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500-TX you should know.

In addition to its tremendous power
and versatility, the 500-TX offers tre-
mendous sensitivity. (Usable sensitivity
1.7 microvolts.) And it has a highly se-
lective crystal filter that lets you pull in
weak, distant stations located right next
to stronger, local stations. In our tests
the 500-TX was able to receive more
clear stations than any other receiver or
tuner, regardless of price.

And speaking of price, that's the best
feature of all.

It costs less than other, less power-
ful, lessversatile, less sensitive receivers.

t's $449.95. (Walnut cabinet,

$22.95. Prices slightly higher in the Far
West.)
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Traditionalists can

tune AM and FM stations in
the normal way, with Fisher's
ultrasmooth flywheel drive.

Or by push button.

Preset your four favorite

FM stations on the miniature
dials. After that, tune to any one
instantly, at the touch of a button.
The station will be locked in
electrically, sothere’ll be nodrift.

Or by AutoScan™

Touch one of these two buttons
and the next FM station up or down
thedial is automatically tunedin,
dead center.Hold down either
button and all FM stations upor
down thedial comein, one by one.

Or by remote control.
With this optional accessory
(the Fisher RK-30, $9.95)
you can operate the AutoScan
from your easy chair or bed.
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PRICE LIGHTLY HIGHER INTHE FAR WEST

You'll be able to do more things with
the new Fisher 500-TX than with any
other receiver in history.

In addition to being able to choose
your favorite FM station manually, or
three ways automatically, the 500-TX
lets you control speakers throughout
your home.

You can set up, and control, a center-
channel speaker in your main stereo set-
up. Plus, you can set up remote stereo
speakers in another room and listen to
just the remote speakers. Or just the
main stereo system. Or all at the same
time.

Plus, since the 500-TX delivers an
enormous 200 watts, you’ll have enough
power to feed still another pair of stereo
remote speakers.
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e 200-watt Fish

Plus, you can feed
mono speaker without
the receiver out of th
Simply use the center-
connection to feed arem
where in your home!

And there's more. |
stereo tape recorder, y
monitor either track,
through both your sterec
special mode/tape mor

And more. The Fis
facilities for the simple «
accessory that will add :
reverberation effect toyc
(Ask your Fisher dealer

Other features of the
There's even more ¢
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Words are inherently limited in stimulating
the emotions aroused by music. This is especially so
in describing how high fidelity components perform.

With cartridges, for example, we speak of
flat frequency response, high compliance,
low mass, stereo separation. Words like these
enlighten the technically minded. But they do
little or nothing for those who seek
only the sheer pleasure of listening.

We kept both aspects in mind when
developing the XV-15 series of cartridges.

We made the technical measurements. And we listened

We listened especially for the ability of
these cartridges to reproduce the entire range

#0T0% AP Y Foant [0S0

of every instrument. With no loss of power.
That’s what it takes for a cartridge to
recreate the most subtle nuances that
distinguish one musical instrument from
another. An oboe from an English
horn. A trumpet from a cornet.
We call this achievement “100%, music power.”
When you play your records with an XV-15, you won’t be
concerned with even that simple phrase.
Instead, you'll just feel and enjoy the renewed experience
of what high fidelity is really all about.

PICKERI rgi

THE NEW PICKERING XV-15/750€E.

PREMIER MODEL OF THE XV-15 SERIES. TRACKS AT 2 TO 1GRAM.DYNAMIC COUPLING FACTOR OF 750FOR
USE IN FINEST BONEARMS . $60.00. OTHER Xv-15 CARTRIDGES FROM $29.95. PICKERING & CO.,PLAINVIEW, L.I1.,N.Y.
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A letter from the Editor
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Barenboim's Beethoven marathon
Recorded portraits of the artist
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An ““at home'’ shopping service

Pubfished at Great Barrington, Mass. 01230 by Biflboard Publications, Inc. CoPyright @ 1969
by B ard Publications, tnc. The design and contents of High Fidelity Magazine are tully
protected by copyright and must not be reproduced in any manner. Second-class postage
paid at Gieat Barrington and at additional mailing offices. Authorized as second-class mail
by the Post OMtice Department, Ottawa and for payment of postage in cash. High Fidellty/
Musical Americd Edition is published monthly. Subscription n the U.S.A. and its Posses-
swons. $12, elsewhe $13. Subscription including Concert Artist Directory published in
December. 17, in the US.A. and its Possessions; elsewhere, $18. Regular Issues $1.00 a
copy National d other editions published monthly. Subscription in the U.S.A. and its
P ns, $7; elsevihere. $8. Regular Issues 60¢ a copy. Indexed in the Reader's Guide
to Periodical Literature. Current and back copies of High Fidellty and HWigh Fidelity/
14 al America avadable on microfitm from University MicroGiims, Ann Arbor, Aich.

48106 Change of address notices and undelivered copies (Form 3579) should
be addressed to High Fidelity, Subscription Department, 216D Patterson Strect, Cin-
cinnati. Ohio 35213. Piease state both old and new addresses when requesting a change.
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FM, SCA, and "‘Switched-on Bach”

DEAR READER:

I have just heard a quadriphonic version of “Switched-on Bach™—
input: four discrete channels of tape; output: four speakers, two in
front, two in back. The experience convinces me that if SCA becomes
the medium for broadcasting four-channel FM [see “What Future
for SCA?,” page 46}, it will be an aesthetic booby-trap.

Although many reviewers have disparaged “Switched-on Bach,”
I agree with Glenn Gould that it is the record of the decade: not
since the Solti Rheingold have [ been so struck by the new methods
through which stereo can enhance the perception of music. Contra-
puntal lines are more lucid than they generally would be in a concert
hall; also, through the brilliant use of directionality via stereo, Bach's
architecture becomes clearer than it ever could be in a conventional
concert. In, say, the Third Brandenburg finale, sequences and imitation
(fundamentally the same) are differcntiated by their stereo patterns;
similar phrases and passages are both unified and varied by the direc-
tions from which they come at you: cntire sections are handled
specifically to expose the movement’s basic three-part structure.
Whatever you may think of “Switched-on Bach,” it is certainly the
most analytical rendition of the master’s music any of us have ever
heard. Heretofore, the analysis was most dramatically clear when heard
through headphones. Through quadriphony, with the phrases bouncing
among the four sound points, it becomes even clearer.

Other music cries out for four sources of sound. The Berlioz
Requiem and Mozart’s Norturno for four orchestras come im-
mediately to mind. And now that composers are being commercially
encouraged to write quadriphonically [see “"AR and the Now
Composers,” page 46] there will undoubtedly be greater usc of the
“surround” medium. As for pops. . . .

Consider, also, that just as the two speakers of a stereo sctup can
form sound images anywhere in between, four speakers (and channels)
can present images at an infinite number of points around you. The
final step, I suppose, will be six channels, adding one above and one
below. (Perhaps we may one day be able to experience in our homes
Vareése's Poéme électronique, originally written for some 400 loud-
speakers.) Or perhaps we will have to grow more ears.

As for SCA, if it becomes FM's means for providing four channels
of sound, two of the channels will either lack separation or will cut
off at 8,000 hertz. If those two channels are simply adding ambience
—and this is the main thrust of the new medium’s initial promotion
—the loss in either event should hardly be noticeable. Only if you
A/B the various speakers, (or, in this case, A/B/C/D them) should
you hear the discrepancy. But that's just the point: directional music
will inherently A/B the various speakers and if there is a loss in
quality in half of them, musical presentation will suffer. If, on the
other hand, they are combined into a mono signal, a good part of the
multidirectional music technique will be lost. Boston's solution—two
independent stereo FM stations—still seems best.

Let’s leave SCA at the A & P.

I write this just before I am to leave for Montreux, Switzerland
where I will preside over a meeting of some of the world’s most
distinguished record critics. The purpose of this conclave: to select
THE BEST RECORDS OF THE YEAR. I will report the results next
month. The December issue will also present PROFESSIONAL HINTS
FOR AMATEUR TAPE RECORDISTS; both actual and potential
do-it-yourselfers should learn something pertinent from WHAT’S

NEW IN STEREO KITS?
W ”mu(
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The Avant Garrards
a complete story in two volumes

e FTurnitas 1o tor ove- 5 yoars

DULE

_Hemov-re sqca o o)

Volume I. Packed with drama, this 24 page full-
color Comparator Guide describes the eight distinc-
tive new component turntables in the Avant Garrard
line. Each new model is a chapter in itself. Featured
is the outstanding Synchro-Lab Series including the
magnificent SL95B at $129.50, the world’s most ad-
vanced automatic transcription turntable.

Volume 1I. Stirring adventure in 12 pages. This
tull-color Comparator Guide gives you daring new
insight into the world of modules. Garrard intro-
duces four exciting units, complete with fine car-
tridge, base and dust cover, ready to plug in to other
components and play. They range from the SLX-3 at
$99.50 to the X-11 “Demi” at $39.50.

§ERI§S

P and Pt A

Once you get involved with the Avant Garrard
story, you won'’t want to put it down. Send for these
best sellers today. They’re free!

World’s Finest

Dept. AS29, Westbury, N.Y. 11590
Please send Comparator Guides

Name

Address

e ————————
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The best pick-up arm in the world

For details write to

SHURE BROTHERS INC.
222 Hartrey Ave., Evanston

Ilinois 60204
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letters

Classical Bag

1 found the articles by Gene lLees
("Antidisestablishmentarianism™) and
John McClure ("The Classical Bag™) in
the same issue [August 1969] highly
amusing. The latter so blatantly mani-
fests the position against which the
former is arguing. Fach man is so smug
that he cannot see the limitations of his
own position.

The lees article is by far the more
intelligent, since he has many perceptive
and original comments to make. His
comment that “The Establishment makes
money on the revolution against it" is
true, but his bias becomes apparent in
his failure to define precisely who makes
up this Establishment. This group. which
sells both crowbars to the young and
night sticks to the cops. is plainly broader
than the Madison Avenue clique which
has made a fortune on the new sentimen-
tality of revolution. It is absurd for lees
to set up parents. the “experienced.” as
the positive element in American society,
Such a system lets Mr. lees and everyone
else over the age of twenty-five who
does not work on Madison Avenue off
the hook. but it does not come to grips
with the basic problem—the need for
massive social change. a possibility which
the “experienced™ have not offered the
young. l.ees’s view of the situation. neg-
lecting as it does the larger social per-
spective, becomes a comfortable. self-con-
tained philosophy of evil. and as such is
ultimately irrelevant,

McClure's article is on a far lower
level indeed—an obvious case of ration-
alization, As his statistics reveal. Mc-
Clure knows from whom the money
comes and has now set about to justify
whatever he may do to pander to this
market. Terms like “generation gap.”
“McLuhan,” “era of youth and com-
munication,” etc., have no concrete mean-
ing, McClure's flat statement that these
forces have “already set off the most
rapid and convulsive revolution in life-
style that man has ever experienced”
and other such phrases add up to a state-
ment completely devoid of any real
meaning. Delivered in a tone which
would humble Arnold Toynbee, the state-
ment contains not one concrete example
to help us define this revolution.

But what is most shocking in Mec-
Clure’s article is the absence of any aes-
thetic considerations. an obvious sell-out
of McClure's responsibilities as Director
of Columbia Masterworks. His use of the
“Classical Best Sellers™ chart to justify
his position is specious. He claims that
those who bought the “Elvira Madigan™
Concerto came to “love Mozart,”™ an
inane statement which he is unable to
back up statisiically, Has there been a
jump in other Mozart sales? Where is
his proof for the statement that sales of
“straight™ recordings of R. and J. Strauss
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have increased? Are Yehudi Menuhin's
recordings selling any better now? Has
Bach on the synthesizer stimulated other
sales of Buach? Apparently. to revive
interest in classical music, we are going
to have to use a lot of it on sound-
tracks and to find many more intriguing
instruments. It would take a letter at
least twice this size o analyze all of
the flaws in McClure's patronizing ap-
proach to the problem.

It is rather crass for McClure 1o
refer to the ~“Contemporary Pop Music
Business™ as “the first wholly owned sub-
sidiary of Youth. Inc. (with a little
help from their friends).” This is pre-
cisely the process Lees is talking about.
“Their friends™ include McClure, and it
amuses me to note that he gives himself
away by finding no clear subject for
“owned.” Not even McClure would dare
to claim that “Youth, In¢.” owns the
Pop Music Business. | get the distinct im-
pression it is "owned” by these “friends.”
How he can conclude his article with the
statement that “we are embarked on the
richest era in the history of music™ when
he has not even considered the question
of the quality of the new musical experi-
ence—an issue which he obviously re-
gards as irrelevant—is beyond me. Per-
haps the word “richest” is the key to
the remark as a whole. Somebody is
going to get very vich indeed.

Richard Steiger
Oakland, Calif,

The strange advertisement in your Au-
gust issue |“The Classical Bag™| by Co-
lumbia’s head merchandiser John Mec-
Clure (how clever of him to make it
look so like a real article) ends with the
statement. I can’t rid myself of this odd
feeling that we are embarked on the
richest era in the history of music.” He
could have made this statement a lot
more accurate and (in his case) honest
by dropping the final “t" from “richest™
and the odd feeling /7 got from reading
this piece of agitprop was wonderfully
removed when. a few pages later. 1 got
to Gene lees's “Antidisestabishmentar-
janism.™ So thoughtful of you to provide
the antidote in the same issue with the
poison.

Harry Wells McGraw

Hattiesburg., Miss,

1 found John McClure's article “The
Classical Bag™ extremely irritating. Sure,
I would like to see more people. young
people in particular, discover “classical”
music. But you can’t convince me that
Bach played on a Moog synthesizer is
a sincere effort to sell today’s youth on
concert music. It is nothing more than
a gimmick to sell records. The hodge-
podge of selections on “Switched-On
Bach™ does not include Bach's  best

Continued on page 8
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Acoustic Research
announces its receiver.

$420 suggested retail price
walnut wood cover  $20
The design of the AR receiver employs every technical means available to provide FM reception and

recorded music reproduction which we cannot improve in a way that listeners would hear. Receivers with
less capability are plentiful; those beyond it would sound the same but cost more

The preamplifier/power amplifier portion of our receiver circuit was compieted first, and offered separately
two years ago as the AR amplifier. High Fidelity magazine said that the AR amplifier was "'an unqualified
success, a truly excelient and unimpeachable amplifier, the more outstanding for its comparatively fow
price . .. The IM characteristics must be counted as the best we've ever seen.” Stereo Review referred to
its power as “'staggering” and thought its price was "its most remarkable feature.”

The rest of the AR receiver —an FM tuner circuit — has now been completed. and combined with a slightly
improved version of our amplifier. A complete circuit description and complete performance curves are
available free upon request.

Acoustic Research Inc.

24 Thorndike Street, Cambridge, Massachusetts 02141

Acoustic Research International
Radiumweg 7, Amersfoort, Holland

CIRCLE | ON READER-SERVICE CARD
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NOW... for the first time-a

guality ORTOFON Cartridge
as low as *35.00!

Interchangeable Styli — These are
the first Ortofon cartridges to offer
the flexibility of interchangeable
styli. The M15 plug-in stylus is ideal-
ly suited for use with professional
transcription turntables and top
quality automatics. The MF15 plug-
in stylus was developed for automa-
tic record changers. Available in
elliptical or spherical stylus tips for
both models.

Ultra-Lightweight — An incredible
0.4 milligram is the equivalent mass
of the precision polished, natural
diamond stylus tip — the lightest of
any cartridge manufactured. Total
cartridge weight is only five grams.

Universal Replacement — Both mod-
els are designed so they can be
mounted in all standardized shells.

ORTOFON M15 & MF15

Magneto-Dynamic Stereo Cartridges
with Interchangeable Styli

If you've ever wanted to own an Ortofon cartridge but thought it was beyond
your budget, you'll welcome the new Ortofon cartridges M15 and MF15:
Priced for everyone, yet they sacrifice none of the superb quality that is
traditional with Ortofon cartridges and tonearms. Here is a new dimension
to the state of the art in stereo reproduction.

Matched to Most Amplifiers — Out-
put impedance is ideal for direct
connection to the latest amplifiers
having an input impedance of 47K
ohms. No external transformer is
necessary.

Superb Tracking Force — The M15
tracks from 3 to 3 grams, ideally at
1%2 grams, while the M15 tracks
from 1 to 5 grams, ideally at 2 grams.
Tracking angle is set for 15°,

Magneto-Dynamic Design—Capable
of produc-
ing the most
exacting
performance
from manual
and automa-
tic turnta-
bles.

M15 (Elliptical Stylus)....$60.00; (Spherical Stylus) .. $50.00
MF15 (Elliptical Stylus)..$45.00; (Spherical Stylus)... $35.00

For additional details, see your Ortofon dealer, or write to:
ELPA MARKETING INDUSTRIES, INC.
New Hyde Park, N.Y. 11040

CIRCLE 27 ON READER-SERVICE CARD
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LETTERS cCominued from page 6

pieces but his most popular and there-
fore most accessible.

Again, in Stanley Kubrick's 20071,
Strauss’s music was selected 1o give im-
pact to certain visual scenes and thereby
enhance the 1otal effect of the film.
How many people who bought a re-
cording of Strauss’s Zarathusira on the
strength of its opening measures have
listened more than twice to the re-
nuunder of the piece?

As a music teacher in the New York
City public school system, 1 would like
1o see more of today's youth become
aware of the concert world. But 1 do not
wani 1o see this come abow through a
lowering of standards or the use of gim-
micks. Much of the new serious music,
in fact. has attained a vogue among the
youth because of stereo gimmickry and
unusual sound effects, not because of
any intrinsic value. Most of it is dull
tedious. and uninteresting and several
years will pass before the good can be
sifted from the bad.

In the meantime, Bach wili not grow
“stale”——he does not need synthesizers
to make his music palatable for a public
not mature enough to appreciate his
truly spiritual content. Bach’s music is
great because it has stood the test of
time, and it is still being played because
a relatively small number of people have
perpetuated his works in performance.
“Classical™ music will always be there
for those who want the experience it
affords.

Bill Curii
Bronx, N.Y.

Throughout John NlcClure’s essay. |
could not help but find myself continu-
ally nodding in agreement with his every
word: thoughts of “*hear. hear™ and “'sock
it 1o them, John" continued to echo
through my head as 1 perused his article.

As a member of the generation of
which he speaks (I'm (wenty-four). 1
know too well how accurately he has
summed up the situation. “Classical”
music was indeed excellent, but it is still
dead! Why the Beatles instead of Mozart,
why the Neon Cyrkle instead of Wagner?
Because they are fresh. alive, and of
this generation. As for the classics, they
are dull and static. How could 1t be
otherwise when the same music is played
over and over? Mozart and other classi-
cal composers wrote only so much and
they can only be heard so many times.
Why are there no new composers. no
new symphonies. no new instruments?
Without fresh creativity. how can classi-
cal music survive? The answer is simple:
it cannot and will not.

The pop/rock groups will form the
music of the future, not necessarily be-
cause of superiority. but through default.
As John McClure points out. it is time
for classical music to come off its lofty
pedestal and join the rest of the peas-
ants. In fact, this seems to be precisely
what is happening. When the Beatles
record an album in London, who supplies

Continued on page 10
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f you canfindan
AM/FM stereo receiver

with these specifications
and features for *199%—

The Nocturne 330

Power Output:

Frequency Response:
Hum and Noise:

Square Wave Rise Time:
Stability:

Usable FM Sensttivity:

Total Harmonlc Distortion:
Spurious Response Rejection:
Image Rejection:

LD
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90 watts, = 1 db.

70 watts, IHF, @ 4 ohms.

+ 1Y% db 7-50KHZ @ 1 watt.
90 db.

3.5 microseconds.
Absolutely stable with all
types of speakers

Better than 2.7 Microvolts, IHF.

0.5%
75 db.
Better than 45 db

Iluminated call outs
indicate function that is
operating.

Tape Monitor Switch for
instant comparison of
recorded material and
original program.

Headphone receptacle
permits personal listening.

Extended frequency
response beyond the normal
hearing range gives extra
realism to the sounds you
can hear. Nocturne sound is
cleaner, more transparent,
more sharply defined.

vy it!

CIRCLE 32 ON READER-SERVICE CARD
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D’Arsonval movement
tuning meter shows when
you have tuned to strongest
and clearest signal on

AM and FM.

Stereo in two rooms,
separately or at once.
Simple front panel switch-
ing eliminates the complex-
ity and expense of ex-
ternal switching devices.

Separate power ON/OFF
switch permits you to turn
receiver on and off without
upsetting other controls.

Contour for low-volume
listening. Contour can be
switched in or out, at your
discretion.

harman [CEXTN)

A subsidiary of Jervis Corporation
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just because we make the largest
selection of component furniture,
we can’t seem to stop designing new
and better cabinets. . . have you
seen our brochure lately? it's free.

for a fast reply, mail this ad with your
return address.

audio originals

5486 5. Meridian « Indianapolis, Ind

CIRCLE 7 ON READER-SERVICE CARD

Builu ‘nis You couldn’t touch an organ like this in a store for less than
$4_.000—and there never has been an electronic instrument with
this vast variety of genuine pipe-organ voices that you can add

pipelike
Schober
Recital
organ
for only
$1850!*

no kit.

* Includes
finished walnut console. (Only $1446
il you build your own console.) Amplitier,

speaker system, optional accessories extra. L. e e e e o o e e e e e

to and change any time you fike! All four families of formal pipe
tones are present in variety to delight players of classic and
religious music. Yet you can change the entire organ for popular
and theatrical sounds, or plug in special voices for barogue,
romantic, or modern repertoires. If you've dreamed of the sound
of a large pipe organ in your own home, if you're looking for an
organ for your church, you'll be more thrilled and happy with a
Schober Recital Organ than you could possibly imagine — kit or

. You can learn to play it—and a full-size, full-facility instrument
is easier to learn on than any cut-down “home” model. And you
can build it, from Schober Kits, world famous for ease of assembly
without the slightest knowledge of electronics or music, for de-
sign and parts quality from the ground up, and—above all—for
the highest praise from musicians everywhere,

Send right now for the full-color Schober catalog, containing
specifications of all five Schober Organ models, beginning
at $499.50. No charge, no obligation. If you like music,

you owe yourself a Schober Organ!

——— e e e e e e e e oy

Thez%?fsﬂéﬁimgm Corp., Dept. HF-30 :

43 West 61st Street, New York, N.Y. 10023

[ Please send me Schober Organ Catalog and |
free 7-inch ‘“‘sample’’ record.

O Enctosed ptease find $1.00 for t2-inch L.P.
| record of Schober Organ music.

: NAME

| ADDRESS__

STATE ZIP.

|
| cITY.
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LETTERS Continued from page 8

the orchestral background? Generally.
a few members of the London Philhar-
monic, and it does not take an expert
to reulize that both sides are the richer
for it. With a little more co-operation
and crossfertilization, the classics might
yet hope for survival: but the classical
establishment had better hurry before
it's too late.

John T. Anderson

Hamilton, Ontario

Haydn's Horn

May | take the opportunity through the
“Letters” section of your excellent maga-
zine to clarify a point brought up by Mi.
H. C. Robbins Landon in his review of
Philips’ recording of the Haydn Scasons
[July 1969]. Mr. Robbins Landon seems
to have been in doubt whether or not
the three horn players did cheat by play-
ing the very end of The Seasons in C
basso and not C alto as Haydn intended.
[ am the principal horn player of the
BBC Symphony Orchestra and 1 per-
formed the first horn part during the
Philips sessions. [ can positively assure
Mr. Robbins Landon that all three horns
did sound at pitch in this final section
and that at no time during the recording
did we play—or cheat (a strange word
to use)—by transposing down one octave
into C basso. Since the horn pitch can-
not. unfortunately. be heard on the
disc. one begins to wonder why it was
necessary for three players to exert
themselves needlessly by playing in this
upper register. In fact, the engineers.
producer. and even the conductor did
not notice our trimerous effort.
Incidentally 1 must thank Mr. Robbins

Landon for his praise of the horn obbli-
gato in Simon’s aria from Swummer and
also mention that the instrument I used
for the recording was a natural French
horn crooked in F, made in 1803 just
two years after The Seasons had its pre-
miere. [ hardly think that the recording
staff or Mr. Davis objected to my
“cheating” by hand-stopping the eleventh
harmonic—do you think it is possible
that they simply didnt notice?

Alan Civil

Downe. Kent

England

Toscunini Treasures

In his review of the new DGG recording
of the Brahms Fourth Symphony [August
1969]. Harris Goldsmith made reference
to Muaestro Toscanini’s reading of this
work with the BBC Symphony Orchestri.
The Muaestro’s approach to the Brahms
Fourth with the BBC Orchestra is indeed
more expansive and relaxed than his re-
cording with the NBC Symphony made
sixteen years later.

As it happens. The Arturo [loscanini
Society plans to present the BBC record-
ing to its members in the near future.
Already received by ATS members are
Haydn’s Symphonies Nos. 88 and 104,
Strausss Ein Heldenlehen and Dance of
the Seven Veils, Brahms's A German

Continued on page 12
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JVE H'Sids the Reords

For the best record players. Look
at this three-deep line-up: the dis-
tinguished Model 5201, the compact
5204 and the combination turntable-
tape player 6102.

All offering 4-speed versatility.
Each capable of handling up to six
records automatically. Each equip-
ped with long-wearing diamond
stylus.

The 5201, with 4-pole outer rotor
induction motor, features a moving
magnetic type cartridge. Records

S—Y || || |
mme e e o LIS

5204

can be started or stopped anytime
with a turn of the wrist.

The 7.51b Model 5204, powered
by a 2-pole synchronous motor, is a
value and a half, delivering perform-
ance all out of proportion to its size.

And the beautifully-styled Model
6102 offers the option of switching
from records to equally high per-
formance 8-track stereo tapes. It's
part of the same handsome package.

Get more information about JVC
record players and the name of the
dealer handling JVC products in
your area. Just drop us a line and
we'll make the introduction.

Catching On Fast

JVE

JVC America, Inc., 50-35, 56th Road, Maspeth, New York, N.Y. 11378 A Subsidiary of Victor Company of Japan, Limited, Tokyo, Japan
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LETTERS Continued from page 10

Requien and Edmund Rubbra’s orches-
tration of the Variations on u Theme of
Handel.

Civde J. Kev. President

The Arturo Toscanini Society

Duman. Tex.

Mr. Goldsmith's reviews of these record-
ings will appear in next month's issue.

A Schock and a Jolt

I find it surprising that Conrad 1. Os-
borne, in reviewing London’s new Pag-
liveei [Aug. 1969). made no mention
of what 10 some of us may be the only
interesting thing about this set. It is
the second set—of some fifteen com-
plete recordings—to give us the Nedda-
Silvio duet complete. The first was a
German language set on Electrola, with
Rudolf Schock, which had a limited cir-
culation in this country a couple of years
ago. Incidentally, the German set also

allotted the famous line “La commedia
¢ finita” to Tonio (Josef Metternich).

I sat up straight when I first heard the
Electrola set and found that the tradi-
tional cut wasn't made, and received
another pleasant joit when I heard the
new London release.

I find Lorengar, Merrill, and Krause
all better than did Mr. Osborne, but,
unlike him, I thought McCracken's Canio
a disaster. Where is the legato, the phras-
ing that we have a right to expect from
a singer represented to us as a major
artist? This performance does not presage
well for his forthcoming Orello on Angel.

There have been many good recordings
of Pagliacei but for me the finest is
London’s first recording, with Del Mona-
co a magnificent Cania, Petretla a mar-
velously slutty Nedda. and Poli a brilliant
Tonio—pertormances both moving and
terrifying. The sound too is superb for
its time.

Wilfred Healey
Los Angeles, Calif.

For a review of McCracken's Otello, see
the Classical Reviews in this issue.

Gilmore: Yes; Lang: No

My hearty congratulations to Clifford F.
Gilmore for his discerning review of
Bach’s Mass in B minor as performed by
Nikolaus Harnoncourt ["Does the Con-
centus Musicus' Authenticity Make Mu-
sical Sense?,” July 1969]. It is quite clear
that Mr. Gilmore understands the mean-
ing of the words “musical” and “sense.”

On the other hand. Paul Henry Lang's
companion review of the same recording,
a crude and irrational attempt to justify
his negative answer 1o the question put
forth in the article, has convinced me
that he is, without doubt, onc of the
most opinionated critics this side of Phil-
istia. I am really rather surprised that Mr.
Lang has placed his stamp of approval
on the harpsichord and reconstructed

Continued on page 16

When you have a choice between two of
the world’s finest automatic turntables,
how do you know which one to buy?

Hmm...that's a tough one.

To help you make up your mind, here are the facts.

sion broadcast tonearm . .

The PE-2020 is a turntable that tracks like a manual
and works like an automatic. An ingenious device in the
cartridge shell permits you to dial the perfect tracking
for each record in the stack, at a precise 15° vertical
stylus tracking angle. Result: maximum precision . . .
minimum distortion. Records gain fonger life.

Operation is completely simple. The one lever contro!
of the command center provides instant start, stop,
repeat, cue, pause and lift.

There's also the most sensitive automatic anti-skating
device . . . a 4-speed selector with pitch control . . .
automatic record scanner . . . exclusive stylus protector
. .. transcription-quality, motor driven cueing . . . preci-

ELPA MARKETING INDUSTRIES, INC. £:

. 4-pole, 4-coil induction
motor...and much more. The price is $129.95 less base
and cartridge.

The PE-2018 has the same exclusive features!

Then what's the difference? A slightly smaller chassis
and turntable platter. 1625 rpm speed isn't provided.
And the anti-skate is coupled with the stylus tracking
weight adjustment. The price is $99.95, less base and
cartridge.

If you're still in a quandary, don’t make a buying decision
on an automatic turntable until you see both the PE-2020
and 2018. They're the finest in their price ranges. See
them at your ELPA PE dealer, or write:

e New Hyde Park, N.Y. 11040
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When Realistic* builds a receiver
to sell for 269.95 you expect
90 watts' you get 140.
You expect a feature
nobody else has: you get 6.
You bet your sweet ad agency
the Audio Establishment
has a right to be worried!

In 500 RADIO SHACK Stores

STA-120 RECEIVER BY ~ F2EALISTIC_

The cabinet is included | Flip-tevers®~ -8 of | Two meters for FM!| Three tone controls: Push-push AC | Glide-Path* volume contrels give

ot our price. It is made
of wood. It is not made
of metal or plastic. It
does not cost you
$29.95 extra!

them). Slim and long,
not stubby and short.
Positive action, not
pushbutten dubious or
slide-switch  flimsy.
Aside from their grand
design, our Flip-levers
have a ““touch appeal”
that’s almost erofic!

tuning. One for AM.
Two is one more than
competition has. How
come?

treble, bass, and mid.
Anybody can hear the
difference. But only
Realistic” gives it to
you! Maybe that's why
The Shack* is the big-
gest auvdio dealer in
the country?

button. We just
' plain hate to put

the power switch
ona tone or vol-
ume control.

you visible level and a big “‘plus’
we call Perfect Loudness Control.

| You get the correct compensation

at every volume setting. F-L-C is
our invention, an audible bonus, a
real advance—not a gimmick.
Only the STA-120 has it.

FIRST THE PRICE — $269.95. Then the power — 140 watts at 8 ohms. So now you know you're looking at the biggest
value in stereo ever offered to serious music lovers. Radio Shack’s million-customer Realistic line is the distillation
of 46 years in electronics, of thinking about music reproduction, of designing equipment to sound a certain way.
The STA-120 receiver is the best piece of gear we've ever built. Wideband AM. FET stereo FM. All the “me too”
features and a whole host of “me only” innovations. Another good thing: we service what we sell, in 46 states, with
original parts. Probably nobody (but nobody!) else in the USA can make and substantiate the above claims. Radio
Shack Q.A. — Quality Assurance — makes Realistic a better buy.

uee Free 19/0 Color Catalog

Slpii 2% |
-, n 3 I
Mail to: Radio Shack Computer Center Dept. ZJ
2727 West 7th St., Ft. Worth, Texas 76107

There’s a Radio Shack
store very near you.

LOOK US UP IN THE PHONE BOOK

Name [print)

Street

| City State Zip
*Traide Markoml s e e e i, SNy Sy |
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The 27pounds of

e
our rlﬁO

structurein
al

Grenadier

can lift aVOlkswagen
dlear off the ground.

We equip our spectacular Grena-
dier with the most powerful mag-

netic structures around—not to lift

VW’s but to handle a full 100 watts
of power without fear of burnout,
break-up or distortion.

We use these massive mag-
nets to control equally extraordi-
nary voice coils.

Likethe voice coil in our 15"
woofer. Four inches in diameter
and just 1”7 deep.

Designed to reproduce
really wide-excursion bass tones—
clean down to 20 Hz—without
wandering out of the magnetic gap.

With that kind of power and
perfect coil control, you can’t get
non-linear distortion

The rest of our three-way

The Royal Grenadier 9029995
The Grenadier 7000:20995"

FOR A FREE FULL-COLOR CATALOG. WRITE:
EMPIRE SCIENTIFIC CORP.. 1055 STEWART AVE.. GARDEN CITY. NEW YORK 11530.

Grenadier system is just as impres-
sive. Its crossovers are at 450 Hz
and 5000 Hz—for perfect sound
reproduction throughout the sonic
spectrum.

And no other full-range sys-
tem even comes close to its full-
circle sound distribution.

But when you‘re talking
speaker systems, the how and the
why of it are almost academic.
What really counts is hearing the
difference.

So ask your dealer to let you
audition the Grenadier experience.
Soon.

Once you've heard a pair
of ours, you'll
never settle for
anything less.

*with imported marble top
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baroque organ used in the Harnoncourt
performance. He condones the usage of
those authentic baroque instruments but
cannot accept the usage of the others! It
is absurd, musicologically speaking. to
be authentic only halfway.

Before anyone can discuss musical
sense it is imperative to realize that mu-
sic does not always require what Mr.
Lang calls “guts.” Contrary to contempo-
rary thought, music can be meaningful
without volume, If Mr. Lang would re-
lax and at least temporarily abandon
his prejudices, he too might find beauty
and “musical sense” in the work of Niko-
laus Harnoncourt.

Benjamin Hex
Newark, N.J.

I read with a great deal of interest Paul
Henry Lang’s unfavorable review of the
Bach B minor Mass side by side with the
more approving review of Clifford F.
Gilmore. I own the old Angel version
conducted by Karajan (a smooth-as-silk
performance, but hardiy correct—stylisti-
cally or otherwise), and 1 was looking
for a replacement. 1 am wruly surprised
that an academically inclined person such
as Dr. Lang could ever disapprove of an
efiort iin the direction of authenticity. As
I listen to the new Telefunken perform-
ance, I find little reason to feel uncom-
fortable. 1 suppose that if 1 had drenched
mysell in Karajan I might have had to
cleanse my ears more thoroughly (1 have
only listened to his recording half a
dozen times since purchasing it in 1954).

Frankly, I found Harnoncowrt’s ver-
sion like a breath of fresh air. [ did
notice some difficulty in the manipulation
of the horn part in one movement, and
some ensemble imprecision in  spots
(doubtless because of the luck of a con-
ductor). It is obvious, however, that Dr.
Lang is basing his standards on the neo-
Romantic versions of which 1 and many
others are so very weary. Why have the
transverse flute part played by a baroque
flute and not by a modern metal one?
Because it was not intended for these
metal instruments. If we are going to
allow the chorus to be nearly drowned
ocut by the modern string instruments,
bassoons. flutes., and trumpets. why not
go all the way and substitute the modern
pianoforte for the harpsichord? The car-
rying power will be on a par with the
modern oboe and trumpet, as well as the
beautiful (but quite out of place) plati-
num flute as it was “improved” by
Boehm. Let's be consistent, sir.

May I registcr one “yes' vote for the
Harnoncourt version of the great B minor
Mass of J. S. Bach.

Gene M. Lacy
Fort Worth, Tex.

Hicu FipeLiTty is to be commended for
printing two reviews of the Concentus
Musicus recording of the B minor Mass.
Fortunately, the subjective, overstated de-
nunciation by Paul Henry Lang was more
than balanced by the reasoned approach
of Clifford F. Gilmore. Mr. Lang’s ob-
session with the alleged inadequacy of

Continued on page 20
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DEAN

DEAN MARTIN
nou TON

Love Lovel Love MARI'N
ﬁ . <] -

<Down Home
This Is Dean Martin: Return To Me,
47

- Suap Your

Fingers

Volare, Look, etc..
Gentle On My Mind, By The Time
| Get To Phoenix, etc. .33
Waelcome To My World, Lmle or
Wine Drinker Me, more.. 50
Best Of, Vol. 2: Pretty Baby, Ar-
rivederci Roma, etc....... 14

NANCY
WILSON

o

Sound Of Nancy Wilson:
selt, Peace Of Mind.
Lush Life, When The World Was
Young, Sunny, others...... 57
Gentle Is My Love, Time After Time,
More, 8 others. 73
Nancy: I'm Your Special Fool You'd
Better Go, etc. 48

The Shadow of
Your Smile

cariion]

By My-
29

Glen Campbell

A igar BT HIT ALBUMS! TAKE ANY

o) 4 13

By The Time | Get To Phoenix,
My Baby's Gone, etc........ s B
Gentle On My Mind, Mary In The
Morning, Cryin’, etc.. .28
Galveston, Friends, Where's The
Playground Susie, etc..... .10
Burning Bridges, I'll Hold You In
My Heart, Faith 79

4-99¢

(plus small postage-handling charge)

from 75 shown — value to 323.921

SUPERB
CLASSICS

Poter & The Woli/Haydn Toy Sym:
Ustinov, Von Karajan. 56

THE
LETTERMEN

Lettermen & Liva: Up Up & Away,
What Now My Love, etc......... 58

FRAK SIATRAS | WITH $5 LIFETIME CITADEL
SINATRA MEMBERSHIP THAT LETS YOU
; 4 2 SAVE UP TO 55% ON ALL
Strangers Ia The Night, Summer ALBUMS IN PRINT!
Wind, Call Me, others. 7

wert You There?

(o

Brehms Piano Concerto No. 1: | Have Oreamed, Traces, Califor- September Of My Yeers: It Was A 1 et
Barenboim, Barbirolli. 26 nia Oreamin’, more hits. E Very Good Year, 11 more......... 12 Only CITADEL gives you all this:
Grofe Grand Canyon/Oesth Valley Put Your Hesd Oa My Shoulder, A Swingin’ Affair: At Llong Last H
Suites: Grofe conducts. Light My Fire, Hey Jude......... 41 Love, | Won't Dance, etc......... 80 1. Select 4 albums now for 99¢ with
Molst The Planets: Boult cond. | Best Of, Vol. 2: | Believe, Let Thet's Life, Sand & Sea, Impos- your enrollment
Stereo spectacular! ... 36 It Be Me, My Love, etc.......... 38 sible Oream, Tell Her.. 20 A
— 2. Then—no obligation; buy as many, as
TENNESSEE JACKIE few as you ik
::r’;lﬁtl“ﬂ:g TENNESSEE [l N-Tol) JACKIE L
Cioser Wan Wit Thee ERNIE FORD Music Around the IR TY0]] 3. Choose from all LPs in p[int' all labels

World tor

4. Save a guaranteed 35% to 55% on all
LPs {beats discount store prices)

<]“

Oscar Peterson: Night Train, Hymn

My Favorita Things, King Of The To Russell, My Brother, Whom How Sweet It Is, Lara's Theme, P ;
Road, Dear Heant, Love...........44 | Slept With. Hilarious!............ 34 Autumn Waltz, othess............ 5. Super bargams cost as little as 98¢
Lot Mo Walk With Thee, 0 For A 200 MPH, Dogs & Cats, Mothers | Champagne Candlelight & Kisses: .
Thousand Tongues, mote......... 96 & Fathers, The Wife.... 15 All By Myself, 11 mose. .30 6. Extra savings on top-star Gold Medal
Aloha: Sweet Leilani, Aloha Oe, | Revengs, Two Daughters, Wives, | Best Of, Vol. 2: My Funny Val- Award albums (see below)
Hawaiian Wedding Song.......... 8 Buck Buck, more laughs......... 91 entine, I'll Be Around........... .46
Best of Tennessee Emie Ford Hymns: Wonderfulness:  Lumps,  Chicken Music For Lovers Only: Little Girl, H
My Task, othess.....................48 Heant, Go Carts, etc. A Body & Soul, etc................... 52 1. FREE Schwgnn catalog lists 35'000
records available
NAT KING JOHN COLTRANE SWINGIN' 8. Guaranteed-perfect LPs, fast service
COLE A JAZ2 Sams Place . .
Love hs. gauseet, 9. Lifetime privileges—no renewal fee
Supreme 4 ®
= EEENE NO OBLIGATION TO BUY —EVER!
Those Lazy, Hazy, Crazy Days Ot | Hugh Masekels: Lasting Impres- I've 6ot A Tiger By The Tail,
Summer. 12 top tunes. 7] sion. Unohilo, others..............68 Cryin' Time, Memphis. 83 New Gold Medal Awarq pro_gram !ets
Unforgettable, Too Young, Mona | S. Kenton: Artistry In Rhythm, | I've 6ot You On My Mind Again, you vote for your favorites in nation-
Lisa, Pretend, more............. .37 Opus In Pastels, more............ 67 Sing A Happy Song, etc. A

wide poll! As a Citadel member, you

Open Up Your Heart, Devil Like

In Love With You, more.......... n
Valley Ot The Dolls, San Jose,

Where Would | Go, etc.......... 86
Windows Ot Tha World, Another
Night, Somewhere, etc.. ...83

Here Whers There Is lovo, Blow-
ing In The Wind, Alfie. .. 55

Too, You Tell Me.......... 24
Loretta Lynn; Singin” With Feelin’.

What Now? etc................. 43
Hank Williams: Grestest Hits.
Half As Much, 11 more.......... 39
Wands Jackson: Reckiess Love
Affair, Box It Came In............ 27

AL MARTINO

Al
MARTINO

{+

Painted, Taimted Rosa, Ramona,
More, Harbor Lights............... 75
Wake Up To Me Gentls, Look Of
Love, Didnt We, etc............. 98
Daddy’s Little Gil, Woman In
Love, Born Free, more............ 74
Merry Christmas: Al does White
Christmas, Rudolph.. ...85

¢

fake The
canion | Werld Go Away

CHOOSE ANY
4 OF THESE
75 ALBUMS —

ONLY 99¢!
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Christmas Song, Silent Night, plus 2 o .
0 mo:ngIe carol';....sh 19 To F(;eeusom, eté.. .53 Me, Think Of Mse, more...........64 have exclusive privilege of purchasing
also Mills Bros.: My Shy Violet Best Of Stan Getz: Desafinado, Best 0Of, Vol. 3: Sam's Place, i H
plus Sugar Boat, etc........... 87 Insensatez, Her, etc. Under Your Spell Again .45 {at a fraction of retail value) up to 4 new
Gold Medal Award albums a year, des-
cribed in advance, featuring nominated stars. No obligation to buy
DIONNE COUNTRY - R i i i i
g BT you may decline shipment simply by returning card provided.
s e MAIL CARD OR COUPON TODAY!
Promises Promises, This Girl's | Johnny Cash: Greatest Hits. Katy | CITADEL RECORD CLUB

SYMPHONETTE SQUARE ¢ LARCHMONT, N. Y. 10538
Show 4 records you want by number:

L | l I

Send my FREE catalog and special price lists, and enroll me in The
Citadel Record Club, with all privileges descrlbed including participa-
tion in the Gold Medal Award program. | ma cancel membership if not
fully satisfied. Bill me only 99¢ {plus small Rostage handling charge)
for the 4 LPs | have chosen from those shown, plus $5 to cover
LIFETIME enroliment. | am never obligated to buy any records.

O Check here for Stereo Tape membership ($1 additional). Includes
famed Harrison Tape Catalog.

————— — — — . o o —

0O Mr.
0 Mrs = —_—
O Miss
| Address_ — —
| City. State

778031
[ $5.99 enclosed for mutual convenience. Bill me for modest
postage-handling. | am entitled to complete refund if not satisfied.
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unchanged voices to convey “music of
any passion” is familiar enough to your
readers. Now we are also informed that
instrumentalists should not bother to
play authentic eighteenth-century instru-
ments (except harpsichord and organ)
because they “sound flat and have no
guts”; and furthermore, we should not
restrain the size of the ensembles 1o that
approximating original conditions because
Bach would certainly have preferred a
larger group if only he'd had the money.
Mr. Lang scems willing to permit the
confluence of musicology and perform-
ance only when the results do not upset
his own comfortable, not to say rigid,
conceplions.

Anyone fortunate enough to have heard

the Concentus Musicus  during  their
1968-69 U.S. tour can attest that this
group plays with all the zeal, involve-
ment, and technical expertise that one
could ask of any ensemble, no matter
what the vintage of its instruments. This
ensemble’s outstanding musicianship is
amply demonstrated on the Telefunken
recording of the B minor Mass.
Kenneth L. Taylor
Gambier, Ohio

For Dr. Lang's replv, see “A Critic
Answers his Critics,” page 22.

Golden Age Hacks, Cont'd.
The hysterical responses and invective

inspired by my modest letter are truly
amusing |[May and August 1969). Have

“ BIANLOARD

You can even hear it
when the water’s running.

It's 30 Watts of music power, enough to be
heard over any shower.

It'sa useable FM sensitivity of 2.5 uV.
A frequency response of 20 to 30,000 Hz.
An FM harmonic distortion rating of 0.5%.

It's Standard’s SR-A205SU stereo
receiver: a solid-state thoroughbred, con-
taining 24 silicon transistors, 18 3-reactance
diodes and tuned RF stages.

In walnut finish with aluminum trim,
astonishingly priced at $119.95. From
your Standard dealer, and we’ll be happy to

tell you exactly where to find him.
It's The Sound Choice.

I8 STANDARD RADIO CORPRP
\./ ...electronic years ahead!

60-09 39th AVENUE, WOODSIDE, N.Y. 11377,
1934 SOUTH COTNER AVENUE, LOS ANGELES 90025.
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you ever noticed that when people argue
from a sense of right (not righteousness),
with logic, sense, and facts on their side,
they are cool, calm, and composed. But
when they argue from prejudice and
from “traditional™ positions fed them by
others, rather than evolved by their own
mental effort, they get hysterical, abu-
sive, and boring. I certainly trod on a
lot of soft corns, didn't 1?

Stella Sherman

San Francisco, Calif.

While Stella Sherman  certainly  was
misguided in completely condemning the
tenors of the past, those who rose to
their defense were equally extreme. Ra-
mon Vinay's voice was right for Orello
in 1948. It then possessed the proper
weight and brilliance. As for Kraus.
Windgassen, and Pavarotti—no one has
ever thought of them as appropriate for
the role of Otello. Vickers and McCrack-
en are, however.

Mario del Monaco. at his peak in
1955, was a superb Otello vocally and
dramatically. 1 heard all his perform-
ances with De los Angeles and Milanov
and they truly showed him at his best.
To hold up his 1968 recordings as in-
dicative of his true stature as an artist
is sheer folly. Del Monaco never had
the impact on records that he had in
person, and [ suspect the same was true
of Martinelhh and Melchior. Even in
their prime the singing of these tenors,
as recorded, sounds inferior to their con-
temporaries. Caruso, Gigli, McCormack
all recorded better. Surely Martinelli was
finer in person than he appears on the
Forza rio with Ponselle and Pinza.
And T know that Melchoir sang more
freely in live performances than he did
through much of the historic Walter
Walkiire.

Vocal art is constantly changing and
every era has its greats. Surely we are
just as “wealthy™ now as we were in the
past. Vickers, Gedda, Thomas, Kraus.
Pavarotti, Aragall, Corelli, Domingo.
Bergonzi, Molese, Tucker—all will be
remembered fondly in years to come.

Carl K. Edwards
New York, N.Y.

I am vastly annoyed with Shaun Green-
leaf's condescending letter directed to
Stella Sherman, in which he attempts
to set himself up as some kind of vocal
guru. | have not heard the Orello high-
lights recording which Miss Sherman
disliked, but | have heard many Marti-
nelli recordings made in his prime years
—the Twenties and early Thirties—and
think that they are rather poor.
However, what really exasperated me
was Mr. Greenleaf's discussion of Orello
tenors. Apparently he has never heard
of Jon Vickers, a great artist with a
voice of heroic dimensions. And what
about James McCracken, one of the
most famous Otellos of modern times.
What is the point of telling us that
Kraus and Pavarotti have voices 100
light for Otello? Any fool knows that
such heroic roles are beyond them. Are
their talents to be degraded simply be-
cause they are lyric tenors? Would Mr.

Continued on page 24
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Model 407 i

only
ASTROCOM/MARLUX { 4
gives you positive '
proof of performance

It's easy to print specifications . . . It's something else again to back up performance claims with the hard
cold facts of laboratory tests. Every Astrocom/Marlux Model 407 is furnished with its own graphic read-out
of its frequency response tested on level recorders calibrated to National Bureau of Standards Accuracy.

The Model 407 is buiit to inspire confidence . . . serious recordists everywhere appreciate the ease of tape
handling with the soft touch solenoid operated controls, the unswerving accuracy of the hysteresis syn-
chronous capstan motor and the smooth tape spooling afforded by the supply and take-up reel motors.
The addition of a precision impedance roller to this tape drive system ensures consistently low values
of wow and flutter. Four heads allow reverse play plus “‘off-tape’” monitoring. The premium-quality heads
and the all-silicon transistor electronics give signal-to-noise ratios of professional specification.

The Astrocom/Marlux Model 407 has many other features designed to please the discriminating recordist.

Our dealers can demonstrate to you why the Model 407 is outselling much more
expensive recorders and is today's most outstanding tape recorder value.

ASTROCOM|MARLUX

Oneonta, New York 13820
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A Critic AnSWCI‘S HIS CritiCS by Paul Henry Lang

I find the controversy over the Tele-
funken recording of Bach's B minor
Mass very heartening. Only a generation
ago, in this country “musicology” was a
word that c¢voked snickers—it  wasn’t
even listed in Webster—and musicians,
critics, and the public denounced those
benighted plodders who tried to “under-
stand music by reading books.” Well
things have changed, and for the better;
those books have reached the devoted
tans who won’t tolerate grossly distorted
performances of thewr beloved baroque
masters (the latter, incidentally, also of
recent discovery as far as they are con-
cerned). Musical literacy has never been
at such a high point and it is rising
cvery day, with HiGH FIDELITY not only
contributing to its spread but providing
a welcome forum for varying opinions.
But, “Most Worshipful, Distinguished,
Steadfast, Honored, Learned, and Most
Highly Esteemed Sirs,” to use Bach's
own form of salutation, what you are
preaching and practicing is not musi-
cology, only an abridged paperback edi-
tion of it.

Mr. Harnoncourt, supported by not
a few readers, maintains that his B minor
Mass is performed faithfully according
to what he took to be the composer's
original concept. The only hitch is that
the precepts and conditions prevailing
in Leipzig are not at all valid either
tor Bach's works or for the period's
general practice of music. Musicology
begins in the archives, not in old mono-
graphs. During the past generation, Bach
research has made immense strides, the
results of which are just beginning to ap-
pear, rather cautiously, in the English-
language literature on music. But we
know that Protestant church music
was declining rapidly by the beginning
of the cighteenth century, and that the
Thomasschule was in such decay that
Bach, embittered, simply served out his
last fifteen years, turning his attention
to the great musical essays, Kunstbiicher
they are called, in which he methodical-
ly summed up his wisdom to set examples
for all time to come. The vast majority
of the many Leipzig cantatas have proved
to be wrongly dated; they were much
carlier works patched up for his Sunday
services. He no longer composed origi-
nal works regularly for the church; his
tremendous creative power, still intact
if turned inward, went into the great
studies: Clavieriibung, The Art of Fugue,
A Musical Offering—and the B minor
Mass. This last, a collection of all styles
and all devices known to Bach, was
never performed by him, and may not
even have been intended for performance
—certainly not for integral performance,
so different are its sections.

In his last attempt to improve the
wretched state of his performing forces,
Bach addressed a memorandum to his su-
periors stating that the incoming class of
students would not enable him to main-
tain a proper musical establishment. It
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was from these recruits that he had to
replenish the thinning ranks of choristers
caused by graduation and changed voices.
He found four sopranos of “good voice
and good proficiency,” one “passable
and fair,” one “mediocre,” one “weak
and indifferent,” and one “weak and
slight.” There was one good alto, but
the rest were “rather poor.” and many
were rejected. Only three of the four
churches under Bach's care could be
staffed by this pitiful crop of singers
(he considered three or four singers to
a part the choral minimum); the fourth,
“receives the remainder, namely those
who do not understand music and can
only just barely sing the chorales.”

Now surely we should not base our
performances on such a meager body of
singers and players, denounced as in-
adequate by Bach himself. We know that
in many other cities they had choirs
of forty or more singers and well-ap-
pointed orchestras. The famous Kreutz-
schule, the Dresden counterpart to the
Leipzig Thomasschule, had a large choir
as early as when Schiitz was its master—
a hundred years before the B minor
Mass. Years before Bach's angry peti-
tion, the great court conductor in Vienna,
J. J. Fux, addressed a report to the em-
peror in which he stated that the mini-
mum requirement for a choir is eight
singers to the part, twice Bach's own
modest demand made in extremis.

Now about the choirboys-vs.-women
dispute that seems to exercise a number
of my readers. Johann Adolf Scheibe,
critic and theoretical oracle in Bach’s
time, says (1737) that a good choir is
formed by a core of at least eight ex-
perienced mature singers (tenors and
basses) to which are added ‘“amateurs
such as school teachers,” choirboys—
and women, “because the latter’s voices
are more natural, purer, and more sus-
tained than the boys’ voices.” How far
the employment of female trebles and
altos goes back is difficult to ascertain,
but by the end of the seventeenth century
they can be located pretty nearly every-
where. In 1713, in Karlsruhe, there were
dozens of them in the choir.

Where Harnoncourt made his mistake
is that he took a provincial and declining
church-supported institution, rent by ri-
valries and prejudices, and low on funds,
for a typical representative of the peri-
od’s musical practice, ignoring the fact
that by that time the opera house had
first call on all good musicians and sing-
ers, the churches got what was left. Yet
the opera house also called on the
churches for assistance. The general
practice was that the local church choir
or choirs joined forces with the opera,
thus not only forming a much larger
ensemble than when functioning alone
but learning much more up-to-date mu-
sic-making. So the Dresden “School of
the Cross” choristers sang in one of Lot-
ti's operas (1719) and the accounts say
that there were “twenty-four women and
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twenty-four men” in the chorus, Ex-
amples of this procedure can be dupli-
cated in many other places, from Vienna
and Prague to Berlin and Hamburg;
Leipzig was decidedly not where the
action was. So eager were the patrons
and musicians for sumptuous sound—
characteristic of the baroque—that even
those ladies and gentlemen of the court
who could read music joined the choir.
In many places where the cultural show
was run by the court (there were Protes-
tant princes in Germany who liked artis-
tic luxury as much as their more famous
and more wecalthy Catholic counter-
parts), the musically trained students of
the local Latin or parochial schools were
ordered to join the opera chorus. One of
the accounts speaks of monies distributed
to 44 scholars who sang in the choir,
and five teachers who looked after them.”
The kids must have had a good time
playing hooky with official sanction in
the opera house. Furthermore, according
to the universal custom of the time, the
soloists, whether in church or opera, al-
ways sang with the choir, thus adding
several strong voices to the ensemble.
The same goes for the orchestras. Stutt-
gart, to mention an example, had a stand-
ing orchestra of about thirty-five, to
which were added amatecurs, and wind
players from the band of the local
grenadier regiment. All this is hardly
consistent with Harnoncourt's extremely
small complement of performers.
Above all, however, this music-mak-
ing was expressive, far more expressive
than the timid and prayerful way of
the Telefunken recording. It could not
have been otherwise, because all music
took its cue from opera. 1 did not
criticize Harnoncourt’s recording on
musicological grounds only; 1 objected
to the lack of artistic communication,
the tentative and expressionless playing
and singing. Before 1 became a musi-
cologist, I-—like any other historian
worth a double-dotted sixteenth note—
was a practicing musician who made
his living in the opera pit, than which
there is no more e¢nlightening place 1o
study music. It was there that I ac-
quired my abiding faith in the glory
of the singing voice, the beauty of a
well-delivered melody, and the fervor
of a group of musicians rising to the
challenge. The score is a mute document
until those middlemen we call per-
formers ‘“‘re-create™ it. Contemporary
musicians play quite differently from
their ancestors, but they have the same
musical instincts and feclings. They can
be brought culturally ncarer to the spirit
of Bach's time, but they cannot wholly
identify with it; it will always be only
an approximation. If we try to suppress
their natural, native musical instincts
and feelings, we get demonstrations, not
artistic communications. A compromise
is inevitable, and it must be a judicious
blend of musicological awareness with
healthy and genuinely felt musicianship.
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An Outperformer
for the Tape Deck Set!

Tape recordirg has reached a ~ew level of ex-
cellence with the new Fonecr T-630. These
ramarkable rnovations te | tke storv. The in-
zenious aulo-reve-se unit offers the fastest auto-
matic end p.shbutton reverse playback and
rzcording — less than a second No more turning
tape over .. no more anndying recording inter-
raptions. The dramaticallv d ffzrent swing-in,
sw«ing-out pinch roller assures optimum tape
prassure at 1 times — just rizht for flawless
reproduct on. Jeel loading has bzen relegated tc

a one nand operation, significantly reducing
mounting and threading “ime and the poss bility
of torr or damaged tap=s. Other features include:
solid statz circu ry: 4 heals: 4-track stereo &
monatral Record, Playback 2 VU me:ers; Fysie-
resis synchronous motor: center capstan drive:
headpi-ne jack: automatic tape braking: push-
button 4£-cigit counter: vert cal or horizontal aper-
ation. Naturally, the gira' tv is incomgarable, It's
a Pionz2zr Outperfaormer. Ask your Picneer dealer
for a demonstration. Only 3299.95 ncl. dust cover.

O PiIONEER

PIONEER ELECTROSICSE U.S.A. CORPIJRATION, 140 Smith Street, Fa-mingdale, N.Y. 11735 - (516) 694-7720
West Coast: 1335 W, 734th St., Gardena, Cahf. 902<9 (213) 323-2374 & 321-1076 - Canada- S. H. =ark2r Co.. Prov. Dntario
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LETTERS Continued from page 20

Greenleaf ulso deprecate Schipa and
McCormack because they were not equal
10 heroic roles?

Robert Tinker

San Francisco, Calif.

Additions and Deletions

I enjoyed William Zakariasen's article
about the records that didn't make it
["Speaking of Records,” August 1969].
Nussio's Folklore d'Engadine is also one
of my treasures.

1 agree with Mr. Zakariasen that
Franz Schmidt’s orchestral works de-
serve a hearing. But 1 have some hope-
ful news. I noticed in a program of the
l.os Angeles Philharmonic that Zubin

Mehta played Schmidt's Fourth Sym-
phony there last November. I wrote Ray
Minshull, London/Decca'’s a & r chief in
England, suggesting that he think about
recording it, and he sent me an encourag-
ing reply. Perhaps if more people write
to him we may gel some uction.
John folt
Boston, Mass.

HAM, Project Two

Your review [August 1969] of the newly
released Southern Illinois University en-
deavor to record the Harvard Anthology
of Music should, in all fairness, be fol-
lowed by an announcement to your
readers of a similar enterprise being
offered by the Musical Heritage Society
(1991 Broadway, New York, N.Y.)

uniGLUB

saves you more
on more of what you want!

Here are 10 facts about uniCLUB.
They are 10 reasons to clip the cou-
pon and join now!

1. Any LP or tape on every U.S. or foreign
label availahle, Columbia—Capitol—RCA—
London & 350 more. No exceptions.

2. You save a minimum of 35% on LP’s; 33%
on tapes and 25% on books.

LP's LIST unicLus
$1.98 $1.35
2.98 1.95
3.79/98 2.49
4.79/98 3.09
5.79/98 3.79

3. You can save even more by taking advan-
tage of the regular extra discount “Specials.”
Save up to 80% off list price. Right now, for
example, the entire RCA Red-Seal catalog is
$2.75 mono; $3.25 sterco. The Vox $4.98 series
is $1.75 mono and stereo.
4. Never a requirement to buy. No monthly
“stop-order” forms to return. You receive just
what you order.
5. LIFETIME MEMBERSHIP
The cluh membership fee is $5. This is for life-
time privileges which are increasing all the time.
6. FREE CLUB MAGAZINE
Members regularly receive “uniGUIDE” advis-
ing them of the latest releascs, recommended
best-buys and extra discount_"Specials.” When
you join you receive a free 300-page Schwann
record catalog listing every available record
and its price. You receive a free Harrison tape
catalog if you specify.
7. FASTEST SERVICE ANYWHERE
Your orders are not only processed but shipped
the same day we receive them. This unique serv-
ice is possible because your orders are picked
from an inventory of over 250,000 LP's & tapes.
You get factory-new sealed albums and tapes
only. Defects are fully returnable at no charge.
8. SAVE UP TO 50% ON

STEREO GEAR
Individual components or complete systems —

uniCLUB supplies hi-fidelity. equipment of vir-
tually_everv manufacturer at tremendous sav-
ings.

9. BOOKS OF ALL PUBLISHERS

The Book Division —only uniCLUB has it —of-
fers members at least 25% off on any book in
print.* You get only original publishers’ edi-
tions. uniGUIDE lists best-sellers, just-pub-
lished works and book *‘Specials.”

*Texts are reduced 10%.

10. FOUR CLUBS IN ONE

uniCLUB is really a time-saver. It makes join-
ing many clubs unnccessary. Now you can buy
all your records, tapes, auto-cartridges, books
and stereo-gear from one convenient source.
We hope you'll join today!

SAVE MONEY EVEN ON YOUR
MEMBERSHIP FEE

Give gift memberships with full lifetime privi-
leges for only $2.50 each. Splitting the cost with
one other person lowers cost to $3.75; enrolling
five at a time brings cost down to only $3 cach.

Send my Free Schwann catalog, order

blanks & uniGUIDE by return mail.

$5 enclosed guarantees me:

I. LIFETIME MEMBERSHIP
CLUB

2, 35%-80% savings on LP albums, Y3 off
on tapes, 25% on books.

3. No requircments ever to buy anything.
Nothing will ever be sent until 1 order it.

]

]

]

]

]

1

]

'

1

]

1

]

]

1§ must be delighted with uniCLUB or within
1 30 days | will let jyou know and receive a
: full refund.
]
]
]
1
]
]
]
1
]
]
]
1
]
]
]

UniCLUB Inc._ |

in uni-

342 Madison Ave. HF 119

New York, N.Y. 10017

NAME
ADDRESS

CITY STATE up

[ Send gift memberships at $2.50 each to names
and addresses listed on attached sheet.
: [J 1 am also interested in pre-recorded tapes.
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This series, under the artistic direction
of Denis Stevens, appears on that com-
pany’s Orpheus label, and. at the reason-
able price of $2.89 (plus postage)£per
disc, serious music students will want
to investigate these recordings. As a long-
standing recipient of the Society's offer-
ings, I can say that their engineering
and musical quality are unsurpassed by
any label at any price.

Robert . Weiranuceh
Danbury, Conn.

One Vote for Borsch

Balanchivadze, Machvariani. Taktakish-
vili, Tsintsadze, Babajanyan, Balasanyan,
Gajibekov. Kuzhanyarov, Ashrafi. Orien-
tal diseases? No. These are Soviet trans-
Caucasian composers writing symphonic
music in the exotic idiom of their native
lands of Armenia, Azerbaijan, Georgia.
Kazakhistan, Tajikistan, and Uzbekistan.
If you want to hear music with far more
ear appeal than the cacophonous cerebia-
tions that pass for modern music, |
strongly recommend the recordings of
these and other Soviet composers. Al-
though some of these recordings are
obtainable from the Four Continent Book
Corporation in New York City, Znanic
Books in San Francisco, and Victor
Kamkian in Washington, D.C., a much
wider selection is available from August
Rajas, 936 South Detroit Street, los
Angeles, Calif. 90035.

Augie, as his friends call him, has a
personal collection of over 800 such ve-
cordings which he plays on Univernsity of
Southern Culifornia radio station KUSC/
FM every Friday evening from 6:00 to
8:00 p.m. He can also muke available
tapes of his recordings. Although I had u
glimpse of this new world of music be-
fore 1 knew Augie, he extended my
knowledge of it considerably. This music
is like drawing a breath of fresh air after
being polluted for years by—shall I say
it?—Berg and Barték. I may be uccused
of being a musical peasant, but give me
borsch anytime.

Saul Kruger
Silver Spring. Ml

High Fidelity, November 1969. Vol. 19, No.
11, Published monthly by Billboard Publica-
tions. Inc., publisher of Billboard. Vend.
Amusement Business, Merchandising Week.
American Artist, and Modern Photography.

High  Fidelity/Musical America  Edition
published monthly, Member Audit Burcau
ol Circelations.

Fditorial  correspondence  should  be  ad-
dressed to ‘IThe Editor, High Fidelity. Great
Barrington.  Mass. 01230,  Editorial  con-
tributions  will be welconied. Payment for
articles accepted will be artanged prior to
publicatron.  Uinsolicited tnanuscripts should
be accompamed by 1cturn postage.

Subscriptions should be addressed to High
Fidelity. 2160 Patterson St., Cincinnati. O.
45214, Subscription rates:  High  Fidehn
Musical Amenca: In the U.S.A. and its
Possessions, 1 sear $12; elsewhere, 1 year
$13. Navonat and other editions published
monthly: In the U.S.A. and its Possessions.
1 year $7; elsewhere. 1 year S¥,

Change of address notices and undelivered
copres (Form 3579) should be addressed to
High  Fidelity.  Subscription  Fulfillment
Dept.. 2160 Patterson St., Cincinnati, Ohio
45214.
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Benjamin
proudly announces

the world’s second best
automatic turntable.

Small wonder that the Miracord 50H is the world’s
most coveted automatic turntable. The top, top
authorities have awarded it top rating. And who
doesn't want the very best?

The Miracord 750 is virtually identical to
the 50H except that it employs a dynamically-
balanced, 4-pole induction motor instead of a
Papst hysteresis synchronous motor. It also costs
$20 less—$139.50.

The new 750 still offers all of these wonderful
Miracord features: the exclusive Miracord push:-
buttons; the siotted lead screw for precise stylus
overhang adjustment; piston-damped cueing; ef-

fective anti-skate; the 6 pound cast aluminum turn-
table; and a dynamically-balanced arm that tracks
to /2 gram.

Enjoy the world’s second best automatic
turntable and save $20 over the cost of the world’s
best. The Miracord 750 is only $139.50 at your
high-fidelity dealer.

Benjamin Electronic Sound Corp,
Farmingdale, N.Y. 11735. A division of Instrument
Systems Corp. Available in Canada.

ELAG/MIRAGORD 750

another quality product from BENJAMIN.,
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The swing

Last year Tanglewood

(Boston Symphony)

This year Ravinia cn.ccos,mpnony)
Gentral Park .. vonrninarmonic)
Mississippi River

Festival s Loussymonony

Chicago Grant Park c....raxsympnony

Is to Bozak.

At music festivals throughout the country, Bozak
columnar speakers have set a new standard of
excellence for the performing arts.

Especially in outdoor environments, where the
crowds are huge and acoustic demands are most
severe for both equipment and designers, Bozak
speakers are applauded for their tonal refinement,
lack of distortion and exciting fidelity. Asone
music critic wrote, it is impossible “to tell where
the music from the Pavilion ends and transmission
by the speakers begins.”

Qur specialty is concert hall realism — tonal
quality so pure that audiences in coliseums,
auditoriums and outdoor music festivals seldom
realize that our speaker systems are in use. \We
think we have reason to be proud of our
accomplishments.

Write today for specifications on the entire line of
Bozak speakers and associated electronic
equipment.

Bk

Overseas Export: Elpa Marketing Industries, inc.
New Hyde Park, New York 11040 U.S.A

P.O. Box 1166 * Darien, Connecticut 06820
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Indoors
and out,

ozak quality
Is always
the same.

Whether it be al the great summer music
festivals or in your living room, Bozak speakers
are your assurance of the ultimate in tonal
quality and the faithful re-creation of all

types of music.

From the new Tempo | to the incomparable
Concert Grand — all are designed in
accordance with the basic laws of physics
without resorting to gimmickry or magical
“breakthroughs” in the science of acoustics.
Each uses the same Bozak designs, differing only
in the number of speakers employed. Each is
truly a fine musical instrument {or the home.

Write today for a free catalog on the entire
Bozak line . .. exquisite furniture styles, speaker
components, speaker systems . . . the
prerequisites for your own

private music festival.

Bogak

P.O.Box 1166 * Darien, Connecticut 06820

Overseas Export: Elpa Marketing Industries, Inc.
New Hyde Park, New York 11040 U.S.A.
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LONDON

Barenboim and Beethoven

When Daniel Barenboim returned to
London late last summer, his major re-
cording project was that most formidable
of the Becthoven sonatas, the Hammer-
klavier, Op. 106. To everyone's astonish-
ment, he recorded not only that Mt.
Everest of a sonata but ten other sonatas
as well, completing his Beethoven cycle
for EMI way ahead of schedule.

Even Suvi Raj Grubb, the recording
manager behind so many of Barenboim’s
disc successes, was startled by the speedy
pace of the sessions. During this inten-
sive recording period, Barenboim’s habit
was to practice all morning. He would
then arrive at EMI’s studio in St. John's
Wood, and there—on the Steinway he
specially selected in America—he would
start to record. Some idea of his frenzied
enthusiasm may be gathered from the
sheer volume of finished material pro-
duced at these sessions: sixty minutes of
music perfected in one monumentally
active session, fifty-five minutes at an-
other, and forty at a third.

Listeners will have to judge for them-
selves whether or not the results are
mechanical mass productions; my own
feeling is the exact opposite. For ex-
ample: once, when Barenboim had com-
pleted taping the sonata that he had pre-
pared in his morning practice period, he
thought he might run through Op. 109
for the microphones just to see how it
sounded. He had not played this sonata
for months, and, as any pianist knows,
the first movement is full of unexpected
twists and tricky figurations. Both Bar-
enboim and Grubb were so enthusiastic
over the first take that they went ahead
to complete the work then and there.
Some sonatas were even recorded non-
stop in a single take with only minor
polishing required.

Eleven sonatas in all were taped dur-
ing these sessions: three late works (the
Hammerklaviers, Opp. 109 and 101), three
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Reports from the International Recording Centers the

scenes

middle sonatas (Opp. 78. 79. and 90), the
“little™ Op. 54, and four early sonatas
(Op. 2. No. 2; Op. 7: Op. 14, No. 2; and
Op. 31, Nos. | and 3). For over a year
Barenboim had done next to nothing on
his Beethoven series. started in 1967,
but this bonus put to rest any of EMI's
worries over completion of the project.

Madrigals by Monteverdi. Philips has
recently launched an even more monu-
mental series—nothing less than the com-
plete recording of Monteverdi’s madrigals
on a projected sixteen discs. The director
for this undertaking is an artist who has
made a number of records for Philips
and has now signed an exclusive contract
with the company—conductor/musicol-
ogist Raymond Leppard. The other per-
sonality in the project is recording man-
ager Erik Smith (son of conductor Hans
Schmidt-lsserstedt). who left Decca/l.on-
don for Philips at the end of last year.
One of Smith’'s most striking achieve-
ments at Decca/London was his spon-
sorship of the complete recording in
Vienna of Mozart’s dances and marches.
His musical scholarship contributed great-
ly to the success of those discs and many
of the same qualities will be needed for
the Monteverdi madrigal series.

I attended one of the last of this
summer's sessions held in Wembly Town
Hall. Leppard, fresh from another Glyn-
debourne success. was directing a full
five-pait chorus, a group of young. fresh-
voiced singers that he had helped to train
at Glyndebourne. One of the lovely,
languishing madrigals of Book Four was
just being completed, Voi pur da me
partito. The big danger on so hot and
tiring a day was that the choral pitch
might well tend to sag in unaccompanied
music. The take was perfect in ensemble
and phrasing, and then we waited breath-
lessly for the plink™ of the harpsichord:
its verdict clearly showed that the pitch
had remained true and everyone sighed
with relief.

The next madrigal was a fast. light.
brilliant one, fo mi son giovinetta, and
here Leppard’'s emphasis from the start
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Daniel Barenboim: his frenzied
enthusiasm produced a monumental
volume of first-take finished material.

was on projecting the meaning of the
words. Originally, Smith and Leppard
thought that the project ought to have
used ltalian singers in order to insure
idiomatic treatment of the words. Lon-
don was ultimately preferred, however.
owing to the striking ability of the
British singers to sing so expressively.
“You're describing a very pretty young
girl.” Leppard said with feeling, and in
his own inimitable conductor’s voice he
did the phrase. lo mi son giovinetta, with
a sly nudging glissando, exaggerating his
interpretation a bit to get the point
4cross.

Meanwhile, back in the control room,
Erik Smith was playing through takes
of a previous madrigal, deciding exactly
which material was best. | asked how
the singers were arranged on stage, and.
slightly hurt, he pointed out: “You can
hear.” And the stereo spread did indeed
come over very clearly—first and second
sopranos at extreme left and right. tenors
and basses somewhat closer in left and
right, and altos center. These first ses-
sions completed Book Four of the madri-
gals, and & number of isolated items
from Books Nine and Ten. Next year
Smith hopes to do the two longest books,
Seven and Eight. each of which will
spread over three whole records. Book
Four will take a single well-filled disc,
which should be issued in mid-1970.
With luck, the whole project will be
completed in four years.

While Leppard has signed a contract
with Philips, he still insists on being al-
lowed dispensation every now and then
to record with Janet Baker for EMI.
Just before the Philips Monteverdi ses-
sions, he had conducted her in a disc of
arias by Monteverdi and Alessandro
Scarlatti, including Ariadne’s Lament.
Baker has also just recorded a recital
with Gerald Moore (French songs by
Debussy, Fauré. and Duparc), and Mah-
ler's Riickert Lieder with Barbirolli and
the New Philharmonia—a fill-up for
Mabhler's Fifth Symphony taped by Bar-
birolli in the same series of sessions.

EDWARD GREENFIELD
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? It took
w $21 billion

toput mans
footprint
on the moon

Heres how this
research bonanza
helped Scott develop
the worlds most

advanced AM/FM

Stereo Receiver...
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Scotts Powerful 386 AM/FM Stereo Receiver

Six space-related
electronic developments
help the 386 serve you better, longer

.

The billions of research dollars expended towards velopment of the 386 AM/FM stereo receiver.

America’s race to the moon helped foster the devel- The 386 represents a level of sound quality and per-
opment of many entirely new electronic devices. formance characteristics that is a giant-step ahead of
Alert Scott engineers realized that the adaptation of any stereo component ever before available . = . uti-
some of these devices could result in significant ad- lizing entirely new features that help vou control in-
vances in the performance of high fidelity compo- coming signals with a degree of accuracy never be-
nents . . . a realization that inevitably led to the de- fore possible . . . incorporating new assembly tech-

Ultra-reliable  Integrated Circuits:  Quartz crystal lattice filter IF sec- Improved Integrated Circuit AM:
There are 7 IC’s in the 386 . . . more  tion: This feature, never before tound  New Scott pre-tuned 4-pole LC filter
than in any other receiver now on  in a receiver in this price class pre-  improves AM selectivity; IC's and
the market. These 7 circuits-in-minia-  vents vour 386 IF amplificr from ever  Field Effect Transistors in the AM
ture are included in the FM IF, AM  nceding realignment. In addition, you  section give better signal/noise ra-
IF, Perfectune circuit, stereo ampli-  get the extra dividends of very low  tio, lower distortion, and better sig-
fier, and multiplex sections . . . and  distortion and high seclectivity. nal handling capacity.

actually include a total of 91 transis-

tors, 28 diodes, and 109 resistors!

Other advanced 386 features include:

[ Instant-acting electronic overload protection, which, unlike conventional thermal cutouts, releases the drive when
too much current flows through the output transistors. A circuit-breaker will also trip under prolonged short con-
ditions at high power. [] New illuminated dial, resulting in increased visibility. [] Muting circuit, eliminating noise
between FM stations. [] Plug-in speaker connectors, eliminating phasing problems. [] Patented Silver-plated Field
Effect Transistor front end, for clearer reception of more stations. [] Integrated Circuit IF strip, for virtual elimina-
tion of all outside interference. [] Integrated Circuit preamplifier, for reduction of distortion to inaudible levels. []
Automatic sterco switching which instantly switches itselt to stereo operation when sterco is being broadeast. [J
Instant-information panel lights, which let you know at a glance whether you're receiving AM or FM, stereo or mon-
aural broadcast. Perfectunc indicator lights up when you're perfectly tuned for best reception.

CIRCLE 100 ON READER-SERVICE CARD
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The closest thing (o a mamiya'sekor DTL

If you want to be sure of perfect side require a''spot'' meter system to read
exposures every time regardless of the the most important part of the picture.
Almost all fine 35mm SLR cameras have

source of light, one solution would

be to tie together two SLR cameras, one one of these systems. Only the Mamiya/
with a “spot” meter system and the Sekor DTL has both in one camera and
other with an ~averaging™ meter system. 5 Greative Switch to guarantee perfect
Why two? Because one of the most exposures every time. The Mamiya/
important creative decisions in photog- Sekor DTL is priced from less than $180
raphy is the selection of the main light plus case. See a demonstration at your

dealer or write for a folder.

on your subject. Subjects with front
lighting are measured easiest with an Ponder &Best
Corporate Offices: 11201 W. Pico Blvd.,

“averaging’ meter system. Subjects with . -
the main light coming from the back or Los Angeles, California 90064. ' :
®
The real thing

with the Creative Switch
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The new THO EN

TD-150 Mark I is the finest

integrated transcription turntable ever made!

34

Aw, you say that about

“every THORENS turntable.

claims. But let's face it. Someone has to be best. You know the
traditional quality of Thorens is undisputed. You know that Thorens
has been a turntable innovator for the past 82 years. So when we
say the new TD-150 Mark Il is the best — you can believe it.

DRAMATICALLY NEW FEATURES:

Precision Cueing Synchronizer —
Front positioned and isolated from
the tonearm. Lowers the arm gent-
ly and precisely. Extends stylus
life. Reduces record wear.

Anti-skate Control — No skip. No
skate. No slide. Stations stylus
precisely on both walls of groove.

Adjustable Low Mass Plug-in Shell
— Adjusts to optimum playback
stylus angle of 15°.

Tonearm Balance & Stylus Track-
ing Force Regulation — Perfect
dynamic balance. One half gram
adjustments to as low as 0.5 gram.

And here's what the critics say about
... THORENS TD-125 3-speed
Transcription Turntable

‘‘All told, the TD-125 shapes up as the
best three-speed manual (turntable)
we')ve yet tested.” High Fidelity (Sept.
'69

“The Thorens TD-125 is unquestion-
ably one of the elite . . . It would be
hard to imagine a unit that performs
better.” Stereo Review (Aug. '69)
Here are some of the novel design
features that inspired this brilliant
acclalm:

® Tonearm mounting incorporated in

s o N

ELPA For more details, see your Thorens dealer, or write to:

New Action Speed Glide Adjust-
ment — Changes speed (33's and
45 rpm) smoothly, rapidly without
jolting stylus.

Other features: 12 inch, 7%2 |b.
precision balanced, non-magnetic
platter eliminates wow and flutter
; Unified suspension system
suppresses rumble . . . Double syn-
chronous motor for constant, pre-
cise speed.

Complete with tonearm and walinut
base Oniy $125.00
(Suggestion: the new Ortofon M15
magneto-dynamic cartridge is the
perfect complement.)

shock mounting of 8 [|b. aluminum
platter for rumble-free performance
® Low, low motor rotor speed of 250
rpm at 333 rpm platter speed further
decreases rumble ® Drive system
isolated by shock mounting it inde-
pendent of controls ® Dependable
synchronous motor teamed with a Wien
Bridge oscillator @ 3 speeds ® Self-
lubricating platter bearings precision
polished to ultra-fine tolerance ® In-
terchangeable tonearm mounting
board for simple and inexpensive re-
placement ® Three year warranty @
TD-125 chassis — $185.00; mounted
in walnut base — $200.00

ELPA MARKETING INDUSTRIES, INC.
New Hyde Park, N.Y. 11040

CIRCLE §87 ON READER-SERVICE CARD
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speaking of records
Continued from page 32

by an audience some distance away. Wide
vibrato creates faulty intonation rather
than tonal warmth. The high fidelity
stereophonic record generates music of
such intimacy that even the sounds of
breathing constitute part of the perform-
ance, in an approximation of the artist's
presence. Tension can be applied in
spurts while sections are being recorded,
but the over-all structural considerations
have to be of such strength that regard-
less of the number of stops and replays,
the unity of the composition will not
suffer. No one can say whether any
artist is fully able to submit himself to
the demands of the composer—whether
in live concert or in recording. Nor can
anyone say in good conscience how much
of the performance is the composer’s and
how much the re-creative artist's—or, on
a recording, how much of the final
product is the producer’s. The secret
seems to lie in the perceptions and con-
victions of the artist.

Based on these principles, you might
think that my recording likes would
tend to be rather limited. However, |
bring the concert hall experience into
the record listening room. To be sure,
the acoustics are far from ideal and
perhaps the oboe has a thin sound and
the harp is not tuned. Still 1 accept the
total experience.

In short, one tries not to criticize de-
tails, but rather to appreciate the superb
piano sound of Rubinstein’s recordings.
the fascinating clarity and brilliance of
Horowitz’, the extreme control—and ex-
treme lack of it—of Richter’s,

. the tear-provoking beauty of yester-
year's Gigli, Chaliapin, Elisabeth Schu-
mann, and Lotte Lehmann,

Fritz Reiner, my idol for many
years, whose absolute dedication to the
written score cannot be surpassed—
Strauss's Zarathustra (RCA Red Seal LSC
2609) and Final Scene from Salome
(Odyssey 32 16 0078); Bizet's Carmen
(RCA Red Scal LM 6102, three discs):
Bartok's Concerto for Orchestra (RCA
Victrola VICS 1 110), Hungarian Skeiches
and Music for Strings, Percussion, and
Celesta (RCA Red Seal LSC 2374),

. Bach's Unaccompanied Sonatas and
Partitas by Henryk Szeryng (Deutsche
Grammophon 139270/2, three discs)

. the Szigeti/Walter Beethoven Violin
Concerto (Columbia MIL. 4012, now un
avaifable),

: practically anything Heifetz ever
recorded—nearly all give goose bumps:
the Miklos Rézsa Concerto (RCA Red
Seal LM 2027, just recently deleted—
hurry if you want a copy) which stuns
on every hearing, and Dohninyi's Ser-
enade in C with Primrose and Feuermann
(RCA Red Seal LVT 1017),

... the Juilliard Quartet playing Bariok's
Quartets (Columbia D3S 717, three
discs),

... Dvorik's Cello Concerto with Casals
and Szell (Angel COLH 30, also recently
deleted). a historic achievement in setting
standards.

And so on ad infinitum—a journey
of joy limited only by time to listen and
revel in memories.
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the company that
started it all...

“rom Jensen now comes the greatest advancement in
nodern sound! Jenser STEREO 1®—a single cabinet
irue stereo loudspeaker system! This new development
marks a significant departure—a “first” in two-channel
stereo loudspeaker systems and follows an impressive
list of Jensen breakthraughs without which stereo
today would not be pcssible.

NOTABLY.

® the first permanent nagnetic loudspeaker

the first direct radiator tweeter

the first bass reflex enclosure

the first polystyrene foam diaphragm speaker system
the first commercial compression driver horn tweeter
the first articulated F orn and ciaphragm two-way uni-
tary system

That's a lot of tradition for any new product to live up to.
Eut with that kind of engineering ingenuity behind it, can
Jensen STEREO 1® be anything less than revolutionary?

NOW SETS
SOUND FREE!

Mini-room, boat, mobile home
no space is too small for the
big true stereo sound ot STEREO 1%

www.americanradiohistorv.com
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NEW! ——

W jensen sTereo
THE FIRST FREE SPACE SINGLE
CABINET STEREO SPEAKER SYSTEM

www.americanradiohistorv.com
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Photography: By Bart Harris
Orchestra: Producer, arranger, composer Dick Shory and His Orchestra (on Ovation Records)

NOW! TRUE, FULL-FIDELITY STEREO

AS BIG AS ALL OUTDOORS
FROM ONE SPEAKER CABINET

il U

iy (i

In STEREO 1%, Jensen introduces the first speaker system
to break “the indoor sound barrier””! A single cabinet
providing a total wall of stereo—to bring you balanced,
all-encompassing stereo fidelity and presence regardless
of room size or shape.

Place it anywhere. In an efficiency apartment. On a boat.

In a mobile home. A small dormitory room. Anywhere!

From any location (your’s or the cabinet’s) Jensen STEREO 1®
embraces you with a wall-of-sound. Not reflective, bounce-
back sound but direct, original sound that seemingly comes
to you from a multiplicity of virtual sources far beyond

the confines of the one 20-inch cabinet.

The secret is Acousti-Matrix* . . . Jensen’s exclusive,

highly sophisticated stereo speaker system which separates
and directs the different channel signals throughout the
entire listening area. Without sonic voids. Without extra
cabinets. You get wide-range, perfectly separated balanced
sound . . . true stereo from a single cabinet speaker system.
Jensen STEREO 1®.

MAKE THE
BLINDFOLD TEST

V7

Don’t look before you buy. Instead, pick up a special
blindfold at your participating Jensen dealer and test Jensen
STEREO 1® with covered eyes. Wherever you stand, you'll
feel yourself surrounded by a wall of sound; the exact
location of the STEREO 1® cabinet is impossible to pinpoint,
because this one cabinet does what no other two speaker
cabinets have ever done before. It sets sound free! Free from
the reflective “bounce back” of walls, corners, room
characteristics—and therefore free of the extra cabinet and
space requirements of the two cabinet stereo system.

Remarkable? It’s revolutionary! But not totally unexpected
from the company that has pioneered virtually every major
breakthrough in the loudspeaker industry. See, hear,
“blindfold test” Jensen STEREO 1® atyour Jensen dealer today.

Jensen

MANUFACTURING DIVISION
The Muter Company
5655 West 73rd Street, Chicago, Illinois 60638
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Now-True Stereo
From One Speaker Cabinet

o ®
Jensen 48
STereo

WHAT THE EXPERTS SAY:

“Unbelievable. But it is true stereo from
one speaker cabinet . . .”

... sound is smooth, evenly-dispersed throughout
the entire listening area.”

A worthy alternate to the two cabinet
stereo speaker system especially where space
is limited.”

“Unit has remarkably full bass. Highs
are silky clean . .. mid-tones are strong,
full-bodied.”

“Space-saving concept opens new decorating
possibilities.”

Jensen’s done it again . . . a true breakthrough
in stereo.”

Printed in U.S.A. Stereo 1—®Patent applied for

JENSEN STEREO 1°
TECHNICAL SPECIFICATIONS

COMPONENTS:
An array of Jensen full-range, high
compliance, heavy duty FLEXAIR®
loudspeakers, in a specially de-
signed air-suspension enclosura
teaturing the Acousti-Matrix
System.*
FREQUENCY RANGE:
30-20,000 Hz (each channel
POWER RATING:
35 watts per channel, integrated
program material
IMPEDANCE:
8 ohms (each channel
INPUT CONNECTIONS:
Terminals at rear of cabinet for
RIGHT and LEFT channel inputs
FINISH:
Dura-Syn Walnut Veneer.
DIMENSIONS:
137 H, 213" W 11-9/16" L
SHIPPING WEIGHT:
321bs

‘Patents pending

HERE'S HOW IT WORKS...

The two input stereo signals (LEFT and RIGHT) are
combined in a special network so as to provide SUM
(LEFT plus RIGHT) and DIFFERENCE (LEFT minus
RIGHT) signals.

These SUM and DIFFERENCE signals are reproduced
by arrays of wide range loudspeaker units, carefully
chosen and adjusted for special directional
characteristics.

These arrays are installed in a carefully co-ordinated
air-suspension type enclosure configuration, precisely
aiming SUM and DIFFERENCE signal components.

The resulting combined radiation patterns provide the
real stereo LEFT and RIGHT components, with virtua
sources extending well beyond the actual enclosure.

JENSEN MANUFACTURING DIVISION

The Muter Company
5655 West 73rd Street, Chicago, lllinois 60638

3501117
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These magnificent stereo receivers have
one thing in common...{Jpheatable Value!

LR-1500T

*High performance and anm abun-
dance of features . . . am excel-
lent buy on today’s markes.™

its price . ..

“HIGH FIDELITY”

If you can believe the advertising, unequaled values
in stereo receivers abounc everywkere. Almost
every receiver ad claims toorfer more of everything
for the money —more power, more features, more
sophisticated circuitry, better performance...znd
s0 on. Not that we don’t do the same o-irselves. But
with all these claims, it’s becoming harder ti.an

LR-1000T

. it offers most of the refine-
ments (and performance) typi-
cal of reccivers szelling for twice
rlearly one of the
best bnys in andio.™

“HI-FI STEREO REVIEW”

15 watts”

LR-500TA

130 watts”

LR-1000T
$239.95

220 watts™

LR-1500T
$299.95

LR-500TA

“. . . a unit with exrellent'tuner
characteristies . . . T suspect that
Lafayette will hive & great many
satisfied enstomers.””

“MODERN HI-Fr &

STEREO GUIDE*

ever to decide on a receiver. Who can vou believe
then? Well, we took our receivers to the experts to
find out what they had to say. Their unbiased find-
ings are summed up in the comments zhove,

Now who do you think offers the finest value in
stereo receivers?

: 1db (in accordance with the high tidelity ndustry’s latest test procedures for rating power outputs.

I_AF'AY = I

Featuring Everything in Electronics for

« INDUSTRY |
o LABORATORY !

e HOME

1970 Catalog 700
496 Pages

\,_A_[l}!fr_l‘- %

from the “Would's Hi-Fi

& Electronics Center”

LAFAYETTE RADIO ELECTRONICS CORP.,
Dept. 19119, Box 10, Syosset, N. Y. 11791

v Please Send the FREE 1970 CATALOG 730 19119
Name

Address

City

. State

CIRCLE 42 OM READER-SERVICE
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When | bought my AR amplifier, which
is rated at 50 watts rms per channel
into 8 ohms, my dealer said it tested
out at 100 watts rms per channel at
that loading. | am using a pair of Altec
Madera speaker systems, which claim
to have a power-handling capacity of
up to 50 watts continuous. Am | en-
dangering my speakers?—David Wal-
ton, Shawne Mission, Kans.

Your dealer is wrong. The AR amplifier
checks out at slightly over the 50 watts
per channel at which it is rated. To
drive it beyond the 50-watt rating of
your speakers, you would have to feed
it at full gain with a continuous high-
jevel signal, which you are unlikely to
encounter with any program source
except a test record or audio oscillator.
So we see no cause for worry. The
levels involved should hurt your ears
before they damage the speakers.

Crown, Magnecord, and Ampex all
manufacture bona fide professional
tape decks. But, while Magnecord and
Crown machines can be purchased
readily by anyone who can afford
them, the Ampex people seem to dis-
courage purchase of their studio equip-
ment by nonprofessionals. Why is
this? Ampex equipment is found in
virtually every radio and TV station
and recording studio. Is this because
the Ampex equipment has some ad-
vantage over the other brands?—Steve
Keller, Cedar Rapids, la.

The pre-eminence of Ampex in U.S.
studio installations is partly because
the company—or its Professional Prod-
ucts Division—has concentrated so
single-mindedly on that area. It was,
of course, the first in the field and
produced equipment that met just
about every requirement of profes-
sional use. More recently, Ampex has
continued in this area with equip-
ment for recording on half-inch and
one-inch tape to fill modern studio
needs—including those of video. Dif-
ferences in design—and price—be-
tween Ampex and the two other com-
panies have reflected the kinds of
users each has been thinking of in
conceiving and marketing its products.
Magnecord, for example, has produced
some models that are admirably suited
to language-lab use, though editing on
them may not be quite as simple as
it would be on equipment designed
expressly for studio use. Similarly,
Crown International says that thirty-
five per cent of its output goes into

42

home use—a statistic that is bound
to influence the company's attitude
toward its consumer-type customers.

A phrase that | see frequently, ‘‘high-
velocity records,” is very confusing.
Usually the phrase is found in some
sort of testing. What does it mean?
What are these records? | thought all
records had to turn at precisely 3314
rpm.—W. R. Augur, Claremont, Calif.
Since “’high-velocity records’” is a
rather imprecise way of specifying rec-
ords cut with high-velocity (high-fre-
quency, high-amplitude) groove modu-
lation, we hope you haven't been
seeing the phrase in High Fidelity.
A high-velocity groove is one that forces
the stylus to move at higher than
average velocities, and therefore is
particularly demanding on the play-
back mechanism. For this reason,
groove velocity is germane to the
testing of styli and cartridges. Assum-
ing that any record is played back at
the speed—that is, the number of
revolutions per minute—at which it
was cut, groove velocity is dependent
only on the frequency and amplitude
of the modutating signal. Therefore
record speed in the usuat sense has
nothing to do with the case.

Is magnetic recording tape of the kind
used for data processing suitable for
home recording, and do you recom-
mend it for high fidelity use? Are there
any tape splitters on the market that
will cut the half-inch computer tape
down to the quarter-inch size for home
recorders?—Murray Cooper, Foster City,
Calif.

Data processing tapes and audio tapes
are not identical. Frequency response
characteristics are different enough to
alter tonal balances, for one thing. We
know of no splitter available on the
consumer market. And, since the split-
ting operation is critical to proper align-
ment between the tape and your re-
corder's heads, a makeshift splitter
probably will give inferior—if not dis-
astrous—results. Even the “white-box'’
tapes produced by splitting substand-
ard data processing tape to Qquarter-
inch widths may be deficient in this
respect.

| am using a Shure Super-Track car-
tridge in the AR turntable, with track-
ing force set at a mite under 115
grams—and it sounds excellent. Does
anyone make a hinged brush for at-

www americanradiohistorv com

tachment to tone arms, one similar in
principle to the brush built into the
Pickering and Stanton cartridges? If
so, it would not only keep the record
clean, but also provide some anti-
skating and enable me to reduce
the tracking force.—Philip A Stough,
Timonium, Md.

First of all, let's straighten out the
matter of tracking force. If ‘‘a mite
under 115 grams’ is ideal for the
force exerted by the stylus tip on the
record with your combination of arm
and cartridge, then it will be optimum
when you add the brush. The brush
may alter the settings necessary to
achieve that optimum stylus force, but
it should not change the stylus force
itself. If it does, you will no longer
have optimum tracking. As to anti-
skating, you're touching on a matter
that still is a subject of argument
among engineers, some of whom
even would have us believe that the
Dustamatic brush increases, rather
than decreases, skating bias. All would
seem to agree, however, that the pre-
cise effect of the brush on antiskating
is difficult to evalute—either theoreti-
cally or experimentally. In any case,
though, differences in performance are
liable to be inaudibly small. Indeed,
AR spokesmen have held that anti-
skating is unnecessary to quality re-
production. Since you seem pleased
with the sound you're now getting, we
see NoO reason to make a change. And,
anyway, we know of no hinged add-on
brush that would do exactly what you
want.

| have been debating with my friends
whether it is necessary to wait at least
sixteen hours before playing a record
for the second time. They all say | am
foolish and that playing it twice in
succession will cause no more damage
than it would if the second playing
were delayed. Who is correct?>—Joel
Bieder, Forest Hills, N.Y.

Some experiments seem to indicate
that vinyl does suffer a sort of fatigue
that impairs its resilience, and there-
fore its resistance to damage, for hours
after it is subjected to extreme in-
stantaneous loads—and remember that
a stylus force of onily a few grams
works out to the equivalent of tons
per square inch when you allow for
the minute surface over which those
few grams are distributed. As far as
we know, however, these experiments
either were conducted with older
record-playing equipment, using much
higher tracking forces than are com-
mon today, or were conducted under
exaggerated test conditions that did
not simulate modern record-playing
parameters. Indeed, the most recent
tests we have heard of seem to indi-
cate that record wear poses remark-
ably little threat to audible sound
quality with good, modern equipment,
properly maintained. Since these tests
were conducted by playing the same
record grooves on a continuous-cycle
basis, we see no reason to worry about
vinyl's recovery characteristics—unless
your equipment isn't up to snuff.

HiGH FIDELITY MAGAZINE
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EMPIRE

tests prove

thisis the lon%est-playmg cartndge

Nokcdy ever dared to chal enge a steced
zat-idge the way we did—bst nobody ever
crzated & carricge li<e our 999VE sefore.

W2 dss g-ed t to give audip purists
superb play»azk of all freguencies, at any
goove welocty, at “racking forces so bbow
that -ecords weald still sound brand-new
af:e- 1,000 p ¢ys—adout a 991-play mprove-
ment over ardirary cartridges.

Wnet12- we Lsed stardard zommer-
cial recosdirgs cx special stereo test recosds,
sur results were idertical. Fo- low and mric-
112 frequen:e€s, no audible or measurable
w2ar, distorti>n ar frequency loss a“ter 1,00
olays.

W th higY frequencies, from 2k to
2CkHz, ~,00C plays produced no audible

changes in -he test recosds. The only maas-
arable cha~ge: zfter a full 1.000 plays werz
1 3db kss at 20kHz, amd 2z maximum n-
duced distortion cf 0.1%4 at 2 grcove valoc-
ty of 12 zm{sec.

When we 21dlished these sensztonal
“igures, the arefessionals couldn’t belizv= it

Until theytried the 9¢VE thersdvas.

Toe sesuls they’'ve bzen publishing
aver since are just as drematic as ours.

STEREO RZV EW tested all cartrizges
capable of trazkirg at 1 gram cr less aad
-ated the 999V= #1 in perfornance.

FI-FI SOUMND caled the 999VE ‘A
eal hi€i mas;eipiece..-a remarkaktle car-
ridge unli<zly to wear ou: discs any micre
-apidly :han a feather hedd against the <pin-

ning groove.”

HIGH FIDZLITY found “that Figh-fre-
Juercy peak invariably found ir former
magnetic pickups has been designed out of
the zudible range [for a frecuency r=sponse)
chat remains within +2.5, —2db from 20Hz
o 2(,000 Hz.”

AUDIO MAGAZINE said ""Cwtstand-
ng square waves. Tops in separation.”

POPULAR SCIENCE picked th= 99SVE
qancs-down as the cartridge for “The Stereo
Ssstem | Wished | Owned” designed by
= ectronics Editor Ronald M. Benrev

If you want the best stereo :artridge
T onz2y can buy, you want the 999VE, $74.95.

The999VE [RS|[EMPIRE|

“OR A RREE FLLL-QOLOR CATALOG, WRITE EMPIRE SCIENTIFIC COR3P., 1055 SIEWART AVE., GARDEN CITY, NEW YORK 11530.
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excellent Solid-state i f filters
are used. With their help
alternate channel selec-
tivity reaches a full 70 dB.
What's more, they never
require realignment.
While we streamlined
the 6040, we did pro-
wde a number of im-

Sony has placed its name on an
under $200 FM stereo/FM-AM re-
ceiver — the Sony STR-6040. We
broke the $200 price barrier with-
out putting the slightest dent in
quality. We did it by eliminating
the unessentials, designing an
amplifier with less than a super
power ratingand bydrawingupon
advanced radar and microwave
technology in the tuner design.

The ampliier delivers 30 watts
RMS continuous power into 8
ohms, both channels operating —
more than enough to drive even
relatively inefficient “bookshelf' -
size speaker systems to room-

filling volume, without distortion.

Thetuner employsacompletely
passive front end. There is no
amplification of the incoming sig-
nal frequency. This eliminates
two common problems: internally
generated background hiss and
overloading of weak stations by
strong ones (spurious-response
rejection 1s 100 dB down).

The Sony 6040 comes through
with flying colors in all areas es-
sential to superior receiver per-
formance. Sensitivity, stereo sepa-
ration, capture ratio and noise
suppression characteristics are

portant operating conveniences:
switches for easy selection be-
tween the most common pro-
gram sources, radio or records
and for instant comparison be-
tween original and recorded pro-
gram material, automatic stereo/
Mono circuitry; a headphone jack
and an auxiliary input on the front
panel, and precise tuning meter.

The Sony name, Sony quality
and an un-Sony-like under-$200
price tag. That's the Sony 6040,
and that's beautiful music.

Sony Corporation of America,
47-47 Van Dam St, Long Island
City, NY.11101. SONY?

vVER STR-6040

88 90 92 9.4 96 98 .’vc_ro 102 104 106 108
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700 800
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news Y
views

AR AND THE NOW COMPOSERS

The title is rather forbidding: Acoustic Rescarch Con-
temporary Music Project. But it stands for an undertak-
ing that could bear exciting results. ARCMP will record
contemporary American music in sufficient quantity to
produce twenty-six broadcasts a year for distribution
to FM stations throughout the U.S. and abroad. In addi-
tion, the music will be issued on stereo discs that will be
available to the public at about $2.00 each.

In AR's own words. the project will aim “to present
a wide spectrum of composers and works. Where jus-
tifiable, the scope will extend backward in the Twen-
tieth Century. . The main criterion for the choice
of works will be whether they are essentially representa-
tive of music in America today.”

Funding for the project will come. of course. from
Acoustic Research, Inc., the Cambridge, Mass. audio
manufacturer. It was originally conceived by AR’s Bob
Berkovitz as a means by which the company could serve
both American composers and their audience in opening
a line of communication between the two groups free
of the commercial pressures that prevent such an ap-
proach on the part of the major recording companies.
Direct communication will be aided by the ease with
which the listener can have access to the music—the
broadcasts and low-cost LPs—and by the control over
technical means that will be offered to the composers.

Indeed. composers will themselves be in charge of the
project. An advisory panel includes some of the most
respected names in contemporary American composi-
tion: Milton Babbitt. Elliott Carter. Aaron Copland.
Gunther Schuller. and Roger Sessions. In addition, a
panel of music educators will act as the program com-

WHAT FUTURE FOR SCA?

-
B i o

i "|I I '|| 1|I F Rackpround SCA Music Programs in Your Home
N E Vi

SCA broadcasters objected to this ad. offering receiver
that picks up background music as well as regular FM,

mittee. This committee is headed by project director
David Epstein of MIT, and includes Earl Kim of Har-
vard, Seymour Shifrin of Brandeis, and Donald Martino
of the New England Conservatory.

The LPs will be mastered and pressed in Germany
by Dzutsche Grammophon from tapes produced under
the direction of Thomas Mowrey of the Eastman School
of Music, who for some years was in charge of classical
repertoire at Vox. Distribution of broadcast materials
will be handled by William French, who also represents
the Boston Symphony Transcription Trust, the Phila-
delphia Orchestra Transcription Trust. and the Marl-
boro Festival broadcasts.

It is more than coincidence that Messrs. Mowrey.
French, and Berkovitz all have been involved in recent
four-channel recording projects, AR having worked with
both the Eastman School and the Boston Symphony
Orchestra in the four-channel medium. The contempo-
rary mwusic project too will avail itself of four-channel
recordings wherever possible. and the composers who are
invited to participate are being made aware of the fact
so that they may take advantage of the new medium’s
potential.

The first recording to be taped under the project’s
aegis, in fact, does just that. It is Milton Babbitt's
Philomel, for soprano and four electronically synthe-
sized channels. The RCA synthesizer at Princeton,
where Mr. Babbitt teaches. was first programmed to
produce the four electronic channels. Then soprano
Bethany Beardslee sang live with the “instruments™ to
produce the four-channel master tape. It will, of courss,
be mixed down to two channels for both broadcast re-
lease and LP mastering. But should four-channel re-
cordings emerge as a commercial reality. the AR Project
tapes will certainly be regarded as an important source
of recorded materials.

CIRCLE 146 ON READER-SERVICE CARD

If you read this c¢olumn in our June issue. you may
remember an item dealing with SCA (Subsidiary Com-
munication Authorization), that behind-the-scenes sub-
carrier system by which background music is beamed via
FM to restaurants, shops, and other commercial estab-
lishments without disturbing the FM station’s regular
broadcasts. Reception of the background music channel
requires use of a special SCA adapter or receiver: and it
is normally through the licensing of this reception equip-
ment that the broadcaster earns back the cost of operat-
ing the music service.

The SCA receiver was the key idea in that previous
column since lLafayette was, at that time, selling one
made by S.C.A. Services Co., Inc.—the only such full
receiver we had seen on the market. Usually only a
kit version of an adapter is sold; it must be built and
wired into an FM tuner or receiver by the user. The
SCA-music industry has tolerated manufacturers of these
adapters the way a horse tolerates flies: they're too
little to bother with. and anyway there’s not much that
can be done. SCA broadcasters seem to feel that few
commercial establishments are going to want to muck
about with a hot soldering iron just to save a few bucks.
And the FCC, while establishing that the pirating of SCA

Continued on page 50
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Stop listening fo
squashed music.

Virtually all conventional speaker sys-
tems project music in a direct, forward
pattern with rather limited dispersion in
all planes. The music comes at you in a
narrow path and sounds as if all of the air
has been squeezed out of it. If you are not
sitting in just the right spot or if the
speakers are placed badly, the total stereo
effect of the music is all hut lost.

Unlike conventional speaker systems,
our new HK 25 omnidirectional speakers
deliver 360 degrees of sound. The three
major benefits of omnidirectional sound
are: (1) it dramatically increases stereo
depth, (2) it spreads the stereo effect
throughout the listening room and (3) it
improves the character of the sound itself;
bass becomes richer and deeper, the highs
smoother and sweeter.

The HK 25 is a two-way system with
crossover network. It covers the entire
audio spectrum through the use of a
rugged, long-throw six inch bass driver
and 2Y, inch tweeter. Response is excep-
tionally linear. Nominal impedance is 8
ohms and the system will handle 35 watts
of music power with ease.

At $69.95%, the HK25 is an extraordinary
value in sound. It is available now at your
Harman-Kardon dealer. Listen to it soon.
We think you will agree it represents an
entirely new and totally refreshing
approach to music listening.

For more information, write to Harman-
Kardon, Inc., 55 Ames Court, Plainview,
N.Y. 11803, Dept HF 11

*Minimum resale price.

A subsidiar, of Jervis Corroration

CIRCLE 32 ON READER-SERVICE CARD
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Only Marantz Has Gyro

Whats a Marantz?

Any audio engineer or stereo hobbyist
will tell you. Marantz builds the world’s
finest high-fidelity components. And has
tor fifteen vears.

This message, therefore, is not to
engineers but to professional musicians,
serious music-lovers. and beginning
stereo hobbvists. We'd like to introduce
you to Marantz.

Never Heard Of Marantz?

Until this vear, the least-expensive
Marantz stereo component you could buy
cost $300.00. And our FM tuner alone
cost $750.00! To own a Marantz, you
either had to be moderately wealthy or
willing to put beans on the table for
awhile. But it was worth it. And a lot of
experts thought so, too, because the
word soon got around, and the products
sold themselves.

What The Competition Said

The chiet design engineer of a major
competitor once said that no one even
tries to compete with Marantz’ redundant
design philosophy. Redundant designs
are used in spacecraft and all advanced
technology where it’s vital to have
foolproof reliability and performance

Gyro-Touch Tuning

Even tuning a Marantz FM unit is a
unique experience. Other manutacturers
connect the tuning knob to the electronic
device which actually tunes in the station
by mechanical means of gears or pulleys.
That’s not good enough for Marantz — nor
should it be for you. We couple the tuning

48

wheel directly — tor the smoothest, most
precise tuning possible. The tuning wheel
never sticks, binds, or drags. We call this
patented pleasure “"Gyro-Touch tuning.”
In order to give you full benefit from
this kind of precision
tuning, the
more-
expensive
Marantz
units utilize
a unique
built-in oscilloscope

Features, Not Gimmicks

The unique features ot a Marantz
component are there for only one
purpose: to make possible the highest
level of listening enjoyment

That’s whyv we put an oscilloscope in
aur best components.

An oscilloscope is kind ot a TV tube
But instead of the Wednesdav Night
Movie, it shows vou a green wavy line
An electronic picture of the incoming FM
radio signal, telling
vou exactly how to
rotate vour antenna
for minimum
multipath distortion
(ghost signals) and
maximum signal strength
(clarity) even from the weakest stations.

The "scope” also shows correct stereo
phasing: that is, if the broadcasting
transmitter or your other equipment 1s
out of phase. And it lets vou set up

CIRCLE 45 ON READER-SERVICE CARD
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optimum stereo performance and
reception to create a solid “wall”’ of sound.

Butterworth Filters

You’'ve probably never heard of
Butterworth filters because no one else
uses them besides Marantz. And the US
Military. Other manufacturers feel they
can get by without them. And they can
Because their standards don’t have to
measure up to Marantz. Butterworth
filters let you hear music more clearly,
with less distortion, and, unlike their
conventional 1.F. coil or filter counterparts,
they never need realignment. They help
pull in distant FM
stations

and separate
those right next to each
other on the dial. Although
Butterworths cost more, Marantz designed
not one but four ot them into their
Model I8 receiver.

Built To Last

Marantz stereo components aren't buiit
in the ordinary way. For example, instead
of just soldering connections together
with a soldering iron, Marantz uses a
unique, highly sophisticated wave-guide
soldering machine — the tvpe demanded
by the military. The result: perfect,

HiGH FIDELITY MAGAZINE
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-Jouch Tuning!

failproof connections every time.
Even our printed circuit boards are a

special type —glass epoxy — built to rigid
military specifications, ensuring
ruggedness and dependability.

Marantz Power Ratings Are True

When someone tells you he has a "100-
watt amplifier,”” ask him how the power
was rated. Chances are his 100 watts will
shrink to about 75 or 50 or perhaps even
as few as 25. The reason is that—except
for Marantz — most manufacturers of
stereo amplifiers measure power by an
inflated “’peak,” or IHF music dynamic”
power.

Only Marantz states its power as “RMS
continuous power.” Because this is the
only method of measurement that is a
true, absolute, scientific indication of
how much undistorted power your
amplifier can put out continuously over
the entire audible frequency range.

For example, if Marantz were to use
the unscientific conventional method,
our Model Sixteen 80-RMS-80 power
amplifier could be rated as high as 320
watts per channel!

Moreover, you can depend on Marantz
to perform. For example, the Marantz

NOVEMBER 1969

80-RMS-80 amplifier can be run all day
at its full power rating without distortion
(except for neighbors pounding on your
wall). That's power. And that’s Marantz.

Marantz Speaks Louder Than Words

In a way, it's a shame we have to get
even semitechnical to explain in words
what is best described in the medium
of sound. For, after all, Marantz is for
the listener. No matter what your choice
in music, you want to hear it as closely
as possible to the way it was performed.

In spite of what the ads say, you can’t
really “’bring the concert hall into your
home.” For one thing, your listening room
is too small. Its acoustics are different.
And a true concert-hall sound level (in
decibels) at home would deafen you.

What Marantz does, however, is create
components that most closely recreate
the sounds exactly as they were played
by the musical performers. Components
that consistently represent “where it’s
at” in stereo design. No one
gives you as much—in any
price range —as Marantz.

Every Marantz Is Built
The Same Way

Every Marantz component,
regardless of price, is built
with the same painstaking

craftsmanship and quality materials.
That’s why Marantz guarantees every
instrument for three full years, parts
and labor.

Now In All Price Ranges

Today, there is a demand for Marantz
quality in other than very-high price
ranges. A demand made by music-lovers
who want the very best but must consider
their budgets. Though you can easily
invest more than $2000.00 in Marantz
components, we now have units starting
as low as $199. True, these lower-priced
models don’t have all of the same features,
but the quality of every Marantz is exactly
the same. Marantz quality.

And quality is what Marantz is all about.

Hear For Yourself

So now that you know what makes a
Marantz a Marantz, hear for yourself.
Then let your ears make up your mind.

ERRah Ecaamnlw,.

A subsidiary ut Superscope Inc.

w Marantz Co, Inc B9 8O Buy A Sun Vallev. Cahit 91152 Mustrated above, Model 26 Prrce S19 Send tor free catalog
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NEWS & VIEWS  Continued from page 46

broadcasts for commercial use is illegal. has left essen-
tially unresolved the case of the many private citizens
who want the commercial-less SCA music in their homes.

The availabtlity of a wired receiver, though. seems
1o have been more than the SCA people can siand.
Appurently as a result of pressure from companies like
Muzak that make a profit trom SCA. the FCC has
ashed lafayette to discontinue sales of the receiver. At
this writing. there's still no conclusive ruling that sale
of the receivers infringes the rights of the broadcasters
in any way unless the veceivers are put to commercial
use, mind you. But. we understand, the receiver will
not appear in the next Lafayette catalogue.

If the FCC's action suggests government by indecision.
the Commission may yet be torced to take a positive
stand in the near future. And the crisis may come over
the broadcasting of four-channel materials similar to the
Boston Symphony Orchestra series this fall and the
Vanguard Surround Stereo tapes.

From several quarters, we hear murmurings abott
the possibility of using an SCA carrier for the additional
channels. According to Len Feldman. long a contributor
to this and other magazines dealing with high fidelity.
and an industry insider with considerable interest in
the future of SCA. two approaches are possible. One
is to broadcast two SCA channels: the station would
carry the two front channels of the four-channel original
via the usual multiplexing and the two rear channels
separately on SCA. The resultant SCA bandwidth would
limit the trequency response—of the rear channels
only—to something like 8 KkHz at the top end. but

presumably would provide sufficent information in the
critical midrange to make the effect convincing. The
alternative would be to trade separation in the rear
image for additional bandwidth by adding the rear
channels together and transmitting them on a single.
less restricted SCA carrier. Since separation in the rear
channels is minimal for much of the tfour-channel
material. these threc-channel broadcasts could be almost
as effective as a full complement of channels.

It appears that a number of broadcasiers are playing
with the SCA-four-channel idea at present. If and when
one of them gets on the air. it will raise an interesting
question: the broadcasts will be intended for public—
not commercial—consumption. So how can the FCC
effectively restrict sales of the SCA equipment necessary
to receive them? Il it does. won't it be suppressing a
vitial development in FM? And if it doesn't. won't we
be right back where we started with the public sale of
SCA adapters?

MATCHMAKERS

Despite the plug-it-in-and-enjoy philosophy made feasible
by modern stereo systems. some audiophiles are forever
rooting among the bins in radio parts stores like hogs
in search of truffles, seeking the right connectors and
gadgets to get a little more flexibility out of their equip-
ment. If you're one of them. may we suggest Switch-
craft’'s Audio Accessories catalogue A-404. It is packed
with gizmos that will mate or mix just about anything
with everything in the way of high fidelity.

CIRCLE 156 ON READER-SERVICE CARD

~ equipment in the news

Rabco adapts to AR

Owners of AR turntables may now mount the Rabco SL-8 servo-

controlled straight-line tracking arm on their units. In addition to the

SL-8 itself. which sells for $149.50, they will need the new MK 101

Adapter Kit. which lists for $12. All SL-8s beginning with serial

number 600 come with bracket predrilled to accept the adapter.
CIRCLE 148 ON READER-SERVICE CARD

Multiple features in Sansui receiver

The Sansut 4000 is an AM/stereo FM receiver that includes circuit
modules ameng its many features. It will handle three sets of speak
ers. individually or in pairs. through a front-panel switch. The tuner
scction has a sterco-only switch to bypass mono stittions; it also is _ ——
cquipped with muting and multiplex noise filter. Back-panel connec- '..g-; -} e wl) AP emmesid |
tions include both 75-ohm coax arnd 300-ohm twinlead connections: w - T
antenna and speaker connections are a clip type that is said to pre-
vent accidental shorting, A DIN back-panel connection matches Euro-
pean tape recorder leads. Power is rated at 65 watts continuous per

channel into 4-ohm loads: the price is $378.95,
CIRCLE 154 ON READER-SERVICE CARD
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WPIONIER  STEREO RECEI/BR  NMODE

Versatility that’s surpassed only by erformance

A new criterion of excellence in sound has arrived. The
Pioneer SX-1500TD AM/FM multiplex stereo receiver
was meticulously designed for the audio perfectionist.
Its advanced design circuitry, incorporating an FET front
end and IC's IF strip, offers an array of features for the
ultimate in stereo performance. Music power is at a
zenith of 180 watts, rated in compliance with the stand-
ards of the Institute of High Fidelity. Extremely versatile,
it provides six sets of inputs. The pre and main amplifiers
may be used independently. An exclusive highlight is

O PiIoONEER’

PIONEER ELECTRONICS U.S.A. CORPORATION, 140 Smith Street, Farmingdale, N. Y. 11735 + (516) 694-7720
West Coast: 1335 W. 134th Street, Gardena, Calif. 90249 — (213) 3232374 & 321-1076 » In Canada: S. H. Parker Co., Prov. of Ontario

the unique facility for Dynamic Microphone Mixing
which provides simultaneous recording with broadcast
music ... voice over music announcements...5-position
speaker selection for anncuncements over speakers in
several locations. You can connect up to three different
speaker systems. Complementing its magnificent sound
reproduction is the subdued elegance of the hand
rubbed, oiled walnut cabinet faced with brushed silver
and jet. Hear the true sound of quality at your Pioneer
dealer. Only $399.95, including microphone.

i o
HIGH RDELITY,

CIRCLE 83 ON READER-SERVICE CARD

NOVEMBER 1969

www americanradiohistorv com



www.americanradiohistory.com

EQUIPMENT IN THE NEWS

Continued from page 50

Speakers and cabinetry: a matched set

Altec Lansing has introduced the Model 871A Milano speaker sys-
tem, which houses the company's A-7 “Voice of the Theatre™ drivers
in an Italian provincial cabinet of pecan-finish hickory. A matching
equipment cabinet completes the ensemble, designated as Model
885-871. Doors fold out of the way when the speakers are in use:
right-opening and left-opening versions are available. The speakers
sell for $395 each.
CIRCLE 152 ON READER-SERVICE CARD

New tuner from Scott

An unusual feature is pointed out by Scott in introducing its 330T
AM/stereo FM tuner: monitor speakers can be driven from the
front panel headphone jacks, making it possible to use the 330T
without a power amplifier where that should be desirable. It is,
however, designed as a high-performance tuner and incorporates
many of the features of the recent 382C receiver—including Perfec-

tune automatic tuning circuitry. Price of the 330T will be about $199.
CIRCLE 151 ON READER-SERVICE CARD

b ST ' Teac turntable magnetically suspended

The TS-85 Magnefloat automatic turntable, the first turntable to
be marketed in the U.S. by Teac, uses a magnetic suspension sys-
tem that is said to carry fifty per cent of the turntable's weight
to reduce bearing friction and aid in isolating the platter from
external shock and feedback. A two-speed unit, the TS-85 is equipped
with arm lifter, antiskating. and automatic shutoff. 1t also fea-
tures a switched output transformer with positions for either moving-
magnet or moving-coil cartridges. The price of $299.50 includes
base, dust cover, and a moving coil cartridge with elliptical stylus.
CIRCLE 153 ON READER-SERVICE CARD

Pioneer’s black -and blue look

The new Model SX-700 AM/FM receiver from Pioneer features a
stark black front panel on which the tuning dial lights up in blue
when the set is in use. Qutput power is rated at 70 watts (IHF)
total into 4 ohms. Tuner circuitry, which contains an FET front
end and ICs in the IF section, is rated at 1.8 pV sensitivity with a

signal-to-noise ratio of 70 dB. The SX-770 is priced at $249.95.
CIRCLE 149 ON READER-SERVICE CARD

Portable VTR uses quarter-inch tape

Roberts has announced the Model 1050 portable VTR which can
record up to twenty minutes on a five-inch reel of quarter-inch tape
with a resolution of 250 lines, according to the company. The VTR
has a built-in playback monitor screen and operates on batteries, or
on AC with an adapter. The entire system—including recorder,

camera, and adapter—costs $1,800.
CIRCLE 150 ON READER-SERVICE CARD
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INTRODUCING
a most significant breakthrough
in home stereo reproduction . ..

The WHARFEDALE Model W80

VARIFLEX® Speaker System

This new concept completely eliminates the
usual limitations involving speaker placement!

The VARIFLEX requires no special spacing apart, or from a wall or
above a floor.

It can be used in pairs, anywhere in the room.

Or, two W80 speakers can be used to form a single 56" console.
VARIFLEX brings balanced stereo sound to the listener.

Stereo perception is preserved, rather than splattered promiscuously
by uncontrolled room acoustics or speaker elements.

e No need to disturb existing high fidelity systems. Does not require
electronic equalizer.

Exclusive sand-filled construction, to eliminate undesirable enclosure
resonances and coloration.

Modest in size (only 17”7 x 17%” x 29"), the W80 is truly fine furniture,
attractively styled to enhance rooms of virtually any decor.

Wharfedale .. . a pioneer in reflected and indirect sound techniques,
as evidenced by a number of such speaker designs introduced over the
years . . . refrained from introducing the W80 until the VARIFLEX tech-
nique could be refined into a carefully executed, easily utilized speaker
system that not only would satisfy the acoustic objectives, but would re-
tain the uncompromised quality of the reproduced sound. The W80
achieves both objectives successfully.

What is VARIFLEX?

Ordinary reflective and "‘omni’ speaker systems have one thing in com-
mon: Sound dispersal is promiscuous and therefore subject to acoustical
phase distortions caused by the shape and furnishings of the room.
Splattered sound, whether solely against a wall or through use of a
conical reflector in the speaker enclosure, is uncontrolled sound. Hence,
in the case of some types of systems, “optimum'’ spacing is recom-
mended from a wall or above the floor. In other instances, sound is
projected over a wide area, equally, from both speakers of a stereo pair.
But, in this case it should be obvious that the levels at which sounds of
different frequencies arrive from both channels to a given point in the
room are unequal and therefore unbalanced. In both instances, room
conditions play further havoc because the distribution pattern of sound
is fixed and therefore unable to accommodate the multitude of differ-
ences which exist between rooms and the general listening areas.

The Wharfedale VARIFLEX employs a variable device which bends
sound waves in a definite and controllable manner so as to form the
particular sound distribution pattern required by room conditions and for
the listening and decor needs of the user. It is capable of directing sound
waves both in the vertical or horizontal planes, or any combination of

these angles.

Pair of WB0's on B68 Base

VARIFLEX | The Need for Controlled Sound

There are differing schools of thought among
acoustics engineers on how live sound reaches
the listener in a concert hall. The loudspeaker
engineer must also keep in mind the differences
in operating conditions of a room in the typical
home, as compared with the environment of the
concert hall. There are, nonetheless, several sig-
nificant considerations which must be taken into
account, it any design of loudspeaker system
may be said to have reproduced the original
sound with reasonable fidelity.

Briefly, it must be recognized that the acoustics
of a large concert hall, with its great expanse,
high ceilings and generally hard surfaces are in
sharp contrast to the shape, dimensions and
furnishings of a typical room in a home. To emu-
late in the home the sound propagation charac-
teristics of the concert hall too closely can, in
tact, compound those characteristics into a dis-
figuration of the original sound. The program
source, be it a disc, tape or broadcast, has
already interpreted the conglomeration of actual
sounds and reflections, as seen by the micro-
phones which are the originating pick-up device.
Similarly, even in studio recordings, the careful
separation and balancing of sounds achieved by
the recording director and engineers must remain

unviolated by the playback reproducing system.

Consider, too, that the propagative qualities of
different musical instruments are quite dissimilar,
so that where an entire orchestra is concerned,
the direct vs. indirect distribution of sound is not
only a function of the concert hall's acoustics but
also, and very prominently, a function of the indi-
vidual instruments and their respective positions
on stage. In studio recording, where c/ose pick-up
techniques and soundproofed rooms are fre-
quently employed, the distribution pattern of the
various musical instruments again takes on a
tonal quality that can be quite different from that
of an open concert hall.

Clearly then, whether the source of the live pro-
gram is the concert hall stage or the recording
studio, the sole purpose of the loudspeaker sys-
tem is to bring to the listener the sound as
originally experienced.

Therefore, a speaker system which uses a pre-
determined ratio of direct to indirect sound dis-
tribution, and applies reflected sound that cannot
be adjusted, is obviously adding an aural effect
that is not in the original program...and that
effect will vary uncontrollably with room acoustics
and furnishings. Similarly, a speaker system which
attempts 1o simulate the effect of wide-angle
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propagation of sound (usually through use of an
inverted reflecting cone or by an array of speakers
in a circle or several quadrants of a cabinet)
merely creates a splashing or scattering effect
that is also fixed, and equally affected by room
acoustics. The basic thought that needs to be
borne in mind is that the listener to any live per-
formance is almost never surrounded by the pro-
gram source, unless perhaps he is one of the
musicians! The totality of the sound comes from
a particular direction, and depending upon the
nature of the sound (voice vs. small combo vs. full
symphony orchestra, etc.) it is either a confined
point in space or over a broad dimension. True
‘'stereo’’, therefore, is the listener's ability to dis-
tinguish the direction of the total sound and the
individual components of the sound. If this re-
quirement of ''stereo” is compromised, then all
that really results is a room full of sounds un-
balanced and unrelated to the acoustical and
musical composition of the original. If one wishes
merely for that, it can easily be accomplished
using mono programs on speaker systems of the
fixed reflector and "omni' inverted cone types.
This is, in fact, exactly what was often done in the
earlier days before stereo, to enhance the spatial
effect of mono programs.
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VARIFLEX @ What It Does

Low frequency sound waves (bass and low mids)
spread energy throughout a room with a minimum
of attenuation and do not exhibit noticeable re-
striction of dispersion. It is often stated, therefore,
that retention of the stereo characteristics for such
frequencies is not really important. It would be
better to qualify that viewpoint by saying that the
perception of directionality of the bass and low
mid frequencies are not "as critical” as for the
rest of the spectrum. However, the retention of a
sense of direction does preserve the fidelity and
the “balance’ which existed in the original pro-
gram. Speaker systems which house the bass
speaker in a manner which produces a 360° dis-
persion, for example facing downward to radiate
against the floor, appreciably dilute whatever di-
rectionality might have been retained. In the model
W80 VARIFLEX, the bass speaker faces upward
and into a mixing chamber . . . a carefully oriented
arrangement of complementary mid and treble
speakers, to blend the sounds of the entire en-
semble . . . just as these same sounds blend within
the orchestra.

We agree with the usual contention that the
normal mid and treble ranges provide the greatest
recognition of “‘stereo” spatial separation. It is,
in fact, for this very strong reason that the disper-
sion characteristics of those frequencies must be
controlled, rather than left to the mercy of indi-
vidual room acoustics and other varying operating
conditions. (The importance of this was previously
explained.) For these reasons, the VARIFLEX in-
corporates a device which permits the user to
literally direct the mid and treble frequencies in
any direction needed to accommodate room acous-
tics, furnishings, placement and spacing of the
speaker systems. So completely independent of
these factors is the VARIFLEX, it makes no differ-
ence how far apant the speakers are from each
other, or how far away from a wall. If desired, the
speakers may even be mounted off the floor on
a wall, and still provide the same degree of per-
formance and operating flexibility.

This exceptional versatility is achieved by means
of a 10” hard-surfaced disc, with universal mount-
ing, which enables it to be placed in any combina-
tion of vertical-to-horizontal angular positions. It
is, in effect, a variplanular reflector. The disc is
situated with respect to the speakers, so that both
reflection and deflection can be achieved, sending
the sound waves into the room in any desired di-
rection. It is round in shape to prevent unwanted
sharp diffractory effects (as would occur from a
rectangular device) as well as to provide only
the amount of reflection the design intends. With
the cabinet placed against a wall, the surface of
the walil is, additionally, brought into play for even
broader spread of the sound. The dispersion
characteristics of the individual mid and treble
speakers are carefully tailored to employ only that
portion of the variplanular disc required, so that
an amount of sound is permitted to “escape’’ from
the “‘mixing’ chamber to complete the sound dis-
tribution pattern in directions other than that being
directed by the disc.

What, in total occurs, is that sound is projected
by the disc into that part of a room where it ie
needed but would otherwise be lacking in level
and/or frequency response, while the remaining
normai distribution of sound from the speakers
covers the rest of the room.

Speakers Spaced Normally Apart

With two WB0 speaker systems spaced 6 to 8 feet
apart, the variplanular discs can be set as shown. The
disc is tilted back towards the wall, by an amount
determined by the distance from the wall that is most
convenient to the user. Instructions provided with the
system describe how to set the disc. In this applica-
tion, the exceptionally wide angle dispersion of the
system is used in a normal fashion, while at the same
time deflecting some of the sound to the wall, for still
greater reflection and dramatic ‘‘openness’ of sound.

Speakers Spaced Far Apart

With two W80 speaker systems spaced far apart — even
as much as 15 feet or more — the variplanular discs are
set as showr.. The discs in this case have been tilted
back for deflection to the wall, and at an appropriate
angle toward the center for reflection of the sound to
what otherwise would remain a void between the two
speakers. This fills the “’hole” in the middle and results
in a very smooth sound pattern along the entire dis-
tance. Heretofore, it has been necessary to introduce
a "'third channel’’, with a third speaker located between
the usual two, to overcome this problem.

Speakers Spaced Very Closely

With two WB0 speaker systems spaced very closely to-
gether — under six feet apart — the variplanuiar discs
are set as shown. In this case, the discs are tilted back
for deflection to the wall, and at angles away from the
center for reflection of sound to areas that otherwise
would not be reached by sound in proper balance.

Listening Areas Off-Center From Speakers

Since sound from a VARIFLEX speaker can be projected
in any direction, it becomes obvious that a pair of W80
can be set up to cope with a situation where the gen-
eral listening area is sufficiently off axis from the loca-
tion of the speakers to cause a serious compromise of
the stereo illusion. In such instances, the variplanular
discs are set unequally, with each WB0 being set to
cover respective areas as needed.

Expanding the w80

The W80 can be used in multiples, for still greater
power handiing capacity and superior acoustical cov-
erage of particularly large areas, as in a small auditor-
ium, music appreciation assembly hall, catering estab-
lishments, etc. Two WB80s are placed side by side,
connected to one stereo channel. Another pair s
connected ta the other stereo channel. The variplanular
discs of a palr of W80 would be tilted back for wall de-
flection, and away from the center to provide an ex-
tremely wide angie of projection, or adjusted for an un-
ert':ual sgund pattern, where room conditions dictate
the need.

Single Console Stereo

The ultimate in applying Wharfedale's W80 VARIFLEX
speakers. Two WB0s can be employed as a “'single’
console to provide uncompromised, perfectly balanced
broad angle stereo using only 56" of wail space.
The two speakers are placed on their sides on an op-
tional set of legs (model B68), with the “‘bottoms'' of
the cabinet facing each other at the center. The resuit-
ing paths of sound are outward toward the ends, and
over the top and around the underside. The variplanular
discs are tilted back for wall deflection. and each disc
is also turned at angles away from the center to refiect
sound out from the ends of the '‘console” . . , resuiting
in an acoustic lengthening of the console by several
feetl Overall distribution of sound is remarkably
smooth, and there is the added advantage of close
coupling of the extreme low frequencies, yieiding a
bass response of exceptionai depth and clarity.

The W80 Components
A Four-Way System

Only the finest, professional grade components
are used. The woofer is a heavy duty 12%"”
unit with massive 9¥2 Ibs. magnet assembly.
The long-throw cone uses a very low resonance,
high compliance rubber suspension for rich,
deep bass. The bass chamber incorporates
Wharfedale's exclusive sand-filled construction
for elimination of cabinet coloration. The mid-
range employs a 5” curvilinear cone in a sep-
arate chamber acoustically isolated from the

?E,
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bass housing. Two different treble speakers are
utilized, one for the sub-treble range; the other
for extreme highs. Both have low mass aluminum
voice coils and pressure dome diaphragms,
Phase compensating diffusers provide for
smoothest, linear response over the entire oper-
ating range . .. right out to inaudibility.

All the speakers are arranged in a carefully
calculated configuration, to eliminate a common
fault with muitiple speaker systems: Acoustic
division of sound. With the W80 you don't listen
to part of a musical instrument but to all of it,
and from its intended place in space.

Prices: W80 $289.95 ea.
25.75

B68
wl\ arfed a'e British Industries Co., Westbury, N. Y. 11530. Div.Avnet, Inc.
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Here’s the
inside story.

“*Scotch” Brand builds

in trouble-free performance
with exclusive

features:

Famous “Dynarange”

Magnetic Tape

provides highest

possible fidelity at

slow recording speed.

A slick, tough coating One-piece hub locks
affords smooth ) leader tape securely,
tape travel, resists eliminates “bump”
oxide ruboff, assures z LUEN can _dis_tort
long tape life. R tape in winding.

Precision-molded
case is high-impact
plastic, features
permanent ultrasonic
sealing, large integral

Unitized pressure pad
conforms to recorder head to
insure better tape contact.

Extras: Cassettes are color
for recording time. coded to identify recording times
at a glance. 30, 60, 90-minute
Anti-friction shields cassettes available in album-style
combat tape hangups. or postal-approved plastic
Exclusive, ultra-smooth containers. Plus C-120 in
material reduces dragZ album only.
Bowed shape guards

against uneven Helpful booklet,
tape wind. “Recording Basics’'
is yours free with any
“Scotch’” Brand purchase
from your nearest
participating dealer.

- Or send 25¢ coin to
by imperfect cover handling to:

roller guides. ‘m
Splined design = g S%ng:(psamg

cuts friction and drag. 4 St. Paul. Minn. 55101
Also ask your dealer

for catalog of
special premiums.
COMPANY

Fixed tape guides
help prevent ‘“‘wow"
and “flutter”

often caused

"'SCOTCM’* AND ‘"OYNARANGE'' ARE REGISTFAED TRADEMARKS OF 3IM COMPANY.
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by John Culshaw

The Coming Revolution in Home Recordings or

WHERE DO WE GO FROM HEAR?

The future lies with the audio-video cassette, says an expert who
has been a pioneer in both the recording and television industries

Do WE waNT To SEE what we are hearing? If so,
do we want 1o see what our own eyes select as in a
concert hall or an opera house, or what a director
chooses for us, as in television or films? The fear-
ful word is out, and we had better consider its im-
plications carefully. In Europe, the present rumblings
within the record industry about the coming of
video seem very like the premonitions of that earlier
earthquake, the long playing record, some twenty
years ago. Various dignitaries solemnly said at the
time not only that it couldn’t happen, but that it
mustn’t happen. In The Gramophone, Sir Compton
MacKenzie was utterly gloomy, and the London
Times said it was quite premature. In the U.S., CBS
went it alone and was followed a year or two later by
Decca/London in Europe. 1 don't suppose it was easy
for either management to make the decision! but,
once made, it literally changed the face of the record.
Artistically, technically, and physically it was a
different product, one that would have to be
packaged, promoted, and marketed in a different
way. Whoever heard of a complete opera on four
sides? In 1947 nobody had. Whoever heard of a
complete opera on color video for home use? In
1969

Nobody really knows how close we are to what
may be the next revolution, nor quite what it will be
like when it comes. My brief in this article is to
elucidate some methods of production, and then to
speculate. All we have thus far are, so to speak, some
scribblings on the screen. There is EVR—Electronic
Video Recording—which is a cassette system using
electronically scanned film stock. It is essentially
a prerecorded system, which means that you can-
not use it to record your own material. 1t has re-
cently been demonstrated in London, and profes-
sional opinions indicate that it has a fine quality
picture but a pretty dismal sort of sound. Fairly
jumbled reports from Japan suggest the existence
of a shortly-to-be-revealed domestic VTR machine
with color which, if marketed at a competitive
price, would be useful not only for recording one’s
own material but for replaying prerecorded VTR
tapes. This, of course, is entirely incompatible with
the EVR system. And in Europe, there are mind-
bending stories about video on disc. (Not that there
is anything very strange about that. Recently, at
the BBC in London, [ watched beautiful color
pictures reproduced from a disc recording; the only
snag is that with the turntable revolving at a speed
of 3,000 rpm, your playing time is down to 36
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seconds or less, which is not of much use for Par-
sifal.) What is already obvious is the growing concern
of the record industry to throw out tentacles in the
direction of film and/or television companies which,
if and when the time comes, will be able to provide
the studio hardware to record in vision whatever
material the record people think they can sell.

But it isp't as simple as that. First, let’s ask
the question: what do we gain by seeing? The very
quick answer is that we gain a lot. Those critics
of the audio disc who insist on the totality of op-
eratic experience by eye as well as by ear are on the
side of the angels. Few composers of any substance
ever wrote an opera with the specific condition that
it should be heard and not seen. Yet there are those
of us who have found for some time now that, on
occasion, we can get more pleasure and reward from
recorded operas played at home than from the com-
plicated social activity involved in getting to an
opera house after a hard day's work, sitting for
hours in an auditorium with all the rituals of public
performance—and then getting home again, late,
weary, and somehow disenchanted. Would home
video amount to the perfect compromise? You could
stay at home, the performance could start at any
time you chose, and you would see as well as hear.
Perfect? Well no, not entirely.

It's a question of proportion within the medium.
I think there is a valid comparison between the ex-
perience of good stereo well reproduced at home
and the experience of “live” music in the concert
hall and opera house; but once we consider video,
I have to admit that there's no comparison at all
between the very best video image and the live
image, or between video sound and the live or high
fidelity sound. Video loses on every count. Think
first of the size of the picture you will watch, which
will be exactly the size of whatever television screen
you own—and remember that the size of the screen
will inevitably govern the content of the picture.
To take a simple example: Stanley Kubrick's 200/
would not make much visual sense on a TV screen,
whereas it almost knocks you over in Cinerama;
of course if he had produced it for television, it
would have been a totally different movie. Long
shots (i.e., those taken from a distance) tend to
make little effect on the small screen, whereas the
close-up, which is what Cinerama can't handle, is

John Culshaw, former Decca/London producer, is
now Head of Music Programmes, BBC Television.
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te.cvision’s  greatest communicator. But an opera
in close-up? There's the rub.

Similarly, it is the small size of the screen which
hinders the effective presentation of symphonic music
through video. If you stay in long-shot and don't
fidget with the camera, the musicians in the or-
chestra come out peanut-sized and smudgy; but if
vou go in close you may throw up all sorts of un-
desirable distractions, like the clarinet player with
a stain on his shirt or the ceilist with a wart on his
nose. 1 can’'t believe there is any future at all for
symphonic music in any home video system while
the screen remains anywhere near its present size.
But if the screen expands, those of us at the other
end could compose long shots containing images
of recognizable human beings instead of peanuts; if
that developnient occurs, there may be a video
market after all, especially as one would expect
improvement in sound quality to accompany any
major increase in screen dimension. I have heard
that RCA is in the process of developing such a
screen, but home video may well be upon us betore
that arrives on the market.

At first, the companies are sure to turn to opera,
or excerpts from opera, because of the visual poten-
tial. In terms of our present screens, the “Triumphal
Scene™ tfrom Aida would cither not work at all, or
be minimized out of recognition; but Cost fan tutte
would work, and so would Salome, and so might
Tristan und Isolde. Blueheard's Castle, and Orfeo.
But we still have to ask how they are going to be
made, because at present there are several widely
different techniques, cach with its own advocates.
Whatever the differences from company to company,
no such basic disparity exists in the world of audio
recording because it's a much simpler, and much
older, medium.

The most common method of putting an opera
on film is to record all the music first on a separate
soundtrack, after which—when your track has been
audio-edited—you put the artists in costume on the
sct and direct them to mime to a playback of the
music. This has been a standard movie technique
for years, and with time on your side and the right
technical skills you can make it work for a musical.

However, 1 put forward the opinion that not only
has it never worked for opera, but that it never
will. Harsh words, but true. The old saying that
opera is an irrational entertainment is still a basic,
indelible tact, and when an opera singer is miming
and not singing, he is totally out of his element. He
is not projecting the one thing he knows how to
project, which is his voice, plus wnatever musical or
daramatic sense that voice can impart to the opera.
Ask him to mime, and he will instantly unieasn all
the pent-up ham which even the moderate discipiines
of the opera stage have hitherto denied him. He wil
either look like an apoplectic goldfish in its final
spasims or—worse—he will auopt the fancy ot
“paturatism,” which means that, whatever the sound-
track is doing, he will open his mouth no more than
would be necessary to order a cotfee and a ham-
burger. The Germans have spent, and are stili
spending, a fortune on making the most God-awful
opera niims by this method; and wnen challenged,
their reply has almost invariably been to the etfect
that while people who know about opera are cer-
tainly aware of the defects, the general public is not.
I dont believe this for a minute, not least because
there is no such thing as a “general public” for
opera, not even in Germany,

It doesn’t help the method to have actors stand in
for the singers. No matter how much you train an
actor, you can’t really make him breathe in the way
a singer breathes; and, to state the obvious, breath-
ing is part of the music of opera because it makes
the line. In any case, I don't want to sce Anncliese
Finkelstein uttering the voice of Birgit Nilsson: 1
want to see and hear Nilsson herself.

A variation of this method is called “sing-back,”
where you prerecord only the orchestra (and per-
haps the chorus) and then get the singers to super-
impose their voices while in costume and on the
set. It is better than all-out miming, but only by a
small margin because it is technically so difficult.
There is the problem of “empty” bars—the bars
where the orchestra is not actually playing—and the
difficulty of judging the timing and phrasing of
the vocal line so that voice and orchestra will come
together precisely when the prerecorded orchestra
re-enters. I am familiar with this from the audio
world, where a comparable process is known as
“tracking.” This operation is difficult enough with-
out having to worry about a visual result as well.
It means that your singers have to tocus all their
concentration on a piece of technical ingenuity,
leaving little room for ecither good acting or good
singing. Opera won’t work in a technical strait jacket.

A much better system is to use two studios simul-
tancously. One contains the conductor and orchestra,
while the other holds the singers, the chorus, the
set, and the cameras. At the very least, this sort of
performance is actual. The singers hear the orchestra
relayed over loudspeakers dotted around their studio,
while the conductor wears hcadphones to listen to
the singers. The object of the game is to keep them
all together in a musical sense, and it takes some
doing. I have seen some of these operas recorded
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in adjacent studios, and others that were about eight
miles apart—although with some technical ingenuity
it presumably wouldn’t matter if the singers were in
Los Angeles and the orchestra in Palermo so long
as the two-way communication functioned. Unfor-
tunately, it frequently does not. It is strange that
in these days of advanced technology, the weakest
link in any recording system (video or audio) is the
communication hook-up whenever more than one
studio is involved. Recording producers go pre-
maturely gray, and eventually begin to gibber, at
the mere mention of interstudio communications.
Even without bugs in the link lines, I fear that
the system is biased against a passionate or com-
mitted performance. For one thing, the balance be-
tween voice and orchestra is entirely out of the con-
ductor’s hands, which means that he never hears the
ensemble until it is too late to make an alteration.
It presupposes the presence of a near-genius at the
sound controls. And in the singers’ studio, there is
often a feedback problem due to the presence of
loudspeakers and open microphones. This means
that the orchestral playback has to be at low level,
which makes it hard for the singers to follow and
discourages any thought of dynamics. On top of all
this, the studio is likely to be acoustically “dead,”
forcing the singers to shout. All the same, some
highly creditable work has been done this way—
notably the BBC version of Britten's Billy Budd.
Yet it can never produce what I have to call “operatic
intensity.” 1 can’t imagine Callas as Norma or Nils-
son as Elektra or Price as Aida under these con-
ditions. Unless you have singular luck, the best you
can hope for is lesser artists in lesser performances
—a future that none of us want for video opera.
Last February, I produced a color videotape ver-
sion of Britten’s Peter Grimes for the BBC, and we
had the cast, the conductor, the orchestra, the
cameras, and the sets all in one place at one time.
Britten himself conducted, and Peter Pears sang the
role he had created almost twenty-five years ago.
It is not for me to say whether or not the experiment
was successful—whether, in fact, the desirable en-
semble of the musical forces seriously hindered the
mobility of the cameras. What I can say, and with
certainty, is that a sort of immediacy and impact
was made in a way that is at least uncommon in
video opera. In other words, the presence of the
conductor and orchestra, although never in camera
vision, brought forth from the singers the kind of
intensity that happens on a good night in the opera
house, or on a good day in the audio studio. They
were doing what they do naturally—matching their
voices and scaling their performances against the
actual sound of the orchestra. To do all this, we
had to move out of the conventional acoustically
dead type of studio and take the whole vast opera-
tion over to Britten's remarkable concert hall near
Aldeburgh, Suffolk. For a month it became a new
sort of video studio, imposing on the one hand
all sorts of limitations which some might consider
intolerable, while extending on the other an acoustic
of such remarkable warmth and clarity that it made
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the singers feel at ease and encouraged them never
to force. It is an expensive and difficu.t way of mak-
ing video opera, but it is a step towards ensemble,
without which you fail in both music and drama.

There is yet another way by which the record in-
dustry might approach video opera—recording di-
rectly from stage performances. Of course, this sort
of thing was done extensively when LP was launched,
and the virtues and limitations will be exactly the
same for video as they were for audio. What you
will get is a souvenir, and, if that’s all you want,
it can be very agreeable. But souvenirs don’t add
anything either to art or technology; 1 can't believe
that the future of video opera will consist of stage
performances pickled on Ampex videotape, though
they have one big advantage—they are much cheaper
and much less trouble to make.

Which brings us to the nastiest problem of all: if
there is a market for domestic video opera, how
much will it cost to buy the video album of your
choice? 1 am not an economist, but on the figures
that are being mentioned right now 1 doubt if a
major opera with top stars could be available for
domestic distribution at much less than $250. This
cost is based on an average playing time of about
140 minutes, which covers a lot of the popular
repertoire. There is a most uncomfortable disparity
between this and its highest audio-only equivalent of
less than $20. But even assuming that the video
price could be brought down considerably by some as

" yet unknown processing development, the basic ques-

tions still remain. Do we want to see as well as
hear? And if we do, what do we want to see?

The past can give us a clue to the answers in that
it shows what happens when a medium undergoes
radical change. Before LP, the operatic repertoire
on records consisted mostly of excerpts; the restricted
playing time of the 78-rpm record and the limited
frequency and dynamic range made it almost im-
possible for the medium to do justice to anything
as extended as a complete opera. LP and stereo
altered all that; and in less than twenty years just
about the entire repertoire of performed opera (even
those operas that are not performed today) has
been recorded, some of it several times over. It
came into being simply because there was an
audience for it, and an audience large enough
to make profits for record companies. The idea that
record companies make operatic discs as an act of
piety is laughable: they make them because in the
long run they are profitable, and that's certainly a
healthy motive. What is currently unknown is
whether the people who buy those records will
want to pay substantially more to see as well as
hear: what is even less known is whether people who
don’t buy operatic records now would have their
interest roused by video. The LP market did not
“grow” out of the 78-rpm heritage: it was an ex-
plosion. Will video cause another?

The manufacturers are doubtful, and so am L.
The monetary aspect is grim, whichever way you
look at it: the costs of equipment, of processing:
the demands likely to be made by artists and the
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conditions laid down by unions; the publishers who
can ask, and sometimes get, the carth for visual rights
in a copyright opera. Yet there are deeper issues
than these. Although medical science tells us that in
range and sensitivity the eyc is a less efficient organ
than the car, the fact is that its intluence on most
of us is greater. By soine strange natural law we
seem to be born with cyes already trained, whereas
we have to work to get anything special from our
lazy cars. Even peopic who profess to like music
sometimes astonish me by their aural tolerance.
They will not demur about out-of-tunc singing or
bad vioiin intonation, although they nstanty object
1o a badly focused film or a slightly crooked picture
on the wall. The professional musician, it he ever
thinks about it, probably regards aural sensitivity as
his greatest asset, for his cars amount to a built-in
critic and guide for the limbs or vocal cords he uscs
for performance. Yet not so very far behind these
leaders of aural perception stand the armies of
modern record collectors. With the sort of equipment
that has been around for the past fiftcen vears or
50, these people have devcloped cars very different
from those of their 78-rpm predecessors: and they
have donc so precisely because their records do not
give them vision. 1 doubt very much whether such
people will tolerate opera on EVR it the sound is as
inferior as reports suggest. 1 am cven more doubtful
that they will succumb to any visual enticement if
the price to be paid is a severe audio compromisc.

This is the manufacturer’s dilemma. He has built
up and fed a hungry audio market, which he cannot
afford to alienate: yet he knows perfectly well that
whatever form his video product takes, it cannot
provide more than a restricted monaural sound. His
only hope, therctore, would secm to be a frontal
attack on the unknown market—the untutored cars,
so to speak—where he may stand a chance of getting
his product away by its visual appeal alone. | don’t
doubt that a color video cassette of Maria Callas
in popular repertoire items would sell very well
indeed, even if the sound reproduction were vastly
inferior to a sterco disc recording of the same reper-
toire made at the same time. But once the emphasis
is truly on the visual, the floodgates may open. We
may be offered a miniskirted Carmen, a naked
Salome, a Tannhiuser bacchanal of which we shall
be assured that the participants actually did what
they seem to be doing . . . well, the mind boggles, as
doubtless would the insatiablc eye.

I don't think that will happen. Indeed, I don't
think video will ever be launched in the way that LP
was launched. The only indisputable application of
EVR (or any other video system) is in cducation,
where the quality of sound is not of major impor-
tance as long as the communication is intelligible. Tt
will be from this expanding and immensely remuner-
ative ficld rather than from home entertainment that
the manufacturers will make their profits. They will
be selling equipment and vidco cassettes to uni-
versities and schools all over the world, and they
will not need to spend huge amounts to acquirc
program material. As time goes on and thc medium

gathers foree, 1 imagine they will get a bit more
ambitious. Instead of “straignt™ iectures they may,
when dealing with a subject like arctecture,  get
involved with quite claborate location snooting on
an international basis. They will find that even in the
field of education the cardinal sin is to be boring,
and thus 1 believe it will emerge that their more
adventurous and imaginative material  will  bring
them more demand and thercfore higher profits. It
will be when they have reached this stage that they
may begin, tentatively, to think about music in gen-
cral and opera in particular. By then, some progress
may have been made in sound rescarch and there
may cven be the possibility of a bigger screen. At
any rate, my prediction is that the very first operatic
venture may seem modest, but might turn out to be
a revelation. It might be something like Schoenberg's
Erwartung or Holst's Savitri or Bartok's Bluebeurd's
Custle or Britten's Curlew River. But whatever it s,
it will probably be on this sort ot scale, which is
considerably less than grand opera at its grandest,
and very much shorter. It will have to be strong
on visual imagination, for these arc not repertoire
picces and cach in its own way could gain from a
sensitive video treatment that has managed to break
away from stage conventions. So, 1 am suggesting
that the approach to the production and marketing
of vidco opera will be wholly different from any-
thing we have experienced in commercial recording.

I betieve it will happen gradually, over quite a
long period. It will not, at first, be based on a “star”
system, nor will it plunge at once into the standard
repertoire. And the cconomics arc such that the
manufacturers may find it undesirable at the out-
sct to offer the product on open sale; instcad, they
may devise a system through which, for a relatively
modcst outlay, you will be able to hire your videco
casscttes for as long or as short a period as you
requirc. The grcat illusion is to suppose that the
switch into video will be as smooth or as rapid as
the transition from 78s to LP, or from LP to sterco.
There is no valid parallel, and 1 sec no reason why
the record, as we know it, should not continuc to
prosper long alter video has finally established itself.
In at least two ways, the record has cenlarged our
eapericnce. By means of a constantly developing
technology, it has taught us to train our cars to a
degree that has no parallel except in the life of a
professional musician; and, despite mistakes, crrors,
and omissions, it has, over a period of twenty ycars,
communicated a whole literature of music which
would otherwise have remained within the province
of specialists. For at least some time to come, vidco
cannot hope to be a scrious challenge precisely and
entirely because it is technically impertect for the
medium of music. When we can have a larger screen
and composc our pictures for it, and when we can
produce a sound compatiblc not only with that pic-
turc but with the best that can be obtained from a
record—then. and only then, in my opinion, shall
we be able to say that video is equipped to enlarge
our expericnce. It will be a long struggle, but it is
the future. Have no doubt at all, it is the future.

Hicx FinELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

Has
uccess

poiled
FM?

THE BIGGEST NEWS in FM broadcasting these days,
certainly where lovers of concert music are con-
cerned, has been the advent of four-channel stereo
FM transmissions. In the Boston area this fall two
stereo FM stations, WCRB and WGBH, are regaling
listeners with live and taped quadriphonic broadcasts
of Boston Symphony Orchestra concerts. The con-
certs can be received in mono or stereo by listening
to either station. But if you receive both stations,
and play them through stereo systems on opposite
sides of your listening room, you will be hearing four
separate and distinct channels of musical informa-
tion: four-channel stereo, in fact, which adds a new
and dramatic sense of realism and “hall ambience”
to the program heard at home. The system was
worked out jointly by engineers from the two sta-
tions, Acoustic Research, Inc. (which will sponsor
the broadcasts), and the Boston Symphony Tran-
scription Trust,
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Whether or not this system becomes widely used
in other communities, it does represent, and in a big
way, FM on the move. And move it must, since tech-
nical improvements are badly nceded. Of the three
basic program sources—FM, disc, and tape—FM
gets the lowest grade for sonic quality by a substan-
tial margin. What progress has been made in the
last few years has applied mostly to the receiving,
rather than to the broadcasting, end.

It has been significant progress, though. In fact,
many experts now allow that the best of today’s
stereo tuners and receivers are capable of receiving
better sound than is customarily being transmitted.
[See “How We Judge Stereo Tuners” in this issue.]

There also has been progress in antenna designs.
The more Highly directiona!l an antenna, the less
likely it is to pick up reflected signals coming from
other directions. Antenna design is very esoteric—
understandable mainly to a few engineers and war-
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locks—but it seems reasonable to assume that there
will be improvements here too.

The same basic idea—improving the signal going
into the tuner—lies behind the growth of cable FM.
A properly designed cable system is immune to multi-
path problems, and just about any form of interfer-
ence. In addition, the signals of stations too far
away for reception on home antennas can be picked
up and piped in—which accounts for the cable’s
popularity in suburban and rural areas. In urban
centers the main demand for a cable has to do not
with the desire for more stations but with cleaner
reception of the stations already available.

But cable FM is still in its early stages. Indeed,
it is usually considered merely as an added attraction
that cable-TV operators can add at little extra ex-
pense. As such, it may receive far less attention than
the TV signals that pay its way on the cable. FM
pickup, for example, often is managed with a single,
relatively modest antenna—as opposed to the array
of highly directional jobs that pick TV signals, chan-
nel by channel, from the ether. So, while cable FM
reception may be better than home antenna recep-
tion, it often could stand improvement.

What is most distressing is that even with a “per-
fect” tuner and a “perfect” antenna or cable system,
the sound quality of FM would be inferior to tapes
and records. This has nothing to do with inherent
lim:itations on the potential quality of a broadcast
signal. It’s just that most FM stations seem to have
discouragingly low standards. Any really good home
stereo system is sure to have better rccord-playing
equipment than you’ll find in many radio studios.
One of the reasons is that the finest phono cartridges
are much too delicate to put up with demands made
by professional use. And the sturdy equipment
doesn't always have the highest fidelity.

As home audio equipment improves, some pres-
sure for improvement may begin to be felt by the
broadcast industry. At present, there isn't much pres-
sure. Signal quality is “adequate,” and there doesn't
secem to be much prospect of significant improve-
ment in the near future. Broadcasting traditionally
has shown little inclination to be ahead of its audi-
ence. But home equipment is getting better and will
continue to get better, so the radio stations are bound
to get better too. When the general public has
lcarned the gospel of high fidelity, it will start de-
manding good sound. Till then—well, the sound is
adequate.

Signal quality also can be limited by program
sources of course; and those sources reflect station
programming policy which, in turn, reflects the eco-
nomics of broadcasting. And in FM, the economic
realities have changed radically in the last few years.
In some cities, FM set penetration has rcached nearly
cighty per cent. Between 1960 and 1967, the number
of FM receivers in the country increased by 670 per
cent. And during the same period, FM time sales
increased by a healthy 326 per cent. Again, while
the single most important reason for this growth
is FM’s potential for quality sound, the sound is

nowhere near as good as it could be. But it is miles
ahead of AM, the clincher being the introduction
of stereo FM.

The figures make clear just how fast the growth
of stereo broadcasting has been. In June 1961, there
were only two stations broadcasting in stereo. By
the beginning of this year, there were 738. Most
experts believe that the number will soon reach
1,000. AM shows no signs of dying out, but if FM
keeps on growing at its present rate it may become
the predominant broadcasting medium. It is this tre-
mendous audience growth, plus the effects of some
recent government decisions, that are going to have
the major impact on FM’s development during the
next few years.

Uncle Sam Steps In

The precise role of the government—or more
exactly, of the Federal Communications Commission
—is hard to pinpoint. In the past, the FCC has
seemed unsure of just what it wanted to do. Perhaps
this uncertainty doesn’t really matter much, though,
since most of the government decisions had results
quite different from those expected. Sometimes the
FCC has acted as if it were “out to get” FM. Take,
for example, what happened in 1945: the FCC de-
cided that the band of frequencies being used by FM
should be given over to television, and every FM
receiver in the country instantly became obsolete
The effects of more recent decisions haven’t always
been very much better, but at least the FCC'’s inten-
tions have been good.

Since there was little money to be made in FM in
its early years, there was a need for the cheapest
possible programming. This encouraged the practice
of “simulcasting”—transmitting the same material
over both the AM and FM outlets of the same broad-
casting company. As far as advertisers were con-
cerned, the FM audience was simply thrown in as a
bonus. The FCC finally concluded that this was a
waste of valuable air space. There are just so many
broadcast channels to go around—using two of them
for the same programs seemed rather profligate.

Furthermore, the FM picture was beginning to
look rosy around the edges. Some stations had found
that the quality-sound medium could be used ef-
fectively to sell quality goods and services. To put it
bluntly, FM had snob appeal. Its audicnce tended to
have a higher median income—and more disposable
dollars—than AM listeners, and comprised a higher
proportion of college graduates and professional peo-
ple. Airlines, gourmet restaurants, mutual funds, cul-
tural institutions, and distributors of specialty
products were finding that they could reach a
fertile upper-middle-class urban and suburban market
through FM. It scemed apparent that FM, freed of
simulcasting, could develop this audience profitably
while AM went its mass-appcal way.

So, in 1964, the FCC handed down the word: in
cities numbering more than 100,000 souls, jointly
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owned AM and FM stations would be required to
have independent programming for at least half of
their air time. There was just one problem: profit and
quality programming did not always go hand in hand,
particularly when the operating economies of simul-
casting were no longer available. So the rush was on
to find the next-cheapest possible programming. The
result has been an increase in automated—"canned”
—material, often making use of vast libraries of
background music recorded on slow-speed tape sup-
plemented with specialty items recorded on endless-
loop tape cartridges. In other words, simplicity even
at the expense of fidelity. But the savings in eliminat-
ing disc jockeys and program directors alone would
make any accountant happy. The figures have a
horrifying charm all their own. In 1966, roughly
twenty per cent of the stations used canned pro-
gramming. By 1967, the figure was up to twenty-five
per cent. And last year, a full thirty-eight per cent
were automated.

For those stations that found automation unac-
ceptable, there was the alternative of using one or
another of the services that offer prepackaged, some-
times virtually mass-produced programming. Some of
the prepackaged programs are similar—or even
identical—to those used by automated stations.
Others can be extremely high in quality. The trancrip-
tion services of some major symphony orchestras are
an example of packaged programming at its best.
In 1968, twenty-four per cent of the FM stations
were using such a program service.

These statistics point out how unpredictable are
the effects of FCC dicta. And even if it were easy to
forecast the influence of the commission’s actions,
it's all but impossible to tell what those actions may
be. One move that has been under consideration for
some time would prohibit common ownership of more
than one broadcast outlet—AM, FM, or TV—in the
same market. When you consider the power and in-
fluence a company can have when it controls a news-
paper, a local television station, and an AM/FM
operation, all aimed at the same community, the
prohibition appears to be a potentially valuable move.
But again, practice may prove otherwise.

The FCC'’s first step toward banning joint owner-
ship was an announcement that it planned to prevent
sale to a single owner of AM and FM operations in
the same market. Within a few days, KFAC-AM/FM
in Los Angeles, the city's long-time good-music outlet,
requested FCC permission for the sale of the opera-
tion. The FCC refused, pending a decision on its pro-
posed rule, which would of course prohibit the sale,
The station countered by running an ad in the Los
Angles Times explaining why, in its view, single
ownership of both its AM and FM outlets is neces-
sary if KFAC is to continue offering the kind of
programming on which its reputation—and its audi-
ence—has been built. Some 12,000 letters from
listeners—almost all of them in support of the station
—poured into KFAC as a result of the ad and were
forwarded to the FCC with a petition to allow the
sale of the station, whatever the rules might ulti-
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mately turn out to be (remember that the commission
had announced only its intention to make a rule).
That was months ago, and the FCC, at this writing,
has yet to take action on the matter.

Another move soon expected from the government
is a law requiring all radios sold in the coun-
try to have both AM and FM sections—a law com-
parable to that causing all television sets sold to
have UHF in addition to the conventional VHF
band. Obviously such a law would result in even
greater penetration for FM. But what the results of
that would be are impossible to predict.

Government’s search for ways to put AM and FM
on equal footing emphasizes a fact that has become
increasingly obvious: FM is turning into a true mass
medium. Other mass media have shown a natural
tendency to become even more so: that is, to appeal
to an ever larger part of the audience. In television,
this tendency has led to programs of stupefying
banality. FM has been a minor cultural haven for
years. But recently it hasn’t done too well in resist-
ing the economic blandishments of its mass appeal.

A recent study by the National Association of FM
Broadcasters showed that only six per cent of FM
stations had classical music as a major programming
category. (I suppose things could be worse—only five
per cent of the records sold in a year contain classi-
cal music.) The biggest single category was “middle-
of-the-road,” which added up to a resounding forty-
seven per cent. This was followed by *“beautiful
music”—simply a euphemistic name for background
music. It collected twenty-five per cent. Third, with
eleven per cent, was “modified contemporary,” gen-
erally known as “easy listening.” These three cate-
gories add up to eighty-three per cent of the “major
programming” offered by FM stations.

There are some minor bright spots, principally
the “underground rock” stations. For what it's worth,
there are as many of them as there are “top 40" rock
stations. Not quite so minor is the persistence of non-
commercial radio. The three Pacifica stations
(KPFA-Berkeley, KPFK-Los Angeles, and WBAI-
NY) are perhaps the best known. Despite low budg-
ets and the resulting slipshod quality of much of
the programming, these three stations have produced
an amazing number of excellent and provocative
shows. And noncommercial radio extends well be-
yond Pacifica. In New York City, for example,
some half-dozen stations are run by colleges, one is
run by the city, and another by a church. It may be
unfortunate that noncommercial stations are needed.
But at least they are there.

In its rather short career, FM has withstood all
sorts of indignities—including patent fights, unfortu-
nate government decisions, and so on. Prediction
may be uncertain, but one question must be answered
—can FM stand success? At the moment, the an-
swer seems to be no. And that is a damn shame.

The author's work, both as writer and as editor,
has appeared in publications devoted to high
fidelity and FM programming.
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THE TERM “TUNER” APPLIES, of course, to the tuner
section of a receiver as well as to the tuner as an
individual component. Both must do the same job,
and both may be evaluated by the same criteria.
But what are those critcria?

The existing “Standard Method of Measurement
for Tuners,” issucd by the Institute of High Fidclity
(IHFM-T-100) in Deccmber [958, does not cover
a tuner's FM muitiplex (sterco) functions. Predating
the 1958 IHF standard was an Institute of Radio
Engincers (now the IEEE) standard covering the
same subject. Differences on several points between
these two standards have caused considerable con-
fusion in the past. To avoid the same problem in the
future, and to update tuner measurements to reflect
sterco FM, the IHF standards commitice now is
working with the IEEE standards committee toward
a joint standard. Producing any new standard is a
lengthy process since the various commitice mem-
bers will have diffcrent views. When the standards
committees of two organizations are involved, the
process can take even longer. Present expecta-
tions are that the new document will appear very
late in 1969 or carly 1970. Until then, we are mak-
ing the best of the present IHF version, using por-
tions of it and expanding it as we deem suitable to
cover a tuncr’s stereo functions.

The 1HF standard lists eleven specifications in the
following order of importance: IHF sensitivity,
signal-to-noise ratio, harmonic distortion, drift, fre-
quency response, capture ratio, selectivity, spurious
responses, IM distortion, audio hum, and AM sup-
pression. Manufacturers are supposed to use the
first five items as their minimum published spccifica-
tions, and all eleven as a complete technical descrip-

The performance criteria and test methods
descrihed here are those used by the author
and his associates at CBS Laboratories in pre-
paring data for HiGH FIDELITY’s test reports.

by Edward J. Foster

ow We Judge

tion. For the reports in HiGH FIDELITY we measure
the first six of the above (except drift) and IM dis-
tortion. In addition we measure stcreo response
and separation as well as pilot and subcarrier sup-
pression—mcasurements which pertain to the tuner’s
multiplex circuitry. We do not mecasure drift be-
cause in today's cool-running solid-state equipment
it is no longer a problem. In fact, most of the recent
tuners do not usc automatic frequency control
(AFC)—once considered important in controlling
drift—at all sincc modern design has eliminated its
need. Certainly, any tuner which purports to be a
high fidelity unit must be stable after but a few
minutes’ warm-up.

IHF Sensitivity—How Strong is the Tuner?

A tuner’s sensitivity indicates how much RF (radio
frequency) signal it needs to suppress noise and
distortion by a given amount. We measure it in
microvolts (millionths of a volt), using a modu-
lated signal from a carefully calibrated frequency
modulation signal generator that simulates an FM
broadcast transmitter. Both the generator and the
tuner are set at 98 MHz. The antenna is simulated
by a network providing the characteristic 300-ohm
impedance. Using a low distortion 400-Hz signal to
modulate the generator, we drive the tuner with an
input signal level of 1 microvolt, and measure the
tuner’s total output signal. This signal will contain
the 400-Hz modulation plus the noise and distortion
of the tuner. We then remove the true 400-Hz
signal with a distortion analyzer and measure just
the noise and distortion. The ratio of noise and dis-
tortion to total signal is then expressed in dB, and
begins the plot of the “IHF sensitivity curve.” We
then raise the signal level a bit and repeat the whole
measurement. We do so, in fact, all the way from 1
microvolt to 50,000 microvolts. At some RF signal
level from the generator, the tuncr will produce a
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signal which is 30 dB greater in level than the total
hum, noise, and distortion. This input signal level
(in microvolts) is called the “IHF usable sensitivity.”
To check how well the tuner performs at different
parts of the FM band, we measure this usable sensi-
tivity at 90 MHz and 106 MHz as well as at 98 MHz.

What should the IHF sensitivity of a good FM
tuner be? I would say that 2.2 microvolts is a very
respectable figure. More sensitivity, such as 1.8
microvolts, is of course better if all other factors
are cqual. The buyer should be aware, however, that
therc are means of increasing the sensitivity of a
tuner by sacrificing its performance in other re-
spects. For example, it is possible to restrict the
passband of certain scctions of the tuner thus raising
their gain and decrcasing the noise. Such a tuner
will exhibit an excellent IHF sensitivity but will also
exhibit high levels of distortion in the upper fre-
quencies, and may have a rather poor stereo separa-
tion as well. In any cvent, sensitivities of 1.8 micro-
volts are approaching the theorctical limit and prob-
ably will not be improved upon substantially.

The amount of sensitivitv you need depends upon
your location. If you are out in the Arizona desert,
miles and miles from the ncarest station, you will
neced all the sensitivity you can get—plus the best an-
tenna system you can find. If you are in a metropoli-
tan arca in which large numbers of powerful stations
surround you, scnsitivity is not of very great im-
portance. In such a case, sensitivities of 3.5 to S
microvolts arc finc, if the rest of the tuner's specs
are good. As a rule, though, a really poor scnsitivity
(worse than, say, 5 microvolts) gencrally indicates
an inferior tuner in other areas as well,

When checking the sensitivity of a tuner, carefully
inspect the sensitivity curve. It should fall off sharply
and then flatten out for higher input signal levels.
Furthermore, it should fall to as low a level as possi-
ble. Thus, a tuner that reaches an ultimate signal
to total hum, noise, and distortion figure of -50 dB
is superior to one that only reaches -40 dB. If the
tuner has some hum or a lot of distortion in its
detector or audio stages, it will never reach a very
low value for a total hum, noise, and distortion,
since this figure is the sum of all annoyance factors.
Thus, if the tuner has a constant 1% total harmonic
distortion (THD), it will not get below —-40 dB on
the sensitivity curve since 1% distortion is equiva-
lent to —40 dB. It may not even get as low as ~40 dB
since it may be subject to hum and noise problems.

The sensitivity curve, then, that falls to a very
low amount of total hum, noise, and distortion—
and does so as rapidly as possible—indicates a really
good tuner. Although it is convenient to specify a
single figure for sensitivity such as 2.2 microvolts,
this figure corresponds to only one value of total
hum, noise, and distortion. By convention the sen-
sitivity is specified at that point where the total
hum, noise, and distortion is =30 dB. This point is
convenient since all tuners which purport to be high
fidelity units should ultimately have a lower total
hum, noise, and distortion figure than -30 dB and so
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will cross this level at some value of input RF signal.
Generally speaking, however, you will not be content
to listen to a station that is so weak as to produce
only a 30-dB figure. Thus, the “effective” sensitivity
of a tuner is not as good as the published figures. If
two tuncrs have IHF sensitivity curves of the same
shape then you can go by the 30-dB figures to com-
parc them. However, if one tuner has an IHF sen-
sitivity of 2.2 microvolts and reaches, say, the —50-dB
level at 3.1 microvolts. it is, in my opinion, distinctly
superior to a tuner with an IHF sensitivity of 1.8
microvoits that rcaches the -50-dB level only at 10
microvolts.

One final item on the sensitivity curve. Once the
tuner has reached its lowest level of total hum,
noise, and distortion, it should stay at that low level
for higher RF input signal strengths. If the total
hum, noise, and distortion level increases again
as the signal level is increased, the tuner is probably
overloading at these increased levels. A slight in-
crease, say, from ~53 dB to =51 dB is probably all
right. Excessive increases are to be avoided, however.

To recapitulate: a high fidelity tuner should have
an IHF-rated sensitivity figure of 2.2 microvolts or
better. Furthermore, the tuner should have about the
same sensitivity at all three test frequencies (90
MHz, 98 MHz, 106 MHz). The sensitivity curve
should fall off very rapidly to a level of —50 dB or
better for total hum, noise, and distortion. The total
hum, noise, and distortion should stay below this
level all the way out to 50,000 microvolts. These are,
I would say, the earmarks of a really sensitive FM
tuner. On a somewhat lower level, I would say that
an IHF sensitivity of 3.5 microvolts and total hum,
noise, and distortion reaching —40 dB would charac-
terize a fairly good unit.

S/N Ratio and Distortion—
How Clean is the Tuner?

If the sensitivity measurement just described meas-
ures noise and distortion, why do we bother measur-
ing them again? Precisely, to separate them. Whereas
the previous measurement gave a sort of over-all
quality measurement of the tuner, we now wish to
find out what part of the audible hum, noise and
distortion is really due to hum and noise, and which
part is due to distortion.

In making our measurements of S/N ratio, we set
our FM generator at 98 MHz, but this time we do
not modulate it. That is, the generator acts like a
station which is still on the air but is not sending out
any music. The signal level of the generator is set
at 1,000 microvolts—a pretty healthy signal. The
output of the tuner under these conditions must be
pure noise since no signal is being sent. We measure
that noise and record the amount. We next fully
modulate the generator (to 75-kHz deviation) with
a 400-Hz tone. The tuner's level now equals the
maximum signal level which the transmitter is al-
lowed to send by law. The ratio of the 400-Hz signal
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to the noise measured previously is expressed in dB
as the S/N ratio. A good tuner should have a signal-
to-noise ratio of at least 60 dB when measured in
this way. Lower quality units will probably come in
at 50 to 60 dB, which is probably adequate for all
but the most critical conditions.

To check mono THD the generator and tuner are
set at 98 MHz, and the generator RF level is set for
1,000 microvolts. These are, by the way, the standard
measurement conditions. We also use a distortion
analyzer. The audio frequencies used to modulate
the FM generator are 40 Hz, 400 Hz, and 1 kHz.
In all cases 100% modulation is used. You may well
ask why we do not measure distortion using higher
audio frequencies—say, up to 15 kHz, as we did
for amplifiers. FM transmissions use a pre-emphasis
that boosts the higher frequencies at the station in
order to minimize the noise in transmission. Based
on the distribution of energy in music, the transmitter
pre-emphasizes frequencies above 2 kHz, where there
is naturally less audio energy. In the receiver, the
corresponding de-emphasis is used, producing an
over-all flat response and simultaneously reducing
the high frequency noise. For frequencies above
about 1 kHz, the receiver de-emphasis also reduces
the harmonic distortion, giving optimistically false
readings. Thus, 1 kHz is the highest frequency for
which we can make sensible THD measurements.
Fear not, a different—intermodulation distortion—
measurement will tell you what is happening at the
higher frequencies.

A topnotch tuner will measure 0.25% or less
THD following the above-described procedure. Per-
haps it will be a trifle higher at 40 Hz than at 400 Hz
or 1 kHz—reflecting the characteristics of the audio
section of the tuner. As with amplifiers, a figure of
about 0.75% THD is acceptable.

The final type of distortion we measure is inter-
modulation (IM). The method of measuring tuner IM
differs from that used for amplifiers. The generator
and tuner are set up under the standard conditions
described above. Two signals, 15 kHz and 14.6 kHz,
are used to modulate the FM generator simultaneous-
ly. The audio signal levels are adjusted to be equal in
magnitude, while their sum deviates the generator
100% on the peaks. If there were no distortion in the
tuner, only the two original signals would emerge
from its output. When distortion is present, a “cross-
term” will appear at the difference frequency, in this
case, 400 Hz. A special filter is used to measure the
amount of 400-Hz signal in the output. This level is
compared with the output of the tuner for 100%
modulation, and the ratio is expressed as a percentage.

This IM measurement tells you how things are
going in the upper frequency region (where THD
measurements are meaningless, as described above).
If the tuner under test has inadequate bandwidth
or phase distortion in the tuned circuits, or a poor
limiter or detector, the IM figure will betray the fact.
A tuner deficient in this way will probably also show
poor stereo separation. So, when you think you have
found a tuner with superb sensitivity, take a look
at its IM figure to see if the sensitivity was achieved
at the expense of this distortion. A high-quality

TIRAX

tuner will exhibit an intermodulation distortion fig-
ure of 0.25% or better. Probably 1% or so would
indicate adequate performance.

Frequency Response—
How Linear is the Tuner?

As mentioned, the FM transmitter uses a specific pre-
emphasis to achieve an optimum S/N ratio at its end.
In making our measurement of frequency response,
we duplicate exactly this pre-emphasis. Using the
standard setup described, we modulate the FM gen-
erator (which simulates the transmitter) with a signal
from an automatic oscillator sweeping from 20 Hz
to 20 kHz. The output of the tuner, shown on auto-
matic charting equipment, reveals every wiggle in
the response. If all is well, the response will indeed be
smooth and flat from 20 Hz to 15 kHz. Above 15
kHz, the response generally falls off rapidly, showing
the special filter characteristics employed in stereo
tuners. This is of no significance since FM stations
generally limit their transmission to 15 kHz.

A really superb tuner will exhibit flat response
within = 1 dB from 20 Hz to 15 kHz. Response
within = 3 dB is probably adequate. When you
inspect the frequency response curve, though, look
for peaking in the 15-kHz to 20-kHz region, which
indicates poorly aligned filters. A gentle rising or
falling of response above 2 kHz indicates that the
de-emphasis curve of the tuner is not conforming to
the standard 75-microsecond response. Inadequate
response at the low end may be due to insufficient
bandwidth in the audio circuits. Sometimes a manu-
facturer will purposely design this way to minimize
the chance of damaging speakers by rapid tuning
through the FM band. (For your own protection,
incidentally, tune your receiver slowly, or reduce
your volume when tuning—or both.) Another
possible cause of poor low-frequency response is an
inferior automatic frequency control (AFC). AFC
circuits are used to lock onto a station and eliminate
drifting in the tuner. Since they cause certain
deleterious effects, and since with modern cool-
running transistor equipment drift need no longer
be a problem, most modern high-quality tuner manu-
facturers have avoided using AFC altogether.

One of the key virtues of an FM tuner is its ability
to lock onto a desired signal and ignore interference.
Capture ratio measures a tuner’s ability to do just
that. If two signals of the same frequency are re-
ceived by the tuner and one is larger than the other,
the tuner will tend to “‘capture” the larger of the two
and ignore the smaller one. This is a very important
attribute. With the high congestion of the air waves,
the FCC often has found it necessary to assign the
same frequency to many different stations. There is
a certain geographical separation between any two
transmitters using the same frequency, determined
by the power which the station is authorized to use.
Still, your tuner may be literally picking up several
stations at once on any single channel. For satisfac-
tory reception, it must lock onto one and ignore the
rest—especially important if you live in an area
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midway between transmitters assigned to the same
frequency. Even if you are not so located, there is a
lot of RF noise, both man-made and natural, that
is constantly flooding the tuner. Some of it will be
in the channel to which you are listening. A set with
good capture ratio can adequately suppress this noise.

In measuring capture ratio, we use two generators.
One of these is the standard FM generator operated
under the standard conditions described. In addition,
we also inject another RF signal (representing the
interference) tuned to the same frequency (98 MHz)
into the receiver. A series of measurements are made
to determine how much larger in level one of the
signals must be to suppress the effect of the other by
30 dB. The difference in signal levels between the
two ‘“‘transmitters” necessary to achieve the 30-dB
suppression is the capture ratio, expressed in dB.

The lower the capture ratio the better, because it
means you will be able to lock onto a station even
if it is only slightly more powerful than its competi-
tor. As with the other tuner specifications, it is
possible to design a set with an excellent capture
ratio (say, 1 dB) at the expense of other features such
as high frequency distortion and poor stereo separa-
tion. I would say that a capture ratio figure of 3 dB
is very respectable. Less is better, of course—but not
at the expense of other performance characteristics.

Stereo Measurements

No measurement of a stereo FM tuner would be
complete without some indication of its stereo per-
formance. Without industry-wide standards, we must
impose our own concept of what constitutes adequate
performance. The tests we make cover frequency
response of both channels, separation between chan-
neis, THD, and pilot and subcarrier suppression.

These measurements are made by using a special
multiplex generator capable of modulating the FM
signal generator in a sterev mode. Under the standard
measurement conditions, we automatically plot the
frequency response of each of the two channels inde-
pendently. The same criteria of acceptance apply as
with monophonic response, namely, = | dB being
excellent, and #: 3 dB as acceptable.

The scparation is measured by modulating one
channel at a time and measuring the amount of
signal that comes out of the wrong channel. Thus,
we gencrate a “left only” signal and measure the out-
put of each channel. Then we mecasure outputs for
“right only” input modulation, giving us a com-
parison between the levels produced by direct modu-
lation and those caused by ‘leakage” between
channels. The difference between a channel's out-
put when it is modulated and its output when the
other channel only is modulated, expressed in dB,
is the scparation.

Normally, the separation is best in midband, say
from 400 Hz to 1 kHz. At lower frequencies the
scparation diminishes; as we approach 15 kHz the
scparation usually diminishes quite rapidly. Midband
separation of 40 dB or better, along with at least
30 dB from 40 Hz to 8 kHz and 25 dB at the
extremes of 20 Hz and 15 kHz is the mark of a
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superior receiver, Perhaps 10 dB shaved off each of
the above numbers would still provide adequate per-
formance. Separation figures appreciably less than
this indicate either an inferior multiplex design, mis-
alignment, or inadequate passband—the last defi-
ciency also giving rise to high frequency distortion.

Having measured frequency response and separa-
tion in the stereo mode, we make two more measure-
ments: the 19-kHz pilot suppression and the 38-kHz
subcarrier suppression. These phcnomena are unique
to stereo FM transmission. In the system of multiplex
transmission that has been adopted by the FCC, the
two channels (left and right) are added together and
used to modulate the transmitter in the same manner
as with monophonic FM transmission. Thus, a mono-
phonic receiver accepts the total signal (left plus
right, or “sum” channel). For stereo, the “difference”
or left-minus-right signal is secnt on a separate sub-
carrier centered at 38 kHz. A separate modulation
scheme (called double sideband suppressed carrier) is
used to carry this difference signal. This type of
modulation requires a “code™ to help in demodula-
tion. This code is provided by the inclusion of the
19-kHz “pilot signal.” The whoic conglomeration,
sum signal (monophonic), difference signal (which
carries the stereo information), and pilot are all added
together and used to modulate the transmitter. Your
tuner receives the whole mix, and the stereo multiplex
section re-creates the sterco channels. The 19-kHz
and 38-kHz tones, once they have served their pur-
pose, are not wanted in the output and are filtered out
in the tuner. We make a measurement to determine
the amount of these unwanted signals in the output
referred to a full 100% modulation level.

The reason why these inaudible signals are un-
wanted is that they can mix with other signals in
your amplifier and cause intermodulation distortion.
Furthermore, if excessive, they can drain away the
power capability of your amplifier and even damage
your twceters if the signal level is high enough.
Finally, they can intermodulate with the bias fre-
quency of your tape recorder causing distortion and
squeals. This last danger has been largely eliminated
by additional filtering in modern tape recorders.
Respectable figures for 19-kHz and 38-kHz suppres-
sion are at least 40 dB in a topnotch tuner, although
a figure of 30 dB represents adequate performance.

We have discussed the various tests we make on a
tuner to establish its qualifications as a high fidelity
piece of equipment. In most cases we have followed
the 1958 IHF standards. When it comes to the
sterco sections, we have had to impose our own
standards. However, these are in pretty good agree-
ment with industry practices. Within a year, we
expect a new sect of standards covering stereo tuners.
When that time comes. we will review our practices
and modify them if necessary.

By examining the reports published in HiIGH
FipeLiTy, following the guidelines given here, you
can assess the relative merits of various tuners and
receivers. When you have narrowed the field down
to a few units, try to listen to them in your locality
with a good FM antenna. You should soon be able
to tell which model meets your requirements.
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OF A DIFFERENT
DRUM

Higher trackability in the “backbone” region of music

The grand structure of orchestral music relies heavily upon tympani, 0 ey
tuba, contrabass, bassoon, bass drum, and other low register instru-

ments to form the solid foundation upon which the harmonies and
melodic line are built. Unfortunately it is exceedingly difficult to track
these passages when they are cut at high velocities. Even the Shure v-15
Type Il, the world’s highest trackability cartridge, required raising the

Vv-15 TYFPE 1l (IMPROVED)

———

see

tracking force when playing recordings containing this type of program ; )
material. We took this as a challenge and have prevailed. The top line S
of the graph at right shows the increased bass and mid-range track- . ! |
ability of the IMPROVED V-15 Type Il. Practically speaking, it means you £ ORIGINAL V-15 TYPE Il
can reduce 1Y% gram tracking force to 1 gram, or 1 gram force to % X p !
gram for records with high velocity bass register material. No increase 24
3

%n price ($67.50 net), but you will significantly extend record and stylus
ip life.

NOTE: You can attain this superior bass and mid-range trackability
with your present V-15 Type |l by using the IMPROVED VN15E stylus at |
$27.50. Look for the word Shure in red letters on the stylus grip. e e T o

SHURE

TRACKABILITY CHART (1 GRAM STYLLS FORCE)
V-15 TYPE II| IMPROVED)

SUPER TRACKABILITY PHONO CARTRIDGE

1969, Shure Brothers Inc., 222 Hartrey Ave., Evanston, Illinois 60204

CIRCLE 64 ON READER-SERVICE CARD
HiGH FIDELITY MAGAZINE
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equipment
reports r+: consumers GUIDE
TO HIGH FIDELITY EQUIPMENT

HOW AUTOMATIC CAN YOU GET?

THE EQUIPMENT: Seeburg AP-1, an automated record-
playing system with built-in storage, memory selec-
tion facilities, and equalized preamps. Cabinet dimen-
sions: 33 by 2214, by 2214 inches. Price: $795. Manu-
facturer: Seeburg Corp., Consumer Products Div., 1500
N. Dayton St., Chicago, lll. 60622,

COMMENT: The most automatic record player ever
made, the Seeburg AP-1 combines the following: a
vertical record-playing mechanism of elaborate design
which includes turntable and tone arm fitted with a
twin-stylus Pickering cartridge; an RIAA-equalized
stereo preamplifier for driving an external basic ampli-
fier (or the ‘“‘spare’ or other high-level inputs on a
system control amplifier or receiver); storage for
fifty microgroove discs; and a control system with
“memory bank.”” Optional accessories permit remote
control operation from any location in the home.

The most prominent (and, for home music systems,
the most novel) control on the AP-1 is its telephone-
type dial on which you select the records to be played
by dialing a two-digit code number. You make up
your own code according to how you store the records
in the unit. Since the dial ties into the computerlike
memory bank (itself made up of one hundred mag-
netic cores and their associated write-in, read-out,
and sensing circuits), you can select any quantity of
record sides for playback in numerical order. Multi-
disc sets will play in the correct order as long as the
records were pressed in so-called manual sequence—
that is, successive sides arranged back to back.
When you finish dialing, the machine takes over:

the record, gently nudged upward at its outer edge,
is placed into position on the turntable where it is
held in place by a plastic member against the label,
the arm moves up to it, and the pickup—after being
cleaned by a builtin stylus brush—engages the
groove. You can reject a record during play, clear all
selections previously programmed in the memory
bank, or set the machine for *‘all-play'’ which, with one
hundred LP sides involved, could mean continuous
music for upwards of thirty-six hours. The preamplified-
equalized stereo signal is taken from a pair of jacks
at the rear via shielded cable.

This utterly untouched-by-human-hands device is
powered by a vertical play mechanism: records, turn-
table, and tone arm all remain vertical instead of
horizontal as in conventional record-playing apparatus.
The record is held firmly only at its center label area;
the larger portion of the disc remains unsupported.
While this design concept does make for smooth and
flawless automation, it does impose certain limits on
performance, at least from an ultimate hi-fi perfec-
tionist standpoint—and those limits concern the pick-

Telephone dial
selects records
to be played.

Equipment reports are based cn laboratory measurements and controlled listening tests. Unless otherwise noted,
test data and measurements are obtained by CBS Laboratories, Stamford, Connecticut, a division of Columbia

REPORT POLICY

Broadcasting System, Inc., one of the nation’s leading research organizations. The choice of equipment to be
tested rests with the editors of HIGH FIDELITY, Manufacturers 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 permission of the publisher. All reports should be construed as applying to the specific samples test;d,-
neither HIGH FIDELITY nor CBS Laboratories assumes responsibility for product performance or quality.
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up's tracing of the record groove. That is, since the
music grooves have no horizontal support and the
pickup must engage the record groove horizontally,
something in the way of vertical compliance and re-
sponse is lost. This in turn means somewhat less
channel separation and somewhat less bass output
from stereo records as compared to a pickup’s en-
gaging a record groove supported by a platter. For
playing mono records, this criticism does not apply
since mono discs have no vertical modulation and
thus require no turntable support.

The cartridge used in the Seeburg is a specially
made Pickering magnetic fitted with two diamond-tip
styli which project from opposite sides of the cartridge
body, one stylus engaging that side of the record se-
lected for play. Stylus force, preset at the factory,
was measured to be 2.25 grams for each stylus. Com-
pliance was gauged at 3.0 (X 106 cm/dyne) laterally,
and 1.5 verticaly—both figures being lower than
average for modern hi-fi pickups. Vertical angle was
measured at 24 degrees. The turntable’s single speed
of 3314 rpm was accurate and was not affected by
line-voltage changes, remaining a mere 0.19% slow at
all test voltages. The average flutter and wow figure
was an insignificant 0.07%.

For rumbie and other electrical measurements, CBS
Labs ran two sets of tests, one for each side of the
pickup (designated as odd and even numbers to cor-
respond to the record sides that would be played).
Measurements were made at the stereo signal output
jacks of the set’s built-in preamp. The arm resonance
occurred at 17 Hz on each side. Rumble, by the CBS-
ARLL method, was clocked at —65 dB and -59 dB
for even and odd sides respectively; these figures are
among the best ever measured for any turntable. For
even numbers, the preamp's signal output was 0.25-
voit on left and right channels; for odd numbers, the
output was 0.29-volt and 0.24.-volt for left and right
channels respectively. Over-all harmonic distortion
(of the pickup) ran a little higher than average; IM
did the same.

The response data (see accompanying graphs)
cover the frequency and channel separation charac-
teristics for each channel in both odd- and even-
numbered playback modes. Generally speaking, the
frequency response curves resembfe that of a typical
magnetic pickup—except for the sagging bass end
below 100 Hz. Channel separation is adequate-to-
ample through the midrange and highs, but lessens
appreciably below 500 Hz or so. Both the bass roli-
off and the decreased channel separation in the bass
region are due, in the view of the testers, to the lim-
ited vertical compliance of the pickup as explained
earlier. Again, however, it should be pointed out that
for records in which the bass frequencies are them-
selves cut laterally (i.e., monophonically), no appre-
ciable frequency roll-off would occur.

Record storage and sliding carriage
combine with memory bank to lend
Seeburg player unique automation.

Listening tests of the AP-1 hooked up to a nor-
mal stereo component system confirmed thls point
and also demonstrated that even with the relatively
lessened channel separation (from full-cut stereo
discs), the over-all stereo effect was not appreciably
degraded. The relative left-and-right locations of or-
chestral instruments still could be identified, and the
sound did present a satisfactory sense of spread
across the speakers. The Seeburg system, in sum,
may not be every listener's audio cup of tea, but it
conceivably could be put to good use (thanks to its
hands-off-the-records type of operation and its com-
plete automation) in schools, libraries, and other ap-
plications where safe and foolproof functioning,
rather than the ultimate in sonic splendor, is desired.
In addition to the AP-1, there's an AP-2 (same unit in
an unfinished cabinet without front doors) priced at
$695. Seeburg also has announced other models, in-
cluding a console line with its own speakers, and
various accessories.
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JENSEN'S TOP-OF-LINE

COMPACT SPEAKER SYSTEM

THE EQUIPMENT: Jensen 700-XLW, a compact, full-
range speaker system in enclosure. Dimensions: 161/
by 2514 by 12 inches. Price: $275. Manufacturer: Jen-
sen Manufacturing Div., The Muter Co., 5655 W. 73
St., Chicago, 1ll. 60638.

COMMENT: The 700-XLW represents Jensen's major
design effort to date in the compact speaker system
class. A shade larger than most “two cubic footers,”
the 700-XLW may be placed on a shelf that is deep
and strong enough to hold it, or on a bench, or on a
floor pedestal available as an accessory from Jensen
(the Model FS-1 stand, $19.95). It may be positioned
horizontally or vertically.

A four-way system, the 700-XLW houses—within an
attractive walnut enclosure—a 12-inch woofer, a horn-
loaded midrange unit, a compression-driver horn-
loaded super-tweeter, and a ‘‘sono-dome’’ ultratweeter.
Crossover frequencies are at 600, 4,000, and 10,000
Hz. Efficiency is fairly high, and while the system is
rated for power-handling capacity of 40 watts, it can
be driven to room-filling volume by amplifiers of lower
power output than that. Impedance is 8 ohms; con-
nections are made to screws on the rear marked for
polarity. The rear also contains two continuously vari-
able controls for balancing the midrange and highs.

After experimenting with these controls, we finally
settled on about one-quarter rotation (from minimum)

for the midrange control, and about one-third rotation
for the highs control. Higher settings than these pro-
duced, at least in our room, a somewhat bright quality
in the sound, a fairly hard quality in white-noise re-
sponse, and a vague kind of ‘’sheen” on singing
voices. At the settings indicated, though, everything
fell into what we considered excellent musical balance.
On test tones, the 700-XLW responded uniformly and
smoothly from about 40 Hz to beyond audibility. Be-
low 40 Hz, response became a bit weaker and was
mixed with some doubling—an effect which remained
pretty constant down to 20 Hz. Directivity effects were
remarkably absent through the midrange; in fact,
tones up to 11 kHz could be heard clearly when lis-
tening well off axis of the speaker. At 12 kHz, the
response became a bit ‘‘thinner’’ and more directive;
at 13 kHg, this effect increased somewhat, and so on
to beyond 14 kHz where a slope to inaudibility began.

As with all really good speakers, it is difficult to
describe the ‘‘sound’ of the 700-XLW. One ends up
pretty much describing the sound of the program
material being played. it is, in short, an accurate,
transparent, wide-range reproducer that combines
clarity with efficiency. We'd also guess that the usable
range of those two controls, while not needed in our
fairly live room, would help adjust the speaker’s re-
sponse to other rooms with different acoustic char-
acteristics.

CIRCLE 143 ON READER-SERVICE CARD

PORTABLE CASSETTE UNIT DOUBLES AS DECK

NOVEMBER 1969

THE EQUIPMENT: Sony 124-CS stereo cassette re-
corder. Dimensions (transport/electronics unit only):
654 by 914 by 23/ inches. Price: $199.50 with exten-
sion speakers, F-99S mike, carrying case, other acces-
sories. Manufacturer: Sony Corp. (Japan). U.S. dis-
tributor: Sony/Superscope, Inc.,, 8150 Vineland Ave.,
Sun Valley, Calif. 91352.

COMMENT: The 124-CS is a self-contained stereo cas-
sette system designed primarily for independent use,
though it may be used in conjunction with stereo com-
ponents as well. it can be operated from batteries
(four C cells), an accessory rechargeable power pack,
12-volt auto or boat batteries (via an accessory cigar-
ette-lighter adapter), or AC. The AC adapter is pro-
vided with the recorder and was used for most of the
tests covered in this report. Also included with the
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recorder is a pair of extension monitor speakers (in
addition to a single speaker built into the recorder’s
case and allowing mono playback without using the
separate speakers), a stereo microphone, a button-
style mono earphone, a pair of patch cords, a C-60
blank cassette, a shoulder strap for the recorder, and
a vinyl case that will hold the whole ensemble.

The 124-CS will accept additional accessories.
There is a jack for stereo headphones on the control
panel of the recorder, and the remote control jack
can be used for a foot switch in dictation or tran-
scription work. This jack is between the two audio jacks
for the mike input. The mike’s plug has prongs for all
three jacks—two for audio and one to power the
on/off switch on the mike.

The F-99S stereo mike, incidentally, proved to be
an efficient way of recording two channels of infor-
mation with minimum fuss. It appears to contain two
directional dynamic elements, pointing toward the
sides of the mike. Sounds originating at the front, top,
or even back of the mike are reproduced properly
centered between the two speakers on playback. Sounds
originating at the sides are clearly sorted out into the
respective channels. The microphone is intended
primarily for work with speech. We did not test it
with live music.

The recorder’'s front panel contains fast-wind, play,
stop, and record controls on the usual ‘‘piano-key’’
lever switches. In addition, there are balance, tone,
and volume controls for the playback circuit, and a
stereo/mono switch. (In the stereo position, the built-
in speaker monitors the right channel.) At one side
are miniature phone jacks for auxiliary inputs, which
are automatically cut off when the mike plug is in-
serted into its jacks nearby. At the other side are the
extension-speaker jacks—also miniature phone types
—and an ingenious speaker control switch. In the *“1°
position, this switch allows full-level monitoring in
either record or playback modes—useful if you are
recording via the auxiliary inputs. In the “2'" position,
speaker output is automatically attenuated when the
recorder is put into the record mode. This position
inhibits feedback during recording with the mike, yet
allows normal playback. A third position turns off the
speakers altogether.

The patch cords have a miniature phone plug at
one end and a standard phono male at the other.
They can be used either to connect the tape-recorder
output of your stereo system to the auxiliary input of
the Sony or to run from the extension-speaker outputs
of the Sony to a tape or auxiliary input on your stereo
system. With a spare set of cords—available from
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either Sony or Switchcraft—you can do both and use
the Sony as a tape deck.

Notice, however, that there is no input level control
on the 124-CS, which is equipped with Sonymatic
automatic level control. While this is a handy-dandy
way of controlling levels on speech, it can be argued
that the distortion and compression of dynamic range
inherent in automatic level controls limit the appro-
priateness of the recorder for music. In use, however,
we found very little audible evidence of degraded
signal, even when the input consistently peaked well
into the record/battery meter's red area and the re-
sultant recording was played back through a high-
quality stereo system. Indeed, we found that with our
setup it was not possible to decrease the input level
to the recorder without tapping the power-amp output
of our preamp so that we could control gain with the
preamp’'s volume control. So while we found that the
124-CS performed successfully as a deck, its opera-
tion is not ideally suited to that use.

In some respects, however, the Sony makes a better
deck than some true deck models. Playing some of
our best prerecorded cassettes through a component
system, for example, we found the sound to be as
wide-range as any cassette system we've heard. In

Additional Data

105 VAC: 1.3% fast
120 VAC: 1.2% fast
127 VAC: 1.1% fast

Sony 124-CS

Speed accuracy, 17 ips

Wow and flutter, 173 ips  playback: 0.24%
record/ playback: 0.32%

Rewind time, C-60 cassette 1 min. 39 sec.

Fast-forward time,
same cassette

S/N ratio (ref 0 VU,

1 min. 45 sec.

test tape)
playback lch: 52dB  rch: 53 dB
record/ playback Ich: 48 dB r ch: 48 dB

Erasure (400 Hz at normal
level) 61.5d8

Crosstalk (400 Hz)
record left, playback

right 31.5d8
record right, playback
left 31.0d8

Sensitivity (for 0 VU
recording level)

aux input I ch: 32 mV rch: 32 mV
mic input l¢ch:0.22 mV  rch: 0.24 mV
Accuracy, built-in meter left: 2 dB low
right: 8 d8 low

IM distortion (record/ play)

1% ips, =10 VU Tch: 9.5% rch:8.5%

Maximum output, speaker

(8-ohm) jack lch: 27V rch:28V
Note: all tests performed at speaker output with 8-ohm
load.
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filtering the tape hiss reproduced along with the
music we reconfirmed the lab’s findings that playback
bandwidth reaches 10 kHz. With the filter set at that
frequency, a reduction in the extreme top of the music
was clearly audible; with the filter set at 12 kHz, hiss
was reduced but the music was not audibly altered.

Another impressive element in the lab report on
the 124-CS is its harmonic distortion curve—one of
the best we've seen yet in cassette equipment. Other

ELAC DESIGNS FOR LOW IM

—AND GETS IT

EQUIPMENT: Elac STS 444-E, a stereo phono pickup
with elliptical stylus. Price: $69.50. Manufactured by
Elac of West Germany; U.S. distributor: Benjamin
Electronic Sound Corp., Farmingdale, N.Y. 11735.

COMMENT: What's your choice for the single most
important measurable characteristic in evaluating a
stereo cartridge? Is it high compliance? Low stylus
force? Low tip mass? Low distortion? Smooth square-
wave response?

According to Elac, no single characteristic is the
“most important’’; all of them are interdependent.
But—"'if there is any figure capable of providing a
clue to tihe over-all listening quality . . . the inter-
modulation distortion rating would probably be the
most meaningful.”” Thus a major design aim in pro-
ducing the new Elac was low IM. In this sense it is
obvious that the product succeeds hands down: the
444-E has the lowest IM distortion we've yet measured
for a stereo pickup.

And indeed this very low IM does not seem to re-
late to measured compliance or to any other charac-
teristics that can be tested in the lab. For while the
444.-E did have fairly high compliance (15 laterally,
10 vertically), it was not the highest ever measured.
And its measured frequency response curves certainly
do not appear to be substantially different from the
curves reported .or many other pickups. As for har-
monic distortion, it ran somewhat higher in the Elac
than in other high-priced pickups. Vertical angle, at
19 degrees, did show up comfortably close to the
theoretical ideal of 15 degrees. Stylus (or “tracking’)
force was found 0 be 1.5 grams in the SME arm
used for the lab measurements, aithough the same
pickup used in the Rabco SL-8 arm required only
0.75 grams to track the most demanding records we
played. (Eiac's own recommended range of stylus
forces, incidentally, runs from 0.75 to 1.5 grams.)

Intrigued by both the very low IM figure, and its
apparent nonrelationship to other measured charac-
teristics, we listened to the Elac 444-E playing several
recent stereo discs. Throughout, the sound was
eminently clean, wide range, well balanced, and
amply separated for good stereo effect. Tracking
ability was unimpeachable, and the subtie differences
among various ensembles and recordings were readily
discernible. In short we'd rank the STS 444-E with
the top performing pickups currently available. Some
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report data, inciuding record/playback response curves
are good indeed for casseites. Gver-all, therefore, we
would conclude that the model merits serious con-
sideration, particularly for uses that will depend to
a large extent on its portability and flexibility. The
same recorder, equipped with all accessories except
the extension speakers and carrying case, is available
as the 124 at $169.50.
CIRCLE 141 ON READER-SERVICE CARD

additional notes on the unit: its output voltage is 3.2
and 3.3 millivolts for left and right channels respec-
tively. These values—well suited for most magnetic
phono inputs on today’'s equipment—are about as
closely matched, channelwise, as you could find.
The stylus tip is a true elliptical with good geometric
conformation. A removable wedge at the top of the
cartridge body permits adjusting the cartridge for
optimum vertical angle engagement with a record
when it is used in a manuatl tone arm or in an auto-

matic player arm.
CIRCLE 144 ON READER-SERVICE CARD
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cleanng snd rrantenance kit

EQUIPMENT: Parastat MK 4, a record and stylus care
kit. Price: $15. Manufactured by Cecil E. Watts, Ltd.,
England; distributed in the U.S. by Elpa Marketing In-
dustries, Inc., Thorens Building, New Hyde Park, N. Y.
11040.

COMMENT: If any single person can be credited with
making record owners aware of dirt and the need (and
gadgets) for getting rid of it, the late Cecil Watts
of Britain would be the man. Over the years he pi-
oneered photomicrographic inspection of record
grooves and of stylus tips, perfected optical techniques
for three-dimensional viewing of these areas, published
numerous papers and pamphlets, served as consultant
to record and pickup manufacturers, and successfully
launched many consumer products—such as the
famed Dust Bug—that lent new meaning to the con-
cept of “*clean sound.” As far back as December 1964
(reported in HF, April 1965), the inventor told us of
the need for an improved technique to care for rec-
ords that would be played with new lightweight pick-
ups tracking at 2 grams or less. A more refined ap-
plicator and mild chemical solution with antistatic
properties seemed to be called for. Watts died in
September 1967, but the company he formed con-
tinued to operate, and has introduced—via Elpa in
the U.S.—the new Parastat MK 4 based on Watts's
original research.

The most striking feature of the new device is the
record brush, whose nylon bristles have been ground
down to an extremely narrow tip that enables them
to thoroughly engage all the contours of the complex
stereo groove and dislodge minute particles of foreign
matter. When used as instructed—that is, with the
bristles moistened with both distilled water and an
auxiliary antistatic fluid—the brush also imparts a
calculated amount of humidity to the record; this
helps to neutralize static charges and thus to eliminate
a main source of dust attraction.

The brush is housed in a snap-lid case. The lid it-
self holds a multilayer pad which is to be moistened
with the distilled water and the antistatic fiuid, each

REPORTS IN PROGRESS

Ferrograph 724A Tape Recorder

Electro-Voice “Aries” Speaker System

NEW KIT HELPS CLEAN
RECORDS AND STYLUS

Stylus is cleaned in upside-down paosition.

of these individually contained in plastic vials fitted
with dispensers. Also found in the case that holds the
record brush is a smaller stylus-cleaning brush. Three
replacement pads and a detailed instruction booklet
complete the kit. The stylus brush, incidentally, does
not use bristles; instead it employs a wrap-around
layer of close-pile nylon velvet. And, interestingly
enough, the instructions for correctly cleaning a stylus
call for removing the pickup shell so that you can face
the stylus upward as you stroke it from rear to front.

Use-tests of the Parastat MK 4 impressed us with
the kit's apparent effectiveness in helping to minimize
surface noise. The literature with the kit states that
it is designed for use on new records; ‘‘new,’”” however,
is defined as not necessarily mint-fresh, but rather as
not previously treated with other fluids. We have
several such records in our collection, a few actually
ten years old. Application of the new Parastat could
not, of course, ‘‘restore’’ these discs but it did reduce
some of the surface noise (due obviously to dust
particles that had been lodged in the grooves) that
we had previously resigned ourselves to living with.

CIRCLE 145 ON READER-SERVICE CARD

Holding the Parastat brush with just enough pres-
sure to flex bristles helps clean record groove.
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Fisheris

ahead intherace

for bass.

For alongtime, the bookshelf speak-
er system with the “best” bass was the
one with the most boom.

The fact is, most good bookshelf
speakers today incorporate the acoustic
suspension principle. Invariably, they can
all deliver big bass in a corner, or on the
floor. And, just as invariably, there'll be a
lot of bass coloration, resonance, and
overemphasis of certain bass frequen-
cies.

Introducing the XP-9C.

At Fisher, we suspected that the first bookshelf
system capable of solid, resounding bass outside of a
corner or floor location would sound far cleaner than
any other bookshelf speaker on the market.

We gave our engineers the assignment.

And they gave us the new Fisher XP-9C.The small-
est speaker system ever to use a fifteen-inch acoustic
suspension woofer.

This woofer, with its massive 12-pound Alnico
magnet and extremely high compliance, has a free-air
resonance of 10 Hz! And in its compact cabinet will pro-
duce natural-sounding bass to below 30 Hz. No doub-
ling. No audible distortion.

For precise cone control, and greater power han-
dling, our 15-inch woofer uses a 2%2-inch voice coil.

Then, toinsure a crisp mid-range, a pair of match-
ed, 5-inch mid-range drivers take over at precisely 500
Hz. With theirairtightenclosures they handle only
those frequencies between 500 and 1,200 Hz, and
can't interact with the bass.

The total effect is cleaner, more exact bass than
any other bookshelf system can achieve, anywhere you
choose to place the XP-9C's.

On to treble.

Naturally, there’'s more tothe XP-9C
than flawless bass.

Aspecialhemispherical dome tweet-
er takes over from the lower mid-range
drivers at 1,200 Hz. Then, starting at
5,000 Hz, a super tweeter reproduces all
frequencies to the limits of audibility with
outstanding clarity and presence.

Both tweeters use a soft dome with

=+« highinternaldampingtoeliminate all
parasmc resonances. Crossovers are clean in every
case, because we're using new sharp-cutoff (12-db per
octave) networks.Bandpass filters (instead of conven-
tional roll-off networks) assure that each speaker han-
dles only those frequencies it can reproduce best.

Also (and some of our engineers believe, most
important of all), the XP-9C has virtually eliminated
boxy “speaker sound” by careful acoustic loading of the
woofer; and puttingitall in acabinet constructed of
non-resonant flake board, which eliminates the reso-
nances found in plywood. Finally, the whole system is
tightly sealed and filled with Acoustiglas® to provide a
high degree of damping.

We challenge all comers.

We invite comparisons between the Fisher XP-9C
and any other speaker system. Bookshelf, or floor
standing.

Compare them for overall sound, of course. But
pay special attention to the bass.

If you're a concert goer, and you know what real
bass sounds like, you'll never be able to settle for one
of the speakers that lost the race for bass.

(For more information, plus a free copy of the
Fisher Handbook 1970 edition, an authoritative 72-
page reference guide to hi-fi and stereo, use coupon on
magazine's front cover flap.)

The FisherXP-9C
with15-inch woofer.

FISHER RADIO., 11-35 45TH ROAD, LONG ISLAND CITY, N.Y. 11101,
OVERSEAS AND CANADIAN RESIDENTS PLEASE WRITE TO

FISHER RADIO INTERNATIONAL, INC.,

LONG ISLAND CITY, N.Y. 11101,

CIRCLE 30 ON READER-SERVICE CARD
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/QIGNAI

“...a truly great performance
of the jlorious opera,
supesbly pertormed. London
had acne it again, had

scalez even greater heights
of aca’evement than ever
beforz, but to say this is no
way {3 disparagse the “Goldzn
Ring’ in favour of the

“Silve- Rose”

... 1 dz not krow what views
Strauss, who died in 1949, held
abou- the recording technigues
of hisiime, bwt | feel sure that

it he had been able to hear the
magr *icent playing of the Vienna
Philharmonic Orchestra under
Solti, ¥.e marvellous clarity of
detai", reprocuced now as rever
before, he weuld have expressed
his dAight..

“Crespin’s interpretation stands
out frm all others | have ever
heard...The possessors of this
recorc’ing wid gzt special jcy

in discoveriny all the lovely
detai'e, the light and shade, in
this s perb rendering of the part.

“The recordimg shows throughout
a wew-nigh p=arfect balance

betw 2=en voices and orchestra
whica puts it ahead of any other
to dat2.

“Solv s directicn seems to me
faultkess. Heis always most
cons‘derate 0 the singers, one
may 33y he treathes and sings
with -Rhem, his amazing rhythmic
vitali*v tlows into every bar, his
tempcs are exactly right, he
catch2s the epirit of the wice
range of emcticns, the comedy,
the near-traceay—in regard to the
Marschailin—and in all this his
grea” orchestra give him of their
gloriaus bes*. Qne could write
pages about the lovely, lively,
profaundly expressive details of
their playing.

“| am r.ot a Fope, but can at least
senc 1 symboliz Golden Rose

to th=>cast, conductor, orchestra,
producer, scund engineers and
all oirers asaociated with this
project, perfuam.ed with profound
grati 1de for a marvellous
realisation of an opera | most
dearfv love.’

FM STEREO

1.4

4?‘ ’j Our
“£\ greatest

yet!

.

London leads the way again—another
almost unbelievable step forward in the
history of recording. Another operatic

triumph slated for world-wice acclaim.

Der
Rosenkavalier

Régine Crespin, Yvonne Minton, Helen Donath,
Manfred Jungwirth, Luciano Pavarotti,

Otto Wiener, Emmy Loose,

Alfred Jerger, Anton Dermota and many

other superb artists.

Georg Solti and The Vienna
Philharmonic Orchestra

OSA-1435

LONDOX,

RECORDS
The Royal Family

THE GRAMOPHONE—September 1969 of Opera

CIRCLE 43 ON READER-SERVICE CARD
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by Duavid Hamilton

the
new

releases

Jeremy Grayson

Verdi’s Otello— A Discographic Survey

Sir John Barbirolli's distinguished, forceful reading
competes with Toscanini, Karajan, and Serafin

AS Fak a8 | know, Barbirolli's only previous associatian
with Otrello on records goes back nearly four decades, to
an imposing single disc of Otello’s monologues sung in
German by Lauritz Melchior (one of the few “wrong-
language™ records that stands up to virtually all compet-
tors: recently reissued on the Austrian Lebendige Vergan-
genheit label, LV-11, this should be in every serious
vocal collection). Nothing on that record. competentiy
directed though it was, necessarily pointed to the very
impressive work that Barbirolli does in this new Angel
set.

It I were 10 relate it to any previous recordings of
the opera. | would juxtapose Barbirolli's performance
with Karajan's (in terms of orchestral sound and en-
semble) and also Serafin’'s (in terms of tempo and
pacing). The New Philharmonia has not such a Ger-
manic tonal quality as the Vienna Phitharmonic. but

NOVEMBER 1969

the sound is fat and organlike. with a rvicher bass than
any of the lalian orchestras (as well as much better
ensemble ) —although in both these recordings | some-
times miss the bright silvery sound of Serafin’s cornets
and trumpets. which is so well recorded in the Victor
sel.

Like Serafin's. Barbirolli's tempos are slower than
the norm (although in fact rarely different from Verdi's
metronome marks). and they are maintained with im-
pressive firmness: a few exceptions aside. the slackness
of Serafin's reading is not a problem here. By the
standards of most Otello performances this may be on
the stately side. but tension is very well maintained.

The lapses of continuity are in fact rather puzzling.
After a brilliant first side—aided immeasurably by the
work of the Ambrosian Chorus with its fine precision
of ensemble and diction—the cello solo leading to the
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duet is unconscionably retarded, and the opening pages
of the new material become very mushy. (Things are
further complicated here by McCracken's obvious desire
for a faster tempo. and the ensemble between voice and
orchestra in his first speech is simply disastrous—I
cannot understand how something so sloppy should have
been passed for release.) Eventually, firmness is re-
stored, but the performance has sagged badly. Another
awkward spot is the middle of the “Dio ti giocondi”
duet, where the original rate of movement should re-
turn; it does in the orchestra, but Gwyneth Jones is
allowed to set a contradictory and slower tempo in her
(unaccompanied) material, and for a page we don't
quite know where we're at.

But this kind of thing is relatively rare, and it's clear
that Barbirolli has a real conception of the piece. both
in the large and in detail. Good examples of the latter
include the chords leading into the Act III ensemble
(after Otello's “A4 terra! e piangi!), where Verdi's
decrescendos are meticulously observed (alas. as in
most performances, when this figure returns in the
act’s final measures, the reference is obscured by a
ritard that distorts its rhythm), and the breathtaking
diminuendo in the violin scale leading down to Otello’s
final monologue. It all goes to show that fast tempos
aren’t everything when it comes (o generating excite-
ment; steadiness and clarity of articulation are at least
as important, and ! find that harmonic details come
through with greater weight at Barbirolli's tempos than in
some other performances.

There are some reservations, of course. The balance
of instruments in the Act Il chorus is not happy—it's
nice to hear the mandolin and guitar, but this is a chorus,
not a concerto. thank you (the score specifies that these
instruments should be behind the scenes anyway). An-
other balance problem is the third-act ensemble—all
the two-channel recordings have not been able to
clarify this passage as well as Toscanini's old NBC
broadcast (that’s where those months of rchearsal really
paid oft'). And in the last act, the rapid measured
recitative between Otello and Emilia (right after Des-
demona’s death) is not strict cnough; compare Toscanini
or Karajan for a demonstration of how this can build
up to the next orchestral entry. | occasionally have
the feeling that this whole project was not quite as care-
fully carried through as the Karajan—or perhaps it was
too tightly scheduled to permit that last degree of re-
hearsul and retaking. However, despite the loose ends
around the edges, it is a distinguished and forceful
reading. strong enough to survive deficiencies of singing.

And deficiencies I'm afraid there are in this interna-
tional cnsemble—American Otello, Welsh Desdemona,
German lago, and Italian supporting cast. The latter
includes some old friends: Piero de Palma (in somewhat
rougher voice) repeats his musical Cuassio from the
Frede set and Florindo Andreolli, Scrafin’s Cassio, is
here demoted to Roderigo. Anna di Stasio is a strong
Fmilia (perhaps in more senses than one: her knocking
on the door in Act IV suggests some high-level karate
experience). but the Lodovico is a bit shaky.

These are side issues, of course. Among the prin-
cipals, I would give highest marks to Gwyneth Jones.
whose lovely sound is better controlled here than on
previous occasions. She has a sympathetic feeling for
phrasc-shaping. and some real temperament; over agiinst
this. a few notes aren't tuned well, and a tendency to
jump the beat is sometimes evident. Although her big
scene in Act IV is well conceived. various small im-
perfections of rhythm, ensemble. and control keep it
from the top rank—a level which I take to be defined
by the Tebaldi/Karajan collaboration, aided by the
winds of the Vienna Philharmonic. Her death scene is
marred by an extravagantly ugly scream, but this is
perhaps the producer’s fault. Basically, she gives us
strong. generous. intelligent singing that will hopefully
become, every bit as refined as Tebaldi's.

James McCracken has been, of course, the Metro-
politan’s Otello of preference since the departure of
Mario del Monaco—an eminence achieved against some
severe handicaps. The physical problems do not matter
in a recording. and the obvious conviction and carnest-
ness of delivery do come through despite McCracken's
rather strenuous method of tone production and his
unsuitability of timbre: most of the range is rather
mushy in sound (although pointed enough to permit
accurate pitching), and he achieves a certain ringing,
heroic quality only at the top. There is not much subtlety
in the treatment of text. and little individuality of char-
acterization beyond that resulting from the voice’s spe-
cial sound, the effort and awkwurdness of its produc-
tion (this Otello sounds as if he’s suffering—but cven
before he has any reason to do so).

There is one big musical problem—a pronounced
and persistent tendency to get ahead of the orchestra
(the spot mentioned earlier is the worst example, but
the propensity is always evident, and very disconcerting).
Since his rhythms are usually accurate in themselves,
I suspect that the trouble stems from being unused to
this range of tempos. Another blot is the opening of
the monologue, delivered (apparently through an echo
chamber) in a ghastly stage whisper. I'm sorry to say
that McCracken is an adherent of the Del Monaco
theory about “Dio mi potevi scagliar"—to wit, that
Verdi used only two different pitches for the voice in
this passage because he couldn’t think of anything more
interesting.  McCracken doesnt “remedy this lack of
inspiration” quite as enthusiastically as his Italian prede-
cessor—but how much more effective is the correct
delivery of Martinelli, who makes the syllables of the
text resonate with significance.

Apparently even Fischer-Dieskau is not completely
immune to discomfort with the tempos—at “Roderigo,
heviam!” in the First Act he threatens to move things
faster (a suggestion that Barbirolli rightly ignores). and
there are some surprising rough spots in his performance
textual errors. careless intonation, choppy delivery.
I find. indeed. two types of vocal condition—good in
the Second Act and at the start of the Third, rather
rougher in the First and in the Trio with Otello and
Cussio: could this be the result of two groups of record-
ing sessions at different times?

1 will not be imparting new information if 1 observe
that Dieskau’s is hardly an Italianate sound like Taddei’s;
this Jago must be accepted on another level, and the
singer does a good deal to compensate for his lack of
sheer rolling power. After all, it isn't a cantabile-
oriented part to quite the same degree as. say, Renato
or the Conte di Luna, and even such an exception us
Cassio’s Dream actually plays to one of this singer's
strengths, mezza-voce singing. The Credo is declaimed
with considerable cffectiveness. and the little passage
immediately following is razor-sharp and insinuatingly
phrased; later, the dialogues with Otello are delivered
with intelligence and no little intenzione (note the
reckless bravado of “fo non narrai che un sogno,” right
after the Dream—this lago knows that his man is
trapped, and he can afford to make minor concessions to
truth at this point). And the final pages of Act Il gain
greatly from his unwillingness to distend every trium-
phant phrase; by pushing on, in tempo. through “L'eco
della vittoria. . .” he gives the real climax even more
force. An uneven performance, perhaps. but a resource-
ful one that dominates by dint of intelligence and
subtlety—much more successful than I had anticipated
on the basis of his contribution to a German “high-
lights™ record with Windgassen (DGG 136434, not
issued in this country).

The competition for this new Angel set remains for-
midable—of the five other versions, only Erede’s Rich-
mond reissue is completely negligible (all of his princi-
pals make more effective contributions in the disciplined
framework provided by Karajan). Serafin (Victor) has
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Gobbi's fine lago. but his stately. measured reading
often sags—if you want this kind of performance. Barbi
rolli carries it off better.

That leaves three. including one phonographic classic
—the Toscanini. which is still something very special in
terms of execution. momentum. and conviction. despite
unrelentingly boxy sound (so dead as to virtually de-
stroy the fourth act Prelude)and an entirely neutral
Desdemona. The other stereo set is Karajan's. with the
inestimable advantage of Renata Tebaldi—but even the
most famous living conductor could not control Del
Monaco's fondness for unmusical embellishment of
Verdi's writing. nor could he instill a dramatic aliveness
into Aldo Protti's unresponsive lago. (I would cer-
tainly agree that Del Monaco was the most naturally
endowed Otello of recent decades. but he never achieved
anything like full potential: even after hundreds of
performances. he still had not mastered that crucial
phrase in Act IlI. “Datemi la vostra cburnea mano.”)
Another drawback in the Karajan set (as in the Serafin)
is the baffling inclusion of the ballet music, a disastrous
dissipation of the tension so brilliantly built up in the
preceding sequence.

A particular favorite of mine is the Capuana read-
ing. now released in unflattering pseudo-stereo by
Everest. Nowhere obtrusively brilliant. this is a very
well-rounded and convincing performance. boasting o
superb lago (Taddei) and two other principals both
musically and dramatically aware—all these people
“play™ to each other in a most responsive way. making
both Verdi's and Boito’s points with accuracy and

understanding. It's too bad that the third-act ensemble
is completely sabotaged by the recording job—but else-
where this is a performance of distinction

The verdict? If you must have real stereo. it’s between
Karajan and Barbirolli: one more obviously spectacular
in vocal terms and as recorded sound (which I. for one.
find obtrusive at times) but weakened by the ballet
music: the other more measured but equally compelling
at its best. recorded with a more natural perspective.
and partialy compromised by McCracken's jumpiness.
The Toscanini set is hors concours and (especially if
it becomes available at Victrola prices) should be re-
garded as indispensable. while Orello connoisseurs are
also directed to the Capuana set. Finally. if you want
to hear what can really be done with the title role. the
Martinelli excerpts on Victrola VIC 1365 will give you
a better idea than anything in the complete sets: he
wasn't flatteringly recorded. nor was the voice in top
condition—but the sheer mastery of vocal technique and
the intensity of delivery have not been touched in the
three decades since.

VERDI: Otello. Gwyneth Jones (s). Desdemona; Anna
di Stasio (ms), Emilia; James McCracken (t), Otello:
Piero di Paima (t), Cassio; Florindo Andreolli (t),
Roderigo; Glynne Thomas (t), Herald; Dietrich Fischer-
Dieskau (b). lago; Altredo Giacomotti (bs). Lodovico;
Leonardo Monreale (bs), Montano; Ambrosian Opera
Chorus; New Philharmonia Orchestra, Sir John Barbi-
rolli, cond. Angel SCL 3742, $17.94 (three discs).

by George Movshon

Hary Janos — An Entertainment With Music
A merry romp with Hungary's Walter Mitty folk hero

IT 1s oF course well known that Hungarians love theit
native land and perpetually sing its beauties: but also that
they emigrate from it in droves. generally in order to
conduct the great orchestras and opera companies of
lesser musical breeds. Centuries ago the provision of
musical talent for the world market was an Italian
monopoly: but in recent decades Hungary's export fig-
ures have been by far the more impressive, and today a
large number of the most prestigious musical jobs in the
world are securely in Hungarian hands.

Hungarian musicians arriving since 1926 have con-
sistently proclaimed the virtues of a work first unveiled
in that year. Hdry Jdnos by Zoltan Kodaly. They are
less explicit in describing exactly what sort of work
Hdry Jdnos is: . an opera. Well. not exactly an
opera: something like a sort of play. but with singing
and also orchestral music. But not realiv a play—more
like a folk musical. Except you can’t really call it a mu-
sical: more like an opera.” Having now a reasonably
close acquaintance with Hdry Jdnos, 1 can certify that
the foregoing is an accurate description.

Hdry Jdnos is in fact a story with music (rather than
a story told in music or through it) and Kodaly's score
is descriptive and pictorial rather than dramatic. It con-
sists of thirty-one numbers. sixteen of which are sung.
either by solo artists or chorus. All of the latter and a
few of the orchestral passages are based on Hungarian
folk songs. Eight of the orchestral movements have been
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Ustinoy's accent is as auwtochthonous as goulash.
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Hary JanOS Continued

combined into a concert suite, which is frequently played
in concert and has been much recorded (the current
Schwann lists four versions by conductors of Hungarian
origin—Dorati, Fricsay, Kertesz, and Ormandy—as well
as others by Leinsdort and Rodzinski).

The Suite has traveled the world but the so-called
opera has not succeeded outside Hungary, where it is
given regularly. There was a production in Cologne in
1931, another in Zurich in 1950, and a few later attempts
in German opera houses; but the consensus of critics
seems to be that Hdary Jdanos is more satisfying as a mu-
sical experience than as a theatrical one. More surpris-
ingly, the record catalogue has also slighted Hdry Jinos
in its full-length form: apart from an import on the
Qualiton label (Hungary's national record publishing
house) there has been no trace of the vocal music in any
domestic catalogue, barring Kertesz' version of the Suite
which does contain a short vocal selection.

But now London has ridden nobly to the rescue and
has closed the gap. Here is a complete version of the
work, sung in Hungarian by a company from the Buda-
pest Opera, but performed and recorded in Britain with
the utmost technical skill: the whole presented in a de-
lightful manner for English-speaking listeners who would
find the dialogue in Hungarian (and there is a great deal
of it) quite unendurable. This is a thoroughly satisfy-
ing release, musically. technically, and dramatically, and
will give great pleasure. The problem of dramatic pres-
entation has been solved most effectively: by getting
Peter Ustinov to deliver a cleverly crafted linking narra-
tion and to act every one of the specaking roles, both
male and female.

Hdary Jdnos is simply an outrageously mendacious tale,
a Walter Mitty dream, as related by an amiable brag-
gart of a returned soldier to the townspeople of Abony
Magna, the village of his birth. It is a tale told by Jinos
in his cups, a fantasy of high life in the imperial capital.
The ex-soldier claims that he once helped Archduchess
Marie Louise (wife of Napoleon 1 and daughter of the
Austrian Emperor) to cross a frontier; how she. in grati-
tude and admiration, took him along to Vienna—and
was not pleased when Jinos insisted that his beloved,
Orzse, should accompany them. How a wicked chancellor
intrigued with Napoleon to invade Austria, and how
Janos, almost singlchandedly. defeated the French and
took Napoleon prisoner; how the Austrian Emperor then
offered Janos @ dukedom and the hand of his daughter;
but our hero declined the honors, asking only to be re-
leased from the army so he could return with Orzse to
his beloved Abony Magna.

Kodaly's score is fresh, engaging, rhythmically vital,
and tuneful. There is nothing in it to deter the man in
search of easy listening—no Bartokian dissonances or
harmonic innovations. Yet it never sounds staid or mu-
sically unadventurous; and nearly every page is informed
with the melodies, meters, and harmonies of Hungary,
even its characteristic instruments—for the cimbalon (or

Correction

In the listing of the “Great Recordings of the Century,”
on page 82 of our October 1969 issue, the second line
under the Beethoven Sonata for Violin and Piano, No.
9, in A, is in error and should have read: Op. 47
(“Kreutzer™). Fritz Kreisler. violin, Franz Rupp, piano.

zimbalon or cembalon) provide a unique and stirring
color.

Of the performers, Melis is outstanding: a forthright,
manly, and musical voice. guided by a sure-fire sense of
drama: he owns this role in Budapest. and is indeed
Hungary's foremost baritone. Zsolt Bende is excellent as
the intriguing chancellor and Liszlo Palocz does well
with the coachman's song. The women all sound wobbly
o my ears, but one has to remember that different
criteria of beauty in singing endure in other places: cer-
tainly the emotions of Orzse and Marie Louise are very
effectively conveyed. Kertesz conducts with humor, zest,
and (when nceded) considerable thrust; and it is hard to
imagine the orchestral performance surpassed.

Peter Ustinov has a field day, shuffling and dealing
his accents like a conjuror. He never forgets that it is,
after all, Janos who is telling the story; but within that
frame, he delincates—sometimes in no more than a word
or two—a dozen separate personalities. His skill with
national pronunciation and inflection is legendary: and
here he creates a Russian sentry, a Viennese Empress, a
Corsican Napoleon, a French courticr—all these come
to fully rounded life in seconds. And his Hungarian ac-
cent is as autochthonous as goulash.

The man who found this solution to the problem of
presenting Hdry Janos to a non-Hungarian audience is
producer Erik Smith, who wrote the additional (and
very funny) copy and used the entire range of available
stereo perspectives with high imagination to support and
extend Ustinov's gallery of characters.

Zoltin Koddly died in 1967, in his eighty-fifth year,
having done most of his significant work in composition
during the Twenties and Thirties (though his postwar
Missa Brevis and his 1961 Symphony are both consid-
cred worthy). Perhaps even more far-reaching in its in-
fluence than anything Kodidly wrote was his postwar
cffort to reform the teaching of music in Hungary's
schools. In the late 1940s. Kodily's countrymen made
him President of the National Arts Council and a mem-
ber of the national legislature. From this power base he
was able to secure the adoption of a program to teach
every Hungarian school child the musical alphabet—
first in solfeggio form, later on in conventional notation.
The result is that Hungary stands today as the most
musically literate nation—by far—in all the world. The
children’s choirs of Hungary are famous all over Europe
for their ability to master and to perform music of the
greatest complexity and difficulty. We may expect many,
many more conductors—and other master musicians—
from Hungary in the future.

None of the Walter Mitty-like dreams of Hary Janos
approaches in improbability the ideal of extending mu-
sical education to an entire people; yet Zoltan Kodaly's
dream of glory has actually come true.

KODALY: Hary Janos. Erszébet Komlossy (s), Orzse;
Margit Laszlo (s), Empress; Olga Szényi (ms), Marie
Louise; Zsolt Bende (t), Bombazine (Ebelasztin);
Gyorgy Melis (b), Hary and Napoleon; Laszlo
Palocz (b), Marczi; Peter Ustinov, narrator; John
Leach cimbalon; Edinburgh Festival Chorus, Wands-
worth School Boys Choir; London Symphony Orches-
tra, Istvan Kertesz cond. London OSA 1278, $11.96
(two discs).
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Bettmann Archive

From Germany: An English Music Drama
Karl Richter conducts Handel's "Samson”in English for DGG

by Paul Henry Lang

WIIEN A cOoMPANY of Deutsche Grammophon’s reputa-
tion turns to one of the great baroque music dramas
and does it in the original English language and with
a cast native to that language, it is artistic news of the
first importance. The Germans have always considered
Handel their own, despite his near half-century of
residence in England, and have always recorded his
works in execrable German translations; but now they
tackle one of Haundel's Milionian works—little ap-
preciated and understood even in the English-speaking
world—in its original form.

Samson is neither a “sacred oratorio” nor is it drawn
from biblical texts, as is generally supposed; the
libretto was based on Milton's Samson Agonistes, a
“Greek tragedy” on a colossal scale, and is a genuine
stage work. The many stage directions in the original
manuscript were largely omitted by the nineteenth-
century editors so as not to give the impression that
the biblical story was intended for the blasphemous
theater. Newburgh Hamilton, the librettist, did a com-
mendable job in arranging the long poem into acts
and scenes; he remained as close to the original as
possible, and where he had to depart from it for musico-
dramatic reasons, he used bits and pieces from Milton’s
other poems. But this was not a congenial text for
Hande! and one wonders why he agreed to compose
it. Milton's Puritanism was alien to him and he found
the disillusioned old poet's misogyny distasteful. So
Handel was saddled right from the start with a tre-
mendous handicap. That he overcame it is pretty close
to a miracle and is solely due to the fact that the force
of his music was able to change the meaning of
Milton’s words. Unfortunately, this is not always to
the advantage of the drama. He was brilliantly success-
ful in changing Delilah from the hateful and treacherous
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harlot painted by tradition to a vibrant feminine crea-
ture, completely contradicting Milton as well as the
Bible. This transformation of Delilah caused much
anguish to the Victorians, who were shocked by the
charming and beguiling music used to characterize her.

When Handel was unhappy with the libretto, he
resorted to & unique trick to enforce his own ideas. By
singling out certain words and making them con-
spicuous by repetition, he could altogether change the
meaning and emphasis of the original text. Milton has
Samson greet Delilah with the grossly insulting “thou
hyena,” but what catches our attention because of its
musical emphasis, is her reiterated “hear the voice of
love.” There are many such instances, when music
triumphs over the libretto, but there are also others
when Handel could avoid neither Milton's longueurs
nor his oppressive moral philosophy. A typical example
is the choral number which confronted him with the
trying words “To man God's universal law gave pow'r
to keep the wife in awe.” Now what could this gallant
bachelor who created Semele, Solomon's Queen, Cleo-
patra, and all the other luminous women. generous
and uninhibited lovers, do with Milton’s “wicked female
usurpation”? He took the unsympathetic text and wrote
a rollicking fugue. the chorus prancing in delightful
garlands of effortless counterpoint that is altogether
meaningless so far as the text and the drama are
concerned. Though a very fine piece, it is a complete
non sequitur, which was later cut by Handel himself,
but which is faithfully included in this recording.

As DGG presents Samson, the work appears to be
shapeless. monotonous, and benumbingly long. To be
fair, it must be conceded that Samson does not really
hit its stride until it is almost half over: the entire first
act is static, filled with the soliloquies of extraneous
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BACH: Cantata No. 213, Hercules auf
dem Scheidewege. Sheila Armstrong,
soprano; Hertha Toépper, alto; Theo Ait-
meyer, tenor; Jakob Stampfli, bass;
Chorus of the Gedachtniskirche; Bach-
Collegium (Stuttgart), Helmuth Rilling,
cond. Nonesuch H 71226, $2.98.

Even though the Hercules Cantata (writ-
ten in 1733 for the birthday of the
electoral crown prince Friedrich of Sax-
ony) has not previously been available,
the music is not unfamiliar: Bach in-
corporated almost all of it the following
year into the Christmas Oratorio with
only minor changes. For instance, the
echo song in Part IV of the Chrisimas
Oratorio appears in this score sung by
an alto; and the gentle, lovely lullaby
in Part Il of the Oratorio originated
here as a soprano aria with a very
similar text. The Cantata’s radiant open-
ing chorus found its way into Part IV
of the Oratorio with no changes at all
except for the substitution of new words.

The most outstanding aspect of the
performance is the work of the four
soloists. Sheila Armstrong’s light, expres-
sive, and well-controlled voice and pre-
cise intonation make the slumber song
a thing of ravishing beauty. Equally ef-
fective is Theo Altmeyer’s vigorous aria.
“Upon my wings you shall soar.” Here
Bach has combined solo violin, oboe.
tenor, and continuo in a fully developed
fugue, with episodes, stretto entrics. and,
near the end, a complete inversion of the
subject.

My reservations concern Rilling's han-
dling of the orchestra and the chorus in
the outer movements. Though the num-
ber of singers appears to be modest, and
while they do sing accurately and with
good intonation, their heavy choral tone
and overly legato manner robs the music
of rhythmic tension and forward thrust
—aquite the opposite from the encrgetic
and extremely articulate choral sound
of Richter's Munich Bach Chorus, an
approach that I definitely prefer. Part of
the problem here is undoubtedly the dis-
tant and diffuse recording acoustic which
tends to blend everything into a smooth,
warm block of sound. CFG.

BACH: Concertos for Keyboard and Or-
chestra: No. 2, in E, S. 1053; No. 4, in
A, S. 1055. Glenn Gould, piano; Colum-
bia Symphony Orchestra, Viadimir
Golschmann, cond. Columbia MS 7294,
$5.98.

The sleeve lists the contents of this re-
cording as “concertos for piano and or-
chestra,” which is a statement of fact so
far as this particular performance with
Glenn Gould as soloist is concerned;
but it is also a bit confusing. Bach did
not compose for the piano, he did not
even compose an original concerto for
the harpsichord; all his clavier concertos
are transcriptions—and not very good
ones at that. One would surely expect
the greatest German clavier player of
his time to adapt the new and exciting
form and style coming from lialy for
his own instrument, yet the only great
original “concerto™ for keyboard he ever
composed was the “Concerto after the
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Italian taste” (1735). But this work is
for solo harpsichord without orchestra,
a fact which, together with Bach’s splen-
did original violin concertos, gives us
the clue to this curious situation. It
seems that Bach associated the concerto
with the glorious violin tone (the ltalians
did not compose keyboard concertos)
and his violin concertos are unusually
Italianate for him. In the absence of the
prototypes (mainly Vivadi) that en-
abled him to compose his great violin
concertos, Bach had to be satisfied with
mere transcriptions for harpsichord of
his own and some other composers’ vio-
lin concertos. These he used for convivial
music-making at the Collegium Musicum,
which he directed in his spare time.
Curiously enough, given Bach's tidy
ways, these transcriptions are not care-
fully made, and even his worshipful
biographer Schweitzer was constrained
to say that the master was “incredibly
hasty and superficial” in arranging them.
That the transcriptions are more popular
than the excellent originals is undoubt-
edly due to Bach's fame, though some
of the manuscripts are lost and the orig-
inal version can only be conjectured.
This is not a difficult task (Szigeti re-
stored the violin version of the D minor
Concerto) because Bach did not bother
to change the violin texture of the solo
part. Nevertheless, these works are viable
if not so effective as when played on
the violin. Even the second movement of
the lraliun Concerio cries out for a soar-
ing violin.

Since these are transcriptions, there is
no point in harping on the old harpsi-
chord-versus-piano  controversy:  after
all, one can hear portions of these con-
certos sung in Bach's cantatas. The only
criterion is whether the performance is
good and idiomatic for the piano. Gould's
playing is without any chi-chi or precios-
ity, musicianly from beginning to end.
What makes his performance attractive
is that he does not attempt to imitate
the harpsichord as some misguided
pianists do (only in the slow movement
of the Second Concerto are there a few
finicky spots); he plays this music as it
should be played—with quiet intimacy.
But the performance is marred by the
unsubtle orchestra. Golschmann hews to
the old idea that all baroque music is
“massive,” and the piano is often covered.
At the same time, the delicate accom-
paniment figures have little body of
sound and thus are not well co-ordinated
with the solo. The sicilianas in both
concertos suffer from improper em-
phasis given to musical values. The or-
chestra must supply the sustained melody
while the piano plays evanescent figura-
tions; if we hear only the latter, as in
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Four familiar favorites
from the Karajan collection.
Stereo 643 212.
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Limited time only, $3.98 suggested retail.
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Veasey, Dominguez,
Stolze, kelemen,
Fischer Dieskau,
Berlin Philharmonic

@ Orchestra; 3 discs,
boxed with brochure;
Stereo 139 226/ 8.

Crespin,

Janowitz, Veasey,
Vickers, Stewart,
Talvela, Berlin
Philharmonic Orchestra;
5 discs, boxed with
brochure;

Stereo 139 229/ 33.

Latest installment of
Karajan's monumental “Ring” cycle. Jess Thomas , Thomas Stewart,
Zoltan Kelemen, Gerhard Stolze, Karl Ridderbusch, Helga Dernesch,
. Oralia Dominguez, Catherine Gayer ; with Berlin Phitharmonic Orchestra;
5 discs, boxed with brochure; Stereo 139 234/8.
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this case, we get a lopsided picture. The
orchestral sound is better in No. 4, al-
though in neither concerto is it well
dispersed, and one gets the impression
that the players are bunched in one cor-
ner. Gouid shouid try it again with a
better accompanist, for he can make the
piano version really valid and artistic.

P.H.L.

BACH: Masses: in F, S. 233; in A,
S. 234; in G minor, S. 235; in G, S.
236. Elisabeth Speiser, soprano; Inge-
borg Russ, aito; Hildegard Ritgers,
alto; Kurt Equiiuz, tenor; John van
Kesteren, tenor; Gerhard Faulstich, bari-
tone; Jakob Stamprli, bass; Erich Wenk,
bass; Gachinger Kantorei; Chorus of
the Gedachtniskirche; Bach-Collegium
(Stuttgart), Helmuth Rilling, cond.
iNonesuch HC 73020, $8.94 (three
discs).

The current Schwann lists no fewer than
twenty-one complete recordings of the
Brandenburgs, eleven Matthew Passions,
and ten B minor Masses—yet we have
had to wait until now for the first stereo
recording of the four so-calied Lutheran
Masses. Why such neglect for four works,
which certainly deserve a wider hearing?
Albert Schweitzer feit it necessary to
pooh-pooh these Masses simply because
they are made up entirely of music
adapted from earlier cantata movements:
Schweitzer claimed that the adaptations
are not artistically satisfying because the
texts don’t match the meaning implicit in
the music. Apparently this attiwde is
still with us, although @ doubt that a
contemporary audience would ever sus-
pect any textual surgery—only the per-
former might detect an occasional awk-
wardness in the declamation. Still, it
would be a mistake to approach these
works expecting the B minor Mass: that
monumental structure will always remain
in a class by itself.

These four Masses were assembled by
Bach in the mid-1730s. Each is in six
movements with the Kyrie, the Gloria in
excelsis Deo, and the Cum sancto Spiritu
assigned to the chorus, with three arias
spaced between. All twenty-four move-
ments are adapted from ten cantatas,
only two of which, Nos. 67 and 79, are
very well known. A marvelously effective
chorus with solo interludes from Cantata
No. 67, Halt im Geddchtnis, has been
ingeniously reworked for the Gloria of
the A major Mass; the great Reformation
Day Cantata No. 79, Goit der Herr ist
Sonn und Schild, yields three movements,
including the Cantata’s opening chorus
which becomes the Gloria of the G
major Mass. The Kyrie of this Mass is
a very slightly altered version of one
of Bach’s most remarkable fugal move-
ments, in which each entry of the sub-
ject is answered in turn by its inversion.

When Bach transcribed a number of
Vivaldi's string concertos for solo organ,
he was careful to choose only the Italian
composer’s finest works; even if the
new works hardly improved on the
originals, at least Bach was working
with first-rate music. A similar principle
is involved here: in assembling these
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Masses, Bach has chosen from among
his most impressive earlier works. What
we have here, then, is nothing but high-
lights from a fine collection of cantatas.
Some have been drastically altered and
some have been appropriated intact, but
all are eminently suited to their new
surroundings. While the concept of
plagiarism is certainly suspect today,
we must remember that such a practice
was common in Bach's time and in no
way reflects upon the integrity of the
composer or the composition.

Unfortunately the current perform-
ances are not all that one had hoped
for. The work of the vocal and in-
strumental soloists is generally on a
high level, but the choral movements,
which account for roughly half of the
music, are too often sluggish and poorly
focused. The chorus sings with far too
much vibrato and this. coupled with the
rather covered choral tone, prohibits
maximum clarity and articulation. I sus-
pect that much of the trouble is due to
the recording itself, which is very often
boomy and muddy in the lower registers.
In fact. an occasional over-resonant low
E from the cellos and basses will blot out
the entire aural picture.

Despite my reservations about this set,
everyone interested in Bach should sam-
ple this marvelous music: the rewards
are certainly equal to the disappoint-
ments. C.F.G.

BEETHOVEN: Symphonies: No. 5, in C
minor, Op. 67; No. 9, in D minor, Op.
125 (“Choral”). SCHOENBERG: A
Survivor from Warsaw, Op. 46. Jane
Marsh, soprano; Josephine Veasey,
mezzo; Placido Domingo, tenor; Sher-
rill Milnes, baritone and narrator (in
the Schoenberg); Chorus Pro Musica (in
the Symphony No. 9); New England
Conservatory Chorus; Boston Sym-
phony Orchestra, Erich Leinsdorf,
cond. RCA Red Seal LSC 7055, $11.96
(two discs).

BEETHOVEN: Symphonies: No. 1, in C,
Op. 21; No. 8, in F, Op. 93. Boston
Symphony Orchestra, Erich Leinsdorf,
cond. RCA Red Seal LSC 3098, $5.98.

Leinsdorf's Beethoven Symphony cycle
ends on a real sardonic note: it is more
than a bit sobering to have the Ninth,
with its frenzied Ode to Joy (on the
brotherhood of man) preceded by Arnold
Schoenberg's 4 Survivor from Warsaw.
Schoenberg wrote the brief work in
1947. It concerns a group of Polish Jews
in a Warsaw ghetto facing imminent
slaughter at the hands of the Nazis. As
they go to their death, the group im-
pulsively starts chanting the ancient
prayer Shema Yisroel. The admixture of
languages and the stark brutality of the
setting does not—and was not intended to
—paint a pretty picture. Nor does Leins-
dorf soften the blow: the orchestral play-
ing and choral singing are obviously in-
spired, and Sherrill Milnes exhibits im-
peccable diction and a wonderful sense of
timing in his narration.

Leinsdorf sounds inspired too for most
of the Choral Symphony. His first move-
ment is swift, headlong. and galvanic—
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Sherrill Milnes—equal to both Schoen-
berg’s Survivor and Beethoven’s Ninth.

very much in the Toscanini tradition.
The Scherzo (with the doubie exposition
repeat) is also energetic, though the
rhythm almost runs ahead of itself in
one or two places. The Adagio is analyti-
cal, brightly detailed, and perhaps a bit
too dry-eyed and con moto for its own
good. The soloists in the fourth move-
ment all acquit themselves with distinc-
tion—the two male voices are especially
well matched in terms of lean, ringing,
incisive vocalism. In one or two spows |
felt that Leinsdorf's immense energy was
operating in spasmodic fits and starts
rather than being driven by a steady
impulse as was the case with Toscanini.
But perhaps this is merely an impression
deriving from the conductor's essentiaily
intellectualized, objective approach to
music. Certainly, the present edition of
the Ninth is one of Leinsdorf's finest per-
formances on disc.

The Fifth Symphony, on the other
hand, gets into real difficulties from such
cerebral treatment. The Boston maestro
sacrifices everything in order to achieve
precisely measured fermalas in that
work's first movement. This is the only
performance of the first movement |
have ever heard that is totally devoid
of emotional drive. Only the unaie gen-
erates any kind of vitality, for the An-
dante goes nowhere while the third move-
ment is a positive dirge. But even the
finale is beset with sluggish orchestral
playing and indecisive rhythm all the
way. This reading is as bad as the Ninth
Symphony is good.

The First and Eighth are somewhere
in between the two polarities. The tempos
of the First are well chosen, but there is
a certain stiffness in transitional passages
and a neutrality of tone that 1 find uis-
agreeable. Leinsdorf observes all repeais
here, even the unusual one in the An-
dante. The Eighth gets off to a robust,
energetic start but before long, little de-
tails of careless ensemble and tiny lapses
of rhythmic incisiveness crop up and de-
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“l have heard the future and it works.”
—William Anderson, STEREO REVIEW

VANGUARD

is proud to announce
a revolutionary new four channel system
of stereophonic recording.

/! The result is not only a more faithful reproduction of the music, but a startlingly

close approach to the entire sonic environment of the concert hall. I7 _NEWSWEEK
/4 The sound “feel” was impressive, clearly superior to the very good “ordinary”
stereo. The four-channel ““stunts” were good, too — multiple brass choirs in the
Berlioz Requiem, at last spaced out at the four points of the compass as intended.....
All good, all very significant.’’ —Edward Tatnall Canby, AUDIO

‘4 This is a recording technique in which stereophony achieves literal, instead of sim-
ulated, three-dimensionality . . . All this was duly and truly, astonishing . . . repro-
ducing the ambient sound and reverberation characteristics of the building with

amazing realism . . .”“Surround Stereo” is really something. //
—Bernard Jacobson, CHICAGO DAILY NEWS

/4 have heard the future and it works . . . The sonic impression is, I might add, spec-
tacular in its realism: the ““hall sound” is palpably there . . . and for an old concert-
goer like this one, the experience is gratifying.//  —William Anderson, STEREO REVIEW

This technique consists of the simultaneous
four track playback of four independently re-
corded signals through four separate amplifier
and speaker systems in the home. The play-
back speakers are placed as follows: two in
front of the listener to the left and right as
in normal stereo, and two at the left and right
in the rear of the listening environment. In
the case of classical music, the front two
speakers reproduce the normal stereo arc
from left to right as in the conventional sys-
tem. The rear speakers reproduce the ambiant
sound and reverberation characteristics of the
hall in which the music was recorded.

Berlioz Req

The technique in principle is accomplished by
recording the front two channels as is conven.
tional in normal stereo. Simultaneously, two
additional channels are recorded by means of
strategically placed microphones directed to.
ward the rear and sides of the auditorium.
These two channels are then reproduced by
the rear loud speakers.

The advantages of this system are manifold
1. For the first time, the actual acoustical
properties of the specific auditorium are able
to be reproduced. Thus, one can hear clearly,
for example, the difference between the
acoustical characteristic of Carnegie Hall as

FIRST RELEASES NOW AVAILABLE ON OPEN REEL 7Y2 IPS Ya” TAPE

(CASSETTES IN PREPARATION.)

Mahter Symphony No. 3 — Utah Symphony Orchestra/Maurice Abravanel, cond.
Mahler Symphony No. 9 — Utah Symé;hony Orchestra/Maurice Abravanel, cond.
i y Orchestra/Maurice Abravanel, cond.

— Utah Symph

Handel's Jephtha — English Chamber Orchestra/Johannes Somary, cond.
David's Album — Joan Baez

Hiuminations — Buffy Sainte-Marie

The Amazing Electronic Sound of Jean Jacques Perrey

SURROUND STEREO Sampler containing excerpts from above also available

(Cat. No. S§-1) *Trademark registered

For additional information about SURROUND STEREO, write:
Vanguard Records, 71 West 23rd Street, New York, N.Y. 10010

opposed to the Mormon Tabernacle.

2. Individual lines of the most complex orches-
tration are reproducible with clarity, detail
and immediacy not before possible.

3. The listener is literally involved or sur-
rounded by music as he would be sitting in
the center of a great auditorium.

4. The typical beaming of high frequencies
characteristic of loud speakers is virtually
eliminated; thus providing a much more agree.
able and natural sound.

5. Additionally, the listener may move about
the room freely without disturbing or detract-
ing from the stereo effect.

The sonic improvement of Vanguard’s SURROUND STEREO®over conventional stereo is more
striking than the comparison between stereo and its older mono counterpart.
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bilitate the performance. Not really bad,
but not very interesting either.

The reproduction is a bit bloodless and
over-reverberant. It is at its best and most
compact in the Ninth and in the Schoen-
berg, and at its worst in the Fifth. I wish
that the tape editors had allowed a little
more breathing space between the move-
ments—for this editorial impatience tends
to militate against the cumulative impact
of these interpretations. H.G.

BERIO: Visage—See Webern: Five
Pieces for Orchestra, Op. 10.

BERLIOZ: Symphonie fantastique, Op.
14. Boston Symphony Orchestra,
Georges Pretre, cond. RCA Red Seal
LSC 3096, $5.98.

One of Prétre’s most successful en-

deavors to date, this Fantastique record-
ing offers a far more cogent view of
Berlioz than the same conductor’s recent
Harold en Ihalie. To be sure, temperate
refinement is the rule here, rather than
swashbuckling bravura, but at least the
architectural lines are clean-limbed, dry-
eyed, and not permitted to wilt like rasp-
berry ice cream left in 90-degree sun-
light. The conductor draws lovely vari-
colored playing from the Boston orches-
tra. Everything is very precise, but this
is a genteel sort of cleanliness, not that
familiar insistent, febrile, hair-trigger
excitement. Categorizing performances
into generalized groups is always a dan-
gerous (and sometimes misleading)
thing to do. Be that as it may, I think it
fairly accurate to say that Prétre’s in-
terpretation combines Karajan's smooth-
skinned tonal refinement (DGG), a bit
of Markevitch’s introspection (also

THESE TWO CYCLES, composed
twenty years apart, make an in-
teresting  pairing, demonstrating
both Britten’s basically unchanged
aesthetic of song writing (he has
hardly been beguiled by the newer
approaches that concentrate on the
sonic aspects of the text to the
exclusion of direct intelligibility)
and his increased attention to prob-
lems of cyclic organization.

The Donne group of 1945 is
clearly more than just a collection
of separate pieces—the sequence
of keys, the motivic connections
and, of course, the particular
choice and ordering of the poems
all attest to its integrity. Particu-
larly admirable is the way in which
the sonnet’s characteristic articula-
tion after the first eight lines is
reflected in the musical setting,
and the balance between formal
structure and flexibility of textual
declamation is equally impressive.
Two of these songs, “Since she
whom I lov’d” and the final “Death,
be not proud,” are among Britten's
finest, and the others are not far
behind.

However, the Blake settings of
1965 are even more ambitiously
unified. To begin with, each of the
seven poems is preceded by a
proverb, chosen to provide con-
ceptual links between the poems
(the selection of texts was made
by Peter Pears). Further, all the
proverbs are set in free recitative
over a consistently treated note-
row, thus forming a kind of musi-
cal refrain, and elements of the
note-row are prominent elsewhere
in the cycle. Despite these touches
of serial devices, the songs are
tonally oriented.

Britten’s Unchanged Aesthetic

by David Hamilton

The piano writing is less ob-
viously virtuosic than in the Donne
cycle, and rhythmically more com-
plex; it also lies differently on the
keyboard, in consideration of the
lower vocal register. This is a
complex work, and a difficult one
to grasp, but certainly Britten's
most interesting set of songs since
the Nocturne.

The performances, by the re-
spective dedicatees of the two
cycles, are accurate and expressive.
That Pears can improve on his 78
rpm recording of two decades ago
is hard to imagine—yet he does;
the tremendous crescendo on the
last phrase of “Death, be not
proud” is just one of many master-
ful details. Fischer-Dieskau’s voice
has more tonal allure, but it lacks
the force of declamation and the
integration of consonant sound
with legato tone that makes the
tenor's singing so uniquely com-
pelling; his English diction is, how-
ever, remarkably good. (Texts are
provided on an insert; for once,
they hardly seem necessary.) Brit-
ten’s piano playing does not need
further praise at this late date, of
course, but the piano might have
been balanced a bit more pro-
minently and its tone a shade more
clearly focused; in this respect. the
Pears/Britten records of fifteen
years ago were superior.

BRITTEN: The Holy Sonnets of
John Donne, Op. 35; Songs and
Proverbs of William Bilake, Op.
74. Peter Pears, tenor (in Op.
35); Dietrich Fischer-Dieskau,
baritone (in Op. 74); Benjamin
Britten, piano. London OS 26099,
$5.98.
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DGG), Monteux’s poetical classicism
(RCA Victrola), with just a touch of
Munch’s sense of the fantastic (RCA and
Angel),

Tempos are rather fast throughout,
enabling the slow movement to be con-
tained on one side. There are no cornets
in Un Bal, and, as usual, the repeats in
the first and fourth sections are not ob-
served (Colin Davis' Philips edition re-
mains the only one to offer all of these
refinements). The chimes in the Wirches'
Sabbath are a bit weak but RCA's en-
gineering is spacious, velvet-toned, and
resonant. H.G.

BIZET: Symphony in C. ROUSSEL: Suite
in F, Op. 33. D'INDY: Istar, Op. 42.

Cincinnati Symphony Orchestra, Max
Rudolf, cond. Decca DL 710162, $5.98.

These works are all otherwise available,
mostly in couplings of more inherent
logic than the present one, but Rudolf’s
performances are good enough to recom-
mend this disc to anyone who fancies
this particular grouping. The strict, more
symphonic, less balletic reading of Bizet’s
youthful work tends to emphasize the
Germanic facets of its multiple ancestry,
but there’s no harm in that, and the
work's perfection always was independ-
ent of its sources. Incidentally, Decca’s
annotator doesn't seem to know about
the most important of these sources, and
the probable reason for Bizet's suppres-
sion of the work: as Howard Shanet
demonstrated most convincingly over a
decade ago, the seventeen-year-old Bizet
modeled his work on the recent and very
successful First Symphony of his teacher
Gounod—so closely, in fact, that he felt
unable to make the work public. When
it did turn up at last, in 1935, Gounod's
work had been so sufficiently forgotten
that two decades elapsed before the re-
semblance was noted; evidently, it will
take a few more decades before the in-
formation reaches the authors of liner
notes.

Roussel's astringent and sophisticated
neoclassic exercise is also well done,
as are D’Indy’s “strip-tease” variations-
in-reverse, an artful work whose har-
monic character often suggests that the
goddess Istar’'s underworld destination
is very close to the garden of King Mark
of Cornwall.

The recorded quality is bright and
clear—in fact, it sounds like a real or-
chestra in a real hall, and that isnt so
common these days. D.H.

BRAHMS: Quintets for Strings: No. 1,
in F, Op. 88; No. 2, in G, Op. 111.
Amadeus String Quartet, Cecil Arono-
witz, viola. Deutsche Grammophon
139430, $5.98.

The Brahms string quintets are in an
unfortunate position midway between the
“standard chamber music” status of the
string quartets and the “lightweight at-
traction” standing of, say, the Dvofik
Op. 97. The upshot of this situation is
that these superb works are habitually

Continued on page 93
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Continued from page 90

cast into a sort of semilimbo. This DGG
coupling is the first we have had since
the Budapest/Trampler Columbia  edi-
tion of a decade ago.

I prefer the Budapest, fine though
these new performances are. For one
thing, 1 find the American-based group’s
gutsy, slightly astringent sonority more
1o my liking than the occasionally over-
sweet, cloying sound of the Amadeus
team. Norbert Braimin's wide vibrato, par-
ticularly in the higher reaches of the
treble, prevents the kind of incisive at-
tack the Budapest achieves. More speci-
fically, however, the Budapesters conceive
the music along bolder, more grandiose
lines. Their openming of Op. 111 has a
vigorous, swaying quality only hinted
al by the Amadeus, and they achieve an
unbuttoned abandon in the finale's coda
that the Amadeus strive for but fail to
suggest with their characteristic British
reserve and civility. On the other hand,
1 can sec many listeners preferring the
Amadcus’ lighter treatment of Op. 88
(which, you may recall, has been nick-
named the Spring Quintet), but | remain
in the Budapest’'s camp by virtue of their
greater rhythmic attack and projection.

Sonically, the smoothly processed,
somewhat recessed DGG engineering is
preferable to the Columbia/Budapest,
which is a shade close and strident, but
even here, if you can equalize some
of the wire out of their tone, the Buda-
pest’s close microphoning repays with
its greater immediacy.

BRAHMS: Trio for Violin, Horn, and
Piano, in E flat, Op. 40. FRANCK:
Sonata for Violin and Piano in A. ltzhak
Periman, violin; Viadimir Ashkenazy,
piano; Barry Tuckwell, horn (in the
Brahms). London CS 6628, $5.98.

This has been a year for Brahms Horn
Trios. First came the sober, studious
reading by the Menuhins and Alan Civil
for Angel. On its heels came the silken,
cultivated. and exceptionally fine-grained
performance for RCA by Joseph Silver-
stein, James Stagliano, and Claude Frank
(available only in a three-disc Boston
Chamber Players anthology). Deutsche
Grammophon got into the act by offering
an ascetic, precise, and rather angular
account by Eduard Drole, Gerd Seifert,
and Christoph Eschenbach (coupled with
a truly superb account of the Brahms
Clarinet Trio). There was a triple-threat
curio by Frederic Vogelgesang who
played all three parts quite competently.
And finally, a simultaneous reissuec of
both Rudolt Serkin recordings: the
classic 1932 performance with Aubrey
Brain and Adoli Busch (now on Sera-
phim) and the less successful Marlboro
Festival version on Columbia.

Despite these interesting releases. (o
my mind this new Perlman/Tuckwell
Ashkenazy reading is the most success-
ful of all. For one thing. it has the most
color. Ashkenazy cultivates a softer-hued,
more pastel-shaded kind of piano tone
than the other keyboard players—he is
all rippling suggestiveness where Serkin
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New Releases

MARIO DEL MONACO —
MAGDA OLIVERO

Zandonai:
FRANCESCA DA RIMINI —

Great Scenes
The Monte Carlo Opera Orchestra —

Nicola Rescigno
05-26121

ISTVAN KERTESZ
Respighi:

THE PINES OF ROME;

THE FOUNTAINS OF ROME;

THE BIRDS

The London Symphony Orchestra
C5-6624

KARL MUNCHINGER

Bach:
MAGNIFICAT IN D MAJOR
CANTATA NO. 10

Elly Ameling, Hanneke van Bork,
Helen Watts, Werner Krenn,
Tom Krause, Marius Rintzler —
The Wiener Akademiechor —

The Stuttgart Chamber Orchestra
05-26103

RICHARD BONYNGE

Burgmuiiller:

LA PERI — Ballet

The London Symphony Orchestra
€$-6627

BRACHA EDEN &
ALEXANDER TAMIR
Stravinsky:

LE SACRE DU PRINTEMPS
FIVE EASY PIECES (1917)

THREE EASY PIECES (1915)
CS-6626

JAMES KING —
CLAUDIO ABBADO

Brahms:

RINALDO
SCHICKSALSLIED

The Ambrosian Chorus — The New

Philharmonia Orchestra
085-26106

HANS SCHMIDT —
ISSERSTEDT

Beethoven:
SYMPHONY NO. 5
SYMPHONY NO. 8

The Vienna Philharmonic Orchestra
CS-6619

RAFAEL FRUHBECK
DE BURGOS

Mendelssohn:
A MIDSUMMER

NIGHT'S DREAM
Hanneke van Bork, Alfreda Hodgson —
The Ambrosian Singers — The New

Philharmonia Orchestra
08-26107

PAUL KLETZKI
Rachmaninov:
SYMPHONY NO. 3 IN
A MINOR

L'Orchestre de la Suisse Romande
CS-6622

JEAN-RODOLPHE KARS
PIANO MUSIC OF MESSAIEN
AND LISZT

CS-6604

LOXDOX.
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and Eschenbach, for example, both de-
fine their sonoritles with a touch of hard-
ness and glare. Similarly, Periman is a
lusher, genuer, less astringent violinist
than eiwner Drole or Busch. He shapes
s0 many pnrases with a wondertully
vearming, tender quality that his playing
really moves me. Tuckwell is an auda-
clous, sprinung  virwoso, but he, 100,
knows how and when to subdue the
penetratng edge of his sound. While
other ediuons boast equal technical and
musical finesse («hougn certainly none
are superior oh either count), this ver-
s10Nn Sianas apart decause of ns parucular
brand ot personamty. All three players
are nol omy mases of their instruments,
put they are ciearly solowsis as well, and
one tinas many tiny details that bespeak
real miuative and temperamental tiare.
And because all three musictans are such
strong and well-matched personalities,
tnere 15 no danger of one outplaying the
othel. In sum, then, this 1s a ruy
astonishing projection of a great piece
and qune the best Brahms Horn Tno 1
nave cver heard.

the overside Franck Sonata benefits
from a siar type of performance.
lere Periman is ai brimstone and fire,
using a vibrato with more urgency lhgn I
usuary associate with his basicany lyrical
styie. Asnkenazy pariners him with (re-
mendous force and projection and with
ampie technical equipment to make light
of even the thunderously bombastic sec-
ond movement. Some may prefer a more
contained, less overtly dramauc approacn,
aad hisweners so incuned are directed to
ine Gertler/Farnadi (Westminseer), Mo-
rni/rirkusny  (Decca) and  Komlos/
sukios (Qualiton) editions. Lovers of
wne grand wanner, however, ought to be
swept off their feet by the present part-
neosnip.

‘The disc is further blessed by full-
blooded, really potent sound, and a re-
corded balance that really lets the piano
speak. H.G.

DEBUSSY: Children’s Corner; La Fille
aux cheveux de lin; L'isie joyeuse;
Etude No. 11 (“Pour les arpéges'’);
Suice Bergamasque; La Plus que lente.
Alexis Weissenberg, piano. RCA Red
Seal LSC 3090, $5.98.

DEBUSSY: Jardins sous la pluie; Pour
le piano; La puerta del vino; Ondine;
Feuilles mortes. RAVEL: Sonatine.
lvan Moravec, piano. Connoisseur So-
ciety CS 2010, $5.79.

Weissenberg's playing in this collection
weems almost entirety lacking in com-
mitment to a positive view of the music
—even in L'Isle joyeuse, where the os-
tensibly virtuosic aspects might be ex-
pected to arouse a firm response from
even the most anticoloristic keyboard
lion. In fact, this particular piece is
rhythmically slack, and the complexities
of its metrical structure are never real-
ized; what we get here is just top-voice
playing, adorned with occasional swoons.
In the Ermde, Weissenberg quite misses
the structural thread, turning it into a
series of unrelated sprays. The earlier
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suites are more straightforward, but
the often casual treatment of Debussy’s
dynamics tends to negate whatever value
there may be in his digital accuracy.
Moravec, on the other hand, per-
forms with a sense of color and pur-
pose; all in all, 1 find this record pref-
erable to his earlier Debussy collec-
tion—tne piaying iess wiiitul and more
subtle. Perhaps the respective instru-
ments have something 10 do with the
difference: instead of the new Baldwin,
the present disc was made on a Bdsen-
dorfer, whose tonal coloring is less con-
ducive to splashy effects. Whatever the
reason, this is accomplished and musical
playing, and quite well recorded (al-
though the review copy had some dis-
tracting surface noise). D.H.

DEL TREDICI: Syzygy—See Xenakis:
Akrata.

DVORAK: Concerto for Cello and Or-
chestra, in B minor, Op. 104. TCHAI-
KOVSKY: Variations on a Rococo
Theme, Op. 33. Mstislav Rostropovich,
cello; Berlin Philharmonic, Herbert
von Karajan, cond. Deutsche Gram-
mophon 139044, $5.98.

This may be the fanciest performance
of the Dvofak ever put on disc. The
playing is fabulous. rather too fabulous
for its own good. The orchestra begins
in a heavily introspective manner that
becomes positively droopy after one has
listened to a few bars. The horn solo
slows down so much that there is nothing
left for Rostropovich to add when he
takes up the tune later (somehow he
adds it anyhow!). The line is constantly
being broken for some fine point or
other—a subito ppppppp here or a color-
istic nuance there. and I wouldn’t be sur-
prised if there were more changes of
tempo than there are measures in the
entire Concerto! Furthermore, Karajan's

Zubin Mehta—a congenial interpreter of
symphonies by Dvoidk and Tchaikovsky.
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woodwinds. while distinctly  audible,
sound as if they were being squeezed
out of a tube. Rostropovich, of course.
plays with splendid tone and wonderfuily
poetic impulses, while the collaboration
with Karajan obviously bespeaks inch
by-inch rehearsal. 1 find it a tasteless
performance though and an unfortunate
artistic letdown after the wonderful 1953
Rostropovich/ Talich/Czech Phitharmonic
account (still listed on Parliament PLP
139).

The Tchaikovsky is a bit more straight-
forward—or is it that one expects more
flamboyance in this work? Karujan's
orchestral backdrop is richly voluptuous
and his horns sound decidedly more like
horns than the saxophoney counterparts
in Rostropovich’s earlier DGG record
with the Leningrad under Rohzdestven-
sky. Otherwise the interpretation remains
the same light-handed paragon of virtuos-
ity it was before. And the sound is just
as superb as of yore. H.G.

DVORAK: Symphony No. 7, in D minor,
Op. 70. TCHAIKOVSKY: Symphony No.
5, in E minor, Op. 64. Israel Philhar-
monic Orchestra, Zubin Mehta, cond.
London CSA 2224, $11.98 (two discs).

This two-disc “Tribute to the Israel Phil-
harmonic and Zubin Mehta™ was taped in
London during the orchestra’s tour there
in the summer of 1968. It is the first ex-
ample of that ensemble’s playing we have
had on records since the Katchen/Kertesz
Grieg and Schumann concertos of 1962,
Though still a bit short of being a truly
first-rate orchestra, the Tel Aviv aggre-
gation has come quite a distance since 1
last heard them. The strings still have a
scraggly sound, especially in rapid ac-
companimental figurations but they are
notably more incisive than before. Simi-
larly, there is still some raucous tone
from the brasses and out-of-tune wood-
wind piaying. but at least the important
horn solos are musicianly in their phras-
ing, despite a bit of bumptiousness here
and there. The timpanist has a tendency
to go beserk at times (the finale of the
Dvorak sounds like a kettledrum con-
certo). It is rather ironic that these per-
formances should remind me so much
of the wartime Furtwingler/Berlin Phil-
harmonic readings. The resemblances are
striking: the same Kind of savage, breath-
taking forward thrust, the same kind of
febrile, neurotic intensity, and much the
same kind of heartfelt devotion. These in-
terpretations may be disturbing to some.
but they are nothing if not utterly com-
mitted.

1 happen to find Mehta thoroughly
congenial in these symphonies. His
Dvofak is direct, expansive, and free-
wheeling. He doesn’t quite have the steely
efficiency of Dorati's recent intellectual-
ized approach. the detail of Kosler's rus-
tic one, or the memorable poetic sophis-
tication of Monteux; but the sense of a
real performance (as opposed to a snip-
and-edit tape-splice job) gives it an ap-
peal all its own. The Tchaikovsky is
more like Ozawa's recent RCA edition
than Markevitch's Philips reading in that
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When Stanton engineers get together,they draw the line.

The frequency response curve of the new Stanton 681
Calibration Standard is virtually a straight line from
10-20,000 Hz.

That’s a guarantee.

In addition, channel separation must be 35 dB or
greater at 1,000 Hz. Output must be 0.8 mv/cm/sec mini-
mum.

If a 681 doesn’t match these specifications when first
tested, it’s meticulously adjusted until it does.

Each 681 includes hand-entered specifications that
verify that your 681 matches the original laboratory stand-
ard in every respect.

Nothing less would meet the needs of the professional
studio engineers who use Stanton cartridges as their ref-
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erence to approve test pressings. They must hear exactly
what has been cut into the grooves. No more. No less.

But you don’t have to be a professional to hear the
difference a Stanton 681 Calibration Standard will make,
especially with the “Longhair” brush which provides the
clean grooves so essential for clear reproduction. The im-
provement in performance is immediately audible, even
to the unpracticed ear.

The 681 is completely new, from its slim-line config-
uration to the incredibly low-mass moving sys-
tem. The 681A with conical stylus is $55.00, the
681EE with elliptical stylus, $60.00.

For free literature, write to Stanton Mag-
netics, Inc., Plainview, L. I., N. Y.
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it represents a tasteful handling of the
“traditional™ interpretive view rather than
a complete rethinking of the music,
eschewing all tempo idiosyncracies. In
feeling, though. Mehta is thoroughly dis
similar to Ozawa. He is virile, unper-
fumed. and almost Brahmsian. whereas
Ozawa strove for a colder. more silken.
and flexibie refinement. [ stiii feei that
Markevitch offers the ideal statement of
this much-abused symphony. but both
Mehta and Ozawa join Klemperer (on
Angel) as extremely close runners-up.
One wishes. though, that the com-
panies would stop packaging their prod-
ucts in such a way that artists are more
loudly touted than the music. In Britain
these discs were offered singly: what is
to become of the domestic collector who
might want one performance but not the
other? H.G.

FRANCK: Sonata for Violin and Piano,
in A—See Brahms: Trio for Violin,
Horn, and Piano, in E flat, Op. 40,

HANDEL: Concertos for Organ and
Orchestra: No. 4, in F; No. 5, in F; No.
6, in B flat; No, 13, in F. Simon Pres-
ton, organ (organ at the Merchant
Taylors' Hall in Nos. 5 and 13; Flentrop
organ at Queen Elizabeth Hall in Nos.
4 and 6); Menuhin Festival Orchestra,
Yehudi Menuhin, cond. Angel S 36599,
$5.98.

HANDEL: Concertos for Organ and
Orchestra: No. 1, in G minor; No. 4, in
F; No. 5, in F; No. 9, in B flat. Gabor
Lehotka, organ; Franz Liszt Chamber
Orchestra, Sandor Frigyes, cond. Quali-
ton LPX 11380, $5.98.

Simon Preston, a brilliant young organist,
does not really give us a satisfying ac-
count of these four concertos. All the in-
gredients are here—a brilliant and flaw-
less technigque, a marvelously warm and
well-controlled orchestra. two very fine
organs—but there is a precious lack of
musical imagination. Handel wrote these
concertos to divert the audience between
the acts of his operas and oratorios. The
maestro himself played these first per-
formances. and as a result the organ
part exists only in a rough outline.
Handel's intention was to “wow” the
audience as much as possible with his
dazzling improvisatory skills; Preston
gives us a fine reading of the outline
with almost none of the impromptu dis-
play that Handel must have considered
the raison d'étre for these works. Biggs,
in his complete set for Columbia, Miiller,
in his fine version for Archive, and
especially Weinrich, in his recordings
of the Opus 4 and Opus 7 concertos
for RCA, have all more successfully
realized the essentially spontaneous na-
ture of these works. Preston relies ex-
clusively on precipitous tempos and crisp
articulation to achieve a bravura effect.

The orchestra under Menuhin pro-
vides splendidly subtle and expressive
accompaniments, but occasionally Pres-
ton’s delicate and attractive registrations
are overpowered. The nineteen-stop organ
at the Merchant Taylors’ Hall was in-
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stalled in 1966 utilizing primarily pipe
work from a 1722 instrument by Renatus
Harris, and the restoration and reinstal-
lation have been beautifully accomplished
by Noel Mander. Queen Elizabeth Hall
is the proud home of a new fifteen-stop
Flentrop, whose flutes are probably the
most beautiful I've ever heard.

On the Qualiton disc Gabor Lehotka,
apparently a member of the under-thirty
generation (the jacket notes are not very
specific on the point), displays brilliant
technique and flair. He too. however.
needs to loosen up and expand upon the
printed score. If anything, he sticks even
closer to Handel's draft than Preston, al-
though he does include two long and
elaborately improvised cadenzas in Con-
certos 1 and 4. Both are marvelously
effective and stylistically correct.

The orchestra under the direction of
Sandor Frigyes is a first-rate ensemble.
On a number of occasions the accompani-
ment is reduced to a group of solo strings,
that enables us to hear clearly even
the most delicate organ passages. Another
fine touch is the inclusion of the con-
tinuo harpsichord and cello in many solo
organ passages.

Both records are richly and warmly
recorded, but the Qualiton pressing is
markedly superior to the Angel, which
has patches of distortion. C.F.G.

HANDEL: Samson. Various soloists;
Munich Bach Choir and Orchestra,
Karl Richter, cond. For a feature re-
view of this recording, see page 83.

HAYDN: Sinfonia Concertante in B flat,
Op. 84—See Mozart: Sinfonia Concer-
tante in E flat, K. 297b.

HINDEMITH: Symphonic  Metamor-
phoses. JANACEK: Sinfonietta. London

Claudio Abbado makes Ivricism pay off
handsomely in the landcek Sinonietta.
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Symphony Orchestra, Claudio Abbado,
cond. London CS 6620, $5.98.

Both these scores are well calculated to
test the capabilities of a virtuoso orches-
tra and the capacity of your sound sys-
tem to reproduce huge muasses of in-
strumental sonority. On each count. this
new London disc wins handily