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Compact disc without musical compromise.

For thirty-five years Harman Kardon has represented the
highest standards of sonic excellence. Our long
experience in designing high resolution circuitry,
including such Harman Kardon innovations as Low
Negative Feedback, Ultrawidebandwidth and High Current
Capability, uniquely qualifies us to bring high
performance to the demanding compact disc format.

Although recognized as a true breakthrough, most critics
agree that CD technology has not fully translated into
increased musical performance. Two aspects of
conventional CD player design are responsible for this:
integrated circuits (IC’s) in the analog section and
excessively steep analog filters. While desirable from a
pure cost consideration, analog IC's have very narrow
bandwidth and require huge amounts of negative
feedback which creates, among other things, the TIM
(Transient InterModulation) distortion responsible for the
harsh, metallic sound that is a common complaint of the
CD format.

The other widely recognized criticism of the CD format is
a lack of spatial perspective (*‘depth”’) in the sound field.
This is the result of the very steep filters (typically
60dB/octave or more) required in conventional CD
circuit design.

Harman Kardon both addresses and solves these
problems in the HD200, HD400 and HD80O. Our analog
section is constructed entirely of precision discrete

components (no IC's) and has Ultrawide-
bandwidth of 0-250kHz and no
negative feedback

HEADPHONES ouTPUT

atall. This all discrete circuit is completely free of the
harshness of TIM and does not require the steep filters
which destroy spatial perspective. The result is the clear,
clean, stunning musical realism lacking in other

CD players.

Taking the ultimate format even further, Harman Kardon's
HD800 introduces the Charge Coupled Interface (CCI,
patent pending). This circuit is placed between the D/A
converters and the
analog section so that
they are electrically
completely isolated,
preventing noise from
being passed out of the
digital circuitry.
Increased dynamic
range, maximum phase
coherency and greatly
improved small signal
resolution are also
enhanced by dual 16-bit
linear D/A converters
operating at 176 .4kHz (four times oversampling).

Harman Kardon'’s CD players are equally advanced when
it comes to convenience. The HD400 and HD80O feature
wireless remote control with 10-key random access
programming. All models incorporate 36-track program
memory, track/index search and audible two-speed cue/
review, as well as a multifunction front panel display.

Harman Kardon compact disc players. The CD promise

fully realized through no-compromise
performance.

The unique all discrete, wideband, zero feedback
circuit that prompted critics to say “...the best
sounding CD player from a major manufacture.”

For more information

and your nearest dealer

call toll free 1-800-525-7000 ext. 101 or write

240 Crossways Park West, Box 9101, Woodbury, New York 11797

harman/kardon

A Harman International Company
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Yamaha just solved the
industrys biggest problem.

All those little capacitors, resistors and
semiconductors?

They make up what’s known as a CD
player’s analog filter.

A necessary evil designed to remove
unwanted digital noise.
While unfortunately
distorting otherwise
crystal-clear sound with
phase shift.

Ahem.

Presenting Yama-
ha's exclusive hi-bit
direct output technology:.

A revolutionary technology we've incor-
porated into our CDX-910U, giving you the
option of completely eliminating the analog
filter with the touch of a button.

Allowing you, in turn, to enjoy improve-
ment in music you thought coufdn’t be
improved.

Yamaha's exclusive hi-bit direct out
technology bypasses the analog filter,
resulting in pure, crystal-clear sound.

You'll also find 8 times oversampling.
Giving you incredibly accurate waveform
resolution and unbelievably
natural sound. -

Hi-bit twin D/A converters s ‘
to improve dynamic resolution
and eliminate interchannel phase
distortion.

And a host of features that
add up to the most pleasurable
listening experience yet.

Stop by your nearest Yamaha
dealer today and hear the re-
markable new CDX-910U CD
player for yourself.

We think you’ll come away sharing our
philosophy that anything that comes between
you and your music is definitely a big

vz YAMAHA

Use the 46-key
wireless remote, or
use a Yamaha RS
integrated amp,
preamp or receiver
remote.

No matter how
small it may be.
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n May 1 visited Japan for the first time since the dollar

stepped on a banana peel, prepared tor sticker shock

(and not disappointed). A quick tour of Tokyo's famed
Akihabara section—where multistory electronics super-
markets coexist with a raft of smaller shops and back-
alley stalls at which you can buy parts of every descrip-
tion (by the scoopful, you might think, from a glimpse of
the bins of resistors and other small components)—re-
vealed no bargains. DAT decks were there in abundance,
at extravagant prices. But more on that later.

The real reason for my trip was to visit JVC’s audio
division. Perhaps because JVC is so well known as the in-
ventor of the VHS system of video recording, and of VHS
Hi-Fi and the new Super VHS format, people sometimes
tend to forget that the company also makes audio gear.
Perhaps it was just that fact that prompted the home of-
fice to invite a few journalists over from the United States
and Europe for a tour of the facilities and some previews
of coming attractions. Although the main spotlight was
on JVC's new K2 digital interface (which is supposed to
prevent any noise riding on a digital signal from degrad-
ing the final analog output), 1 thought that was the least
interesting of several new developments. The most inge-
nious, to my mind, is a new amplifier using what JVC
calls its Digital Pure-A circuit. As you might guess from
the name, it is a Class A amplifier—but with a twist.

Like a number of previous designs, this amp uses a
dual-voltage power supply. Only when the input signal is
large does the supply switch to its high-voltage mode. At
low signal levels, the supply operates at a lower voltage in
order to conserve power and minimize heat. The latter is
especially significant in this amp because it is designed to
run in a traditional Class A configuration, which main-
tains a constant, relatively high bias across the output
transistors to completely eliminate crossover distortion,
even when the amplifier is operating at full output.

(A conventional Class AB amplifier moves from Class A
operation to the more efficient Class B mode at high out-
puts.) This is wasteful, but clean.

In the JVC scheme, however, the amplifier is working
in a low-power mode most of the time, so the amount of
wasted heat and power is correspondingly small. Only
when signal conditions threaten overload does the unit
turn into a high-power amplifier. And it’s still Class A,
because the bias gets cranked up along with the power-
supply voltage.

So far, so good. But the most interesting part is that
the Digital Pure-A system is engaged only when the am-
plifier is getting a digital input (from the digital output
jack of a CD player, for example). Otherwise, it runs as a
more conventional high-power amplifier using JVC's Dy-
namic Super A “'sliding bias™ system, which varies the
bias constantly according to the level of the analog input
signal to maintain efficient Class A operation. That’s be-

!
‘Bright Lights,
Big City

By Michael Riggs

cause the heart of Digital Pure-A is a prediction circuit
that would not be practical without a digital input

When the input is digital, the signal is split into two |
paths. The first goes into a digital memory bufter that de- |
lays it by about 150 milliseconds before it reaches the dig-
ital-to-analog (D/A) converter. The second goes directly
to a control circuit that determines trom the bit stream
exactly when more power will be required than the amp’s
low-voltage mode can handle. Because of the delay in the
path to the D/A converter (which feeds into the amplifi-
er’s audio circuit), the controller has ttme to think the sit-
uation over and tell the power supply exactly when to
shift into overdrive—and exactly when to shift back out.
It never has to guess, which means that it never moves
100 soon or too late; it is as efficient as it can be. And so
we see yet another useful innovation made possible by
digital encoding of audio signals.

In fact, virtually everything JVC showed us (apart
from new speakers, which were designed with the aid of
computers) was based on digital technology. The other
standout was a new surround-sound processor based on
digital signal processing. Except tor the Lexicon CP-1
(which, as our review next month will explain, proceeds
from somewhat difterent premises). the JVC unit is the
first true competitor to Yamaha's groundbreaking de-
signs. (See last month’s review of the Yamaha DSP- }
3000.) We got only a brief demonstration, but its ability
to re-create the sensation of being in a variety of realistic
acoustic spaces was stunning. And JVC is looking to
bring it in for less than $1,000.

What about DAT? JVC has machines now—and is
working on a new generation— but if you want one, you
may have to go to Akihabara. We roughed up the compa-
ny management a little'on this issue, but even after the
defeat of Copy Code (see “"La commedia’e finita,” page
41), they are reluctant to move. JVC'’s president indicated
that the company considers a negotiated settlement with
the record industry a prerequisite to an American launch.

To which we said, “"Lotsa luck.™

At the beginning of our morning in Akihabara, we
met with the president of Laox, which is the district’s
largest retailer, with numerous stores all over the rest of
Japan as well. When I asked him how DAT was doing,
he replied that in the entire month of April his company
had sold only 78 decks. Even in its home market, where
they have been available for more than a year, DAT ma-
chines are far from becoming a mass-market item. The
problem, he said, is price. And this, I think, explains the |
reluctance of the manufacturers to storm the gates of the
American market. Why risk getting slapped with restric-
tive trade legislation for the sake of marketing a product
that currently has little prospect of bringing in much rev-
enue? When will America have DAT? At this point, your
guess is as good as mine. My crystal ball’s in the shop.
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NO NOISE AVAILABILITY

The “*Currents” column in your July 1987
issue carries a brief discussion of a com-
plex new digital noise-reduction system
called No Noise. Would this system have
improved the Frank Sinatra CD reissues
reviewed in the BACKBEAT section of your
August 1987 issue, which are criticized as
being “moderately hissy AAD transfers'?
And is this system available to the public
for use in cleaning up the hiss, clicks, and
pops endemic to old recordings? That this
new process may (or may not) be used on
rereleases isn't much help to those of us
desperately seeking some magical (read
“digital’") way to clean up what is left of
our precious recordings. My collection
goes back to the 1930s.

Even if the No Noise system isn’t now
generally available, wouldn't some enter-
prising company see it as a great product
for the record-playing public? DBX had
ways of processing sound commercially,
yet it managed to work its technology into
circuits priced in a range accessible to in-
dividuals.

Ted Earley
Monrovia, Calif.

I have read in your magazine about a digi-
tal noise-reduction process called No
Noise. Several months ago I bought a new
audio system, including a CD player, and
have been stocking up on my favorite old-
ies. But after having my ears pampered by
the silent sound of digital, I find the hiss on
some of these reissued recordings quite ob-
jectionable. Nonetheless, I have accepted
it as the best that can be done. But if they
come out later with the hiss scrubbed out
by No Noise, I'll certainly want to replace
them, at a loss of several hundred dollars.

Anyway, what should I do now?
Should I stop buying CD reissues of pre-
digital recordings until No Noise versions
start coming out? Is there some company
selling No Noise versions right now, or is
it something the major record labels will
be using in the future? If the latter, when?
How will I know which record companies
are using the process and which aren’t? If I
order discs by mail, will I be able to specify
No Noise versions?

Please help. Many people must be fac-
ing this dilemma, especially those of us
who grew up in the 1960s.

Ernest Swallow
Ocean Park, P.R.

There really is no simple answer to these
questions, except that there will be no con-
sumer version of No Noise in the foresee-
able future. (The system is very complex
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and runs on a high-speed minicomputer.)
Some No Noised recordings already have
been released, but the extent to which the
process will be adopted by the record indus-
try is yet to be seen. Labels will base their
decisions on whether to use the system on a
number of things, including cost, perceived
benefit to the recording being reissued, and
the extent to which the process generates
undesirable side effects. This last is a par-
ticularly tricky question: Some producers
feel that No Noise does more harm than
good on certain types of material. For more
on No Noise, see this month’s *“‘Bits &
Pieces. "—FEd.

ORIGINS OF CAR AUDIO

In “Front Lines” [May], Michael Riggs
brings up the question of who invented the
car radio. The first car radio, as we know
it, was designed by Bill Lear for an outfit
called the Galvin Manufacturing Compa-
ny. (There were car radios before that, but
they required *‘B’" batteries under the
floorboard.) He called it the Motorola, as
in Victrola or Mazola. [We wonder if Lear
wasn’t thinking of ““‘motor,” as in *“motor
car,” together with Victrola.—Ed.] Later,
Galvin took Motorola as the name of all of
its products and finally the name of the
company.

I can’t take autosound very seriously;
one is too busy playing bumper tag to ap-
preciate anything except traffic reports.
By the way, almost everything on a car, in-
cluding bumpers, started out as an after-
market accessory.

Gilbert A. Johnson
Woodinville, Wash.

THE RANADA FILES
The combination of technical expertise
and writing skill is a rare gift. Thousands
of electronics engineers and technicians
*know the stuff,” but pitifully few can ex-
plain it. When I get snowed by technical
information, I refer to David Ranada’s ar-
ticles, which I keep on file.
Edward V. Mace
Tucson, Ariz.

TOO MUCH DYNAMIC RANGE

I am really sold on Compact Discs—for
the same reasons, I am sure, that everyone
else is. They exhibit no background noise,
and their dynamic range is beyond that of
all other media. There is no question that
they are the answer to recorded music. But
I wish that manufacturers of CDs would
realize that we know these things. There is
no reason for them to record long periods
of silence and very soft, low-volume music
so that we can hear that there is no hiss or
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scratch. Why don't they record CDs the
way they did LPs, at about the same level
throughout? I try to make cassette copies
io play in my car, but they are practically
useless: [ just can’t hear the low parts over
the road noise. I can hardly hear them in
my home over ordinary house noises, such
as air conditioning.

If you have any way to get word to CD
manufacturers, please tell them to record
at a constant volume so that we can hear
all the music.

Penn Dawson
Clearwater, Fla.

What's bothering you is a manifestation of
one of the Compact Disc's greatest benefits:
very wide dynamic range. The dynamic
range of a recording medium is the differ-
ence between the softest and the loudest
sounds that it can resolve (more than 90 dB
Jor CDs); the dynamic range of a piece of
music is the difference between the loudest
and the softest passages it contains (which
varies widely, according to the type of mu-
sic, from a minimum of 10 or 20 dB to a
maximum that approaches the limit of
what can fit on a CD). A truly high fidelity
recording will seek to capture the full dy-
namic range of the music as it is performed,
and for some pieces, that will mean alterna-
tions between very high and very low lev-
els—the very thing that is annoying you.
We agree, however, that under some lis-
tening conditions (especially in a car), wide
dynamic range can be too much of a good
thing, making it impossible to set a com-
Jortable listening level without having to
strain to hear the soft parts or being over-
whelmed by the loud ones. The best solu-
tion is a switchable compressor circuit built
into the player, so that you can squeeze the
dynamic range of your CDs into the dy-
namic range of your listening environment.
Sony’s first car CD changer had such a cir-
cuit. The best bet for your purposes, how-
ever, is the DBX DX-5, which includes a so-
phisticated variable compressor—the only
one we know of in a home CD player.—Ed.

REISSUES WITH SOMETHING MISSING

I have a question about the process of reis-
suing “digitally remastered” versions of
recordings. Last year, I purchased the re-
mastered cassette version of Verdi's Don
Carlos conducted by Carlo Maria Giulini
with Placido Domingo and Montserrat
Caballé (Angel EMI 4AVC 34060); I also
own the original LP recording of this per-
formance, which I like very much. In com-
paring the digitally remastered version
with the original, I was dismayed to hear
that the cannon booms in Act One, which

announce the peace settlement between
France and Spain and punctuate the duet
between Carlos and Elisabetta, have been
deleted. Why?

Can you imagine how Solti’s recording
of the Ring would have sounded had its
special effects been edited away?

Ron W. Flowers
Scott City, Mo.

When it came to anvils and the like, naked
indeed. Getting back to Don Carlo, we're
puzzled that you don't hear the cannon
shots on your cassette version of this splen-
did recording: On the Compact Disc re-
lease, which presumably was prepared us-
ing the same digital remastering, all six of
them are clearly there.—Ed.

(Continued on page 12)
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How it torks.
Abrief conversation with Bob Carver:

O Heone can The Amazing Loudspeaker piit ol s0 miich
powerful, extended bass?

A.Brute force. A total of 8 subwrogfers. each ith + tires the
excision of eegular bass drirers for a ttal displacement
farva times excuosion 1of abuost 2000 cubic incbes The lou
frequency 3dB point is 18112

POWERFUL

evoiLton
Distributed in Canada bv: t2chndogy

O Why usea ribbon driver?

A Because the st of a ribhen is nthing short of glories!
Free of indivedail driver anomadics and crossaver problems
the Amazing Loudspeaker s extended dine source driver delit
o ¢ mcjestic sontc image that litevally: floats in 3-dimensional
acoustic space. Simultaneoust: it refroduces an amazing
amount of musical detail that s simphy iunmatched by an
DOINE sonree drerer:




Q. But aren’t ribbon drivers inefficient?

A Nk when designed with enough magnetic field strength. Each
Amazing Loudspeaker ribbon uses 30 feet of high energy mag
nets ina special focused field gap. A1 82dB efficiency. that s
dlmoast tuice as efficient as any other ribhon that goes down fo
T00H=. Our M-1.0t power amplifier vields peak SPL exceeding
106dB: up to 110dB with an M 1.5t More than ample to
deliver a symphonic orchestrass sonic power, fifth rou: center.

This is not a bipical speaker ad. Because The Amazing Loud-
speaker is anything but a hical speaker.

This isn't even a typical Carrer ad.
True, the Amazing Loudspeaker breaks so many conventional
speaker rules — and succeeds so spectacularly at it — that were

tempted to fill this ad with alitany of hertz, .y v oundis spectacutar s bass perform.
watts and exotic buzz words the way our ~ ance surpasses that of almost any other speaker

competitors’ ads do. b STEREO REVIEW
Because theres bound to be quite a story behind a speaker

that's 5% feet tall and vet just 1%2 inches thick. Especially when Bob

Carver has a hand (or rather two hands, both feet and a vear or so

of lab time) in its creation.
But ingenious design is only our means to an end. The begin-

ning of a dramatic awakening that will “The image i as wide, deep and multi.layered

re-define for vou the very essence of music.  as7bare ever beard Only Infinity’s 535,000

: ; ; Reference Standard impressed me more.”
The Amazing Loudspeaker can etch Henry Hunt

asonic image so detailed you can almost see rosin drift from abow i Fidelity Editor

onto the polished surface of a violin. HOLSTON POST
It can brighten your listening room with the sheen of a #4A

drumstick on a Zildjian hi-hat cymbal. Or darken it with the smokey

midnight growt of a battered baritone sax.

. ar. “It solves certain design problems and achieves
Itcan S[u_n LS §enses and rear certain sonic results with a simplicity and flair
range your furniture with thunderous sal-  tbat can onty be called, welt, amazing”

vos of tight, perfectly controlled low bass. S RiTIc
It can meticulously separate every instrument and vocal on

a dense, multi-track mix and project each in sharp relief at precise

points across the sound field.
In short, the Carver Amazing Loudspeaker restores what time

and reading too many speaker ads often takes away.

Sheer wonder.
. “It's price is ridiculously low for what it does
We have merely touched on the and... what comparable products cost.”

highlights of this truly amazing loud- Julican Hirsch
speaker. We'd be happy to send you more information includ- STEREQ REVIEY
ing reprints of several great reviews.

However, if your immediate interest is the sensation of a
listening room melting away to reveal the crystalline clarity of pure
music, you need only visit your nearest Carver dealer.

Your amazement will begin when you discover just how afford-

able the Carver Amazing Loudspeaker really is.

MUSICAL

ACCURATE

P.0.Box 1237, Lynnwood, WA 98046






It can see in the dark. And attack without  ing technology. Avionics systems unequalled
being seen. Rain or shine, it can strike like anywhere in the world.
lightning. It’s fast, mean, and smart. The Army can train you to repair and
But the Apache attack helicopter doesn't  maintain those systems—important skills that
fly by itself. It needs trained experts to keep itat can help you get an edge on life.

its most ferocious. So talk to your Army recruiter. Or call
You can be one of those experts. [-800-USA-ARMY. And find out how you can
If you're interested in electronics, theresa  get under the skin of an Apache.

lot inside an Apache to challenge you: Infrared Once you've seen what’s inside, you'll be

night vision sensors. Laser tracking and target-  glzd it on your side.

ARMY, BE ALL YOU CAN BE.
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(Continued from page 7)

NOLP OF STOXOWSKI/STRAUSS “'DEATH”
After reading your most interesting article
“The Good Old Days Are Back’ [Decem-
ber 1987], I thought you might be able to
help me with a question no one seems able
to answer. Stokowski and (I believe) the
Philadelphia Orchestra recorded Strauss’s
Death and Transfiguration for RCA Vic-
tor on 78s. In my view, it was the best read-
ing of the work ever recorded, and | am ea-
ger to know whether the recording was
ever transferred to LP and, if so, whether
it is available today.

I have not been able to locate the origi-
nal anywhere. I would be grateful if you
could provide some information.

Joseph Gale
Millburn, N.J.

Clough and Cuming’s The World’s Ency-
clopaedia of Recorded Music lists two 78-
rpm recordings of Death and Transfigura-
tion by Stokowski, one with the Philadel-
phia Orchestra (Victor 8288/90; set M
217), the other with the New York City
Symphony (Victor 11-8826/8; set M 1006).
According to RCA, the Philadelphia ac-
count was never issued on LP, and there are
no plans at the moment to reissue it on
Compact Disc.—FEd.

HOW ARE YOU FIXED FOR BLADES?
I have always loved the movie Blade Run-
ner and recently bought what I thought
was the original soundtrack. When I got
home, however, I noticed that the music
was performed not by Vangelis but by the
New American Orchestra. I returned to
the shop and asked for the real soundtrack
but was told it cannot be obtained in the
U.K. Could you tell me if it can be ob-
tained in the U.S.?
Ronald Jones
Liverpool, England

Scuwann lists only one Blade Runner al-
bum available in America, and it is the
same one you purchased overseas. As far as
we can tell, there is no evidence that a re-
cording of the original soundtrack, as real-
ized by Vangelis, was ever produced. —Ed.

ENCYCLOPEDIA DISHARMONY ILLUSTRATED

I enjoyed David Browne’s guide to rock
reference books, *“You Can Look It Up!”
[March]. I would like to point out, how-
ever, that The Harmony Illustrated Ency-
clopedia of Rock contains historical errors
that are more serious than suspect discog-
raphies and lineup listings. For example,
in its discussion of Heart, the book makes
the astonishing assertion that Ann and
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Nancy Wilson *“‘began playing Seattle bars
when women’s role in rock was strictly
limited to vocals.”” What about Carole
King and Carol Kaye? Similarly, the
book’s description of Fanny as the “first
major all-girl rock group” is questionable,
considering the band never had a Top 20
record. Fanny certainly deserves its foot-
note in musical history, but I think nearly
all would agree that the first major all-girl
rock group was the Go-Go’s.
Stewart Tick
Bluefield, W. Va.

AUDIOPHILIA

I have a very serious and potentially dan-
gerous problem—a mental problem. It
seems 1 am never satisfied. I find myself
buying stereo equipment, and after about a
month I desire new and, I think, superior
equipment. Moreover, I am afraid that my
monthly desires are attributable to your
magazine. With each review that I read, I
become more greedy. For instance, in your
March issue you reviewed the Harman
Kardon TU-920 Active Tracking tuner. I
had never heard of that type of tuner
before, but now I won't settle for anything
else. In other words, I want to get one. I
don’t think that I'll ever be satisfied with
the components I have.

Now to my question: Is this behavior
normal? My friends think that my prob-
lem is unique. It would be comforting to
know that others suffer from this wretch-
ed disease.

Brian Van Pelt
Northfield, Ohio

Congratulations, Brian: You're an audio-
phile. And no, you are not alone.—Ed.

GIZMO MADNESS
Reading your fine lamentation on the state
of the art in gizmo madness ["’Front
Lines,” March], I noted with double irony
your sentiments on being able to find
‘“‘components that suit your needs and
style.” The Holy Grail that would fill a
ten-year personal *“dry hole” would con-
sist of the addresses of some manufactur-
ers who offer an AM or FM radio smaller
than a classic Zippo cigarette lighter.
Some men are chosen by cosmic fate to
lead us, others by gizmo madness, and I
am hereby appealing to you—in your
kindness and wit—as one of the illuminati
presiding over the court of last resort.
Rod Goertzen
Moncks Corner, S.C.

Gosh, Rod. Panasonic makes a radio that is
approximately the size of a credit card, only

a little thicker. Unfortunately, it is larger
than a Zippo in the other dimensions. If
you're interested, though, Panasonic’s ad-
dress is One Panasonic Way, Secaucus,
N.J. 07094.—Ed.

JAPANESE SPEAKERS
Although you frequently publish reports
on Japanese electronics, you hardly ever
print anything on Japanese speakers. Why
is this? Are Japanese speakers not of high
quality?
Harold L. Aryee
Lowell, Mass.

Many Japanese loudspeakers are of high
quality, in the sense that they are well-built
and nicely finished, but most are not
“voiced” to suit American tastes. Western
ears usually find them rather forward, stri-
dent, and bass-shy. This is gradually
changing, however. More and more Japa-
nese companies are bringing out speakers
balanced to fit American preferences. The
obstacle of price remains, nevertheless.
Shipping costs and currency exchange rates
combine to make most good Japanese loud-
speakers relatively expensive in the United
States.—Ed.

FIRST IN-WALL SPEAKERS

I was pleased to read your recent article
“Loudspeaker Design Trends’ [May],
which included in-wall speakers; but I
want to point out one inaccuracy in your
otherwise fine piece. Sonance was the first
company in the field—producing our first
high-fidelity in-wall speakers in 1981, for
use in our own custom installation busi-
ness. At the 1985 Winter Consumer Elec-
tronics Show, we offered Sonance speak-
ers to U.S. high-end dealers, and at this
time Sonance was the only company spe-
cifically pursuing the high-end architec-
tural speaker market. Since then, we have
devoted ourselves exclusively to the de-
sign, manufacture, and marketing of in-
wall loudspeakers and other architectural
audio products. Sonance is the largest
manufacturer in the field.

Although our design goals are to offer
speakers that are acoustically transparent
and that seem to disappear into the archi-
tecture, we had also hoped to be more visi-
ble within the industry than we apparently
made ourselves to your writer.

Scott Struthers

President

Sonance

San Juan Capistrano, Calif.

All letters should be addressed to The Editor, HiGH
FipeLiry, 825 Seventh Ave., New York, N.Y. 10019,
Letters are subject to editing for brevity and clarity.




Not for Listeners Only

Last March under this heading I discussed
the multitrack cassette recorder/mixer, an
indispensable tool for recording musicians
of any stature. Prior to that, in October
1987, the topic was the home studio: key-
boards, digital samplers, and the signifi-
cance of the Musical Instrument Digital
Interface (MIDI) standard. I also had
promised to talk about how MIDI is
bringing the power of the electronic key-
board to players of other instruments. So
here goes.

As you recall, MIDI connections are
commonly used to link a master keyboard
to one or more outboard sound modules.
But those sound modules can be driven by
any device that feeds them MIDI data. In
principle, the electronic pulses generated
by one’s brain could be translated into
MIDI data to control an attached sound
device. Crazy? Maybe. But in the May is-
sue of Mix magazine, Stephen St. Croix re-
ported that at least one group has in fact
developed a working system of this sort
after eight years (predating MIDI) of
hardware and software development. Di-
rect brain-to-MIDI interface, it’s called.

On a less cerebral front, Yamaha has
developed the WX-7 Wind MIDI Con-
troller (8995), a device designed to give
saxophone and other reed-instrument
players entry to the electronic music
world—without abandoning their instru-
ment’s expressiveness. The WX-7 has keys
that correspond to those on a saxophone,
plus others that operate special functions.
It can be connected to any MIDI sound
source, although it is particularly suited to
Yamaha’s affordable TX-81Z sound mod-
ule (3495). Breath pressure controls vol-
ume, vibrato, and tone of the driven
sound. Pitch bending is effected by pres-
sure from your lower lip, and the sensitiv-
ity of the mouthpiece is adjustable. In ad-
dition, two drain plugs adjust wind flow,
adding to the ability to set up the instru-
ment to match your style. Other features
include an auxiliary pitch-bend rocker
switch, an octave transposition key for a
total range of 7Y, octaves, and two trill
keys for half-tone or whole-tone trills. You
can even send a held note to one sound
source while you are playing a lead line
into another.

As far as I know, Akai was first to offer
wind-driven controllers and has two mod-
els: the EWI-1000 Electronic Wind In-
strument and the EVI-1000 Electronic
Valve Instrument. Each sells for $2,099,
including the matching EWV-2000 Sound
Module, a programmable analog synthe-
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Top: Akai’s EVI-1000 and EWI-1000 MIDI electronic instruments (foreground), and matching
EWV-2000 MIDI sound module. Bottom: Yamaha WX-7

sizer specifically tailored for the two con-
trollers. Again, lip and breath pressure are
the main parameters, although as opposed
to the Yamaha, there is no flow of air
through either Akai device. On the EV],
which is patterned after a trumpet, you ac-
tually bite down on the lip sensor to con-
trol the amount of glide between notes.
Both the EVI and EWI can be set to gener-
ate four-note chords through the sound
module. Interestingly, the connection be-
tween either controller and the supplied
sound module is not MIDI; Akai chose to
use an analog control system that it feels
provides better resolution of the musical
“data,” and therefore increased expres-
siveness. However, the sound module can
transmit MIDI performance data to other
sound modules.

How good are these new instruments?
Well, judging by reviews in Electronic Mu-
sician magazine, very good. EM says that
the Akai EWI “‘has the potential to change
the face of recorded music” and that the
Yamaha W X-7 enables a woodwind play-
er **to create expressive music in ways that
are associated with (if not unique to) wind
instruments.” Such praise for first-genera-
tion models bodes well for the continuing

refinement of MIDI-based controllers, in-
cluding the growing ranks of guitar-to-
MIDI controllers.

If you'd like to get a taste of wind-driv-
en electronic music, Casio offers the DH-
100 Digital Horn. It looks somewhat like a
toy soprano sax but uses breath pressure to
control the dynamics of six built-in
sounds, which are reproduced through an
integral speaker or a connected audio sys-
tem. It also has a MIDI output jack for
driving outboard sound devices or record-
ing the music pattern into a sequencer.
And it runs on batteries or off an optional
AC adapter. Naturally, at only $170, the
DH-100 is not aimed directly at the pro
market, although it illustrates again Ca-
sio’s ability to develop music-making
products that have no business costing so
little.

Information on the products discussed
above can be obtained by writing to the
manufacturers at the following addres-
ses:Yamaha Music Corp., U.S.A., Dept.
HF, P.O. Box 6600, Buena Park, Calif.
90622; Akai Professional, Dept. HF, P.O.
Box 2344, Fort Worth, Texas 76113; Casio,
Inc., Dept. HF, P.O. Box 7000, Dover, N.J.
07801. Christopher J. Esse
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Laser iInnovations

Movies on Laserdisc can offer the best
combination of picture and sound quality
commercially available, yet there is one
annoyance: having to get up at some point
to flip the disc.

Pioneer has now solved this problem.
The LD-W1 Laserdisc player ($1,700) can
hold two discs and play all four sides, thus
eliminating any need to swap or turn over
adisc during playback. The laser assembly
in the back end of the extra-deep player
rises up and down and rotates to get to
each side of two discs. The LD-W1 is
strictly for 12- and 8-inch Laserdiscs, not
for CD-Vs or audio CDs.

An 8-bit digital field-memory provides
special effects such as still-frame and
strobe (both with sound continuing), the
former otherwise not possible on CLV
discs. Other features include 20-step chap-
ter programming, nine-step multispeed
play, six repeat modes, frame-by-frame
steps in either direction, and time search
accurate to within one second. The remote
operates all of these functions and has a
jog-shuttle dial for variable-speed scan-
ning and slow-motion control.

Another significant development ap-
pears in Pioneer's latest in-dash car CD
player, the DEH-66 ($800). Somehow the
company has managed to squeeze into one
DIN-size chassis not only a CD mecha-
nism and a Supertuner III tuner, but a
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Pioneer DEH-66: First car CD player with integral amp

“high-power" amp as well (rated by Pio-
neer at 20 watts per side). This is the first
car CD player with an integral amp. The
DEH-66 also provides preamp outputs for
an outboard back-channel amplifier. Fea-
tures include electronic controls for the
volume, balance, fader, and tone controls,
whose settings are displayed numerically
on the large LCD panel; a random-play
mode and audible cueing; 18 FM and 6
AM presets with Pioneer's Best Station
Memory function (automatic storing of
the six strongest stations on either band);
and the “Secret Code” antitheft system.
Pioneer Electronics, P.O. Box 1720, Long
Beach, Calif. 90801.

Videophile Alert

Sony has introduced a wide range of decid-
edly high-end video products. On the opti-
cal-disc front is the MDP-200 ($950),
which plays all varieties of CDs and video-

B SOUND
INVESTME

If you own vibration sensitive equipment like CD
players, turntables, VCR's or videodisc players you
can greatly improve your systems sound quality

with AQ’s Sorbothane Big Feet
and CD Feet. They are
simply amazing in their
ability to eliminate

unwanted vibration.

“You can’t buy more
improvement for less!”
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P.O. Box 3060
San Clemente, CA 92672 USA

Tol: 714/498-2770
Fax: 714/498-5112 Tix: 205864

discs. To wit: 12- and 8-inch Laserdiscs,
CD-Vs, regular audio CDs, and the new 3-
inch CDs (no adapter necessary). The
audio section features dual 16-bit digital-
to-analog converters with four-times-
oversampling digital filters. A typical
(that is, large) assortment of operating and
programming features is provided for both
audio and video playback, as is a compre-
hensive remote control.

Next is the EDV-9500 ED Beta VCR
($3,300), aimed at a group Sony calls
“prosumers.” ED (Extended Definition)
Beta, a wider-bandwidth version of Super
Beta, is said to yield more than 500 lines of
horizontal resolution (should the source
contain that amount of detail). Like Super
VHS, ED Beta recordings must be made
on a special tape (in this case, a metal-par-
ticle formulation), although the machines
can make and play back Super Beta re-
cordings as well. Input and output connec-
tions include separate Y/C (S-Video)
jacks that minimize crosstalk between the
color and brightness components of a
video signal.

The 9500’s extensive list of editing fea-
tures includes dual flying erase heads,
eight-segment assemble editing, index-
point marking, and three control ports
that permit interoperation with compati-
ble decks during editing. In addition, the
deck has an 8-bit digital memory for an as-
sortment of clean special effects. Other
features, including Beta Hi-Fi, are what
you would expect in a high-end VCR.

While word has it that a high-band
8mm system is forthcoming (maybe in less
than a year), Sony continues to embellish
its 8mm offerings. In this case, improved
audio is the obvious goal, represented by
the PCM digital stereo recording capabili-
ty in the new CCD-V220 8mm camcorder
($2,500). The digital audio signals are re-
corded separately from the video so that a
soundtrack can be added at a later time.
The CCD-V220 also records the standard
AFM mono soundtrack (which is embed-
ded in the video signal). An auxiliary mike
on the side of the camera facing the user

(Continued on page 80)
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Crosstalk

é—eﬁing_ Started

As someone just getting started in hi-fi, I'm sure I represent
a large number of 11161 FipeLiTy's readers. My problem is
that I don’t really undersiand a lot of what you and the other
technical writers are talking about each month. Everyone
starts as a beginner—have pity on us!

Thomas Walecka
Philadelphia, Pa.

I know exactly what you are talking about since I have yet
to find a technical explanation of, say, a 16-valve overhead-
cam engine in any monthly car magazine. The truth of the
matter is that no special-interest monthly publication such
as ours can be entirely satisfactory to a novice. Monthly
magazines aimed at a wide audience cannot continuously
provide beginners with all the basic information they need
tofully understand a field. If we were to try, half the maga-
zine would consist of technical definitions, and the other
half would consist of ultra-basic articles that all started:
“The electrons revolve around the atomic nucleus . . ."

Most of our articles are written with the assumption
that the reader has some basic understanding of hi-fi tech-
nology and practices. Our goal is to broaden and enhance
thatunderstanding, and to introduce, as clearly as possible,
new concepts and technology as they come on the scene.
Basic information can best be found in books aimed specifi-
cally at newcomers, not in monthly magazines.

Check the catalogs of TAB Books (Blue Ridge Summit,
Pa. 17214) and Howard W. Sams (4300 West 62nd St., In-
dianapolis, Ind. 46268); both have an excellent assortment
of basic and advanced books on audio.

Overloud Rock
Perhaps this is not your sort of question, but why do so many
rock groups play so loud in concert?

Bill Shawn
Long Island City, N. Y.

When I lived in New York City and heard a lot of live mu-
sic, I had frequent occasion to ask myself the same ques-
tion. Perhaps it is necessary to make the point here that I'm
not a fuddy-duddy tut-tutting the sonic antics of *“our
youth.” At home, I listen mostly to rock and at fairly high
volume—at least when my wife will let me. In the late '60s |
attended several concerts a month at what was then the
Fillmore East, and with few exceptions all of the groups
played at what I considered loud but appropriate levels.
Today's groups, some of which consistently produce
well over 110 decibels, are doing a great disservice to them-
selves, their audience, and their music. Even brief exposure
to such high sound levels can cause a hearing impairment
called *threshold shift.”” This may be temporary or—after

l
’Answers to
Readers’ Questions

B—y L;ry Klein

prolonged exposure to such levels—permanent. It could
well be that some groups play as loud as they do only be-
cause they are not aware that they are that loud. Their col-
lective thresholds have shifted—or, to put it in more com-
mon language, they have already been partially deafened
and need the volume in order to hear themselves. (For
much more information on hearing loss and hearing pro-
tection, see last month’s issue.)

Power Upgrade
I have a 30-wati-per-channel receiver that generally sounds
good, but I suspect that it is clipping when played at high vol-

umes. Iam considering trading up to a 60-wati-per-channel
unit and wonder what sort of improvement that will make.

Arnold Collardo
New York, N. Y.

Not much. You should know that, all other things being
equal, if you double the available power (as measured in
watts) from your amplifier, you'll gain only 3 dB more sig-
nal headroom before signal clipping (overload) occurs. Of
course, every little bit of additional power helps, but if you
are changing your equipment specifically to obtain greater
power reserve, it makes more sense to trade up to at least
three times your present power, rather than doubling it.

When comparing amplifiers of equivalent cost and con-
tinuous-power ratings, it's a good idea to choose one with a
high dynamic headroom rating; say, 3 to 6 dB. Such ampli-
fiers can provide two to four times their continuous-power
rating for brief musical peaks—which is precisely when
you need more power.

As to whether your present amplifier is clipping, that
would depend on your preferred listening levels, the type of
music you like, the size and acoustics of your listening
room, and the efficiency of your speakers. If you have ac-
cess to an oscilloscope, you can visually monitor the musi-
cal output waveforms being sent to your speakers for indi-
cations of clipping. Clipping will appear as bright spots at
the tops and bottoms of the highest waveforms. There are
more definitive ways to spot clipping with a scope, but I've
not the space to describe them here.

Perhaps you can borrow a high-powered amplifier to
substitute for your present one to see if you hear a differ-
ence at the levels at which you normally listen. If there is a
difference to be heard, it will show up as a more “open™
quality with greater detail during the very loud passages.
There should also be a greater sense of dynamics in the mu-
sic. Your listening tests should be done with music that has
a wide dynamic range (lots of loud and soft passages) rath-
er than with hard rock or similarly compressed, consistent-
ly loud material.

We regret that the volume of mail is too great for us to answer all questions.
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iSonic Solutions’
Digital Denoising

Dy David Ranada

Sonic Solutions’ No Noise digital noise-removal pro-
cess for studio master tapes (""Currents,” January
| 1987), quite a few No Noise-processed CDs have ap-
peared. Sonic Solutions has also become more talkative
about its techniques. These developments have made pos-
sible an explanation of why the process seems to be so
effective.

The denoising part of No Noise processing can be lik-
ened to a multiband expander, similar in concept to cer-
tain home analog components. But the concept has been
extended far beyond what would be practical with analog
circuit techniques: Here. “*'multi” means division of the
audio spectrum into more than 2,000 frequency bands.
This makes No Noise, as computer types put it, very
“computation intensive.”” Denoising just one second of
music requires more than 53 million computational oper-
ations. Such complex processing cannot run in “‘real
time™; denoising of a typical CD takes overnight. This

[ complexity also precludes a real-time consumer device in-
corporating the process, at least for the next several
years.

| The basic frequency analysis and signal resynthesis

are performed by Fourier-transform techniques similar to
those used in speaker impulse-response testing. Between
the Fourier transform and its inverse lies the key to the
system’s denoising abilities: a set of processes that esti-
mate when noise will and will not be audible. These are
psychoacoustically based computer algorithms that pre-
dict the ear’s response to noise. Specifically, the process
incorporates knowledge on how louder sounds mask soft-
er ones depending on the frequencies and levels involved.

For every instant in the music, the system looks forward

and backward in time over psychoacoustically significant
intervals (several milliseconds) to determine what is noise
| and whether its removal would damage the music or not.
To calibrate the process so that it “*knows™ what
should be considered noise, a “‘signature™ is used. This is
| asample of “pure noise,” taken, perhaps, from a pause in

the music. A signature could contain not only tape or mi-

crohone hiss or disc rumble, but other continuous noises
such as hum, buzz, and air-conditioner rumble. During
the denoising process, as the level in one of the analyzed
frequency bands falls and approaches the level of the

| noise signature at that frequency, the computer decides
that the content is probably noise and it is more likely to
expand the band downward in level, thus reducing the
noise in the final signal.

Sonic Solutions' denoising process is not a set-and-
forget operation. There are several operator adjustments
that can be made to increase or decrease the effects of the
system on the noise and the music. Although none of the
processed discs I have heard suffer from the major sonic
problems endemic to analog noise-removal techniques

In the time since HIGH FIDELITY broke the story of

(noise “*pumping,” or “breathing,” and changes to the re-
verberant “tails’ of musical transients), the system can be
set so as to produce these effects as well as to remove
high frequencies to a greater or lesser degree. Sonic Solu-
tions says its settings are ultimately determined by its
customers, and that it attempts always to work with the
producers of the program material in order to find set-
tings that do no musical damage.

Declicking is the second primary service performed by
Sonic Solutions. Like denoising, it is performed digitally
and is largely an automated process. Analog click remov-
al has traditionally meant many hours at a splicing block
removing thin slivers of master tape, the result being a
click-free master that is somewhat shorter than the origi-
nal. The Sonic Solutions declicking process preserves
program length by filling the gaps left by the removed
clicks with a musical waveform synthesized from the
waveforms before and after the click. This doesn’t always
produce a good-sounding result, but the system is smart
enough 1o realize when its guesses are likely to be audibly
disturbing, and it marks those clicks over which it cannot
interpolate successfully. The parameters of the click re-
moval/refilling process are then manually varied by the
system operator until the click is filled in successfully.

Recent noteworthy processed CDs include the Bea-
tles' Abbey Road (on which, I have been told, a few if not
all tracks were processed), an Andrews Sisters disc
(MCA MCAD 41044), a series of jazz classics on Blue-
bird (many originally from 78s; see our Duke Ellington
review in this issue), and the initial discs of Philips’ Leg-
endary Classics series. At the press conference introduc-
ing the Legendary Classics, Philips gave out a demo disc
containing excerpts of music before and after processing.

As the Philips disc shows, when properly used, No
Noise processing works so well that it cannot be blamed
for any remaining sonic deficiences of the final CDs.
There have been reports that No Noise alters the music
by removing high frequencies along with the noise. How-
ever, the degree to which music is altered by No Noise is
dependent on its settings. It could be that some producers
want more noise removed and are willing to put up with
an occasional slight dulling of whatever highs are in the
original music.

It could also be that Sonic Solutions is reliving the
“missing highs” syndrome that Ray Dolby had to endure
when he started to promote his analog noise-reduction
systems. Hiss and other high-frequency noises can easily
be mistaken by the ear for true musical high frequen-
cies—and their removal as alterations to the music. It has
taken the advent of low-noise digital recording to prove
Dolby correct: A good Dolby-A analog master recording
is often a good match for a digital master—high frequen-
cies and all. For some of No Noise’s critics, it seems that
reality takes a little getting used to.




TapeTlracks

ome time ago. a reader wrote to HiGH FIDELITY ask-

ing why his cassettes. copied from a collection of

open-reel tapes. sounded hissier than the originals.
Of course. the dubbing operation itself adds noise. but
what's unusual this time s that the tapes seemed noisier
with Dolby C noise reduction turned on. Such a problem
can’t be solved definitively without firsthand experimen-
taton with the equipment, tapes. and program material,
but [ can make an informed guess as to what has hap-
pened: a type of deck/tape mismatch of fairly recent
origin.

These days, some premium Type 1 (nominally, ferric)
and Type 2 (chrome or ferricobalt chrome-equivatent)
formulations aren't what they purport to be: Their pig-
ments (the magnetic particles that do the work) are
toned-down versions of those from the next rung up the
coercivity ladder. Pure metal-particle pigments used in
Type 4 tapes have been modified for Type 2 bias levels.
Similarly, ferricobalt Type 2 pigments have been modi-
fied to accept the lower bias levels of ferric Type 1 tapes.
There are some souped-up versions of Type 2 and Type 1
tapes that do not use pigments from the rung above.
These cassettes tend 10 have slowly rising high frequency
responses.

The intent with the toned-down pigment types is to
take some properties of the upper rung to create a super-
tape at the lower one. High-frequency headroom, in par-
ticular. can be increased by this method. and the metal-
particle Type 2 tapes really do excel in this respect. But
these tapes—and, to a much less noticeable extent, the
ferricobalt Type | types—don't really emulate their mod-
els precisely. Depending on the deck’s recording-equal-
ization and bias adjustments. they can come up with a
burnp in the frequency response curve between 5 and 10
kHz. right where the ear is most sensitive to noise. This
effect tends to be exaggerated by Dolby C. If this is what
is happening tn our correspondent’s deck, it would, in-
deed, exaggerate tape hiss in the copy as he described.

The sleeper here is the recording equalization. The
term seems to confuse many amateur recordists. Even
knowledgeable (but careless) experts sometimes talk of
*120-microsecond recording EQ"™ when they should say
“the recording preemphasis that will yield a tape with
fat frequency response when subjected on playback to
120-microsecond high-frequency de-emphasis.” You can
see why it's easy to become careless. But the important
point of this mouthful is that if a new tape's playback re-
sponse no longer is tlat—and the bump in the high-end is
often proudly displayed on a cassette’s cellophane wrap-
per—the recording EQ is also supposed to change so that
flat response is restored. Unfortunately. very few decks—
and no recent models I can think of—have user adjust-
ments for recording EQ. In most cases. optimizing a deck
for the new formulations would mean taking it to a ser-

Dy-Robért Long -

A Biosed View of
UnEQalization

vice technician and, well, hoping for the best.

The reason that recording-EQ controls can't be relied
on to help much in this case is that they (or, at least, the
ones I'm familiar with) weren't designed to cope with
bumps in the treble. They were intended to give a rela-
tively subtle. perfectionist rise or slope to the response
that resulits from the interaction between tape formula-
tion and bias level.

Let’s say you start with a deck/tape marriage that was
made in heaven. (Tokyo will do in this case.) Then a
“hotter™ tape formulation—one with higher coercivity
and, perhaps. greater sensitivity—comes along. A higher-
coercivity tape requires increased bias if frequency re-
sponse is not to rise at high frequencies. Given a full
range of deck adjusiments (for bias, recording EQ, and
sensitivity—the latter a.k.a. Dolby tracking or reference
recording level), you would crank up the bias until the
midtreble is as flat as you can get it and then touch up
the very top end with the recording-EQ control. Decks
with only manual or automatic bias trimming (and no re-
cording-EQ controls) generally cannot be adjusted to
provide flat response with the Type 2 and Type | super-
tapes. Adjusting the bias can take down the bump in the
treble response. but may also leave you with a high-treble
rolloff. Setting the bias adjustment by ear with such tapes
can be an exercise in frustration, since the output will al-
ways sound different from the input.

For the real perfectionist, having both bias and re-
cording-EQ controls offers the additional option of shad-
ing the settings 1o favor one parameter or another. Let's
say that you are recording a jazz trumpeter, and you're
worried about having enough high-frequency headroom
to grab the transients cleanly. You can back off a little on
the bias and partially tame the resulting high-end rise by
reducing the EQ. But essentially such fine points are ac-
cessible only to recordists with a lot of time, patience,
and test gear (or a pink-noise CD and a really good set of
ears), in addition to a deck that offers the necessary con-
trols. The rest of us just muck along with rules of thumb,
taking what we get.

Tape manufacturers will tell you that this dilemma is
the price we must pay for progress. They have a point.
Tapes are getting better and have been doing so consis-
tently for decades—but only if you keep buying new
eyuipment that is engineered for the new tapes. Unfortu-
nately, most of us can't afford new decks every year, and
furthermore. almost all the decks we have tested recently
are factory set for older, non-souped-up formulations.
The tape companies cannot atford to stand still—nor
should we want them to. It is the equipment manufactur-
ers who have some catching up to do. Only when that
happens will today's improvement that sounds worse be-
come the basis for tomorrow's status quo that sounds bet-
ter, if you see what I mean



TheAutophile

any years ago at this time | would return with
my parents (o their hometown of Walnut Grove,
Minnesota (you remember, of Little House on
the Prairie renown). One thing that still stands out in my
mind is that people in this tiny farm community left the
keys in their cars. And they still do; but the demand for
*72 Impalas has waned some since. Unfortunately, there
aren’t too many places left in this Great Country where
| you can safely say, "My keys are in the car.” In fact,
more and more of us are facing the grim need for a vehi-
cle security system.

I'll admit that my car is not equipped with an alarm
system. No, wait! | mean, it is. I was just kidding. You
don't think 1'd leave a good chunk of my life’s savings
(the rest of which is safely invested in a Houston savings
and loan) out there dangling from a stick, do you? Nowa-

| days. when you drive something suitably tempting, it’s
not safe unywhere. The nation’s network of chop shops
may have a standing order for your fenders.

Car security systems are ultimately designed to keep
someone from taking your car. ldeally, the perpetrator
will be discouraged before he even tries to break in. The
latest FBI statistics count a total of 1,224,137 vehicles
stolen nationwide in 1986, up 11 percent since 1985 and
25 percent since 1977. This means, on average, that about
35 vehicles will have been stolen by the time you finish
reading this column, unless you take pause now to check
your driveway. That's stolen, it’s hard 1o say how many

| cars have simply had their interiors savaged. Still, securi-
1y systems are pretty much a luxury item, far more so
than is a good car audio system. And the return on your
investment may be calculable only by those who failed to
steal your vehicle or parts thereof.

Protecting your car radio alone suggests buying a re-
movable model or fitting a Bensi Box. That wards off ra-
dio hunters who would otherwise smash your window or
jimmy your door, no matter how inexpensive the offer-
ing; crack does not breed choosy shoppers. 1 am not con-
vinced that radios with built-in security codes (that dis-
able the unit) effectively deter a thief, who might plan to
sell the goods to an unsuspecting fence. The best of both
worlds would be to have a vehicle security system in ad-
dition to a removable radio (and a transportable cellular
telephone, if you're really cool).

| When you go shopping for a security system, you'll be
faced with a growing choice of brands with imiposing
numbers of features. That can also be said of shopping
for car audio products; however, it's possible to differen-

’ tiate audio products based on performance. feel, and ap-
pearance. Plus, many car audio manufacturers have
proven repulations as makers of home audio equipment.
The performance of security products, when you get

| right down 1o it, can't be reliably predicted in advance:
You need to count on the recommendations of dealers

Armed and Saofe:
Security Systems

and friends. Besides, you'll find that the various brands of
security systems tend to be more alike than different in
features and options. if not in operation.

Installation plays a particularly important role in the
performance of a security system. Dealers charge more
per hour for security installations than for audio installa-
tions, because more areas of the vehicle are involved, as is
more checking of the system along the way. A poor in-
stallation can, at worst, result in a system that doesn’t
work at all; at best, it can mean a preponderance of “'false
alarms™ that will eventually erode your confidence in the
system. You should find out as much as possible about a
dealer's reputation for installing security systems. He
should be able to show you a sample installation; you can
get references trom others who have used his services.

The above thoughts are largely shared by the Vehicle
Security Association (VSA), which represents the inter-
ests of security-product manufacturers in much the same
manner as the Electronic Industries Association (E1A)
represents makers of consumer electronics products. In
speaking with VSA Secretary-Treasurer Antonio Arenas,
who is himself a dealer, 1 learned that the VSA is work-
ing on a testing program to certify installers of security
products. False alarms and more drastic failures are
no longer as readily attributable to product deficien-
cies, therefore the next step is to ensure that installation
skills keep pace with the improved reliability of today’s
equipment.

Security products have progressed from basic hood
locks (which prevent engine parts from being lifted while
you're idling on the Cross Bronx Expressway) to today’s
computer-based sensors that can even tell whether some-
one suspicious is eyeing your car. Well, that’s an exagger-
ation. but it is true that advances in microelectronics
have made just about any level of detection possible. The
question arises, then: "How much protection is enough?”
That is entirely up to you, and takes into account the val-
ue of the car and its contents, your budget, where you
live, and what you personally think will do the job. You'll .
find that a good dealer/installer will be able to construct
a system based on your specific needs and that later up-
grades are often a simple matter.

You can expect basic systems—some of which are de-
signed for you to install—to offer protection of all entry
points (doors, hood, trunk) and a passive arming mode
that automatically activates the system after you lock the
last door. Most also supply a remote control that can, at
minimum, arm or disarm the system from outside the
car. Without a remote, the system will give you a certain
period of time—""entrance delay”—in which to disarm
the system after you enter the vehicle. Other common
features are a “‘valet’” mode (which neutralizes the system
for valet parking and servicing) and a *“panic” mode
(which enables you to instantly activate the alarm). Be-



yond this, it is difficult to categorize a typical system, be-
cause all tend 1o oftfer a long list of options.

Probubly the most popular option is an ignition-kill
device that prevents the vehicle from being started when
the system is armed. Among other options to consider is
a motion detector (o protect your car from being violent-
ly entered, jucked up, or even towed away. Apparently,
some motion detectors work against window smashers as
well, although there are now devices dedicated to detect-
g the sound of glass being broken. The latter are a wise
addition, because setting the sensitivity of a catch-all mo-
tion detector high enough to detect the impact from a
careful glass-breaker could mean that someone merely
brushing up against your car also sets off the siren. Man-
ufacturers make a big point of how their sensors are im-
mune to false alarms. Again, it’s best if you can have the
system demonstrated in order to verify its integrity.

Remote pagers are becoming popular. These “beep”
you when the alarm has been set off, as long as you're
within range of the transmitter. Many companies offer
optional range extenders, complete with a power antenna
that rises when the system is armed. Remotes can also be
used 10 activate power locks on the doors and trunk, turn
on interior lights, tlash headlights, or even start the car
before you get there (10 heat or cool the car in advance).

Systems typically come with a siren—much louder
than a car horn, as you're undoubtedly aware—and offer
an option for flashing lights. The duration of the alarm's
cycle is often adjustable: don't buy a system whose siren
must be shut oft manually (if there are any still around),
as it could reward you with a dead battery. At least one
company lets you program the sound of the siren call.
Another sells a Bomb Scanner that searches for dead
electrical circuits to which an explosive device may be

wired. Suffice it 1o say that, short of tear gas and rubber
bullets, you can have your way with vehicle security.

And, thanks to the efforts of the VSA, five states—
Michigan. Massachusetts, New York, lllinois, and Ken-
tucky—now mandate that insurance companies provide
premium discounts for vehicles with qualitied security
systems installed. In addition, Texas permits such dis-
counts. and California is currently being lobbied. Should
the Golden Gate state fall in line, the VSA expects the re-
maining states to follow.

I lied: I don’t have a security system and probably
wouldn’t think of getting one unless my car were stolen
Besides. my driver James has been with the fumily for 30
years and has yet to lose a car. But seriously, few prod-
ucts are as annoying and yet as compelling as a security
system. One of the problems is that people are often no-
where near their armed cars, so that if the siren goes off,
accidently or not, it just runs through its deafening cycle
to the considerable discomfort of others. On the other
hand, Mr. Arenas of the VSA related a story about a man
whose alarm kept going off in his own driveway. After
putting up with this for a few nights, he decided that the
defective system should be shut down. The next morning,
his car was gone.

One thief, it appears, has learned to work a siren to
his advantage. But most of them tend 1o pass over cars
with blinking LEDs that warn of a security system. So
that leaves you and me.

To receive the VSA's free brochure, entitled “Iow to Pro-
tect Yourself Against Automobile Thefi. " send u self-ad-
dressed, stamped business-size (no. 10) envelope to: Vehicle
Security Association, 5100 Forbes Blvd.. Lanham. Md.
20706.
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hen we reviewed the NEC
W DX-5000U last December, I
was very impressed with the
performance of its digital noise reduc-
tion (NR) system for video signals. But I
pointed out that the sampling rate used
for converting the video data limited the
video bandwidth, and hence the horizon-
tal resolution, to 2.7 MHz (about 216

approach digitizes and stores an entire
video field in a random-access memory
When the previous field is averaged
with the current field, **coherent” pic-
ture information can as much as double
in level (increase by as much as 6 dB)
while noise, being random and "incoher-
ent,” can increase by no more than 3 dB.
This results in an improvement in the
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lines). Little did I realize how quickly the
system could be improved. In less than a
year, NEC has doubled the bandwidth of
its NR system and incorporated it into
its new top-of-the-line S-VHS Hi-Fi
VCR, the DS-8000U. Field-averaging
video NR was impressive in the DX-
5000U, but it is even more dramatic in
the DS-8000U.

What's marvelous about NEC's field-
averaging approach to NR is that it pro-
vides a very noticeable reduction in
video noise without affecting horizontal
resolution. (A field consists of every oth-
er line of a video frame. There are two
fields to every frame, and 30 frames are
shown every second.) Unlike line-aver-
aging NR systems—in which each scan
line of the picture is stored and averaged
with the next—NEC's field-averaging

signal-to-noise (S/N) ratio of as much as
3 dB, depending upon the “weight™ giv-
en the previous frame relative to the cur-
rent frame. By keeping the process going
(averaging the third field with the aver-
age of the first two, and so forth), the
video S/N ratio continues to improve.

The fly in this continuous-processing
ointment is image blur. When subse-
quent fields are averaged, changes in true
picture information are reduced in level
along with the noise. The faster the im-
age changes and the more NR you're
after, the more the blur. One can reduce
the amount of NR to reduce blurring by
controlling the fraction of the old infor-
mation that is added to the new (the “K
factor,” NEC calls it) and by limiting the
level of the recirculated signal.

In the DS-8000U the K factor is

|
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- NEC DS-8000U
S-VHS Hi-Fi
Videocassette
Recorder

NEG roas i cmma o

Dimensions: 17 by 4 inches (front), 1434
nches deep plus clearance for connections

AC Convenience Outlets: One unswitched
(400 watts maximum,
Price: $1,499

Warranty: "Limited, " two years parts, one
year video heads, 90 days labor

Manufacturer: NEC Corp., Japan

U.S. Distributor: NEC Home Electronics
(U.S.A), Inc., 1255 Michael Dr., Wood Dale
1. 60191
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Akai GX-52
Cassette Deck

TONY PETTINATO

Dimensions: 16, by 4 inches {front), 13
inches deep plus clearance for controls and
connections.

Price: $549; prices for RC-32 wired remote
control and RC-92 wireless remote control

options not yet avallable
Warranty: "Limited,” one year parts and
labor

Manufacturer: Akai Electnic Company, Litd
Japan

U.S. Distributor: Akai Div., Mitsubishi
Electnic Sales America, Inc., 225 Old New
Brunswick Rd.. Piscataway, N.J. 08854
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ing to 1.5 percent at 50 Hz (at the —10-
dB recording level). Flutter is below re-
porting limits at both speeds.

Mono edge-track audio performance
is quite good, too. Of course, flutter is
much higher than in VHS Hi-Fi, espe-
cially at the EP speed, as is distortion.
For the format, the frequency response is
reasonably flat and the A-weighted noise
reasonably low. DSL’s reference level for
edge-track recording—the point of 3-dB
compression—produces an output level
about equal to a reference-level VHS Hi-
Fi recording, so there’s no drastic
change in level as you switch from one to
the other. As usual, a very “tight" auto-
matic level control is used to prevent
overload on the edge track, the record-
ing-level controls being inoperative for
that mode.

nyone who has used a recent
Acomponent deck from Akai
should feel quite at home with
the GX-52. It follows the established
pattern, but without the technological

flourishes of Akai's top-line models or
the insistence on convenience features of
the most elaborate. That is, the GX-52
provides much of the performance and
much of the convenience without de-
manding a top-line price. For instance,
no remote comes with the deck, but you
can add (via a multipin back-panel jack)
either a wired or a wireless handset

My hat is off to NEC. Frankly, I
didn’t think they would be able to apply
field-averaging digital NR to an S-VHS
VCR this quickly. Although the DS-
8000U"s video resolution isn’t up to its
“straight” S-VHS competition, in color
clarity it beats any other home VCR I've
yet seen. Even with only Level I of video
NR, not only is there an appreciable re-
duction in snow, but large color areas
(especially the reds and blues) are notice-
ably less blotchy than normal—all with
negligible picture blur. If you need more
video noise reduction, you can have it at
the expense of some blur in fast-moving
scenes. But if you're like me, I think
you'll find Level-I performance so im-
pressive that you will seldom use any-
thing else. A fine achievement.

Edward J. Foster

adapter, if you choose.

A proprietary feature of Akai decks
in recent years is the motor-assisted cas-
sette door. To open it, you press
STOP/EJECT; to close it, you press that

key again or any of the operating con-
trols. You can thus go directly from an
open door into fast-wind or play, which
is kind of neat. Still, as someone used to
doing such things manually, I catch my-
self reaching for the door to close it
(which the owner’s manual says may
damage the deck).

More obviously useful are the timer

|



switch; the recording-cancel panic but-
ton, which recues the tape to the point at
which recording began; the IPSS, Akai’s
blank-seeking random-access feature,
which can be stepped to skip multiple se-
lections; auto-mute to create the four-
second blanks IPSS requires; and A-B
memory playback of a user-selected seg-
ment of the tape. The multiplex filter can
be switched at the front panel.

Unique to Akai, as far as | know, isa
selective erase feature called “edit.” You
use the A-B memory button to mark the
beginning and end of the passage you
want to erase. Then, instead of pressing
REWIND (which would initiate repeated
playback of the A-B section), you press
REC CANCEL. The deck rewinds, erases
the marked segment, and stops.

If you are in doubt about your cues,
you can check them without committing
yourself by pressing the play button,
which triggers a single replay of the A-B
section. If the cues must be superaccu-
rate, you can play the tape at half-speed
by keeping the play button pressed for
more than one second. The sound is ap-
palling, but it does help you zero inon a
specific syllable or a specific transient.

Initially, I worried that a careless stab
at the A-B button in marking theend of a
passage to be repeated might inadver-
tently trigger its erasure, because A-B
and REC CANCEL are next to each other,
but I was unable to make this happen. A
fixed guard between the buttons helps
prevent misadventure, but the deck’s
logic interlocks and control timings
seem to have something to do with it as
well. All told, Akai's edit function
strikes me as one of the most interesting
cassette-deck features of recent years, at
least for the sort of serious recordists
who are likely to make use of it.

If you want to make live recordings,
or if you just want to listen without as-
sembling a whole stereo system, there's a
headphone jack with its own level con-
trol. And thereis a bias-trim control. But
both bias matching and the monitoring
of live recordings are compromised to
some extent by the lack of monitoring in
the GX-52. Presumably to make the edit
feature more accurate, Akai has placed
the erase head next to a double-gap re-
cord-plus-play head in the main cassette
opening. This doubtless contributes to
the accuracy of the edit feature, but—
perhaps because of inductive interfer-
ence between recording and playback el-
ements, due to their tight spacing—the
recording and playback gaps cannot be
used simultaneously. So although the
GX-52 is technically a three-head deck,
you can neither monitor off the tape dur-
ing recording nor evaluate your bias set-

ting while you're exercising the con-
trol—two  capabilities normally
associated with three-head machines.
Also presumably a by-product of the
tight head spacing and the extra-small
record/play head group are the contour-
effect head bumps” that appear in the
frequency-response traces and extend

| Reports

DB Playback Response (BASF test tape; —20 dB DIN)
0 —
5 left channel  +%, —% dB, 315 Hz to 18 kHz =
----- right channel +%,-1'% dB, 315 Hzto 18 kHz
GX-52 (1) | | | 1 1 |
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
1
i
Record/Play Response, Type 2 Tape (—20 dB)
DB exs22
0 /—//\ M A A rvoco S|
e left channel (no NR})  +1,-3dB, 21 Hz to 17 kHz 3
right channel: ‘N
-10 no NR +1,-3dB, 21 Hzto 17.6 kHz T i
----- Dolby B +1%, -3dB, 21 Hz to 16.5 kHz .
-1 —-— Dolby C +1%, -3 dB, 21 Hz to 16.5 kHz
i N — | |
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
!
DB Record/Play Response, Type 4 Tape (—20 dB)
(o)) — P i /\‘J'\A"I" AR
5 I
-5 left channel (no NR)  +1, -3 dB, 21 Hzto 20kHz 1
right channel:
-10 no NR +1, -3 dB, 22 Hz to 20 kHz
----- Dolby B +1, —3dB, 22 Hz to 20 kHz
A5 —————_ __ pomycC +1,-3 dB, 22 Hz to 17.5 kHz
Baadlt 1 | | S )
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
DB Record/Play Response, Type 1 Tape (—20 dB)
0 /\ - ’\.Qva‘v,, - aa — - \
N
\
-5 ~left channel (no NR)  +1, -3 dB, 22 Hz to 17 kHz ¥
nght channel: \
-10 ———— no NR +1,-3dB, 22 Hz to 17.5 kHz :
----- Dolby B +1,-3dB, 22 Hz to 16 kHz £
-15 —-— DolbyC +1%, -3 dB, 22 Hz to 16.5 kHz |
LGM[ Jut L E L j
HZ 20 100 200 500 1K 2K 5K 10K 20K
unusuaily high in frequency. This is one
respect in which cassette-deck per-
formance has improved visibly (if not al-
ways audibly) over the years, as manu-
facturers have learned how to shape pole
pieces and head surfaces to wean the
moving tape away from them more deft-
ly. The smaller the heads, the greater the
required deftness. I can't honestly say
that I hear anything untoward that is at-
tributable to the exaggerated contour ef-
(Continued on page 28)
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“The technology for a new generation
of loudspeaker systems was already here.”
says Henry Kloss. 1 was just the first one to
put it together right.”

“Right,” in this case, meaning a stereo
system that allows the integration of speak-
ersinto a room in a way that's never before
been possible.

Ensemble.

The last loudspeaker
of Henry Kloss.

] Enhﬁ“ﬁleeﬁmbmes two téass umt'rtlsh.]two
mid- to high-frequency units and something
you won't find in any hi-fi store on earth.

Your living room. Which now; because
of Ensemble’s unique “system” design—
becomes a seamlessly integrated part of the
sound propagation process.

The result is a system that gives you

perfectly balanced energy A

throughout the full ten
octaves of music. Andone se.4
which, at the same time, "

can be virtually invisible in »
your living room. N

The first speaker system
that doesn't
cheat you out of either
bass or space.

The fundamental
octaves that so much
of music is built on...

The almost sub-
audible but palpable
sounds generated by the big pipes of the
organ, the bottom of the acoustic or electric
bass, the low notes of the s?rnth

The frequencies completely ignored
in the so-called “mini-speakers™ now
invogue...

Ensemble provides them. With two
dedicated, acoustic-suspension loudspeakers
whose jobs are solely to reproduce the bot-
tom two octaves of musical ;iﬁrﬁﬁcance.

Itis by design, not afterthought,
that Ensemble comes with two, not one,
bass units.

Because the human ear can't easily
localize bass sound below about 150 Hz,

there is no need in a home music system for
the bass to emanate from the same source
as the higher frequencies. (And many acous-
tical reasons why it shouldn't.

So to take advantage of this basic but
vastly overlooked fact, the bass units are built
small enough to be placed where they'll
produce the best sound, without visually
overpowering your room.

They are a compact 12" x 21" x4.5"
Yet they lﬁenerate the low-frequency energy
that would ordinarily re?uire either a pair of
very large conventional loudspeakers, or
adding ona massive “subwoofer.” Moreover,
using two separate easily placed bass units
dramatically reduces the creation of standing
waves—the bane of pure hi-fi reproduction.

Without detriment to the sound,
Ensemble’s bass units can be placed beneath
the couch, on top of the bookshelf, or under
the potted plant.

And the result is

a happy coincidence:
. Where the units sound
et thebestislikely

where they'll look
the best. Evenif that
means not being able to
seethematall.
There is a wager you can make. ifyou dont
mind taking money from house guests.

Place Ensembie’s satellites where they e visible.
R s/, andﬁzl the other on the floor
witha p
arrive, bet them to point out where
the bass is coming from. Theyll
point to the satellites. Every time.

As for the other 8 octaves
of music.

The rest of the sound spectrum, froma
nominal crossover of 140 Hz, is reproduced
by a stereo pair of two-way satellite units.
Each incorporates a low-frequency driver,
crossing over at 2,700 Hz to a direct-radiator
tweeter that goes beyond audibility.

They are small enough (4" x5" x8"
high) to set the sound stage (or so-called

“imaging ") wherever youwant it.

Finished in scratch-proof, gunmetal
grey Nextel, they will look good for alifetime.

Then hide one of the bass units under the
t on it. When_your friends

What Henry Kloss tells his friends:
Every time I came out with a new speaker
at AR, KLH, or Advent, my friends would ask
me, “Henry, is it worth the extra money for me
to trade up?" And every time I would answer,
“No, what you've already got is still good enough'”’
But , with the introduction of
Ensemble, I tell them, “*Perhaps now is the time
to give your old speakers to the children’’

Overcoming the fear
of paying too little.

This is more difficult than it may sound.

Because the Ensemble System sells for
anintroductory price of only $499.

Anditcanbe jarring to accept the notion
that a product actually outperforms others
costing several imes more. But think back
on Henry Kloss' track record with AR, KLH,
and Advent, the best selling high-performance
speakers of their decades...Our commercial
success will come not from excessive prices
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Research in the 195055, KLH in the 19605, and Advent in the 19705—
the dominare speakers of their decades—now brings you Ensemble:
. the best-sounding system of this era.
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ReTSgg‘ts

(Continued from page 25)
fect of the GX-52 (the response wiggles
are too tightly spaced in frequency to be
heard as such), but smoother response
traces would inspire more confidence in
the deck’s audible excellence.
Diversified Science Laboratories test-
ed the deck with TDK SA as the Type 2
chrome equivalent, TDK MA as the
Type 4 metal, and Maxell UDS-1 as the
Type 1 ferric, leaving the bias adjust-
ment at its center detent for all but the
last graph (of bias adjustment range). In
all cases, the match is so good that I
doubt any adjustment could effect a sig-
nificant improvement. The adjustment
range is more generous than usual; thisis
a mixed blessing, however, because inad-
vertent misadjustment can do more
harm than usual.

DB Bias Adjustment Range (—20 dB; Type 1 tape)
+5 — ‘1’ \‘
0 P ".\__‘V\ IR em— pom==" i ‘
-5 "—y\‘/\"’\'\/\-m v
—
0 maximum setting
R 1 - minimum setting
GX-52 (5) | = N
HZ 20 50 100 200 500 1K 2K 5K 10K 20K

Multiplex Fitter (det

~1/2.dB at 15 kMz. ~34 1/2 0B a1 19 kHz
S/N Ratio (re DIN 0 dB; R/P; A-weighted)

Type2tape Typedtape Type 1tape
no NR_ 551/2 55 52 /4
Dolby B 64 '/2 64 62
Doty C 703/4 70 /a4 68

Indicator Reading for DIN 0 dB (315 Mz)

Type 2 tape +2 dB (with 0.72% THD)
Type 4 tape 0dB (with 0.34% THD)
Type 1tape 0dB (with 0.42% THD)

Indicator Readings for 3% Distortion (316 Hz)

Dolby tracking also is excellent and a
tribute to the deck’s inherent match in
sensitivity (and bias) to the tapes used.
HX Pro, which is included along with
Dolby B and C, keeps the 0-dB response
traces virtually compression-free into
the high treble (about 10 kHz for the
Type 4, somewhat lower for the other
two) but doesn’t extend the curves ex-
ceptionally toward the ultrahighs. Era-
sure of Type 2 tape is outstanding, but

The GX-52's motorized cassette-well door

Tape speed is spot-on the nominal 17,
ips, which can be said of few decks we've
tested. The flutter measurement is fine
but not spectacular: about par for a mod-
el with a single direct-drive capstan. The
multilanguage manual is above average
and distinctly more practical in format
and layout than has been the case with
other recent Akai components.

For a recordist who wants good per-
formance and a few of the most impor-
tant convenience features but is willing
to put up with neither the clutter nor the
cost of going all-out in either direction,
the GX-52 is a tempting possibility. De-
pending on what you record and how
you go about it, the edit feature can be
particularly useful, and you won't find it
on any other deck in this category. In
fact, you won't find many decks at any
price that offer this combination of sim-
plicity and capability. Robert Long ¥

ABOUT THEdBW

We currently are expressing power in terms of
dBW-—meaning power in dB with a reference (0
dBW) of 1 watt. The conversion table will enable
you to use the advantages of dBW in comparing

|
|
|
|
|

Type 2 tape +4 dB (for +4.7dB DIN) noise and distortion performance is only these products to others for which you have no
Type 4 tape +6 0B (for +6.5dB DIN) 2 r dBW tigures
Ssne 1 tags +80B (for +57 dB DIN) about average for this class of.decl\.
Distortion (THD st -10 dB DIN; 50 Hz 10 § kiz) . Thg level meters show basically 2-dB WATTS  dBW WATTS  dBW
Type 2 tape $0.30% signal increments from +8 downto —8 1.0 a2 15
Type 4 tape $0.23% dB, relative to their own 0-dB, which is " . .
Type 1 tape 50.16% near DIN reference level, depending on - —
Erasure (st 100 Hx) 268 Y4B the tape in use. Below —8 dB, incre- LEn 2 20 e
Channe! Separation (at 315 Hz) 383408 ments become progressively coarser. A 2.0 63 18
Indicator “Ballistics” row of fine dots between the display itself 25 4 80 19
response time 3.0msec and the calibration markings outlines oz — oo o
decay time S760Imsac the recommended useful dynamic range - — ——
CENPAPN e for the selected tape type—based, as is Lol : Seu DS Sl
Speed Accunsey (108 ":""‘GZ:)MW the fundamental tape matching, on the 5.0 180 2
Flutter (ANS! weighted pesi; R/P)  +0.06% keyways at the back of the cassette shell. 6.3 200 23
Sensitivity (re DIN 0 dB; 315Hn) 125 mv All this works very well, but I wish Akai o 7 = -
Input Overioad (at 1 ki) S10NGHS could be persuaded to apandqn the two o - T b=
Postimpadance FrOPToEn other 1'm.phed 0-dB calibrations it in- il o L
Sutpullinesihnes 2400 ohms cludesin its meters: the Dolby symbol at 128 1 400 26
GotbotLevel from DG 68) > Gl what otherwise would be DIN — 2 dB 160 12 500 27

and the “0 VU at DIN —4 dB. Neither o i3 630 28

has any practical value to the average re- = 5 T

cordist, and therefore they only worsen =0 8 = e

an already confused situation.
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“Before you buy
nsurance,

examine the evidence”

RAYMOND BURR

An agent who works for one company

" > can only offer vou the policies that
, his company sells. An Independent
W e o Insurance Agent represents several

companies. So vour Independent
Agent can help vou select the nght
coverage at the rnight price
because there are more policies
from which to choose.
I'he evidence 1s clear.

g

Independent
I Insurance
Agent,

THE MORE-THAN-ONE-COMPANY
INSURANCE AGENT.

You'll find the Independent Insurance Agent
nearest you in the Yellow Pages.
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Technics SL-P990
Compact Disc
Player

Technics

Dimensio: by

Price: $825
Warranty:

Manufacturer:

U.S. Distributor: Matsushita Electric

30

t a time when most Compact
ADisc players are so similar that

they're difficult to tell apart, it is
refreshing to encounter a model that
dares to be different and makes those dif-
ferences count for something. The SL-
P990 fits that mold: Its lab data are im-
pressive, and among its features are some
I've encountered in no other model.

The grabber, on first glance, is the fly-
wheel control for scan cueing, a feature
associated with professional digital
equipment and some high-end VCRs. In
the 990, it has three modes: fast, slow,
and off. The last prevents accidental re-
cueing but is otherwise unnecessary as

far as I can tell. The fast mode can stride
across the disc contents, sampling the
music intelligibly only when you pause.
The discontinuities in between are a bit
jarring, but that’s not the point. If you
want to ease your way across the materi-
al, you can choose the slow scanning
mode, which makes it easier to keep
track of what the music is doing without
pausing along the way. If your timing is
delicate enough, you can even “freeze™
the music at a single moment in this
mode by reversing the flywheel at just
the right rate to compensate for the mu-
sic's forward progress. Obviously, con-
ventional scanning controls don’t have
anything like the flexibility of this one.

There is also is a relatively common-
place music-scan function that plays the
first 15 seconds of each track and then
moves on to the next. The obligatory
track-skip buttons (forward and back)
are present, as are index-skip buttons to
move within a track that has indexing
markers. Unfortunately, most CDs are
not indexed. (The indexing subsystem,
which could be a major boon to lovers of
classical music, is in danger of atrophy
from lack of exercise. Write the record
companies—or, better, record produc-
ers.)

Random-access programming will
accept a sequence of as many as 32

tracks. Random (shuffle) play is avail-
able, as well. There are two repeat but-
tons, one for an A-B segment and anoth-
er for repeating the entire disc or the
programmed sequence. A switchable
*“‘auto-cue” function starts play instant-
ly, eliminating the second or so of silence
that often precedes the music. One dis-
play-mode button steps through several
options of elapsed or remaining time; an-
other switches between a quasi-analog
display of approximate playing position
(calibrated in minutes and also showing
total playing time) and a pair of output-
level meters.

All of these controls are repeated on
the supplied wireless remote, which runs




on two AAA cells. Beyond the scope of

the handset is an additional group of
controls to simplify—or at any rate en-
hance—making tape dubs from CDs.
Other CD players have offered what
Technics calls “'edit™ functions to figure
out automatically which cuts will fit on
the available tape length. Here, you can
work either from the disc’s track order
or from a sequence that you've pro-
grammed. The 990 won’t accept a se-
quence longer than 99 minutes, but then
most cassette decks (or their manufac-
turers) deplore anything longer than
C-90s anyway, with the possible excep-
tion of the new C-100 length. You can,
indeed, enter any tape length between 1
and 99 minutes using the programming
keypad.

Most exciting, however, is the peak-
level search function. It scans the entire
disc or a programmed sequence—or, on
command, an A-B portion only—seek-
ing out the highest signal level the tape
deck will have to contend with. The 990
then plays a six-second patch of the CD,
including the maximum level, and re-
peats it until you press STOP, giving you
unlimited time for properly setting the
recording level on your tape deck. The
maximum evidently is digitally selected
using a sampling technique, and Tech-
nics says a different maximum may be
picked up if you repeat the process (the
990 always chose the same spot when 1
tried it, but varied in another editor’s tri-
als). Looking for the peak level can take
about three minutes if you ask the player
to scan the entire disc, so save a phone
call or a trip to the refrigerator to while
away the moment.

Internally, the 990 uses 4-times re-
sampling with 18-bit filter resolution.
The digital-to-analog conversion is via
four converters: two in each channel,
handling the positive and negative wave-
form halves separately—which Technics
says eliminates a form of crossover dis-
tortion. Class AA analog circuitry (a
proprietary configuration) is used at
points that can benefit from its relative
immunity to loading—in the headphone
output stage, for instance. Digital- and
analog-section power supplies are sepa-
rated to prevent interference artifacts,
and the antiresonant chassis design con-
forms to current high-end thinking
among Japanese manufacturers. Should
you ever need to work with unconverted
signals, the 990 supplies two digital out-
puts—one coaxial (pin jack), one opti-
cal—and the necessary cables.

The data all represent superb per-
formance, comparable to the best that
Diversified Science Laboratories has
ever measured for us. Frequency re-

sponse both with and without de-empha-
sis is virtually perfect. Linearity figures
are exceptionally good (and more com-
prehensive than in past reports, because
the lab has switched to a CBS test disc
that includes test cuts with dithering and
levels that extend down to — 100dB). No
point of weakness can be discerned any-
where among the measurements or (need
I'say it?) in the listening tests.

The SL-P990 is, in fact, an outstand-
ing CD player, right down to the little
details like the timer-play switch and the
headphone-level control. Like most or
all new models, it handles 3-inch CDs
without the need for an adapter ring and

Reports

All data were obtained using the Sony YEDS-7, CBS CD- 1
and Philips 410 055-2 and 410 056 2 test discs

DB Frequency Response Without De-Emphasis
0
o - left channel +<0.1, ~0.0 dB, 20 Hz to 20 kHz
----- right channel +<0.1, -0.0 dB, 20 Hz to 20 kHz
| | | SL~F990 ()]
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
DB Frequency Response With De-Emphasis
0
B left channel +0.1, -0.0 dB, 20 Hz to 20 kHz
e ----- right channel +0.1, ~0.0dB, 20 Hz to 20 kHz
| | | 1 | | g otinol(2)

HZ 20 5000200 500 1K 2K 5K 10K 20K
will play programmed conliguous Channel Separation (at 1 kHz) 125 dB
bands—successive “‘scenes’’ in Wagner, Channel Balance (at 1 kHz) +<01dB
for instance—seamlessly (except during S/N Ratlo (re 0 dB; A-weighted)
edit play, which always adds three sec- without de-emphasis 131/4d8
onds to the original track spacing to sat- Withidesemphasis T53/de
isfy the music-search function on cas- Harmonic Distortion (THO+ K, 40itizito 20 ktiz)

y y at0dB <001%

sette decks). 1 can think of.only two CD TTT < 0.050%

pldyer featu‘res, I've ever enjoyed that [he IM Distortion (70-Hz difference; 300 Hz to 20 kHz)

990 doesn’t incorporate: automatic 0and-10dB <001%

pause at the end of the current track and at-20dB 0.016%

index programming. These two extreme- at-30d8 0.016%

ly rare functions aside, the SL-P990 is a Linearity {at 1kHz)

wish-list model, particularly for record- undithered __ dithered .

: . 0to-60dB no measurable error

ists who enjoy set-and-forget automa- at-70dB +01d8B +06d8

tion. Robert Long » at-80 dB +02dB +1.1d8
at-90 dB +0348 +2548
at-100dB +12d8

REPORT POLICY Tracking & Error Correction

Equipment reports are based on laboratory mea- maximum signal-layer gap >900 um

surements and controlled listening tests. Unless maximum surface obstruction >800 um

otherwise noted, test data are provided by Diversi- simulated-fingerprint test pass

fied Science Laboratories. The choice of equip- Maximum Output Level

ment (o be tested rests with the editors of High Fi- line output 265 volls
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the manufacturer. Manufacturets are not permitted 170 volts

to read reports in advance of publication, and no

report or portion thereof may be reproduced for Output Impedance
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sion of the publisher. All reports should be con: headphone output 330hms

strued as appliying to the specitic samples tested

High Fidelity and Diversified Science Laboratories
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Sony TC-RX80ES

Bidirectional
Cassette Deck

T he TC-RX80 is a member of
Sony’s ES line, making it one of
the few bidirectional decks in
such a premium series. Rarer still, for a
reversing model, is the RX80's fine-tun-
ing adjustments for tape matching. And
even more startling is its five-band spec-
trum analyzer that permits tailoring re-
cording parameters to the signals at
hand—the only instance of an analyzer
ever appearing in an auto-reverse model,
as far as I can remember. Like almost all
other reversing decks, however, the
RX80 has no monitoring head (it’s a

<ZAUTO REVERSE >

Dimensions:

Price: $600
Warranty: |
labor
Manufacturer:

U.S. Distributor: Sony Corporation of
America, Sony Dr., Park Ridge, N.J. 07656

32 H f

“two-head"” deck). This simplifies the
problem of providing bidirectional re-
cording, but it complicates the tape-
matching problem by requiring a cut-
and-try method. Sony has eased the
latter problem by partially automating
the fine-tuning process.

First, the RX80's convenience fea-
tures. In addition to the usual record/
play timer switch, there is music scan
(often called “'intro scan,” sampling the
opening seconds of each selection in
turn), blank skip (which fast-forwards
past any unrecorded section longer than
ten seconds), auto play (to begin play-
back automatically after rewinding), and
memory (counter-zero) cueing. There’s
no remote as such, but special back-pan-
el connections provide for remote con-
trol, including starting the deck in syn-
chrony with appropriate Sony turntables

to facilitate dubbing analog discs.

A front-panel switch controls the two
directional modes: One mode defeats the
automatic reverse in both recording and
playback; the other permits continuous
reversing at both ends of the tape during
play but reverses automatically only at
the end of Side A during recording. The
reversal process itself withdraws the
drive, rotates the head block 180 de-
grees, switches capstans, and reengages
the drive. It may occur at either the be-
ginning or the end of the cassette leader
tape, evidently depending on the leader’s

transparency, so a few seconds can be
lost at this point in unattended record-
ing. However, as the tape nears the lead-
er, the counter begins to flash, alerting
you that a manual direction change is in
order if you want to avoid an awkward
break or the possibility of lost music as
the leader passes by.

The front-panel headphone jack is
equipped with a level control, a feature
without which the jack is relatively use-
less, though not all designers seem to rec-
ognize this. The panel organization is
spare and uncluttered. For example, a
single button is used to step you through
several convenience-feature options,
called out on the display panel. My only
quibble in this respect is with the record-
ing-level knob, which has a stiff clutch
between its left- and right-channel ele-
ments. This, desirably, keeps the two



working together as one in normal oper-
ation, but the shallow knob elements are
excessively difficult to adjust indepen-
dently when the need arises.

The display panel includes three sec-
tions. That on the left contains indica-
tors for the operating functions
(DOLBY B/C and OFF, for instance)
and the counter (reading in approximate
minutes and seconds as determined me-
chanically from tape motion). The dis-
play’s middle section is the spectrum an-
alyzer, which shows energy in frequency
bands centered on 100 Hz, 300 Hz, |
kHz, 3 kHz, and 10 kHz. At the right is
the metering: left- and right-channel
“bar graphs” with a nondefeatable peak-
hold feature that retains maximum read-
ings for about 1Y/ seconds.

The analyzer's vertical scale is cali-
brated from “*0" to 10,” with five dis-
play increments between each calibrated
step. The manual doesn't stipulate just
what these markings mean in objective
terms or even how to use such a display
as an adjunct to recording. But as an in-
dicator of relative signal energy in its five
bands, it's useful. If you know enough
about how magnetic tape works, you
could even use the bias control to shade
performance for maximum headroom in
the midrange or the treble, depending on
where the display indicates you will most
need it.

The metering evidently is calibrated
for a 0-dB reading at about 2 dB above
the DIN reference used in our testing.
Calibration extends to +10 dB in 2-dB
increments, though the display has finer
divisions. An *“‘overload’ range is indi-
cated above +2 dB, but the manual sug-
gests how this limit may be tempered, de-
pending on the specific tape in use. The
steps grow progressively coarser as level
drops below O dB. Overall, including the
peak-hold feature, the metering design is
more satisfactory than many others and
is significantly bettered by those on only
a very few current models.

When you insert a cassette, the TC-
RXB8OES sets bias level and recording
EQ automatically for the tape type (as
determined from the shell's keyways).
To fine-tune, you press a calibration but-
ton, then the recording button. The deck
then records test tones for about ten sec-
onds, rewinds, and plays them back. By
observing on the analyzer any level dif-
ference between the 300-Hz and 10-kHz
bands, you can tell whether bias is cor-
rectly trimmed for the tape formulation
in use. (This seems to be the primary pur-
pose of the analyzer. It is the only one
mentioned in the manual.) If the two are
unequal, you adjust the bias knoband try
again; once the bias is adjusted, you ob-

serve the level on the regular meters and
adjust it on separate left- and right-chan-
nel knobs to equal the test-tone input lev-
el. This compensates for tape sensitivity
greater or less than that of the reference
tapes for which the deck is set at the
factory.

This is a more thorough and delicate-
Iy handled approach to tape matching

|
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DB Playback Response (BASF test tape; —20 dB DIN)
] TC-RXBOES (1)
0 S il E
7 o | W
-5 forward direction: s
left channel  +0, ~3dB, 315 Hz to 17 kHz \
So-—----- right channel +0, =3 dB, 315 Hzto 10 kHz
reverse direction:
-15 ———~ .~ leftchannel +0,-3dB, 315 Hzto 15.5 kHz
— - -~ right channel +0, -3dB, 315 Hzto 14 kHz
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
|
DB Record/Play Response, Type 2 Tape (—20 dB)
O o — - ~_‘[ _\
| I e
-5 left channel (no NR) +1, —3 dB, 20 Hz to 17 kHz
right channel: “
-10 no NR +1, -3 dB, 20 Hz t0 16.6 kHz T
----- Dolby B +1,-3dB, 20 Hzto 15 kHz \
-15 + ~-— DolbyC  +1,-3dB, 20 Hzto 15.5 kHz A
TC-RXBOES (2) | | | | | |
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
1
DB Record/Ptay Response, Type 4 Tape (~20 dB)
0 ) N
-5 —left channel (no NR) +1,-2dB, 20 Hz to 20 kHz
right channel:
S O8- I no NR +1%, -2 dB, 20 Hz to 20 kHz
----- Dolby B +1%,-3dB, 20 Hzto 16.5 kHz !
BN ~-~ DolbyC +1%, -3dB, 20 Hzto 16 kHz —
TC-RXBOES (3) | | | | | | |
HZ 20 50 100 200 500 1K 2K 5K 10K 20K
DB Record/Play Response, Type 1 Tape (—20 dB)
0 o N~ v - -
left channel (no NR} +1, -3 dB, 20 Hzto 17 kHz <
-5 right channel: 1 \
- no NR +1,-3dB, 20 Hz to 16 kHz ‘
B ———— Dolby B +1, =3 dB, 20 Hz to 14.5 kHz ()
TC-RX80ES(4) — -~ Dolby C +1%, -3 dB, 29 Hz to 15‘kHz \
HZ 20 50 100 200 S OONEK 2K 5K 10K 20K
|
than you find even in most nonreversing
decks these days. But, while I don't wish '
to minimize its importance, it isn't up to
the standards of ease and precision of the
best systems available in top three-head ‘
decks. Moreover, the level ("*Dolby
tracking™’) adjustment alters playback— |
not recording—Ilevel. If it is to be spot-on
in each playback, therefore, you must
either leave the controls at their detents
—— —— — J
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and use only tapes of more or less stan-
dard sensitivity or retain notations or
test-signals on your tapes to enable reset-
ting of these controls each time you play
the tape. And if a Dolby-encoded tape
made on the RX80 is to be played on an-
other deck, tracking will be correct only

>

for the odd high-frequency behavior of
our sample of the TC-RX80ES may lie
somewhere in the relationships between
these unfamiliar elements.

But I could hear no roughness or oth-
er artifact attributable to this measure-
ment oddity. All the tapes I made sound-
ed at least as good as those I've been able
to make on any bidirectional deck and
much better than on most. The tapes
were even comparable to dubs made on
good unidirectional decks, assuming
careful tape matching in all cases. In
playing back previously recorded mate-
rial, however, I experienced the same
problem as the lab did in measuring
playback response: an azimuth mis-
match between the deck and the tape,
with a resultant loss of highs. I've cer-
tainly heard much worse, particularly in
reversing decks; but considering its ex-
cellent results in some respects, I had
hoped for better from the RX80.

The forward direction is noticeably
better than reverse in azimuth match. By
a small margin, forward also outpaces
reverse in flutter performance; however,
speed accuracy is marginally more pre-
cise in reverse. (The data column shows
worst case for each.) For best possible
playback of prerecorded material, there-
fore, you could choose to use the RX80
as a unidirectional deck—forward only.
(The two capstans are of different diame-
ters—to avoid cumulative mechanical
resonances in moving parts—which pre-
sumably contributes some dissimilarity
to the performance of the two direc-
tions.)

This is, by a wide margin, the most
sophisticated rotating-head bidirec-
tional cassette deck we've ever tested.
Automatic reverse can be such a conven-
ience that it’s good to see so much origi-
nal thinking lavished on it. And Sony’s
initiative has paid off in performance
that is, by and large, a big step forward
for the format. Robert Long
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3 maximum setting \ \
----- minimum settin
~ | TC-RXBOES (5) | | ) )
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2 - 100 1200 500 1Ko
S/N Ratio (re DIN 0 dB; R/P; A-weighted) when that tape is of more-or-less stan-
___ Type2taps Typedtape Type1tape dard sensitivity.
noNR 583/4dB  583/4dB  5514dB That bei idth L ts at
Dolby B 67 /4dB 66748 64948 _That being said, the measurements a
Dolby C 74 1/4 0B 74 /4 dB 711/20B Diversified Science Laboratories show
Indicator Reading for DIN 0 dB (315 Hz) that the RX80's tape matching system
Type 2 tape 2 dB (with 0 52% THD) does a good job. All tapes DSL used were
:\"”:‘ape_ - 3::‘“’":83%: I:g‘ from Sony (UX-Pro Type 2, Metal-ES
ypEiiliaps 2 J Type 4, and HF-S Type 1), but similar
Indicator Readings for 3% Distortion (315 Hz) . .
Type 2 tape 5 a0 for 450dBDIN) results can be expected with other major-
Type 4 tape +50B (for +5 1dB DIN) brand formulations. The record/play
Type 1tape +40B (for +4 0 dBDIN) curves show some departures from abso-
Distortion (THD at -10 dB DIN; 50 Hz to 5 kHz) lute flatness that might have been ame-
Type 2 tape £023% liorated with a different choice of bias
g’;i%::z: :82‘:3’ (and recording EQ, though the latter
h can’t be adjusted), but overall behavior is
Erasure (at 100 Hz) d
Type 2tape _ 7408 googy . )
Type 4 tape 57 1/2dB There is no way of telling on the basis
Channel Separation (at 315 Hz) 4998 of our tests what causes the high-fre-
indicator "Ballistics™ quency “‘wiggles” that sometimes make
response time 46 msec these curves hard to read, particularly
cursor decay time =300 msec the graph for the Dolby-C/metal-tape
peak hold = 1,600 msec combination. Sony's new Superbias
oyershiont S ultra-high-frequency bias-tone genera-
Specd Acourioy (105 taT127 VAC) _SO.SR sl tor makes its bow for test purposes in this
Flutter (ANS) welghted peaki R/R) = "0 11 deck. and it is tied into the Dolby HX
Sensitivity (re DIN 0 dB; 315 Hz) 100 mv Pro high-frequency headroom-extension
Input Overioad (at 1 kHz) 10 vols system, which achieves its purpose by
Input Impedance 52k phms varying high-frequency bias. The re-
Output Impedance 3.000 shms cord/play head, too, is new: a Sony La-
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The TC-RX80ES's display contains a five-band spectrum analyzer (center).
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ack in January 1986, we called
B Proton’s D-540 integrated ampli-

fier “the most powerful ‘40-watt’
amplifier we've ever tested.” That com-
ment was prompted by the more than 6
dB of dynamic headroom supplied by
the D-540’s Dynamic Power on Demand
(DPD) circuitry. As we've mentioned
many times since, dynamic headroom is
a measure of the additional power—
beyond steady-state, or continuous,
power—an amp can momentarily pro-
duce to avoid clipping high-level tran-
stents. Despite its modest power rating,
the D-540 at times acted as if it had more

| PROTON 01150 LW s

thought to cover nearly all musically sig-
nificant transients. However, Proton re-
searchers have found that the standard
rating time is, in some instances, too
short. So the company also rates the AA-
1150 with 100- and 200-millisecond
pulses, which yield correspondingly low-
er headroom figures but also indicate
that the DPD is useful for peak signals of
that duration.

What does a large amount of dynam-
ic headroom do for you? Basically, the
advantage can be counted in dollars and
measured in size and efficiency. Because
a DPD amp only masquerades as a mon-

than 160 watts (22 dBW) per channel or; ster amp, it can use smaller power trans-

tap. Such amplifier designs are not exclu-
sive to Proton, but few others have
matched the company’s forcefulness in
this respect.

Proton’s latest DPD product is the
AA-1150 power amp. Briefly, DPD
works by drawing from a reserve of ener-
gy stored in large capacitors. After a
high-level signal has been delivered, the
capacitors recharge for the next assign-
ment. Meeting the industry’s test stan-
dard for dynamic headroom requires
that this extra power be sustained for 20
milliseconds, a duration generally

formers and heat sinks, translating to an
attractive watts-per-dollar ratio. As Pro-
ton puts it in the AA-1150’s thorough
and well-written manual, the amp can
**play as loud as an overdesigned ‘heavy-
weight” while remaining moderate in
size, weight, and price.” (There’s no
magic here, however: 200 watts straight
up from a conventional amp is at least as
good as 200 watts of dynamic power.)
The AA-1150 is extremely attractive,
dominated by two large, mechanical
power meters that are said to reflect peak
power output (as opposed to just show-

Rgsgtrts

Proton
AA-1150

Power Amplifier

Dimensions: 16 by 4% inches (front),
141/5 1inches deep plus clearance for speaker
termnals.

Fuses: 4 ampere for power supply
Price: $459
Warranty: “Limited,” two years parts and

labor

Manufacturer: Made in Taiwan for Proton
Corp., 737 W. Artesia Blvd., Compton, Cali.
90220

TONY PETTINATO



Rated Power (8-ohm load)

17.0 dBW (50 watts)/channel
Output at Clipping (at 1 kHz; both channels driven)

8-ohm load 18.2 dBW (66 watts)/channel
4-ohm load 19.8 dBW (95 watts)/channel
Dynamic Power (at 1 kHz)
8-ohm load __245dBW
4-ohm load 26.3 dBW
2-ohm load 26.8 dBW
Dynamic Headroom (re rated power; 8-ohm load)
+7.5d8

Harmonic Distortion (THD; 20 Hz to 20 kHz)

at 17.0 dBW (50 watts) <0.01%
8t 0 dBW (1 watt) <0.01%
Frequency Response

1 1/2d8B, 14 Hz 10 30.7 kHz
+ 1/2,-3dB, 11 Hz10 80.4 kHz

S/N Ratio (re 0 dBW; A-weighted) 93 d8
Sensitivity (re 0 dBW) 155 mv
Input Impedance 22k ohms

Damping Factor (at 50 Hz; re 8 ohms) 270

Ci ol Separation (at 1 kHz) 107 dB

A QUICK GUIDE TO TAPE TYPES
Our tape classifications, Types | through 4, are
based on the International Electrotechnical Com-
rmission measurement standards.

TYPE ] (IEC Type ) tapes are errics requiring
“normal’” bias and 120-microsecond playback
equalization.

TYPE 2 (IEC Type II) tapes are intended for
use with 70-microsecond playback EQ and higher
recording bias. The first formulahions of this sort
used chromium dioxide; today they also include
chrome-compatible coahngs such as the ferrico-
balts and a few metals.

TYPE 3 (IEC Type IID) tapes are duallayered
ferrichromes, implying the 70-microsecond
("chrome’’) playback EQ. Approaches to their bi-
asing and recording EQ vary somewhal from one
deck manufacturer to another, when they are ac-
commodated at all. Formulations of this type are no
longer being made.

TYPE 4 (IEC Type IV) tapes are the metal-
particle, or “alloy,” tapes, requiring the highest
bias of all and the 70-mi dEQol
Type 2.
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ing average power). The meters’ 0-dB
markings represent the amp's rated pow-
er (50 watts) into 8 ohms; the scale runs
to 400 watts, or +9 dB referenced to the
zero point. Three LEDs between the me-
ters indicate when and to what degree
the DPD circuitry is in use. They are
marked 0 dB (the threshold of DPD),
+3dB, and +6 dB. The owner’s manual
warns that if the last light is on most of
the time, you are probably overdriving
the amp.

When the AA-1150 is first powered
up, its protection circuitry temporarily
disables the speaker outputs to prevent
turn-on thumps. This is indicated by an
LED marked PROTECTION. If a speaker
is drawing too much current or if DC is
present at the amp’s outputs, the LED
remains lit until the problem has been
corrected.

The wide spacing of the AA-1150’s
gold-plated input jacks gives a clue to its
dual-mono design—a separate power
supply feeding each channel. A single set
of speaker binding posts accepts bared
wires, spade lugs, or banana plugs. Ven-
tilation slots are plentiful, providing lots
of breathing space for the amp and giv-
ing you a good view of its neatly ar-
ranged interior. Indeed, no small part of
the 1150’s appeal is its appearance:
Sometimes you want to just look at the
thing, its orange needles bouncing seduc-
tively through the soothing green light of
the meters. A clear plastic panel covers
the meters and contributes a luxurious
gleam.

In Diversified Science Laboratories’
tests, the AA-1150 handily exceeded its
50-watt (17-dBW) continuous-power
rating into 8 ohms, and output into 4
ohms was nearly 50 percent greater still.

WATTS/810

The claimed 7-dB headroom actually
turned out to be 7%, dB for an 8-ohm
load, meaning the AA-11501is capable of
pumping out as much as 24.5 dBW (280
watts) per channel on peak signals. We
can’t recall encountering a higher dy-
namic-headroom figure. As a testament
to the amp’s stability into low-imped-
ance loads, dynamic power increases sig-
nificantly at 4 and 2 ohms (although it
falls short of Proton's 2-ohm headroom
specification).

In every other respect as well—dis-
tortion, frequency response, separation,
and damping factor—the AA-1150 per-
formed superbly. The dual-mono design
contributes to an incredible 107 dB of
separation at 1 kHz; even at 10 kHz, sep-
aration is 94 dB. These extra-high fig-
ures are not tangible (even 40 dB would
be more than adequate), but they do
speak strongly of the 1150’s careful
design.

DSL attributes a /;-dB boost at 22 Hz
(inaudible) to a built-in infrasonic filter
that cuts off at approximately 16 dB per
octave below 11 Hz. The lab observed
that the DPD indicators were quite ac-
curate during the dynamic headroom
test.

In listening tests, I was anxious to
light up that +6-dB DPD indicator. But
it never happened: By the time the first
light came on (the threshold of DPD),
things were already way too loud
through speakers of average sensitivity.
I’'m sure many people are unaware how
little power it takes to fill a typical listen-
ing room with a reasonable level of
sound. In its own way, the Proton AA-
1150, with its telltale DPD indicators, is
a triumph of reason at a very reasonable
price. Christopher J. Esse
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The AA-1150's level meters are supplemented by three peak-indicating LEDs (right).
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ADS M-12
Loudspeaker

TONY PETTINATO

Dimensions: 43 by 11 inches (front), 14
inches deep.

Price: $1,900 per pair

Warranty: "Limited,” five years parts and
labor

Manufacturer: Analog and Digital Systems,
gw., | Progress Way, Wilmington, Mass.
1887.

I

ne down from the top of the ADS
O home-loudspeaker line stands
the M-12, a slim and handsome
tower model. It represents a rethinking
of ADS's design principles and exempli-
fies quite a few refinements, especially in
driver construction and in the control of
off-axis radiation. The sound has benefit-
ed greatly from this design initiative.
Although it has four drivers, the
M-12 is a three-way acoustic-suspension

from ringing. A stiff stainless-steel coil
former is used in the midrange unit, and
its effect is a smooth extension of the
driver's range for several octaves beyond
the tweeter's 2-kHz crossover frequency.

In order to promote stable and accu-
rate imaging, special care has been taken
in the M-12’s crossover-network design
to produce a smooth radiation pattern by
the prevention of “lobing” (from “lobe,”
the preferential beaming in certain direc-

RS a s

system. The two 8-inch woofers have
polymer cones. Radial resonance modes
are suppressed by a compound curvature
of the woofer diaphragms, a technique
also used in the 5-inch cone midrange
driver. Both the midrange unit and the
l-inch dome tweeter have diaphragms
made of a proprietary copolymer. Com-
pared to ADS's earlier woven-fabric
soft-dome material, the new material is
said to have a molecular structure that
gives it greater strength while maintain-
ing high internal damping and freedom

tions of frequencies in the crossover re-
gions that is caused by interactions be-
tween drivers). Linkwitz-Riley four-pole
networks are used throughout to achieve
this. Ferrite-core inductors (for low dis-
tortion and freedom from saturation)
and metallized polypropylene-film ca-
pacitors (for low dielectric absorption)
are used to construct the crossovers.

A look behind the removable grille
reveals the drivers in an uncommon con-
figuration: From top to bottom, the or-
der is midrange, tweeter, woofers. The
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midrange is at the top to elevate it as far
as possible from the floor, so that the
notch in response that would be caused
by its floor reflection is moved in fre-
quency to below the driver’s operating
range. Similarly, the woofers are located,
says ADS, “as near to the floor as practi-
cal,” so that floor-reflection effects lie
above their operating range. The mid-
range and tweeter are at about ear level
for a seated listener.

The M-12 is finished on all sides and
the top and comes in either a matte-black
plastic laminate or a genuine oiled-wal-
nut veneer. Depending on the finish, the
perforated-metal grille is either black or
bronze. On the bottom is a recess con-
taining a pair of multiway binding posts.
Those seeking banana-plug connection
to the M-12s should be warned that if the
plugs are attached to heavy speaker ca-
ble, the connectors may stick out too far
from the recess to allow the speaker to
stand upright. Spade-lug or even bare-
wire connection may be preferable.

For smoothest response and best
imaging, the well written and complete
manual urges placement of the M-12 en-
closures two to four feet from side or
back walls “or other major boundaries.”
The traditional equilateral-triangle lay-
out is also suggested, with the accompa-
nying drawing showing a direct aiming
of the speakers’ front panels at the pre-
ferred listening position.

I recommend taking this hint when
auditioning the speakers since, as our
graph shows, the off-axis tweeter re-
sponse falls off above 8 kHz. As a result,
even when sitting directly on-axis, the
M-12 at times sounds a little lacking in
*“air,” that feeling of upper-frequency
spaciousness that is most easily heard
with a good recording of massed strings.
At other times, the M-12 can even sound
a bit dulled, compared to speakers with
flatter off-axis high-frequency responses.

Our graph, however, paints too bad a
picture of the speakers’ behavior below 2
kHz. Diversified Science Laboratories
obtained this response with the speaker
only 3 inches from the rear wall. And in-
deed, although the speakers’ bass is most
extended in this position (being flat
down to almost 50 Hz), the —5-dB up-
per-bass dip and +3-dB midrange peak
are audible, the former as a lack of
warmth or richness and the latter as a
hint of nasality (which is abetted by the
dip around 1.6 kHz).

DSL’s other response traces, taken
with the speaker 34 inches from the wall
and thus more in line with ADS’s recom-
mendations, show a considerable flatten-
ing out of the midrange; the dip at 1.6
kHz is completely eliminated in the on-

axis response. The upper-bass dip also
fills in nicely on axis. But the midrange
peak remains, and even increases in level
to about +5 dB compared to the sur-
rounding frequency region. Bass re-
sponse begins to fall off an octave higher
(around 100 Hz). So, in this position, a
slight touch of nasality remains, and the
speaker can sound a bit thin with materi-
al containing extended bass information.

Before you jump to hasty conclu-
sions, keep in mind that I am nitpicking
here. I compared the M-12 with our ref-
erence system, which costs more than
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twice as much. The ADS speaker, heard
on its own, is excellent. Ignoring the
midrange peak—which is by no means
obvious with much program material—
the on-axis, out-in-the-room frequency
response can be characterized as a very
fine & 2 dB from 90 Hz to 20 kHz. Imag-
ing is quite precise and solid.

Distortion was never a problem, re-
maining reasonably low until the 100-dB
sound-pressure test level was reached.
And even then, distortion above 100 Hz
was below | percent (except for a small
and negligible excursion to about 1%, per-
cent at 400 Hz). In DSL’s tests, the
speaker accepted 45 volts peak (equiva-
lent to 253 watts, or 23.7 dBW, into 8
ohms), and delivered a calculated peak
SPL of 112.5 dB at 1 meter. Impedance
was on the low side, averaging approxi-
mately 5 ohms with a dip to 3.8 ohms at
around 300 Hz. For purposes of multi-
speaker hookups, consider the M-12 a 4-
ohm model, with all the parallel-connec-
tion restrictions that apply to such units.

On the whole, the M-12 is a step for-
ward over previous ADS models in this
price range. The sound is not as ‘“‘for-
ward” or “‘aggressive” as that of earlier
units, and the overall effect is smoother,
cooler, and cleaner, particularly at high
volume levels. The response aberrations
discussed earlier are no worse than I've
seen for other speakers costing much
more and are certainly minor compared
to the problems found with other, more
popular and famous speakers costing as
much. Do give the M-12s a listen.

David Ranada

Sensitivity (at 1 meter; 2.8-volt pink noise)
881/2dB SPL

Average Impedance (250 Hz to 6 kHz) 5 ohms
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Until now; this was the only way to
get a high-performance dubbing deck.

Let’s face it. Wow and flutter (WRMS) is no
Performance in dubbing decks has tradi- more than 0.057%.
tionally left the purist. .. well, fit to be tied. The KXW900U’s separate
you wanted high-performance dubbing, meters and controls let you record
you were forced to cough up the price of two two sources at once. While auto

separate, superbly-speced decks. Lse reverse and relay record let you

Which happens to lead us directly tothe itk record up to three continuous
Yamaha KXW900U twin deck. remote. hours from one source.

Two independent decks in one cabinet, e e We've doubled the normal
each boasting specs and features that put most ~ wetermeme recording bias frequency to ensure
single decks to shame. high-quality recordings, even in the high-speed

Frequency response with metal tapeisa  dubbing mode.
full 20-20,000Hz +3dB. Dolby HX Pro continually adjusts bias to

Signal-to-noise ratio is better than 66dB match signal output, extending headroom to
with Dolby B, better than 74dB with Dolby C. handle the most demanding CD dynamic ranges.

And that’s just the beginning.

To hear the rest, see your nearest Yamaha
dealer todaﬁ

He'll show you why our KXW900U twin
deck is a superb new dubbing deck even the

purist will appreciate. 0
S YAMAHA
again.
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' An Interview
| With Noel Lee
Of Monster Cable

| By Gordon Brockhouse

s (S | Among the most hotly debated issues
in audio is the audibility of cables. At one end of the spectrum are avid audiophiles who spend
$100 per foot and more for speaker cables and “interconnects.” At the other end are conserva-
tives, who maintain that any differences between 14-gauge hardware-store wire and premium
speaker cables are inaudible. And even if differences can be detected, this group insists, there
is no proof that the expensive cables are more accurate. Smack in the middle of the debate
stands Noel Lee, thirty-nine-year-old founder and president of Monster Cable Products, Inc.
A mechanical engineer, Lee founded the San Francisco company after working at the Law-
rence Livermore Laboratory for several years. An audiophile since his youth, he built Dyna-
kits and Heathkits as a teenager and later operated a recording studio.

While working at Livermore, Lee experimented with some of the audiophile cables then
available. “I discovered there were sonic differences between cables of the same cross-section-
al area,” he recalls. “According to the electronics textbooks, that didn’t make sense. I started
to wind cables different ways and got different sonic results, and came up with Monster Ca-
ble.” While Monster wasn’'t the first company in the field, it quickly became the largest seller
of premium cables. More than any other firm, it is responsible for creating interest in speaker
wire and interconnects.

[Editor’s note: This interview has | GB: The audibility of cables re- | things to excite those frequencies. If
been edited for space only, not for | mains controversial. In controlled | 1cankeep them under control, I know
content. Hign FipeLity views the | listening tests, the differences don’t | I'll be coasting when 1 play a good
claims made by high-end cable mak- | show up. Why? recording.

ers with a great deal of skepticism. | NL: They're not using material that All the A/B tests that I've read
Within reasonable limits, we do not | will show differences strongly | about have used a switching device.
believe that the manner in which a | enough and quickly enough. A lot of | You can hear switches; you can hear
cable is wound or the conductive | cable-related distortions are most no- | wire in the switch boxes. When audio-
material from which it is formed | ticeable on material with alot of high- | philes plug in 4 new wire in their sys-
contributes directly to sound quali- | frequency energy. If you are playing | tem, they don’t have a switch box, but
ty. We also have strong reservations | something that’s rolled off, you're | they can hear the difference immedi-
concerning the application to au- | not going to excite these high fre- | ately. When Stereo Review did tests
dio of physical principles generally | quencies. When I'm listening to ca- | between amplifiers, they couldn’t
considered to have relevanceonlyat | bles, I'll take an overcut record, I'll | hear the difference through an ABX
very high (radar) frequencies.) take a peaky cartridge, I'll do a lot of | box. They did the same with CD play-
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ers and proclaimed there is no differ-
ence between a $2,500 Meridian and a
$198 Magnavox or whatever it was.
And they couldn’t hear differences
with cables. Their conclusion in all
these cases was that there is no dif-
ference.

I would advise people to listen

magazines won’t even talk about ca-
bles. It's really disappointing, be-
cause we get such good press in every
other country in the world. In other
countries the question isn’t whether
wires make a difference, but which
wire should one buy.
GB: Is there a problem with the
basic methodology of blind testing?
Is there something about these dif-
Jferences that eludes testing?
NL: No. I’dlike to be subjected to a to-
tally blind test without switches.
When you switch back and forth very
quickly, the mind integrates subtle
differences. If you're switching be-
tween speakers with gross differ-
ences in frequency response, there's
no problem using a switch. But when
you're switching between electron-
ics, the mind is integrating. It’s like
pouring a bunch of different wines
down vour throat one right after the
other. You can’t discriminate.
GB: So what you're saying is the op-
posite of conventional wisdom,
which says you have to switch quick-
ly because audio memory is short.
NL: Absolutely. The people who de-
veloped this theory were working
with tones. They would switch back
and forth between two frequencies
close together and see if they could
remember which one was which.
When we listen to audio equipment,
we listen to the texture of the music,
the harmonic tones of the instru-
ments, the depth and width of the im-
age, not only amplitude.

The whole musical experience has
to be taken in. One needs to take a
mental photograph—the mind inte-
grates the whole thing. Whenever 1
do a listening test, I listen to a pas-
sage once, then again, so | make sure
I have a fix on the material. Then
when a change is made, I can easily
pick that change up.
GB: Let’s look at some specific prod-
ucts. Can you explain the need for

with an open mind. The three major |
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balanced conductors in your inter-
connects? What benefit does that
provide you?

NL: Our aim is to control electromag-
netic fields generated by the cable as
current passes through. In most co-
ax cables, the plus and minus conduc-
tors are different materials, used in
different amounts and in different
configurations. You might have a
thin wire down the middle, with a
braided shield around the outside. So
you don’t have adequate control of
the two conductors as you have in a
speaker cable.

As the signal travels through the
wire, each frequency generates its
own electromagnetic field. The fields
interfere with each other as they en-
ergize and collapse. That creates a
time-related distortion, causing the
low frequencies to travel slower
through the wire relative to the high
frequencies. When we compare stan-
dard wires with ours, they seem two-
dimensional, collapsed, lacking in dy-
namic range. They actually sound
brighter, although the highs are even
rolled off.

GB: Can you explain why you use
different wire thicknesses for differ-
ent frequencies in your intercon-
nects? If [ can be anthropomorphic,

they ought to travel down the large
center conductor and the high fre-
quencies down the little strands?
NL: The audio signal takes the path
of least electromagnetic resistance.
If you have only multiple small con-
ductors, bass frequencies will be
forced to travel down those tiny high-
frequency wires. The larger wires be-
come more inductive at high current
and are therefore a more optimum
path for bass frequencies. If you
have a large wire for those bass fre-
quencies, that’s where they’ll go, be-
cause there is less electromagnetic
resistance.

GB: Doesn'’t the cable behave like a
single conductor, anyway? Or are
the wires separately insulated?
NL: They are insulated. If they
weren'’t, this effect would still oceur,
though not to the same degree.

GB: Why don’t the high frequencies
travel down the big conductor?
Doesn’t it present a lower-resis-

tance path for all frequencies?

NL: As a signal’s frequency rises, it
tends to travel along the outside of
the conductor. If there’s another path
with higher surface area for the high
frequencies, they’ll take it, because
that’s the path of least electromag-
netic resistance for them.

GB: Can this be measured? Is there

some kind of tool that shows high- |

frequency content higher on the
small conductors than on the large
one?

NL: Yes, you can measure them, but
there is no standard against which

you can measure. The time delays in- |

volved are very small. In a one-meter
cable, it’s several nanoseconds. How-
ever, in percentage terms the delay of
a low-frequency relative to a high-
frequency signal is very high. It’s
definitely audible.

GB: What about the actual signal
content of the different conductors?
Can you measure these?

NL: Not directly, but they can be de-
termined from complex-impedance
measurements.

GB: I guess I'm showing my Eng-
lish-major background. People who
dispute these effects grant that high
frequencies tend to travel along the

1 surface, but they say this happens
how do the low frequencies “know”

only at very high frequencies, out in
the radio band.

NL: These effects do occur at audio
frequencies when you’re talking
about skin depth, which is the depth
of penetration into the conductor. If
you do a calculation, the depth of pen-
etration of a 20-kHz signal in copper
1s 0.02 inch, and at 20 Hz, it's % inch.
All this theory is fine, but in the end
it's what you hear. Either it makes

| the grade, or it doesn’t.

The fact that we use conductors of
different thicknesses is one aspect of
the design. The second is how we
wind them. The big conductor for the
bass goes straight through. Inour In-
terlink Reference cable, we have four
conductors of intermediate size for
the midrange. They’re wound around
the bass conductor. The high-fre
quency conductors are very, very fine
wires grouped together in several lit-
tle bunches. They are wound around
the bass and midrange conductors.
Winding the wires this way creates
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INTRODUCING SOUND
AS IT WAS MEANT TO BE HEARD
IN PLACES IT WASN'T.

For years, Baby Advent® bookshelf speakers proved subwoofer creates a 165 watt three-way speaker system
that you don'’t need a lot of space to enjoy accurate sound. by directing the high and midrange frequencies to the
With our new Mini-Advents and Mini-Advent/Subwoofer Sys-  Mini-Advents while handling the bass frequencies itself.
tern, you can get that sound in places you never dreamed of. The amazing thing is that our subwoofer can give

Mini-Advents are designed for people with little room your system extra bass and added power while remaining
for loudspeakers. Less than a foot tall, they fit on z out of sight. Only seven inches tall and twelve
hookshelves. Tables. Even walls and ceilings, inches wide, it fits neatly in any corner and
when using optional mounting brackets. Per- sounds great behind couches or plants.
fect for completing a surround sound system. Like all our speakers, Mini-Advents are

THEY'RE SMALL, BUT DEFINITELY NOT designed to look as good as they sound. Made
SHORT ON SOUND. Our 5'4" high excursion with real pecan wood, they’ll look terrific wher-
woofers and /2" polycarbonate dome ever you put them.

tweeters supply Mini-Advents with 120 watts
peak power—quite powerful for speakers
this size. Tuned bass ports. too. So that
Mini-Advents get every ounce of bass from
such a small speaker cabinet.

FOR EVEN GREATER SOUND FROM SMALL
SPEAKERS, THERE'S OUR SUBWOOFER SYSTEM,
When connected to the Mini-Advents, our

e
Advent® ) e

Now that you know all about these great-
sounding loudspeakers that take up little
space, take a little time oGiTAL
and listen to a pair at your bod)
nearest Advent dealer. REALY,

ADVEND

Sound as it was meant to be heard.




an inductance, just like winding a
wire around a bobbin. So the highs
are delayed more than the midrange
frequencies. Everything is in line, so
signals can travel through the wire
with much closer delays.

The third aspect of our technology
is our Microfiber dielectric. Any di-
electric has two properties: energy
storage and energy loss. When the
signal stops, and the electromagnetic
field collapses, energy stored in the
dielectric may not get released at the
same time as the signal stops. It's
perceived as a “grunge,” a noise, a
distortion that you notice especially
on transients. As with many forms of
distortion, you become most aware of
it once you’ve gotten rid of it.

There’s also energy loss. Some of
that energy turns to heat. This is
most noticeable on very sharp tran-
sients: a bass drum, a kettle drum,
the plucking of a string bass, for ex-
ample. On these signals, the leading
wave can be 20 to 40 times higher
than the rest of the signal. In listen-
ing comparisons, there’s a significant
increase in perceived dynamic range
with Microfiber. Because it’s 30 per-
cent air, Microfiber doesn’t store as
much energy as a solid material. The
energy that is stored is dissipated
very rapidly. There’s also much less
energy loss than with a solid di-
electric.

GB: I gather your design approach
Jfor speaker cables has evolved con-
siderably since you started the com-
pany.

NL: Absolutely. The initial Monster
Cable was designed purely by listen-
ing. We didn’t have any idea of the
theory behind what we were doing.
We wound the wires this way and
that way, and came up with a cable
that gave us more dynamic range and
greater bass and treble extension
than conventional 10- or 12-gauge
wire.

We've refined that over the years.
The foundation of our current tech- |
nology is the use of helical windings |
over what we call the Magnetic Flux
Tube. There’s a dielectric in the mid-
dle of the wire. This dielectric breaks
up internal inductor effects at the

center of the cable assembly. Instead
of going around the outside of one |
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large, solid conductor, the field
moves along a small conductor
wound around a tube. This way, it can
travel along the inside and outside of
the wire. That allows a more even dis-
tribution of the electromagnetic field
across the cross-section of the wire.
With speaker wire, you're dealing
with much higher currents than with
interconnects. It’s like a turbulent
river instead of a stream that you
have to guide along. It’s like the dif-
ference between turbulent flow and
laminar flow in fluid mechanics. With

M-Series interconnects, speaker cables

slow-moving liquids, you can predict
the resistance in a pipe and you can
steer the fluid in a certain direction.
Once it gets to a certain velocity, it’s
much more difficult to control.

It's even more complex with elec-

tromagnetic fields because you have
many frequencies at the same time.
Just imagine several fluids of differ-
ent viscosities being shot down a pipe
at the same time at great velocities,
and you have an idea of the com-
plexity.
GB: What's your actual design
methodology? Are there objective
performance parameters that
you're after when you design a ca-
ble? Do you have a method for corre-
lating measurements with per-
ceived effect?

NL: We build computer models of de-
signs. That gets us in the ballpark.
That tells us the inductances re-
quired, the time delays of the sig-
nal—that kind of thing. For a certain
diameter wire, we can calculate the
makeup of the wire and its target
price. During our first two years,
modeling was done independently.
Our engineers would run the calcula-
tions, and we’d listen, not knowing
what the calculations were. OQur im-
pressions correlated very closely
with the calculated result.

After we model the wire, we fine-
tune it: the dielectrie, the windings,
even the termination methods. Then
we listen to it on various systems: on
small speakers as well as large dy-
namic and electrostatic speakers;
with receivers and separate preamps
and power amps.

GB: What do you view as more im-
portant, topology or conductor
type? Can you hear different con-
ductors? Does copper of a certain
purity sound better than copper of
a lower purity? Does silver really
sound bright as some audiophiles
complain, or are their eyes influ-
encing their ears?

NL: I'll tell you, sometimes audio-
philes let the price influence their
ears. You don’t always get what you
pay for, especially in cables. We be-
lieve that as long as the conductor is
of high purity, there are many, many
more things that are much more in-
fluential than the conductor type.
You cannot do an A/B test between
two cables of different conductors
unless they're of exactly the same
construction. In our listening tests,
we alter two or three strands in a
wire, and we can hear it. We change
the dielectric slightly, and we can
hear it. We change the amount of con-
ductor or how it’s wound, and we can
hear it. When we change conductor
material, we can’t hear it.

Let’s put it this way: We haven’t
been able to determine a difference in
sound related to the purity of the cop-
per between an oxygen-free copper
(OFC), which we use, and other cop-
pers, such as linear-erystal (LCC).
What you do hear in these coppers
can be calculated with simple formu-
| las. You hear the magnetic properties
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of the materials as they either speed
up or slow down different frequen-
cies traveling through the wires,
which is why silver sounds bright. If
you look at the magnetic permeability
and the permissivity of silver, it has a
wider disparity between higher and
lower frequencies.

There are other reasons why dif-
ferent materials sound better. When
you process something like an LCC or
OFC copper, there are different tech-
niques for drawing the wire. The
crystalline structure at the outer sur-
face may not be the same as the in-
side, which may explain the differ-
ences in sound. That’s why, when
some of the exotic copper materials
came out, everybody said they sound-
ed great. Well, they didn’t sound fan-
tastic, they sounded different. A good
product will survive in the market,
and they didn’t, except in Japan.

GB: There seems to be an inconsis-
tency. You said if you change the
strands or dielectric or winding,
you can hear that, but that when
you change the conductor type, you
can’t. But then you said the mag-
netic properties of different conduc-
tors account for different sonic
characteristics. Are you saying
there are differences in the way
these coppers sound?

NL: When I said conductor material, I
meant purity of the conductor. Cop-
per—whether it’s OFC, OCC, or
LCC—will exhibit similar sonic char-
acteristics. You can hear the differ-
ence between copper and other mate-
rials. There’s a difference between
the magnetic properties of copper
and other metals, like silver or alumi-
num, and consequently in their sonic
characteristics.

GB: How much better sounding
could a price-is-no-object wire
sound than your best cables?

NL: Our best wires are the best we
know how to build. If the question is,
can we build a wire better than we're
building now, the answer would be: If
we can, it will be a commercial prod-
uct eventually. Our best wires aren’t
handicapped by a target price. You
have to realize that there’s a demand
for higher-priced wires than ours.
GB: Are you saying other cable com-
panies areinflating prices?

INTERVIEW
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NL: Absolutely. There are some peo-
ple charging outrageous prices for
wires. In terms of performance,
there’s no justification for these
prices. We differ from our competi-
tors in several respects. I feel we're
the only company that really has a
handle on the technology, on what the
distortions are in cables and how to
correct them. The others are where
we were a few years back, when we
didn’t know what the answers were.
They’re grabbing onto technology
that really isn’t real: solid-core and
exotic materials, for example.

GB: High-gauge solid-core speaker
wire is being promoted in some cir-
cles, especially in Britain. What's
yourviewof that?

NL: I think solid-core wire may be
suited to British tastes, just like Brit-
ish loudspeakers. If you take one di-
ameter wire, you can make it sound
very good at one frequency, let’s say
the midrange, which is what I think
they're hearing. You get the sound
round and smooth. But the highs will
be rolled off, and the bass will be
tubby.

In particular, it will lack dynamic
range. You can’t get powerful bass
out of a small woofer. You're not go-
ing to get dynamic range out of a
small conductor either, beyond a cer-
tain point. A small conductor will tend
to saturate and thereby compress the
sound.

GB: Some recording companies are
now using Monster Cable. How did
that happen?

NL: Traditionally, recording engi-
neers have viewed audiophile prod-
ucts as crazy, lunatic. Audiophiles
think recording engineers can’t hear
what they’'re doing, because their re-
cordings sound terrible. Now we're
seeing a fusion. The Compact Disc
places greater demand on the record-
ing engineer. People can hear a lot
more. Because of this, the recording
engineer has become an audiophile.
It’s being demanded of them to create
good sound as well as good music.
GB: Is this occurring primarily
with smaller labels?

NL: Oh, no. We're doing things with
CBS and A&M. We're doing projects
in major pop studios. For instance,
John Arrias has built a completely

Monster-wired studio to do all future
Barbra Streisand projects. And
Bruce Swedien is using our cables in
all future projects of Michael Jackson
and Quiney Jones. All recordings
from Telare, DMP, and GRP in the
last year have been made using our
cables in all the signal paths. You
hear the difference. The recordings
are quieter, cleaner, smoother, more
natural sounding, more dynamic.
GB: Some equipment suppliers are
offering direct digital outputs on
their CD players and digital inputs
on their preamps. How does that af-
Sect the market for your products?
NL: In a fiber-optic link, you elimi-
nate all these electromagnetic prob-
lems we’ve been talking about. To
me, fiber is the way to go. Theoreti-
cally at least, you can get rid of wire.
I'm in the wire business, but I know
how bad wire can be.

But you have to pay attention to
the quality of the fiber-optic connec-
tor because it has to be highly pol-
| ished and very linear. The shielding is
very important. That’s why a lot of fi-
ber optic cables are armored. You
need to have a connector that will in-
i terlock and not be subject to vibration
or movement. This results in data loss
at the junction and consequently
more interpolation.

GB: Where do you see your business
in the year 20002 Is Monster Cable
going to be much the same kind of
company it is now, or are techno-
| logical changesin the 1990s going to
| force you into new areas?

NL: We're in the connecting busi-
ness. Whatever they do with cables—
fiber opties or infrared, visible wires
| orno wires—that’s where we want to
be, always aiming toward the higher
end of the market to provide audio-
philes with the best ways of connect-
ing their components. Qur computer
cable division and our pro division are
both expanding rapidly. But we're
first of all an audiophile company.
The major core of our engineering
staff are all audiophiles who spend
countless hours listening and fine-
tuning.

Gordon Brockhouse has been an
editor of Canadian audio and com-
| puterindustry trade publications.
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CAR STEREO REVIEW

Introducing Matthew Polk’s New SDA Mobile Monitor Systems

atthew Polk has a passion for perfection in the cars he drives, and the

speakers he creates. His astonishing new SDA Mobile Monitor Speaker
Systems combine the awesome sonic benefits of his revolutionary SDA True
Stereo technology with the superior sound of his Grand Prix award winning
Mobile Monitor loudspeakers. Car Stereo Review, the defini-
tive authority on the state-of-the-art in autosound, raved, “It’s
like jumping into hyperspace”

Complete systems (tront and
rear speakers plus an SDA
Automotive Crossover Matrix)
begin under $500.
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The world’s finest automobiles deserve the world’s finest sounding automotive loudspeakers.
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Latest Autosound
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Which Amp's for You?
Installing Your Own
12 Road Tasts

CD Changers, Amps,
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Cassette/Radios
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ORDERTODAY!

Please send me.... copies
of CAR AUDIO for only

$4.95*
each

Order from Car Audio, Single Copy
Sales, 825 Seventh Avenue, 8th
floor, New York, NY 10019, U.S.A.

Check enclosed $

NAME
ADDRESS
CITY/STATE 2IP
COUNTRY

* Price includes postage and handling
in the U.S. and Possessions. Canada:
please add $1.00 for postage. Else-
where, please add $2.00 for surface
mail (may take up to eight weeks);
$3.00 for air mail printed matter.

All orders must be prepaid.
Checks must be in U.S. dollars,
drawn on a U.S. bank.

TEST DRIVE

caraudio

in the comfort of your living room!

From the editors of HIGH FIDELITY comes CAR AUDIO
magazine—the most authoritative guide available to the excit-
ing world of car stereo. From test lab to test track, experts lead
you through the maze of questions facing you when you're
ready to buy.
Take one look at what's available in the 1988 Edition of
CAR AUDIO and you'll know at once how valuable it really is.
And we deal with more than just hardware—the pop and
classical music critics of HIGH FIDELITY have prepared a
special 10-page section on recommended music for the road!
Allthis—lab tests, road listening tests, buying advice, news
about what's around the bend in car stereo, plus the best trav-
eling tunes—for only $4.95, postage and handling included.
Don’t wait another minute. Just fill out the handy coupon
below (or send complete information on a separate sheet) and
mail today with your check for $4.95. CAR AUDIO will be
mailed to you within three weeks.
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The coup de grace came with an unexpected decisiveness. On
March 1, 1988, the United States National Bureau of Standards
{NBS) issued its report on the efficacy of CBS’s Copy Code anti-
taping system. The report’s executive summary said that *“the
system does not achieve its stated purpose [having exhibited
false-positive and false-negative responses). . . . The system’s en-
coder alters the original electrical signal. For some listeners for
some selections, this results in a discernible difference between
prerecorded notched and unnotched material. . . .The copy pre-
vention system can be bypassed easily. . . . The circuits are sim-
ple and easy to construct.” These conclusions effectively killed
congressional support for the CBS system. In the words of Jason
Berman of the Recording Industry Association of America
(RIAA), the group that has lobbied most strenuously in sup-
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Finding the Killer Chord

As soon as the NBS’s plans for testing
Copy Code were announced, I volun-
teered my services to the Home Re-
cording Rights Coalition, hoping to as-
sist it in shaping the procedures used in
the test (the NBS having solicited rec-
ommendations from the HRRC) and
in selecting the program material for
the Copy Code listening tests. Al-
though I submitted long memos on test
procedure and on various electronic
means to defeat Copy Code, perhaps
the most important function I per-
formed in this affair—and the work
about which I’'m most proud—was
finding music that could be audibly de-
graded by Copy Code encoding. Specif-
ically, I found the “killer chord”: the
musical excerpt whose alteration by
the Copy Code notch filter was most
easily detected.

I started with one crucial and, as it
proved, valid assumption, which had
to be made because CBS had steadfast-
ly refused to provide many important
technical details about the Copy Code
encoder. Although CBS had by this
time (late 1987) also disowned earlier
descriptions of the system, I reasoned
that the frequency of the encoder notch
would be essentially unchanged from
its original location at 3,840 Hz.

The notch frequency is one of the
most important design parameters of a
system like Copy Code, because it in-
fluences other critical aspects of both
the encoder and decoder (such as the
minimum encoding-detection time).
The *“richness” of all kinds of musical
spectra around the notch frequency,
the ability of various audio media to
pass frequencies around the notch,
and, of course, the notch’s audibility all
constrain its location in frequency.
Specifically, a Copy Code notch must
be high enough not to intrude directly
upon music fundamentals, and yet it
must te low enough to fall in a frequen-
cy range usually filled with musical
overtones. It could not be too high, or
the system would not be effective with
low-fidelity media like analog video-
cassette soundtracks—remember that
Copy Code was originally intended to
stymie a/l home audio taping.

Notch location would therefore
have been one of the very first things
determined in an engineering-feasibil-

ity study. Its precise location would be
determined by a survey of music spec-
tra combined with a battery of listening
tests. Since Copy Code had been under
development for some years by the
time the DAT debate surfaced, I felt
that such testing would have already
been conducted and that the frequency
first mentioned by CBS (in the days
before it started acting defensively over
the system) would be the optimum one.
So, despite protests by Copy Code’s
sponsors that the notch parameters
had been changed, I concluded that
3,840 Hz would be as good a place as
any to start looking for audible degra-
dation. Any change by CBS would
have to have been minor, otherwise the
system would not be able to fulfill its
design objectives.

Listening tests centered around
3,840 Hz were thus in order. I decided
to listen for only one specific effect: the
attenuation of musical fundamentals
or strong harmonics near 3,840 Hz that
would result from notch filtering. Oth-
er effects could have been listened for,
such as a horrendous phase shift
around the notch frequency character-
istic of narrow filters, or a highly col-
ored filter-noise spectrum. But I con-
cluded that since severe attenuation at
3,840 Hz is what a Copy Code decoder
is designed to detect, any phase shifts
or noise should be considered as simply
undesirable by-products of encoding.

But CBS had chosen well. I pulled
out my books on orchestration and in-
strumentation and found that musical
fundamentals near 3,840 Hz are rare.
In general, only pianos, piccolos,
glockenspiels, and pipe organs ever
emit fundamentals at the two musical
pitches closest to 3,840 Hz: the B-flat
and B-natural closest to the top of a pi-
ano keyboard. So I decided to extend
my search to the various ‘“subharmon-
ics” of those two notes (at one-half,
one-third, one-fourth the frequency,
etc.), concentrating on those belonging
to the high B-flat. All B-flats lower
than 3,840 Hz thus became candidates.
E-flats, especially the ones that are one
and two octaves above middle C, also
came under scrutiny.

It was, and is, absolutely impracti-
cal to listen to randomly selected CDs
hoping to find some passages with sub-
stantial energy clustered near 3,840
Hz. Perhaps CBS hoped that this
would make it impossible to find obvi-
ously degradable music. So my initial

searches were visual, not aaditory.
Since college days, I have collected a li-
brary of orchestral scores covering
much of the basic symphonic and oper-
atic repertory. One can flip through the
pages of a Beethoven symphony or
Wagner opera looking for specific
pitches played by selected instruments
much faster than a real-time playing of
the works. My score collection was
supplemented by several visits to the
many shelves of music at the New York
Public Library at Lincoln Center.

Throughout the score scanning, I
looked for three things I thought
would be most audibly degraded: rela-
tively long-held notes and chords con-
taining subharmonics of the Copy
Code frequency; passages in which
notes of Copy Code subharmenics are
rapidly repeated; and the rare passages
in which the high B-flat is hit directly.
Then, using a notch filter certered at
3,840 Hz but constructed to be slightly
narrower than the original CBS Copy
Code specifications, I listened to CDs
of the suspect passages while switching
the filter in and out. I accepted only
those passages in which a difference
was absolutely obvious: as if a sinewave
oscillator at 3,840 Hz were being
turned on and off behind the music.

I concentrated on looking for pas-
sages containing instruments that I be-
lieved would throw substaniial har-
monic energy into the notch, preferring
violins to flutes or piccolos, for ex-
ample, because violin notes have far
richer spectra than sine-wave-like flute
notes. Furthermore, violin vibrato and
pitch inaccuracy would be likely to
throw harmonics directly into the
notch. Certain things received special
scrutiny: those discs that had been used
by Copy Code’s sponsors in demon-
strations of the system’s alleged inaudi-
bility (Barbra Streisand’s “Bi1oadway
Album,” for example); those from art-
ists who had issued statements in sup-
port of Copy Code (Herbert von Ka-
rajan, Leonard Bernstein, George Har-
rison, and others); and pieces that
stood some chance of being recognized
by a congressman (Copland’s Fanfare
for the Common Man, Sousz’s Stars
and Stripes Forever, as examples).

In all, I submitted to the MBS, via
the HRRC, three lists (totaling 68 sep-
arate CDs) of selected notch-degraded
passages. All the selections are listed in
an appendix to the NBS report, but
only the first 32 reached the NBS in
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time for consideration for the listening
tests. Furthermore, because the actuzl
Copy Code encoder removed the notch
whenever it thought that it would be
audible, not all of the 32 selections ac-

tually generated notching. Still, 7 out
of the 24 selections used in the listening
tests, and 13 out of 56 discs used in the
false-positive/negative tests came from
my first list of 32.

FREQUENCY (kHz)

RELATIVE LEVEL, dB

Encoding
Region

The NBS's color spectrograms of the “killer chord™: At top is the original, at bottom as filtered
by a Copy Code encoder. Frequency in each spectrogram: runs from bottom to top. Color signi-
fies level, as indicated by the color code at the upper right. Time runs horizontally from left to
right. In both spectrograms, smail arrows point to the frequency region removed by the Copy
Code encoder. In the encoded version, note the removal of the bright stripe at the Copy Code
Sfrequency. This is a piccolo note, the interruption of which proved to be extremely audible.

Fortunately, the killer chord was on
that list. That chord is the last one in
Prokofiev’s Alexander Nevsky: a sus-
tained fortissimo B-flat-major chord
scored for full orchestra (including
glockenspiel, xylophone, and piccolo)
and chorus, and filled with B-flats from
top to bottom. In the specific recording
I suggested (London 410 164-2) the
chord is held for a good 15 seconds.
The fundamental of the piccolo note
fell right into the Copy Code encoder’s
notch and was severely attenuated, but
not continuously, by the encoder.
Therefore, the long piccolo note in the
original was transformed by the encod-
ing into several disconnected notes (see
the nearby color spectrogram).

On the whole, this Prokofiev chord
proved to be the selection of *“real mu-
sic” (as opposed to specially devised
synthesizer chords) whose degradation
was most easily detected in the NBS lis-
tening tests. For example, the NBS re-
port states that for the serial listening
tests, *“‘the probability of obtaining an
average score of 70.1 percent [the re-
sult for the Prokofiev] or more from a
set of 348 responses generated by a 50-
50 chance mechanism is much less
than one in a million.” In the parallel
listening tests, the data for the Proko-
fiev chord showed *statistically signifi-
cant evidence that the encoded channel
is audibly distinguishable from the un-
encoded version.” The NBS showed
that Copy Code encoding is audible, in
direct contradiction to claims by its
supporters and developers.

I find two ironies surrounding this
particular chord. The first is that in a
test by an agency of the U.S. Govern-
ment, the selection that proved crucial
is from a Stalin-era masterpiece. In
fact, Sergei Eisenstein’s film Alexander
Nevsky, the soundtrack of which
formed the basis of Prokofiev’s canta-
ta, celebrates the victory of the East
over an aggressor West (Teutonic
hordes, to be more specific). The sec-
ond irony is that my searches through
the works of Prokofiev and Shostako-
vich were prompted by a suggestion
from a professional flute and piccolo
player. He plays in a major symphony
orchestra and is a member of the
American Federation of Musicians, an
organization that supported Copy
Code. Such groups should ask their
constituents if they should be squan-
dering energy and money in pursuit of
such worthless objectives.
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t was a shock to discover recently that a

colleague whose technical acumen I par-

ticularly respect doesn’t bother much

with “*quieting” graphs when he wants a

picture of the overall performance of a

tuner or receiver. While tuner quieting
curves are indeed rather daunting to the
audio enthusiast familiar only with fre-
quency-response plots, I find them indis-
pensable for assessing car stercos. And
while they are less informative for home
gear (the area that most interests my col-
league, which may account for his atti-
tude), they still give a sense of a tuner’s be-
havior under fringe-area reception
conditions for which words are, at best, an
awkward substitute. Let me show you
what I mean.

First, the crucial definition: **Quiet-
ing” is the signal-to-noise (S/N) ratio for
an FM tuner when measured at a specified
antenna-input level. In general, as the ra-
dio-signal strength from the antenna in-
creases, the S/N ratio also increases until
the point of “'full limiting,” or “ultimate
quieting,” 1s reached. The tuner’s S/N ra-
tio then remains relatively constant with
increasing antenna-signal strength until,
in some tuners, overload of the input elec-
tronics increases the noise level.

Figure 1 shows the quieting curves for
the tuner section of a fairly typical compo-
nent-grade home receiver. This tuner,
however, has a special automatic-blend
feature. The horizontal scale is calibrated
in dBf of antenna-input power, 1 dBf being

| decibel above a reference level of 1
femtowatt (one quadrillionth or 10~ %
watt). The vertical scale is calibrated in the
more familiar audio-level decibels, from O
dB down to —70 dB. The 0-dB reference
level in this case represents the tuner’s au-
dio output with full limiting of a 100-per-
cent-modulated antenna signal. Full limit-
ing has usually occurred by the time the
antenna signal has reached 65 dBf.

The dashed curve at the upper left
shows how output is attenuated for input
signals too weak to attain full limiting. The
bottom curves show the tuner’s noise level
for three reception conditions: mono, nor-
mal stereo, and stereo received with the
automatic-blend feature engaged. As mea-
sured, the mono curve represents tuner be-
havior during mono broadcasts, but
usually a tuner behaves the same when
manually switched into mono operation
(if that is possible).

Eagle-eyed graph readers will notice in
Figure 1 a change from earlier HIGH
FIDELITY practice. We've traditionally
graphed noise relative to output at all an-
tenna-signal strengths, showing the audio
output with a 100-percent-modulated an-
tenna signal as 0 dB, no matter what the
actual audio output voltage. In car stereo
products, however, the absolute output
level is important because of the rapid on-
the-road shifts in signal strength. So we
will now graph home FM gear as we do car
stereo.

In Figure 1, S/N ratio can be read di-
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rectly from the value of the lower noise
traces, as long as the upper audio-output
curve is at 0 d3 (as it is for most of the
graph). For any input-signal strength for
which output falls below the 0-dB line of
the graph, S/N ratio is the difference be-
tween the upper output curve and the cor-
responding noise curve. You can see this
graphically at the point shown in the fig-
ure where there is a 50-dB difference be-
tween the mono output curve (at about

1/, dB) and the mono noise curve (at
about —51'4, dB). For lower antenna-in-
put levels—that is, farther to the left in the
graph—the difference is less than 50 dB;
for higher inputs, S/N ratio is higher. This
tuner's sensitivity spec can be derived
from the graph: Sensitivity is the input lev-
el (measured along the dBf scale) for
which the tuner's S/N ratio is precisely 50
dB, in either mono or stereo. (We don’t
bother with the older, less useful *‘mini-
mum useful sensitivity” spec.) In this case,
mono sensitivity is about 17%, dBf, and
normal stereo sensitivity is 39 dBf.

As the antenna-input level falls below
the 50-dB-quieting point, noise rises rapid-
ly and typically produces the steeply rising
curve shown here. In some units, the noise
curve will make a more pronounced dip
near the sensitivity-rating point. Such an
anomaly, while not intrinsically bad, sug-
gests that the manufacturer has
“tweaked” the tuner to make it measure
well, and that at other nearby input levels,
its reception may be marginally noisier
than that of a tuner with the same sensitiv-
ity rating but a relatively neat, smooth
curve—Ilike this unit.

Stereo S/N ratios can be read directly
from the noise curves because the audio
output is at the 0-dB line for all inputs
above the stereo threshold (29 dBf ); if the
noise curve is at —60 dB, for instance, the
S/N ratio is 60 dB for that antenna-input
level (here, 49.5 dBf). This tuner’s auto-
matic-blend feature only takes effect when
the noise inherent to stereo reception be-
gins to rise—in this case, near 60 dBf.
From the curves, you can see that by trad-
ing away some channel separation, this
tuner improves S/N ratio for a given input
(or sensitivity, depending on your view-
point) by some 3 dB, which isn’t stagger-
ing but is typical of a feature of this sort.

The colored vertical line represents the
full-limiting test level of 65 dBf, an accept-
ed representation of the signal strength to
be expected in the suburbs when you're
tuned to a typically powerful metropolitan
station. This is the antenna-signal level at
which most of the remaining FM tuner
measurements are made. For instance,

you can read stereo S/N ratio (69 dB, in
this case) directly off the stereo noise
curve. Mono S/N ratio is here greater than
70 dB, and the mono noise curve is off the
bottom of the graph. Home listening envi-
ronments seldom offer better than 70 dB
of dynamic range, but HIGH FIDELITY re-
ports such high S/N figures in the mea-
surement data nonetheless.

In any event, these ratings tell you only
what the S/N is at 65 dBf; only the curves
will tell you whether this rating holds up
for extremely high inputs (where overload
adds noise in some tuner front ends) or at
inputs only a few dBf below the rating
point (where it becomes increasingly hard
to maintain the stereo S/N ratio because
of increased noise introduced by the stereo
subcarrier—or, more precisely, because
the subcarrier level is falling with respect
to noise).

The car stereo tuner's most striking dif-
ference from the home tuner is in the treat-
ment of automatic blend (see Figure 2).
Draconian measures are needed to make
FM inputs below 65 dBf listenable in a
moving car. Instead of a modest inter-
channel blend and a marginal improve-
ment in stereo S/N, most tuner designers
blend channels until there is no separation
left at all. Just how they do this makes all
the difference between models and deter-
mines their audio *“roadability.”

To document this, HIGH FIDELITY
adds a 1-kHz channel-separation curve to
the car stereo graph (more precisely, it
represents the output in the “unwanted
channel”—that is, the channel not mea-
sured for output and noise). Separation is
read in dB on the same scale used for audio
output level, and in Figure 2 you can see
how separation begins diminishing very
rapidly below 65 dBf. The designer here
evidently wants a good 65-dBf separation
rating, but then wants to reduce separa-
tion as quickly as possible to the range
where one might begin to hear loss of ster-
eo image (at a separation of around 20 dB).
Then, to keep image *'size” from fluctuat-
ing too radically, the rate of blend is de-
creased somewhat.

But notice what happens to the stereo
hoise curve at this point: It has been rising
as antenna-input level fell (between 45 and
65 dBf ), much as it did in the home tuner;
but here the biend is complete enough to
cancel much of the noise. As a result, be-
tween 45 and 37 dBf the stereo noise curve
drops rapidly again until—where the out-
put curves for the wanted and unwanted
channels converge and blend is com-
plete—the curve lies almost on top of the

| mono noise curve, just as the stereo image
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has collapsed to mono.

In most sets, the stereo indicator will
stay lit even after the separation has been
completely blended away. At this point,
however, stereo is a figment of the read-
out'simagination. As shown in Figure 2, a
stereo sensitivity rating can be measured
where the stereo S/N ratio is 50 dB, but
because reception can't really be called
stereo with separation of less than 10 dB,
we don't print the number in our data.

Actually, the 6-dB drop in stereo out-
put at the point where wanted and un-
wanted channels are equal is an artifact of
the measurement technique. With full
blend, some of the measured channel’s au-
dio signal is diverted to the opposite (un-
measured and unmodulated) channel;
since only the channel that’s being mea-
sured at the moment is modulated, there is
no compensating feed in the opposite di-
rection. With both channels modulated by
music, however, blending channels
doesn’t, in itself, disturb the total output
and, therefore, doesn't change the sound
level in the car.

But the droop to below —6 dB, in the
neighborhood of 20 dBf, is true output at-
tenuation; and such mono output attenua-
tion is audible because blend can't be ap-
plied to reduce it, of course. In some
models, output is attenuated much more
drastically at low signal strengths than in
Figure 2. On the road, where signal
strength fluctuates rapidly, this creates an
aural effect that always reminds me of

lumpy mashed potatoes. The design
shown here postpones the attenuation
(needed to protect you from very loud
noise bursts when the station fades alto-
gether) until just below the mono-sensitiv-

| ity rating point—that is, at the maximum

acceptable noise content—so only stations
that are received poorly can suffer from
sonic lumps.

Successful car stereo FM, to a much
greater degree than in home tuners, is a
question of a canny balance of multiple
conflicting trade-offs. If channels are
blended too gradually with falling radio-

| signal level, for instance, the price is exces-

sive noise in stereo reception on the open
road. If the blending is not gradual
enough, the rapid inflation and collapse of
the image can be downright alarming—
and distracting—to the driver. Output at-
tenuation at very low signal strengths can
likewise be too rapid or too cautious. And
these trade-offs can all be assessed directly
from a careful reading of the quieting
curves.

If you do all your listening around
town, you'll probably be most interested in
the relatively uneventful happenings on
the right-hand half of the graphs for both
car and home gear. But if you have a taste
for certain weak stations (perhaps that of a
local college or of a commercial broadcast-
er in another city) or if you live in or travel
through the boonies, the whole of a tuner’s
quieting graph can have some fascinating
stories to tell.
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Deaths in the Family

he deaths this spring of Irving Kolodin and Robert
T Donaldson Darrell marked the end of an era in pho-
nographic history. Born in the first decade of the
century—Darrell in 1903, Kolodin in 1908 —the two
were pioneers in the field of record criticism, and were
among the first in this country to write extensively about
phonograph records as serious musical documents and to
| compile worthwhile guides to the classical catalog. Both
were associated with HIGH FipELITY, Darrell for many
years, Kolodin for a brief period ai the end of his career.
They died two days apart.
Just as recordings, however imperfectly, made serious
music accessible to a broad public for the first time, these
critics, by writing about what people anywhere could
hear (as opposed to what concertgoers in Boston, Chica-
go, New York, Philadelphia, and a few other big cities
could hear), helped open the door to an appreciation of
that music and of the artists who performed it to millions
who might otherwise have remained unenlightened. They
lifted recordings from the realm of amusement to the
realm of art.
R. D. Darrell began reviewing records in the 1920s
(I remember my astonishment when for HIGH FIDELITY
he critiqued the reissue of a Mengelberg recording made
in 1929 by quoting from his review of the original re-
lease). His magnum opus, published in 1936, was The
Gramophone Shop Encyclopedia of Recorded Music. 1t
was the first comprehensive survey of what one could
hear on records, and a groundbreaking critical work.
Kolodin joined the fray in 1941, with 4 Guide to Re-
corded Music. He reviewed records actively and acutely
| as music editor of Saturday Review, a position he held
from 1947. A prolific author, he compiled several other
record guides during the 1940s and 1950s, and continued
to produce important books until shortly before his
death. He was a master of the short review that told a

I reader everything he needed to know.

For those of us at HIGH FIDELITY, the loss of these
two colleagues—who were also friends and teachers—has
been keenly felt. But while their typewriters have been si-
lenced, their writing remains for future generations of
music lovers to encounter and to profit from. My own
initial musical experiences came from recordings, and a
good deal of what I found myseif reading about them and
about the music they contained was written by Irving and
Rob. I'm sure that others who come to music through
records will find themselves indebted, as I am, to both of
them. As for those of us who write about recordings, we
may look at things differently. and judge by different
standards, but we will always be their followers.

Ted Libbey

" |Edited by Ted Libbey
'and Ken Richardson

Digital but Residential

T he Residents have always surrounded themselves

with trappings that are somehow apropos, like call-

ing their company The Cryptic Corporation. What
could be more cryptic than a group with no individual
names, a group that always appears in masks, a seeming
quartet that might be dozens. When they performed live
a few years ago, it was evident that two of them were
women—but who could be sure that these Residents were
the same ones that first made unearthly music in 1974,

Although none of the group's three most recent Com-
pact Disc arrivals is a masterpiece like 1979's Eskimo, all
are little lights into the strangeness that is the Residents’
music. Duck Stab (East Side Digital RESIDE 3) com-
bines three EPs: Duck Stab and Buster and Glen, both |
recorded in 1977 and released together the following year
on LP, and Goosebump, from 1980. The first two EPs
represent the most typical of the pre-Eskimo Residents,
when they were conceptual artists in search of a concept.
These 14 tracks are short bursts of musical anarchy, with
unlikely harmonic intervals forced to work in context.
The Residents take pleasure in turning the familiar into
something alien, shoving pastiche up its own butt in *The
Booker Tease™ and *Elvis and His Boss.” On the four
tracks of Goosebump (actually the B-side of a record of
Eskimo “disco mixes” called Diskomo), the group plays
nursery rhymes on toy instruments—but instead of exud-
ing the kooky charm of the all-toy band Pianosaurus, the |
Residents prefer to put Mother Goose in bondage. \

Fingerprince (ESD RESIDE 4) is in fact the full-
length 1976 recording Tourniquet of Roses, whose 18 sec-
tions had to be divided into the Fingerprince LP and the
Babyfingers EP for its original vinyl appearance. This is
the Residents at their guerilla weirdest, offering opera
("*Walier Westinghouse™), ballet (**Six Things to a
Cycle™), pun (""Boo Who?"), and parody (‘‘Melon Collie
Lassie’"). But even this is not what it seems. Sample lyrics
of the opera: *'Love me tender/Love me sweet/Love me
like I love my feet.” Of the ballet: “*Chew chew gum chew
gum gum chew chew.”” Of “Godsong™: “*All that God
wanted to be/Was just a normal deity.”

Those last lines are partially the premise of the
group's new recording, God in Three Persons (Rykodisc
RCD 20044), an hour-long morality play about pain and
pleasure being the opposite sides of the same coin. The
climactic "*Kiss of Flesh™ is by far the Residents at their
most lyrically graphic and lurid. It comes, though, on an
album that is certainly the Residents at their least musi-
cally challenging, a kind of oratorio performed over
Kraftwerk-like synth licks. Maybe this marks a new cre-
ative phase. Maybe it's an aberration. Most likely, the
Residents are just being cryptic. Hank Bordowitz
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Walter Legge and
some of his artists
and inspirations (in
cluding, from lower
left, Thomas Bee
cham. Ernest New:
man. Hugo Wolf,
Elena Gerhardt.
Coenraad V. Bos,
and Elisabeth
Schwarzkopf)

WAILTERLEGGE

'T'he Doyen of Record Producers

hen Walter Legge walked into
W the small Queen’s Hall C Studio
that Thursday in November
1931, his career—indeed, his whole life, as
we would see it today—hung in the bal-
ance. His employer, the Gramophone
Company, Ltd., had already fired him
once. This was no time for him to be doing
something that might cost him his job
again, now that the Depression had finally
laid its icy fingers across Europe
The Wall Street crash just two years
earlier had devastated the American re-
cording industry. Shortly before the deba-

cle, the Victor Talking Machine Company
had been bought out by the Radio Corpo-
ration of America. Reeling under the com-
bined weight of fierce competition from
the new entertainment medium—radio—
and the expense of retooling for electrical
recording, introduced in 1925, Victor had
been an easy target. With the crash,
RCA’s new Victor Division was forced to
abandon virtually all classical recording
activity on its Red Seal label. For a while,
this helped the Gramophone Company,
which, as European supplier of masters to
Victor, could step in and fill the vac

BY ROBERT LONG
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in expressing my views in the policies and
activities of the Recording Department.”

No doubt Legge had ruminated on
what and whom he would record were he
in charge. The Recording Department,
which had been hearing more than it
wanted of this sort of thing from Macken-
zie and his colleagues, could hardly be ex-
pected to hide its feelings when similar
criticism emanated from someone on the
company's own payroll. So that was that.
Or so the Recording Department thought.
Within the year, Legge was back as the
sole employee of the newly created Liter-
ary Department. His initial job was to pre-
pare program notes and write the sales
material accompanying each month'’s re-
lease list. He was soon made editor of
HMV’s dealer magazine, The Voice.

By the summer of 1931, Legge was in a
position to propose the Wolf project, but
he was not at all sure the company would
accept it. The times were hard, and the
project was outré. And if recordings of su-
perb and lasting quality were to continue
to be made in those times, a means had to
be found to insure the company against
risk. Legge reasoned that if the public sub-
scribed in sufficient numbers to cover the
costs before the records were issued, the
risk was eliminated. It would take 500 sub-
scriptions to make the project solvent, but
nobody at HMV had any idea whether
that many could be found for an album of
six records containing 19 songs by Wolf.
In the end, HMYV decided to let Legge try.

Subscriptions poured in rapidly
enough to permit scheduling the recording
sessions to begin on November 5, 1931. As
Legge prepared for that first session, he
must have felt reasonably confident of suc-
cess. In fact, once work began inside the
studio, the artists may have felt more ap-
prehension than he did. Having hired the
best available artists, another producer
would have simply let them loose in the
studio and worried about how the micro-
phone and the wax were capturing what
they did. That was the way Fred Gaisberg
had always worked (see “'Fred Gaisberg:
An American Original,” April). But not
Legge. By his own account, he plunged
into details of the artists’ interpretations
and “‘interfered with their preconceived
ideas quite a lot.” It was, in fact, tobe a ca-
reer-long modus operandi and the crux of
his argument that he was the world’s first
record producer, as opposed to those *‘re-
corders” (like Gaisberg) who made “sonic
photographs™ of performances.

The Wolf album turned out to be a
smashing success. The subscription mini-
mum was achieved in December, and the
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egge thought of
himself as the
world’s first
record producer,
and worked day
and night at it

recording was completed the same month,
after a final session in the Beethovensaal in
Berlin. The album, bearing the label
“Hugo Wolf Society, Volume I,” was is-
sued the following April and continued to
sell, guaranteeing substantial profit. It in-
cluded full texts in both German and Eng-
lish and analytical notes by Newman, who
had become a close friend and mentor to
Legge in the ten years since Legge had be-
gun reading his columns and books.

This set the pattern for the “*Society
Sets™ that were to follow in rapid succes-
sion, spurred by the success of the Wolf
songs. Though originally conceived as
limited editions, they soon were made
open-ended; masters for some were even
sold to Victor for American issue. Initial-
ly, Legge confined himself to the five addi-
tional volumes of the Hugo Wolf Society,
using a wide variety of outstanding singers
(including the veteran tenor John McCor-
mack, a subscriber to Volume I and one of
the very few Golden Age singers who re-
corded Wolf). In 1935, Legge recorded
the Yryo Kilpinen Song Society albums
with Gerhard Hiisch accompanied by the

composer, a set of which he was particu-
larly proud. Meanwhile, Gaisberg began
recording Artur Schnabel for the Beetho-
ven Piano Sonata Society, which was to
cover all of that repertory by 1939, the
year Gaisberg retired. In between came
the Mozart/Da Ponte operas, recorded by
Gaisberg at Glyndebourne between 1934
and 1936 with Fritz Busch conducting,
and Sir Thomas Beecham's Berlin Zau-
berflote, recorded by Legge in 1937-38.

Many of the most impressive Society
Sets appeared on English Columbia, of
which Legge eventually became the re-
cording director. Among these were Mah-
ler’s Das Lied von der Erde (with Bruno
Walter conducting the Vienna Philhar-
monic, joined by soloists Kerstin Thor-
borg and Charles Kullman, and two
projects conducted by Beecham: one de-
voted to the music of Delius, the other
containing several of Sibelius’s sympho-
nies and tone poems. Without the Society
Set concept, many of these works would
not have been recorded until much later.
The idea was right for its time and was
copied by French HMYV, Parlophone (a
“lesser’” EMI label), and British Decca (a
competitor), among others.

By 1932, Legge's success with the
Hugo Wolf Society had launched him into
two other careers: impresario of the Lon-
don Lieder Club and music critic for the
Manchester Guardian. He also worked as
Beecham’s factotum for the 1938-39 Co-
vent Garden seasons. World War Il was
spent organizing entertainment for the
troops and planning for the creation of a
British “superorchestra.” The war was
barely over when Legge set off in search of
talent to sign for EMI. Technically, the
Axis countries were still “the enemy," and
British subjects were forbidden to frater-
nize. Legge arranged to be listed as the
agent of a Swiss concern in which EMI
owned stock in order to bypass the regula-
tions and slip into Austria. On that trip, he
contacted Wilhelm Furtwangler, Herbert
von Karajan, Josef Krips, Wolfgang
Schneiderhan, Hans Hotter, Ludwig We-
ber, Walter Ludwig, Max Lorenz, Maria
Cebotari, Ljuba Welitsch, Irmgard See-
fried, and Elisabeth Schwarzkopf.

Before her formal debut, Schwarzkopf
had actually sung in the chorus for Bee-
cham’s Berlin Zauberflote, although
Legge couldn’t recall her. Now he found
in her the most perfect singer for his pur-
poses of any he was to encounter. To a fine
natural voice and the excellent training
she had received from Maria Ivogiin and
her husband, the pianist Michael Rauchei-
sen, Schwarzkopf added exceptional musi-
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Legge’s musical alter
cgo, Herbert von
Karajan, was named
the Philharmoma’s
first resident
conductor. His
successes i London
paved his way

to Berhn.

WAILTERLLEGGE

cal intelligence and—the touchstone—an
ability to work relentlessly in pursuit of
perfection. In this, she was fully a match
for Legge, as she proved at her initial audi-
tion in January 1946. Eventually, the two
were married.

The superorchestra came into being
immediately after the war's end. Beecham
led the Philharmonia’s first concert on Oc-
tober 25, 1945, in Kingsway Hall, and im-
mediately tried to lay claim to the ensem-
ble, which he wanted to make into his new
Royal Philharmonic. Legge countered

with the proposal that the new orchestra
go under two names, to serve both his pur-
poses and Sir Thomas's. Beecham walked
out in a huff—the only major rift the two
ever had—but Legge got his orchestra.

It served him well as both concert im-
presario and record producer. It also
served the purposes of Legge's “musical
alter ego,” Karajan, who was appointed
the Philharmonia’s first resident conduc-
tor. Karajan's heart was still in Berlin, but
the gates to the Berlin Philharmonic were
guarded by Furtwangler, who held a life-
time appointment as music director. Furt-
wingler's resentment of Karajan was
long-standing; there were, in addition,
profound musical differences between the
two. And it didn’t help that Karajan had
cleared the Allies' denazification process
first. But in 1955, a year after Furtwing-
ler’s death, Karajan, his eligibility assured
by his brilliant Philharmonia recordings,
succeeded to the Berlin post.

The animosity between Furtwingler
and Karajan almost wrecked one of
Legge’s greatest triumphs, his 1952 re-

cording of Tristan und Isolde with Kirsten
Flagstad and the Philharmonia. Furt-
wangler, whom Legge had engaged tocon-
duct, was aware that this was Legge's or-
chestra and that Legge produced all of
Karajan's recordings. He was also aware
of the degree of artistic involvement that
Legge imposed on all his projects. Work-
ing through EMI's top brass, Furtwangler
attempted to have Legge removed as pro-
ducer, though, according to Schwarzkopf,
his participation (and Schwarzkopf's as a
stand-in for Flagstad in the high notes,
should they prove troublesome) had been
Flagstad’s condition for singing Isolde so
late in her career.

Legge had made many enemies by the
time he quit EMI in 1963, at the age of fif-
ty-seven. Perhaps in the tangled world of
musical politics it’s inevitable that anyone
of his eminence should do so, but his fierce
drive to make every performance the best
it could be contributed heavily to the op-
position. Lesser men feared and resented
his energy and success. Competing pro-
ducers (and sopranos) saw a conflict of in-
terest in the way he juggled his schedule
with Schwarzkopf s to be present at most
of her performances and all of her record-
ings. Company executives balked at the
high studio and talent costs of doing things
Legge's way (the Act | Te Deum sequence
in the Tosca he recorded with Maria Cal-
las and Victor de Sabata, for instance, 1s

said to have required 30 or 40 repeti-
tions). Whatever failed to satisfy Legge's
standards was subject to stinging abuse;
in retaliation, perhaps, he was dismissed
by many as a reactionary martinet.

Or worse. Some of his antagonists in-
side and outside EMI went so far as to ac-
cuse him of Nazi sympathies, pointing to
the coterie around him that had spent the
war years on the opposite side: Karajan,
Flagstad, Walter Gieseking, and many
more, including Legge's wife. That it was a
coterie is obvious—Legge threatened at
least once to resign and take all **his™ art-
ists with him. But brandishing the word
**Nazi" over a man who had attacked Hit-
ler’s racism in print as early as 1933 (the
year Toscanini canceled his Bayreuth ap-
pearances) and gave moral and material
support to so many Jewish artists reflects
more on the accusers than on the accused.

In fact, like most of the artists he
worked with, Legge was basically apoliti-
cal. His thoughts were clearly focused on
what he believed to be his mission in mu-
sic, and his thousands of recordings—with
scores of the greatest performers of this
century—speak eloquently of the zeal
with which he fulfilled it.
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MINI-REVIEWS OF THE LATEST COMPACT DISCS

gy_Dovid Hurwitz, Paul Moor, Christopher Rothko, Terry Tegchouf, and Jomes Wierzbicki

TCHAIKOVSKY ORCHESTRAL
WORKS: STADIUM, STOKOWSKI
These performances of Tchaikovsky’s
Francesca da Rimini and Hamlet, record-
ed in 1958 by Leopold Stokowski and the
Stadium Symphony of New York (com-
posed of members of the New York Phil-
harmonic), are without question the finest
these works have ever received. Tchai-
kovsky’s version of hell has never sounded
as wildly frenzied as it does here, nor has
Francesca’s desolate clarinet theme ever
sounded so seductive. But the real revela-
tion is Hamlet, a masterpiece to stand be-
side the Romeo and Juliet fantasy overture
(its only lack is a “*big tune” that would en-
sure its popularity). Stokowski’s per-
formance has never been bettered—and
most likely never will be. The remastered
sound has a relatively high level of hiss,
but it is otherwise fine. The small English
label dell’Arte deserves every Tchaikov-
skian’s gratitude for rescuing these perfor-
mances from the oblivion of the old Ever-
est catalog. Playing time: 42:37. (dell’Arte
CDDA 9006. Distributed by Allegro Im-
ports.) D.H.

MAHLER “DES KNABEN
WUNDERHORN": SZELL
One of the many highlights of Dietrich Fi-
scher-Dieskau’s triumphant return to
Carnegie Hall earlier this year was a recit-
al devoted to Mahler’s Des Knaben Wun-
derhorn settings. Now Fischer-Dieskau’s
1968 Wunderhorn, with Elisabeth
Schwarzkopf, George Szell, and the Lon-
don Symphony, has been transferred to
CD. Those who prefer their Mahler plain
instead of fancy will run from this disc in
horror. More tolerant listeners will rejoice
in the fact that these endlessly imaginative
performances are finally available on CD.
Texts, translations, and notes by Mosco
Carner are included. Walter Legge's un-
gimmicked stereo sound, as always, bene-
fits hugely from digital remastering. Play-
ing time: 49:55. (Angel EMI CDC
47277)) T.T

R KREISLER VIOLIN WORKS:
PERLMAN
Instead of putting together a Kreisler CD
drawn from Itzhak Perlman’s three-LP
analog series of the composer’s works and
arrangements, Angel EMI sent Perlman
back into the studio to cut a new collec-

tion. The disc, entitled My Favourite

Kreisler, does contain digital remakes of
Liebesleid, Liebesfreud, Schon Rosmarin,
and Caprice viennois, but most of it is de-
voted to a dozen pieces previously unrec-
orded by Perlman. Kreisler’s arrange-
ments of Rachmaninoff's Daisies and
Gluck’s Dance of the Blessed Spirits are the
best of a most attractive lot. Perlman’s
playing is sweet and straightforward, and
pianist Samuel Sanders tosses off Kreis-
ler’s meticulously crafted accompani-
ments with great delicacy. A sequel is in
the works. Playing time: 51:07. (Angel
EMI CDC 47467.) T.T.

HAYDN PIANO TRIOS:
BEAUX ARTS TRIO
By now, the Beaux Arts Trio is as closely
identified with Haydn as Artur Schnabel
was with Beethoven, and it’s long past
time that a selection from the ensemble’s
complete set of the Haydn trios appeared
on CD. Included here are Hob. XV: 28,
29, 30, and 31. Those primarily interested
in musicological niceties will be pleased to
know that the H. C. Robbins Landon criti-
cal edition was used for these 1971 record-
ings. (The Landon numbers of the trios on
this disc are 44, 45, 42, and 41.) Those pri-
marily interested in interpretive niceties
will already know that Menahem Pressler,
Isidore Cohen, and Bernard Greenhouse,
in their years together as the Beaux Arts
Trio, played Haydn with sparkling wit
and unfailing poise. More, please, and
quickly, too. Playing time: 65:34. (Philips
420790-2.) T.T.

LISZT “A FAUST SYMPHONY":

ROYAL, BEECHAM
In the wrong hands, Liszt’s A Faust Sym-
phony can sound like the second-worst
piece of orchestral music to emerge from
the 19th century. Like most of the com-
poser’s orchestral works, it is overlong,
not terribly coherent, and plagued by bass
trombone-style orchestration (the louder
the music gets, the more like a giant trom-
bone the ensemble sounds). Nevertheless,
the piece—however imperfectly real-
ized—is full of fascinating ideas and the-
matic transformations that can, when per-
suasively performed, make for a satisfying
listening experience.

There have been two such accounts on
record: Leonard Bernstein’s, with the Bos-
ton Symphony, and this one, which fea-
tures the inimitable Sir Thomas Beecham,

tenor Alexander Young, the Beecham
Choral Society, and the Royal Philhar-
monic Orchestra. Beecham knew how to
make everything he played sound like
great music, and if any piece needs that
kind of commitment, this one does. Liszt's
instrumental writing sounds remarkably
supple in Beecham’s hands, with the
*Gretchen” movement for once complete-
ly uncloying. Beecham also manages to
make more of the inevitably anticlimactic
entrance of the final chorus than do all
competitors. EMI's sound has transferred
well, and though the Royal Philharmonic
plays a bit roughly, no one interested in
this ungainly masterpiece should hesitate
to seek out this disc. (In case you were
wondering what the worst 19th-century
orchestral work is—it’s Liszt’'s Dante
Symphony, of course. Not even Beecham
could mount a salvage operation on that.)
Playing time: 70:00. (Angel EMI CDC
49260.) D.H.

o |GIBBONS SACRED WORKS:
KING'S COLLEGE CHOIR, LEDGER

Talk about tradition: Orlando Gibbons
(1583-1625) became a chorister at King’s
College, Cambridge, at the age of thirteen
(under the direction of his brother Ed-
ward, incidentally) and sang there for two
years; with maturity, he became one of En-
gland’s greatest composers. Here you have
today’s superlative King’s College Choir,
under its celebrated director Philip Led-
ger, performing masterworks by its illus-
trious alumnus. The London Early Music
Group and organist John Butt provide ac-
companiment, and Butt fills out the disc
with several of Gibbons’s organ works.

Musicologists may want to know that
the opening bars of both the **“Magnificat™
and the “Nunc dimittis” from the Second
Service differ markedly from the edition
published by E. H. Fellowes in 1936. The
*“Magnificat”™ incorporates two extra verse
parts preserved in manuscripts discovered
relatively recently; in the *Nunc dimittis,”
restoration of the original organ score
forces the omission of the initial phrase in
the second treble part, which seems to be-
long to a different version.

Suffice it to say that these accounts rep-
resent the very last word in performance of
this music, with acoustics and recording to
match. Playing time: 52:48. (ASV CD
DCA 514. Distributed by Harmonia
Mundi, U.S.A))
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The Polk Revolution Gontinues!
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i
ﬂ early six vears ago the audio world was stunned by
Martthew Polks introduction of revolutionary SDA tech-
nology. While other designers had been concentrating on
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Words can never fully express the thrilling experience
of listening to the new SDA SRS 2.3. Effortless reproduc-
tion at live concert levels, distortion free, body-tingling
bass and room-filling stereo imaging are executed so
flawlessly that when you close your eyes you'll forget
that you are listening to speakers at all: Visit your local
Polk dealer and experience them for yourself
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'o‘ VIVALDI “THE FOUR SEASONS"":
. 1 PETRI, GUILDHALL

Without a doubt, Danish recorder player
Michala Petri is the most compelling prac-
titioner of the instrument since Frans
Briiggen came on the international scene
some 30 years ago. Technically, her play-
ing is as solid as Briiggen's. Whether or
not she will follow in the Dutch master’s
highly informed stylistic footsteps, howev-
er, remains to be heard. In rather marked
contrast to her previous recordings for
Philips, her debut release on RCA Red
Seal—featuring her transcription for re-
corder of the violin concertos that make
up Vivaldi's The Four Seasons—is hardly
an exercise in musicological integrity. I'm
not sure how a fish out of water sounds,
but that’s the image called to mind by
most of the solo material: It's bubbly but
somehow dry, sorely lacking the intensity
that normally spices up the work when a
good violinist digs into the part. As was
the case with James Galway's flute version
(also on RCA), the performance seems de-
signed to impress listeners only with its
razzle-dazzle. Perhaps thinking that seri-
ous music lovers might need an antidote,
Petri, harpsichordist George Malcolm,
and the Guildhall String Ensemble round
out the disc with an equally dazzling—
and properly idiomatic—reading of the
Concerto in C (R.V. 443) that Vivaldi
scored for strings and flautino. Playing
time: 47:57. (RCA 6656-2.) JW.

6 BACH “WELL-TEMPERED

. CLAVIER": GILBERT, LEONHARDT
Bach’s The Well-Tempered Clavier inhab-
its an entirely different sound world when
played on the harpsichord than it does
when played on piano. On harpsichord,
the counterpoint becomes absolutely
clear, and the reverberation of the plucked
strings lends an extra richness to the har-
mony. After a long dearth of harpsichord
recordings of this work, there are two re-
cent reissues to choose from on CD: Ken-
neth Gilbert’s 1984 set, which incorpo-
rates Books I and Il in a four-disc box, and
Gustav Leonhardt’s 1976 account, which
is divided by book into two separate boxes
of two discs each. [4 third reissue, of Wan-
da Landowska’s performance of Book I, is
the subject of the next review.—Ed.]

Both sets have their virtues: Gilbert’s
readings are notable for their poise and the
sense of tranquility he brings to the music.
Leonhardt, in contrast, is far more intense
and at times rather cold, particularly in
Book I; he occasionally errs on the fast
side in his choice of tempos and seems
rather unyielding in his approach. When
Gilbert misjudges tempo, it tends to be on
the slow side. Although his playing occa-
sionally sounds deliberate as a result, his
choices also leave him more room for ex-
pressive points and subtle rhythmic fluc-
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tuations. Leonhardt employs agogic ac-
cents as well, but he relies more on
changes in registration to alter mood—an

effect that Gilbert largely fails to exploit.
Ultimately, I find that Gilbert’s gentler
approach works better in Book I, while
Leonhardt brings a greater sense of au-
thority to Book II, but I do not think
either choice will disappoint. Neither re-
cording is ideal. Gilbert plays a beautiful,
mellow-toned harpsichord in a lively
acoustic, but the image of the instrument
has been bloated to stretch-limo size.
Leonhardt’s recording is close and a shade
too bright. One further caveat: Neither re-
cording indexes the fugues, which is a real
annoyance. Record labels should make
more use of this very convenient CD fea-
ture. Playing time for Gilbert: 4:15:59 (Ar-
chiv 413 439-2). Playing time for Leon-
hardt: 4:12:05 (Angel EMI/Deutsche
Harmonia Mundi CDCB 49196, 49128).
C.R.

G BACH “WELL-TEMPERED
./ CLAVIER"; LANDOWSKA

Wanda Landowska'’s recording of the first
book of Bach’s The Well-Tempered Cla-
vier, made between 1949 and 1951, is full
of obvious flaws, starting with the over-
blown sound of the steel-framed Pleyel
harpsichord, but this account remains sui
generis for its rhythmic poise and passion-
ate projection. Landowska’s liner notes
are as extravagantly romantic as her wild-
er interpretations (‘‘Does not this Prelude
sound like a full string orchestra of somber
color, advancing impetuously until its tu-
multuous billowing stops brusquely on the
dominant?""). Since The Well-Tempered
Clavier fits with ease onto four Compact
Discs, RCA’s decision to reissue only the
first book is hard to fathom. Presumably,
the second will follow in short order. Sonic
purists should note that a touch of rechan-
neling has been applied to the mono origi-
nals. It doesn’t matter—whatever the for-
mat, whatever the flaws, Landowska’s
Well-Tempered Clavier is essential. Play-
ing time: 132:41. (RCA 6217-2.) TT

G KING'S SINGERS:
L1 FOLK SONGS

This selection of folk songs from the Brit-
ish Isles displays a more or less impartial
attitude toward England, Scotland, ire-
land, and Wales. The arrangements, by
various hands, are of varying quality, at
times involving piccolo, clarinet, harp, fid-
dle, cello, or string quartet. Eleven of the
16 arrangements appear in a book entitled
The King's Singers® Folk Songs (Faber &
Faber); they get a bit artsy-craftsy at
times, with harmonies no authentic folk
group would even dream of, but the King's
Singers sing them, as they sing everything,
with taste, musicality, intelligence, and
flair. In the Welsh songs and in one num-

ber sung in an impenetrable Scots dialect,
printed texts would have helped; other-
wise, though, this virtuoso male sextet
sings with such clarity of diction that you
can understand almost every word. Play-
ing time: 41:16. (Angel EMI CDC 47506.)

PM.

BEETHOVEN, SCHUBERT:
LJUBLJANA SYMPHONY, NANUT
The Philharmonic Society of Ljubljana,
capitol of the province of Slovenia in
northern Yugoslavia, elected Beethoven
to an honorary membership in 1819; when
the Society opened its music school, one of
the applicants for a teaching job was Schu-
bert. But that information comes from
The New Grove Dictionary of Music and
Musicians, not the liner notes for the Lju-
bljana Symphony Orchestra’s new CD of
Beethoven's Symphony No. 5 and Schu-
bert’s Unfinished Symphony. Indeed, the
packaging is about as skimpy as you can
get, and neither the playing of the orches-
tra nor the interpretations of conductor
Anton Nanut are much to get excited
about. In terms of both performance and
sound, the recording is merely okay. Play-
ing time: 56:49. (Stradivari Classics SCD
6004.) JW.

0 MONTEVERDI WORKS FOR

L. SOPRANOS: KIRKBY, TUBB

This fine new collection of Monteverdi
works for one and two sopranos is, at mid-
price, something of a steal. Emma Kirkby
and Evelyn Tubb, accompanied by Antho-
ny Rooley’s Consort of Musicke, perform
equal numbers of sacred and secular
works, providing a cross section of Monte-
verdi’s vocal writing. The disc’s contents
range in style from charming, small-scale
pastoral odes to Penelope’s imposing la-
ment from I/ ritorno d'Ulisse in patria (im-
pressively sung by Tubb). There are well-
known works, such as the Cantate Domino
of 1615, as well as several rarities.

The performances are, on the whole, of
the highest caliber. Despite a few moments
of technical insecurity, this is a virtuoso
display by the two sopranos, who sing
with considerable feeling and beauty. The
ten duets are particularly effective:
Kirkby's bright, ethereal tone contrasts
well with Tubb’s darker, richer sound as
the two voices weave among one another,
moving through poignant dissonances to
sweeter close harmony. The instrumental
accompaniment is not quite so accom-
plished, particularly in the strings, but the
playing is sensitive and the technique nev-
er offends. The booklet is skimpy and does
not include Italian texts or sources for the
works. As for recording values, the sound
is good but a touch bright, and the balance
gives undue prominence to some of the in-
struments. Playing time: 58:02. (MCA
Classics MCAD 25189.) C.R.
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Nadja Salerno-Sonnenberg and Joshua Bell: One plays by the rules, and the other breaks them.

MENDELSSOHN: Concerto for Violin and
Orchestra in E minor, Op. 64.
SAINT-SAENS: Havanaise, Op. 83;
Introduction and Rondo capriccioso,
Op. 28.
MASSENET: Méditation from “Thais.”

Salerno-Sonnenberg; New York
D Chamber Symphony, Schwarz. Patti
Laursen, prod. Angel EMI CDC 49276
(D) [o]CD]
MENDELSSOHN: Concerto for Violin and
Orchestra in E minor, Op. 64.
BRUCH: Concerto for Violin and
Orchestra in G minor, Op. 26.

Bell; Academy of St. Martin-in-the-
> Fields, Marriner. Chris Hazell, prod.
London 421 145-2 (D). o
JOSHUA BELL: Works for Violin and
Piano.

Bell, Sanders. Paul Myers, prod. Lon-
D don 417891-2(D). o=

Wieniawski: Variations on an Original
Theme; Scherzo-Tarantella. Sibelius: Ro-
mance, Op. 78, No. 2; Mazurka, Op. 81,
No. 1. Brahms (arr. Joachim): Hungarian
Dance No. 1. Paganini (arr. Kinsky, Roth-
schild): Cantabile. Bloch: Nigun. Novdcek:
Moto perpetuo. Schumann (arr. Auer):
Bird as Prophet. Falla (arr. Kreisler):
Spanish Dance, from ‘*La vida breve.”’
Grasse: Waves at Play. Sarasate: Carmen
Fantasy.
Nadja Salerno-Sonnenberg has been both
blessed and cursed by the efforts of the
classical music industry’s public relations
machine. She has been promoted on The
Tonight Show and 60 Minutes as a musical
superstar and a tough-talking, flamboyant

personality. She has devised a striking
stage figure based on nonconformist attire
and bodily contortions. Most of all, she
has developed a reputation as an uninhib-
ited interpreter, one who throws aside tra-
dition in favor of performances that are, in
the words of critic Tim Page, more like
**personal exorcisms.”

There is no doubting both the appeal
and the marketability of such a persona,
yet along with fame can come dangerously
heightened expectations. Will Salerno-
Sonnenberg's purely musical achieve-
ments be sufficient to propel her career
forward? Based on the present releases,
the answer to that question remains uncer-
tain. For when she is stripped of her dis-
tinctive stage presence, the 27-year-old vi-
olinist is revealed to be at once less
startling and less coherent than one might
have imagined.

Salerno-Sonnenberg's willful disregard
for tradition is refreshing, yet it is far more
arresting in slow, lyrical passages than in
fast, virtuosic ones. During the second
subject of the Mendelssohn Concerto’s
first movement, and throughout the entire
slow movement, she stretches phrases
practically to the breaking point: The nu-
merous rubatos, hesitations, and full
pauses threaten to disrupt the musical
flow. Such malleable tempos may be man-
nered, yet somehow Salerno-Sonnenberg
makes them seem sincere, as if they are the
outward manifestation of a tortured inner
vision. Still, it is hard to justify her throb-
bing, overwide vibrato in the slow move-
ment. And, if her inner vision is so tor-
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tured, why does it not extend to rapid
passagework? Indeed, the virtuoso sec-
tions seem surprisingly perfunctory: Not
only does Salerno-Sonnenberg ignore
many of the score’s dynamics and accen-
tuations, but she often becomes needlessly
rough, allowing both intonation and bow
control to suffer. One could applaud such
risk-taking, and even accept a certain
amount of sloppiness, were it justified by
insight. But for Salerno-Sonnenberg, in-
sight seems to be synonymous with lyri-
cism.

At first, one pities 20-year-old Joshua
Bell for having chosen to record the same
Mendelssohn Concerto. Yet one quickly
realizes that he can more than hold his
own against his older and more experi-
enced rival. In place of her wiry, athletic,
surprisingly thin tone is his lush, richer
one; in place of her headlong individual-
ism is his interpretive sobriety.

But if Bell is more conventional than
Salerno-Sonnenberg, he is not one whit
less musical. Considering his age, he pos-
sesses an astonishing maturity as an inter-
preter. In slow, lyrical passages, his tempo
manipulations and dynamic gradations
delineate phrasing without calling atten-
tion to themselves. And in fast, virtuosic
passages, Bell combines flawless tech-
nique with considerable insight. The long,
flowing lines of Mendelssohn’s slow move-
ment are not held up at every turn by ruba-
tos; the dazzling finale proceeds without
roughness of either bow or intonation.
And the Bruch Concerto, which is paired
with the Mendelssohn, demonstrates that
Bell also possesses a real concept of musi-
cal style. From the chaste Romanticism of
Mendelssohn, he turns to the impassioned
Romanticism of Bruch, pouring himself
into the music’s sensuous portamentos
and rhapsodic rubatos and attacking its in-
cisive articulations with confidence. One
can pay him no greater compliment than
to say that he makes this overplayed con-
certo—of far less intrinsic worth than the
Mendelssohn—listenable once again.

Encore pieces are hardly the place to
judge artistic depth, so suffice it to say that
here Salerno-Sonnenberg and Bell are
equally successful. Her mercurial, unin-
hibited approach is well suited to the fluid
tempos, emotional spontaneity, and sensu-
ous Spanish inflections of Saint-Saéns’s
Havanaise and Introduction and Rondo
capriccioso. And Bell's sense of stylistic
propriety allows him to dive into a whole
slew of Romantic bonbons, reveling in
their unabashed virtuosity. (A surprising-
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ly poetic, even understated, performance
of Bloch’s Nigun provides a pleasant re-
spite from the pyrotechnics.)

When it comes to comparing Bell with
Salerno-Sonnenberg, 1 do not wish to be
misunderstood: I have no quarrel with ar-
tistic individualism. I would rather hear
such irreverent performers as Ivo Pogore-
lich, Nigel Kennedy, and the Hagen Quar-
tet than any number of tradition-bound
conservatory graduates. But Salerno-Son-
nenberg has not yet proved herself able to
mold her inner vision into a genuine artis-
tic statement, one that forms an entire
work into a unified whole. Bell possesses
that ability, yet he is far closer to conven-
tion. Whether he can achieve Salerno-Son-
nenberg’s individuality, and she his coher-
ence, will be fascinating to discover.
Playing times: 60:08 (Angel EMI CDC
49276); 54:54 (London 421 145-2); 64:12
(London 417 891-2). K. Robert Schwarz

BACH: Partitas (6).

Leonhardt. Gerd Berg, prod. Angel
® EMICDCB 47996 (D, 2).

The Partitas are perhaps the least well
known of Bach’s major keyboard works,
and unjustifiably so, for they are among
his most profound yet most tuneful com-
positions. Harpsichordist Gustav Leon-
hardt now brings us a fine and strongly
characterized new performance of these
works, providing a pleasant contrast to his
rather faceless account of the English
Suites of two years ago.

Uncharacteristically, Leonhardt’s
tempos tend to the slow side; in addition,
when opportunities to apply expressive
touches or highlight rhythmic details pre-
sent themselves, he rarely passes them up.
Some may find Leonhardt’s point mak-
ing excessive, and his style somewhat
mannered, but for me the points are al-
ways well taken—and Leonhardt never
lets his attention to detail interrupt the
continuity of the line. Nor does he lack
power and virtuosity when called for. The
opening preludes are appropriately
weighty, the faster dances always jauntily
sprung. Considering that these are strong
interpretations, it is a pity that Leonhardt
takes so few of the repeats.

Collectors shopping for a set of the Par-
titas should give the recordings by Ken-
neth Gilbert and Trevor Pinnock a listen.
Both sets have many virtues—Pinnock is
typically impetuous, Gilbert more consid-
ered—but to my mind Leonhardt’s is now
the finest of the offerings on Compact
Disc. This impression is helped by Angel's

pleasantly resonant recording of a very lis-
tenable harpischord, one with none of the
upper octave brittleness that sometimes
characterizes these instruments. Playing
time: 95:12. Christopher Rothko

BERNSTEIN: A Quiet Place.

Various artists; vocal ensemble, Austri-
> an Radio Symphony Orchestra, Bern-

stein. Hanno Rinke, prod. Deutsche Gram-
mophon 419 761-2 (D, 2). o (3).
In Jean Cocteau’s surrealist movie Blood
of a Poet, when the hero is informed by the
snow-covered lady with whom he is play-
ing cards, *If you do not have the ace of
hearts, you are lost,” he simply reaches
beneath the table and steals the card from
the dead boyhood self lying at his feet. Can
an artist do this? Can he plunder his own
past to redeem his present? Many a com-
poser has borrowed from himself: Beetho-
ven, Offenbach, and Handel come imme-
diately to mind. Leonard Bernstein has
tried it herein this curious hybrid of an op-
era, a 1980s sequel to his 1952 opera Trou-
ble in Tahiti. He has borrowed from the
earlier score—for which he wrote the
words as well as the music—on the
grandest possible scale, placing it uncut
within the new work as the second act, an
opera within an opera.

Projecting the suburban Sam of Trou-
ble in Tahiti into the 1980s, along with his
now grown-up son Junior, his daughter
Dede, and her lover Frangois, sounds like
a reasonable enough idea for a libretto.
The earlier opera—illustrating the shal-
low, empty existence of a “‘typical” Ameri-
can family through the events of a day in
their *‘little white house”—becomes a
flashback in the new work. The trouble is
that the Bernstein of the mid-1980s is no
longer the Bernstein of the early 1950s.
The music he has written for the first and
third acts of A Quiet Place, with its out-
right quotations from Mendelssohn and
Mahler, owes more to German Romanti-
cism (of which Bernstein has proved late
in life to be so brilliant an exponent) than it
does to Gershwin and Stravinsky and
Copland, who inspired the music of his
youth. As a result, the two styles never
mesh. Nor do the texts.

The lighthearted, tongue-in-cheek sat-
ire of the earlier piece, climaxed by the ex-
cruciating parody of a 1950s Hollywood
escapist jungle movie (Island Magic), has
little in common with the somber interior
monologues and surging orchestral pas-
sages of the scene with which 4 Quiet
Place begins—the funeral parlor, follow-




ing the death of Sam’s wife Dinah—or
with the sentimentality of the family mem-
bers’ trying to recapture the past and then
*“reaching out™ to one another, with which
the opera rather stickily ends. One can
guess at how this came about: The opera is
dedicated to Bernstein's deceased wife Fe-
licia Montealegre and to librettist Steven
Wadsworth’s deceased sister Nina Shar-
man Zinsser—a “lost wife and lost sister,”
as Wadsworth puts it in his notes.
Thoughts of death were on the minds of
both collaborators when they set to work,
and much else in the piece is clearly auto-
biographical as well.

Bernstein nonetheless retained his sure
theatrical instinct when it came to com-
posing A Quiet Place. There are moments
here—shattering, searing moments—that
are more profoundly moving than most of
what passes for operatic writing today.
The orchestration and choral writing are
never less than brilliant, and the transi-
tions between the present and the past are
skillfully contrived. Moreover, the generic
family of the past remains generic in the
present—its angst continues to resonate in
all of us.

This version of A Quiet Place was re-
corded live in 1986 at the Vienna State Op-
era, with the composer conducting and the
librettist directing (it incorporates major
revisions that were made following the
premiere by the Houston Opera, which
was greeted so coldly in 1983). Much of
the vocal writing is conspicuously gratify-
ing, and the work of the principals—Ches-
ter Ludgin (the older Sam), Beverly Mor-
gan (daughter Dede), John Brandstetter
(the angry, grown-up Junior), Peter Ka-
zaras (Frangois, the French Canadian
who was once Junior’s lover but has trans-
ferred his affections to Dede), Jean Kraft
(Dinah’s best friend Susie), Theodore
Uppman (Dinah’s brother Bill), Wendy
White (Dinah, in the flashback scenes),
and Edward Crafts (the young Sam)—is
uniformly fine. The members of the Aus-
trian Radio Symphony Orchestra play
their hearts out for Bernstein. Indeed, the
whole production is so seamlessly execut-
ed, superbly recorded, and sumptuously
presented (with a libretto in four lan-
guages—and it’s fascinating to note how
the language of everyday idiomatic Amer-
ican speech looks in Italian, French, and
German) that one is inclined to forgive
even the most fundamental of its weak-
nesses. Trouble in Tahiti by itself is much
the better opera, and it has never been so
stunningly set down, even under Bern-
stein, as it is here. Even if you decide that
the pretentiousness of the new material is
shown up by the unaffected verve, simplic-
ity, and sparkle of the old; that the two dis-
tinct musical approaches fail to fuse into a
single whole; and that the glib sentimen-
tality of the “hopeful” ending sounds (as

in so many other Bernstein scores) more
superimposed than evolved in any musi-
cally inevitable way, you won't be wasting
your time lending your ears to this re-
markable recording. Playing time:
2:29. Paul Kresh

GRIEG: From Holberg’s Time, Op. 40.;
Two Elegiac Melodies, Op. 34.
TCHAIKOVSKY: Serenade, in C, for String
Orchestra, Op. 48,

Orpheus Chamber Orchestra. Steven

> Paul. prod. Deutsche Grammophon
423 060-2 (D). @
Late Romantic music is not what comes to
mind when one thinks of ideal repertory
for a conductorless chamber orchestra.
The elastic tempos, dynamic shadings,
and coloristic effects required in such rep-
ertory are traditionally possible only with
the intervention of a conductor—or in the
intimacy of real chamber groups. Logic
dictates that conductorless ensembles
should stick to Baroque and Classical mu-
sic, conceived before the rise of the dicta-
torial leader.

Yet the Orpheus Chamber Orchestra,
proudly without conductor since its birth,
insists on disproving such traditional no-
tions. A quick glance at its recorded cata-
log reveals Elgar, Dvorak, Bartok, and
Vaughan Williams alongside the expected

Haydn and Mozart. Itis true that Orpheus
has gravitated toward the Romantic sere-
nade repertory rather than Romantic
symphonies, as the present combination of
Grieg's Holberg Suite (1884) and Tchai-
kovsky's Serenade for Strings (1880)
points up. Nonetheless, Orpheus contin-
ues to show an uncanny ability to achieve
the flexibility of tempo and variety in dy-
namics and tone color usually associated
only with conducted ensembles.

In its present incarnation as a small
string orchestra, Orpheus brings to Grieg
and Tchaikovsky a youthful, exuberant
spirit, and a graceful, never excessively
melodramatic manner. The music-making
is democratic, with all having a vote in cre-
ating the interpretation, and none getting
trampled in the process. Perhaps this spirit
of equality accounts for the lucidity of tex-
ture here: Inner voices and hidden coun-
terpoint emerge with startling clarity. Yet
the Orpheus players achieve far more than
the intimacy, cohesion, and crispness ex-
pected in chamber music. For Orpheus
also has the emotional fervor and dramat-
ic flair needed to bring off convincingly
even the most sentimental moments in
these works. It almost makes one won-
der—dare they try a Romantic symphony
next? Playing time: 56:19.

K. Robert Schwarz »
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HARRISON: La Koro Sutro*;
Varied Triot; Suite for Violin and
American Gamelan’.

Gottlieb*, Sauerbeck® Abell’, Stein-

bergt, Winantt; American Gamelan®,
Chorus and Chamber Chorus of the Uni-
versity of California at Berkeley*, Brett*,
Bergamo®. William Winant and Foster
Reed, prods. New Albion NA 105 (4). @
In reviewing certain esoterica, one best
serves HIGH FIDELITY readers by quoting
the accompanying leaflet directly:

“The Esperanto title of La Koro Sutro
means ‘the Heart Sutra’ which is among
the most used and profound of Buddhist
sutras. ‘The Heart Sutra’ is the essence of
the Perfect Wisdom Scriptures (Ist centu-
ry B.C. onwards) belonging to Mahayana
Buddhism. It refers to the heart of divine
wisdom (‘Hagia Sophia’ in Greek) . . ..
The text was translated into Esperanto by
Bruce Kennedy.”

In the case of Varied Trio, its second
movement *‘is for rice bowls played with
chopsticks, pizzicato violin, and piano”
and ** ‘Dance’ [the fifth movement] is for
piano, violin, Chinese drums, and baker’s
pans.” In La Koro Sutro and in the suite,
*“[William] Colvig constructed a gamelan
orchestra made of aluminum tubes and
slabs with can resonators and modified
oxygen tanks suspended in wooden
frames.” Not exactly, to paraphrase The
New Yorker, for the old lady in Dubuque.

I first encountered Lou Harrison when
he conducted the world premiere of
Charles lves's Third Symphony at Carne-
gie Recital Hall [now Weill Recital Hall—
Ed.] in 1947—the performance that won

Ives the Pulitzer Prize for a work tom-
posed 31 years earlier. As a composer,
Harrison has single-mindedly carved his
own unique niche in American music.
Most of his 71 years he has spent in the San
Francisco Bay Area, which may help ex-
plain his having directed his attention not
toward Europe but the Orient.

The disc marks the most ambitious un-
dertaking yet by New Albion, a small but
high-quality label belonging to Foster
Reed, a young man with a bit of inherited
money and a burning desire to promote
the sort of music he staunchly believes in.
One could not ask for more proficient per-
formances or better recording. Playing
time: 72:38. Paul Moor

HAYDN: Trumpet Concerto in E flat,
Hob. Vile:1*; Organ Concerto inC,
Hob. XViHl:1t; Horn Concerto in D,
Hob. Viid:3°.

Immer*, Hogwood!, Brown®; Acad-
o emy of Ancient Music, Hogwood. L Oi-
seau Lyre 417 610-2 (D). =
If there is one area in which the early-in-
strument movement has yet to fully con-
vince, it is in the brass department. There
are a few performers who have shown us
that it is possible to play these valveless in-
struments with style and precision, but the
list is quite short, and I am afraid that the
soloists on the present disc are not to be
counted among them.

This offering from Oiseau-Lyre pre-
sents three popular concertos that show
Haydn at his most charming, but not at his
most profound. Friedmann Immer plays
the Trumpet Concerto on the short-lived,

-

The Juilliard Quartet, with new member Joel Smirnoff (second from left)
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early-19th-century keyed trumpet. A soft-
toned predecessor to the modern valved
trumpet, it is capable of playing all the
chromatic notes of the scale, but lacks the
modern instrument’s bite and clarity. This
impression is added to by Immer’s puffy
tone and rather hesistant approach to the
work—a pity, since Hogwood conducts a
spirited performance, full of verve and
swagger.

The orchestral contribution is equally
fine in the other two concertos on the disc,
but once again the soloists let us down. In
the Organ Concerto in C, Hogwood’s
playing lacks animation, while in the Horn
Concerto in D, soloist Timothy Brown
succumbs too often to the difficulties of his
instrument. Brown’s technique can really
be faulted, for all the notes are there but
they are not always pretty; listening to his
account, I found myself holding my
breath, not quite sure that he would make
it through. In addition, Brown, like Im-
mer, does not really project himself into
the music, so that the solo line sounds
rather characterless alongside the dashing
work of the orchestra.

The sound is first-rate, and these are, in
the end, acceptable performances. But this
is repertory in which I would opt for mod-
ern instruments, at least for the present.
Playing time: 53:06.  Christopher Rothko

MARTINO: String Quartet.
LERDAHL: String Quartet No. 1.

Juilliard String Quartet. Fred Lerdahl,

Donald Martino, Rachel Siegel. and
Curt Witting, prods. CRI CD 551 (D).
This recording marks the beginning of
CRI's involvement in Compact Disc pro-
duction, and | would imagine its release
prompted a party at the 34-year-old com-
pany’s offices. But the music, too, is worth
celebrating: Donald Martino’s and Fred
Lerdahl’s quartets are lofty compositions,
chamber music essays of the sort that
make a positive impression immediately
and continue to reward the listener’s at-
tention emotionally as well as intellectual-
ly with each subsequent hearing.

Martino’s is the longer of the two
works. Its 30-minute span is divided into
four sections, each of them loyal to the
constructive principles of serialism yet in
the long run governed more by a feeling
for gesture than a concern for technique.
Dynamic tension is on the rise throughout
the movements marked ansioso and pres-
tissimo and is not relieved until midway
into the andante variations of the third
movement. This tension results not so
much from harmonic action as from
rhythmic manipulation and the constant
compression and expansion of succinct
thematic materials. The allegro molto fina-
le is a summary of all that has come before;
it begins slowly and then lurches sporadi-
cally forward, once again building up




steam until the pressure reaches maxi-
mum level, at which point it dissipates in
an echo of the third movement’s pivotal
lyric episode.

Lerdahl's quartet lasts 23 minutes and
consists of a single series of variations of
ever-increasing length and complexity.
The open fifth chord heard at the work’s
beginning returns often as a kind of conso-
nant beacon in a sea of pointillistic disso-
nance; in some of the more substantial
variations the “static’ quality of the har-
mony is offset by crescendos and decre-
scendos in obstinate repeated figurations.
Although the language of Lerdahl’s quar-
tet is very different from that of Martino's,
the works have similar shapes. The most
notable relaxations of tension come pro-
portionately at just about the same place,
and Lerdahl’s piece, too—after a long pro-
gression from expressions of “simplicity
and repose to their opposites’—eventual-
ly settles down, albeit not so calmly, in an
epilogue that is light-textured and quiet.

Both works were commissioned by the
Juilliard Quartet, and both were recorded
in performance at the Coolidge Auditori-
um in the Library of Congress.The playing
is as masterly as you'd expect it to be, the
recorded sound is excellent, and the audi-
ence noise is minimal. Playing time:
53:13. James Wierzbicki

STRAUSS, R.: Ariadne auf Naxos.

Tomowa-Sintow, Baltsa, Battle, Lakes,

o Prey; Vienna Philharmonic, Levine.
Giinther Breest and Steven Paul, prods.
Deutsche Grammophon 419 225-2 (D, 2). ¢
(2).@(2).
This recording won the Grammy for the
best operatic recording of the year. In my
own opinion it has abundant merit, and
deserves appropriate praise, but best of the
entire year . ..? | automatically suspect
such superlatives.

Many people, not entirely without jus-
tification, find the term “German humor”
an oxymoron. Both Hugo von Hofmanns-
thal and Richard Strauss unquestionably
did have senses of humor, and they inject-
ed plenty of it into this lovely opera, but
much of it lies in nuance—in, for example,
the choice of a single unexpected word, or
a startling musical juxtaposition. That
makes the particular personalities of the
performers all the more important. In any
performance of Ariadne, anxiety always
grips me as rehearsal number 79 ap-
proaches, where Brighella leads his three
fellow clowns into that jolly section begin-
ning *Es gilt, ob Tanzen, ob Singen tauge.”
Strauss wanted it both behabig (portly,
stolid) and comodo (comfortable, easy),
which poses a seemingly contradictory
problem; far too many conductors, Ger-
manic ones in particular, make it not only
portly but downright lumbering. James
Levine, to my taste, hits the proper tempo

FORMAT KEY
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bang-on, making that entire section sheer
delight. In fact, Levine brings off one of
the most enjoyable realizations of this rich

- Score ever to come my way.

Although the work’s three opulent fe-
male leads have given Ariadne a reputa-
tion as a soprano’s opera, the big surprise
comes from the young American helden-
tenor Gary Lakes, who sings Bacchus
(and, in the prologue, The Tenor, whom
Hofmannsthal has exchange waspish, all-
too-typical barbs with die Primadonna,
who of course subsequently turns up as
Ariadne). Lakes reminded me of the
young Jon Vickers even before I read in
the libretto booklet that my London col-
leagues had already remarked that in
1985, not long after his European debut in
Paris as Siegmund. In 1981 he won the
Lauritz Melchior Competition for helden-
tenors (after twelve years of no first prize),
and he shows encouraging signs of becom-
ing a Siegfried and Tristan in the great tra-
dition. His performance alone would
make this recording worth owning.

Not that I mean to slight the ladies, or
the other gentlemen. Anna Tomowa-Sin-
tow and Agnes Baltsa sing their roles su-
perbly, and even project much of the dra-

matic content of Hofmannsthal's rich
libretto. Zerbinetta, of course, gets the
flashiest music in the score, especially that
gargantuan, sopranicidal aria Strauss tai-
lored to the phenomenal measure of Maria
Ivogiin. Kathleen Battle, that captivating
artist, has virtually no trouble with it, ex-
cept for one point. She does not have a
bona fide trill—and the indication *‘tr"
punctuates that aria seventeen times, most
sadistically of all when Strauss expects his
victim to sustain a high D for two and a
half bars, then change it to a trill for two
more. Instead of trilling, Battle substitutes
a sort of rapid battuto on the single note in-
dicated—a curious, incongruous flaw in
such a polished technique. She also comes
a bit of a cropper on those inhumane trip-
lets three bars before 123, even though Le-
vine does not exceed Strauss's indicated
tempo. (I feel like a cur even mentioning
these minor blemishes in such an enchant-
ing account, by an artist I admire so much;
I wouldn't at all, if Edita Gruberova
hadn't tossed off this aria with such devas-
tating aplomb on Orfeo C 101 841 A.)

As if those succulent roles for Ariadne,
The Composer, and Zerbinetta didn't pro-
vide enough opportunity for ravishing fe-
male singing, Strauss also tossed in the
three nymphs Dryad, Naiad, and Echo. In
live performance, their opening trio about
the waves and the leaves can drive you cra-
zy with its sixteenth-notes in close harmo-
ny; all three nymphs have to have bull’s-
eye pitch or else it gets excruciating. [ have
never heard a performance to match this
one, and their later trio (on **Tone, tone,
siisse Stimme*") provides another delecta-
ble passage. Hermann Prey brings his fa-
miliar artistry to the part of the young
composer's case-hardened teacher.

The orchestra plays as we expect the
Vienna Philharmonic to, and the record-
ing crew has brought this entire undertak-
ing very much to life. Maybe it did deserve
that Grammy, after all. Playing time:
2:04:54.

The Speaker Exchange®
We Repair Speakers

We Repair E.V. « We Repair JBL * We Repair Infinity ¢ We Repair
AR ¢ We Repair Advent e We Repair KLH * We Repair C.V.
We Repair OHM ¢ We Repair ALTEC * And Many More!

1-800-782-1288

804 W. Fletcher Avenue, Tampa, Florida 33612
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SYSTEMS/BLANK AUDIO TAP
BLANK VIDEO TAPES/V

Teac V-770
Three Head HX Pro Stereo Cassette Deck
«Dolby B/C sHX Pro dynamic expansion

systern « True tape monit: « Bigs fine tuning
« Progrommable music search «Black finish

s $269° 1o

Nikko ND-850

Auta-reverse dauble, Dalby 8/C 527995
Narovarss win ooy ssc . . 119"
I?:uc-v:\.r:?sixwlbolby B/C&dbx 5149“
Ie/(;fDZ'It:ly‘:/C & dbx. WX Pra . 529995
:)Z?:V:I}::o:l:-spssd dubbing . . 5“995
Teac W660R

9
A/R double cassette with Dolby 5299 g

PORTABLES /CLC

Teac AD-4
CD Player/Cassette Combo
« Witeiess remote control ¢ 16 track program
dubbing & pioy ¢ Dolby B&C ¢ Auto-reverse
cassette record & play «Black finish

S Retall
hace 29975 1558
ADC CD-16/2R

16-track pragram, }-beam laser 514995
Akai CD-A3058

36programmable. remate . . . S]”’S
:mh%rzmo:\::g CD player » 5“995
;z:%:l?;?gvsnumpllng A 5149“
:::umlgvsuumpllng - 516995
2 oversamping. aighal firer . $189%

ES/AUDIO ACCESSORIES/VIi
IDEO ACCESSORIES/PERSONAL COMP
TER FURNITURE/CAR STEREO RADAR DETECTORS/CAR SECU
K RADIOS /PORTABLE CO

Akal AAV-2058B
Remote Control Audio/Video Receiver
+ 60 watts RMS per chonnel *A/V control
teotures 3-video & 5 audio inputs * Surround
sound system ¢ 5-band EQ + 16 presets « Block

Sal Retalt
sce S199%° §05
Akal AA-V3IOS58
80 walts RMS/ch., audio/videa, 524995

100 Wats aws budio/videa . $299%
Inagrarea Amp win 108 wars $229%
:t::z:rl.:n?:?AM/FM tuner . . 514995
;gc:::ics’l?::;i:?wpmmu. bluck5149°5
I(o)c:::ic:nsl:gfcz'll..o}bund Q. 517995

ADC Sound Shaper SS-W7EX
Equalizer/Spatial Expander
«10-band per channet with 15 dB range
«2.way dubbing *EQ recording < Spatial

expansion with level control e Black finish

Sai Retail
rice Q9% 23
ADC §5-3005L

10-band EQ/analyzer, pink nt:lms]49°5
:acu:gg?unulvlsv. EQ-recard s79°5
ITacc::deinwo"h spectum c:nc:lyzslsl”°s
:’::nld'ﬁ;gindm with cumprsuionslnos
I:ZZVzgﬂﬁlic'm, &6 inputs, NR . . 57995
?vt;: ?Izvt:;sozolm reductian . . 517995

Equalizers and Add-On’s

Turntables and Mixers

W,
oL PURCHASE 1

Dual CS-2110
Belt Drive Turntable/Cartridge Special
«Semi gutomatic, auto return operation

+ OMSE high ormonce carndge included
« Hinged dust cover ¢ Block European styiing

Sal Relail
e ‘995 55

Gemini DJ-@QNOO
9
Disco tabie, strobe, pitch contral 584 g

Gemini DJ-Q1200
Direct drive seml-quta disco . 513995
.. 5159

Gemini MX-5200
Disco mixer with 7-band EQ

99"s
Unear tracking Ditect-drive . . CAI.I.
Technics SL-QD22

Technics SL-BD22K
Semkauto belt-drive turntable
Quartz locked semi-auto, 2-muvuucAll

Technics SL-J33K

Shure V-15 Type V-MR
Deluxe Micro Ridge Phono Ca
* Micro ridge stylus tip « Excellent trackability
« Dynamic stabilizer «Side-guard stylus
protection * Duo-point alignment gauge

Sal Retall
sice S1297%% 5%
Audio Technica AT201P

Universal mouni special . 512“
Audic Technica AT211EP
Bl-radial, universal maunt . . . . 519“

Shure MIOSE

Universal mount, anti-static brush 53995
Stanton 680EL

Disco carridge with extra stylus . 55495
Stanton 5COAL

Disca cartridge, backcueing . . 51995
Stanton SOOALDP

Pra disca carridge, extra stylus . 52495

Phono Cartridges

DEO RECORDERS/COLOR TE
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This Wonth s
Compact Disc & Cassettes

Introducing CBS Masterworks
Digital Masters

®

5

44545 |

87 34

Cossefte

«Mazart: The Violn Concertos. Vol 1
Concertas Nos. 1, 2 & 3: Saint Paul
Chomber Otchestra, Pinchos Zukerman,
Violinist & Conductor (MDK 44653)

«Tchaikavsky: Piano Concerto, Emil Gilels,
NY Prilhormonic, Violin Concertto, Pinchos
Zukerman, Israet Phitharmonics, Zubin
Menta (MDK 44643)

«Vivaldi: The Four Seasons, Saint Paul
Chamber Orchestra, Pinchas Zukerman,
Violinist & Conductor; Purcell: Trumpet
Sonata - Theatre Music, English Chomber
Orchestra, Raymond Leppard (MDK 44644)

sg8eethaven: Symphony No. 9 “Choral
Suzane Murphy, Carolyn Watkinson, Denis
O'Neil, Gwynne Howell. English Chomber
Orchestra. Michoel Tilson Thomas
(MDK 44644

«Mozar: The Last Six Symphonies Vol |
Symphony No. 35 "Haffner”, Symphony No.
36 “Linz", Bavaran Radlo Symphony
Orchestra, Rafael Kubeiik (MDK 44648)

*Mozar: The Last Six Symphonies Vol i,

S hony No. 38 “Progue”, Symphony No
39, Bavanon Radio Symphony Orchestrg
Rafaet Kubellk (MDK 44647)

+Bach: The Brandenburg Concertos. Vol Il
Concertos Nos. 4, 5 & 6 & Other Bach
Favorites. Philhammonic Vituesi, Richord
Kapp (MDK 44652)

oy ==
Casio TV-400
Pocket Color LCD Television
* More portable than ever » HQM high quality
matnx system delivers crisper, clearer and
brghter iImages than ever » 2-inch screen

e 513975 "
g;l‘rzzh"‘ﬂ’;imolor wconv . 529995
S oo cavor v, AC 0+ . SHAQ
Dinen S8W Walchman . . . . - 89"
:gnzc:ﬁglovhun )-pound, tu:>v.ACs"49°5
S s worctman . . . . HO9®

.3449%

Sony FD-L320
2.7-inch calar LCD televislan

Portable Television

Akai V§-555U VHS H&

Hi-Fi Stereo Video Recorder
+ Hi-Fi stereo sound » 4-heads * MTS/SAP stereo
tuner = Vanable siow motion ¢ On-screen « 14-
day/é-event +Wireiess remote ¢ Black

sal Retall
Prlcss 549995 $849
Akail VS-626U
VHS HIFI HQ. MTS. onscreen . . 5“9“
Panasonic PV-54864
Super VHS. HIFL, HQ
JVC HRD-530U VHS
HIFl HQ, 4-head. MTS, anscreen 55”'5
Panasonic PV-420
Camcarder w/FREE PVH4O case CAI.I.
Panasonic PV-4820
4:head VHS HQ, onscreen. t:>|t:clx536995

Panasonic PV-4860
4-head, Hifi, MTS, 30 day/8 svsn|$529°5

Video Recorders

2-Way Mini Speakers

« Patent pending Diaduct port increases bass
response < 3/4" dome tweeter «50 watt
power hondling « Desgned & built in USA

R ]
race 1295 50 $H05Tee

Koss JC-KS500

Intrared | 2-way speak 527995
Koss M8O-Plus

2-way minl bookshelt . Pair $139%
Pinnacle PN-6 +

2-way speaker system . Pair $179%
Recoton W-100

Minl wireless speakers 9 v » S]”“
Technics 5B-L35

2-way 10" speakers . Pair CAI.I.
Technics SB-L55

3way 10" system . Pair CAI.I.

Speaker Systems

Stereo Headphones
£7
Beyerdynamic DT-990
Audiophile Stereo Headphones
* Open style head with on unbelievabie
trequency response of 5-35kHz < Unique
moving codl assembly ¢ Exceptional response

Sal Retall
bice *I79%° §720
Beyerdynamic DT-880/Studio

lightweight flat response . . . 5184“
Koss JC-K200

infrared wireless h o . SNB%
Koss SST/7

Closed ear digital ready . . . . 55895

Sennheiser HD-540

Digltal ready 16-25kHz. llghmvalgms"24°5
Sony MDR-A60O

In-the-ear style. tolding, uni-match 54895
Sony MDR-CDé

Ultimate tar hame & porables . 58895

O-2

ORDER 8
TOLL-FREE

1_81 80 IN NEW YORK, ALASKA
& CANADA CALL:

Mall Order Hours: Monday To Friday 8 AM to 8 PM, Saturday 9 AM fo 6

417-3737
, Sunday 10 AM fo 4 PM

uiries Call Tol-Free 800-221-'3191 = In New York (718) 417-3747
)




*Billy Jack

«Cobra

*Heartbreak Ridge

*Mad Max Beyond Thunderdome
*Mister Roberts

+«Outland

*PT-109

*Revolution

*Sharkey's Machine
*Stagecoach

*The Green Berets

*The Killing Fleids

*The Great Santini

*The Long Voyage Home
The Road Warrior

*The Searchers

Your

Choice $’ 8 9550ch

CULATORS /TYPE

Yamaha PSS-130
Portasound Electronic Keyboard
* 32-key mini keyboard ¢ 8 preset instrument
sounds ond rythms ¢ Melody * Buitt:
in speaker ¢ AC/DC operation « Lightweight

1 $39% 1

‘COG:LOV‘CL'?:‘) pads, 12 thythms ‘289“
lc;::; rpn'llr:?aoula cu:t:omm:mlmem544vs
s:\‘l':l:::l sampling, 32-keys . . 594“
::T:’:gl::lnll: full size keys . 518905
::T:yh:lllpss::loo valces . . 5134“
Z:T:yh:ﬂ:fsﬂ.'sioundl & rthythms . 53995

-
Sony D-4 Discman
Portable Compact Disc Player
* 16 track random programming * 4 repeat
modes s Shide-in rechargeable battery pack

* AC adoptor and cany case included

Sal Retall
»3:1 519995 s;’ag
Panasonic RX-FD8O
AM/FM/Cassette /CD/EQ . . . 532995
Crown CD-300
AM/FM Cassette CD player, EQ 5]9995
JVC PC-V1J HyperBass

AM/FM Dual Cassette CO . . 537995
Sharp QT-CD20

AM/FM Cassefte & CD with EQ . ‘2]9“
Sony CFDD75

AM/FM Double cassette CD, EQ 549995

Sony D-15
Ultra compact CD, rm:m:ugecn:lesz’q°s

/BLANK VIDEO TAPES
ITORS /COMPUTER SOFTWARE/FLOPPY DISKS/COMPUTER SOF
CHINES /TELEPHONE BUSINESS SYSTEMS/HOME SECURITY/PER
RITERS /RECORDS /COMPACT DISCS /PRE-

Sony WM-AF64 Mega Bass
AM/FM Sterec Walkman Casseffe Player
* AM/FM stereo tuner with 3 station presets
*Auto reverse Dolby B8 cassette sMega
system bass boost « MDR turbo headphones

Shomce ‘89%°

ix?rgxu.:lzuxrevene persanal s'eveaW
::nl(:m‘:n:ﬁ:t?g:l pink ar mds3495
:anlyFeru.igFr:»fene sterea cassette 54995
gr%"vyltmmcavder. Dalby BICCALL
I?:lhrl :op:::rg?lanene vecovders] 29”
M/ F pononalereo oo . . 49"

Sherwood CRD-175
Dightal Am/fFm Cassette Receiver
*Quortz digital tuning <12 AM/FM presets

= Automatic seek luning +Doiby B «Rear
power tader «LED clock « 4 waotts per side

5 5157° !

Clarion 50EQ

5band EQ.dual amp balancer . 548“
Clarion 8200R
Digital AM/FM cassefte, 18 pvesehslz4“
Clarion 8670R

Siide-out AM/FM auto reverse,

5219%
Clarion 8825RT
AM/FM aulo revene, slide-out . 525995

Hi-Fonics Odin 524995

75 watts/ch power amplifier
Hi-Fonics Zeus

9
275 watts/ch power amplifler . s489 o

Car Stereo Audio

PhoneMate 9550 Pro Series
Answering Machine System
= Tone pulse telephone ¢ Beeperess remote
answerng « Yoice time/aay stamp s Remote
voice menu ¢ Dual microcassettes « Clock

sole Retail

Price $’38°5 $229
Code-A-Phone 1390
Remate answering. lpealerphones’4°5

Code-A-Phone 3570
Remote answer. phone, dialer . 58995

Panasonic KX-T423
8 . .369%

pefless, toh
Panasonic KX-Té22

Beeperiess, dual micracass., mema 57995
PhoneMate 400 Trimline $90Q%
Phane 9F memory. almond. grey, white 29
Sony IT-M500 Telephone
Speakerphane, 54§ dialer. grey . $88“

Telephones/TAD's

Blank Audio Tape

Fuji FRII-9O
High Bias Cassette 10-Pack SPECIAL
* Buy 10 Fuji FR-ISO h bias cassettes ond
get a FREE sott cassefie camy case «Enpoy
maximum pertormance in igh bias recording

Sale

Price $’669
Fuji FR-Metal 90
Great for digital
Maxell UR-90
All purpase tape

Maxell XL-I1$90
10 XLIS90's, & FREE MX.20 metal 523“

Sony UX-ES9O
. .10-pack '22%

10-Pack
with free Case

. .10-Pack $22%
. . . 10-pack Qs

In FREE soft case
Sony UX-PRO 90
Pro reterence high bias1O-pack $24%
TOK SD-90

Super dynamic high bias10-pack 515”

L

Terk FM-9500
indoor FM Electronic Antenna
*Modem high tech style «24-dB's of gain
* Ormnidirectional pickup « LED dispiay * One
yeat waranty « For home or office

Sal Retall
paco 5P 550°
AudiaSource LLC-1

Campact disc lens cleaner . . . 524“
Audioquest Sorbothane
Turntable mat far tighter bass . . 534“

Discwasher DiscSet

Record and stylus cleaning ;vslemsl4“
Last Factory SF600 §1795
Campact disc cleaner with shlelds 17’
Monster Cobie ILCDIM

Interlink CD, | meterpair . . . . 539“
wood Technology ) 534,5

'alnut speaker stands. 8" high, palr

Audio Accessories

|®mFUJI [®FUJI

{

ol |T_Ha
T120

Fuji T-120H@
Hiih Quality VHS Video Cassette 4-Pack
= Another J&R speciol purchase * S1ock up
now * Fine gran Bendox parficles deliver great
colors and fine detail.even after repeated use

Face S99 irack

Fujl T120XG

Pra mastering VHs cassettes Each 6%
Sony P6-120

120 minute 8mm cassettes Each 6%
TOK T-120HS

High standard VNS .. .Each’3®
TOK TC-20EHG B
Era high grade VHSC . . Each 3

Maxell T-120 HGX/GOLD SA49
High grade VHS video tape Each 4
Sony L-750E$S

Extra stondard grade Beto . Each $3¢

Blank Video Tape

Memorex CP-8
Universal Programmable Remote Control
« Controls up to 8 wireless remote components
« Buitt-in clock and tive timers «LCD display
with light « Infrored power booster

Pice 51328
églc!’:: f:r:g::dsds:coderl rear amp 5149“
B:;ri:mmr vvbl‘dsea head 58“
ACT5¢ cameardiricamera gn 79"
3::2:hn;l:dscleane' with message 5995
:;::;l:nckorxw';gl.’gnemlon system 55995
Fiminato plovboek probloms . . 997

Retalt
§129

Video Accessories
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FREE CATALOGUE

For a FREE catalogue call tol-free
800-426-8027, of Wnte:

J&R Music world

Department HFO888

59-50 Queens-Midtown Expressway
Maspeth. NY 11378.

Name

Address

City State Zip

TO ORDER BY MAIL:

SEND MONEY ORDER, CERTIRED OR CASHIER'S CHECK, MASTERCARD, VISA, AMERICAN EXPRESS or DISCOVER CARD (Inciude Interbank

No xglra"on date and signature.) TO: J&R MUSIC WORLD, DEPT. MFOS88, 59-50 QUEENS-MIDTOWN EXPRESSWAY, MASPETH,
1n378.

NY Personal and business checks must clear our Authorization Center before pvoco%sr\lggmo. Handling & Insurance

Charge is 3% of Total Order with a $3.98 minimum. (Canadian Orders Add 15% s:'f L a §9.95 minimum chazraoJ For

shi monnpb‘l air, please double these charges $23 MINIMUM ORDER. DO NOT D CASH. SORRY, NO C.0.D.'s. N ORK

RESIDENTS PLEASE ADD SALES TAX. WE ARE NOY RESPONSIBLE FOR ANY TYPOGRAPHICAL OR TRANSPOSITIONAL ERRORS.
ALL MERCHANDISE SHIPPED BRAND NEW, FACTORY FRESH, AND 100% GUARANTEED.




RECITALS AND MISCELLANY

AGNES BALTSA: Songs My Country
Taught Me.
Baltsa, Papadopoulos; Athens Experi-
mental Orchestra, Xarhakos. Wolf-
gang Mitlehner, prod. Deutsche Grammo-
phon 419 236-2 (D). o =
If you saw Jules Dassin’s classic film Never
on Sunday (and if you didn't, you still
should), you'll recall that when he referred
to Greece as having once been the greatest
country in the world, Melina Mercouri—

right back at him: “It szl is!” One hears
something similar in Agnes Baltsa's luxu-
riant voice when she sings these eleven en-
dearing songs from her magnificent native
country. Today one of the world’s leading
international operatic mezzo-sopranos (1
heard her countless times at the Deutsche
Oper Berlin), she sings these songs with
the unpretentious simplicity this kind of
music demands, but also with sumptuous,
sultry timbre and coloration.

You will find no authentic folk songs
here (Mikis Theodorakis, Never on Sun-
day's composer, wrote three of the eleven),

today Greece's Minster of Culture—fired

THEDUMP

INCREDIBLE PRICES « IMMEDIATE DELIVERY

*% BUY DIRECT & SAVE %%

FEATURING THIS MONTH

NAD

Modei _____Description Est. Retail Dump Sale
1700 Full Feature Preamp/Tuner $ 800.00 $ 559.00
2200PE 100 w RMS Basic Amp $ 630.00 $ 439.00
5170 Six Disc CD Changer $ 750.00 $ 525.00
3240PE 40 w RMS Power Envelope Integrated Amp $ 400.00 $ 279.00
4220 Ultra-Linear AM/FM Tuner $ 250.00 $ 175.00
7240PE 40 w Stereo Receiver $ 500.00 $ 349.00
7175PE 75 w Stero Receiver MC input $ 850.00 $ 595.00

QHT ﬁﬂ? QAT AV/:\IISXVBLE

DAT Home Recording Decks (All without copycode chip) IN STOCK
SONY DTC S00ES 2nd Generation, Full Featured $3295.00 $1796.00
SHARP SXD 100 Professional Quality Deck $2700.00 CALL

YAMAMHA, KENWOOD, ONKYO, DENON, AIWA & JVC (Victor) Recorders aiso svailable st SUPER prices.
DAT Portable Decks

SONY TCDD10 Full Featured $3295.00 CALL
TECHNICS SVMD1 Super Compact Full Featured $3495.00 FOR
CASIO DA! Mini Full Featured $1995.00 LOWEST
DAT Car Decks IGES
ALPINE 5700 . $1650.00 CALL
KENWOOD KDT99 . $2000.00 FOR
CLARION DAC 2000 ; $1750.00 LOWEST
MATCHING AMPLIFIERS & SPEAKERS AVAILABLE UPON REQUEST! PRICES
DAT Recording Tape
120 MIN $ 2995 $ 1875
90 MIN $ 2795 $ 16.50
60 MIN . $ 2495 $ 1375
SONY Digitat Headphones
MDRCD6 Digital Monitor $ 120.00 $ 69.00
MDR-V8 Digital Headphones $ 100.00 $ 59.00
MDR-V4 Digital Headphones $ 8000 $ 49.00
MDR-V2 Digital Headphones $ 50.00 $ 29.00
Call or write for information on Head Cleaners, Switchb &C ting Cables!

WE HAVE THE MOST COMPLETE LIBRARY OF PREREORDED DAT TAPES AVAILABLE!' CALL OR WRITE TODAY!

609 259-0044

MR. RETAILER/DISTRIBUTOR:

WE OFFER DIRECT WHOLESALE PRICING
ON MANY RESTRICTED HI FI/CAR STEREO LINES!!
WE BELIEVE IN FAIR COMPETITION!
$$$$$ CALL NOW! o PROFIT TODAY! $$$$$

THE DUMP, One North Main Street, Medford, NJ 08055

CALL OR WRITE for a and sales tax sdditionsl, if applicable.

ANNOYING FINE PRINT: ALL OFFERS SUBJECT TO AVAILABILITY AND PRIOR SALE OFFERS MAY BE WITHDRAWN AT ANY TIME NOT RESPONSIBLE FORA
TYPOGRAPHICAL ERRORS PRODUCTS COVERED 8Y ORIGINAL MANUFAC TURERS WARRANTY AND/OR SELLER'S SERVICE CONTRACT DETAILS ONREQUEST
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but the ancient essence of Greek folk mu-
sic permeates all of them, and if you've
ever once heard the wonderful, ringing
Greek plectrum instrument, the bouzouki,
on the spot, these sounds will bring back
the heat of the Eastern Mediterranean
night and the pungent anise taste of ouzo
on your tongue. Many of them incorpo-
rate those fast, asymmetric rhythms char-
acteristic of folk music in that part of the
world—the kind of element that caught
the attention also of Béla Bartok.

Each song gets its own prose summary.
Some of them may evoke those inspired
concert-program notes created by Robert
Benchley (e.g., **And now, my love, who
will give you my last kiss? The postman
died at seventeen. He was my love. Who
will show you the path of dreams now, for
I too died with the postman?’), but they
do explain the smoldering emotions Baltsa
so convincingly projects. Playing time:
47.37. Paul Moor

MUSICIANS OF SWANNE ALLEY: As
| Went to Walsingham.

Musicians of Swanne Alley, Nordstrom

® 4nd O'Dette. Robina Young, prod.
Harmonia Mundi HMC 905192 (D). ¢
HMC 5192 @ HMC 405192.

The Los Angeles branch of the French
firm Harmonia Mundi continues to show
praiseworthy initiative in bringing merito-
rious American groups into the recording
studio. The Musicians of Swanne Alley
have ties to the University of Michigan,
and this rich, endearing program was re-
corded in nearby Bethel United Church of
Christ. The Walsingham name crops up
repeatedly in Elizabethan music, attached
not only to a family but to a tune and a bal-
lad as well. This record gets off to a romp-
ing start with the Walsingham Galliard,
“Walsingham'' as a tune turns up in three
separate guises; and **As I Went to Wal-
singham” in two. In The Faerie Queene,
Edmund Spenser referred to Sir Francis,
the most famous of the Walsinghams, as
*‘the Great Maecenas of this age.” His pro-
tégés included Sir Philip Sidney, who mar-
ried his patron’s daughter; half of the six
songs heard here are set to Sidney poems.

The Musicians of Swanne Alley take
their name from a 16th-century profes-
sional Elizabethan ensemble. Six richly
talented musicians—three men, three
women, all young—make up this lively
group. The form a traditional “English
consort™: treble viol, flute, lute, bass viol,
cittern, and bandora. All but one of the
members do more than one thing; Emily
van Evera, for instance, sings with grace
and style and plays the flutes as well.

You could hardly find more enjoyable,
or better performed, Elizabethan music,
and Harmonia Mundi has recorded it
sumptuously. Playing time: 57:34.

Paul Moor
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@%E Looking for the real thing j@@
In Mississippi, Louisiana, Tennessee, @7

and Arkansas— on a plantation and a riverboat,
in an archive and a classroom, from W.C. Handy Park
and Beale Street bars to the New Orleans Jazz and Heritage Feslival

BY LESLE BERMAN

CLARKSDALE, MISS., APRIL 21: Late after-
noon and the ten-buck catfish fry is in full
swing at the Municipal Auditorium. City
fathers sporting *‘Big Frog in a Little
Pond™ buttons circulate among black la-
borers, white society matrons and mer-
chants, and assorted kids, all seated at
banquet tables facing the crepe-festooned
stage. The house lights go down as the
constabulary moves into formation,
though only the tourists of the national
press make any effort to surge forward
when three short men in undertaker’s
black are introduced. Two sport familiar
porkpie hats and shades, their long, wispy,
blond-red beards naming them before the
emcee does: ZZ!' ZZ! ZZ Top!! The trio
trots past amplifiers and drum kit to a high
podium, Billy Gibbons's hand clutching
the neck of a cream-colored electric guitar
with a dark Mississippi River squiggle , = (- ¥
running down its fretboard and across the  Hammond: contortions at the Heritage Festival's opening-night event

body. The Muddy-Wood Guitar! A few
words about kicking off a $1 million fund-
raising effort for the Delta Blues Museum
(headquartered above Clarksdale’s Carne-
gie Public Library), handshakes all
around, and the little men wave and
march offstage without playing. Is that it?
The upscale part of the crowd finishes its
hush puppies and Cokes, then drifts out.
Onstage, the local band of black musician
Earnest “Guitar” Roy, Jr., is in a frenzy,
tearing into its single on the Rooster Blues
label, ‘I Wanna Know (What My Little
Girl's Been Doin’),” earning vigorous ap-
plause from the remaining diners.

Before the light goes, I drive north with
Memphis photographer Pat Rainer and
Little Rock artist Randall Lyon, who in-
terpret the scenery as we flash by Muddy
Waters's roofless, tumble-down cypress
shack, which doubled as a juke joint, then
by the Stovall plantation where he drove

ALL PHOTOGRAPHS BY LESLIE BERMAN
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tractor. Ugly prefabs that house black
plantation hands dot the roadside for what
seems like miles before we turn into the
drive of the old Stovall main house where
Lyon lived one summer. A chained watch-
dog yelps, and a white peacock flies up to
perch on the crumbling splendor of the
single-story antebellum mansion. The
caretaker shows us ceiling-high library
shelves and period fireplace appoint-
ments, then regrets he can't attend the eve-
ning’s blues show: Tickets are 100 costly.
Driving back to town, we pass the new
mansion where the Stovall heir enter-
tained ZZ Top with shade and cool drinks
throughout the sleepy, dusty, Delta day.

When we get to the Cotton Exchange,
the tiny club is knee to knee with young,
white customers gripping longneck beers
and plastic whiskey cups, listening to the
Muddy Waters Blues Band. "'Pinetop™
Perkins holds forth on the keyboard, sing-
ing Muddy’s songs over Mojo Buford's
wailing harp and Louis Myers’s brooding
guitar. At one table down front, guitarist
Jack Johnson and harmonica player/
pianist Frank Frost nod intently. Their
carefully dressed-up companions, includ-
ing most of the black faces in this room, re-
strict their displays of enthusiasm to brisk,
brief applause and private, uninterpret-
able glances. The white kids shout, stamp,
and whistle, eyes bright over their Lacoste
shirts. I wander down the street to meet
Rooster Blues' Jim O'Neal and peek at the
hard-to-find records in his Stackhouse
Miss. Arts and Gifts storefront. Why this
audience, I ask him? "*Most of the girls
have made formal debuts at parties featur-
ing black blues bands. Their boyfriends
have hired those bands for their frat par-
ties. Even Muddy Waters played them in
the "60s. It's traditional.” Outside the
club, Warner Bros. publicity staffers trade
war stories and play music-business trivial
pursuit with rock journalists over go-cups
of bourbon and water. Finally, we ride
north on Highway 61 toward Memphis.
I'm feeling very blue.

There's a buzz going on in blues circles,
sparked by new acts, new audiences, and a
soupgon of commercial outlay. In bars,
rock gigs that used to end with formulaic
blues jams have given way to whole eve-
nings of talented up-and-comers versed in
a variety of blues stylists. But who's really
got the blues? Not matinee idol Robert
Cray, with his strict techno-picking curi-
ously devoid of the rasping slides and mis-
steps of blues pain; not self-congratulatory
Stevie Ray Vaughan, wincing and hunch-

ing theatrically as he sings of himself in the
third person. At home in New York this
spring, I listened to the sweet, yearning
strains of guitarist Bobby Radcliffe, a
white musician who's emerging as our best
local bluesman. Then a rare appearance by
traditional bluesmen from Mississippi
made me itch for the unadorned Delta
sound. In Robert Palmer’s excellent histo-
ry, Deep Blues, I'd read a strong sociopo-
litical definition of the form, quoted by Joe
Dockery, on whose plantation the music is
said to have been born: “The best thing

B.B. K.ing said . . . is that the blues means
when a man has lost his woman. Which
was all he had.” So I went down to the
Delta, to see if I would hear biues so pri-
mal it would prove him right.

OXFORD, MISS., APRIL 20: This is the town
of Faulkner, home of *bow-heads” (debu-
tantes) as well as Ole Miss (the University
of Mississippi) and its Center for the Study
of Southern Culture. Wiiliam Ferris, the
Center’s director, secured his reputation
by gathering Kenneth Goldstein's folklore

Hemphill: Her blues is too raw for the Memphis tourist traps.
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books, B.B. King's personal record collec-
tion, and several dozen cases of materials
from Living Blues magazine to form the
Blues Archive. The Center's music-relat-
ed projects—a comprehensive blues bibli-
ography; the Living Blues and Gospel mag-
azines and the revamped Jimmie Rodgers
Memorial Newsletter; innovative courses
such as Robert Palmer’s “The Roots of
Rock™—have raised its profile and gener-
ated several million dollars. But it has at-
tracted few scholars. Last year, rumor
says, it was shy the requisite number of
students for the Southern Culture major,
s0 it drafted one of its work-study staff to
flesh out the roster. Ferris is charismatic
conjuring funds and publicity. But the
Center has yet to initiate or complete one
sizable venture with Ferris at the helm.

OXFORD, MISS., APRIL 21: Robert Palm-
er's classroom at Ole Miss is half-full of
glazed sophomores. From a podium, he
details the continuum of blues into rock,
punctuating a stream of records with pun-
gent observations and anecdotes drawn
from 25 years of playing, teaching, and
writing about music. More than 100 kids
signed up for “The Roots of Rock,™ be-
cause it sounded like an easy ace. “They
were pretty freaked out when Robert
started with African instrumental music,”
Palmer’s assistant assured me. "And he
got up to Little Richard only last week.”

NEW ORLEANS, LA, APRIL 22: Tickets
priced at $25 are the tip-off to the event
status of a concert/ride on the Riverboat
President. It’s the first night of the New
Orleans Jazz and Heritage Festival, fea-
turing white acoustic blues guitarist John
Hammond, blues legend B.B. King, and
Texas blues-rocker Stevie Ray Vaughan.
Hammond strains and tenses in a sharp
suit, contorting his face as he draws and
blows harmonica counterpoints to clean-
sliding blues licks, closing his eyes as he
sings. King plays a masterful, polished set:
tastes of guitar lines, careful mugs for the
print photographers, delayed vocals imi-
tating emotions carefully held in check.
When Vaughan strides onstage, Showtime
finally turns on its cameras. The set begins
toswing when guitarist Albert Collins and
vocalist/keyboardist Katie Webster join
him. Even King reappears for the jam, his
solos traded with Collins sounding more
animated than those he paced through
earlier. Though Vaughan's act is the eve-
ning's least inspirational, it is his set that
draws the audience to its feet.

NEW ORLEANS, LA., APRIL 24: On a big
stage at the Jazz and Heritage Festival, Al-
bert Collins’s hot band builds in intensity
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until it completely eradicates my distress
from the night before last. Most of the
group members are white, playing to an
appreciative, mixed crowd; under Col-
lins’s influence, they all pump and flutter
wildly. The exuberant female guitarist is a
real bonus. Over in the Lagniappe tent,
seventy-year-old Moses Rascoe, a recent
acoustic blues find, plays for a smaller au-
dience. His large hands make deliberate
patterns on the fretboard—sounds worked
out during years of playing what he'd
learned from records and instruction
books. In the quiet, under the tent, Ras-
coe's deference is charming. Later that
night, he plays Storyville, a barnlike
French Quarter tourist bar better suited to
the brassy electric bands that open for and
follow him. Rascoe’s gentle art isn't en-
tirely lost on the sparse crowd, but they ex-
pected loud, electric blues. In this artifi-
cially silenced room, he is agitated.

ON THE ROAD TO EUNICE. LA., APRIL
26: Tagging along with Festival Tours’
behind-the-scenes look/listen into Cajun
music, I find myself hearing the best blues
ot the trip—on tapes made by BBC disc
jockey Andy Kershaw, another tour mem-
ber, from his favorite recordings. For
three days, we catch snatches of blues in
the Cajun, Cajun-country, zydeco, and
swamp-pop soundtrack to our ramble.

MEMPHIS, TENN., APRIL 30: In the city
famous for co-opting black music, blues
scholar Dr. David Evans is holding forth
pessimistically on the state of traditional
blues. ' There are many places that present
blues here in town,™ he says, referring to
the reoccupied tourist traps of Beale
Street. “*But they don’t hire local musi-
cians, and they've virtually eliminated the
street players who used to congregate in
W. C. Handy Park—by drowning them
out with highly amplified music from the
clubs.” Evans teaches at Memphis State
University, advises student fieldwork and
research, and runs a small blues label,
High Water. One of the best performers he
has championed is Jessie Mae Hemphill,
descended from a Senatobia, Mississippi,
blues family. Evans has released several
singles for Hemphill; an album is forth-
coming. Hemphill complains that she
doesn’t work much on Beale Street any-
more. Evans says her blues is too raw and
noncommercial for the strip. That night
on Beale Street, | slip from a near-empty
bar featuring a cobbled-together-by-
management black combo into the lively,
loud Rum Boogie, where the white Texas
blues band of Anson Funderburgh and the
Rockets, with black harmonica player and

vocalist Sam Myers, holds court. It's date
night, so the audience is primarily com-
posed of young, white couples. Later, I
stroll by Handy Park, where a gray-haired
guitarist sings the blues into a tinny mike,
bracketed by competing harmonica play-
ers and a drunk, dancing in an imitation of
a ballet twirl. The guitarist's share of date-
night couples is black.

MEMPHIS, TENN., MAY I: Hemphill
and Evans meet me at the A & M Lounge,
a busy juke joint, to hear the Hollywood
All-Stars, one of High Water’s acts. We
pay at a speakeasy window, sit at card ta-
bles, and drink quarts of Budweiser from
blue-tinted glasses while the band rumbles
gently through its set. The cheesy Farfisa
sound comes from an actual Farfisa. I'm
entranced. Couples dance, the room is
hung with smoke, a card game progresses.

PINE BI UFF, ARK., MAY 2: Driving
down from Memphis, we pass through
several blues-associated crossroads and
mile after mile of red farmland. At sun-
down, we reach the Pine Bluff Nursing
Home and guitarist Ellis "*CeDell” Davis.
Until Robert Palmer helped bring him to
New York, where he was recorded by the
World Music Institute, Davis was known
mostly on a party circuit several hundred
miles around the Mississippi. Though dis-
abled, partly by a juke joint raid in which
he was trampled by escaping patrons, Da-
vis is a vigorous player, stroking chords
and flattened notes with a table knife. We
talk about bluesmen he has known and
worked with. “"Come to think of it,” he
muses, “‘they're all dead. Except me.”

OXFORD, MISS., MAY 3: The Blues Ar-
chive’s part-time researcher is an intense
Swiss harmonica player, Walter Liniger.
Overworked but devoted, Liniger finds all
of life analyzed and commented on by the
blues. We exhaust ourselves discussing
class, race, Southern culture, the blues.
He's right. It’s all in there.

The new editor of Living Blues maga-
zine, South African journalist and blues
enthusiast Peter Lee, is hopeful about the
recapitalization of the independent blues
scene. “*After all, our subscription base has
expanded by nearly 20 percent in only two
issues.” I ask if he hears much blues in Ox-
ford. “The gigs are in Clarksdale,” he says,
gesturing west toward the Delta Blues
Museum. We laugh together about Billy
Gibbons's grand gesture: Why build a gui-
tar out of a plank from Muddy's old
shack? “And did ZZ play?” Lee asks. “*Of
course not,” I say. I think (but don’t say):
They’re rich, white Texans with plenty of
women. They don’t have the blues.

AUGUST 1549 WEE .8 7




Why Take A Risk? ] Buy From The Otdest Electronics Mail Order in The Country 800 # Prici ng. 800 FWarranty Service. 800 # Order Follow-up  Buyer Protection Plan included-FREE-With Every Purchase LD
"T°U"5 Some ftems Limrted Quan(mes Most ftems Shipped Wthin 48 Hours Al Items Factory Fresh th Fult WanantyNo Extra Charge For Credit Cards Your Satisfaction Means Everything To Us (7moav¢ Delivered MThur 88
M-nr.‘u v'ee-a Prices—WD3 #1 K r Warvan Servicy BuyF on akeARsk/ Sr;.%as
sat 95 |Buy Fro e i{ : 4 T eed n Means J
RO DO A o W b A 4 : ’g 0“ e g & 5 ""* s P{“;’S A7 w. sedger hoad
Madison, W1 83713 Ao 800 #Warfanty Service, B z -VREE-W 1 Every urthase! te § rmted Uan'Ties Mo o Deg 48"Hours AT Items With Fu m (OD Madison, Wi 53713
1-608-271-6889 OR COD Warranty. No Extra Charge For Credit Cards Your Sat sfachr Means Everything To Us Compare Delivered Prces—wWDS #1. » Call Us For Any Ot Your Audio-Video-Car Stereo Needs # Why Take A Risk 1-608-271-6889
— . - SPEAKERIE— @ @@ ~ . __PORTADLL DI5SC 'LAYERS
O l s
EP)T/E 1000 *7Sea | WIRELESS ~ GUARANTEED | BOSE CALL! | e 109 ca. Z| TosHiBA $159 | sownv 179 | sowny CUARANTEED | SONY CFDA44 217
100 LOWEST PRICE | ROOMATES T/E 2801l XRP9 5 D-4 D-15 —
TOP RATED r - l T e SPECIAL
BOOKSHELF e or o
POWERED g U g% PURCHASE 9 @
| | Wireless remote, & Smaliest portable
sEt?r?:)d?oY::; n SPEAKER E Top-Rated L2 z programmabie Programmabie dscman with Portabie with disc player, cassette.
SPECIAL mcuAs: f00m in your house SYSTEM | Tower Speaker. o WAY BELOW COSTH optonal remate internal battery and 5-and EQ
= i
] | | | $ $ ] (1]
AUDIO SOURCE 551 119 | ATus AM300E  *199 | Teac vorox 439 | JVC Rxgso  Guaranteed (<) TosHIBA XRV22 129 | TEAC AD4 279 | sony copat 157 | teac posoo Sumtaneees
LOWEST PRICE |wmmm | ‘
‘e Q) == =il
fo — asls]
e o~ = . o B W=zl -
Doloy surround sound with butlt n Audio mixer with 9 turntable inputs | Too of the Iine cassette deck wath 19” Warrs/Ch. 7 band EQ, and MOL m Dual disc player ‘ at . Wieeless remote, RMS, AMS, ' 6 dsc s?xkev1wth program
AMP and variable (hgal Geldy plus 2 mics and 6 inputs Dciby 84+ dox, HX RO LCD remote m WAY BELOW (OST atofeverse & random programmng | repeat and shuffie phy memory and full remote
MISC. SPECIALS e = = CAR STEREO'S
SONY  GUARANTEED | GUARANTEED | jyC RX450 ~ GUARANTEED | X GUARANTEED || SHERWOOD CRD210 *159 | SHERWOOD CRD350 *182 | CLARION ~ GUARANTEED | ) ARION ~ GUARANTEED
. HE | SveBxsse LOWEST PRICE RIC
KV1380R  LOWESTPRICE | AV9Q657  LOWEST PRICE | 5 LOWEST PRICE ‘ n LOWEST PRICE o ; 8825RT 8401RT  LOWEST PRICE
- - -
Monitor | Monitor/ | = Z | i E:L#l [ F S et L . “ l .
Receiver | Receiver w 50 watt/ch. A/V receiver with remote, | 60 wattich AV receiver with remote, o Autoreverse with (D nows Dolby 8 Ovatal DIN with CD inputs, Doloy Removadle DIN chassis with 18 pre Dwaital auto reverse with 18 presets
Top of the Line 3 AV inputs | 7.6and EQ, 16 AM'16 FM presets. | 7-band EQ, 3 video inputs + C_and high power 8 + C, and high power I sets Dolby. autoreverse. & high power fader, and ciock
— = MISC. SPECIALS = = IISCSEECIALS-
r— ' ! ad ‘ :
TECHNICS sLap33 *189 | Gre 7305 67 |  TEAC  GUARANTEED | )y, GUARANTEED || GE RRCS00 %65 | BeL 100 439 | cLarion 8625 179 | FREEDOM 92
With Shure | Answering XZ000R  LOWESTPRICE | ygygop  LOWEST PRICE |y oo | R - DHONEFETN0, -
Eeppe— . " AMMA RADAR -«
vis b | Wsghing S ey = Moo @ | oeTecToRs ﬁ coaes I
| Duak tape, LED Reel to reel 4 >4 NEW < ; - , ; ; PHONE .
Quanz fock D.D | message counter with dbx & Top of the Combrnes 3 Cobra RD3110 19 l Drgital DIN witk 18 presets, line ou a ey
with @ motors. | ang full remore | and 6 heads ) ne walkalong x remotes INto one Bet 876 199 | clock ,‘m,b““ : 1000 FT range i[ M'Lom
—— = ' VIDEO RECORDERS ————————Wal——————— VIDEO RECORDER'S ——
| |
RCA VPT290 $919 | pANASONIC Pv4820 $299 | a-HEAD MTs HIFE 5399 | pANasONic GuaRanteep (Rl JVC HRD630 GUARANTEED | jy¢ Rs7000 GUARANTEED | yyc HRSB00Q GUARANTEED | sypeg vhs HIFt  *749
PV4860 LOWEST PRICE z LOWEST PRICE LOWEST PRICE LOWEST PRICE
=y = 2 o “mwp ! N
= — .
Remote programming. XPR 4 evertt / 1 ‘ 4Head with «arab'e slow Moty SPECIAL PURCHASE 4-Head MTS Hfi with 8/ month on Gﬂ Digital 4-head MTS Hrhv with Super VHS 4-head MTS Super VHS 4-head MTS Hifi with 4Heac, MTS on screen program,
year, 111 channets. 8/month, ana OTR [ LOADED WITH PERFORMANCE! screen program multi-screen HIFi — Performance! dqutal special effects and vaniable siow motior

Ve GUARANTEED RCA $1079
GRSSS LOWEST PRICE CPR300

SUPER 3 MOS X
VHS-C IMAGE

TOP RATED! AUTO FOCUS.

P;NASONIC CALL! | zeNTH  GUARANTEED
IT'S EASY TO SAVESS aiﬂskﬂ‘é!fﬁﬂ:,23’35.'"rii'n"c‘a‘fﬁ?'&siii"?s.

PV400 VM6300  LOWEST PRICE
# GUARANTEED LOWEST PRICE—Compared to any other factory BETURM FOLKCY: Leturm accepted winm 10 eyt ancl must e DRONeQ 7 for P00 surhoruaton

BRAND P
NEW High speed
Shutter
CCD with 6X u o0 el e pactns T mcrncnes o bl el

zoom and fiux 6X zoom authorized deaier delivered to your door with full warranty. R S HWCTUNg fre Shaieg + HEAOAng AOn refundetie




JAMES WILLIAMS: Magical Trio 1.
Kiyoshi Koyama and James Williams,
prods. Emarcy 832 859-1. o

DONALD BYRD: Harlem Blues.

Orrin Keepnews and Donald Byrd,

© prods. Landmark LLP 1516. @0
James Williams is a wonderfully articulate
pianist who has worked with Art Blakey
(as a Jazz Messenger on ten recordings),

_ Dizzy Gillespie, Jack Walrath. and Art

% Farmer. He also has led several of his own

:dales, and on his current album, he leads a

% trio that is newsworthy because of its

* drummer: Blakey, who previously had

o participated in only three trio recordings,

each with Thelonious Monk, the most re-

cent released 17 years ago. That alone says
something about the drummer’s feeling
for the keyboardist. Furthermore, Wil-
liams picked Ray Brown as the bassist for
this trio so that Brown and Blakey, both
Pittsburgh natives, would at last have a
chance to record together. The result,
Magical Trio 1, is a masterful project.

The album opens with "Hammerin',”
one of two Williams originals; playing un-
accompanied at the outset, the pianist
demonstrates his prowess and depth. Wil-
liams is simultaneously concerned with
tradition and with what he calls “moving
the music forward,™ and here he givesus a
taste of ragtime, gospel, and blues before

{ ‘\'

Williams (left) recruits

Art Blakey for the drummer’s
first trio recording in 17 years,
while Byrd (right) at long last makes
another acoustic album.

inviting Blakey and Brown to join him in
one of the best hard-bop swings you'll ever
want to hear. In fact, you've never heard
Blakey drive harder and Brown sound bet-
ter than they do on Magical Trio 1. *Love
Letters,” one of three standards included
here, ts an all-out performance that moves
from straight to bossa time. Thad Jones’s
“*Mean What You Say” sounds relaxed at
first, but before it’s over, Blakey's snare
and cymbal and Brown's walking bass
provide the perfect foil for Williams’s
fluid, innovative, high-powered piano.
And the trio composition *'J's Jam Song”
has Brown seducing, then haunting before

(Coniinued on page 77)
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AUDIO/VIDEO SPECIALTY SHOP

AUDIOPHILES/VIDEOPHILES! We have the widest selection
of audio/wdeo equipment available. Adcom, Infinity
Thorens, Dual, Jamo, DBX, Kyocera. Canton, Khpsch,
Luxman, Sony ES, Yamaha, NEC. Call for intormation
CONTINENTAL SOUND, 98-77 Queens Bivd., Rego Park,
NY 11374 (718) 459-7507. immediate delivery. MC/VISA/
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BUSINESS OPPORTUNITIES

INTERESTED PROFIT PRODUCING ADVERTISERS! Get
FREE INFORMATION on rates and how to create your own
classified ad, similar to those on these pages. TOLL FREE
1-800-222-6247, or 212-887-8458

BOOKS/PUBLICATIONS

HIGH FIDELITY—BACK ISSUES only $3.00 each (including
postage & handling). $24.00 for complete years (1981 to
1986 inclusive). Prepaid only. Back Issues Dept., 825
Seventh Avenue, 8th Floor New York, NY 10019

COMPACT DISCS

COMPACT DISC-at low warehouse prices.
Now in our fourth year. Over 6,000 titles
available. Free Catalog plus regular
updates and monthly specials starting at
$10.99. OZ Warehouse, 1575P Hwy. 29
Lawrenceville, Ga 30244,

low COMPACT DISC prices—LARGE inventory—mini-
Catalogs $1—DUWARS. PO BOX 6662-F, GREENVILLE,
SC. 29606

WE'VE SLIPPED OUR DISC PRICES TO FIT
your budget, prices start at $8.991 Write;
Laser Locker Box 8611 Somerville, N.J.
08876.

MAGNAVOX CD PLAYERS-TRADES WELCOMED. CDB650
$279.00, CDB480 $149.00. CDB471 $169.00, CDB472 w/
remote $209.00. CDB473 Deiluxe $259.00. Digital Sound
Distributors, (219) 626-2756

ELEGANT WOOD CABINETRY .. FREE BROCHURE!!!
Gift offer!! CWCO, P.O. Box 747-D3, Nutley, NY 07110

CLUBS/SINGLES

CLASSICAL MUSIC LOVERS' EXCHANGE. Nationwide Link
Between Unattached Music Lovers. CMLE, Box 31, Pelham,
NY 10803

HELP WANTED

EASY WORK! EXCELLENT PAY! ASSEMBLE PRODUCTS at
home Call for information 312-741-8400 Ext. A-503

NOW ORDER YOUR ADS JUST BY DIALING: 1-800-ABC MAGS (1-800-222-6247) (between 9 am-4 pm EST.

CABLETV
CABLE CONVERTERS & DESCRAMBLERS

e * Scionatc Atanec
+ Zonin « Many others

NEW

30 DAY TRIAL

NEW
CHANNEL LINK REMOTE EXTENDER
» Transmis UHF « Extends use of any

Vmou remote
w_amhmamm&mm"m
[ VIDEO HOPPER

Reg. 168
« Excellent stabilizer/enhancer
Now $89
VIDEO CASSETTE REWINDER
WITH TAPE CLEANER
Reguler 40 |

NOW
$39
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VHS or BETA

WIRELESS REMOTE SWITCHER

The V-430A Wirstess Remote - 8 ade-of-the- Reguier $140
3 nfrared remote Y
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One year warranty—mmediate deiivery—30-day trial 1

Toll Free 1-800-826-7623
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B & B Incorporated
10517 UPTON CIRCLE
BLOOMINGTON, MN 55431

ELECTRONICS
“STEREO WORLD"” IS YOUR DISCOUNT
mailorder source with super deals on
Audio/Video & Car Stereo. Lines like:
Magnavox, JVC, TEAC, AIWA, Technics,
Pioneer, Uniden, Zenith, Sennheiser,
Pinnacle, TDK, Maxell, Panasonic, Advent,
ADC. Car Stereo: Pyle, Clarion, Sherwood,
Philips, Blaupunkt, Denon, Sony, Pioneer,
Kenwood, Precision Power Amps, JVC,
Jensen, Panasonic & more! Call or write for
FREE catalog! Call for closeout specials!
FREE shipping each order! P.O. Box 709,

Edison, NJ 088 18. 201-494-0099, M-F till
6:00 pm., Wed. till 9:00 C.0.D. accepted.

EQUIPMENT FOR SALE

‘SPEAKERS: Buy DIRECT from overseas. VOLUME sales
to manufacturers, wholesalers & distributors. Any speaker
10 meel your needs. Please contact Karvell, Ltd. PO. Box
5-48, Kaohsiung, Taiwan, R.O.C 80212, FAX: 886-7-271
5320. TELE- 886-7-261-4972"

HIGH-END AND HARD-TO-FIND AUDIO COMPO-
nents. Low, low prices! AUDIO AMERICA (Virginia).
Call 1-703-745-2223.

DISCO LIGHTING, DJ SUPPLIES, EFFECTS AT wholesale
prices Send $1.00 tor catalog. P.O.B. 20395, Bowling
Green, KY 42101

CABLE TV

Converters / Descramblers
GUARANTEED LOWEST PRICES IN US.

Jerroid, Hamlin, Zenith—Many Others! Lowest Dealer
Prices! Orders shipped within 24 hours! Complete FREE
illustrated catalog, MasterCard-VISA-COD accepted

PACIFIC CABLE CO., INC. (800) 345-8927
7325Y; Reseda Bivd . #822 Reseda, CA 91335

ORDER: 1-800-622-HIF1 (4434), NAKAMICHI,
YAMAHA, KYOCERA, DENON, HARMAN
KARDON, JBL, NAD, CARVER, DBX,
MISSION, LUXMAN, KEF, ADCOM, ONKYO,
B&O. Manufacturers USA warranty, factory
fresh, 15%-35% off list. Tax free (except
Wash. Res.). Most equipment received
within 2-7 days. 7 day defective exchange.
VISA/MC, Discover, Diners, Amex, COD.
Warranty information, service or order,
please call: 1-206-747-9999, TASKAMICHI
AUDIO.

BANG & OLUFSEN FULL LINE, ADS, B&W
AND BOSE SPEAKERS AND OTHER
QUALITY PRODUCTS AT REASONABLE
PRICE, SOUNDCREST, INC., (201) 756-4858

FACTORY ORIGINAL DIAMOND NEEDLES
& PHONO CARTRIDGES. MOST POPULAR
LINES AT DISCOUNT PRICES. FOR FREE
CATALOG SEND SELF ADDRESSED
STAMPED ENVELOPE. LYLE CARTRIDGES,
DEPT. H BOX 158, VALLEY STREAM, NY
11582. CALL TOLL FREE (800) 221-0906,
N.Y. (516) 599-1112. VISA/MC.

WE SELL SECOND HAND HIGH QUALITY AUDIO-VIDEO
with money back guarantee! Send your name and address
for FREE monthly inventory Ross Stereo, 2423 Morena
Bivd., San Diego, CA 92110. (619) 275-3632

COPYGUARD CORRECTOR RESTORES RENTAL MOVIES
Connects between VCRs. Satisfaction Guaranteed. $59.95
plus $4 handling. 1-800-338-8751
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REMOVES VOCALS FROM RECORDS!

Now You can sing with the world's best bands!
The Thompson Vocal Eliminator can remove
most or virtually all of a lead vocal from a standard
stereo record and leave most of the background
untouched! Record with your voice or perform live
with the backgrounds. Used in Professional Perfor-
mance yet connects easily to a home component
stereo system. Not an equalizer! We can prove it
works over the phone. Write or call for a Free
Brochure and Demo Record.

LT Sound, Dept.HF-3, 7980 LT Parkway
Lithonia, GA 30058 (404)482-4724
24 HOUR PHONE DEMO LINE: (404)482-2485

DIRECT SIGHT AND SOUND, America's
best kept audio and video secret, continues
to please. . .. Five years and over 40,000
customers later, we still offer the best in
audio, video, and auto sound including
esoterics at incredible prices! We seli and
service only U.S. warranty merchandise!
Our staff is not only knowledgeable, but
helpful and courteous in choosing the right
component for you. Become one of the
ELITE! Call 404-436-5611. Direct Sight and
Sound, 3095 Bolling Way, Dept. H, Atlanta,
Ga. 30305. MC/VISA/AMEX. COD with
deposit.

CALL THE # 1 DEALER IN THE U.S.A.1!
REVOX, PS AUDIO, HAFLER,
COUNTERPOINT, JSE, B&K, FOSGATE,
TEAC, THORENS, VPI, DUAL, PROTON,
ONKYO, SAE, SONY, INFINITY, JBL,
KLIPSCH, DAHLQUIST, DCM, OHM
ACOUSTICS, HARMAN/KARDON, DBX
SOUNDFIELD, MAGNUMDYNA LAB,
MEITNER, JSE, MAGNAVOX, FOSTEX,
AUDIOPRO, CELESTION, RAUNA, BOSE,
NITTY GRITTY, AUDIOQUEST, STAX,
GRADO, TALISMAN, AKG, STRAIGHTWIRE,
MONSTER CABLE, NILES, PARSEC, AND
MORE! AUTOMOTIVE: SONY, PROTON,
HARMAN/KARDON, JBL, ZAPCO, UNGO
BOX, MORE! CD EXPERTS! FRIENDLY,
EXPERT CONSULTATION. FAST SHIPPING!
MC/VISA/AMEX. REFERENCE AUDIO
SYSTEMS: 18214 DALTON AVENUE, DEPT
H3, GARDENA, CA 90248. (213) 398-4205,
(213) 391-2679. HOURS: M-F. 9-6 PDT. SAT.
9-1. *"MEMBER—BETTER BUSINESS
BUREAU*

IF YOU HAVE EQUIPMENT TO SELL OR
BUY—PLACE A CLASSIFIED AD TODAY!!
CALL 1-800-222-6247.

CARVER, NAKAMICHI, BANG & OLUFSEN,
A.D.S., CROWN, REVOX, HAFLER, ADCOM,
MISSION, MERIDIAN, N.A.D., HARMAN/
KARDON, KYOCERA, YAMAHA, LUXMAN,
DENON, KLIPSCH, B & W, POLK, KEF,
D.C.M, E-V, J.B.L, INFINITY, D.B.X., AKG,
BEST PRICES PROFESSIONAL
CONSULTATION, AMERISOUND SALES,
INC. EAST: (904) 262-4000; WEST (818) 243-
1168.

EXPERIENCED FRIENDLY ADVICE!
THORENS, FRIED, SONY ES, CWD, PS,
MONSTER CABLE, GRADO, AUDIRE,
SPICA, MIRAGE, SUPERPHON,
STRAIGHTWIRE, QUAD, more. Immediate,
FREE shipping. READ BROTHERS STEREO,
593-C King Street, Charleston, South
Carolina 29403. (803) 723-7276.

Q Q *
g
The Sound Seller
For the Musical Difference
Authorized Dealer For:
Acoustat CWD
Audio Control dbx
Nitty Gritty Fried
M&K Harman Kardon
Oracle 3D
PROAC Onkyo
Proton Grado
STAX Audioquest
Thorens Celestion
Dahiquist DCM
Hafler Niles
Monster Cable Kinergetics
NAD Duntech
Belles Citation
1706 Main St.
Marinette, Wl 54143
(715) 735-9002
800-826-0520

FIND OUT WHY WE SELL MORE HIGH PERFORMANCE
speaker kits than anyone in the U.S. For free catalog call
1-800-346-9183 AUDIO CONCEPTS INC 901 South 4th St
La Crosse, Wi 54601

CAUTION, YAMAHA BUYERS! Some
dealers are offering Yamaha products for
sale that are not designed for use or sale in
the U.S.A. These units may not carry the UL
approval for safety nor are they designed
for usage on 110 volt U.S. current. YAMAHA
ELECTRONICS CORPORATION, USA
CANNOT BE HELD RESPONSIBLE FOR
THESE UNITS MEETING U.S.
PERFORMANCE SPECIFICATIONS NOR
ARE WE RESPONSIBLE FOR WARRANTY
SERVICING. For the name and location of
your nearest authorized Yamaha dealer
write, Yamaha Electronics Corporation,
USA, P.O. Box 6660, Buena Park, CA 90622.

UPGRADES FOR THORENS TURNTABLES-GRADO pick
ups Corktone Platter Mat, cables and other products For
intormation catalog $3 00 refundable CHADWICK
MODIFICATIONS, Dept HF, 1925 Massachusetts Ave
Boston, MA 02140. (617) 354-8933

ATTENTION DENON CUSTOMERS
Not everyone offering Denon product for sale 1s an
authorized Denon dealer This has great significance to you
as a potential Denon customer

Denon Amenica's warranty applies to the onginal purchase
only Denon products sold by non-authonzed dealers are
not covered under this or any other warranty
Additionally, some of this equipment may have been
designed for foreign markets and therefore will not meet
Denon America’s specifications
To find your nearest AUTHORIZED Denon Dealer call
1-201-575-7810 (9:00am - 5:00pm EST)

INVENTIONS

INVENTORS! AIM wants—Ildeas, INVENTIONS, NEW
products. improvements on existing products We present
wdeas to manufacturers Confidentiality Guaranteed. Call in
U S. & Canada Toll Free 1-800-225-5800 for information kit

WE BUY USED BRASS & WOODWINDS. Top $. Send INF
Rayburn Music, 263 Huntington, Boston, MA 02115 (617)
266-4727 Emiio or David

IS IT TRUE JEEPS FOR $44 THROUGH THE
GOVERNMENT? Catl for facts! 1-312-742-1142. Ext. 4671

SCHOOL & INSTRUCTION

BE A RECORDING ENGINEER! New classes quarterly
Institute of Audio/Video Enginering, 1831 Hyperion Ave
Hollywood, Ca 90027 213-666-2380 or outside Ca. 800-
551-8877 - approved by NATTS

STEREO EQUIPMENT

ACOUSTICAL MAGIC —Flexible Borosilicate Ceramic
Coating A space age product. Adapted to audo, especially
for speaker enciosures. Gone 1s the blurred, mutfled sound
of cone speakers Better “"out of the box sound’" than
matrix Easy to apply. Acoustical Magic Company, 1201
Jaynes Drive. Grants Pass, Oregon 97527 1-800-654-476 1
or 503-862-2696 THE CHOICE OF INSADIATLY
AUDIOPHILES EVERYWHERE!

SPEAKER STANDS INNOVATIVE DESIGN COMPLIMENT
all room decor Several styles & heights competitively
priced Wnite for brochure- Gonz Speaker Stands, 5510
Citronell Ave , Pico Rivera, Ca 90660

CUSTOM CROSSOVERS, Shawn K. McGovern, 959 24th
Ave NE. #3. Minneapolis, MN 554 18. (612) 788-6118

GOLDSTANDS FULLY ASSEMBLED
SPEAKERSTANDS. FREE CATALOG,
Custom Stands Available. Goldstands, 229
Nassau Rd, Huntington, N.Y. 11743. 516-
427-4813.

SPEAKER COMPONENTS

SAVE 40% ON HIGH-END HOME
SPEAKERS, subwoofers, amplifiers. FREE
CATALOG! RTRD-1, 3021 Sangamon Ave.,
Springfield, IL 62702. (217) 529-8793.

> > > >
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HIGH FIDELITY CLASSIFIED

AUDIO PRO POWERED SUBWOOFERS—
The most accurate Powered Subwoofer
available today. Call for the dealer nearest
you. Sonic Research, New Milford, Conn.
1-800-243-2673.

SONUS CARTRIDGE OWNERS! Looking for
a replacement stylus? Call 1-800-243-2673.
Also complete reconditioning of all Sonus
cartridges with a new 2 year warranty.

WANTED TO BUY

TOP DOLLAR PAID-LP’s, CASSETTES, &
CD'’s: Classical, Rock, Jazz, Etc. U.S.A.'s
LARGEST USED & COLLECTOR shop
needs quality collections. Princeton Record
Exchange, 20 Tulane St. Princeton, NJ
08542 (609) 921-0881.

MARANTZ, & MCINTOSH TUBE EQUIP, ARC, Levinson,

etc , early speakers by Jensen, Altec, JVL, E V., Tannoy
etc., Charlie Dripps (818) 444-7079

TAPES & RECORDS

1-800-245-6000

3.95 SHIPPING ANY SIZE ORDER, UPS

L Price of Sm Towl Oviite Wnchaling A8 Supuing &'
byl 412/263-0621

800 2456000

40 Tapes Howe U S Wenenase Purces et B4 Co

CHARGE
't " TAPE WORLD 220 SPRING ST BUTLER PA 10001
L+ KOWICA TRAD $YW8 & V08-C CALL

WELL ESTABLISHED RECORD LABEL SEEKING

new items |0 add 10 existing contemporary Amencan
classical repertore Attn A & R Director, PO. Box 71t
Bayonne, NJ 07002

SOUNDTRACKS, SHOW, NOSTALGIA & JAZZ—SEND
your want hst—A- t Record Finders, PO Box 75071-H, L.A
CAL 90075

CASSETTE CATALOG—ALL CATEGORIES OVER 7000
utles Cheapest prices anywhere Send $1 00 for postage
Music by Mail, PO Box 090066-Dept HF, Ft Hamilton
Station, Brooklyn, NY 11209-0002

PHENOMENAL'' MUSIC BUYERS
Wouldn't you love to get a free record, tape, blank video
cassette of your choice everyime you purchase your
favorite recording? You can'! Send for booklet of 20
coupons for only $9 95 + t 00 P & H now!! No expiration
date on coupons, no forced buying. SATISFACTION
GUARANTEED MCD INC , Dept HF, 1665 Dahill Rd
Brooklyn, NY 11223

WORLD'S LARGEST COMPUTERIZED CATALOGUE

of rare, out-of-print records 26,000 entnes Classical
Showbiz, Popular, Jazz, Comedy, Spoken $6 00 Domestic,
$8.00 International. Retundable, FAX. Roundsound West
PO Box 6129, Oceanside, CA 92056-0129

SHOW ALBUMS —Rare, out-of-print Ips 64-page hst$ 1 00
Broadway-Hollywood Recordings Georgetown, CT 06829

FROM EDISON TO ELVIS (AND BEYOND) LP's, 78's, 45's,

etc Visit or mail in wants The Olde Tyme Music Scene, 915
Main Street, Boonton, NJ 07005 201/335-5040—Tuesday
thru Sunday

RARE CLASSICAL AND JAZZ 250,000 LP's The Record
Collector, 1158 N Highland, Los Ange es, CA 90038. (213)
467-287%5

AMPEX OPEN REEL TAPE-USED ONCE;
1800’ or 2400’ (boxed)-12 Reels: $25.00.
Sample: $2.50. FOUR 3600 10 1/2” REELS
(boxed): $25.00. SAMPLE: $6.00. Also: New
MAXELL Reels/Cassettes. AUDIO TAPES,
Box 9584-T Alexandria, Va. 22304. (703)
370-5555. VISA/MC.

RECORD COLLECTORS SUPPLIES REPLACEMENT
jackets, inner sleeves, 78 rpm sieeves, opera boxes. CLD
supphes, etc Free brochure Cabco, Room 301-6, Box
8212, Columbus, Ohio 43201

FREE RECORD, CASSETTE AND COMPACT DISC
CATALOG Features a tremendous selection of
remaindered LP and cassette values in alt musical
categornies Compact disc, and LP new rel at
discount prices Many imports and smaller labels offered
Prompt delivery Rose Records, Dept H. 214 South
Wabash Avenue, Chicago, IL 60604

SEARCHING FOR QUT-OF -PRINTS? Try for Discontinued
Records, 444 South Victory, Burbank, California 91502
(213) 8494791

LIVE OPERA TAPES, CASSETTES Incredible selection
Free Catalogue, Live Opera, Box 3141 Steinway Staton,
LIC.NY 11103

OLDTIME RADIO PROGRAMS Classic broadcasts on
high quahty tapes Mystery' Adventure! Comedy' Music!
Free catalogue Carl Froelich, 2-H Hertage Farm, New
Freedom, Pennsylvamia 17349

FREE CD/RECORD OFFER! FREE
CATALOG! “World's Best” Brass!
Woodwinds! Orchestra! Crystal Records,
Sedro-Woolley, WA 98284.

SOUNDTRACKS, BROADWAY . TELEVISION, VOCALI
CABARET, JAZZ, BANDS LIST $1 50.C Doerr, 3973
Glenfehz, Los Angeles, Calif 90039

COLLECTORS" SOUNDT
speedy service List$1 00 (refundable) Jemm's PO Box
# 157, Glenview, IL 60025

TRACKS MINT TOP TITLES

SOUND OF NAKAMICHI REFERENCE CASSETTES
Individually duplicated in Real-Time on the finest TDK Metal
Tapes from the finest analog and digital maslers SOUND
OF NAKAMICHI REFERENCE CASSETTES, the only
challenge to the Compact Disc Labels represented
TELARC, A&M, DELOS, SHEFFELD LAB, GOOD VIBES. &
GRP All titles are availabie n Dolby B or Dolby C Fora
catalog or more information contact PACIFIC CASSETTE
LABORATORIES PO Box 6248-HF Torrance, CA 90504
{213) 618-9267 Dealer inquiries

velcome

IN PRINT & OUT OF PRINT RECORDS ALL CATEGORIES &
nostalgia video tapes Spectacular Catalog!! $2 00 USA
$4 00 Foreign Serendipity Records, 4775 Durham Road
Guiltord, CT 06437 USA

RARE/POPULAR RECORDS, TAPES, CD's INCREDIBLE
selection Discount Prices, Complete Catalog. - $1 00
Package Records, PO Box 411-B, Longbeach, NY 11561

PROTECT YOUR RECORD JACKETS
Zip Lock poly sleeves keeps out dust & moisture - 20¢ ea
+ other supplies Postage $3 00. House of Records, P.O
Box 323, Hillburn, NY 10931

VIDEO TRANS

OVERSEAS VIDEQTAPES CONVERTED AMERICAN
DIGITALLY, Viceversa Also duphication Multi-system
Videorecorders discounted. 1-800-626-8776, (718) 507-
5800 APPLE LABS

VISA, MASTERCARD,DISCOVER,
AMERICAN EXPRESS CARDS WELCOME

€ EXECUTIVE

070 & SUPPLY CORP.

120 W. 31 St. (bet.

6th & 7th Ave.)

N.Y., N.Y. 10001

CALL TOLL FREE 800-223-7323
IN N.Y. STATE CALL 212-947-5290

RECEIVERS
YAMAHA

RX-300 37 Watt PIC 228.90
RX-700 75 Watt PIC w/Remote 424.95
RX-900 85 Watt PIC w/Remote 574.90
RX-1100 125 Watt PIC w/Remote 749.90

HARMON KARDON
hk-7951 75 Watt 599.90
hk-495i 45 Watt 369.90
hk-3851 35 Watt 244.90

PIONEER NAKAMICHI

VSX-5000 . 405.00 SR-2A 385.00
VSX-4000 .. 32000 SR-3A 599.90

TAPE DECKS

NAKAMICHI
CR-1A 333.90 CR-2A 409.90
CR-5A 959.90 CR-7A 1399.90
YAMAHA HARMON KARDON

KXW-500 . 299.90  TD-201 CALL
K-540 362.90  TD-202 249.90
KXW-900 47500 TD-302 390.00
KXW.800 . . 475.00 TD-392 569.90

MARANTZ Portable TAPE DECKS

PMP-201 2-Speed/2-Head 207.90
PMP-221 3-Head, VU Meter 248.90
PMP-420 Bias Control Dolby 319.90
PMP-430 2-Speed/3-Head dBx 399.90

CD PLAYERS

DENON YAMAHA

0CD-15000 559.95 CD-510U 289.90

SEPARATES

YAMAHA AMPS.
AX-400U 55 Watt P/C 225.00
AX-700U 110 Watt Class A 378.95
AX-800U 170 Watt Class A 487.90
ADCOM
GFA-555 200 Watt Amp 612.90
GFA-545 100 Watt Amp 427.90
GFP-555 Pre-Amp. 424.90
GFT-555 Tuner 262.90
GTP-500 Pre-Amp./Tuner Combination. . . 495.00
P.S. AUDIO
P.S. 45 PreAMP 509.90
NAD

2200 100 Watt 489.00

HARMON KARDON
PM-645 100-Watt Amp CALL
PM-665 50-Watt Amp CALL

PORTABLE CD PLAYERS
AIWA DX-P1 Portable Disc Player CALL
SONY DT-10 AM/FM Disc Player 299.95
SONY D-15 Discman 269.90
SONY D-4 Discman 199.90
TOSHIBA XR-9437 Disc Player 239.90
PANASONIC SLNP-P10 Disc Player CALL
VIDEO SPECIALS

JVC HR-S8000U Super-VHS Digital HI-FI. .CALL
ZENITH VRD-700U Super-VHS HI-FI 799.90
RCA-840HF Super-VHS Hi-FI CALL
RCA-CPR-350 S-VHS Camcorder CALL
PANASONIC PV-4860 VHS HI-FIIMTS CALL
PV-S4864 S-VHS HIFUMTS w/Bar Code
Programming CALL
MAGNAVOX 9244 S-VHS Camcorder CALL

MAGNAVOX 9260 S-VHSc Camcorder

CALL

WRITE FOR

FREE

VIDEO CATALOG
INCLUDES
CAMERAS
DARKROOM
COMPUTERS
ELECTRONICS
& TELEPHONES

—

Licensed By Dept. of Consumer Affairs #800193

Shipping & Handiing Exira
Call For Exact Guote

Not For T

Errors




(Continued from page 73)
the piece becomes intoxicated with thun-
derous three-way improvisation.

Harlem Blues is a similarly important
record: This is trumpeter Donald Byrd’s
first acoustic album in who knows how
many years. No stranger himself to
Blakey, Brown, hard bop, and apparently
Williams (whose lovely **Alter Ego™ is
played here), Byrd enlists veteran bassist
Rufus Reid and a coterie of younger play-
ers: alto saxophonist Kenny Garrett
(now with Miles Davis), much-in-demand
drummer Marvin *'Smitty’" Smith, and
pianist Mulgrew Miller, who replaced
Williams in Blakey's band.

The leader wrote two of the six compo-
sitions here: “Fly, Little Byrd™ features a
fiery solo by Miller, fanned by the inter-
play between Byrd and Smith, and *‘Sir
Master Kool Guy” energetically pushes
the trumpeter, inciting him to flex his
muscles as Smith drives the point home.
Garrett sounds proficient on his *Voyage
a Deux,” where he shares lines with Byrd
(on flugelhorn), and he plays with the fer-
vor and skill of a Sonny Stitt on the title
track, W. C. Handy’s classic, here given a
slow, warm treatment. Perhaps the sur-
prise performance comes during a mod-
ernization of *Blue Monk"™: Miller and
Smith allow their immense talents to run
over and, with Byrd, re-create the feeling
the trumpeter once offered on his impec-
cable, luscious composition *Tanya,” now
a quarter-century old. Harlem Blues is a
joyous recording. Jon W. Poses

DUKE ELLINGTON:
Black, Brown, and Beige.

Ed Michel, prod. RCA/Bluebird 6641-
D 203).04). @03).
DUKE ELLINGTON (with Stewart/Bigard/
Hodges): The Great Ellington Units.

Orrin Keepnews, prod. RCA/Bluebird
® 6751-2.
The first of these Compact Discs, a sequel
to The Blanton- Webster Band, is a three-
CD collection of Duke Ellington's mid-
1940s Victor recordings that kicks off with
four excerpts from his hour-long concert
suite, “Black, Brown, and Beige,” record-
ed in 1944. The album carries the band
through 1946, when it left Victor for Musi-
craft. Ellington’s work from this period is
less well known and more uneven than the
legendary recordings offered on Blanton-
Webster, but the best of the 54 tracks on
Black, Brown, and Beige, such as “Sud-
denly It Jumped’ and *"Rockabye River,”
are as good as anything he ever did.

W S

The Great Ellington Units, a CD-only
release, brings together 22 cuts recorded in
1940 and 1941 by small groups drawn
from the Ellington band and led by cornet-
ist Rex Stewart, clarinetist Barney Bigard,
and alto saxophonist Johnny Hodges. The
Hodges tracks include such jazz classics as
**Passion Flower,” *“Squaty Roo,” and the
original combo version of “*Things Ain't
What They Used to Be.” Hodges's jump
choruses on “Squaty Roo,” with bassist
Jimmy Blanton and drummer Sonny
Greer in hot pursuit, are worth ten times
the price of admission all by themselves.

The 78-rpm originals summoned for
both of these collections have been repro-
cessed by Sonic Solutions, a San Francisco
company whose No Noise system is adver-
tised as being able to “remove virtually all
imperfections and aural distractions (sur-
face noise, pops and clicks, scratches,
rumble, etc.) commonly associated with
vintage material, without altering the
basic recorded sound.” [See this month’s
“Bits & Pieces™ for the technical details.]
The results, judging by the clean-sounding
transfers heard on both sets, are excep-
tionally satisfactory.

Angry owners of The Blanton-Webster
Band, by the way, should note that a new
CD version, painstakingly remastered by
Ed Michel and given the No Noise treat-
ment, is being slipped into record stores
without fanfare. The original CD set was
an unbelievable disaster, a mishmash of
bad sound, wrong takes, and a couple of
tracks (including, believe it or not, “Take
the ‘A’ Train"") from which the first couple
of seconds were chopped off. All of these
errors have now been corrected, making
Blanton-Webster an indispensable part of
any jazz collection. The newly remastered
CD has a gold sticker on the packaging.

FORMAT KEY

© LP/EP
(9 Cassette
D Compact Disc

D Videocassette
@ Videodisc

Large symbol at left margin indicates reviewed
format. Small symbols following catalog num-
ber of reviewed format indicate other avail-
able tormats (it any}). Catalog numbers of for-
mats other than the reviewed format are
printed only it their bosic numbers ditter sub-
stontiatly from that of the reviewed format.

*In Short Order’’: Note thot these mini-
reviews provide only the reviewed formot ond
its catalog number.

Arabic numerol in porentheses indicotes
number of items in multi-item set.

Bluebird deserves high honors for ad-
mitting that it goofed and bringing out a
redone Blanton- Webster. What'’s more,
this year’s coming Bluebird reissues are
definitely something to shout about. In ad-
dition to a set called Early Ellington, look
for Compact Discs devoted to Sidney
Bechet, Bix Beiderbecke, Earl Hines, and
Jelly Roll Morton, plus a complete set of
Artie Shaw’s Gramercy Five recordings
and individual discs devoted to the Metro-
nome and Esquire All-Star Bands. The
folks at Bluebird have earned a Nobel
Prize for jazz reissues. Why isn’t CBS do-
ing this good a job? Terry Teachout

FRANK MORGAN AND THE
McCOY TYNER TRIO: Major Changes.
Richard Bock, prod. Contemporary C
© 14039 @o
Since alto saxophonist Frank Morgan re-
turned to the scene in 1985, he has been
one of Contemporary Records’ most pro-
lific and consistent artists, averaging more
than an album per year in addition to a
plethora of guest shots. I've been as enthu-
siastic about his work as anyone: He pos-
sesses a true sense of urgency, having lost
so much time because of his much-publi-
cized, now finished incarceration. But we
may be approaching saturation point.
Like liner-note writer Francis Davis, |
have trouble thinking of **Theme from
Love Story™ as a plausible vehicle, no mat-
ter how great the performance. Pianist
McCoy Tyner's chordal embellishments
are sincere; so are Morgan's passages. But
the nearly 1 1-minute rendition, with an ar-
rangement reminiscent of Stan Getz, flirts
with redundancy. On the other hand,
*How Deep Is the Ocean,” after an inten-
tionally slow opening, swings hard for
most of its eight minutes. Similarly, “Emi-
ly” and “All the Things You Are” contain
oodles of subtlety along with scores of un-
common notes, raising the level of what
might be misperceived as cocktail music.
Indeed, Major Changes does have
many bright moments. As a group, Mor-
gan, Tyner, bassist Avery Sharpe, and
drummer Louis Hayes are formidable and
engaging. Ultimately, the backbone of this
record is Tyner’s three compositions.
*Changes,” the opener and tone-setter, is
a fresh-sounding, well-directed uptempo
piece sparked by Sharpe and Hayes.
“Search for Peace™ begins with strong per-
cussive playing from everyone, becoming
even more forceful as the track progresses;
this is patented, potent Tyner, with Hayes,
Sharpe, and Morgan up to the.task and

AUGUST 19 8 8 77



VAILABLE!
LOWEST PRICES A
70,000 ITEMS IN STOCK!

OVER
TMMEDIATE SHIPMENT!

VIOEO RECORDERS. . . TELEPHONES. ..
CAMCOROERS . . .COPIERS & FAX. ..
TELEVISION.. . . CELLULAR. . .AUDIO PROOUCTS. ..

RCA MAGNACK Quasar
uniden SHARP Canon
[ Emerson. JVC Panasonic
ITT Cobra: BELL Phones

GENERAL @ ELECTRIC SONY

Also Available. . .
MICROWAVES. . .RAOAR. ..CB.. . SCANNERS. ..

COMPUTERS. . .PRINTERS. . . SECURITY SYSTEMS
GUARANTEED LOWEST PRICES!
MONEY-BACK GUARANTEE!
MONTHLY **SPECIALS'" MAILERS!
ALL MERCHANDISE WARRANTED!

$10 MEMBERSHIP FEE—REFUNDABLE!
M-F 9AM-7PM SAT 9AM-3PM CODT

Home =
Buying Club, inc. =,

1-800-228-0997 "Jinen 312-459-5612

P.0. BOX 624 WHEELING. IL 60090

MAIL TO:

HIGH FIDELITY

SUBSCRIBER SERVICE

P.O. Box 10051 Des Moines, |1A 50340-0051
Change of Address: Please advise as early as

possible. Attach label with your old address and
write in new address below.

New Subscriber: Fill in your name and address
below. Use separate sheet for gift orders

PLACE LABEL HERE

Renewal: Attach label.

..... Oneyear $13.95........... Two years $26.00
(Foreign subscribers please add $7.00 per year
for postage)

NAME
STREET

CITY STATE ZIP

Please bilime....... .. Payment enclosed

For other subscription questions or problems,
please write a note and send entire form to the
above address, OR CALL TOLL-FREE:

1-(800) 666-3977

then some. Meanwhile, “Frank’s Back™
epitomizes the bluesy streak that runs
throughout the session. If there is a major
shortcoming to this record, it’s that the as-
sembled talent and maturity warrant more
ensemble work. Jon W. Poses

GRAHAM PARKER:
The Mona Lisa’s Sister.

Graham Parker and Brinsley Schwarz,
D prods. RCA 8316-2. o
*I don't mean to bother you/But I'm in
distress,” sings Graham Parker on his new
album’s closer, Sam Cooke’s **Cupid,”
and this ironic plea (he does mean to
bother you) could stand as a statement of
the disc’s Grand Theme. Musically, The
Mona Lisa’s Sister is Parker’s punchiest,
most pleasure-giving recording in almost a
decade; lyrically, it's among his bleakest.
This makes for a potent combination:

| Unlike some of his recent efforts, this one

has lean, acoustic-guitar-driven arrange-
ments and a well-tended beat that keeps
things moving, never allowing the pro-
ceedings to bog down into a sulk. Still, one
suspects it’s his pungent lyrics that will
continue to prevent Parker from breaking
through to the wider audience he so richly
deserves—something he addresses here,
though not for the first time, on *“*Suc-
cess,” bemoaning his fate over a gently
swaying rhythm.

There are moments of respite from this

danceable cynicism: the aforementioned

“Cupid,” the open-hearted love song " I'm
Just Your Man.” But stark as most of the
songs are, wallowing in gloom is hardly
the point. Parker states his intention—to
face down reality and transcend the mire
of “‘everyday evil”"—on the set’s opener,
“Don't Let It Break You Down.” Even his
direst visions, the hell-on-earth of »*OK
Hieronymus” and “Get Started. Start a
Fire,” are carried by a beat and a bass line
that defy depression. Parker’s spiky
worldview may not result in sustained
chart action, but his fans know something

| that other people don’t: The ugly truth is

rarely so enjoyable. Richard C. Walls
JONI MITCHELL:
Chalk Mark in a Rain Storm.
Joni Mitchell and Larry Klein, prods.
O Geffen GHS 24172. @1
JANE SIBERRY: The Walking.
Jane Siberry and John Switzer, prods.
Reprise 25678-1. =0
Chalk Mark in a Rain Storm is Joni

| Mitchell’s weakest record of the Eighties.

Although the emphasis on digital technol-
ogy is similar to the approach of the land-
mark Wild Things Run Fast and its follow-
up, Dog Eat Dog, the new release still falls
short. And though Chalk Mark in a Rain
Storm contains relevant themes—war,

competition/materialism, the plight of the
Indians—it lacks cohesion. Mostly, it
lacks memorable songs. There’s no bulle-
tin comparable to **Chinese Cafe,” no ob-
servation as touching as **Lucky Girl,” no
love song as exuberant as **‘Underneath the
Streetlight.”” Mitchell’s singing has little
spark when applied to such lackluster ma-
terial. Only on “*A Bird That Whistles,”
the closing arrangement of the traditional
song *“*Corrina, Corrina,” do her vocals be-
come delightfully jazzy; together with
Wayne Shorter's saxophone, they make
this track the album’s best offering.

Jane Siberry is attracting more and
more attention these days, but no one can
accuse her of going commercial: On Side 2
of her third LP, The Walking, she goes
further out than ever before. Like her ear-
lier albums, the new record is weird and
wonderful, filled with quirky melodies,
unusual time signatures, and lengthy nar-
ratives that bounce from main ideas into
subtexts. No doubt e.e. cummings would
approve of Siberry’s wordplay, but don’t
expect to understand it: Approach these
songs as you would an impressionistic
painting, and you’ll discover one of rock’s
most distinctive voices. Kate Walter

TIMBUK 3: Eden Alley.

Dennis Herring, prod. I.R.S. IRS

42124. @0
Although it lacks their debut’s element of
surprise, Timbuk 3's second album is just
as inventive. The ability of husband-and-
wife duo Pat and Barbara K. MacDonald
to mix deep folk (**hillbilly” wouldn’t be
too off the mark) and funky dance ele-
ments is still compelling, as are those
homely Americana harmonies rising over
the thump and bump of post-everything
beatbox rhythms.

Though the Tims continue to be criti-
cal observers, they're too rueful—too
experienced—1o be really nasty, drawing
their portraits more with an emphasis on
detail than judgment. And what sharp
licks they do get in are mitigated by their
deadpan delivery, making songs like
“Dance Fever” and **Welcome to the Hu-
man Race™ more cutting on the lyric sheet
than in performance. It's this essentially
sympathetic quality that gives the new al-
bum’s fragmented story line its charm:
Born in “Eden Alley” where “‘children
make love in the shadows/While the el-
ders pray for kingdom come,” put off reli-
gion by “Rev. Jack & His Roamin’ Cadil-
lac Church,” our hero settles, despite
wariness about **Too Much Sex, Not
Enough Affection,” for **A Sinful Life”
(“with you”): “*Let love be our religion/
Until this life is through/The next best
thing to heaven/Is a sinful life with you.”
It's a tale that can’t fail to warm the
cockles of any world-weary secular hu-
manist’s heart. Richard C. Walls
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MISSION OF BURMA: Mission of Burma.
O Rykodisc RCD 40072.

This now defunct Boston-based postpunk
quartet’s most lasting legacy may be that
they've broken the CD time barrier: Their
chronological compendium of 24 tracks
(culled from two singles, one EP, one stu-
dio LP, and one live LP, plus two previ-
ously unreleased cuts) clocks in at a record
80:05. That's a lot of time to spend with
the group’s single-minded fervor. Though
they were worthy explorers within their
narrow range—their songs are smart,
edgy complaints with tense, unshapely
melodies—after a while you wish they'd
extend their melodic reach and break out
of their petulant rut. In small doses,
though, it's bracing. Richard C. Wallis

BOZ SCAGGS: Other Roads.

& Columbia FCT 40463.

Boz Scaggs's first release in eight yearsis a
collection of ten steamy, sophisticated pop
songs with huge potential for airplay. The
album took 2Y; years to make, but most of
the rhythm arrangements were recorded

ADVER

A ND

JAZZ M I N |

live with a minimum of electronic drums,
so Other Roads doesn’t degenerate into an
overproduced soup. Rather, the sound is
vibrant and crisp, featuring funky guitar
chops, Dann Huff 's ferocious leads, and
an abundance of surprisingly tasteful pro-
grammed keyboards. Every song is collab-
orative or borrowed, and though some of
the lyrics are pretty thin, Scaggs’s smol-
dering voice delivers the ballads, rockers,
and jazz cuts superbly. Richard Price

BRUCE HORNSBY AND THE RANGE:
Scenes from the Southside.

@ RCA 6686-2.

Scenes from the Southside will sever what-
ever ties Bruce Hornsby and the Range
had to New Age. The wimpiest thing here
is Hornsby's version of his own *““Jacob's
Ladder”—covered with great success by
Huey Lewis—and though it doesn’t match
his mentor’s version, it's not wimpish at
all. Most of the new album’s nine songs
take the time to stretch out a bit and show-
case the band’s considerable chops. The
group’s first album pretty much hid musi-

REVIEWS

cianship; this one highlights it. Give
Scenes a 95: It's got a great beat, and you
can dance to it. Daniel J. Rosenbaum

DARYL HALL/JOHN OATES: Ooh Yeah!
© Arista AL 8539.

Daryl Hall and John Oates make viral
music: Ooh Yeah! attacks the brain and
breeds there, causing you to hum inces-
santly. The disease manifests itself in cere-
bral inflammation of two decades worth of
the r&b cliché that Hall and Oates use so
well. They multitrack all varieties of famil-
iar phrases into the same space, fusing a
System-atic synth line with Chic rhythms
and Billy Oceanic lead guitar in **Rock-
ability.” Strains of this stufT are likely to be
carried via radio for the rest of the year,
with the hooky ““Missed Opportunity,”
the quietly storming *‘Rocket to God,”
and the harmony-rife “Talking All Night”
bound to follow the current hit, “Every-
thing Your Heart Desires,” putting music
fans into the critical ward. If you contract
this recording, give in, because there's no
antibiotic. Hank Bordowitz
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Scmn Star video

The EDV-9500 is Sony’s first ED Beta offering in the U.S.

(Continued from page 14)
enables voice-overs to be made on the
AFM track at the touch of a button.

The PCM recording aspect could be all
but lost among the multitude of video at-
tractions, which include a five-speed shut-
ter (top speed: Y400 Second), interval (time-
lapse) recording, a built-in character
generator, an optional editing controller, a
time counter, and a minimum illumina-
tion rating of 4 lux.

On the big-tube front, Sony now has
two 32-inch TV monitor/receivers based
on the company’s XBR picture technol-
ogy. The KV-32SXR 10 ($2,700) features
MTS stereo tuning, S-Video inputs (for
ED Beta or S-VHS decks), and an optional
stand with a built-in “*superwoofer” to en-
hance bass reproduction. The set’s cabinet

| comes in a marble-black or simulated-

stone color. Sony Corp.. Sony Dr., Park
Ridge. N.J. 07656.

Stick Joy

Video games are normally not part of our
beat, but if you need a joystick for Nin-
tendo, Sega, Atari, or Commodore game
systems, check this out. Camerica Corpo-
ration has introduced the Freedom Stick
($70), the world’s first infrared (wireless)
joystick controller. The company says the
new stick has a range of 20 feet (no more
eyestrain) and works as much as 90 de-

| grees off-axis of its receiver. Switches for

one or two players and manual or auto-
matic firing are provided. Camerica Corp.,
230 Fifth Ave., Suite 1100, New York, N.Y.
10001.

A}:ousffmass Dﬁo

In June 1987 we reviewed the Bose AM-5
three-piece speaker system, which com-
bines a pair of tiny satellite speakers with a
single **Acoustimass” bass module that
can be placed nearly anywhere in a room

without significantly compromising the
stereo image. Now Bose offers the SE-5
($699), a similar three-piece system with
two satellite speakers designed to produce
a precise stereo soundstage over a wide
area of the listening room (Stereo Every-
where is the Bose designation). As with
the AM-5, the bass module can be hidden
from view.

The new 10.2 Series II floorstanding
loudspeaker ($1,299 per pair) also em-

Bose 10.2 Series 11 loudspeaker

ploys the Acoustimass bass principle, for
the first time in a pair of conventional en-
closures. It, too, is a Stereo Everywhere
model, with an 8-inch midrange driver
and two tweeters arrayed to deliver the ef-
fect. The 10.2s stand 40 inches tall, occupy
just one square foot of floor space each,
and are finished in a genuine wood veneer.
Bose Corp., The Mountain, Framingham,
Mass. 01701 O
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Give Up The Single Life.
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Pioneer’s Revolutionary 6-Disc CD Changers

Why spend the rest of your life with a single disc pro%;ram up to 80 sonfgs on any combination
CD player, when you can experience the joy of six? e © eight magazines for instant recall.
Introducing Pioneer’s newest 6-Disc CD > . With the PD-M70, you not only get

Changer, the PD-M70.With its unique program- Q . more ways to play, you get a better p ayer.
ming capabilities, you can hear all six discs : Due to Pioneer’s patented 3-beam Linear
straight through, play only your favorite songs } Servo System, digital filter, and anti-vibration

and skip the rest, or push “non-repeating , honeycomb chassis.
random play “and let it choose tracks and So give up the single life. And start living a
play them for you. And thanks to Pioneer’s better life, with any one of five 6-Disc CD Changers

lusive Magazine Program . from Pioneer. The leader in
g)éfegt;on Sys%em’,‘ you c%l;‘n now @ p I 0 N EER multi-play technology.
Not Evolutionary, Revolutionary.

©1987 Pioneer Electronics (USA) Inc., Long Beach, CA




Total Satistaction.
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The reason LUXMAN home audio components are
so popular is revealed in recent test reports:

“The D-117 (is) among the most enjoy-
able of compact disc players: logical, capable,
handsome, and sonically impressive.”

High Fidelity (April 1988)

““The R-115 (receiver) is one of
those too-rare products that looks
good, feels good, and sounds good.”

Stereo Review (February 1988)

With a worldwide reputation for sonic excellence, the new
LUXMAN home audio components add superb styling
and ease of operation to deliver. . .total satisfaction!

For your authorized dealer, call:

1-800-4 LUXMAN




