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An earful of n

Looking at them, youd
never suspect that graphite,
kapton, polypropylene and
neodymium are all that
musical.

But polypropylene, when
it’s injection-molded and rein-
forced with radially-aligned
graphite fibers in our IMG
woofer, becomes Stanley
Clarke’s battering ram bass.

Graphite, in the form
of thousands of tiny, hollow
spheres in our Polyspherite™
dome midrange, sounds
exactly like Kenny G5 alto
sax on fire.

And kapton, stretched
into a micro-thin diaphragm
and suspended between
powerful neodymium mag-
nets in our EMIT k tweeter,
is the steam rising from Jeff
Hamiltons cymbals.

All these disparate
materials, in the hands of our
speaker designers, are trans-
formed into the most positive
proof that the State of the
Art has taken a significant
step forward.

Introducing the new RS Series.

These six speakers
embody everything we know
about the physics of trans-
forming exotic plastics and
rare-earth metals into music.

Their drivers are unlike any
youve seen or heard before.
Drivers we had to invent
because there were none this
musically accurate before.

Their very cabinet
profiles are shaped by our
understanding of the behavior
of soundwaves.

And their grilles display
the mobius emblem that has
adorned the most critically

acclaimed speakers in the world.

For the audiophile in all of us.

Yet, for all its state-of-the-
art engineering, exotic, space-
age speaker materials, and
extreme sonic accuracy, the
RS Series wasnt created for
the money-is-no-object
audiophile.

Its price range of only
$85 to $530 per speaker puts
the RS Series well within the
reach of most people who,



ew technology.

frankly, don't even care about
our use of photo-etched
aluminum voice coils and
Monster Cable® internal
wiring, Because its only the
music that really matters.

For all these reasons—
musical, technical and eco-
nomic — we invite you to bring
a favorite record or CD to your
Infinity dealer and hear it as
you've never heard it. Through
the new Infinity RS speakers.

We promise you all the
passion and excitement you
can handle.

Which, since you're as
hooked on music as we are, is
exactly what you deserve.

L Infinity

We get you back to what it
all about. Music.

©1989, Infinity Systems, Inc., 9409 Owensmouth Avenue, Chatsworth, CA 91311, (818) 709-9400. M A Harman International Company.
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X OMC ALTOMATIC CHANGES

TIFEALISTIC.

T IREALISTICE
The CD Player for the Changing Times

America’s brggest name in eudic presents a
better way to enjoy the bast in sound—the Realis-
tic compact disc changer. You can cad up to six
discs in its magazine ana enjoy hou-s of superb

digital stereo. Or, program up to 32 se-
lections from tne discs tc play in ary
sequence. Either way, you can peuse,
replay, program and search, using the
wireless remote control.

The large LED display simplfies re-
mote operation. Manual and au:cméztic
search make it easy io find select ons.

This high-performance changer ras
a Tri-Spot laser pickup system for accu-
rate tracking. Two-times aversempling

provides super sound. And Radio Shack carries
extra magazines sa you can protect all of your CDs
and have them loaced and ready for play
Come in and try th2 Realistic CD-6000. It’s affor-
dably priced at only 358.95 and available today.

Exclusively at

Radio fhaek

The Technology Store™

A DIVISION O= TANDY CORPORAIION

Price apphes al partcipating Fadw Shack stores and Jealers,

FREE 184-Page Radio Shack Cata'og! Write Dept. 390, 300 One Tandy Center, Fort Worth, TX 76102
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Every now and then you've got
\X/I_ Y N to put some distance between you
N OU EED and the rest of the world. And
nothing helps you do that like your
T() Gl ‘: | IT Ol l I music and components from
Sherwood.
OF YO[JR SY W I\/‘ Sherwood audio components

combine the right balance of leg-
endary engineering with advanced
electronics for superior music
reproduction.

And if the Sherwood name isn't
enough of a guarantee, there’s our
CERTIFIED PERFORMANCE.
You'll see it right on the carton. Not
arecap of the specs, but the actual
measurements of the unit inside.

No one else takes that extra
step. So look for Sherwood compo-
nents and create a system that's
good for your system.

RV-1340R

Eaes @ Sherwood

— \ LIVE PERFORMANCE SOUND"

e — 13845 Artesia Blvd. Cerritos, CA 90701
TSl ©1988 Inkel Corporation
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When Less
Is More

Dy Michael Riggs

orsepower races are nothing new in audie. The number of drivers in the

loudspeaker, the number of watts in the amp, and, most recently, the

number of bits per sample or samples per second in the CD player are
often taken as indexes of quality: “'the bigger the better” usually. The logic be-
hind these competitions tends to be a little half-baked, but often there is some
reasonable premise from which it all springs.

Soon we will see how easy it is to put one of these races into reverse, when
the first 1-bit Compact Disc players hit the market. I just returned from a visit
to Philips headquarters in the Netherlands, where development of a line of sin-
gle-bit digital-to-analog converters (DACs) and support chips is virtually com-
plete. Based on what the company calls Bitstream technology, the new chips
represent a fundamental break from previous methods of D/A conversion and a
sharp about-face from the recent trend toward the use of 18- and 20-bit DACs
in an effort to obtain the best possible low-level linearity when playing the 16-
bit data encoded on CDs.

This is an interesting story from almost every angle, and one whose signifi-
cance extends far beyond Philips’s own players, since the company will be sell-
ing these new chips to other manufacturers (including some of the biggest in Ja-
pan), just as it now sells its 16-bit DACs to competitors. In one respect, the
story is almost sociological: the giant European manufacturer’s tendency to go
its own way. Its first players, sold here under the Magnavox label, used 14-bit
DACs with oversampling digital filters and noise shaping to achieve the 16-bit
performance obtained by other manufacturers through more conventional tech-
niques. The company’s current 16-bit converters are based on an unusual—per-
haps unique—design for which the engineers claim several benefits, including
superior linearity and stability of performance. And now comes Bitstream.

I won't dwell here on the technology behind Bitstream, as we will have a
good deal to say about it and similar technologies (such as Matsushita’s
MASH) in a future article. But the basic idea, as Philips puts it, is to make the
converter more digital. The reason it’s now so difficult to maintain very good
linearity, and thus low distortion, at low signal levels is that the conversion pro-
cess depends on almost impossibly accurate adjustment of circuit elements or
currents within the DACs. That problem goes away with a single-bit converter,
whose output can have only two states, as oppesed to the more than 65,000 re-
quired of a conventional multibit DAC of the type used in today’s CD players.

At this point, you're probably wondering how a device with only two output
states (+1 and — 1, in this case) can reconstruct an analog waveform of contin-
uously varying amplitude. The answer, for Bitstream, is 256-times oversam-
pling, sophisticated digital filtering, and something called pulse-density modula-
tion output. This is the heart of the matter technically, and the bit I will leave
for further explanation later. What's key, however, is that it should guarantee
near-perfect linearity over the entire dynamic range of which the Compact Disc
system is capable—from full amplitude to below the system’s noise floor.

At first, players using 1-bit DACs will fetch premium prices, but in time the
technique will filter down to very inexpensive models, for much the same reason
that you now find digital filters everywhere you turn: cost. Ultimately, a good
digital circuit tends to be cheaper than an equally good analog one. The only
significant advantage of the oversampling digital filters used in the vast majority
of today’s CD players is that they permit the use of much shallower, and thus
much simpler, analog output filters than are needed for straight 44.1-kHz con-
version. These are far easier and less expensive to make than a “brick wall’ 20-
kHz analog filter that doesn’t adversely affect response within the audio band.
Eventually, a similar situation probably will apply to 1-bit DACs: They will be
cheaper than equivalently linear 16- or 18-bit converters. 0O




ALOHA, AKAI
It was with great dismay and frustration
that I read your report **Au revoir, Akai"
[**Tape Tracks,” February 1989]. Akai
made some of the world's classiest-looking
cassette decks, especially during the early
*80s. But as to why they stopped selling in
the United States, the reason is very sim-
ple: The American market does not re-
ward innovation, high quality, and a bet-
ter deal. For example, let’s use the old
Beta-vs.-VHS debate. Beta was clearly
better (at least until the advent of Super
VHS), but it lost out to the superior mar-
keting of an inferior product. I always
said, *“You pay more for less with VHS.™
Akai conquered the most inconvenient
aspect of the VHS format with its Quick
Start VHS machines that loaded tape like
Beta decks. I was waiting for Akai to pro-
duce its first Quick Start S-VHS model,
but alas, that option seems lost for good.
Only Akai had the guts to admit to the ma-
jor flaw in VHS. But since the public at
large has never learned how convenient
the Beta tape-loading system is, how could
the American buyer—ordinarily an unin-

“They...PlayMusic
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formed or misinformed patsy for the quick
sell—ever discover the beauty of Akai's
innovation?
Yes, I was upset that Akai gave up the
U.S. market, but not surprised.
Chris Warner
Little Rock, Ark.

OXIDIZING DISCS (AGAIN)
I have just been hit with a disturbing ru-
mor. A friend was told by his chemistry in-
structor that Compact Discs being sold to-
day are not airtight in design and that the
inner platter and all information thereon
will oxidize into uselessness in about seven
1o eight years. Should I cry now over the
LPs I have sold and replaced with CDs, or
is this only irresponsible behavior on the
part of an academic nitwit?
D.RM.
no address given

A problem has been reported with some
CDs pressed by the British company Nim-
bus, caused by corrosive inks used on the la-
bels. These red und black inks are, 10 our
knowledge, not now being used by any CD

BT

manufaciurer. This appears to be an isolat-
ed instance, however. And the reflective lay-
er on a poorly sealed CD will oxidize, usu-
ally rather quickly. In general, however,
there does not uppear to be any reason to ex-
pect long-term deterioration of more than a
handful of discs that are not obviously de-
Sfective shortly after manufacture.—Ed.

DISAPPOINTED
1 was disappointed with my first subscrip-
tion issue of HIGH FIDELITY. The Septem-
ber 1988 cover prominently featured a
JVC HR-S8000U Super VHS Hi-Fi VCR.
However, the magazine contains no re-
view or even any comiment regarding that
product. Why would you display a new
product on your cover that is not even dis-
cussed in that issue of your magazine?
Morton Frisch
Sherman Oaks, Calif.

We regret your disappointment. Sometimes
a product may appear on the cover simply
because it illustrates a theme. In this partic-
ular case. however, we had planned a re-
view of the HR-S8000U that had 1o be post-

AndMake It Sound Like Music...

L) L) L) ”
Unobtrusively... At A Bargain Price” s
XX o Stereo Review, Sept. ‘88

Cambridge SoundWorks has created ey e/ e iy -/ . W= ="
Ensemble;" a speaker system that can provide LS i:g (U ? .| ‘g S e tjﬁ
the sound once reserved for the best speakers O &, Placemen formone P ) R |
under laboratory conditions. It virtually dis- - ., Prcmenfrast |/ bass e Ml oo ] bas i deutc
a;?ﬁéars in your room. And because we market ey i ‘ omiomrs. | | povcements
it directly, Ensemble costs hundreds less than it Y . Ll —

A
would in stores. vl oo = R VA V Ve /S
- You can put Ensemble’s low-frequency units exacely where they should go for superb bass. You can't do this with conventional
5 speakers because you have to be concermed about the upper frequencics coming from the same enclosures as the low ones.

Henyy Kloss, creator of the dominant speaker models
of the'50s (Acoustic Research), '60s (KLH), and 705
(Advent), brings you Ensemble, a g'brlgmwb' new kind of

Sspeaker system for the "90s, avai

only factory direct
from Cambridge SoundWorks.

The best sound comes in four
small packages.

Ensemble consists of four speaker units. Two
compact low-frequency speakers reproduce the
deep bass, while two small satellite units repro-
duce the rest of the music, making it possible
to reproduce just the right amount of energy in
each part of the musical range without tuming
your listening room into a stereo showroom.

Your listening room works with
Ensemble, not against it.

No matter how well a speaker performs, at

home the listening room takes over. If you put a

conventional speaker where the room can help

the low bass, it may hinder the upper ranges, or
Vice-versa.

Ensemble, on the other hand, takes advan-
tqge of your room’s acoustics. The ear can't tell
where bass comes from, which is why Ensemble's

What Henry Kloss tells his friends:

Every time | 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
Twould answer, “No, what you've already got s still
good enough”

But today, with the introduction of Ensemble, I tell
them, "Perhaps now is the time to give your old speakers
to the children””
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poned at the last minute because of tech-
nical difficulties in completing the report:
there was no time to change the cover. A re-
view of the VCR appeared in the December
1988 issue.—Ed.

A SIGHT TO BEHOLD
I read with interest J. I. Espinosa’s com-
ments regarding Compact Disc players
and the invisibility of their operation
[“Letters,” December 1988]. There is
some hope, however. Most, if not all,
Technics CD players have an illuminated
disc window. Though you can’t actually
see the laser, the spinning CD is quite a
sight—especially to my nineteen-month-
old son!

Jeff Jacobsen

Atlanta, Ga.

CD PINHOLES

In a recent issue of your magazine, men-
tion was made of some Compact Discs
having defective backing material. Many
of my CDs have been making impossible
blurred sounds. Holding them in front of a
strong light, I find that all the ones making

T T E

weird sounds have holes in the backing
material. In fact, all of my discs have a few
pinholes—even those that sound okay.
Am I doing something wrong? My CDs
enjoy minimal use and good care; my play-
erisan Emerson CD-150A.
A. P. Styskel
Murphys, Calif.

Virtually all CDs have ait least a few tiny
holes in their reflective layers. These nor-
mally are of no audible consequence, as the
errors they cause usually can be corrected
by the player. Big or extremely numerous
pinholes would be expected to produce not
“blurred” sounds but no sounds at all; they
will cause the player to mistrack. If you are
hearing problems with many of your discs
and you care for them as well as you say.
the cause probably is a design deficiency or
defect in your CD player.—Ed.

A MODEST PROPOSAL
Period instruments in the works of Haydn,
Mozart, and Beethoven sound great. The
strings have a wonderful bite and reso-
nance, the woodwinds are justly promi-

nent, the brass—especially in fanfare-like
tutti passages—are for the first time given
their just due, and the timpani sound like
true percussion instruments rather than
water mattresses.

What remains intolerable is the forte-
piano. Even the best exemplars I have en-
countered sound clunky at best, like bar-
room pianos. The solution to this problem
is to combine a modern piano—at least
one with the timbral properties of, say, one
of Glenn Gould's instruments—with a pe-
riod-instrument orchestra. This of course
is only a suggestion for performers; music
history teachers could keep their forte-
pianos for accurately reconstructing the
musical past.

So how about it, Hogwood, Gardiner,
Briiggen, and the rest? Which of you will
have the guts todo it first?

Jacob Opper
Gaithersburg, Md.

Questions of pitch aside (that is to say, drop-
ping the standard modern piano’s A from
440 1o around 415), problems of balance
and blend in concerted performance would

bass units can be tucked out of the way—on the
floor, atop bookshelves, or under furniture. The
satellites can be hung directly on the wall, or
placed on windowsills or shelves. No bulky
speakers dominate your living space, yet
Ensemble reproduces the deep bass that 7o
mini speakers can.

Not all the differences are as obvious

as our two subwoofers.
Unlike seemingly similar three-piece systems,
Ensemble uses premium quality components for

Unlike secrningly similar satellite systems
which use a single large subwoofer, Ensemble
uses two separate, compact bass units. They

JSit more gracefuliy into W% -
ronment, and help minimize the effects
of the listening room s standing waves.

\

Ensemble is a Trademark
of Cambridge SoundWorks, Inc.

maximum power handling, individual crossovers

that allow several wiring options and cabinets

ruggedly constructed for proper acoustical per-

formance. We even gold-plate all connectors to

rreven[ corrosion. An even bigger difference is
ow we sellit. .

Thousands agree: the best

showroom is your living room.

We make it possible to audition Ensemble the
right way—in your own home. In fact, Ensemble
is sold onfy by Cambridge SoundWorks directly
from the factory. Listen for hours without a sales-
man hovering nearby: If after 30 days vou're not
happy, retum Ensemble for a full refund.

At only $499—complete with all hardv are

and 100 of speaker cable—Ensemble is the
value on today’s speaker market.
Call 1-800-AKA-HIFT*
1-800-252-4434)

Our oll-free number will connect you to a
Cambridge SoundWorks audio expert. He or she
will answer all your questions, take your order and
aange surface shipment via UPS. Your Cambridge
SoundWorks audio expert will continue as your
personal contact with us. We think you'll like this
new way of doing business.

*In Canada, call 1-800-525-4434. Audio experts
are on duty Mon.-Fri., 9AM-10PM, Sat., Sun.,
9AM-6FM Eastern Time. Fax #: 617-332-9229.

Suite 123 Jun 154 California St., Newton. MA 02158

| [ Send more information and test reports.
Send Ensemble risk-free for 30 days, for $499*
0 Send an Ensemble Gift Cenificate for $499>
I'mpaying by O Check 0O MC (I Visa (J AmEx

Exp.

(6], Z—
Phone (Area Code) Number

FOR IMMEDIATE SERVICE: 1-800-AKA-HIFI.

We ship worldwide including APO and FPO.

Delivery time usually 2-7 days (in USA).

MA residents add 5% sales tax. *Plus freight ($7-$24). J

—.p

|

|
| |
| |
| S
| Address__  — |
| |
| |
| |
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make your solution unappealing to most of
the period-instrument conductors we know.
Fortepianos actually do sound “‘clunky,”
but the situation is not helped by their ten-
dency to go out of tune while they are being
played and, on recordings, by the appalling
number of instruments that are poorly
tuned to begin with. One hope, it appears
for the moment, is for builders 10 work
on improving the tone of their fortepianos

. which of course was the process that led
to the development of the modern concert
grand in the first place. The question is:
Where do you stop?—Ed.

NEW LAMPS FOR OLD

In reviewing Eduard van Beinum’s re-
cording of Handel's Water Music [*'The
CD Spread,’ January 1989], Robert E.
Benson reported that “although an error
in the CD booklet indicates that the Han-
del . .. is a mono recording, Philips ad-
vises that it is in fact stereo and will
be labeled correctly as such in future
pressings.”

This recording, however, was also is-
sued in mono, as LC 3551—which may ac-
count for the company’s error. It is one of
my most cherished recordings, and having
read the caveats in Mr. Benson's review,
I'll hang on to it and not replace it with the
stereo CD. The reviewers' comments are
of great value in cases like this, where
an unknowing collector could make an un-
equal exchange of the beloved old for the
quirky new.

Leonard Harrison
San Francisco, Calif.

MORE VINYL!
I am particularly interested in reviews of
popular, rock, and jazz records—that is,
LPs, not CDs. This category gets less and
less coverage in HIGH FIDELITY—to the
point where you are close to losing me as a
subscriber.
J. M. Cox
Stone Mountain, Ga.

The amount of space in the magazine de-
voted 10 the *‘Buckbeat” section has re-
mained essentially unchanged for a long
time. However, the proportion of recordings
reviewed in the CD formai has increased
steadily as that medium’s share of the mar-
ket has grown (Compact Discs now outsell
LPs). If you are interested primarily in the
content of a release, a reviewer’s comments
on the CD should be equally applicable to
the LP version, if one exists. Although there
often are differences in sound quality be-
tween the two versions, the basic character
of the sound usually is unaffected. In other
words, reviews of CDs should in most cases
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be useful 10 you even if you intend to buy
only LPs. Be forewarned, however, that the
LPis a dying medium. The day is coming
when you will find it very hard 10 locate all
the music you want on vinyl.—Ed.

SO MUCH FOR RICHARDSON AND EDDY

I was reading and thoroughly enjoying
your December 1988 issue until I reached
page 76, where I encountered Ken Rich-
ardson’s review of Jimmy Page’s Outrider.
I find Mr. Richardson’s approach unpro-
fessional and immature: He seems more
interested in putting down other groups—
such as Van Halen, Cinderella, and Poi-
son—than in reviewing Page’s album.

Although I am not a fan of those
groups, I am very upset by Mr. Richard-
son’s mockery of Eddie Van Halen, whose
solos he calls “"Speedy Van Name 'Em fin-
ger exercises.” I respect Mr. Van Halen
and can appreciate his incredible talent.
As two of the best five rock guitarists,
Page and Van Halen are both legendary
heroes. They are, however, very different
stylists.

If Mr. Richardson wishes to publish
his own personal opinions, then let him
buy his own magazine. Reviews such as
this are bad for business and can result in a
reduction in the number of subscriptions.

Jay Tabac
Montreal, Quebec
Canada

The pop half of the February 1989 “Med-
ley,”” Chuck Eddy's "It's Zouk to Me,”
has to be down there among the worst in
the magazine’s history. “Ugly American
guilt complex . .. cosmopolitan conde-
scension . . . pronounced lust ... pomp-
ous.” Indeed. Popular Music Editor Ken
Richardson’s own columns are usually
bad, which is probably why he often farms
out his portion of “Medley,” but Eddy’s
bozo journalism trying oh so hard to be
gonzo deserves special recognition. To be
fair, though, his album reviews in the same
issue are only slightly less terrible. This
guy actually likes Madonna and Poison.
Chuck, it’s better to remain silent and
be thought a fool than to speak up and
remove all doubt. To paraphrase, this
college-educated Midwestern white guy
also finds something missing.

Please ship editor Richardson and
reviewer Eddy off to Popular Mechanics,
where they can write about fanbelt squeal
and refrigerator hum.

Ed Hassler
Jamestown, N.D.

Chuck Eddy replies: North Dakota is a
Prairie state. The Midwest ends at Fargo.

Ken Richardson replies: It seems my cute
little phrase in the Jimmy Page review is a
bit too cute for its own good. When I wrote,
“If Page is an outrider . . . it’s because his
solos are deliberate and not Speedy Van
Name 'Em finger exercises,” I meant not to
slam Eddie Van Halen but to attack the le-
gion of post-Eddie guitarists who think a
solo is merely the time to see how fast they
canplay. Ilike Eddie alot, but I like him as
much for his slowburning breaks (“Jamie’s
Crying,” “I'll Wair,” “Why Can't This Be
Love”) us for his gymnastics. The problem
with so many meital guitarists these days is
that form has replaced content. According-
ly, my “Speedy Van Name "Em ™ phrase is
intended as a short way of saying, “Fill in
the blank with any Fust Buck Freddies you
care to mention.”

Meanwhile, in only three sentences do I
put down other groups (and in each case,
it’s to make a specific comparison). And
hey, I always thought a good place for per-
sonal opinions is a review—not to mention
our “Letters” depariment. Not to mention
my half of “Medley.” which, as I outlined
again in April, is often “farmed out’ to
readers, too, in an effort to help fans and
critics snuggle up together. Then again,
with two readers so eager 10 actually ship
me and Chuck off to another magazine,
maybe we should start our own fishwrap—
with Messrs. Tabac and Hassler as adver-
tising directors—and call it something like
Poison/Counterpoison.

BIRD SIGHTING IN SAUDI ARABIA
*Parker’s Brood,” Richard C. Walls’s
February 1989 survey of recent Charlie
Parker CDs, must have been appreciated
by all jazz fans and CD collectors. May I
add one more title? It’s Bird 47 (Vogue
600124, dist. by Rounder), and it includes
the following cuts: “"Lover Man,” **Dark
Shadows,”” ““Hot Blues,” “Cool Blues,"”
“Dewey Square,” “Superman,” *'Bird of
Paradise,” ‘‘Embraceable You,” *‘Bird
Feathers,” “"Klactoveesedstene,” **Scrap-
ple from the Apple,” “My OId Flame,”
“Qut of Nowhere,” “Don’t Blame Me,”
“Drifting on a Reed,” "*Quasimodo,”
“Charlie’s Wig,” “Bongo Beep,” **Cra-
zeology,” and "*How Deep Is the Ocean.”
I bought this CD in Jeddah, Saudi Ara-
bia, of all places. Actually, there are sever-
al CD shops there, with the largest carry-
ing a very good selection of jazz titles—
though they are quite expensive compared

with American CDs.

Clvde Allen
APO New York, N.Y.

All letiers should be addressed 10 The Editor, Hicn
FipeLiry, 825 Seventh Ave.. New York. N.Y. 10019.
Letters are subject 10 editing for brevity and clarity.
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The title on the album read "Can’t Buy a Thrill.” But the music inside proved just
the opposite

Steely Dan gave the world a thrill for the price of a record. And the guitar player
that gave Steely Dan its thrills through three gold albums was Jeff “Skunk” Baxter,
A musician’s musician, Skunk Baxter takes the guitar to its logical conclusion
And makes music to the Nth Degree

Like DIC///DAT. The definitive digital audio tape

The surface: Ultra-high density metal particles. The
dispersion: Ultra-uniform

The result: Unsurpassed digital signal receptivity And an "
astonishing range and clarity way beyond vinyl. Beyond CD -

Beyond any way you've ever heard — and recorded - music TAKING MUSIC TO THE Nth DEGREE
before

The sound of the future. Available now to uncompromising 2 University Plaza, Hackensack. N 0760

audiophiles and professionals l _800_ DAT_ 1 ! DIC © DIC DIGITAL SLPPLY ﬂll
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For most people, buying a CD player is a lot like taking a
short stroll along the Amazon. And forgetting your map.

Sooner or later, you're going to get lost.

That's because the “jungle of misinformation” about CD
players makes it difficult to know what's really important.
And what isn't.

Take a quick look at some of the claims—digital bit
structures (what are they, anyway?) ranging from 1 to 45.
Oversampling rates from 2x to (quick, who's got the
latest?) 16x. All this for the sake of a numbers race. And
not necessarily for the sake of the music.

Well, Onkyo offers you a real way through this under-
growth.

Of course, we have an impressive variety of both single-
and multiple-disc players. With extraordinary levels of
technology in even our most affordable models.

ally calibrate the critical
Digital-to-Analog Con-
verters in our DX-1700
and DX-2700 players to
fine-tune their linearity
and minimize distortions
peculiar to the digital
process.

Most of our models also o
benefit from Opto-Coup- PR
ling, an Onkyo-developed
technology that trans-
mits data optically rather
than through conven-
tional wiring for more
accurate CD sound.

But for Onkyo, outstanding products are just the begin-
ning. We'll make your journey through the CD jungle even
easier with two indispensable guides.

The first is an in-depth explanation of digital bit structures
and how they affect musical performance. The second is
a down-to-earth journey
through all the claims
you're likely to run into,
as well as the hard facts
you'll need to master the
CD jungle. And they're
available at your Onkyo
dealer now.

Onkyo. We'll give you more than just superb CD players.
We'll also give you the knowledge you need.
Because it is a jungle out there. And only the fittest survive.

ONKYO
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Turniable maker Dual expands into electronics, with 11 offerings in all.

Dual Identity

Already known for its turntables, West
Germany’s Dual has launched a line of 11
electronic components, including the PA-
5060 integrated amp ($399), the CT-5040
AM/FM tuner ($249), the CD-5070 Com-
pact Disc player ($450), and the CC-5850
cassette deck ($450). These three units are
also part of the company’s ““Audiophile
Concept” line. The European-designed
pieces are currently being distributed in
the United States by New York-based
Ortofon.

Dual’s PA-5060 is rated at 60 watts per
channel and has an instantaneous peak-
current capability that is said to excede 21
amperes. All that current is supplied by
way of a heavy-duty power transformer,
large storage capacitors, and double-par-
allel output stages. A switchable input lets
you use either a moving-coil or moving-
magnet phono cartridge. Other features
include connections for a tuner, CD play-
er, two video sources, and two tape decks;
bidirectional dubbing; a variable head-
phone output; bass and treble controls;
and a tone-defeat switch. The CT-5040 is
an AM/FM digital frequency-synthesis
tuner with 40 AM/FM presets. Stations
can be tuned by direct keypad entry of the
frequency or by automatic scan.

The 5070 CD player features a 16-bit
D/A converter and a two-times oversam-
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pling digital filter. Additionally, the unit
has 16-track random access and a 12-func-
tion remote that duplicates most of the
controls on the front panel. Dual’s 5850
cassette deck is a two-motor design with a
full-logic microprocessor-controlled
transport. Noise reduction includes both
Dolby B and C and HX Pro headroom ex-
tension as well. The front panel also has a
switchable multiplex filter, used when re-
cording FM broadcasts. Ortofon, 122 Du-
pont St., Plainview, N.Y. 11803.

In the Groove

Five new stereo phono cartridges com-
prise Signet’s Analog Master Series, all
of which feature the company’s proven
Twin-Flux design and special PCOCC
pure copper wire for the coils. The Twin-
Flux design uses two magnets instead of
the conventional single magnet; each of
the stereo channels has a dedicated mov-
ing magnet located at the ideal geometric
plane for optimal pickup of the corre-
sponding channel and minimum response
to the opposite channel. Signet claims this
approach enhances stereo separation and
imaging, decreases record wear, and im-
proves tracking as well as high-frequency
tracing.

Signet said its goal for the new line is to
offer cartridges that can resolve every bit
of music in a recording, whether that disc

was mastered with digital, direct-to-disc,
or conventional techniques. Every car-
tridge in the series is distinguished by dif-
ferent stylus and cantilever combinations,
at varying prices ($100 to $450) and per-
formance levels. The flagship AM-50
($450) features a nude, square-shank Mi-
croLine diamond stylus and a gold-plated
beryllium cantilever. Frequency response
is specified as S Hz to 37 kHz; tracking
force is 0.8 to 1.6 grams. Channel balance
1s said to be within 0.05 dB. Rated channel
separation at 1 kHz is 33 dB; at 10 kHz, 25
dB. Cartridge weight is 6 grams. It’s avail-
able in a standard '4-inch mounting. Sig-
net, 4701 Hudson Dr., Stow, Ohio 44224,

Safe Keeping

It’s been said that if somebody really
wants to steal something from your car,
that person will find a way to do it. With
that in mind, you might want to make it as
difficult as possible for potential thieves to
rip you off. One possibility is a steel safe
designed for storing valuables in your car.
The Car-Safe 5000, available in two sizes
(%139, $149), is made of 11-gauge, ;-inch
steel and has a removable lid and high-se-
curity Tubar lock. The company says this
lock resists picking, vice grips, torque, and
drive-through attempts—more than 2,500
pounds of prying force being needed to
open it by unauthorized means. The larger
5000 (12 inches wide by 12 long by 3,
high) can hold a typical transportable tele-
phone. Both the large and smaller version
(9%, by 11Y, by 2%) will hold a removable
stereo head unit as well as a micro radar
detector.

For medium security, the Car-Safe
2500 ($99) is constructed of 14-gauge, ;.-
inch steel and uses an Ace II Barrel lock
and two keys. To open it by unauthorized
means is said to require more than 1,500
pounds’ prying force. The 2500 is offered
in the smaller size only. All Car-Safe mod-
els come with steel mounting hardware
and a drawstring bag to make it easier to
remove valuables and protect them from
being scratched when being transferred.
Depending on your car, Car-Safe can be
installed in a number of locations, such as
underneath the front passenger seat or in
the trunk. Colorado Car-Safe Co., P.O.
Box 440591, Aurora, Colo. 80044.

Winging It

Usually the only thing “high’ about the fi-
delity on in-flight entertainment systems is
the altitude. But now, instead of using the
airline’s supplied headsets, you can carry



on Jetman ($35). Self-contained in a pock-
et-size flip-open case (1Y by 2%, by 3V,
inches), Jetman consists of earbud-style
mini stereo headphones with a patented
*“*Airdaptor” sound-processing module
that converts the “piped” sound to ampli-
fied electronic sound. You just plug Jet-
man into the airliner’s audio seat jack and
then plug the headphones into the Airdap-
tor. Power is supplied by two AAA batter-
ies and is automatically switched off
whenever the headset is disconnected for
storage. These headphones can also be
used with personal portable players.

The trick is that Jetman's Airdaptor
uses a pair of condenser microphones,
mounted in a specially designed seat con-
nector, along with acoustic *‘correction
baffles” to filter excess hiss and sibilance
from the sound source. The microphones
convert the piped sounds to stereo elec-
tronic signals, which are amplified by a
Class AB stereo amplifier. This output sig-
nal is then reconverted to sound by the
stereo headphones. Amplifier response is
said to be 30 Hz to 20 kHz. The amplifier
has protection against short circuits and
reverse polarity. Executive Travelware,
P.O. Box 59387, Chicago, Iil. 60659.

From Sharp Minds. ..

. come four new VCRs, including the
top-of-the-line VC-H857U ($700), with a
four-head Hi-Fi system, a built-in MTS
decoder for stereo broadcasts, a 62-func-
tion system remote control, and a VHS in-
dex search. Also provided are features
found on all of Sharp’s deluxe models, in-
cluding multifunction on-screen display
for easy programming, 169-channel PLL
quartz synthesized tuning for quick access
to stations, a one-year/eight-event pro-
grammable timer, a tamper-proof func-
tion that locks in programming, and
Sharp’s own Blue Screen Noise Elimina-
tion System. Other VCRs in the line,
which share some similarities, are the VC-
M705 ($600); the VC-A 607U ($580), with
HQ circuitry and a double-azimuth, four-
head system for noiseless special effects
such as still frame, frame advance, and
variable slow motion; and the VC-A207U
($480). Sharp, Sharp Plaza, Mahwah, N.J.
07430.

14,15,16...

NEC put a number of digital goodies into
its new CD-830 Compact Disc player
($999), including 16-times oversampling
and four digital-to-analog converters, two
for each channel. The company says the

16-times transversal filtering circuit
(TFC) and a digital servo tracking system
reduce unwanted noise and accurately re-
produce the nuances of digitally recorded
music, while the four converters eliminate
phase shift and reduce crosstalk between
channels. Digital output terminals can
handle either optical or coaxial cable.

N ¥ 5

NEC also claims the CD-830 has extreme-
ly low response ripple in its audio frequen-
cy response and sharp attenuation of
ultrasonic frequencies. Convenience fea-
tures include: a random-programmable
memory that handles up to 24 tracks; an
AB repeat function that lets you program

(Continued on page 88)

polvcarbon cones and huge magnets
drive 2ass response down 0 481z
Dome tweeters feature ferrofluid damp-
ing for smooth response ar.d wide
dispersion. High temperature voice coils
handlz enough power to fill any out-
docr area. And, the 12dB c-ossover
netvorks mean great clarity and
pove- handling. Models start from
$255/9air including mounting
brackets.

Call Parasound for the dealer near
you. and jazz up your
garden with alittle yuid
roc< " roll.

Rock
Gardening
Made Easy

Rock outside with Parasound All Weather Monitors. These extra-
ordinary 9" tall sound machines easily become year-round
residents of your garden. Powerful woofers with space-age

Parasound 950 Battery Streat San Francisca, CA 94111
In"CA 415'397-7100" Qutside CA 1-800-822-8802 FAX 415 397-0044
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Crosstalk

Talking Hi-Fi

I’ve been fascinated by the various talking car and home ap-
pliances that appeared several years ago. Are there any plans
io add voice control 1o audio equipment?

Charles Goldfarb
Tulsa, Okla.

More than ten years ago, Toshiba demonstrated a proto-
type audio system whose basic functions could be con-
trolled by voice commands. But although it made a big
splash in the audio press, it never appeared as a consumer
product. I'm not sure whether Toshiba's no-go decision
was based on technical problems, cost, projected lack of
consumer interest, or a combination of all of these factors.

In any case, today’s talking machines are more interest-
ed in telling you about themselves (*"My load is dry,” “A
door is open,” I need gas,” and so forth) than in listening
1o anything you have to say. Technically, it is far easier to
make machines talk than to make them listen—a charac-
teristic they share with my five-year-old son. And except
for those music listeners with severe physical handicaps, I
can see no advantage in voice control over a hand-held
wireless remote control.

Surveys I’ve seen suggest that your enthusiasm for
chatty machines is not shared by most others. The reasons
are not clear, but I think there is a clue in the remark made
by a frazzled young mother, who, when interviewed, said
something like, I have people, mostly kids, talking at me
all day. I don’t need anything else telling me what to do.™

Whizzers

I’'m curious about the speakers installed in the lower front-
door panels of my car. I removed the grille of one of the
speakers and found it to-have a single, gray, 6-inch cone with
a separate [-inch white cone cemented 10 its center. Does the
smaller cone serve as a tweeter?

Don Castle
Lancaster, Pa.

Sort of, but not really. What you've found is known as a
“whizzer,” and its purpose is to assist the high-frequency
radiation of your speakers. A whizzer is a small, light, and
stiff subsidiary cone with an unsupported outer edge ce-
mented to the center of the main cone. The point of attach-
ment is directly over the driver’s voice coil. The whizzer is
supposed to pick up the higher-frequency vibrations from
the voice coil and help send them out into the world as
sound.

If carefully designed, a whizzer can provide improved
high-frequency radiation from larger drivers. Obviously,
the manufacturing cost of adding a whizzer to a driver is
very low compared to the cost of a separate tweeter, with

Dy Larry Klein

:Answers to
Readers’ Questions

its crossover and mounting complications. On the other
hand, a separate or coaxially mounted tweeter is able to put
out significantly more high-frequency energy—which you
could probably use, considering the calf-high location of
your speakers.

Black Discs

1 know that with CDs the aluminum layer beneath the trans-
parent plastic makes them look silver, but I've never under-
stood why LPs are black. Can you enlighten me?

David Purrel
Chicago, 1ll.

About ten years ago, I also wondered why LPs were black,
and embarked on a massive research project: I phoned sev-
eral people engaged in record manufacturing. Contrary to
what I hypothesized at the time, I was told that the color-
ing agent used (carbon black) provides neither antistatic
properties nor lubrication. It is added to minimize the de-
structive effect on plastics of the ultraviolet component of
normal sunlight, and also to obscure the bubbles and other
subsurface pressing “defects” that might offend the eye,
even when not audible. I also learned that carbon black is
only one of several substances mixed in with the vinyl—
which, in its basic state, is transparent. A variety of other
proprietary substances are added to aid the pressing and
playing of the disc.

X-ray Problems

Despite the printed reassurances posied at the passenger/
baggage inspection areas of airports, I've always tried to
keep my films and tapes from being X-ray inspected. I re-
cently heard that color TV sets can also produce X-ray radi-
ation. How far away from my TV should I keep my audio
and video tapes in order to be safe.

Michael O’Shea
Burlington, V1.

As far as I can determine, X-rays themselves. at the levels
commonly found in baggage-inspection equipment, have
no effect on tapes or the signals recorded on them. It’s true
that the stray magnetic fields produced by X-ray equip-
ment and color TV sets might conceivably affect a record-
ed signal, but one expert has told me that the tapes would
have to be stored inside the operating equipment, in close
proximity to a transformer or TV deflection coil, before
any erasure is likely to occur. X-ray radiation from color
TV sets is limited by government regulations to levels that
are safe for humans—who are more sensitive to X-rays
than are magnetic tapes.

We regret that the volume aof mail is 100 great for us 10 answer all questions,



Tapelracks

Revisiting a
Rubber Ruler

editor relished a certain sensationalism in its head-

lines, I worked on a piece called something like
“The Amazing Rubber Ruler.”’ It was about the decibel
scale—which, being logarithmic, stretches as it goes. For
example, adding 3 dB to 10 watts gives you 20 watts;
adding 3 dB to 100 watts gives you 200.

The more we learn about human perception—and we
still have a great deal to learn—the more we find that it
follows geometric, rather than arithmetic, scales. That is,
if you add a certain amount to a stimulus and measure
the response, then add as much again, the second change
in response will be less pronounced than the first. But if
you multiply the stimulus by the same factor in each case,
the change in response will generally be comparable.

If you look at a chart of photographic films” ASA
“speed” (sensitivity) ratings, you'll see a progrzassion like
this: . . . 80, 100, 125, 160, 200, 250 . . . Look familiar? It
should; that’s also the progression of third-octave center
frequencies used in spectrum analyzers and graphic
equalizers. Since the ISO (International Standards Orga-
nization) has played a role in setting standards for both,
the similarity is not surprising, despite some minor dis-
crepancies here and there.

The underlying reason for the similarity between
scales, however, is that they follow the way our faculties
deal with the phenomena they sense: in this case, bright-
ness levels and frequency, respectively. In both cases, it is
important to know when one figure is half or twice an-
other—a difference of one *'stop” in photography and of
one octave in-music. The absolute number of photons or
cycles per second that must be added or subtracted to
change one F-stop or one octave will vary (drastically)
depending on what part of the brightness or frequency
scale we happen to be dealing with. Such flexible rulers
occur throughout the audio field.

Room with a VU. If you have a recorder old enough to
be fitted with true (mechanical) VU meters, you've surely
noticed how each dB occupies a significantly larger part
of the dial as you work upward. This is more than just a
clever way of helping you see fine distinctions where they
count most (at levels near tape overload). The conven-
ience is actually coincidental: Each added dB takes more
added current through the recording head and the meter
than did the last one and, therefore, greater added needle
deflection (which is linearly proportional to current).

So as you try to squeeze out a dB or two of extra level,
for best possible dynamic range, things tend to get worse
more rapidly than they might, were the dB scale not loga-
rithmic. What your ears tell you is *just one more dB™ is
so many extra milliamperes to the recording head.
Whether it or the tape is the limiting factor, overload ac-
cumulates ever more rapidly as each added dB takes
more record-current milliamps.

Y ears ago, when I was writing for a magazine whose

Dy Robert Long

When mechanical VU meters were the rule, experi-
enced recordists knew that you had to record peaks *‘into
the red”” in order to get good dynamic range. How far
into the red? Very few could answer that critical ques-
tion, which depended heavily on the meter calibration,
the tape in use, and the nature of the signal being record-
ed. Most decks had lots of headroom above the marked 0
VU, but until we started measuring it for our equipment
reports, home recordists could find out precisely how
much only through elaborate trial and error.

How Good Is Good? Our perceptions create another,
somewhat similarly flexible value scale when we have to
recommend equipment—audio or otherwise—to some-
body else. When someone says, ‘*You read HIGH FIDELI-
TY; what kind of tape deck should I buy?” your first
thought is (or should be): How critical is this joker likely
to be? Some people can’t tell whether the Dolby’s on or
off and will think you've lost your senses if you suggest
anything costing more than $200. Others won't get the
kind of performance they require unless both bias and re-
cording gain can be fine-tuned to the tape in use. And if
you can find that in a useful configuration costing less
than $500 today, please let me know.

And yet, in a culture geared to the quick info fix,
there are plenty of would-be audiophiles who demand, in
effect, that you give them a model number—or, often,
simply a brand name—without asking a lot of annoying,
albeit relevant, questions. I'm often tempted to pull a
brand name out of the past: Viking or Concertone or
Crown. Go try to find one of those brands at your neigh-
borhood discount store.

Dolby Double-Dealing? I'm therefore not without
sympathy for the positions involved when I come to con-
sider the real point of this column: Dolby Laboratories’
flexibility of standards.

Though Dolby designs are credited—quite correct
ly—with having made Philips's Compact Cassette the
high fidelity medium it is today, the company first came
to prominence as a purveyor of purely professional equip-
ment. A quarter-century ago, audiophiles were abuzz
with news of what we now call Dolby A noise reduction,
which was audibly preventing hiss in the LPs made from
tapes at Dolby-equipped studios. Then, long before con-
sumers in general ever heard the term, Dolby Surround
was in development in conjunction with movie studios
and their sound technicians.

In the midst of that latter thrust came Dolby FM: es-
sentially Dolby B, which by then was well established in
home tape decks, applied to broadcasting. Dolby Labora-
tories claimed that you didn’t need a Dolby decoder to
enjoy Dolby FM's noise reduction; for pre-Dolby tuners,
a change in the broadcast EQ would compensate for the
treble compression produced by Dolby encoding.

As an audiophile, I was outraged. It was like saying
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HUNGRY
METAL

TDK's new MA cassettes have a
voracious appetite for musical energy.
Thanks to the awesome magnetic proper-
ties of their ultra-tine, ultra-dense
Finavinx metal particles, they can con-
sume (and store) massive quantities of
the most powerful digital sources.

Considering the high frequency
MOL'S (Maximum Qutput Levels) inher-
ent in today’s digital music, a tape must have extremely high
coercivity and remanence to perfectly reproduce it. And MAS
ultra-refined Finavinx, which contains nearly twice the mag-
netizable ions of normal and high position tapes, provides
these two characteristics in a major way.

Compared to TDK’s previous MA, an exceptional tape in
its own right, new MA achieves a high frequency MOL (10 kHz)
of 0 dB— an improvement of + 3 dB! Combine this with an
exceptional low bias noise of -58.0 dB, and you get a high
frequency dynamic range improvement of 4.5 dB!

New MASs revolutionary particles also assure enduring
storage and stable performance, thanks to TDK's special
surface treatment. And to enhance these superb characteris-
tics, the anti-resonance SP-AR mechanism drastically
reduces modulation noise.

So, it's no wonder why audio perfectionists who
demand perfect reproduction select MA. It's even available in
110 minute lengths, which will accommodate two CDs. Due to
TDK's unique combination of smooth, durable base film and
special coating technology, long term reliability is finally
possible in this length.

Of course, new MA is also available in 46 and 90 minute
lengths. Now, exactly how hungry are you for metal?

STDK

SUPEA PRECISION ANTI RESONANCE
CASSETTE MECHANISM

IECIV/TYPEIV METAL POSITION

MA
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TAPE TRACKS

that you could simply turn down your tre-
ble control to play Dolby tapes on a non-
Dolby deck. Sure, it would sound okay if
there wasn’t much dynamic range in the
recorded signal, but on wide-ranging clas-
sics, any perceptive listener could hear
that something was amiss. How could
Dolby Laboratories refuse to license any
tape deck that didn’t provide a low-pass
filter—lest any residual FM-stereo pilot
tone somewhat upset Dolby tracking—
and still permit mistracking this gross in

| the broadcast medium itself?

The answer is, of course, that people
with $29.95 table radios don't have the
same sonic standards as those with stereo
systems costing $2,000 or more. Because
of FCC regulations, Dolby FM had to
achieve some sort of compatibility with
non-Dolby broadcasting; Dolby recording
had no such mandate. On the contrary,
Dolby B had to be defended from such
make-do practices it it was ever going to
succeed.

Then came Dolby C. The earliest im-
plementations used two coupled Dolby B
integrated circuits instead of the now stan-
dard but then unavailable dual-function
Dolby B/C chips. However, according to
Dolby Labs, chip tolerances acceptable for
Dolby B proved less so in Dolby C, and
different brands of Dolby B chips could
deviate in opposite directions from the ide-
al, further compromising compatibility.
Dolby refused to license a deck that could
not even decode its own tapes.

A model [ particularly admired in that
era was the Beocord 9000. For the (very
solvent) music lover who didn’t want to
deal with technology firsthand, it auto-
matically set bias, recording sensitivity,
and recording EQ. And it did so quickly,
repeatably, and well within the tolerances
that duffers are likely to achieve even with
elaborately instrumented hand-tweaking.
While I had it within my grasp for our
tests, [ used it—with dual-chip Dolby C—
every chance I got. Live concerts and live-
concert broadcasts (all irreplaceable, of
course) went into my collection via that
deck. But the tapes now are unplayable be-
cause my current deck (with combination
Dolby B/C chips) compromises the su-
perb liveness of sound that [ so cherished
by making it phasey and edgy.

Dolby Laboratories is convinced that
most of my problem is due to something
other than the chip set. To their credit,
they continue to investigate how tapes
made on the early, make-do Dolby C
decks fare when decoded by present mod-
els, and they say the degree of incompati-
bility they find is too trivial to account for
the effect I describe. Yet even that state-
ment again raises the question of the ne-
cessity and danger of elastic criteria.
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BitsGPieces

Two Dig
X Pies in the Sky

ital

hemispheres announced progress in optical data

storage technology that may eventually affect the
home audio and video consumer. Taiyo Yuden, a Japa-
nese electronic-parts manufacturer and maker of Triad
magnetic tape, revealed the development of an optical
disc recording system fully playback-compatible with ex-
isting Compact Disc players. And back home in Tennes-
see, none other than the Oak Ridge National Laboratory
(ORNL) has started looking for licensees for a potentially
revolutionary method of storing data. As ORNL’s letter
to potential licensees puts it, “*“Theoretically, one mole-
cule on [an] optical disc can be a potential storage point.”

Both of these technologies are, as yet, digital pies in
the sky. But Taiyo Yuden’s development, which was
demonstrated at a news conference in New York, is
somewhat closer to reaching your local stereo discounter.
Basically, the company has invented a chemical that,
when embedded in a Compact Disc and zapped with a la-
ser, will form the optical equivalent of a CD’s molded
pits. At the present state of development, the pits cannot
be erased, so the proposed disc system is a write-once/
read-many-times (WORM) proposition.

Where the Taiyo Yuden development is unique is in
the disc’s compatibility with standard CD players; other
WORM systems have sometimes required extensive mod-
ifications to a player’s readout optics and circuitry. Test
data presented by the company show that its system pro-
duces discs that are fully equivalent—or superior—to
standard, molded CDs in such crucial areas as error rate,
durability, and operating environment. At the demon-
stration, a disc recorded in Japan was played on a gar-
den-variety CD player, with excellent sonic results.

So the system works—as far as it goes. Taiyo Yuden is
not, however, a hardware manufacturer, and there has
been no announcement by any of the Japanese biggies of
any pending CD recorders using the Taiyo Yuden disc.
The system is still in limbo, like a new film without a
suitable camera. For the consumer, it may stay that way.
At the press conference, the company announced that
**due to the copyright issue,” its system “‘will be used
only in professional audio and computer industry appli-
cations.” As officials of the Recording Industry Associa-
tion of America (RIAA) looked on, one presumes ap-
provingly, a statement from the president of Taiyo Yuden
said: ‘‘We are only entering fields which are free from
copyright or in which copyright is strictly enforced.”

At around the same time, a far more awe-inspiring de-
velopment was announced by Oak Ridge. ORNL, al-
though related to the folks who do work on nuclear
weapons, is a research organization actually operated by
Martin Marietta Energy Systems, Inc., for the U.S. De-
partment of Energy. This connection helps explain the
new development, which is an outgrowth of research de-

E arlier this year, two organizations from opposite

Dy David Ranada

signed to detect minute traces of organic compounds (a
process that other organizations, such as the Environ-
mental Protection Agency, would be very interested in).

Even in late March, details on the ORNL discovery
were still very sketchy, pending the filing of a patent; but
it, too, seems to consist of a “‘writable” substrate. This
one, however, is thinner than Taiyo Yuden’s—only one
molecule thick. The licensing letter says that *a laser or
radiation beam is used to modify the molecular interac-
tions of the surface of a storage disc.” In a phone inter-
view, Guven Yalcintas, ORNL’s licensing director, said
that the laser system used is not very different from pres-
ent-day optical-disc technologies.

Yalcintas also mentioned a potential data-storage den-
sity of 10 gigabits per square centimeter (that works out
to 64,516,000,000,000 bits per square inch). My calcula-
tions show that with this data density, enough digital-
audio data—formatted and error-corrected as in the CD
system—could be crammed on a CD-size disc that would
play for 5% days. This magnitude of data density, if reli-
ably achievable, would revolutionize information-related
technologies. Along with ultralong-playing CDs or mi-
cro-miniature Wagner Ring cycles, it could, for example,
replace microfilm and microfiche and allow the storage
of high-definition television (HDTYV) signals in digital
form on a disc of convenient size.

Many in Washington, D.C., are running around like
so many headless chickens casting about for some answer
to the so-called erosion of America’s technology edge,
and they are, in the process, eating away at our chances
for the highest possible HDTYV picture quality. Mean-
while, down home in Oak Ridge, there may have arisen a
technology of pace-setting importance that has received
little attention. Congress should note that ORNL intends
to license only U.S. companies for further development of
the substrate and an appropriate disc/laser system. As
the licensing invitation puts it: *“In many industries feder-
ally developed science and technology may give U.S.
companies a competitive advantage which has been lack-
ing [in] the past. One such window of opportunity [note
the ‘nukespeak’ here] may exist in the optical data stor-
age industry.”

Molecular data storage has been tried before and has
proven to be a rather grand success. The system, invented
by Mother Nature Labs, goes by the trade name of DNA.
It is unfortunate, however, that the state-of-the-art in
DNA systems—man—has brought the planet to the
brink of ecological and technological catastrophe. The
irony of the ORNL invention lies in remembering what
else goes on at Oak Ridge. It’s not the accurate preserva-
tion of music that antidigital audiophiles should worry
about; they instead should fear those last few digital bits
that signal the failure of nuclear deterrence: the launch
codes that send the warheads on their terrible way.
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TheAutophile

A Ford/JBL
Even Better Idea

philes accept a prepackaged sound system. After all,

one of the reasons you read magazines such as HIGH
FIDELITY is to be educated enough to enjoy making your
own choices. But car audio is a whole other animal for
most home audio buffs, so sound systems from car manu-
facturers make more sense than, say, a rack system for
your living room. (I'm not putting down rack systems,
which have their place but usually don't appeal to audio-
philes for the above-mentioned reasons.)

These days, car manufacturers are putting a lot of ef-
fort into improving their audio offerings. It's getting to
the point where opting for a factory-installed system as
opposed to putting your own in latet has less to do with
quality than convenience. The Ford/JBL audio pairing I
tested in a 1989 Ford Thunderbird (also available in Mer-
cury Cougars) is a good example. It has most of the trim-
mings an audiophile would want in an upscale package: a
full-featured cassette/receiver, optional Compact Disc
player, power antenna, custom equalization, and bi-
amped power feeding a subwoofer and eight speakers.
And it sounds great.

Ford says that the heart of this system is its biampli-
fied speaker design: High and low frequencies each get
their own power amplification, which the company
claims yields greater volume and lower distortion levels.
The low frequencies use about 60 percent of the system’s
total power for good bass. Consequently, Ford uses a 7-
inch subwoofer that's housed in a ten-liter sealed enclo-
sure and is driven by a separate 85-watt monophonic
power amp.

Higher frequencies are handled by eight satellite
speakers, arranged in four 5%.-by-7'-inch two-way enclo-
sures, one in each door and one each in the rear quarter
panels. Ford says this placement provides the best imag-
ing. Each enclosure has a 4-inch-diameter midrange driv-
er and a l-inch tweeter. All of the midrange drivers and
tweeters get their power from a four-channel, 60-watt (4
by 15) amp, with four bands of custom parametric equal-
ization, voltage-limiting circuitry, and crossover net-
works. There are also two bands of EQ for the subwoofer.

Among the amplifier features are active filters for
noise reduction. For instance, the amplifier driving the
satellite speakers has active power-line filtering to reduce
alternator and ignition noise. The total acoustic output
level that can be obtained inside the vehicle is 105 dB
SPL (sound-pressure level).

The cassette/receiver features the usual compliment
of modern conveniences, including FM stereo, seek and
scan for both broadcast and cassette tape operation,
Dolby B and DNR (Dynamic Noise Reduction), five AM
and ten FM station presets, and a clock. Also included is
the ability to receive stereo AM broadcasts.

One feature I really liked was the volume control, a

I might be accused of sacrilege, suggesting that audio-

|By Beth C. Fishkind

small protrusion on the left-hand side of the head unit
with a scoop-type indentation in it. Pressing down low-
ered the volume; pressing up raised it. This was very easy
to control while driving. When I needed to lower the vol-
ume to talk to a passenger, for instance, I could keep
track of how many times I pressed the volume button
down and bring it back to that same volume level by
pressing the same number of times upward. Really quite
useful.

The optional CD player (reportedly made by Sony)
worked nicely, but its location in the lower central part of
the dash was awkward. It was a bit of a problem putting
discs in or getting them out. To really see what I was do-
ing required not only taking my eyes off the road but tilt-
ing my head down—a maneuver that can be a little risky
or a lot risky, but never a good risk. As far as specs go,
the CD player’s frequency response is noted as 5 Hz to 20
kHz, with harmonic distortion of less than 0.1 percent.
Dynamic range is said to be more than 85 dB, channel
separation more than 70 dB.

And while you might consider the Ford Thunderbird
and Mercury Cougar for the nice stereo option, the cars
themselves are worth investigating—at least in the case of
the Thunderbird. This car is beautifully engineered for
American driving. The automatic transmission spared
my left knee the grind of shifting gears in stop-and-go
traffic and freed up my right hand for playing with the
stereo. And there’s plenty of pickup on demand for bat-
tling Yellow Cabs for position and flying down parkways.
Plus, the antilock braking system is very effective (some
folks must have never learned how to merge, or else just
don’t care) and the power-adjusted seat was wonderful.
No trouble with back strain after hour-or-so jaunts into
New Jersey and Long Island.

You still might want to put together your own car
stereo system from scratch to suit your own needs: The
way we listen to and perceive music is a personal thing,
Nevertheless, you should be aware that the Ford/JBL
system is very worthy of your consideration. And there
are other advantages, too. Everything's in there when you
drive out of the showroom, with sound perfectly tailored
for your vehicle and all equipment seamlessly integrated
into the look. Plus, you don’t have to shell out any extra
for installation. And financially, if you need to, you can
include the cost of the stereo in the loan you take out to
buy the car.

The standard, base model Thunderbird will run you a
little over $15,000, as delivered. The more deluxe LX
model is about $17,300. There are various options that
can alter the total price of the Ford/JBL stereo package,
but for the whole kit and caboodle, expect to pay in the
neighborhood of $1,200 to $1,300. This breaks down into
$793 for the power amps, speakers, and cassette/receiver
and $491 for the optional CD player. 3
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Report preparation supervised by Michael Riggs,
David Ranada, Beth C. Fishkind, Robert Long, and
Edward J. Foster. Laboratory data (unless otherwise indicated)
is supplied by Diversified Science Laboratories.

&W’s Matrix Series, introduced
Bthree years ago, uses a proprieta-

ry “honeycomb™ construction to
achieve an exceptional degree of rigidity,
and therefore of acoustical inertness,
in loudspeaker enclosures. Actually,
*grid” might be a more precise term,
since the interlocking members of the
Matrix internal bracing produce square
cells, rather than the hexagons charac-
teristic of true honeycomb designs.
B&W calls Matrix “the first radical im-
provement in enclosure design in many
years.” With all due respect to the reser-
vations B&W’s competitors might have
about that statement, it /s radical, and its
thrust most emphatically is on the side of
the angels.

At least potentially. When 1 audi-
tioned the original Matrix 2 (for a test re-
port in November 1986—which explains
the now-familiar construction in more
detail), I was ... well, disappointed
B&W speakers have been so good, and 1
expected a distinctly audible improve-
ment due to the Matrix enclosure. What
I heard was a good speaker, but not a tru-
ly exceptional one in terms of coloration.
Well, B&W evidently agreed that im-
provements could be made, because they
have introduced the Series 2 line, up-
grading the original designs. And in this
incarnation, the Matrix 3 is an excep-
tional speaker, no doubt about it.

It is a floor-standing three-way (or,
depending on your point of view, two-
and-a-half-way) system with two 8-inch
polypropylene low-frequency drivers
and an aluminum/magnesium-alloy
dome tweeter—all mounted axially on
the front baffle of a tall, narrow, floor-
standing enclosure. B&W says—and, in
essence, Diversified Science Laborato-
ries’ near-field measurements confirm
that the tweeter crosses over to the upper
8-inch cone (for bass and midrange fre-
quencies) at about 3 kHz, while the low-
er (bass-only) cone kicks in below 400
Hz. At the lowest frequencies, the two
cones act in tandem, approximating the
behavior of a single, large diaphragm.

The baffle panel itself—that is, the
portion of the front panel covered by the
grille, made of stretch fabric over a light-
weight, removable plastic frame—is cov-
ered with a pattern of fine pyramids. Ac-
tually, this is a series of subpanels, one
for each driver. The tweeter panel is
made of polystyrene and helps to absorb
or transmit to the Matrix structure any

vibration from the tweeter subenclosure
which is mounted directly to the panel.
The woofer panels feel almost identical
to the touch but are made of metal, evi-
dently with the pyramid texture applied
over it, Again, the drivers are bolted di-

Rc'e%cs)’i'ts

B&W Matrix 3
Series 2
Lo_udspeaker

rectly to these panels, which are thus
charged with conveying the woofer-bas-
ket vibrations to the Matrix structure for
dissipation.

Below the pyramid paneling, the
front panel of our test sample is a
smooth, satin black. The sides, top, and
back of the enclosure are black-finish ash

.

Dimensions:

Price: er pair in

Wamanty: "Limited,” 5 years parts onl

Manutfacturer: B&W Loudspeakers, Lid.,

England

U.S. Distributor: B&W
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It must have been the richness and full clarity of the
laser/digital sound that caught your ear. Or how
faithfully full-frequency sound is reproduced.

That's what you probably noticed about our new in-
dash compact disc system withintegralreceiver. t'sone
more example of the wide range of systems we offer
to suit your taste in music. Which also includes the pre-
mium cassette/receiver with graphic equalizer. And
even a Digital Audio Tape
system for select GM cars.

Delco Electronics “designed-in” philosophy. Designing
sound systems to match specific car and truck interiors.
And that's just part of what we do at Delco
Electronics. From music systems and engine controls
to security systems and anti-lock brake controls.
We're working to help make the cars and trucks you
drive more secure, more enjoyable, more comfort-
able and dependable. Through electronics.
Delco Electronics.
We give you the best
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veneer (natural walnut and oak are avail-
able as well). Recessed into the back pan-
el are four gold-plated, color-coded
thumbscrew connectors that will accept
bared leads or banana plugs. They are
angled for visibility and easy cable inser-
tion, though this makes them protrude
slightly beyond the back surface of the
enclosure.

At first glance, the availability of two
pairs of connectors on each speaker sug-
gests biamplification, but here the pur-
pose is somewhat different. If you turn
the speaker upside down, you will find a
removable bottom panel with four brass
fittings recessed into it. The fittings are
for supplied prong feet, should you want
the speakers to grip your floor tenacious-
ly. Removing the bottom panel exposes
the crossover board. Jumpers on it con-
nect the two crossovers so that only one
of the back-panel terminal pairs need
be used.

You can remove the jumpers and run
two wire pairs from your amplifier to the
terminal panel. According to the man-
ual: ““Recent work .. . indicates that
there can be a small improvement in re-
production by connecting the two cross-
over network sections with separate
leads.” Though the manual does not
mention it, you can also use this option
for what B& W calls *‘passive biamping.”
That is, you can drive the two sets of in-
puts (for tweeter and midrange/bass)
with separate, preferably identical am-
plifiers, each carrying the full signal, and
use the built-in crossover. (True biamp-
ing requires an electronic crossover to
separate frequency bands before amplifi-
cation.) This is said to offer a subtle im-
provement even over the dual-feed hook-
up from a single amplifier.

For most of the listening tests, I ig-
nored these suggestions, as did DSL in
making the measurements, on the pre-
sumption that most users would opt for
the standard (one amplifier, one set of
cables) hookup. In any event, I couldn’t
detect a significant difference in my set-
up when trying out the dual-feed option.
If you buy the speakers, you might want
to experiment, however, to see whether
the special hookups make a difference in
your system and room. If you want to
use premium speaker cables (the manual
says, ‘. . . at the B& W Research Depart-
ment we have found linear or mono-
crystal to be eminently suitable’), dou-
ble wiring admittedly will add appre-
ciably to the cost.

Sensitivity is fairly high for a totally
sealed system—even one this large. The
impedance spec, ‘‘not less than 4.5
ohms,” is somewhat ambiguous. If B& W
means to imply that no matter how you

rate it overall, the figure will be 4.5 ohms
or higher, the lab tests concur. The mea-
sured averages are 12.8 ohms in the mu-
sic band and 9.8 ohms over the full audio
band, while the minimum above the bass
resonance (a common rating point) is 4.6
ohms. The curve does dip to 4.2 ohms at
20 Hz (and may drop still lower below
that frequency) and to 3.9 Hz near 12
kHz. The maximaare 21.9 ohmsnear 1.3
kHz and 14.6 ohms at bass resonance
around 55 Hz. Overall, the Matrix 3
should be a reasonably easy load for
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most amplifiers with typical signals.

Response is unusually flat and
smooth. With the speaker 3 inches in
front of the wall, DSL’s measured on-
axis response (shown in the graph) is
within +3',, —3 dB from the 50-Hz
band all the way to the band centered on
16 kHz and falls only a little lower in the
40-Hz and 20-kHz bands. The response
dip around 300 Hz that shows up in a
majority of our speaker-response mea-
surements—stemming principally from
partial cancellation due to a floor reflec-
tion—is less severe than often is the case,
perhaps because of the dual 8-inch-driv-
er arrangement. Also remarkable is the
evenness throughout the treble. The off-
axis response is very similar to the on-
axis results and shows no significant evi-
dence of beaming.

DSL also measured the speaker 32
inches out into the room. As you might
expect, the important difference is in the
bass, where the rolloff begins higher but
slopes downward more gradually with-
out the wall for reinforcement. Actually,
I preferred the speakers out in the room
for the listening tests. Without the early
reflections from the wall, stereo imaging
generally is at its best with any speaker,
and the Matrix 3's bass seemed more
than adequate and exceptionally clean in
this orientation.

Distortion figures are quite low. In
the least demanding test, at 85-dB SPL
(sound-pressure level), they average well
under 1 percent even when the deep bass
is included. And as drive level is in-
creased, the percentages rise less quickly
than in most models we test. Even at the

Sensitivity (at 1 meter; 2.8-volt pink noise)
911/2d8 SPL
Average Impedance (250 Hz to 6 kH2)
12.8 ohms
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maximum test level of 100-dB SPL, the
average remains near | percent, and the
figures stay remarkably low in the deep
bass.

No evidence of impending overload
could be perceived in the 300-Hz pulse
test, either. At the test amplifier’s maxi-
mum drive, calculated output was nearly
120-dB SPL, confirming B& W'’s conten-
tion that the Matrix 3 can be driven to
the high levels needed for use as a studio
monitor—a use for which its sonic prop-
erties make it eminently suited.

In the listening tests, I was very im-
pressed by the speaker’s handling of qui-
et detail, both alone and embedded with-
in complex orchestral textures. A harp
glissando here, a bassoon passage there,
acreaky chair somewhere else—all sorts
of minutiae that had been, at best, only
vaguely sensed with other speakers—
were clearly and delicately defined by
the Matrix 3. This is partly the result of
superlative stereo imaging. Repeatedly, |
had to remind myself that these sounds
were emanating from a pair of speak-
ers—not being generated spontaneously
in the air between and around them.

At B&W'’s insistence (and ignoring
what it might do to the carpet) | over-
came my skepticism and tried the sharp

prong feet that screw into the bottom
panel. To my surprise—because this
hasn’t been my experience in past such
experiments—the stereo really did seem
more vivid. It was not more sharply de-
fined, as B&W’s representative had
claimed it would be—there was little
room for improvement in that regard.
But the stereo “picture” did seem decid-
edly bigger and more imposing, moving
farther out beyond the speakers on more
recordings.

The trouble with a speaker this good
is that it sometimes tells you things about
your records you would rather not hear.
I had never before been aware, for ex-
ample, how unflattering to some of the
voices involved is the miking for the live
Prague recording of Rossini's I/ viaggio
a Reims (Deutsche Grammophon 415
498-2) or how much audience reaction
can be heard behind the music. Still, for
every such revelation there are other,
positive ones to rejoice in.

B&W has built its reputation on care-
ful craftsmanship in the development,
design, and construction of its loud-
speakers, and that has led to some superb
results. The Matrix 3 Series 2 is unequiv-
ocally a case in point. Audition it, by all
means. Robert Long

|

Precise Monitor 3
Loudspeaker

espite its model designation, the
DMonitor 3 is at the bottom of a

product line that, at its inception,
also included the Monitors 5, 7, 9, and
10—ranging up to $750 apiece. They are
designed by engineer Keith Johnson for
his relatively new company. Presumably
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we have more models to look forward to,
filling the empty number slots.

In basic description, the Monitor 3
isn’t much different from any number of
other compact speakers. A l-inch soft-
dome tweeter and a 6'-inch polymer-
laminated woofer are mounted axially
on the baffle and concealed behind a re-
movable stretch-fabric grille on a light
plastic frame. The enclosure, finished in
oak-grain vinyl, is rounded at the two
sides to minimize diffraction. On the

back panel are a vent for the ducted port
and a recessed pair of color-coded
spring-clip connections for the amplifier
connections.

However, these clips are subtly out of
the ordinary, since they will accept ex-
ceptionally heavy wire gauges and even
banana plugs. The bottom of the enclo-
sure is fitted with corklike pads that give
itan unusually sure “grip” on the surface
beneath. More important, [ presume, is
the design technique, which Precise calls
Differential Stress Mode Analysis. Ac-
cording to the company, DSMA permits
alteration of design parametersin a loud-
speaker—to fine-tune the result—while
complex musical waveforms are played
through it.

The rather discursive owner’s man-
ual suggests use of a stand between 35
and 40 inches high with the Monitor 3.
Diversified Science Laboratories used
one 38 inches high and, for the curves
shown here, placed it 6 inches from the
wall. The bass peak, near 80 Hz, is quite
pronounced, as is a dip associated with
floor reflection in the region around 300
Hz. Above this, there is a mild promi-
nence in the so-called “‘presence’ region
and then a gentle rolloff toward the ex-
treme treble. The total spread of the on-
axis curve over the working range of the




speaker (from 50 Hz up) is some +8,
—5Y%dB.

Moving the speaker 38 inches away
from the wall tamed the bass peak con-
siderably but introduced a sharp peak in
the 500-Hz band, for a similar overall
spread. In both cases, the off-axis plots
show less of a dip in the floor-reflection
range than do the related on-axis plots
and give very little evidence of beaming
at thetop end. DSL's near-field measure-
ments indicate that much of the energy
in the bass peak actually is coming from
the vent and reflecting off the wall; only
around 100 Hz does the direct woofer ra-
diation begin to dominate. The crossover
to the tweeter appears to be near 3 kHz.

The impedance curve is surprising-
ly complex for so outwardly simple a
speaker. The maximum, 28.4 ohms, is at
the lower of the two bass peaks that are
characteristic of vented systems. This
occurs at 23 Hz; the other bass peak, at
about 85 Hz, measures 23.6 ohms. Be-
tween them is a dip to 4.6 ohms, followed
by one to 4.5 ohms centered below 200
Hz. Then the curve rises to 12 ohms
above |1 kHz and ripples gradually
downward from there, finally reaching a
minimum of 4 ohms near 12.5 kHz. This
suggests a relatively complex crossover
and perhaps a somewhat more reactive
load than might be typical for such
a loudspeaker—but nothing untoward.
The impedance spec for the model is 6
ohms. If you parallel the Monitor 3s with
other speakers, perhaps this would be a
safer load to assume than the 8-plus
ohms of the measured average, just in
case the amplifier proves finicky.

Like most compact speakers, this one
is not at its best when pushed hard. To
keep the woofer from overloading on the
infrasonics in the test signal, DSL had to
measure frequency response at a lower
level than normal, and evidence of com-
pression began to show in the distortion
measurements for very high frequencies
(6.3 and 10 kHz) at 95-dB SPL (sound-
pressure level). At 100 dB, compression
at these frequencies became severe.

At 85-dB SPL, distortion measured
quite low—averaging around Y, per-
cent—through the midrange and treble,
but it ran considerably higher in the bass
below 200 Hz. This pattern was main-
tained, with only moderate increases
across the board, as level was increased.
At the full 100 dB, the average still was
not much above 1 percent for most of the
midrange/treble area, though it ran con-
siderably higher in the bass, of course.
For so small a speaker, this is acceptable
behavior.

Calculated output in the pulse test at
maximum amplifier drive was nearly

118-dB SPL, which is plenty loud. The
sensitivity is quite high for a small sys-
tem—thanks to the bass-reflex design—
and this helps boost output level in this
test.

Frankly, I was surprised by some of
these data when I saw them after giving
the Monitor 3 extended listening tests,
because it “listens’ better than it mea-
sures. The bass had seemed smoother

and truer with the stands out in the room
than with them against the wall, and
they were left accordingly for most of the
listening. In that position, there is a
pleasant immediacy, or forwardness, to
the sound that probably is attributable
to the moderate rise in the presence
range—a rise that shows up on all of the
lab's traces. And the distortion figures
explain why there is some loss of inner
detail on loud orchestral passages. But
the overall listening impression is of
greater smoothness and tonal balance
than I would have predicted from the
numbers alone. Stereo imaging is good,
though not exceptional—in part because

Reports

Dimensions: 8 by 154 inches (front), 10
inches deep plus clearance for grille and
back-panel vent

Price: $299 per pair

Warranty: "'Limited
labor

five years parts and

Manufacturer: Precise Acoustic
Laboratories, Suite B, 200 Williams Dr
Eamsey, N.J. 07446.
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Ohm CAM-16
Loudspeaker
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Dimensions: 9 by 15 inches (front, without
tweeter), 103 inches deep plus clearance for
grille.

Price: $300 per pair

Warranty: Limited,” five years parts, one
year labor

Manufacturer: Ohm Acoustics Corp., 241
Taaffe Place, Brooklyn, N.Y. 11205.
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the forwardness of the sound itself, while
exciting, doesn’t promote the long per-
spective or atmosphere that a recording
may otherwise invoke,

The Monitor 3 is, in fact, a very at-
tractive speaker, given its modest size
and price. It is less bothered by high

Ldrive levels than many of the minis we’ve

SEE |

tested and is considerably less “zingy" at
the top and boomy at the bottom than
once was the rule in small speakers try-
ing to sound *‘big.”” Which is to say that,
given the right placement (as always),
the Monitor 3 can supply good value in a
system that is careful to avoid extrava-
gance. Robert Long

-

he “CAM" rubric of the model
number specifies Ohm’s Coherent
Audio Monitor Series; the num-

ber itself represents the woofer enclosure
volume in liters. Three models were an-

nounced a year ago: the CAM-42, -32,
and -16. So the 16-liter (about Y;-cubic-
foot) model is the baby of the line. All
share an obvious common element: the
teardrop/egg shape of the plug-in, rotat-
able tweeter element.

The shape is important, because it is
designed to avoid any edges that could
cause diffraction and thus interfere with
| the direct sound from the %,-inch poly-

carbonate dome driver, which is ferro-
fluid-cooled. At the bottom of the mold-
ed tweeter enclosure is a gold-plated
phone plug that you insert directly into a
matching jack on the top surface of the
woofer enclosure. Calibrations around
this jack indicate, in degrees, how far to
either side of straight forward the tweet-
er is turned, as an aid in fine-tuning the
“‘sweet spot” or returning to a setting if
the tweeter has been accidentally rotated
out of alignment.

This design allows you to have the
woofers facing straight forward—the
easiest orientation to manage in many in-
stallations—while aiming the high treble
for best tonal balance and stereo imag-
ing. In the latter capability, the CAM-16
imitates a number of expensive high-tech
models that use extra tweeters, with or
without additional electronics, to broad-
en the listening area in which stereo im-
aging will hold up well. Furthermore,
according to Ohm, the arrangement al-
lows phase coherence between tweeter
and woofer, despite the adjustable tweet-
er orientation.

The avoidance of diffraction edges
continues in the black-finish oak-veneer
woofer enclosure. Except at the back, the
cabinet edges are all beveled, and there
is no frame structure in the protruding
grille, which is made of formed, perforat-
ed plastic with a thin fabric bonded to its
front surface. An edge flange running all
the way around the grille fits into a slot
in the cabinet, making the grille both se-
cure and removable.

Behind it is a 6';-inch long-throw
polypropylene-cone woofer and a ducted
port to extend the bass and increase sen-
sitivity compared to an otherwise simi-
lar sealed cabinet. Both elements are
mounted on the central axis of the baffle,
the driver above the port and thus closer
to the tweeter. Color-coded spring clips
for the amplifier leads are recessed into
the back panel. The manual (which is for
the entire CAM line), states that *‘ther-
mal overload devices” are built into the
speaker’s drivers to “‘absorb momentary
overloads.”

Diversified Science Laboratories
measured Ohm’s CAM-16 on a 24-inch
stand and 3 inches from the wall. In this




“BBE made my
audio system sound better

—Leonard Feather, Celebrated Jazz Critic
for -he L.A. Times, Washingtan Post News
Service and Author of many beoks including
“The Jazz Years— Earwitness to an Era”

than | ever dreamed possible!”

“Listening to music has been my
vocation and avocation for a lifetime.
I've spent countless hours sitting in
front of bandstands while some of the
world's greatest musicians mesmerized
me with their artistry.

“Listening to recorded music, of
course, falls short of the delights of
listening to a live performance. | was
therefore skeptical when told that BBE
could make a dramatic improvement to
virtually all audio systems and | had to
hear for myself

“| was amazed at how much bet-
ter the BBE 1002 made my music sys-
tem sound! There was a presence,

a being there sense of excitement. The
rich textures of the instrumental
sounds, the subtle nuances and details
in the music come through with clarity
and authenticity.

“BBE is clearly one of the most
important advances in the electronic
reproduction of music to come along in
my lifetime. Bravo, BBE! Encoret”

The Great Professional
Music Magazines Love BBE

“The difference in processed
audio and non-processed audio is like
the difference between high-fidelity
speakers with and without pillows
placed in front of them”

—Radio World

“There was no doubt the BBE
processor added more spatial quality,
more transients and more clean highs.
This is the first black box that actually
helped make my music sound the way
that | knew it should. The effect is
shattering!”  —Music Technology

BBE Really Fits In

Measuring 16)2" x 9" x 174 BBE
fits perfectly into your audio rack. Then
just plug it into your wall socket and
standard tape loop.

Full Money-Back Guarantee

If you're not completely satisfied
with the BBE 1002, retum it within 30
days. We'll refund your money. No
questions asked.

Full Warranty

All BBE products are backed by a
full year's warranty on all parts and
labor—and by our reputation for inno-
vation and leadership in the audio and
electronics industries.

Easy to Order

It's as easy as one, two, or three.

1. Call us. Toll free. 1-800-233-8346.
In Califomia, 1-800-558-3963.

2. Or, complete and send us the
coupon at right.

3. Or if you're in New York or New
Jersey, pick up your BBE 1002 in any
MACY's audio department.

|
|
|

DL

Sound Inc.

5500 Bolsa Ave., Suite 245, Huntington Beach, CA
92649, (714) 897-6766. (800) 233-8346. In California,
{800) 558-3963. In Canada, contact Daymen Audio, 3241
Kennedy Road, #22, Scarborough. Ontario M1V2J8 or
call 416) 298-3644. BBE is a trademark of BBE Sound, Inc

Send me _ ___ BBE 1002 unit(s) at $189 each.

{U.S. currency only. California residents add applicable tax
Price includes UPS ground shipping charges. For UPS over
night shipping, add %18 For UPS 2nd day shipping, add $8.50
Canadian residents: please write or call for additional
infarmation.)

Enclosed is a check for $ -
Or please charge to my

Q visa QO MasterCard
- American Express

Card #

Exp. Date

Signature

N:me {print]

Adcress
City. State/Zip

Area Code/Phone No. (To facilitate shipping}

5500 Bolsa Ave., Suite 245, Huntington Beach, CA
92649, (714) 897-6766. {800) 233-8346. In California,
(800) 558-3963 3
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position, the frequency response shown
in our graph exhibits somewhat more dip
in the region associated with floor-reflec-
tion interference (here centered on about
300 Hz) than often is the case. Addition-
al measurements, with the speaker 27
inches from the wall, show very little dip
in this region, however, though they do
show the characteristic bass rolloff that
starts at relatively high frequencies be-
cause of the lack of reinforcement afford-
ed by a nearby room boundary.
Ignoring the dip, on-axis response
(with the speaker 3 inches from the wall)
stays within + 3%, —%, dB from around
60 Hz to about 16 kHz. The most impor-
tant maxima within this range are one in
the midrange (centered on 800 Hz or so)
and a pronounced peak at 10 kHz, above
which the treble rolls off. Off-axis re-
sponse is basically quite similar, with
maybe a hint of beaming at the very top.
This is part of the design; the manual
states: “"Your Monitor will sound bright-
est with the ET's [egg tweeters] aimed at

Room Response Characteristics
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srstivly (af L meter: 28-voll pink n:;s:; SPL you and less so as they are turned away
Average Impedance (250 Hz to 6 kHz) frorp you.”" (The tweeter was pointing
8.9 ohms straight forward for DSL's tests.)

Ohm lists no crossover frequency in
the specs, but DSL’s near-field measure-
ments suggest 3 kHz as a likely frequen-
cy. Direct output from the woofer holds
up well to 100 Hz or so, below which the
vent increasingly takes over. The imped-
ance curve hits its maximum at bass res-
onance: 17 ohms at 80 Hz. Port reso-
nance is at 25 Hz. The lowest impedance
minimum measures 4.5 ohms at about
230 Hz. There is another minimum near
7 kHz, and the maximum between them
is centered near 2.5 kHz. Most of the
curve lies between 6 and 12 ohms. Ohm’s
8-ohm rating thus is reasonable, and is
confirmed by the lab's 8.9-ohm mea-
sured average.

The distortion measurements are not
particularly low, though for a speaker
this small they aren’t particularly high
either. At 85-dB SPL (sound-pressure
level), the figures average about | per-
cent across the band. At 95-dB SPL, the
lab found as much as 4 dB of compres-
sion at high frequencies and assumed

that the built-in protection was function-
ing to protect the tweeter. Thus, testing
was stopped at this level, with distortion
already averaging more than 4 percent
over the portion of the frequency band
that remained uncompressed.

Frequency response had to be mea-
sured at a somewhat lower level than is
the lab’s usual practice in order to keep
infrasonics in the test signal from over-
loading the woofer. This, together with
the results of the distortion test, suggests
a limited maximum drive level. Actual-
ly, however, Ohm suggests that the mod-
el is appropriate for amplifiers up to 85
watts (19.3 dBW), and the CAM-16 did
accept the full output of the test amp—a
peak value of 578 watts, or some 8.6 dB
higher—in the 300-Hz pulse test, pro-
ducing a calculated output in excess of
116-dB SPL without complaint.

Ohm suggests that the top of the
woofer cabinet be at approximately eye
level, which in my listening room result-
ed in placing the speakers a little higher
off the floor than the lab had done in
measuring them. As often is the case, I
found I preferred the sound with the
speakers away from the wall, despite the
bass reinforcement that a wall supplies.
Although not especially extended on the
lower end, the sound in the resulting po-
sition had a slight but noticeable richness
of tonal balance, without any annoying
boominess, that was quite appealing.

What problems showed up in the lis-
tening room centered on the opposite
end of the spectrum and appeared to re-
late to the response curve’s peak at 10
kHz. Certain musical passages suggested
aroughness or slight sizzle at the top end
that didn’t really match the rest of the
sound. When this quality appeared, it
also compromised the otherwise very
good stereo imaging by making some
notes or overtones appear to move out of
the stereo picture and into one or the
other of the speakers.

But, as intended, the tweeters’ rotat-
ability allows for considerable variation
in upper-treble response. Rotating them

REPORT POLICY

Equipment reports are based on laboratory mea-
surements and controlled listening tests. Unless
otherwise noted, test data are provided by Diversi-
fied Science Laboratones. The choice of equip-
ment to be tested rests with the editors of High Fi-
delity. Samples normally are supplied on loan from
the manufacturer. Manulacturers are not permitted
to read reports in advance of publication, and no
report or portion thereof may be reproduced for
any purpose or in any form without written permis-
sion of the publisher. All reports should be con-
strued as applying to the specific samples tested.
High Fidelity and Diversified Science Laboratories
assume no responsibility for product performance
or quality.
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ORCHESTRATE
EXCEPTIONAL
SAVINGY

SAVE UP TO 35%
WHEN YOU SUBSCRIBE TO
MUSICAL AMERICA/OPUS TODAY

Now you can stay in touch with the best, the brightest
and the most exciting news from the world of classical music,
concert and dance —with a money-saving subscription to

MUSICAL AMERICA/OPUS.

Each exciting new issue features over 50 new record reviews. ..
lists over 500 new CDs, LPs and cassette releases. . . delivers
illuminating conductor and artist profiles. .. live performance
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In short, MUSICAL AMERICA/OPUS is truly the definitive
guide to classical music, concert and dance. So why not
orchestrate exceptional subscription savings now by accepting
1 or 2 years worth of MUSICAL AMERICA/OPUS at savings
of up t0 35% Don't miss another exciting issue. Return
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Bose 401
Loudspeaker

DAVID A. WAGNER

Price: $599 per pair.

Warranty: "Limited,” five years parts and

labor.

Manufacturer: Bose Corp., The Mountain,

Framingham, Mass. 01701

inward (toward the opposite speaker) so
that the eggs’ axes crossed in front of the
listening position produced a much
smoother sound and solidified the image
so that small side-to-side head move-
ments did not change it and the over-
tones stayed put. Although the manual
doesn’t mention it, you can also experi-
ment with rotating the tweeters slightly
outward, so that some of the treble re-

flects off the side walls before reaching
your ears. On some material, this seemed

to increase the sense of spaciousness.
Basically, the CAM-16 is quite an at-
tractive speaker at a modest price. As a
realization of an intriguing design con-
cept, it’s even more attractive—particu-
larly since that concept makes so much
sense and especially because it works.
Robert Long

o other loudspeaker design prin-
ciple I can think of has been, at
once, as controversial and as

successful as that embodied in the Bose
Direct/Reflecting models. When the
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Dimensions: 11/ by 30 inches (front;
clearance for side grille), 114 inches deep.

Bose 901 appeared, so did the debate
over whether the spaciousness of its
sound added to or detracted from the re-
alism of the music it reproduced. A gen-
eration later, the 901 is still with us (albe-
it, after a number of redesigns to make

use of evolving technology), and so s the
debate. The longevity of both may, in it-
self, constitute some sort of record.

The basic premise of all Direct/Re-
flecting speakers (a proprietary designa-
tion) is that significant portions of the
sound should reach the listener by way
of at least one room-boundary reflection.
The 401’s implementation of the concept
is somewhat different from that of any of
its predecessors. In particular, it specifi-
cally addresses the idea of aiming the tre-
ble inward, somewhat in front of the lis-
tening area, so that as you move your
listening position in the direction of one
of the speakers, you tend to move into
the “*beam™ of the other, preserving ster-
eo imaging over a wider area.

To this end, the *“‘front” of the enclo-
sure actually is angled inward by 45 de-
grees. The floor plan of these minitowers
thus is basically an equilateral triangle
whose 90-degree apex is at the outside
back corner and whose acute angles (at
the outside front and inside back) have
been beveled off. Toward the top of both
the front/inside and the outside surface
are removable grilles made of stretch
fabric over lightweight frames.

Behind the front/inside grille are a 2-
inch cone tweeter, near the inner edge,
and a 6%:-inch cone woofer, both cen-
tered about 2 feet above the floor. At the
same height on the outside face is a sec-
ond 6'/;-inch woofer. On the back panel
1s a port that helps to extend the bass of
the system. Also on the back panel are
recessed color-coded clip input connec-
tors that accept even heavy leads or ba-
nana plugs.

The Bose literature—essentially con-
firmed by Diversified Science Laborato-
ries’ near-field testing—implies that
crossover is near 3 kHz and that the
woofers behave identically but for the di-
rection in which each propagates its out-
put. Bass rolloff of the direct sound from
the woofers begins below 100 Hz; output
from the vent reaches its maximum near
40 Hz.

Most of the musical fundamentals—
that is, the midrange and low treble—are
propagated in two directions: (1) for-
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ward and inward, along an axis that, ina
normal 401 setup, passes in front of the
listeners; and (2) to the side, where they
can be reflected by the room’s bound-
aries, particularly its side walls. The high
treble, consisting primarily of overtones,
comes from the single tweeter and is di-
rected only along the forward/inward
axis, whereas the deep bass (and, because
of the dual drivers, even the not-so-deep
bass) is essentially omnidirectional. Bose
calls this driver configuration a Stereo
Space Array. It is intended to combine
the spaciousness typical of Direct/Re-
flecting systems (via the outward-firing
drivers, in particular) with the broad,
stable stereo “'sweet spot” characteristic
of upper-range driver axes that intersect
in front of (rather than at) the listening
position.

For its measurements, DSL kept the
*‘on-axis’’ microphone directly out in
front of the speaker, as it always does.
This is not actually on the axis of any
of the drivers, however. Nor is the “off-
axis’” mike, which is offset by approxi-
mately 30 degrees from the on-axis mike
location, whereas the panel holding the
front/inside drivers is offset by 45 de-
grees. In terms of the tweeter response,
therefore, neither trace represents what
would normally be called on-axis behav-
ior, though the off-axis trace presumably
comes closer than the on-axis one.

The graph shows response with the
speakers 37 inches in front of the wall.
The *“‘on-axis” trace, in particular, is ex-
ceptionally flat except for a moderate
peak near 160 Hz and some evidence of
minor roughness in the high treble. Ig-
noring the peak, the trace falls within
about +2, — 3% dB from the 50-Hz band
to that centered on 16 kHz—despite the
microphone’s being considerably off-
axis of the tweeter. The “off-axis” trace
holds up even better (and is smoother) at
the top end, but the upper-bass peak is
broader.

Moving the speakers nearer the wall
(6 inches away, for the lab test) pushed
this peak down slightly in frequency but
also exaggerated it somewhat. In the lis-
tening room, too, the bass seemed in
somewhat better balance with the speak-
er farther from the wall, and this became
the standard position for both measure-
ment and listening. In any event, the 401
can't be placed literally against the
wall, because the vent needs room to
“breathe.” And space at the sides—at
least two feet, according to the owner’s
manual—is needed to delay the reflec-
tions from the side-firing drivers, in or-
der to create the spaciousness that is the
Direct/Reflecting hallmark.

Distortion at the lowest test sound-

pressure level (SPL) of 85 dB averaged
less than 1 percent, which is respectable
but not outstanding. Impressively, how-
ever, it did not rise significantly in the
deep bass, and the rise in distortion with
increasing drive level was quite mod-
erate. At the maximum level (100-dB
SPL), the figures still averaged in the
neighborhood of 2 percent, which isn’t at
all bad for a moderately priced, relative-
ly compact system.

Impedance is rated at 4 ohms. Al-
though the measured average comes in a
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bit higher, there are four points that
measure just under 4 ohms in our test
sample, suggesting that the lower rating
should be adhered to in calculating mul-
tiple-speaker hookups. The highest peak
is 14 ohms at woofer resonance, near 95
Hz. Except for a double-barreled trough
in the woofer range, it is a textbook im-
pedance curve for a vented system.

The sound of the 40ls is not a text-
book case, however. Like all Direct/Re-
flecting speakers, they suggest space in a
very specific and exciting way, and they
do so with a breadth and smoothness of
sound that belies their relative modesty
of size and price. Some roughness is au-
dible in the treble, and the midbass is not
exceptionally clean, but neither factor is
excessive for a speaker in this class, and
the sense of space and drama that the 401
supplies can easily offset these consider-
ations for many listeners. The Direct/
Reflecting approach has always exacted
a price in precision of localization, and
the 401 runs true to form, yielding a ster-
eo image that is a little more diffuse than
that which one might obtain from a more
conventional design. Conversely, speak-
ers that produce a more tightly focused
image may sound comparatively flat and
constricted.

For those who prefer the Direct/Re-
flecting sound but don’t want to spring
for the 901s, the 401s offer the best mod-
erate-price alternative I've heard. In
fact, dollar for dollar, I would call the
401s the better buy and possibly the best
value Bose has ever offered. Let’s hope
that they stay around as long as the 901s
have. Robert Long

Sensitivity (at 1 meter; 2.8-voit _p_ink no_ise)

| Average Impedance (250 Hz to 6 kHz)
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THEQUEST FOR SPEAKERS
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Figure 1. Even if identi-

cal speakers are used,
sound quality will change
as the speaker and listen-
er locations are altered.

common for music on nearly 40 different
CDs to be used in the evaluation of one
speaker. Try that in your neighborhood
we-won't-be-undersold store.

Many people think of the purchase of a
product as a medium for personal expres-
sion—an art form in itself—and are hesi-
tant about taking even expert advice. If
you're determined to jump in on your
own, a good tactic is to start out by audi-
tioning top-of-the-line or highly rated
models, even though you may not be able
to afford them, in order to learn what you
give up by spending less.

What homework do | have to do?
Deciding how much you can spend is one
part of speaker-shopping homework,
reading reviews and getting familiar with
good sound is another. But before you
walk into that showroom, there’s a little
more preparation you have to do in order
to make your task, and that of the salesper-
son, easier.

You have to have a good idea of where
you want the speakers to go: how much
room you have, whether there are book-
shelves of the requisite sturdiness at the
right height for bookshelf speakers,
whether there is space for a floor-standing

/

How do | learn what is good?

Many stereo novices couldn't tell a good speaker from a bad one.
Then again, neither can many experienced listeners—such as re-
cording studio engineers, who often make critical musical judg-
ments listening to the most dreadful monstrosities. Falling in
between these extremes are many stereo salespeople, whose opin-
ions can be formed as much by manufacturer kickbacks and other
perks as by true audio discernment. And salespeople are the dom-
inant (90-percent acccording to one designer I talked to) influ-
ence when it comes to the choice of a loudspeaker system. So how
does a beginner in audio get started on the right path?

Unfortunately, there are no shortcuts to audio enlightenment.
The only way to learn good sound is to listen, listen, and listen. To
live concerts of all kinds of music, to stereo systems costing far
more than you can afford, to friends’ systems, to the opinions of
experts. If you are in a hurry—and many buyers make speaker-
purchase decisions faster than prudence would dictate—there are
some substitutes for personal listening that can help you along.
For example, although this may seem a bit self-serving, you could
do much worse than to march into a store, point to a glowing
product review in an equipment magazine, and say, “Give me a
pair of those.” Equipment reviewers, for this magazine at least,
are extremely good and experienced listeners, who clearly state
their honest opinions on a product. Careful reading will reveal the
speakers we like best.

Magazine reviewers have an important advantage over most
shoppers in being able to hear a speaker for an extended period,
not the ten minutes or less usually accorded a shopper in a busy
showroom. The last speaker I reviewed, for example, was audi-
tioned over several days and was compared to other speakers of
known high quality. I could experiment with the speakers’ place-
ment in the room, with my listening position, and, most signifi-
cantly, with a great variety of music. In my tests, it’s not un-
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model, whether you’d tolerate a floor-
standing speaker 3 feet out from the walls,
whether there’s room on or in your walls
for wall-mounted models. You must be able to describe, should
you be asked, the size and shape of your intended listening room,
as well as its general acoustical properties—whether it is rever-
berant (“live’) or nonreverberant (**dead’”). You should be pre-
pared to describe any special requirements you have for the
speakers, such as appearance, size, weight, and finish. Finally,
you should also be ready to gracefully exit the store having decid-
ed not to buy anything quite yet. Don’t get pushed into a purchase
you may regret.

How do | make a fair comparison?

The difficulty in making a listening comparison between speakers
in a showroom lies not with the facilities on hand. After all, even
the lowliest of discounters usually has some provision for rapid
switching between two pairs of speakers. It's complete fairness
that is rarely achieved. Many seemingly irrelevant factors can in-
fluence the sound of a speaker enough to sway a buying decision.
Here are a few of the major ones:

The Speaker Locations. Fig. | shows three possible positions
for speakers in a showroom. Even if identical speakers were used,
they would sound difTerent at the very least because of their loca-
tion relative to the walls, floor, and ceiling. The closer any speak-
er gets to one of these ‘‘room boundaries,” the louder the bass.
And the more boundaries it approaches, the bigger the bass boost.
This can be taken advantage of by the manufacturer, who may
require a specific placement of a speaker for best results. Room
reflections can also alter the stereo effect. Moral: Compare speak-
ers only when they are placed in their recommended locations.
Beware of comparisons between widely separated pairs, especial-
ly if either is placed somewhere other than where the manufactur-
er recommends.

The Listening Location. The room-boundary effects that were
mentioned above also apply to the listener. You'll get more bass if



your head is close to a wall, and a great deal more bass if it is ina
corner near the floor (this is usually uncomfortable, however).
Moral: Either mentally compensate for the differences between
theshowroom situation and your listening room, or try to maneu-
ver the speakers and listening position in the showroom to mimic
your home layout. If the speakers are placed as at home, place
yourself that way: Sit down while auditioning (unless, of course,
all the speakers you are comparing sit on an elevated shelf, as is
often the case with bookshelf models in stores).

Speaker Orientation. Speakers can sound different according

to whether they are placed horizontally or vertically, and some
manufacturers design their products for a specific orientation. In
particular, the stereo effect can become unstable with slight side-
to-side head movements if the drivers are not in a vertical line.
Moral: Make sure the speakers auditioned are oriented accord-
ing to the manufacturer’s recommendations. Beware of sideways
logos.

Speaker Angle. Becauseof the shape of the outer ear, the sound
vou hear from a speaker changes depending on the angle it is from
straight ahead. This can be heard if you stare straight ahead while

IGNORANCE AS BLISS

This suggestion may seem like blasphemy in a
magazine such as HIGH FIDELITY, but when
it comes to selecting a loudspeaker, you can
usually ignore claims to sonic superiority that
result from technological “*advances.” I make
this recommendation reluctantly, since there
actually have been tremendous technical im-
provements in speaker design over the past
decade—such as increased power handling
and lower bass distortion. However, among
the good brands that you should be consider-
ing, everybody is at nearly the same state of
the art with such improvements, no company
or technique having a decisive superiority
over another. Rather than sorting through
long, extremely technical essays as to why one
company thinks it is doing something better
than all the rest, you'll find it simpler to ignore
them all. The amount of specious pseudo-en-
gineering gobbledygook you will bypass will
far outweigh the few true design gems you'll
overlook. With speakers, it’s better to rely on
the judgment of your own ears, or those of
someone you trust.

It is difficult, I realize, to ignore the claims
in advertisements and product brochures. But
it’s also too easy to become fixated on apartic-
ular aspect of speaker design that may, or may
not, prove to have distinctly audible benefits.
Here are six of them:

Driver Materials. Hardly a month goes by
when a speaker company somewhere doesn’t
introduce the “world’s best driver material.”
All manner of exotic metals, alloys, and plas-
tics are being employed in speakers nowa-
days, with varying degrees of success. The
sonic success that has been achieved, howev-
er, cannot often be directly attributed to the
driver material—even though a manufacturer
might like you to think so. A driver material
is, after all, merely a means to an end that
probably can be obtained by other methods.
In fact, old-fashioned treated paper is among
the very best diaphragm materials. Unfortu-
nately, paper-diaphragm drivers of consistent
properties are difficult to produce efficiently.
Many designers have been forced by econom-
ic factors to change from paper to alternative
materials.

Driver Shape. As long as the driver’s dia-
phragm size is considerably smaller than the
wavelength of sound being reproduced, its
shape does not matter. For example, at the
lowest frequencies, whose wavelengths mea-
sure several feet, round woofers have no in-
herent advantage over, say, square ones. As

the wavelength of sound approaches the size
of the diaphragm, the radiation from the driv-
er becomes more directional, with the precise
radiation pattern greatly dependent on the
driver’s shape. At such frequencies, the radia-
tion pattern from a round driver, being sym-
metrical, is easier to calculate and, if neces-
sary, to compensate for than that of any oth-
er shape. What really matters, however, is
whether the speaker designer knows this and
has taken driver radiation pattern into
account.

Antidiffraction Treatments. Rounded
cabinet edges and special front-baffle treat-
ments are now in vogue as means to combat
the dreaded effects of “‘diffraction™ (by which
a sound wave emitted from a driver encoun-
ters a sudden change in acoustical impedance
and reflects therefrom—which is not really
diffraction in the scientific sense of the word).
The diffraction from a speaker enclosure is
measurable under laboratory conditions and
is sometimes audible when special test signals
are played. But don't get hung up on antidif-
fraction measures when simply moving the
speakers a few feet in your listening room can
produce a far more drastic change in sound
quality. Likewise, moving your listening posi-
tion a few inches can produce a far greater
change in image quality than is obtained from
antidiffraction design. It is nice to have a
speaker with reduced diffraction effects, but
don’t rule out a good-sounding unit just be-
cause it does not have rounded cabinet edges.
Vented vs. Acoustic Suspension. Ever
since comprehensive design equations were
developed for them, vented speaker systems
have become all the rage. The only competi-
tive technology that likewise provides good
bass performance in a small-size cabinet is
acoustic suspension. Fewer new systems are
being designed using the latter technique, not
because it is inferior, which it definitely is not,
but because it is more difficult. An acoustic
suspension speaker must be designed from the
ground up; the basic characteristics of such a
system are all locked together in a single equa-
tion (Hoffman's Iron Law). These character-
istics include specific properties of the woof-
er, and since most speaker companies do not
manufacture their own drivers anymore, it's
difficult to integrate a preexisting woofer into
a new acoustic suspension system. In most re-
spects, vented and acoustic suspension tech-
nologies are equivalent performers, though
a well-designed acoustic suspension system
still is measurably superior to ported designs

in the reproduction of transients.

Phase Alignment (sometimes called Time
Alignment). It seems to make perfect sense
that the drivers in a speaker system should be
aligned so that they emit their sound in per-
fect synchrony. Unfortunately, at the highest
frequencies, where such alignment can have
its greatest effect on a reproduced waveform,
the human ear is not sensitive to phase, only to
the spectrum (frequency response). At low
frequencies, where humans are more sensitive
to phase effects, no speaker of even remotely
conventional design is nof phase aligned, since
the wavelengths reproduced are so large com-
pared to the spacing of the drivers. Besides,
phase alignment of a multidriver system can
be perfectly achieved only at one precisely
specified location in front of the speaker.
Move away from that point by a fractionof an
inch and you've lost the alignment. The ef-
fects usually trotted out to demonstrate the
so-called benefits of phase alignment are those
of frequency response, since both the on- and
off-axis responses of a speaker may change
with alterations of mechanical or electronic
phase. Phase alignment is not a reasonable ba-
sis far choosing one speaker over another.
Weird Radiation Patterns. As stated in the
main article, radiation pattern is one area
where considerable irreconcilable sonic dif-
ferences between models arise and where fun-
damental speaker-selection decisions have to
be made. Along with increased interest in the
characteristic have come models with what
might be called weird radiation patterns, each
designed to produce a specific sort of effect.
There are systems that are said to produce: (1)
a good sonic image from practically anywhere
in the listening room, (2) an expanded image
by means of inter-ear crosstalk cancellation,
or (3) asound field having correct proportions
of direct and reflected sound. In auditioning
such speakers you would do well to ask the
following questions: Do I like the effect? Does
it provide benefits to all the types of music I
will play on my system (or at least to the mu-
sic I favor most)? Will it eventually prove an-
noying or distracting? Has something been
given up to obtain the effect (such as balanced
frequency response, bass performance, or
power-handling capability)? Does it impose
any restrictions in hookup, speaker place-
ment, or listening position? Is it worth the ex-
tra cost? Some systems with unusual radiation
patterns sound quite good, others do not.
Again, let your ears make the selection. No-
body has all the answers yet. D.R.
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THE QUEST FOR SPEAKERS

somebody “walks” a speaker around you while it is playing a
“pink noise” test signal. Moral: Audition similar speakers close
together so that the subtended angle between them (which, ideal-
ly, should be approximately 60 degrees) doesn't change much as
you switch between them.

Speaker Distance. Sound quality can change with your dis-
tance from the speakers. This effect stems from, among other
things, a change in the ratio of direct to reflected sound. Moral:
Listen, if possible, to speakers from a distance close to that which
you will have at home.

Room Acoustics. Many showrooms are heavily **damped”
with carpets and acoustic treatments and are far less reverberant,
especially at high frequencies, than a home listening room.
A speaker that sounds well-balanced in such a showroom could
sound overly *bright™ and sibilant at home. Thin, flexible walls
and drop ceilings can absorb bass; large glass doors and windows
can reflect all manner of frequencies. Moral: Be aware of the
acoustics of the showroom, and be prepared to do a mental com-
parison of them to the acoustics of your listening room.

Noise Levels. Except in New York City, it seems, stereo show-
rooms are noisier than typical home listening rooms. The human
ear can hear “through” a great deal, but it is also extremely sensi-
tive to the absolute level at which sound is reproduced: Some-
thing that sounds live at one volume level can sound annoyingly
artificial if played slightly louder to cover up some noise. Moral:
Find a quiet showroom, or at least one whose noise level does not
exceed that of your listening room.

Dirty Tricks. Although the increasing sophistication of custom-
ers is making deceptive selling practices less common, dirty tricks
can still occur. In order to sell one speaker over another, dealers
have been known to put pinholes in drivers, burn out tweeters,
switch in deep-bass subwoofers or ambience speakers on only one
set in a comparison, turn driver level controls all the way down,
place speakers in unfavorable positions, connect one pair out of
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Figure 2. Most loudspeakers in the popular price ranges radiate their energy
primarily in a forward direction.

phase, or adjust certain speakers so that they always sound slight-
ly softer in a comparison. Moral: Choose your dealer carefully
(see **Cat and Mouse,” March 1989).

How do | make an A/B comparison?

By following all the above suggestions, you've Jjust turned the
showroom into your home listening room—if only through men-
tal compensation for showroom effects. But there are still three
preliminary steps to take before you start serious auditioning.

—

Figure 3. Quite a few higher-priced models radiate sound bidirectionally (from front and back) and produce a unique sound quality unduplicatable by

other radiation patierns. Bidirectional speakers are usually 1all and flat.
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First of all, even though the switcher may let you listen to any
number of speakers, compare only two pairs at a time. Compari-
sons should be A vs. B, not A vs. B vs. C, etc. Reject at least one
pair before moving on to others. When you are done, you can go

back and check to make certain your choice still holds. Second,
set any driver-level controls on the speakers to “‘neutral,” all the
while keeping in mind that such controls, as well as amplifier tone

(Continued on page 40)

READING SPEAKER SPECS

Compared to, say, an audio-video receiver, a
loudspeaker data sheet usually contains bless-
edly few specifications. In a way, this is an ac-
knowledgment by the audio industry of the
importance of listening in the evaluation of a
speaker: If a loudspeaker could be completely
characterized by numerical specifications, it
probably would be. This may occur someday.
Meanwhile, of the specs that are printed, a few
are important to a buying decision, others
should be disregarded altogether.

Some data can be basic to a speaker selec-
tion: size, weight, finish, price. But forget
about a manufacturer’s frequency-response
specifications: They are all so uniformly good
that if they were true representations of speak-
er sound quality, you'd be hard pressed to ac-
count for the fact that speakers sound as dif-
ferent as they do. It’s better to trust your ears
or the ears and lab tests of an equipment re-
viewer in matters relating to frequency re-
sponse. The same goes for distortion per-
formance, although in product brochures the
specs for distortion are more rare than those
for frequency response.

Three common technical specifications do
need some attention: impedance, sensitivity,
and the interrelated specs of recommended
amplifier power and power-handling capabili-
ty. Impedance is the load a speaker places
upon the amplifier driving it; the lower the
impedance, the greater the load. But imped-
ance should be of concern only if you have an
amplifier that is particularly inept at driv-
ing low impedances (fortunately, these are
rare)—in which case beware if (1) the speaker
you are considering has an unusually low (4
ohms or less) minimum impedance or if (2)
you are thinking of running two or more pairs
of speakers from the same amplifier simulita-
neously (all turned on at the same time). If
you have a poorly designed amplifier and
either of these two conditions is true, avoid
speakers with a minimum impedance of 4
ohms or less (6 ohms or less, if you want to be
conservative). Impedance is not a significant
issue if your amplifier is capable of delivering
more power into 4- or 2-ohm loads than 8-
ohm loads or, in a multispeaker setup, if only
one pair will be on at any given time.

The most important electronic specifica-
tion relevant to a buying decision is probably a
speaker's sensitivity, which is a measure of
how much sound it will generate when fed
with a specific level of signal. A typical sen-
sitivity spec might be *90-dB SPL/w/m,”
which, translated, reads: *This speaker will
generate a sound-pressure level of 90 decibels
1 meter away when fed with a 1-watt signal.”
A sensitivity specification is not—repeat,
not—a gauge of speaker quality, but it can
help with evaluating speaker/amplifier com-
patibility—specifically, indicating whether

your amp has enough comph to do the job.

A 90-dB sound level produced in a typical
(small to medium) home listening room is
what most people would consider loud (100
dB = very loud, 110 dB = extremely loud,
120 dB = deafening—and dangerous). To
gauge the maximum level a 90-dB speaker
could produce from, say, a 30-watt amplifier,
simply add the dBW figure for a 30-watt am-
plifier (see table) to the speaker sensitivity: 90
dB + 14%, dB = 104%, dB. So, for a 90-dB
speaker, you would be able to generate very
loud sustained levels from *‘only” a 30-watt
amplifier. (To derive dBW equivalents for
wattages not listed on the chart, find the base-

ABOUT THE dBW

We currently are expressing power in terms of
dBW-—meaning power in dB with a reference (O
dBW) of | watt. The conversion table will enable

you to use the advantages of dBW in comparing
these products tc thers for which you have n:
dBW fiqures.

WATTS dBW WATTS dBW
1.0 32 15
1.25 7 40 16
16 50 17
2.0_ ) 763 18
5.5 - 4 - 80 19
3.2 100 20
4.0 125 21
5.0 160 22
6.3 200 23
8.0 250 24

10.0 10 320 25
12.5 11 400 26
16.0 12 500 27
20.0 13 630 ) 28 3
25.0 14 800 29

10 logarithm of the wattage and multiply that
by 10.)

From the chart, you can also estimate the
significant effect that speaker sensitivity can
have on the choice of an amplifier or receiver.
As far as maximum possible sound leveis go,
selecting a speaker that is 6 dB more sensitive
than another (90 dB vs. 84 dB, a not unusual
span) is equivalent to multiplying the amplifi-
er power by 4 (30 watts into a 90-dB speaker
will produce the same maximum level as 120
watts into a 84-dB model). The difference in
speaker prices can be minimal, but the price
difference between a 30-watt and a 120-watt
amplifier is considerable.

Keep in mind that I've been talking about
maximum levels so far. Most music, even loud
rock music, putters along at very much lower

levels (remember, for many speakers you need
only 1 watt to generate a loud 90-dB SPL or
more). Classical music spends most of'its time
in the sub-watt regions and requires massive
amounts of power only on the loudest fortissi-
mos. Since large amounts of power are re-
quired only on peaks, the best—most cost-ef-
fective—amplifier/speaker-buying strategy
would be to select as small an amplifier power
consistent with the intended maximum listen-
ing level (add the speaker sensitivity to the
dBW figure for the amp to get the listening
level) and choose an amplifier at that power
level with high **dynamic headroom,” for un-
distorted reproduction on peaks (a 2-dB dy-
namic headroom is rare, a 3-dB or higher rar-
er still, unfortunately).

From my perusal of store ads for compo-
nent stereo systems, ['d say that most home
setups are overpowered—that the amplifiers’
full output capabilities are rarely, if ever,
reached during the life of the system. Perhaps
this is because dealers and customers are con-
fused by the admittedly perplexing recom-
mendations by speaker manufacturers for
“minimum amplifier power” or “‘power-han-
dling capability.” Unlike the situation with
speaker sensitivity, there are no industry-wide
conventions for rating these important specs:
One designer’s 25-watt minimum may be 15
watts to another. If the speaker manufacturer
recommends a specific amplifier power, get
one at approximately that level (within about
25 percent). If there is a minimum recom-
mended power, buy at least that much. All
this is fairly simplie.

The complications set in with a speak-
er's maximum power ratings. Most new buy-
ers think that using an amplifier with a higher
wattage than the speakers are *‘rated” for
places the speakers under unusual stress or
risk. Not so, uniess you do something drasti-
cally untoward: You play much louder than
normal to show off your system, you are
prone to dropping your stylus on your LPs, or
you use large boosts in tone-control or equal-
izer settings . . .

The amount of power you need to obtain a
given loudness level depends on the speakers’
sensitivity and not on the amount of power on
hand. Most modern name-brand speakers can
endure large amounts of power for short peri-
ods of time (less than a second), especially if
they are ferrofluid cooled or use other mea-
sures to prevent driver overload. Having more
amplifier power than you use is always better
than /ess power, if only because the amplifi-
er—if not also the speakers—won’t distort on
large peaks. If you are concerned about hav-
ing teo much amplifier power, you can always
install fuses on the speaker lines. (Contact the
speaker manufacturer for specific fuse recom-
mendations.) D.R.
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Before you buy a CD changer, there are
two things you should consider. Your
home. And your car.

Because Pioneer makes a compatible
6-disc CD changer system for both,
now you can enjoy your favorite music
wherever you go.

The key to home and car compatibility

is Pioneer’s ingenious 6-disc magazine,
which works in all Pioneer home and car
CD changers. Its the most convenient
way to load, store and catalog your CDs.
All of Pioneers home CD changers

feature the latest innovations in digital




- * D technology, as well as multiple  stereo, using one of four advanced CD
LS

programming capability and  controller units.
random play. Of course, there are still some places

As for versatility, you simply won't find ~ where you won't be able to enjoy
a better car CD changer system. A Pioneer’s 6-disc CD Changer system.

Pioneer car CD changer can either But we're working on it.

replace or be added ®  For more information and the name
pl 0 M ' m of your nearest Pioneer Dealer, call
toll-free 1-800-421-1404.

on to your current car

© 198 Foneer Flectronic

USAY T, Long Beach




THE QUEST FOR SPEAKERS

(Continued from page 37)

controls, may make a speaker sound better in your own listening
room. Third, match levels so that the two speaker pairs play at as
nearly the same loudness level as possible. A mere 1-dB difference
in overall level can make you prefer one speaker pair over anoth-
er, even if they are the same speakers. It is therefore essential that
you make an attempt to compensate for this effect.

The best way to match levels is to measure them using an A-
weighted sound-level meter (Radio Shack makes a workable one
for around $30) while playing pink noise from a test-signal CD. If
instrumentation is not available, match levels while playing musi-
cal passages with predominantly midrange material (or turn the
amplifier’s bass and treble controls all the way down). If the deal-
er’s switcher cannot match levels, try to do it manually, using the
volume controls on the amplifier. A fair comparison cannot be
made without at least approximately matched levels.

While listening, set the overall listening level to what you pre-
fer. But be aware that the ear can be most discerning when the
levels are elevated yet not deafening. For well-recorded acoustical
instruments, the proper level is that of the real instrument or
ensemble as heard from the sonic perspective contained in the
recording.

When switching from speaker A to speaker B, do so instanta-

Figure 4. Many models experiment with multidirection radiation patterns,
including the omnidirectional pattern shown here.

neously during a continuous texture in the music. This can be
during a sustained note or, in more dynamic musical styles, dur-
ing a musical phrase. Don't switch between phrases, because the
music may also change there. Don’t take more than a fraction of a
second to switch, since the ear can forget the most subtle differ-
ences in so short a time. And don’t be afraid to switch often—
even once a second or faster.

What do | listen to and for?

I recommend that you listen to as wide a variety of music as possi-
ble—don’t just bring in one treasured disc, unless that’s all you
ever listen to. At the very least, take along samples of the com-
plete range of music you prefer listening to. When I do speaker
evaluations, the music ranges from Gregorian chant (ambience
and midrange coloration), through the classics and opera (overall
balance), to disco and rock (power handling, bass performance,
and stereo effect). Along with instantaneous switching between
competing models, the use of many different recordings helps you
zero in on a speaker’s personality.

Don't listen only to the music you bring, however. The store
may have some favorite demo discs you may not have heard that
can show your prospective purchase to best advantage (or disad-
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vantage). Conversely, don't listen only to a store’s discs—which
could have been chosen to suit a particular type of speaker and
might not include any musical genres you like.

Every good listener I know recommends auditioning at least
one solo vocal recording, male or female, preferably both. We all
are quite familiar with the sound of the voice, and the coloration
imposed on a voice by a speaker can be very vivid during an A/B
comparison. The trick is finding a natural-sounding voice record-
ing and not one gimmicked up with electronic processing. Classi-
cal and folk vocals are the least likely to have been “enhanced.”

Beyond vocal recordings, it’s very difficult to make recom-
mendations because, unless you know what the real thing sounds
like (this is where hearing live music comes in handy), you have
no way of knowing whether the sound qualities you are hearing
originate in the recording or are a property of the speakers. In
general, the overriding goal in the design of a high-quality loud-
speaker system is the creation of a “balanced” sound. This is one
in which no part of the reproduced frequency range receives un-
due prominence, which could thereby alter instrumental and vo-
cal timbres. This doesn’t necessarily mean a “flat” frequency re-
sponse, although flat-measuring speakers tend naturally to sound
better balanced. A well-balanced speaker should be able to repro-
duce a natural-sounding recording realistically, and a highly pro-
cessed or synthesized one accurately (accuracy and realism are
separate qualities not always found simultaneously, if at all, in a
given model). Again, in assessing realism and accuracy, it is help-
ful to use many different recordings and to audition them on
speakers above your price range, just to see what they can sound
like.

In your perusal of brochures and test reports and your en-
counters with salespeople, you might run across such other de-
scriptive terms as clarity, impact, richness, fullness, and presence.
But while such words have great evocative power, they can gener-
ate different responses in different people and can be useless in
actually communicating information about what you are hearing.
There is at least one word, however, that can be useful: imaging.
This describes a speaker system’s ability to create the audible illu-
sion of sounds originating from other than the two speaker loca-
tions. (This is what I have been calling the *‘stereo effect.”)
Usually, imaging refers only to the creation of phantom “images”
of sound sources spread between the speakers. Imaging can range
from being precise and *“tight” (the phantom images are per-
ceived as well-defined, small sources) or vague or smeared (the
images are proportionately larger than life-size or have no defi-
nite point of origin). Be aware, however, that recordings can have
precise or vague imaging themselves and that vague images are
ordinarily what you hear at a live concert—vague imaging can
sometimes be considered both accurate and realistic. Image sta-
bility is also a criterion: The size and location of the phan-
tom sources don‘t change much with small head movements—or
even, with some speakers, with complete changes of listening po-
sition. But this may not matter if you are the type who sits stil
during serious listening.

“Ambience” is related to imaging in that it describes a speak-
er’s ability to create a sense of acoustic space around the phantom
sources, the ability to locate those sources in depth (receding
from the plane of the speakers), and the rare ability of suggesting
space to the sides and in back of the listening position. Even
though they may sound quite similar otherwise, different models
vary greatly in these properties, which are most audible with clas-
sical recordings.

Why do speakers sound so different?

Because speakers are supposedly designed by highly trained engi-

neers, it may be surprising for the beginner to find that various
(Continued on page 87)



Audio Fetish Finalists

We present the winner and runners-up
in our outlandish-ideas contest.

Spike Bones
Headphones need
spikes for direct con-
tact with the skull.
This improves bass
response via bone
conduction. It also
helps compensate
for the nonlinearity
of the human ear.
Dominic Centala
Posen, Mich.

SMALLWOOD

LLUSTRATIONS BY STEVE

Our October 1988 issue included an article called *““Audio Fetishes,” by
Ken Kantor, in which he discussed some of the peculiar theories that have
been advanced in the audiophile community and how to distinguish the ones
that might have some merit from those that very likely don’t. In conjunction with that
piece, we announced a fetish contest: The entrant who submitted the funniest, most outra-
geous oddball audio idea would win an NHT three-piece loudspeaker system, and the runners-
up would get two-year subscriptions (or subscription extensions) to HIGH FIDELITY.
The response was overwhelming. One reason it has taken us so long to announce the
winners is the amount of time it took to evaluate all the entries. But now we’re ready.
Congratulations go to Dominic Centala, whose fetish was the unanimous first choice
of the judges, and to the six other finalists. Their entries follow, for your entertain-
ment. Just remember—they’re only kidding (I think).  Michael Riggs »
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Kool Sounds

I once knew an audiophile who would ask
several of his friends over to listen any time
he bought a new album. Sitting on the coffee
table in his living room were bowls of ice
cubes. The idea was to place a cube between
the jaw teeth on each side of your mouth. He
insisted that this enhanced one’s sensitivity
10 high-frequency sounds. There we would
sit, listening to whatever record he had for
us with ice melting in our mouths. He was
quite sold on this fetish—to the point of pro-
viding little flavored ice cubes made from
Kool-Aid. | realized he was serious about it
when | dropped by unannounced one evening
and found him listening to an album, ice melt-
ing in his mouth and his bare feet in a tub of
warm water. “‘Experimenting,’’ he said,
“pushing the envelope.”’

John L. Summers §
Millwood, W.Va.

Beer-Bottle Blues

Drinking beer while listening to music can
cause a moderate loss of bass response. The
reason is that beer bottles piled up around
the listener absorb low frequencies in the
vicinity of 125 Hz. (Glass has a sound-
absorption coefficient of 0.35 at 125 Hz.)
W. B. Josburg

Memphis, Tenn.

Time to Rewind
Speaker cable should be replaced periodically with
newly wound wire. (You can tell when this is nec-
essary because your system will start to sound too
familiar.) An atom of copper has a limited number
of electrons it can give up, and a length of wire has
a limited number of atoms. Eventually, the wire will
have given up most of its free electrons and will
start to load down the amplifier to which it is
connected, causing it to clip.

James L. Stacey Il

West Lafayette, Ind.
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Diet Cable

You should use the thinnest poss ble cables to connect the components of your
systerr. Skimny wire gives less room for some electrons to move laterally

| while others are moving forward, so waen they come out the end of the cable
they "Il be more coherent. Also, when electrons reach a certain density, they
tend to repel each other, further restricting lateral movement.

Ed Stokes

Glassboro, N.J.

Cold Sounds

Cassettes sound better when you keep them in the refrigera-
tor. The reason is that the oxide particles on the tape are
subject t3 thermal randomization, which acts 1o partially
e-3se the audio signal. Low temperatures inhibit thic process.
John V. Goodman

Cumberanrd, Md.

£
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Power Dive
You can increase the maximum power output of an
amplifier by placing it at a level above that of the
speakers. T1e force of gravity affects power output
according %o the formula /AP = PTgh—where /\P
is the change in rated amplifier output in watts, P is
the rated power in watts, T is Thatcher’s Constant
(0.2964 sec’/m?), g is the gravitational constant
(9.8 m, sec?), and h is the height differential (in
meters) between the amplifier and speakers. This
phenomencn works according to the same principle

as a siphon.

Mark Stanley Thatcher

Athol, Mass.
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A SOUND INVESTMENT!

DPoddis Gibsow

Debbie Gibson—Electric

Youth (Atlantic)

Charlie Sexton (MCA)
379230

Valdimir Feltsman—
Prokofiev: Piano Concerto 1
& 2 (CBS Masterworks)
377390
Eighth Wonder—Fearless
(WQFG. 376988
Boys Club (MCA) 376970
Murray Perahia—Mozart:
Piano Concertos Nos. 9 &
21(CBS Masterworks)
376822
Michael Tilson Thomas—
Revel: Bolero
(CBS Masterworks) 376772
Rome—When In Rome
(Virgin) 376749
Neil Diamond—The Best
Years Of Our Lives
(Columbia)
Will To Power (Epic)
376483
Julian Cope—My Nation
Underground (island)
376475
The Boys—Messages
From The Boys (Motown)

376541

376368
Lee Ritenour—Festival

(GRP) 376301

Kenny G—Silhouette
(Ansta) 371559

Hiroshima—East (Ep
379321
The Replacements—
Don't Tell A Soul

Sire 378927

Portrait Ot Viadimir
Horowltz, —Music Of
Beethoven; Chopin; elc

>BS Masterworks) 378604
Duran Duran—Blg Thing
(Capitol) 378521
Lou Reed—New York (S

37 8216

Jessye Norman Sings
Wagner—Triston Und
Isolde; Tannhauser; etc.
(Angel) 378075

The Pursuit Of
Happiness—Love Junk

{ 3 377994
The Fantasy Strin

The Greatest Love 1AII
Conducted By Ettore Stratta
(Reaim, 377978

Gerald Albright—
Bermuda Nights (Atlantic
377903

Fine Young Cannibals—
The Raw & The Cooked
379214

377275

Lyle Lovett—Lyle Lovett
and His Large Band (MCA)
378935

Fattburger—Living In
Paradise (intima) 376277
Titfany—Hold An Old
Friend's Hand. (MCA)
376236
Dokken—Beast From The
East (Elektra) 376228
The Best Of Earth, Wind
& Fire—Vol.2
(Columbra) 376160
Sheena Easton—The
Lover In Me (MCA) 376095
Andre Watts At Carnegie
Hall (Angef) 376053
Andres Segovia—The
Baroque Guitar Segovia
Collection; Vol. 4
(MCA Classics) 375998
Fishbone—Truth And Soul
(Columbia) 375865
Was (Not Was)—What's
Up Dog? (Chrysalis) 375857
Kim Wilde—Close (MCA)
375816
Chaka Khan—C.K
(Warner Bros.
Jane's Addiction—
Nothing’s Shocking

375774

(Warner Bros.) 375741
Samantha Fox—I| Wanna
Have Some Fun (Jive/RCA)
375725
John Hiatt—Slow Turning
{A&M) 375717

The Human League’s
Greatest Hits (A&M)
375709
‘Weird Al'* Yankovic—
Greatest Hits (Rock N’ Roll)

375642
Pet Shop Boys—
Introspective (EMI) 375592
Karyn White
{Warner Bros.) 375394
.38 Speclal—Rock & Roll
Strategy (A&M) 375139
Levert—Just Coolin’
(Atlantic) 375105

Ratt—Reach For The Sky
(Atlantic) 375071

Barbra Streisand—Till |
Loved You (Columbia)
37

R.E.M.—Eponymous
(IRS) 374

Blues For Coitrane—
Various Artists
(MCA/impulse) 374744

Bulletboys (Warner Bros.)
374702

Winger (Atlanti 374652

Canadian Brass—The
Mozart Album (CBS Master,)
374561

The Smiths—Rank (Sire)
374397

Robbie Nevil—A Place

Like This (EMI 374348
New Order—Technique
Qwest 378760

Elvis Costello—Spike
(Warner Bros) 378190

The Mantovani Orchestra
—A Night In Vienna
(Bainbridge) 378737

Diane Schuur—Talkin'
‘Bout You (GRP) 374298

Buckwheat ZyDeco—
Taking It Home (Isiand)
374256
Ready For The World—
Ruff ‘N’ Ready (MCA)
374124
Vixen (EMI) 374108
Johnny Clegg & Savuka
—Shadow Man (Capitol)
4025
Kronos Quartet—Winter
Was Hard (Nonesuch)
373993
London Classical Players
—Roger Norrington,
Beethoven Symphony
{Angef) 373985
Staniey Jordon—Flying
Home (EMI) 373860
Joan Armatradlng—The
Shouting Stage (A&M,

Randy Travis—Old 8 x 10
(Warner Bros ) 370643
Elton John—Reg Strikes
Back (MCA) 370536
Bangles—Everylhnng
(Columbia)

Bob Dylan & Gratetul
Dead (Columbia) 378117
Cocktall—Orginal Sound
Track. (Elektra) 373779
Littie Feat—Let !t Roll
{Warner Bros. 373720
Jean-Pierre Rampal—
Mozart: Symphonie
Concertante/Concerto For

Flute And Harp

(CBS Master) 373530
Guy (MCA) 373415
Luther Vandross—Any
Love (Epic) 373399

Bird—Original Motion
Picture Soundtrack
(Columbia) 373332
0. Osbourne—No Rest
For The Wicked (Epic)
173308

A Tribute To Woody
Guthrie And Leadbeily—
Varlous Artists (Columbia)

372995
Sugar Cubes—Life's Too
Good (Elektra) 372896

Metallica—And Justice For
All (Elekira) 372805
Jean-Plerre Rampal—
Portrait Of Rampal
(CBS Master)
Najee—Day By Day
(EMI-Manhattan)

372383

371856

ANYS8
COMPACT

DISCS
FOR K

plus shipping and handling with membership

Gipsy Kings (Elekira)
377812

Melissa Etheridge (Island)
371468

Ramones—Ramones

Manla (Sire) 371450
Breathe—All That Jazz
(A&M) 371427

Huey Lewis And The
News—Smali World

(Chrysalis 371419
Tont Childs—Union (A&M)
71351

Bruce Cockbum—Wamng
For A Miracle (Gold Castie)
371278
Steve Winwood—Roll
With It (Virgin) 3nzn

New Edition—Heart Break
(MCA) 370882
Spyro Gyra—Rites of
Summer (MCA) 370767
Freddie Jackson—Don't
Let Love Slip Away (Capitol)
370734

The Bernstein Songbook
—selection from West Side
Story, On The Town, elc.
Bernstein cond. (CBS)
371088

Escape Club—Wild Wild
West (Atlantic) 373787

The Traveling Wiiburys
Vol. 1 (Wilbury) 375089

U2-—Rame And Hum

(Islanc 374017

Tracy Chapman. (Elekira)
369892

Kirl Te Kanawa— Verdi &

Puccini Arias (CBS Master.
343269

Classics from the 50s, 60s, 70s

Roy Orbison—The All-
Time Hits, Vols. 1& 2
Columb»a Special Pro)
377945
Rockpile—Seconds Of
Pleasure (Columtxna) 377846
Jerry Lee Lewis—18
Original Sun Greatest Hits

(Rhino) 369108
Joni Mitchell—Biue
(Reprise 365411
The Who—Greatest Hits
(MCA) 365361

Trattic—John Barleycorn
Must Die (isiand 364935
Little Feat—Dixie Chicken
(Warner Bros ) 363515
Grand Funk Railroad—
Grand Funk Hits (Capitol)
359828
Gratetful Dead—American
Beauty (Warner Bros
358895
Best Ot The Doors
Elekira 357616-397612

Jiml Hendrix—Are You
Experienced? (Reprise)
353102

; Sy &) 3
N \l A
SR %2

Crosby, Stllis, Nash and
Young—So Far (Atlantic)
378745

Harry Chapin—Greatest
Stories: Live (Elekira)
296939

James Taylor—Sweet
Baby James (Warner Bros
292284

Simon & Garfunkel—
Greatest Hits

(Columb: 219477

Rolling Stones—Exile On
Main Street
(Roling Stones Rec ) 350652

Creedence Clearwater
Revlval—20 Greatest Hits

(Fantasy 308049

Cat Stevens—Greatest
Hits (A&M) 256560

Yes—Fragile (Atianiic)
351957

Bob Dylan—Greatest Hits
olumbia) 138586

The Band—Music From
Big Pink (Capito 254540

Buddy Holly—From The
Orig. Master Tapes (MCA
348110
The Beach Boys—Made
In The U.S.A. (Capiol)
34

Chuck Berry—The Great
Twenty-Eight (Ches:

343657
The Byrds—Greatest Hits
{Columbia) 342501

A Decade Ot

Steely Dan (MCA) 341073
Jethro Tuli—Orig. Masters
(Chrysalis) 340315
Jackie Wilson Story

(Epc) 319798-399790

Motown's 25 #1 Hits—
Various Artists (Molown)
319996-399998
Eagles—Greatest Hits Vol
2 (Asylum) 317768
Led Zeppelin (Atlantic)
299966

U2—The Uniorgettable Fire
(Island) 337659
Dire Straits—Brothers In
Arms (Warner Bros.) 336222
Dave Grusin Collection
378398

(¢

The Cars—Greatest Hits
(Elekira) 339903
Best Ot J. Gells Band—
Flashback (EMI) 339424
Tesla—The Great Radio
Controversy (Geften) 377986

Squeeze—Singles—45's
And Under (A&M) 317974

Barry Manliow—Greatest

Hits (Arista) 288670
Tom Scott—Flashpomnt
GRP) 377044

Bruce Springsteen—Born
In The U.S.A. (Columbia)
326629

Tone- Loc—Loc ed After
Dark (
379875
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Roy Orbison—Mystery Girl

(virgin)

Luclano Pavarotti—Ir
“oncert (CBS Maste

373548

Crosby. Stills, Nash and
Voung—Amencan Dream
376533
Al B. Sure—In Effect Mode
(Warner Bros ) 369637
Patt| Smith Group—
Dream Of Life (Ansta)
370478

Robert Palmer—Heavy
Nova (EMI/Manhattan)
3

70395
David Sanborn—Close Up
(Warner Bros.) 370304

Al Jarreau—Hear's

377101

The Movies Go To The

ucw‘l“"
ii % THE SHO(KING TRUTH
l‘.m:nuubl-

YOURE
CRALY |

k)

Guns N'Roses—GN'R Lies
(Geffen) 376087

)

R.E.M.—Green
(W Bros)

375162

Bruce Springsteen—
Tunnel O Love (Columbia)

360115
Biily Ido —Vital Idol

Jethro Tull—Crest Of A
Knave (Chrysalis) 360040

Opera—Various Artists

Nadja Salerno
Sonnenberg / Cecile
Licad Frank—Sonata In A
Brahms, SonataNo.2 In A
Sonatensatz In C Minor
(i ! 376038
Ziggy Marley & The
Melody Makers—
Conscious Party (Virgin)
369512
Wynton Marsalis Quartet
—Live At Blues Alley
(Columbia) 370080-390088
Fleetwood Mac's
Greatest Hits

Angel Studio 372342

John Adams—"Nixon In
China"” (Nonesuch) 375345

Joe Jackson—Live 1980/
1986 (A&M) 369504-399501
Van Halen—QU812
(Warner Bros } 369371
DJ Jazzy Jett & Fresh
Prince—He's the D.J., I'm
The Rapper (Jive/RCA)
369264
Poison—Open Up And
Say...Ahh! (Capitol/Enigma)
368688

Guns N’ Roses—Appetite
For Destiuction (Geften)
359984
White Lion—Pride
(Atantic) 358471
Aerosmith—Permanent
Vacation (Geften) 359075
Duke Ellington Orch.—
Digital Duke (GRP) 357350
The Police—Every Breath
You Take... The Singles
(ARM) 348318
Best Of The Kinks—1977-
1986 (Aristal 345314

Michaet Brecker—Don't

Edie Brickell & New Bohemians—
Shooting Rubberbands At The Stars

TAL

Anita Baker—Giving You
The 3est That | Got (tlel
374058
Steve Winwood—
Chranicles (Island) 362525
Roboie Robertson
{Geften) 362152
Michkael Jackson—Bad
(Epc) 362079
Stlny—‘ Nothlng lee The
Sun (A 361675
In(roduclng The Hardline
According To Terence
Trent D’ Arby (Columbia)
361618
Ves—Blg Generator
(ATCO 361170
The Manhanan Transfer
—Brasil {(Atantc) 363648
Linda Ronstadt—
Cartciones De Mi Padre
Asylum) 362640
Pretenders—The Singles

374835

MINGTE g

Bobby Brown—Don'| Be
Cruel (MCA 372045
The Clash—The Story Of
The Clash Vol. | (Epic)
368597-398594
Michael Feinstein—isn't It
Romantic (Elektra) 368399
Basia—Time And Tide

( 368043
Sade—Stronger Than
Pride (Epic) 368027

Orchestral Manoeuvres
in The Dark—Best Of
OM.D. (A&M) 367755
Sinead O'Connor—The
Lion and The Cobra

367086
Tina Turner—Live In
Europe
Capito 366898-396895

Robert Plant—Now and

Zen (Es Paranza) 366716
Carl{ Simon—Greatest
Hits Live (Ansta) 365874

Horizon {Reprise 376186 (Warner Bros

A sound investment, indeed! You can
get EIGHT brand-new, high-quality
Compact Discs for 1¢—that's a good deal!
And that's exactly what you get as a new
member of the CBS Compact Disc Club
Just fillin and mail the application—we'll
send your 8 CDs and bill you 14, plus
shipping and handling. You simply agree
to buy six more CDs (at regular club prices)
in the next three years—and you may then
cancel your membership anytime after
doing so.

How the Club works: About every four
weeks {13 times a year) you'll receive the
Club's music magazine, which describes the
Selection of the Month...plus many exciting
alternates; new hits and old favorites from
every field of music. In addition, up to six
times a year, you may receive offers of
Special Selections, usuclly at a discount
off regular Club pricessfor a total of up to
19 buying opportunities.

If you wish to receive the Selection of
the Month, you need do nothing—it will be
shipped automatically. f you prefer an
alternate selection, or none at all, fillin the
response card always provided and mail it
by the date specified. You will always have

Selections withtwo numbers contain 2 CDs ond count as 2—so write In both numbers

375782

Journey—Greatest Hits Try This At Home
(Columixa) 375279 MCA/Imipuls

at least 10 days in which to make your
decision. If you ever receive any Selection
without having 10 days to decide, you may
return it at our expense,

The CDs you order during your
membership will be billed at regular Club
prices, which currently are $12.98 to
$1598—plus shipping and handlin
{Multiple-unit sets may be somew ?\ot
higher.) After completing your enrollment
agreement you may cancel membership at
any time; if you decide to continue as a
member, you'll be eligible for our money-
saving bonus plan. It%ets you buy one CD
at hol?pnce for each CD you buy at
regular Club prices.
10-Doy Free Triol: We'll send details of
the Club's operation with your introductory
shipment. If you are not satisfied for any
reason whatsoever, just return everything
within 10 days and you will have no further
obligation. So why not choose 8 CDs for
l¢ right now?

ADVANCE BONUS OFFER: As a special
offer to new members, take one additional
Compact Disc right now and pay only
$695. It's a chance to get a ninth selection
at a super low price!

© 1989 CBS Records Inc

CBS COMPACT DISC CI1A B: Terre Haute, I\ 44811

374769

_.ﬁ_ﬁ________________

(Sire) 362541

Portralt of Wyn(on

Maesalis(CBS )
373555

Living Color—Vivid (Ep:
3

70833

093/F89

PO.Box 1129, Terre Huu'e, Indiana 47811-1129

Please acce

y membership opplicotion under the terms outlined in this

advertisement Send me the 8 Compoct Discs listed here and bill me I¢ plus
shipping ond hondiing for all eight. | agree to buy six more selections ot regutar

Club prices inthe coming three years
time ofter doing so

Send me these
8CDs for W

My main musicol interest is check one): (8

| Hard Rock SoftRock

Von Halen, Fleetwoad Mo

Pop/Easy Listening

y M

My
Mr
M
ddress
ity =
Store
Da you hOVL a VCR?{04). Yes No
Do you hove a credit card? (03] Yes No

ADVANCE BONUS OFFER: Al send me
one more CB right now at the super low price
of st $6.95, which will be billed 1o me.

e sk, Ry

ond moy cancel my membership of ony

m ony
Jazz
Kenny (

Classical®
Viadimir H
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! ou are an avid and discerning rec-
ord collector. Your format of
1 choice is Compact Disc. Your mu-
sical taste focuses on, but is not lim-

ited to, classical music, especially great
performances from the golden age of the
phonograph. You have a penchant for
the offbeat. You love Bach and Mozart
and Mabhler as much as anyone, but
what really intrigues you is to hear a fa-
mous performer play the works of a
somewhat obscure composer or to come
across a war-horse interpreted by a fine
musician whose name has slipped into
the shadows. A worthy account of some
undeservedly neglected piece of cham-
ber music, or a live recording of a less-
than-familiar opera, excites you more
than the latest brand-name blockbuster,
with its concomitant PR blitz.

Well, good news! There is a shop that
offers hundreds of fascinating reissues
and even some new recordings—none of
which will you see at the record store in
your local mall. The complete theater
music of Purcell from Christopher Hog-
wood and the Academy of Ancient Mu-
sic, long out of print on LP-—they have
it, superbly remastered, in a beautiful
boxed set of six CDs. Glenn Gould’s
great recording of keyboard works by
Byrd and Gibbon? They’ve got it, too.
Les Contes d’Hoffmann with Schwarz-
kopf and Gedda? It’s there, too. Lili
Kraus’s recording of the complete Mo-
zart concertos? The Budapest String
Quartet’s classic set of the 16 Beethoven
quartets? Pierre Boulez conducting the
complete works of Webern? All of those

31 4401¢ Jd Mhﬁ




and many more are to be found there.

The shop I have described is not on a
little back street in Greenwich Village or
the West End of London, nor is it in Paris
or Berlin. It is any well-stocked record
store in Japan.

Yes, this is another field in which the
Japanese have beat us at our own game.
While baseball and apple pie may never be
subject to Japanese competition, it is de-
pressing to realize that Japan's superiority
in the realm of audio hardware has spread
to software as well. But it is unquestion-
ably true: Japanese consumers have a wid-
er choice of musical product than we do.
What is amazing about this is that we are
talking about Western music, interpreted
by Western artists and recorded by Ameri-
can and European engineers.

In part because of their unprecedented
wealth, and in part because of their abili-
ty to adapt quickly to changing circum-
stances, the Japanese have won the CD
wars. While Western markets were com-
paratively slow to react to the overwhelm-
ing acceptance of the Compact Disc medi-
um, the Japanese, with their national
mania to have the latest thing, embraced it
without reservation. The result, perhaps
temporary, is a strange cultural disloca-
tion. Although American record execu-
tives are quick to reassure anyone who
asks that, yes, more and more of the back
catalog will be reissued, there is neverthe-
less something peculiar about the fact that
Hogwood's Purcell is unobtainable in
England and Boulez’s Webern is not to be
had in Paris or Vienna—while they are
both readily found in Tokyo. Perhaps the
most absurd case of all is the recent deci-
sion by Polygram’s Tokyo office to issue
the complete recorded output of Hank
Williams in a deluxe multi-CD set. This
while Williams—the father of country
music and a veritable American icon—is
represented in his homeland by one for-
lorn CD release: a two-disc set on Polydor.

here is nothing sinister about the way

Japanese record companies have

come to dominate the field. They

have simply done what companies in
capitalist economies are supposed to do:
supply their customers with what they
want—in this case, a wide selection.
Choice is what it’s all about. The
SCHWANN CD catalog lists 42 recordings
of Beethoven's Ninth Symphony that are
available on CD in the United States. That
sounds like overkill, and of course it is, but
if the one you want isn’t among those list-
ed, then 42 isn’t enough.

The most egregious contributors to the
Reissue Gap—the labels that have taken
least advantage of what their Japanese di-
visions are cranking out—are CBS Mas-
terworks and Decca/London, though An-
gel EMI and others have had their share of
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It appears that Western collectors
may be better off with the catalog
in the hands of the Japanese.

lapses. Juro Yokoyama, the executive in
charge of the classical division at Sony/
CBS’s Tokyo headquarters, explained in a
recent interview: “‘Japan was the first to
believe in the Compact Disc, mostly be-
cause we had the advantage in terms of
manufacturing and marketing it. But even
though the president of Sony, Akio Mor-
ita, had a strong commitment to the new
medium, he had a hard time convincing
foreign affiliates—especially CBS—to be-
lieve init.”

As the new medium took hold, Japa-
nese consumers, who have traditionally
loved Western classical music, clamored
for reissues from the extensive CBS cata-
log. In the beginning, executives like Yo-
koyama had to relay their requests to New
York, for approval by their counterparts
at CBS; then the original tapes were re-
mastered for release in the new medium.
Most music-industry analysts agree that
Sony's recent takeover of CBS was moti-
vated in part because the Japanese firm
wanted control of that catalog itself. Much
has been made of the $39 million paid by a
Japanese collector for Vincent van Gogh’s
Sunflowers, but that pales beside Sony's
acquisition of CBS. The former is only one
painting, however enormous the price tag;
the latter is a sizable chunk of the history
of recorded music.

Yet, paradoxically, it appears that
Western collectors may be better off with
the catalog in the hands of the Japanese.

They seem to be more favorably inclined
to reissues, and they are doing it responsi-
bly. There is not a whiff of unseemly pos-
sessiveness about the new regime at CBS.
Even though the business shots are being
called in Tokyo, the remixing and remas-
tering is being done in New York when-
ever possible—in a number of cases, ac-
cording to Yokoyama, by the original pro-
ducers and engineers. (That may be far
from reassuring to many collectors, given
the execrable quality of some of CBS’s ear-
ly CD reissues—notably, those of Bruno
Walter’s recordings with the Columbia
Symphony.)

The new age at Sony/CBS is getting
high marks even in New York. Says Peter
Munves, the director of market planning
at CBS Masterworks in New York, “The
Japanese are taking a much longer view.
Now I will be able to do things that I
would never have been able to do before,
because we were always looking at the bot-
tom line.”” Without explaining exactly
what these things are, he implies that with
the Japanese in control, the consumer will
have much to rejoice about. Yokoyama
emphasizes that in Japan, Sony/CBS lis-
tens carefully to what the consumer has to
say—another nice Japanese custom that
several major record labels in the West
might do well to emulate. “Last year, we
received many telephone calls asking for
more releases of Oistrakh, so we decided
todoso.”



here are reasons why certain classi-
cal artists have remained popular in
Japan, even though they may have
fallen on hard times back home. The
reputation of pianist Lili Kraus, for ex-
ample, has not held up too well in the
West, but she toured Japan many times,
and won a large following there. Hence,
her recordings of the Mozart piano con-
certos are available on CD in Japan but
not in the United States or Europe. What
is strange is not that the Kraus set is ob-
tainable in Japan but that it is not on the
shelves here as well. Once the Japanese
have footed the bill for remixing and re-
mastering a reissue, the only expense left
for an American release is to prepare Eng-
lish-language art and liner notes.

CBS might respond, *Why should we
bother to offer a set by an artist of rather
limited appeal like Kraus, when we have a
brilliant new recording of the same music
by Murray Perahia—a set heavy-laden
with critical accolades, superbly recorded
in a modern studio?” The answer might
well be: “*Because you can. The Perahia set
may be everything you say. But Iam a Lili
Kraus fan, and her recording is the one |
want.” Choice is what it's all about.

Meanwhile, at Decca/London, the
Japanese have an expanding role, even

though control of the repertory and the re-
corded catalog remains in English hands.
Mikio Mori, the label's assistant manager
in Tokyo, explains how the reissue process
works within Decca: **At the beginning of
each year, we submit a list of the titles
from the catalog we would like to release
in Japan to Tony Lomas, product manager
of Decca. Lomas decides which of the ti-
tles we may release, and they are remas-
tered by the Decca engineers in London.™

In practice, Lomas rarely turns down a
Japanese request to reissue, probably be-
cause Decca in Japan (which, as in the
United States, is called London Rec-
ords) has been extraordinarily successful
at raking in the yen. Thus, the Japanese la-
bel has been able to reissue many more ti-
tles from Decca’s back catalog than have
hit the racks in this country or in Great
Britain. Lynn Hoffmann-Engel, vice pres-
ident of London in New York, notes that
“the Japanese are very aggressive about
pushing for reissues.”

In almost no case is there a compelling
reason to conclude that it makes sense to
release a particular record in Japan and
not in the West. If anything, there is
usually ample reason to think just the op-
posite. Joan Sutherland, for example, has
never been especially popular in Japan,

Because of their ability to adapt
quickly to changing circumstances,
the Japanese have won the CD wars.

certainly not to the degree she is in the
United States and England. Yet last year,
Japanese London reissued a record with
the rather tacky title The Last Rose of
Sunrmer: Sutherland Sings Her Favorites.
It is a collection of old popular songs, in-
cluding, besides the title tune, such vener-
able numbers as “Home, Sweet Home,"
“La serenata,” and **Songs My Mother
Taught Me.” The disc is not the cloying
audio fluff that one might have feared. It is
a treasurable collection for the Sutherland
fan, half of it recorded in 1962, the rest ten
years later.

It is perhaps understandable that some
of the most obscure numbers from the ear-
ly-music catalog on Decca’s L'Oiseau-
Lyre label that are being reissued in Japan
might be passed over in the West. Perhaps.
but not really. Why Johann Stamitz, say,
should fare better in Japan than in Europe
or here 1s an impenetrable mystery. Yet it
is simply astonishing that a recital of senti-
mental popular songs by Joan Sutherland
should not be released here and in Eng-
land, particularly after the Japanese have
already paid the bill for remastering.
Aside from any consideration of the disc's
artistic merits, one would expect it 1o sell
like hotcakes.

Among the exclusive releases coming
this year from Japanese London are a se-
ries of recordings by the late Antal Dorati,
a conductor who was held in very high es-
teem in Japan. The cycle will include re-
cordings Dorati made with several Euro-
pean orchestras; one of the offerings will
be a set devoted to orchestral works of Ko-
daly. Is it tedious to point out that this rec-
ord might possibly be of interest to some
European and American collectors?

espite the greater availability of mu-
sic in Japan, it 1s no paradise for rec-
ord collectors—mainly because, like
everything else there, CDs cost a for-
tune. New releases are usually priced at
3,500 yen. (At the moment, that is equiva-
lent to a bit over $28.) While that figure is
somewhat misleading, owing to the fact
that the current exchange rate is brutal.
the cost of new product is nonetheless very
high. Although steep prices and the gener-
ally robust Japanese economy have been
the principal reason for Japan's new influ-
ence in the world record market—after all,
Sony might not have bought CBS if the
strength of the yen had not made it such a
bargain—that very economic muscle is be-
ginning to cripple Japanese music lovers.
When you walk into a Japanese record
shop, you will find a large section devoted
to imports, where American and German
praduct is sold for a substantially lower
prree than is charged for the domestic Jap-
anese 1ssue of the same music. For ex-
ample, when Decca offers a new world-
wide release, the price in pounds sterling
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and in American dollars is so much lower,
compared to the price in yen, that Japa-
nese importers are able to bring in the
American or English issue of the same disc
and sell it for as much as 30 percent less
than the Japanese one. The liner notes will
be in English, but that has a certain snob
appeal for some Japanese consumers.

An even more outrageous side effect of
Japan’'s economic health on its domestic
music market is described by Tetsuya Shi-
bayashi, the manager of the international
repertory department of Nippon Colum-
bia, parent company of Denon. All of
Denon’s Compact Discs are manufac-
tured in Japan, but the ones that are ex-
ported have, in Shibayashi’s words, *‘a
very different price”—meaning that the
price Japanese manufacturers charge to
wholesalers in their own country is higher
than the price charged to wholesalers
abroad. Japanese importers are thus able
to re-import (or de-import) those export
discs, bringing them back to Japan, where
they can offer them for a lower price than
the product originally earmarked for do-
mestic release—even after the discs have
traveled around the world.

To combat this unintended hardship
imposed by the booming economy, the
major labels in Japan are constantly
dreaming up new ways to appeal specifi-
cally to the Japanese classical-music mar-
ket. Many Japanese are quite sophisticat-
ed about Western music, and this has been
the case since the early years of this centu-
ry. As Shibayashi reminds us, the first re-
cording ever made of Mahler’s Fourth
Symphony was Japanese, performed by a
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forerunner of the NHK (Japanese Broad-
casting Corporation) Orchestra and engi-
neered by Nippon Columbia. Nonetheless,
as any product manager will tell you,
there's no such thing as too much market
share, so the labels have come up with a
variety of marketing tactics to boost sales.

One is the release of compilations of fa-
mous musical selections in colorful, low-
price packages. That is common practice
everywhere, but the Japanese have carried
it to unprecedented extremes. Japanese
London has a series that began with a disc
called This Is the Shostakovich!!! It con-
sisted of brief excerpts from the sympho-
nies. Another series, called Classical Dic-
tionary, is more serious and makes a real
attempt to initiate the novice into the ba-
sics of the Western musical tradition. The
strangest marketing concoction of all was
devised by Sony/CBS, which put together
a disc called CM Clussics containing snip-
pets of famous classical tunes that have
been used on Japanese television commer-
cials for cars. The copy on the brochure
reads: “'Feel the Breeze/Catch the Sun/
Nice and Easy/Listen to the Music
Play/Now It’s Time for the CM Classics.”

ne of the peculiarities of Japanese
record collectors, according to Lon-
don Records’ Mori, is that they prefer
whenever possible to buy complete
sets. “They like the feeling of security of
knowing that they have it all,” he explains.
Western consumers perhaps tend to be
more easily frightened by the prices of
complete sets, although when the maxi-
mum amount of music is fitted onto each

disc, as opposed to the usual one-to-one
LP-to-CD reissue ratio, the complete sets
are cheaper. And many American and Eu-
ropean collectors might like to have the
same secure feeling of “*having it all.” Fur-
thermore, when a large body of work is
broken down into several volumes, as it
frequently is in the West, there is always
one album that seems never to be avail-
able. The record companies will say that
the collector can always special-order ti-
tles that are hard to find—but just try it.

Another peculiarity of the Western
philosophy of reissuing back catalog is
that new recordings by young artists are
always full-price issues, whereas the clas-
sic, benchmark performances of the same
music by established figures are routinely
reissued on midprice or budget lines. Pre-
sumably, the pricing reflects the differen-
tial in a label’s investments in the discs: A
new recording costs a great deal more than
a catalog reissue does. Yet the practice cre-
ates a strange imbalance. The prospective
purchaser is asked to pay nearly twice
as much for Ivo Pogorelich’s Chopin as
for Horowitz’s, twice as much for Seiji
Ozawa’s Ravel as for Monteux’s definitive
recordings. One pays a premium to hear
Katia Ricciarelli as Tosca, compared, for
instance, to the likes of Leontyne Price.

If that seems a bit topsy-turvy, it is not
an unusual state of affairs at the major la-
bels in the West. One senses that only very
recently have they completely accepted
the age of the CD; they just don’t seem
able to roll with the punches as quickly as
their Japanese counterparts. Alison Ames,
until recently vice president of Deutsche
Grammophon in New York and now that
label’s chief of A&R for the American
market (as well as Leonard Bernstein’s
producer), concedes: *“At DG, we had a
broader catalog in 1974 than we do now.
We’ve had to hie more to the mass-market
end of things.”” Ames points out the many
pressures on the major labels nowadays,
particularly the proliferation of fly-by-
night labels—*I'll call them mushroom la-
bels,”” she says, “‘because they spring up
like mushrooms in the forest after a good
rain”’—that offer lower-paid, no-name
artists on CD for very low prices. “They
probably don’t pay the performers,” Ames
notes sardonically. “We do.

All the American record executives in-
terviewed for this story predicted that bet-
ter times are coming, if the consumer will
only be patient. Perhaps this is indeed
merely a bumpy period of transition and,
in a few years' time, we will be able to shop
till we drop. In the meantime, you can al-
ways take your life’s savings out of the
bank and head for Japan.

Jamie James is at work on a book about
music and science, to be published by Wei-
denfeld & Nicolson.
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HITTIN'
THE BOOXS

Jozz guides come of age

ach year, “jazz” becomes a more and more dubious umbrella word. Today,
it’s used to cover musicians as diverse as Louis Armstrong, Albert Ayler,
and Kenny G., to label subgenres as seemingly independent of each other
as Chicago avant-garde and L_A. fuzak. It’s possible for two people to proclaim
themrselves jazz fans and for each to be deeply involved with a type of music
the cther has never heard or holds in disdain.

In short, jazz is a huge area of endeavor, an impasing entity to both fan and
neophyte. What’s needed is some kind of comprehensive guide, something to aid
the Kstener faced with the welter of names, styles, and conflicting assertions as to
what real jazz is or isn’t. Not that there’s a dearth of fine 500ks on the general
topi>—opinions being like outstanding debts (everybody has one)}—but what I'm
talking about are reference books: biographical dic:ionaries, consumer guides to
reccrdings, or hybrids of both. Something to help us work our way through the
pleasurable confusion.

What attempts there have been to come up with useful books have been limited
cither by taste or by the more willful editing result:ng from the difficulty of getting
it al—or even a lot of it—down in one volume. Consider, for example, the pioneer
works of both Frederic Ramsey, Jr., and Hugues Panassi€. Ramsey, who had been
writing about jazz since the 1930s, came out with the seminal réference book,

A Gaside to Longplay Jazz Records (Long Player Publications), in 1954. Using
the approach of a roundup of available LPs, Ramsey wrote succinct critiques
covering the then current spectrum of the music, from New Orleans founding-
faters to hotshot young post-Bird players like James Moody and Dexter Gordon.
Al-hough his generally clear-eyed assessments did entail a certain amount of
squinting as he gazed upon the much-hyped moderns (the book’s original edition
has a series of record-company ads in the back, pushing *progressive modern
jazz,” “music of the future,” and the like; sach trampeting begs for a skeptical
response), he is a font of open-minded liberality compared with Panassié.

The French critic tcok the biographical-dicticnary approach, co-writing with
Medeleine Gautier his Guide to Jazz (Houghton Mifflin), first published here in
156 (having been originally published in France two yzars earlier as Dictionnaire
dr Jazz). This could have been a model for later attemgts if it weren’t for
Panassié’s one little quirk: He considered top to be some kind of mutant offspring
tkat wasn’t really jazz. Charlie Parker, we read, “‘gradually gave up jazz in favor of
bop,” while Thelonious Monk *has strayed far from jazz but never completely
turned his back on it as the bop players have.” Cf Art Blakey, we are told “there
a~e no records that do justice to his value as a jazz musician’"—meaning, in
Pinassié-speak, that he has made bop reccrds. Perhaps most mind-boggling of all
is his assertion that Clifford Brown, “unlike most bopsters, [is] an accomplished
musician.” Under the entry “Bop,” Panassié gets to explain his peculiar views and
r=veals himself to be a paternalistic racialist with a tin ear. Look this one up in the
Lbrary, it’s a hoot.

The next famous efforts to get it together in a dictionary mode were Leonard
Fzather’s The Encyclopedia of Jazz (which was first published in 1955),

The Encyclopedia of Jazz in the Sixties (1966), and The Encyclopedia of
Jdazz in the Seventies (1976; all three row available from Da Capo Press).
Unfortunately, I couldn’t obtain a copy of the first book before press time, but
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Feather has written that it covers “‘men,
women, and events in jazz history from
the beginning.” The other volumes, as
their names imply, zero in on the achieve-
ments of Feather’s subjects, be they Duke
Ellington or Archie Shepp, during the
specified decades. To gauge Feather's suc-
cess at encapsulating the whole of jazz his-
tory, you’d need all three books: Despite
his judicious use of quotations (from musi-
cians and critics) to give fair represen-
tation to controversial subjects—a good
approach to the turbulent "60s and '70s—
and despite his own considered and open-
minded opinions (with an assist from Ira
Gitler for the later volume), the focus of
these two titles remains decidedly narrow.

What makes them of still current inter-
est by themselves, apart from the many
fine photographs (the sudden appearance
of varied and wild hairdos in the *70s being

[ ———————
Hamony's glitzy
encyclopeda s

Cleasing fo the
eve, sure, but the
text is not for
oegnners only.

especially striking), is the inclusion of
excerpts from some of the Blindfold Tests
that he conducted for Down Beat over the
years. The premise of these tests is to have
a musician judge a cut from a record, with
no prior information given, and the result
is often proof that you don’t have to be a
didactic Frenchman to resist new sounds.
Reading the excoriating comments of es-
tablished musicians confronting the work
of Ornette Coleman and John Coltrane
brings back the to-the-barricades mood of
the times (instructive, too, for those who
would take our hard-won freedoms for
granted). Another bonus is the inclusion
of the full texts of Blindfold Tests given to
Thelonious Monk, whose responses are
elliptical and Zen-like (in the *60s vol-
ume), and to Miles Davis, who barks out
his wound-tight rage (in the '70s).

A different bio-dictionary approach is
used by John Chilton in his Who’s Who
ot Jazz (Da Capo Press), which first ap-
peared in 1972 and was revised in 1985.
Subtitled Storyville to Swing Street, this
collection of more than 1,000 entries in-
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cludes only musicians born before 1920, a
decision that keeps the material manage-
able but also gives it an ideological twist: If
you title your book as Chilton does and
then don’t include Charlie Parker, you're
making a statement. Although Sun Ra
(real name Herman Blount) gets in (hav-
ing been born in 1914), along with a little
more than a dozen boppers (including
Dizzy Gillespie, Thelonious Monk, and
Herbie Nichols), even then the emphasis is
on these musicians’ swing associations.
Still, for a no-frills outline of the careers of
preboppers both famous and obscure, this
is the place to look—keeping in mind that
Chilton’s eschewing of any critical com-
ment (apart from that implied by the
format) renders the book pretty much
browse-proof.

Another serious attempt with self-
imposed limits is The Rolling Stone
Jazz Record Guide (Random House/
Rolling Stone Press), edited by John
Swenson and published in 1985. What’s
here in this slim paperback is generally
very good—but what’s missing is impres-
sive, too. The big mistake was to focus
only on records that were still in print
when the book was being prepared. Be-
cause the state of officially available jazz
records is constantly in flux, this guaran-
teed that the guide would be dated by the
time it appeared (for example, it missed
the Blue Note revival—no small matter).
Also, this approach leads to sometimes
skimpy discographies and the exclusion of
essential artists who temporarily had few
or no records in the Schwann catalog: We
get a listing for Sathima Bea Benjamin and
none for Andrew Hill or Yusef Lateef, a
listing for the group Blackbyrds and none
for Grachan Moncur III or Milt Jackson.

Theoretically, as every jazz fan knows,
all jazz records are available at all times—
that’s why we scour the cutout/bargain
bins (saving money is, like, incidental).
But even with these limits, the Rolling
Stone book is worth having. Bob Blumen-
thal’s many entries are especially cogent,
and nobody disgraces himself. The use of
writers of varying sympathies allows the
covering of a range of musical styles with-
out a right, left, or center slant. A nice
start, and one hopes that soon they’ll re-
assemble the same crew and get it right.

Though a bit off the path I am beating
right now, John Schaefer’'s New Sounds:
A Listener’'s Guide to New Music

’(Harper & Row), published in 1987, is

worth noting. Already listed in David
Browne’s article on rock reference books
in the March 1988 issue of HIGH FIDEL-
ITY, it’s the kind of unclassifiable work
that will probably also get mentioned if
this magazine gets around to doing a sur-
vey of classical-music reference books—or
one on electronic music, Balinese music,
East Anghan boiled water music, what-
ever. The chapter in this intriguing source
that may interest jazz fans is "ECM and
Windham Hill: A Tale of Two Labels,"”
which not only covers those companies
(Schaefer’s approach is an essay followed
by a thorough, annotated discography)
but also weaves in references to many of
those musicians who have stretched the
boundaries of jazz by bringing in elements
from the outside (John Coltrane, Chick
Corea, Anthony Davis, Miles Davis). The
book is recommended: Schaefer’s enthusi-
asms don’t always translate into insights,
but the scope of his listening is impressive