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The average $600 receiver sounds as good as the new
Pioneer SX-650 until you start listening to prices.

If $600 is your kind of price, an SX-650 should qualify
as your kind of receiver. Not only will it give you the kind of
features and sound quality youd expect for that kind of
money; itll also leave you with roughly half your receiver
budget unexpectedly unspent.

But suppose your idea of a receiver price is somewhere
under $300. The SX-650 is going to sound better to you than
anything you thought you could afford. Because it has more
power, a wider frequency range, less distortion, and far
greater versatility than most other receivers in that category.

All this might sound a little extravagant; but an authentic
breakthrough, an achievement like the SX-650, doesn't
happen often. We've learned that when our promises seem
to sound especially rich, the best thing to do is simply
review the facts.

It's a fact that the SX-65C provides a continuous power
output of 35 watts per channel, min. RMS into 8 ohms, from
20 to 20,000 Hz, with no more than O.3% total harmonic
distortion. It also delivers each instrument and voice at its
intended level, balanced within + 0.3% of the RIAA curve.

The facts of its stereo separation, selectivity and
sensitivity, however, must be experienced: numbers are

impressive, but sometimes only hearing is believing.

Youll also be impressed by what you don't hear from the
SX-650. You won't hear an assortment of background noises,
or the thousand miscellaneous acoustic devils that live in
the limbo between FM stations on lesser receivers.

On your next visit to a high fidelity dealer, listen to a
Pioneer SX-650 with any reasonably accurate speakers.

Youll find either its price or its performance amazing.
Depending on which you hear first.

WPIONEER

U.S. Pioneer Blectronics Corp., 7S Oxierd Drive, Moonachie, New lersey 07074.
* For informational purposes only, the SX-650 is priced under $300. The actual resale price will be sei by the individual Pioneer ceafer at his option
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PICKERNG
XV-15/825€

PICKERING
XSV / 3000

Mt¢h one {o your eqﬁi'pr'}nent

“The right Pickering Cartridge for your equip-
ment is the best Cartridge money can buy.”

We've been saying that for years; and tens of thou-
sands of consumers have profited by applying this
principle in assembling their playback systems.

If you have a fine manual turntable, the XSV/3000
is a perfect choice.

If you have a high quality automatic turntable,
then installing an XV-15/625E in its tone arm is a
perfect choice.

The summary advice of Stereo’s Lab Test, in an
unusual dual product review, we think brilliantly
states our position: “The XV-15/625E offers per-
formance per dollar; the XSV/3000, the higher ab-
solute performance level.” That makes both of these
cartridges best buys!

08 YERTRA 08 F00PY Ak TEBURL 20 SEBTRA 0

FREE!

Pickering’s new XSV /3000 is a remarkable de-
velopment. It possesses our trademarked Stereo-
hedron Stylus Tip, designed to assure the least
record wear and the longest stylus life achievable
in these times with a stereo cartridge. Its frequency
response is extraordinarily smooth and flat; its
channel separation is exceptional; its transient re-
sponse affords superb definition. It represents a
whole new concept of excellence in stereo
cartridges.

Read the whole evaluation report. Send for your
free copy of the Stereo ““Lab Test” reprint; write to

Pickering & Co., Inc.,
@ PICKERING

101 Sunnyside Bivd.,
“for those who can |hear| the difference”

Plainview, N.Y. 11803.
Department HF
PICKERING & CO., INC.. COPYRIGHT 1977
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Hello, Backbeat—Farewell, Lighter Side

With this issue HiGH FIDELITY makes the most radical single editorial
change in our twenty-six-year history: an all-out expansion of our
popular music coverage. We will not be slighting either classical music
or audio, the traditional mainstays of HF. Rather, we are adding six-
teen pages of material, which when combined with the pop and jazzre-
views from our former “'Lighter Side” department, gives us a new sec-
tion of approximately twenty-four editorial pages devoted to the
contemporary pop scene each month. And, as we have always done
with our classical and audio coverage, we will deal with popular music
intensively, envisioning a seriously interested reader.

The new section, BACKBEAT, will function almost like a magazine
within a magazine. It has its own musical, music business, and audio
features, columns, and reviews.

Audio features? Yes, for BACKBEAT is designed not only for those
who wish to read about pop music, but for those who actively par-
ticipate in it. My philosophy in editing HF has been based on the belief
that our readership comprises special-interest groups: the minority of
music-lovers whose passion is for the classics (and for whom we might
devote six pages of discussion to a single thought-provoking record-
ing): the minority of audio equipment owners who are sufficiently de-
voted to high fidelity to buy a publication about it (and for whom we
have available the incomparable facilities of the CBS Technology Cen-
ter): and now the minority of pop—including jazz—aficionados who are
interested enough to become actively involved with it. We figure that
there are a lot of equipment-crammed basements around the country
where our readers make live recordings (which are hardly likely to be
symphonic in scope) and that we can be of as much service to the ac-
tive pop recordist as we have always tried to be to the classical music
listener, whose recording activity has generally been confined to tap-
ing off the air.

At the same time, we are expanding our "Equipment in the News"
column to allow for more professional and semiprofessional equip-
ment designed for the pop/jazz musician and recordist. BACKBEAT it-
self includes an instruments and accessories section to keep the reader
up to date on the latest in electric keyboards and guitars, wah-wah
pedals. and the like, while its review department covers records. folios,
and appropriate books.

Editing the section is Susan Elliott, who up until now has been—
would you believe?—managing editor of MusicAL AMERICA. That's
really not so extraordinary: Susan, a professionally trained musician
and editor, is from the generation in which a commitment to the clas-
sics does not preclude an equally intense commitment to rock. (At our
staff parties, the MusicAL AMERICA personnel always seem to be the
wildest rock contingent; BACKBEAT, in fact, was conceived in a chat |
had with Susan during a ten-minute band break at a staff bash.) She
has long been a pop song-writer and knows the music business from
the inside.

Theater and film record reviews will remain outside of BACKBEAT
and will now follow the classical reviews. Gene Lees, who has made a
career in these pages of attacking rock—and who, grinning slyly over
the paradox, is now counting his money from the two rock songs he
contributed to the Streisand A Star Is Born—will also appear outside
the new section. In fact, this month Gene begins a long series of articles
dissecting the various elements that led to what he feels contemporary
pop has become: "An Art Gone Astray.” Never let it be said that we
force our writers into any musical party line.

And now, whatever your musical predilections, 1 hope you find them
fully satisfied in the enlarged HiGH FIDELITY.

Natalie Cole in concert,
Winter Garden, New York
November 23, 1976

Photograph by Richard Aaron
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AKai recetrvers.

Spread the word.

Howdy, pardner. I'm spreadin’  good, it’s like bein’ right there! Ain’t that an earful.
the word about Akai receivers. Just consider the Akai AA-1050. And Akai stereo receivers go
Them there Akaireceivers It’s got 50 watts per channel for $200 to $900 suggested retail
sound as clear and sharp as a continuous output power at 8ohms  price. Nobody, I say nobody gives
cowboy playin’ his geetar by a from 20 to 20,000 Hz with no more youmore for the money.
prairie campfire, than 0.15% total harmonic So spread the word. Akai! A
Why, they sound so powerful distortion. right fine name in stereo receivers.

AKAIL

Akai America, Ltd., 2139 East Del Amo Boulevard, Compton, California 90220
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COMING NEXT MONTH

For March our audio editors and CBS
Technology Center are preparing Ten
Lab Test Reports on Advent's 300
receiver, Dynaco’'s ST-300 power
amplifier, Teac's Micro Seiki DDX-
1000 turntable, Stax’s SR-44 ’‘ear-
speakers,” Dual's CS-704 turntable,
and more of the current market’s pop-
ular and innovative models. In The
Great Beethoven-Mozart Ripoff, our
Berlin connection Paul Moor tells a
tale of James-Bond-ish international
musical skulduggery with tentacles
reaching into one of the U.S.’s most
respected antiquarian collections.
And Michael Riggs's Boston: Hub
City of American Audio scrutinizes
the proposition that the New England
capital is our fount of audio leader-
ship. Plus BACKBEAT, Gene Lees, John
Culshaw, King Kong, and much more.

HEEENR L e SO IS
SOLUTION TO HIFI-CROSTIC NO. 20

ALFRED O. TATE: Edison’s Open Door

It required constant urging to induce Edi-
son to adapt the phonograph, for he re-
garded its exploitation as undignified. He
dedicated his life to the production of use-
ful inventions, and devices designed for
amusement did not fall within this classi-
fication.
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Sound Concepts’ Time-Delay

I am disappointed by your description of
the Sound Concepts SD-50 in "Devices to
Put You in the Concert Hall" [October].
Specifically, your statement that the “sig-
nal is subject to some accumulation of
noise and distortion, putting practical lim-
its on the length of delay” is almost a direct
quote from competitive literature and, in
lieu of measured data, indicates inferior
performance when in fact the SD-50 has
substantially lower noise and distortion
than that manufacturer's product. This is
true even at the maximum delay time of 100
milliseconds, which is actually longer than
the other unit, not “more limited.”

The maximum stereo mode delay was
chosen to be 50 milliseconds since that is
close to the threshold of the Haas effect,
which psychoacoustically masks the "'slap”
effect of any echo whether natural or
created. It is this same consideration that
limits the major dimensions of a concert
hall.

Since most program material contains
sufficient ambience, the SD-50 is first and
foremost a tuneable delay system capable
of being operated without any added rever-
beration. The creation of cavernous sound
with long delays and heavy amounts of re-
verberation is fascinating, but few will pre-
fer to listen to it and its substantially un-
even frequency response for long.

I would never argue with anyone’s sonic
preferences and wholeheartedly suggest
that a potential buyer listen to all available
units, preferably with his own familiar
recordings.

joel M. Cohen
Sound Concepts
Brookline, Mass.

Rhapsody in Blue

Although 1 enjoyed David Hamilton's re-
view of our Rhapsody in Blue recording
[December], | am somewhat distressed that
the curiosity he evinces in the second and
third paragraphs of page 102 could not have
been satisfied by the simple expedient of a
phone call before he went into print.

Mr. Hamilton refers to rehearsal number
14 of the Rhapsody where he notices that
the printed piano part includes notes that
he does not hear in the pure recorded ver-
sions of Gershwin's piano rolls. He is quite
right. The upward-bound arpeggiated fig-
ure that occupies the first three quarters of
each bar cannot be extracted from Gersh-
win’'s rolls. The chord that forms the punc-
tuation of the fourth quarter can be iso-
lated, and indeed it is this single chord that
is included in our recording. Mr. Hamilton
notes that | don't explain how I "managed
to get" these missing notes "into the record-
ing.” I applaud his vivid imagination, be-
cause these notes are not included.

“Nor does he explain how the playing
speed was determined.” Every piano roll
has printed on its opening tongue a number
corresponding to the speed at which it

should be reproduced. Apparently there
was as much variation in the choosing of
running-speeds in the production of these
piano rolls as there is in these days of high
fidelity recording: Some records play at 33%
rpm, some at 45 rpm, some at 78 rpm; some
tapes play at 7% ips, some at 15 ips, etc. It is
merely necessary to adjust the reproducing
instrument to correspond with the speed of
original processing. This we carefully did.
It is interesting to note that the two rolls
that make up the complete Rhapsody are to
be reproduced at different speeds—much as
if Side 1 of a record was intended to be
played at 33 while Side 2 must be played at
45. | do not believe that this question of
speed is a hit-or-miss proposition. Al-
though some of Gershwin’'s tempos seem
unusually fast, others seem absolutely cor-
rect, and I believe that we have in no way
misrepresented his intentions.
Andrew Kazdin
Executive Producer
CBS Masterworks
New York. N.Y.

‘Mr. Hamilton comments: It would indeed
be a shame if these relatively minor points
were to overshadow what I described as a
“remarkably successful” achievement on
the part of Mr. Kazdin and his colleagues.
With regard to the matter of playing speed.
the review specifically said, *I'm not com-
plaining, just curious—the tempo of the per-
formance, admirably synchronized, is per-
fectly plausible.” But there is some
suspicion among piano buffs that the indi-
cated playing speeds of piano rolls did not
always correspond to the actual recording

Agree with Us and Win a
Free Subscription

This month we present the first in a
series of paintings representing the
four eras in the 100-year history of re-
cordings. The dominant image of the
first painting is, of course, Thomas
Edison, who invented the phono-
graph. The subsequent paintings deal
with the acoustic era, the pre-LP elec-
trical era, and the current era from
the introduction of the LP to the pres-
ent. Each painting will be organized
around the central image of a person
or persons whose achievement sym-
bolized the era.

The first ten readers who can cor-
rectly guess our choice of the domi-
nating personalities of each of the
forthcoming paintings will receive a
free one-year subscription to HIGH
FIDELITY/MUSICAL AMERICA, or a one-
year extension of a subscription. Since
the next painting will appear in our
April issue; submissions will have to
be postmarked no later than March 1.
In cases where more than a single per-
sonality is in the dominating position,
correct identification of one will count
as a winner.

CIRCLE 15 ON READER-SERVICE CARD —»
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FISHERINTRODUCES THE
WORLD'S FINEST RECEIVER.

This headline from any other
manufacturer might sound like just so
many words. But, it's by Fisher, the
company that started the high fidelity
industry back in 1937. And the company
who introduced the very first AM/FM
stereo receiver 18 years ago.

In a sense, we've been building the
RS1080 for 40 years . . . researching,
engineering, inventing. and refining our
technology to finally develop what is
surely the world’s finest receiver at any
price.

ni R LLELLITE &

Our RS1080 is rated at an enormous
170 watts per channel, minimum RMS
into 8 ohms, from 20 to 20,000Hz with no
more than 0.1% total harmonic
distortion. There is lots of pure, clean
power to give you lots of pure, clean
sound at any listening level. But poweris
only part of why the RS1080 is the
world’s finest.

Tuning. Precise. accurate tuning is a
must for FM listening. And the R$1080
includes 3 separate tuning meters: signal
strength, center-of-channel, and most

Dolby is trademark of Dolby Labs. inc

I

[ —

important, a multipath meter with
phase-locked-loop circuitry.

FM Dolby. For the ultimate FM
listening experience. the RS1080 has
built-in, factory calibrated FM Dolby
decoder circuitry. This feature lets you
hear the full dynamic range of Dolby
broadcasted music. Another must if a
receiver is designed to be the world's
finest

Other state-of-the-art features and
specifications include 8-gang tuning, 1.7
uV FM sensitivity, plus all the front panel
controls and rear panel input/out put jacks
you'll ever need.

BASS SELECTOR

15
amre g 4

f

BASS RANGE

Max

Bass Extender. A major exclusive
feature of the RS1080 not found in any
other receiver is our bass extender and
bass range level control. At a flip of a
control you can boost bass response up to
12dB at either 45 or 80Hz. Electrically
tuned circuits assure sharp roll-off
characteristics, and a tremendously

‘M{g. suggested retail price

noticeable improvement in bass response
without muddying-up the mid range or
increasing hum or rumble. The result is a
truly sensational improvement in sound
quality in your listening room with any
speaker system.

RS-1060, 1080
TUNED BASS EXTENDER

INPUT TERMINAL AUX 1 4

|} OUTPUT TERMINAL: SPEAKER__| | | ||
2 OUMMY LOAD: 8 Ohms ] 1
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Sure., maybe some late-comer audio
manufacturers have good receivers on the
market, but at Fisher, we are convinced
that our RS1080, priced at $900*, is the
world’s finest. Look at and listen to the
Fisher 1080. Available at fine audio stores
or department store audio departments.

©1977 Fisher Corporation, 21314 Lassen Street

Chatsworth, California 91311

7 FISHER

The first name in high fidelity.
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You are a difficult loudspeaker
customer. You know exactly what
you want. And you've checked

them all. Seen some beauties (they
didn’t sound that good). Heard some beauties (they didn’t look
that good). Some looked and sounded good (they were very
expensive —and would they last?). What you need are
beauties (looks, sound and price) that are beasts (power han-
dling, efficiency and durability).

At last. You've found them.

Introducing the Jennings Research line —all beauties and
beasts. From the left: Contrara P, Contrara Elan, Contrara R,
Vector Two, Vector One. Beautiful looks. Beautiful sound. And a
beautiful price. Beastly efficiency. Beastly power handling. And
beastly durability.

It took dedication, perseverance and the experience of
three renown loudspeaker veterans to create this perfect
mariage of beauty and beast (one was a designer, one an
engineer and one a craftsman). Together they proved that
technology didnt have to be ugly. And that products that
were both beauties and beasts could be built at an affordable
price

At Jennings Research we put a lot of beast in all our
beauties. As we continue our search for technological perfec-
tion we create some of our own innovations. Here are a few.

LPC (Linear Phase Coherrent)

The process of aligning the emitted sound of all the i :" Typical
reproducers in the same plane is Linear Phase Component
Coherrent engineering. The result gives the listener \/V\/ L Aroy

voices with unparalieled clarity and the High
localization of musical instruments in sonic space.  fequency l
Most important, the listener hears sound phased in - reproducer —
“real time,” as originally performed — not with the N
highs reaching his ears before the lows do (s it is e Linear

A 400 Watt Stereo Power Ampilifier with loudspeakers that have a typical component J\f\/ y Phase
from the same designer, engineer and craftsman. array). See the illustration. Both LPC and IAF gre  low Cohement
used in Jennings Research Vector Series and the  freauency
Contrara Elan. reeEEa l—

| Voice Coils

IAF (integrated Acoustic Foam)
One of the recent innovations in Jennings Research engineering
Is the use of Acoustic Foam as a part of the cabinet enclosure.
The foam which surrounds both high and mid-frequency
reproducers controls random reflections and absorbs spurious
sound. Since IAF becomes a part of the cabinet, it does not
hinder the acoustical/mechanical operation of the reproducers.
IAF has made possible the simplification of crossover electronics
and the solution of the phase problem created in Linear Phase
Coherrent engineering. Other manufacturers have attempted
to rectify this with excessive clrcuitry and marginally operational
additional drivers.

Cabinet

Passive Low Frequency Accentuator

All the models in the Jennings Research Vector Series make
use of a rear mounted passive low frequency accentuator
which moves in phase with the low frequency reproducer
and “shares the load.” The result is Increased power handling
capacity and increased bass clarity. Bass response is
extended without the accompanying volume loss found in
vented box loudspeakers. The accentuator is mass loaded
with a precision steel weight.

JENNINGS RESEARCH INC.

1115 E. 63rd St., Los Angeles, California 90001
In Canada: Audio Dimensions, Ontario

Copyright 1977 Jennings Research Inc.



Technics introduces a 321 element IC
or, in plain English,
more torque.

It'sin the SL-1400, Technics’ semi-automatic direct- won't affect turntable speed. The reason: A frequency
drive turntable. With our latest advance: The one-chip generator servo control. But direct drive isn’t all the
321 element IC with three high-capacity power SL-1400 has going for it. For outstanding low
transistors. Those 321 elements translate to one reason tracking error, there’s an ultra-sensitive gimbal-
why the SL-1400 will reach the exact playing suspended tone arm. With an effective

speed within /3 of a revolution at
33'/3 RPM. That's torque.

But equally important, the SL-1400
has the Technics direct-drive system.
The same system radio stations use.

And discos abuse.
Professionals prefer our direct-drive

pivot- to-stylus length of 9",

And all you do is place the stylus on the
record and the SL-1400 does the rest. From
auto cut. To auto return. To auto shutoff.
You’ll also get one anti-skating adjust-
ment for all types of styli. Variable pitch
controls. An easy-view stroboscope.

system for the same reasons you will. Like . . Viscous-damped cueing. Feedback-
inaudible wow and flutter (0.03% WRMS). Direct Drive System insulated legs. As well as a hinged de-
Because with our system the platter is part of tachable dust cover and integral base.
the motor. So there aren’t any belts, gears oridlers So get the SL-1400. And get the precision
to produce speed variations. of Technics direct drive. The convenience

You won’t hear any rumble, either. Because our of semi-automatic operation. And the advantage
DC motor introduces so little vibration into the system of increased torque.

that rumble remains inaudible (—70dB DIN B).

And load changes in AC line voltage or frequency ,IbChniCS

byPanasonic




speed (just as discs were sometimes re-
corded below 78 rpm so that when played
back on a standard machine they would
sound more brilliant). Evidently the pro-
ducer of the Klavier dubbing of the Rhap-
sody rolls thought this, for his version is
perceptibly slower than Mr. Kazdin's and
the Mark 56 dubbing. Having reviewed
these other two dubbings (and not knowing
which of them corresponded to the indi-
cated playing speed), I am pleased to have
the information in his letter; I still think it
would have been desirable to include it in
the liner notes.

The other point is more complex. Rather
than hearing, in the Columbia recording,
notes that aren't there (that is, the arpeg-
giated figures), I was referring to the fourth-
beat chords that are there. For whatever
reason, the first of these chords is not au-
dible in the Klavier dubbing of the roll (the
one I used for comparative listening, since
the other one, correct speed or not, gives me
the jitters)—but on checking I find that it’s
clearly present in the Mark 56 dubbing!
(Whereas the opposite situation obtains
with the second chord!) All of which leaves
my faith in piano rolls even shakier than
before.

Given the fact that Mr. Kazdin has pro-
duced a mammoth—and honest—fake, |
would not have minded had he doctored
the roll a bit to produce the correct pitches
for every one of these chords, instead of
making do with the available notes from
the “‘orchestral” part. It's hardly necessary
to be excessively scrupulous about what is,
after all, a technical-musical jeu d'esprit—
in which connection I might add that I can
hardly subscribe to the “ethical” objections
I've heard raised against this recording. Fit-
ting the orchestral part to a piano roll may
not be standard operating procedure, but |
imagine that Mr. Thomas, in his regular
work with orchestras, has more than once
come up against a visiting celebrity pianist
scarcely more flexible than a piano roll.
Such concerto performances take place ev-
ery week somewhere in the world, the only
difference from the Columbia project being
that the soloists appear to be still alive.

Johnny Mercer Remembered

Of the many concerts | have attended, none
was more memorable than an afternoon at
Town Hall when Johnny Mercer, accom-
panied by Jimmy Rowles, sang his own
songs for more than two hours.

Of the many magazine articles 1 have
read, none was more memorable than Gene
Lees's tribute [October] to this giant of pop-
ular song.

Les Line
New York, N.Y.

I just read “Greatness Was Too Easy" and
had to tell you what a beautiful and moving
tribute it was to a man | thoroughly ad-
mired and enjoyed over the years. Maybe
Johnny wouldn't agree, but I thought he
was a great singer.

Dick Cushen

Lebanon, Tenn.

I was saddened by the recent death of
Johnny Mercer and peeved that most publi-
cations gave his passing such scant atten-
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tion. That made the column about him by
Gene Lees all the more gratifying.
David C. MacKenzie
Tulsa, Okla.

Toscanini and Philadelphia

In 1967 B. H. Haggin wrote in HiGH FIDELITY
that there were “historic great perform-
ances of great works with which Toscanini
was identified that RCA could and should
issue”—such as the 1940 broadcasts of
Verdi's Requiem and Beethoven's Missa
Solemnis, which are “far greater (than the
approved Requiem of 1951 and Missa of
1953) in the way Toscanini's 1941 Schubert
Ninth with the [Philadelphia] Orchestra is

greater than his 1953 performance with the
NBC Symphony.” And yet the public could
get to hear these unique documents only
through the record pirates. So now that one
source of these performances is no longer in
existence, | wonder how we wil] ever get to
hear any of the great unissued broadcasts
and concert recordings with not only the
NBC Symphony, but also the Philharmonic
and even the Vienna Philharmonic (from
the 1937 Salzburg Festival performances of
The Magic Flute, Falstaff, and Meister-
singer)—especially since RCA doesn't have
permission to issue them.

Not too long ago I was informed by John
Pfeiffer of RCA that the company "does not
have permission to issue recordings which

Rugged

Neoprene
head mount

for good
alignment

Heavy,
3/16" plate
for good

10” NAB
reels
(or5"or7”
standard)

Only seven
moving
parts

One-piece,
4%2 pound
flywheel-
and-capstan

Two channel record/ playback capability. (Other models with
four, two or one channels; Vs, %2 or full track; playback only.
Extra performance options available.)

Compare all the features of the Crown CX-824 with any other
reel-to-reel recorder you may be considering. And then compare
the price. Crown represents the real value.

Send directly to Crown for
Fast P ’ay back ALy specifications on Crown tape recorders.

Name
Address

crown ;.

Box 1000, Elkhart IN 46514

When listening becomes an art,

2"

HF-11
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Waitham, Massachusetts 02154 ¢ (617) 899-8090
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dbx your
casscttes

and get studio quality live recordings with absolutely no audible tape
hiss. Preserve the full dynamic range of the music. With dbx 122 noise
reduction you get 30 dB better signal-to-noise ratio and enjoy the
bonus of 10 dB extra headroom in recording. Use the dbx 122 to
make copies on cassette that cannot be distinguished from the originals.
dbx 122 noise reduction nearly doubles the dynamic range,
and increases the signal-to-noise ratio of any cassette machine by
30 dB, allowing cassette sound to approach open-reel quality for the
first time. The unique dbx system prevents the normal high frequency
tape saturation which plagues standard cassette recordings and
transforms your cassette recorder into a genuine high fidelity instrument.
Ask the dbxpert af your dealer to show you how the dbx 122
noise reduction systerm makes a miracle nmachine out of your present
cassette recorder. For complete product information and a list of
demonstrating dbx dealers in your areq, circle reader service number
or confact:

dbx, Incorporated, 296 Newton Street
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neither Maestro Toscanini nor his heirs ap-
proved.” Besides the 1940 Requiem and
Missa, there are other great things such as
the 1938 Brahms Third and Strauss Don
Quixote (with Emanuel Feuermann); the
1939 Berlioz Harold (which Harris Gold-
smith praised in these pages recently) and
Mozart Prague; the 1940 Tchaikovsky Nut-
cracker Suite and Stravinsky Petrushka ex-
cerpts; the 1941 Strauss Heldenleben,
Haydn No. 99, and Mozart Sinfonia Con-
certante K. 364; the 1942 Brahms Fourth; the
1943 Haydn Nos. 94 and 104 and Mozart
Concerto K. 595 (with Horszowski); the
1944 Mozart No. 29 and Haydn No. 92—all
extraordinary and historic musical perform-
ances. RCA has never issued them, even in
the face of repeated pleas from music
lovers; but now it seems that RCA could not
release them even it it wanted to, because
the Maestro’s heirs are reported to have re-
acted with this attitude: "Why issue the
Verdi Requiem of 1940, when there is al-
ready a Verdi Requiem?"” If that is so—I
would hope that it isn’t—then why did they
give RCA permission to issue the Phila-
delphia performances?

Now that we finally have the Phila-
delphia recordings, RCA should turn to the
matter of getting the permission of Tosca-
nini‘'s heirs to issue the great NBC Sym-
phony broadcasts.

Donald B. Drewecki
Troy. N.Y.

“Postscript” Postscripts

To clarify a point raised in Conrad L. Os-
borne’s “Postscript” on the 1941 Met Tris-
tan recording [November] for the benefit of
those benighted HicH FIDELITY readers who
do not see Musical Newsletter, let e note
that the passages inserted (from the 1940
broadcast) into this recording are as fol-
lows: Act Il, Scene 2—after Tristan's en-
trance, from “Bist du mein?"' to "O {Wonne
der Seele]”; and in Brangane's Watch, from
“|die den Schldfern Schlimmes] ahnt”
through the bar before Isolde's “Lausch’,
Geliebter!”

1 am informed by Mr. Dario Soria, man-
aging director of the Metropolitan Opera
Guild, that these insertions, involving only
a couple of minutes, had to be made in or-
der to replace dropped-out material in the
1941 broadcast, and that the booklets ac-
companying a second printing of the
recording now in process will carry a note
to that effect.

For the incredible truth about Bod-
anzky's cuts in Tristan and other matters,
however, your readers will have to consult
my article in Musical Newsletter.

David Hamilton
New York, N.Y.

Conrad Osborne’s review of the broadcast
recording of Tristan und Isolde [October]
deplores the Metropolitan Opera’s "old”
tradition of heavily cut Wagner produc-
tions. Far from being an “old™ habit, most
of those same cuts were being made in 1971
and 1973 while Leinsdorf was still the con-
ductor. To distort Tristan by suppressing
fifty or more pages seems unforgivable. Can
anyone say when (if ever) New York au-
diences last heard a complete performance
of this masterpiece? Nor is Tristan the only
victim of the Met's scissors. Siegfried had
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Introducing Accutrac.

The only turntable in the world
thatlets you tell an LP which selections
you want to hear, the order you want to hear
them in, even how many times you want to
hear each one.

Sounds like something out of the 21st
century, doesn't it? Well, as a result of
Accutrac’s electro-optics, computer program-
ming and direct drive capabilities, you
can have it today.

Just imagine you want to

hear cuts 5, 3and 7 in that order.
Maybe you even want to hear cut
3 twice, because it's an old favorite.
Slm7ply press buttons 5, 3, 3 again,
then 7. Accutrac’s unique infra-red
7" beam, located inthe tonearm head, scans
P/ therecord surface. Over the recorded

¥ portion the beam scatters but over the smooth
surface between selections the infra-red light
is reflected back to the tonearm, directing it
tatollow your instructions.

_Accutrac.
atable with eyes.

What's mo-e, it can do this by cordless
remote control, even from across the room.

The arm your fingers never have to touct.

Since Accitrac’s tonearm is electroni-
cally directed to tne record, you never risk
dropping the tonearm accidently and scratch-
ing a record, or damaging a stylus.

And, since it cues electronically, too,
you can interrupt your listening and then
Flck it up again in the same groove, within a

actionofarevolution. Even the best damped
cue lever can't provide such accuracy. Or
safety.

What you hear is as incredible as what
you see.

Because tne Accutrac servo-motor
which drives the tonearmis decoupled the
instant the stylus goes into play, both hori-
zontal and vertical friction are virtually elimi-
nated. That means you get the most accurate
tracking possible and the most faithful
reproduction.

You also get wow and flutter at a com-
pletely inaudible 0.03% WRMS. Rumble at
—70dB (DIN B). Atracking force of a mere
3/4 gram. And tonearm resonance at the
ideal 8-10 Hz.

The Accutrac 4000 system. When you
see and hear what it can do, you'll never be
satisified owning anything else.

Its father was a turntable.
Its mother was a computer:

The Accutrac4000
Ablc



five minutes eliminated from Act 111 in both
1972 and 1975.

Perhaps there is a little hope. Critics such
as Osborne seem to be having an effect: Af-
ter being drubbed in the Times and by crit-
ics in several tour cities for last season's
hatchet job on Die Meistersinger, the Met
has announced that this season’s perform-
ances will be the first uncut ones in the
company's history. They should be billed
as the Metropolitan premiere of the opera
Wagner composed.

James Bodge
Somerville, Mass.

Yes, this season’s early performances of
Meistersinger were uncut—until opera-
house realities caught up, in the form of a

time squeeze between the immovable 7:00
p-m. curtain (already moved up once, from
the 7:15 starting time printed on the tickets)
and the overtime witching hour of mid-
night. Small cuts were then re-introduced,
but even so the resulting edition was one
of the most nearly complete to be seen to-
day. Indeed, while Mr. Osborne’s comments
implied no description of post-1941 prac-
tice, the situation is surely improving. A
five-minute cut in Siegfried, however an-
noying (and for so little time saved, why
bother?), is minor compared to the treat-
ment usually accorded the opéera. And wit-
ness this season’s Meistersinger, Lohengrin,
and Walkiire. (At time of writing, Erich
Leinsdorf reportedly planned to conduct
the latter’s late-January revival uncut.)

Has the widest range with least distortion of any speaker
its size. The tweeter and mid-range, as on the KLIPSCHORN, are
horn loaded. The woofer, a low compliance direct radiator
mounted in a total enclosure, puts out far more bass than you’d
expect. And everything you hear is clean honest sound. None
of the distortion inherent in acoustic suspension systems. The
HERESY is the nearest thing to a KLIPSCHORN you'll find in a
small speaker. This coupon will bring you the name of your
nearest dealer and information on all Klipsch loudspeakers.

klipsch

P.O. Box 688 H-2, Hope, Arkansas 71801
Please send me your latest brochure and list of dealers.

Name
Address

City —=

in Cansds: Superior Electronics, Inc.

Phywood construction
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Bernard Herrmann

I would hate Royal S. Brown to go un-
thanked for his splendid interview with the
late genius Bernard Herrmann [September].
In probing Herrmann on his working rela-
tionship with Alfred Hitchcock and in stim-
ulating him to expand on his over-all theory
of film music, Brown covered ground that
most other interviewers skirted over.
Craig Reardon
Redondo Beach, Fla.

More on Avery Fisher Hall

One sentence in Hans Fantel's “Back to
Square One for Avery Fisher Hall" [Octo-
ber] requires amplification. Bass instru-
ments gain augmentation through a wood
floor that acts like the sounding box of
stringed instruments, so acoustician Cyril
Harris “will install a wooden floor to act as
a transmission surface for low fre-
quencies.” Due to the lack of a proscenium
arch and its attendant fire curtain in Phil-
harmonic Hall, the old floor was so fire-
proofed that it amounted to little less than
marble. It was petrified wood; it should
have been replaced before millions were
spent and respent, and an auditorium gut-
ted.

William Allin Storrer

Columbia, S.C.

Replacement Styli

I noticed in “News and Views" [October]
that 1.0.1. is discontinuing production of
special styli for playing old records. A
source that I have used and can recommend
is Expert Pickups Ltd. 1 purchased one of
each of its elliptical diamonds, which I use
in my Shure M-44 cartridge with a Lenco
L-75 turntable. The results are excellent.
Phillip Rochlin
Accokeek, Md.

Expert Pickups is a worthy firm with a long-
standing reputation among collectors of
antique records. But since it is overseas and
specializes in replacing the tips on existing
stylus assemblies (rather than supplying
complete assemblies), American collectors
may find it somewhat less handy to deal
with than 1.0.l. was. The prices we have
seen run under $10 for conical tips and un-
der $15 for truncated ellipticals or those for
Edison Amberol cylinders; some complete
assemblies do appear to be available at un-
der $25 with the truncated tip for Shure M-
44 series pickups. These prices do not in-
clude packing, postage, or bank clearance
charges. Interested collectors can write to
Expert Pickups Ltd. at P.O. Box No. 3, Ash-
tead, Surrey KT21 2QD, England.

Correction

The article “Ivan Berger Chooses a $1,000
System” [December] mentions the Hege-
man H-1AV loudspeaker at $318 per pair.
The Hegeman H-1AV is currently priced at
$390 per pair. We would appreciate your
calling this error to your readers’ attention.

Nanette Posner

Hegeman Laboratories, Inc.

East Orange, N.].
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Is it live, or is it Memorex?
Well, Melissa?

We put Melissa Manchester to the Memorex test
was she listening to Ella Fitzgerald singing live, or
a recording on Memorex cassette tape with

MRX., Oxide?

It was Memorex. but Melissa couldn't tell

It means a lot that Me.mor.ex can stump a s nger,
songwriter and musician like Melissa

In fact. when you record your own music,
Memorax can mean all the difference in
the world

MEMOREX Recording Tape.

Is it live, or is it Memorex?

-

{

o

’
1977 Memorex Corparation
Sants Cliva Califormia 95042 S A
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Ever since the invention of the re-
corded disc annoying ‘“clicks” and
“pops” caused by scratches, static
and imperfections have consistently
disturbed the listening pleasure of
music lovers.

Now, SAE introduces the unique model
5000, an Impulse Noise Reduction
System which eliminates those un-
wanted sounds with no adverse effect
on the quality of the recorded material.

This breakthrough in electronic cir-
cuitry is so demonstrably effective
that the SAE 5000 is destined to be-
come an essential part of any sound
system.

The SAE 5000 is compact and sleek,
built to SAE’s exacting standards, and
ready to enhance the performance of
any system, from the standard receiv-
er/turntable combination, to the most
sophisticated audiophile components.

SAE is proud to add the 5000 to their
broad line of Components for the
Connoisseur.

= A= |

Scientific Audio Electronics, inc.
P.O. Box 60271, Terminal Annex
Los Angeles, Cal 90060

Please send more information on the i
5000. =D
BF 77.

Name =

.
| !

Address - _

city_

|
|
|

State Zip
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An Art Gone Astféy b; cone Loes

NOT SO VERY LONG AGO, anyone who
went to a world's fair or some similar
exposition was likely to see models of
transportation of the future. They
were wonders of bustling efficiency:
tiny cars and trucks and buses and
airplanes and boats hastening
through tiny landscapes in the clean
and adroit discharge of their mechani-
cal duties.

Today we are cursed with clogged
highways and the eye-smarting, lung-
searing effluents of the realization of
that horrendously clumsy system so
cheerfully foreseen by myopic vision-
aries. To drive south from New York
City through the stink of the New jJer-
sey flats and view the hideous pano-
rama of transport near Newark air-
port is to see that ancient expectation
fulfilled, but the dream has turned
into a nightmare.

The years since World War Il have
been an epoch of change so rapid and
constant as to be dizzying. Our expec-
tations, once aspirant and—as it seems
from our present perspective—naively
optimistic, have been honored chiefly
in their disappointment. We expected
the world to become continually bet-
ter, politically freer, and socially safer
and more equitable under the benign
rule of an educated populace capable
of more intelligent decisions about its
own political, economic, social, and
aesthetic evolution.

Instead, the young men coming
home from the war found that a gen-
eration of somewhat older men,
driven by an insecurity created by the
soul-withering ordeal of the Depres-
sion, had taken effective control of the
country's economic machinery and,
by extension, of its political life. As a
now-prominent attorney put it, "By
the time we got back, it was too late.”

The price we have paid, and are still
paying, for the damage done to men'’s
psyches by the Depression very nearly
became the death of democracy in
America. Indeed, it remains to be seen
whether it can yet be restored to the

health it enjoyed in the time before
the computer tracking of almost ev-
eryone's life and the government'’s as-
sumption that criminal activity was
its moral right.

Chico O'Farrill, the brilliant Cuba-
born composer, became known in the
U.S. for his writing for Dizzy Gil-
lespie, Stan Kenton, and Benny Good-
man. Little of his symphonic music
has been accessible in North America,
though 1 have heard tapes of it made
by the Havana and Mexico City sym-
phony orchestras. O'Farrill's jazz
alone, however, assures his position
as a musician of stature. Like so many
others of foreign birth, he has a far
more acute appreciation of the valu-
able elements in the norteamericano
culture than most native Americans.

When he was first writing for Amer-
ican orchestras, there seemed to be ev-
ery reason to expect this country's
musical culture to continue to tran-
scend and exceed itself. But by the
1960s, O'Farrill was reduced to mak-
ing a living (albeit a good one) for his
family by composing television com-
mercials and the background “pads”
for rock record dates and the surpris-
ingly large, though ghettoized, "'Latin”
music market.

During the Sixties, it was my cus-
tom to spend most Saturday evenings
at O'Farrill's home. 1 would arrive
about six or seven o'clock, and Chico
would heave his weekly sigh of relief
from the horrors of creating the high-
est-quality trash of which he was ca-
pable, for cynical admen and illiterate
record producers who would pro-
claim him brilliant for the absolute
minimum of his talent. He would
break out the Scotch, then the Berg or
Stravinsky or Debussy records,
chuckle, and say, “All right, now let's
listen to the real music.” And for a few
hours we would retreat into that fir-
mament where music is art, not indus-
trial artifacts.

On one such evening, Chico

Continued on page 19
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Credentials Like These Are Worth Reading

When you're buying speakers. vou want
to talk specs. And we don’t blame you.
In fact, we encourage it. Because when
you invest your good money in a pair
of speakers, you want more than just a
pretty cabinet.

Consider the new Jensen Spectrums.
These good sounds didn’t just happen.
They're the result of extensive engi-
neering efforts and exhaustive testing.
Testing that ranged from exacting mea-
surements in laboratory “live” rooms
and anechoic chambers to in-depth con-
sumer surveys.

Examine our Spectrum Model 540.
It’s an excellent example of the superb
specs you'll find throughout the Jensen
Spectrum Series.

The Spectrum 540 is a 3-way. 4 ele-
ment system that is so efficient it can
be driven with as little as 10 watts
continuous power. Its maximum power
rating is 75 watts continuous.

The woofer is a 12 long-throw, high
compliance design. Special acoustic
suspension and in%inile baffle enclosure
give you extremely low distortion. And
a high temperature voice coil affords
high power handling. Magnet structure
weight is a hefty 472 lbs. with a Gap
Flux Density of 10,000 Gauss.

Two 3%2" cone midranges give ex-
cellent power handling and eliminate
break-up in the critical midrange re-
gion. Tuned isolation chambers control
response al the low end of the midrange
spectrum. They also provide acoustical
isolation in the cabinet between the
midranges and the woofer. An edge
damped rim suspension with specially
trealed molded cone offers sharp. clear,
midrange reproduction.

A 1%" Mylar® rear damped hemi-
spherical dome tweeter offers a disper-

sion of 1707 Its large.lightweight voice
coil gives high power handling, vet
maintains a row mass for good high
frequency reproduction.

Tweeter and midrange controls allow
vou to adjust your Spectrum System to
room conditions and listening prefer-
ences: controls are front mounted for
convenience,continuously variable, cal-
ibrated in db attenuation from a max-
imum. or flat, response.

FREQUENCY RESPONSE

About as flat as vou can get...and that’s
good. The Frequency Response Range
is an admirable 25 to 25.000 Hz.

TONE BURSTS

“Blurring” and “Overshoot” are reduced
to a minimum in this acid test of tran-
sient response. The Spectrum 540 re-

JENSEN

SOUND LABORATORIES

f Pe t er Park. |

produces each waveform accurately
with low distortion.
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Distortion is kept to a minimum in
Jensen Spectrum Speaker systems.

The cabinet is built with solid walnut
front moldings and walnut veneer on
wood composition panels. All walnut
surfaces are hand rubbed for a rich
luster and beauty. The baffle is finished
in an attractive, durable black pebble
grain.

In short. Jensen Spectrum speakers
aren’t designed to put out the most
amount of bass or the most amount of
treble. They're designed to put out the
right amount. We consider them to be
the best speakers we've produced in 50
vears. Simply because when it comes to
sound reproduction, they're extraordi-
narily accurate. And that’s what specs
are all about.

For further information and name of
your nearest authorized Spectrum
Dealer. write to: lensen Sound Labora-
tories, Dept HF-27 4136 United Parkway.
Schiller Park. lllinois 60176.




You may have roticed that few turn-able manufcctu-ers ccll vour cttenticn
to the critical role cf the tonearm in record playback. Cual is an exception.
Whatever the shape, materials, or mechanics of a tonecrm, the goal s
always the same tc maintain the cartridge in the ccr-ect geomerric relation-
chip to the groove. and to permit the stylus to follow the ccntau-s of the groove

wclls freely and accurately. Whenever
ewant you -he stylus caqnot fdllow the groove
noW more ab0ut Unduloiions, = will gouge its
ow1 way. And as we hcve
t A d wh frequently reminded you, there i
onearms- n y no way to repair a doamcged
h reccrd. Every torearm de-
Ot ers may mtl sigrer should consider
g=sometry, mass, balance, resonance, bearing friction. and the accuracy and
stabi ity of setftings ~or stylus force and cni -skating. Howeve-, desgite the simple
fact that the shortest distance between twc points is a straight line, some de-
signers are more concerned with appearance. Hence, the curved tonearm
whose ceviat ons be~ween pivot and stylus simply add moss. reduce rigidity
and increase -he likelihood of resonance.
Dual eng neers have always designed for optimum performance. The es-
sential differences in approcch and results are indicatec below. You mright keep

oIl thts in mind wher you are consuderlrg your nexf Turm‘oble Chances are
‘Iiwomﬁfobe‘oDual - »




summed it all up in four words: “I am
so disappointed.”

The confession was so simple and
heartfelt, and so perfectly expressed
the malaise of so many fine musicians
in the U.S,, then and now, that | have
never forgotten the moment.

There are among us many musi-
cians who function in several genres
and do not divide and subdivide mu-
sic into categories. For men such as
O'Farrill there are, in the aphorism
variously attributed to Debussy, Rich-
ard Strauss, and Duke Ellington, only
two kinds of music: good and bad.

There is a lot of bad jazz, but gener-
ally jazz has provided much of the
best expression of our culture.
Though one encounters on occasion
excellent country and western music,
the mean of the genre is as banal, gar-
ish, and trashy as a neon-outlined
roadhouse. (John Hartford's recording
of his own “Gentle on My Mind" is
one of the fine moments in popular
music. Jerry Reed's early recordings,
such as “Roving Gambler,” “In the
Pines,"” and “Georgia on My Mind,”
are superb, but since attaining wide
popularity he has let his work sink
back to the mawkish level of most
Nashville music.) Those with a true
contemplative love of music are usu-
ally quick to appreciate excellence, no
matter what the textbook label af-
fixed to it. Thus the problem of Ameri-
can music is not one of categories or
hierarchies.

Nor is it a matter of a person's
age. | constantly encounter musicians
in their early twenties, or even their
teens, whose proficiency on their in-
struments surpasses that of artists of
thirty years ago, just as 18-foot pole-
vaulters make Cornelius Warm-
erdam's headline-making 15-foot
jump into a footnote of history. And
these young people have an odd wist-
ful yearning for an era before their
birth. Sitting at the piano, or trumpet
in hand, reading through fake books,
they discover in the harmonic rich-
ness of popular music in the Forties,
Thirties, and even Twenties a mod-
ernism in poignant contrast to the mu-
sic in the current period of—to use
Clare Fischer's apt phrase—""harmonic
retrogression.”

No, it is not a generation gap; it is a
cultural gap. For there is a general
feeling among the musically educated
that we have failed our artistic des-
tiny in this country, that our bright
promise has gone astray and perhaps
will never be fulfilled.

How did we come to this cultural
disappointment? Many complex fac-
tors have acted within and upon our
music to bring us to this condition,
factors | propose to examine in the
months ahead.

<«€— CIRCLE 17 ON READER-SERVICE CARD

The Adven
- Recelver.

If you would like the kind of sound people associate with expen-
sive combinations of separate preamps, power amps, and tuners,
but your budget gets you barely beyond the lowest price class in
receivers, the new Advent Receiver (the Model 300) is the thing
to hear.

Within its power limits, the new Model 300 is designed to com-
pare directly in sound quality with the most expensive separate-
chassis components. But its suggested price, $260, is just a step
above the “entry level” in today’s receivers.

The Model 300 has a totally new phono preamp circuit (the
Holman Circuit) that is equal or superior to anything you can
find in the best separate preamps. Its tuner section will get as
many FM stations clearly and free of noise as far more expensive
tuners and receivers. And its power amplifier will drive virtually
any loudspeaker (including all Advents) under most home listen-
ing conditions.

Unlike many present receivers, it will deliver its full rated
power — 15 watts per channel into 8 ohms, 40-20,000 Hz, with less
than 0.5% THD — into actual speaker loads, not just into a resis-
tor on a test bench. And the loudness it can achieve in actual use
equals that of many units of twice its rated power.

For more information, please send us the coupon.

Thank you.

To: Advent Corporation, 195 Albany Street, Cambridge,
Massachusetts 02139
Please send information on the Advent Model 300 Receiver.

ADDRESS ____ = - — = _

CITY — — — STATE ZIP.
U R I BN BN BN BN BN R BN BN BN BN BN On BN BN 0w 0w Em

]
i
i
i
NAME - S S S _ _ l
-1
|
-

Advent Corporation,
195 Albany Street, Cambridge, Massachusetts 02139
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Some*®5 blank cassettes have
the nerve to tinker with Beethoven.
Wk think it's outrageous.

HIGH FIDELITY MAGAZINE



‘Beethoven, even when he
was deaf, knew exactly how a pic-
colo sounded inrelation to the rest

of the orchestra. Some cassette man-
ufacturers would just as soon forget.

Their cassettes give the piccolo and
other high frequency sounds a dis-
torted prominence. They appear to
dothis deliberately, regarding
absolutely natural sound as raw
material to be improved upon.

At BASF, we think this is
an abomination. We're purists; we
stake everything on total accuracy
of sound reproduction. You will
never encounter artificially en-
hanced high frequencies in our
cassettes. We believe that if you
care enough to buy an expensive
audio system, the last thing you
need is a cassette that imposes
its own dubious tastes upon your
sensitive ears.

Faithful reproduction entails
more than miracle ingredients and
fanciful initials on a cassette label.
At BASF, we begin with the best
quality ferric oxide. We mill g
it by a patented process to

pees

achieve maximum packing den-
sity and uniformity of coating. We
use an exclusive chemically cross-
linked polymer binding which
will never deteriorate and cause
head-related frictional noise or
wow and flutter.

We use a unique multi-stage
polishing process, and our slitting
technique results in an edge that’s
clean even when viewed under
a microscope. Even our cassette
case is different, incorporating
our patented Special Mechanics,
designed to assure smooth tape
feed for years of dependable
performance.

[s completely natural sound
worth that kind of effort? To peo-
ple who know the difference, it is.

At BASF, we're purists. We've

been obsessed with total accuracy
since we invented magnetic tape
back in 1932. There are no short-
cuts to perfection. But you knew
that when you planned your own
audio system. We’'ll give you no
reason to compromise when

BASF The Purist

Our Promise: the purest, most accurate sound that tape can reproduce.

FEBRUARY 1977

you buy our cassettes.
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THEBEST
KEPT SECRET
INTHE
AUDIO INDUSTRY.

That's the way it's been. But no more.
We want the world to know that we
make loudspeakers . .. probably the
very best made anywhere. And the
only way we know of convincing you
is for you to go to your audio dealer
and listen to a Frazier. If your dealer
doesn’t have Frazier, ask him to get
Frazier. Or go somewhere else. Once
you hear a Frazier, we're pretty sure
Kou’ll buy a Frazier. Frazier. The best

ept secret in the audio industry. Until
now.

RAZI,
RAZ.

C/ER

JER :

RAZIER

ZIER JRAZIER JRAZIE

{ZIER JRAZIER JRAZ]

y

ZIER JRAZIER JRAZ]

-

1Z/ER JRAZIER JRAZI,

1ZIER JRAZIER JRAZ
1ZIER JRAZIER JRAZ.
PAZIER JRAZIER JRAZ

RAZIER JRAZIER JRAZ

INCORPORATED

DOMESTIC
1930 Valiey View Lane
Dallas, Texas 75234
214/241/3441

INTERNATIONAL
2200 Sharnes Drive/P.O. Box 882
Westbury, L.I., New York 11590
Cable: “Churchin” Westbury, N.Y.
Telex: 961474 /Telephone: 516/334/3303

Fine loudspeakers from $60.00 to $1,200.00
Write or call for the name of your nearest Frazier
dealer and for descriptive brochures
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Which would give me the best sound: a pre-
recorded, Dolby-processed cassette, or a cas-
sette tape | record (from a turntable) myself?
| use TDK SA C-90 tapes and a Marantz 5420
deck. Also, once I've recorded a tape, do [ lose
any fidelity by erasing and recording on that
same tape?’—Byron Roloff, Corvallis, Ore.
We'd love to be proved wrong, but right now
we'll bet on the disc copied at home—if your
disc-playing equipment is up to snuff and
your deck correctly adjusted for the tape.
While Dolby cassettes represent a great step
forward, their manufacture still requires
more tape transfers than that of a disc.

Before re-using an already recorded tape
we prefer to bulk-erase it, rather than relying
solely on the deck's erase head. This usually
makes a small mprovement in signal-to-
noise ratio. But in practice there should be
no difference between the recorded sound on
there-used tape and that on a new one of the
same type.

| hereby denounce the plastic dust cover so
commonly used with turntables—even the
top models on the market. It is highly suscep-
tible to static. | checked its effect on tracking
on a dry day. Using the Shure stylus gauge, |
found that the closed cover reduced tracking
force by ¥z gram. In New York City, closing
the cover during play is a must. | find myself
rubbing water on the cover prior to every
play. Isn't there a better way?—William Chan,
Brooklyn, N.Y.

For thereason you indicate (which can be ob-
viated, as we explained in the October 1975
‘News and Views,” with the Zerostat static
neutralizing “‘gun’’), as well as susceptibility
to acoustic feedback, we recommend that
such plastic covers, at least on single-play
turntables, be removed entirely while a disc
is playing—even in New York City. The health
of the disc can be best attended to by clean-
ingitcarefully before and after each playing.

| possess Bang & Olufsen equipment consist-
ing of an amplifier, open-reel tape recorder,
turntable, and speakers. | am considering
adding a tuner and stereo microphones to
this system, although | have not yet decided
on any particular brands. My problem is that
all the models | have looked at have single-pin
sockets, whereas my B&O equipment has
five-pin DIN sockets. Is there a product on the
market that will enable me to connect a tuner
and microphone with single-pin connectors

to my amplifier?—David Brocklebank, Grand
Blanc, Mich.

Most well-equipped audio dealers (especially
those who sell equipment using DIN plugs)
stock DIN-to-pin adapters. They should do
the trick, though levels may not be well
matched between components and either in-
sufficient gain or input-stage overload can
result if the mismatch is severe.

| have owned a Thorens TD-124 turntable
since it first came out. Over the years, when-
ever | thought of modernizing or upgrading, |
came back convinced | could not do any bet-
ter. But one thing has disturbed me, and that
is rumble level. | like to play my symphonic
music, etc., loud—but the rumble level mili-
tates against it. The “low filter’’ helps some-
what but not enough.

Is it possible to have a filter built to cut
down the specific frequencies at which the
rumble appears? If so, do you know what that
frequency is? Could it be designed with nar-
row enough discrimination not to affect the
over-all sound?

If it helps, | have an Ortofon cartridge (new-

est elliptical) with Ortofon arm, Mcintosh 250
amplifier, Dynaco PAT-4 preamp, and a pair
of 15-inch Tannoy speakers. (Great sound!)—
Walter E. Judelson, Bronxville, N.Y.
A specially designed filter of the type you
suggest would probably cost more than a
new turntable—and it's not likely to work too
well since you would almost certainly lose
music with the rumble. We suspect that your
ancient Thorens is worn out and due for re-
placement.

| have a Pioneer PL-71 turntable and $X-950
receiver. | am contemplating buying an
Audio-Technica AT-20sla cartridge. Can you
teil me if this cartridge is compatible with my
equipment? Does two-channel stereo repro-
duction suffer when using a cartridge de-
signed for CD-47—M._J. Churchich, Omaha,
Neb.

The Audio-Technica AT-20sla will probably
work in the PL-71 tone arm, but the low-fre-
quency resonance of the combination could
get very close to the frequency of record
warps—which could impair the tracking of
discs that are not perfectly flat. CD-4 car
tridges are perfectly capable of tracking two-
channel discs, and, though their extended
frequency response sometimes results in a
slightly bright high end. the seriousness of
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Beauty in sound. By Fuiji.

Every Fuji cassette means beauty and purity in sound No hiss, no dropouts. Widest frequency response and dynamic
range. Total reliability. Fuji high-fidelity cassettes such as the FX will give you the best performance possible on your tape
recorder. Already widely recognizad by experts as the finest cassette in the world. Fuji. The cassette of the pro.

FUJI FILM D
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COLLECTORS ITEM

It's Add ‘N Stac® the world's only
expandable cassette and 8-track storage
system. Expandable because it provides
as much tape storage as your collection
calls for. Add ‘N Stac® is a module, so
you can buy only one or a few at a time.
Each module has a patented interlocking
device on all four sides. As your collec-
tion grows you simply lock one module
into the next and—Presto!—expansion
space.

Add ‘N Stac® is available in either

cassette or 8-track size. Both come in a
selection of colors to help you match
your decor or color-code your collection
by category. Pre-drilled mounting holes
let you create a striking wall unit, or if
you prefer, stack an arrangement on a
table or shelf

Store, organize and protect your ex-
panding tape collection with the world's
only expandable system. At under $2.00
amodule, it's definitely a collector’s item.

all in all this is the best storage system we know of for the serious collector.”
HIGH FIDELITY

Add ’n Stac

a product of

Roval Sound Company, Inc.

For information ask your dealer or write
Royal Sound Co., Inc.. 248 Buffalo Ave., Freeport, N.Y. 11520 USA

Registered U.S. Patent Office, U.S. and Foreign Patents
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What you dont know
about effective tip mass
wont hurt you,

just your records.

You can find out

what you don’t know

by contacting us for our
comprehensive
cartridge brochure.

Bang & Olufsen

Bang & Olufsen of America, Inc., Dept. 11G
515 Busse Road, Elk Grove Village 60007

CIRCLE 7 ON READER-SERVICE CARD

this effect varies from model to model and
depends in part on the high-frequency be-
havior of the speakers you use. If, however,
you do not intend to use the CD-4 capability,
the extra expense for a cartridge of this type
is probably not justified. Should you wish to
avail yourself of the advancements in stylus
design prompted by CD-4 while keeping a
two-channel system, the new Pickering XSV-
3000, which offers a unique combination of a
new stylus design, optimization for stereo,
and a price lower than that of most top-of-
the-line CD-4 cartridges, could be your best
bet. See this month's test reports.

My system contains an early model Garrard
Zero 100 turntable with a Shure M-95ED
pickup tracking at 1.5 grams. My primary
sourceis recordings that | care for (perhaps to
extremes) with a D-stat mat, a Zerostat gun,
Sound Guard, and Discwasher. While the
quality control of recordings is variable, | feel
that some of the problems | encounter may
be more the fault of the changer (used only in
the single-play mode) than of the pressings. |
had the Garrard tested locally and found that
it tracked well all but the most difficult areas
of the test record. Still, certain records pro-
duce excess surface noise, pops, skips, and
sticking on a groove. | also sense a shifting of
dominance from channel to channel. In rec-
ords that arrive warped, the tracking is erratic
and the sound distorted.

I am trying to decide whether to replace the

Z-100, and, if so, with what. | tend to prefer
either radial or articulated arms, to minimize
tracking error. My first choice would be a
B&O, but | find it difficult to justity $750 for a
tumtable unless the difference in quality is
that great. | also am considering the Rabco
ST-7 and the new Garrard GT-55. With all of
the claims made for the various turntables,
however, | find it difficult to decide between
them.—Dr. James S. Reid, Vienna, Va.
It seems to us that you have not yet made
sure that the Zero 100 was at fault. What we
suggest is that you take the records that are
giving you trouble and play them on other
turntables (particularly the ones you are in-
terested in) and see if you get an improve:
ment. Then you can decide what to do. And
check your stylus. We have not reviewed the
Rabco ST-7, but the Garrard GT-55 is re-
ported on in this issue.

My Rectilinear XI-A speaker came with the
duct port stuffed with sound-absorbent mate-
rial. 1 have seen a photo of the speaker with
grille removed, and it showed the port wide
open. | removed the stuffing, and the bass re-
sponse was better, but Rectilinear advised me
that the port should be left sealed with the
material as it “'tunes itself."” It said that using
the speaker with the port open risks dam-
aging the woofer from excessive cone excur-
sion. Could you comment, please?—Peter
Bourneuf, Hudson, Mass.

Clearly there is no point in creating a port
and then literally sealing it again, but that is
not what the sound-absorbent material does.
Rather it provides damping at the low fre-
quencies at which the port is effective. In
cases like this, it's best to heed the manutfac-
turer’s advice. After all, Rectilinear designed
the speaker.

HiGH FIDELITY MAGAZINE



The A-‘IOOO

“It should start designers at other
companies rethinking many of the truisms
of their craft)’*

We went to a front-loading design for the A-400 not to make it pretty,

but to make it more functional. High Fidelity Magazine called it “...the most
thoroughly satisfactory front-loading well design we have yet tested:
practical, easy to use, unencumbered by ‘extra’ mechanisms that are
potential troublemakers.”*

Proven reliability. And typically TEAC performance. Whether you want
the twang of a country guitar or the smoothness of a slap bass, the mellow
sound of a ballad or the thrilling power of an opera, audition the A-400.
You'll agree with the critics. It is something to think about.

*High Fidelity Magazine, May 1976.

Reprinted by permission. T E AC
®

The leader. Always has been.

TEAC Corporation of America, 7733 Telegraph Road, Montebello, CA. 90640 ©TEAC 1976
In Canada TEAC is distributed by White Electronic Development Corporation (1966) Ltd.

““Dolby” is a trademark of Dolby Laboratories, Inc.
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FREQUENCY 10Hz-50KHz § 15Hz-50KHz [l 15Hz-45KHz @20Hz-20KHz l20Hz-20KHz [ 20Hz-20KHz [ 20Hz-20KHz @20Hz-20KHz @20Hz-20KHz
RESPONSE *3db *3db =3 db *1db *2db *2db *3db *3db * 3db
TRACKING
FORCE RANGE ¥-1% gm Ya-1Y2 gm Ya-1Y Ys-1%, gm Y-1¥%2 gm 1-2.gm 1Y4-2%2 gm 1Y2-3 gm

SEPARATION
15Hz to 1KHz t 6 db
1KHz to 20KHz db
20KHz to 50KHz db
20 Hz to 500Hz 20 db 20 db 20 db 18 db 18 db 16 db
500Hz to 15KHz 30 db 28 db 25 db 23 db 23 db 21 db
15KHz to 20KHz 25 db 20 db 18 db 15 db 15 db 13 db

I. M. DISTORTION 2% 2% 2 .08% 1% 15% 2% 2% 2%
@ 3.54 cm/sec 2KHz-20KHz [l2KHz-20KHz | 2KH2-20KHz l2KHz-20KHZz lI2KHz-20KHz l2KHZz-20KHz 1 2KHZ-20KHz M2KHZz-20KHz [ 2KHZz-20KHz
STYLUS .2 mil 2 mil 2 x.7 mil 2x.7mi 2 x.7 mil 2 x.7 mif 3 x.7mil W7 mil radius
bi-radiai bi-rad:al bi-radial elliptical elhptical eihptical elliptical elliptical spherical
EFFECTIVE
TIP MASS 4 milligram & 4 mdligram @ 4 milligram @ 2 milhgram @ 6 miligram .6 milligram W .9 miliigram
30x10°* 30x10°* 30x10°* 20! 18x10°* 17x1 16x10°¢ 14x10°*
TRACKING cm/sec 32 cm/sec 30 cm/sec 38 cm/sec 2 cm/sec B cm/sec 28 cm/sec 28 cm/sec W 32 cm/sec
ABILITY @ 1KHz KHz @ 1KHz @ 1KHz @ 1KHz @ 1KHz @ 1 KHz @ 1KHz @ 1KHz
@ 1 gm 1Y5 gm @ 1%2.gm @ .9gm @ 1gm @ 1Yagm @ 1¥29m @ 1% gm @2gm
CHANNEL within 1 db ll within 1 db lwithin 1% dblf within % db [§ within 1 db Bwithin 1Y dofwithin 1%2 dbflwithin 1% dbflwithin 1¥%2 db
BALANCE @ 1KHz @ 1KHz @ 1KHz @ 1KHz @ 1KHz @ 1KHz @ 1KHz @ 1KHz @ 1KHz
INPUT LOAD 100K ohms/ 100K ohms/ 100K ohms/ [l 47K ohms/ [l 47K ohms/ | 47K ohms/ [l 47K ohms/ R 47K ohms/ R47K ohms/
channel channel channel channel channel channel channel channel channel
TOTAL under 100 under 100 under 100 300 400-500 400-500 400-500 400-500 400-500
CAPACITANCE pf/channe! ll pf/channel ll pf/channel pt/channel @ pt/channel @ pf/channel @ pf/channel @ pf/channel B pf/channel
OUTPUT 3 3 3 3 4.5 45 7 7 7
@ 3.54 cm/sec mv/channel fmv/channel @ mv/channel § mv/channel limv/channel ll mv/channel @mv/channel @imv/channel gmv/channel
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Preparation supervised by

Robert Long and Harold A. Rodgers
Laboratory data (unless otherwise noted)
supplied by CBS Technology Center

A CONSUMER'S GUIDE @WQ\@‘W

CHANNEL CENTER
SIGNAL STRENGTH

AC POWER

OUTPUT LEVEL
MUTING {OFF /20 DB/40 DB)

IF BANDWIDTH
PANEL DIMMER SW.

TUNING IF BANDWIDTH INDICATOR

DEVIATION/MULTIPATH

= MODE (MONO/
AUTO/MPX FILTER)

METER (DEVIATION/MULTIPATH)

DE-EMPHASIS (NORMAL/25 18)

Kenwood’s 600-T—a Supertunable Supertuner

The Equipment: Kenwood 600-T, a stereo FM tuner in
metal cabinet. Dimensions: 17V by 6 inches (front panel);
15 inches deep plus clearance for controls and connec-
tions. Price: $650. Warranty: “'limited,” two years parts
and labor. Manufacturer: Trio Electronics, Japan; U.S. dis-
tributor: Kenwood Electronics, Inc., 15777 S. Broadway,
Gardena, Calif. 90248.

Comment: The word **supertunable’ in our headline re-

fers to the 600-T's front-panel switch labeled |F BANDWIDTH
and its three positions: NARROW, NORMAL and WIDE. Ken-
wood's engineers have decided to attack one of the funda-
mental problems in FM tuner design: the fact that selectiv-
ity and low distortion are mutually antagonistic. If one is
improved, the other is degraded. Why this is so is explained
for the technically inclined reader in the box that appears
with this report; for the home user, the reasons are less im-
portant and the practical effect fairly easy to evaluate.
NORMAL represents the best compromise between selec-
tivity and distortion, and is the best place to leave the
switch if you just don’t want to be bothered; NARROW is the
setting to use for fishing one station out of a crowd (if you
can stand a tiny bit more distortion); wiDE will give the best
sound of which the tuner is capable—if you're tuned to a
tairly strong station that dominates its section of the dial.
The measurements made at the CBS Technology Center

FEBRUARY 1977

concentrated on the NORMAL setting. Suppression of noise
by 50 dB in mono is achieved with a mere 12Y2 dBf of input
signal. At slightly above that level noise alone becomes the
limiting factor; distortion is so small as to be swamped. A
19'2-dBf signal causes the 600-T to switch automatically
to stereo, and that, for us, is a little too soon. Fortunately,
at 34 dBf, still a very modest level of input signal, noise in
stereo is suppressed by 50 dB. At levels of 55 dBf and
above, the stereo signal-to-noise ratio is in the neighbor-
hood of 67 to 69 dB. Even when distortion is taken into ac-
count the total quieting is well in excess of 60 dB, so that in
most cases the quality of the broadcast itself will be the ul-
timate limitation. Separation—just about the best we've
seen in a tuner—is far beyond that which the FCC de-
mands of broadcasters.

Kenwood has provided the 600-T with a generous as-

REPORT POLICY Equipment reports are based on laboratory measurements
and controlied kstening tests Uniess otherwise noted, test data and measurements are
obtained by CBS Technology Center, Stamtord, Connecticut, a dvision of Columbia Broag-
casting System. Inc , one of the nation’s leading research organizations. The choice ot
equipment 1o be tested rests with the edtors of HIGH FIDELITY Manutacturers are not
permitied to read reports in advance of publication, and no report, of portion thereof,
may be reproduced for any purpose Or in any form without written permission of the
publisher Al reports should be construed as applying 1o the specitic sampies tested,
nenher HiIGH FIDELITY nor CBS Technology Center assumes responsibilty tor product
performance of Quakty

— —
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ANTENNA CONNECTIONS
75 OHM

VARIABLE FIXED
OUTPUT CONNECTIONS

sortment of front-panel indicators. In addition to the usual
signal-strength and channel-center meters (the latter has
unusually good resolution), there is a meter that reads per-
centage of modulation. At the touch of a button, this same
meter indicates multipath. Instrumentation such as this
makes the scope outputs provided on the back seem al-
most redundant.

Beyond the measurable effects of the IF BANDWIDTH
switch in reducing distortion and improving capture ratio
ever so slightly when set to the wiDE position, this control
makes a difference that is subtle but definitely audible.
With the wide bandwidth, the Kenwood delivers a listening
quality that we judge superior to that of a tuner costing

Tuner Bandwidth and Distortion:
What'’s the Story?

Soon after a radio-frequency signal appears at the in-
put of an FM tuner, a circuit known as a converter
shifts this RF so that it is centered at 10.7 MHz, the
intermediate frequency—not the original, tuned fre-
quency, and not yet audio. It is in this form (dubbed
IF) that most of the signal amplification inside the
tuner takes place.

It may seem that since the frequency deviation of
+ 75 kHz is the normal maximum used in FM (stations
sometimes overmodulate briefly), an IF bandwidth of
150 kHz is all that is necessary to recover the carrier.
Mathematical analysis shows that this is not so and
that in theory side bands exist at frequencies infi-
nitely remote from the nominal carrier frequency.
Fortunately, the side-band energy falls off rapidly
enough that practical IF bandwidths give very fine
performance with adequately low distortion.

But there is another problem: It has been shown
that, when the high-order side bands (those near the
edges of the IF bandpass) are shifted in phase with
respect to the carrier, distortion is increased. Filters
that cut oft sharply characteristically cause more
phase shift at the edges of their bandpass than
toward the center. So while a sharp IF cutoff is neces-
sary to prevent interference from stations near the
one to which the apparatus is tuned, it inevitably in-
creases distortion. Hence the inherent tradeoff in all
FM tuners: selectivity vs. distortion.

300 OHM

SCOPE OUTPUTS
(& DET. QUT)

AC QUTLET
(UNSWITCHED)

$100 more. Using the narrow IF, it is not quite the sonic
equal of this reference tuner in devoting exclusive atten-
tion to one of a group of closely spaced stations, but with
the 83 dB alternate-channel selectivity attained in this
mode, it comes awfully close. In being as selective as all
that, the NARROW position squeezes the signal a tiny bit out
of shape and elicits protests in the form of slightly in-
creased distortion (which is extremely low to begin with),
with the greatest added distortion at very high signal
strengths. It never becomes really serious, but the effect is
sufficient, we think, to prompt an attentive listener to pre-
fer the NORMAL and WIDE settings whenever they can be
used successfully.

Looked at in toto the Kenwood 600-T is a true super-
tuner. Its performance alone justifies inclusion in the
class, and its instrumentation and control features are un-
usually comprehensive—even in such exalted company.
While an experienced hand helps to get the best out of
these controls, it is by no means required. And if you feel
that, having paid a good deal of cash, you're entitled to
keep your fingers unsullied by anything but the tuning
knob (which is conveniently placed, even for southpaws),
set the IF to NORMAL and relax. You won't get the very best
the machine can deliver, but what you do get will be awfully
good.

CIRCLE 132 ON READER-SERVICE CARD

INPUT IN MICROVOLTS

05 17 55 17 55 170 550 L7K 55K 17K
0 soorey
-10 FM SENSITIVITY & QUIETING CHARACTERISTICS

STEREQ THRESHOLD

=3 19% dBf (5.2 »V) at 90 MHz for 34 dB quieting
=-20 19% dBf (5.2 »V) at 98 MHz for 34% dB quieting
= 20% dBf (5.8 «V) at 106 MHz for 35 dB quieting
=] MONO NOISE & DISTORTION: MONO SENSITIVITY
5—30 i

7} " 2
Q-

= 106 MHz
7]
s-5%
=

—60

~50 dB for 12 dBf L5
0 T VI FLEAL LT B ei Wili n e o

0 10 20 30 4 5 6 7 8 9%

INPUT IN OBF

55K
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RESPONSE IN DB

. MONO FM RESPONSE
s +%, =% dB. 20 Hz to 15 kHz

STEREO FM RESPONSE

Left channel: =1 dB, 20 Hz to 15 kHz
_jp S emanar Right channel: +1, — 68, 20 Hz to

15 kHz

=35 '

-4 CHANNEL SEPARATION Y
—45 Ty e

Left channel: 40 dB, 20 Hz to 11 kHz; 35 dB, 20 Hz to 15 kHz
------ Right channel: >40 dB, 20 Hz to 11 kHz 35 dB, 20 Hz to 145 kHz

600T (2)
10K 20K

20 5 100 200 500 1K 2K 5K

FREQUENCY IN HZ

PEAK LEQ

REWINO/STOP/FAST £

EQUALIZATION
DOLBY Sw
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Kenwood 600-T Tuner Additional Data

Capture ratio 1% dB

Alternate-channel selectivity 53 dB

S/N ratio 81 dB

THD Mono L ch R ch
80 Hz 0.18% 0.066% 0.064%
1 kHz 0.048% 0.060% 0.068%
10 kHz 0.14% 0.24% 0.24%

IM distortion 0.01%

19-kHz pilot -66 dB

38-kHz subcarrier -68 dB

All data were measured with the normal setting of the IF
bandw.dth switch. See text
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¥ —

HEADPHONES

9V DC (AC ADAPTER)
INPUT

L— une ourpurs

MONITOR-SPEAKER vOL
MIKE/LINE INPUT Sw.

BATTERY CHECK
METER LIGHT

Teac’s Entry in the Road/Home Deck Sweepstakes

The Equipment: Teac Esoteric Series Model PC-10, a bat-
tery/AC portable cassette deck, in metal case with detach-
able shoulder strap. Dimensions: 11z inches wide (pius al-
lowance for connections and strap-attachment studs), 3%
inches high, 9% inches deep (plus allowance for controls).
Price: under $500 (including Model PA.2 AC adapter).
Warranty: “limited,” two years parts and labor, shipping
paid one way. Manufacturer: Teac Corp., Japan; U.S. dis-
tributor: Teac Corp. of America, 7733 Telegraph Rd., Mon.
tebelio, Calif. 90640.

Comment: It is sad but true that relatively few Americans
have yet discovered the joys of “*sound collecting” (as the
PC-10's manual calls it) with a portable recorder—prefera-
bly a high-quality cassette deck like this one. The Japa-
nese, who are not nearly so shy about documenting aural
events, have created the genre and the equipment for it:
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battery portables good enough to be used as home decks
as well. When other companies have brought such decks
into this country, reader interest has run high (surprisingly
high, considering how little sound collecting seems to be
done here), and now it's Teac's turn.

The PC-10 is no-nonsense in appearance, sturdy in con-
struction, and (at a hair over 9%2 pounds without the six D
cells) only moderately hefty for this class. Its transport
controls (which follow the scheme of the A-400, on which
we reported in May 1976) are unconventional and, at first
glance, may seem relatively difficult to operate with the
deck slung over one shoulder. On the contrary, we find
that with a little practice you can get it even into the record.
ing mode with one hand and practically no fuss. The fast-
wind lever's central position is a STOP—as is the left-hand
position of the upper lever, for normal transport speed;
these two are interlocked so that one must be in the sToP
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position if the other is to be activated. In one fast-wind
mode the lever can easily and unintentionally be pushed
right through STOP to the other extreme when, say, you're
hurriedly trying to rescue the tape—a minor (but material)
inconvenience, at least for one-hand on-location work.

The PC-10 has no ON/OFF switch; engaging the trans-
port controls automatically turns on the electronics. There
is a recording pilot next to the REC button. Presumably to
minimize battery drain, Teac has used no light here (sim-
ply a window through which a red flag shows when the but-
ton is pressed in), which makes it a bit hard to spot, de-
pending on ambient light. The travel of the REC button is
great enough, however, that you can check it—by eye or by
touch. The light in the meters is normally out: In battery
operation you can illuminate the meters momentarily by
pressing the LIGHT button; in AC operation (or when meter
visibility is more criticai than battery drain) you can turn
this button clockwise with a fingertip to lock the light on.

The meters follow Teac's usual scheme: They read aver-
age values but are equipped with a light-emitting diode to
show when instantaneous signa: values are in excess of 6
dB above the meters' 0 VU. When the limiter, which is
“downstream’' of the meters and LED, is switched in, it will
lop off any instantaneous signa! values above about + 3
VU on the meters (it is not a level-altering AGC) with sur-
prisingly little compromise in sound quality even when
driven hard. Since the metering .s unaffected by the limit-
ing, you can always tell how kard the limiter is being
driven. So while most recordists v/ill avoid using the limiter,
at least for music, this one is par sicularly efficient and well
suited to field use.

Teac Model PC-10 Additic nal Data

Speed accuracy 0.13% slow at 105,
120, & 127 VA

Wow and flutter playback: 0.07%
record/play: 0 10%

Rewind time (C-60 cassette) 85 sec.
Fast-forward time (same cassett~) 82 sec.
S/N ratio (re 0 VU, Doiby off; um reighted)
playback L ch: 55% JdB R ch: 54 dB
record/play L ch: 53%: 4B R ch: 52 dB

S/N ratio (re 0 VU, Dolby off; CB{ weighted)

playback L ch: 57 dbU R ch: 56 dB

record/play L ch: 53 dit R ch: 52 dB
Erasure (333 Hz at normal level) 65 dB
Crosstalk (at 333 Hz)

record left, play right 41 dB

record right, play left 40 dB
Sensitivity (re DIN 0 VU)

line input L ch: 120 mV R ch: 115 mV

mike input L ch: 0.42 mV R ch: 0.40 mV

Meter action (re DIN 0 VU)
L ch: 4 dB high Rch: 3% dB high

IM distortion (record/play, -10 VU)

L ch: 3.5% R ch: 3.5%
Maximum output (re DIN 0 VU)
Lch:16V Rch: 15V

Other nice touches, especially for one-hand field record-
ing in poor light, are the color coding of the channel ele-
ments (red for right on the outer ring, green for left on the
central knob) in the recording level control and a stud on
the ring that helps override the friction clutch for resetting
one channel with respect to the other. The PC-10 does not
permit mixing; the switch near the (phone) mike and (pin)
line jacks selects one input pair or the other. A built-in
monitor speaker is disabled in recording (to prevent acci-
dental feedback) and reproduces the tape (in mono) on
playback. Its lavel control can be turned all the way down
when you are using headphones, which of course are live
during recording as well as playback.

The data from CBS Technology Center confirms that
technical performance is at least as good as the externals
suggest—and as one might expect from Teac. Distortion is
very low. So is noise, though the lab made all its measure-
ments with the AC power supply. (This is, in theory, worst-
case because any AC supply will introduce some hum.
Though spectrum analysis shows that 60-Hz and 180-Hz
hum are present, they are less than in typical home decks
and so small that their removal should produce little if any
measurable improvement in weighted S/N ratios.) Motion-
al stability also is excellent—thanks, presumably, to the
DC servo drive that makes the transport speed independ-
ent of supply voltage (at least within the acceptable range

DIN PLAYBACK RESPONSE
{0 dB = —20 VU)
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shown on the battery-check metering) and the transport
stability free of the inertial effects introduced (when a
portable is moved about) by the flywheels of garden-va-
riety drive systems.

The tapes used to test the PC-10 were Maxell UDXL-| fer-
ric and Fuji chrome. Frequency response is excellent with
chrome tapes despite a slight rise in the midbass. Re-
sponse is similar, though not quite as extended on the high
end, with ferric tape. When the Dolby circuit is switched in,
it shaves a bit off the treble, making the numerical per-
formance characterization appear poorer, though the ac-
tual difference is slight.

Teac's switching (again, like that of the A-400) offers
two options for bias and a similar pair for equalization. On
both switches the **1" position is appropriate for chro-
mium dioxide (or chrome-compatible ferricobalts like SA
or UDXL-Il), the **2" position for ferrics—preferably, on
the basis of the lab data, the “energetic’’ types like UDXL-

Pickering’s Stereohedron—

New Shape for Stereo

The Equipment: Pickering XSV-3000, a stereo phono car-
tridge with Stereohedron diamond stylus. Price: $99.95.
Warranty: ““full,” one year parts and labor. Manufacturer:
Pickering & Co., Inc., 101 Sunnyside Blvd., Plainview, N.Y.
11803.

Comment: Whatever the fate of CD-4 in the audio market-
place is to be, it must be credited with bringing about im-
provements in the design of phono pickups. To achieve the
wide bandwidth necessary for proper carrier reproduction,
while maintaining stylus bearing pressures low enough to
avoid scrubbing away the carrier, is in itself no mean feat,
and to maintain accurate performance in the baseband re-
gion (that used for two-channel stereo) at the same time is
harder still. The designers at Pickering accomplished
these aims in the XUV-4500Q (their top model, intended
for optimum performance with all discs including CD-4)
and in the process became convinced that the special
Quadrahedral stylus shape developed for the XUV per-
formed better than an elliptical with two-channel material.
Since the Quadrahedral stylus assembly is costly and rep-
resents an overdesign for stereo (including matrixed
quad), some simplifications could be made. The result is
the Stereohedron stylus, which is making its first appear-
ance in the XSV-3000 pickup.

In the testing at the CBS Technology Center, the new
cartridge presented some surprises, first by managing the
required obstacle course with a vertical tracking force of
just 0.4 gram. This is slightly less than that required by the
XUV-45000Q, despite the fact that the recommended range
of VTF is higher for the XSV-3000. (The balance of the
tests were, however, carried out at 1% grams VTF, the cen-
ter of Pickering’s recommended range.) The pickup is also
somewhat more sensitive than its precursor and generally
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I, but the manual lists a number of more mundane formu-
lations that would be appropriate for saving money at the
expense of some high-frequency performance. For ferri-
chromes (Duad and Classic) Teac suggests the ferric bias
position and the chrome equalization.

We find that personal feelings about what makes for an
ideal battery-portable recorder run high and vary widely
from one recordist to the next, so it would be foolhardy to
make any across-the-board recommendation among the
decks available for this purpose. It seems to us, however,
that whatever an individual recordist’s predilections, the
PC-10 has to be among the major contenders for his admi-
ration. The monitor speaker, while obviously not a paragon
of audio, is a distinct asset in the field; the switching and
other controls are exceptionally well thought-out in many
respects; insofar as we can judge it, the unit seems unusu-
ally durable; performance is excellent.

CIRCLE 135 ON READER-SERVICE CARD
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produces less harmonic distortion. Tested for maximum
tracking levels, it gives data identical to those for the XUV-
4500Q.

The frequency response is flat within +1 dB up to 7
kHz, where it begins to rise into a familiar-looking high-end
peak that is somewhat less prominent than that of the
XUV-4500Q. Separation is 20 dB or better from 20 Hz to
20 kHz, reaching close to 35 dB at midband. IM distortion
is slightly higher than that of the CD-4 cartridge, but still
very low.

A 1-kHz square wave is reproduced very well by this
pickup. The scope trace shows very slight overshoot with
ringing (all ultrasonic) controlled unusually well. The low-
frequency resonance, tested ina 12-inch SME arm, is be-
tween 7 and 8 Hz, indicating that, for best tracking of
warped discs, the cartridge would prefer a less massive
arm. The stylus tip has good geometry and alignment.

The sound of the XSV-3000 is, as one might expect, very
similar to that of the XUV-4500Q, which is to say that it is
very fine indeed. Instrumental timbres are well defined
without becoming brittle, and there is a good stereo per-
spective with a nice sense of depth. Also, the relatively high
output—measuring 1.24 millivolts per centimeter per sec-
ond at 1 kHz in the right channel and % dB less in the
left—allows the user to keep gain lower, thereby improv-
ing attainable signal-to-noise ratio.

Pickering, as is customary for that company, has
equipped the cartridge with a brush that rides ahead of the
stylus to clean the groove. Proper tracking thus requires
that an extra gram of VTF be added to compensate for the
force exerted by the brush. We have found, however, that
removal of the brush is sometimes advantageous (for the
small reduction in mass, if nothing else) when it becomes
necessary to play badly warped discs.
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In all, we feel that Pickering has done very well in intro-
ducing the XSV-3000. The new unit offers the stereo per-
formance of the XUV-4500Q (or perhaps a little better
than that) at a lower price. It seems hard to go wrong with
such a combination.

CIRCLE 131 ON READER-SERVICE CARD

Square-wave response

Garrard’s
Second-Generation

Tangent-Tracking
Automatic

The Equipment: Garrard GT-55, a two-speed (33, 45 rpm)
automatic record changer with tangent-tracking tone arm
and optional base and dust cover. Dimensions: 17 by 15%
inches (top of base), 82 inches high with dust cover
closed, 18% inches clearance required with dust cover fully
open. Price: chassis, $249.95; base, $15.95; dust cover,
$9.95; deluxe base (includes dust cover), $39.95. War-
ranty: "'limited,” one year parts and labor. Manufacturer:
Garrard Engineering, Ltd., England; U.S. distributor:
Plessey Consumer Products, 100 Commercial St., Plain-
view, N.Y. 11803.

Comment: When first introduced in the Zero 100, Gar-
rard’s pivoted tangent-tracking tone arm constituted a
breakthrough in accurate record-playing. At that time the
tracking error measured by CBS labs was +£0.25 degree,
and HIGH FIDELITY's review called the new device *'probably
the best arm yet offered as an integral part of an auto-
matic player.” But the arm had its drawbacks: It was fairly
massive, and the multiplicity of pivots needed to maintain
the tangent geometry resulted in relatively high friction,
especially in the horizontal plane. The arm offered in the
GT-55 has solved both of these problems neatly. Measured
friction is now negligible in both planes, and a good deal of
clever engineering has gone into reducing effective mass
to a small figure—with a cartridge and counterweight in
place.

Replacing the synchronous motor and rim drive of the
Zero 100 is a new DC servo-controlled motor and belt
drive. Speed change is now accomplished electrically
rather than mechanically, which should result in greater
long-term reliability. Like its predecessor, the GT-55 main-
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tains exactly speeds that are set at 120 VAC supply voltage
when the voltage is changed to 105 and 127. The range -of
speed control exceeds the manufacturer’'s spec (about a
quarter tone in either direction) by a handy margin, and
flutter, measured with ANSI/IEEE weighting, is 0.04%,
well into the inaudible range. Total audible rumbie meas-
ures -56 dB, using the ARLL weighting developed by CBS
—better than acceptable in an automatic player.

Numerical documentation of the reduction in tone-arm
mass is provided by the 7-Hz resonance measured with the
Shure V-15 Type Iil cartridge. (The Zero 100 arm had a 6.5
Hz resonance with a less compliant cartridge.) In the
present arm, the resonance is exceedingly well damped,
showing a mere 1%2-dB rise. Automatic tripping is accom-
plished with a stylus force of 0.2 gram, below the range
where even feather-touch fanatics attempt to track. The
indicators for stylus force and antiskating force are right
on the money, and a Garrard spokesman informs us that
the antiskating is designed to adjust automatically for the
change in angle as the arm moves across the disc. The rate
at which the damped cueing control operates is adjustable
from fast to slow. Slow is very slow indeed (4 seconds or
more from release of CUE to contact of the stylus with the
disc) and can lead one to suspect that the unit has cycled
off with the arm stuck up in the air, when such is actually
not the case. The action is gentle in ali cases.

Gentle also describes the way in which the GT-55
changes records. The fact that the controls are mechani-
cally part of the system that supports the platter means
that they must be worked with a very light touch if the
tracking of the tone arm is not to be upset. Likewise, care
must be used when adding a record to the stack while an-
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The new Sansui 9090 DB.

The new 9090 DB is not only Sansui's new top receiver. We believe it is the
finest onthe market, Readits description and we believe you will believe as we do.

Imagine yourself at the controls of the Dolbyized* 9090 DB just as you see
them, lifesize, on these pages. As you touch them in real life you will be thrilled at
the beautiful way the 9090 DB responds to your every wish. You will love how the
conhols give you a sense of power, and how this magnificent receiver permits that
instant surge, that instantaneous response you want to hear through your speakers.

The bullt-in Dolby* Noise Reduction System does more than comrrectly
equalize and decode Dolby FM. With it you can make and play your own Dolby -
processed tapes from any source, even if your recorder lacks its awn Dolby
circuitry. The 2090 DR's triple tone controls give you a cholce of 2 different frequencies
where the freble and bass action begins, as well as a studio-type equalizer for the
vital “presence” midrange, And our easy-to-read twin powor motors show you at a
glance just how much power your speakers are getting.

Laok at what the Model 9090 DB stereo recelver offers. Even better, listen to it
for yourself at your nearest franchised Sansui dealer.

AUDIO SECTION
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125 watts/oliarmed, i, RM3 wills DOl Lhitsnngts
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IM Distortion:
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A whole new world of beautiful music.
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other is playing. Other than that, the player is quite simple
to operate. It can be used manually, manually with auto-
mati¢ start and stop, automnatically as a changer, or in its
REPEAT mode (which will play a side over and over until you
push REJECT). The entire change cycle takes 12 seconds. A
set of accessories is provided, including a short single-play
spindle, a long spindle for multiple play, a single-play
adapter for 45-rpm discs, and an overhang gauge.

Insum, we find the GT-55 a worthy successor to the Zero
100. Nowhere does it fail short of good mechanical per-
formance, and its inharent flutter is about the lowest we
have ever measured in a changer. As was the case with its
predecessor, its particular strength is its tone arm, which
provides accurate tangent tracking at a down-to-earth
price. It looks as if Garrard has done it again.

CIRCLE 134 ON READER-SERVICE CARD
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Akai’'s Deck e

Is Stacked—
In Your Favor

The Equipment: Akai GXC-570D, a front-loading stereo
cassette deck, in wood case with vinyl finish. Dimensions
9Y2 by 17Y2 inches (front panel); 8 inches deep plus clear
ance for controis and connections. Price: $875. Warranty
“limited,"” one year parts and labor. Manufacturer: Akai
Electric Co., Ltd., Japan; U.S. distributor: Akai America,
Ltd., 2139 Del Amo Blvd., Compton, Calif. 30220

Comment: Cassette decks with three heads are not your
common, everyday components, and the reason is not at
all obscure. Simply, the opening at the front of a compact
cassette gets a mite crowded when it has to accommodate
the extra head. But the problem can be solved—and, as the
Akai GXC-570D proves, in first-rate style. Few pains have
been spared to stack the deck with just about any feature a
recordist might want.

As inveterate readers of these pages know, we have ex-
pressed reservations about front loading because of the
extra complications that often attend it. The 570D's
well" is, however, on a par with many top loaders in this
respect. t lead cleaning is not particularly casy despite a re
movable door panel, but it is not particularly hard either.

Under the transparent plastic door that extends across
the top of the deck are the less often used controls. So that
you can impress your friends (says Akai), or possibly to
keep fingerprints off the plastic, the door is opened and
closed by a motor controlled by a front-panel button—but
working it manually does no harm.

The transport controls are a set of capacitance switches
(which barely need finger proximity—much less a positive
push), triggering solenoids. This gives the deck an elegant
operational feel quite unlike that of most competing units.
Each of the buttons (except sTOP) has a lighting indicator
to show when it is engaged. There is an interlock—via a
“logic’’ system—so that you can go directly from a fast-
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wind mode to PLAY, but the deck will pause for an instant
before the drive actually engages, to prevent tape damage.
The only way we could find to confound the logic was to
press the EJECT button during fast wind (which we don't
recommend, even to impress your friends). in one of a
number of tries we snarled a tape. Using the slowest wind
speed might have prevented this, but as the lab data show,
the wind speed is fairly zippy at any setting of the control.

This control scheme does impose on the user some op
erating habits that might not otherwise be required. First,
the sensitivity of the switches makes it easy to trigger FAST
WIND when you reach for the MONITOR switch. (We learned
this the hard way—by ruining a few recordings.) Second,
the solenoid operation is so quick that the PAUSE offers no
particular advantage in stop-go operations; moreover, the
PAUSE leaves an audible click on the tape during recording,
which the STOP and RECORD/PLAY do not. Since incoming
signals can be metered by setting the MONITOR switch to
SOURCE without setting the deck to record, we suggest that
users simply ignore the PAUSE for most purposes.

The MONITOR switch (used with care) is one of the things
that makes recording with this Akai deck such a delight.
You always know exactly what is going onto the tape and
how it sounds coming back off. A headphone output is pro-
vided (with a moderate, nonadjustable drive level) so that
you can retain this capability while recording live. The me-
ters are large and have scales that extend to -40 dB. They
are also switchable to either peak-reading mode or normal
VU (averaging) characteristics. Measurements made at
CBS labs show that the calibration is such that DIN 0-VU
level reads out as -2 dB in peak mode and + 6 dB (beyond
the meters' calibration range) in VU mode, an arrange-
ment that strikes us as very sensible, since in the faster
mode the extra 8 dB of headroom can easily be dispensed
with. The meters track each other just about perfectly in
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Sansui unveilsits

More power. More features, Finer specs.
And dlithe excellence of Sansui

A receiver is the heart of any high fidelity system. And that's where
Sansui built its reputation.

Sansui receivers are all distinguished by a perfect integration of the tuner,
amplifier, and preamplifier sections to give beautifully balanced musical reproduction;
by clarity, the abhsence of noise and fruest fidelity over an extremely wide range.

MQDEL 9090 DB L | MODFE ANAN DA
Dolby* Noise Reduction circuitry.

FM 25 u sec. de-emphasis.

Two power output/Dolby* calibration meters
Two tuning meters.— 20 dB muting switch.

2 pre-amplifier outputs.

Mic-mixing with mic level control.

Triple tone controls.

Turnover switches with tone defeat and
two stereo headphone jacks
are exclusive to the 9090 DB
8080 DB
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panel phone jacks, respectively) have separate pots for +5
each channel and can be mixed. A single knob controls the 0  mmm=seeeee
output level for both channels and does not affect meter -5

i i hat i h Left Channel: * %2 dB, 31.5 Hz to 10 kHz
readings. The limiter does what it should, but we feelthat ~ °~  ——— e L e e

it would be a shame to use it as anything but a method of
SPFCIFICATIONS Q,OQO PR | ANBO D 0060 00 last resort. With a signal-to-noise ratio exceeding 60 dB RECORD/PLAYBACK RESPONSE

. : either mode, as do the stepped recording controls. DIN PLAYBACK RESPONSE
LINE and MIC inputs (back-panel pin jacks and front- (0 dB = —20 VU)

: . (with Dolby), the 570D has sufficient dynamic range for +5 0 d8 = —20 VU)
E%x\eér%ur:ﬁglts%lr?vgmifgeé gp?nr;noetl‘ 85 watts | TIO watts | 60 watts | 40 wafts | 30 watls most fecordingg but t_he limiter should be useful _for = 0 . wcc===-
rated Total Harmonic Distortion. 0.1% THD| @0.2% THD|@0.3% THD|@0.4% recordings (of live-music events, for example) in which =_5 Wa

peak levels can't be predicted, where (as in conference ] et cmg:."‘l”z'- 1‘;’%80%3;1%‘20 -
FVI S&nsitivity asr IU.8 aBt 1.2 aBt recordings) levels are all over the lot, or in situations that I —— Right channel. +2%. —3 dB, 52 Hz to 20 kHz
v require the recordist to be occupied elsewhere instead of %) +5
] manning the controls. For this last situation, the optional =0 - "%%
RC-18 remote-control unit ($50, not tested), which plugs =5 /‘/."—Fm“wom TAPE, DOLBY OFF
Twiti Puwen Melers into the back panel, may be particularly handy. $ Left channel: +3, —3 dB, 74 Hz to 19 kHz
The tapes with which the lab tested the 570D (at Akai's R e Right channel: +%, —3 dB, 52 Hz to 20 kHz
. suggestion) were Fuji FL (its lower-priced ferric formula-
and YOYU DB, walnut veneer. All other cabinets, simulated walnut grain Bon (o thel Lownoist posifion: BASE Chromciondln 0 e —N\
CHROME, and Sony Duad ferrichrome in FECR. Of course =5 27 FERRIC TAPE. DOLBY OFF
MODEL 9090 MODEL 5050. the accessible REC CALIBRATION controls, plus the monitor- ’ Left channel: +3a, —3 dB. 74 Hz to 20 kHz
Two power output meters. Two funing meters. Two tuning meters ing head. make this deck unusually easy to readijust for 45 Tt Right chamnet: - 3 dB. 52 Hz to 20 bz
Inple tone controls. lurnover switches with tone detfeat. Mic-mixing with mic level control other tapes that differ from these three only in sensitivity; 0 f&.’_..g.:-_-_;::"\--\/\
20 Al muting switeh. Mie miving with mie level cantrol High filter Spenker Selector we were able to get excellent results with a numbcr of alter- ; e
Iwo stereo ho%dphono JQcks. nate tapes. And, as the graphs show, response is un- : // Lenchannef:nms 7‘55'5’3‘94'&"“, 20 kHz
cummonly extended on the high end (if a little peaky in 6xc-5700 (15~~~ Right channel: +1§6 —3dB. 52 Hz to 20 kHz

some curves at the extreme top), very flat throughout the
midband, and rolls off just a bit in the bass. Playback re-
sponse from the DIN test tape is unusually flat throughout
the range. Distortion figures are fairly typical of current
cassette equipment of good quality with midband har-
monic distortion commendably low.
Speed figures are shown with the PITCH control adjusted . .

for (?orrect speed at 120 volts. With this control (which has Akai GXC-570D Additional Data
an adjustment range of about + 4%) set at its central click-

20 5 100 200 50 1K 2K 5K 10K 20K
FREQUENCY IN HZ

stop, the deck measures 0.6% fast. Comparison of this fig- Speed accuracy* 0.8% slow at 105 VAC
ure with those for measurements made at other line volt- set exact at 120 VAC
ages suggests that Akai has designed for correct speed at 0.03% fast at 127 VAC
the click-stop and a Im_e voltage somewhere between 105 Wow and flutter  playback: 0.04%
and 120 VAC (the condition one encounters most often in record /play. 0.06%
typical home conditions) with only negligible variation as
line voltage changes within accepted limits. This plus the Rewind time (C-60 cassette) 53 to 76 sec
excellent wow and flutter figures add up to fine motional )
stability Fast-forward time (same cassette) 47 to 69 sec
The Akai GXC-570D strikes us as a most appealing cas- S/N ratio (re 0 VU, Dolby off: unweighted)
sette deck, suitable for live recording as well as the more playback L ch: 56% dB R ch: 55 dB
mundane work of dubbing treasured discs or preserving record play L ch: 54% dB R ch: 53 dB
ephemera from FM. In most respects itis convenient to op
erate and performs at a high level close to the state of the S/N ratio (re 0 VU. Dolby off; CBS weighted)
t. Ch o but th deck tacked (with playback L ch: 54 dB R ch: 55Y%; dB
art. Cheap 1t is not, but then decks so stacked (with fea- record  play L ch: 51 dB R ch: 52 dB

tures) do have a way of costing money. There's no card
sharp here, so the deal works in your favor. Erasure (333 Hz at normal level) 70 dB

CIRCLE 133 ON REAOER-SERVICE CARO
Crosstalk (at 333 Hz)

1 record left, play right 35 dB
’0 HARMONIC DISTORTION CURVES Ll il 32 a8
) (at ~10 YU) Sensitivity (re DIN O VU)
MUDEL 8UbU. ; & line input L ch: 130 mV R ch: 130 mV
Twu luniing iglens " o :)3 WL LEEL Leh 1imv . Rch: 1.9 mv
' x U

~20 AR miting switch = 05 Meter action (re DIN 0 VU)

Mic-mixing with mic level control. e VU mode L ch: 6 dB high R ch. 6 dB high
High and low filters. ] 03 <16% 10 m s ke peak mode Lch:2dBlow Rch 2 dB low
Speaker selector. 02 o IM distortion (record/play, ~10 VU)

MODEL 7070 L ch: 7.0% R ch: 55%

; ] y . 0.1

Two power output meters. g TR P 1 0.0 Maximum output (re DIN 0 VU)

Two tuning meters. g B 3 : wcs000 Lch: 1.5 V Rch: 15V
Triple tone controls. U T 5 ’ .

Mi%-mixlng with mic level control. 20 5 100 200 500 1K 2K 5K 10K 20K SR

- 20 0B MUting switeh. fudet iy

7 position tape/play switch.

Speaker selector. : >
* Dolby, Dolbyized are frademarks of Dolby Laboratories. Inc. . 3 40 HiGH FIDELITY MAGAZINE




rMeet Your Record

Collections’ New
Best Friend-

Fine recordings have many enemies. The moment a recording is
taken from the jacket, it must face them— dust, dirt, grime. All 1
do their best to turn your new recordings into old, worn- €
out ones. That's why Audiotex Laboratories developed

Total Concept— specially formulated record care pro-

ducts for your record collection. Products designed to |
prolong the life of your records. So get acquainted with

Total Concept. With all the dust, dirt, and grime that’s around,
your records need all the friends they can ge".

Total Concept-
Sophisticated
record
maintenance
accessories,
preferred by the
discriminating
listener.

Total Concept Kit \

All the record maintenance accessories you need for total Record Purifier

record care. Kit contains one each of Record Plus, Record Blue Max

Basic, Record Purifier and Blue Max. Super-soft, super absor- E

Cat. No. 30-8500 bent cleaning cloth. Velous fibers remove dust and
RN Fibrous texture gently other foreign particles from

and safely wipes record record grooves as well as absorb-
surface dry in an instant, N8 excess lubricating liquid.
Plastic tube contains 6 May be used hand held or while
Record Purifiers record is on turntable. Comes

. Record ' complete with storage contain-
Record Basic Dual purpos?sl::asy Cat. No. 30-8535 er and nylon brush for cleaning
Aerosol foam dissolves dissolves finger smudges Blue Max.

hardened contaminants Cat. No. 30-8540

and restores records to
original condition. Sim-
ply spray on record,
allow to bubbie, then
wipe dry with Record
Purifier.

Cat. No. 30-8530

and other harmful de-

posits as well as lubricat-

ing record grooves to
revent wear. Leaves a i . A

Pm;uoscopic oo of ik Available At Audio Specialists Everywhere.

cone lubricant that con-

tains an anti-static agent

d fungus inhibitor. 3
;ri‘mply s;ray record, ‘ AUletex .
Car Ko 308535 Laboratories
DIVISION OF HYDROMETALS, INC.

400 SOUTH WYMAN STREET
ROCKFORD, ILLINOIS 61101 US.A '
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JVC Looks at
Binaural Hearing

Apparently dissatisfied with the extent to which word of its
technological research was reaching the public, JVC
America invited us and other members of the press to its
New York headquarters and showed us some of the things
it has been working on. This gave us a rare opportunity to
peep over the shoulders of some research engineers, and
one of the subjects that really struck our fancy was JVC's
investigation of binaural hearing.

It has been known for some time that material recorded
through microphones positioned so as to act as the *'ears”
of a dummy head can, when played back via headphones,
create an uncannily realistic representation of the original
sound field. What is not understood, however, is why this
effect does not always work quite properly and how and
why it varies from one person to another. JVC, it appears,
would like to perfect binaural localization via headphones
and also via loudspeakers, if that is indeed possible.

One of the shortcomings of conventional binaural listen-
ing is that some subjects find it difficult to distinguish
sounds occurring directly in front from those that occur
directly in back. This is not easy to do in all real situations,
but most of us can accomplish it fairly weil. On the hypo-
thesis that sound waves impinging on the skin of one's
face might constitute one directional clue, the JVC engi-
neers have designed a headset that projects sounds above
500 Hz from outboard transducers located several inches
forward of the listener's face and those at lower fre-
quencies from drivers set above (but not on) the ears. For
us, the effect of this prototype—which is not scheduled to
be introduced as a product—was astounding: We could al-
most have sworn that we were where we were not. It was
disappointing to learn that the system still does not work
as well for everyone.

What astonished us even more is that binaural listening
can be synthesized without headphones—that is, using
loudspeakers. The conditions under which this can be
done are rather special, requiring a fairly **dead’” room,
controlled directional characteristics in the loudspeakers,
electronically processed program material, and careful
positioning of the listener in the room. But it does work. It
is positively unsettling to have a disembodied voice whis-
per to you from a point just a few inches from your ear, es-
pecially when the sensation—not just the sound, but the
tingling of the outer ear as well—is so convincing that you
are relieved that the “‘ghost’* didn’t eat onions for lunch.
This bit of conjuring can be done using two or four chan-
nels, the major advantage of quad being that localization
of sounds coming from the back is more accurate than
with two channels.

Obviously, this system is still far from the marketplace,
so neither we nor JVC can tell you when you can buy one—
or even, for sure, what it will be called. But we had a lot of
fun seeing and hearing the binaural tricks that can be
played in the lab right now.

Pioneer Supports Live Music

U.S. Pioneer has announced that its program of matching
contributions to the New Jersey Symphony has succeeded
in raising more than $7,000. According to Bernie Mitchell,
president of the company, the program was initiated to as:
sist the financially pressed Symphony and maintain it as a
strong cultural force in the state. Mitchell, who had person-
ally solicited all New Jersey audio dealers, said in acknow!-
edgement of cooperation received from them and others
outside the state: *We are delighted we could provide this
support. We owe a great deal to music, and this seemed

like the ideal way for Pioneer and its dealers to show that
appreciation.”

Buoyed by this success, Pioneer is planning a nation-
wide matching-funds program in support of the Metropoli-
tan Opera.

And. ..

e The IM Fried Products Company of Philadelphia and
IMF Electronics Ltd. of Great Britain have announced a set-
tlement of their legal tangle regarding the trademarks IMF
and IMF International. According to the agreement, the
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Audition free for 10 days Karl Bohm's superb Deutsche Grammophon recording of

SPECIAL BONUS: Mozart's Piano Concertos Nos. 12 and 26

All 4 International Award-Winning Records
For Less Than The Price Of 1!

Your Introduction To The Unique Money-Saving Program That Offers Free Auditions Of
Prize-Winning Recordings By The Leading Concert Artists Of Our Time!

Wolfgang Amadeus Mozart—music’s greatest
natural genius—divinely gifted beyond any other
musician who ever lived! And into his six great-
est symphonies he poured a multitude of his
most astonishingly beautiful, incredibly moving
inspirations!

Symphony No. 41, “Jupiter”
Symphony No. 40 in G-minor
Symphony No. 39 in E-flat
Symphony No. 38, “Prague’
Symphony No. 36, “Linz"
Symphony No. 35, “Haffner”
Extra! Symphony No. 32

Now you are invited to hear these miraculous
works in their finest recording . .. interpreted with
extraordinary empathy by Karl Bohm . . . played
to perfection by the Berlin Philharmonic Orches-
tra. .. captured in unsurpassed stereo realism by
Deutsche Grammophon. So outstanding is this
recording that it has won three of the music
world’s most eagerly sought honors: the Grand
Prix International du Disque, Edison Award and
Deutsche Schallplatten Prize! In addition, you
will also receive Mozart’s Piano Concertos Nos.
12 and 26, “Coronation,” superbly performed by
soloist Geza Anda with the Salzburg Camerata
Academica — winner of the coveted Grand Prix
des Discophiles.

Now enjoy and keep these 4 superb albums for
less than the price you’d pay for 1!

Because these magnificent recordings have met
with almost unprecedented acclaim, they have
been chosen to introduce you to The Great
Awards Collection, a totally new concept in home
listening. You may enjoy all eight masterpieces,
on four superb-quality, imported records, for 10
days absolutely free. Then keep all four, if you
wish, for only $6.98 (that's less than the price
you'd pay for just one record)! Simply mail the
coupon at right today.

Here’s how the program works...

As a member of The Great Awards Collection
you will receive only the finest recordings of
prize-winning concert performances by preemi-
nent orchestras, conductors and soloists. There is
no minimum number of recordings you must buy.
And you can cancel your membership at any time.
What's more, every superb recording you choose
to examine comes to you on a free 10-day trial
basis. So you’ll never waste a penny on disap-
pointing purchases!

FEBRUARY 1977

Approximately 14 times a year you will receive

the current issue of our Great Awards Collection
Bulletin highlighting an exceptional Selection of
the Month and other brilliant classical releases
recoinmended by a distinguished jury of musi-
cians, scholars and musicologists. If you want to
examine the Selection of the Month you need do
nothing. It will be shipped to you automatically.
If you want any other selection, just mark your
choices on the order card you will receive and re-
turn it by the date specified. If you do not want
any selection, just check the proper box on your
order card and return it by the date specified. It's
that simple!

Special half-price bonus offer saves you money!
In addition to great music, you'll enjoy great sav-
ings with our half-price bonus plan. For every
record you buy at our low members’ price (always
well below suggested retail), you may choose an-

other one from a list of award-winners and other
critically-acclaimed LPs and pay just half that
price! A truly economical way to build your li-
brary of superb classical recordings.

How many records are you committing your-
self to buy when you return the attached coupon?
None at all! Even your introductory set of
Mozart’s Six Greatest Symphonies and Piano
Concertos 12 and 26 comes to you on approval.
Audition it free for ten days, then either return
it — or keep it for only $6.98 for all four records
{plus a small postage/handling charge)

Here at last is the ideal way to acquire a con-
noisseur’s record library in easy stages. You listen
at home to every award-winning selection you
elect to examine before deciding whether to buy
it! Please act today! Begin your money-saving,
no-obligation membership in The Great Awards
Collection by mailing the coupon for your free
trial, with four-for-less-than-the-price-of -one
purchase option of this essential collection of Mo-
zart’s Six Greatest Symphonies and exquisite
Piano Concertos Nos. 12 and 26.

Eight ways The Great Awards Collection helps

you enjoy fine music more than ever!

1. The greatest music by the world’s immortal
composers

2. A major, award-winning recording yours to

audition each month

Superior imported LPs — silent surfaces.

- W

Free ten-day trials of all selections.
All selections always far less than retail price.
Extra savings with Half-Price Bonus Plan.

No obligation to buy — no minimum purchase.

® N e W

Money-saving introductory offer.

Listen for 10 days free. Keep all 4 for less than the price of 1!

The Great Awards Collection ¢ 175 Community Drive ¢ Great Neck, N.Y. 11025

Katl Bohm, together with Ceza Anda’s award-winning performance of Mozart’s Piano Concertos Nos. 12 and 26 | may
return the set after 10 days and owe nothing, or keep # and pay only $6.98° for all four Deutsche Grammophon records,
plus a small postage/handling charge This s all four records for less than the regular price of one!

Each month 1 will also be notified of major award-winning recordings available to Great Award Collection members [ree for 10 days
For every one of these records | buy at your members’ price (always below suggested retail), | may also choose one record
at half that price from your special list 1 am not gbligated to buy any minimum number of records. | may cancel my

membership at any time

NAME
Iplesse pront |

ADDRESS

Cny STATE

Offer limited to the 48 connecting states Offer expires i/ 417 yimut one membershy
NOTE All applicatrons are subject to review. and we seserve the night to rewect any spphication

r
|
|
|
: Please send me. for my frec audition, the triple- award-winning recording of Mozart's Six Greatest Symphonies by
|
|
|
|
|
|
|
|
|
|
!

APT NO

2w

household Only new members ebgble 59208
*Sales tax added for New York residents,
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British company may call itself IMF Electronics and use
that designation on its loudspeakers. The American com-
pany is permitted to use the style Fried Products Company
and the mark FRIED on its loudspeakers. Neither will use
the initials IMF alone.

® Henry E. Kloss has resigned his position as director of
research and development for Advent Corporation of Cam-
bridge, Massachusetts, the company he founded in 1967.

e Audio-Technica U.S. recently signed an agreement
with Nimbus 9 Productions, Ltd., a Canadian recording
company, for exclusive rights to import and distribute its
Umbrella label of direct-to-disc record albums in the U.S.
Like the celebrated Sheffield direct-cut discs, the Um-
brellas bypass tape recording in their manufacture for su-
perior dynamic range and clean transients with reduced
noise and distortion. The limited-edition discs, which are
individually numbered, will retail for about $12.95.

FQuIoMent

Advent’s successor to the 201

The Model 201A cassette deck from Advent is the successor to its Model
201. The updated deck features a new record/play head made of Sen-
dust alloy, which combines the best characteristics of permalloy and
ferrite, and a headphone amplifier. It retains the 201's Dolby system
and equalized peak-reading metering, and so on. Frequency response
is rated at 28 Hz to 15 kHz +2 dB. Wow and flutter, according to Ad-
vent, is less than 0.15%. Fully automatic end-of-tape-shutoff is pro-
vided in the Model 201A, which costs $399.95.

Bose advances with Series Il

The Bose 901 Series |l is completely re-engineered from the original
901 using new techniques and materials. One result, according to Bose,
is more than 5 dB greater efficiency. Recommended amplifier power
range is from 10 to 70 watts (10 to 182 dBW). The new driver has an
injection-molded plastic frame, which is said to eliminate leakage of the
magnetic field. A larger cone is specially shaped for extended high fre-
quency response, and a helical aluminum voice coil is edge-wound in a
single layer for greater density of conductive material in the magnetic
gap. The enclosure, called Acoustic Matrix, is designed to reduce cone
motion and distortion. Suggested price is $750 per pair including
equalizer.
CIRCLE 146 ON READER-SERVICE CARD

Arp Minus Noise Mixer

The Model 8 from Arp is an 8-channel stereo mixer designed for in-per-
formance use and billed by the manufacturer as a Minus Noise Mixer.
To get less noise out than goes in, Arp first designed a mixer with super-
low-noise, direct-coupled, balanced-input circuitry; preamplifiers with
selectable gain; and EQ and control sections constructed of high-grade,
low-noise components. The Minus Noise then adds the Arp Dynamic
Noise Filter, which is said to analyze the whole signal and decide what is
music and what is noise. Levels can be monitored with a peak reading
LED display. A sequenced power supply keeps the mixer silent when it is
turned on and off. Built-in LED channel indicators blink to let you know
what instrument or mike is connected to which slider. The price is $895.
CIRCLE 145 ON READER-SERVICE CARD
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OUR SECOND BEST
IS BETTER THAN MOST
OTHERS’ FIRST BEST.

AUDUA is one of the world’s finest cassette tapes. But it’s not the
best cassette tape made by TDK.

Our SUPER AVILYN (TDK SA) hastheedge. And that’sonly if you're
using the special bias/equalization setting on your tape deck.

However, if you’re using the normal or standard setting, you’ll have
tosettle for AUDUA—second best.

Chances are you won’t find anything better, or with more consistent
sound quality, for decks with normal tape selector settings. In other
words, even if youdon’t own extravagant equipment, with AUDUA you can
still hear extravagant sound reproduction.

You see, because of AUDUA’s superior dynamic range at the
critical high-end, you’ll hear any music that features exciting “highs”
with an amazing brilliance and clarity you won’t get with any other tape.

(And when it comes to open-reel tape, you’ll probably find nothing comes
close to AUDUA open-reel for reproducing highs.)

Whatever AUDUA you use—cassette or open-reel—you’ll hear your
system like you’ve never heard it before.

But there is something else you should hear before you try AUDUA.
The price.

Unlike other so-called “super premium” cassettes, AUDUA’s price is
down toearth. (Thatshould make AUDUA sound even better.)

Compared to what others consider their best, there’s just no comparison.

TDK Electronics Corp.,
755 Eastgate Boulevard,
Garden City, New York 11530.
Also available in Canada.

STDIKK

Wait till you hear
what you’ve been missing.

CIRCLE 52 ON READER-SERVICE CARD
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New tweeter in EP1 speaker

EPI Loudspeakers, a division of Epicure Products, has announced the
EPI-101, which has a one-inch air-spring tweeter with a phenolic cap
support that is said to reduce distortion. Linearity of the 8-inch woofer is
increased by using a light, stiff cone and an improved spider and voice-
coil assembly. Recommended amplifier power range for the speaker is
12 to 75 watts (11 to 19 dBW). Frequency response is rated at 46 Hz to
20 kHz. The EPI-101, in a wood-grain vinyl cabinet with bronze trim, is
priced at $119.95.

Analogue 520 preamp

Analog Engineering Associates of Florida has begun marketing its line
of audio products with the Analogue 520 modular stereo preamp. Fea-
tures include two tape monitor circuits, continuously variable Summa-
tion Filter loudness compensation, the Multi-Path Feedback circuit
credited for the unit’s low transient distortion, and a phono section with
three gain stages. Analog Engineering claims an RIAA frequency re-
sponse of 20 Hz to 25 kHz (+ 0, -¥z dB) and total harmonic distortion
of less than 0.005% at any frequency from 10 Hz to 20 kHz. The Ana-
logue 520 costs $590.
CIRCLE 137 ON READER-SERVICE CARD

MXR's Compander

The MXR Compander, according to MXR Innovations, Inc., is capable of
doubling the dynamic range of most open-reel and cassette decks. The
noise-reduction device compresses the dynamic range of signals during
recording and expands them during playback. This process, says MXR,
reduces noise sufficiently for the quietest passages to be heard while
musical peaks are reproduced without distortion. The Compander is
also said to eliminate the need for level adjustments by processing all
frequencies at all levels in a similar manner, and it can be used with
DBX-encoded recordings. The price is $129.95.
CIRCLE 138 ON READER-SERVICE CARD

Economy speaker from Jensen

The Model 20, acompact, two-way speaker from Jensen Sound Labora-
tories, uses an 8-inch woofer and 2-inch cone tweeter. Maximum power
rating is 40 watts (16 dBW), and frequency response is rated at 35 Hz to
20 kHz. The Model 20 has a wood cabinet covered in walnut-grain vinyl
and costs $59.95.

CIRCLE 139 ON READER-SERVICE CARD

Servo-motor cassette deck from Sony

The premiere model in a series of Sony servo-motor cassette decks in-
troduced by Superscope is the TC-206SD. Like other recorders in the
group, it is equipped with Dolby, Dolby FM, ferrichrome equalization,
and a peak limiter. The TC-206SD, a front-loading deck with mike/line
mixing, costs $349.95. The other units in the line range in price from
$199.95 to $299.95.

CIRCLE 140 ON READER-SERVICE CARD

HiGH FIDELITY MAGAZINE



nl--~~
o4 0 D o . Y

FremA
\

£4,5 0 GG o |® LU .
¥ et

o
----. S8R0
Y LY L2 L -l-- I:Z
\ 1) SR B S -ml- -
Vanw vl

> 4

lo B o oF ]
Ameq l-ll‘-
LA -!.'

< AR~ =
-—-1

b
v T

v

oL %

ot

NEXIVITS

The Test of Time.

Critics were most generous in
their praise when the Shure V-15
Type 111 phono cartridge was first
introduced. The ultimate test
however, has been time. The
engineering innovations, the
uniform quality and superh
performance of the V-15 Type 111
have made it the audiophile’s
choice as the source of sound for
the finest music systems both here
and abroad.

Consider making the relatively
mocdest investment of a new
cartridge to upgrade the

performance of yourentire hi-fi
system. It will make a difference

you can hear!

The original manuscript by [. S. Bach
shown is reproduced bv kind permission
of the Trustees of The British Museum

Shure Brothers Inc

222 Hartrey Ave.

Evanston, IL 60204

In Canada

A.C. Simmonds e Sons Limited

TECHNICORNER f
MODEL V.15 TYPE 111

Tracking Force Range: Ys to 1Ya grams
Frequency Response: 10t025,000 H:z
Typical Tracking (in cm sec pealk

recorded velocitv at | gram
400 Hz .26 cmysec 1,000 Hz .38 ¢cm'sec
50001z.35cm sec 10,000HZz .26 cm sec

Channel Separation (Minimum): 25 dB
at 1 KHz; 15dBat 10KH

Stvilus: Model VN35E Biradial Elliptical
5x 18 microns (.0002 x .0007 inches
Alsoavailable: Model V.15 111 G with
the VN3-G Spherical stvius, 15microns
{.0006 inches

Model VNT8E Biradial Elliptical stvius
13 x 63 microns (.0005 x .0025 inches,
|_formono 78 rpm

HERSEE

MANUFACTURERS OF HIGH FIDELITY COMPONENTS, MICROPHONES, SOUNI> SYSTEMS AND RELATED CIRCUITRY.

FEsruary 1977
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Tandberg's Fasett speakers

The Fasett speaker is a bass reflex system whose multifaceted enclo-
sure allows unusual versatility of placement and angling. The perfo-
rated front plate is said to allow the highest audible notes to pass unhin-
dered. Impedance is rated at 4 to 8 ohms, frequency range at 50 Hz to
20 kHz, and maximum continuous power at 25 watts (14 dBW). The Fa-
sett is available in black, antique white, and orange and costs $160 a
pair.

CIRCLE 141 ON READER-SERVICE CARD

New mixer from Tapco

The latest entry in the Tapco mixer line is the 6200 six-in, two-out, PA
recording mixer. Each channel includes a pan pot, high and low equal-
ization, effects send, and rotary volume pot. Two additional switched
equalizations affect both output channels: The microphone equal-
ization provides a rising response with 9 dB of treble boost at 20 kHz; a
rumble filter effectively provides 6 dB per octave of rolloff and is 6 dB
down at 100 Hz. The master section provides a separate etfects control
for each output and can be used to drive a mono PA without interfering
with the stereo buses. Frequency response is rated at +1 dB, 15 Hz to
40 kHz; harmonic distortion at 0.06%; equivalent input noise at -128
dBV. The 6200A (unbalanced mike inputs) sells for $349, the 6200B
(balanced mike inputs) for $454.
CIRCLE 136 ON READER-SERVICE CARD

Barzilay's expandable entertainment center

New from Barzilay is a three-piece entertainment center, designated
the EEC-1. Its end elements can be pulled away from the central unit,
increasing its length from six feet (as shown) to ten feet and tailoring it
to a wide variety of home entertainment systems. The cabinet is fgin
ished in walnut veneer with solid walnut moldings. The center section
includes a record rack and has tambour doors that open and close to-
gether and disappear into the cabinet when open. The EEC-1 will sell for
about $400.

CIRCLE 143 ON READER-SERVICE CARD

Dubie Recording Control System

The Dubie Tape-Aid Corporation of Oklahoma has introduced its

Recording Control System, a combination mixing/fading console. The

Dubie Model CD-5, which can accept up to three tape recorders with one

amplifier, has multitrack, sound-effect, and editing applications. Moni-

toring switching is provided, and fading controls allow professional

fade-out from one sound source to another. The CD-5 costs $69.95.
CIRCLE 142 ON READER-SERVICE CARD

Peavey's portable microphone mixer

New from Peavey, the 600S is a portable stereo mixer that features six
channels, each with a high- and low-impedance mike input, variable in-
put attenuator, separate bass and treble equalization, a stereo pan pot,
independent monitor send, independent effects send, and a slide-con-
trol output fader. There are four aux inputs as well. The master section
provides separate low and high EQ for the A and B stereo outputs. Mas-
ter-section controls include effects level, reverb contour, effects return,
and effects pan. Three slide faders control the A and B and monitor out-
put levels. Frequency response is rated at 20 Hz to 20 kHz with less than
0.1% harmonic distortion, equivalent input noise at -123 dBV, output
at 5 volts rms. The price is $424.50.
CIRCLE 144 ON READER-SERVICE CARD
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Get yourselfthe big one!

1757 illustrated pages of

detailed audio reference for

the working technician... the
student. .. the hi-fi buff!

Here’s a comprehensive volume espe-

cially designed for the man or woman

who has an understanding of electronics
and an interest in audio technology.

The Audio Cyclopedia is the most author-
itative referenc e book ever published on
this subject. It includes every phase of audio
technology—plus the latest information on
solid-state and integrated circuits.

25 informative chapters.. .
convenient format so you find what
you’re looking for... quickly... easily!

Each of the big, information-fil'ed chapters
covers in depth one of the major areas of audio
electronics. You’ll find anytt 'ng you could
want to know about everything- -amplifiers,

' ¥ acoustics, meters, transformers, coils, transis-

b : 16 (Y tors, diodes, filters . . . plus much, much more!
' A All information is presented in easy-to-
understand.question-and-answer format. For
“‘instant find,” there’s a unique index and refer-
ence system so the

‘ (N ’.'

o, Vo information you

e o need is always at

?(l))mplete y(;lurhretl;?[rﬁnce i, a b, your fingertips.
ibrary with this Modern B O R \ : _
Dictionary of ELECTRONICS! NN Senclignt Lisicon

plete reference

This handy volume is a convenient library today

way for you to keep abreast of all

“ \
the latest happenings in the ever- L o o N - .for 00
changing field of electronics. ot - ‘ Just $34
Modern Dictionary of Electronics ELECTRONICS

gives you clear, concise defini-
tions of 18,500 terms commonly
in use today in the fields of com-
munications, microelectronics,
fiberoptics, semiconductors,
reliability, computers and
medical electronics.

It's yours for only $14.60

MAIL TODAY FOR 1-5-DAY FREE TRIAL

YES — send me the book(s) checked below to exam-
ine for 15 days free. If not completely satisfied, I may
return ml)i ordeli]and owe absoLut,ely nothing. Other- I
wise, [ will pay the amount on the invoice accompany-
For b o ing my booﬁ(s), including shipping and handling.
Speaer audio infor- . ;
Enclosures mation ... (] Audio Cyclopedia (20675 ............ $34.00

Take one . [] Modern Dictionary of Electronics ST l
14.

(20B52) o 5 icioms o o Siateihns e S e 5% ol ol o s

;)}ll'ergg i(;:fly (] Modern Recording Techniques 21037 . $9.95

paperback (] Guide to High Fidelity 1159 ........ $4.50

guides. [ How to Build Speaker Enclosures

I (20520} 33534 (viis iy esasasesezonnace tateiezeren S $4.50 l

Guide to Modern Recording How To Build I Name l
High Fidelity Techniques Speaker (PLEASE PRINT)
Here's a conve- Now, whether you're Enclosures
nient guide tohelp a would-be recording Here’'s the book I Address
you select a hi-fi artist or an experi- to use if you want
system that not enced engineer, you to build enclo- Cit
only meets your can find out all about sures that give you Y
needs but fits your the techniquesthat realistic sound
budget besides. If are being used today reproduction. In- State. Zip
you ever plan to in pop recording. cludes directions T ]
invest in any hi-fi Learn how to cut for enclosqres_ to Save shipping and handling costs. Full payment enclosed.
equipment at all, your own records, ftany application (Plus sales tax, if any.) .
this book is a andhowtouseequip- ... any price MAIL TO: Howard W. Sams & Co., Inc., 4300 W. 62nd Street
must. ment alnd controls range. Indianapolis, Indiana 46206 BS26
Yours for alow Creatively. Yours for a low L
$4.50 Just $9.95 $4.50 N N N B S B B B e
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HiFi-Crostic No. 21 by William Petersen

A 1 F 2|N 3|u 4 & [o] S51Y 6| w 7 S 8 (M 9|t ORI 1"l x 12| Q 13| N 14
e
U 15|R 16 [ N 17[E 18X 19 F 20(B 21|V 22|N 23|U 2 K 25(P 26|Q 27 DIRECTIONS
N To solve these puzzies—and they
w 2|0 29[G 30|1 3|U 32|v 3B|L 4[N 35(C 36|B 3|0 3B|T 3J[R 40 F_ 41] aren't as tough as they first seem
@&tf supply as many of the Output words
U ez N @z M 6[C 47|D 48]|5 4w 50|y 51 J 52| B 53 as you can In the numbered dashes
BN g followng the Input  Unless otherwise
specihed in the Input. the Output con-
H 54| N 5| M - &
5 56| Q 57| 2 59| X 60| B 61| K 62| U 63 E 64| P 65 N 66 sists of one Engllsh word COfTD
means compound. or hyphenated,
W 67|T 68|t 69| M 70| H 73|V 74 | A 75| D 76| N 77 V) 78 | X 79 |1 80 word
Transfer each letter to the square
T 8i|c 8 |F 83|T B84|w 85/Q 8|0 87N 88 89 | U 90|z s1|x s2|D 6| N sa ¥ 95| Inthechagram that bears the corre-
1 sponding number After only a few
G e[ 7|V ®8|U e8| x 100]B 101]|S 102|N 103|R 104 H 105] C 106 W 07| Z tes[F tes| COrrect guesses you should begin to
NS see words and phrases emerging In
S s T s - the diagram. which when filled in will
K u 3 H N 116|S 117|Q 18 |{D 119|G 120 |1 12 U 123 contain a quotation related to muUSIC.
recordings, or audio
X Y 126|R 127 |W 128| P 1201 130N 131[S 132[v 133|R 134 C 135|H 136|0 137 The words in the quotation are
separated by darkened squares and
N 138|U 139]|J 140[Q 141 |W 142| X 143| B 144| V 145| U 146|M 147|1 148| T 149|A 150 B is1| N sz 90 not necessanly end at the end of
arow
Try to guess at these words and
H 1 1 160
V 154|0 155(|M wlc = i G N 161U 162\ w 183)S 184| V165 yandfer each newly decoded lefter
< back to its appropriate dash in the
D 67| M 168| U B 171K 172| T 173 N 174|P 175|D 176 u 177 OJ[M Th|s will squ you with
further clues
A 80| x 181]|P S 185|N 186 |R 187 L 188|U 189 P 190U 199 A final clue The source of the
. quotation — the author and his work
—will be spelled out by the first lefters
Z 193|x 194|B 195(A 196 (O 197 | P 198|Vv 199|] 200 G 200 |F 202 C 203|S 204
R in the Output. reading down
LM The answer to HiFi-Crostic No. 21
R 206|P 207U 208|Q 209N 210 (W 211 |A 212|M 213 |L 214|B 215|U 216 Z 27| N 218 will appear in next month's issue of
High Fideity
K 221 |w 222 1|1 223|T 224 |xX 225|M 226 |p 227 LA
INPUT OQUTPUT INPUT OUTPUT

A Jazz trumpeter (1906

TaE 180 1 95 715 T80 O Atfter La, ballet with mu = T Tmm = See oo
54). had own band in 196 180 1 75 12 150 sic_ by Henn Sauguet, 38 87 155 5 197 137

he 19408 based on Aesop fable
B German opera produc- —_ o == — e = = - B
er (1888-1971) who, af 171 101 53 144 37 178 21 195 P English organist/com 155 36 187 198 11T 175 507 73
tar Hitler's rise 1o power. o poser (1679-1774) Six
worked in England and 215 151 61 Select Odes 55 = 557
then n Latin America 1
(full name)
Q In ballet, jumps 1N which — e = == —— -
C Reduced. 1e . arranged 27 36 706 203 135 82 150 the dancer lands with 27 118 86 179 57 13 141 209
from a larger score (It) teet together, having
joined them in the air 96
D Dutch-American jazz ac- —_ = —
1924 29 93 119 76 48 167 176 R Congregationat rephes e
corgonst (b 1924) to [h% 2lghmanl & 127 187 40 89 206 104 16 134

€ Frenchwviolinistandcom
poser (c 1661-1755)

See Word | (3 Fr wds) — e o e T —— o/ —

wm
[=<]
g
S
[+
S
w

F Libretto by Metastasio

first set 10 music by Nic 1 41 20 202 109 2 T indicaton 1o play N an | =&~ 75 554 193 11 155 B4 J0E
cold Conforto & EE 2 oot (2 T wos § 66 149 224 173 11 125 B4 205
G Signindicating very stac — _ 39
S L 201 30 166 120
U Mendelssohns Fifth (3 508 191 15 162 74 113 45 78
H Handel oratoro 105 54 158 136 192 71 wds.)
| With Word S Debussy B [ I [ . 219 146 32 99 169 189 90
prelude (2 Fr wds) 80 121 69 200 130 31 97 223
; _— 63 157 177 4 139 123 216
10 148
J Onethousandth of an I - -
thch. used to specify sze | 114 52 140 Vv Practice performances 22 74 154 33 199 145 133 98
of a stylus
122 165
K tish choreographer - — e
e, COaaPe’ | 727 172 110 62 221 25
cade W Balletwith music by Liszt, = o e e e CEED e o
e tEw RS 5T orchestraton by Gordon | 142 211 59 163 28 50 128 67
L Polish-American soO 34 81 188 160 214 Jacob
prano who created role == T o
of Turandot at La Scala
M English = composer | 15§ 70 107 45 147 168 226 213 | x Butterfiysana(4it wds) | 72 700 143 79 170 190 225 194

(1905-71), Julian Bream
recorded his Elegy for R I - B
Gurtar g e 124 153 92 60 181 112
N Belin opera based on | 88 186 17 35 94 131 77 161 v

Shakespeare's Romeo
and Julet (5 1t wds)

Won. as a tournament
I I without losing a game 95 6 126 220 51
14 152 55 66 4 21 21 (slang)

116 3 23 138 46 174 103 Z Atmospherics 58 91 193 44 108 217

50 Solution to last month’s HIFI-Crostic appears on page 6. CIRCLE 23 ON READER-SERVICE CARD —»



JVC builds in what
other receivers leave out.
A graphic equalizer.

The only way you can equal
the realistic sound capability of
JVC's modestly priced S300 stereo
receiver, is by adding an expensive, but
highly versatile graphic equalizer, to
another receiver

For the price of a conventional
receiver in its price range, the S300 has
built-in JVC's exclusive graphic equalizer
system. With five zone controls to cover
the entire musical range. While most high
priced receivers offer bass and treble
controls, and some include a third for
midrange, none approach the precision
and flexibility of the SEA graphic equalizer
system developed and patented by JVC

371,293 ways to hear
better sound.

By adjusting the five detent tone controls
covering the frequency range at 40z
250Hz, 1,000Hz, 5,000Hz and
15,000Hz, you can create 371,293 dif
ferent sounds. A feat never before
achieved (with a stereo receiver) outside
a professional recording studio. But
then, the S300 is a JVC professional

Get better performance

from your components

and listening room.

Why do you need such tremendous vari
ations in tone? Quite simply, they help
you to overcome the shortcomings of
the acoustics in your listening room; they
also can help you to compensate for the
deficiencies in old or poor recordings
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Finally, they can do wonlders
for the frequency responselof
your speakers, and where
you place them

SEA is really quite easy
to use. For example, the 40Hz
switch reduces record hum or
rumble, and it can add greater
clarity to the ultra low bass of an organ

The problem of booming
speakers is simply handled with the
250Hz switch. And in the important
midranges, the 1,000Hz control
adds new dimension to the vocals of
your favorite rock performers, while the
5,000Hz switch brings out the best in
Jascha Heitetz. You can even reduce
tape hiss and diminish the harsh sound
of a phono cartridge at high frequencies
with the 15 000Hz control. Then, to
double check any adjustment, SEA
works with a tone cancellation switch
which permits you to instantly compare
your setting with a perfectly flat response

SEA adjusts the sound of
your system to the size
of your room.

You see, small rooms tend to emphasize
high frequencies, while large ones accen
tuate the lows. But the ingenious SEA

allows you to compensate for rocm size

BALANCE) 1)

wer Illll|l|llh.lllllltll Lol
-

a0ns
i

1"
(A NN RN}

tENEY Y [N (B}

T30m,

v (I

vy

and furnishings —so your system can
perform the way it was meant to
wherever you are

While most manufacturers reserve
unique features for their top of the line
model, JVC has included SEA in three
of its receivers. The S300, the $400, and
of course, the top professional —the S&00

When you hear these receivers at
your JVC dealer (call toll-free 800-221
7502 for his name), think of them as
two components in one. In fact, it's like
having all the benefits of a graphic
equalizer . . . without buying one

JVC America. Inc
5§8-75 Queens Midtown Expressway.
Maspeth, N.Y. 11378 (212} 476-8300



RTR
sound
is a
singular
creation

l.ike the human voice and all
things striving for perfection,
RTR sound systems have only
one maker. Each critical
component is designed and
manufactured by RTR. From
hard-wound voice coils to
hand-rubbed cabinetry,
everything fits and operates as
ona, Thus RTR systems

a oroach the perfection of
realistic sound.

Few others are so dedicated.
They create systems from the
components of many
manufacturers—often
including transducers built by
RTR. Though they buiid fine
speakers, they build only finite
systems. That is the law of.
group creation.

If you strive for realistic sound
at a sound price, seek your
nearest franchised RTR dealer.
He will show you a singular
solution.

s

For dealer list, write
RTR, Dept. HF, 8116 Deering Avenue,
Canoga Park, CA 91304.
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The Men Who Made an industry

ED MILLER

Fourteenth in a series

To MosT PEOPLE who know something
of the history of the audio industry,
the name of Ed Miller is associated
with Sherwood Electronic Labora-
tories, Inc., which he helped to found
in 1955. But Miller had already made
his mark nine years earlier, at the age
of twenty-five, at Radio Craftsmen—a
manufacturer of truly classic compo-
nents, though the name is virtually
unknown to current audiophiles of
less than middle age. It was there that
he solved the "drift problem” then
plaguing FM tuners by introducing an
automatic frequency control into the
circuit. The basic idea behind AFC
was already in the engineering text-
books, but he was the first to incorpo-
rate it into an FM tuner.

Born in Cincinnati, Miller earned a
degree in electrical engineering at the
University of Cincinnati in 1943. Even
as a student, he was a radio hobbyist
with a penchant for FM. He held vari-
ous jobs, including some time with
Stewart-Warner, a stint as laboratory
engineer with Naval Ordnance, and a
period in the research labs of General
Electric, before he joined Radio
Craftsmen in Chicago in 1945. As he
rose to vice president and director of
engineering, he was largely respon-
sible for that company’s entry into the
manufacture of high fidelity tuners
and amplifiers, and by the mid-1950s
it was among the largest producers of
FM tuners. But it was apparent that
the distribution setup was ailing. A
brief attempt to bypass retail dealer
outlets and sell by mail order was un-

successful, and Radio Craftsmen
folded.

Miller then joined forces with Emil
Plank, john Snow, and john Clark of
Elrad, a radio coil manufacturer. They
started Sherwood—named after the
Chicago suburb of Sherwood Forest
where Miller lived—as a subsidiary of
Elrad. (Today Sherwood is the owner
of Elrad.) Snow and Clark have con-
tinued in administrative posts; Plank,
who served as production chief, died
in 1967. Miller, as vice president and
general manager, proceeded to direct
the engineering and production of a
long succession of tuners, amplifiers,
and receivers that quickly gained a
reputation as being among the best
available. Providing the best possible
value to the music-lover, rather than
the best attainable performance in ab-
solute terms, was the philosophy be-
hind this reputation.

The distinctive styling of the prod-
ucts was among Miller's contribu-
tions. At a time when most audio com-
ponents still looked as if they
belonged more properly in a studio
than in a living room, Sherwood be-
gan using a low-profile design with
startling white front panels that
framed colorful controls and tuning
dials. The components also came
“prewrapped” in finished cases (no
tubes or transformers were visible)
that could be set right on a shelf or
cabinet top. Some models eventually
were offered with color options so
they could be tailored to room decor.
This emphasis on decorative appeal
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Experience the genius of the “great musician of all time”
—as you may never have experienced it before

The Definitive
Beethove Collection

As your introduction to

THE BEETHOVEN
BICENTENNIAL SERIES

listen to the first 6 symphonies
for 10 days free!

Over the years there have been many record
albums devoted to various works of the im-
mortal Ludwig van Beethoven. But there has

Beethoven’'s achievements are a re-
fiection ol the man himsel!, tor his

never been a complete collection of all his music 1s ke a diary into which he
works. That is why TIME-LIFE RECORDS poured Mis life, his dosue|s, n':slr&
assembled this magnificent collection in 17 || 9r's. his furies, mis melancholies

and his loves. Beethoven was at con
stant odds with his society—a soci
ety steeped in a stormy world of

volumes that contain every important work
the master ever wrote—even some rare vocal

pieces never before available! It's the BLE revolution. He transposed his own
THOVEN BICENTENNIAL COLLECTION, personal struggle to the scale of the

recorded by the famous Deutsche Grammo whole human race, and dreamed of
phon Company of Germany. ! bringing to 1t joy and universal

This feast of Beethoven is performed by brotherhood
such world-renowned artists as Conductor
Herbert von Karajan, supreme interpreter of
Beethoven's symphonic works; the great
violinist Yehudi Menuhin; opera’s greatest
dramatic soprano, Birgit Nilsson; Wilhelm
Kempff, dean of Continental pianists; silken-
toned cellist Pierre Fournier; Britain's bril-
liant Amadeus Quartet; and the Berlin Phil
harmonic Orchestra,

10.day free audition: To introduce you
to this incomparable collection we invite
you to audition Volume 1, the first six sym-
phonies plus the popular Leonore Overture
No. 3, for 10 days FREL. These selections
were performed by the renowned Berlin
Philharmonic Orchestra under the direction
of Herbert von Karajan. Highlighted in
Volume 1 are:
O SYMPHONY NO. 3 in E Flat Major—the
“Eroica.”

0O SYMPHONY NO. § in C Minor-The —— S S __ . _ _ . — — — — —

opening is probably Beethoven's most well- |  TMME-LIFE RECORDS
known theme. ’ ) ) |  TIME & LIFE BUILDING, Chicago, lil. 60611
E]p StYM:’I;!ONY R PLUS a FREE | Yes, I would like to examine the first album of
astoral, o . B th Vol the Beethoven Bicentennial Collection. Please
Only the beginning: If you decide to eethoven volume | send it to me—together with my free $29.50
keep the five records of Volume 1 for the ( blished 152950) | Beethoven book—for 10 days' free examination
low price of $19.95 plus shipping and hand publishead a | and enter my subscription to the Beethoven Bi-
ling, you become entitled, as a subscriber, to | centennial Collection. If 1 decide to keep the
audition approximately every other month, This huge, handsome commemor- first album, 1 will pay $19.95 plus shipping and
future albums in this fantastic 17-volume ative volumne—now out of print- | handling. I then will receive future albums in
Beethoven collection for the same low price. covers the master and his work in | tne Beethoven Bicentennial Collection, shipped
Some of the magnificent works contained in i’;f':‘g:'f:{;aillggll‘:%gstm“ceb"l‘i‘ca";: | an album at a time approximately every other
future volumes are: . fore. 267 pages, 269 {hstrations | month. Each is $19.95 plus shipping and hand
O The 9th Symphony—a revolutionary work in color, and black and white ling and comes on a 10-day free-examination
in that it was the first choral symphony ever music scores, paintings, drawings, | basis. There is no minimum number of albums
composed. manuscripts, etc. |
O MISSA SOLEMNIS—An exhilaratingsyn- | tion at any timesimply by notifying you.
thesis of symphony, opera and church music. [ ' l:; 1 do “0; Ch?t?“ to 'éet’}f‘ t;ne 2'“.3:?’“';‘6
0O EGMONT-—the complete incidental music I PV e fuznptheyatou mian gL

days, my subscription will be canceled and 1
will not be under any further obligation.

RBAALO

to the heroic drama by Goethe.

0O The 16 Quartets—showing Beethoven's
evolution from the classical style of Haydn
and Mozart to the highly original and excit-
ing style of the last five quartets.

No risk or obligation: To receive Volume
1 for 10.day free audition, return the post.
paid card. If you decide to keep it, we will
include, free, the giant book on Beethoven
described at right. You are under no obliga-
tion to purchase any minimum number of
volumes and you may cancel your subscrip-
tion at any time. Mail the attached card or
use the coupon at right.

Nameoe—————.

AddresS e e e
=« | RS X

State. . e D e el

1
|
|
|
|
|
|
|
I
|
|
|
|

that 1 must buy, and | may cancel my subscrip- |
|
|
|
|
I
I
|
|
|
|
|
|

for Prov.) for Code) |
Jd
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The
phono cartridge
that doesn’t compromise

any
modern record.

AT15Sa

Choosing an AT15Sa
can add more listen-
ing pleasure per dollar
than almost anything else
in your hi-fi system. First, because

it is one of our UNIVERSAL phono
cartridges. ldeally suited for every
record of today: mono, stereo, ma-
trix or discrete 4-channel. And look
at what you get.

Uniform response from 5 to 45,000
Hz. Proof of audible performance is
on an individually-run curve, packed
with every cartridge.

Stereo separation is outstanding. Not
onlyat 1 kHz(where everyone is pretty
good) but also at 10 11
kHz and above (where @,
others fail). It’s a result ,
of our exclusive Dual -
Magnet* design that o
uses an individual low-mass magnet
for each side of the record groove.
Logical, simple and very effective.
Now, add up the benefits of a genu-
ine Shibata stylus. It’s truly the stylus
of the future, and a major improve-
ment over any elliptical stylus. The
ATI15Sa can track the highest record-
ed frequencies with ease, works in
*TM. U.S. Patent Nos. 3,720,796 and 3,761,647.

UNIVERSAL

BEST FOR 1/2/4 CHANNEL

any good tone arm or
player at reasonable
settings (1-2 grams),
yet sharply reduces record

wear. Even compared to ellipticals
tracking at a fraction of a gram. Your
records will last longer, sound better.

Stress analysis photos show concentrated high pres-
sure with elliptical stylus (left), reduced pressure,
less groove distortion with Shibata stylus (right).

The ATI5Sa even helps improve the
sound of old, worn records. Because
the Shibata stylus uses parts of the
groove wall probably untouched by
other elliptical or spherical styli. And
the ATI5Sa Shibata stylus is mount-
ed on a thin-wall tapered tube, using
a nude square-shank mounting. The
result is less mass and greater precision
than with common round-shank styli.
It all adds up to lower distortion and
smoother response. Differences you
can hear on every record you play.

Don’t choose a cartridge by name or
price alone. Listen. With all kinds of
records. Then choose. The ATI5Sa
UNIVERSAL Audio-Technica car-
tridge. Anything less is a compromise.

audio—technica

INNOVATION o PRECISION 0 INTEGRITY
AUDIO-TECHNICA U S., INC.. Dept. 27H, 33 Shiawassee Ave.. Fairlawn, Ohio 44313
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was complemented by controls that
avoided unnecessary technician-ori-
ented complications found on many
competing designs.

In 1970, Miller left Sherwood, partly
because of a yearning for a change of
scenery: He and his wife, Nan, de-
cided they wanted to live in Califor-
nia. Another reason was a disagree-
ment with Sherwood stockhelders
over their intention to move manufac-
turing facilities to the Orient.

The two forces coalesced into a de-
cision when Miller was approached
by Morris Kessler, president of a small
company in Los Angeles known as
SAE (Scientific Audio Electronics,
though the full name is seldom used),
whose ten employees produced a line
of amplifiers, preamps, and equal-
izers. Miller designed its FM equip-
ment and a digital tuner, and soon be-
came head of the SAE engineering
department.

He left for a year to become engi-
neering manager of Acoustical Con-
trol, reportedly the third largest man-
ufacturer of public-address and
music-performing amplifiers in the
U.S. But the seeds planted at SAE
bore fruit; the company grew, and he
was asked to return in 1973. For a time
he worked with a young engineer
named James Bongiorno, who had re-
placed Miller during the year-long
break from SAE and who designed its
present line of amplifiers. They were a
formidable team of technical talent.

In late 1974, Bongiorno decided to
go out on his own. The first product of
his Great American Sound Company
(he has neither confirmed nor denied
that he chose the name for its
acronym GAS) was a kit for building a
high-powered amplifier. A year later,
he succeeded in persuading his old
working partner to join him at GAS.
There was a brief period when Miller
worked for both companies at the
same time, which probably is some-
thing of an innovation in a highly
competitive industry and also per-
haps indicative of a new spirit of tech-
nical fraternity abroad in the audio
field in recent years.

GAS has since ceased to make kits
and is now making fully assembled
preamps and power amps, of which
the Ampzilla (definitely intentional
humor) is probably the best known.
Miller reports that the company, of
which he now is part owner, “is grow-
ing like wildfire” and may produce a
tuner in the foreseceable future.

Tall, lean, and athletic at fifty-five,
Miller retains all the enthusiasm for
high fidelity sound that drove him in
his salad days. His sole hobby is
botany, and the results of his work in
this area enhance his reputation as a
man with an exceptional ability to
make things grow. @
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Yamaha's rew two-way beryllium dome
NS-500.
A very responsive speaker with a rich,
luscious 50 1nd. A deeply ‘nvolving sound.
Highly defined, finely detailed.
The NS-590 is create¢ from the same
advanced beryllium technology that's
made Yanmta's revoluzionary NS-1000
Series sieakers, in the eyes and ears of
many avdi) expe-ts, the highest standard
of sound accuracy. (Spzcific benefits of
Yamaha$ teryllivm technology have been
documented in a paper presented to the
52nd Convertior of the Audio Engineer-
ing Society.
Withthe NS-500 you get all of beryllium’s
advantages (-ransparency, detail, and lack
of distortion that go bavond the best elec-
trostatic soeakers), but a: a price roughly
half that of -he NS5-10GC, Only $500 the
pair, suggested retail pric=.

The joy of beryllium.
The ideal dhme material for a high fre-
quency drivar must respond instantly to
changes i1 amglitude and frequency of
the input signal. So t1e ideal dome mate
rial must be virtually weightless as well
as extremaly rigid.
Berylliur- is the lightest and most rigid
metal kncwn. Its density is less than two
thirds thet of commenly used aluminum,
and its r gidity 15 almost four times as
great —tlus preventing dome deformation
and consaq.ent distort.on. What's more,
berylliun's sound propzgation velocity is
twice taa: o~ aluminum.
The 2erzll um dom2 found on the N&-
500’ Lign frequency driver is the world's
lightest —adout half tke weight of one
petal of 2 small sweetheart rose. Which
is one ¢: tie reasons for this speaker's
exceptional sensitivity and response. And
for its sensmous sound.

A closer look.

To be able to offer the sophistication f
heryllium 2t a more affordable price. wit-
out sacrificing quality of performanca,
Yamaha designed the NS-500 as a two-
way bass reflex system.
This gives the NS-500 a trace more enx)-
tion at she low enc than the resolutely
objective NS-1000. But it also gives the
NS-500 more efficiency (91dB SPL at one
meter with one watt KMS input). Which
means zom den't have to invest in the
highest pcwered amolifiers or receivers
in order to drive the NS-500 to its full
rated ottpat.
For an «pt mum ma:ch with the berylliun
tweeter. Yamaha developed a very ligat,
very rigid “skell” waofer. And a special
hermetica ly-sealed ir core LC crossovar
with 1 carefully selectec 1.8kHz crossovar
point.
As a restlt of these design parameters,
the NS-5(0 hoasts an insignificant 0.02%
THL belew 50 dB 3SPL, from 40 Hz to
20 kHz nmkirg it the perfect complement

to Yamaha's state-of-the-art low distortion

electronics.

Underneath the sleek monolithic styling

of its solidly crafted enclosures, the NS-

500 is full of many exclusive Yamaha

features and distinctive Yamaha touches

of craftsmanship.

But to fully appreciate the beauty of the

NS-300, you really should visit vour

Yamaha Audio Specialty Dealer.

Which brings us to something else.
Semething more than just
anather speaker pamphlet.

Yamaha's Reference Handbook of Speaker

Swstems is a very thorough guide encom

passing all aspects of speaker design.

perforneince, and evaluation. Starting
with a detailed explanation of speaker
design principles. the discussion then

turrs to a solid base cf objective criteria.

written tn easily understood language, to
help you properly evaluate any speaker
in any listening environment. Already a
much sc ught-after reference work among
audio professionals, Yamaha's Reference
Handboik of Speaker Systems is available

at vour Yamaha Audio Specialty Dealer.

At $5.00 a copy, it's well worth the cost.
However, if you clip out the coupon in the
bot.om corner of this page, take it to your
Yarmahz Audio Specialty Dealer and hear
a demonstration of the exciting NS-500 or
any other Yamaha speaker, the book is
vours for half the price.

And if you're not familiar with the name
of you- local Yamaha Audio Specialty
Dealer, drop us a line. In turn, we'll also
send you a free preprint of the Audio
Engineering Society paper on Yamaha
be-yllium technology mentioned above.

Tris coupon is worth $2.50 off
the $5.00 suggested retail price of
Yamaha's Reference Handbook of
Spraker Systems, when presented to
any participating Yamaha audio
dealer, with a demonstration of any
Yamaha speaker system.

OfZer expires Marca 1, 1977

PO. l;()x 6600 Buena Park, CA 90622
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What
Test Reports

Don't Tell You About

Blank Cassettes

Shell construction is as important as electromagnetic
performance —but how do you judge its quality?

by Robert Angus

MosT TESTS of cassette quality concern them-
selves with the tape itself; in fact, they concentrate
almost exclusively on the thin layer of magnetic
material on one surface of that tape. In one sense,
this is as it should be. A cassette is only as good as
the electromagnetic performance of its oxide. But
in another sense it also is only as good as its shell,
because a tape that jams or skews excessively or
breaks will not deliver the performance that the
oxide is capable of.

Testing the mechanical parts of the shell is far
more difficult than testing oxide performance,
however. There are few accepted standards; me-
chanical behavior of the shell depends in large
part on the transport in which it is used; and some
properties—jamming, for example—are a question
of probabilities, rather than repeatable and there-
fore measurable behavior. So while there are some
important clues by which the prospective pur-
chaser can assess the likelihood of mechanical
misbehavior, there are no “figures of merit” by
which he can compare cassettes—nor even any
firm consensus about optimum design in some re-
spects.

Unlike open-reel tapes, whose mechanical han-
dling is performed entirely by the recorder, cas-
settes become an integral part of the tape-drive
system once they're inserted into the transport.

A frequent contributor to both consumer and professional
audio journals, Robert Angus was the author of a historical
survey of record piracy in HF's December 1976 issue.

The pressure to hold the tape against the magnetic
heads comes not from the deck, but from a pres-
sure pad built into the cassette. Some of the guides
that help line up the tape for correct azimuth are
built into the cassette shell. The shell determines
just how freely the tape can move from one hub to
the other. And so on. Experienced cassette users,
armed with this understanding, have learned that
a careful physical examination can lead to some
educated guesses about how well, and how long,
the cassette is likely to perform.

There are twenty-three parts, more or less, in a
well-made cassette. (The exact number depends
on who made the cassette and who'’s doing the
counting.) There are legitimate differences of
opinion within the tape industry about how these
parts should be made and about which ones aren’t
absolutely necessary.

For example, is a cassette whose two halves are
screwed together better than one that is sonically
welded? Most premium-priced cassettes use
screws, and most quality-conscious tape buyers
believe that screws are supetior to welding. The
reasons are obvious: It’s possible to remove screws
to make internal repairs when necessary. Or, if
you're simply curious about how well the cassette
is put together, you can take it apart and see for
yourself. But sonic welding is more than a tech-
nique for hiding defects or an economical short-
cut. Ed Hanson, the technical manager of North
American Philips (Philips introduced the cassette,
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and Hanson probably knows more about its inter-
nal workings than any other man in the U.S)),
points out, “There is no doubt that sonic welding
results in a stronger, mechanically more precise
cassette—but only if several contributing details
and parameters are met.” Those parameters in-
clude precision molding of parts, proper design of
stiffening ridges within the cassette shell, and
choice of material to prevent plastic flow. But
Hanson notes, "Should the pressure and time
cycle of the welding process be incorrect, the re-
sult may be either a cassette that is mechanically
weak or, at the other extreme, insufficient clear-
ances for the tape and stresses within the welded
parts.”

Columbia Magnetics feels that the inaccessibil-
ity of the interior of a welded cassette is a positive
rather than negative feature since it prevents idle
fingers from tampering. A spokesman for Memo-
rex adds that when screws are not tightened
evenly they are more likely to cause bowing of cas-
sette shells than an even sonic weld along the en-
tire seam. Toyota Cassettes says that this possi-
bility is overshadowed by the greater likelihood of
overpressing the sonic weld in the sealer, causing
the cassette to exceed mechanical tolerances—
something far less likely to happen with screws.

But generally the experts are agreed on one
point: The presence of screws alone really tells
you very little about cassette quality. The possi-
bility of repairing a jammed screw-closure cas-
sette, but not one that is welded, remains.

The physical appearance of the shell itself tells
you more than the method of closure does about
potential mechanical failure. Is the molding of
good quality? Are there rough edges or bits of ex-
cess plastic in any of the holes on the front edge of
the cassette or along the seam? These bits of plas-
tic, known as flash, are the hallmark of sloppy
molding (and hence poor mechanical tolerances).
So are gaps between the upper and lower halves
along the front edge. The edges of the openings at
the front of the cassette should be straight and
seams should be joined tightly.

Styrene is the basic ingredient of most cassette
shells, but the exact type and grade vary from one
manufacturer to another, and some producers add
chemicals to overcome some of the material's
shortcomings. General-purpose styrene has the
advantage of being transparent, making it possible
to mold the viewing window as an integral part of
the cassette shell. Among the manufacturers who
use it are Scotch, Audio Magnetics, and Inter-
magnetics. The main problem with general-pur-
pose styrene is that it tends to shatter easily, so
most manufacturers resort to a medium-impact or
high-impact styrene for their better cassettes. The
trouble with these materials is that their natural
color is an opaque ivory (though pigment can be
added to the styrene during molding to change its
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color without altering other properties), so you no
longer can see the tape through it.

Pure styrene does have a tendency to lose di-
mensional stability under some conditions. One of
them is heat. If you want a cassette you can leave
safely on top of a radiator, it will have to have
something added to the styrene. The most com-
mon additive is polycarbonate, a surface coating
that not only retards warpage due to heat, but also
makes the shell less shatter-prone. No matter how
closely you examine a cassette, you have no way
of knowing whether or not it contains this sort of
stabilizer.

Cassette manufacturers make their shells rigid
by using the maximum thickness of plastic per-
mitted by the technical specifications and by
molding interior ridges and supports to stiffen the
shell against warping or bowing. The intent is to
keep the top and bottom from pressing inward,
which would inhibit tape movement and misalign
the relative positions of the shell, the tape, the
recorder’s heads, and the drive system.

Windows to permit viewing of the tape pack are
generally conceded to be necessary, and most
makers feel they should be as large as possible.
When it comes down to particulars, however, con-
sensus weakens. Windows integral to the shell win
hands-down approval from most, even though
they can be fabricated only in shells of general-
purpose styrene. Manufacturers using other sty-
renes must glue or weld the panels or resort to
flexible polyester—actually part of the slip sheet.
Some cheap designs use a narrow open slit that of-
fers neither good visibility nor protection from
dirt. The rigid window, integral or inserted, offers
greatest protection, but there always is the possi-
bility that inserted windows will fall out—or that
sonic welding or inexact insertion will create a
protuberance inside the cassette.

While most cassette-shell halves look identical,

they actually are not. “Whether the halves are a-
symmetrical or symmetrical doesn't affect the cas-
sette performance if both molds are made with a
great deal of care and attention to the accuracy of
the tape guiding surfaces,” advises John Taylor of
the 3M Company. Virtually all manufacturers
have found that dissimilar halves facilitate cas-
sette assembly, circumventing problems of tape
spill and damage.

There is heated controversy among cassette
makers as to whether a resilient foam pad glued
directly to the shield or a felt pad glued to a metal
spring provides better tape-to-head contact. Even
the engineers within BASF are split down the
middle on this question; those in Europe are con-
vinced that the small felt pad outperforms a larger
foam block, those in the U.S. prefer foam. Memo-
rex, a major advocate of foam, points out that
spring pads are more easily damaged. Measure-
ments made by BASF (in this country) show that
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Typical quality construction is visible when this TDK cassette
is opened. Tape pancake (A) feeds past molded stud (B) and
idler assembly (C), which consists of a stainless-steel pin

or axle (D) and a flanged plastic wheel (E). Screws (F) hold
shell halves together via moided holes. Hub (G) has, in this
case, a C-clamp tape-end lock (H). Shield (l) is a plain
rectangle of mumetal; pressure pad (J) is felt, mounted on a
metal spring assembly. Viewing window (K) is a separate
piece of clear plastic, neatly and securely attached to

shell. Slip sheet (L) covers ail of both pancakes, with
cutouts only for hubs and window. Ribs (M) not only stiffen
shell, but help guide tape onto idler wheel.

When a cassette shell of aimost identical external appearance
is opened (this is from KDK—see ‘News and Views," January
1977), a number of significant differences are apparent.
Stainless axle has been replaced by a plastic pin (A) molded
integrally with shell. Idler (B) has no flanges; slightly
wasp-waisted contour is relied on to keep tape centered.
Tape clamp (C) is same design as that in TDK, but fit is not
nearly as precise. Window (D) appears to be carelessly
hand-glued, which can result in bumps to impede tape motion—
particularly since slip sheet (which otherwise

would appear at E) has been omitted.

33

foam produces more uniform tape-to-head con-
tact. Norelco notes that “either type of pressure
pad can create or cure problems,” and 3M in effect
concurs, indicating that both types can be de-
signed to meet Philips specifications.

From the consumer’s point of view the impor-
tant variables (beyond the materials used) appear
to be the size of the pad; the care with which it's
centered on the tape path; the weight of the spring,
if any (metal fatigue can be a problem); the quality
of adhesives used; and the frictional characteris-
tics of the pad. For example, some felt pads are ac-
tually a thin layer of felt glued to an undercushion
on a copper or beryllium strip. There's some in-
dication that these combination pads produce
greater tape-to-head pressure—with resulting fric-
tion—than pure felt.

Foam pads, according to their critics, have sev-
eral drawbacks. They tend to flop over in the di-
rection of tape travel, thus increasing drag and im-
pairing tape-to-head contact. Foam pads—though,
like most plastics, they have a restorative
“"memory''—tend to become deformed over a pe-
riod of time and exert less pressure against the
head. And, says Teac, they may wiggle back and
forth during playing. TDK says its tests show that
felt is more durable.

All of this may leave you with the feeling that
the choice of pressure-pad design is pretty much
of a tossup. To a large extent this is true, partic-
ularly since you normally have no opportunity to
view its construction in advance of purchase. But
there is an important moral to be learned: Make a
habit of inspecting the pad before you use the cas-
sette, particularly with the more easily damaged
spring type. Deformation of the assembly—let
alone a pad that has come unglued—means loss of
head contact and consequent loss of fidelity.

Behind the pad, whether foam or spring-
mounted, is a mumetal shield designed to confine
the magnetic field created at the recorder head.
Absence of a shield almost certainly would increase
noise levels on the tape pack inside the cassette.
Some of these protective devices are simply rec-
tangular plates, while others are C-shaped, with
brackets to support the copper or beryllium
spring. Memorex and Maxell (in UDXL) use a
bathtub-shaped shield. Indications are that all of
them do the job and that the bathtub type is not
measurably more effective than a well designed
and installed rectangle.

When Audio Magnetics introduced leaderless
XHE cassettes, some tape hobbyists raised eye-
brows. Wouldn't the tape tend to stretch at the end
of fast forward or rewind? Actually, a number of
tape experts—including several who sell cassettes
with leaders—agree that there are advantages to
the XHE approach. Says Norelco's Hanson, “Lead-
erless cassettes have been found acceptable for av-
erage-length (up to twenty-three minutes) re-




corded musicassettes. Moreover leaderless
cassettes up to sixty minutes in length (whose tape
thickness is 18 microns) offer very few problems.
As the tape thickness decreases to 12 microns or
less, however, there can be severe looping prob-
lems with cassettes that have low internal friction.
It's interesting to remember that the original func-
tion of the leader, specified as 1.5 mils thick, was to
prevent the capstan in a battery-operated recorder
from grinding through the tape, should the ma-
chine be left on at the end of the run.”

An Advent spokesman adds that all leader tape
is more abrasive than recording tape, so eliminat-
ing it should increase head life slightly. Audio
Magnetics points to some other advantages: the
recordist can begin recording immediately with-
out precueing to the end of the leader or guessing
when it has run out; there are no splices—which
can be subject to failure.

If leaders cause so many problems, why do most
manufacturers use them? Because the public ex-
pects them, says Advent. The longer the leader, the
smoother the tape pack, claims Toyota, because
this thicker tape covers the notch or bump at the
point where it's attached to the hub. With thin,
leaderless tape, pressure of layers above can cause
indentations and deformation of the tape itself by
the hub. Memorex and Maxell rely on their leader
tapes to sweep the heads of iron oxide particles,
while 3M notes that leadered tape is less likely
than leaderless to pull up over the tape pack, caus-
ing a jam, when the cassette suddenly reaches the
end in fast forward or rewind. The best reason of
all for leader, says a Certron spokesman, is that it
increases tape strength at the hub, where breakage
is most common.

Also of importance is the way in which the tape
or leader is fastened to the hub. Aside from the ob-
vious possibility of failure at this connection, poor
design here can affect the entire tape “pancake”
and contribute to drag and jamming. The most
common fasteners are pins, C-clamps, and one-
piece latch clamps. To visualize the difference,
consider the hub, a perfect circle, with a small
notch cut out of it. The leader fits into the notch,
and a pin is inserted to hold the tape. Or
consider the hub with a cutout area roughly re-
sembling the letter C. A corresponding clamp fits
into the space, anchoring the leader at both ends of
the clamp. The one-piece latch looks somewhat
like a C-clamp except that one end is hinged to the
hub itself.

Most automated cassette assembly facilities find
the pin the easiest to insert. It provides secure at-
tachment and good leader alignment, but it can
form a bump that may deform the tape around the
hub. Advocates of the C-clamp point to the advan-
tages of anchoring the tape in two places, not just
one. However, if the pin or clamp doesn’t fit
tightly, the tape can pull out; if the fit is too tight, it

Quality cassettes need not be screw-closed, as explained
inthe text. This one, from 3M, is welded and demonstrates
a number of other alternate designs. Pressure pad (A)

is large and mounted on foam “'spring.” ldler and

guide stud are replaced by large, metal-clad stud (B).
Tape clamp (C) is integrally molded with hub.

When Memorex entered the cassette market, it

designed its own shell from the ground up, with results

that are still unique in some respects. Foam-mounted
pressure pad is housed in *‘bathtub’ shield (A) for maximum
protection of tape head from stray hum fields. Moided

axle (B) holds oversize, flanged idler (C). Tape clamp (D)

is pin, held in narrow notch. Huge window (E) offers tape
visibility exceeded oniy by transparent-shell cassettes

and requires specially shaped slip sheet (F).
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So-called special mechanics (a

term actually introduced by BASF for a
ditferent design) are introduced into
this Audio Magnetics cassette as a
“floating’’ plastic guide (A) that

travels in slot between two ribs (B) and
guides tape between pancake and idler
wheel. This is one of the leaderless
designs in which tape end (C) is attached
directly to hub. Window (D) is
distinguished from rest of trahsparent
shell—of which it is an integrally
molded part—only by relief “frame’’ that
surrounds it. To preserve transparency,
small slip sheet (E) also is made

of clear plastic.

can cut the leader during assembly. 3M’s solution
is a one-piece latch that eliminates possible differ-
ences in the dimensions of pin or clamp and hub
by making both part of the same mold.

Just inside the left and right front corners of the
cassette shells are two very important little sub-
systems for tape guidance. The main element of
each generally is an idler or flanged wheel, riding
on an “axle’ that may be a separate metal pin (usu-
ally of stainless steel) or a post molded as part of
the shell. just “beyond"” the idlers—that is, toward
the hubs and away from the head openings in
terms of the tape guidance path—there generally
are two fixed posts over which the tape must pass
on its way from the hub to the idler.

Some manufacturers use a fixed post instead of
the idler wheel. 3M is one company that uses both:
While an idler assembly, plus controlled drag to
prevent slack tape on the supply-hub side, is used
in its more expensive products, its least expensive
ones have fixed posts that guide the tape and con-
tribute the needed hold-back drag. Both types can
be made to meet international specification limits,
says 3M, as long as the post is designed with a
sleeve or other modification that will provide the
accuracy of guidance and drag required. Recorded
cassettes often get away with a simple, unmodified
post—but only because they contain significantly
less tape than a C-60.

Norelco's Hanson believes that there is only one
answer to this design question: flanged rollers of
Delrin or Celcon on stainless-steel axle pins.
Recently, however, there have been flanged rollers
mounted on triangular molded plastic pins that

ride on a larger center hole and, Hanson finds,
meet high fidelity requirements.

The flanges on the roller must be wide enough to
permit the tape to move freely, while also keeping
it in proper position relative to the recorder head.
The size of the flange, the angle at which it's ta-
pered and the precision of the molding all are im-
portant. The diameter of the roller, too, is a factor.
Capitol, for example, uses oversize rollers to
smooth tape movement. Roller problems may oc-
cur when the axles are either plastic or conven-
tional, nonstainless steel. It's virtually impossible,
some manufacturers believe, to mold plastic pins
to exact tolerances; and conventional steel rusts,
causing friction. The opposite camp counters that
even stainless pins can be mounted so that they're
not perpendicular, resulting in extra friction and
in tape skewing, and that integrally molded axles
are always the same from sample to sample.

Finally, there's the matter of the slip sheets—the
plastic sheets that fit between the tape pack and
the cassette shell. Their function is to remove
static charge and to control the movement of the
tape within the cassette by exerting just enough
pressure on the pack during play or fast wind to
keep it flat. Antistatic electrical conductors like
graphite and films like Teflon and polyester fre-
quently are used, with graphite-loaded Teflon the
most widely accepted. Its frictional characteristics
are uniform, and it provides a cassette with long-
term stability under a wide range of storage and
operating conditions. Philips in Europe, and Capi-
tol in the U.S., use pleated slip sheets to control
the tape for flatter pancakes than are otherwise
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possible. (Special mechanics—floating guides built
into the shell itself by BASF and Audio Magnet-
ics—attempt to do the same thing.) In addition,
they lessen the tension at the end of the tape dur-
ing fast winding. Some manufacturers use paper
slip sheets; Certron’s have silicone impregnation.

Which is better—Teflon, paper, or polyester
film? Opinions vary with the manufacturer, who
must consider factors like the low cost of paper,
the greater stiffness and resistance to wear of poly-
ester, the desirable electrical and frictional prop-
erties of Teflon. Since graphite may rub off on the
tape pack and find its way onto tape guides or
recorder parts, some manufacturers use slip sheets
with the graphite impregnated in, rather than
coated on, the outside.

The amount of tape inside the cassette shell
plays an important part in the over-all design.
Again, you can get away with things in a C-30 (or a
thirty-minute recorded cassette) that would never
work in a C-90 or C-120. TDK has taken advantage
of the extra space inside its C-45 cassettes to ex-
periment with an oversized hub that provides
lower torque than the conventional hub, for gen-
tler tape handling.

TDK also addresses itself to the opposite end of
the duration spectrum. Its C-180 looks to the un-
trained eye like a well-designed C-60 or C-90, even
when you take it apart. If there is a difference be-
tween this and other cassettes, it's in the slip sheet:
a piece of high-density graphite-impregnated
polyethylene. Despite the absence of any special
mechanics, TDK has had virtually no complaints
of jamming or other mechanical problems with
these cassettes.

If that's the case, why are tape dealers so reluc-
tant to recommend and hobbyists so reluctant to
use C-120 cassettes? “Bad early experience,” an-
swers Advent. “Today, a properly designed and
manufactured C-120 is almost as reliable as a
C-90." Radio Shack points out that the thinner tape
coating puts a limitation on recording level, partic-
ularly in low frequencies; Maxell adds that there’s
greater printthrough; Capitol says that the thinner
tape is much more likely to stretch when subjected
to undue stress.

There are, in sum, reasons for avoiding the
longer cassettes: somewhat restricted electro-
magnetic performance and somewhat greater
chance of mechanical failure by contrast to C-90s
and, especially, C-60s. But the present C-120s (and
C-180s) hardly merit the outright embargo so often
placed on their use as a result of past way-
wardness. And the improvement is not necessarily
in the cassettes themselves; a fragile cassette is less
likely to misbehave in a modern deck with well-
controlled transport mechanics than in the rela-
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tively crude designs that once were common—
though such designs linger on in inexpensive
decks and battery portables.

But usually fragility is not what makes one “ma-
jor brand” less desirable than another in terms of
mechanical performance. The criterion today is
not whether the tape will move, but how accu-
rately it will move. As a gauge of this, there is
growing concern with tape skew.

All cassette tapes skew; that is, they “wiggle” as
they pass the heads so that tape-to-head alignment
varies, in both azimuth and height, from moment
to moment. If all elements over which the tape
passes in moving from supply hub to take-up hub
are perfectly aligned in a single plane and intro-
duce no wobble or other motion of their own—and
are consistent in the friction they present to the
tape—skew should remain at a minimum. Skew is
affected by all of the design considerations dis-
cussed in this article, and therefore its measure-
ment might be expected to serve as an index of the
cassette's mechanical quality.

Unfortunately, it can only be measured in an
operating deck (for example, by comparing phase
between channels with an identical test signal re-
corded on both), and that means that any measure-
ment perforce includes skew induced by the deck
itself. In other words, two cassettes that display
identical skew on one machine might not be
equally good when measured on another. And no
standard method of measuring skew or expressing
the results of those measurements has been
adopted by the industry. But there is hope for the
development of an acceptable cassette-measure-
ment technique along these lines.

In the meantime, the prospective purchaser
must base his assessment of mechanical perform-
ance on two primary factors: his experience with a
given brand in his own recorder (just because one
brand behaves itself in your neighbor's is no guar-
antee that it will in yours) and an examination of
those visible details that bespeak care or sloppi-
ness in design and assembly. Imprecise molding
does show: as flash, as poorly mated parts, as un-
evenly shaped surfaces. Look also for pressure
pads that are askew. Even carelessly affixed labels
bespeak a want of craftsmanship. If all else
fails to show up a winner in a comparison, try
shaking the cassettes. Hubs and other free parts
will clatter about to some extent in any cassette;
but if the ones you are testing sound like a child’s
rattle, you can be reasonably sure that internal tol-
erances are too great for reliable performance.

The acid test, however, is use. Because your
deck interacts mechanically with the cassettes you
use, each is only as good as its performance in
combination with the other. ®
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Will the

Elcaset Make it?

Assessing the future of the newest tape format

by Larry Zide

IT 15 1977, and the folklore that forecasts the intro-
duction of a new tape format every few years has
once again been fulfilled. Rumors had begun to
sprout as early as late 1975, and by mid-1976 there
was little doubt about what was to come. It was, of
course, the Elcaset.

What is an Elcaset? To the eye, it is simply a
large cassette, and its very name reflects that fact—
“El” (L) for large, plus a simplified spelling of “cas-
sette.” The volume of its casing is such that it
would hold just about four standard cassettes.

Like a standard (“compact”) cassette, the Elcaset
plays or records in a transport designed for it. But
beyond that, most things are different. For one, the
tape travels at 3% inches per second, twice the
speed of the cassette’s tape. For another, the tape is
a full quarter-inch wide, approximately twice as
wide as that for cassettes. Further, the tape is
pulled out from the front by the transport to con-
tact the heads and drive mechanism and then re-
turned to the shell. Thus the transport, and not the
shell, becomes the arbiter of how precisely the
tape moves and contacts the heads—much as with
open-reel tape.

Like the compact cassette, the Elcaset is a four-
track record/play format. Two tracks make a
stereo pair, and four tracks conceivably can be
used to create quad. But the Elcaset has two addi-
tional narrow tracks down the center of the tape
(between the stereo pairs of audio tracks), where
cueing information can be recorded. This gives the
Elcaset a potential versatility comparable to that

Larry Zide, an audio writer hased in New York, makes his
own tapes for his weekly radio show Adventures in Sound
for station WQXR.

of ADC's new Accutrac record-playing equipment.

An old saw—and a valid one—in tape recording
states: Anything you can do at one tape speed, |
can do better at twice that speed. First, at double
the speed the signal-to-noise ratio improves by
some 3 dB. And the higher speed allows high-fre-
quency response with less recording equalization,
which in turn means less distortion. Also, since the
recorded wavelengths are longer, there is less po-
tential problem with self-erasure at high fre-
quency. Being twice as wide as a regular cassette,
the Elcaset gains another 3 dB or so in S/N ratio,
which makes it a total of about 6 dB quieter. So it
would seem to have a lot going for it.

Yet the new format remains controversial
within the audio industry. To find out what the
brouhaha is all about requires a long careful look
at the compact cassette. From its humble begin-
nings in dictating machines just a decade ago, the
cassette has grown to the stature of a true high fi-
delity product—this we can agree on. But just how
good is a cassette? How good can it be?

The answer depends on what you want from the
tape medium. If you want to copy precious discs or
record valuable broadcasts, you can hardly sur-
pass the regular cassette. There are numerous cas-
sette recorders that can make such copies alto-
gether indistinguishable from the original. The
bandwidth and dynamic range of the cassette me-
dium is about as good as (and often better than)
that of the source material, so using a more ca-
pable format would yield little or no benefit. But, if
live recording is your bag and you have good mi-
crophones and mixers, you will find a noticeable
sonic difference between a cassette and open-reel
tape at 7% ips. You will even find a substantial dif-
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Some salient features of the Elcaset are shown here: The A recesses are
keyways for automatic switching of such things as tape-matching cir-
cuitry, noise reduction, and erasure prevention; B is a release for an auto-
matic reel-braking system; C, keys for automatic tape-side sensing; posi-
tioning hole D doubles as access for a photoelectric end-of-tape sensor;
tape protector E actually is a gate that is pulled open to give the transport
free access to a loop of tape, which it pulls out of the Elcaset in use—
allowing freedom in drive/head-complement design and insuring that
as the tape passes the heads it is independent of the Elcaset housing.

ference between 7% and 15 ips. The reason is
largely one of the increased headroom the higher
speed gives you. Again, higher speed gives better
S/N ratios and permits the recording of high fre-
quencies with lower distortion.

Quality tape recording entails more than this
simplified outline suggests, but the point is that
anything the cassette can do, the Elcaset system
can do better—much better. High-speed open-reel
tape is better still, of course, but not by all that
much, as we will see.

One of the less obvious advantages of a tape for-
mat that uses a fixed speed is that the tape itself
can be optimized for performance at that speed,
whereas the designer of an open-reel tape must
compromise to make his product usable at two or
possibly more speeds. This is one reason why a
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cassette recorder of reasonable quality sounds
better than an open-reel machine operated at 1%
ips. A similar relationship can be presumed to ex-
ist between an Elcaset recorder and an open-reel
machine at 3% ips.

But there is more to the Elcaset than its perform-
ance. The new format has automation capabilities
exceeding those of any previous consumer tape
system. In addition to the cue-track coding men-
tioned earlier, the casing (like that of recent
chrome cassettes) can be coded according to the
type of tape it contains, so that the correct bias and
equalization will be set automatically. Like the
compact cassette, the new system has keyways
that can provide erasure protection; however, the
Elcaset's keyway is closed not by a plug that must
be broken loose, but by a plastic “gate” that you
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can reset at will. The same keyway can be used for
DBX noise reduction, rather than Dolby, if the
deck’s designer prefers it. Another similar keyway
can be used to set the recorder for Dolby or non-
Dolby recording or playback. None of the trans-
ports currently available or soon to be offered in-
corporates all the corresponding sensors for these
features. A fully automated cueing Elcaset ma-
chine will probably not appear before 1978—and
when it arrives, its price is expected to top $2,000.

While considering costs, we should take a look
at the prices of raw materials. A high-quality C-60
compact cassette sells for about four dollars, an El-
caset of similar running time for two to three dol-
lars more, and a sixty-minute 7-inch reel of tape
for about a dollar more than that. Prices, therefore,
seem reasonably consistent with the record/play-
back performance that can be expected from the
various media. Elcasets that run for ninety min-
utes, L-90s, will also be available at competitive
prices.

A new product’s marketability concerns not only
its promoters, but its purchasers. Nobody likes to
find that his new piece of equipment is about to
become obsolete. The Elcaset will surely not be
wanting for marketing effort. With three large
companies (Sony, Teac, and Technics/Panasonic)
and some of their smaller relatives (Aiwa and JVC,
for example) behind the venture, it’s not likely that
there will be a shortage of recorders or of promo-
tion on their behalf. What may be in less than
copious supply, however, is blank tape. Sony
makes blank Elcasets, and if its production—and
that contracted for by other members of the con-
sortium—is inadequate to supply the demand, the
system will be in great trouble. Unfortunately, the
situation involves a chicken-and-egg bind: Tape
manufacturers are reluctant to tool up for a new
item until they are sure that a market exists, but at
the same time their very caution acts to retard
the growth of that market. What, after all, can you
do with a recorder and no tape—or tape and no
recorder?

There has been some buzzing in the industry
about the possibility of commercially recorded El-
casets. [VC, which has a vast catalogue of classical
and popular music from Japanese and inter-
national (including American) sources, appears to
be interested. But is there a market for such tapes?
The consensus is: No. The compact cassette is too
firmly entrenched.

To be sure, an audiophile market willing to pay
a premium for music tapes of better quality exists.
But this market is as rarefied as it is fussy, and
since it has proved barely large enough to support
even limited production of recorded open-reel
tapes, it is unlikely to do any better for the Elcaset.
Further, it's a safe bet that an Elcaset with the
equivalent of an LP on it will have to cost twice

what the LP—or, for that matter, the cassette—does.
So the prognosis for recorded music in this format
appears dim at best.

Open-reel adherents have argued that the Elca-
set lacks editability. But anyone who examines it
will see that there is no more difficulty editing this
tape than any other tape at the same speed. The
hub is held by a brake that is readily released, al-
lowing the tape to be pulled out, edited, and reeled
right back in. And a standard quarter-inch splicing
block will do the job.

If the first decks will lack some automatic fea-
tures of the future models, they will have the auto-
matic switching of bias and equalization for the
three types of tape to be made available: low-noise
high-output ferric, chrome, and ferrichrome.
Prices for the first generation of decks probably
will fall between $600 and $900.

Crystal-Balling It

What follows can be described only as my own
prognosis, after having observed the Elcaset’s pro-
gress for perhaps six months. I do not believe there
will be any significant dent in the cassette market.
The compact cassette offers a relatively high per-
formance at a very economical price. Even if you
pay $1,500 for your cassette deck, you will still pay
only a few dollars for a blank cassette.

As a medium for live recording, the Elcaset sys-
tem can go far. The speed is adequate for all but
critical uses (mastering, for example), and the con-
venience of a slip-in container can be invaluable
for making quick tape changes in the middle of a
performance. This should take about five seconds
on the Elcaset machines available, and to un-
thread and rethread an open-reel machine in that
time is a virtuoso stunt—if it can be done at all.
Certainly, an Elcaset deck will prove no more ex-
pensive to run than an open-reel machine at the
same speed; as the system catches on, it may be-
come even cheaper.

The brightest future for the Elcaset, I believe,
lies not in consumer audio, butin audio-visual use,
where the cue-track capability is important, and in
automated radio station operation, where it is
paramount. An Elcaset changer can expand the
format’s potential radically. Semipro users may be
the first to demand changers, but if they are suc-
cessful, changers would soon filter down to the
consumer level.

Still, one must consider whether another system
is needed. Ultimately the consumer will determine
that by his buying decisions. I don't doubt that a
system as well thqught-out and as powerfully in-
troduced as the Elcaset will be given serious con-
sideration by the industry and consumer alike—
particularly when some of its salient features are
truly unique among tape formats.
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THE DISCWASHER GROUP OF COMPANIES
which produce and distribute quality audio products

present
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A series of four original acrylic paintings by Jim Jonson

Inspired by the centennial of the phonograph and planned by
Hicu FipeLiTy’s editors, this series of four originals will be
published during 1977. The series will depict the development
of recording through its leading figures in music and the record-
ing business, its dominant means of sound reproduction, and its
principal innovations in audio technology.

Jim Jonson, a Connecticut resident, has produced paintings for Saturday
Evening Post, Sports lllustrated, Fortune, Reader's Digest, Boys' Life,
and other journals and has fulfilled commissions for corporations rang-
ing from Capitol Records to American Airlines and the Ford Motor
Company. His work has been exhibited in the Denver Art Muscum,
Art Muscum of Sport, and the Los Angeles County Art Muscum,
among others, and his one-man shows have been seen i many major
gallerics. A portfolio of Mr. Jonson’s drawings and paintings was
recently published by Prentice-Hall.

The Discwasher Group is proud to present the first of this dis-
tinguished artist’s portravals of “100 Years of Recordings.”

PartI: The Cylinder Ira



100
Years

YRecording

The Cylinder Era The spirit of Thomas Edison dominates the opening quarter-century
of phonographic history, and in this —the first of a series of paintings illustrating that
history for us — artist Jim Jonson has represented Edison. the central figure, much as
he appeared in the Brady Studio portrait taken in Washington, April 1878. Edison had
gone there to demonstrate his tinfoil phonograph to President Rutherford B. Hayes and
other political and scientific dignitaries. The Brady photograph does not show the lock
of hair falling across Edison’s brow: most other photographs do.

The drawing at the top center is the true original sketch of the phonograph, dated
November 1877 the more familiar “August 1877" sketch was drawn later and the date
added only in 1917. To the right is the invention's first commercial embodiment: a talking
doll. Continuing clockwise., we see violinist Albert Spalding. a stalwart of the Edison
stable well into the disc era. recording simultaneously into three horns (the only method
short of pantographic mechanical copying by which identical copies of a given perfor-
mance could be produced until Edison introduced the molding process). An artist might
spend an entire day continuously recording a single selection. only to do so again if
stocks ran low.

Below the Edison laboratory in Menlo Park, New Jersey. is the original hand-cranked
tinfoil phonograph built by John Kruesi on December 6, 1877. using Edison’s sketch.
Later models had flywheels to smooth out the cylinder’s motion, clockwork drive (like
the model at the bottom right), or even battery-powered electric motors.

As the fame of “the wonder of the age” grew. demonstration-lectures became a
popular entertainment. The traveling lecturers were superseded, before the turn of the
century. by the nickelodeons: early models used listening tubes to prevent dissipation
of the feeble sounds from the wax cylinders.

While the Edison Company concentrated on popular ballads and comedy routines,
one Gianni Bettini was applying the cylinder to higher callings. He began by making
mechanical improvements on Edison’s cylinder recorder. With it he recorded some of
the most eminent voices of his age — including diva Nellie Melba, who is shown here
listening to herself on the Bettini equipment.

Most early vocal recordings were accompanied by piano, often an upright mounted
on a high platform for best pickup by the horn. The pianist here is imagined as the child
prodigy Josef Hofmann, who did record Edison cylinders, though not in the studio and
presumably not on such a piano. Edison sent him a water-powered phonograph on
which he made cylinders at home in Berlin. Hofmann appears again in the group of five
figures at the top. Next to him is George Washington Johnson. whose “Laughing Song”
made him the first black recording star, although blackface routines were commonplace
among white performers, such as W. F. Denny. at the center of this group. All three were
Edison artists. Recordings of Pope Leo Xlll were made by Bettini after he had begun
distributing his cylinders commercially. Beside the Pope is diva Marcella Sembrich. One
of her Bettini cylinders was discovered in New Zealand a few years ago and issued on
disc: the only accessible surviving memento of musical importance by which modern ears
can assess the quality of Bettini's contribution and the tragedy of its almost total destruction.
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In 1933, after five years in
Paris, Edgard Varése returned
to the U.S., his adopted
country. In an excerpt
adapted from the as yet
unpublished Volume Il

of her memoir, Varése:

A Looking Glass Diary, his
widow tells of the consequent
developments in his
composing career.

e e ST S R T N e

Edgard and Louise Varése in the garden of their house in New York City in the Thirties.

LS ° As WE STEAMED UP the bay on October 14, 1933, Va-
s ; ln rese, standing on the forward deck, waved his
arese hand toward the skyscrapers sharply silhouetted
against the clear (as it used to be) blue sky and
N Y I once more took possession: “My New York,” he
“ " 7 said.

e Or Paraphrasing Socrates, Varése used to say,
“Fields and trees teach me nothing, but the sounds
g of New York City do,” for his constant concern
FI'Om Ecuatorlal was sound, not, like Socrates’, people. He was
clated to be back in "“his” city; it acted as both balm
< and stimulant. “The air of New York,” he told ev-

tO Integrales erybody, "is the elixir vitae.”

Our first night we went to Romany Marie's for
dinner. The minute someone caught sight of him in
the doorway, there were cries of “It's Varése! Va-
rése is back! Varése! Varése!” Of the old friends

by Louise Varese who crowded around him, I remember John Sloan,
the painter of the so-called Ashcan School, with
his little Dolly, sculptor William Zorach, poet Al-
fred Kreymborg, and—almost hidden by Arctic ex-
plorer Vilhjalmur Stefansson—Frederick Kiesler,
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architect of “endlessness.” But from the noise of
voices echoing in the ears of memory, there must
have been many more.

And now at last Varése would meet Martha Gra-
ham, a meeting he had been anticipating ever
since 1929, when [ had brought back to Paris from
a brief visit to New York my enthusiastic impres-
sion of the young dancer and when Carlos Salzedo
had written that she was “even greater than
Nijinsky.” It will be remembered that Salzedo,
composer, harpist, and all-around musician, was
cofounder with Varése of the International Com-
posers Guild in 1921, the first society for modern
music in New York. It was Salzedo’s idea that Mar-
tha Graham should dance to Varése's music, and
during that 1929 trip he arranged for her to see me
about such an eventuality.

Vareése had a definite plan for two programs in
the spring: a concert of music by members of the
Pan-American Association of Composers and a
Graham recital with interludes of works by the
Pan-Americans. The three PAAC members then in
New York, Henry Cowell, Wallingford Riegger,
and Adolph Weiss, were enthusiastic. Cowell im-
mediately went off to talk to Charles Ives, who was
not only an honorary member of the society, but
its good angel as well. That was before he had been
discovered by the great music world, which is now
doing him belated justice. He had become inter-
ested in the PAAC through his friend Cowell and
had more than once saved it from dissolution from
lack of funds. He had twice sponsored concerts
abroad led by the group’s official conductor, Ni-
colas Slonimsky, to educate Europe as to what the
avant-garde composers of the Americas were
doing. I remember the amazement and admiration
among the musicians and critics of Paris as they
heard for the first time Ives's many anticipatory
modern inventions in his scores.

Varése promised a new work for the first con-
cert, one he had begun in Paris and christened
Ecuatorial—or Equatorial. (He wavered between
the two until finally settling on the Spanish spell-
ing.) The text that inspired it (if | may be permitted
so weary a word) is a Maya-Quiché invocation he
came across in Leyendes de Guatemala by his
friend Miguel Angel Asturias, who was to be
awarded the Nobel Prize in 1967 for his stark and
lyrical books, all impregnated with the “‘greenfire”
of his country and his hatred of dictators.

As Ecuatorial called for electronic instruments,
Varése went to see Léon Theremin. The young
Russian electrical engineer/inventor was one of
the three most important inventors of sound-pro-
ducing instruments, along with Maurice Martenot
(ondes martenot) and René Bertrand (Dynaphone).
Theremin had built three different models, all on
the same principle—fingerboard control, keyboard
control, and space control.

Since 1930 he had been giving concerts with the

Photos courtesy the author

Léon Theremin manipulates his invention at a concert of
“‘ether-wave and electrical music' in the early Thirties. In
1933 Varése worked with the inventor at his New York studio.

mystifying third model, which Varése described
for one of his lecture audiences: “The space-con-
trol type was sensationally advertised as ‘music
out of the air’ because the player stood in front of
the instrument producing music without any vis-
ible contact with it—magically as it seemed—wav-
ing his hands in the air. Technically what happens
is that conditions in an electromagnetic area
around the instrument are altered by introducing
into this area an electrical conductor (the human
body). This functions as a regular capacitance in a
portion of the circuit and so achieves change in
pitch, timbre, and volume. As the right hand ap-
proaches the vertical rod of metal, the pitch of
tone becomes higher, and as the hand draws away,
it becomes lower. Similarly, the intensity of tone is
regulated by approaching or withdrawing the left
hand from a metal ring on the left of the appa-
ratus.”

Coming away from one of those recitals of
“ether-wave music” (to quote the program), Va-
rése vehemently protested, “What a misuse of
means!” For out of the air came music by eight-
eenth- and nineteenth-century masters that some-
how sounded unfamiliar—"impostors.” Varése
said. Thankful though he was for these first de-
vices that would liberate music from the tempered
system, he condemned the use that was made of
them. He once wrote, “So far, they have been
stupidly exploited by ineffectually imitating exist-
ing instruments. Their true function is not to re-
produce sounds, but to produce sounds that man-
power instruments are incapable of producing.
They have been used as stunts instead of compos-
ers’ tools.”
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What with the joy of working with an engineer
in a well-equipped laboratory, of composing with
the certainty of performance, and so without those
too frequent “what's-the-use” stoppages. Varése
was in @ mood to enjoy everything that winter of
his return to New York. Even formal occasions
were without the usual traumatic preludes of
wrenched collars and ties and the mot de Cam-
bronne in three languages. They must have been
frequent, those black-tie events, for Varése later
wrote Salzedo, “My tuxedo is on vacation after its
winter at hard labor.”

The winter included a concert in honor of Ar-
nold Schoenberg, who had been teaching in Bos-
ton since his arrival in America. Mrs. Blanche
Walton (Cowell's patroness) gave a luncheon for
him in her apartment on Washington Square. Be-
sides ourselves, there were Charlotte and Carl
Ruggles and Cowell—other guests, if any, 1 have
forgotten. 1 had expected an arrogant Schoenberg
because of the tone of a letter he had written in
reply to Varése's request for permission to per-
form his Pierrot lunaire at a concert of the Inter-
national Composers Guild in the Twenties. On the
contrary, he seemed that day a modest, quiet little
man. He was probably bewildered by Ruggles’
bawdy limericks in English and the hilarity they
engendered. Several years later, 1 discovered a
very different Schoenberg—neither arrogant nor
quiet—in the lively humorous host who greeted
friends every Sunday afternoon at his home in
Brentwood, California. When someone compli-
mented him on owning such a beautiful house, he
said with a twinkle, “Yes, | now own almost one
window and a half.” Of course, if it was a question
of his music, arrogance was and is the appropriate
description.

In the spring, Slonimsky came down from Bos-
ton to rehearse the PAAC concert. Varese was de-
lighted with his “Mécanicien”—which in French
connotes both mechanic and engine driver—as,
with his penchant for nicknaming, he called
Slonimsky. There was a minimum of those nerve-
racking stoppings and repeatings at the rehears-
als of lonisation, and Varése's suggestions were
surprisingly few. This would be Slonimsky’s third
performance of the score for percussion and two
sirens. He had given its premiere in February 1933
in New York and a second performance soon after
in Havana.

The score of Ecuatorial, however, had not been
finished in time for him to study it in advance. He
was quick to understand the quiddity of the work
and did his best to mold his ensemble to its exi-
gencies, and the two violinists, including Charles
Lichter, gave generously of their time in learning
to play the theremins. (The score also called for
four trumpets, four trombones, organ, percussion,
and bass voice.) In spite of these efforts, the ses-
sions were pretty grim. One trouble was that Va-
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rése had written Ecuatorial with Chaliapin’s voice
in his ears and Chaliapin’s gift of dramatic charac-
terization in his memory. It is probably more im-
portant for Varése’s conception of this work that
the singer be able to dramatize the text than that
he have an exceptional voice. |1 have heard only
one singer, Thomas Paul, who understood this
desideratum.

In a letter, Asturias had explained the origin of
the portion of Leyendes de Guatemala that Varése
set to music. It was the “invocation of the tribe lost
in the mountains after abandoning the city of
abundance,” he said, and was taken from the Po-
pol Vuh, the sacred book of the Quichés. Some of
the lines of this profoundly poetic and intensely
dramatic supplication follow:

O Builders, O Moulders! You see. You hear. Do not
abandon us. Spirit of the Sky. Spirit of the Earth.
Give us our descendants, our posterity as long as
there are days. as long as there are dawns. May
green roads be many, the green paths you give us.
Peaceful, very peaceful may the tribes be. Perfect.
very perfect may life be. the existence you give us.
O master Giant. Path of the Lightning, Falcon!
Master-magi. Powers of the sky. Procreators. Be-
getters! Ancient Mystery, Ancient Sorceress, An-
cestress of the Day. Ancestress of the Dawn! Let
there be germination. let there be Dawn.

Later Varése wrote a kind of directive for conduc-
tor and singer: “The title Ecuatorial refers to those
regions where Pre-Columbian art flourished. The
character of the music is intended to convey some-
thing of the elemental simplicity and fierce inten-
sity of those primitive sculptures, and the singer
should keep this in mind, as well as the legendary
character of the entire work. The execution should
be dramatic and incantatory, the singer guided by
the imploring fervor of the sacred Maya-Quiché
text. The dynamic indications of the score must be
closely followed. . .. As for the organ, as all organs
are different, it is left to the conductor and organist
to decide the registration that should coincide
with the ensemble. In any case voix humaine or
similar effects must avoided.”

The concert took place at Town Hall on April 15.
1934. The large audience was made up mainly of
listeners eager to hear Varése's music again or
those who anticipated more of the liveliness of the
earlier International Composers Guild concerts.
The music to be performed was by—besides Varése
—Ruggles, Salzedo, lves, Weiss, Amadeo Roldan,
Roy Harris, and Colin McPhee. There was an at-
mosphere of anticipation.

Ionisation was enthusiastically received at this,
its second hearing in New York, and a repetition
was clamorously demanded. As for the response
to Ecuatorial, though the Varése fans clapped vig-
orously, there was not the same spontaneous out-

burst that had greeted lonisation. Even one of the .

critics most favorable to Varése's music called it
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At a Maine lakeside retreat in the late Twent‘ies. a camera
recorded harpist Carlos Salzedo's amusement at having ap-
propriated the name of Varése's Arcana (1927) for his boat.

“a doubtful success.” Another critic complained
of the “raucous cacophony that almost drowned
out the fine voice of Mr. Boromeo '—excellent per-
haps for the oratorios he understood, but that eve-
ning he seemed to me, rather than singing, to be
muttering to himself in his beard (if he had worn
one) like most basses. There was another reviewer
who, though admitting that there were “many
pungent massively expressive measures,” ob-
jected that “the music seemed more fitting to a text
more minatory” and who may be excused for his
mistake because the performance lacked the co-
herence Slonimsky so valiantly struggled to ob-
tain. The music of Ecuatorial has two distinct and
opposite characteristics, the one grave and suppli-
cating for the setting of the invocation, the other as
menacing as those old divinities, so fierce and
feared by primitive imaginations, who were in the
habit of bringing down disaster out of the skies
and, as Varése remarked, were in no way related to
the good Lord of the Protestant preachers.

Only Harrison Kerr—a composer, let it be
noted—sensed the essential quality of the music
through the disarray of the performance. He wrote
in the magazine Trend, “No description could con-
vey any idea of the primordial cataclysmic power
of the work. Certain imperfections in the still new
theremins marred the ensemble now and then, and
technical difficulties muddied occasional pas-
sages. But these were faults in performance, not in
conception.”

Because of his dissatisfaction with this first per-
formance of the invocation by a single bass, at the
next performance twenty-six years later Varese
entrusted it to eight basses. If he counted on eight
bass singers adding up to one Chaliapin, his
arithmetic was faulty. It was Boromeo multiplied
by eight.

The rehearsals for Intégrales with Martha Gra-
ham had already begun. She gave the work a sub-
title, "Shapes of Ancestral Wonder.” ""Beautiful
and epic,” Varése said, "though it is obvious that
Intégrales directs the imagination in the opposite

direction, toward the wonder of an astronomical
future rather than to an ancestral past.”

One session | remember vividly—a special one
with the conductor, Albert Stoessel, and Graham
meeting to go over the score together. The get-to-
gether soon turned into a tug of war. In the five
years since | had met her, the earnest young
woman had become New York's prima donna of
the dance, and a dance prima donna has the same
prerogative as any other to be temperamental and
indulge in tantrums. That morning Martha in-
dulged.

With Stoessel at the piano, she began moving
through the patterns she had invented, and as |
watched 1 marveled at her technical mastery.
Stoessel's role—or so he thought—was to elucidate
the music for her. Soon he was stopping her every
two minutes. Angered by his criticisms, Graham
stopped dead, threw up her arms, stamped, and
stormed in a fury of frustration. She shrieked in-
sults at Stoessel until he too became angry, left the
piano, and started for the door, saying he was
through and would not conduct for her. Varése
stopped him and put a hand on his shoulder. Since
I cannot endure scenes, | slipped out of the room
and paced the corridor until 1 heard the piano
again and went back. The rehearsal was quietly
underway, and though Stoessel still looked grim |
saw Martha flash Varése one of her luminous
smiles that said either, “Forgive me my outburst,”
or "'l forgive you your undanceable music.” I later
learned that Varése had put the rehearsal back on
the track by saying to Martha, “Very well, I shall
announce that Miss Graham found the music too
difficult for her and that Intégrales had to be can-
celed.”

In his Sullivan Street studio Varése often stood at a work
table while he committed his musical ideas to score paper.
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A Los Angeles newspaper photograph showed conductor
Nicolas Slonimsky (right) and a group of Hollywood Bow! mu-
sicians after a rehearsal of lonisation in the summer of 1934.

Without further clashes came the concert at the
Alvin Theater on Sunday, April 22. The hall over-
flowed with dance aficionados, outnumbering, it
seemed to me, the modern-music addicts. There
were six dance works—two solos by Graham and
four with members of the group—with music by
Lehman Engel, Louis Horst, Heitor Villa-Lobos,
Cowell, Riegger, and Varése; and three orchestral
interludes by William Grant Still, Silvestre Re-
vueltas, and Ives. )

The evening ended in thunderous applause. |
have always thought applause should be of two
kinds: expression of approval of performance and
performers by hand-clapping, and of the work and
its composer by foot-stamping. And bravos should
name the beneficiary of their approbation. Other-
wise one never knows. That evening, did the Mar-
tha Graham bravos outshout the Edgard Varése
bravos? One could not tell.

John Martin, the dance critic and a fervent fol-
lower of Graham's career, gave a different picture
of the audience: "Certainly the most hectic dance
event of the season took place last night at the Al-
vin Theater when Martha Graham, presented by
the Pan-American Association of Composers, met
an almost openly hostile audience.”

Hostile? I don’t remember. Though it seems to
me more likely that the dance audience was apt to
have been as hostile to the music as the dance
critic usually is indifferent.’

Then Martin, commenting on the ineptitude of
the choice of the music performed between
dances, said, "The musical interludes for inappro-
priateness could scarcely have been surpassed.
Presumably the program-maker was not familiar
with Miss Graham’s dancing.”

The moral? Never mix dance buffs and music
buffs in the same audience.
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The next exciting event in that spring of 1934
was the recording of lonisation. It was a memo-
rable occasion, not only because lonisation was
the first of Varése's works to be made available on
a disc, but also as an impressive manifestation of
generous cooperation and musical comradeship.
For the Columbia Phonograph Company agreed to
bring out the record after a preliminary recording
had already been made and, if satisfactory, to re-
turn the cost of the recording to Varése. And that is
how it happened that lonisation’s forty-instru-
ment percussion orchestra was manned gratis by
Varése's professional colleagues—composers and
virtuoso performers. Unfortunately, I am unable
to name all thirteen musicians. With my own
memory reinforced by Varése's old Berlin friend,
the violist Egon Kenton, who himself handled the
maracas, the guiro, and the whip, I recall Georges
Barrére, who played the Chinese blocks; Salzedo,
who manipulated the two sirens; and Stoessel,
Cowell, and Weiss, each playing one or more of
the other instruments. Roy Harris was in the con-
trol room, and of course Varéese's “"Mécanicien”
conducted.

The critics, even those still recalcitrant to Va-
rése's music, took a lively interest in the recording
and spent many words on it. There was a marked
change of tone from the jocularity of the Twenties,
all of the critics now treating Varése seriously, if
only as the bellwether of the left. For example, this
comment appeared in Phonograph Records: "“The
makers of Columbia records evinced an interest in
contemporary music sometime back, yet the cur-
rent publication of a single disc containing Edgard
Vareése's lonisation represents pioneering of un-
usual intrepidity because it marks a full turn on
behalf of the most radical leftist functioning today
in the music of any nation.” And from the San
Francisco Chronicle: “A quiet little succés de
scandale is being registered by Columbia Phono-
graph Company with its new recording of lonisa-
tion by Edgard Varése. The tiny little blue record
came out a few weeks ago and already is a sort of
national legend.”

Though Varése was far from satisfied with this
mechanized lonisation, with all its technical faults,
its importance for him was his belief that it was
the beginning of a wider dissemination of his mu-
sic. He also enjoyed the stir it aroused. He wrote
André Jolivet, the French composer, then still his
pupil, "Glad that lonisation interests you. Try to
hear it on a good machine—one of Bertrand's ma-
chines, if possible. The result of the recording
would have been better if the engineers had fol-
lowed my advice. Though, as it is, the disc is very
much in demand. It would appear that it's amazing
how many records have been bought by ‘compos-
ers and jazz arrangers and orchestrators.” While
they continue to plunder me, they prepare the way
and the public. They are sowing for me.” [ ]
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by Robert P. Morgan.

“I Want to Encompass Everything That Is Human*

What interests me about Varese is the fact that he profound influence on compositional develop
seems unable to get a hearing. ... The s'tuation .. ments in the years following World War 11. Yet de-
i5'al} l;ef,mf’l"; 111(;()111|1re?1?11?11t);(‘ ti)e(.uuse»l‘ns "1‘}‘]' spite his more recently acquired significance, Va-
L aTl Al réese remains curiously apart from the main
future is already here. since Varese himself is here 3 : A ¢
; . s currents of earlier twentieth-century music.

and has made his music known to a few At th  thi l i iaslishedbi

Henry Miller: The Air-Conditioned Nightmare PIGREESEOL SaLTH-IIO SN LE S R Dr L 1T

selt as a successful young composer and conduc-

tor. Varese migrated to the U.S.. where he re
mamed—except {or temporary visits to Europe,
including one lasting five years—for the rest of
his life. This journey to a new world appeared to
symbolize his desire to make a fundamental break
with the past. to explore freer and less circum-
Hobert P. Morgan is a regular record reviewer for HF scribed musical territories.

MILLER'S WORDS on Edgard Varese, written in the
early 1940s. have been impressively borne out by
recent music history. Perhaps no composer of his
generation—including such figures as Schoenberg,
Stravinsky. and Webern—has made a more
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In a 1916 interview, three months after his ar-
rival in America, Varése commented: “Our musi-
cal alphabet must be enriched. We also need new

instruments very badly. ... Musicians should take
up this question in deep earnest with the help of
machinery specialists. ... What | am looking for

are new technical mediums which can lend them-
selves to every expression of thought and can keep
up with thought.” The U.S., relatively unencum-
bered with the burden of the European musical
past and favorably disposed toward the develop-
ment of new technologies, seemed the place to un-
dertake the search.

All of Varése's mature works were written after
his arrival in this country. Those composed earlier
were destroyed, either by fire or by the composer’s
own hand. In this sense too he came to us without
roots: With the exception of a single brief Im-
pressionistic song written in 1906 and recently re-
discovered in Paris, we have no firsthand knowl-
edge of his youthful compositions.

Varese called the first work completed in his
new country Ameériques. The title was not to be
taken in a purely geographical sense: He noted that
it was “symbolic of discoveries—new worlds on
earth, in the sky, or in the minds of men.” Finished
in 1921, Amériques is scored for a very large or-
chestra (originally comprising approximately 140
players, but later reduced by fifteen wind instru-
ments and several percussion), which seemingly
places it in the late-Romantic tradition. Indeed,
critics have often remarked that the work reflects
the influence of early Stravinsky, particularly Le
Sacre du printemps. Yet despite undeniable sim-
ilarities between the two scores, their differences
are more interesting and fundamental. Amériques,
in fact, contains the essential elements of the ma-
ture Varese.

The opening unaccompanied alto-flute solo, su-
perficially similar to the bassoon passage that
opens Sacre, is set out in a purely Varésean man-
ner, alternating in sudden juxtaposition with sev-
eral orchestral interpolations, which serve to ex-
pose the over-all dimensions of the musical space
and define the chief formal property of the compo-
sition: abrupt cross-cutting between flat, essen-
tially static orchestral planes. Whereas in Sacre
Stravinsky's textural layers accumulate into an
ever richer orchestral mass, eventually leading to
an almost Wagnerian climax, Varése's planes re-
main determinedly “neutral”—nondevelopmental
in this traditional sense.

The juxtaposed segments of Amériques do not
cohere into climactic moments; nor do they fit
into, and thus become only part of, a larger, for-
ward-directed motion. Rather, Varése's materials
constantly combine and interact with one another
while preserving their absolute identity. This
quality, which supplies one of the most important
components of Varése's program for “the liber-
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ation of sound,” explains why one likes to speak of
his materials as sound “objects.”

Only in the final section does one plane (in the
low brass) achieve some degree of domination, ex-
tending itself over a lengthy portion of the compo-
sition. It is the most Stravinskian passage of the
score; yet even here the importance of the plane is
defined more by pure extension than by a height-
ening of tension through such forward-directed
developmental techniques as rhythmic compres-
sion and acceleration. Moreover, it is always heard
simultaneously with other orchestral layers at-
tempting to assert their own priority.

A rhythmic flow is produced (although “flow™ is
misleading, since one is conscious of sudden and
unexpected jerks), far removed from the post-
Renaissance ideal of Western music. If the latter
seems “organic,” with its alternation of moments of
tension and release recalling the process of human
breathing, Varése's music (or “organized sound,”
as he preferred to call it) appears “inorganic,”
pieced together out of a sequence of violent con-
frontations. One event does not serve to prepare
the next, nor does a second serve as a resolution or
consummation of its predecessor.

There is thus a sense of almost unrelieved ten-
sion, which means, paradoxically, that the music
is basically static in conception. This characteris-
tic, perhaps more than any other, accounts for the
difficulty Varése's music poses for traditionally
oriented listeners, who tend to have expectations
inappropriate to its underlying mechanisms. It
may also explain why his earliest supporters were
more often writers and painters than musicians.

Ameériques was the first of nine works written
between 1921 and 1936 that constitute the entire
output of Varese's principal creative period. With
the exception of two pieces for full orchestra
(Amériques and Arcuna), all are relatively short,
ranging from approximately five to eleven min-
utes, and are scored for small instrumental forces.
None is written for a standard combination, and
Varése's choice of instruments reflects his special
sonic interests: One piece is scored solely for per-
cussion (lonisation), one for solo flute (Density
21.5), one for seven wind instruments plus double
bass (Octandre), and two for combined ensembles
of winds and percussion (Hyperprism and Inté-
grales). The remaining two pieces, Offrandes and
Ecuatorial, are vocal and also feature instrumen-
tal combinations with a large contingent of per-
cussion.

Noticeable in this listing is the absence of
strings. Although the two orchestral works contain
extended passages of string writing, among the
chamber pieces only the vocal Offrandes, the
earliest nonorchestral composition, uses strings.
The preference, then, is for instruments with sharp
and precise attacks and cutoffs.

Varése's wish to exploit the entire compass of
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In 1931, Varése wrote out a “list of instruments for the thirteen players' for which lonisation is scored: **1) Crash cymbals—bass
drum (very deep). 2) Gong—high tam-tam—iow tam-tam. 3) Two bongos (high and low)—side drum—two bass drums laid fiat
(medium and low). 4) Military drum—side drum. 5) High siren—drum with strings. 6) Low siren—slapsticks—guiro [a dried gourd
scratched with a stick]. 7) Three Chinese blocks (high, medium, and low)—claves [short sticks struck together]—triangle. 8) Snare
drum (without snares)—two maracas (high and low). 9) Tarole [smail military snare drum from southern France]—snare drum—
suspended cymbals. 10) Cymbals—sleigh bells—at number 13 in score, chimes [tuning shown]. 11) Guiro—castanets—at 13,
glockenspiel with resonators. 12) Tambourine—anvils (first higher)—at 13, large tam-tam (very deep). 13) Slapsticks—triangle—
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sleigh bells—at 13, piano." At the sides are directions for the players. The list is part of the manuscript of /onisation.

available sound is reflected in the employment of
instruments with extreme ranges (for example,
piccolo and contrabass trombone define the oppo-
site poles of the tonal field of Intégrales); in the fre-
quent use of sirens, the only “instrument” avail-
able at the time that could produce an uninter-
rupted pitch continuum; and in the appearance of
two theremins, among the earliest purely elec-
tronic instruments (later replaced by the more
reliable ondes martenot, also electronic), in Ecua-
torial.

Finally, all of the works except Octandre and
Density 21.5 require a large percussion section.
Unlike the other instrumental groups, the percus-
sion had not benefited from the general expansion
of orchestral resources in nineteenth-century mu-
sic. Mostly instruments of indefinite pitch, they
were of limited interest to composers working in a
pitch-dominated style. But for Varése the percus-
sion offered a source of variety in timbre far ex-
ceeding that of the other available instrumental
types. Moreover, it had the advantage of being un-
burdened with the inevitable associations of musi-
cal Romanticism. (Conversely, such associations
were especially strong in the strings.)

Two principal points should be noted about Va-
rése’s percussion writing: the number and variety
of instruments employed, far beyond the practice
of any of his contemporaries, and the way they are
used. Whereas traditionally the percussion had

functioned mainly to emphasize points articulated
by pitched instruments, in Varése they project in-
dependent voices on an equal footing with those
of the pitched members. The originality of his
achievement—and its importance for subsequent
compositional thinking—can scarcely be over-
emphasized.

The basic factors of Varése's style are evident in
all of the works written in the Twenties and
Thirties. Like Amériques, most open with an ex-
posed motivic figure in a single instrument that is
developed and juxtaposed with contrasting ele-
ments. These figures are usually grouped around a
single pitch, functioning as a kind of gravitational
force that draws divergencies back into its field of
control. This, plus the fact that the principal
means of musical progression is repetition, lends
the music its strongly rhythmic character. Thus
the motives tend to be perpetuated through reit-
eration, particularly of the central pitch; and on a
more extended scale, phrases (or “cycles™ is per-
haps a better designation here) are delineated by
recurrences of previously interrupted motivic
units over larger time spans.

Yet Varése's repetitions rarely result in simple
restatements. Motivic recurrences are usually var-
ied; and the repetitions of the various layers that
make up the total fabric are not synchronized but
drift in and out of phase with one another so that
their interrelationships undergo continuous meta-
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morphosis. (This recalls Varese's definition of
rhythm as “the simultaneous interaction of unre-
lated elements that intervene at calculated, but not
regular, time lapses.”) Searching for visual paral-
lels, one thinks of a mobile—a reordering of more-
or-less fixed objects in ever-changing combina-
tions—or a kaleidoscope—images that preserve
that paradoxical Varésean conjunction of constant
transformation and stasis.

Following the completion of Arcana in 1927,
there was a notable decline in Varése's composi-
tional activity. lonisation appeared in 1931, Ecua-
torial in 1934, and, finally, the brief solo flute piece
Density 21.5 in 1936. Then complete silence de-
scended for almost twenty years, the only excep-
tion being a compositional fragment, Etude for
Espace, that was performed in 1946 but never
completed.

The reasons for Varése's inactivity are no doubt
many and complex. Part of the problem was
apparently personal in nature, and the changing
social situation brought on by the Depression—and
the consequent conservative musical climate—had
its effect. But Varése was also increasingly dissat-
isfied with the musical materials available to him.
The plans outlined in that 1916 interview, includ-
ing collaboration with “machinery experts” to
create new musical instruments, had been con-
sistently frustrated. In 1930 he observed: “We are
still in the first, stammering stages of a new phase
of music.”

Somewhat later (1939) he spoke of the gains to
be derived from the development of electronic in-
struments: “liberation from the arbitrary, para-
lyzing tempered system; the possibility of obtain-
ing any number of cycles or, if still desired, subdi-
visions of the octave, consequently the formation
of any desired scale; unsuspected range in low and
high registers; new harmonic splendors obtainable
from the use of subharmonic combinations now
impossible; the possibility of obtaining any differ-
entiation of timbre, of sound combinations; new
dynamics far beyond the present human-powered
orchestra; a sense of sound-projection in space by
means of the emission of sound in any part or in
many parts of the hall as may be required by the
score; cross rhythms unrelated to each other,
treated simultaneously . .. all these in a given unit
of measure or time which is humanly impossible
to attain.”

Vareése's words, which today read like a cata-
logue of some of the principal compositional con-
cerns of the past quarter-century, fell on deaf ears.
Not only were his musical contemporaries uncon-
cerned with these possibilities, but the technicians
of the time showed little interest in developing the
means for their realization.

Only after World War I, when tape machines
became commercially available, was Varése able
to take the first steps toward achieving these com-
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positional goals. Moreover, the general musical at-
mosphere had again become more conducive to
experimentation with new resources. It is cer-
tainly no coincidence, then, that Varése recovered
his voice at this time or that his first work in eight-
een years made use of new electronic possibilities.

Déserts, premiered in 1954, uses an ensemble of
wind and percussion instruments similar to those
of the earlier works; but the instrumental music
now alternates with taped sections to form a
seven-part composite. This was the first such work
to be composed; and it was created by a man ap-
proaching seventy.

Although the instrumental portions of Déserts
preserve techniques established by Varése in the
Twenties and Thirties, one can discern greater re-
finement, particularly in timbre and dynamics.
The metamorphosis of instrumental color on a
single pitch reaches an unprecedented degree of
differentiation.

Especially telling is the use of the piano (an in-
strument previously avoided) to emphasize at-
tacks and, since the piano sound decays quickly,
then allow the sustaining wind instruments to
emerge. A related factor is the extraordinarily pre-
cise indication of dynamic levels, always a Varé-
sean preoccupation: In places in Déserts, dotted
lines are even drawn for each beat, so that the
point where crescendos or diminuendos reach a
given dynamic level can be exactly specified.

The tape portions are made up entirely of “natu-
ral”" sounds that have been recorded and then elec-
tronically manipulated. It is not surprising that
this type of electronic composition, known as mu-
sique concrete, should appeal to Vareése, as he was
always disposed to work with sounds as “objects”
arranged in complex spatial-temporal patterns.
Although electronic music was still in its early
stages in 1954, the taped segments of Déserts have
a remarkable vitality; and heard in conjunction
with Vareése's instrumental music they take on
added meaning, the two types of music interacting
with one another in mutual transformations.

Déserts was followed by the Poeme électro-
nique, a purely electronic composition created for
the Philips Radio Pavilion at the Brussels Exposi-
tion of 1958 at the request of its architect, Le Cor-
Busier. The most sophisticated electroacoustical
equipment of the time was placed at Varése's dis-
posal, enabling him to continue to develop unex-
plored sonic possibilities. The Philips Pavilion
contained some four hundred speakers, with the
necessary equipment to route the sound to any or
all speakers at a given moment. Varése could thus
realize one of his most important theoretical for-
mulations: the projection of music in space, which
enabled the motion of the sound to become an es-
sential compositional component. As in Déserts,
Varése used natural sounds, including such specif-
ically musical ones as male and female voices, per-
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cussion instruments, and organ, but these were
now combined with purely electronic sound
sources such as oscillators.

Poéme électronique, performed in conjunction
with projected visual images chosen by Le Corbu-
sier, was heard by more than two million visitors
to the Philips Pavilion. For the first time. Varese
was the center of widespread attention and ac-
claim, but by tt n he was aging and no longer in
good health. He was. however, able to complete
the major portion of a final work and to leave suf-
ficiently detailed sketches of the remainder for his
student Chou Wen-Chung to supply a convincing
ending.

This composition. Nocturnal, is scored for so-
prano, male chorus, and chamber orchestra. As in
Ecuatorial, the chorus is treated in a stark, in-

special vocal effects. In both works one finds the
embodiment of Varese's wish for “an exultant,
even prophetic tone. . .. Also some phrases out of
folklore. for the sake of their human, near-to-earth
quality. ] want to encompass everything that is hu-
man. from the most primitive to the farthest
reaches of science.” The elemental primitiveness
of Ecuatorial and Nocturnal, again anticipating a
direction that has since acquired importance. pro-
vides yet another indication of Varese's efforts to
transcend the Western musical tradition, to move
into a musical future that was. in his words, “open
rather than bounded.”

In 1965 Varese was dead, Today his ideas con-
tinue to live in the works of countless younger
composers. But as Henry Miller had observed
some twenty-five years carlier, the future was al-

cantatory manner, with numerous indications for

ready here.

The Recordings of Edgard Varese

. Amériques

. Offrandes

. Hyperprism
. Octandre

. Intégrales

. Arcana

. lonisation

. Ecuatorial

. Density 21.5
10. Déserts

11. Poéme électronique
12. Nocturnal

CONONBWN =

2,4, 5, 8. Jan DeGaetani, mezzo-soprano
(in 2); Thomas Paul, bass (in 8); Contem-
porary Chamber Ensemble, Arthur Weis-
berg, cond. NONEsuCH H 71269, $3.96.
Quadriphonic: HQ 1269 (Quadradisc),
$4.96.

2,3,4,5,6,7,9,10,11. Donna Precht, so-
prano (in 2); Columbia Symphony Or-

chestra, woodwinds, brass, and percus-
sion, Robert Craft, cond. Corumsia MG
31078, $7.98 (two discs; also available
singly—3, 4,5, 7, 9, and 11 on MS 6146,
2,6, and 10 on MS 6362, $6.98 each).

1, 8, 12. Ariel Bybee, soprano (in 12);
Bass Ensemble of the University-Civic
Chorale, Salt Lake City (in 8, 12); Utah
Symphony Orchestra, Maurice Abra-
vanel, cond. VANGUARD EVERYMAN SRV
308 SD, $3.98.

5,6, 7. Los Angeles Percussion Ensemble
(in 7), Los Angeles Philharmonic Orches-
tra, Zubin Mehta, cond. LONDON CS 6752,
$6.98.

2,3, 4,5, 7, 9. Helmut Reissberger, flute
(in 9); Ensemble Die Reihe, Friedrich
Cerha, cond. CANDIDE CE 31028, $4.98.
3, 5, 9, 10. Michel Debost, flute (in 9);
Paris Instrumental Ensemble for Contem-
porary Music, Konstantin Simonovich,

cond. ANGEL S 36786, $6.98.

7. New Jersey Percussion Ensembile,
Raymond DesRoches, cond. NONESUCH
H 71291, $3.96 (with works by Colgrass,
Cowell, Saperstein, Oak).

7. Copenhagen Percussion Ensemble,
Bent Lylloff, cond. CaAMBRIDGE CS 2824,
$6.98 (with works by N¢rgaard, Lylloff).

9. Harvey Sollberger, flute. NONESUCH HB
73028, $7.92 (two discs; with works by
Berio, Davidovsky, Fukushima, Levy,
Reynolds, Roussakis, Trombly, West-
ergaard, Wuorinen).

10. Group for Contemporary Music at Co-
lumbia University, Charles Wuorinen,
cond. COMPOSERS RECORDINGS SD 268,
$13.90 (two discs; Columbia-Princeton
Electronic Music Center Tenth Anniver-
sary Celebration, with works by Arel, Bab-
bitt, Davidovsky, Luening, Shields, Smi-
ley, Ussachevsky).

Outside of his soundtrack for a film on Joan Miro, all of
Varese's completed works are available on record.
Since with few exceptions the compositions are on
discs completely devoted to Varese, with the selection
of works varying considerably from disc to disc, the
best approach is to compare performances of each indi-
vidual piece. Nevertheless, it scems advisable to say
something about the collections as a whole.

By far the best, | feel, is the Weisberg/Nonesuch of-
fering of four of the chamber works (two with voice),
which provide an excellent introduction to Varéese. The
performances are generally accurate and are well bal-

anced. The most widely representative collection, how-
ever, is the Craft/Columbia two-record set (also avail-
able on individual discs), which includes all but three of
the composer’s works; but here the quality of the per-
formances is very uneven.

The Abravanel/Vanguard disc is especially valuable:
Two of the works it contains are not otherwise avail-
able, and Ecuatorial, performed with chorus, is re-
corded elsewhere only in the version for solo voice.
Mchta's three readings on London are disappointing
and, except for Arcana, clearly outclassed by those on
other discs.
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The two remaining collections feature European en-
sembles—Die Reihe and the Paris Instrumental En-
semble for Contemporary Music—that have a rather dif-
ferent approach to this music. The tempos tend to be
slower and the playing less rhythmically aggressive.
The Candide disc deserves particular consideration; al-
though Die Reihe’s performances seem to me on the
whole less successful than Weisberg's, they are for the
most part quite good and the selection of pieces is
wider.

Amériques (1921) The Abravanel performance, the only
one available, was made before the appearance of the
new edition brought out by Chou Wen-Chung, and
there are some textual problems (such as the trumpet F,
instead of E, four measures before No. 6). Although far
from perfect, the performance is nevertheless a forceful
one that conveys the explosive character of the piece
very well.

Offrandes (1921) DeGaetani’'s beautifully warm and
communicative version with Weisberg is unsurpassed.
The unidentified singer on Candide also does an excel-
lent job, although her lighter vocal quality is less suited
to the work. On the Craft set, Precht sings consistently
below pitch, and the ensemble playing is not always
secure.

Hyperprism (1923) The best of the three versions is Die
Reihe’s, although it suffers from slow tempos, partic-
ularly in the pesante section. The Craft reading is live-
lier but marred by inaccuracies, as is the slow and stud-
ied performance by the Paris Instrumental Ensemble.

Octandre (1923) Although none of the three versions is
ideal, the Weisberg is the most consistent. Craft's read-
ing is also good, perhaps the best of his Varése perform-
ances. Ensemble Die Reihe plays with a softer edge than
do the American groups; despite many subtleties, there
is a lack of tension in their performance.

Intégrales (1925) Here again | prefer Weisberg. He is
particularly good at making the all-important connec-
tions between instruments sustaining the same notes
and in keeping the various textural components clearly
separated. Mehta’s performance is dull and fragmented;
and the two European groups are below their normal
standard.

This work provides interesting examples of textual
problems in Varése: Three of the five versions (Craft,
Mehta, Die Reihe) have a percussion part different from
the one in the score just before No. 16; and three (Craft,
Weisherg, Die Reihe) have a B natural in the first trum-
pet four measures after No. 19, instead of the notated B
flat, resulting in an uncharacteristic octave with the sec-
ond trumpet.

Given this consistency of error, there must be mis-
takes in the parts. Or are they mistakes? The old Wald-
man version, recorded in 1950 under Varése's super-
vision (and scheduled for reissue by Finnadar), contains
both of these discrepancies.

Arcana (1927) Neither the Craft nor the Mehta version is

really adequate. Mehta is clearer and more accurate,
but Craft has more intensity. Unfortunately, the old
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Martinon/Chicago Symphony release on RCA, which is
considerably better than either of these, is no longer
listed. (A Boulez recording is planned by Columbia.)

lonisation (1931) Here the choice is clearly the None-
such version with DesRoches and the New jersey Per-
cussion Ensemble. This is one of the best Varése per-
formances on disc and warrants purchase even if one is
not interested in the other pieces. Of the all-Varése
discs, Craft, Mehta, and Die Reihe are about equally
good. The Lyiloff version on Cambridge is extremely
poor.

Ecuatorial (1934) The two versions offer a distinct
choice, in that one (Weisberg) uses solo bass, while the
other uses male chorus. (Varése allowed for both possi-

- bilities.) | See “Varese in New York" elsewhere in this is-

sue—Ed.] I find the version with chorus more consistent
with the general quality of the piece, but unfortunately
the small group on the Abravanel recording is very un-
certain. Bass Thomas Paul turns in a fine performance
on Nonesuch.

Density 21.5 (1936) The best account, by Sollberger
(Nonesuch), is in a non-Varése collection. But Sollber-
ger is the only flutist on records who really tries to pro-
ject the dynamic levels given in the score and who differ-
cntiates sufficiently between the two alternating
tempos.

Of the others, the unnamed flutist on the Craft set is
best, followed by Helmut Reissberger on Candide. Mi-
chel Debost’s Angel reading is very disappointing, even
containing a wrong note resulting from failure to re-
member a previous accidental. (Actually, this raises a
question concerning Sollberger's reading: Should the
last note in the first main section be B natural, as he
plays, or should it be B sharp, as indicated on the previ-
ous grace note?)

Déserts (1954) The tape parts differ: On Columbia the
sounds move from channel to channel, while on Angel
and CRI they remain stationary in each speaker. Since
Varése was consulted for the Columbia disc, presum-
ably this is what he wanted, and the sound rotation
does bring added life to the tape portions.

As for the instrumental segments, Wuorinen's read-
ing with the Group for Contemporary Music is much the
tightest and most accurate, although it is a bit on the
stiff side. The Craft is lively but lacking in nuance, with
the complex dynamic relationships particularly suffer-
ing from a lack of differentiation. The Paris Ensemble is
better in this latter aspect, but its tempos are much too
slow. (The second instrumental section seems inter-
minable.)

Poéme électronique (1958) This work, which is purely
electronic, is available only on Columbia. (The music
is, of course, limited by the two-channel format.)

Nocturnal (1961) The Abravanel version is the only one
available, but fortunately it is the best of his three Va-
rése performances. The chorus, apparently the same as
on Ecuatoriul, is much better here: and both the so-
prano (Ariel Bybee) and the instrumentalists perform
accurately and sensitively. o
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*I’ve got a 60-minute
recording studio
in mypocket?

It’s called the
MICROCASSETTE®

Pearicorder-S.

A MICROCASSETTE recorder that's so
unique, it's like having your own mini-
studio in your pocket with remarkably
good fidelity for music as well as voice. It's
smaller than a checkbook (5%" from top
to bottom, slightly thicker than a pack of
cards), and lightweight (12 ounces with
batteries), but it's packed with studio pre-
cision and professional features

* 60 minutes recording time.

« Capstan drive for constant tape speed,
buiit-in electret condenser microphone,
AC bias, record-warning light.

« All metal construction for years

of dependable service.

* One-hand operation; instant loading.
« Fast forward and rapid rewind.

» Automatic level control.

« Connects to your stereo or full-size
recorder with a Compaticord, for both
recording and playback.

The Pearicorder-S performs beautifully in
an office, in your car, even on airplanes,
and it's backed by the reputation of the
Olympus Optical Co., Ltd., a company
famous for fine cameras, medical and
other precision scientific instruments

The Pearlcorder-S. Carry one. And have
a studio with you

Available at fine photographic, audio,
and A-V dealers everywhere, Or write for
our brochure, “Pocket Full of Miracles."

OLYMPUS CORPORATION OF AMERICA

TWO NEVADA DRIVE /NEW HYDE PARK.NEW YORK 11040

60 minutes of sound in this
actual-size MICROCASSETTE.®

in Canada: W. Carsen éo.. Lid., Ont.
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Copland’s second Third. On his re-
cent European tour, Aaron Copland
re-recorded his Third Symphony,
which he first did for Everest some fif-
teen years ago with the London Sym-
phony. The orchestra this time was
the New Philharmonia; the CBS pro-
ducer was Roy Emerson.

During the sessions, we're told,
Copland reported a recent unex-
pected visit he received at home from
Mstislav Rostropovich. Copland
warmly accepted Rostropovich's offer
to play for him (he had his cello in
tow), but the composer hasn’t yet re-
sponded affirmatively to Rostropov-
ich’s urgings that he write a cello con-
certo for him. Rostropovich is known
for his powers of persuasion; we wish
him well in this pursuit.

DG's operatic schedule. Deutsche
Grammophon has resumed an active
operatic schedule. Current projects
include Verdi's La Traviata and Ni-
colai's Merry Wives of Windsor.
lleana Cotrubas, Placido Domingo,
and Sherrill Milnes are the Traviata
principals, with Carlos Kleiber con-
ducting Bavarian State Opera forces.
Edith Mathis and Hanna Schwarz are
Nicolai’s merry wives, with Kurt Moll
as Falstaff, Bernd Weikl as Ford,
Helen Donath as Anne Page, and Peter
Schreier as Fenton: Bernhard Klee
conducts the Berlin State Orchestra.
In Vienna, DG will press Karl B6hm
and the Vienna Philharmonic into the
service of Mozart, recording Ido-
meneo (with a largely Salzburg-based
cast including Schreier, Julia Varady,
and Donath) and La Clemenza di Tito
(recently recorded by Colin Davis for
Philips). DG is also planning to record
Bohm's Salzburg Don Giovanni live
(Milnes is slated for the title role), as
was done with his 1974 Cosi fan tutte.

Haitink’s Beethoven. Having com-
pleted his Philips symphony cycle
with the London Philharmonic, Ber-
nard Haitink moves to his other home
base, Amsterdam, to complete the
Beethoven concertos. For the triple
concerto, the soloists are the members
of the Beaux Arts Trio. The piano con-
certos with Alfred Brendel (the sec-
ond cycle for both pianist and con-
ductor) are scheduled for completion

in April, when the Second Concerto
and Choral Fantasia are to be taped.
(For the record, Haitink has recorded
the violin concerto not once, but twice
in the last two and a half years, both
with the Concertgebouw—first with
Henryk Szeryng, then with Concert-
gebouw concertmaster Herman Kreb-
bers. Krebbers, a formidable artist
only now actively pursuing a solo ca-
reer, has also recorded the Brahms
concerto with Haitink and the Mozart
Nos. 2 and 4 with David Zinman and
the Netherlands Chamber Orchestra.
Released at midprice in Europe, these
excellent records are unfortunately
unlikely to be released domestically.)

EMI and DG in Chicago. Carlo Maria
Giulini and the Chicago Symphony
have recorded the Mahler Ninth Sym-
phony, the Prokofiev Classical Sym-
phony, and Mussorgsky's Pictures at
an Exhibition for Deutsche Grammo-
phon; for EMI they were scheduled to
record the Bruckner Ninth Symphony
and, with Itzhak Perlman, the Brahms
violin concerto.

DG has also recorded the Mahler
Resurrection Symphony with the Chi-
cago Symphony, conducted by
Claudio Abbado. It was planned to
follow this with another Abbado
Mahler symphony recording: the
Third, with the London Symphony.

The operatic Schumann. EMI and
East Germany's Deutsche Schallplat-
ten have continued their adventurous
collaboration with the first recording
of Schumann’s only completed opera,
Genoveva. Kurt Masur conducts the
Leipzig Gewandhaus Orchestra, with
a cast headed by Edda Moser, Dietrich
Fischer-Dieskau, and Theo Adam.

Another coproduction, Carlos Klei-
ber's Wozzeck, was delayed by the
conductor’s indisposition. In its place,
the Dresden sessions were turned over
to Richard Strauss's comedy Die
schweigsame Frau, with Marek Ja-
nowski conducting a cast headed by
Jeanette Scovotti, Hermann Prey, and
Adam.

Mabhler’s opera. One of the more re-
markable operatic hybrids, Mahler's
realization of the sketches left by
Weber for Die drei Pintos, has been
recorded by RCA. Gary Bertini con-
ducts the Munich Philharmonic and a
cast headed by Lucia Popp, Werner
Hollweg, Hermann Prey, and Kurt
Moll.

Dresden Bruckner. With his London
Philharmonic Brahms symphonies
now compléte and his London Sym-
phony Beethoven symphonies well
begun, Eugen Jochum has added a
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Wemade
the first...
Ortofon

cartridge

for us.

As far back as 1945, Ortofon
was making the cutterheads
used throughout the world to
cut the grooves in master
phonograph records. But the
phono playback cartridges
then available could not put
our cutterheads to the test for
sensitivity and capacity.

So we made our first phono
cartridge. For us.

S:nce then cur cutterheads
have moved ahead— with
a quality we couldn’t even
imagine in 1945. So have our
phono cartridges.

The new MC20 moving
coil phono cartridge is the
best we’ve ever made. We be-
lieve it is the finest available
for professional or home use.

The MC20 has the lowest
stylus tip mass ever attained
on a phono cartridge. A flaw-
less. fine line diamond stylus
is fixed directly (without the
usual sleeve) to a stepped, low
mass cantilever. Beryllium
filling enables the cantilever
to attain rigidicy despite its
minute dimensions. The mov-
ing coils are wound with wire
one-fifth the tkickness of a
human hair.

The moving coil princiole,
with its low inertial mass.
wider frequency response,
low distortion as well as low
tracking force, has clearly
established its sonic superi-
or-ty over any other phono
ca-tridge system. Our new
pre-preamplifier, the MCA-76,
is also available to process the
signal of the MC20 or any
other moving coil cartridze.
The MCA-76 features low-
ncise circuitry, a subsoni¢
filter and a by-pass switcn
which accommodates all mag-
netic cartridges.

We’ll be pleased to forward
ccmplete data on the entire
Ortofon line. We suggest that
ycu write to us directly.
Ortofon, 122 Dupont Street,
Plainview, New York 11893.

orfofon




Celestron’ mutiursese Telescopes

On Display at Museums and Planetariums Throughout the Country

R Three reasons why
The Choice. experienced tele-

scope enthusiasts and leading col-
leges, universities and science
centers the world over repeat-
edly select Celestron telescopes

ir°'s favonte tor studying the s
S0 s, vide
gir
belt structure of Jupiter, the
intricate filamentary detail
of deep-sky nebulae, the

The Celestron 5. A tabletop central regions of glob
observatory for exploting the . ular clusters at up to
Moon, planets, scores of open star 500X. Also the ulti-
clusters and gossamer nebulae at up . mate terrestnal tele
to 300X. For casual observing or tele scope or telephoto

(Size swung down
9" x 12" x 22"
Wt.: 23 Ibs., $790)
The Celestron 14,
The appeal of this
prestigious, fully
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photographg'. rest the instrument on
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tube and focus. Close in
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shots at 25X. (Size
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price, including electric

star tracker and auto-

matic star locater, $595)
The Celestron 8. Eight full

inches of aperture make this

FREE
COLOR
CATALOG
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"

n

range of the Celestron 14, at up to

and the quasars (Size swung
down:" 18" x 22" x 44" W1t.: 108

Celestron International 2835 Columbia « Box 3578-W * Torrance, CA 90503
World's Leading Manufacturer of Compact-Portable Telescopes

No. 802 RICHARO WAGNER IN BAYREUTH. Hans Mayer.
An enthralling history of Wagner, his famity, and the little
Bavarian town he made famous $18.50

No. 601 REFLECTIONS ON WAGNER'S RING. John Culshaw.

An nvaluable compiation of information based on Cul-
shaw's Saturday Metropolitan Opera broadcast intermis-
sion talks. $6.95

NEW!

Two
Major
Wagner Books!

Richard Wagner in Bayreuth
by Hans Mayer
Reflections on Wagner's Ring
by John Culshaw

Richard Wagner in Bayreuth is the inti-
mate story of the amoral, hedonistic,
arrogant megalomaniac who attained
international recognition as a musical
genius—and of Bayreuth, the quiet Ba-
varian town he made famous.

No. 512 Szason wiTn SoLTi. Willlam Barry Furiong.
A sustained close-up view of Georg Solti and his Chicago
Symphony. Human and readable. $12.50

No. 800 Our Two Lives. Halina Rodzinski.
The story of Artur Rodzinski's turbulent career in the
world of music, told by the woman who shared it with him
$10.95

No. 341 THE GLORY OF THE VIOLIN. Joseph Wechsberg.
lllustrated.

A fiddle fancier's dehght from the pen of the famed New
Yorker author, who delves into all aspects of the violin, n-
cluding the fascinating business of buying. seiling and
cheating $8.95

Check or money order must accompany your order.
No cash or C.0.D.'s piease.
Allow 60 Days for Delivery.

F========71

HIGH FIDELITY

MUSIC LISTENERS' BOOK SERVICE

Dept. HW

2160 Patterson Street, Cincinnati, Ohio 45214

Here's my check for § Please
send me, postpaid, the books I've circled below.

Reflections on Wagner's Ring is a com-
pilation of John Culshaw’s acclaimed
Saturday Metropolitan Opera broad-
cast intermission talks—a masterpiece
that no opera lover (and certainly no

602 601 512 600 34
student of Wagner) can afford to miss.

Name

These are only two of the wide selec-
tion of carefully chosen books made
available to HIGH FIDELITY readers
through Music Listeners’ Book Service.
Others are listed below.
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third project to his EMI schedule: a
new cycle of the Bruckner sym-
phonies with the Dresden State Or-
chestra, produced by EMI's regular
man in Dresden, David Mottley. As in
his DG cycle, Jochum will use only the
Nowak editions (which, unlike the
Haas editions. incorporate the revi-
sions that Bruckner made after what
Deryck Cooke calls the “first defini-
tive versions"). If all proceeds accord-
ing to schedule, by February Nos. 3. 4,
7, and 8 will be on tape.

Troilus and Cressida. After more than
twenty years, William Walton's
Troilus und Cressida has finally been
recorded complete. EMI taped four
performancesof the new productionat
Covent Garden last November, for
which Sir William “substantially re-
vised” the work, first heard (also at
Covent Garden) in 1954. The title roles
are taken by Richard Cassilly and Ja-
net Baker; the cast also includes Eliza-
beth Bainbridge, Gerald English. Rob-
ert Lloyd, and Benjamin Luxon. The
conductor is Lawrence Foster, who
replaced an ailing André Previn. (The
first-night audience, too, had health
problems. “We have taped the cough-
ing in the highest fidelity,” producer
Christopher Bishop told HF's Edward
Greenfield.)

First edition. Our spies who regularly
comb the Neiman-Marcus catalogue
report news of a First Edition Sym-
phony Collection offered by the giant
department store in collaboration
with RCA. The four-disc set includes
previously unreissued (and even some
unissued) performances by Leopold
Stokowski and the Philadelphia Or-
chestra (a 1931 Beethoven Fifth Sym-
phony and Brahms Fourth). Serge
Koussevitzky and the Boston Sym-
phony (Strauss’s Don Juan, 1946), Eu-
gene Goossens and the Cincinnati
Symphony (Respighi's Fountains of
Rome, 1946). Artur Rodzinski, Pierre
Monteux, Charles Munch, Hans Kind-
ler. and Karl Krueger. The price is
$31.20 postpaid, from Neiman-Mar-
cus, Box 2968, Dallas. Tex. 75262.

Rostropovich’s Tchaikovsky. In an
October blitz Mstislav Rostropovich
has recorded all the Tchaikovsky
symphonies (including Manfred) with
the London Philharmonic for EMI. He
even found time to record a group of
Russian songs with his wife, soprano
Galina Vishnevskaya.

The Rostropovich Tchaikovsky
cycle has no effect on the one Ric-
cardo Muti will be doing for EMI with
the New Philharmonia. Scheduled for
November sessions was Romeo and
Juliet, to be coupled with the Second

I.._________.I]Symphony- @
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inventions make IT¢Infash the LEADER in
—Long Trouble-Fee Equipment LIFE

—Listening Quality
—Performance

Listening.

Inventions are engineering leadership recognized by the granting of a United States patent.
The New Mcintosh amplifiers are an inventive product of continuing research at Mcintosh.
The new inventions have provided NE'W circuit design that permits NEW product perform-
ance which gives NEW long life predictions and NEW pleasure and enjoyment in Music

The MciIntosh MC 2205 Power Amplifier always “Sounds Clean”. . . .

... Because of ‘nventive "POWER
GUARD"

Amplifiers when driven to clipping are
capable of deliver ng up to twice their rated
power with more than 40% harmonic
distortion. The ex ra energy content of the
clipped signal will damage most speakers.
Mcintosh leadership in engineering has
developed a new circuit that . . .

11) dynamically prevents power amplifiers
from being overdrven into hard clipping . . .
12) which protects speakers by preventing
clipping . .. (3) assures that the amplifier will
sroduce its maximum output without
increased distortien. That new circuit is
‘POWER GUARD".

.. Because of Inventive Output Circuit
Design
To achieve long trouble free life in an
amplifier It is essential to have cool
operation. Cool oderation results from the
careful design of -he output circuit, proper
matching of the autput circuit to the
loudspeakers witt an gutotransformer and a
mechanical desiga that permits the use of
generous sized heat sinks with adequate
ventllation without the use of fans. The
MC 2205 has 110 3quare inches (7.64 squafe
feet) of radiating ~eat sink surface. In
addition, the chassis has been designed to
permit the maximum amount of alr to flow
over the heat sinks to conduct away the life
limiting heat.
Bipolar eptaxial output transistors and the
Mclintosh output circuit allows the amplifier
to operate as cool as passible. When there is
{imited program cemand of the amplifier
only the optimum number of output devices
operate. Conservative Mcintosh engineering
keeps operating t2mperatures low assuring
long Iite.

... Because of Inventive Speaker
Matching

The interleaved mrultifiler wound Mcintosh
designed autotramstormer transfers all the
power you paid fer to all impedance taps.
The Mcintosh autotrarstormer does its
outstanding job without adding phase shift,
(common in othe- designs) limiting
frequency responsie orpower output. Inshort,
the Mcintosh autetransformer is the
inventive answer to a difticult problem.
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Shown In optional walnut veneer cabinet.

Debwers 200 watts average power output minimum, per channel continuous
eCres 1,2, 4, or 8 ohms with no more than 0.1% harmonic distortion.

.. Because of an Invanilive 5-way
Protection Plan for ¢ou
1. Te patented Mcin:esh Sev ny Monitoring
sircaR constantly moaRors the omtput signal
at's'gnal levels ug tc rated Jutpu: this circuit
7as high impedance a1d Fas so effect upon
the putpu:. I the pocwer output exceeds
desiga maximum the Sen ry Mcnitoring
circal operates to lirmit t1e signal to the
autpLt trans stors.
2. Should th2 temperatuse of the heat sinks
rise abcve narmal thecuch restrcted
ventilatlon or oth2r causes, the AC is
disconnected from the ampillier by an
autormatic heat sensing relay The AC will b2
restored when the temwperatLr2 seturns to
normal.
3. Any DC componer 8 in the sutput circuit
Irom ~hatever cause i3 shured to ground
thrcugh the Mcintosh autotrams ormer. You
and your apeakers are prateztec completely
from this «<ird of amp8fier fallar2.
4. Mcintosh gives yow a Tiorey sack
guarantee o' performance Your Mcintosh
instrument nust be capab e of Meeting its
published performance limits or vou get your
money >ack
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5. The famous Mcintosh 3 Year Service
Contract protects you from any cost of repair
for three full years because Mcintosh will
provide all parts, materials and labor needed
to return the measured performance to the
original performance limits free of any
charge. The SERVICE CONTRACT does not
cover any shipping costs to and from the
authorized service agency or the factory.

For.more complete information, send today:

Mcintosh Laboratory, Inc.
East Side Station P.O. Box 96
Binghamton. N.Y. 13904
Dept. HF

NAME

ADDRESS___
CITY

STATE

Ityou are inahurry for your catalog piease send
the coupon to Mcintosh. For non rush service send
the Reader Service Cardto the magazine.
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We're as close to the impossible
as possible.

Our new speakers color sound.

Anybody's do.

Should they tell you otherwise, they
speak with forked frequency response.

We at Sony developed the SSU-2000 with
this grim reality in mind.

Our goal was to create a line of speakers
with a minimum of coloration. With a fre-
quency response flat and wide. With low dis-
tortion. And with repeatability. Which
means each speaker we make will sound like
the one before and the one after.

Searching and researching.

Before you can make a good speaker
you have to make a ot of bad ones.

We turned out dozens of prototypes
that were made with the same specs, but
sound like they weren't.

That's because your ear is more sophis-
ticated than our measurements.

You can hear how pure water is, for
example.

The purity of the water in which the pulp
for the speaker cone is pressed influences
the sound.

But it would hardly change the frequency
response —or any other measurements.

Now there are dozens and dozens of ele-
ments that interact this way.

Changing one changes the other and
almost changed our minds about going into
the speaker business.

But we stuck it out. Applying the age-old
technique of trial and error.

That's why we labored for three years to
bring you our speakers. While other manu-
facturers rushed frantically to market with
theirs.

We keep the whole world
in our hands.

Understanding how to control the sound
of our speakers, we realized we had to con-
trol what went into them.

So we did the only logical thing.

We built a plant. Which does nothing but
produce —under outrageously close control
—the components for our speakers.

Few companies watch what you hear so
carefully.

Don't judge a bookshelt speaker
by its cover.
As you can see, a lot goes into producing
a speaker that’s not easily seen. (One beauti-
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weve done
no one will heckle
our speakers.

le learn

9

Suggested retail prices: SSU-2000 $150 each; SSU-1250 $ 100 each; SSU-1050 $130 a pair

ful exception —the handsome finish on our
cabinets.)

That includes the carbon fiber we mix
into the speaker cone paper.

Carbon fiber is light and strong. Light, so
our speaker needs less power to operate it,
and is therefore more efficient.

Strong, so the cone won't bend out of
shape in the high frequency range.

Moreover, carbon fiber won't resonate
much. It has a low Q, and it took someone
with a high 1Q to realize it would absorb the
unwanted vibration.

Unwanted vibration is also reduced by
our cast aluminum basket, which is superior

CIRCLE 42 ON READER SERVICE CARD

to a cheap stamped metal one.

We're confident that the results of our
three year effort will be clear after three
minutes of listening.

At which point, far from heckling our
speakers, you'll be temoted to give them a
standing ovation.

© 1976 Sony Corp. of America
Sony, 9 W. 57 St., N Y, N.Y. 10019.
SONY is a trademark of Sony Corp
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London

Wagner’s Masters
Get Their Due

Jochum (DG) and

Solti (London) preside over
outstanding accounts

of Die Meistersinger, each
with distinctive

strengths.

by David Hamilton

FeBruary 1977

In the Hans Sachs Sangerkrieg,
DG's Dietrich Fischer-Dieskau (left)
outpoints London’s Norman Bailey

How wonNbpErrUL to be confronted with two fine
recordings of Wagner's rich and searching comedy at
once—and how frustrating!

Wonderful, because both of them seem to me
markedly superior to any recording of the score
made in the last two decades. Frustrating, because
this circumstance inevitably means they have had to
be heard, and must be written about, in tandem, as in
some sense competitive, each coloring one's impres-
sions of the other, raising questions, pointing up defi-
ciencies. And frustrating also, I must add—in fairness
both to the recordings and to myself—because each
has taken time from further hearing of the other, fur-
ther hearing that might have made me more confi-
dent about expressing my conviction as to which
would be more likely to go with me to that desert is-
land the BBC used to maintain for record reviewers,
complete with gramophone and a shelf just wide
enough for ten records.

To devote half of such an allotment to a single
work may seem extravagant, and in truth I would be
hard put to decide between Meistersinger and Tris-
tan, right up to the departure of the boat (although
for Tristan, at least, there would be no problem
about which recording—the Furtwangler, naturally).
But since the boat isn't leaving just now, I'm not
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about to “check rate” one of these two new Meis-
tersingers. (If you're in the “best buy" market, how-
ever, the Knappertsbusch set, Richmond RS 65002,
would be my strong recommendation—mono sound.
not always well balanced, and a trying Walther, but
fine work from Gueden, Schoeffler, and Dénch, plus
Dermota’s still unsurpassed David and genial pacing
from the venerable maestro.)

The Jochum recording followed performances at
the Deutsche Oper Berlin, with Placido Domingo and
Catarina Ligendza, among others, imported for the
sessions. Perhaps for this reason, it has an easier,
more natural sense of being played as a drama; there
is a spontaneity and and warmth here that is less of-
ten evident in Solti's more concertlike version. The
latter’s strengths are in the big scenes—especially the
gathering of forces in the Festwiese—and, through-
out, in the orchestral playing. The Berlin orchestra,
unfortunately, just isn't as good as the Vienna Phil-
harmonic—notably a frowsy first horn, inter-
mittently troublesome at the start of “Am stillen
Herd,"” in the Fliedermonolog, and in the Act IiI prel-
ude. In all fairness, though, most of their work is ac-
complished enough, full of style and spirit.

Surprisingly. Jochum is usually more successful
than Solti at keeping the piece moving: his tempos,
chosen down the middle of tradition's road, are less
often and more subtly modified. Take the Sachs/
Walther dialogue in Act 111: Both conductors start off
with a nice swing, but with Solti the poco ritenuto at
the end of Sachs's first speech assumes major pro-
portions, the contrast between his genial music and
Walther's less active material so overdrawn that by
the end of Walther's third speech (“ich furcht’ ihn
mir vergeh'n zu seh’'n"”’) motion has almost entirely
disappeared. The scene goes on like this, and cannot
help but seem fragmentary, whereas Jochum merely
distends his basic tempo slightly and lets the contrast
that Wagner has already written into the material do
most of the work.

On Jochum's side, too, is a slightly drier, cleaner
sound for the orchestra, allowing the rhythmic activ-
ity to speak more effectively: the little episode be-
tween Sachs and David just before the Fliedermono-
log is a good example of this, with very little musical
difference between the two performances—yet the
Jochum sounds steadier, more focused, because the
repeated rhythms in the orchestra are more explicit
(in truth, the snappier delivery of Dietrich Fischer-
Dieskau plays a role in this too).

On the other side, though, are such matters as the
rich, warm Vienna brass. who help Solti make some-
thing ravishing and memorable out of the Act il
prelude, the superb winds of the end of Act Il the
full panoply of virtuosity pulled out for the interlude
and final scene. where Solti's wonted vigor is very
much in evidence and very relevant. The Berlin
chorus is quite fine, but the Vienna one is better,
while Solti boasts the additional refinement of a
boys' choir for the apprentices—and very good they
are.

But before totting up pluses and minuses in ear-
nest, we had better consider the casts. The most
newsworthy aspect of these recordings is the appear-
ance of Fischer-Dieskau as Hans Sachs, so let me say
right off that it seems to me a very great success. Not,

Eugen Jochum—warm, characterful conducting

of course, in the tonal tradition of Schorr and Bockel-
mann; he doesn't have the right resources for that. |
suspect he has been studying the part for a long time.
for it is a fully formed, highly detailed performance,
every line “‘read” with understanding, every phrase
sharply and accurately limned. The voice is light, to
be sure, but is used with great skill, so that the cli-
maxes really do count, and the delicate moments are
unforgettable: Surely the Midsummer Eve passage in
the Wahnmonolog has not been sung as beautifully
in decades (the orchestral playing here is really de-
lectable in its lightness and wit, too). He's very much
“with” Jochum's rhythmic approach to the score,
aiding and abetting the conductor’s swing and keep-
ing the textures precise and clear.

London's Sachs is Norman Bailey, a thoughtful
and sensitive performer whose voice is, | fear, simply
not a very attractive instrument: a thewy, constricted
sound that never succeeds in getting free of some
apparent jugular impediment. Most of the time, the
notes are there, although he fails my standard test
phrase for intonation, “'séinge dem Vogel nach™ in the
Fliedermonolog with its alternating Gs and G sharps
(need I say that Dieskau passes this with flying col-
ors?). And the delivery of lines is warm, intelligent, if
not as detailed as that of the native-German-speak-
ing baritone: on-stage, Bailey is an always interesting
performer in this part—but on records he is only par-
tially successful.

Perhaps the greatest surprise is DG's casting of
Placido Domingo as Walther, and | think this jus-
tifies itself. Even though he did not sing—and never
has sung—the part on-stage, he evidently knows
quite well what it's all about; he never blunders into
a line so that you think of John Culshaw's anecdote
about the novice Jago who. halfway through a
recording, inquired. “What's all this about a hand-
kerchief?" The German is oddly formed at times,
with over-trilled r's and "Quell” pronounced as
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“kwell” rather than “kvell,” but this is a small price
to pay for such firm tone, accurate musicianship, and
often elegant phrasing. By contrast, René Kollo's por-
tamentos and scoops grow rather trying, and he
seems to be driving his voice even harder here than
in the second Karajan recording (Angel SEL 3776, De-
cember 1971).

There are few complete failures in these casts, but
I'm afraid that DG's Ligendza is one of them; this
blowsy sound simply isn't an Eva voice, and she de-
tracts from every one of her scenes by singing pretty
consistently out of tune; the quintet is thus rendered
fairly excruciating. When reviewing the Varviso/
Bayreuth set last year (Philips 6747 167, April), | sug-
gested that Hannelore Bode's “flatness at the begin-
ning of the quintet could doubtless have been
avoided in a studio recording"—and the London set
proves it; she makes a much more effective Eva here,
if not quite up to the historic heights of Miiller (with
Furtwangler in 1943, EMI Odeon 1C 181 01797/801,
September 1976), Schwarzkopf (with Karajan in
1951, Seraphim IE 6030), and Gueden.

Both Beckmessers own rather imposing voices, not
at all the buffo sounds that we have sometimes been
offered. DG's Roland Hermann actually sings every-
thing in the role full voice, without resorting to fal-
setto even for the top A, and London's Bernd Weikl
also eschews most of the traditional squeaks and
squawks. I'm all for Beckmesser looking—and sound-
ing—like a fairly normal exemplar of the human race
(else how would he have become town clerk?), but
Hermann plays it so straight that the choral amuse-
ment upon his mere appearance for the song contest
becomes scarcely credible. Weikl offers just enough
spluttering rage in the exchanges with Sachs to sug-
gest that the deep end is well within Beckmesser's
reach. “Lug und Trug! ich kenn’ es besser” in Act 111,
Scene 3, is a good test line; Hermann isn't nearly apo-
plectic enough, Weikl gets the right tone.

The rich sound and apt conversational tone of Pe-
ter Lagger (DG) promise well for Pogner's address,
but a severe wobble invades his voice above middle
C. and the honors go to Solti's very solid Kurt Moll.
Conversely, DG's Gerd Feldhoff makes an acceptable
Kothner, London’s Gerd Nienstedt an unpleasantly
out-of-tune one.

And that brings us to the below-stairs couples.
Horst R. Laubenthal, Jochum, and the Berlin orches-
tra among them give such a loving, lovely account of
the modes that Adolf Dallapozza's merely efficient
David is left far behind, and although the Magda-
lenes, Christa Ludwig and Julia Hamari, are not easy
to choose between in most of the part, DG's Ludwig
is the one who can really deliver in the riot scene.
This episode is well done in both recordings but son-
ically articulated with greater clarity by DG—you
can actually hear a startling number of the solo
lines—and jochum saves a little extra for the climax,
when the Midsummer's Eve motive soars out in the
orchestra, making it overwhelming instead of merely
exciting. '

As I've suggested, | prefer the DG sound for its
clarity, which is enough to compensate for a charac-
teristic bias in favor of the voices by comparison
with London's balance. London's stronger bass regis-
ter is often a plus factor, save when it reproduces all
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too clearly what seems to be the stamping of Solti's
foot.

I don't find any credits for tie players of Beckmes-
ser'slute, but the anonymous DG lutenist, with a gut-
stringed instrument, discovers some touches of hu-
mor in this part that have escaped all his predeces-
sors, as well as his new rival, whose metal-stringed
instrument is less attractive and less audible.

One minor matter: The London Nightwatchman,
billed as “"Werner Klumlikboldt,” proves to be two
people: Kurt Moll at ten o'clock, Bernd Weikl at
eleven. The name, as Alan Blyth in Gramophone has
pointed out, is an anagram of the two. If you want to
explore their work in these parts further, Moll sang
the entire role in the second Karajan recording,
Weikl in the Varviso.

Most of the side breaks are standard, and reason-
ably chosen, but I prefer DG's choice in Act 1l (after
the Nightwatchman has sung and sounded his wrong
note) to London’s (after his first note, but before the
new key to which it pivots has been established).

Both booklets include interesting illustrations
based on the original 1868 Munich production; as
usual, London’s printing is poor enough to reduce
their value, though fortunately not bad enough to
render illegible a fine introductory essay on the op-
era by the late Deryck Cooke, more detailed and
searching than the interesting but briefer one by
Martin Cooper in the predictably handsome DG
booklet. Peter Branscombe's good translation, al-
ready used by Angel and Philips, turns up again for
DG, while London offers a new, uncredited one (not
the same as that produced in 1967 to go with the
Richmond reissue of Knappertsbusch); I haven't had
time to vet it thoroughly, but a quick check has
turned up no major absurdities. Neither company,
strangely, includes a word about any of the numer-
ous performers. ‘

From all of this, it is doubtless evident that I find
Jochum's reading the more characterful, the more
genial—but I could quite understand an honest pref-
erence for Solti's more reserved and magisterial ap-
proach. Both are remarkably fine accomplishments.

WAGNER: Die Meistersinger von Nirnberg.
(1) @)

Eva Catarina Ligendza(s) Hannelore Bode (s)
Magdalene Chrnista Ludwig (ms) Julia Hamar (ms)
Walther von Stolzing Placido Domingo (1) René Kollo (1)

Dawvid HorstR Laubenthal (1) Adolf Dallapozza (1}
Kunz Vogelgesang Peter Maus (1) AdalbertKraus(t)
Balthasar Zorn Loren Driscoll (1) Martin Schomberg(t)
Ulirich Eisslinger Karl-Ernst Mercker (1) Wolt Appel (1)
Augustin Moser Martin Vantin (1) Michel Sénéchal (1)
Hans Sachs Deetrich Fischer-Dieskau (b) Norman Bailey (b)
Sixtus Beckmesser Roland Hermann (b) Bernd Weikl (b)

Friz Kothner Gerd Feldhoft (b) Gerd Nienstedt (bs-b)
Veit Pogner Peter Lagger (bs) Kurt Moll (bs)

Konrad Nachtigall Roberto Banuelas (b) Martin Egel (bs)
Hermann Ortel Klaus Lang (bs) Helmut Berger-Tuna (bs)
Hans Schwarz Ivan Sardi(bs) Kurt Rydl (bs)

Hans Foltz Miomir Nikolic (bs) Rudolf Hartmann (bs)

Nightwatchman Victor von Halem (bs) Werner Klumlikboldt"

(1) Chorus and Orchestra of the Deutsche Oper Berlin, Eugen
Jochum, cond. [Gunther Breest and Hans Weber, prod.]
DeutsCHE GRAMMOPHON 2713 011, $39.90 (five discs,
manual sequence)

(2) Gumpoldskirchner Spatzen, Vienna State Opera Chorus,
Vienna Philharmonic Orchestra, Georg Solti, cond. [Ray
Minshull, prod.] LONDON OSA 1512, $34.90 (five discs, au-
tomatic sequence). Tape: @@ OSA5 1512, $39.95 (four
cassettes)
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New Life for Louise

by Conrad L. Osborne

lleana Cotrubas and Placido Domingo study the Louise score

Columbia restores Charpentier’s treasurable working-class drama to
the catalogue with Placido Domingo aptly cast as Julien.

IT HAs BEEN a pleasure to encounter again this
lovable and touching opera. The present recording
has its drawbacks as well as some important
strengths; the real point is that it puts a sonically up-
to-date, complete performance of Louise into the
catalogue.

Louise is the only successful example of French
verismo, if by this term we mean to identify not only
works of realistic background and psychological
truth-to-life (Carmen would certainly qualify) or
shock-operas whose dramatic outlines and musical
gestures remind us of Cav and Pag (La Navarraise),
but works that seek to dramatize the conditions and
aspirations of very ordinary people, and to convey
these concerns in a language of popular immediacy.

There is much about Louise to remind us Ameri-
cans of our own socially committed theater of the
1930s, and it has been the opera's recent fate to fall
victim to some of the same careless habits of thought
we tend to apply to plays of that genre: We see them
as bound to the social and political specifics of their
time, to a tract mentality, and to an expressive naive-
té we enjoy looking down upon. And so some of
them are. But (as | was reminded last spring by the
McCarter Theater's superbly cast and directed re-
vival of Awake and Sing) the best of these works are
grounded in a truly sensitive observation of ways of
human interaction which, if not “universal,” are cer-
tainly common to cultural données we have by no
means sloughed off.

Thus, Louise is in part about the lot of the urban
workingman; in part about a young woman's diffi-
culty in establishing an identity vis-a-vis restrictive
parents or a dominant lover; in part about the over-
whelming nature of the modern city, whose powers
of magnetism and alienation seem so tightly knit to-
gether; in part about the qualities of what we now
call the nuclear family and the patterns of tyranny
and rebellion we so often see as native to it; and in
part about the very perplexing question of just what
does constitute personal “freedom.” The circum-

stances of the piece could well be directly translated
to those of the contemporary conservative blue-col-
lar family whose daughter vanishes into SoHo with a
self-styled poet for a lover.

And Charpentier deals with these circumstances
in a way that is concrete and specific, and that allows
for the ambiguity of the arguments. The ways of life
represented (the narrow domestic routines of the
poor family, shown in Acts [ and [V the marginal ex-
istence of the street inhabitants and the work life of
the dressmaker’s sewing girls, shown in Act II: and
the subculture of the Bohemians, represented in Acts
11 and [11) are all sketched in precise, selective detail.
And though it is clear that the author/composer
shares julien’s belief in "the sovereignty of love,” and
that “Every being has the right to be free/Every heart
has the duty to love,” the conflict between children
and parents is seen as a genuine emotional problem.

The basic conflict is the classic one of father vs.
suitor for the love and loyalty of a daughter. To
sharpen it, julien is represented as an outsider to,
and rebel against, the world of the parents, someone
they cannot understand and who does not meet their
canons of “respectability.” In the early scenes, the fa-
ther is shown to be capable of some tenderness and
understanding; he is a man of feeling, who acts as
mediator between Louise and the mother, who is
quite unsympathetically shown (her overriding in-
tent is the preservation, by harsh means, of a ritual
familial togetherness). We appreciate the touches of
delicacy and humor in the father’s character, sympa-
thize with his bitterness over an aging laborer’s lot,
and feel that the love between him and Louise is gen-
uine.

But because the father's feelings are accessible, it
is he who finally drives Louise from the house, de-
spite the mother’s efforts to calm him (she even calls
him “Pierre” twice—the only time in the opera that
anything so personal as a first name passes between
the parents). Along with Louise’s rightly famous aria
“Depuis le jour,” long stretches of the father's role

Columbia
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(“Les pauvres gens peuvent-ils étre heureux?,” “Voir
naitre une enfant,” and the moving Berceuse) con-
tain the most deeply felt music in the opera, and the
last confrontation between father and daughter can
be wrenching,

It is always interesting to observe where a plot
stops. In this case, it is at the point where Louise van-
ishes into the city night, and the father, stretching out
his fist at the suddenly extinguished mirage of noises
and lights that has lured her away, despairingly
names his true antagonist: “O, Paris!” For the city,
with its “apotheosis of light,” its variegated and
anonymous ways of existence, its sensuality, is a
metaphor for the life of choice, of adulthood. And we
are reminded we have watched only the first exciting
but terrifying step of Louise's life, for which Julien is
merely the catalyst. To this point, she has simply
substituted his catechism for her parents”: She can
do no better than to answer her father's arguments
by quoting Julien, and the "freedom™ which Julien
claims for her against the father is that of “electing
the master of your destiny.” So. while Julien is the
bold and flattering first lover who lends Louise the
courage for her necessary first step, it is inconceiv-
able to us that her growth should stop here. Finally,
the father is right—it is not so much Julien she
chooses, but the “Paris” of infinite possibilities,
pleasant and otherwise.

Living stuff for our audiences, I should think. And
Charpentier’s score has such a wealth of harmonic
and orchestral color—as descriptive theater music, it
is truly expert and sometimes magical. While the me-
lodic spans are generally short, their employment as
motivic devices is shrewd and often haunting. This is
true not only of the vendors’ cries that recur to such
atmospheric effect (and almost always avoid the
cliché moment for doing so), but of such simplicities
as the little flourish for the goat-herd’s flute, which at
first seems purely a daub of primitive hue, 4 la Cante-
loube's orchestrations of Auvergne songs, but then
quite unexpectedly puts a breathtaking crown on
Louise’s first confession of love (... je serai ta
femme! Julien! mon bien-aimé,” near the end of the
first tableau in Act I1), wonderfully sweet and melan-
choly.

The vocal writing is always competent from a
technical point of view (though challenging), but is
uneven in its effectiveness. In dialogue exchanges,
especially of the more vehement sort, the composer
tends to fall back on solutions that are not quite con-
vincing either as “unending melody"” or as "extended
speech”—these passages have a dogged, forced air
that reminds us all too much of more recent works.
But in sections of a more tender or charming nature,
we are reminded, in a most positive way, of the Mas-
senet heritage, and when Charpentier sets himself
his biggest challenge—the latter portion of the Act 11I
love duet with the city visually and aurally present, a
dangerous concept—he rises to it thrillingly.

The choral setting is splendid almost throughout:
The Bohemians have exhilarating moments with
their raucous song in Act I, and again in the full-
blown march and pompous presentational music of
the Coronation of the Muse. I have also come to
value the loving musical drawing of a chatty work-
day at the dressmaker's, which at one time seemed
quite banal and incidental to me.
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Discographically, there is not much toreport about
Louise. The touchstone recording, dating from the
early 1930s, is an abridged version (extended ex-
cerpts, really) made by Columbia in Paris. Well con-
ducted by Eugéne Bigot, and featuring three ad-
mirable French artists (the soprano Ninon Vallin,
tenor Georges Thill, and bass-baritone André Per-
net), it should be heard by anyone who loves either
Louise or French lyric art; but with its cuts and its
tubby sonics it is hardly satisfactory as a complete
performance of the opera. Once available on LP in
the Entre series, it has more recently been imported
as EMI Odeon 2C 153 12035/6. A complete perform-
ance (actually embracing a few cuts totaling perhaps
six or seven minutes) was released here on Epic in
the mid-Fifties. It had a solid conductor (Jean Four-
net), good French veterans as the father and mother
(Louis Musy and Solange Michel), and strong work in
some of the small roles. But it also had edgy, cramped
mono sound and lead singers who were scrappy but
rather fatiguing to the ear.

The current recording is thus the first in stereo, and
the first to take on an international aspect in its cast-
ing and provenance (it was recorded in London, with
English orchestra, chorus, and supporting singers). |
cannot summon much real enthusiasm for either per-
formance or recording, but | am sure it is good
enough to convey the essential qualities of the work;
its failures are largely those of omission.

I suppose it is futile to pine over the absence of
forces that have Louise in their blood—even in
France, the piece has dropped from the repertory,
and the international houses no longer tackle it
(though the New York City Opera revives it from
time to time, and to good audience response despite
mediocre casting and production). Still, it is clear
that what is missing from this production is the kind
of grasp that goes with familiarity.

A good conductor can study and master a score
technically, a good orchestra can read it and get on
top of its notes, good singers can learn roles and sing
them in vocally. and a producer can look through a
score and come up with casting that approximates its
requirements, and all this will add up to a good, pro-
fessional start on an opera. The lessons learned from
the experience, the flexibility gained from repetition,
the adjustments made after the initial fact—all these
constitute the very real strengths of “tradition,” of
classical repertory, and they pay off disproportion-
ately in a special piece like Louise. Contemporary
recordings seldom have the benefit of such a history,
and it's becoming a scarcity in the theater too.

The one real casting inspiration is Placido Do-
mingo as Julien—the role and the voice are made for
each other, and he gives a splendid first performance.
He is in his best voice here, and the music is perfectly
set up to take advantage of his rich middle and ring-
ing G-to-B-flat top. where he tirelessly pours out ex-
citing, refulgent sound. The role demands little of the
delicacy of most French writing—a good romantic/
heroic voice and a decent basic legato will produce a
big effect in the part, and Domingo certainly obliges.
It is clear it's not under his skin yet, for he does little
with the character, with words or real finish of
phrase—there is hardly a change from his declara-
tions of love for Louise to those of his contempt for
her parents and back again. That will come with di-
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rection and stage performance, in the unlikely event
that ever happens.

lleana Cotrubas is a new artist to me except by
reputation—I hadn’'t caught up to her previously, live
or recorded. She has a pretty lyric soprano voice
with a warm, floaty timbre in the middle. Like so
many modern voices of this type, it is rather weak in
the lower-middle area, and somewhat restricted in
color, so that the over-all effect in this demanding
role is a bit careful, though attractive in a general
way. A basic musical sensitivity comes through, but
not much individuality or dramatic vitality. Like
most sopranos (including Vallin), she is extended by
the final scene, and happier in the purely lyric por-
tions. Altogether, an equivocal impression. though
by no means an entirely negative one.

Gabriel Bacquier and Jane Berbi¢ are obvious
choices for the father and mother, but in the event
neither turns out especially well. Bacquier is a fine
artist still, but has been recorded late in this role,
which poses major singing demands. The casting of
the father has a strange history, ranging from the
lightest of French baritones (e.g. Fugere, Gilibert) to
true basses (Pinza, Rothier), with a number of the
French light bass types in between (Vanni-Marcoux.
Dufranne, Pernet) as well as more straightforward
medium-weight baritones (Musy., Brownlee). The
singer is expected to have clarity and strength in the
occasional high stretches, but to spend most of his
time below middle C; what is suggested is a baritone
with a classically French lucidity of tone in the lower
range, the sort that will carry without becoming
weighty, or else a bass with an unusually casy and
commanding top.

Bacquier is a baritone, but one whose top has
grown increasingly chancy and whose tonal color
has become prevailingly dark; he has the drawbacks
of the bass without the advantages. He sings the role
gently and makes a lovely expressive effect at such
moments as the conclusion of his pleas to Louise in
Act I (“O mon enfant, ma Louise!") or at the opening
of “Voir naitre une enfant”; at these points, his art-
istry tells. But he hasn't really the solidity or bite to
bring the stronger side of the character to life, and he
evades the top at several key points. Musy, recording
the part at a comparable stage of his career, was
more able-bodied.

Berbié is another good artist who doesn’t seem at
her best. The voice sounds a bit stiff and narrow. and
does not sit comfortably on the low-lying tessitura.
She rather forces the more vehement declamations.
but makes a better effect with the plea to Julien at the
end of Act Ill.

Among the army of supporting singers, the out-
standing impression is made by Michel Sénéchal in
his double assignment. For the King of the Fools, one
could wish for a little more vocal heft, but he brings
an easy expertise to both parts. In general, the men
make a somewhat better impression than the
women, for the simple reason that almost all the fe-
male parts require projective strength in the lower
range, and are cast with singers who don't have it—
they're singing in the cracks. Eliane Manchet, the
Camille, sounds charming until required to sing
above the staff near the end of her song. Meriel Dick-
inson and Shirley Minty make positive effects as the
Forewoman and Gertrude.

The men are also cast on the light side, but get
away with it better. The very important role of the
Ragman, for example, should be a true bass—this is
suggested by the nature of the character, by the tessi-
tura he sings, and by the constitution of the accom-
paniment (brass and low woodwind). John Noble is a
lightish baritone, but colors and inflects well enough
to be acceptable. Still, Epic’s casting of Gérard Ser-
koyan demonstrates the difference, and in fact the
older recording has a greater general rightness in
these roles than the new one.

Georges Prétre, whose reputation has fallen on evil
days, is nevertheless an interesting and often effec-
tive conductor who has been responsible for some
excellent recordings. He is erratic, however, and a re-
current problem seems to be a reluctance to trust the
music rhythmically in more subdued or sustained
passages. For me, for instance, he seriously compro-
mises the opening of Act 11 by adding a stringendo to
the crescendo in the fifth bar of the awakening motif
(an andante tranquillo e maestoso, and both those
qualities are effectively banished. for no good musi-
cal reason that I can see). Throughout, there is a tend-
ency to skate impatiently through such moments
without giving them time to unfold, to assume their
proper weight.

On the other hand. he is one of the few contempo-
rary conductors with an ear for lushness of color, a
sensitivity to the textures of this sort of music. and as
a result there are some quite gorgeous moments. The
more vital. extroverted passages have some real ex-
citement, and he secures a lovely delicacy and trans-
parency when needed. The orchestra plays very well
for him. and the choral singing is first-rate.

The recording of course captures more of the
score's color and fullness than do the older ones, but
it is only fair by current standards, missing any real
breadth or weight of sound. 1 do not at all care for the
runny textures and strange balances of the street
scene—the vendors’ voices do not sound off, but only
separate (the same is true of the supposedly distant
chorus in Acts 111 and IV), the worst instance being
that of the Carrot Vendor: The whole point is that he
is crying out at the top of his lungs, but at a consider-
able distance (f, suggests Charpentier), whereas he is
clearly not more than two feet away, crooning. All
the staging here sounds more like mixing, and it's
pretty unconvincing. Some detail is dropped out en-
tirely—the sound of the sewing machines in Act 11,
Scene 2, is hardly distinguishable, for instance. Too
much electronic sophistication, too little dramatic
and musical common sense.

The accompanying booklet offers a stilted trans-
lation and sketchy notes; if you can, dig up Epic’s,
with a stilted translation and far more complete
notes, including a very good biographical essay by
Jean Desternes.

CHARPENTIER: Louise.

Lousse lieana Cotrubas (s) The Noctambulist, The King

Camille Ehane Manchet (s) ot the Fools Michel Senechal (1)
Irma Lyhkane Guitton (ms) The Father Gabnel Bacquier (b)
The Mother Jane Berbie (ms) The Ragman John Noble (b)
Julen Placido Domingo (1) (plus numerous smaller parts)

Ambrosian Opera Chorus, New Philharmonia Orchestra,
Georges Prétre, cond. [Paul Myers, prod.] CoLumsia M3
34207, $20.98 (three discs, automatic sequence).
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by Harris Goldsmith

WE HAVE AN EVENT surely worthy of some note: three
new discs that include the Liszt First Piano Concerto,
all warmly recommendable.

The new contenders are: from Angel, Horacio Gu-
tiérrez and André Previn (with the Tchaikovsky First
Piano Concerto as coupling); from Hungaroton,
Gyula Kiss and Janos Ferencsik (with the Liszt Tot-
entunz); and from Deutsche Grammophon, Lazar
Berman and Carlo Maria Giulini (with the Liszt Sec-
ond Concerto).

The young Cuban-American Gutiérrez deserves
pride of place, since he is making his recorded debut.
He sounds like an impressive virtuoso, with a lean,
silvery tone, an acute sense of line, and, when appro-
priate, caressing rubato. His tempos are generally
brisk, but there is much expressive leeway too.

The Liszt concerto gets an interpretation in the
best conventional manner. The Tchaikovsky con-
certo is trim, elegant, often exciting, and pleasingly
(not sloppily) expressive. The octave passages carry
a demonic energy reminiscent of Horowitz, in that
electricity and edge, rather than bronzen weight, ani-
mate them. This is a most impressive introduction to
a new artist, and | look forward to hearing Gutiérrez
in other literature. He seems to have grown im-
mensely since 1 heard him in recital at Hunter Col-
lege some years back.

Previn supports both concertos admirably: The
London Symphony's work is supple and finely
nuanced, and all I can cavil at is a tendency for
rhythm to go slack. This is most apparent in the sec-
ond movement of the Tchaikovsky, which Previn
molds according to casual "tradition” rather than ac-
cording to the composer's Andante semplice mark-
ing. Angel's sound is of the moderately distant vari-
ely, but clarity and detail are not harmed by the
reverberant ambience.

The Hungarian Gyula Kiss is a more Beethoven-
oriented sort of Lisztian. Particularly in the con-
certo’s slow movement, he gives the music a kind of
passionate vehemence and angularity, and in general
his approach seems to be harmonically oriented—in
other words, he maintains a firm underpinning in-
stead of going wherever a melodic flourish leads him.
It works well, for Liszt did indeed have a certain
rigor in his musical makeup, deriving from Beetho-
ven and leading to Bartdk. The Kiss/Ferencsik Tot-
entanz is interesting: a strong, clean-limbed inter-
pretation lacking the breathtaking velocity of the
Watts/Leinsdorf (Columbia M 33072) but with a
compensating sober intellect that is, in its way,
equally persuasive.

Hungaroton's recording is easily equal to that of
the others in this group—a firm, plangent, mellow pi-
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How Do You Like Your Liszt?

Carlo Maria Giulini’s conducting and the
pianism of Horacio Gutiérrez, Gyula Kiss, and
Lazar Berman highlight a worthy crop of concertos.

ano; closeup instrumental perspective (the triangle,
very close, has unusual body as well as brilliance);
and silent surfaces. My only criticism, which applies
to the Angel as well, is that the piano occasionally
blots out an important woodwind solo, though never
to a musically offensive degree.

With all due respect to Berman, who plays both
Liszt concertos with taste, color, and superb every-
note-in-place command, it is Giulini's orchestral
contexts that give the new DG disc its strong charac-
ter. One does not think of Giulini as a Lisztian, and it
is therefore a pleasure to hear how explicit his direc-
tion is. Tempos are rather slow, with a firm, constant
pulse taking precedence over garish outbursts. Both
concertos as a result emerge in a dignified, structural
manner suggestive of the best Klemperer. The instru-
mental detail is marvelous, the result of musical in-
tent rather than merely skillful microphoning. The
Vienna Symphony is not the glossiest of orchestras,
but it gives its utmost under Giulini’s inspired guid-
ance.

It is unusual to hear conductor-dominated per-
formances of the Liszt concertos, but when the pi-
ano-playing is so accomplished and put to such good
use, the adjustment is quickly made. Nevertheless, 1
must note that Berman's pianism seems a shade
stolid, lacking that last touch of magic that Richter
and Vasary, to name just two of the really memo-
rable recorded interpreters of these concertos,
achieved.

Perhaps some of the constraint is due to the re-
corded sound. While very clear, it has a problem
rather opposite to that of the Angel and Hungaroton
engineering: The piano seems to have been arti-
ficially limited to prevent its swamping orchestral in-
struments at climaxes.

Still, whatever the cavils, all three of these records
warrant attention for the seriousness and quality of
both playing and recording.

Liszr: Concerto for Piano and Orchestra, No. 1, in E flat.
Tenaikovsky: Concerto for Piano and Orchestra, No. 1,in B
tlat minor, Op. 23. Horacio Gutierrez, piano; London Sym-
phony Orchestra, André Previn, cond. [John Willan, prod.] An-
GEL S 37177, $6.98 (SQ-encoded disc). Tape: #® 4XS 37177,
$7.98

Liszr: Concerto for Piano and Orchestra, No. 1, in E tlat; Tot-
entanz. Gyula Kiss, piano; Hungarian State Orchestra, Janos
Ferencsik, cond. [Janos Matyas, prod.] HUNGAROTON SLPX
11792, $6.98

LiszT: Concertos for Piano and Orchestra: No. 1, in E fiat;
No. 2, in A, Lazar Berman, piano; Vienna Symphony Orches-
tra, Carlo Maria Gulini, cond. [Gunther Breest and Werner
Mayer, prod.] DEUTSCHE GRAMMOPHON 2530 770, $7.98. Tape
®® 3300 770, $7.98
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BARTOK: Bluebeard's Castle, Op. 11.

Judith

Bluebeard Siegr 1sgern (D)
BBC Symphony Orchestra, Pierre Boulez,
cond. [Paul Myers, prod.] CoLumBia M
34217, $6.98

Comparnisons
Ludwig, Berry, Kertész
Heliwig, Koreh, Susskind

Lon. OSA 1158
Bartok 310/11

Single-opera composers are not necessarily
victims of their own incompetence, giving
up a difficult genre after one unsuccessful
shot at it. On the contrary, some great com-
pusers whose gifts did not lie in that direc-
tion have gone on pursuing it for years
(think of Haydn), while others, having once
and for all said something central in this
very specific form, have passed on to other
things with scarcely a backward glance.
Beethoven is the obvious example; it's true
that he was tempted by other operatic proj-
ects after Fidelio, but significant, I think,
that none of them ever came to anything.
Bartok is another, and on a scarcely less
exalted level.

Quite what crises or pressures lie behind
the somber drama of Bluebeurd’s Custle,
which he composed at the age of thirty,
seems not to have emerged as yet, but
something there must have been, for this
one opera of his, with its parable about the
essential self-destructiveness of human
relationships, has the unmistakable ring of
a personal statement. A statement of such
importance, too, that it demanded and pro-
duced its own distinctive musical language.
Most of the harmonic procedures in Blue-
beard’s Castle may be found in miniature in
the piano music of the immediately preced-
ing years, but here, suddenly, the amalgam
of Strauss and Debussy and Hungarian
folksong is deployed with complete confi-
dence on a far larger scale, and with a new
individuality that transcends all questions
of derivation. It can hardly be an accident
that Bartok's next stage work, the ballet
The Wooden Prince, should seem like a
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Siegfried Lauterwasser

Pierre Boulez—a genuine involvement with Bartok’s score

step backward: The pressures had been dif-
fused. and the amalgam that works so per-
fectly in Bluebeard has begun to separate.

Nor is it an accident that the only opera
of ths very private man should have been
set in the small but distinguished tradition
of interior drama. which stems from Wag-
ner's Tristan, passes through Debussy's
Pelleus, and takes on a more specifically
Central European cast with Schoenberg's
two dramas, Erwartung and Die glickliche
Hand. Perhaps the relation of Bartok's op-
era to these last would have been more ob-
vious had he called his two characters The
Man and The Woman, but artistic tact pre-
vented him from asserting quile so
blatantly the universality of what he had to
say. He and his librettist Béla Balazs chose
to associate their drama with the traditions
of French symbolism, in which the general
is clothed in the particular, rather than that
of German Expressionism, which pro-
claims its universality to the world,

Even so, the scenic realization of the
work is vulnerable, particularly to the ef-
forts of busy producers who cannot trust to
the simple symbolic action, and above all
the sequence of simple lighting effects (a lit-
eral spectrum of experience) that the score
specifies. Rejected by the prize committee
that was originally set to judge it and little
played between the wars, Bluebeard has
been steadily winning a place in the reper-
tory—hut this is largely due to the LP
record, which leaves us free to imagine the
work as it was originally conceived. and to
concentrate on the changing nuances of the
relationship between Bluebeard and his
young bride judith without worrying where
they are or straining for their words. as we
usually have to in the theater.

No. I do not understand Hungarian, but
another advantage of having Bluebeard on
records is that with a translation in hand
we can all follow the action in detail with-
out losing the very individual sound, and
above all the individual rhythms, of the

Hungarian text. And whether or not Ta-
tiana Troyanos really knows Hungarian, |
have to say at once that she is the best Ju-
dith I have ever heard: no less intense an in-
terpretation than Christa Ludwig’s (on the
London recording), but even more finely
shaded. and with a controlled plangency of
timbre that [ find quite thrilling. For nearly
twenty years | have cherished an admira-
tion for Judith Hellwig's performance on
the mono Bartok Records set, but she was
really too much of a soprano for this mezzo
role; Troyanos manages to get altogether
more character into the lower part of her
range. Indeed. the only fault I can find with
her is that she clings too long to the as-
tonished (and astonishing) top C with
which Judith reacts to the opening of the
fifth door, the revelation of Bluebeard's
power. Ludwig does the same—but then, I
suppose it's natural that mezzos should
want to make the most of a high C if they
have one.

As Bluebeard. Siegmund Nimsgern, a
young German baritone who has worked a
good deal with Boulez, and whom U.S. col-
lectors may know from his appearance in
Schoenberg’s Gurre-Lieder as well as in
several Bach cantatas, is scarcely less good
than Troyanos, in a part whose very passiv-
ity makes it all the more difficult to charac-
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terize by voice alone. | prefer his dignified
coolness to Walter Berry's rather too
avuncular Barak-like performance on the
London dise. even if neither of them quite
matches the majesty of Endre Koreh on the
old Bartok recording.

Pierre Boulez is in some respects an ideal
conductor for this work. in other respects
less so; just as with his interpretation of
Pelléus, one senses here that orchestral
strands are being balanced with unusual
care, while the underlying dramatic ebb
and flow of the music sometimes seems a
little stiff and unconvincing. Bartok's score
is peppered with tempo changes and metro-
nome marks, and I've no doubt one could
demonstrate that Boulez is as often true to
these as Kertész (London) or Susskind (Bar-
tok): indeed. the impression of dis-
continuity may well be a prejudice based
on other work [ have heard from Boulez.
Clearly this is a score he admires and is gen-
uinely involved with.

Whether he has quite succeeded in com-
municating that involvement to the BBC
Symphony Orchestra is another matter.
There is a lack of bite and intensity to some
of the wind and string phrasing that sounds
to me almost like the result of boredom—
though it could equally well be a side effect
of the quality of the recorded sound, which
is by all odds the most dubious point in
what should be a first-rate record. In the
first place the reverberation is quite simply
too long—not that of a good concert hall. let
alone a theater, but of (I suspect) one of
those barnlike London town halls in which
so much of the repertory gets recorded
these days.

This reverberation clouds a good deal of
the high wind and string detail in the score,
but is most clearly and startlingly demon-
strated where what should be a short, sharp
chord (as. for example, before the sixth
door opens to reveal its lake of tears) is
heard booming away into the distance. | am
not referring to the actual “"door noises.”
though those also seem to me too long
drawn out for the music's good (a melan-
choly long, withdrawing roar like that of
Dover Beach. rather than Bartok's specified
sobbing sigh); no, this is undamped rever-
heration that we should all regard as a seri-
ous blemish in a concert hall. | have to add
that a spot of pre-echo can also be heard on
my pressing before one or two entries. not
only such loud and inevitably difficult mo-
ments as the fifth door’s panoply of sound
breaking in on judith's stunned silence
(figs. 76 and 77) but even at a relatively quiet
one like fig. 21, where she first notices the
“seven great doors.”

These are technical blemishes that
should have been avoided, vet | do see that
the work poses real problems to the engi-
neer. With over half an hour's very wide-
ranging music on cach side something is al-
most bound to get lost. On the London disc,
which in general has clearer definition, it is
the bass: there is a missing octave or so of
response at the bottom that deprives Bar-
tok’s orchestration of its full weight and oc-
casionally even deprives his harmony of its
root (cf. the passage from fig. 26 on). The
new Columbia is so much better in this re-
spect that [ only wish it could have heen
better all around. I cannot honestly say that
the Bartok version is still the best: Record-
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ing techniques really have advanced a little
since the Fifties, and its fuller passages now
sound rather boxed-in. But there are still
things to be heard on that old version which
perhaps only the luxury of four sides made
possible. and which may make it worth-
while for connoisseurs to track it down.
For most of us, though. the choice will be
between the London and the new Colum-
bia, and with some reservations I find my-
self leaning in the direction of the latter,
above all for Troyanos. After all. this is a
work about intense personal experience,
and of all the artists involved. she seems to
me the one who embodies it most com-
pletely. J.N.

BraHms: Concerto for Piano and Orches-
tra, No. 1, in D minor, Op. 15. Arthur Ru-
binstein, piano; Israel Philharmonic Orches-
tra, Zubin Mehta, cond. [Ray Minshull, prod.]

LoNDON CS 7018, $6.98. Tape: #® CS5

7018, $7.95.

E] BRraHms: Concerto for Piano and Or-
chestra, No. 1, in D minor, Op. 15.
Claudio Arrau, piano; Philharmonia
Orchestra, Carlo Mana Giulini, cond.

SERAPHIM S 60264, $3.98 [from ANGEL S

35892, 1961].

BRAHMS: Concerto for Piano and Or-

chestra, No. 1, in D minor, Op. 15.
Bruno Leonardo Geiber, piano; Munich Phil-
harmonic Orchestra, Franz-Paul Decker,
cond. CONNOISSEUR SOCIETY CS 2102, $6.98
[from Opeon SMC 91337, 1966].

Fantastic as it is that Arthur Rubinstein can
still play the Brahms D minor Concerto as
well as he can. his earlier recordings make
it impossible to ignore the substantial de-
cline, both pianistic and dramatic. Zubin
Mehta is a considerate partner, much more
accomplished technically and attentive to
Rubinstein’s rubato than Barenboim was in
the pianist’s recent Beethoven cycle (RCA
CRL 5-1415, May 1976), and he begins the
performance auspiciously with an intro-
ductory tutti of compelling power. As soon
as the pianist enters., though, the pulse
slackens, and despite many golden mo-
ments of broad lyricism and arching gran-
deur only the slow movement really comes
off. One textual note: Rubinstein now fol-
lows Backhaus and Brendel in interpolating
a low B flat in bar 238 of the finale, over-
lapping the first note of the orchestral fu-
gato,

For the broadly lyrical approach to this
work, the choice lies between Rubinstein’s

! /
Cr . The best classical records
|CE reviewed in recent months

BACH: Concerto Reconstructions (ed. Hogwood). Marriner. ARGO ZRG 820/1,

Dec

BacH: Harpsichord(s)/String Concertos. Leppard. PHILIPS 6747 194 (3). Dec.
BACH: Italian Concerto; B minor Partita. Kipnis. ANGEL S 36096, Jan
BEETHOVEN: Symphony No. 7. Ferencsik. HUNGAROTON SLPX 11791, Dec.
BRAHMS: Piano Sonata No. 2; Paganini Variations. Arrau. PHILIPS 9500 066, Dec.
BRUCKNER: Requiem in D minor. Beuerle. NONESUCH H 71327, Nov

CHOPIN: Preludes, Opp. 28, 45, Posth. Perahia. CoLumsia M 33507, Nov
CHoPIn: Preludes, Op. 28. Pollini. DEUTSCHE GRAMMOPHON 2530 550, Nov
DvoRrAk: Quartets: Opp. 96, 105. Prague Qt. DEUTSCHE GRAMMOPHON 2530 632,

Dec

FELDMAN: Various Works. Various performers. ODYSSEY Y 34138, Dec
GERSHWIN: “Gershwin Plays Gershwin.” RCA VICTROLA AVM |-1740, Dec.
GLuck: Operatic Arias. Baker; Leppard. PHILIPS 9500 023, Jan

GRIEG: Orchestral Works, Vol. 1. Abravanel. Vox QSVBX 5140 (3). Nov
HaNDEL: Organ Concertos (16). Rogg: Armand. CONNOISSEUR SOCIETY CSQ2 2115

(2)and 2116 (2), Jan

HAYDN: Piano Works. McCabe. LONDON STEREO TREASURY STS 15343/5 (3), Jan.
HAYDN: Piano Works. Kalish. NONESUCH H 71318/28. Jan

HAYDN: Trios H. XV:14/15. Beaux Arts Trio. PHILIPS 9500 034, Jan.

JANACEK: Choral Works. Czech Philharmonic Chorus; Veselka. SUPRAPHON 1 12

1486, Dec

MAHLER: Das Lied von der Erde. Baker, King; Haitink. PHILIPS 6500 831, Jan
MASSENET: Esclarmonde. Sutherland, Aragall; Bonynge, LONDON OSA 13118 (3),

Jan

MussoRGsKY: Pictures at an Exhibition; B flat Scherzo; Turkish March. Beroff

ANGEL S 37223, Dec

NiELSEN: Saul and David. Christoff; Horenstein. UNICORN RHS 343/5 (3), Nov
ORFF: Carmina Burana. Kegel. PriLIPS 9500 040, Dec
RACHMANINOFF: Isle of the Dead; Symphonic Dances. Previn. ANGEL S 37158,

Jan

SCHUBERT: Sonata, D. 850; Landler (4). Ashkenazy. LONDON CS 6961, Dec.
SCHUMANN: Sonata (Concerto Without Orchestra). SCRIABIN: Sonata No. 5. Hor-

owitz. RCA ReD SEAL ARL 1-1766. Jan

STRAUSS, R.: Horn Concertos. Damm; Kempe. ANGEL S 37004, Nov
ARTURO TOSCANINI: And the Philadelphia Orchestra. RCA RED SEaL CRM 5-1900

(5). Jan
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recording with Leinsdorf (RCA LSC 2917 or
VCS 7071} and the newly reissued Arrau

Giulini. Though Claudio Arrau recorded
the D minor Concerto before and after. this
middle version is the one that preserves this
master Brahmsian's greatest achievement
with the demanding score. Carlo Maria
Giulini's framework, lyrical but intense,
creates interest as Haitink’s (Philips 6500
018) does not. Arrau is obviously caught up
in an emotional experience here, and his
broad, strong account of the solo part has
far more line and arching continuity than in
the other versions. Compare the flow in the
left hand at bar 123 of the first movement
with the heavy. plodding détaché in the
Haitink performance. Arrau stretches
phrases characteristically, and in truth |
would prefer the finale’s second theme
played more in tempo, but for all that the
reading has lyricism and grandeur.

Seraphim’s transfer is brighter and more
vivid than the 1961 Angel original. The
sound lacks the immediacy of the more re-
cent Philips engineering, but it is kind to
both piano and orchestra.

My own preference in this work has al-
ways been for performances that reflect the
then twenty-five-year-old composer’s emo-
tional strife—among current recordings. the
Fleisher/Szell (Y 31273) and Serkin/Szell
(Columbia MS 7143 or MG 31421). Bruno
Leonardo Gelber's 1966 version is of this
type. and | am even more impressed with it
on rehearing. The Argentinian pianist.
twenty-five at the time. balances astonish-
ing power with impeccable legato and
beautifully controlled voicing. His octaves
are perhaps the most gripping on record,
and energy is always tempered by weight
and breadth.

Franz-Paul Decker doesn’t quite clarify
the brass details in the first-movement in-
troduction as Szell always managed to do.
but he provides energetic musicianly sup-
port with the Munich Philharmonic. Con-
noisseur Society’s new transfer has opened
up the Odeon original: the slight tubbiness |
noted then has disappeared entirely.  H.C.

BraHms: Concerto for Violin and Orches-
tra, in D, Op. 77. Gidon Kremer, violin; Berlin
Philharmonic Orchestra, Herbert von Kara-
1an, cond. [Michel Giotz, prod.] ANGEL S
37226, $6.98 (SQ-encoded disc)

At twenty-nine. the Riga-born Gidon Kre-
mer, a onetime student of the late David
Oistrakh, has racked up an impressive list
of credentials, including a number of Soviet
recordings not yet released here. Violinis-
tically, at least, he is an accomplished
player, with a suave, rather lushly golden
tone that recalls both Oistrakh and Viktor
Pikaizen. another Qistrakh pupil. His into-
nation is excellent. his bow control reliable,
Yet | confess to disappointment. I rather
like a leisurely approach to this massive
concerto—as exemplified by the superb
Qistrakh/Szell recording (Angel S 36033)—
but for all Kremer's beautiful sound he
seems unable to direct it in any meaningful.
compelling manner. A case of mike fright,
perhaps?

Karajan and the Berlin Philharmonic give
considerate backing, although | find their
framework for Ferras (DG 138 930} more
sinuous and aristocratically shaped. An-
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Young Concert Artists

The Tokyo Quartet—a first-class group with a lively sense of style and tempo

gel's sound is massive and a shade mushy in
its ambience. H.G.

CHARPENTIER: Louise. For an essay review
see page 92

Duray: Missa “‘Se la face ay pale”~See
Recitals and Miscellany: David Munrow

Franck: Symphonic Variations—See Liszt
Hungarian Fantasia.

GLA2zuNDYV: Chant du ménestrel—See
Shostakovich: Concerto for Cello and Or-
chestra, No. 2

GRIEG: Concerto for Piano and Orchestra—
See Liszt: Hungarian Fantasia

Havon: Quartets for Strings (6), Op. 50.
Tokyo Quartet. [Cord Garben, prod.]
DeEUTSCHE GRAMMOPHON 2709 060, $23.94
(three discs, manual sequence)

Quartets: No. 1,1n B flat*;No. 2,in C*; No. 3, in £ flat; No
4, in F sharp minor; No. 5, in F; No. 6, in D. [*trom 2530
440, October 1974 )

What distinguishes Haydn's Prussian
Quartets, composed (in 1784-87) shortly af-
ter Mozart dedicated six quartets to his
much-admired elder friend. is the mar-
velous thematic elaboration and motivic
logic, which nevertheless does not change
or diminish the natural flow and simplicity
of the texture. Even in the tumultuous and
scintillating presto finales, Haydn creates
fascinating little nooks in which wondrous
tiny intimate asides appear.

Space does not permit the analysis these
six quartets deserve. but | must at least
mention the dark F sharp minor, No. 4.
whose pregnant opening theme shows an

obvious kinship with the “fate” motif of
Beethoven's Fifth. It was in the finale of this
same quartet that Haydn once more es-
sayed a fugal finale, but while the fugues in
his Op. 20 are vigorous and clearly ba-
roque-inspired pieces, this one is gently ele-
giac. pure chamber music. In the finale of
No.6 Haydn uses hariolage. the rapid repe-
tition of the same tone but alternating on
two strings: the witty piece is composed
with a dazzling virtuosity that demands the
same quality in the performance.

The Tokyo Quartet is a first-class group,
and Deutsche Grammophon records the
musicians and their magnificent matched
Amati instruments (what a viola tone!) to
perfection. They have a lively sense of style
and tempo, their ensemble work is elegant,
and except for a few pinched high notes in
the first violin, their tone is attractive. If
they learn to distinguish a little more posi-
tively between portamento and nonlegato
and similarly between staccato and simply
detached tones. they will be well-nigh im-
peccable.

It is surprising, though. that even such
fine musicians do not know the really
simple rules of ornamentation in the Haydn
era. Appoggiaturas are not infrequently ac-
cented on the wrong note; sometimes the
distinction between embellishment and in-
tegral melody notes is hazy: trills are a bit
perfunctory and begin with the wrong note.
I do not mean to single out the admirable
artists of the Tokyo Quartet. for few of
their brethren in chamber music know how
to execute such things correctly. A quartet
playing Haydn and Mozart could easily
make a one-page digest of the common em-
bellishments and their variants: that's all
they would need for correct realization of
admittedly vague eighteenth-century musi-
cal orthography. P.H.L.

HavoN: Symphonies: No. 99, in E flat; No.
100, in G (Military). New York Philharmonic,
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Leonard Bernstein, cond. [Richard Killough,
prod.] CoLumBia M 34126, $6.98. Tape
o® MT 34126, $7.98

Leonard Bernstein has always seemed to
me to be at his very best in Haydn sym-
phonies, which call forth his own inner-
most musicality and humanity. He re-
sponds spontaneously to Haydn,
apparently without feeling the necessity to
gild this particular lily.

This is far from the traditional “classi-
cal” eighteenth-century approach, et |
find nothing offensive to taste. The impres-
sive emotional and dramatic impact of the
slow movement of Symphony No. 99 is
something Bernstein finds in the music, not
something imposed from without. In both
symphonies here, as elsewhere in his grow-
ing Haydn discography, there is a joie de
vivre shared instinctively by a great com-
poser and a great conductor. Now past mid-
way through his gradual traversal of the
Haydn “London” symphonies, Bernstein
continues to probe into the humanity of this
music as few other conductors have man-
aged; indeed | find this record the richest in
the series to date, not only for the more
profound No. 99, hut also for the recogni-
tion that No. 100 is more than “military”
high jinks.

The New York Philharmonic plays ex-
tremely well here, its articulation quite up
to some of Bernstein’s bracing tempos,
Classical purists will not hear the polish of
Szell's remarkable Haydn performances
with the Cleveland Orchestra, hut his was a
totally different approach. Surely there is a
place for both. [Pk

HAYDN: Variations in F minor—See Mozart
Sonatas for Piano

Liszr: Hungarian Fantasia*; Totentanz®;
Paganini Etude No. 3 (La Campanella);
Waltz from Gounod's *‘Faust.”” Gyorgy
Czitra, piano: Orchestre de Paris, Gyorgy
Cziffra Jr., cond.”. CONNOISSEUR SOCIETY CS
2092, $6.98

FRaNCK: Symphonic Variations. GRIEG:
Concerto for Piano and Orchestra, in A mi-
nor, Op. 16. Gyorgy Cziffra, prano; Budapest
Symphony Orchestra, Gyorgy Cziffra Jr.,
cond. CONNOISSEUR SOCIETY CS 2090, $6.98
RACHMANINOFF: Concerto for Piano and Or-
chestra, No. 2, in C minor, Op. 18%; Prelude
in G minor, Op. 23, No. 5. B1IZET-RACHMANI-
NOFF: L'Arlésienne Suite No. 1: Minuetto.
MENDELSSOHN-RACHMANINOFF: A Midsum-
mer Night's Dream: Scherzo. Gyoérgy
Cziffra, piano; New Philharmonia Orchestra,
Gyorgy Cziffra Jr., cond.*. CONNOISSEUR SO-
CIETY CS 2093, $6.98

The most satisfying of these records is the
Liszt collection. Cziffra plays the Fotentanz
with a kind of manic intensity and dis-
crectly gauges his interpretive liberties in
the showy Hungarian Fantasia. His cav
alier approach is perfectly valid, though
there are other, equally effective ways of
dealing with this matcrial—e.g.. the patri-
cian Solomon and Campanella versions of
the Fantasia and the much swifter,
straighter Watts/Leinsdorf Totentanz. La
Campanella is a bit broken up at the end.
but Cziffra’s trills are indeed consummate.
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The old Petri and Barere accounts of the
Fuust paraphrase may have more sweep
and continuity, hut neither matches
Cziffra's delicacy and atmosphere in the
fragrant middle section. (Elsewhere,
though, his sonority is flinty and jangling.)

The Franck/Grieg disc can also be rec-
ommended. Along with the extremely rhe-
torical. gesturesome phrasing there is craft,
incisiveness, and fire. Certainly this Gricg
concerto is (appropriately) more restrained
than Cziffra’s previous recording, with
Vandernoot.

The Rachmaninoffi C minor Concerto
must be approached with caution. The
opening movement proceeds at a snail’s
pace, encumbered with overrich sound and
irrelevant details. For no discernible rea-
son, the development section suddenly ac-
celerates to something approaching normal
tempo, only to fall back into lethargy. The
lovely slow movement is stiffly phrased,
which does nat. however, preclude a liberal
indulgence in tortured rubato. The difficult
finale takes off in a cloud of gravel (though
many notes in difficult passages are jetti-
soned). All told, a hopelessly disjointed
reading, in no way comparable to the sim-
ilarly broad but well disciplined (and better
played) Rubinstein/Ormandy version
(RCA ARL 1-0031).

The encores are better: The Rachmani-
noff G minor Prelude is broadly accented
and strongly projected: the Bizet-Rach-
maninoff L.'Arlésienne Minuetto is full of
interesting contrasts and chiaroscuro. Only
in the Mendelssohn-Rachmaninoff Mid-
summer Night's Dream Scherzo does
Cziffra’s flurried, self-indulgent rhythm
hurt; this piece requires the utmost in sym-
metry and digital precision, as heard in the
recordings of Rachmaninoff  himself,
Moisciwitsch, and Bolet.

Gyorgy Cziffra [r. continues to impress as
an ideal accompanist, Even in the hopcless
Rachmaninoff concerto he follows his fa-
ther uncannily. and he gives ample evi-
dence of interesting ideas of his own—note
how he grades and shades the tuttis in the
third movement of the Grieg concerto, with

Leonard Bernstein
Responding spontaneously to Haydn

a less-than-virtuosic orchestra. The engi-
neering is spacious and attractive through-
out. and my copies were excellently
pressed. H.G.

Liszr: Concertos for Piano and Orchestra;
Totentanz. For an essay review, see page
95

E] MozaRrT: Quartets for Strings, Nos.

20-23. Juilliard Quartet. [Steven Ep-
stein, prod.] CoLumsia MG 33976, $7.98 (two
discs, manual sequence)

Quartets: No. 20. 1n D. K 499;No. 21,in D, K. 575, No 22,
inBfat, K 589,No 23, inF. K. 590

Of the four quartets recorded here, K. 499
(1786) falls between the six dedicated to
Havdn and the last three, so-called “Prus-
sian,” quartets: it follows Figuro and pre-
cedes the Prague Symphony. In an age
when quartets were composed in sets of
six, such a single. isolated work is bound to
have characteristics of its own, and indeed
this one does differ from its neighbors. It is
much more relaxed. in a gencrally gay
mood. and, because of the not uncommon
notion that artistic value is lowered by
playfulness, this quartet has been some-
what neglected.

The little canonic intertwinings in the
opening Allegretto and its wealth of ideas.
the fine contrapuntal needlework in the
minuet and trio, the broad smiling themes
in the Adagio, and the spirited motivic play
in the rondo all place this quartet at the
peak of the art of chamber music. And there
are varied secret connections between the
maovements, too, unexpected patches of de-
velopment, motifs that seem insignificant
when first presented suddenly appearing as
major entities; in other words, what strikes
the uncritical mind as carefree merriment is
in reality a highly sophisticated and artful
creation.

The three “Prussian”™ quartets of 1789-90
(a set of six was originally contemplated)
were composed for Friedrich Wilhelm 11,
king of Prussia, who was a good cello
player. This commission of course de-
manded that the cello part of the quartets
should be prominent and elaborate, and
Mozart obliged. But he also turned to a new
and unusual guartet style of soaring mel-
ody combined with contrapuntal splendor.
The magnificent opening melody of K. 575 is
the motto for the whole group. Not only
doces it engender the subsidiary themes, but
its influence is still felt strongly in the fi-
nale: even the minuet is a finely stylized
echo of this original theme. The procedure,
though perhaps not so concentrated, is the
same in the B flat Quartet, K. 589; on the
other hand, the curve of tension mounts
higher than in the previous quartet, and the
counterpoint becomes passionate, the
whole reaching its climax in the last move-
ment.

The third quartet. in F, harks back to the
theme of the first work in the trilogy, but by
the simple device of making forte what was
piano in that original theme, and vice versa,
Mozart gives it an altogether new physi-
ognomy. Since he now concentrates on the
faster-moving tail end of the theme, what
was before an appendix turns into the prin-
cipal idea. Here again it is the finale that
crowns the composition, yet this time it is

99



not the usual rondo, but a spacious sonata
structure. Particularly attractive in this
quartet is the symbiosis of simple ho-
mophony with highly mobile polyphony.
All three quartets have minuets of unusual
weight, length, and elaboration.

The Juilliard Quartet, heard in its first
recording since Joel Krosnick replaced cel-
list Claus Adam., clearly perceives that K.
499 is really a divertimento in an artistically
heightened quartet style and plays it ac-
cordingly: the syncopation dancelike, the
fretwork in the pleasant Adagio delicately
flowing, and the multiple themes in the fi-
nale neatly delineated. In the first “Prus-
sian" quartet, the performers never lose
sight of the importance of the first theme; in
the B flat Quartet they shrewdly recognize
that the first movement is a quasi-minuet
and avoid dramatics. In the Larghetto,
Krosnick plays the royal cello part nobly:
the linearity of the trio is brought out with
clarity: the turbulent rondo is plain-spirited
music-making as it was intended to be. The
Juilliard ensemble continues this genial
playing in the last quartet. properly carry-
ing the same spirit even into the songlike
portions, while dealing with the coquettish
staccatos and splashing garlands of up-
beats and ornaments with finesse: their
grace notes and trills are exemplary.

This is chamber music playing at once
aristocratic and easygoing that gives the lis-
tener undimmed pleasure. The sound is
unexceptionable. P.H.L.

MozaRT: Sonatas for Piano: in D, K. 311;in
C, K. 330. Fantasy in D minor, K. 397.
HAYDN: Variations in F minor, H. XVII.7.
Alicia de Larrocha, piano. [Michael Wool-
cock, prod.] LonooN CS 7008, $6.98.

De Larrocha’s sparkling tone, lively thythm
and tempos, and uncommonly good articu-
lation bespeak a natural affinity for Mo-
zart's world of sound. Her intuitively musi-
cal work would, however, be even more
compelling if she would delve a bit deeper
into detail.

It may seem picayune to carp about lift-
ing the left hand before the first rather than
the second of the three repeated E flats in
measure 14 of K. 330's second movement,
but scrupulous attention to such fine points
of part-writing can immensely enhance the
harmonic tension of this sparely poignant
music. Similarly, the occasional substitu-
tion of a dominant-seventh chord for Mo-
zart's plain dominant (an unreliable text?)
can dilute the composer’s typical lack of
sentimentality. | do not wish to imply that
these are inadequate, or even seriously
flawed, performances. But it does seem a
shame that so memorably endowed an art-
ist doesn't make that extra little effort to
come closer to the music's letter—and, by
inference, its spirit.

The Haydn F minor Variations are if any-
thing even more gorgeously played than the
Mozart works. All are crisply, glisteningly
reproduced. H.G

MoOZART: Zaide, K. 344 (with Symphony No.
32,in G, K. 318; March in D, K. 335, No. 1).

Zade Eaith Mathus (s)
Gomatz Peter Schreier (t)
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Bernhard Klee
Experienced hand for Mozart's Zaide

Sultan Soiman Werner Hollweg ()
Principal Singer Arrmin Ude (1)
Three Slaves Joachim Vogt (t)
Wollgang Wagner (t)

Gunter Koch (1)

Allazim Ingvar Wixell (b)

Osmin

Reiner Suss (bs)

Berlin State Orchestra, Bernhard Klee, cond.;
dialogue directed by Johannes Knittel. PHIL-
1Ps 6700 097, $15.96 (two discs, manual se-
quence).

Mozart: Der Schauspieldirektor, K. 486%;
Lo Sposo deluso, K. 430 (ed. E. Smith)*
lieana Cotrubas, Ruth Welting*, and Felicity
Palmer*, sopranos; Anthony Rolfe Johnson
and Robert Tear', tenors; Clifford Grant,
bass; London Symphony Orchestra, Colin
Davis, cond. PHiLiPs 9500 011, $7.98

While so many fine eighteenth-century op-
eras. complete and viable, slumber on li-
brary shelves, one has to wonder about the
desirability of recording the torsos of Mo-
zart’s abandoned operatic projects—not
only the present Zaide and Lo Sposo de-
luso. but alse L'Oca del Cairo and 1l Regno
delle Amazzoni. All four of these found-
lings have librettos unable to stand the light
of day. and while they contair some good
music—what Mozart work after his twelfth
year does not?—on the whole their value is
more historical than intrinsic.

Take Lo Sposo deluso. 1t has only five
numbers, of which only the trio, a fine piece
fully composed by Mozart, rises above
buffa routine. The three arias have been
“completed and orchestrated by Erik
Smith,” and his work is by no means un-
skilled, but were it not for the other side
(about which more presently) this record
would scarcely be worth bothering about.

Zaide is one of those harem plays of
which the eighteenth-century public could
not get enough; its libretto is atrocious even
by the standards of this dismal genre. Mo-
zart left much more music for this Singspiel
than for the three little buffas, and some of
it is very good indeed. For the missing over-
ture, Smith has plausibly substituted one of
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Mozart's symphonies (No. 32 in G, K. 318),
and for the missing finale the March, K. 335,
No. 1, but unfortunately he also felt com-
pelled to “reconstruct the framework of
dialogue in order to place the musical num-
bers in their dramatic and emotional con-
text.” Both the spoken dialogue (which
takes up a third of the recording, though it
seems like more) and Zaide's lengthy
“melologues”—a sort of accompanied reci-
tative spoken rather than sung—are per-
formed by four actors, whose voices differ
markedly from the singers’ and whose ex-
aggerated "acting” delivery and clear enun-
ciation make the silly text even more pain-
ful to hear.

Philips would have done well to forget
about “completion” and record Zaide's
outstanding numbers as plain good musical
pieces on one disc. The singing cast is excel-
lent. Edith Mathis is attractive and accurate
in a high and difficult soprano part, a real
opera seria diva—in a Singspiel! Peter
Schreier, Ingvar Wixell, Werner Hollweg,
and Reiner Suss are able and reliable con-
tributors, and the ensembles are impec-
cahle. Conductor Bernhard Klee is an expe-
rienced opera hand who knows how to
keep proper balance between stage and pit.
The orchestra is very good, and so is the
sound, though it is a bit too close.

Turning to the Davis disc, we now can
enjoy ourselves without excuses or quali-
fications. Der Schauspieldirektor (better
known as The Impresario), depicting the
auditioning of twe prima donnas, was a
popular suhject repeatedly set to music.
Mozart's version (1786) was commissioned
by Emperor Joseph II, who, like Mozart,
was familiar with the jealousy and in-
trigues of opera singers; he wanted to enter-
tain a knowledgeable aristocratic audience
at a party.

This brilliant parody is composed with
all the skill that only Mozart could bring to
the task. The parodistic intent is immedi-
ately evident in the fine, large-scale, noisy,
bustling, and grandly symphonic overture,
obviously out of all proportion to the two
arias and two ensembles that follow. The
arias, taken from fictitious operas in the
seria style, are spacious and melodious, in
the plaintive-amorous Neapolitan vein,
with only the sudden coloraturas betraying
the parody. In the superb trio the two can-
didates begin to compete, while the tenor
impresario tries to calm them down: the
contrast between the coloraturas and his
simple, soothing singing is very effective.
Peace finally prevails in the final quartet. as
the bass joins them, protesting that he too is
an exceptional buffo principale.

The performance is sparkling. Ruth Wel-
ting wobbles a bit at the beginning, but then
she bravely launches into the dizzying col-
oraturas. lleana Cotrubas is steady, bright,
and virtuosic, while the two men, tenor An-
thony Rolfe Johnson and bass Clifford
Grant, are good partners. Davis keeps lively
tempos, the London Symphony responds
brilliantly to his bidding, and Philips be-
stows its best sound on the enterprise. This
is real fun and worth the price of the whole
disc. P.H.L.

NIELSEN: Orchestral Works. Danish
Radio Symphony Orchestra, Herbert
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Blomstedt, cond. [David Mottley, prod.]
SeRAPHIM SIC 6097 and 6098, $11.94 each
SQ-encoded three-disc set (manual se-
quence).

Album 1: Symphonies: No. 1, in G minor, Op. 7; No. 2, Op.
16 (The Four Temperaments). No. 3, Op. 27 (Sinforia es-
pansiva) (with Kirsten Schuitz, soprano; Peter Rasmus-
sen, baritone). Andante lamentoso. Bohemian-Danish
Folk Melody. Helios Overture, Op. 17. Album 2: Sym-
phonies: No. 4, Op. 29 (The Inextinguishable); No. 5, Op
50; No. 6 (Sinfonia sempiice). Saga Dream, Op. 39. Pan
and Syrinx, Op. 49. Rhapsodie Overture.

Comparison—symphonies:
Schmidt/London Sym.

Uni. RHS 324/30
Less than a year after Unicorn released the
first integral Nielsen symphony cycle (re-
viewed at length in April 1975), EMI issued
an eight-disc set (SLS 5027 in England) con-
taining the six symphonies, the three con-
certos, and a number of shorter works.
With the new Seraphim issue of the first
half-dozen discs from that package (com-
prising everything except the concertos and
the early Symphonic Rhapsody), one can
buy the symphonies (plus five filler works)
for half the price of the fillerless Unicorn
box (which does, however, include a honus
disc—Robert Simpson's illustrated lectures
on the symphonies).

Although Herbert Blomstedt is in fact
Swedish, he has since 1967 been chief con-
ductor of the excellent Danish Radio Sym-
phony, which has this music in its bones in
a way that Unicorn’s London Symphony
didn't, despite the presence of the Danish
conductor Ole Schmidt. The meticulous
and sonorous DRSO is also more even-
handedly recorded:; Unicorn’s engineering
remains superlatively vivid and warm, es-
pecially rich in the bass, but it does slight
the woodwinds and violins. Unicorn offers
a brilliant and enveloping illusion of front-
back depth that the EMI engineering, at
least in two-channel playback, cannot
match.

Blomstedt opens Symphony No. 1 with
weight and vehemence, building to an ex-
citing stretto in the first movement's coda.
Schmidt is less firmly profiled here, though
the two conductors are well matched in the
second and fourth movements. The
scherzo's trio benefits from the more aus-
tere recording of the Danish brass. In No. 2

Carl Nielsen
A first-rate set of orchestral works
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(The Four Temperaments), Blomstedt
chooses tempos that seem uniformly lei-
surely, vitiating even more than Schmidt
the stark movement contrasts. The prob-
lematic drum roll in the Andante malinco-
nico—one of the triumphs of the Unicorn
recording, with its lovely birch-twig
rustle—is all but inaudible here. The DRSO
passes all the minor hurdles over which the
LSO stumbled, but 1 still prefer the Gara-
guly version on Turnabout (TV-S 34049),
which is fortunately an inexpensive sup-
plement.

The new No. 3 (Espansiva) has some sur-
prises. Blomstedt whips through the first
movement with enormous gusto (the mark-
ing is Allegro espansivo), stressing the
trumpet punctuations in the transition to
the second theme in a way that makes the
opening rhythmic motto a kind of obsessive
idée fixe. In the pastoral second movement,
the wordless solos of soprano Kirsten
Schultz and baritone Peter Rasmussen are
recorded more backwardly than I've ever
heard, almost blending into the instrumen-
tal lines instead of floating freely above
them. In the finale, Blomstedt reverses the
recent trend (cf. Bernstein, Schmidt, and
Frangois Huybrechts—the latter on a Brit-
ish Decca disc not released here) toward a
broader tempo.

Blomstedt's No. 4 (Inextinguishable) may
be the version we've been waiting for.
(Schmidt, in fairness, had fewer con-
spicuous failings than his predecessors, and
the recording is still of demonstration cali-
ber.) The discipline and detail of the contra-
puntal riots in the outer movements easily
outclass all the previous recordings. Pulse
and intensity level are nicely matched in
the middle movements. And nobody—not
even the pioneering Grondahl with the
DRSO-has made such sense of the final
coda: the diminuendo and slowdown are
for once a grandly valedictory gesture
rather than an anticlimax.

No. 5 is outstandingly rendered in both
sets. Schmidt remains exhaustingly fe-
rocious, with nonpareil percussion effects.
Blomstedt is a bit steadier and cleaner, like
Horenstein (Nonesuch H 71236) slightly
more aloof and objective in conception. No.
6 (Semplice) too is something of a standoff.
Unicorn's sonics have the edge for sheer
color and presence, and Schmidt has the
jollier time with that nasty little Humo-
reske, whose trombone glissandos seem
apologetic under Blomstedt. But in the slow
movement, the opening viola passage gets a
darkly resinous tone with the DRSO lack-
ing with the LSO—Blomstedt generally ap-
proaches this movement more grimly. In
the bizarre finale, Schmidt maintains a
giddy quality of desperation, while Blom-
stedt's irony is more of the velvet-glove va-
riety.

Most of the Seraphim filler works are not
otherwise represented in Schwann. The
Andante lamentoso (subtitled ""At the bier
of a young artist"') is perhaps less effective
in its string-orchestra form than in the wind
version recorded by the West Jutland
Chamber Ensemble (DG 2530 515, April
1976). The Bohemian-Danish Folk Melody,
though a late work, is an innocuous trifle. In
the well-known Helios Overture, a piece of
immense grandeur, Blomstedt carefully
controls the archlike shape and regal pride,

Newly
RECORDED
PLEASURES.

Inimitably Angel.

*SCLX-3833
(3 LPs/Cassettes)

An ali-star
achievement
that moves
powerfully both vocally and theatri-
cally—and with paralizing impact

*$-37230
(LP/Cassette)

Here,it'sreadily
apparent why
this sprawling >
orchestral extravaganza ranks as one
of today's favorite symphonies

PARKENING AND THE GUITAR
musec of wo Conturies.

Handel Couperin Scarlate
Weus Viess Dsbussy

$-36053
(LP/Cassette)

The young
guitarist’s perfect
technique and
consumate musicianship is spellbinding
—a lovelier record you've not heard.

*$-37279

Performance
{(and sonics) of
truly spectacular
proportion—the
caliber of which
all Berglund’/Bournemouth recordings
have now come to be identified

VAUGHAN WILLIAMS
by Thomas Tallis

*5-37211

Three
championshipper-
formances by the
renowned Vaughan Williams master—the
Concerto grosso, a stellar attraction

Angel

* compatible
Stereo/ 5
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avoiding the excitable excesses of the de-
leted Martinon/RCA and Ormandy/Co-
lumbia versions.

Blomstedt's rendition of Suga Dream,
that strange combination of Sibelian late
Romanticism and Nielsen's own late-pe-
riod acerbic surrealism, has more mobility,
cohesion, and atmosphere than Horen-
stein's (the filler to his Nonesuch Fifth Sym-
phony). Blomstedt has the field to himself
in both Pan and Syrinx (another mini-tone
poem of oddly mated sonorities) and the
Rhapsodie Overture (which could pass in
spots for a nineteenth-century Russian
work), though both were plaved with more
aggressive brilliance by the Philadelphia
Orchestra on Ormandy’s deleted Columbia
disc of the First Symphony.

H all the above suggests that these Sera-
phim sets belong on your must-buy list. let
me enler a caveat: It is not certain that An-
gel will issue the remaining material—the
three concertos (which are excellently per-
formed, especially the flute concerto) and
the first recording of the Symphonic Rhap-
sody (composed three years before the First
Symphony). For those who want to be sure
of having all this material. | can add that
the English pressings are slightly brighter
and more open than the Seraphim. A.C

RACHMANINOFF: Concerto for Piano and Or-
chestra, No. 2—See Liszt: Hungarian Fan-
tasia.

RossiNi: Elisabetta, regina d'Inghilterra.

For a review, see page 106.

SALLINEN: Sinfonia®; Sinfonia llIl*; Chorali'.
Finnish Radio Symphony Orchestra, Okko
Kamu, cond.®; Helsinki Philharmonic Or-
chestra, Paavo Berglund, cond.". {Robert
von Bahr, prod.] Bis LP 41, $7.98 (distributed
by HNH Distributors):

The music of the Finnish composer Aulis
Sallinen (born in 1935, studied at the Si-
belius Academy under Aarre Merikanto
and Joonas Kokkonen, the latter a com-
poser who deserves exposure) communi-
cates immense expansion and unity. as if
musical time were being slowed down to
such an extent that it defines itself in almost
spatial terms. Basic musical ideas are re-
duced to a bare minimum. with thematic
and rhythmic motives rarely lasting more
than a few seconds before being picked up
and obsessively repeated in orchestral con-
texts that very slowly metamorphose into
new tonescapces.

Sallinen is a master of mood. tis intense,
extraordinarily orchestrated Sinfonia
(1971) has its spiritual roots in the Sibelius
Fourth Symphony. that masterpiece of
Nordic gloom and atmosphere, vet the style
remains unique and quite modern. The
opening idea. a bleak F sharp minor chord
repeated in the strings, hauntingly reap-
pears throughout this single-movement
work until it is finally boiled down to an
ominous F sharp unison. Contrasting frag-
ments in the winds weave in and out among
linear string figures. joined Expressionisti-
cally in the final third by a clock-chime mo-
tive and a grotesque waltz beat.
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Mstislav Rostropovich
Authentic Shostakovich

Chorali(1970). for thirty-five wind instru-
ments, harp. celesta, and percussion, is a
more austere piece. with choralelike
themes used more for contrapuntal poten-
tial than for chorale-style harmonies. The
three-movement Sinfonia 11l (1974-75)
breaks with Sallinen’s preference for a
single continuous pulse. but here again
motivic fragments are repeated, overlap.
wind in and out of other configurations,
and ultimately accumulate to form an ex-
pansively cohesive whole. Stock musical
figures are sometimes suggested. but then
transformed: the ostinatos that open the
second movement, for example, lead into
string passages of deep. lyrical expressiv-
ity.

As amply displayed here. Paavo Berg-
lund and Okko Kamu are two of the day’s
most promising conductors. Both can bring
out the full dramatic potential of this kind
of music, and both are helped by excellent,
taut orchestral plaving (and brilliant engi-
neering). Kamu works up his Finnish Radio
Symphony to an almost terrifying frenzy by
the end of Sinfonia I11. This disc should ap-
peal to anyone interested in contemporary
music. R.8.B.

SHosTAKOVICH: Concerto for Cello and Or-
chestra, No. 2, Op. 126. GLazuNov: Chant
du ménestrel, Op. 71. Mstislav Rostropov-
ich, cello; Boston Symphony Orchestra. Seiji
Ozawa, cond. {Thomas Mowrey, prod.]
DEUTSCHE GRAMMOPHON 2530 653, $7.98.
Tape: ®® 3300 653, $7.98.

SHOSTAKOVICH: Quartets for Strings: No. 8,
in C minor, Op. 110; No. 15, in E flat minor,
Op. 144, Fitzwilliam Quartet. [Peter Wadland
and Raymond Ware, prod.] OISEAU-LYRE
DSLO 11, $6.98

The three Shostakovich works on these
discs share a gloomy. even morbid quality
especially characteristic of the composer’s
later vears. Even the sometimes dazzling in-
strumental effects of the Second Cello Con-
certo, completed in 1966 just before Shosta-
kovich suffered a major heart attack,
mitigate neither the dark solemnity of the
opening nor the black humor of some of the
later sections. As instances of the con-
certo’s brittle acidity (the scoring features a
large percussion contingent. with a brass
section reduced to two horns), one thinks of
the three cadenzalike passages. each scored
for solo cello plus a percussion instru-

ment—a persistently interrupting bass
drum in the first movement. a continuous
tambourine roll in the third, and later in the
same movement, snare-drum punctuation,
It is surprising that this strange, enigmatic.
and yet often achingly lyrical work has
taken ten vears to reach commercial disc;
curiously. it has not been recorded in the
Soviet Union.

The 1974 Fifteenth String Quartet.
Shostakovich's last (he wrote only three
more works after it), is even more difficult
for the listener. The layout—one Adagio
molto and five Adagio movements—can be
off-putting, and the tone throughout is al-
most unsparingly bleak and sad. with the
four instruments rarely playing a tutti pas-
sage. Such devices as the overlapping.
single-note crescendos that open the sec-
ond movement ("Serenade”) cannot help
but be a jolt; the bone-chilling parallel trills
of the sixth movement (“Epilogue”) create
an atmosphere of Sibelian gloom.

If listening to the Fifteenth Quartet is
rather like sharing a fatalistic meditation,
listening to the Eighth, which for all its mel-
ancholy moves from the inside out. can be
considered a more “normal” musical expe-
rience. One of Shostakovich's rare works to
be written outside of Russia (it was com-
posed in Dresden in 1960), it is probably his
most popular quartet. The textures are rich,
the themes uncommonly elaborated. the
flow fairly smooth for Shostakovich. This
is also an “autobiographical’” quartet,
opening fugally (in much the same way as
the Fifteenth) with a thematic monogram
first used in the First Violin Concerto: as the
music progresses. snatches from a good
half-dozen earlier works are quoted.

It should be said immediately that
Qiseau-Lyre has produced the closest ap-
proximation | have yet heard to the sound
of a live string quartet. Fortunately. the
Fitzwilliam Quartet deserves this sonic ex-
cellence. As in its earlier Shostakovich disc
(Nos. 7. 13. and 14; DSLO 9. May 1976). the
exceptionally full-toned playing has a dy-
namic intensity that never flags. even in the
quietest sections. Occasionally the group’s
enthusiasm results in unidiomatically ex-
cessive intensity, and there are a few into-
nation problems. but [ would still describe
these performances as superlative. [ look
forward to more releases from this young
group.

The technical problems of the cello con-
certo are as formidable as can be found in
non-avant-garde music and are perhaps all
the more treacherous for their relatively
“conventional” surroundings. We are for-
tunate to have a recording by the dedicatee,
whose craft left its stamp on and inspired
the work. (Rostropovich was one of Shosta-
kovich's closest friends.) Others are sure to
play it in the future (although I know of no
one who has tried), but no other rendition
will be as authentic, as “close to the origi-
nal.” so to speak. I do rather wish that a less
stiff conductor than Seiji Ozawa had been
chosen (Gennady Rozhdestvensky. for ex-
ample). but it is Rostropovich who, in the
almost nonstop cello part, sets the pace and
tone, and the entire performance benefits
immeasurably from the playing of the Bos-
ton Symphony. This extraordinarily clear
and well-balanced Deutsche Grammophon
recording was made but two days after the
composer's death: the filler. Glazunov's
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Chant du ménestrel (The Minstrel's Song,
1900). had been played as an encore at
Tanglewood in what turned out to he a
Shostakovich memorial concert. R.S.B.

Stamitz, J.: Concerto for Clarinet and Or-
chestra, in B flat.* Symphonies: in G; in D,
Op.3,No. 2;inD, Op. 4, No. 2. Alan Hacker.
clarinet®; Academy ot Ancient Music, Chris-
topher Hogwood, harpsichord and cond
[Peter Wadland and Raymond Ware, prod.]
Oi1seau-LYRE DSLO 505. $6.98

Though recent research no longer upholds
its primacy in the formation of the classical
style, the Mannheim School and its chef
d’école, |Johann Stamitz (1717-57). remain a
distinguished chapter in the history of mu-
sic.

Of the works recorded here, the early G
major Symphony is negligible, but the Sym-
phony in D. Op. 4. No. 2, is genuine sym-
phonic writing—original, with good ideas.
and with a nascent sense for thematic de-
velopment. The Symphony in D. Op. 3. No.
2, gives us the full Mannheim treatment: the
rolling crescendos. the "rockets.” and that
rising excitement so typical of the classic
symphonic allegro. In both of these sym-
phonies. the sonata idea is present in prac-
tically all movements except the minuets,
which are not the French dances from the
old suite, but typical Austro-Bohemian or-
chestral pieces.

The B flat Clarinet Concerto takes us
close to the world of Christian Bach and the
young Mozart, but it is short-winded when
compared to the works of those two. Curi-
ously. Stamitz makes no attempt to exploit
the magnificent low register of the clarinet;
Vivaldi's clarinet concertos, which ante-
date Stamitz's (puce Christopher Hog-
wood. this is not “the earliest known con-
certo for the clarinet”). require far more
from the soloist. Alan Hacker plays nicely
on an old clarinet=his jerky trills and grace
notes may result from the instrument’s lack
of keys.

The performances by the Academy of
Ancient Music. using “authentic” instru-
ments exclusively. are anything but deadly
“historical.” Though the players observe all
the strictures of the new cult. they play not
only with precision. but with feeling, verve,
and expression. The tiny orchestra of four-
teen strings and the usual number of winds
sounds fine. though the authentic flutes and
oboes are mostly covered even by this small
body of strings. One may ask. of course,
how this miniature band is reconciled with
Daniel Schubart’s famous description of
the Mannheim orchestra: "lts forte is like
thunder. its crescendo a cataract.” Never-
theless, since these symphonies were
played all over Europe by similar small or-
chestras. our academicians are perfectly
justified in giving us distant thunder and
small cataracts.

A large bag of the best sunflower seed to
the Lyre Bird for the intelligent and infor-
mative little pamphlet written by Hogwood
that accompanies this well-engineered

recording. P.H.L.
STRAUSS, J.: Die Fledermaus.

Rosalinge Juha Varady (s)
Adele Lucia Popp(s)

FEBRUARY 1977

Orlotsky Ivan Rebroft ("“ms’")
Alfred René Kollo (1)
Or Bing Ferry Gruber (1)
Esenstein Hermann Prey (b)
Dr Falke Bernd Werkl (b)
Frank Benno Kusche (bs-b)

(plus speaking roles)

Bavarian State Opera Chorus, Bavarian State
Orchestra, Carlos Kleiber, cond. [Hans
Hirsch and Hans Weber, prod.] DEUTSCHE
GRAMMOPHON 2707 088, $15.96 (two discs.
manual sequence). Tape: ® 3370 009,
$15.96.

This recording starts off so promisingly.
with a well-judged. stylishly played over-
ture. that one hopes very much to like it—
and important parts of it are very likable.
Carlos Kleiber conducts with energy. wit,
and affection. pointing up apposite details

in the scoring: the mock-ominous pizzi-
catos of the lower strings under Adele's la-
ment in the first two numbers, the yawning
melodies in the bass at the end of Frank's
melodrama. He sets tempos incisively and
inflects them subtly. The orchestra plays
very well (barring the traditional Germanic
choe tone) and summons gracious, stylist-
ically apt portamentos in the music of sen-
timent and humor. The chorus sings well.
With one exception (Ferry Gruber as Dr.
Blind). none of these singers has recorded
any role in the work before. One had begun
to think that. in all of Europe, nobody but
Renate Holm was singing Adele (she has
been in the last three recordings)=but of
course that isn't so. and Lucia Popp. though
no longer as imposingly accurate as when

Only on RCA Red Seal.

La Forza del Desting

A dream cast come true.

A dream cast: Leontyne Price, Placido Domingo,
Sherrill Milnes, Fiorenza Cossotto, Gabriel Baquier and
Bonaldo Giaiotti, under the superb direction of James
Levine. A must for Verdi collectors everywhere.
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she first came to our attention, is a pleasant
change, if hardly as characterful a cham-
bermaid as Karajan's Erika Koth,

The promising newcomer in the cast is
Julia Varady, an uneven but vivid Rosa-
linde. At times her sound is forced. and in
the third act her upper notes thin out a bit.
But she enters well into the spirit of the
piece, spreading a gentle parodistic porta-
mento over the farewell trio in Act | (an ex-
aggeration that the orchestra cheerfully
seconds) and digging into her third-act de-
nunciation of Eisenstein with a nice edge.
Less successful is the apparently-intended-
to-be-humorous whooping in the Friska of
the Czardas, which one is inclined to inter-
pret as an admission that she can’t quite cut
it straight. There's lots of characterful sing-
ing here, however, and one looks forward
to hearing Miss Varady again,

In two previous recordings (the deleted
Danon RCA set and the recent Bohm on
London). Eberhard Wichter failed to make
a convincing case for a baritone Eisenstein.
Hermann Prey actually manages to sing ev-
erything as written, right up to top A. and
with a good deal less effort than Wichter.
Despite this improvement, the idea still re-
mains without discernible merit: the Falke
Eisenstein duo in Act | is bereft of tonal
contrast when Prey confronts the similar
voice of Bernd Weikl (a solid enough Falke).
and the ensembles and dialogues of the sec-
ond act really want at least one bright male
timbre.

That's a poor idea. but there is worse to
come: Orlofsky is impersonated by the Rus-
sian Yma Sumac, Ivan Rebroff. singing—no,
uttering pitched sounds—in the original
mezzo range. I've been searching for meta-
phors to characterize the noise he makes:
an owl hooting? an aged soprano making
falsetto off her now baritonal range? a
whistling teakettle? Whatever it is, it ain't
singing. It doesn’t sound masculine. even
faggy masculine: it certainly doesn't sound
feminine either. In fact, it barely sounds at
all. "Chacun a son godt™ done in this man-
ner might pass as a comic turn on New
Year's Eve. but Orlofsky also takes part in
important ensemble material: When this
Orlofsky leads off the ensemble section of
“Bruderlein.”” musical continuity is torpe-
doed and Kleiber is faced with the near-im-
possible challenge of balancing a raft of
real voices against this flimsy neuter
wheeze. A really off-the-wall piece of mis-
casting, this.

Since Alfred’s attraction for Rosalinde is
supposed to be based on his voice, Reneé
Kollo. whose sustained notes quaver in the
breeze, is hard to accept—and also hard to
listen to, trying our patience with much
slidy and out-of-tune singing, Benno
Kusche isn't very steady either, but then
Frank's part is predominantly patter, so he
manages to bring it off.

A modicum of dialogue, spoken quite
well by the singers, provides sufficient dra-
matic continuity as well as “air space” be-
tween the musical numbers. The party
scene is pervaded by a gentle scrim of
crowd sounds. never distractingly. The
original ballet music is replaced by a rous-
ing., pointed playing of the polka Unter
Donner und Blitzen. The standard cuts are
made, once again to my intense disappoint
ment; won't someone, just once. give us the
whole score?
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Pierre Monteux
An idiomatically
crude Sacre

For all the promise in that overture—{fre-
quently upheld later in the playing and pae-
ing. and occasionally in the singing—this
Fledermaus doesn’t really come off as a
consistently absorbing theatrical or musi-
cal experience. For that one must turn to
the Karajan set (London OSA 1249 or. with
an amusing if irrelevant “Gala Sequence.”
OSA 1319). And for the lightest, most styl-
ish musical performance. [ still find myself
returning to the dialogueless Krauss set of a
quarter-century ago (Richmond RS 62006,
mono). D.H.

Strauss, R.: Don Juan, Op. 20; Till Eu-
lenspiegel, Op. 28; Der Rosenkavalier:
Suite. Philadelphia Orchestra. Eugene Or
mandy, cond. [Max Wilcox, prod.] RCA Rep
SeAL ARL 1-1408, $6.98. Tape: ®® ARK 1
1408, $7.95; & ARS 1-1408, $7.95

Ormandy’s earlier Columbia versions of all
three favorites are still in print (Don Juan in
MS 6324 of 1962: Till and the Rosenkavalier
Suite in MS 6678 of 1965). and | suspect that
only his devoted fans continue to prefer his
readings of the two tone poems. For me. his
Don lacks impetuosity, his Till folkish hu-
mor, and both veer between extremes of
overintensity and overindulgent expressiv
itv. Even the incomparable tonal magic of
the Philadelphians, radiated so magneti
cally throughout. especially by the wind
players, is betrayed in the ff high-register
string passages. Surely the sumptuous
Philadelphian strings have never sounded
that harsh in live audition! (The recording
quality uncvenness is just as evident in the
cassette edition, which in all respects apart
from the non-Dolby tape-surface noise
seems an aural mirror image of the disc.)
There is no real competition here. sonic or
interpretative, for the recent Solti/Chicago
Don and Till (London CS 6978, August 1976)
in either disc or cassette editions.
A better case can be made for the Rosen

kavalier Suite, in its 1945 arrangement by
Artur Rodzinski and his assistant, the
voung Leonard Bernstein. The work itself is
a special Ormandy favorite, which he con-
tinues to play with an exceptional degree of
personal involvement. And while this
recording also betrays some tonal hardness
in its most intense momenls, it is generally
more richly sonorous. Moreover, there is
far less serious competition: Ormandy’s
carlier version is more than a decade old:
the Steinberg/Capitol (now Seraphim) and
Dorati/Mercury versions go back to 1960
and 1957, respectively: Rodzinski's own,
noted as still available by Schwann-2.1s o
Westminster mono of 1956, The only other
current Schwann-1 listing. by Leinsdorf for
London, is a different suite arrangement,
probably the conductor’s own. R.D.D.

E] STRAVINSKY: Le Sacre du printemps.
Paris Conservatory Orchestra, Pierre
Monteux, cond. LONDON STEREQ
TREASURY STS 15318, $3.98 [from

RCA LSC 2085, 1958]

STRAVINSKY: Le Sacre du printemps. Vienna
Philharmonic Orchestra, Lorin Maazel, cond
[Michael Woolcock, prod.] LONDON CS 6954,
$6.98. Tape: ®® CS5 6954, $7.95
STRAVINSKY: Le Sacre du printemps. Lon-
don Symphony Orchestra, Claudio Abbado,
cond. [Rainer Brock and Gunter Hermanns,
prod.] DeuTsCHE GRAMMOPHON 2530 635,
$7.98

STRAVINSKY: The Firebird; Suite (1919); Jeu
de cartes. London Symphony Orchestra,
Claudio Abbado, cond. [Rainer Brock and
Hans Weber, prod.] DEUTSCHE GRAMMOPHON
2530537,$7.98. Tape: ®#® 3300483,%7.98

How fitting that London Records, which
has led the way in the proliferating Sucre-
as-sonic-spectacular  discography (viz.
Mehta, Leinsdorf, Solti, and now Maazel),
should return to print a recording made at
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the site (Paris) and with the conductor
(Pierre Monteux) of the work's scandalous
1913 premiere.

I've long preferred Monteux's Paris ver-
sion, his last, to those from San Francisco
and Boston. Its gaunt. monolithic line, its
freedom from rhetorical distention, its dry-
ness of over-all ambience recall the com-
poser’'s 1940 New York Philharmonic
recording. for me unrivaled by his stereo re-
make. The late-Fifties Paris Conservatory
Orchestra was no virtuoso world-beater,
and indeed some of the playing (e.g.. the
opening bassoon solo) is execrable. Yet
crudeness as such doesn't have to be a lia-
bility in this work. if the playing is idiomat-
ically crude, as it is here. Monteux's Sacre
remains an important part of the work's
performing tradition, and its competitive
appeal is enhanced by left-right separation
of first and second violins and the budget
price. Both of those niceties also grace Bou-
lez’ Parisian version (Nonesuch H 71093), a
taut and savage reading alongside which
his later Cleveland recording (Columbia
MS 7293) seems pretty bland stuff.

It seems unlikely that Lorin Maazel, the
Vienna Philharmonic, and the latest Lon-
don recording crew are familiar with any of
those recordings—or with the Sacre per-
forming tradition in general. Despite the
score’s “dissonance,” for example, most
conductors (and/or balance engineers) use
their judgment or musical instincts to tease
out melodic lines from among subsidiary
voices, even if all are marked with similar
dynamics. In the present rendition, a cer-
tain equality of chording occurs in such
places as the brass calls at No. 44 ("Jeu du
rapt”) or the strings and winds in the open-
ing measures of Part 1I. One might praise
the performance for "laying bare the rich-
ness of the harmonic texture,” but to us tra-
ditionalists it all sounds haphazard and
meaningless.

A second major problem is tempo: Maa-
zel often exaggerates score directions into
plain caricature. The poco rit. before No. 54
in the "Rondes printunieres” is elephan-
tine, quite aside from starting a page or so
too soon. The accelerando into the “Glori-
fication de ['elue” is italicized (inter-
rupted?) by a measure of unmarked pesunte
that rendered this listener limp with hys-
terical laughter. Maazel's idea of rhythm
verges on a "cool” kind of "swing” more ap-
propriate to Broadway than to the Champs-
Elysées. The rubato at the outset is more
pronounced than ['ve ever heard. The
Vienna players run into countless problems
with attacks and tonal quality—to say noth-
ing of breath, of which the clarinetist runs
out in the thirteenth measure of the " Action
rituelle des ancétres™ and which the flutist
keeps stealing in the extended sixteenth-
note figurations that follow.

After all this, Abbado comes as a refresh-
ing breath of spring. Tempos are nicely
judged. changes and contrasts stated
calmly rather than announced with horta-
tory zeal. It all works in an integrated way,
and there’s a sense of both driving momen-
tum and choreographic freedom. The LSO
is absolutely on the mark all the time, as
witness the acute rhythmic judgment of the
timpanist in the “Danse sacrale”™ or the
flutes’ flutter-tonguing twentv-one meas
ures before the end of the “Jeux des cites
rivales.” The DG team has provided some
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of the most transparen) sonics the work has
yet had: The guero is as clear at No. 70 as in
the Leinsdorf recording (London SPC
21114), but without the gimmickry or over-
loading tvpical of Phasc-4.

Abbado’s Firebird/[eu de cartes coupling
does full justice to both dance scores, The
1919 suite from Firebird compares inter-
estingly with Stokowski's Phase-1 version,
also with the LSO (London SPC 21026—the
venerable maestro’s eighth recerding of
musit: from this ballet!). The violin tone
Stokowski coaxes near the beginning of the
“"Ronde des princesses” is ravishingly sul-
try. Abbado secures cooler string sonorities
but brings to wind and brass passages a
more limpid and plangent refinement. Sto-
kowski, Abbado. and Bernstein (Columbia

MS 6014) are my current favorites in the
1919 suite: of the three, only Abbado in-
ciudes the modulating chorale passage con-
necting the "Danse infernale”™ to the “Ber-
ceuse.”

In Jeu de cartes. Abbado is brisk and
witty and characterizes the various epi-
sodes no less vividly than the composer
(Columbia M 31921): the LSO even manages
neater string playing than Stravinskv's
Clevelanders, a telling feat. AC.

TcHaikovsKy: Concerto for Piano and Or-
chestra, No. 1. For an essay review, see
page 95

Continued on page 108

The Phase Linear
4000 Preamp:
Quiet,versatile, incredible.

Quiet it is, but a preamp should do
more than merely function flaw-
lessly as a control center. To
achieve obvious audible improve-
ments in the reproduction of music
wou have to compensate for the
corcing play-
back proc

Fhase Cinear

The Powerful Difference

Peak Unlimiter and Downward Ex-
pander senses gain riding and peak
limiting in the recording process
and restores the dynamics to the
original level. The Active Equalizer
produces a flat energy distribution
over the entire audio

spectrum, and pas-
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controls
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M. Evans

Gianfranco Masini

"ELIZABETH OF ENGLAND,” Chorley once
remarked, “has never been fortunate as
an opera heroine.” .

Time has proved him wrong. He
wrote apropos of Donizetti's Roberto
Devereux (1837), an opera that, like Brit-
ten's Gloriana, is about Elizabeth and
Essex. Elizabeth and Leicester figure in
Donizetti's Elisabetta al castello di
Kenilworth (1829) and Maria Stuarda
(1834) and are also the leading figures of
Rossini's Elisabetta, regina d'Inghil-
terra (1815). But whereas in Maria
Stuarda the queen’s rival for the tenor's
affections is Mary Stuart, in Rossini's
opera it is—oh, indignity!'—a daughter of
Mary Stuart, a daughter unknown to
history called Matilda. Leicester, cam-
paigning in Scotland. found her in a cot-
tage, and, since “'to see and love her was
the work of an instant,” he married her.

The Philips album note, like Wein-
stock, repeats Stendhal's assertion that
the source of Giovanni Schmidt's li-
bretto was Scott's Kenilworth—but
Kenilworth was published only six
years after the opera appeared; the mat-
ter was provided by a play by Carlo
Federici, apparently based on a novel by
Sophia Lee, The Recess. The plot can
quickly be told: Matilda, disguised as a
youth, and her brother Henry (a tiny
role) have, to Leicester's dismay. turned
up in London amid a band of Scottish
hostages. Leicester confides his secret to
the treacherous Duke of Norfolk, who
immediately reveals it to the queen.
Furious, she imprisons her favorite—but
then comes to visit hira, “as Elizabeth.
not the queen,” to show him a secret
passage through which he can escape.
During their colloquy Norfolk’s perfidy
is revealed. He steps forward from one
hiding place to stab the queen, Matilda
and Henry advance from another to
save her life, and Elizabeth pardons the
lovers. Henceforth cares of state, not
those of the heart. will be her concern.

Elisabetta is an important opera.
Tancredi and L'Italiana in Algeri (both
1813) had established Rossini's fame in
veins both serious and comic through-
out Italy—except in Naples. where no
opera of his had yet been heard when
the impresario Barbaia engaged him, in
1815, as musical director and resident
composer of his two theaters there. Ros-
sini stayed in Naples until 1822 and

Rossini’s
“Romanticism of
the Soul”

V by Andrew Porter

composed ten operas, nine of them seri-
ous, for Barbaia. Elisabetta was the first
of them.

As a foreigner from the north, Rossini
had to prove himself to the proud, patri-
otic townsmen of Cimarosa, Paisiello
(still living, in retirement there. until
1816), and Zingarelli (then head of the
Conservatory). He studied his means.
and he triumphed. The delicacy and
pathos that are to be found in Tancredi
and the sophisticated play of musical
wit in L'Italiana and Il Turco are largely
missing; power and brilliance were the
forte of the Neapolitan company, and to
these he catered.

His own brilliance and boldness are
very much in evidence. Nothing is care-
lessly composed. The instrumentation is
always considered, and often of great
beauty. The harmonic progressions are
sometimes surprising, and on occasion
can seem more "sought” than easy and
natural. The ornamentation of the melo-
dies is written out so fully that there is
little more to be added. All recitatives,
for the first time in Rossini, are string-
accompanied. The forms take some un-
expected turns, which did not pass un-
noticed by Donizetti and Verdi,

Once Rossini's position was assured,
he could—in the third act of Otello
(1816), decisively in Mosé (1818)—tackle
the "reforms™ by which he recast opera
seria in the more romantic and more
dramatic mold that ensured its survival
well into the nineteenth century, and
could do so with a new brilliance and
power deriving from Elisabetta. Mas-
simo Mila has remarked that, while we
look to La Donna del lago (1819) for the
romantic expression of nature that was
to reach its climax in Guillaume Tell,
“in Elisabetta we find the beginnings of
a ‘romanticism of the soul’ that was sub-
sequently to nourish the operas of Bel-
lini, Donizetti, and Verdi.”

In the coronation year of Queen
Elizabeth 1l of England, the Italian Ra-
dio presented the BBC with a perform-
ance of Elisabetta (Maria Vitale its
heroine) that was often broadcast. The
Philips recording might be regarded as a
preliminary fanfare for Elisabetta Se-
conda’s jubilee. During her reign there
have been several revivals of the piece.
The recording derives from a produc-
tion at the 1975 Aix-en-Provence Festi-

val, given in the arena of Arles, and was
made, in London, between the first and
second Arles performances. Only the
chorus and orchestra, the principal
tenor (in Arles, the young Swede Gosta
Winberg was Leicester), and the bit part
of William, Captain of the Royal Guard,
are different.

It is a performance on a high level,
which combines the dramatic life of a
real theater cast with the accuracy at-
tainable in a studio. Caballé sounds
very young, very fresh in her entrance
cavatina; some of the downward runs
are slithers rather than defined decora-
tions, but the fault is not serious: in gen-
eral she is exquisite. The cavatina leads
to an earlier version of Rosina’s ""lo sono
docile,” which is very attractively done.
and it is not the only passage familiar
from Il Barbiere: The two operas share
an overture, and its bright, animated
crescendo recurs in the Act I finale of
Elisabetta to the text “Fatal day! Un-
foreseen disaster! The sun that rose se-
rene and smiling now sets disturbed,
gloomy. spreading a pall of woe!”

Caballé’s transition from the radiant,
smiling woman of the first scene, pre-
pared to greet the conquering hero
whom she loves. to the brilliantly ma-
licious and dangerous tyrant who leads
the first finale is superbly achieved. The
famous cavatina of Act II, "'Bell’alme
generose” (familiar to ballet-goers as
Lise's principal motif in La Fille mal
gardée), is sung very gently and with the
utmost beauty of tone. Stendhal’s refer-
ence to “a lava-stream of roulades . .. a
sort of illustrated catalogue of all the
technical accomplishments that Col-
bran’s magnificent voice could master”
is absurd; the piece is a tender andante,
embellished with delicate embroidery
that Caballé sings to perfection.

Elisabetta was composed for two so-
pranos and two tenors all of the first
caliber. At La Scala in 1827 the prime
donne were Meéric-Lalande and Caro-
lina Ungher: in Paris, Fodor-Mainvielle
and Cinti-Damoreau. [leana Cotrubas
was to have been the Matilda of the
Arles production, but when she fell ill
Valerie Masterson, a Constanze. Ma-
non, and Violetta of the English Na-
tional Opera, was invited to take her
place. (As the Countess Adéle in Le
Comte Ory, Miss Masterson had already
shown her merit in a Cinti-Damoreau
role.) She is delightfully fresh. clean.
and true. | think one could probably
guess from the singing that she is Eng-
lish. but intend that as no harsh criti-
cism. Everything is precisely and
sweetly turned. The two women'’s
voices 