall), is a
direct rocker: and Chinatown captures the
chaos of its San Francisco namesake

The rest has a disconcerting effect
lyall’s determination to cut through roman-
tic illusion is undermined by her inpenetra-
ble metaphors on Ventilation and 5.0.S.
And for all the ralk about sex—sweaters
tumble. shirts are lifted. passion is aroused.,
quickies are negotiated—the attitude is too
chilly for its own good. There is a definite
snap to Undercover Kept (what a tortuous
construction). but. like so much of the LP.
it gives off seedy signals.

Typical of Romeo Void's method is
the way it covers the Isaac Hayes-David
Porter song Wrap It Up. cffectively sub-
tracting the good-natured lust brought to it
by Sam & Dave. lyall. it scems. is so jaded
that she takes **Wrap it up/l’ll take it’" lit
crally: for her. the song comes down to bod-
ies for barter, an appraisal and an offer.
There's no absence of talent in Romeo
Void. but on **Benefactor™” its cheerless-
ness and antiromanticism are a drag.

MITCHELL COHEN

Shoes: Boomerang
Shoes. producers
Elektra 60146-1

What comes back when you let a guitar-
happy quartet loose on a dozen well-crafted
pop songs? ““Boomerang.”" the third big-
time album trom the Shoes, one of the best
rock-pop bands to emerge from the late “70s
and the unquestionable kings of Zion, Hli-
nois

The Shoes are tans who made their
tantasy come true. They grew up on the
'60s pop stylings of the British Invasion,
from the Beatles to the Zombies, and are
now part of a Yankee lineage that includes
carly "70s groups like the Raspberries and
Big Star. Instead of honing their craft
betore alive audience. they dabbled in front
of a tape recorder and cventually came to
duplicate the tricks of their chosen trade.
The result is that while the Shoes are rem
iniscent of evervbody. they also possess
their own kind of rubber sole.

The production of “*Boomerang™
this is the group’s first self-produced effort
on Elektra—falls between the light pop of
1979°s **Present Tense™™ and the sharper
cdge of last year's “‘Tongue Twister."™
Mavday displays the band’s hard-rock kick.
with scratching rhythm guitars and echoing
voices clustered around the hook that is its
title. Curiositv. which comes complete with
a cat that tempts danger, is pure pop with a
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lyrical mix of acoustic and electric guitars.
Between these poles sits The Tube. as light
weight as its subject of network television
and just as addictive. Its tricks are a solid
rock beat und production flourishes that the
Beatles might have used on “*Revolver.’
The Shoes are a breezy pleasure but
something more than trivolous. What they
lack in protundity they make up for in fun,
and when it comies to pop-rock. such charm
can be the key to the toybox. It may be the
chirpy Double Talk or the adolescently ele-
giac Tested Charms, but when you play
““Boomerang ™" you're likely to find your-
selt humming along. JOHN MILWARD

Jazz

Tony Dagradi: Lunar Eclipse
Jonathan Rose. producer
Gramavision GR 8103 (260 W
Broadway. New York. N Y. 10013)

Tony Dagradi’s second album as a leader
conjures up any number of associations
with his New Orleans home base. itselt a
stomping ground for strong and inventive
Jazz players and composers. Dagradi looms
as a bright young hope in both those cate-
gories, and in its best moments. *Lunar
Eclipse™ blends deceptively sophisticated
sources and techniyues into music at once
earthy and cthereal.

Far from secking a mere showcase for
his ripe lyricism on tenor and soprano saxes
or his more contemplative style on bass
clarinet, Dagradi has assembled a sure-
footed quintet whose exhilarating interplay
lends a coherence to the whole work.
Acoustic bassist Jim Singleton, drummer
John Vidacovich, and percussionist Mark
Sanders add dett touches to their timekeep-
ing. while Dagradi’s reeds share the tront
line with Dave Torkanowsky’s precise and
often percussive keyboards.

Although Dagradi’s occasional use of
dissonance and a gruft. squealing tone
attest o his tamiliarity with bop and free
jazz. his pieces display a traditionalist’s
sense of song structure, turning up vivid
themies tor the rest of the band to explore. In
that sense, Dagradi’s role as a leader seems
consistent with his supporting role in Carla
Bley's band. often probing a similar bal-
ance between straightforward composition-
al maps and the more atmospheric inter-

ludes that point up Atro-American
sources.
Production, by Gramavision label

founder Jonathan Rose. is clean and spa-
cious. highlighted by tirst-rate pressing and
mastering. Dagradi and his partners appar-
ently have remained content to stick close
to home tor live work, but it their stage sets
match the lucid power of these tracks. he
should scriously consider calling a travel
agent: A nation ot jazz tans would be grate-
ful. SAM SUTHERLAND

NOVEMBER 1982

Dagradi: Deceptivelv sophisticated

Preservation Hall Jazz Band:
New Orleans, Vol. 11

Allan Jatte . producer

CBS FM 37780

About halt of the original Preservation Hall
touring band is still pertorming: clarinetist
Willie Humphrey. now cighty-one; drum-
mer Cie Frazier, seventy-eight; and the
group’s younger (under fifty) tuba player
and manager, Allan Jafte. Seventy-seven-
year old Percy Humphrey replaced Dede
Pierce on trumpet. and the relatively young
pianist Sing Miller and trombonist Frank
Demond replaced Billie Pierce and Jimn
Robinson, respectively. On tour, this line-
up maintains a remarkable consistency
from year to year. (The bands at the Hall
itself in New Orleans change trom night to
night.) To put it another way, it always
seems to play the same things the same
way. But on "New Orleans. Vol. I,
recorded m December, 1981. there are
some startling changes

For one, clarinetist Humphrey has
moved into a low-register style in which he
noodles around provocatively. He uses a
mellow, woodsy tone. sometimes rising up
to the high singing style that was his earlier
métier. His brother Percy leads the ensem-
bles with an casy, casual command, not
taking oo many solos—or rather, refrain-
ing from doing so, given the way he slumps
on the stage as if barely tolerating his sur-
roundings. But that’s just bandstand bore-
dom. When he sings Shake It and Break I,
The Bucker's Got a Hole in I1. and particu-
larly Down on the Farm, he comes to glo-
riously shouting life. with the whole band
sizzling around him.

The third key member here is
Demond. a remarkable young trombone
player whose broad. gutsy tone provides

Just the strength and attack that this group
needs. He does not sound in the least like
his predecessor Robinson: if he cchoes any
older player it 1s Junmy Archey, who never
even pertormed with the onginal band
“"New Orleans. Vol 11" is a hopetut sign
that Preservauon Hall's tradition will be
carried on for many years to come

JOHN S. WILSON

Bobby Sherwood and His Orchestra:
194419406

George H. Buck, Jr.. producer

Circle CLP 28 (3008 Wadsworth

Mill Fl.. Adanta. Ga. 30032-5899)

Despite its  considerable  mwerits,  Bobby
Sherwood’s "40s big band lett almost no
mark on jazz history. This is partly because
its leader had too many irons in the tire—he
was am actor, a singer. an arranger, and a
disc jockey. A child ot vaudeville. Sher-
wood was onstage at the age of seven play
mg banjo. When Eddie Lang. the tirst juzz
guitar virtuoso, died in 1933, a nineteen-
year-old Sherwood took his place as Bing
Crosby's accompanist. As a studio musi-
cian im Hollywood, he played guitar and
trumpet; in the carly "40s he played in Artie
Shaw’s band.

In 1942, Capitol Records asked Sher
wood to put a big band together. The
group’s first record was The Elks Parade., a
Dixieland piece much like Bob Crosby's
South Rampart Street Parade . It was such a
hit that the band took to the road and toured
for the next seven years with Sherwood at
the helm.

The fact that he went from big band
Dixicland in 1942 to pure Stan Kenton in
1946 (Sherwood Forest) 1s indicative ot his
range. This disc. the first comnicrcial
release of the bund’s 194446 Lang-Worth
transcniptions, shows a broader. more pop-
oriented vision than Sherwood’s Capitol
records did. Edgar Sampson’s Blue Lou (a
Chick Webb and Benny Goodman hit) and
Sherwood's 356 in the Books are right out
of the 30s Swing idiom. His capabilitics as
an arranger shine on Bix Beiderbecke's /n
the Dark. which he built around Eddie
Lucas® English horn and Hal Becker’s pia-
no, and Afrer Houwrs (later retitled Theme
Jor a Dream), is a rich pastel with Kenton-
1an saxophones. And it’s fascinating to hear
the Gershwin-Kern tune A Sure Thing—
now treated as something rather precious
and special—played as just another con-
temporary pop tune. as it was in 1944,

Trhough Sherwood is a strong prescnce
on trunipet, he does not take all the solos.
Rather, he gives ample space to his excel-
lent sidemen, notably tenor saxophonist
Herbie Haymer and trombonist Skip Lay-
ton, who i1s wondertully broad and brash.
Indeed. Sherwood was not one of the major
big-bamd leaders, but this disc reminds us
that he could have been.  JOHN S, WILSON
(Continued on page 98)
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ELECTRO-VOICE Interface, A,B,C,D
speaker systems; THORENS turntables.
All products in stock—immediate ship-
ment. East (904) 262-4000; West (213)
243-1168.

BEST SOUND PER DOLLAR: 3D, NAD MISSION, Theit
Dynavector, Amber. Astatic, Snell, Ohm, etc. Shipping
Paid. AudioFile. 1202 South Congress, Austin, Texas
78704 (512)443-9295.

SUBSCRIPTION TV DECODER KIT,
$39.00. Includes parts, manual and
etched board. Informative catalog on
other subscription TV products $2.00.
J&W Electronics P.O. Box 61-E,
Cumberland, RIl. 02864.

THEY SAY WE'RE the BEST noncom-
mercial audio magazine. See how other
magazines rate |IAR, and get FREE ex-
cerpts of IAR. Write to: International Au-
dio Review, 2449 Dwight, Berkeley CA
94704

FREE 40 PAGE
HI-Fl DISCOUNT

CATALOG No.62

* Lowest prices
on audio
components!

« Fast service!

o Fully insured! %

o Infactory
sealed
cartons!

(201) 227-6720
7 Industrial Road, Fairfield, N.J. 07006

So What's New??

Consider the following—

DIRECT SOUND MARKETING can pro-
vide you with virtually any brand of au-
dio or video components (including the
esoterics) at extremely competitive pric-
ing, on an in-stock basis. Moreover, we
maintain a complete service facility to
handle any service problems. So, if
you're looking for price, selection, fast
shipments, in-house service and com-
petent advice we have it all, and more.
Before you buy anything please call us
at 404-233-9500 for more information. Or
write to DIRECT SOUND MARKETING,
3095 Bolling Way, N.E., Atlanta, Ga
30305. For your convenience use your
M/C, Visa or AMEX for fastest service.
Sales tax charged to Georgia residents
only.

POLYPROPYLENE DRIVERS, RIBBON TWEETERS,
PLANS, CROSSOVERS. REPLACEMENTS, NEW 1982
Catalog $1.00. SOUNDBOX, Dept HF. 411 South Carl'sle
Street. Philadelphia 19146.

CALL TOLL FREE 1-800-826-0520 FOR ACOUSTAT,
DAHLQUIST, NAD, CARVER, TANDBERG. DENON,
AMBER, HAFLER, dbx, 3D, B&w, THORENS, DCM,
GRACE, DYNAVECTOR, MICRO-SEIKI, VANDERSTEEN,
BEDINI, ARISTON. THE SOUND SELLER, 1706

MAIN ST.. MARINETTE. WI 54143

Quality Topes

Below Wholesale Specials!

208 MAXELE UDNL For

189 MANITL UDAL

329 MANtLL NiSlor )

138 MANILL UDC %0

199 MANILL LD %90

319 MAXNILL N1 | 35908

132 MANELL ALY 3590

115 FUILEX T or 1EC-90

525 FUIMETAL Con 48

585 SONY UCXS €90 2.9%

7.0 DISCWASHER D-316.0, REFIt L
10.50

TDK SA C-90
IDN SA (-0
TDA SAN C
TR MA C-90
TDK AD C-90
TOK ADX C-90
1DK DC-9n
DK D C-60
DR (X 3590
DR 1N 35008
DA GX 35-90B
18.48

TDK HD-01 DEMAG 1428 DISCWASHER DISCSET

VIDEQ
TOK, MAXELL. SCOTCH. ¥UA TON. MAXFLL. SONY. FUSI L
10.50 750

e . 10.5
DR MaNELL HG Y 1350 TDR. MAXELL. SONY FUL |
s

' !
DISCWASHER VIDEO HEAD TDN. MAXELL. SONY HG-L-730
CLEANER 13,28 13.50

Ordes nem’ S

$: %0

creds mare fo

Ko M 5% shippr
o ¥ §750
QUALITY TAPES, Dept. HFK
864 East 7th Street. Brooklyn. NY 11230

RAW DRIVERS. CROSSOVERS. CABINETS, ACCES-
SORIES for home, auto. professional speaker systems
Catalog $1.00. Speaker Emporium, 14 Center St. Lake
Ronkonkoma. N.Y. 11779 (516) 737-0131

SCOTCH/AMPEX OPEN REEL TAPES
10'%" reels 3600’ used once unspliced
unboxed $3.00 ea. postage included.
QUANTITY DISCOUNT AVAILABLE!
Send payment to: C.S.S., 853 Camino EI
Carrizo, Thousand Oaks, CA 91360.

CLOSEOUT BARGAINS! (list prices
bracketed): [MARANTZ] ‘Best Buy"
($450.00) SD4000 3-Head/2-Speed Cas-
sette, $197; ($600.00) 2130 Oscilloscope
Tuner, $349; ($830.00) SD9000 3-Head/2-
Speed Computer Cassette, $397;
($700.00) SD8000 (2-head version
SD9000), $333; [DUAL] ($380.00) 822 2-
Head Cassette, $199; [EUMIG]
($1985.00) **1000” Preamp, Tuner, Amp,
$849; [KLH] ($1200.00) Model One Com-
puter Loudspeakers [pair], $695. New/
sealed cartons. Factory warranties.
VISA MC/COD. Shipping extra. FREE
catalog. SCC, Box 551, Dublin, OH
43017; (614) 589-2117.

ATTRACTIVE PRICES: DYNAVECTOR,
DENON CARTRIDGES, GRACE, FUL-
TON, STAX, KOETSU, LINN, QUAD 63,
SOTA SAPPHIRE, CJ WALKER, BRB
SYSTEMS, ACCUPHASE, FR., SASE
QUOTES, COD SHIPPING. 713-728-4343.
MAURY CORB 11122 ATWELL HOUS-
TON, TEXAS 77096

DYNACO OWNERS: 60,000 LBS PARTS/
ACCESSORIES! Complete “Parts Pack”
kits: PATS BI-FET Preamp, $169; SE10
10-Band Equalizer, $199; Black Box 410
(200/200W) Power Amp, $289; ST150
(75/75W) Power Amp, $179. FREE cata-
log. Parts listing: $1.00. SCC, Box 551,
Dublin, OH 43017; (614) 889-2117.

FREE CATALOG!! Complete Selection
Of Consumer And Industrial Audio/Vid-
eo Tape And Accessory Products. COM-
PETITIVE PRICES! PROMPT DELIVERY!
Corporate/Bid Solicitations Welcome.
Wyco Sales, P.O. Box 887, Cary, N.C.
27511. 919-467-8113.
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Save 60% to 75%, Build Your Own
Speaker Systems. P/C crossovers,
woofers, mids, tweeters, instructions.
Complete selection, Hi-Fi, M.I., Pro,
Disco and Auto Systems. Send $2.00 for
catalog refundable with purchase. DKI
Audio, Box 284, Davis, IL. 61019,

STEREO SPEAKERS. KITS, COMPONENTS. Mylar Film
capacitors, crossovers, coils, cabinets. POLYPROPYL-
ENE woofers. mid-ranges. Dome and Ribbon tweeters.
Discount prices. Catalog $1.00. SPEAKER COMPO-
NENTS, Box 297. Marlborough. CT 06447

] New Subsonic Filter
model 4000-X24 im-
proves bass perform-
ance (24dB/octave
slope). FREE CATALOG.
ACE AUDIO CO., 532-
5th St, East Northport,

NY 11731-2399.

IN STOCK!!"! Audio Research. Thorens, RGR, Hafler,
Onkyo, Technics, B&W, Meridian, E.V., Vandersteen,
Dynavector, Snell, Tascam and more For information
P. K. Audio. 4773 Convention Street, Baton Rouge, LA
70806 or (504) 924-1001

LOUDSPEAKERS! Electro-Voice raw
components ready to ship with competi-
tive prices. FREE catalog. SONIX CO.,
Box 58-HF, Indian Head, MD 20640 (301)
753-6432.

DEMOS: VOCAL, BASS. GUITAR $25. OTHER VO-
CALS/INST. $20. COPIES $5. SAMPLE $5. THE REEL

STUDIO. 844 OAKWOOD DR., NEW ORLEANS, LA
70053

FREE SPEAKERKIT CATALOG: 16 proven designs, us-
ing JBL + EV. Also available: 200 drivers' specifications,
Thiele data, $3. GOLD SOUND, Box 141H, Englewood,

CO. 80151. (303) 789-5310

SITES AND SOUNDS AUDIO DISCOUNTERS AND Dis-
tributors Speciallze in: Audio, Audio Accessories, Records
and Tapes, Disco. and Band Lighting, Video Equipment
etc. 825 Main Street. Fords, N.J. 08863 (201)738-9364

EYEPHONES—New musical-visual experience. Free bro-
chure. McCurdy Inc., P.O. Box 6566-HF, Silver Spring,
MO 20906

MCINTOSH AUDIO EQUIPMENT BOUGHT-SOLD-
TRADED 703-786-2770 or 703-786-7130, SDR, Box
1409 CS, Dept. H, Fredericksburg, VA 22402

IMPORTED AUDIOPHILE RECORDS.
Large selection of superior quality
pressings from Japan. Rock, Jazz, Clas-
sical. Regular new shipments. 24 hour
service. Low prices. Dealers only write
or call: DISC TRADING COMPANY, P.O.
Box 606-HW, Carrboro, North Carolina
27510. (919) 942-3142,

Miscellaneous

DIAMOND NEEDLES and Stereo Cartridges at Discount
prices for Shure, Pickering, Stanton, Empire, Grado,
Audio Technica, Ortofon, Acutex Sonus and ADC. Send
S.A.S.E. free catalog. LYLE CARTRIDGES. Dept. H, Box
69, Brooklyn, New York 11218. For Fast C.0.D. Service,
call TOLL FREE 800-221-0906. N.Y.: (212) 871-3303.

RECORD COLLECTORS SUPPLIES. S.5.8. CARD-
BOARD JACKETS 50¢. PLASTIC LINED SLEEVES 15¢.
OPERA BOXES, 78 SLEEVES, ETC. POSTAGE $2.00
FREE CATALOG. VISAMC PHONE ORDERS. 614-299-
0476, 614-272-6715. DAY OR NIGHT. CABCO 301-5,
80X 8212, COLUMBUS, OHIQ 43201

COLLEGE STUDENTS!—Improve your grades!— Term-
paper catalog—306 pages—10.278 topics— Rush $1.00
-Research, Box 25916R, Los Angeles, 90025. (213)

477-8226.

FREE HIT LP'S, Currently Released Al-
bums, ALL ARTISTS, Free Details,
MUZIK, 855-HF11 Main, Springfield, MA
01105.

Inventions Wanted

INVENTORS! IDEAS HAVE VALUE! EVER THINK OF an
dea, forget it and see it later on the marke!? Many peo-
ple don't forget, act quickly and are rewardad by
American Industry. Write down your idea! We offer free
disclosure registration and initial consultation regarding
your idea’s potential value. Call or write without delay for
your free information package. American Inventors
Corporation, 59 Interstate Drive Dept. HF, West
Springfield, MA 01089 (413) 737-5376. A Fae Based
Marketing Company. Offices Coast to Coast

Equipment For Sale

IDEAL ACOUSTICS. Luxman, Kiipsch, NAD, Nakamichi,
and comparable lines fully represented. Custom installa-
tions. Complete service center. Visit our outstanding
showrooms 110 Willow Rd., Starkville, MS. 39759 (601)
324-1020.

Tapes & Records

1 @ 800 @ 245 @ 3986

TAPE WORLD
TOK: MAR-90 6.79 MAXELL XL 1 or 115-90 Use
TOK* MA-90 . 4.49 MAXELL UDXL | or HC9O any
TDK: SAX-90 349 MAXELL UDC-90 price
TOK- ADX-90 3.9 MAXELL UD35-30 n
TDK: SA-90 2.49 Maxelt 1120, T-120HGX this
TOK- SA-60 1.99 Maxel; L-750, L-750HGX. book
TOK AD-90 1.99 FUJI FX 1 or §-C90. 2.69
TOK D-90 1.39 Sony: UCXS-90 319
TOK T-120HG 13.99 TOK HD-01 (Head Demag ). 13.99
TOK T-120. L-750 10.99 LORAN CALL

WE WILL HONOR AMY PRICE IN THIS BOOK
3 50 Shipping any sizs order n US. VISA. MC. COD no extra charge. Orders
shipped within 4 days by UPS. Personal checks 1 week delay. PA add Sales

tax
220 Spring St Butier, PA 16001 412-283-8621

OPEN REEL TAPES from studio masters. Fhilips, Argo,
Telefunken, Vanguard, Unicorn. Catalogue $1.00. Barclay
Crocker, Room 1470-H, 11 Broadway, NYC 10004,

FREE CATALOG of direct disc, digital, half-speed, Japa-
nese pressings. Discount Prices! For the Record . . . P.O.
BOX 21201J, Cclumbus, Ohio 43221.

“DRAGONSLAYER"” SOUNDTRACK.
Many Imports. Catalogue $1.25, refund-
able. Southern Cross Records; 389
Geary St., San Francisco, California
94102.

FREE ALBUMS

IN EXCHANGE FOR YOUR OPINION,

We need Record Raters. Your opportunity to
build a substantial album collection. Small
membership fee. Write EARS, Dept. HF,
Box 10245, Milwaukee, WI 53210.

SEARCHING FOR OUT-OF-PRINTS? Try for
Discontinued Records, 444 South Victory, Burbank,
Canfornia 91502 (213) 849-4791

JAZZ —BWING—BIG BAND BROADCASTS, TRAN-
SCRIPTIONS LAST 50 years exclusively. Reels/cassettes
75 pg. catalog $2.50. Refundable. Citation P.O. Box
23644. Ft. Lauderdale, Fla. 33307

ORGAN AND CHORAL RECORDS. For free catalog
write Gothic Records, PO Box 743-A New York, N.Y.
10101

1930-1962 RADIO PROGRAMS. $1.00 HOUR! Informa-
tive 250 page catalog $1.25. AM Treasures, Box 192HF,
Babylon, N.Y. 11702

SHOW ALBUMS —Rare, out-of-print Ips, 64-page list
$1.00. Broadway-Hollywood Recordings, Georgetown,
CT.06829. STORE: 68 Sugar Hollow (Route 7) Danbury,
Conn.

FREE OPERA VIDEO CATALOG & $5
certificate Magnificent performances
from the capitals of Europe, HRE, P.O.
Box 12, Kew Gardens, NY 11415
'SOUNCTRACKS, SHOW, NOSTALGIA & JAZZ—FREE

Catalog & Offering List—A-1 Record Finders, P.Q. Box
75071-H, L.A. CAL. 90075.

VIENNESE OPERETTA RECORDS, INC.
Extensive range, superb vocal perfor-
mances, on currently available LP's,
Free list. P.O. Box 50-B, Dover, Mass.
02030.

OVER 600 AUDIOPHILE RECORDINGS
AVAILABLE! Detailed monthly Bulletin
offers latest releases, Special sales and
more. 20% off initial order! Send for
FREE catalog issue. The Essentials
Marketing, Dept. HF-11, P.Q. Box 7724,
Eugenz, OR 97401.

TOSCANINI, great conductors, instrumentatists. Live con-

certs; ree's, cassettes. Free lists, state artists, CRAA.
BOX 1112HF. Ei Cerrito, CA 94530.

RECORD OF SINGING", OTHER RARE CLASSICAL
JAZZ VOCALS. S.AS.E. to: Gold, 279 Collingwood, San
Francisco. CA 94114

IMPORTED & DOMESTIC CLASSICAL
recordings. Also Jazz/Gifts/Books. Giant
64 pagz catalog. $1.00 (refundable)
MUSICAL CONCEPTS, Box 53HFN,
Cedarhurst, N.Y. 11516.

AMPEX 1800’ 7" REEL TAPES. NEW IN
boxes. Backcoated. Excellent quality. 10
reels $25.00. 20/$45.00. Add $4.00 ship-
ping. Tower, Dunkirk, MD 20754-0213.

DISCONTINUED RECORDS, POPULAR, JAZZ, CLASSI-
CAL, all speeds, free lists. Steinmetz, One Seaview,
Massapecua, NY 11758.

OPEN REEL TAPE - MOSTLY AMPEX
641, used once, unspliced, unboxed. 7"
1800’ 50 reels; $65.00 sample: $2.00.
Ten 3600’ 102" reels; $27.50. sampie:
$2.50. New, premium cassettes and 8/
Track cartridges available. Sample:
$1.00 each. AUDIO TAPES, Box 9584-J,
ALEXANDRIA, VA. 22304, (703) 892-8722
VISA/MC.

LIVE OPERA TAPES. INCREDIBLE VA-
RIETY. FREE CATALOGUE. Live Opera.
Box 3141. Steinway Station, L.I.C.N.Y.
11103.

GOLDEN aGE RADIO—your best source for radio tapes.
Free catalog. Box 25215-J. Portland, Oregon 97225,

POSEIDON RECORDS—MUSIC OF
HOVHANESS. Available from Crystal
Records, Sedro Woolley, WA 98284
Send for Catalog.

RECORD AUCTION: 78RPM, cylinders, Lp's; collectable
classics, popular. OLD TIME MUSIC, Crawer B,
Barrington NJ 08007.

IMPORTED RECORDS. Audiophlle quallty pressings
from Japan and Europe. Rock, New Music. Large selec-
tion. 24 haur service. Free catalogue. SCHEHERAZADE
RECORDE., P.O. Box 607-I, Carrboro, North Carolina
27510
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CLASSICAL RECORDS. IMPORTED FROM RUSSIA.
Melodia label. Large selection. Free catalog. Znanie.
5237 Geary Blvd. San Francisco, CA 94118

SELLING PRIVATE COLLECTION COMPLETE OPER-
AS, OPERETTAS, VOCAL RECITALS, GUITAR, PIANO,
SPANISH, MANY EUROPEAN OR OUT-OF-PRINT
LISTS $1 REFUNDABLE SIERLE, 88 BOULEVARD,
SUITE 203, PASSAIC, NJ 07055.

Business Opportunities

YOUR OWN RADIO STATION! AM, FM,
licensed, unlicensed, low cost transmit-
ters! Free information. BROADCASTING,
Box 130-D11, Paradise, CA 95969.
STEREO SALES REPRESENTATIVES All top brands,
highest commissions plus super rebates. Sales kit plus

teads turnished tor your area. Call 9am to 9pm toll iree 1-
800-638-8806 or 1-301-488-9600.

Wanted To Buy

WANTED:MCINTOSH, MARANTZ, WESTERNELECTRIC
TUBE EQUIPMENT. 713-728-4343 MAURY CORB,
11122 ATWELL, HOUSTON, TX 77096.

MCINTOSH, MARANTZ TUBE AMPS. THORENS TD-
124. Garrard 301, 401. Western Electric tubes, amps,
tweeters, speakers, horns. Tel:213/576-2642

CALL ME FIRST betore seliing your
high end esoteric tube equipment,
Klipsch horns, E.V. Patricians,
Hartsfields, and Western Eiectric.
Contact Kurluff Ent., 4331 Maxson Rd.
El Monte, Ca. 91732 (213) 444-7079.

WANTED: Pay top dollar for most any
USED JENSEN SPEAKERS pre-1970, es-
pecially G-610. Steve Sienicki (312) 671-
5680

Tape Head Cleaner

PROTECT YOUR TAPESI! Meets WESTERN ELECTRIC
SPECIFICATIONS ELECTRA-SOLV aerosol tape head
cleaner. Allow 4 1o 6 weeks delivery. $5.95 plus $1.50 for
handling. P. O. Box 95101 Atlanta, Georgia 30347

Instruction

BE A RECORDING ENGINEER! New Classes quarterly.
INSTITUTE OF AUDIO/VIDEO ENGINEERING. (213)
666-3003, 1831 Hyperion Dept. C, Hollywood, CA 90027.

BEATRICE AND BENEDICT
(Continued from page 60)

out. Not only does Berlioz intertwine
specch and song; he manages to interlace all
the other male characters in Somarone’s
Act | doings, setting us up for the role that
he plays in the ultimate coming together of
Béatrice and Bénédict. In the Oiseau-Lyre
and DG sets, Somarone is reduced to his
Act Il drinking improvisation, well enough
sung in both cases, but reduced to a random
piece of fluff. (All three recordings, inci-
dentally. scem to me to miss an opportunity
here by failing to take into account that even
Somarone’s first stanza is an improvisation.
It's just a more successtul effort than the
second.)

While we're on the subject of cho-
ruses, | have to register a complaint about
all three recordings: | can’t make out the
words. In none of the recordings does there
seem to have been much effort to include
words as part of what's being performed.
Again, Berlioz has built a great deal of vari-
ety into the score. In the case of the epitha-
lamium, Don Pedro in fact complains of not
being able to make out anything except the
first words, **Die, tender spouses,”” which
sentiment he understandably finds rather
alarming for a wedding celebration. (“*He's
a little . . . bourgeois, the general,”” the
aggrieved Somarone comments in an
aside.)

On the other hand, when Béatrice
breaks off the opening-chorus reprise. she
complains specifically about the puerile
rhymes. And on purely subjective grounds.
I'd like to hear no effort spared in the great
Nuptial March, where Berlioz suspends all
kidding to affirm his deep-scated belief that
there is something uniquely rewarding at
the other end of the premarital grief that
Héro. Béatrice, and Bénédict are going
through.

The Nuptial March is one number in
which DG’s Daniel Barenboim seems to me
to have miscalculated somewhat: The basic
outline is there, but it's all a bit limp in
contour. Otherwise he gives a perfectly
sound reading—not long on imagination,

but reasonably responsive to what’s hap-
pening in the music and generally livelier
than the Davis/Philips performance, which
lacked the freshness and sparkle of the
Oiscau-Lyre. Would it be wildly impracti-
cal to hope for a midprice reissue of the
latter, packaged with printed texts that
include the complete spoken dialogue?

There’s not much to choose in the
smaller roles. | have to believe that a full-
voiced contralto (I’ll bet Lili Chookasian
could still manage it) might make more of
Ursule’s contributions to the Duo-Nocturne
and the Act 1l trio than Helen Watts (Oi-
seau-Lyre and Philips) and Nadine Denize
(DG) do. Denize sounds to me like a poten-
tially exciting Béatrice. but Ursule’s writ-
ing really lies awfully low. I'm not sure, on
the other hand, that a great deal can be done
with the bits of music provided for Claudio
and Don Pedro (Léonato is an entirely spo-
ken role). In the case of Claudio. the few
midrange singing tones still available to
DG’s Roger Soyer prove surprisingly usc-
ful.

As matters stand, you almost have to
have both the DG and Philips recordings,
along with a complete libretto from some
other source, in order to make any kind of
sense of Béarrice. Pressed to a choice, 1'd
probably go with DG. on the strength of
Minton and Domingo. HF

BERLIOZ: Beatrice et Bénédict.

CAST:
Héro lleana Cotrubas (s)
Béatrice Yvonne Minton (ms)
Ursule Nadine Denize (ms)
Bénédict Placido Domingo (1)
Somarone Dietrich Fischer-Dieskau (b)
Claudio Roger Soyer (bs-b)
Don Pedro John Macurdy (bs)

Geneviéve Page, narrator. Chorus of the
Orchestre de Paris, Orchestre de Paris, Daniel
Barenboim. cond. [Werner Mayer, Steven Paul.
and Michael Horwath, prod.) DEUTSCHE GRAM-
MOPHON 2707 130, $21.96 (two discs, manual
sequence).

COMPARISONS:
Veasey. Mitchinson, Davis
Baker, Tear. Davis

Ois.-Lyre (OP)
Phi. 6700 121

Place Your Own Ad!

HIGH FIDELITY CLASSIFIED ORDER FORM

RATES PER WORD: 15 word minimum no charge for zip code
Regular Type: $2.50 per word; Imperial Type: $3.50 per word
Discounts for 3 times; 6 times and 12 times.

Check one: [J Regular O Imperial
03X oex o9x

Please print or type message below or on separate paper:

Company
Address
City/State/Zip

Phone

Signature

Send to: Yetta Peitzman
HIGH FIDELITY
825 Seventh Avenue
New York, N.Y. 10019
(212) 265-8360

Payment enclosed $
MASTER CHARGE Card #

|
|
|
|
|
|
|
Payment must accompany order. :
|
|
|
|
|
|
VISA Card # |

HIGH FIDELITY



BRAHMS'S SONATAS
(Continued from page 55)

What an embarrassment of riches we
have in these performances. If [ begin by
singling out the young Liverpool-born clar-
inctist Janet Hilton. it is merely because her
artistry 1s new to me; her counterparts Rich-
ard Stoltzman and George Pieterson are
known commodities. Hilton commands a
gutsy. full-throated basset-horn sonority in
her lower register and achieves a rapturous
lyricism without either forcing or becoming
Kittenish. Her musical and interpretive
impulses are notable for their naturalness.
Peter Frankl's knowing work at the key-
board turnishes sympathetic support. The
reverberant Chandos sound, however,
sometimes. lends a tackiness to the piano in
fortissimo passages (I would like more
weight and detinition. more solidity) and a
hint of shrillness to the clarinet’s high
notes.

Philips provides a weightier, more
appropriate sound tor its tcam. Pieterson,
the Concertgebouw Orchestra’s principal
clarinetist. recalls his distinguished prede-
cessor Bram de Wilde, and Robert Marcel-
lus of Szell's Cleveland Orchestra. with his
dark. full-bodied sound and decidedly
forthright style. Again there is a suggestion
of the bassct horn. but Picterson shows less
flexibility and grace than do Hilton and
Stoltzman. For some, these performances
may be too monochromatic, yet they have
an undeniable ring of authenticity. The late
Hephzibah Menuhin seemed a bit timorous
and prosaic in some of her performances
with brother Yehudi. but this beautitully
reproduced disc is a worthy memorial to her
fastidious musicianship: here the lack of
coloristic variety sounds purposeful—and
in keeping with the ideal established by Pie-
terson. (Hephzibah, incidentally, recorded
these sonatas once betore, with Gervase de
Peyeron a 1959 Angel disc released only in
Japan.)

Color, on the other hand. is the thing
one notices most in the Stoltzman/Goode
collaborations. The American clarinetist,
who is fast becoming another James Gal-
way. commands an utterly bewitching pal-
ette. Or perhaps that word should be “*dis-
plays.”’ for I sometimes have the impres-
sion that Stoltzman—something of a pied
piper—is following himselt. destination
unknown! An improvisational gift is a won-
dertul thing, and I don't mean to belitle it;
yet 1 often feel that Stoltzman's *“sensitivi-
ty '—an almost tangible object—hovers
over the music like a divining rod, respond-
ing to stimuli but never quite putting them
into place. He will nudge a phrase slightly
to make it “*go,”" but then he will nudge it
again in a difterent direction. This is lovely,
ravishing playing to be sure. though a bit
too precious for Brahms. And as with Hil-
ton/Frankl and. to a lesser degree, Pieter-
son/Menuhin, lyricism often wins out here
over drive and momentum. In his notes for
this record, Michael Steinberg aptly sug-
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gests that *“for the first movement of the E
flat Sonata. Brahms asks for an allegro that
is amabile (and. one might add. for an ama-
bile that is still allegro).”” Time and again
in these otherwise splendid performances.
Steinberg’s point has been overlooked.
Richard Goode is an uncommenly conge-
nial partner: in fact, | wish he had been less
obliging and more purposeful. The sound.
as resonant as Chandos’, has rounder tone
and greater clarity; in its way. it is just as
realistic as Philips”.

I will pass over the Nolan/Spillman
performances; while honest and competent,
they are not geared for comparison at the
highest level. The recording, though well
balanced. is tlat and cramped, and Bruce
Nolan. for all his carctully prepared phras-
ing. sometimes has ditticulty wrapping his
tongue and fingers around the notes. Robert
Spillman plays strongly and, like his part-
ner. sincerely, yet the production betrays a
pervasive amateurishness. (Why, for exam-
ple. publicize the use of a Schirmer edition,
“‘edited by Eric Simon’"? The other per-
formers presumably use either the original
Simrock or the Vienna Urtext.)

Everyone knows that Brahms tran-
scribed these pieces for viola (he also made
violin transcriptions. virtually never per-
formed). yet few are aware of the many
options awaiting prospective pertormers of
the viola versions. In making the trans-
plants, Brabms added a few double-stops
here and there and—more crucially—
transposed some passages down an octave
from the clarinet originals. A few of these
transpositions entail minor changes of nota-
tion. since the revised figurations would
otherwise exceed the low-C cutoft point of
the viola’s lowest range.

The cult of textual tidelity has reached
mammoth proportions, and all three violists
here (with one or two tiny exceptions from

Bernard Zaslav) play the music **as Brahms
wrote it.”” But Brahms didn’t write it that
way; he hastily arranged it from the aptly
conceived clarinet versions. While some of
the changes suit the viola superbly. many of
the transpositions—like the notorious pas-
sage in the first movement of the E flat (bars
117-19)—make for a clumsy, tonally
monotonous effect. On a recording, bal-
ance per se is not necessarily a problem, as
it would be in concert; even so. the piano
almost swamps the viola. since both are
playing in the same dark. low register. This
is a classic case of misplaced purism. Some
older-generation violists—William Prim-
rose comes to mind—preserved the mellit-
luous qualirv of the viola arrangements but
judicicusly restored some passages to their
clarinet register.

Yehudi Menuhin, though perhaps not
a great violist (his sound is a bit light and
“stufty’’). is certainly a great soloist. and
that cannot be said of most of today’s vio-
lists. oriented as they are toward chamber
music. However one reacts to his liberties,
he brings a sense of courage and conviction
to this music unheard since the days of
Primrose and (even tarther back) Lionel
Tertis. Louis Kentner. too, is a real stvlist at
the keyboard. even it he does commit tlam-
boyant excesses now and then. Interesting-
ly, these older-generation players generally
tavor rapid tempos. and the resulting per-
formances—which [ certainly hope will be
released domestically—have constant mo-
bility and interest.

An entirely ditferent but equally
attractive point of view shapes the new
Tree/Goode performances. Michael Tree
produces a lustrous. deeply sonorous
sound, and if his outlook is just a shade
plebeian, his deeply considered. forthright
interpretations scem to have struck a moré
responsive chord in Goode. who here

rBRAlIMS: Sonatas for Cello and Piano:
No. 1. in E minor, Op. 38; Ne. 2, in F,
Op. 99.

Lvnn Harrell, cello: Viadimir Ashkenazy.
piano. [James Walker. prod.| Lonpon CS 7208,
$10.98. Tape: CS5 7208. $10.9% (cassetic)

Miklas Perényi. cello; Zoltin Kocsis. pia-
no. [Jeno Simon. prod.] HUNGAROTON SLPX
12123, $9.98.

Christoph Henkel. cello: Elisabeth Westen-

holz. piano. [Robert von Bahr. prod.| Bis LP
192. $10.98.
BRAHMS: Sonatas for Violin and Piano
(3). BRAHMS, DIETRICH, and SCHU-
MANN: Somnata for Violin and Piano, in
A minor (F-A-F).

Toshiya Eto. violin: William Masselos.
piano. (Masamitsu Kurokawa, prod.] NONESUCH
HB 73034, $11.98 (1wo discs. manual se-
quence). Tape N6 73034, $11.98 (cassctte)

BRAHMS: Sonatas: No. 1. in G, Op. 78:
No. 2. in A, Op. 100; No. 3. in ID minor. Op.
108.

BRAHMS: Sonatas for Clarinet and Pia-
no, Op. 120: No. 1, in F minor; No. 2, in
E flat.

Janet Hilton, clarinet: Peter Frankl. piano.
[Brian Couzens. prod.] Cuanpos ABR 1020,
$13.98. Tape: ABT 1020, $13.98 (cassette).
(Distributed by Sine Qua Non Productions. |
Charles St.. Providence, R.1. 02904 )

George Pieterson. clarinet: Hephzibah Me-
nuhin, piano. PHILIPS 9500 784, $10.98. Tape:
7300 85B. $10.98 (cassetie)

Richard Stoltzman. clarinet; Richard
Goode. piano. [Max Wilcox, prod.] RCA RED
SEAl ARC [-4246, $12.98 (digital recording)
Tape: ARE 1-4246., $12.98 (cassette).

Bruce Nolan, clarinet; Robert Spillman.
piano. GOLDEN CREST RE 7094, $8.98.
BRAHMS: Sonatas for Viola and Piano,
Op. 120 (2).

Yehudi Menuhin, viola; Louis Kentner,
piano. (John Fraser. prod.] EMI ASD 4039,
$11.98 (distributed by German News Co.. 220
E. 86th St.. New York. N.Y. 10028).

Michael Tree, viola; Richard Goode. pia-
no. [Max Wilcox, prod.] NoNEsuci D 79031
$11.98 digital recording). Tape: D4 79031,
$11.98 (cassette).

Zaslav Duo (Bernard Zaslav, viola; Naomi
Zaslav, piano). [Roy Christensen., prod. | Gaspa-
RO GS 215, $8.98
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BRAHMS

(Continued from page 55)

sounds more authoritative and massive than
with Stoltzman. The piano sound, though a
bit boomy, is commanding. These perfor-
mances have a sobriety and grand clarifica-
tion if less sheer temperament than those of
Menuhin and Kentner.

Like Tree—a member, of course, of
the Guarneri Quartet—Bernard Zaslav is
also a fine quartet violist (in the Vermeer
and, formerly, Fine Arts). He plays beauti-
fully. with even a more gorgeous sound—
on a Guadagni of magnificent qualities—
and a more curvaceous grace than Tree's.
But the Gasparo disc, for all its warmth and
musicality, suffers from a curious—and
crucial—flaw: Whether because of the
playing or its reproduction, one cannot
clearly hear all the piano’s chordal harmo-
nies. This incompleteness of voicing plays
hob with Brahms’s carefully devised voice-
leading and counterpoint, ruining the Zas-
lavs’ con amore teamwork. HF

MOZART'S STRUGGLES
(Continued from page 57)

While only compleat Mozarteans are
likely to want to have all the early quartets,
a representative selection will be useful for
nonspecialists. An apt choice is the well-
varied group of four (including Nos. 8 and
13, cited above for their fugal finales) pre-
sented by the Sequoia Quartet (founded in
1972), a group of young Japanese and
Americans who won the 1976 Naumburg
Award. 1 have had qualms about the
extremely cool remoteness, even imperson-
ality, of some of the Sequoia’s ecarlier
releases. But just such qualities neatly
counter the usual tendency to romanticize
or inflate this mostly lightweight, quintes-
sentially rococo music—agreeable enough
in itself, but significantly substantive only
for its instructive contrasts with Mozart’s
later work in the medium. Nonesuch's dig-
ital recording is first-rate and not oppres-
sively close, the acoustical ambience at
least lukewarm, and there are extensive
jacket notes by Dr. Robert Winter of
UCLA.

Anhang: As if inspired by the music, all the
manufacturers involved here have supplied
admirably quiet-surfaced disc pressings
(the Japanese Denon example is best of all)
and—in the case of the DG and Nonesuch
singles—musicassettes that are sonic spit-
tin” images of their disc counterparts. With
only a couple of exceptions. all significant
score repeats are observed (the Melos skips
both of those in the Hunt Quartet finale; the
Prague skips those in the finales of Nos. 20
and 23): this for the benefit of listeners who
care about such details—and most passion-
ate Mozarteans do! HF
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UPGRADING YOUR SYSTEM
(Continued from page 44)
/ g

ence between lukewarm praise and an
enthusiastic rave, and you should look for
that difference as you read: Some compo-
nents really do stand out from the crowd.

But beware if the enthusiasm is for the
first appearance of genuinely new technol-
ogy. There are risks associated with novel-
ty, and when you buy the first models of a
new genre, the odds tend to favor poor reli-
ability and early obsolescence. Looking
back, the first transistor amplifiers turned
out to have high crossover distortion, the
first digital time-delay devices were failure-
prone, the first direct-drive turntables had
severe infrasonic rumble, the first high-
compliance phono cartridges suffered from
resonance-induced flutter, and so on. If
what you want is a lasting investment in
music-listening pleasure, wait for the sec-
ond-generation product: It will not only be
more reliable, but chances are it will also be
cheaper, since the early buyers will have
paid for the development cost of the new
technology.

When shopping. pay attention to prod-
uct features—especially those that add cost
and complexity without a commensurate
gain in useful performance. If an amplifi-

er’s high-cut filter provides the same grad-
ual rolloff as the treble control, why pay tor
the extra switch? If you listen to only three
FM stations, why pay extra for a digital tun-
er with twelve presets? And when compar-
ing two-way and three-way loudspeakers.
don’t assume that the three-way is better
just because it has an extra driver. At a giv-
en price, two good drivers and a caretully
tailored -crossover may yield better sound
(and consistency) than three individually
cheaper drivers and a complicated cross-
over network. Ultimately you must listen,
using good recordings. It something sounds
better, it is better—regardless of what the
sales brochures say about the technology.

One final hint: In many localities,
equipment prices vary during the year
according to a predictable pattern. For
instance. many new-product introductions
occur during the autumn, so manufacturers
choose the late summer to clear out remain-
ing inventories of current models at bargain
prices. And in product categories such as
loudspeakers and recording tape, which
don’t change much from year to year,
inventories often build up during the slow-
sclling summer months and need to be
unloaded. For both of these reasons. excep-
tional buys are commonly available in
Labor Day or *“back-to-school ™" suales. Sim-
ilarly, in some areas it has become custom-
ary for stores to plan large Washington’s
Birthday sales in February, coinciding with
similar promotions by automobile retailers.
Ot course, stores tend to be crowded during
those heavily advertised sales. making lis-
tening difficult, so do your comparisons
early and decide in advance what you want
to buy. HF

THE AUTOPHILE
(Continued from page 19)

than in a home, because of the former's
small internal volume and nearly hermetic
air seal. In fact, one of the problems of car
sterco design is preventing excessive bass
output at the vehicle interior’s major reso-
nance frequencies.

e Different types of upholstery have a
notable effect on high-frequency balance,
with leather interiors being considerably
brighter sounding (prior to equalization)
than fabric, and vinyl slightly brighter
still.

e And perhaps most significantly, proper
speaker placement (as a cure for most imag-
ing and spatial-reproduction problems) and
fairly elaborate active equalization (as a
cure for most frequency response problems)
are two of the most versatile solutions to
autosound difficulties. This suggests that
two of the best investments you can make

when laying out a new car sterco system are
a narrow-band equalizer (preferably used
with a test tape and a sound level meter) and
a few hours spent evaluating potential
speaker locations—using temporary card-
board enclosures if your speakers haven't
any of their own.

The Delco-GM/Bose Music System
does not represent the first collaboration
between sound system designers and auto-
makers. and I'm sure it won't be the last.
I’ve heard a number of very credible-sound-
ing factory-installed sound systems in cars
such as the Nissan Leopard and the Mitsu-
bishi Galant, some of which will probably
be offered in this country soon. Blaupunkt
is also said to be at work on a super system
for use as an option in various German lux-
ury cars. The Delco/Bose eftfort, though, is
an important step forward, because it
proves out in a single project all of the vir-
tues of collaborative design. It may also
introduce millions of people who don't
know beans about high fidelity sound to the
sonic delights of our avocation—audio’s
first mobile ambassador at large, as it were.
Meanwhile, I'm trying to finesse another
week on the road with that Caddy. HF

HIGH FIDELITY



ANATOMY OF AN ALBUM
(Continued from page 85)

Determined to make the most of my time, |
met with designer Spencer Drate who
scemed to identify strongly with the humor
suggested by some of the album cuts. He
thought, as I did, that the title and a few of
the songs were food-oriented. The end
result is a cover picture of me sitting in a
Chinese restaurant (actually a photogra-
pher’s studio) about to gulp down a heaping
bowl full of **What It Is.”’

Finally it was time to start the mix.
Processing and perfecting  twenty-four
tracks of musical information to get a two-
track sterco master tape can be an excruci-
atingly tedious. time-consuming job. With
Bongiovi, however, it’s anything but
tedious. He mixes with a certain reckless
abandon (not unlike myself when record-
ing) and accepts the whatever-will-be-will-
be theory. occasionally allowing accidents
and mistakes to be crowning moments of
creation. Instead of running through the
same song twenty, fifty, or a hundred times

before arriving at the **perfect”” mix, Tony
is apt to run through it two or three times.
The intros and tags might have to be mixed
separately and edited in later. or a middle
section might have to be inserted. but usu-
ally after only four hours—unlike the usual
twelve or more—we would have our final
mix. By the end of the first weck, Tony
(who had by now been named coproducer),
Jimmy Bralower. and I had had four very
productive sessions together.

Then we went on hold {again) and |
received word that  Portrait and Tony
wanted to bump two of the cuts from the
album. The prospect of having 10 start all
over again—i.e.. to write two new songs—
was maddening to me. More lyrics to be
conceived, more arrangements to be ham-
mered out, more takes, both good and not-
so-good. Actually, I replaced one track
with a tune [ had written three years ago. It
was Lennie’s enthusiasm for it that con-
vinced me to put it on the album, (The lead
vocal and guitar parts for it were taken
directly from the demo | recorded on my
cight-track. but don’t tell anyone.) The oth-
ersong was brand new, which is 10 say that
it was written on the 34th Street crosstown
bus on the way to the Power Station in a
frantic flurry of half inspiration and half
perspiration.  Admittedly, the prevailing
hurry-up-and-wait climate of these last few
weeks of production has tried my patience,
but I just keep telling myself that it's all for
the creation of the Best Possible Record.

At this writing, we're still mixing.
Once we have the two-track stereo master
in hand. we’ll move into the cutting room,
from which we’ll get a test record, or ace-
tate. That will be listened to by me. Tony,
Jimmy, my manager, label] executives, and
anyone clse whose job it is to care. Upon
approval by all interested parties, the go-
ahcad will be given to cut the master disc.

Disc-cutting is probably the trickiest
single step in the record-making process; a
master tape that sounds like a million bucks
can be reduced to a real bargain-brand
record with the wrong equalization or over-
corrective limiting that squashes all fidelity
and dymamics right out of the music. In the
same way that there are different ways of
producing a record. there are different
styles of cutting it. For that reason, the
choice of cutting room and cutting enginecr
can be fairly subjective. I've left the deci-
sion up to Tony. though I fully intend to
show up for the actual session.

From the cutting room my master tape
will get shoved into a vault, and the master
disc will go to the CBS pressing plant in
Pitman, N.J.. which will not only press the
records but ship them in their jackets to the
distribution branch. As for me. there are
more sengs to write, possible appearances
with a tive band. a contract to renew. and
more albums to record. |There is also more
waiting: The album was just bumped 1o a
January release date. Cest la music biz.
Ceorge —Ed.| HF

INPUT OUTPUT
(Continued from page 86)

high-frequency sounds seem to pulse). and
since the noise reduction is in at all times
there is nothing that can be done about it.
Both Ashley and Payson complained that
there was no provision for user head align-
ment, a significant omission. Payson’s
Teac had a 6-dB difference between input
and output when he bought it; he had to take
it all the way back to the factory to have it
adjusted.

In the metering department, the Fostex
wins hands down, since it monitors record
input on all four tracks simultaneously. The
Tascam monitors record input on only two
of its four meters. This is a prime consider-
ation, particularly if you plan to do a lot of
live recording.

On the other hand, the Tascam’s wide
varicty of send-and-receive and panning
possibilities renders it far more versatile
than its competitor, especially in the mixing
phase. In addition, the 244’s EQ system,
which Payson aptly describes as *‘quasi-
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parametric.’” is **sweepable,”” meaning the
center frequencies are variable (from 62 Hz
to 1.5 kHz and from | kHz to 8§ kHz),
instcad of fixed as in the Fostex.

Regardless of which machine might
pique your interest. there are some common
caveats. Although it's true that the minis
are self-contained, for quality recordings
you're going to need some outboard gear.
For instance, such slim, slow-moving tape
leaves little margin for error in recording
levels, which means you'll probably need
to compress the dynamic range to control
those levels. Of the seven mini users |
know. six of them use the MXR compres-
sor/limiter (I paid $110 for mine) and some
alternate it with a less expensive Dynacomp
or similar device to get a harder sound on
certain instruments, especially guitars.
Payson uses a DBX 163 compressor/limit-
er. which is more of a pro than semipro
item. But for zbout only $100 more than the
MXR, its superior quality may be worth
your investment.

The EQ bands on the minis cover very
broad frequency ranges. which is fine for
mixing, but for recording you’ll want to be
able to work within narrower, more specific
bandwidths. The Roland Boss six-band
graphic equalizer is a good choice, as are
the MXR ten-band graphic and the Ibanez
parametric.

I'd also recommend some kind of
delay: Without it. your tracks will tend to
sound as if they were recorded in a small,
soundproof box. There are dozens of echo/
reverb units available. On the low end
(around $125) are various guitar toys (cho-
ruses, flangers. phasers, etc.) that simulate
tape echo. You might also consider mono
spring reverb. If you do decide on reverb,
I"d recommend a unit with a tone control of
some kind. Reverb gets very muddy if it is
too bassy and extremely strident if it has too
much high end. But almost any kind of
delay is better than none, since it gives the
mix more depth.

You may be wondering at this point
whether it's worth going the ministudio
route if you have to invest in all this out-
board gear. The answer is easy: You're
going to necd the extras in a more elaborate
home setup anyway. Relatively speaking.
the minis arc very inexpensive; they're also
portable. easy to use, and very fast. In fact,
most owners consider speed among their
greatest virtues. Of course. one should have
no illusions. Any decent demo studio can
deliver 4 far better sound than either the
Tascam 244 or the Fostex 250. Neverthe-
less, the mini is yours twenty-four hours a
day. it specializes in your music, and it
teaches you all the basics of recording. And
that. for the price, is not bad at all.  HF
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South Frisco Jazz Band: Oliver begot Watters begot Murphy begor South Frisco

BACKBEAT REVIEWS
(Continued from page 91)

South Frisco Jazz Band:

Live from Earthquake McGoon’s
Bob Erdos. producer

| Stomp Off S.0.S. 1027

Uptown Lowdown Jazz Band:

In Colonial York, Pa.

Bob Erdos. producer

Stomp Off S.0.S. 1030

(549 Fairview Terrace, York. Pa. 17403)

Both Lu Watters™ Yerba Buena Jazz Band
of the "40s and its successor. the Turk-
Murphy band, patterned their sound on
King Oliver’s Creole Jazz Band of the early
"20s. Not only did they follow the two-
comnet lead of Oliver and Armstrong. but
they also drew their repertoires trom the
oft-neglected works of Jelly Roll Morton,
Oliver. Armstrong. and the black Chicago
musicians of the "20s. Murphy’s band is
still active. playing at its leader’s night club
in San Francisco. Earthquake McGoon's.
In the time since Murphy succeeded Wat-
ters in 1951, a generation of young musi-
cians has built band styles and repertoires
based on the '40s Watters-Murphy ap-
proach to the ’20s Oliver-Morton-Arm-
strong style.

The South Frisco Jazz Band is led by
banjo player Vince Saunders and includes
two one-time Murphy sidemen in cornetist
Leon Ouakley and tuba player Bob Rann. It
is based tar south of Frisco. in Orange
County; the Uptown Lowdown Jazz Band.
led by cornetist Bert Barr. is a Scattle band.
Both groups use Watters-Murphy arrange-
ments and compositions (the tormer’s Big
Bear Stomp and Annie Street Blues, the lat-
ter's Bay Citv and I Am Pecan Pete). And
both are blessed with unusually strong and
salty trombonists. South Frisco’s Jim Sny-
der has already built a reputation in Chicago
with the Salty Dogs. while the Uptown's
Dave Loomis is a fresh and vigorous voice.
Both two-comet tcams have punch and
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drive, but the two clarinetists miss the
rough, sour-edged drive that Bob Helm
brought to the Watters band. Stll. it is
encouraging to find tradition-oriented mu-
sicians moving towards exploratory models
and away trom deadly Dixieland repeti-
tion. JOHN S. WILSON

Art Tatum: The Genius

Alan Bates & John McKellan producers
Jazz Man JAZ 5024 (First American
Records. Inc., 73 Marion St., Scattle,
Wash. 95104)

This disc exposes a rarely heard facet of
pianist Art Tatum’s musical character in
that one tull side is devoted to his compo-
sitions. As a pertormer he drew trom the
pop and light classical repertory. Although
he was not known as a blues player. his own
picces seemed to move instinctively toward
the blues. He was known as a melodist. but
his compositions are not particularly me-
lodic.

Among the originals are a pair of fast
boogies and a pair of easy blues. The
former might have been played by Albert
Ammons were it not for Tatum’s breathtak-
ing runs; the latter are relaxed and swinging
but, like the boogies. wear thin after two
minutes. His most interesting picces are
derivative. Gang o' Notes suggests Bix Bei
derbecke until it turns into a tlashing flare
of Tatum virtuosity. Just Before Dawn is
pure Willie (the Lion) Smith in his Rustle of
Spring mood.

The second side is the more staid
Tatum. Recorded by American Recording
Artists (ARA) in the mid-"40s, this is a col-
lection of standard tunes that. for the most
part, he never went back to again. They
include a striding Song of the Vagabonds. a
Runnin' Wild that evokes thoughts of Teddy
Wilson decorated with Tatum runs, and a
Memories of You that keeps threatening to
turn into composer Edward MacDowell.

JOHN S. WILSON
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No matter where you listen.

Whether you live in a ground floor apartment or a cabin at markzat. Qutstanding features like Qua-tz Synthesized and
22,000 feet, only an Onkyo receiver can deliver FM tae Se-vodocked tuning. Dual gate MOS FETs for optimum
way it was meant to b= heard. bandwidth selectivity. Linear Switching and Super Servo

Onkyo receivers are amplifier design. And,

designed to handle ail
the particular
problems perfect FM
reception entails.
Weak stations with
their undesirable noise
levels. Strong ones
that can overioad a
tuner’s front end.

buit-in CX™ decoders
that when used with CX
rezords let you
experience a 20dB
increase in dynamic
range.

So, wnether you select
cur flagship TX-61
model, our basic TX-11,

Room temperature and or any of the four
humidity changes. And, even the aging of the tuner itself. receivers in between, one thingis certain. The sound will
in fact, there's probably more high technology ard 2e clean, solid, punchy and unmistakably Onky2. Our
value in an Onkyo receiver than in any other on the parfect reception will make for perfect list2ning.
ONKYO 200 Williams Drive, Ramsey, NJ 07446

R s oy rmenaf Nobody knows more about audio than Onkyo?
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