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A complete, new line of cartridges built to the
exacting standards of professional requirements

The tfamnus Stanton 881S set a new standard In
audio performance that quickly won world acclaim
among professionals. reviewers and audiophiles
alike Infact it became a new standard by which the
INAdustry measures anct shil maintains that reputation

Now bullt to tne same careful standards Stanton
introduces three new rartndges — 881F, 880S and
880F The 881F includes the calibrated perfection of
the 881S but with an elliptical stylus The 880% and
R80OE nclude the ‘amnus Stanton Stereohedron
stylus or elliptical styl_s respectively in applications
where calibrat:on 1s not of prime importance

All four cartndgee nse ightweight super powerfu!
samarnum ~okalt magnets tc produce strong output

g
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TV,

SEdN 1o

signals with extremely low dynamic tip mass. The
entire senes provides tracking performance equal
to or hetter than cartndges costing far more In fact
every cartnidge in the series performs superbly with
the most demanding of current test records

‘The Professionals”, a sernes of four cartridges
giving a choice of price and standard requirements
all with the prestige and quality reputation of the
Stanton 881S The cartndge that feads a Iine used
in more professional applications across the world
than any cartndge ever made

From Stanton  The Choice of The Professionals

For further information write to: Stanton Magnetic
Terminal Crive, Plainview. N 'Y 11803

STANTOIN

THE CHOICE OF THE PROFESSIONALS -
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Letters

Bartok Booster

As I have always been fascinated
by Béla Bartok, | am responding to yotr
1ssue [March] in which Paul Henry L ang
and Curtis W Dawvis, in particular, of
fered their valiiable insights into the
composer | feel that he has a good
chance of being designated the qreatest
compaoser of the twentieth century
Why must the nominees for that title be
restncted to the Riissian camp
Stravinsky, Prokofiev Shostakovich?

“ B
SR

Bartok < miisic 1< permeated with
overt classical panty, cleanness of ine,
baroque leanness -gqualities that
Stravinsky does not always possess Bar
tok’s orchestration, somewhat ke
Beethoven's, 1s utterly direct and implies
that we are hearing his actual untainted
thoughts, unimpared by attempts at
color {as with Ravel, Debussy) or by
sheer technical wizardry (Rimsky-Korsa
kov., Richard Strauss) | can‘t imagine him
resorting to a phonoqraph recoraing of
birdecalls or a wind machine

When it comes to atonality and
dissonance, Bartok had a knack for
knowtng where to draw the line, unlike
Schoenberg and Prokofiev (Perhaps |
have old fashioned ideas about melody
and harmony ) Dissonances do color his
music, but even in hic less melodic works
(e g. the Second Prano Concerto and
some of the string quartets} atonanty s
not permitted to dominate Presumably
he saw dissonance as only a device, not
an end in itself

For a composer of such immense
stature, Bartok i< less frequently played
than he should be | hope that the cen-
tenary of his birth will mark the begin
ning of a change

James D. Maffett

Lakeland. Fla

Bartok’s ‘Bluebeard”’

It was with sad heart that | read
Karen Monson'< review of Bartok's
“Bluebeard’s Castle’ in the lanuary 1s

siie Anyone who has read the account
of Bartok's tormented stay in America,
“The Naked Face of Genus,” cannaot but
have etched on his memory the excru-
cating burden that life was for the com-
poser and for the sohcitous women who
hovered over him as he inflicted his pain
and perfecttonism on them. "Bluebeard’s
Castle” may have been an attempt to
give artistic form to his emotional cold-
ness and remoteness from women who
were drawn to him. At least this is the
message | get from the program notes
that accompany the mono release on
the Bartok label

I compared this Monson review
with Kenneth Furie’s careful and respon-
sible analysis of Edo de Waart's rendi-
tion of “Der Rosenkavalier” [September
1977]. This was a difficuit piece to or-
ganize, and yet it was done to perfec
tion in a rather imited space, giving us
particulars on the cast and the relative
strengths and weaknesses of all the
roles in an expliat and ifluminating way
The reviewer gave us external data and
mustcal criteria without intruding with
irrelevant, subjective statements {e.g.
Ms Monson’s "I feel compelled to say
that this is not an antifeminist work .. ."}
This reviewer does not really have the
stature to take on the piece assigned.

On the other hand, | wish to com-
pliment the editor and staff on the con-
sistently high quality of the classical re-
views over the years. It’s exhilarating to
see music reported on in such cvilized,
witty, and joyful terms, knowledgeably,
and with fresh and polished writing

Ronald Haak

Kyoto, Japan

Sounding off on Digital

In the March “Letters,” Jack Sulli-
van wrote unequivocally that “digital
sounds better ” Not always The sound,
as in analog recording, depends on the
engineering and 1s subject to variation
Mehta’s murky CBS recording of Beetho-
ven's "Eroica” Is a case in point.

Also, just because a recording is
made digitally or direct-cut does not
make 1t the best available. Mr. Sullivan
can keep Telarc’s "Pictures”; | prefer the
Szell or Toscanint versions as better and
more exciting performances. We are not
“jaded,” but rather more discerning,
when we are not wowed by a mediocre
rendition in ultrasound. The recent digital
Samnt-Saéns Third Symphony is splendid
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If you think “pads and rollers”are
just a California craze,
you're not ready for New Memorex.

Pads and rollers are key com dramatically reduce wear
ponents of a cassette’s tape Our unigue ultra-low-friction
transport system polyolefin wafers help p-ecision

This system guides the tape molded hubs dispense and
past your deck stape head.Itmust  gather tape silently and uniformly.
do so with unerring accuracy. play after play. Even after 1,CO0

And no cassette does it more plays
accurately than totally new tn ‘act, our new
Memorex. Memorex cas-

sette will always
deliver true
sound reproduic
tion, or we'll
replace it. Free

Of course, re:

Roller precision is ¢ritical. production that true

and that enduring

The new Memorex tape trans owes a lot to Per
port system is precision eng mapass ™ our extraor
neered to exacting tolerances dinary new binding

Flanged, seamlessrollersguide  process. It even owes 2
the tape effortlessly and exactly little to our unique new
An oversize pad hugs the tape to fumble-free storage album
the tape head with critical pres- But when you record on new
sure: firm enough for precise Memorex, whether it's HIGH
alignment, gentle enough to BIAS I, normal bias MRX | or

© 1981. Memorex Corporation. Santa Clara. California 95052 U S.A

METAL IV, don't forge! the impor
tance of those pads and rollers
Enjoy the music as the tape glides
unerringly across the head

And remember: getting it there
i1s half the fun

NOW MORE THAN EVER Y
WE ASK: IS ITLIVE, ORISIT _._°

MEMOREX



The Acoustic Matrix
Enclosure of the Bose 901 Series IV
Direct/Reflecting Speaker.

Dense, unifurm particle
board is finished with gen
uine walnut veneer

Each of the two large reac:
tive air columns loads the
rear of four driver cones

The wooden sides
top and bottom are
joined to the molded
structure with pat
ented joints that are
airtight and stronger
than the wood itself. Air flow fom the rear of
yur drivars is combine

m

Each of the nine HVC (He
lical Voice Coil) drivers is
housed in a separate cham-
ber tninsure proper isola
tion. The nine drivers
working together provide
a cone area equivalent to
that of a13” woofer.

A tapered central core
helps smooth air flow

Precise assembly is
guaranteed by computer
controlled routing of all

The third. smaller air col grooves in the wood parts.

umn operates on the front
driver alone

This enclosure has
more engineering
and technology behind
it than most complete
speaker systems.

Conventional speaker enclo-
sures are sim Fle wooden boxes.
The Bose 901 loudspeaker has cone motion

effort and
design go into
the enclosure
alone, imagine
what goes into
the complete 901
system

Ask for a demon
stration of our 901 loud-

wooden sides, top and bottom This virtually eliminates Sﬂeaker at your local
But inside is a structure so pre- distortion while increasing low- authorized Bose dealer.
cise, complex and rigid, that it fre(}uency power output. Critical For more information, write
can only be manufactured by surfaces are aerodynamically Bose Corporation, Dept. HF,
advanced injection molding shaped to control and Mountain Road,
techniques.” smooth air motion : Framingham,
The Acoustic Matrix” enclo The characteris MA 01701

sure contains 14 distinct regions tics of this enclosure
which act as acoustical elements accurately comple- The complete
Some isolate the nine Helical ment the full-range ]

. . . . 1y ecl.ng oys
Voice Coll drivers as if each had drivers and Active tem contains
a separate enclosure. In others, Electronte Equalization of H

. drivers

air moves at speeds up to 100 the Bose 901 system. Together,
km/hour to reduce unnecessary they can reproduce even the

lowest bass notes with clarity
and power unmatched by
any speaker of conven-
tional design. Regardless
of size or price

The Acoustic Matrix™ enclo-
sure is just one of hundreds of
improvements developed since
the introduction of the original
901 speaker. If so much thought,

- R
Engineering/Design magazine with an award for ingenuity in utilization of plastic

Covered by patent nght- issued and/or pending. T Copvright 1980 by Bose Corp Better sound thl'(‘llgh research.
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sonically but belongs at the bottom of
any hist of performances.

I suggest that Mr. Sullivan start lis-
tening to the music instead of the sonic
dressing. He might find what he has
been missing in analog discs.

William Russell *

Houston, Tex.

Levine’'s "Zauberfiéte” Cast

With reference to your "Behind
the Scenes” item [February], let me
amend or correct some inaccuracies. In
the digital "Zauberflote,” RCA went to a
great deal of trouble to preserve James
Levine’s Salzburg cast—and therefore
the sense of ensemble production You
state that we did not preserve the cast
Let me get some facts on record. lleana
Cotrubas premiered her Pamina with
the new production in 1978. She sang
all the performances that year as well as
all those in 1979. In 1980, she sang only
two out of the five performances be-
cause she was also appearing in “The
Abduction.” Zdislava Donat sang the
Queen of the Night in Salzburg in 1979
and 1980 (following Edita Gruberova's
debut in the role in Salzburg in 1978).

We are very proud of this record-
ing made with the Salzburg cast of Le-
vine's choice. There are no substitutions.

Thomas Z, Shepard

Division Vice President

RCA Red Seal Artists & Repertoire

McClure and Walter

Out of fairness to my colleague
John McClure, | would like this to be an
addendum to my letter printed in De-
cember 1980, in which | took credit for
producing the last recordings of Bruno
Walter, which were praised by Derrick
Henry. If we consider the last recordings
to encompass the whole Los Angeles
series made from 1957 to 1962, then
McClure must also be credited with pro-
ducing many of these historic record-
ings, including the nine symphonies of
Beethoven, the four symphonies of
Brahms, Bruckner’s Fourth and Ninth,
Mahler’s First and Ninth, and the last six
symphonies of Mozart.

Thomas Frost

New York, N.Y

The Composer's Intention

One reason | subscribe to HIGH Fi-
DELITY is to be apprised of the latest op-
era recordings. Usually your reviewers
are careful to balance their personal
views with analytical considerations. But
your September 1980 issue contained
seven columns on the recent Muti
recordings of “Cavalleria rusticana” and

NEW HIGHS. The 5601D defines
hard-to-get high frequencies because
it comes with a cantilever that doesn't
casily distort them.

It's boron-vapor hardened to track
under “G"forces that would buckle
ordinary cantilevers.

NEW FIDELITY. [n addition to
hearing more highs, voure going to
hear less noise from a 5001D.

There’s nothing complex about the

henefits of Samarium-Cobalt magnets.

They are simply less massive and
higher in output than conventional
ones,

So. if we had to give a reason for
our signal-to-noise ratio being better
than most. it's because the material s
we use are better than most,

NEW TECHNOLOGY. Beacuse the

50010 features  Empire's  inertiallv

damped tuned stylus svstem. its per-

formarce is consistent —even when

the capacitance varies from one sys-

tem to the next.

PWrE

pa—

T o

e

Which means. the performance we
monitor in our lab is the performance
vou're likely to hear at home.

NEW SECURITY. Empire's two-
vear limited warranty is 365 davs
longer than the one-year limited war-
rantv offered by many other manu-
facturers.

An extra vear in no uncertain terms.

NEW SOUND. The Empire 5001D.
ou‘re an arm’s length away from a
new listening experience

EVERYONE WHO WANTS
THEIR OLD SYSTEM
TO SOUND LIKE NEW,

RAISE YOUR ARM.

:
i

There's a new sound
waiting in vour system,

-

Clrcle 14 on Reader-Service Card



Ortofon LM cartridges have changed th= audio world.

Super low mdss eliminates resonance distortion
and unwanted sigras from warped records, while our
exclusive, patentec V'MS generating system lets you
hear your records with Lnprecedented clarity

What in the worlc cre vou doing with a cartridge
other than an Ortcfon LM?

orfofon

122 Dupont Street, Plainview, New York 11803
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OPEN AND SHUT
CASE.

Gusdorfs gorgeous :
new case for 168 VCR - e ——~_
cossettes. That's right B iail DEREREE:
168. In beautiful Rendura e

pecan or walnut vinyl
veneer. Just open and pick
Close and admire. You
can't make the case for
convenience any befter.
Write me, Mike Sheperis,
right now. I'll tell you - 4l
where to get it and send e R
you a full-color brochure of :
more of the beautiful
audio-video furniture we
make.

SUSDORF
CORPORATION

6900 Manchester,
St. Louls, MO 63143

Gusdorf Canado Ltd
4830 Cote Vertu
Ville Ste. Laurent, Quebec

GUSDORF.

& HIGH FIDELITY

"I Pagliacci,” and while | have not yet
heard them, | object in no uncertain
terms to the rationale of reviewer Ken-
neth Furie that ... as far as I'm con-
cerned, 'the composer’s intention’ is
pretty much irrelevant.” That statement
should disqualify him from reviewing.

Alan D. Aberbach

President

Western Canadian Opera Society

Waxman Waxes Enthusiastic

I read with interest in the March
issue Paul Snook’s review of Entr'acte
Records’ first LP release of works by
Rozsa, Webb, and Waxman. As copro-
ducer of the recording, | would like to
congratulate its unsung hero, Ward
Marston, who engineered the well-nigh
flawless disc transfers from the original
78s in this reissue and gave fidelity to
the music. The process as he accom-
plished it was like buying an assembled
puzzle in the store, breaking it into
pieces, then putting it back together so
that the cracks do not even show. His
sensitive understanding of the music
and fine craftsmanship are marvelous.

John William Waxman

Westport, Conn.

Reel Enjoyment

I am delighted that, through R. D.
Darrell's "The Tape Deck,” you are
bringing the beauty of reel-to-reel tapes
to your readers’ attention. | find Barclay-
Crocker tapes a source of endless and
deeply moving involvement in music
that 1s incomparably reproduced. The
richness of detail and dynamic range
come closest to an actual concert of all
forms of sonic reproduction that | have
heard. Reel-to-reel tapes are particularly
suited to major choral, orchestral, and
operatic works; their cost is close to that
of records and beats that of cassettes.

When digging among my sons’
possessions in my attic, | found some old
London reels of operas and Gilbert and
Sullivan. They are beautiful, even with-
out Dolby noise reduction. Hiss is vir-
tually inaudible, and there is almost no
distortion. The impact of a piece like
“Parsifal” is terrific. How | wish that
these old tapes of the '60s and "70s
could be revived. If anyone knows of a
source, | would buy a closetful.

Laurence R. Mundy

Mendham, N.J.

We're Moving

Effective immediately, all editorial
correspondence should be addressed to
The Editor, High Fidelity, 825 7th Ave.,
New York, N.Y. 10019.
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headphones canfill the R o -~ Phase Linear dedaler fora

Forthefirsttime, your

Mooe! 180

room with sound instead
ofjust your head.

With the new DSL"(dimen-
sional sonic localizer to its
creators at Phase Linear), you
can hear a whole new dimen-
sion insound.

With headphones, the DSL
makes music seem to surrourd
you. Front. Sides. And behind.

You'll hear a remarkable dif

ference with your speakers, tco.

you hear it. See your local

demecnstration. Or getin

touch with the people at

The sound is bigger, fullerand Phase Linear: 20121 48th Avenue

has more depth. West, Lynnwood, WA 98036,
Yourtriends will probably ask  phone (206} 774-3571. Then hook

if you've recently upgraded your the DSLinto your system

system. And listen to the difference.
And while the DSL technology

is straight out of the ozone, the / /
price is agreeably down to earth O'/é L y
at well under $150. e - AP 2

Scund incredible? Wait until Trne Professional Connection



THE DL-300 SERIES

DL-301 To control reso-
nances, the cantilever
fulcrum of all Denon MC
cartridges 1s independent of
the damping rings The
DL-301 uses two darmping
nngs. each optimized for its
portion of the frequency
range.

In addition a special mag-
netic struclture eliminates
pole pieces reducing both
werght and cost for the best
sonic value in MC cartridges.

DL-303 The first of the
DL-300 Series, the DL-303
has repeatedly been judged
“best of its class.” It features
Denon’s cross-shaped coil
and dual cantilever design
and a spectal tensioning
device that maintains ultra-
high performance for
extended periods

b

DL-305 The ulimate Denon
cartridge for 1981 It com-
bines the cross-shaped coil,
dual-section cantilever,
doubledamping specialten-
sioning device, advanced
stylus shape and amorphous
boron cantilever (for the
2reatest rigidity-to-mass rato
nown to man). The DL-305
is the top of the Denon line
and, therefore. the finest
cartridge available today.

DENON

Imagine

what well
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Tape tuning in Akai deck

The news from Akal 1s automatic
tape tuning in the top-of-the-line
Model GX-F95 cassette deck. Its
built-in computer automatically
determines correct bias,
equalization, and sensitivity for
any tape type. It also features a
built-in timer for unattended play
and record functions, a real-time
tape counter, and tape/source monitoring. Cost of the GX-F95 1s $1,200

Tascam takes a modular approach

Designed for the creative
recordist, Tascam’s System 20 is
a modular mixing system
capable of growing with user
needs. The core of the system
1s the Master Module MM-20, offering six inputs (including two transformer-isolated
mike INputs), six output busses [stereo UNE, MONITOR, and cuE), and provision for
four-track monitoring. Four channels of parametric EQ are available in the PE-20
module, and additional transformer-isolated inputs come in groups of four with the
EX-20 module. A meter unit, the MU-20, completes the system. Each module in the
System 20 is priced separately: MM-20, $395; PE-20, $350; EX-20, $350: and MU-20,
$150 Circle 141 on Reader-Service Card

RG Dynamics expands

—_———
IR AR A T R AT e SR <

RG Dynamics’ X-15 provides
from 6 to 15 dB of dynamic
range enhancement in four
switch-selectable increments
Its signal processing consists of
both expansion and peak
unlimiting, to ensure correct transient repsoduction, and 1s based on the harmonic
structure of the incoming signal as well as its level. The X-15 processes each channel
independently for accurate expansion and includes an “image-control” circuit to
enhance the stereo image. Switches on the front panel enable a user to route
straight or processed signals independently to its tape and main outputs, making it
possible to record expanded programs without reconnecting patch cords. A special
switch setting 1s said to provide optimal expansion for tape recording. The X-15
costs $255.

Circle 148 on Reader-Service Card

No-fuss EQ from Numark

The EQ-2700 from Numark,
which has a built-in pink-noise
generator and sound pressure
level display, is said to make

frequency equalization quick
and accurate. The device

. ! features ten bands of EQ per
channel, with a maximum boost or cut of 15 dB per band, and can be hooked into
the tape monitor loop of a receiver or preamp. Full tape monitoring i1s maintained via
front-panel switching and an additional pair of input/output jacks on the rear. With
the STD-272 calibrated microphone, the EQ-2700 costs $450.

Circle 139 on Reader-Service Card




JBL’s L112 Century Il.
Introducing a new upper class.

Introducing a new class of
tweeter performance

The upper frequencies of music
reproduced with accuracy.
power, depth and subtlety
that you've never heard from
a bookshelf speaker before

To advance the state-of-the
art of tweeter behavior, JBL
engineers utihzed laser
holography to study cone
diaphragm movement- - while
the cones were energized as
in actual use They were

able to see motion that can't he
detected with the naked eye
(even through a microscope)

The resulting tweeter compo
nent for the L112 is a light
weight phenolic vapor
deposition aluminum-coated
dome radiator with a copper
voice coil that offers an
optimum combination of
strength, mass and ngidity
It's at the leading edge

of technology

It performs with exceptionally
smooth response, wide
dispersion, and it handles
high power levels. You'll hear
harmoniCS you ve never
heard before

Combined with the newly

UBL First with the pros.

developed 044 twee'er is a
5" mid-range driver with a
large 7/8" voice coil and stiff
ened cone that provide
transients incredibly close t
a live performance

The L112's Symmetncal Field
Geometry 12" woofer deliver
low frequencies with ex
tremely low distortionr. Lower
than any bookshelf speake
we've ever tested You'll

hear crisp, clean. powerful
bass all the way down to the
lowest notes

And a new High Resolution
Dividing Network controls the

Circle 20 on Reader-Service Card

L112's drivers throughout their
full operating range ... for
sound so coherent, it will
seem that only one extremely
wide-range transducer 1s
responsible-- not three!

Each L.112 is crafted at our
Northridge, California facility,
inspected and tested in over
50 test stations and beauti

fully hand-finished with oiled and
rubbed American walnut veneer.
Get to know the new upper
class. At your JBL dealer
James B. Lansing Sound, Inc

8500 Balboa Bl
Northridge. CA 91329
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degradation in the chain from master head azimuth for each side of every cas

Prerecorded tapes

analog tape to “running” masters—from sette they duplicate. Current offerings
for the which the actual cassettes are made —a include “Professor Plum’s Jazz" [a Dix
perfectlonlst digital recorder is used to make “slave’ ieland album), "Guitar Music from South

masters from the original; the digrtal ver
sion 1s then used to create any number
of running masters. Dolby’s HX head
room extension system is used in the
cassette recording process, as is Dolby B
noise reduction. Audible Images even
clams to adjust Dolby level and record

America,” featuring George Sakellariou.
and "Jan and Dean.” a modern record
ing by the orignal artists of therr hits
from the ‘60s. All issues sell for $17 and
are recorded with either standard or the
shghtly different Nakamichi equalization
The cassettes are available only by mail
rder from Audible Images (822 Sten

Recorded on Fuji metal tape in
real time on modified Nakamichi decks
Audible Images’ line of cassettes is aimed
at the no-compromise music fover In or
der to ensure the least possible signal

T _——

dhal Lane, Cupertino, Calif. 95014

HE=NINE V1S TYPE IV
HMEEMEE pHONO CARTRIDGE

Less can be more
in speakers, too

A new design
known only by its
company name, the
Delpht speaker es
chews woofers,
midrange drivers,
crossover networks,
and level controls in
favor of two 8-inch
drivers covering vir
tually the full fre
quency range and
augmented by a single soft-dome
tweeter This driver configuration is said
to result in wide frequency range along
with better transient response than con-
» ventional designs can deliver. Delphi
“ Speaker Systems, Inc., rates this model at
: a nominal impedance of 4 ohms. The
speakers cost $650 per pair, optional
stands are available for $30 per pair

Circle 140 on Reader-Service Card

For all the facts
circle 50 on Reader Service Card

not simply a “cartridge”...
but an innovative playback system

(. Dynamic Stabilizer Suspended
from two viscous-damped bear-
ings, acts like a shock absorber to
maintain a constant cartridge-to-
record distance and uniform track-
ing force; eliminates record groove
skipping caused by warp; cush-
ions the stylus from accidental
damage

» Electrostatic Neutralizer 10,000
conductive graphite fibers discharge
static electricity from the record dur-
ing play. Eliminates attraction of dust
and tracking force variations caused
by static charges.

Telesco;|)ed Shank Greatly improves
trackability at the critical middle and
high frequencies. Lowest effective
mass, with no sacrifice of necessary
stiffness or strength

By Jupiter!

S T

¢ Two-Function Bearing Unique m
y

” bearing system is optimized for both 'ﬁm

low frequencies and high frequen-

cies independently. Enhances

trackability across entire audio

spectrum

@ Laminated Core Low-loss, lami-
nated electromagnetic structure
provides cons stently flat frequency
response, exczptional channel sep
aration, higher signal leval output

00 18508 11 ;t, ”l'ﬂlllll v
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Roland’s Jupiter-8 1s an eight-voice
polyphonic synthesizer with sixteen os
cillators, a choice of split-keyboard
modes, and comprehensive patching

Hyperelliptical Tip Elongated,
uriform groove contact reduces
hzrmonic and intermodulation dis-

totion by as much as 25% over
ccnventional Elliptical or long
ccntact fips

Circle 50 on Reader-Service Card
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Shure Brothers Irc., 222 Hartrey Ave., Evanston, IL 60204
In Canada: A.C. Simmords & Sons Limited
Manufacturers of high fidelity components, microg-hones, sound systems

memory functions. The total of sixty:
four memories can be recalled in prepro-
grammed pairs for the dual-voice pro
gramming mode, a memorized patching
scheme can be altered at will during
performance or permanently corrected,;
tape connections permit you to dump

and related l“.iTCUIt'y‘ Circle 38 on Reader-Service Card »
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patching schemes from the memory or
to reload them from the tape. The Jupi-
ter-8 costs 56,495.

Circle 145 on Reader-Service Card

With the Audiopatch from Stereo Sentry

Manufacturing Company, the mass of
tangled wires behind multicomponent
audio systems should lessen considera-
bly. Input and output signals from up to

eight components plug into its back
panel via pin jacks. Stereo patch cords
are then used on the front panel to
quickly create any combination of inter-
connections. The Audiopatch Model
455 selis for $110.

Circle 144 on Reader-Service Card

The Polk Principle:
High Technology Delivers...

“Polks are vastly
superior to the

33 Musician

competition.

Lab and listening tests prove
Polks measure and sound better.
Experts agree Polk speakers will give
you the highest quality sound and the
most listening pleasure for your money.
They will deliver amazingly life-like, box-
less, three dimensional sound with
breathtaking clarity and detail in your
listening room from your hifi system.

Magazine

“Polk speakers are so vastly
superior to the competition.. are-
markably well integrated and coherent
sound that adapts itself ideally to all
kinds of music...the kind of open, un-
colored, perfectly imaged sound

we thought began at twice the price. ..
Sound quite magnificent with a
good mid-powered popular brand re-
ceiver... They make the popular speak-

ers in their price range seem dim, col-
ored, boxy and just plain insufficient.
Our advice is not to buy speakers
until you've heard the Polks.”
Musician Magazine

Better sound in your home Polk
Audio loudspeakers will give you more
listening pleasure and greater long term
satisfaction from your music, your rec-
ords and your hifi system. They offer you
the best sound for your money and are
affordably priced from less than $125
each to less than $400 each.

Simply use the free reader service
card to receive detailed information,
copies of the expert's rave reviews and
the location nearest you for auditioning
the Incredible Affordable Polks.
Polk Audio, Inc. 1205 S. Carey St.
Baltimore, Md. 21230.

poliiaudio

Monitor Series Loudspeakers

Clrcle 51 on Reader-Service Card

FR's premium
pickup

Fidelity Research says
that its MC-201
pickup avoids distor-
tion common to
other moving-coil de-
signs by using nonmagnetic material for
the coil core. Equipped with a multira-
dial diamond tip, the pickup weighs in at
72 grams. The MC-201 costs $325

Circle 143 on Reader-Service Card

=

Alignment made
simple

The Geo-Disc, from
Mobile Fidelity
Sound Lab, is a
phono cartridge
alignment device in
the shape of a 12
inch LP and de-
signed to optimize offset angle, lateral
tracking angle, and overhang with any
tonearm. The Geo-Disc, said to be the
simplest of such devices to use, costs
$25.

Circle 142 on Reader-Service Card

Debut from
Denmark

Jamo loudspeakers,
manufactured in
Jutland (the Danish
mainland), have

v only recently been
, i introduced here.
({ - The top of the

\ '@ regular home line is
the Model J-253, a
s - three-way vented
s ' o system with a 15%-
N inch woofer and 2

inch midrange and dual angled %-inch
horn-loaded dome tweeters. Crossovers
occur at 650 Hz and 5 kHz, and re-
sponse is rated from 22 Hz to 40 kHz.
The sensitivity rating is 96 dB SPL from |
watt (0 dBW) at | meter, indicating ex-
ceptional efficiency, though power han-
dlingis rated at 150 watts (21% dBW)
continuous or 250 watts (24 dBW) with
music. Price of J-253 is $698

Circle 146 on Reader-Service Card



Dolby C and Nakamichi
The Perfect Combination

Nakamichi Spoken Here.

¥ B\ Nakamichi

No question about it. Dolby C is a remarkable noise-reduc-
tion system. With 10-dB greater quieting than Dolby B, tape
noise Is inaudible. And, unlike straight companders, Dolby
C doesn't “pump” or “breathe.” But you don't get something
for nothing! Dolby C demands exceptional performance from
the cassette recorder. Even Dolby Laboratories states that
“taking full advantage of the noise reduction effect of

the Dolby C system requires high mechanical and electrical
performance from the recorder incorporating it, including
very low noise in the circuitry which surrounds the

noise reduction processor”

To achieve its superior quieting, Dolby C uses more
compression during recording and more expansion in play-
back. If recorder response and tracking are excellent, the
compensation is perfect. But every frequency-response error
In the recorder is magnified more by Dolby C than by Dolby
B. The result? Audible coloration! Mistracking error alters
tonal balance and upsets the delicate relationship between
fundamental and harmonics. The result? A change in timbre!

While many cassette decks will feature Dolby C, Nakamichi
recorders are renowned for the superior headroom and
inherently smooth, wideband, 20-20,000 Hz response
needed to recreate the total sound experience—a response
free from low-frequency contour effect, mid-frequency sag
and high-frequency rolloff—the response demanded by
Dolby C to achieve its full potential without audible coloration.

New for Nakamichi? Hardly! We have always demanded
such perfection from our recorders—perfection that defies
obsolescence. So, with utmost confidence, we offer the
NR-100 Dolby-C system designed for our most recently intro-
duced models and the NR-200 Dolby B/C processor for

use with other Nakamichi decks. For our new customers, we
have a completely revised line of recorders with built-in
Dolby B/C and advanced electronic metering. See them now
at your Nakamichi dealer.

To learn more about Nakamichi's unique technology. write directly t
Nakamich A Corporation. 1101 rado Avenue, Santa Monica. CA 90401

Dolby NR under license from Dolby {_aboratories Inc The word "DOLBY" and the Doubie-D
symbol are trademarks of Dolby Labcratones. Inc
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love the sound of my ADC

ZLM cartridge, which | use with
a Dual 727 turntable, a Soundcraftsmen
PE-2217 preamp, and a Phase Linear
400 Series Two power amp. Occasion-
ally, however, there is severe distortion
on loud high-frequency passages.
Changing the stylus does not help, but
switching to a Pickering XV 15-400E
eliminates the problem. Can it be that
the ZLM is too “hot” for my preamp?
What can | do to get rid of the distor
tion without giving up the ZLM?—w/
Sawrey, Chula Vista, Calif

Although the ZLM's output is a

trace higher than average and
the Soundcraftsmen’s phono overioad
level is slightly on the low side, we
doubt that this is the source of your
problem. The fact that it disappears
when you change cartridges and that it
manifests itself only at high frequencies
suggests that what you're hearing is
plain old mistracking. First, make sure
that your stylus and records are scrupu-
lously clean, for dirt is a prime suspect in
the situation you describe. Then make
sure that your ZLM is correctly mounted
and aligned in the Dual’s headshell and
that the antiskating is correctly set. Set
the tracking force to the very top of the
range ADC recommends, and double-
check it with an external VTF gauge. If
the difficulty persists, you will probably
have to change cartridges.

My speakers are rated to handle

100 watts of power, and the
click stops on the volume control of my
Technics receiver, rated at 150 watts
per channel, are numbered from one to
ten. Where should | set the volume con-
trol to keep my speakers from getting
too much power and blowing up?—Leo
Caruso, Tampa, Fla.

There is no strict relationship be-

tween the setting of the volume
control and the instantaneous power
output of the receiver, which varies as
the music itself becomes louder or softer
As for blowing up your speakers, there
is little reason for you to worry. Under
artificial conditions, it is possible to de-
stroy almost any speaker with almost
any amp or receiver, but in normal us-
age this is an uncommon occurrence,
even with very powerful units. At ex-
tremely loud playing levels, your speak-
ers will probably tell you that they are
being overdriven by making distinctly

nonmusical sounds well before they seif-
destruct. To play it safe, you might want
to write the manufacturer for instruc
tions on how to fuse your speakers. This
usually involves placing a low-value {1
amp or so) fast-blow fuse in the “hot”
line to each speaker.

| recently moved from North-

ampton, Mass., where the FM
reception on my Sherwoor 7900 re-
ceiver was fine, to Norwich, Conn,,
where | have trouble receiving some of
the stations | want to hear. In particular,
I would like to get clear reception of
WFCR in Amherst, Mass., and of WGBH
in Boston, both about 80 miles away, as
well as of two stations very close to
each other on the dial: WPBH, 90.5 in
Middlefield, Conn., about 50 miles away,
and WRIU, 90.3 in Kingston, R.Il., much
nearer my home. Would buying a newer
receiver help?—Walter B. Simon, Nor
wich, Conn

Perhaps. You would want a

model with excellent sensitivity
to bring in the weak distant stations
and, most importantly, unusually high
adjacent-channel selectivity to help sep-
arate those two kissing cousins. But we
suspect that, given the circumstances
you describe, you still would need a
good high-gain directional antenna
with a rotor, so why not try that first? It
might give new life to an old friend and
save you a few dollars in the bargain.

I am now using a pair of ESS

AMT-10b loudspeakers. How-
ever, | like the warmer sound of some
Quadraflex speakers | have heard. Could
luse an equalizer to make my present
speakers sound like the Quadriflexes |
prefer?—Franklin Covey, Folsom, Calif

An equalizer can be used to al-

ter the frequency response of
signals going to a loudspeaker, in effect
modifying the frequency response of the
speaker. Unfortunately, frequency re-
sponse is not a simple thing: It varies as
one moves from side to side or up and
down relative to the speaker. The pat-
tern of this variation (a speaker’s polar
response or directivity) depends on
many things, including cabinet size and
shape, the number of drivers and their
placement on the cabinet baffle, the
sizes and shapes of the drivers, and the
crossover frequencies and slopes. Speak-
ers differ considerably in all these re-

spects and therefore in their directivity,
as well—something an equializer can do
nothing to change.

Added to that limitation is the
fact that only the more elaborate
graphic equalizers are split into bands
narrower than one octave, which means
that they cannot be used to eliminate
{or mimic) response peaks or dips that
are not fairly broad and smooth. Equal-
izers often can make two speakers
sound stmilar, but seldom identical. In
most cases, the simpler, more satisfac-
tory, and perhaps less expensive alterna-
tive is to trade in your old speakers for a
pair whose sound more nearly matches
your tastes.

When using my Nakamichi 480

cassette deck to tape records
[played with an Ortofon Concord 30
cartridge fitted to the tonearm of a
Yamaha YP-D4 turntable), | get infra-
sonic surges, aggravated by record
warps, that read as high as -5 dB on my
recording-level meters. The resulting
recordings sound like they have a severe
case of wow and flutter. Recording from
the preamp-out jacks of my Mitsubishi
DA-R20 receiver with its low filter en-
gaged seems to solve the problem but
makes monitoring inconvenient, because
adjusting the volume control affects the
recording level. What causes this prob-
lem, and how can | get rid of it?—Scott
A. Ornat, Plymouth, Minn.

Your system’s arm/cartridge

resonance is occurring at a fre-
quency down in the range where warps
are concentrated. You can attack this
problem at its source by using a car-
tridge with lower compliance to raise
the resonance frequency into the “safe”
range between 8 and 12 Hz. Tonearm
damping also can help, if you like to
tinker and don’t mind modifying the
Yamaha Much simpler is the indirect
cure: inserting a sharp high-pass filter
(such as Ace Audio’s Model 4000 into
the line between your receiver's tape
outputs and the inputs to your tape
deck. This will allow you to use the re-
ceiver’s tape monitor loop for its in:
tended function.

| We regret that, due to the volume
of reader mail we get, we cannot
give individual answers to all
L questions.

Circle 24 on Reader-Service Card »



WITH SOME
TAPE YOU
TTELL

YOUR BRASS
FROM
YOUR OBOE.

When the oxide particles on recording tape aren'’t of a
uniform size and shape, you can end up listening to distortion
as well as music. The sounds of different instruments get
blurred together, and your music loses its clarity.

At Maxell, every inch of our tape is checked and rechecked
to make sure the oxide particles are
perfectly uniform. Which means when
you listen to music on Maxell tape,
every instrument will sound perfectly
Clear.

Soif you can't tell your brass from
your oboe, try using our tape. IT’S WOR’I‘H IT




Loudspeaker Testing
and the Listening World

It takes a heap of computations
to make a speaker measurement in a home
—or anything approaching one.

by Robert Long

Ed Foster of Diversified Science Laboratories glances up from the Apple computer
that forms the heart of HF’s new real-room speaker testing procedure.

B eginning with this issue, we are
turning our backs on the anechoic-
chamber loudspeaker measurements
that we have used [with some updat-
ings over the years) since the late Ben
Bauer and his colleagues at CBS Labora-
tories {now CBS Technology Center) de-
vised them for us a decade ago. If there
is a tinge of regret in that statement, it's
not to be wondered at. Our position is a
little like that of someone trading in his
first car for a newer and better model
Sentiment must be kept at bay by a firm
grasp on the improvements at hand.
The seminal improvement is that
Diversified Science Laboratories now is
measuring speakers in a real listening
room, rather than an anechoic chamber
That statement, so easily made, implies a
vast quantity of work, much of it done
by an Apple computer that was far over
the horizon ten years ago. At that time,
the concept of measuring in a real room
was unthinkable because there was no
practical way to remove the room from

the measurements and, therefore, make
them reflect loudspeaker behavior alone.
That's what anechoic chambers were
land are) for, but they necessarily sub-
jected the speakers to an artificial envi-
ronment, making the test results them-
selves useful only after interpretation of
their inherent artificiality.

All audio measurements are, to
some extent, creatures of the process.
Conversely put, the ideal of a single
measurement that would say all that
must be said for comparative product
rankings is still very, very far off because
we don‘t know how to measure all of
the parameters that must be taken into
account or how to weight them against
the real needs of those on whose behalf
we make the measurements. {This por-
tion of the ideal can never be achieved,
of course, since readers don’t share a
single set of criteria and, therefore, an
individual weighting scale would be re-
quired for each reader.) So we measure
what we have the instrumentation and

HIGH FIDELITY

the understanding to measure, knowing
that it will never precisely match the de-
siderata.

That improvements in the match
could be gained by moving away from
anechoic testing was manifest before
DSL began development of its method-
ology. Several companies had begun us-
iNng computers to accumulate, correlate,
and adjust loudspeaker data gathered in
typical listening rooms or, at least, in en-
vironments that simulated their proper-
ties. Among these companies was
Acoustic Research, and when DSL ap-
proached Tim Holl, AR’s vice president of
engineering, for advice on this type of
testing, he and chief engineer Alex De-
Koster gave generously of their time and
their information; they even offered to
share with DSL some of the computer
programs they had developed for the
purpose.

This gave us a solid foundation for
the building of the new test method,
and the superstructure outlined below
rose directly from it. retaining some fa-
miliar features from the old method in
an effort to retain a degree of compara-
bility {albeit a modest one| with the data
that we had been publishing on the
basis of the anechoic measurements. The
very fact that the testing environment is
“echoic” guarantees that measurements
will not be identical to those in anechoic
space even if all other variables are kept
identical. Some ballpark comparisons
thus are possible, but product ranking
on the basis of measurements alone—
even when they are identically derived
—is a task into which angels, however
accomplished at pin-sitting, are not likely
to rush.

Now let’s examine one at a time
the specific parameters that will appear
among the DSL measurements, noting
how the measurement is made and how
it should be regarded within the context
of the overall report. Keep in mind that,
since the speaker no longer is, acQus-
tically, floating in infinite space, some
relationship between the speaker and
the listening-room boundaries must be
postulated. DSL follows the manufac-
turer’s instructions in this regard—if
there are any. Too often, of course, the
manufacturer represents the model as all
things to all placements, and DSL must
make its own decision. In that event, a
“standard” position tends to put the
tweeter near listening height [approxi-
mately 1 meter off the floor] and the
speaker 1s set either with its back against
the wall or four feet in front of it—
whatever seems most consistent with
the design approach and whatever in-
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structions are supplied.

Room response characteristics,
as the graphs in this month’s test reports
show, are measured from two positions:
directly in front of the speaker and ap-
proximately 30 degrees off to one side.
The mike is kept 15 feet from the back
wall (and thus in the “far field,” instead
of the rather arbitrary 1 meter used in
our former tests, among others, which
were far-field at short wavelengths but
essentially near-field at very long ones)
and at listening height. This does not
mean that it is precisely 1 meter off the
floor; the mike is moved about in an
imaginary window about 1 foot square
and centered on the listening position.
And at least 100 measurements are
made this way at each of the two basic
positions. Since full-spectrum pink noise
(rather than frequency sweeps or indi-
vidual noise bands) is used as the source,
all frequencies are excited at once; spec-
trum analysis “chops” the information
into one-third octave bands and aver-
ages the 100-plus tests in each, while
the movement of the testing mike aver-
ages the local spatial effects that other-
wise would color the measurement. The
computer accomplishes all this data av-
eraging in an astonishingly short time.

The computer also corrects for
any response irregularities of the testing
system: the pink-noise generator, the
microphone, the spectrum analyzer, or
the room. This last correction is the
trickiest. It is based on a set of five rever-
beration-time measurements at each of
the points in the room where micro-
phones may be placed. Room modes
and the room’s damping characteristics
are identified in the reverberation data
and stored in the computer as correc-
tion information. Overall room-coupling
effects are not corrected, of course; to
take the room completely out of the re-
sponse data would defeat the purpose
of testing in the “real” environment.

When you look at the response
curves, you will see immediately that the
calibration has been altered. Formerly,
we showed absolute sound pressure
levels for 2 nominal 0-dBW drive and a
microhone distance of 1 meter. Since
our "0 dBW” now is different, following
the same practice would tempt unwar-
ranted comparisons with past reports.
Instead, we take the maximum and min-
imum response figures within the work-
ing range of the speaker (generafly, the
range used in the sensitivity measure-
ment} and arbitrarily call the mean be-
tween these two extremes our 0-dB ref-
erence. In the graph, you can easily see
whether the spread above and below

Diagram shows one “standard” posi-
tion of speaker and mike during on-
axis and off-axis room response
analysis.

this reference is greater or less than + 5
dB (the calibrations adjacent to the 0-dB
reference).

In addition to the smoothness of
the on-axis (solid} curve, look at its gen-
eral lie and at any tendency to tilt one
way or the other toward the frequency
extremes, where response anomalies
that affect perceived tonal balance may
be visible. Comparison of the two curves
will give you some 1dea of the speaker’s
beaminess; the closer the curves lie, the
more uniform the distribution of sound
in space and the lower the likelihood
that tone color will alter radically de-
pending on your listening position.

Sensitivity is measured with
band-limited pink noise {250 Hz to 6
kHz), with the microphone at 1 meter,
just as it used to be. One major change
in the technique affects sensitivity re-
sults in particular, however. Our past re-
ports keyed all their figures to “nominal
impedance” (defined as the impedance
minimum falling just above woofer reso-
nance) and calculated power in watts
from the voltages needed at that imped-
ance—whether or not the frequency
under consideration happened to coin-
cide with that of the impedance min-
imum. So if the nominal impedance
measured 5 ohms, "100 watts” would
require a drive of 22.36 voilts (the square
root of the product of 100 times 5],
which would deliver only 50 watts at
any frequency where the impedance
happened to rise to 10 ohms,

We now dispense with the notion
of "nominal impedance” altogether and
specify actual test voltages instead of
their theoretical power equivalents.
Since the reference resistive load used in
testing amplifiers is 8 ohms, DSL makes
this test with the drive—2.8 volts rms—

necessary to deliver 0 dBW (1 watt) into
an 8-ohm load. Thus both systems, old
and new, use nominal 0-dBW drives;
but since their actual calculation differs,
so will the test results And since most
speakers’ nominal impedance is below 8
ohms (though their average impedance
may not be), the new technique tends
to yield higher numbers

Continuous output follows past
practice in driving the speaker only to
"20 dBW or 100 watts” (28.3 volts rms
in the new procedure] or to excessive
distortion (10% THD or "buzzing”),
whichever comes first, and measuring
the sound pressure level at this drive.
Many speakers will accept more without
misbehavior, of course, but it's hard to
imagine why a home system—even a
very inefficient one—would need to
handle more on a continuous basts.
Many would surely self-destruct if we
made it a practice to feed them with
higher continuous levels, even at the rel-
atively “safe” test frequency of 300 Hz

Pulsed output, again at 300 Hz,
€an pursue these upper power réaches
more safely because of the brief duty
cycle of the pulse, which, to that extent,
more closely resembles musical signals.
This test can be (and frequently is) con-
ducted at the maximum unclipped out-
put of the driving amplfier. DSL stops
short of this drive level if the distortion
becomes excessive. Since audible change
may be evident in the pulse reproduc-
tion before outright clipping occurs,
audibility {rather than visibility on an os-
cilloscope} has been adopted as the cri-
terion. Evidently the ear is more sensi-
tive than the oscilloscope; the maximum
allowable pulse distortion seems dis-
tinctly lower by this criterion than by
the former visible-deformation judgment
method. So pulse-handling comparisons
should not be attempted with a combi-
nation of old and new measurements.

Distortion, like sensitivity, is
measured at 1 meter. Drive voltages for
the desired sound pressure levels are
calculated from the sensitivity data (so
that these levels will be averaged in the
band—250 Hz to 6 kHz—used for the
sensitivity test), and a series of tones
one-third octave apart are fed to the
speaker at these voltages. The second
and third harmonics of the test fre-
quencies are measured with a spectrum
analyzer and the results stored and
plotted with the aid of the computer.
Because of the quantity of data in-
velved, we continue to give overall
characterizations of it in the main text,
rather than trying to list or plot it in
some form in the data column. HF



Preparation supervised by Robert
Long, Peter Dobbin, Michael Riggs,
and Edward J. Foster. Laboratory
data (unless otherwise noted) sup-
plied by Diversified Science
Laboratories.

First Ever:
NAD’'s Dolby C
Cassette Deck

NAD Model 6150C cassette deck

PLAYBACK RESPONSE (TDK test tape; -20 dB DIN)
DB
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Lch +1.-30dB, 40 Hz to 12.5 kHz
Rch +1%, -2% dB, 40 Hz to 12.5 kHz

RECORD/PLAY RESPONSE. TYPE 2 TAPE (-20 dB|
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HZ 20 50 100 200 500 1K 2K 5K 10K 20K
Lch +0, -3 dB. 32 Hz to 15 kHz

- Rch +0,-3dB 31 Hzto 15 kHz
with Dolby B noise reduction

— Lc¢ch +%, -3 dB, 32 Hzto 12.5 kHz

— Rch +%, -3 dB, 31 Hzto 13 kHz

Report Policy: Equipment reports are based on labora-
tory measurements and controlled listering tests. Unless
otherwise noted, test data and measurements are ob-
tained by Diversified Science Laboratores. The choice of
equipment to be tested rests with the editors of HIGH
FIDELITY. Samples normally are supplied on toan from the
manufacturer. Manufacturers are not permitted to read re-
ports in advance of publication, and no report, or portion
thereof, may be reproduced for any purpose or in any form
without written permission of the publisher. All reports
shoulid be construed as applying to the specific samples
tested; HIGH FIDEUITY and Diversified Science Laboratories
assume no responsibility for product performance or
quality.

HIGH FIDELITY

quipment Reports

NAD Model 6150C cassette deck, in metal case. Dimensions: 16
by 3%: inches (front panel), 9 inches deep plus clearance for controls and
connections. Price: $460; optional RC-61 remote control, $50. Warranty:
“limited,” two years parts and labor. Manufacturer: made in Japan for
NAD |U.S.A.), Inc., 675 Canton St., Norwood, Mass. 02062.

Well, folks, Dolby C really is here, with its touted extra noise reduction
(some 10 dB more than Dolby B] and improved high-frequency headroom. And it
looks like a winner to us—thanks, in part, to the NAD deck in which, as far as we
know, it reaches the market for the first time anywhere in the world. Naturally, our
curiosity about the newest Dolby circuit had been running high; when we were
offered test samples from the first production run, we were delighted, to say the
least. And the delight doesn’t stop there

The deck itself doesn’t look like a world-shaker on first encounter. its
modest proportions and quiet styling are in keeping with the moderate price and
the two-head format. Only the noise-reduction options—Daotsy C, Doisy B, and
OFF—give it away. In practice, as well as theory, the C encoder adds more upward
compression than Dolby B and extends farther down in frequency, thus suppressing
more noise in both dimensions. At the same time, it introduces less compression at
the very top of the range to prevent any exaggeration of saturation effects. Dolby B
does, indeed, magnify them; that’s why high-frequency response is not quite as
good with the noise-reduction switch on in most decks and why Dolby Laboratories
came up with the HX circuit. Dolby B tends to exaggerate any response anomaly
within its working range because it expands dynamic values in decoding. Since the
expansion is even greater in Dolby C, the exaggeration tends to be greater as well,
putting an added premium on cofrect tape matching so that response is inherently
as flat as possible. '

One of the first things we looked at in the 6 150C was its tape
matching. As you can see from the response curves, it's very good, especially for a
two-head deck, when measured with the Maxell tapes suggested by NAD: UDXL-I!
as the Type 2 ferricobalt, UD as the Type | ferric, and MX as the Type 4 metal. Not
only is the response quite flat, but the introduction of Dolby B (see the Type 2
record/play curves) does little to unfiatten it, confirming good sensitivity adjustment.
The Dolby C curves [which have their own graph) are not quite as flat as the B
curves, but they're at least as good as those for many decks in this respect. Note
that the Type 2 curves lose a little at the top end when the Dolby B is turned on
and regain it when the switch is moved to Dolby C. The metal tape, with its greater
high-frequency headroom, shows no saturation effects at the test levet (-20 dBJ and
therefore no real difference among the three noise-reduction options.

As usual, Diversified Science Laboratories also ran some Type 2 response



ADC engineers weren't 100ki
That's why they weren’t satisff

Originalit

or gnventional speaker sound.
@ conventional speaker design.

When it comes to performance,
size doesn’t count...anymore.

There's nothing conventional about
our ADC MS-650 mini-speaker system.

Not its size; each MS-650 s just
11"high

Not its design; it's available as a pair
or as a three piece system with bass
module.

Not its performance, “We cranked
up the volume to almost orgiastic levels

.. Ry Cooder's bass guitar and the

howitzers in the new Telarc digital 1812
Overture came through undiminished
and unscathed, and we didn't even
smell the smoke of battle...."- Hi-Fi/
Stereo Buyers Guide.

Ferrofluid cooled drivers for higher
performance and lower distortion.

There's also nothing conventional
about MS-650 technology.

Most mini-system drivers can
overheat and distort under high power.
Both our 62" high compliance woofer
and 1"soft dome polyamide tweeter are
specially cooled with ferrofluid. It
disperses heat five times faster than air
for better frequency response, lower
distortion and greater power handling
capacity... 150 watts per channel!

A bass module that isolates low fre-
quencies for extended bass response.
For most people a pair of ADC
MS-650's are perfect. But maybe
you're not most people. For you, there's
our matching MS-10W bass moduie. It
reproduces the lowest bass notes for
both channels. The result? Bass
response that not only defies the size of
the system, it defies the imagination.
For your nearest ADC MS-650
dealer call toll-free 1-800-243-9544. Or
write Audio Dynamics Corporation
Pickett District Road, New Miiford, CT
06776. In Canada, BSR (Canada) Ltd.
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RECORD/PLAY RESPONSE, TYPE 4 TAPE {-20 dB)
DB —— -
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Lch +%, -3 dB, 32 Hz 1o 19 kHz2
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Lch +1,-3dB, 32 Hzt0 15 kH2
——= Reh +%, -3 dB, 32 Hz to 14.5 kHz

RECORD/PLAY RESPONSE WITH DOLBY C (-20 dB)
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HZ 20 S0
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with Type 2 tape

Lch +%, -3 dB, 32 Hz to 15 kHz
-=-= Rch +1,-30dB, 31 Hzto 145 kHz
with Type | tape
—-— Lc¢h +1,-3dB, 32 H2to 15.5 kHz
—=-—Rch +1%, -3dB, 32 Hz to 15 kHz

S/N RATIO [re DIN O dB; A-weighted)

Type 2 Type 4 Type 1
record/piay without nolse reduction

57%: dB 56 dB S4Y dB
Doiby B record/play

65% dB 63% dB 62" dB
Dolby C record/piay (see text)

69 dB 68 dB 65 dB
METER READING FOR DIN 0 DB [oF ]

METER READING FOR 3% DISTORTION (at 333 Hz}

Type 2 or Type 4 tape +2dB
Type | tape +4 dB
DISTORTION see text
ERASURE {333 Hz, re DIN O dB)

Type 2 tape 74 dB
Type 4 tape 67 dB
CHANNEL SEPARATION jat 333 Hz} 4B dB

SPEED ACCURACY 0.7% fast at 105 VAC;
0.B% fast at 120 VAC:

0.8% fast at 127 VAC

HIGH FIDELITY

RECORDING INTERLOCK
FAST WIND

EJECT =23

AC POWER —33

HEADPHONES —=8) == r
COUNTER RESET

MEMORY STOP {ON/OFF)

}— MIKE INPUTS
I3

RECORDING LEVEL ADJUST
OUTPUT LEVEL ADJUST.
TIMER {PLAY/OFF/RECORDING)

NOISE REDUCTION {DOLBY C/DOLBY B/OFF)

TAPE SELECT. (NORMAL/SPECIAL CHROME/METAL)
MULTIPLEX FILTER [ON/OFF}

curves at higher levels to investigate saturation effects. With the Dolby B circuit
engaged, there is the usual small loss, which is easiest to document in terms of the
frequencies at which the response curves are 3 dB below their reference levels. For
Dolby B, they are 5 kHz for the 0-dB curve and 9.5 kHz for - 10 dB; without noise
reduction, they are 5.5 and 10.5 kHz, respectively, with Dolby C they are 7.25 and
11.5 kHz—a significant improvement.

The measurements seem to indicate (incorrectly) that a tradeoff is
involved: a gain of less than 5 dB in S/N ratio when you switch from B to C, rather
than the promised extra 10 dB. Our measurements are A-weighted. Given fairly
even spectral distribution of the noise, A weighting usually correlates well with
audible effects, but this noise is not evenly distributed. When DSL ran no-signal
noise-spectrum analyses with the three tapes, all showed the typical tape noise
“response,” rising with frequency, without noise reduction. The B circuit takes a
healthy bite out of the hiss, delivering its 10 dB of improvement in the range
between 2 and 7 kHz and more or less flattening the curves except at the very top
end. The Dolby C spectra cut noise by well over 10 dB more across a broad range
from the midbass up into the treble—right where it's most needed once Dolby B has
taken its bite—but actually reduce noise less than Dolby B as frequency nears 20
kHz. The result is a series of deeply swaybacked curves that average about the same
as Dolby B's below 100 Hz and above 10 kHz. The weighting technique, in taking
undue account of these maxima, underestimates the subjective importance of the
deep valley between them.

Not so, the ear: With any reasonable level setting, Dolby C is dead
quiet on the NAD deck. We were able to copy Dolby B open reels with no
discernible loss, for example, which no combination of built-in noise reduction,
supertape, and high speed has ever permitted on any cassette deck we’ve tested
before. The effect is astonishing if you're used to that whisper of hiss, always there
in the background, when you're listening to cassettes. Conclusion: As predicted, the
Dolby C system effectively addresses itself to both the noise spectra of cassette
tapes and the ear’s sensitivity spectrum for optimum effect.

Distortion figures proved good, but somewhat surprising. Ordinarily we
show only the third harmonic—normally the worst, in tape equipment—in our
graphs. Had we done so here, you would have seen figures of 0.48% with Type 2,
0.29% with Type 4, and 0.35% with Type 1 as the maximum measurements
(between 50 Hz and 5 kHz), each representing the usual distortion rise at the higher
frequencies. Here, however, the second harmonics at the low end of the range were
higher than the third at those frequencies: 0.57% with Type 2, 0.46% with Type 4,
and 0.71% with Type 1. Maximum THD figures still are below %% for all tapes, so
there is no cause for complaint; but showing only the third harmonic would, in this
case, have made distortion seem even lower than it is.

If we have any complaint with basic performance, it is that wow and
flutter are not quite as low as we have come to expect at this price, though for
general purposes, the figures are adequate. We also find that the tape doesn’t get
up to speed instantly when you release the pAuse, producing a brief groan in
playback or an obvious “chiff” if you begin recording during a sustained tone. But it
is very quiet and will make edits that are, at worst, barely detectable where
background noise is either low or (as in applause) composed primarily of transients.
The meter also elicited some complaint for its rather coarse (2-dB) calibration
gradations in the 0-dB range, but since it isn’t required for tape matching, this
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WQW & FLUTTER (ANSI/IEEE weighted peak)

average maximom

playback +£0.09% +0.12%
record/play +£0.11% +£0.14%
SENSITIVITY {re DIN 0 dB; 333 Hz)

line Input 100 mv
mike input 0.66 mv
MIKE INPUT OVERLOAD [clipping) 50 mv
MAX. OUTPUT [from DIN 0 dB) 585 mvV

A Quick Guide to Tape Types

Our classifications, Types O through 4, are based
largely on those embodied in the measurement standards
now in the process of ratification by the International
Electrotechnical Commission. The higher the type number,
the higher the tape price generaily is in any given brand.
Simitarly, the higher type numbers imply superior perform-
ance, though—depending in part on the deck in whichthe
tape is used—they do not guarantee it

Type O tapes represent "ground zero™ in that
they follow the onginal Philips-based DIN spec. They are

An Astonishing
Speaker from
Great Britain

Boothroyd Stuart Meridian M-2 powered speaker

ROOM RESPONSE CHARACTERISTICS

HZ 20 S0

100 200 500 1K 2K

on-axis response
----- oft-axis {30°) response

SENSITIVITY (at 1 meter; 250 Hz to 6 kHz}

99% dB SPL from 0.5 voit

CONTINUOUS QUTPUT fat t meter. 300 Hz)
103% dB SPL

PULSED QUTPUT (at 1 meter: 300 Hz}
112 dB SPL peak

HIGH FIDELITY

consideration is not as crucial as it might be.

There is provision for tape matching, however. On the back panel is a
horizontal bias slider with a detented center position, the “standard” setting used
for all the lab measurements. If you have the necessary test equipment and
experience, you could use it to tailor the deck to formulations other than those
substantially interchangeable with the recommended Maxell tapes. Since thisis a
two-head deck, requiring cut-and-try tactics, it isn't easy. That's why the control is
hidden; it is not intended for regular use by the owner.

And tape matching obviously is exceptionally important with Dolby C,
as it is with any noise-reduction system that introduces more than minimal playback
expansion. Since the expansion exaggerates level anomalies (dropouts, poor head
contact) as well as response irregularities, it puts a premium on transport quality as
well. Though we won't be surprised if a race develops for the least expensive Dolby
C deck on the market, coupling it with an inferior design would be both a pity and a
mistake. The NAD deck is by no means inferior and therefore contributes materially

to the very high marks we give Dolby C in this first encounter. We expect to be

hearing a lot more of both.

Circle 135 on Reader-Service Card

ferric tapes. called LN [low-norse) by some manutacturers,
requiring minimum (nominal 100%]} bias and the original,
"standard” 120-microsecond playback equallization
Thoughthey include the “garden varety” formuiations,
the best are capable of excellent performance at moderate
costin decks that are well matched to them.

Type V{IEC Type Il tapes are ferrics requiring the
same 120-microsecond playback EQ but somewhat higher
bias. They sometimes are styled LH {low-nolse, high out-
put} formulations or “premium ferrics.”

Type 2 {IEC Type ll] tapes are Intended for use

with 70-microsecond playback EQ and higher recording
bias still (nominal 150%]. The first formulations of this sort
used chromium dioxide; today they also Inciude chrome-
rompatibie coatings such as the ferricobaits

Type 3 {IEC Type Ill} tapes are dual-layered fer-
richromes. implying the 70-microsecond {“chrome”} play-
back EQ Approaches to their biasing and recording EQ
vary somewhat from one deck manufacturer to another

Type 4 {IEC Type IV] are the metal-particle, or "al-
loy” tapes, requiring the highest blas of all and retaining the
70-microsecond EQ of Type 2

Meridian M-2 powered loudspeaker system, in wood
enclosure with metal base. Dimensions: 6% by approx. 31 inches (front;
height depends on adjustment to cant enclosure toward listening area),
14%; inches deep. Price: $2,900 in rosewood, $2,700 in walnut or black
ash. Warranty: “limited,” three years parts and labor. Manufacturer:
Boothroyd Stuart, Ltd., England: U.S. distributor: Anglo American Audio
Co., inc., 1080 Bellamy Road North, Scarborough, Ont., Canada M1H 1H2,

“Incredible” is not a word we apply carelessly to audio, but this is one
context where it belongs. Most incredible, perhaps, is the look of the front panel
with the grille removed: There simply is no woofer in this full-range system. Instead,
there are two 5-inch midrange drivers (with Bextrene cones, of course) flanking a
dome tweeter, to which they cross over near 2 kHz. There’s also a port, but it only
reminds the eye that custom would lead us to expect a larger driver somewhere in
the system. Powered loudspeakers still are rare enough to create some wonder, of
course, but the sound itself is a more important component of the astonishment that
the M-2 generates.

It is not Boothroyd Stuart’s first powered Meridian speaker. The M-1
was bigger and less impressive in its conventionality; like most powered models, it
made us wonder why it was powered—whether a passive model we could have
driven with our own amp would not really have done as well. But one glance at the
tiny drivers in the M-2 answers the question on its behalf: Only in symbiosis with a
specially designed amplifier could they be expected to approach full bass response,
though coupling between the two “midrange” drivers certainly gives them greater
air-moving power than their size would otherwise imply. Boothroyd Stuart describes
the arrangement as the acoustic equivalent of an elliptical woofer measuring about
S by 12 inches with a concentrically mounted, time-compensated tweeter. After a
few moments’ reflection, therefore, amazement pales in the light of reason.

But not altogether. The salient property of the sound is its uncanny
imaging, which we consistently remarked on during our listening tests. They were
conducted with the speakers free-standing, well away from side and back walls, as
the company’s own demonstrations have consistently placed them. Once the
placement has been adjusted to disengage the systems from unwanted room
effects, so to speak, the air between and somewhat behind the two speakers seems
to generate sound. In some unexplained way (at least to us), the imaging manages



AKAI MINI-COMPONENTS.
FOR PEOPLE WITH MORE TASTE
THAN SPACE.

Through the magic of LSI teckrology, pulsed
power supplies and a unicue mini zircuit board
design, AKAI has masterfully managed to craft a
collection of aud:c components that rivals many
systems twice its size. The new UC-5 series.

For starte-s. yo1'll find gold-plated pin jacks
and input terrinals standard throughout to mini-
mize distortion and maximize durability.
| And an ontional infrared remote control unit
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ing your style.
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Altec
Domesticates
The Horn

HIGH FIDELITY

to suggest signal matrixing (Sonic Holography, etc.] without its electrical
manipulation

We used Meridian’'s own preamp, feeding via DIN cable to the amps
built into the speakers, for most of our listening tests; but the lab and some of the
listening made use of regular pin jacks that parallel the amps’ DIN input sockets. The
amplifier actually is listed as a biamp: a combination of a 70-watt (18Y%-dBW/) section
driving the woofers and a 35-watt [15%-dBW/] section for the tweeter. The lab, of
course, treated the ensemble as a "black box”; without access to the amp/driver
interface, subsection measurements are impossible-—and they're largely beside the
point in any event.

Thus the sensitivity is stated for a %z-volt input (reference level for
preamp outputs in the IHF standard, which we follow in our tests] instead of for the
voltage equivalent of O dBW. Actually, most preamps have headroom for peaks of
several volts, meaning that at maximum gain they could drive it to higher levels, at
least instantaneously. DSL found that the tonal quality of input pulses altered
audibly when pushed to peak sound pressure levels of 112 dB, implying an input
waveform with peaks of approximately 2 volits. On continuous 300-Hz tones,
buzzing set in at about 1 volit rms. So the capabilities of the speaker ensemble seem
well matched to those of typical preamps. These upper-limit sound pressure levels
don’t add up to exceptional dynamic range, but they’re ample for most home
applications, even in quite large rooms.

Distortion proved moderate at moderate drive levels. The second
harmonic averages below %% above 100 Hz and rises to about 5% near the woofer
resonance; the third harmonics are lower (say, 2-3%] in this range but, though they
also average below %% through the rest of the spectrum, exceed 1% in the 5-kHz
range. When input is increased enough to deliver 100 dB SPL, there is a general rise
in distortion across the board, signaling the imminence of the limits established in
the 300-Hz tone and pulse tests.

All the measurements were made with the speakers four feet in front of
the back wall, following the general placement recommendations of the company.
The lab comments that the bass could be strengthened by moving the speakers
nearer to a room boundary, but we generally considered the bass solid sounding
(startlingly so, considering the driver size) in our listening tests with them well out in
the room. A/B comparisons (which were somewhat problematic because the built-in
amps prevented our normal speaker switching) confirmed adequate bass but
spotlighted some coloration, which may be related to the mild prominence around
800 Hz in the measured response. There were times, too, at which the M-2's sound
seemed somewhat constrained or less open in comparison with that of our stalking
horses.

But when comparisons wete set aside and our attention turned
unilaterally to the pair of M-2s, even for a very brief time, the one attribute that
consistently stood out was the crystalline stereo imaging. Again, it's not just a
question of stability and of unequivocal differentiation, but of somehow dissociating
the sound from the speakers so that it appears to be generated in thin air. When the
musical forces are small—chamber, folk, and small jazz combos, for examples—the
effect can be particularly uncanny. We also found it, in varying degrees, intensely
pleasurable: something some of our auditioners consistently wanted to return to
after the listening chores were done.

Circle 134 on Reader-Service Card

Altec Lansing Model 6 loudspeaker, in wood enclosure with
wood-veneer finish. Dimensions: 15 by 24%; inches [front), 12% inches
deep. Price: $350. Warranty: “limitad,” five years parts and labor.
Manufacturer: Altec Lansing International, 1515 S. Manchester Ave.,
Anaheim, Calif. 92803.

For some forty years, horn-loaded tweeters and ported woofer
enclosures have been hallmarks of Altec Lansing’s home and professional systems. In
the last few years these elements have been refined—especially through the
development of the constant-directivity horn and the radial phase plug, nicknamed
Mantaray and Tangerine, respectively. First incorporated in large floor-standing
speakers (HF test report on the Model 19, February 1978, these and further
refinements are now being offered in a line of three less buiky systems with the
three-way Model 6 in the middle.

Circle 11 on Reader-Service Card »



1939...FIRST DIRECT-DRIVE TURNTABLE SYSTEM.
1951...FIRST MOVING-COIL CARTRIDGE.
-1972...FIRST DIGITAL (PCM) RECORDING.

Denon was founded
71years ago, making it
among the oldest extant
companies in the audio
industry. Thirty years ago,
Denon first entered the
professional recording
field, and today it is the
prime supplier to
organizations like the
NHK, Japan'’s equivalent

i to the British BBC.
. Denon’s professional
products range from

blank tape to 24-track
recording consoles to
fully automated radio
stations; their accom-
plishments include the
development of PCM
’-"ﬂ = r) () (digital recording), one

of the most significant
advancements in the
history of recorded
sound.

In the U.S. Denon is
known primarily by those
in the know. In Japan, the
land where electronics is
king, Denon is king of
the land.
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-1381...THE DENON DR-330 AND DR-320
SERVO-TENSIONER THREE-HEAD CASSETTE DECKS. DENON

Many manufacturers would lead you to believe that three heads alone
can transform a cassette deck. Denon's experierice with professional studio /maglne
tape-recorders proved that lack of uniform tape-to-head contaﬁt and hpr%peg
transport stability, can create serious phase probiems —especially in the hig
frequencies —whether the recorder has {nree heads or two. What WE//

To solve this problem, Denon developed & unigue Tape Tension Servo d t
Sensor, a system that maintains uniform tape-to-head contact during record 0 nex .
and playback. In addition, Denon originaled the Non-Slip Reel Drive mechanism
(without clutches) which provides the extremely stable tape movement and
prolongs the deck’s life.

Before the development of the DR-330 (Speed Control and fine Bias
Ad ustment), Denon built two-head decks, which many audiophiles prefer even
to the most expensive conventional three-head units.

With the development of the Tape Tension Servo Sensor and Non-Slip
Reel Drive, Denon has realized the full pctential of the three-head configuration

The Denon DR-320 and DR-330. Two important contributions to better R 77 r A1 By )
sound reproduction, from the company where innovation is a traditicn. ! 27 Law Drive, Fairfield, N.J. 07006 1+




Altec Lansing Model 6 loudspeaker

DB
+5
0

5
10

HZ 20 S0 100 200 500 IK 2K  SK 10K 20K
ROOM RESPONSE CHARAC TERISTICS

onN-axis response

oft-axis (30°) response

SENSITIVITY {at | meter; 2.8-volt pink noise,
250 Hz to 6 kH2) 90 dB SPL

CONTINUOUS OUTPUT (at 1 meter. 300 Hz)
11 dB SPL from 28.3 volts (see text]

PULSED QUTPUT {at | meter; 300 Hz)
117 dB SPL from 56.6 volts peak

HIGH FIDELITY

This speaker employs a nicely designed piezoelectric compression driver
dubbed an LZT {for its lead zirconate titanaie transducer element]. The Mantaray
horn into which it operates is far smaller than that in previous models and is shaped
differently. But like the horns in the Model 19 and Model 14 (both of which are
two-way systems, requiring lower tweeter crossovers|, that in the Model 6 was
designed with the aid of a computer for even sound distribution in a precisely
calculated area. In addition, the driver’s radial phase plug is said to propagate more
high-frequency energy than older circumferential plugs will. The horn assembly can
be reoriented by 90 degrees if the speaker is to be used horizontally, thus
maintaining the intended directivity, which is broader horizontally than vertically.
The Model 6's remaining drivers are a 5-inch midrange cone and 10-inch woofer in
a ported chamber.

A newly developed crossover—referred to as a pass-band stable
network—is said to further increase the effective sensitivity of the high-frequency
driver while presenting an extremely stable load for the ampilifier. To prevent
damage to the drivers, an automatic power control circuit lowers the input to the
system when safe operating limits are exceeded. Baffle-mounted on the same
escutcheon as the mid- and high-frequency controls is a display that lights when the
automatic power control circuit activates, and the dispiay s visible through the
semitransparent black grille cloth. The baffle board is completely padded with
sound-absorbent material to reduce cabinet reflections and diffraction effects that
can cause irregularities in frequency response and unstable stereo imaging. Finaily,
the glossy polish of the cabinet’s Endriana wood veneer gives us a refreshing
change from the acres of oiled walnut we've viewed over the years.

In the lab tests, the Model 6 emerged with high marks all around. Its
sensitivity—90 dB with an input of 2.8 volts (equivalent to 0 dBW or 1 watt into 8
ohms)—is quite high. It accepted a continuous-tone input of 28.3 volts (equivalent
to 20 dBW or 100 watts into 8 ohms] without exceeding distortion limits or audibly
buzzing. At that drive level, however, the power control circuit activated after
about 6 seconds, reducing the speaker’s output from 111 to 104 dB SPL. Like a
turtle that reacts to danger by withdrawing into its shell, then pokes its head out
again to see if the danger has passed, the circuit returned to normal again after an
interval of about 8 seconds even though the input had not been reduced. Peak
sound pressure levels of 117 dB could be elicited with peak inputs of 56.6 volts
{equivalent to 26 dBW or 400 watts into 8 ohms). Yet DSL informs us that the
limiting factor in this test was not the speaker, but the amplifier, which simply ran
out of steam at that level.

From the woofer resonance at about 62 Hz, the impedance curve falls
to a nominal 6.7 ohms at 110 Hz, then rises gradually through the midrange to a
maximum of 17 ohms in the upper treble region. Considering both the speaker’s
high efficiency and relatively smooth and cansistent impedance values, the Model 6
should interface nicely with just about any amplifier or receiver. Frequency response
1s exceptionally flat, with extraordinary output down into the deep bass. Notable,
too, is the virtual duplication of both on-axis and off-axis traces in the very high-
frequency section of the curve. The Mantaray horn obviously does exactly what its
designers intended: maintaining consistent high-frequency output over a broad
horizontal angle.

The midrange control begins its action at approximately 1 kHz,
producing a maximum cut of 15 dB, at 2.5 khz, as the control is rotated from its
OPTIMUM setting to the minimum. The control allows some additional rotation
beyond opTiMUM, and up to 2%: dB of boost can be realized at 2.5 kHz. When the
high-frequency control is set to its maximum, it delivers about 7 dB of additional
output above 8 kHz. Moving the control to its minimum setting results in a gradual
rolloff of response starting at 2.5 kHz, with response down by approximately 7 dB
or more above 8 kHz. Thus, hefty but not preposterous changes can be introduced
at these controls. Harmonic distortion measurements made at loud playing levels
{100 dB SPL) are remarkably low. The softer second harmonic predominates in the
lower midrange area, though even here it barely exceeds 1%. Third harmonics are
even lower, with values averaging less than 2% over most of the speaker’s range.
At moderate playing levels {90 dB SPL), harmonic distortion is negligible, averaging
well below Y2%.

In the listening room, we turned to Altec’s particularly comprehensive
and well-written owner’s manual to help us determine optimum speaker placement.
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3D Acoustics Modeil 3D-6108B loudspeaker system
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Altec is refreshingly frank about the problems of poor placement; following the
manual’s admonitions, we placed our pair away from the back wall, approximately
three feet from the side walls and about seven feet apart. This gave us broad and
detailed stereo imaging that held up well in a broad listening arc. A small cut at the
midrange control tamed what we deemed excessive forwardness on voices; one
auditioner felt the bass was a hair heavy-handed. but the preamp’s bass control
solved that, too. The bass is robust, with no hesitancy on even the deepest organ
and drum fundamentals. Massed orchestral passages are handled effortlessly, a
hallmark of a good speaker.

With the Model 6, Altec has domesticated the horn-loaded
loudspeaker. Not only has it tamed the beaminess that has given high-frequency
horns a reputation for coloration, but it has reduced the size of the systems from the
chunky Medel 14 and monumental Model 19. The Model 6 is finished like fine
furniture and is small enough to be accommodated even in urban-size rooms. We
have no doubt it will take up residence in a great many of them.

Circie 133 on Reader-Service Card

3D Acoustics Model 3D-6T08B three-piece loudspeaker system
(two satellite speakers and a floor-standing bass module), in walnut-
veneer enclosures. Satellite dimensions: 8 by 13" inches (front), 6% inches
deep. Bass module dimensions: 15% by 23 inches (front), 11" inches deep
(max.). Price: $450 (east), $500 (west); optional stands for satellites, $65
per pair [east), $75 per pair (west). Warranty: “full,” five years parts, labor,
and shipping. Manufacturer: 3D Acoustics, Inc., 5 Sunrise Plaza, Valley
Stream, N.Y. 11581.

There is an obvious symbiosis between a so-called subwoofer and a pair
of minispeakers—which are easy to place but invariably bass-shy in comparison with
big full-range systems. The combination theoretically offers audiophiles the best of
both worlds: full-range music reproduction without the clutter of a pair of large,
ungainly boxes in the living room. Unfortunately, most of these satellite/subwoofer
systems have been considerably more expensive than conventional models of similar
performance. But this is not the case with 3D Acoustics’ three-piece loudspeaker
system, which sells for about the cost of a good pair of full-range two-way speakers.

The first product from this new company (scarcely a year old), the 3D-
610B comprises a pair of compact speakers, each with a one-inch dome tweeter and
a six-inch driver in an acoustic suspension enclosure, and a single bass module built
around a resistively loaded ten-inch woofer with a dual voice coil. Amplifier
connections are made to the woofer module via a set of spring-loaded clips on the
rear of the enclosure. Leads to the satellites are strung from a second set of clips on
the woofer box, which are connected in parallel to the first set for full-range
operation of the satellites. The inputs to the woofer itself are rolled off above 100
Hz by a passive crossover filter. Because the woaofer has a separate voice coll for
each channel, the crossover is spared the costly task of matrixing stereo signals into
mono for delivery to a conventional driver with only one voice colil

Driven with 2.8 volts [equivalent to 0 dBW or 1 watt into 8 ohms) of
band-limited pink noise, the system showed itself to be moderately efficient. If we
had to rate the impedances of the satellite and woofer modules separately, we
would call the former 8-ohm units and the latter a 6-ohm unit. The system as a
whole stays very close to 4 ohms from 20 to 90 Hz, meanders between 5 and 6
ohms up to 200 Hg, rises smoothly to a maximum of 53 ohms at about 1.2 kHz, and
then falls back to 5.7 ohms at 7 kHz. We would not expect any good amplifier to
have trouble driving such a load

Because the small satellite speakers are driven full range, with no
electrical cutoff at the bottom end, they become the limiting factor in the 3D’s
power-handling capacity. Diversified Science Laboratories found that the system
could accurately reproduce 300-Hz shaped tone bursts at peak drive levels as high
as = 14 volts [equivalent to 14 dBW or 25 watts into 8 ohms), which is similar to the
performance of a typical good minispeaker. The continuous output test was not
performed, because “distortion”—actually extraneous noise created by air leaking
from the cabinet—became intrusive at 95 dB SPL, though true harmonic distortion
was still reasonably low.

Below the 300-Hz test frequency, distortion rises appreciably, with the
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INCREDIBLY SIMPLE

Sophistication without mini-component system can
complication. Performance be activated by Aiwa’s unique
without bulk. It's not a infrared remote control. In
dream. It’s the incredible fact, the M-501 system shown
Aiwa M-501 mini-compo- here is so advanced it can be
nent system. An audio sys- 8] prcgrammed to turn on by it-
tem whose technology is so - it e [i oo oo self, record by itself, even
advanced, size is immater- Jeh 57 change up to 6 preset tuner
ial. Only efficiency counts. channels by itself. Just about

Instead of trying to all you have to do, is buy it.
impress you with oversized, overcomplicated The incredible Aiwa M-501 mini-component system
components, the Aiwa M-501 system leaves —preamplifier, quartz synthesizer tuner, metal-capa
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formance. control and DC stereo power amplifier with 50 watts

All the Aiwa M-501 components together minimum RMS, both channels driven, into 8 ohms
measure less than many single components, from 20-20000Hz. With no more than 0.02% total
but their specifications measure up to and harmonic distortion.
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Nearly every function in the Aiwa M-501

For more information. write: Aiwa America Inc.. 35 Oxford Drive, Moonachie. New Jersey 07074. In Canada, Shriro (Canada) Ltd
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An Electrostatic
For Everyman

Acoustat Model Two loudspeaker
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D8
+5

0
S
0

HZ 20 SO 100 200 500 IK 2K
on-axis response
oft-axis {30°) response
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CONTINUOUS AND PULSED OUTPUT see text

HIGH FIDELITY

second harmonic exceeding 1% below 200 Hz and the third below about 100 Hz at
all test levels. The second harmonic also exceeded 1% in the 10-kHz range, but the
third harmonic did so only at the highest drive level {for 95 dB SPL). In between,
however, distortion is low. It averaged less than %% at 95 dB SPL and less than that
at lower output levels.

Our listening was done with the satellite speakers at ear level and well
out from the walls of the room, simulating the use of 3D’s own stands. [One test
pair of stands did not survive shipping; a second pair did not fit the satellites very
well.) After some experimentation, we settled on the position recommended by 3D
for the woofer module, backed up against a wall away from any corners. \We were
immediately struck by the speaker’s precise, spacious imaging. And integration of the
bass and upper frequency ranges was excellent. Never was there any sense of
listening to two small boxes situated some five feet from a separate woofer.

The system’s balance was much as one might expect from the
frequency-response plot. Bass was smooth and firm without being overprominent (a
common flaw in satellite/subwoofer systems) and extended down far enough to
project with authority all but the most subterranean musical fundamentals. The
midrange sounded equally natural; the dip centered on the range between 300 and
400 Hz was not particularly apparent in our auditioning. A few listeners did note a
touch of brightness, evident in both the on- and off-axis response curves, which
show a gradual rise beginning at 2 kHz. But a light hand on the treble control is all
that's necessary to tame the high end.

The 3D-610B sounds at least as good as most other speakers in its price
range, and it is competitive with satellite/subwoofer systems costing far more. If the
format appeals 1o you—as it obviously does to a great many listeners—this certainly
is @ model to include on your auditioning list.

Circle 131 on Reader-Service Card

Acoustat Model Two full-range electrostatic loudspeaker,
with Magne-Kinetic interface. Dimensions: 19%: by 56%: inches (front), 3
inches deep [panel, 14%; inches deep at interface base). Price: $1,200 per
pair. Warranty: "limited,” five years parts and labor. Manufacturer:
Acoustat Corp., 3101 S.W. First Ter., Fort Lauderdale, Fla. 33315.

Full-range electrostatic loudspeakers have commanded a dedicated
following for years, but their typically high price and their somewhat quirky
electrical properties have conspired to keep their appeal rather limited. Acoustat, a
Florida-based manufacturer, would like to change that. It believes it has solved some
of the problems inherent in the species, and at a price that dramatically increases the
appeal. lts lowest-priced system, the Model Two, consists of two tall, thin panels
and two stepup devices that provide the necessary polarizing voltage. Dubbed
Magne-Kinetic interfaces, these polarizing units employ a biformer—essentially two
transformers in one—that is said to keep system impedance at or above 3 ohms over
the entire audio frequency range.

Proper initial assembly and setup takes some time and patience. Each
interface box serves double-duty as a deadweight counterbalance and support for
the panels. Three wires from the electrostatic elements are attached to the interface
box, which in turn is screwed securely to the bottom rear of the panel. Each speaker
must then be plugged into a grounded wall outlet for a chargeup period of twenty-
four hours; should AC power ever be interrupted, Acoustat advises a similar
chargeup period before further use. A high-frequency level control is located on the
back of the interface, as are banana-plug jacks for connection to the power amp.
The whole assembly is quite handsome and remarkably stable, considering the
height of the panels.

Diversified Science Laboratories measured frequency response with the
high-frequency control set to its recommended three-o’clock position. Good
response is evident down to about 50 Hz—quite a feat, considering that the Model
Two consists of just one panel per side—but the response curves can hardly be
called smooth through the midrange. Predictably, treble frequencies in the on-axis
curve are quite elevated and smooth, though output peaks at around 12 kHz. The
off-axis curve depicts a basic truism about electrostatic systems; high frequencies are
exceptionally beamy, and response 30 degrees off axis rolls off dramatically above
1.3 kHz. But the specifics of these curves should not be taken literally as indicative of

Circle 8 on Reader-Service Card P
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how the speaker will perform with your amplitier. In tests aimed at determining the
action of the high-frequency control, DSL discovered anomalies outside the control’s
intended range that appeared to result from the combination of low overail
impedance {about 4 ohms), extreme dependence on the control setting, low minima
in the range around 250 Hz, and even lower minima at 20 kHz for some control
settings At the recommended control setting, the midbass minimum measures 2
ohms and that at 20 kHz is 1.6 ohms; turning the contro! for minimum treble
smooths the curve considerably, while the maximum setting exaggerates the
impedance minima. As a result, at some frequencies and settings, the source
impedance of the lab’s test amplifier became the controlling factor in determining
the frequency response of the speaker.

The Mode! Two, therefore, emerges as extremely critical {and
demancing) of the amplifier that powers it. [Acoustat suggests the Hafler DH-200
amplifier as a reasonably priced model with enough output to drive the system and
a power MOS-FET output stage requiring no current-limiting circuitry because of its
immunity to thermal runaway.) And since any maximum-input tests also would be
amplifier-dependent, the 300-Hz continuous and pulsed tests were scuttled as
relatively meaningless in this case. We turned to the listening room instead to tell us
how loud the speakers would play.

Since speaker sensitivity is now measured in a real (i.e., reflective) room
at a standardized test voltage, the Mode! Twa’s output of 80% dB SPL with 2.8
volts input {equivalent to 0 dBW or | watt into 8 ohms) must be seen as indicating
low efficiency. With our former test method, the “nominal” impedance would have
measured 2 ohms and the voltage therefore would have been reduced to deliver 0
dBW across that load—resulting in an output 6 dB lower or 74% dB SPL. Harmonic
distortion measurements reveal essentially negligible amounts of both second and
third harmonic products; measured at drive levels sufficient to produce 85- and 90-
dB sound pressure levels, total harmonic distortion stayed below 1% from 50 Hz up!

In the listening room, we followed Acoustat’s placement instructions to
the letter. Both speakers were about four feet from a reflective back wall. We
adjusted the two small feet on the bottom of each interface for vertical tilt and the
panels themselves for toe-in angle to produce the proper “sweet spot” at the
listening position. We were delighted by the results. Our first, and lingering,
impression was of an airiness, detail, and clarity seldom surpassed by dynamic
speakers—the classic virtues of electrostatics—with none of the common boxy
colorations we‘ve grown so accustomed to. Voices emerge with crystalline clarity;
strings, woodwinds, and brasses are handled with vividness and realism; transients
have whip-snap immediacy Deep bass, perhaps, is not up to that cf the best
dynamic systems, but the musical underpinnings are satisfyingly sohd with a wide
variety of music. Like other electrostatics, the Model Two is relatively beamy; tone
color can change quite radically with only minor shift in listener position—a fact
some auditioners found disconcerting.

Also typical of electrostatics is the Two's dislike of levels approaching
those of a real orchestra: When prodded hard, it starts to crackle and complain.
Acoustat warns that amplifier clipping or protective circuitry may be the imiting
factor, though our experience with a Dynaco Stereo 300/A (rated at 150 watts or
21% dBW per side| as power source left us in doubt whether the crackle on loud
peaks was from excessive diaphragm excursion or from the amp’s protection. Again,
the behavior of the Model Two depends to ar unusual degree on the properties of
the amp driving it. Acoustat tells us, incidentalty, that it is virtually impossible to
destroy the electrostatic elements by overdriving them with too large a power amp.

So here it is: An electrostatic in the tradition of the KLH Nine and the
Acoustech, but less subject to idiosyncrasies than they and certainly less expensive
than they would be were they available today. Listening to the Model Two is rather
like driving a Jaguar XKE—with some modernizing modifications, of course.

Circle 136 on Reader-Service Card

. . n And Now It's BSR 883 loudspeaker system, in wood enclosure with vinyl

finish. Dimensions: 10 by 36 (front), 12% inches deep. Price: $130.

Bsn sPe a kers Warranty: “limited,” two years parts and labor. Manufacturer: BSR

(U.S.A.}, Ltd., Route 303, Blauvelt, N.Y. 10913.
Though loudspeakers are a new field for BSR, the mass-market audience
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for which the Powerhandlers series is intended has been well served by the
company for many years with its line of budget-price record changers. At the time
of our request for test samples, the Model 883 had top billing in a line consisting of
four models; since then—a period of some six months—another model has been
added at a higher price point, giving the Powerhandlers series a price range of $60
to $200.

A narrow floor-standing tower, the 883 houses two identical 8-inch
drivers and a single cone tweeter mounted in a vertical plane on the baffle. Despite
the use of twin drivers, the 883 can safely be termed a three-way system; one low-
frequency driver functions solely as a woofer while the second operates as a
combination woofer/midrange driver. BSR claims to have turned to computer
analysis to determine the precise volume for the system’s acoustic suspension
enclosure, resulting in both high efficiency and high power-handling capability.
Connection to the amplifier is via spring-loaded clips on a small panel near the floor
at the back of the enclosure. Potential overload situations are dealt with by a fuse
holder on the same panel, which also holds a tweeter level control.

In tests at Diversified Science Laboratories, the 883 amply demonstrated
BSR's claim of high efficiency. With a 2.8-volt input (equivalent to 0 dBW or | watt
into 8 ohms), it produced a 91%-dB sound pressure level. In the continuous-tone
power test, its protective 3-amp fuse blew when the input reached 17.9 volts
(equivalent to 16 dBW or 40 watts into 8 ohms). Though this might seem middling
behavior for a speaker characterized as a Powerhandler, the sound pressure level
generated in the test, 106% dB, is as loud as many real-world listening situations will
permit. DSL found that the tonal character of the 300-Hz tone burst altered
noticeably at a level slightly below the speaker’s continuous power-handling
capability.

Frequency response curves were generated with the speaker placed
against the wall, following BSR’s suggestion, and with the tweeter level control set
to the standard or maximum position. As the curves depict, on-axis output is fairly
uniform, with lots of bass energy down to about 60 Hz. The off-axis curve tells you
that proper placement of the 883 in terms of the normal seated listening position is

| critical; the severe high-frequency rolloff above 10 kHz indicates that the tweeter is

beamy in that region, inhibiting tonal balarce as you move away from the “firing
line.” The tweeter level control is more regular in its action than many we have seen
in more expensive speakers; it alters response above about 2 kHz and, at its
minimum setting, cuts high-frequency output by up to 16 dB at 10 kHz.

Harmonic distortion is extremely well controlled. At loud playing levels
{100 dB SPL), harsh-sounding third harmonics hardly ever exceed 1% above 100 Hz.
Second harmonics are a bit more elevated, reaching 2% in the lower midrange and
almost 3% in the upper treble region. At a more moderate playing level {85 dB SPL,
both second and third harmonics fall dramatically, with neither exceeding 1% from
80 Hz on up.

The overall lie of the impedance curve and the speaker’s high efficiency
combine to make an easy load for even low-power receivers or amplifiers. A word of
caution, however, about attempting to parallel two pairs from the same amplifier:
Impedance values hover around 4 ohms in the musically active upper-bass and
midrange area, so two pairs operating simultaneously will present a 2-ohm load—
low enough to cause some amps to balk.

In our extended listening sessions, we were quite impressed by the
883s’ performance. These are not super-accurate loudspeakers capable of prodigious
output, but they are remarkably free of the nasty “hi-fi” colorations or boomy
blowsiness common to some mass-market models. Their overall tone is smooth and
warm, with a dramatic frontal projection. Voices emerge with clarity, as do a broad
range of instrumental timbres. When the speakers are moved away from the wall,
bass response falls noticeably, but we found that a slight bass boost at the preamp
remedied the situation nicely. Some high-end brightness was also mitigated with a
bit of cut at the preamp.

The 883 is a handsome-looking and agreeable-sounding loudspeaker.
At its price, it is a bargain by anyone’s standards. Judging by this Powerhandler
model, we would venture to say that BSR’s loudspeaker-market blandishments will
not [if you'll pardon the expression) fall on deaf ears.

Circle 132 on Reader-Service Card
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plays that show just what your sys-
tem is doing.

1-7? Quartz-PLL Digital
Synthesizer FM/AM Tuner with

8 Preset FM/AM Stations and
Auto Search Digital Quartz-PLL
Synthesizer design, which guaran-
tees the most accurate tuning
possible, is the highlight of this
extraordinary tuner. Stores up to

8 stations in memory circuits for
instant recaill.

This system alsc has a direct.

drive automatic-retum FR-D.
tumtable with its low 0.028% wo
flutter and 72dB S/N ratio.

The attractive cudio rack
that contains the 900's compo-
nents has additional space for an
optional Sansui metaktape
compatible cassefte deck.

Also included are two S-50
12", 3-way loudspeakers specially
designed to perfectly match the
system’s components and fill your
listening room with an uncanny
amaunt and quality of music.

If you love great high fidelity,
but don't have the patience for a
lot of shopping and technical talk,
you'll want to see and hear the
Sansui 900 Super Systemn. Visit your
Sansui dealer and find out how

easy it Is to own atop-of-the-line
high fidelity system.

The Sansui 200 Super System.
All you have to do is listen.

UPERCOMPO

arisus

SANSUI ELECTRONICS CORP.
Lyndhusst. New Jersey 07071 - Gardena, Ca. 90247
SANSUI ELECTRIC CO..LTD.. Tokyo., Japan
SAN3UI AUDIO EUROPE S.A., Antwarp, Belgium
In Canada: Electronic Distributors



IF YOU'RE NOT USING
THE SCOTCH
RECORD CARE SYSTEM,
YOU'RE USING

THE SECOND BEST.

Finally theres a wav 1o give
vour records the kind of cure
and protection that hasn't
been possible until now
wiy 10 insure a long life of
true sound

The System.
The Scotch Record Care
Svstem combines Sound Life™
record care fluid with
unique dispensing applicator.
To use. simply depress the
supply container and Sound
Life tluid is fed automaticathy
1o the pad. That's all there is
it IU's quick, easy and simple
No guesswork ihout how
much fluid vou need or how
1o apply it correctly. Just place
the applicator on your
wrntable spindle. revolve it
and the record is cleaned

Super-wetting action
deep-cleans grooves.

Artist’s repy !
Warer: bmwhe ord-cleaning

solutions bead up on the groores
(left) Sowend Life with super
wetting action deep-cleans

grooves (right).

It vour [nt‘“»t‘lll -\_.lluub
solution beads up on the
record surface, it mav not
be getting the job done
Scotch Sound Life spreads
onto the disc surtuce evenh
afely penetrating grooves to
remove micro-dust and
tingerprints. Sound life
leaves the record with
a brilliant look, as brilliant as
the sound is clean and 1rue

As it cleans,
it wipes out static.

Even though vour record
surface is clean, it's generully
the electrostatic charge
that gets it dinty again. An
anu-siate gun s
just a temporary
treatment

One applicition
of Sound Life re
duces the residual
charge 1o neur zero
And it prevents
sttic trom returning
no maiter how often
the record is plaved

(l¢ft) Foam heads are attracted to
static charge left on record after
cleaning with a leading record
cleaner. Same record (right) after
one treatmentt with Saovnd Life
fludd with anti-stattin

action

Friction reduction’s a plus.
The same application of
Sound Lite that super-cleans
and removes static ¢an
reduce sivlus drag up 1o 15%.

| Qoan Life"

e

Circle 41 on Reader-Service Card

And with vour sensitive stvius
that can mean less wear and
improved record life.

Better stereo

performance.
To get all the true, pure
sound you expect from your
stereo, you need records that
are trulv clean, and protected
trom static and friction. Onl
the Scotch Record Care
System gives vou all three in
one application. Ask 1o see a
demonstration at your record
or stereo store right now.

Al of the tech data we've
used to back up these
statements is available free
Write to Home Entertiinment
Products Department, 3M
Company, 3M Center, St. Paul,
MN 35144, Ask tor report C-242.
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A Guide for the Speaker Shopper

HF's editors take the work out of selecting the
best-sounding model for your budget.

by Peter Dobbin and Michael Riggs

AL

This spring’s new
speakerintroductionsrange
from small, two-way systems
to complex, multidriver behe-

moths. Representative of the diver-

sity of the season’s new entries are (1)
Infinity’s Reference Standard I, (2) B&W's
DM-16, (3) Sound of O’s Gabriel, (4) American
Acoustics Labs’ Impression IM-96, (5) Altec Lan-
sing’s Model 1012, (6) Snell’s Type 1, (7) Boston
Acoustics’ A-150, (8) Itone Audio’s VMPS I1A/R Super
Tower, and (9) Sansui’s SP-L750.

Though no two speaker systems ever sound exactly alike, so many madels
are available (see “Surveying the Scene”) that in any city or town yeu probably
can hear an adequate cross-section of the various types. Yet, unless you are
disciplined in your listening evaluations, the very abundance of competing
models can make shopping a long, frustrating ordeal.

Our time-honored solutions to the problem of selecting the right
loudspeaker for your tastes and needs address a number of variables: the size and
liveness of the listening room, the amount of amplifier power available, the load a
particular speaker presents to the amplifier, and so on. Approaching from this



vantage, however, the novice audiophile
is often left with a bewildering array of
theories and parameters to commit to
memory, obscuring the most important
variable—how the speaker sounds. Sim-
plification is possible if we make some
reasonable assumptions, addressing the
situations you are most likely to en-
counter.

First, let's assume that your listen-
ingroom is of “average” size—about 15
by 20 feet with 9-foot ceilings. Some ur-
banites may complain that these dimen-
sionsare too generous and suburbanites
may gasp at their meagerness, but a few
feet more orless in any one direction
should not be a major stumbling block.

Second, though adequate volume
levels can be generated with amplifiers
orreceivers rated at as little as 20 watts
(13dBW) per channel, we will assume
that you have (or will someday buy) a
unit capable of 40 to 50 watts (16 to 17
dBW) per side. At moderate listening
levels with highly compressed program
material (e.g., most rock musicand FM
broadcasts), the extra power won't mean
much, but relatively uncompressed
recordings, DBX-encoded discs, and
digital discs will put a premium on
power. Also, having enough power at
the outset presumably frees you to audi-
tion speakers across a wider sensitivity
range;even aspeaker with relatively low
efficiency can be driven to adequate lis-
tening levels in our “average” room
with a 40-watt receiver.

And third, though impedance
characteristics of loudspeakers vary
from model to model, most are rated
from 4 to 8 ohms and should not present
adifficult load for most amplifiers. Here
again, we must make an assumption—
namely, that you are not planning to
run two pairs of speakers simulta-
neously. Most amplifiers are not de-
signed to work well into loads of less
than 4 ohms, and two 8-ohm loud-
speakers will present such a load, with
momentary excursions to even lower
impedances. If you think you might
wantto add another pairsomeday orare
seeking a second pair to add to an exist-
ing stereo setup, make sure that the im-
pedance is rated at a minimum of 8
ohms. Hicn FIDELITY's test reports can be
a big help here.

With those basic—and reasonably
safe—assumptions in mind, you can
proceed to the task of choosing a loud-
speaker. For that, we offer the following
three-point shopping guide to getting

HIGH FIDELITY

Surveying the Scene

A Lexicon of the Latest
Loudspeaker Introductions

Acoustat’s Model Three ($750) is
similar to the company’s Model Two
full-range electrostatic but was made
slightly larger for somewhat more ex-
tended bass response.

Acoustic Re-

search is offering its
Super Value series of
two-way bookshelf
speakers. The small-
est of the lot, the AR-
' 185, has an 8-inch
woofer and sells for
$90, while the largest,
§ I*} the AR-385, has a 10-

inch woofer and sells
for $150. All were developed using AR’s
computer-aided design techniques and
are said to be about 2 dB more efficient
than the old bookshelf line.

Altec Lansing
has two new midsize
systems: the two-way
Model 1010 ($200)
and the three-way
Model 1012 ($300).
Both speakers use
what Altec calls an
energy-refracting
transducer, or “sound
. prism,” to handle
high frequencies. It
consists of slots that bend and delay
some of the sound to control directivity.

American Acoustics Labs’ latest
design is a two-way compact bookshelf
system, Model IM-96 ($240 the pair).
The unit incorporates a soft-dome 1-
inch tweeter and 6-inch woofer along
with a rear-mounted 6-inch passive
radiator.

Apature’s R-T ribbon tweeter
(available as an add-on for $100) is the
starting point for all three of the com-
pany’s complete systems. These include
the two-way R-8($180) and three-way
R-10($300). The Trident system ($500)
consists of a subwoofer with two 10-inch
drivers and two satellite speakers.

Audio Electronics Systems calls
its three latest speakers the PC (phase
coherent)series. Eachemploys a new
woofer design with a flat, high-density
diaphragm. The top-of-the-line Model
AES-100($550) is a four-way system
with two 10-inch flat-diaphragm woof-
ers, a 3-inch soft-dome lower midrange

Acoustic Research Mode! 185

Altec Lansing Model 1012

B&W Model DM-18

driver, a 1%-inch soft-dome upper mid-
range driver, and a 1-inch soft-dome
tweeter. The AES-70, a three-way sys-
tem, and the two-way AES-60 are priced
at $300 and $150, respectively.

BML offers four Tracer Reference
loudspeakers, ranging from the $200
Model 10, which uses one 6-inch woofer,
to the $900 Model 130-1], which has two
8-inch woofers. All are two-way designs
with 1-inch dome tweeters.

BSR’s newest in the Power-
handlers series is the Model 888
($200), a side-firing three-way tower
with two 8-inch woofers, asingle 8-inch
midrange, and a 2%-inch tweeter.

B&W crossed
the Atlantic with ad-
ditions to the top and
. bottom of its Domes-
tic Monitor series.

. The DM-16 ($895), a
three-way phase-
compensated speaker
- witha sloped front

™ baffle and a 9-inch
woofer, fills the niche
vacated by the dis-
continued DM-6. The
much smaller DM-22
($225) uses an 8%-
inch woofer and a 1-inch dome tweeter.
Both are said to have benefited from the
work that went into the design of the
highly regarded Model 801 Monitor.

Benjamin Electroproducts is mar-
keting three loudspeakers manufactured
by Vieta Audio Electronica of Spain.
These range from the compact B-4200
($300) to the floor-standing omnidi-
rectional B-10,000 ($1,750).

Bertagni Electroacoustic Systems
(BES), after a couple of false starts, is
back in business with a whole new series
of flat-panel bipolar loudspeakers. All
four models ($200 to $550) use BES's
unique polymer diaphragm drivers,
which are made to vibrate by the impact
of what the company calls an acoustic
hammer.

Beveridge’s System-4 ($3,000),
which resembles the larger and more ex-
pensive System-3, is a hybrid that uses
electrostatic elements above 200 Hz and
two 12-inch dynamic drivers below.

Boston Acoustics has entries at
the bottom and middle of its line. The
smallest is the A-60 ($200 a pair) with an
8-inch woofer and 1%-inch cone tweeter.
The A-150 ($550 a pair) uses the same
three drivers as the top-of-the-line A-
200in asmaller enclosure.
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Byers Stephens Corporation, a
new company from Mountain View,
California, has six speakers employing
either transmission-line or bass-reflex
loading techniques. At the top of the line
is the Model 1031TC, a two-piece sys-
tem with a 10-inch Bextrene woofer
mounted in a floor-standing enclosure.

Canton has two new models this
spring. One is a powered satellite /sub-
woofersystem called the LSet Plus
($1,300). The other is the Ergo ($1,750), a
floor-standing triamped loudspeaker
with built-in amplifiers and electronic
crossover.

Celestion presents its Ditton 300
($400), a three-way system with a 10-
inch woofer.

Cizek Audio has produced two
subwoofers intended primarily for use
with other speakers in its line. The $250
Model SW-5W, for use either singly or
in pairs with Cizek Sound Window
speakers, has a 10-inch woofer and a 10-
inch passive radiator, plus a passive
crossover that permits either summed or
stereo operation. The KA-20, designed
to match the KA-1 minispeaker, em-
ploys two 10-inch woofers in an acoustic
suspension cabinet made of koa wood. It
sells for $1,400 with the KA-20X elec-
tronic crossover; extra subwoofers
alone, for stereo operation, sell for about
$800.

GLI, Inc., known primarily for its
professional sound-reinforcement
speakers and electronics, turns its atten-
tion to the home market with the Model
MR-Illoudspeaker. The unit features
three horn-loaded solid-state super-
tweeters, four 5%-inch mid/low-fre-
quency drivers, and a rear-mounted 15-
inch passive radiator. The MR-II, housed
in a walnut cabinet and equipped with
overload protection circuitry, costs $350.

Genesis Physics has replaced
most of its line with reworked designs.
The four new models, sold in mirror-im-
age pairs, range from the two-way

BAckBEAT's Reviewers
Go Speaker Shopping

Turn to page 71 to find out what rec-
ords Backseat's reviewers would take
with them to find the right speakers.
Their criteria for the “perfect” loud-
speaker are as diverse as their musical
tastes.

infinity Reference Standard Il

Jensen System 500

ftone Audio Super Tower Il A/R

Model 1 ($100) to the three-way Model
320($330), with two 8-inch woofers in an
acoustic suspension enclosure.

Infinity calls its
latest model a direct
descendant of the
$20,000 Reference
Standard system and
has named it accord-
ingly: the Reference
Standard II. The sys-
tem —with two 10-
inch polypropylene
woofers, three 5-inch
dipole midranges,
and two Emit tweet-
ers—is shaped like a

; curved, solid oak
wing and is designed to minimize dif-
fraction effects. The Reference Standard
Il, which stands 48 inches high, costs
$650.

Itone Audio has re-
vised its gargantuan VMPS
Super Tower as the IA/R
($1,430) with improved
polypropylene midrange
drivers. Standing more than
6 feet tall, it has sixteen
drivers and is reportedly
able to produce sound pres-
sure levels of 101 dB at 1
meter with 1 watt (0 dBW) of input.

IBL has a successor to its floor-
standing L-150. Claimed to incorporate
improved midrange and high-frequency
drivers and a new crossover network, the
L-150A costs $695.
= Jensen has
. broadened its line
with the introduction
of four speakers in its
Systems Series, bor-
rowing techniques
used in its high-end
System B and C de-
signs. The new mod-
els range from the
two-way System 200
($130) to the System
f = 500 ($290), a four-
driver three-way speaker with a rear-fir-
ing 2-inch tweeter for improved
dispersion.

KLH’s Model 170 two-way book-
shelf speaker ($100) is the lowest priced
system in the line to have a polypropyl-
ene woofer. The company is also initiat-
ing the Series 500 line, feazuring 2%-inch
cone tweeters and polymer-impregnated
woofers. The four models, which are

(Continued on next page)
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the sound you want for the price you
wantto pay.

1. Decide on a Budget

If you’ve been out of the market
awhile, don’t be surprised that $50
speakers of hi-fi quality are no longer to
be found. Like everything else, good
speakers have become more expensive.
But unlike many other consumer goods,
they also have become better. Most full-
range models start at around $125, and
discounts are not as readily obtainable
with speakers as they are with audio
electronics. For slightly more money—
say, around $200 each—you should hear
adramaticimprovement in sound qual-
ity. Above that price, fine points of dis-
crimination come into play, and the sky
is the limit on pricing. No matter what
price range you select, however, you
should have no trouble finding at least
fouror five competing brands to audi-
tion in your locale.

2. Bring Records or Tapes

Any dealer you visit will have a
cache of records with which to demon-
strate his wares, but likely as not it
won’tinclude the ones that would tell
vou what you need to know. What you
want is a speaker that will make your
1ecords sound the way their producers
intended them to, or at least the way you
would like them to sound. Which
means that you should take records or
tapes you are familiar with to use for
vour speaker evaluations.

Ideally, you should listen to
speakers in an environment that ap-
proximates the acoustics of yourown

istening room—actually in your listen-
ng room, if possible. Atthe very least,
iry to have the models you audition
moved to positions in the showroom
recommended by their manufacturers
or, if any of those turn out not to be
oractical placements for your home, to
positions that approximate the ones you
would use there. Placement can have a
strongeffect on a speaker’s sound, espe-
cially in the bass. For example, unless
specifically designed for midwall place-
ment, a speaker so positioned will al-
most certainly sound bass-shy com-
pared to asimilar system placed against
the same wall but resting on the floor
rather than a shelf. Dealers sometimes
intentionally position speakers so as to
exaggerate differences between designs
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claimed to be highly efficient, range
from the 8-inch, two-way Model 508
($100) to the 15-inch, three-way Model
515(%350).

KM Laboratories, a Belgian manu-
facturer, is offering the AC-550 floor-
standing bass-reflex speaker ($450),
which allows electronic adjustment of
both high-frequency directivity and low-
frequency response. The AC-550’s
driver complement consists of two 9-
inch woofers and three 1-inch dome
tweeters.

Kenwood continues its explor-
ation of cone construction. For the LS-
1000 ($250) two-way bass-reflex system,
ituses thermal shock treatment to form a
10-inch woofer into a bowl-shaped
ridged “cone’ said to be extremely stiff
and highly inert.

Koss’s latest is the Model 201/
Kossfire ($210), which has dual angled
tweeters for wide treble distribution and
high power-handling capacity. Bass is
handled by a 12-inch ported woofer, the
midrange by a 5-inch cone.

Mission Elec-
tronics has added the
two-way Model 700
($185) to the bottom
of its line. It combines
a9-inch wooferand a
I-inchsoft-dome
tweeter in a ported
enclosure. The

~ speaker comes in
mirror-image pairs.

Paisley Research of Canada has
six two-way loudspeakers. The least ex-
pensive is the Model 10 ($160) with a 10-
inch paper woofer, and the premium
model is the 500 ($400) with an 8-inch
Bextrene woofer.

Petroff Labs’ Kephren loud-
speaker ($400), a trapezoidally shaped
floor-standing system, makes use of a
12-inch polypropylene woofer, a cluster
of four 4Y%-inch polypropylene mid-
ranges, and a dome tweeter. The cluster
operates from 100 Hz to 5 kHz, which
the manufacturer says results in unusu-
ally uncolored reproduction.

Petrous Electronics’ RBH/Petrous

:
H

SW-12-W is a subwoofer system that
consists of a 12-inch polypropylene cone
with a dual voice coil mounted in a glass-
topped walnut enclosure.

Phase Research, a Dallas-based
company, incorporates a leaf tweeter
and polypropylene woofer in its two-
way ported speaker systems. Dubbed a
Line Energy Driver—or, somewhat con-
fusingly, LED—the leaf tweeter consists
of a polymer membrane and photo-
etched aluminum voice coil. Phase Re-
searchuses an LED 5 inches long to
cover the frequency range from 1.6 to 20
kHz in its Little-d speaker ($210) and a 7-
inch version in the Model R ($360).

Revox’s new top-of-the-line sys-
tem is called The Symbol ($1,300). A
three-way design, it houses a 12%-inch
woofer, a passive radiator of similar size,
a2-inch plastic-cone midrange, and a 1-
inch dome tweeter in a floor-standing
cabinet.

SKS, Inc., a new company, claims
super-accurate transient response for the
Intaglio ($500), a two-way system. lts de-
signers claim that the speaker can handle
10-millisecond tone bursts at 1,200
watts.

Sansui’s SP-
Lseries of loud-
speakers is said to be
designed for both
high efficiency and
high power-handling
_capacity. Both the
> % 8650 SP-L750 and the
$500 SP-L550 use a
12-inch woofer plus horn tweeters and
supertweeters.

Shahinian Acoustics calls its new
subwoofer the Contra-Bombarde ($850),
astereo unit with dual 8-inch driversin
twin slot-loaded horn enclosures.

Snell uses con-
ventional dynamic
driversin an uncon-
ventional configura-
tionin its Type 1sys-
tem ($1,195 per pair).
The design is said to
eliminate floor reflec-
tions that cause inter-

Sansul Model SP-L750

Snell Type 1

ferenceripples in the frequency re-
sponse of the direct sound. Both the
woofer and the tweeter are mounted
near the floor on asloping baffle, with
the tweeter half obscured by a second re-
flective baffle sloping up from the floor.

The Sound of O, from Berkeley,
California, is offering the time-aligned
Gabriel loudspeaker ($1,400). A large
floor-standing model, mounted on cast-
ers, it houses a 15-inch woofer in a
Thiele-alignment ported enclosure. A
10-inch lower-midrange driver is
mounted in a subenclosure, and the 6-
inch upper-midrange and 1-inch treble
drivers are mounted on astalk above the
bass cabinet.

Speakerlab, the Seattle-based
manufacturer of speaker kits, is chang-
ing its marketing approach thisspring.
Each of the three new Wave Aperture
tower speakers is being offered in a
preassembled version only, with prices
ranging from $139 to $300. The top-of-
the-line Model $-500 contains a leaf
tweeter, 4%-inch midrange driver, 10-
inch polypropylene woofer, and 12-inch
passive radiator.

Technics has three new speakers
using flat drivers with honeycomb inter-
nal structures for high rigidity and more
nearly pistonic motion. The SB-8 ($500)
has a 13-inch woofer, 3-inch midrange,
and 1-inch tweeter. The SB-6 ($400) em-
ploys the same midrange and tweeter
with a 10-inch woofer; the smallest of
the three, the SB-4 ($300), has an 8-inch
woofer and a 2-inch midrange.

3D Acoustics’ newest design is the
Model 3D-8 ($165) with an 8-inch acous-
tic suspension woofer and two 2-inch
tweeters.

Weber Electronics’ six systems
range from the small two-way LBK-200
to the tall five-way Aural Fifteen. Web-
er’s SW-212 subwoofer has two 12-inch
drivers and can be used as a coffee table
or game table.

Unitronix Corporation is market-
ing Polish-made Impact speakers: four
models, starting with the bookshelf
Model 2 ($150) and topped by the floor-
standing Model 8 ($400).

to the benefit of the ones they most want
to sell.

3.Keep an Open Mind
If you go into a store insisting

that you must have a linear-phase loud-
speaker with an electrostatic tweeter, a

horn midrange, and a transmission-line
woofer, chances are that's what you'll
walk home with, even if it hasa long tail
and floppy ears and howls at the moon.
It never hurts to have an understanding
of the technical side of audio, but don’t
leta lotof design details obscure your
perception of how a speakeractually

sounds—which is, after all, what really
matters. There are speakers, good and
bad, in all sizes and shapes and with all
manner of drivers. Similarly, there are
good and bad speakers in every price
range, so fiscal pain is no guarantee of
aural pleasure. Go for the sound, not for
the hype. HF
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MARANTZ UNCOVERS

-THE GOLD STANDARD

OFf AUDIO EQUIPMENT.
Introducing Marantz Gold. The
new standard of stereo sound. The
‘new standard of audio
technology.

Its performance will startle you. Its
look will excite you. Its sound will
move you. The classic qua ity
only Marantz could produce.

DISCOVER THE
SOLID GOLD ADVANCES.
Like our 24-Karat Solid Gold
fiated input and output jacks for
e ultimate in oxide free/low dis-
tortion audio connections.

Quwir fully computerized cassette
deck and receivers that will push
your system to new levels ot flex-
ibility. There’s even a deck with an
advanced Linear Skating Drawer
mechanism that slides effortlessly
out of the front panel for cassette
loading.

And True Power™ Amplification,
a Marantz engineering breax-
through that delivers 25% to 50%
more power into your speakers
than other comparably rated
receivers or amplifiers, That's
more power for more clean
sound.

And there’s still more. Because
now we put a golden touch in
every Marantz product —
turntables, loudspeakers,
portables. Everything. Each
d=signed for better sound, rot
just better looks.

THE NAME THAT S

SOOD AS GOLEL.

“or over thirty years, Marentz has
been rzcognized worldwide as a
leader in quality, advanced stereo
sound. So, it's only fitting :hat we
shauld bring it ta its new solid
gold platzau.

There's a gold mine waiting to be
discovered at your Marantz dealer
now. Stop by socn. And tzke your
pick.

©) 1281 Marantz Compary, Inc.,
20525 MNordhoff St., Chassworth, CA 91311,

THE SOLID GOLD SOUND
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Samuel Barber:
The Last Interview and the Legacy

Part I

One of America’s most quotable composers discusses himself
and his music, and our reporter assesses the recordings.

by Allan Kozinn

Samuel Barber, in one of his last photographs

447 thinkI'm a country person. Most

I everything I've composed, I've
composed in the country, and the pieces
I've written in the city have generally
been started in the country. I'm sure
you've noticed that I haven’t been no-
tably productive since | moved to New
York. Like Messiaen, | like birds. And 1
need the absolute silence of the country.
I need places to walk. Now I can walk
through Central Park, but itisn’t the
same. ['ve tried to analyze it, butto my
mind, it’s just not as satisfving. Itisn’t
really natural woods.”

The speaker was Samuel Barber,
one of the most celebrated composers
this country has produced. Like Aaron
Copland, Virgil Thomson, Elliott Carter,
William Schuman, and others of that
golden generation that came to promi-
nence during the first three decades of
this century, Barber was intent on show-
ing the world that serious composition
was not an exclusively European art
form. He also firmly believed that new
music need not be forbidding, and by
writing in a Romantic, accessible idiom,
he built a large international audience

for his own work and for American mu-
sicin general.

Barber died of cancer on January
23, a little more than a month before his
seventy-first birthday. The comments
about city life’s dearth of inspiring
charms, as well as those that follow,
were part of what turned out to be his
last formal interview, granted in Decem-
ber 1979. He had by then composed all
he was destined to, although he main-
tained that he would be writing again as
soon as he found a way of keeping the
intrusive city noise out of his workroom.
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The day of the interview, in fact, he had a
team of workmen building soundproof
walls in his Fifth Avenue apartment, one
of several attempts to solve this problem.

Of course, the increasing severity
of Barber’s illness—which he would not
publicly admit was anything serious—
took at least as great a toll on his compos-
ing as did the lack of country quiet. As
he pointed out, his output had indeed
been slim in recent years: There were the
Three Songs, Op. 45, in 1974; the revi-
sion of his second opera, Antony and Cleo-
patra, in 1975; the short Ballade for solo
pianoin 1977; and the Third Essay for Or-
chestrain 1978. The New York Philhar-
monic, which gave the Third Essay its
premiere, had also commissioned an
oboe concerto, scheduled for early 1979,
but Barber laid this work aside after
completing only one movement.

According to an early biography,
Nathan Broder’s Sumuel Barber (G. Schir-
mer, 1954; out of print), the composer
was shy, withdrawn, and moody as a
yvoung man; those traits endured, and
perhaps intensified, as he grew older. He
was, | was told before meeting him, “ab-
solutely brilliant and funny as hell—but
animpossible man.” [ was also told that he
did not enjoy long conversations with
strangers, particularly journalists. He
had, therefore, originally canceled our
interview, as well as most of his other
appointments, and was refusing at the
time to see anyone but his closest
friends. It was one of the latter, pianist
and composer Phillip Ramey, who per-
suaded Barber to keep our appointment.
And so, on a brisk, cloudy morning, Bar-
ber turned up at the offices of his pub-
lisher, G. Schirmer, looking healthy and
apparently in good spirits. He answered
questions for about an hour and a half,
and then, as we parted, he asked, "What
do you think—did | give you any good
lines?”

If there was one thing the inter-
view had plenty of, it was good lines.
Barber was clearly not givento lengthy
and serious rhetorical pronouncements
about the meaning and purpose of mu-
sic; nor was he interested in predicting
where current compositional trends
might lead. He refused to speak analyt-
ically about his music or his style, and
when he discussed his work at all, it was
ingeneral and usually anecdotal terms.
Otherwise, he seemed happy to sit back
and play the role of the cantankerous el-
der statesman, musing pointedly about
the music world’s shortcomings.

Ireminded him, for instance, of a

Barber at home, flanked by friends Phillip Ramey and John Corigliano, American
composers of the subsequent generation

statement he had made to MusicaL
AMERICA 1N 1935, when he won his first
Pulitzer traveling scholarship. “The
present offers fine opportunities for
young composers,” the twenty-five-
year-old Barber had said. ”The public
seems ready to encourage native talent,
and if composers are ready to do their
part and offer something worthwhile,
American music may surely be expected
to make great progress.” What, | won-
dered, did Barber think of the prospects
for young composers in the 1980s?

“Oh, | think it's much harder. First
of all, there were conductors who were
interested in American music in those
days. Koussevitzky, for example. When
young conductors tell me they have
trouble putting together interesting pro-
grams, [ tell them to look at tne
Koussevitzky/Boston Symphony pro-
grams. They were superb—much better
than Toscanini’s. They had the classics,
the Romantics, and almost every pro-
gram had an American work. He was
very enthusiastic about American music,
and he played it beautifully. For a com-
poser, it all hinges on enthusiastic con-
ductors. But that’s all gone now. Why?
Well, don’t ask me—why don’t vou go
ask Mr. Muti? He came here to take a
nice American post and announced in a
New York Times interview that he's never
conducted an American work in his life.
Well, that’s the end of us in Philadel-
phia. My hometown. Will he come
around once he’s on the Philadelphia po-
dium? I rather doubt it. It seems many of
today’s young conductors are too lazy to
learn new things. And it's nct only lazi-

ness: They are not at all convinced that
new music is any good. Therefore, new
works only get done when the wives of
the composers pressure the members of
anorchestra’s board to have certain
works played. That’s why I think all
composers should get married as early
as possible.”

Barber himself never married, but
hic music has found plenty of cham-
pions. Virtually from the start, it brought
him the popular and financial success
that allowed him to forgo academic and
other extracompositional occupations.
In 1928, at eighteen, he entered a violin
sonata (unpublished) in a composition
contest and won the first of several sub-
stantial prizes and grants that put him in
the enviable position of being able to
spend every summer from his late teens
through his late twenties touring Europe
and composing. The Philade!phia Or-
chestra performed his first orchestral
score, The School for Scandal Overture,
when he was twenty-three, and two
vears later, in 1935, his Music for a Scene
from Shelley was performed by the New
York Philharmonic. The same year Bar-
ber won the Prix de Rome and made his
recording debut as both composer and
baritone, singing his Dover Beach for the
Victor microphones. In 1937, Artur Rod-
zinskigave the American premiere of
the First Symphony with the Cleveland
Crchestra, repeating it that summer in
Salzburg. And in 1938, Arturo Toscanini
added his seal of approval, leading the
NBC Symphony Orchestra in the first
performances of the First Essuy and the
work that became not only Barber’s
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best-known score, but one of the most
frequently played of all twentieth-cen-
tury orchestral works, the Adagio for
Strings.

The urge to compose hit Barber
early. He was born in West Chester,
Pennsylvania, in 1910, took his first pi-
ano lessons when he was six, and began
composing at seven. Evidently without
much encouragement, his compositional
drive flowered quietly until, at age nine,
he left his mother a letter that read, “’1
have written this to tell you my worrying
secret. Now don’t cry when you read it
because it is neither yours or my fault
[sic]. 1 suppose | have to tell it now with-
outany nonsense. To begin with, | was
not meant to be an athlet [sic]. ] was
meantto be a composer, and will be I'm
sure. Don’t ask me to try to forget this
unpleasant thing and go play football—
Please—Sometimes ['ve been worrying
about this so much it makes me mad (not
very).”

A closet composer no more, Bar-
ber continued his musical studies on his
own, attempting an opera when he was
ten(called The Rose Tree, to a libretto by
the family cook). In 1924, the Curtis In-
stitute was founded, and Barber, then
fourteen, went to Philadelphia as one of
the conservatory’s 357 charter students
to study piano, voice, and composition.
There in 1928, he met another composi-
tion student, Gian Carlo Menotti, and
the two entered upon alifelong friend-
ship. They traveled around Europe to-
gether through the 1930s and eventually
(from 1943 to 1974) shared a large wood-
land estate, called Capricorn, near
Mount Kisco, New York. Many of Bar-
ber’s finest scores were composed in the
countrified seclusion of Capricorn, and it
was there that he and Menotti collabo-
rated on a couple of stage'works (Men-
otti supplying the librettos): Barber’s
first opera, Vanessa (1957), and a ten-
minute “chamber opera,” A Hand of
Bridge (1959).

InJanuary 1934, in Vienna, Barber
made his debut as a conductor, a sideline
he gave up happily in the early 1950s,
soon after making a short series of “Bar-
ber Conducts Barber” recordings. Why
did he stop? “Because on-stage | had
about as much projection as a baby
skunk. Projection, nerves—and | got
bored of rehearsing my own music.
Some composers just adore it, but I don't
find it very interesting. There’s a lack, in
me, of pedagogical talent. And when
you're guest-conducting, either you have
to have that talent or else you have to

have an authority over the orchestra to
make them do it right. Guest conductors
rarely have that authority, whereas if it's
your own orchestra, you can just do what
Toscanini did: You can scream, ‘Stupidi!
Imbecille!’, and throw down your watch.
I've seen him do that. But he was Tosca-
nini, and it was his orchestra; they
wouldn’tdare make the mistakes with
him that they did with me.

"Oh, | suppose there’s something
to be gained from hearing a composer
conduct his own work. My tempos could
be definitive. But generally, I don’t be-
lieve composers make very good con-
ductors. Someone who conducts every
day can give a technically superior per-
formance. | remember the last work of
mine | conducted: my Second Sym-
phony with the Boston Symphony. Not a
bad way to end a conducting career. But
by the time I got to Boston, I'd conducted
itin Denmark and in England, and |
knew exactly where the violas were go-
ing to be wrong, and where I'd have to
make them do it over and over, very
slowly. Now how can you remain inter-
ested in doing that, whether it’s your
own music or not?”’

Not the gregarious type, Barber
was a less vociferous public campaigner
for the cause of new American music
than Copland, Schuman, and Leonard
Bernstein have been. However, he did
occasionally take a stand, serving briefly
as president of the International Music
Council of UNESCO and, in 1952, join-
ing a group of his fellow composersin a
successful campaign to win a larger al-
lotment of royalties for serious compos-

Composer Aaron Copland in discussion
with Barber, in a photo by Ramey
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ers from ASCAP. Now and then, he even
came up with a planto encourage
younger composers. One such scheme
involved the commission for Summer
Music (1956}, by the Chamber Music
Society of Detroit. He had agreed to set
aside his usual fee, accepting instead the
proceeds of a“‘pay what you can” collec-
tion among the audience, most of the
contributions falling between $1.00 and
$5.00.

“Theidea,” he recalled, ”was that,
if this caught on, music societies around
the country would take up similar collec-
tions and use the funds to commission
young local composers who needed ex-
perience and exposure. | made a speech
against myself, essentially, telling them
it was crazy that they didn’t use local
composers. It was certainly done in
Bach's day. But they didn’t like that idea.
They just wanted the same tired old
names—Copland, Sessions, Harris, me—
so it never got off the ground. Con-
sequently, not only are young compos-
ers still not getting the commissions, but
the prices for new works are staying
rather high. In fact, I've done my best to
increase them. Which | guess ruins my
story.”

He was able to increase those
fees—to a level that was reportedly the
highest in the country—primarily be-
cause he was able to produce music that
audiences consistently enjoyed. His con-
ception of the ideal American idiom dif-
fered considerably from those of his
peers, and he seems not to have been
touched by the need to keep up with ex-
perimental and stylistic trends. In the
1940s, when the predominant American
style emphasized the rediscovery of na-
tionalistic musical roots, Barber’s major
works—the Violin Concerto (1939-40),
the Second Essay (1942), the Capricorn
Concerto {1944), and the Cello Concerto
(1945)—reflected an impulse to continue
developing in his own direction rather
than turn to folk tunes for raw material.
When the compositional world dove
headlong into atonality, serialism, and a
host of other experimental, intellectual
formsin the 1950s and '60s, he pro-
ceeded along his own lyrical and often
intensely subjective path, veering mod-
erately toward a more chromatic, angu-
lar, and dramatic language.

Thomson, in his book American
Musicsince 1910, calls Barber “a reac-
tionary,” and that may be. He was not,
certainly, the kind of composer we
would call a daring trailblazer; yet the

{Continued on page 65)
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“I don’t care if you are going all the way to Spokane, you don’t
have a Jensen 15 band variable parameter equalizer.”

Jensen innovations in car audio have not been with
gimmicks or gadge:s, but with meaningful acvancesin
sound performance. And by using Jensen computer
designed components together in a system, you can
drive their high performance even higher.

The Jerisen T-415 AM/FM stereq cassette tuner

Thz heart of your car audio
system is a tuner like the T-415.
Its tape section has true audio-
phile features: Aufo Reverse
to instantly play the other side
of a cassete or, after rewinding,
automatically play the same side
again. Au*o Load Mechanism thet gently
lowers and locks your tape into play position.
Syntox® Ceramic Tape Heads that extend
tape heac life while minimizing oxide build
up. And Dolby® Noise Reduction. The
T-415 a’so has playback capability for \
metal tap=.

The suner section of the T-4_5 has
refinemrents such s Auto High Blend
Circuitry. It’s a special IC that au-o-
matical 'y adjusts the high frequency
separation when FM stereo recep-
tion conditions are poor. And it has
the convenience of pre-set tuning.
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SOUND LABORATORIES
AN ESMARK COMPANY

it’s the sound that moves you.

The Jensen A-124 power amplifier
An ideal power amplifier for the T-£15 tuner is the
100 watt Jensen A-124. Its high grade and heavy duty
components fully protect it agamst input overload, FM
interference, reversed polarity and thermal overload.
The A-124 features switchable low impedence
inputs and switchable bi-amp. Its
frequency response is 20 to
20,000hz +1.56B and its
signal/noise ratic is 80dB.
Then, because you know
sound, add a Jensen EQ400
Equalizer with 15 selectable
turnover frequencies to fine tune music
to your taste and your car’s environment.
And, of course, complete your system
with Jensen Triax® Taree-Way Speakers,
the most widely imitated car stereo
speakers in the worid. Surround yourself
with a Jensen car aud.o system. You’ll
& hear the difference meaningful
innovation makes. And be moved.
® “Triaxial” and “Triax” are the registered
tredemarks identfy:ng the patented 3-way
speaker system o: Jersen S Laboratories,
An Esmark Company (U.S. t 4,122,315).

® “Dolby” and *Do.by System” are
tredemarks of Dolby Labcratories, Inc.

@© 1980, Jensen Sound.Laboratories, Schiller Park, Illinois 60176.
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Behind the Scenes

N

oo late for inclusion in our April

mixed review of the state of the classi-
cal recording industry came confirmation
of a significant new venture. James Frey
and Scott Mampe, former heads of
Deutsche Grammophon and Philips, are
about to launch a new line, a classical wing
of Clive Davis’ Arista label. They will be-
gin by importing and distributing the Ger-
man Ariola/Eurodisc series, which Arista
already owns, one of the larger European
classical catalogs still without substantial
American distribution. Subsequently,
Frey/Mampe Associates will undertake
original production, including a midpriced
digital line of basic repertory.

About now the British Unicorn label
should be completing sessions on a major
Delius project: a recording of works the
blind and infirm composer dictated to his
amanuensis Eric Fenby between 1928 and
his 1934 death. Fenby himself, who turned
seventy-five last month, leads the Ambro-
sian Singers and Royal Philharmonic Or-
chestra in the Songs of Farewell, A Song of Sum-
mer, Caprice and Elegy, ldyll, the lrmelin
Prelude, and two earlier works, Two Agua-
relles and A Late Lark. Soprano Felicity Lott
will be among the soloists. Two separate
digital tapings are being made, one multi-
miked, the other with a single microphone;
a later determination will be made as to
which to release. The Delius Trust is pro-
viding a subsidy expected to run to some
30,000 pounds—the first time such aid is
being extended to a small independent

company. Unicorn director John Gold-
smith has arranged with Faber and Faber a
paperback republication of Fenby’s 1936
book, Delius as | Knew Him, and plans are to
include it as part of the two-disc package.

One of the hopes for the new Davies
Hall has been that it will make the San
Francisco Symphony’s recording life easier
and more abundant. All systems are go.
Next October, two weeks will be set aside
from the young concert season exclusively
for recording. Philips will tape perform-
ances of the Mahler Fourth Symphony,
with soprano Margaret Price, and Res-
pighi’s Pines/Fountains, all led by Edo de
Waart. And soprano Elly Ameling will join
her compatriot in a third recording of
works as yet undetermined.

Deutsche Grammophon is recording
yet another Aida—though not exactly as
planned. Leonard Bernstein was originally
to have recorded the work, but that project
apparently ran aground on the shoals of the
video contract. Meanwhile, Claudio Ab-
bado’s scheduled Don Carlos developed se-
rious hitches of its own, so what more natu-
ral than for Abbado to take over Aida? No
sooner said than done. He conducts the La
Scala Orchestra and Chorus and a cast that
is yet another variant of the usual lineup
with Katia Ricciarelli as Aida, Elena
Obraztsova as Amneris, Placido Domingo
as Radameés, and Leo Nucci as Amonasro.
Ruggero Raimondi, Ramfis in last year's
Karajan version (Angel SZCX 3888), is the

King here and Nicolai Ghiaurov becomes
Ramfis.

Time-Life Records has inaugurated a
new series, American Musicals. The first
volume, a three-disc set devoted to music of
Rodgers and Hammerstein, contains origi-
nal-cast recordings of Okluhoma! (complete
with three songs not previously transferred
to LP), Carousel, and South Pacific in unre-
touched monaural dubbings and is accom-
panied by Abe Laufe's book Broudway’s
Greatest Musivals. ($24.95; Time-Life Rec-
ords, 541 N. Fairbanks Ct., Chicago, Il
6061 1.) Future volumes will offer music of
Cole Porter, Leonard Bernstein, and Ste-
phen Sondheim.

“The audience . . . is dumber than it
used to be; modern Americans are better
consumers of records than ever before, but
they are poorer music-listeners.” William
Ivey's statement and others less provocative
can be found in The Phonograph and Our Mu-
sical Life, the proceedings of a centennial
conference (December 1977), edited by H.
Wiley Hitchcock. Contributors include
HF’s David Hamilton. (Available through
the Institute for Studies in American Mu-
sic, Brooklyn College, Brooklyn, N.Y.
11210, for $7.50.)

And the Beecham Society has an-
nounced the third printing of its George
Szell discography, complete with a recent
updating supplement. (Sir Thomas Bee-
cham Society, P.O. Box 6361, Cleveland,
Ohio 44101; $10.75.) HE
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Videokronts

Latest Video News and Products

More on Matsushita’s Mini

Inthe May issue, we told you about
Matsushita’s new Micro Video Com-
bination camera/VCR. That proto-
type. shown here, uses a half-inch
Cosvicon tube as an imager and
quarter-inch tape. .,

A home video equalizer—the
GEM-100—has been introduced by
Superex. The device may be used
for video-to-video duplication or for
improving reproduction from a
video tape recorder or from cable
television. It is said to restore lost
luminescence, color, and contrast.
Level controls for six frequency
bands, a gain control, and an equal-
izer bypass switch are provided.
Priceis $270.

Cable compatibility is the newsin
eleven General Electric TVs. Called
Superband tuning, it provides direct
access to thirty-five additional chan-
nels of cable programming. Details
on this and the rest of GE's exten-
sive new product line will appear in
the July issue.

Want More Information?

It you'd like further information
about any of the equipment or
companies mentioned in the
pages of VIDEO TODAY, write us at
P.O.Box 550, Dept. VT, Great
Barrington, Mass. 01230.

Evenif youdon’t like television,
you're likely to be intrigued by Chan-
nel 1, aunigue ‘'mood synthesizer,”
which fits over any TV screen of 21
inchesor less. Channel 1'sintricate
plastic lens separates the video im-
ageinto eighty-eight squares of
kaleidoscopic color that ripple and
change unpredictably as the image
changes. The deviceis intended to
be used with the television sound
turned off, to promote relaxation
during conversation, reading, or
other activities. Obviously, charac-
teristics of a program other than its
graphic quality areirrelevant to the
synthesizer's performance; in fact,
the manufacturer says that commer-
cials and flashy game shows provide
some of the most interesting effects.
Price of Channel 1 is $20.

A Beta-format VCRhead-
cleaner has beenintroduced by
TDK. The LCL-30($25) issaid to
provide 200 cleanings at the normal
(Betall) speed. You insertthe tape
into the VCR, press PLAY, and after
30seconds press STOP beforere-
moving the cassette.

A calculator disc that translates
the VCR counter numbers into real
timeis available from Video Informa-
tion Systems, inc. (VIS). VCR coun-
ters are mechanically linked to the
takeup reel drive mechanism, which
operates at a steadily decreasing
speed as more tape windsinto the
reel; thus, ordinarily, translating the
reel revolutions into running time is
quite complicated. With this disc,
however, you just set the calculator
arrow to the VCR's counter number,
and the recording time used and re-
maining appears in little cutout win-
dowsfor each of the three standard
speeds. Dial-a-Time ($15), reported
to be accurate to within five minutes,
comesin four separate models for
both VHS and Beta format video
tapes.

CED off the Ground;
VHD off until 1982

RCA's CED video disc player has
beenlaunched. We’'d be surprised if
there are many people inthe U.S
who aren't already aware of this, in
view of the flood of television and
newspaper publicity attending the
debut. Still, there are those who
wonder how successful this multi-
million-dollar gamble will be. Skep-
tics even suggest that the publicity
surrounding SelectaVision mayin
the end benefit video cassette
recorders by heightening every-
one's awareness of video in general.
Atleast for now, RCAcertainly has
the limelight.

On the other hand, the VHD
(Video High Density) video disc sys-
tem, originally scheduled for intro-
duction by JVC (and others)in this
country late this year, has been put
off until the early part of 1982.
Apparently the parentcompany de-
cided to distribute it in Japan this
October to gain a marketing foot-
hold before taking on the CED and
laser-optical systems in the U.S. Ob-
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servers are questioning whether this
marketing strategy won't backfire,
since the VHD debut will miss the
prime Christmas buying season.

When the formatis introduced
here sometime in January 1982, JVC
says, the initial catalog willhave 100
discs, including such programs as
movies, music, hobbies, sports, and
education. JVC will offer itsown
brand, while its parent company—
Matsushita Electric—will marketdisc
systems under both the Panasonic
and Quasar labels.

Meanwhile, companies continue
toline upin the various disc camps.
Toshiba has announced it will begin
selling a CED format video disc
playerin the U.S. early this summer.
Toshiba follows Hitachi and Sanyo
in selecting this format.

Sharpreports it will adopt the VHD
format, bringing its disc player on
the U.S. market sometime in the first
quarter of 1982. The company says
it based its decision on the belief
that the VHD software catalogis the
strongest. Also, itcontends that
RCA'’s first-generation CED player,
which has only monophonic sound,
will soon be obsolete; the VHD sys-
tem will offer stereo sound from the
beginning. —William Tynan
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Designed to hold a complete
home video system—video disc
player, television, VCR, and video
tapes—the Status Pro Model 1915
from Gusdorf Corporation features a
slide-out shelf for the VCR. Pecan or
walnut vinyl veneer finishes are avail-
able. Price of the cabinet, which mea-
sures 45 by 30 by 20 inches, is $235,

Eliminating electrical power-
line noise, which often causes
flashes and jitterin your TV picture,
isthe purpose of the Super Isolator
from Electronic Specialists, Inc.
This special heavy-duty spike/surge

suppressor has an overall load ca-

pacity of 1.875 kilowatts; each of the
three dual balanced-pi filtered sock-
ets handles a 1-kilowatt load. It sells
for $95

A video lens care kitis the newest
addition to Bib's Videophile Edition
accessoryline. The VE-13 includes
aretractable brush, cleaning fluid,
and an antistatic cleaning cloth, all
housed in a wallet. Priceis $9.00.

LENS
CARE KIT

A single-unit, drawer-type pro-
Jection TV system with a 6C-inch
diagonal screen is being produced
by NEC America, Inc. The PJ-60EN
($3,600) uses a three-gun in-line
projector, which yields a total of 80
footlamberts of brightness at the
screen. Video inputs are lineand TV;
thereis aline output. The built-in
stereo audio system has separate in-
puts and outputs, an amplifier rated
at4 watts per channelinto 8 ohms,
and two woofer-tweeter pairs.
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Tubelood

News and reviews of new (and
sometimes original) video tape
and video disc programs.

by Peter Dobbin

Aiming at Quality
and Quantity

For several months, rumors have
been circulating that DiscoVision
Associates (DVA), manufacturer of
laser-based video discs, was having
difficulties maintaining large-scale
production of glitch-free discs. Re-
jects on the order 0of50% were re-
portedly coming off the production
line, and returns from dealers and
consumers were pushing the figure
even higher. The latest news indi-
cates that the quality-control picture
islooking brighter, and optical video
discs will no doubf get a big boostin
both quality and quantity when the
first products emerge from the new
Universal Pioneer Corporation
pressing facility in Kofu, Japan.

Completed in April, the planthas a
claimed production capacity of
100,000 discs per month, and offi-
cials expect to double that by the
end of the year. Ofthe initial run,
some 30,000 discs per month will go
to DVA. The remaining 70,000 are
earmarked for Pioneer Artists—the
video music label—and others.

Thelessons learned at the prob-
lem-ridden DVA factory are being
utilized by UPC. The new plant,
which cost more than $8 million to
construct and $3 million to outfit
with mastering and pressing equip-
ment, employs a special cleanroom
for the critical mastering process.
Universal, incidentally, is a joint ven-
ture of Pioneer Electronic Corpora-
tion and DiscoVision Associates,
whichitself was formed jointly by
MCA and IBM.

RCA, whose CED grooved capaci-
tancedisc system appeared with a
flourish back in March, is leaving no
stone unturned to ensure thatit will
have a broad program range. It re-
ports that its SelectaVision division
and RCA Records have cemented
an alliance todevelop and produce

original music video discs. This, of
course, opens RCA Records' huge
roster of artists to the video market;
company officials are said to be
looking at both live concert and spe-
cial studio session programs. The
company is quick to pointout, how-
ever, that itis notlimited by the
agreement. A video development
project with Don Kirshner Entertain-
ment is already in the works, and
plans are being discussed with
some twenty otherrecord suppliers.
One problem remains: The first
CED discs and players have a
monaural soundtrack, and for agen-
eration weaned on stereo, that's
something less than exciting.

Back to the Lagoon

A

A problem with image.

Those of you who have been look-
ing for MCA Video Cassettes’ VHS
and Beta versions of the 3-D classics
Creature from the Black Lagoon and
It Came from Outer Space will have
to wait awhile longer. MCA hasre-
calied both features because of
technical problems in the film-to-
video transfer process that resulted
in alack of image registrationin the
opening scenes. An MCA spokes-
man says corrected copies will soon
be shipped off to dealers.

For Rockers

Dubbed the Godfather of Soul by
his fans, James Brown is making an
appearance on yourhome TVvia a
Livein Concert cassette issued by
Media Home Entertainment. Ob-
viously taped off the air, the 1979 To-
ronto concert—punctuated period-
ically by aprogram identification

that would normally follow acom-
mercial break—is hardly Brown's
most polished performance. About
forty-five mintues long, it opens with
ten minutes of his five-man brass
section blowing boring riffs. When
Brown does appear, the audience
goes wild with excitement, and the
master does a good, yet very brief,
runthrough of his hits. Despite its
flaws, this cassette is a must for r&b-
jovers.

Warner Home Video, notably
committed to video music, is offer-
ing several big-name performers in
concert. The star of its roster is fea-
tured in Rod Stewart/Live atthe Los
Angeles Forum, billed as *‘the most
powerful rock performance on
video." Other releasesinciude
Fleetwood Mac/Documentary and
Live Concert, which follows the
group asitmakesits 1979 LP
""Tusk' and goes on its subsequent
road tour. My favorite from Warner is
The Kinks/One forthe Road. The
cassette combines live perform-
ances of their hits with footage of
their early TV appearances.

MCA Video Cassettes’ reiease of
Xanadu, the musical fantasy starring
OliviaNewton-John and Gene Kelly,
provides another use for your VCR's
fast-scan feature. Thisfilm is so
tired, lifeless, and slow-moving that
its only salvationis being viewed at
severaltimes its normal speed. New-
ton-John, whose thin voice and min-
imal acting skills were effectively
camouflaged in Grease by flashy di-
rection, good musical material, and
a great supporting cast, here finds
herself bereft of those elements. The
director apparently thought that
having the wobbly Newton-John
slide through most of the film on
roller skates would help; the produc-
tionitself looks cheap; the plot—a
muse comes to Earth to inspire the
building of a disco—is inane, even
by Hollywood standards; and the
music and choreography (sorry,
Gene) are just awful. Miss this one.

Olivia as an unamusing muse.
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video imaging system
by Tony Galluzzo

Knurled zoom focal-length
ring lets you switch easily
between wide-angle and
telephoto shots—often a

6:1 ratio.

lensisalens. Light enters
this optical wonder and
strikes the face of the vidi-
contube inside your cam-
erato form animage. To obtainthe
bestimage and make maximum use
ofalens's capabilities, there are a
few basics you should know
Let's stick with the zoom lens,
since it’'s the most flexible piece of
optic equipment you can use with a
video camera. Look at azoom, and
you'll see afocusing ring up front,
scribedin neat numerals denoting
distance in feet and meters. Farther
back is the zoom ring, with numbers
showing the range of focal lengths
in millimeters. A very expansive
range might be something like 12.5
to 70mm, providing adequate cov-
erage for moderate wide-angle
shots, critical close-ups, and any-
thingin between.

Behind the zoomring, you will
usually find an f/stop oriris ring,
marked for the range of stops from
the widest lens opening (i.e.,f/1.4 or
f/1.8)to the smallest (ordinarily
f/22). The faster the lens, the more
light pours through and the better
your chances are of obtaining a
viewable image under poor

Basics of
Better Vide
Images

How to obtain the best definition
possible from your zoom lens and

Focusingringis always

and is marked in both feet
and meters.

lighting conditions.

But you pay a pricewhen usinga
lens at its maximum limits—wide
open, at the extreme telephcto posi-
tion, and especially when combining
the use of the maximum f/stop with
the telephoto setting. If you or your
subject moves slightly, the video im-
age will shift out of focus. Focusing
problems increase as the distance
between the subject and camera be-
comes shorter

Most home video cameras now
onthe market come equipped with
through-the-lens optical focusing
screens, even if they also have aux-
iliary electronic viewfinders. The op-
tical screen usually contains a split-
image circle or microprism in the
center. | have always found this re-
flex optical system easier and more
accurate for critical focusing than
the electronic finder. The primary
strength of the electronic view-
finder, or CRT (cathode ray tube), is
thatit actsas atiny TV set, allowing
you to see shots asthey will appear
infinal form

Here’s the procedure to follow for
accurate focusing—one you should
work on until it becomes second na-
ture. Set your lens focus at infinity

located the farthest forward

Iris (f/stop)
ring controls
amnount of light
entering camera
and depth of the
image’s area of
sharp focus.

Ny

andthe zoomring at the telephoto
position. Now aim the camera at a
distantobject—something with dis-
tinctlines, such as abuilding. Peer
through the finder, and set the diop-
ter eyepiece (ifit has one) so the
splitimage or microprism looks
sharpestto you. Now lock it and for-
getit; if the eyepiece does not have a
lock, you might try tapingit soit
doesn’t shift

Nex1, select your subject and
zoom in to the extreme telephoto
position. Focus until the centra por-
tion of your subject looks sharpest
through the splitcircle or micro-
prism.(Don't focus using the aerial
screen that surrounds the focusing
circle; your eye adapts itself to the
aerialimage and deceives you.) Ad-
justthe zoomring to change the fo-
cal length for the framing you want
That'sit. Regardless of where you
move the zoom ring, your subject
will remain in proper focus as long
as you maintain your distance.

(continued on next page)
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VIDEO IMAGES (continued)

try to zap into telephoto, refocus,
and zoom out again. But this téch-
nique, if you can callit that, be-
ter method is to set focus atan

average (sometimes called univer-
sal) setting—say, 6 to 10 feet—then

good focus asfong as theillumina-
tionis fairly decent.

approach is to zoom in while riding
need quite a stretch of fingers for
hand-held camera. Mounting the

you to use both hands. To follow
focus properly (or “‘pull focus,' as

If your subject is constantly on the
move, or moves suddenly, you might

comes obtrusive after a while. A bet-

use the wide-angle position as much
aspossible. Since focus isn'tnearly
ascritical at wider focal lengths, you
cankeep your subject in reasonably

Another, perhaps more difficult,
the focus at the same time. You may
this, especially when working with a

cameraon atripod, however, allows

the British say), it's agood ideato
study your lens carefully. Check to
see where your fingers fall when the
focusing ring is at the near position,
somewhere in the middle, and at in-
finity. Most important, although it
may sound absurd, remember which
way to turn for infinity or close focus.
Nothing is more disturbing than an
image that pops in and out of focus.
The language of f/stops isinex-
tricably woven into the use of focal
lengths. Some people may run from
these squared numbers as if con-
fronted by a differential equation.
Butit's relatively easy to understand
how they relate to the amount of
light passing through the lens and to
the effect known as depth of field.
Thef/stop denotes the diameter
oftheiris or diaphragm as itrelates
to focal length. \f you have a50mm
(2-inch) lens, for instance, and the
maximum iris diameter is 25mm (1
inch), your largest stop would be

Depth of field can be used effectively to isolate one element in a picture. Shooting
wide open (about {/1.8) at a medium telephofo length (about 70mm) produced image
above. However, slight movement of either the camera or the subject in a low-light
condition, where depth of field is limited, may cause your subject to slip out of focus
and, perhaps, a second picture element to come into focus (below).

f/2.If you closed the lens down to
12.5mm (Y2-inch) diameter, your
stopshouldread f/4. And so on.
Thus the stop number is a divisor.

Interestingly, image brilliance
varies only in proportion to the
f/stop set and does not change with
focallength. So, whether you set a
25mmlens ora 12.5-70mm zoom
lensto f/4, your exposure will be the
same. The f/stop system was de-
vised precisely to serve as a con-
sistent measure ofaperture, regard-
less of focal length, and it provides a
good, clear, working basis for judg-
ing exposure. Butif you should ever
come across the higher-priced, pro-
fessional zoom lenses, you'll notice
they are also marked in T-stops,
which take into account the f/stop
but also indicate light transmission
through all those layers of glass.
While your actual exposure (if read
onalight meter) might be f/4, for ex-
ample, your T-stop setting onthe
lens might be on the order of 7/3.8,
aslightly wider diameter to make up
for light absorption through the opti-
calequipment.

Because you're workingin video,
knowing the actual numbers for ex-
posure may not be asimportant to
you as understanding how theyre-
late to depth of field. Basically, the
higher the number (smaller the lens
opening), the more you will have in
focus. This is most apparentwhen
you're shooting agroup of people,
with some closer and some farther
fromthe camera. If youfocuson a
centralfigure and the lens is wide
open—say, f/1.8—subjects in front
of and behind this figure will be
somewhat blurred or completely out
offocus. Ifyou have manual over-
ride of f/stops on your video cam-
era, you can close the lens down to
f/4 or f/8 (depending on the light)
andincrease relative sharpness
over a broaderrange.

On the other hand, if you happen
to be shooting in bright daylight,
where you must use a stop of f/8 or
f/16, and you wish to reduce depth
of field, you will have to resort to us-
ing a neutral density filter over the
lens. These grayish filters don’t alter
the color, but they do absorb lightin
varying degrees and allow you to
open up the lens accordingly.
While f/stops and focal length
have similar effects on both video
and film, video does exhibitsome
peculiar properties. Thetarget area
of the vidicon tube (whereincoming
(continued on page A11)
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When One Screen
Is Not Enough

Sampo’s 9519 Tri-Screen Television is ideal for the avid TV recordist by Robert Long

heinitial reaction of aimost
everyone who has seen the
Sampo Model 9519 Tri-
Screen Television receiver
in my family room is astonishment
mixed with disbelief. Two 5-inch
black-and-white screens in addition
toa 19-inch color picture on asingle
TV receiver? Why? Well, so that avid
time-shifters—those who record
programming for playback at a later
time—can keep tabson the program
they're taping (maybe to editout
commercials, for example) while
watching otherwise unirterrupted a
show they aren’ttaping. Atleast,
that's the way | looked at it in the be-
ginning; asitturns out, there are
some quirks to the design that you
should be aware of before you rush
outtospend $1,000 ononeasa
three-channel monitoring system
The main screenis the only one
for which thereis sound, of course
Its color-locking and ambient-light
compensation circuits both are
defeatable via switches on a control
panel hidden behind a door at the
lower left corner of the receiver.
Other picture controls on the same
panel are for BRIGHTNESS, TINT (hue,
in photographic terms), COLOR (sat-
uration), and VERTICALHOLD. The
channelis selected by choosingone
of twelve independent tuners, each
of which covers the entire VHF / UHF
spectrum and therefore can be pre-
tuned to any channel
The supplied remote control (bat-

Controls for main screen, color-locking,
and ambient light sensor are behind flip-
down door.

tery-powered, with infrared trans-
mission to a sensor on the receiver’s
front panel) permits you to turn the
whole set on or off, step from one
tuner to the next in either direction
raise or lower the audio volume con-
tinuously (the longer you press the
button, the greaterthe level
change), and mute the audio alto-
gether (now you hear it, now you
don't). A front-panel switch chooses
either remote or at-the-set operation
ofthese functions, but we seidom
used the latter controls after the first
couple of weeks, so satisfactory did
theremote control seem for regular
family viewing

Thetwo secondary screens,
called MoNITOR B and MoNITOR C by
Sampo (the color picture is consid-
ered MONITOR A), can be turned off
ata front-panel switch. Doing so
both saves energy and avoids dis-
traction while you're watching the
color screen, but curiosity kept get-

ting the better of us. We (meaning
me, in particular, my wife would has-
ten to add) usually keptthe subsidi-
ary screens on just in case we might
be missing something otherwise

Each of the small screens has two
tuners and switches automatically
fromthe ““‘normal’ one to the other
according to arather curious
scheme: The upper small screen (B)
changes channels when the main
screen is switched to the tuner at the
extremeright end of its array
(Sampo calls thistuner A1, since its
numbering, for noreason | can dis-
cern, runs fromright to left); Monitor
C does so when the main screenis
switched to tuner A2

The owner’s manual offers no
suggestions about getting best use
outof this rather arbitrary scheme.
Presumably, you tune the two most-
watched channels on A1 and A2 and
onthe “normal’’ (again, right-hand)
tuners for the small screens. The

(continued on next page)
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HANDS-ON REPORT (continued)
other two small-screen tuners (B2
and C2) then would get third and
fourth choice in your ranking of
available stations. This would mean
that both of your top favorites always
areshowing onone screen or an-
other, with either the third or fourth
appearing whenever the main
screen goes to either of the top two.
Butit also means thalthe sequence
of channelsin the twelve A tuners
mightbe very scramtled in order to
place the favorites at the end of the
sequence—or the beginning, de-
pending on your viewpoint.

Sampo supplies a set of trans-
lucent numbers for identification of
each of the sixteen tuners involved,
withillumination for the three that
arecurrently in use. Buteven when

Translucent numbers are used for the
sixteen tuners, twelve of which are as-
signed to the main screen. Channels may
be in any order.

Two secondary black-and-white screens
each have two tuners and automatically
switch channels when you change the
main screen.

Back-panel switches and inputs let you
monitor two VCRs simultaneously on the
small screens.

litthese channel numbers are diffi-
cultto read from across the room;
they’'re even more difficult to read
from a few feet away when they're
notlit. Soa scrambled sequence
can be confusing.

Thereis an operation mode that
makes the switching scheme seem
less capricious. On the back panel,
in addition to 300-ohm antennain-
puts for both VHF and UHF plus a
75-ohm (cABLE) VHF input, there are
two MONITOR VIDEO IN 75-0hm jacks
and two corresponding VIDEO/ TV
switches—one of each for Monitors
Band C. If you hook the direct out-
putfrom avideo recorder (or any
other device delivering a video sig-
nal, as opposed to modulated RF) to
either of these jacks and flip the
switch, the monitorin question no
longer shows either of the channels
for which its tuners are program-
med, only the video-input sig-
nal. If you're a muitideck recordist,
two VCRs can be hooked simulta-
neously and independently to the
monitor screens.

Whoever was responsible for the
conception and design of the 9519
surely was thinking of such uses as
crucial, though the manual seems to
consider them as mere alternatives.
Consider, for example, that man-
ually retuning MonitorBorCisa
pesky enough job to make you will-
ing to do it only occasionally and
only for very good reasons; if those
monitors are displaying signals
you'rerecording on a VCR, how-
ever, you need only flip the built-in
tunerto change channels.

In normal home use, picture and
sound quality of Monitor A are dis-
tinctly above average, though color
quality does vary with the use cycle
in the test sample. When the set has
justbeen turned on, the standard
adjustmentsyield very rich, deep
color, which soon lightens to more
realistic values. But after several
hours of use, a marked fading sets
in; atits most extreme, the picture
has the quality of an old-fashioned
hand-tinted photograph (flesh tones
are a uniform tan, greens very gray,
and all subtle color modulations are
missing), which defies amelioration
with the manual controls. That
would rule out use as a professional
monitor, but it need notdeter home-
bodies who practice reasonable re-
straint in their viewing habits. And if
you're an avid TV recordist, | know
of nothing comparable, short of as-
sembling a bank of separate sets.

Piracy and Privacy
Yourarticle **Are You a Signal-Nap-
per?"” [February] reminded me of an
ancient Chinese fable about a poor
man who was accused of stealing an
aroma. He used to eathis simplerice
while his greedy landlord, who lived
next door, would cook his expensive
meals. The aroma of the expensive
food made the poor man‘srice seem
less plain. When the rich man found
this out, he accused the poor man of
stealing. The case was brought te-
fore a wise old judge, who instructed
the poor man to take all the coins he
had with him and let them dropfrom
one hand to the other. The judge
then told the rich man that he had
been paid by the sound of the drop-
pingcoins

The pointis that the poor man did
not ask therich man to putthe ar-
omain hisroom; the air he smelled
was public property. If the pay-TV
companies insist that not paying for
their signal is piracy, why should |
notbe able to accuse them and their
signal of trespassing?

David Waldron
Clarendon Hills, Il

Additional Value
In contrast to those who criticize the
presence of the VIDEO TopAaY & To-
MORROW supplement {*'Letters,’
March], | contend that the video
coverage has given your magazine
additional value and is better ad-
justed to the Generation Gap than
critics suggest. As a twenty-three-
year-old college instructorin popu-
lar culture holding a B.S. degree in
radio/film/television, | find that your
magazine now gives me concise,
currentinformation in several areas
of my professionalinterest.

PaulD. Fischer

Bowling Green, Ohio

VIDEO TODAY & TOMORROW is pub-
lished monthly by ABC Leisure Magazines
as a supplement to HIGH FIDELITY and
MODERN PHOTOGRAPHY magazines.
Editorial correspondence should be ad-
dressed to VIDEO TODAY & TOMOR-
ROW. P.O. Box 550. Dept. VT, Great Bar-
rington, Mass. 01230
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Videokile

First, remove allthe color

from the television picture
by rotating the color (chrome)
control counterclockwise until
you have a black-and-white im-
age.

Turn the BRIGHTNESS up
relatively high

Rotate the contrast control
counterclockwise until
thereis no picture on the screen

Slowly turn the CONTRAST

clockwise until a picture
appears and then advance the
control until the image contains
clean whites, solid blacks, and a
gradation of middle gray tones
in between. You'll probably
have to tweak the control back
and forth before achieving the
bestscale.

Oncethe contrastis set,

correctly adjust the bright-
nesscontrol in accordance with
thelighting in your room. Es-
sentially, the correctsetting is
one that produces the most
pleasing black-and-white pic-
ture

ow many times have you walked into a friend’s house
and seen a television set, on which the people were
some odd color that only Captain Kirk might encoun-
ter in the outer reaches of the galaxy? Some Ameri-
cans believe that because they own a color TV, they should take
advantage of all the color the set has to deliver. Crank up the
green; crank up the red; liven up flesh tones with color.
On the other hand, those of you seriously interested in home
video—especially if you're making your own home video mov-
ies—want true color. It's important, then, that you know how to
obtain the mostrealistic color from yourhome TV set or monitor.
Actually it's very simple, but you have to break the habit of
merely setting the color on your television set once and leaving it
untouched forever. Some designs dissuade you from altering the
color by including an automatic color control. Experience shows
that “automatic’ does not necessarily mean ‘“‘best.’ There are
four basic controls—BRIGHTNESS, CONTRAST, COLOR (sometimes
called Chroma), and HUE (often called tint)—and it is the correct
relationship among them that establishes a quality television
picture. Here’s how you can make the adjustments vourself.

Slowly advance the color

(chrome) control clock-
wise until allelements in the
tetevision picture have a natural
appearance. Too much color
results in oversaturation—the
colors seem to jump off the
screen

The color control adjusts

intensity, HUE varies the
relative amount of the color
components. Adjust the HUE un-
til flesh colors are natural. Mis-
adjustment makes people look
green and slightly sickly or
givesthem a purplish tint.

Onceyou have setup the

controls manually, switch
your television setto the auio-
matic mode, ifit hasone. You
canjudge for yourself whether
the manual setup or the auto-
matic circuit is best in your case

If you find it impossible to

achieve the correct color
balance, your television set may
need professional adjustment at
a service shop. This is unlikely
ina new set butcan become
necessary after several years of

use. Always check your owner's
manual before making any ad-
justments yourself

1 0 It is sometimes difficult

tosetup your TVwhen
the picture is constantly chang-
ing. You might want to consider
purchasing a color-bargener-
ator, which you ¢an buy for
about $100. With this device
you can generate a color test
pattern and gray scale on your
TV.You can also easily deter-
mine whether your inability to
obtain satisfactory color pic-
turesis caused by a malfunction
within the set itself.

Home television is evolving in
two directions simultaneously
Most apparent i3 automation—
taking the ability to precisely
control the set away from the
viewer. But “component’’ tele-
vision—already available in Ja-
pan—will soon besoldintheU S
too. Essentially, it puts control
back in your hands by giving
you a separate, high quality TV
monitor, which you connect to
other elements in your home
video/entertainment system
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One month ago a little box, 7% by
5% by 2inches, came to live with my
family and our VCR. Idon’t know
how we ever taped withoutit.

We are movie fanatics. Old films
inevitably go on at weird hours of the
morning. We set the automatic timer
onour VCR to record the movies so
we can play them back at reason-
able hours for ourselves and all our
film-buff friends.

Unless these old movies are on
public TV, Home Box Office, or
cable TV (andin my area we have
neither of the latter two), every view-
ing hour is peppered with fifteen
minutes of commercials The later
the hour, the more objectionable the
commercials. To make matters
worse, the mostirritating ads are
generally repeated again and again.

That's where thislittle box comes
in. The Shelton Video Editor stays
up all night, if necessary, with my
VCR and edits out the commercials!
Notonly do we receive a virtually
uninterrupted movie, but we save
about 25% of our viewing time—and
25% of our valuable tape

The Shelton Editoris asnap to set
up. With our VHS recorder, we sim-
ply plugged one regular phono con-
nectioninto the video output, an-
otherinto the audio output, and a
miniature Japanese pluginto the
pause terminal. A small transformer
with regular double male prongs fits
any AC outlet.

Here’'s how the device works. Be-
tween regular programming and
commercials, the TV screen usually
darkensand the audio signalis
blanked out. The Shelton Editor
senses these hiatuses and automati-
cally activates the pause control,
stopping the forward motion of the
tape. The pause period is adjustable
via a front-panel switch for either
Mode 1 (30 seconds) or Mode 2 (2
minutes). Following the pause, the
device spends the next 30 seconds

NoMoreTV
Commercials?

It's true. You can automatically edit as
you record, saving tape and viewing time.

by Herbert Keppler

or so searching for another audio-
videosilent-dark lapse. If itsenses
one, it pauses once more; if not, it
releases the control and the VCR
beginsrecording again
Mostcommercials run 10, 30, or
60 seconds. We found thatthe Mode
2 pause worked beautifully for late-
night movies, butyou'll probably
wantto determine what best suits
your taping needs. Occasionally
duringold movies, a 10-second
commercial snippet slipped
through, but it was the exception.

The Editor does present some
problems. After the last ad, a final
fade occurs, with the screen sud-
denly going blank prior to the re-
sumption of programming. The ma-
chine senses this too and switches
off the tape for another 30 seconds.
Therefore, you lose a little of the pro-
gramming. Obviously, this could be
devastating for, say, a news broad-
cast, and we were concerned that it
would have an unacceptable effect
ona movie as well. Surprise! None of
our viewers noticed anything was
missing, save in those cases where
the tape started in midsentence. As
ithappens, filmsusually areinter-
rupted where a natural break in the

Cut it out! This tiny box, three simple VCR connections, and a transformer cord
plugged into an AC outlet can make your movie video-taping much more rewarding.

action occurs, and we found that
most of the time the first 30 seconds
of the picked up portion of the movie
contained no dialogue.

Wewere warned that the Editor
mightshut off the tapeif ascene is
dark and lackingin sound or if the
station has alot of snow. We did not
experienceeither problem. On afew
TV channels that sometimes elimi-
nate the requisite pauses between
adsand programming, however, we
ended up with commercials on the
tape. And when in Mode 2, the unit
may pause atthe end of the com-
mercials for more than 2 minutes.
We were able to identify these chan-
nels fairly quickly and then used
Mode 1 for them. We still picked up
some ads, butthe number was re-
duced somewhat.

The Shelton Editor cannot be
used in conjunction with the auto-
matic timers on some VCRSs, princi-
pally VHS portables. To check your
own set, try your pause control with
the timer operating. If the contro!
won't work, the Editor won't either.

There has been some controversy
over whether substantial use of the
pause mechanism may cause undue
wear to the recording heads. While it
certainly is too early to assess the
Shelton Editor in this regard, we
checked with several people who
have been eliminating commercials
by using the control manually. They
report no excessive head wear.

Inour opinion, the Shelton Editor
is a worthwhile addition to the video
scene. Made inCanada, it's avail-
ablefor $150 from Shelton Video
P.O.Box 860, Vashon, Wash. 98070
or from video dealers. Specify the
make and model of your VCR, since
thatinformation will determine
which of the four models you need.
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VIDEO IMAGES (continued)

lightis imaged) simply has more
depth than the sensitive area of film
emulsion. This means the vidicon
target will “‘see’” a broader range of
in-focus light than film emulsion and
provide more depth of focus. While
thisis not the same as depth of field,
ithas adirect relationship. If focusis
deeper at theimage planein the
camera(whether it's on film or vidi-
contarget), there's a betterchance
of getting more objects in focus be-
forethe lens.

This deep-focus businessis one
of the factors that contributes to
video's special quality. You have
probably heard that television has
that "‘live’ look, even whenthe im-
ages are played back on tape. A feel-
ing of depth is a major reason for
this; other contributing factors have
to do with scan rates, frame rates,
and images born of electronics.

Another peculiarity of video with
relationto f/stops hinges on the au-
tomatic gain control built into most
consumer video cameras. Even if
you turn the manual override control
toward the closed position (in effect,
closing the iris) to gain depth of field
or darken the image, you wind up
with an acceptable exposure over a
broader range than with a film cam-
era.Inotherwords, /2, /4, and
t/5.6 may give you an image of toler-
ably “‘correct’ exposure. That's be-
cause the AGC circuit swingsin to
correctexposure electronically
What happens now? Even though
exposure may be acceptable to your
eye, every change of f/stop alters
the contrast. It also determines color
saturation. If you open the exposure
control too much, colors weaken
and contrast increases, obliterating
detail. Close down too much, and
you oversaturate color, decrease
contrast, and destroy detail. It'sa
finer line than you might think, and
noneof thisis ““idiot-proof,’” despite
all the automation at work. But the
saving grace of video is that you can
look at your TV monitor or electronic
finder screen and immediately see
where you gain and where you lose
Well, we're about to fade to black,
but we can’t. Just try closing that ex-
posure control until the image dis-
appears, and the AGC keeps strug-
gling to provide you with a signal. All
youcan do is—fade to gray!

Smooth visual transition between scenes
is effected by tading to and from gray.
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Music from Mannheim

What a few have long known, Archiv now shows the world:
These pioneers didn’t just make history, they made music!

by Paul Henry Lang

he rediscovery of the “Mannheim

school” at the beginning of our cen-
tury created a musicological sensation. The
term has since become familiar even to lay-
men, and the group is always mentioned
with respect, even though very little of its
copious output is encountered.

The Mannheimers were a spunky
lot. The city was twice leveled to the ground
by the French and twice rebuilt, and when
it was made the capital of the Palatinate in
1720, the Elector Carl Philipp promptly em-
barked on an ambitious building program
Since his architects started from ashes and
rubble, they could plan an entire new city,
and like their musical colleagues, they were
modern and forward-looking. The straight
streets and regular blocks resemble those of
an American city, but the architecture does
not. The electoral palace (the greatest in
Germany), the fine opera house, the
churches and other public buildings were
all splendid, and the electors, with equal
determination, saw to the creation of an ex-
cellent musical establishment.

Carl Theodor (reigned 1743-78) was
particularly interested in music, and by
spending fantastic sums of money, he made

the city a world center of the art of music.
The Mannheim orchestra had no peer, and
all visitors praised it unstintingly: Burney
called it "an army of generals’”; Mozart
could not get over its precision and dy-
namic nuances; Daniel Schubart wrote that
“its forte is like thunder, its piano like the
breath of spring, and its crescendo like a
cataract.” In the opera house, most success-
ful works from Venice and Naples were
placed in the repertoire within a couple of
years of their premieres.

Carl Theodor, like his predecessor,
the “architect elector,” wanted instant re-
sults, so he recruited distinguished musi-
cians from the Austrian crown lands to add
to the existing musical household; together
they constituted a formidable aggregation
of talent. It is here that we race the first of
many misunderstandings that still cling to
this important segment of musical history.
The Germans usually reserve all the
achievements to themselves, yet the
Mannheim school—more precisely, the
original style setters—were practically all
immigrants and really formed an enclave, a
musical island in Germany, one not at all
congenial to, or admired by, the North. Jo-
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hann Stamitz (1717-57), the founder and
leader of the school, came from Bohemia,
Franz Xaver Richter (1709-89) from Mo-
ravia, Ignaz Holzbauer (1711-83) from
Vienna, and there were also a couple of Ital-
ians and a Belgian. After Bohemia became
Czechoslovakia sixty-three years ago, it be-
came fashionable to refer to these German-
Bohemians as bona fide Czechs; Johann
Stamitz became Jan Stamié, Franz Richter
Frantisek Richter, and so forth. Of course,
this won’t do either. Nor can the claim that
the Mannheim school was the sole prede-
cessor of the classic German symphony be
accepted, because significant contributions
to the new style came from Vienna and, of
course, from ltaly. Nevertheless, the
Mannheim school was epoch-making.

What Stamitz and the others accom
plished was a bold and logical transition
from the baroque and Empfindsamkeit to an
entirely new style. Polyphony became a
means, no longer a style; composers no
longer worked from the bass upward, but
from the top down, the resultant texture
making the basso continuo obsolete and
dispensable; they established the rule of the
symmetrical two-, four-, and eight-measure
periods; the sequence lost its significance
and became a sort of ornament or an agent
of modulation, and continuity was
achieved by thematic development.

But what most astounded the musi-
cal world was the establishment of a new
symphonic/orchestral idiom and tech-
nique. This was entirely different from the
old practices, because style and technique
were now entirely interdependent. Stamitz
and Christian Cannabich (1731-98) com-
posed for orchestra, they did not orchestrate.
This required a regrouping of the orchestra,
and we see the familiar classical scheme of
woodwinds and brass in pairs supported by
asubstantial string body. The orchestra was
disciplined and highly trained; both Stam-
itz and Cannabich were outstanding violin-
ists, and they saw to uniform bowing and
all the other niceties of ensemble technique
hitherto unknown except in Paris. The
symphonic/orchestral bent was so strong
that even Stamitz’ trios, notated in the old
trio-sonata manner of two violins and basso
continuo, are clearly intended for orches-
tral delivery. (His Trio, Op. 1, is so per-
formed here to entire satisfaction, though a
bass fiddle should have been added to the
ensemble.) Aside from these trios, it is quite
obvious that in the concertos and sym-
phonies the basso continuo is already
superfluous.
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Seated at playback, cellist Thomas Demenga and producer Gerd Ploebsch; concertmaster Thomas Fiiri gestures at right.

In 1778 the Elector Palatine, having
inherited the Duchy of Bavaria, moved his
residence to Munich. Most of his musicians
followed him, and the orchestra, combined
with the Bavarian court musicians, re.
mained supreme. It was this orchestra that
played in the Munich production of Ido-
meneo; Mozart’s uncoramonly rich orches-
tration of his first great opera shows what
he learned from this superb group. But—
and this is the second major misunder-
standing that must be corrected—the
Mannheim school proper ends here, be-
cause the stay-at-homes, the second-gener-
ation Mannheimers, no longer represented
the bold and innovative pioneers of Stam-
itz’ circle. Even his own sons Carl and An.
ton turned out to be mere provincial musi-
cians who could not hold a candle to their
elders, let alone their contemporaries
Haydn, Mozart, Rosetti, Dittersdorf, and all
the others. [See “Classical Reviews.”—Ed.|
Leopold Mozart found them old-fashioned,
unoriginal, and mannered. Even the or-
chestra declined; Mozart, who was greatly
impressed by the original Mannheim
school, was sadly disappointed when later
he heard his Figaro performed there. To re-
iterate, these rear-guard Mannheimers
should not be considered members of the
Mannheim school proper.

The selections in this album are
good, showing the principal orchestral
genres established and practiced by the
school: symphony, concertante symphony for
strings or for winds, and solo concerto; with
the exception of Richter’s flute concerto, all
are recorded here for the first time. It is per-
haps churlish to criticize such a valiant and

important venture, yet it seems to me that a
somewhat later orchestral trio by Stamitz,
the one in C minor that exudes a virtually
Beethovenian symphonic “furor,” would
have been more rewarding. Beethoven,
who knew these works from his teacher,
Neefe, in Bonn, based the scherzo of his
own C minor symphony verbatim on this
trio. But perhaps the able editors at Archiv
wanted to show the very inception of the
new style by presenting Stamitz’ Op. 1, and
it is indeed a revelation. There is the new
triadic type of symphonic incipit—no
longer a melody or a significant musical en-
tity, but a “subject” that gains its signifi-
cance by thematic elaboration. Then there
are the new Mannheim dynamics, the “roll-
ers,” or long, growing orchestral crescendos
that were to become so important and char-
acteristic in the classical symphony. Stam-
itz’ slow movements show a fine melodic
gift, while the newly inserted minuet—here
is the prototype of the classic four-move-
ment symphony/sonata—shows the trans-
formation of the French dance into a sym-
phonic piece. All the great masters who
followed Stamitz were indebted to him
and echoes can be followed to Beethoven'’s
final period. This is not formula music like
that of his sons and their colleagues; it is
emotional, affective, with a delicate feeling
for rhythmic and agogic niceties, yet it also
has dramatic force.

Among the older Mannheimers,
Richter was a good composer who ab-
sorbed the new orchestral style and idiom,
but he did not have Stamitz’ imagination
and inventiveness; his music, though fluent
and fine-sounding, still shows a lot of se-

quences and little thematic elaboration
Anton Filtz (1733-60), who regrettably died
at the age of twenty-six, could have been
one of Stamitz” worthiest disciples. He was
a noted cellist and must have composed the
concerto recorded here for himself. It is a
solid piece, passionate yet tinged with mel.
ancholy, full of good ideas; the orchestral
writing is very imaginative. There is a de-
cided resemblance here to Pergolesi, not
only because of his untimely death, but
by reason of a genuine musical kinship.
Holzbauer’s concertante symphony for vio-
lin, viola, cello, and strings is another good
piece that shows how this Viennese musi-
cian became acclimatized in Mannheim.
Though the symphony uses only strings,
one constantly “hears” woodwinds, horns,
and trumpets, so closely is its style bound
to the orchestra. His Symphony in E flat,
another attractive work, does use the winds
to advantage, and the majestic slow move-
ment recalls his Austro-Italian musical
origins.

Ludwig August Lebrun (1752-90),
whose father, a Bruxellois, played oboe in
the orchestra, is an authentic Mannheimer
born in the city. In his day he was one of the
foremost oboe players, and the concerto for
oboe presented here was undoubtedly for
his own use. Luckily, it is performed su
perbly by Heinz Holliger, the outstanding
oboist of our day. Lebrun (who did not fol-
low the orchestra to Munich) is still very
little known, but this somber concerto is
close to the “dark” Mozart, the D and G mi
nor Mozart; and its romping finale/rondo is
very much in Haydn'’s vein. If this fine con
certo is representative, Lebrun must have
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been one of the important minor masters of
the classical era.

That leaves Cannabich, who was a
near contemporary of Haydn. As a com-
poser, he does not quite belong to the origi-
nal Mannheim school. However, as the
leader of the orchestra—he succeeded
Stamitz in that office—he is verv much of
their breed; Mozart considered him “the
best conductor I have ever seen.” Canna-
bich was already a modern conductor in his
technique of rehearsing his forces, de-
manding disciplined attention, accuracy,
and expressive playing. Though he still dis-
charged the concertmaster’s duty, playing
the violin while leading the orchestra, he
actually controlled the ensemble by ges-
tures with his head, elbow, and bow. His
concertante symphony for wind solos and
full orchestra is not great, but very pleas-
ant; the tootling of the solo winds is de-
lightful, virtuosic, and transparent. His B
flat Symphony is also well made,. and it is
astonishing how much warmth the clari-
nets add to the orchestra. It was in Mann-
heim that Mozart heard the new instru-
ment for the first time, and he instantly fell
in love with it. Cannabich was well ac-
quainted with Jommelli, then the opera
maestro in Stuttgart, and the influence of
such a powerful musical personality is no-
ticeable; the ltalian, on the other hand, also
learned a good deal from Cannabich’s or-
chestral style.

This is an important release, espe-
cially for those who like to know “how mu-
sic got that way”; furthermore, the per-
formances and the sound are first class and
very enjoyable. In addition to Holliger, the
master oboist, soloists include Thomas
Fiiri, violin, and Thomas Demenga, cello,
both superb instrumentalists with excep-
tional security of intonation and warm
tone; and all the others are from the top

THE MANNHEIM SCHOOL.

Aurele Nicolet, flute*; Heinz Holli-
ger, oboe’; Manfred Sax, bassoon’; Thomas
Fiiri, violin**; Christoph Schiller, viola™;
Thomas Demenga, cello’’; Jorg Dihler
harpsichord; Camerata Bern, Thomas Firi,
dir. [Gerd Ploebsch and Andreas Hol
schneider, prod.] Arcuiv 2723 068, $29.94
(three discs).

STAMITZ, ].: Concerto for Violin
and Strings, in C**; Trio for Orchestra, in B
flat, Op. 1, No. 5. RICHTER, F.X.: Sym-
phony in B flat; Concerto for Flute and
Strings, in E minor*. FILTZ: Concerto for
Cello and Strings, in G."" HOLZBAUER:
Sinfonia concertante in A****''; Symphony
in E flat, Op. 4, No. 3. LEBRUN: Concerto
for Oboe and Orchestra, in D minor
CANNABICH: Sinfonia concertante in
C**'; Symphony in B flat.

drawer. Fiiri is also listed as “concertmaster
and leader,” for nowadays it is not consid
ered bon ton to talk about a “conductor”
when it comes to eighteenth-century music
Well, | don‘t know whether he conducts
“with his head, elbow, and bow,” but he
does a fine job. Perhaps one of these days
he will overcome this make-believe histor-
ical inhibition, put down his violin, and
reach for a baton; he might do even better.
And now a little postscript for the
performance-practice zealots. The Mann.
heim orchestra had fifty-five members

when Stamitz took it over, and in its heyday
it had eighty-five! And when Stamitz’
works were performed in Paris—he was a
great favorite at the Concert Spirituel—he
led a fine orchestra of sixty-five players.
Haydn’s little band of twenty-three in Es-
terhiza was by no means the preclassic

classic horm. Trying to recapture the
‘thunder” and the “cataract” Schubart
talks about with the puny original-instru-
ment orchestras Harnoncourt and his co-
re.igionists advocate could yield only a mu-
sical sneeze and a puddle.
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BEETHOVEN: Sonata for Piano,
No. 28, in A, Op. 101. RAVEL: Gaspard de
la nuit. SCHUMANN: Toccata in C, Op. 7.

Jorge Luis Prats, piano. |Heinz Wild
hagen and Hanno Rinke, prod.| DG Con
cours 2535 010, $6.98

LISZT: Sonata for PPiano, in B minor.
CHOPIN: Polonaise in A flat, Op. 61 (Polo-
nuise-Funtaisie); Etude in A flat, Op. 10, No.
10.

Diana Kacso, piano. [Heinz Wild-
hagen and Hanno Rinke, prod.| DG Con
Cours 2535 008, $6.98.

Here are the two additional Con-
cours piano discs mentioned in my January
review; DG has decided to issue them in
America after all.

[ identified twenty-five-year-old
Jorge Luis Prats as a French-trained Cuban,
information gleaned from the press release;
as it turns out, he graduated from Havana’s
College of Art and then went to Paris to win
the Concours International Marguerite
Long-Jacques Thibaud. His pianism is ob-
viously on a very high level: Finger dexter-
ity is formidable, and chords are voiced
with an impressive gleam and solidity. Par-
ticularly noteworthy are his vibrant, expan-
sive account of the Schumann toccata and
his tautly propulsive Gaspard. The Schu-
mann is paced rather broadly; the molding
of phrases, placement of crucial accents,
and intertwining of quasi-symphonic in-
ner-voice strands give off an aura of tre-
mendous authority. A few of the harmonies
sound slightly “enriched,” but that may
simply be the result of the performance’s
unusual clarity and precision. The exposi
tion repeat is observed. The Ravel might
not have quite the frightening mystery of

— —_—
B Budget

H Historical
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A Audiophile

(digital, direct-to-disc, etc))

Giuseppe Taddei recording the title role in
Karajan’s new Fulstuff—See page 63.

certain readings (Argerich’s, for instance),
but Prats is able to execute the treacherous
figurations at a hair-raising clip with min-
imal dependence on the sustaining pedal.
The tight, sprinting compression of
“Scarbo” almost defies belief.

Prats’s approach to Beethoven’s So-
nata, Op. 101, is very reminiscent of Horo-
witz’ late-Sixties concert account and of an
old Epic recording of the Hammerklavier
(Op. 106) by Eduardo del Pueyo: Solid in
tone, crystal-clear in articulation, and a bit
garish in its glaring definition of inner lines
that might have been better left to their own
resources, the music sounds like a distant
cousin of Albéniz’ Iberia. Curiously, Prats
fills in the octave A of last-movement mea-
sures 3 and 201. The reproduction seems
more luminous than that of the other Con
cours debuts (although both of these discs,
like the earlier releases, were taped in reci-
tal in Munich).

If the Prats recital impresses, the
work of Brazilian-born, Juilliard-trained
Diana Kacso disappoints. Her playing is

woefully heavy-handed, with little heed
paid to balancing the globs of sound she
elicits from the instrument and with a
mindlessly self-indulgent distortion of
rhythm and phrase that serves no structural
or aesthetic purpose. The Liszt sonata goes
on forever in this studentish performance,
far from note-perfect and not very intense;
the Chopin Polonaise-Fantaisie is slightly bet-
ter—if only because the music itself goes so
much deeper—but the A flat Etude is
coarse, percussive, and overpedaled. That a
banger like this can place so high in more
than one competition (Kacso took first prize
in the Carrefio in Venezuela and the Inter-
national Chilean contest and Gold Medal at
the Arthur Rubinstein in Israel) is a de-
pressing commentary on the usefulness of
such marathons. To make things worse, the
Liszt sonata is broken between sides—as
inartistic as it is unnecessary. H.G.

BEETHOVEN: Symphony No. 3, in
E flat, Op. 55 (Eroicu).
A Berlin State Orchestra, Otmar Suit-
ner, cond. [Heinz Wegner and Toru Yuki,
prod.] Denon OX 7202-ND, $15 (digital
recording; distributed by Discwasher).
COMPARISON:
Scherchen/Vienna St. Op. Orch.
Westminster WG 8352

Here, as predicted, is an alternative
to Mehta’s digital Eroica (CBS IM 35883,
January). Otmar Suitner, a respected East
German conductor, will be recording all
nine of the Beethoven symphonies for
Denon.

In its way, the performance is worthy
of respect: This is a chamber-orchestra
presentation, mindful of Beethoven’s origi-
nal orchestration—even to utilizing the
archaic valveless trumpet parts at the end of
the first movement (also used by Scherchen
in his small-scaled yet utterly different
recording). The Berlin Staatskapelle plays
with unanimity and poise—worlds re-
moved from the sense of challenge and
restless stridency of the Scherchen-driven
Vienna State Opera Orchestra—and in an
abstract way, one can admire the sleek, cool
dispatch, the classical equilibrium. Tempos
tend to be brisk, yet Suitner, unlike Scher-
chen, complacently places the great work in
an eighteenth-century context (though not
in a way that points up its revolutionary as-
pects); here the lightness of texture and
mercurial sense of movement produce a
chilly decorum. In truth, this approach does
not particularly appeal to me, and [ suspect



HIGH FIDELITY'S
Free Armchair
Shopping Service

On the card opposite, Circle the number indi-
cated at the bottom of the ad or at the end of
the editorial mention of the product you're
interested in. (Key numbers for advertised prod-
ucts aiso appear in the Advertising index.)

Type or print your name, address, and zip code
on the card. Postage is prepaid.

Mail the card today. You'll soon receive free
product literature and specifications from
manufacturers.

MAIL ORDER
BUYER'S SERVICE

Three Great Buyer’s
Guides From

HIGH FIDELITY
Order Now!

1981
HIGH
FIDELITY'S
Test
Reports
$3.95
Circle
161

1981
Buying
Guide to
Stereo

Components
§3.95
Circle
162

1981
Buying
Guide to
Speaker
Systems
§1.95
Circle
165

To order, circle the number on the attached card
that matches the number of the Buyer’s Guide you
want. Enclose payment plus $1.00 for postage
with your order and mail to:

HIGH PIDELITY
One Sound Avenue
Marion, Ohio 43302

[Enclose payment. No credit orders.)

JUNE 1981

that its formality and low-keyed primness
will limit the record’s circulation.

Suitner observes the exposition re-
peat in the first movement, in line with the
current trend, and Denon'’s layout allots an
entire side to that movement's 18:40, with
the final three movements (15:00, 5:26, and
11:04) consigned to Side 2. The sound, a bit
cool and analytical, is predictably smooth
and undistorted. H.G.

BOND: Peter Quince at the Cla-
vier*; Monologue**. GILBERT: Trans-
mutations; Interrupted Suite**.

Penny Orloff, sopranc and percus-
sion; Zita Carno, piano.* Ronald Leonard,
cello.** Thomas Harmon, organ; Scott
Shepherd, percussion.' Gary Gray, clarinet;
Delores Stevens and Richard Grayson, pi-
anos; Susan Savage, prepared piano.** [Jane
Courtland Welton, prod.] Protone PR 150,
$7.98 (Protone Records, 970 Bel Air Rd,,
Los Angeles, Calif. 90024).

Victoria Bond and Pia Gilbert both
have senses of humor, bless them, and they
also have in common remarkable abilities
to communicate musical gestures and
thrust. Both have written for dance, of
course, but even in the extraterpsichoric
works that Gilbert calls “music per se,”
there’s a feeling of athleticism and implicit
choreography.

The best piece here is Gilbert's Inter-
rupted Suite for clarinet and three pianos,
one of these prepared with dowels or mani-
cure orange sticks and rubber erasers. Pay-
ing homage to Stravinsky, the suite has
nine short sections (including a march,
waltz, and tango), interrupted by unex-
pected and genuinely funny little asides
that turn 180 degrees from the established
style.

There’s less humor in Gilbert’s
Transmusations for organ and percussion,
conceived both to stand on its own and te
serve as a dance score. The fun is to try to
figure out when the organ leaves off and the
percussion takes over. (A couple of octaves
of pipes were removed from the organ ir
UCLA’s Royce Hall for performance and
recording, to give the windy effects.) Trans.
mutations is filled with fascinating sounds
and imaginative give-and-take, but it lacks
direction, despite a fine performance by or-
ganist Thomas Harmon and percussionist
Scott Shepherd.

Bond has bravely tackled a problem
that has defeated most composers over the
years: She has set a poem that deals with
music, specifically, Wallace Stevens’ Peter
Quince at the Clavier. Soprano Penny Orloff
(who also hits the tambourire) and pianist
Zita Carno deliver the song with great
spirit. But Bond’s idea of Quince’s music is

radically different from mine despite her
colorful evocation of Byzantium, and I sus-
pect that this poem is best left to sing in the
individual reader’s imagination; this is, af-
ter all, where Stevens wrote, "Music is feel-
ing, then, not sound.”

Filling up Bond’s side of the disc is
Monologue for solo cello (Ronald Leonard),
excerpted from a piano trio that was written
as a ballet score. The Bach-like Monalogue is
appealing; it makes one wonder what the
rest of the trio is like. K.M.

CHOPIN: Polonaise in A flat, Op.
61 (Polonaise-Fantaisie); Etude in A flat, Op.
10, No. 10—-See Beethoven: Sonata for Pi-
aro, No. 28, Op. 101.

DEBUSSY: Preludes, Book 1.
Claudio Arrau, piano. Puiuies 9500
676,$9.98. Tape: 7300 771, $9.98 (cassette).

The slightly square-cut phrasing and
liquid sound of Danseuses de Delphes sets the
mood for this admirable performance. Ar-
rau combines Grecian detachment and a
mastery of color with a vein of mellow po-
etry. The clear articulation and solidly
granitic sound produce too tangible an im-
pact in Voiles, and Ce qu’a vu le Vent d'ouest
ar.d the central episode of La Sérénade inter-
rompue don’t quite come off. Yet other items
are sublimely re-created: The slow tread
ard rapt intensity of Des Pas sur le neige
poignantly convey the benumbed sorrow
of Debussy’s direction—"Like a sad and
tender regret”; Minstrels and La Danse de
Puck have a touch of wry deliberation and
perfect clarity of “diction”; and La Cathé-
drale engloutie emerges with bronzed gran-
deur. The straight landscapes and portraits
such as Les Collines d’Anacapri and La Fille
aux cheveux de lin may suggest Rembrandt or
Van Gogh more than the usual Renoir, but
they are none the worse for the touch of ro-
bust expressionism.

This release is particularly welcome
as evidence of Arrau’s continued pianistic
well-being after his worrisome account of
the Chopin waltzes (Philips 9500 739).
Philips’ radiant, robust piano tone admi-
rably frames the performance. Highly rec-
ommended. H.G.

GILBERT: Transmutations; Inter-
rupted Suite—See Bond: Peter Quince at
the Clavier; Monologue.

GOUNOD: Mireille.

CAST:
Mireille Mirella Freni (s)
V ncenette Christiane Barbaux (s)

Clémence/Voice
from Heaven
Taven

Michele Command (s)
Jane Rhodes (ms)
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BACH: Fnglish and French Suites, 5. 800-17.
Curtis. TELErUNKEN 46.35452 (4), Jan.
BEETHOVEN, MOZART: Keyboard Works.
Bilson. Nonesucn H 71377, N 78004, Feb.
BEETHOVEN: Symphony No. 6, Op. 8.
Stuttgart Klassische Philharmonie,
Miinchinger. INTeErcorn INT 160.828, March.
BRAHMS, BEFTHOVEN: Clarinet Trios.
Pieterson, Greenhouse, Pressler. Putiips 9500
670, Feb.

BRAHMS: Orchestral Works and Concertos.
Furtwangler. EMI Errcrrora 1C 149-53420
6M (7), April.

BRAHMS, SCHUMANN: String Quartets.
Guarneri. RCA ARL 3-3834 (3), April.

BYRD: Motets (10). Byrd Choir, Turner. Puut
trs 9502 030, May.

CELIBIDACHE: Der Taschengarten. Stutt-
gart Radio, Celibidache. Intercorn INT
160.832, May.

CLEMENTI: Piano Sonatas (3). Horowitz.
RCA ARM 1-3689, May.

CORIGLIANQO: Clarinet Concerto. BARBER:

Essay No. 3. Drucker, Mehta. New Worin
NW 309, April.

GOLDMARK: Die Kinigin von Saba.
Takdcs, Jerusalem, Fischer. HunGaroTON
SLPX 12179/82 (4), April.

HAYDN: Great Organ Mass. Academy of
Ancient Music, Preston. Otseau-Lyre DSLO
563, March.

MAHLER: Symphony No. 6. Chicago Sym-
phony, Abbado. DG 2707 117 (2), April.
MASSENET: Le Roi de Lahore. Sutherland,
Lima, Milnes, Bonynge. Lonpon 3LDR 10025
(3), Jan.

MUSGRAVE: A Christmas Carol. Virginia
Opera, Mark. MMG 302 (3), May.
POULENC: Songs (complete). Ameling,
Gedda, Sénéchal, Souzay, Parker, Baldwin.
EMI France 2C 165-16231/5 (5), May.
STRAVINSKY: Le Sacre du printemps (arr.).
Atamian. RCA ARC 1-3636, April.
TAKEMITSU: Instrumental Works, Tashi,
Boston Symphony, Ozawa. DG 2531 210,
March.

DENNIS BRAIN: Unreleased Performances.

AraBUsQUE 8071, May.

FERNANDO DF LUCIA: The Gramophone
Company Recordings, 1902-9, Rusint RS 305
{5), DNec.

EZIO PINZA: The Golden Years. Peart
GEMM 162/3(2), Feb.

MAURIZIO POLLINI: Piano Music of the
Twentieth Century. NC, 2740 229 (5), March.
ROZSA, WAXMAN, WEBB: Film Music.
EnTR aCcTE ERM 6002, March.

Shepherd Luc Terrieux (boy s)
Vincent Alain Vanzo (t)
Ourrias José van Dam (b}
Ramon Gabriel Bacquier (bs-b)
Ambroise Marc Vento (bs-b)
Ferryman Jean-Jacques Cubaynes (bs)

Chorus and Orchestra of the Théatre
du Capitole (Toulouse), Michel Plasson,
cond. [Eric Macleod, prod.] Ancer SZCX
3905, $30.94 (three discs, automatic
sequence).

There is a sense in which the literary
and cultural background of Mireille is more
fascinating than the opera itself. Yet the
piece has a great deal that is charming and
even moving, particularly if one makes an
effort at understanding the impetus for its
composition and allowing some of the reso-
nance of that background to sound.

One of the strongest undercurrents
in French literature of the mid to late nine-
teenth century was that of the Provengal re-
vival. At its leading edge were the poet
Frédéric Mistral and his companions of the
so-called Félibrige, the society that strove to
restore to literary dignity the Provenqal
tongue. Of even wider influence was Al-
phonse Daudet, who wrote in French, and
whose extremely popular novels, plays,
and stories were built on the rigid pride and
independence of Provenqal character, the
ruinous familial warfare of the region’s re-
sistant patriarchal tradition, the clash of
that tradition with the urban Northern
modes, or the braggadocio of the legends of
old Provence.

And that legendary tradition is of
incomparable richness. Provence, the home
of troubadours, the seat of courtly love, and
before the obliterative Albigensian Cru-
sade one of Europe’s important political,
cultural, and religious powers, was for cen-
turies the most volatile meeting ground of
Eastern and Western, pagan and Catholic,
ways of being—a mingling still marked to-
day by (among other manifestations) the
pilgrimages at the Chapel of Saintes-Marie-
de-la-Mer (the setting of the last act of Mi-
reille), where Catholic and Gypsy rituals
intertwine.

Musically, the specifically modern
Provenqal fallout has been rather special-
ized, but often delicious: Bizet's magnifi-
cent incidental score for Daudet’s
L Arlésienne and Cilea’s opera on the same
subject, Massenet’s passionate setting of
the same author’s novel Sapho, and just a bit
to one side Canteloube’s collections of Au-
vergne songs. Also of some operatic inter-
est: the basic conflict of La Traviata, and
Tchaikovsky’s Yolanta, which is set at the
court of René the Good of Provence, in
whose reign the pilgrimages of the Three
Marys were established.

And Mireille, set to a libretto by
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Carré from the poem by Mistral, called
Mirdio. Mistral’s work was based on a true
incident (as was, incidentally, Calendal, the
Mistral epic from which Daudet derived
L' Arlésienne—Mistral was a poet and ro-
mancer, but a realist chronicler, too). The
libretto concerns the beautiful Arlésienne
Mireille, who loves Vincent but comes up
against two obstacles: rival suitors, and the
aforementioned patriarchal tradition. Vin-
cent is only the son of a basket weaver,
while the principal rival, Ourrias, is a
proud gardien, or bull-tamer—an honored
calling in the society. Mireille’s father, Ra-
mon, will have nothing to do with a mar-
riage between Mireille and Vincent; fur-
ther, the enraged Qurrias waylays Vincent
and strikes him an apparently fatal blow.

However, Ourrias has elected to
fight on ground belonging to the pagan oc-
cult forces—dark spirits drag his boat be-
neath the waves of the Rhone, and the
Gypsy woman Taven nurses Vincent back
to health. Hearing of this, Mireille resolves
to keep her oath to meet Vincent in time of
misfortune at the Chapel of the Three
Marys. But to reach Saintes-Marie, she
must cross the blazing wasteland called The
Crau. Inspired by the old legend of Mage-
lone and by a vision of the Three Marys,
she reaches the chapel and is briefly re-
united with Vincent, but dies as heavenly
and earthly sing of her
transfiguration.

Well. You have to be there. Listeners
will be disappointed in Mireille if they ap-
proach it in hopes of a profound grand op-
era. It is a gentle, lyrical work, almost oper-
etta-ish for much of its course, soaked in
the country flavor of its source. It has as
much in common with many Eastern Euro-
pean folk operas as with the five-act French
grand opera form it nominally represents.

The opera’s history has been a trou-
bled one. Gounod had trouble with Marie
Miolan-Carvalho over the title role, trouble
with the Théatre Lyrique management over
scenes rated PG for its audience, trouble fi-
nally with the audience. He rewrote the
work, cutting and rearranging and substi-
tuting a light-opera, everything-works-out-
after-all ending. In this form, the piece be-
came quite a success, and it was not until
the 1930s that the conductor Henri Biisser
reconstructed the composer’s original ver-
sion—indeed, the only score I've been able
to track is of the rewrite, dated 1901 and la-
beled ""Nouvelle édition de I'Opéra-Comique.”

This recording, like Angel’s previ-
ous one (Aix-en-Provence, 1954, under
Cluytens) is of the Biisser reconstruction. It
is strong enough to recommend to anyone
interested in exploring the work, which is a
very rewarding one provided one accepts
its parameters and can live with the fact that

voices
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its heights are similar to, but not quite as
exalted as, the comparable passages of Faust
or Roméo et Juliette. (I don’t make this com-
ment snidely: I'm among the dwindling few
who think Gounod is Actually Good.) And
it is not all bucolic sprackle. Though the su-
pernatural scenes have only the mildest
demonic seasoning, like lobotomized Ber-
lioz, they are still fun. The familial confron-
tations make a fine concerted finale for Act
11, and Mireille’s big solo Scene de la Crau (a
much-rewritten passage) has some splen-
did opportunities. The opera’s best-known
arias (the tenor's “Anges du Paradis,” the so-
prano’s “Mon cacur ne peut changer’”) are solid
ones, as are QOurrias’ less-known couplets.
The showy waltz-song, “Q légere hirondelle,”
included as a separate band on the earlier
recording and oft-recorded separately, is
omitted from this set.

Given (as we are) the absence from
the world of any outstanding French so-
prano, Mirella Freni is a logical enough
choice for the title part. Since the role is
more lyrical than some she has been taking
on recently, it encourages many of the bet-
ter aspects of her vocalism, and in the early
going her singing is cleaner and more
equalized than has often been the case,
with some very nice high decrescendos
tossed in. Later, things bog down a bit for
her—she doesn’t really feel how to guide
the line in a passage like the allegro B sec-
tion, “A toi mon ame,” of her principal aria,
and there is a faintly blowsy, slow-to-speak
quality to the voice that doesn’t serve the
music well. Still, it's a warm, sizable lyric
soprano, if no longer of the freshest, and
she has her moments.

Her tenor, Alain Vanzo, has a clean,
strong lyric tenor with an appealingly
tender timbre. He tends to hook into notes
from underneath and to lift “off the voice”
to sing piano, but this is a good, well-used
voice of the correct sort for the part. Poetic
or dramatic he isn’t, of rubato and porta-
mento he hasn’t heard—dig out Georges
Thill’s recording of "Anges du Paradis” if
you are so sticky as to insist on music.

José van Dam is a most imposing
Ourrias. His voice sounds beautiful and
strong, the role lies exactly in its best tessi-
tura, and his straightforward style is well
suited to the assignment. Gabriel Bacquier
turns in decent work in the bass role of Ra-
mon, rather firmer than I'd expected. But |
particularly miss the older recording here,
for the excellent true bass voice and digni-
fied style of André Vessiéres. Jane Rhodes
appears to be a good artist who can be com-
pelling in the theater, but on records her
Taven isn‘t very enjoyable—some nice
touches are compromised by sour,
strangely pitched tone of little or no vi-
brato. As on a couple of recent recordings,

Opera Season Starts Early
on Angel!

* _Renata Sco
Pldcido Domirtt&o
Renato Bruson

Ambrosian Opera Chorus
Philharmonia Orchestra

Levine
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the light soprano Christiane Barbaux turns
in pleasing singing in a secondary role.

Michel Plasson has the score well in
hand. At times his reading has more vitality
and thrust than Cluytens’s, but at others he
doesn’t capture quite the skip or lilt of
lighter spots—there is no lift to the little six-
teenth rests in the accompanying figure of
the Magnarelles chorus, for example. His
orchestra is a capable one that in fact
sounds well above average much of the
time, and whose tone is complete with the
French brass timbre. The engineering,
heard in close juxtaposition with that of the
old mono performance, is a blessing for its
detail and full encompassment of the or-
chestra, a curse every time the voices of
Freni and Vanzo rise into their upper
ranges and into a resounding void of studio
reverb. The accompanying booklet, with
translation, some notes, and a few photos, is
an adequate one, but find if you can a copy
of the old one, which is among the most
helpful, complete, and handsome ever
done for a record album.

It's good to have Mireille back. Isug-
gest a little soaking-in time, but [ think the
work will beguile you, given a
chance. C.L.O.

HAYDN: Symphonies (12)—=See
Mozart: Symphonies, Vol. 1.

LISZT: Sonata for Piano, in B mi-
nor—See Beethoven: Sonata for Piano, No.
28, Op. 101.

THE MANNHEIM SCHOOL. For a
review, see page 49,

MOZART:Symphonies, Vol. 4:Salz-
burg, 1773-75.

Academy of Ancient Music, Jaap
Schroder, violin and dir.; Christopher Hog-
wood, harpsichord and dir. [Morten Wind-
ing, prod.] Owseav-Lyre D 170D3, $29.94
(three discs, manual sequence). Tape: K
170K 33, $29.94 (three cassettes).

Symphonies: in D, K. 121; in D, K.
203; in D, K. 204; No. 25, in G minor, K.
183; No. 28, in C, K. 200; No. 29, in A, K.
201; No. 30, in D, K. 202.

MOZART: Symphonies: No. 25, in

G minor, K. 183; No. 29, in A, K. 201*.
HAYDN: Symphonies: No. 92, in G (Ox-
ford); No. 103, in E flat (Drum Roll).}
R Berlin Radio Symphony Orchestra,
Lorin Maazel, cond. QuinTessence 2PMC
2709, $11.96 {two discs) [from PMC 7149*/
57°, 1980).

MOZART: Symphonies: Nos. 40, in
G minor, K. 550; No. 11, in C, K. 551
(Jupiter).

London Symphony Orchestra,
Claudio Abbado, cond. [Rainer Brock,
prod.] Deurscue Grammornon 2531 273,
$9.98. Tape: 3301 273, $9.98 (cassette).

HAYDN: Salomon Symphonies,
Vol. 1.
R Royal Philharmonic Orchestra,
Thomas Beecham, cond. [Lawrance Col-
lingwood and *Victor Olof, prod.| Ara-
BESQUE 8024-3, $20.94 (three discs, manual
sequence). Tape 9024-3, $20.94 (three cas-
settes). [*From EMI-Caritor GCR 7127,
1958,

Symphony No. 40, in F. Salomon
Symphonies*: No. 93, in J; No. 94, in G
(Surprise); No. 95, in C minor; No. 96, in D
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{Mirucle); No. 97, in C; No. 98, in B flat.

HAYDN: Symphonies: No. 86, in
D*; No. 98, in B flat*; No. 101, in D
(Clock)*; No. 102, in B flat*.

Concertgebouw Orchestra, Colin
Davis, cond. Puiuips 9500 678*/9%, $9.98
each. Tape: 7300 773*/4%, $9.98 each
(cassettes).

“Modified rapture” was the term I
borrowed to describe my reaction to the
first release of the Academy of Ancient
Music’s Mozart symphony cycle, recorded
on original instruments (Vol. 3, D 169D3,
May 1980). To the second issue (Vol. 4 in
the series, covering the Salzburg sym-
phonies of 1773-75) the reaction must be
much the same. | wish that my rapture
could have been a little less modified this
time around, that noticeable improvements
in the playing showed that lessons had
been learned from the first set. But such are
the pressures of the recording business that
this volume must have been taped before
the first recordings even hit plastic. So the
geins of an original-instrument account—
and they are many—remain substantially
unchanged; the drawbacks, alas, are as
much in evidence as before.

The music in this set presents a
greater challenge. In the first box, there
were brilliant, enchanting, but little-known
works. This volume takes the leap into
what historians have, rightly or wrongly,
described as Mozart’s symphonic maturity;
it opens with the “little” G minor, K. 183,
and the A major, K. 201. The Academy
shows the same skills it did in the earlier
music; it takes no account of the works’
greater subtlety. This approach is in line
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It whistles while it works

e sl S b g mngucil be Listen to the Hobins WhistleStop electronic
A SHEERYRINITE SIS e head demagnetizer whistle as it eliminates

in his booklet notes. But | think that here ; y /

listeners will begin to miss something in the performanc_e 'fObblng residua

performances, and while they may often be mag.netIC build up from your

misgu.lded in d_oing s0, their instincts may tape head, Hear the dﬁffef-
someh?:s kée nght. f | ence in sound qua/,ty and
e G minor, for example, emerges s :
very cool and restrained. Some of its colors re_dbced. dIStOft;’On.
Simply insert ltke any

are freshly revealed: in the first movement,

a striving, yearning oboe solo, and lovely cassette. Comp/ete
reedy low trills in the violins in the final with batteries At
your hi-fi dealer.

bars. Both here and in the finale, though,
steady control replaces genuine rhythmic
tension; the finale comes out jaunty without
enough sense of surprise. The Andante
flows well, but in short phrase-lengths; the
Minuet, with its rustic wind trio, is a great
success

The opening of the A major provides
an object lesson in the benefits of the old
instruments: The winding, rising and fall
ing octaves of the second violins can pene-
trate the texture clearly. Throughout the
symphony the horns make a crisp impact
usually absent from modern accounts,
where they merely fill in. In the bustling
last movement, though, the sound of the

AM (FM ML

first violins’ grace notes (in the gentle sec- RO3INS INDUSTRIES CORR,

ond subject) is unacceptably acid and ill fo- COMMACK, NEW YORK 11725
cused: a pity, because this finale goes with

real zip, especially the sudden string scales Chicle 34 on Reader-Service Card

CONSTANTLY |

that shoot into silence and the rasping horn
calls. A loose note, perhaps from a bassoon,
on an upbeat in the coda really should have
been retaken. There is a need for sharper
characterization in the middle movements
and clearer articulation of the dotted
rhythms in the Andante, which tends to
drift; throughout, the clarity of the bass

lines is slightly clouded by the ample Clarion In Dash Pioneer Equalizer
acoustics. One tiny textual point: In hisnew 751-C ¢ CD-7 $
book, Erich Leinsdorf makes a fuss about a 2I7 |I7

bass note in the score of the first movement
that is placed on a different beat in exposi
tion and recapitulation. He insists that it
should be altered for the sake of con-

...... »

b

sistency, but Zaslaw, who knows his - Sony Chrome Bias Pioneer’s Best
sources as well as anyone, has not done so e T JeL EHF-90 $ CTF-1250 3444
here, and the effect is not in the least E ’. L-112 25

The other items in the box include Our \,/ of
two “real” symphonies, K. 200, in C, and K : Price ENE 10

e Y

202, in D; two symphonies extracted from
longer serenades; and the Symphony, K

121, that Mozart made by adding a finale To LL FREE Bm_356-95'4 st:teul:ddaa);ss ;:z

to the overture for La finta Giardiniera. The

C major is a ravishing work, eloquent and 5 5

singing, with a superbly simple slow Over 100 Brands like:

movement theme that takes wing in this Technics Maxell Sony Cerwin  Acutex

performance, allowing inner parts to be Pioneer Empire Teac Vega Craig

heard and creating the maximum surprise Marantz  Altec  Akai Scotch

out of the long wind note that shifts the Keawood Skarp Dual i B.I.C. \SCONSIN DISCOUNT STEREQ
music into the minor. A touch more of re- Sarsui Phillips Koss Technica Stantor —_—
finement and grace is needed, but the Acad Jensen  Shure TOK Clarion  Pickering 2417 w. badger rd madison, wi 53713
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emy here has precisely the right sort of
eloquence—not rich and puffy, but quiet
and noble. The Presto finale goes well, too,
with a hard-edged clarity that accumulates
considerable power. In contrast, the D ma-
jor receives a curiously lackluster perform-
ance, with weak trills (an all-important fea-
ture of the first movement) and only a staid,
neat account of the wonderfully witty finale
with its pauses and unexpected harmonic
shifts.

The serenade symphonies, both also
in D major, fare much better (as did the D
major symphonies in the first volume),
possibly because the music is generally less
substantial. There is a very impressive feel
to the first movement of K. 204, with its
thin, hard drums. The Andante of K. 203,
with its Cosi-like murmuring in the second
violins, is sensual and colorful; here the
lack of density in the sound makes the feel-
ing of exoticism much greater. There is
some sloppy wind playing in the opera
overture; elsewhere ensemble is generally
good.

It is difficult to account for the vari
ability of standard in these performances,
except to say that some movements are
clearly easier to play than others. But some
serious improvements—long-scale plan-
ning in the fast movements, shapely phras-
ing in the slow ones, absolute precision of
tuning and chording, and finally, a sense of
enjovable abandon in the music-making—
need to be felt before the Academy tackles
the later symphonies.

To turn to some of the other record-
ings here, however, makes one realize how
much we owe to the Academy and other
similar groups for refreshing our ideas of
how classical symphonies can sound. Lorin
Maazel, on what | presume are old record
ings (though no date is provided), gives
performances of the G minor and A major
symphonies that may, at one time, have
seemed surprising. They are firm, de-
tached, at times rigid, and though the Berlin
Radio Symphony’s playing is never less
than tolerable, the interpretations are quite
devoid of understanding. Maazel has an
alarming way of slowing down for a slow
theme, even in a sonata-form movement,
and the overall blandness of sound empha-
sizes how much we hear in original-instru-
ment versions that has been amiably
smothered all these years. A generalized
fervor pervades his “little” G minor, and a
doting sentimentality characterizes his A
major. (The Haydn performances present
the notes clearly, but are still more depress-
ing because they lack anv response to the
wit and sparkle of the music.) He shows us
many aspects of conventional Mozart per-
formance that | would not be sorry to lose.

So, | regret to say, does Claudio Ab-
bado. The playing here is in a quite differ-
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ent class: The London Symphony can do
everything its new principal conductor
wants, and the sound engineers give the re-
sult an opulence and shimmering beauty
that would be hard to surpass. The start of
the great G minor Symphony, No. 40,
emerges out of a heat-haze accompaniment
into a melody that pulses its way as if tlut-
tering in a sudden breeze. When the tutti
enters, the massed cellos and basses chug
smoothly like a gas-guzzler with cushion-
ing suspension clinging to the road. The
emphuasis of the performance is on sound;
musical content finishes a poor second. |
have rarely heard an account of this svm

phony’s Minuet that derives so little ten-
sion from its marvelous counterpoint, or
one of its finale that makes the earth-shat-
tering start of the development section
sound so natural and comfortable.

The Jupiter receives a better perform-
ance; Abbado is here not so concerned with
warmth of expression, and the trumpets
ring out with firmness and strength. But
there is always a pudgy edge to the chords,
a gluev spreading effect, which alerts us to
the fact that in such readings ensemble is
alwavs and necessarily approximate. The
rhapsodic slow movement has a Mahlerian
imaginativeness to it, but might it not be
even more powerful if all those disson-
nances really hit the beat together? The fi
nale’s contrapuntal splendors shine, but
there is a sequence—just after the recapitu-
lation has started—full of tritones and
chromaticisms (bars 233-53) where we
should surely feel that the music is about to
collapse. Giulini, on an old Philharmonia
recording, did it with immense, suppressed
power; Abbado, like Muti in the concert
hall, pushes on gaily through it, as if it were
straight recapitulation.

For performances that really make
one aware of what an old-instrument ap-
proach will always lack, one must turn to
Havdn, and to Beecham. Beecham’s re-
marks about Haydn’s having, in old age, a
face “like ripe old port,” helps us to under-
stand his marvelous interpretations of the
Salomon Symphonies. He somehow man-
ages to turn Haydn into a witty old English
gentleman, sitting in his leather armchair in
a London club over a glass of something
strong, delighting us with a stream of me-
lodic, modulatory anecdote that has no rea-
son for existing other than pleasure in its
own sense of self-amusement. His perform-
ances are chubby, smiling, warmhearted,
and concerned with effect rather than with
meticulous detail.

These reissues are from the 1958 set
he recorded with the Royal Philharmonic
(though again, and more irritatingly, no
recording dates are given). They have an
ample sound and are gentle and relaxed in
their impact. The finales are wonderful—
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the sparkle and surprise of these move-
ments seems to bring the best from
Beecham. In the first movements he is little
concerned with the symphonic argument,
but the material itself is presented with a
delicious range of inflection and careful
shaping. The minuets are stodgy, and the
slow movements sometimes moving, some-
times self-indulgent. At some important
points, tension is lacking—especially in fu-
gal or imitative episodes, like the one that
electrifies the finale of No. 93. The vital
quality that is missing here is tautness: taut-
ness of musical argument, tautness of
phrasing. These performances should be
treasured; no one should think, however,
that they can be re-created today. Beech-
am’s Haydn is a glorious period piece.

Colin Davis represents a fine, mod-
ern alternative to the Beecham approach.
In the only direct comparison, in No. 98, he
is sometimes faster, sometimes slower, but
always more careful, always concerned
with detail. He shows, too, how a modern
symphony orchestra with a lush sound can
create highly intelligent musical results.
The Concertgebouw has an ample breadth
to its textures, and the recording is not dry;
yet a comparison between this and the Ab-
bado/London Symphony record shows
that the precision Davis achieves is always
greater. Slightly scaled down, the sound
would be ideal for Haydn; as it is, one re-
grets only a certain inflexibility. Davis is al-
most as skillful as Beecham at letting the
rhythms dance, but he falls marginally
short in letting the quirkiness and sheer
delight of these symphonies communicate
themselves.

It will be exciting to hear Haydn’s
symphonies, with their varied and imagina-
tive scorings, on original instruments; one
cycle is in preparation, and | hope it will
be well prepared and recorded in install-
ments, so that players and listeners alike
will have the chance to enter gradually into
a new sound world. N.K.

RAVEL: Gaspard de la nuit—See
Beethoven: Sonata for Piano, No. 28, Op.
101.

SCHUMANN: Toccatain C, Op. 7—
See Beethoven: Sonata for Piano, No. 28,
Op. 101.

STAMITZ, C.: Sinfonia concertante
for Violin, Viola, and Orchestra, in D.*
STAMITZ, A.: Concerto for Viola and Or-
chestra, in B flat.

Josef Suk, violin*; Josef Kodousek,
viola; Suk Chamber Orchestra, Hynek
Farkaé, cond. [Milan Slavicky, prod.|
SurraPrHON 1110 2626, $9.98.

Stamitz is a good name in music his-

tory, but there was only one great Stamitz—
Johann, father of the two brothers repre-
sented here. (Never mind the Czech spell-
ing given on this Czech recording: They
were as thoroughly German composers as
Lully was French; the two sons were even
born in Mannheim.) Carl (1745-1801) and
Anton (1750-1809?) were products of the
late Mannheim school. Though they show
the basic traits of the style and technique
created by their father—and how they savor
those long rolling crescendos—they defi-
nitely subscribe to the galant/empfindsam
movement, which in their heyday was al-
ready anachronistic. There is no trace here
of Joharn’s venturesome, pathbreaking,
and fierce spirit that so impressed Beetho-
ven, who borrowed from him, among other
things, the entire plan for the Fifth Sym-
phony scherzo. (See review on page 49.)

Anton, whose works are still little
explored, seems on this evidence the more
accomplished composer. His concerto
sounds well and moves well, the string
writing is adventurous, and the viola’s
range of color is admirably exploited. He
bears investigation. Carl, on the other hand,
should be put back on the shelf. This sin-
fonia concertante is not an or:ginal, but an
arrangement (by the modern publisher)
from a double concerto for oboe and bas-
soon. Though well made-all of the
Stamitzes were good musicians—it is
epigonous, old-fashioned, and without any
personal traits. Look at the dates: Carl was
thirteen and Anton eighteen years younger
than Haydn, and both apparently outlived
Mozart (who, in his catty wayv, called Carl
“a wretched scribbler”) by many years, yet
in style they lagged behind by a whole
generation.

The performances and the sound are
very good. Violist Josef Kodousek is a first-
class artist with a fine tone and sensitive ar-
ticulation; violinist Josef Suk is also ca-
pable, though not quite in Kodousek’s
class, and his tone is a bit too sweet. Con-
ductor Hvnek Farkac knows his business,
and the orchestra is lively and
precise. P.H.L.

STRAUSS, R.: Also sprach Zara-
thustra, Op. 30.
A Philadelphia Orchestra, Eugene Or-
mandy, cond. [John Willan, prod.] AngeL
DS 37744, $11.98 (digital recording).
A Glenn Dicterow, violin; New York
Philharmenic, Zubin Mehta, cond. [David
Mottley, prod.] CBS Mastsrworks IM
35888, $14.98 (digital recording). Tape:
HMT 35888, $14.98 (cassette).
BRH Vienna Philharmonic Orchestra,
Richard Strauss, cond. Everest 3475, $4.98
(mono) [recorded in concert, 1944; from
Ovymria 8111, 1975].
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COMPARISONS:
Haitink/Concertgebouw Phi. 6500 624
Kempe/Dresden St. Orch.  Sera. 5 60283

Although Richard Strauss’s Nietz-
schean tone poem may never have been a
special favorite of concert audiences and
conductors, it long has been the prime
choice for demonstrating the sonic poten-
tials of new recording technologies. The
sensational first version, from January
1935, by Koussevitzky and the Boston
Symphony in a 78-rpm set, was the earliest
example of RCA’s improved techniques of
what it called “higher fidelity” recording.
Then the first stereo version, March 8, 1954,
by Reiner and the Chicagoans, was even
more of a historical milestone, for it was re-
corded experimentally by a now unjustly
forgotten engineer, Leslie H. Chase, work-
ing separately from the regular “ortho-
phonic” mono engineer; this pioneering
stereo venture appeared first only on a 1955
two-track open-reel tape. The 1954 mono
disc release wasn’t supplemented by a
stereo disc edition until 1960—one later
reissued and still available as RCA Victrola
VICS 1265.

The now legendary popular cult
apotheosis of Also sprach Zarathustra (or
more specifically, its brief opening "“Sun-
rise” pages) came in 1968 through its use in
the soundtrack of the hit film 2001: A Space
Odyssey, even though that excerpt was
drawn from the not particularly spectacular
1959 DG recording by B6Shm and the Berlin
Philharmonic (136 001). The next signifi-
cant sonic advance came in the first quadri-
phonic recording in 1973, by the late
Rudolph Kempe and the Dresden State Or-
chestra, a version that still ranks high as a
notably virile and authoritative inter-
pretation. And now, a bit later than might
have been expected, we get two examples
of the very latest—digital—recording
technology.

Angel’s, the first released, is also the
most spectacular, sonically, to date. Never
have greedy sound fanciers been given
more of their fill of biting brass, impactful
timpani, and thunderous climaxes with
floor-shaking bass-drum rolls. Reproduced
full out on a big home playback system,
this is the perfect lease breaker. My ears
still ringing and my heart thumping hard, |
have to lament, however, that such elec-
trifying—indeed, near stupefying—sonics
should have been generated for so crudely
sensational a reading as Ormandy’s. This
one is faster, but even more mannered and
episodic and laxer in grip, than his earlier
versions for CBS (M 31829) and RCA (ARL
1-1220). And it sinks even deeper into una-
bashed emotionalism with exaggerated
tempo and dynamic contrasts. Everything
is larger and more grotesque than life. Ac-
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companying the formidable powers of digi-
tal technology unleashed here are such
concomitant weaknesses as the painfully
sharp high frequencies and the absence of
ambient warmth. The violin soloist (Nor-
man Carol?) is mercifully unidentified:
Surely, he and the other Philadelphia string
players have never sounded like this in
actuality!

Mehta and his New Yorkers, in more
genuinely realistic (Soundstream) sonics,
give a more straightforward reading—one
unexpectedly much more tautly controlled
than in his pretentious 1969 London
recording with the Los Angeles Philhar-
monic (CS 6609). The highs are razor-
sharp, to be sure, but they don’t draw blood
from one’s eardrums; and the miking, less
excessively close, captures at least a bit of
reverberance. Mehta also maintains an ad-
mirably consistent rhythmic pulse, with
proportions well planned overall, and
brings out the first of the midnight chimes
that usher in the score’s climactic “Night-
Wanderer’s Song.” (Too often these low-E
tubular-chime strokes become only gradu-
ally evident when one can't see the percus-
sionist in action.)

Nevertheless, the many merits of the
Mehta reading and its powerful yet crystal-
line sonics (to say nothing of the near ideal
Mastersound disc processing), like those of
several first-rate earlier analog Zarathustra
recordings, pale in comparison with the
most satisfactory, natural, and realistic-
sounding of all versions—Haitink’s with the
Concertgebouw (December 1974). This is
also the most magisterial, lucid, and illumi-
nating interpretation, with the finest solo-
violin playing by Herman Krebbers. In-
deed, Haitink impresses me as perhaps the
only Zarathustra conductor who has read
and pondered Nietzsche’s book. While his
is a truly philosophical, even otherworldly,
conception of the work, it does justice not
only to its grandiloquence, but also to its
playful and even humorous moments.
Haitink never forgets that, among Zara-
thustra’s more sibylline sayings, he also
asked, “Who among you can at the same
time laugh and be exalted?” and asserted, “I
should only believe in a God that would
know how to dance.”

| suppose there must be at least a
word for the eminently forgettable Everest
release. If so, it’s ""Ignore!” The processing
possibly may offer a fractional improve-
ment over that of the 1975 Olympia ver-
sion, but the reproduction remains intoler-
ably distorted. That’s not just from age,
either, since the original wartime recording
(in an empty hall, probably on Magneto-
phone tape for later broadcast use) of the
composer’s own historically invaluable
reading sounds much more tolerable in far
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more satisfactory processing in Vanguard’s
five-disc set (SRV 325/9) of all the works in
the Vienna Philharmonic’s June 1944 cele-
bration  of  Strauss’s  eightieth
birthday. R.D.D.

VERDI: Un Ballo in maschera.

CAST:
Amelia Zinka Milanov (s)
Oscar Stella Andreva (s)
Ulrica Bruna Castagna (ms)
Riccardo Jussi Bjoerling (t)
Chief Judge John Carter (t)
Amelia’s Servant Lodovico Oliviero (t)
Renato Alexander Svéd (b)
Silvano Arthur Kent (b)
Samuel Norman Cordon (bs)

Tom Nicola Moscona (bs)
H Metropolitan Opera Chorus and Or-
chestra, Ettore Panizza, cond. MET 8
(mono; three discs, automatic sequence)
[recorded from broadcast, December 14,
1940). Available with a donation of $125 or
more (includes an Opera News subscription)
to the Metropolitan Opera Fund, Box 930,
New York, N.Y. 10023.

VERDI: Falstaff.

CAST:
Alice Ford Raina Kabaivanska (s)
Nannetta Janet Perry (s}
Mrs. Quickly Christa Ludwig (ms)
Meg Page Trudeliese Schmidt (ms)
Fenton Francisco Araiza (t)
Dr. Cajus Piero de Palma (t)
Bardolfo Heinz Zednik (t)
Sir John Falstaff Giuseppe Taddei (b)
Ford Rolando Panerai (b)
Pistola Federico Davia (bs-b)

A Vienna State Opera Chorus, Vienna
Philharmonic Orchestra, Herbert von
Karajan, cond. PHiuirs 6769 060, $32.94
(digital recording; three discs, manual se-
quence). Tape: 7654 060, $29.94 (three

cassettes).

COMPARISONS:
Evans, Solti Lon. OSA 1395
Fischer-Dieskau, Bernstein  Col. M3S 750
Gobbi, Karajan Ang.SCL 3552

Falstaff was in the typewriter when
the Met Ballo tumbled in, and the timing
seemed too good to pass up. What I was in
the process of proposing is that Falstaff's
reputation as a cerebral, “difficult” opera
can be blamed on its performers, who—
consciously or not—seem to like this state
of affairs. Conductors especially get so
wrapped up in the opera’s detailing, conci-
sion, and layered complexity that they sort
of assume these qualities are in themselves
communicative.

The Falstaff performances l've en-
joyed most have been those that treated the
opera as a logical continuation of Verdi’s
earlier work rather than some radical de-

parture. What this means mostly is hiring
performers for their ability to make Verdi’s
musical gestures the logical and necessary
expression of human urgencies, and this
means singers with the range of developed
vocal resources (with regard to range, dy-
namics, timbre, attack, etc.) you’d want for
a "regular” Verdi opera.

Of course, this isn’t exactly a radical
idea; the Solti recording, for example, dem-
onstrates what real voices can do for Falstaff
(except in the title role, that is—an unhappy
exception). But it dates back to the early
Sixties, which prompts the question: When
was the last time vou heard a “regular”
Verdi opera with real voices?

In this connection, the Met Ballo is
welcome for reasons that go bevond the ob-
vious suitability of Milanov and Bjoerling
to roles they never recorded complete com-
mercially. Remember that this performance
was no special offering, no grand marshal-
ing of the troops; it was just another Satur-
day matinee at the Met—at a time, in fact,
when the company was feeling tremors
from the war in Europe. The Ballo was a
new production, the Met’s first in twenty-
five years, but as John Freeman’s historical
note explains, the cast we hear was largely
an expedient patchwork. Milanov and
Svéd found their way into the opening-
night cast by virtue of the unavailability of
Stella Reman (!) and Lawrence Tibbett,
while Castagna was substituting in the
broadcast for an ailing Kerstin Thorborg.

For that matter, although Bjoerling
and Milanov were well established in, re-
spectively, their third and fourth Met sea-
sons, they weren’'t exactly legends yet.
What they brought to the occasion was a
pair of healthy, flexible voices and the basic
belief that it was their job to express charac-
ter actions through singing. If your instinct
is to say that one vocal department in which
we’re currently in not-so-bad shape is lyric
tenors, compare Bjoerling’s beauty and va-
riety of timbre, elegance, ease, and expres-
sive specificity with the recorded work of
Pavarotti (London OSA 1398—bear in mind
that this recording is vintage 1970, when his
voice worked an awful lot better than it
does now), Domingo (Angel SCLX 3762),
and Carreras (Philips 6769 020).

Like Falstaff, Ballo is to a large extent
an ensemble opera, but here we’re not apt
to accept that the function of the ensembles
is to submerge individual identities in some
sort of collective abstraction; operatic en-
sembles make it possible to express an ar-
ray of individual identities and agendas.
Yet if we switch to Karajan’s Falstaff, we
hear its admittedly complex ensembles
dutifully pecked and chirped in a way that
may be inoffensive to the ear but tells us
nothing about the people involved.

On paper, Karajan’s lineup looks
like a shrewd response to the problems of
casting the opera: for the older generation,
a quartet of admired operatic veterans,
Taddei, Panerai, Kabaivanska, and Ludwig
(average age at time of recording: just over
fifty-four); for the young lovers, a pair of
smooth, pretty little voices; for the three
ckaracter roles, singers with solid lists of
credits. Not the strongest cast imaginable,
but you figure, who knows? It could work.

And at times it does. Panerai remains
a solid Ford, even if the voice shows its age
alongside his delectable work in the first
Karajan and the Bernstein Falstaffs—though
| should add a word here for Robert Mer-
rill's socko Ford with Solti. At least age
hasn’t dimmed Panerai’s lyric-dramatic in-
stincts, although it may be more to the
paint that the character doesn’t submerge
easily into ensemble amorphousness—so
much of Ford’s writing expresses impulses
that simply burst into voice, almost into
raving. Panerai’s response to the news of
Fa staff’s designs on his wife—"Sorvegliero la
maglie. Sorvegliero il messere. Salvar vo’ i beni
mivei dagli appetiti altrui”’—is one of the rare
instances in this recording of lines given
fully voiced expression. But then, can these
lines be performed any other way?

Panerai’s ""Signor Fontana” scene
with Taddei comes close to real dramatic
life, and it’s bracketed by a fine " Va, vecchio
John” from Taddei and Panerai’s predict-
ably solid “E sogno.” Taddei was nearly
sixty-four when the recording was made,
and it’s a pleasure to discover how much
survives of the finest baritone voice ltaly
has produced since the war. And yet, and
yet.

Perhaps the mechanical quality of
his performance is simply the price he has
to pay to get through the role so "effec-
tively”—a series of precise calculations of
what the voice will and won't do. Or per-
haps it’s a response to the general quality of
the proceedings, in which there are three
kinds of singing: voice (what | would call
“full voice” if these particular voices had
such a formation), half-voice, and ha-ha. At
any rate, too much of what he does here is
tiresome fake-funny fat fool, much closer
to the Falstaffs of Geraint Evans and Die-
trich Fischer-Dieskau than to his own 1951
Cetra performance, still my favorite re-
corded Falstaff.

Further symptom: Kabaivanska,
thaugh she sings quite prettily, never estab-
liskes an identity independent of the other
merry wives—a surprisingly bland per-
formance from such an uncommonly inter-
esting performer. Ludwig’s Quickly is a
surprise of a different sort: She sings the
music surprisingly well. But it's done with
mitrors. Okay, she manages to produce a



clean sound below the break consistent
with the rest of the voice, but that sound is
such a slender wisp that she has nowhere to
go interpretively. Interpretive possibilities
require vocal capabilities—cf. Simionato
(with Solti), Resnik (with Bernstein), or
Barbieri (Karajan/Angel).

Speaking of wisps, the fact that Nan-
netta and Fenton can be managed by the
lightest of lyric voices doesn’t mean that
such voices can do them justice, especially
in the face of such interpretive neutrality.
What game are the young folks playing?

What do they want? How do they go after
it? Verdi has provided the material for some
wonderful answers to these questions;
check out Freni and Kraus in the Solti
recording—or, even better, the young Di
Stefano in the 1949 Met broadcast con-
ducted by Fritz Reiner. (Any chance the
Met might give us that? The strong cast in-
cludes the likes of Warren in the title role,
Valdengo as Ford, Resnik as Alice, Alba-
nese as Nannetta, and Elmo as Quickly.)
In fairness, I should note that the
Philips performance is extremely neatly ex-
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ecuted. But can’t we take this for granted? If
you undertake to record Falstaff, don’t you
warrant that you can get the notes more or
less right? So can’t we skip to the important
questions, like what are those notes about?
The near absence of any audible answer to
this question is only compounded by Kara-
jan’s slow range of tempos, which simply
stretches out the musical space that has
somehow to be filled. The little "Reverenza”
motif, for example, as played by the Vienna
Philharmonic violins and violas and sung
by Ludwig, seems to last for minutes rather
than seconds—minutes that stretch into
eternity as nothing happens. Maybe the digital
recording has something to do with the col-
orlessness of the Vienna strings (compare
the same orchestra under Bernstein), but
then, Karajan has accomplished this feat on
records before without such help.

Even De Palma’s presence doesn’t
liven up the show as much as I'd have
hoped. Unlike Bardolfo, which he sang so
delectably for Solti, Cajus needs to make a
big sound, which De Palma probably
couldn’t do now even at tempos more real-
istic for him than Karajan’s. Zednik is a
solid Bardolfo, his Germanic ltalian not-
withstanding; Davia, a poorish Pistola.

If the Cetra Falstaff were available, I'd
make this simple recommendation: Get it
and the Solti; between them they do just
about everything terrifically. Bernstein is
wonderful too, in some ways even more in-
teresting, but his cast is spottier. If London
were to reissue its disc of excerpts with Co-
rena in the title role, that might help plug
Solti’s and Bernstein’s title-role gap. Alter-
natively, there’s the Karajan/Angel set with
Gobbi and a livelier cast than the Karajan/
Philips’.

As for the Met Ballo, detailed com-
ment and comparison seem beside the
point, given its special provenance. Svéd is
a stiff but solid Renato; Castagna, a fine Ul-
rica; Andreva, a presentable Oscar. Cordon
and Moscona make a robust pair of con-
spirators. The sound, clearer and less con-
gested than on my pirate edition (not sur-
prisingly, this performance has circulated
widely in the underground), casts Panizza’s
conducting in a more favorable light: Ex-
cept for his habit of speeding up and bang-
ing climaxes, this is a sane, lovely piece of
work. There is one textual oddity: Ric-
cardo’s “Ma se m'e forza perderti” was
omitted in this production.

If you can afford the contribution,
you'll enjoy this recording. If you can't,
you're missing something—perhaps for the
first time in the Met series. Cheer up,
though; for $17.94 list, you can get the ter-
rific Votto/La Scala Ballo with Callas, Di
Stefano, Gobbi, and Barbieri (Seraphim 1C
6087). K.F.
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Samuel Barber
{Continued from page 46)

widespread impression that all his music
aspires to the simplicity of the Adagio for
Strings is quite wide of the mark. Of course,
his conservatism may be vindicated by the
fact that many composers in the two suc.
ceeding generations have opted to follow in
his neo-Romantic footsteps, some with a
good deal of popular, commercial, and
even critical success. All the same, one can’t
help but wonder how Barber was able to
witness the intense swirling of styles,
forms, and media of the last fifty years
without being tempted—as were Stravinsky
and Copland—to dabble on the experi-
mental fringes. So | asked him.

“He was Toscanini, and it
was his orchestra; they
wouldn’t dare make the
mistakes with him that
they did with me.”

“Ah, | was waiting for this,” he re-
plied. “Why haven’t | changed? Why should
1? There’s no reason music should be diffi-
cult for an audience to understand, is there?
Not that I necessarily address the audience
when | compose or, for that matter, the
players. Or posterity. | write for the
present, and | write for myself. Myself and
Helen [Mrs. Elliott] Carter. Why Helen
Carter? Well, she’s the judge. She an-
nounced once that all American composers
are dead except for Elliott, so we have to
take our music to her, and she tells us what
to do.

"1 think that most music that is really
good will be appreciated by the audience,
ultimately. I can’t say | listen to much new
music now, though. | know a few names,
I've heard a few recordings; but no, [ don’t
want to suggest which of today’s composers
will be the big names of the future. I'm nota
necromancer, you know. Anyway, this is a
question for the musicologists. They know
everything.”

The Recordings

“The recording situation is miser-
able and getting worse,” Barber observed.
“l wish—I think all composers wish—that a
certain amount of money could be put
aside by foundations for the recording of
good first performances of new works. And
then those recordings should be distributed
well—not just to schools and libraries.
That's not enough. That speciality ap-

proach doesn’t give the music any expo-
sure. They should be distributed by the
major companies, so that people can find
them and hear them and so that young mu-
sicians can listen to them and decide
whether they want to perform the music
themselves. There are a lot of things that
might be changed in the musical world, if
we got down to the nitty-gritty.”

There are indeed, and Barber’s wish
seems more remote all the time. But in
truth, he could not justifiably complain
about his own representation on discs. Of
his forty-seven works with opus numbers
(some of which he withdrew in fits of self-
criticism) and his handful of unnumbered
scores, virtually all have been recorded at
least once.

The following discography is ar-
ranged chronologically within genres, ex-
cept for the vocal music, where couplings
suggested a different approach. Details of
the recordings discussed are listed at the
end of each section. Where discs contain
works by other composers, evaluations are
confined to those of Barber.

Orchestral works

The Serenade, Op. 1 (1929), might
appropriately have been grouped with the
chamber works, since it is designated “for
string quartet or string orchestra”; yet all
the available recordings present it in its or-
chestral guise. It is a vibrant neoclassical
work in three movements, the last a spirited
dance. Vladimir Golschmann and the Sym-
phony of the Air give a thoroughly respect-
able reading on an all-Barber disc (Van-
guard VSD 2083), but the version by
Gerard Schwarz and the Los Angeles
Chamber Orchestra (Nonesuch D 79002) is
slightly preferable for its more exciting
pacing, more sensitive balancing of the
string lines, and (digital) sonic trans-
parency. Both accounts move rather
quickly, emphasizing the agitation and en-
ergy in the score. Nicolas Flagello and the
Rome Chamber Orchestra (Peters Inter-
national PLE 059) take a slower, broader
approach, sacrificing vigor in favor of a
somewhat exaggerated elegance.

The School for Scandul Overture, Op. 5
(1931), and Music for a Scene from Shelley, Op.
7 (1933), were composed during two of Bar-
ber’s summer sojourns in ltaly and were
both inspired by literary works—the over-
ture by Sheridan’s eighteenth-century
farce, Shelley by Prometheus Unbound, Act 11,
Scene 5. The overture is the more gripping
piece, its insistent tempos and brash, ton-
ally disoriented sections contrasting with
moments of quiet, pastoral D major mel-
ody, all packed into about seven and a half
minutes. Barber was intent on showing his
mastery of orchestral hues in this early
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work, and the brilliance with which he suc-
ceeded is best heard on an excellent,
budget-priced all-Barber LP by Thomas
Schippers and the New York Philharmonic
(Odyssey Y 33230). The Howard Hanson/
Eastman-Rochester recording, at midprice
(Mercury SRI 75012), is an earnest yet un-
focused reading—no real alternative. Shelley
is more subdued, both orchestrationally
and thematically, and certainly the most in-
trospective and mysterious of Barber’s
early scores. There are two excellent
recordings available: a smooth reading by
Golschmann (Vanguard) and a marginally
crisper one by David Measham and the
West Australian Symphony (Unicorn UNS
256).

“Sometimes I get tired of
hearing the Adagio for
Strings. But  amuse
myself during
performances because |
know there’s going to be a
mistake somewhere.
Happens every time.”

Thomson may have had Barber’s
First Symphony, Op. 9 (1935-36), in mind
when he labeled him a reactionary. The
only hint that the work was composed in
this century is its theme—pure Puccini.
Touches of Tchaikovsky shine through,
too, with nothing to suggest that this is the
work of an American. To some listeners, all
this may sound appealing, and the work is
attractive, impassioned in places, and finely
crafted throughout. Hanson (Mercury SRI
75012) is sympathetic, but his orchestra
plays messily. Much better are the more ac-
curate and incisive Kenneth Schermer-
horn/Milwaukee Symphony (Turnabout
TVS 34564) and Measham/London Sym-
phony (Unicorn RHS 342) readings.

“"Sometimes | get tired of hearing the
Adagio tor Strings,” said Barber about his
most famous work, which first appeared as
the second movement of the String Quar-
tet, Op. 11 (1936). “But | amuse myself dur-
ing performances, because | know there’s
going to be a mistake somewhere; I just wait
for it to happen. It’s such an easy work, they
never bother rehearsing it. And orchestra
psychology is rather funny: When they see
whole notes, they think, ‘Oh, we don’t have
to watch the conductor.” Invariably, a viola
or a second violin will make a mistake.
Happens every time.”

Splicing technique has shielded us
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“New works only get
done when the wives of
the composers pressure
the members of an
orchestra’s board to have
certain works played.
That’s why I think all
composers should get
married as early

as possible.”

from those errors, by and large, yet the vari-
ety of interpretive approaches to this
simple work is incredible: If you want
merely a facile lushness, you can’t go
wrong with Eugene Ormandy/Phila-
delphia (CBS MS 6224). Bernstein, too,
basks in a thick string sound, but he takes
the work at a snail’s pace, leading the New
York Philharmonic through a flabby, dis-
tended performance (CBS M 30573). | Mu-
sici (Philips Festivo 6570 181) takes it at a
more sensible clip, but the string playing is
unconscionably rough. The Neville Marri-
ner/Academy version (Argo ZRG 845) is
thoughtful and well paced, beginning soft
and slow, steadily building in intensity. If
you can find it, the historic Toscanini/NBC
Symphony rendering from 1942 (RCA LM
7032) is a gem in every sense; of the avail-
able recordings, the Charles Munch/Bos-
ton (RCA AGL 1-3790) comes closest both
to Toscanini’s velvety, flawless string tone
and to his brisk, no-nonsense tempo. A
sterling Adagio in an all-Barber setting is the
Schippers on Odyssey.

The Essays No. 1, Op. 12 (1937), and
No. 2, Op. 17 (1942), are among Barber's
most immediately engaging scores. Aptly
titled explorations of orchestral sonarities,
each grows from the simplest kernel of mu-
sical thought and moves from a somber,
questioning mood through a contra-
puntally playful one to a resounding full-
orchestra climax. The only available
recording of the First Fssay is the Mea-
sham/London Sympheny (Unicorn RHS
342), a tight reading that, unfortunately, is
not equaled by the performance of the Sec-
ond Essay on the same disc. Here, Mea-
sham’s detail work—for instance, his em-
phasis of the woodwind triplets
accompanying the melodic exchange be-
tween the violas and oboes early on—is of-
ten insightful, yet the performance i<
marred by some awkwardly broad tempos.
The Schippers (Odyssey) is better, if not as
sharply detailed, but there is a recording
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flaw (oxide dropout?) at the climactic Piu
tranquillo. Thus, the best representation of
the work is Golschmann’s quick-moving,
finely detailed performance (Vanguard), al-
most Wagnerian in scope and well
recorded.

Between the two Essays came the
Violin Concerto, Op. 14 (1939-40), a work
that gave Barber a good deal of trouble. It
was commissioned by a soap manufacturer
for a young violinist who complained first
that the opening two movements were not
sufficiently showy, and later that the per-
petual motion finale was unplayable. It's
playable, of course, and the work as a
whole is drenched in a sugary romanticism
that certainly supports an emphasis on
sweetness of tone, as in the Ronald
Thomas/Measham recording (Unicorn
UNS 2561. But Isaac Stern’s more biting,
virtuosic rendering is more to the point. He
digs solidly into the strings yet conveys
tonal warmth; his passagework is cleaner
and more logically phrased; and he benefits
from a sharply etched orchestral accom-
paniment from Bernstein and the New
York Philharmonic (CBS MS 6713).

From 1943 to 1945, Barber was an
Air Force corporal, and he dutifully de.
voted some of his musical energies to the
war effort. The Commando March (1943) is a
superfluous patriotic  footlifter, hardly
worth bothering with. But if you must, at
least go for the bright, brassy sonics of the
Frederick Fennell/Cleveland Symphonic
Winds digital version (Telarc DG 10043).

Barber’s other wartime effort is the
Second Symphony, Op. 19 (1944). The Air
Force commissioned this work, allowed
him to work on it at Capricorn, and even
flew him from one air base to another so he
could gather atmosphere. With greater re-
liance on dissonance and modernistic
rhvthmic irregularity than any previous
Barber score, the work seemed to signal a
new direction. In the early 1940¢, though,
Barber withdrew the symphony, saying
only that “'it wasn’t very good.” From the
recording he made with the New Sym
phony Orchestra of London, in 1950 (F ver
est 3282), it's easy to see why: Although it
has its thrilling moments and :s, for Barber,
adventurous, it's too densely packed and
lacks cohesiveness. He discarded the ocuter
movements and published a revieced An
dante, called Night Flight, Op. 194 The
Measham/London Symphony  recording
{(Unicorn RHS 342) conveys the night
flver’s loneliness that informs this hleak
tone painting.

Owvert lvricism returns in the ¢ apri
arm Concerto, for flute, oboe, trumpet, and
strings, Op. 21 (1944), and the Cello Con
certo, Op. 22 (1945), a pair of works that
mix the rhythmic and harmonic simplicity
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of the violin concerto with touches of the
Second Symphony’s more sophisticated
jaggedness. Capricorn is a light-textured
work, full of an almost tactile weaving of
string and solo instrument lines and cor

taining a few passing nods to Copland’s
works of the same period, particularly in
the last movement. The Hanson recording
{(Mercury SRI 75049) serves the score well,
but surely it’s time for an alternative relrase
of this delightful work. The cello concerto.
a deeper, more trenchant composition, is
available in two authoritative if aging ver-
sions—the 1966 recording by the cellist who
gave the work its premiere, Rava Garbou-
sova, with Frederic Waldman and Musica
Aeterna (Varese Sarabande V(S 81057),
and Zara Nelsova’s 1950 disc, with Barber
conducting (Decca Fclipse import FCS
707).

Barber gave most of his attention in
the 1050s to stage works, and when he re
turned to orchestral writing with the T ata
festiva, Op. 36, and Die Natali, Op. 27 (bath
1960), it was with a new outlook. Toccata fes
tiva is a single-movement organ concerto.
surging with energy and richlv chromatic
the highlight is a tough cadenza for pedals
alone. Although the recorded sound of the

[In the list that follows, performing groups
are indicated with appropriate combinations of P
{Philharmonic), S (Symphony}, C (Chamber), and O
{Orchestra). Where a set includes more than one disc,
the number is given parenthetically following the
record number. |

“Ah, I was waiting for
this. Why haven't |
changed? Why should I?
There's no reason music
should be difficult for an
audience to understand, is
there?”

Vancuarp VSD 2083—Serenade, Op. 1; Music
for a Scene from Shelley, Op. 7; Essay for
Orchestra, No. 2, Op. 17; A Stopwatch
and an Ordnance Map, Op. 15 (with
Robert de Cormier Chorale); A Hand of
Bridge, Op. 35 (with Neway, Alberts
Lewis, Maero). S of the Air, Golsch-
mann.

Nonesucu D 79002—Serenade, Op. 1. Los An-
geles CO, Schwarz. (Also works by
Carter, Diamond, Fine.)

PeTERs INTERNATIONAL PLE 059—Serenade, Op.
1. Rome CO, Flagello. (Also works by
Diamond, R. Green, D. Wilson.)

Opyssey Y 33230—The School for Scandal Over-
ture, Op. 5; Adagio for Strings, Op. 11;
Essay for Orchestra, No. 2, Op. 17;
Medea’s Meditation and Dance of Ven-
geance, Op. 23a. New York P,
Schippers.

Mercury SRY 75012—The School for Scandal
Overture, Op. 5; Symphony No. 1, Op.
9; Medea, Op. 23: Suite. Eastman-
Rochester SG, Hanson.

Unicorn UNS 256—~Mausic for a Scene from Shel-
ley, Op. 7; Violin Concerto, Op. 14

F Power Biggs/Ormandy recording (CRS
MSG #208) is rather dry, the plaving is first-
rate (and there are no alternatives). Die Na
tali, on the other hand, is an extended fan-
tasv on Christmas carols and therefore as-
pires to a certain festive charm. But given
the subject matter, the dense scoring seems
heavy-handed, and the work, recorded by
Jorge Mester and the | ouisville Orchestra
(Y ornsville 16 745) is one of Barber’s least
saticfving,

The Pulitzer Prize-winning Piano
Concerto, OOp. 38 (1962), shows Barber
again in top form. The piano writing in the
fact movements is spectacular, and the or-
chestral accompaniment is often hard-driv-

(with Thomas); Knoxville: Summer of
1915, Op. 24 (with McGurk). West
Australian SO, Measham.

TurnasouT TVS 34564—Symphony No. 1,
Op. 9. Milwaukee SO, Schermerhorn.
(Also MAYER: Octagon, with
Masselos.)

Unicorn RHS 342—Symphony No. 1, Op. 9;
Night Flight, Op. 19a; Essays for Orches-
tra: No. 1, Op. 12; No. 2, Op. 17. Lon-
don SO, Measham.

CBS MS 6224—Adagio for Strings, Op. 11.
Philadelphia O, Ormandy. (Also
works by Borodin, Tchaikovsky,
Vaughan Williams.)

CBS M 30573~ Adagio for Strings, Op. 11. New
York P, Bernstein. (Also works by
other composers.)

PHiLips FesTivo 6570 181—Adagio for Strings,
Op. 11. 1 Musici. (Also works by Bar-
tok, Britten, Respighi.)

Arco ZRG 845—Adagio for Strings, Op. 11. St
Martin’s Academy, Marriner. (Also
works by Copland, Cowell, Creston.)

RCA LM 7032 Adagio for Strings, Op. 11. NBC
SO, Toscanini. (Also works by other
composers.)

RCA AGL 1-3790—Adagio for Strings, Op. 11.
Boston SO, Munch. (Also works by El-
gar, Tchaikovsky.)

CBS MS 6713--Violin Concerto, Op. 14. Stern:
New York P, Bernstein. (Also HINDE-
MITH: Violin Concerto.)

Terare DG 10043—Commando March. Cleve-
land Symphonic Winds, Fennell. (Also
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ing, incisive, and brilliantly hued, its acrid-
ity set off by stretches of melodic beauty.
John Browning gave the premiere perform-
ance, and he had the work solidlv in his fin-
gers by the time he recorded it, with George
Szell in 1964-a performance (CBS MS
6638) vet unequaled on disc. The budget
price of the competing version by Abbott
Ruskin and David Epstein (Turnabout
QTVS 34683) may be tempting, but the
distantly miked, overly ambient sound is
horrid. The Browning/Szell is well worth
the difference in price, and if you seek out
the British import version (CBS 61621), vou
can get it coupled with the Stern/Bernstein
recording of the violin concerto.

Barber’s last finished work was the
Third Essay, Op. 47 (1978); it begins with
some strong, colorful ideas but soon loses
energy and direction, leaving its promise
unfulfilled. Zubin Mehta and the New
York Philharmonic give a good account of
the work (New World NW 1300).

Of Barber’s orchestral works, only
the Fadograph of a Yestern Scene, Op. 44
(1971), and the Canzonetta movement
(1978} from the unfinished oboe concerto
have not been recorded

{To be continued next month)

works by other composers.)

Everest 3282—Symphony No. 2, Op. 19;
Medea, Op. 23: Suite. New SO of Lon-
don, Barber.

Mercury SR1 75049—Capricorn Concerto, Op.
21. Eastman-Rochester SO, Hanson.
(Also works by Ginastera, Sessions.)

Varkse Sarasanpe VCS 81057 —Cello Con-
certo Op. 22 (with Garbousova). Mu-
sica Aeterna O, Waldman. (Also BRIT-
TEN: Serenade, Op. 31, with Bressler,
Froelich.)

Decca Ecuese ECS 707—Cello Concerto, Op.
22. Nelsova; New SO of London, Bar-
ber. (Also RAWSTHORNE: Piano
Concerto No. 2, with other
performers.)

CBS MS 6398—Toccata festiva, Op. 36 Biggs;
Philadelphia O, Ormandy. (Also
works by Poulenc, R. Strauss, with
other performers.}

LouisviLLe LS 745—Die Natali, Op. 37 Louis-
ville O, Mester. (Also C. ADAM: Cello
Concerto, with Kates.)

CBS MS 6638—Piano Concerto, Op. 38 (with
Browning). Cleveland O, Szell. (Also
SCHUMAN: A Song of Orpheus, with
Rose.)

Turnasout QTVS 34683—Piano Concerto,
Op. 38. Ruskin; MIT SO, Epstein.
(Also COPLAND: Piano Concerto.)

New WorLp NW 309—Essay for Orchestra, No.
3, Op. 47. New York P, Mehta. (Also
CORIGLIANO: Clarinet Concerto,
with Drucker.)
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The Tape

by R. D. Darrell

Continuations: 1. Vanguards

his month’s big high-tech news is of

course RCA’s jumping on the audio-
phile specialty bandwagon. But while | im-
patiently await its new, as well as the first
Philips, digitally recorded programs in su-
perchromium tapings, | have fewer chro-
mium musicassettes on hand than usual. In-
deed, only three more, from the Vanguard
debut list greeted last month. These also are
superior new editions of analog recordings
available for some years in disc and (in
some cases) earlier tape formats. Now,
however, we can hear far more sonic con-
tent with far less surface noise than ever.

The 1975 Somary/English Chamber
Orchestra recording of the Bach Brunden-
burgs, which reaches tape for the first time
in a double-play cassette (CA 471208/9,
$10.98), ranks among the best versions us-
ing (mostly) modern instruments—the ex-
ceptions being the vital harpsichord,
recorder, gamba, violino piccolo, and vio-
lone parts. While I'm purist enough to go
the whole hog with period instruments and
pitch, | certainly don’t expect nonspecialist
listeners to go that far.

For a complete taping of the 1968
Abravanel/Utah Symphony “Homage to
Satie’” program, one must go back to the
Barclay-Crocker double-play reel edition
(“Tape Deck,” September 1979), but cas-
sette collectors will welcome the handy
combination of Satie’s ballets (Parade,
Mercure, Reliche), plus the two Gymnopédies
that Debussy orchestrated (CA 471275,
$8.98). And although the Janigro/Solisti di
Zagreb recording of Vivaldi “Concertos for
Diverse Instruments” (CA 470665, $8.98)
dates from 1965, it's now revealed as a true
milestone both in its still vivid sonics and in
its inexhaustibly imaginative exploitation
of solo/tutti potentials. These delectably
varied works feature two mandolins in RV
532, flute in RV 439 (La Notte), strings in RV
158, bassoon in RV 495 (not RV 501 as la-
beled), violin with two string choirs in RV
581 (not RV 179).

2. Great Unexpectations

I had thought I knew the music of
Bach'’s best-known son, Carl Philipp Eman-
uel, fairly well, but I'm really jolted to dis-
cover the extraordinary dramatic original-
ity of his six String Symphonies, Wq. 182,
brought to distinctively virile life by Trevor
Pinnock and the English Concert, on period
instruments (Archiv 3310 449, $9.98). And
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while | knew something of the young Hun-
garian pianist Dezsd Ranki, I still was sur-
prised by the magisterial assurance and
penetrating insight of his Mozart Piano
Quartets, K. 478 and 493, with members of
the Eder Quartet (Telefunken 4.42523,
$10.98). The ultraclean TriTec sonics are
sheer aural joy; the unflagging zest of the
readings almost makes me forget my trea-
sured 1946 mono masterpieces by Szell/
Budapest Quartet.

An entirely different “unexpec-
tation” is how well a “delectable mountain”
of many years ago retains its original fresh-
ness. Indeed, it is now further handicapped
by the relative neglect of its composer, Pe-
ter Warlock (a.k.a. Philip Heseltine), in re-
cent years. Not to worry, however: His
Capriol Suite of piquantly scored dances
from De Preys's Orchésographie of 1589
proves as uniquely delightful as ever—now
jaunty, now poignant—in its Marriner/5t.
Martin’s Academy resurrection (included
in Argo KZRC 881, $9.98). Warlock’s birth-
day Serenade for Delius, also famous once,
wears less well (except to devout Delians),
as does the heavy-handed Vaughan Wil-
liams Concerto grosso—a poor choice in-
deed to lead off this program. That re-
spected Briton’s oboe concerto (with Celia
Nicklin as spicy-toned soloist) is a pleasant
enough sample of his favored pastorale
vein, though none of these companion
pieces remotely approaches the magic of
Capriol.

3. Old Reliables

Very different yet equally admirable
in their individual ways, the Haydn sym-
phony series by Neville Marriner and Sir
Colin Davis (both for Philips, with the
Academy and the Concertgebouw, respec-
tively) are so well known that their devo-
tees need only the welcome word that more
examples are available: Marriner’s Nos. 31
(Hornsignal) and 73 (Hunt) (7300 674), 82
(Bear) and 83 (Hen) (7300 675); and Davis’
Nos. 86 and 98 (7300 773) ($9.98 per cas-
sette). Also equal to one’s confident hopes
are the well-nigh definitive versions of the
poignant Berg violin concerto and
Stravinsky’s chipper neobaroque one, both
in the superb recordings of ltzhak Perlman
and Seiji Ozawa with the Boston Sym-
phony (DG 3301 110, $9.98). And everyone
who has relished Sir Georg Solti’s powerful

Elgar series with the London Philharmonic
{more)

® frelght

on name brands
AKAI CASSETTE DBCXS
MODEL. GXM-50 GX HEAD DBXX eec=e $257.00
MODEL GX-F80Q SOLENOID CASS DBXX 350.00
ADC_SOUNDSHA FERS

MODEL. SS-110 MARK II BQUALIZERe $150.00
MODEL SS-2 MARK III 12 BAND EQ- 217.00
MODEL SS-3 MARK II TOP OF LINE- 329.00

Be1-C SPECIALS

MODEL B~44 LOUDSFEAKER SFECIALe $ 69.95
THR-200 SFEAKER SFECIAL eeeesss  90.00

LUAL TURNTABLES - LOW MASS UNITS!

MODEL 506 BELT DRIVE UNIT +ee++ $138.00
MODEL 714Q QUARTZ DIRECT DRIVEe 288.00
WRITE OR CALL FOR ALL OTHER DUALS!!!!!!
JVC ELECTRONICS - TAIE DHCKS - ETC.
MODEL KD-A8 SUFER CASSETTE DECK WRITE
MODEL RS-77 NEW DIGITAL RECEIVER CALL
KENWOOD DEALS - WRITE FOR OTHER MODELS!

KR-6050 SUFER RECEIVER DEAL <+ $269.00
KR-7050 HI-SFEED AM-FM RCVR. »- .00
KX-2060 TOP CASSETTE DBXX DEAL- .00
KA-601 SUFER AMPLIFIER RICE - .00
KD-5100 TURNTABLE SPECIAL ecces .00

MARANTZ_SPECIAL L

Ré-700 GREAT AMFLIFIER & RICEs
PIONEEER DEALS

HRA-500 LOUDS FEAKER SYSTEM e+
CTF-550 CASSETTE TAFE DEXX eece
MODEL [L~500 QUARTZ TURNTABLE *
MODEL FL~400 QUARTZ TURNTABLE -
SANSU1 ELECTRONIX

G-5700 DIGITAL RECEIVER ecccccce
G-7700 RECEIVER SPECIAL ccccsse
AUD-5B NEW SUFER AMPALIFIER eec-

SONY SUFER DEALS !!!
STR-V45 NEW “'HOT" RECEIVER eee»
FSX-45 TURNTABLE DEAL ==esssees
TEAC CASSETTE DECK DEALS!!
MODEL 550X~ CASSETTE DECL »e=e
(X400 CASSETTE DECK sseeesccs
TECHNICS ELCETRONICS

SL~Bl TURNTABLE eccccccccccsccse
SL-D1 TURNTABLE eccccsssscsssss
RS-ZGO NEW 3 HEAD CASS. DEXX -
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Name ___
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12 East Delaware Place
Chicago 60611
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(800)
621-8042
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TDK brings two new standards
to open reel.

TDK announces two breakthroughs in open reel. TDK GX Studio Mastering tape:
an ultrarefined particle lets it handle the critical demands of live music mastering.
And TDK LX Professional Studio tape, with a super refined particle that gives it
aperformance ideal for professional and audiophile use.

A unique polishing and binding process makes dropouts practically a thing of
the past. A special graphite and carbon backcoating on all GX and some LX reduces
friction for smooth winding while preventing static and diminishing wowand
flutter. At last your music is heard the way you intended to hear it.

Listen to TDK GX and LX. They could open up
awhole new standard of recording excellence.

© Copyright 1981 TDK Electronics Corp  Garden City N Y 11530

STDK.
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will find similar, though more novel, pleas-
ure in the British master’s magnificent Fal-
staff portrait, processed without the usual
side break, and exuberant In the South Over-
ture (London CS5 7193, $9.95).

No fan of either Solti’s or Karajan's
Bruckner symphony series is likely to be
disappointed in their characteristically in-
dividual treatments of the least well-known
(Cinderella) symphony, No. 6 (Solti: Lon-
don CS5 7173, $9.95; Karajan: DG 3301
295, $9.98). But others, like myself, may
well find more sonic thrills than inter-
pretative depths in the former, indulgent
mannerisms and excessive contrasts in the
latter. And no admirer of the late Alfred
Deller's unique artistry (as countertenor
and conductor) can afford to pass up one of
his last and most ambitious Harmonia
Mundi recordings, the Purcell-Dryden
masque-opera King Arthur (Musical Heri-
tage MHC 6188/9, two cassettes with li-
bretto, $13.90—$9.90 to members—plus
$1.60 for shipping; Musical Heritage
Society, 14 Park Rd., Tinton Falls, N.|.
07724). Yet nonspecialists (especially those
anesthetic to British oratorio singing styles)
may find it difficult to suspend disbelief
throughout.

4. Barclay-Crocker open reels

It was eight and a half years ago that
a bold new company of reel-tape specialists
issued its first catalog. Now No. 6 is out
($1.00 from Barclay-Crocker, 11 Broadway,
New York, N.Y. 10004). The Reel News sup-
plements appear monthly, and some sixty
releases are scheduled for 1981. The latest
to reach me include two programs that I've
reported on in earlier cassette editions but
that now proffer the still more impressive
sonic weight and impact that put 7%-ips
Dolby reels in a class by themselves. They
are the radiant Berlioz Harold in Italy by
violist Nobuko Imai and Davis (Philips/
B-C G 9500 026, $10.95) and Schubert’s
Seventh Symphony, never fully scored, in
Felix Weingartner’s fascinating orches-
tration performed by Heinz Régner and the
Berlin Radio Symphony (Spectrum/B-C D
116, $7.95).

Three more Philips/B-C reels
($10.95 each) are led by the first tape of the
1978 DeWaart/Rotterdam Philharmonic
performance of Rachmaninoff's Second
Symphony (G 9500 309)—a fine if some-
what studied reading in sumptuous re-
corded sonics. [ haven’t heard the cassette
editions of the other two, but I doubt that
they do as much justice to the poetically
evocative 1978 Haitink /Concertgebouw
Debussy program (Images, Danses, G 9500
509) or to the circus-rowdy 1977 Marriner/
London Philharmonic Suppé overtures (G
9500 399). HF



IS THIS THE MOST IMPORTANT

—

PART OF YOUR SPEAKER SYSTEM?

When you turn on the stereo, does everyone fight for
“the chair?”

Do you exact payment from your friends before they
can sit in “the chair?”’

Do you keep searching for the perfect “chair.” but never
the perfect pair of speakers?

Then look at the illustration on the left. That’s the kind of
sound you're getting —the kind that comes from cone speakers.
Stereo in just one section of the room, pieces of it in the others.

Now look at the illustration on the right. That'’s the kind
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fact: Our speaker has no cone. Why? Because the cone can
only project sound in one direction

The heart of our system is a diaphragm, which
vibrates much like a guitar string projecting sound in every
direction simultaneously.

What BES has is 360° sound. True ommni-directional
sound. Sound as close to live sound as you can get.

Look at the BES illustra
tion again. Where the sound
from one speaker intersects the
sound from the other, you get
true stereo. And that's virtually
everywhere.

Go listen to us. BES.
From any chair in the room.

54 BES SPEAKERS

Bertagni Electroacoustic Systems, Inc
345 Fischer Street, Costa Mesa,
CA 92626 « Tel: (714) 549-3833

Telex: 67-8373




RECENT
RECORD
RELEASES

The following listings are excerpts
from the “New Listings" section of the
April Schwann Record and Tape Guide.
Some listings contain a cross-reference
(+) to other works on the recording. Letters
in brackets refer to language used in vocal
music (G, German; E, English, etc.). Cas-
sette editions are indicated by the symbol
®_Quadriphonic discs are indicated by a Q
following the record number; digital discs
are indicated by a D following the record
number.

BACH, JOHANN SEBASTIAN
Bach Program
Richner: Jesu, Joy of Man's Desir-
ing; Nun komm' der Heiden Hei-
land, S.659; Wachet auf, ruft uns
die Stimme, S.645; Komm, slsser
Tod 1 Mozart:Fant. K.396; Rondo
K.511; Son. 15 Tower. 1011
Goldberg Varlations for Harpsichord,
$.988
Varsano 1 Beethoven:Var. Op. 120
2-Col. M2X-36925
Organ Music
Hurford (Vol. 5)
3-Argo D207D 3; ®K207K 33
Partitas (6) for Harpsichord, $.825/30
Martins (piano)
3-Ara. 6501 (D); ®7501
Preludes & Fugues for Organ, $.531/52
Folster (S.542) t+ Prel. & Fugues
$.553/60; Toccata & Fugue in d
CMS/Sum. 1037; ®41037
BARTOK, BELA
Concerto for Orchestra
Maazel, Berlin Phil. + Images
DG 2531269; 3301269
Images (2), Op. 10
Maazel, Berlin Phil. t Con. for Orch.
DG 2531269; @ 3301269
Quartets (6) (complete)
Tokyo Qr 3-DG 2740235
BEETHOVEN, LUDWIG VAN
Concertl (5) for Piano & Orchestra
No. 3 in ¢, Op. 37
Lupu, Mehta, Israel Phil. (& 2 Ron-
dos, Op. 51) Lon. LDR-71005 (D)
incidental Music (selections)
Bryn-Julson, Skrowaczewski, Min-
nesota Orch, Cho. [G]): sel. from
Leonore Prohaska, The Ruins of
Athens, Consecration of the House,
Tarpeja 1 Meeresstille; Overtures
3-Vox SVBX-5156
Meeresstille und gliickliche Fahrt (canta-
ta), Op. 112
Skrowaczewski, Minnesota Orch. &
Cho. [G] t Incidental; Over.
3-Vox SVBX-5156

Overtures
Skrowaczewski, Minnesota Orch.
(Leonore 1, 2, 3; Fidelio; King Ste-
phen; Ruins of Athens; Consecra-
tion of the House; Coriolan; Eg-
mont; Creatures of Prometheus;
Namensfeier) (& Gratulations-Me-
nuet in Ep) 1 Incidental; Meerses-
tille 3-Vox SVBX-5156
Serenade In D for Flute, Violin, Viola, Op.
25
Grumiaux Trio 1 Trios
3-Phi. Fest. 6770159; ® 7699159
Symphonies (9)
No. 3 in Ep, Op. 55, “Eroica”
Markevitch, London Sym.

Phi. Fest. 6570204; ® 7310204
Trios (string) (5), Op. 3, 8 (“Serenade’), 9
{(complete)
Grumiaux Trio t Ser. Op. 25
3-Phi. Fest. 6770159; @ 7699159
Variations on a Waltz by Diabelil, Op. 120
Varsano 1 Bach:Goldberg
2-Col. M2X-36925
BERLIOZ, HECTOR
Requiem, Op. 5 (Grande Messe des

Morts)
Tear, Previn, London Phil. & Cho.
L) 2-Ang. DS-3907 (D)
BRUCH, MAX

Concerto No. 1 in g for Violin, Op. 26
Mintz, Abbado, Chicago Sym. t
Mendelssohn:Con. in e

DG 2531304; 3301304

BRUCKNER, ANTON

Symphony No. 0 in d
Barenboim, Chicago Sym.

DG 2531319

CHOPIN, FREDERIC

Etudes, Op. 10 and Op. 25
Pollini + Polonaises; Preludes

3-DG 2740230

Polonaise for Cello & Piano, Op. 3
Rostropovich, Argerich 1 Cello
Son.; Schumann:Adagio

DG 2531201; ©3301201

Polonaises .

Poliini + Etudes; Preludes
3-DG 2740230

Preludes (24), Op. 28

Pollini + Etudes; Polonaises
3-DG 2740230

Sonata in g for Cello & Plano, Op. 65
Rostropovich, Argerich t Polon-
aise, Op. 3; Schumann:Adagio

DG 2531201; @ 3301201

DVORAK, ANTONIN
Serenade in d, Op. 44
De Waart, Netherlands Wind Ens. 1
Gounod; Schubert:Minuet D.72
Phi. Fest. 6570205; ® 7310205

GOUNOD, CHARLES
Petite Symphonie for 9 Wind Instruments
De Waart, Netherlands Winds Ens.
t Dvofak:Ser. Op. 44; Schubert:
Minuet D.72
Phi. Fest. 6570205; @ 7310205
JANACEK, LEOS

HIGH FIDELITY

Sinfonietta
Zinman, Rotterdam Phil. + Taras
Phi. 9500874; @ 7300874
Taras Bulba
Zinman, Rotterdam Phil. 1 Sinf.
Phi. 9500874; @ 7300874
KORNGOLD, ERICH WOLFGANG
Violanta, Op. 8 (1916)
Marton, Jerusalem, Laubenthal,
Berry, Janowski, Munich Radio
Orch. & Cho. [G] 2-Coi. M2-35909
MAHLER, GUSTAV
Symphony No. 10 (unfinished)
Levine, Phila. Orch. (rev. vers. by
Cooke)
2-RCA CTC2-3726 (D); ® CTK2-3726

MENDELSSOHN, FELIX
Concerto in e for Violin, Op. 64

Mintz, Abbado, Chicago Sym. t

Bruch:Con. 1

DG 2531304; 3301304

MOZART, WOLFGANG AMADEUS
Fantasia in c, K.396

Richner + Rondo K.511; Son. 15;

Bach:Bach Prog. Tower. 1011
La finta glardinlera, K.196
Conwell, Sukis, Fassbaender,

McDaniel, Hager, Salzburg Mozar-
teum Orch. [I] 4-DG 2740234
Overtures
Newman, Hamburg Sym. (Magic
Flute, Marriage of Figaro, Don Gio-
vanni, Cosi fan tutte, Seragiio, Im-
presario, Idomeneo) t Ser. K.525
CMS/Sum. 1077; @41077
Rondo in a for Plano, K.511
Richner 1 Fant. K.396; Son. 15;
Bach:Bach Prog. Tower. 1011
Serenade in G, K.525, “Eine kleine Nacht-
musik”
Stehli, Hamburg Bach Orch. t
Overtures
CMS/Sum. 1077; ©41077
Sonatas (17) for Plano
No. 15 in C, K.545

Richner 1 Fant. K.396; Rondo
K.511; Bach:Bach Prog.
Tower. 1011

NOVACEK, OTTOKAR (1866-1900)
Perpetuum mobille, for Violin & Orchestra
Ricci, Froment, Radio Luxembourg
Orch. t Sibelius:Vn Con.; Sinding
Vox @CT-4722
PROKOFIEV, SERGEI
Love for Three Oranges:Suite, Op. 33-bis
Black, London Fest. Orch. (March
& Scherzo only) t Peter; Sym. 1
Sine SA-2035; @ C-2035
Peter and the Wolf, Op. 67
G. Raft, Black, London Fest. Orch.
[E] T Love; Sym. 1
Sine SA-2035; ®C-2035
Symphony No. 1 in D, Op. 25, “Ciassical”
Black, London Fest. Orch. 1 Love;
Peter Sine SA-2035; @ C-2035
RAVEL, MAURICE
Boléro
Van Beinum, Concertgebouw Orch.
1 La Valse; Tchaikovsky:Nutcrack-
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er Phi. Fest. 6570183; 7310183
La Valse
Van Beinum, Concertgebouw Orch.
t Boléro; Tchaikovsky:Nutcracker
Phi. Fest. 6570183; @7310183

SAINT-SAENS, CAMILLE

Introduction & Rondo Capriccloso, Op. 28
Jenson, Ormandy, Phila. Orch. t
Sibelius:Con.
RCA ATC1-3972 (D); ® ATK1-3972

Preludes & Fugues (3) for Organ, Op. 99
Rose (No. 2) (see Coll., Organ)

Tower. 1010

SCHUBERT, FRANZ
Minuet & Finale in F for Winds, D.72
De Waart, Netherlands Wind Ens. 1
Dvorak:Ser. Op. 44; Gounod
Phi. Fest. 6570205; @7310205

SCHUMANN, ROBERT

Adagio & Allegro for Horn, Op. 70
Rostropovich (cello), Argerich t
Chopin:Polonaise, Op. 3; Celio
Son. DG 2531201; 3301201

SHANKAR, RAVi
Raga Jogeshwart
Shankar
SIBELIUS, JEAN
Concerto in d for Violin, Op. 47
Jenson, Ormandy, Phila. Orch. t
Saint-Saens:intro.
RCA ATC1-3972 (D); ® ATK1-3972
Ricci, Kuntzsch, Bochum Sym. t
Novacek; Sinding Vox @CT-4722

SINDING, CHRISTIAN
Suite in a for Violin & Orchestra, Op. 10
Ricci, Froment, Radio Luxembourg
Orch. 1 Novacek; Sibelius:Vn Con.
Vox @(CT-4722
TCHAIKOVSKY, PIOTR ILYICH
Francesca da Rimini, Op. 32
De Waart, Concertgebouw Orch. 1
Romeo Phi. 9500745 (D)
Nutcracker Suite, Op. 71A
Van Beinum, Concertgebouw Orch.
1 Ravel:Boléro; La Valse
Phi. Fest. 6570183; @7310183
Romeo and Jullet
De Waart, Concertgebouw Orch. t
Francesca Phi. 9500745 (D)
Sleeping Beauty (excerpts)
Waither, Hamburg Radio Sym. {
Swan CMS/Sum. 1070; 41070
Swan Lake (excerpts)
Walther, Hamburg Radio Sym. {
Sleeping
CMS/Sum. 1070; 41070
TELEMANN, GEORG PHILIPP
Heldenmusik
Smedvig (trumpet), Walt (bassoon),
Lindorff (hpsi) T+ Oboe Son.
Digitech 106 (D)
Sonatas for Oboe & Harpsichord
Smedvig (trumpet), Wait (bassoon),
Lindorff (hpsi) (in Bb, ¢c) 1 helden-
musik Digitech 106 (D)
THOME, DIANE
Anais, for Plano, Cello & Tape (1976)
Thome, Finckel, Elect. Eqpmt 1 R.

DG 2531280

VERDI, GIUSEPPE

lections)
Four Seasons, Op. 8, Nos. 1-4

WILSON, RICHARD

Eclogue, for Piano (1974); The Ballad of
Longwood Glen, for Tenor & Harp (1975)

Wilson; Yannay CRI $-437

La Traviata Uribe; Sperry, Allen [E] 1 Thome;
Sutherland, Pavarotti, Manuguerra, Yannay CRI $-437
Bonynge, Nat'l Phil, London Op.  WOLF, HUGO
Cho. 1] 3-Lon. LDR-73002 (D) Morike-Lieder

VIVALDI, ANTONIO Schwarzkopf (13) [G] (see Coli.,

Concertl for Violin(s) & Orchestra (Col- Vocal) Lon. 26592

YANNAY, YEHUDA (1937-
At the End of the Parade, for Baritone &
Orchestra (1974)
Weller, J. Thome, Orch. of Our
Time [E] + Thome; R. Wilson
CRI $-437

Borok, Smedvig, Cambridge Ch.
Orch. Digitech 107 (D)
Menuhin, Lysy, Camerata Lysy
Gstaad Ang. DS-37755 (D)
1981 ABC Schwann Publications

There's a
new sound
out of
Cambridge
«ss and it'’s
good enough

for digital

The Cambridge 310 tweeter’s moving
mass of only 4 gram gives it flat response
to a frequency well beyond human
hearing, a sure guarantee that it will
reproduce all the harmonics and
overtones on yaur newest digital and
direct-to-disk records.

And the 310 midrange with iquid cooling
plays louder than you can tolerate,
without a trace of audible distortion. as
proven in tests by a well-known
independent acoustical laboratory

And if you like pottom end. the
Cambridge 310 woofer's low frequency
response exterwds a haif-octave fower —
than compentive speakers to reproduce
all the bass that's on the new audiophile
aiscs.

—

To hear the Cambridge sound
that's good enough for digital, take your
favorite high technology demo disk to your
Cambridge dealer and ask him to A-B the
Cambridge 319 against any other speaker
he has in the house regardless of price. For
the name of your nearest demonstrating
Cambridge dealer, circle reader service
number or wr te to us.

d Cambridge Physss, 26 Fox Road
3 Waltham, Mass. C2154/(617) 890-1560
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Air Raid 20th Cent. 617; ®C-617
Atlanta Rhythm Sectlon—Champagne
Jam (remastered version of recording
originally released on Polydor)

Mobile 038 (H-t)
Beatles—Magical Mystery Tour (remas-
tered version of recording originally re-
leased on Capitol) Mobile 047 (H-t)
Bowers, Bryan—Home, Home On The
Recad Flying Fish 091
Br2ad & Roses Festival Of Music—Joan
Baez, Chick Corea, Leah Kunkel, Maria
Muldaur, Pete Seeger, etc. (Rec. live, Oct

1979) 2-Fan. 79011
Cline, Patsy—Country Classics, Vol. 1
Picca. 3314

ColdChisel—East Elek. 336; ® TC5-336
Cold Fire—Too Cold
Cap. ST-12096; ®4XT-12096
Cole, Natalie—Thankful (remastered ver-
sion of recording originally released on
Capitol) Mobile 032 (H-t)
Coolidge, Rita—Greatest Hits
A&M 4836; A8T-4836; ®CS-4836
Doc Holliday A&M 4847
Doug & The Slugs—Cognac & Bologna
RCA AFL1-3887; ® AFK1-3887
Fools—Heavy Metal
EMI SW-17046; A8XW-17046;
®4XW-17046

Franke & Knockouts
Millen. BXL1-7755; ABXS1-7755;
®BXK1-7755
Gallmor, Jon—Gonna Die With A Smile If
It Kills Me Fret. 143
Gayle, Crystal—We Must Believe In Mag-
ic (remastered version of recording orig-
inally released on United Artists)
Mobile 043 (H-1)
Halil, Lanl—Blush
A&M 4829; ®CS-4829
Hawks Col. JC-36922; @ JCT-36922
Hooker, Frank & Positive People
Panor. BXL1-3853; @ BXK1-3853
Karloff, Billy & Extremes—Let Your
Fingers Do The Talking
War. 3518; ® M53518
Kaukonen & Vital Parts—Barbeque King
RCA AFL1-3725; AAFS1-3725;
®AFK1-3725
Kihn, Greg—Rockin’

Beserk. 10069; A8-10069; @5-100€9
King, B. B.—There Must Be A Better
World Somewhere

MCA 5162; AT-5162; ®C-5162
LaSalle, Denise & Satistaction—Guaran-
teed MCA 5161; AT-5161; ®C-5161
Lawton, John—Heartbeat

RCA AFL1-3904; ® AFK1-39C4

Lewis, Webster—Let Me Be The One
Epic FE-36878; AFEA-36878;
®FET-36878

JOIN THE!
FRENCH
PEVOLUTION!

‘Revolutionary” lows. .. “Revolutionary” highs... We've heard it all before.

Important as these elements may be, they neglect the
the mid-frequency region

Combine exceptional low-frequency response. with

area where most music occurs

clear, well-dispersed highs and a mid-range of unparalled
articulation and precision, and you have the SIARE 400 Series

Through the use of a woven fiberglass mid-range
driver, SIARE has created an immaculate sonic mirror of
the original performance. Revolutionary? You bet!

PRONOUNCED
(SEE-ARE)

CORPORATION

HAUT PARLEURS DE FRANCE ¢ LOUDSPEAKERS FROM FRANCE

For further information:

Write to SIARE Corp., 80 13th Avenue, Ronkonkoma, N.Y. 11779

Circle 83 on Reader-Service Card

HIGH FIDELITY

Littie River Band—First Under The Wire
(remastered version of recording original-
ly released on Capitol) Mobile 036 (H-t)

Myers, Alicia—Alicia
MCA 5181; ®C-5181
Mystic Merlin—60 Thrills A Minute
Cap. SKAO-12137; A8XT-12137;
®4XT-12137
Nazareth—Fool Circle
A&M 4844; A8T-4844; ®CS-4844
Newton, Juice—Juice
Cap. ST-12136; A8XT-12136,
®4XT-12136
Phillips, Utah—AlIl Used Up: A Scrapbook
Philo 1050
Pickett, Wilson—Right Track
EMI SW-17043; A8XW-17043;
®4XW-17043
Presley, Elvis—Guitar Man
RCA AAL1-3917; AAAS1-3917;
®AAK1-3917
Preston, Billy—The Way | Am
Mo. 8-941; A8-941KT, @8-941KC
Price, Ray—A Tribute To Willie & Kris
Col. JC-37061; AJCA-37061;
®JCT-37061
Red Bow, Buddy First Am. 7745
Robinson, Smokey—Being With You
Tam. 8-375; A8-375KT; @8-375KC
Rogers, Kenny—The Gambler (remas-
tered version of recording originally re-
leased on United Artists)
Mobile 044 (H-t)
Greatest Hits (remastered version of re-
cording originally released on United Art-
ists) Mobile 049 (H-t)
Ross, Dilana—To Love Again
Mo. 8-951; A8-951KT, @8-951KC
Scott, Molly & Sumitra—Honor The Earth
Fret. 142
Searchers—Love's Melodies
Sire 3523; ®M553523
Seeger, Peggy & Ewan MacColl—Kilroy
Was Here Folk. 8562
Seger, Bob—Night Moves (remastered
version of recording originally released
on Capitol) Mobile 034 (H-t)
Steely Dan—Aja (remastered version of
recording originally released on MCA)
Mobile 033 (H-t)
Styx—The Grand lllusion (remastered
version of recording originally released
on A&M) Mobile 026 (H-t)
Paradise Theatre
A&M 3719; A8T-3719; @ CS-3719
T-Connection—Everything Is Cool
Cap. ST-12128; @4XT-12128
vVannelli, GiIno—Powerful People (remas-
tered version of recording originally re-
leased on A&M) Mobile 041 (H-t)
Winter, Edgar—Standing On Rock
Blue Sky JZ-36494; AJZA-36494;
©®JZT-36494
Wood, Lauren—Cat Trick
War. 3517; @ M53517
Wright, Betty
Epic JE-36879; AJEA-36879;

® JET-36879
1981 ABC Schwann Publications
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The Critics
Go Speaker-
Shopping
(and take a
few friends)

What do they listen to?

What are they looking for
in a loudspeaker?

What records would
they take to find it?

Sam Sutherland

s ince my personal listening tastes
touch a number of bases beyond the
pop.rack. and r&b [ normally write about.
I've learned to be wary not only of manu-
facturer claims. but also of personal rec-
ommendations. While both can be useful.
it's important to balance them against my
own needs. Had [ followed the advice of
most studio and a&r pros. l would long
ago have sunk my money into studio
monitors like the JBI. 43115, only to rue
mydecision later.

What sounds razor-sharp and vis-
cerally full with contemporary pop and
rock programs can prove nasal and un-
balanced with acoustic instrumentation
recorded across awider dynamic range
Sowhat [ have come to look for is that
theoretical ideal of the neutral reproducer
that neither adds to nor subtracts from
what's in the grooves. For this reason both
the more subdued. distant European de
signs that sound good with classics and
the dazzling presence of certain U S.
speakers are equally unsatisfactory. The
former pale with pop material: the latter
tend to highlight surface noise. a serious
problem for someone owning older LPs
and singles they still want to play.

To gauge howwell a given speaker

| A - -

Critic Cioe en route with friends to the audio salon

wll perform with my collection. I try to lis
ten not only to the midrange frequencies
where most voices and instruments are
captured. but to the lowest bass notes
(pedal tones on pipe organ. synthesizer.
and acoustic bass are good benchmarks)
and highest upper frequencies (percus-
sion. especially cymbals) as well. And
since | have an almost pathological need
to listen to records at all times of the day
ornight. | also look for speakers that will
sound as crisp and balanced at lowlevels
as they do at full blast. Higher volumes do
give a fuller account of a speaker's abili-
ties. but myneighbors can't be expected
to swallow that rationale at 3 a.m.

In my recent year-long odysseyin
search of a new set of speakers. | used
clase to adozen titles for auditioning
purposes.

Among my favorites: the half-speed
remastered “Aja" by Steely Dan {Mobile
Fidelity Sound Lab). which offers exem
plarypressing quality and a wide sonic
spectrum; Dire Straits’ “Making Movies™
(Warner Bros.). which boasts a thundering
drum sound useful in evaluatinga
speaker’s rock clout: Concord Jazz titles
by the Clayton Brothers and the Louis
Bellsan band. both for instrumental tim-
bres and pressing quality: any number of
ECM sets for the same reasons; Michael
Jackson's “Off the Wall”* (Epic). which is
now available in half-speed remaster as
well: and any of the several recordings of
Stravinsky's Le Sacre du printemps in-
cluding the Pierre Boulez/Cleveland Or-
chestra on CBS and the Michael Tilson
Thomas/Boston Symphony on Deutsche
Grammophon (DG).
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Steven X. Rea

hopping for speakers can be a pretty

intimidating experience: There you
are. standing in the middle of some sound-
perfect listening room, surrounded by a
myriad of high-tech components and
speakers, with a (usually) fast-talking. ul-
traslick salesperson breathing down your
neck trying to unload thisweek’s “great
deal” on yoi1. It's nnt easy to find the right
sounds for your ears, even under ideal
conditinns. One sure way to narrow doun
the field. though. is to brinqg along a few
discs you know very well.

My listening tastes are divided
about 70-30 hetween, on the one hand.
pop. rock. and country and. on the other,
early jazz (Renny Carter, Charlie Parker)
and classical. Because of the diversity
of the music [ listen tn, | prefer speakers
with a “straight” aural approach-—a
bhoomy. blasting bass or an overly lush,
colored sound just doesn’t wash. [ like to
hearwhat’s coming off the record clean
and true. with a deep. defined bass and
crisp, well-dispersed highs.

There are three albums I'd take
with me on a quest for new speakers. First,
Antonio Vivaldi's “The Mandolin Con-
certos” (Musical Heritage Society, MHS
1100H). performed by | Solisti Veneti.
The recording crackles with verve and
clarity. and the contrasts between the high,
lyrical plucked mandolins and the dark
hues of the strings and basso contino
would pinpoint anyweaknesses in a
speaker’s ability to reproduce sounds ac-
curately and without coloration. Vivaldi's
quiet. lilting largos and sweeping finales

N\

would play off a unit's depth and volume
capabilities.

Pop outfits like Supertramp and
Genesis, who opt for a stylistic complexity
rife with synthesizers and layers of over
dubs and whose end results are sonically
lucid and alive. are ideally suited to test
the dynamic range of speaker systems.
Unfortunately. | can't stand either group.
British electro-rock upstart Bruce Wool-
ley. an artist with a sense of fun. is my pick
here. so lwould take *Bruce Woolley and
the Camera Club™ (Columbia). Awash in a
bank of synthesizers, Woolley's tunes (es-
pecially English Garden and Video Killed
the Radio Star) are grand gestures, thick
with guitars, keybnards, and vocals.

l.astly. lwould take T-Bone Bur-
nett’s “Truth Decay” (Takoma). This is
American music at its finest: gospel. rock-
abilly. country—all framed by ringing qui
tars and a resounding. surefire rhythm
section. Burnett's variablywhining. wailing
vocals can sound merely tinny on inade-
quate speakers: the upright bass muffled
and frayed. But on a topflight system. the
vitality of Burnett’s songs and the spry.
easy playing of his band emerge as a
sweeping aural tapestry.

Crispin Cioe

listen to everything from hard rock to

r&b to jazz. But whether reviewing.
singing along in the shower, or doing the
dishes. | generallywant to hear the same
qualitiesin all recorded music: a richand
resonant bass to lower midrange. low dis
tortion at moderate to semiloud volume
levels. reasonably clean and transparent

Attempts at alternative means of transport fail

high frequencies. a decent stereoimage.
and the kind of transient response that ac
curatelytracks abrupt shifts in musical
register. At the same time, my ideal good
sound at home has as much to do withmy
apartment’s floor plan as it does withmy
musical tastes. Beinga city dweller with
limited space. l've avoided large speakers
since proper placement is impossible. so
my shopping criteriawould be based on
bookshelf-sized speakers.

Iwould take along the best-pro-
duced and best-engineered samples of
the musical styles [ enjoymost. Ry
Cooder's “Rop Till You Drop™ (Warner
Bros.). pop’s first all-digital recording. has
exceptionallyresonant guitars and vocals
in the midrange. along with no-frills drums
and bass. Also, Cooder’s pared-down,
small-band approach allows for close de-
tection of subtle frequency and distortion
differences between speakers.

Forbassin general. I'd take along
“Farth. Wind & Fire's Greatest Hits. Vol.
1" (ARC /Columbia). Given the full-spec
trum production and high-energy playing
EW&F purvey. the bass and drum tracks
are extremely clean and precise. For rock
& roll test-listening. I'd take several [.Ps
that best represent contemporary hard
edged rock’s live-sounding approach in a
studio context: Bruce Springsteen’s
“Bornto Run™ (Columbia). Bob Seger's
“Strangerin Town™ (Capitol). and Tom
Petty and the Heartbreakers' "Damn the
Tormedoes™ (MCA). For checking stereo
image.l recommend any recent produc
tion by Quincy-Jones. such as George
Benson's "Give Me the Night™ (Quest
Warner Bros.). because Quincy is an ac-
knowledged master of creating deep and
dramatic three-dimensional stereo space.

Tom Vickers

S sometimes | listen to music, and some-
times | dance toit. Finding a speaker
that fully accommodates both functions
isn't easy. The very mechanics of the se-
lection process can be cumbersome.
Imagine going to your local stereo dealer.
listening to a few different brands. and
then pulling back the rugto do the Freak
or Spacewalk. Most stores tryto create an
“ideal listening environment.” but how
many of them have dance floors?

Being a dancing fool has other
drawbacks as well. Most dance music is
propelled by the rhythm tracks. and many
ofthe flat, high-accuracy speakers that
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have gained prominence in the past five
yearsdon't kick with the same deep reso-
nance of their boomy predecessors. To
my ears, high accuracy means high gloss:
too much treble and midrange and not

enough chest-pounding intensity. High ac-

curacyis fine for pop. country. classical.
and most jazz. but it often makes hard
rock and funk sound tinny. It also sounds
better at lowvolumes. | like a speaker that
sounds good at low volumes. yet also has
the bass and high-volume kick to satisfy
my more primal dancing urges.

Tofind it. | would take along three
albums to gauge the high. midrange. and
bass response. And I'd play each disc at

both high and low volumes at a flat setting.

I'd use “The Pat Metheny Group™ (ECM)
to measure the high-end presence or
gloss and to see howwell the speaker re
sponded to the delicate interplay between
instruments. Steely Dan’s “Gaucho™
(MCA)is a fair test for the midrange. It's
also a good indicator of how wearing the
speakers are on the ears in terms of accu
racy of reproduction and overall crisp
ness. Finally, [would move the listening
couch to one side and put on Grand-
master Flash's “Superrappin” " (Enjoy
0001). a twelve-inch rap record that has a
truly furious rhythm track. If the bass’s
powerful pops. stops. and slides drove my
feet to dancing. and if | could feel them as
well as hear them. then I'd know the
speaker had the proper amount of bass
response.

Fred Miller

ince I'm in the studio business. |
S spend many of my days recording
and listening to material 'mnot crazy
about. On my own time, my preferences
are symphonic music. recorded as natu
rally as possible, acoustic jazz. and m.o.r.
pop fare by the likes of Paul Simon. Billy
Joel. the Pointer Sisters. and Rupert
Holmes. If | were in the market for a pair
of loudspeakers for the house. there
would be several factors to consider. First
of all, price. Second. and most important.
would be accuracy of reproduction. Does
the music sound natural and/or as it was
designed to sound when it was recorded?
Third. does the pair of speakers give a
good representation of the stereoc image?
Are the instruments clearly definable as
delivered from a particular point(s) be
tween the two speakers?

To check those criteria. I'd take the

followingrecords along: Gerard Schwarz's
recording of Haydn's Concerto in E for
Trumpet and Orchestra (Delos Digital),
the digital recording of the Cincinnati
Symphony performing the 1812 Overture
(Telarc). Barbara Cook’s live Carnegie
Hall disc. "It's Better with a Band™ (Moss
Music Group). " Dizzyfingers™ by Bob Wil-
ber (Bodeswell). and my two all-time fa-
vorite Paul Simon records, “Still Crazy Af-
ter All These Years™ and "There Goes
Rhymin’ Simon.” Of course. [ engineered
most of those records. But 1 would use
them because | know what they sounded
like under ideal studio condit:ons. (I may
have an advantage there.) If the Haydn
sounded clear and crystalline—as if | was
inthe roomwith the orchestra—1'd like the
speaker. If | could feel Barbara Cook whis-
peringin my ear. I'd like the speaker. If. on
“Still Crazy.” | could tell it was Savuca
singing along with his accordion solo and
that somebody made a bad edit on the
harmonica solo (both of which are true).
I'd like the speaker

What I'm looking for is accuracy.
The concept of choosing a speaker for its
“lush sound.” “fat highs.” or any other ro
mantic a:tributes just doesn’t make any
sense to me. If it has a good. uniform fre-
quency response. good power-handling
capacity. and dispersion characteristics
that are pleasing to the ear and create
enough “space” for the record to sound
natural. then it's a good speaker.

Mitchell Cohen

nany given Sunday afternoon. my

loudspeakers may have to contend
with Merle Haggard. Frédéric Chopin. the
New York Dolls. Duke Ellington. and the
Miracles. A speaker that imposes its own
personalityis not one I'd be comfortable
with. Accuracy of reproduction. versatility.
and stamina are important.

A speaker should not cringe at high-

volume rock. norwilt in the presence of
big-band jazz. nor fail to detect nuances in
string quartets. Modern technology is be-
yond me—most of my favor:te records
(Billie Holiday. Hank Williams. the Drif-
ters, Elvis Presley. Buddy Holly. even
“Rubber Soul"") are monaural. anyway—
but | want to hear what I want to hear
Totest a speaker’s adaptability to
these quirky needs. I'd first put on an al-
bum filled with Nelson Riddle arrange
ments: lots of brass and swingy strings. a
voralist like Nat Cole. Ella Fitzgerald. or

Sinatra. straight pop melodies. Like Jack
Nirzsche's work behind the Crystals. or an
FEnnio Morricone film score. Riddle’s
charts demand attention to detail amidst
layers of sound. Make it Fitzgerald's
“George and Ira Gershwin Songbook™
(Verve).

Next I'd put on arock record. bra
zen and anthemic. and crankit up to hear
beefy chords. slashing. zingy quitar lines.
and poundingly rhythmic bass and drums.
Tke Who isn't my favorite band. but
“Who's Next™ {MCA)is an impeccably
constructed L.P with the right instruments.
It has craft. panache. a basic rock bottom,
and it is one of the few listenable albums
extant that has prominent synthesizer

Finally. to check for perception of
tone and color. for lack of menacing hiss
or rumble: a spare. meditative record of
small combo or solo jazz. or chamber mu-
sic. Probably Bach's Six Sonatas for Vio-
lin and Harpsichord (CBS) as performed
by Jaime Laredo and Glenn Gould. That.
or Dion's Runaround Sue (Laurie).

Don Heckman

am likely to listen to anything from
Gregorian chant to Béla Barték, Charlie
Parker. and the Stones. Fclectic is the
proper word. | suppose. to describe my
tastes. In addition to occasional fixations
(lztely I've been obsessed with Chopin).
1 find there's very little music that doesn't
Continued on page 85

The chariot awaits



BUY THE
TIME YOU NEED
TO DO

IT WRONG.
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Sometimes you
get exactly the sound
you want. Other times, it's
a bust. Thats why you go
through the endless hours of practice. To make mistakes
practice and rehearsal. And and change your mind.
that means you need the time. To experiment and develop.

. More than anything
¢ else, owning a multitrack
recording rig gives you all
the time you need. To



The process  TEAC
starts with the . ‘
multichannel .0

recorder.
Specifically,
our A-3440
—the new
standard for four
tracks on Y-inch
tape with sync. [Feass :
Rugged, reliable
and very fast to
operate, the
A-3440 uses one
button per track
for Record/Playback status anc
dbx* Encode/Decode switching. It has a
built-in 4x1 headphone mixer for selec-
tive monitoring and cueing, and a pitch
control for added production flexibility.
The key to controlling your sound
for recording and mixdown is the mixer.
For the right balance between real
multichannel recording flexibility and
low cost, try our Model 2A (shown here
with optional MB-20 meter bridge and
sideboards). Six inputs drive four
separate outputs. Each
input has switchable
mic/line mic attenua-
tion (to reduce over-
load distortion),
bass and treble
controls
(+12dB at
100Hz and |
10kHz),
color-coded
channel assign
buttons, pan (for stereo
balance) and slide fader
level control. There's a master fader

for overall level control. And
lots of mixdown flexibility
with the Model 2A's patch
points. You can hook up
external equalizers (like our
GE-20), reverb units, any
signal processors that will help
you det the results you want.
If you're just getting
started, get our free 16-page
introduction to multitrack
recording called “Are You
Ready For Multitrack?” And if
you're already cutting tracks,
invest $4.95** in “The Multitrack
Primer,” our 48-page guide to
setting up and using a multitrack
studio, with special emphasis on never
before
published
ways to
conquer
acoustic
problems
typically
found in
the home
studio.
Just
write
ts Or better vet, pick
them up at your TEAC Multitrack
dealer.
Then get your hands on
" the tools that give you all the time
you need.

*dbx i3 a registered trademark of dbx, Inc. The dbx urit is available
optionally. **Retail prices are determined by individual
TEAC Multitrack dealers.

MULTITRACK SERIES

TEAC Production Products
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Steve Winwood: A Traditionalist
Who Sells Records

by Steven X. Rea

S teve Winwood wakes up to the sound
of the phone ringing. He eats lunch
while a reporter fires questions at him. He
watches the sun go down as a photogra-
pher catches his profile. The thirty-three-
year-old Britisher is in the middle of a
grueling. scheduled-to-the-minute U.S.
promotional tour to support his second

solo LP. "Arc of a Diver.” Soft-spoken. po-

lite. and reserved. he has become adept at
fielding a slew of journalists’ queries:
about his days in the Sixties. when his
soulful tenor and dazzling keyboards were
the mainstay of the Spencer Davis Group:
about his work in the seminal psychedelic
aggregation Traffic. and that group’s later
turn toward a jazz/ Afro/rock fusion: and
about the brief but ballyhooed super-
group episode with Eric Clapton and Gin-
ger Baker in Blind Faith.

Resigned to the fact that he can't
simply issue an album and not tour (one
of the reasons his 1977 self-titled effort
registered meager sales). Winwood has
finally emerged from his small working
farmin Gloucester. England. "The ques-
tion ['ve been asked the most.” he says.
running his hand through a close-cropped
sprout of red hair. “is.'What have you
been doing for the last three years? Basi-

cally what ['ve been doing is building a stu-

dio. writing with lots of different people.
working on other people’s projects—Ma-
rianne Faithful. George Harrison. Mike
Oldfield—as well as on myrecord.”

The record. which is positioned at
No. 4 on the Pop LP charts. is a graceful.
indelible collection of songs recorded
from March through September of last
year in Netherturkdonic Studios. a small
sixteen-track setup he built on his farm.
Winwood wrote all the music for the disc.
plays all the instruments—keyboards. gui-
tars. bass. drums. and percussion—and. of
course. sings.

“The fact thatit's a one-man over-
dubbed album.™ he cautions. “"can ob-
scurewhat's actually there. It's an achieve-
ment that can outweigh the quality of the
record. if one is not careful. Having done
it. I don't think I'll do it again.”

When he returns to England he
plans to recruit a three- or four-member
band. tour Europe. and record another

Winwood: ever the eclectic

LP. Much of the material for that disc.
scheduled for a fall release. will be written
in collaboration with veteran lyricist Will
Jennings. (He cowrote the Crusaders’
1980 hit. Street Life.) In fact most of Win-
wood's output through the years has been
collaborative.

*Itend to be more prolific working
with a lyricist.” he explains. "It's not just a
music-lyric situation—1 work with people
who have musical ideas. and | have lyric
ideas. so there's give and take. not just
‘Bang. here are the words. now write the
tune.”

w inwood's recording career began
when he was sixteen and includes

suchclassics as the Spencer Davis
Group's I'm a Man and Gimme Some
Lovin". Traffic's Mr. Fantasy. and Low
Spark of High-Heeled Boys. He himself is
most pleased with Traffic's “John Barley-
corn Must Die” LLP. Would that his first
soloventure in 1977 brought such pleas-
ant reminiscences. *I'm not happy with
theway I did it.” he says." The business
was going through a funny period—music
in general was getting very complacent
and self-possessed. The whole resurgence
of punk was a satire on the music world.
and it needed to be satirized. Having said
that. I'm not sure that punk was any better

inthe longrun.”

Ever the eclectic. Winwood listens
to everything from American country to
jazzand r&b. classical. British folk. and
newwave. He manages to stay abreast of
the latest developments via regular visits
to London’s small clubs and concert halls
with his older brother Muff. now an a&r
executive for CBS records. "'It's like the
‘flavor of the month’ syndrome in Lon-
don.” he says. "In away. there are too
many new ideas—progressiveness just for
the sake of it. Rock & rollis avery transi-
tory thing and people are made to believe
that they have to be doing something rev-
olutionary and new. rather than doing
somethingwell. This. I think. is a mis-
guided view."”

At the ripe old age of thirty-three,
entering his third decade as a professional
musician, does Winwood have any anxiety
about losing touch with the current state
of pop? What about Robert Palmer's com-
ment in The New York Times: “Mr. Win-
wood has become a traditionalist. a rock
& roll conservative™?

“"Well.it's his opinion.” Winwood
replies somewhat abruptly. 'l guessit’s
fair enough if 'traditional’ and ‘conserva-
tive’ mean that I base my ideas on old val-
ues of good music and bad music. good

_songs and bad songs. If that's a tradition-

alist and a conservative. then fine. that's
what | am.”

Perhaps one of the reasons Win-
wood has stayed active in the business for
solong is his very down-to-earth attitude.
When asked if he had ever felt driven by
the need to have a huge commercial suc-
cess. he flatly replied “No. not at any cost.
I'm not rich by any means. so | can't afford
not to make money at records. Then
again. I'm not particularly poor either. But
I try not to aim at an audience. That can
be dangerous—you might just miss. and
then you haven't got anything. [ basically
make albums because I like to make them.
Ilike to make successful albums. too. but |
make them for my own ear in the hope
that other people will like the same things
as me.” With While You See a Chance a
No. 1 single and "“Arc of a Diver” onits
way to platinum. it would seem that they

do. @
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The Who: Face Dances
Bill Szymczyk, producer
Warner Bros. HS 3516

The Who is always summingup. It
doesn't make a move that doesn't take in
past. present, and future ramifications. No
band has a greater claim to continuity.
more concern for its own place in rock his-
tory. or a more self-reflective creative out-
put. From its crystallization of the man-
ners and myth of the mods on My
Generation (1966) to such archival proj-
ectsas “Live at Leeds” {'73. complete with
representative memorabilia). “Meaty,
Beaty. Bigand Bouncy™ ('71)."Odds and
Sods™ ('74). “The Kids Are Alright™ (79,
record and film). and the movie Quad-
rophenia ('73). the Who has always made
sure that its contribution to rock is well
documented.

Roger Daltrey. Pete Townshend.
and John Entwistle record as a groupin-
frequently—"Face Dances" is only the
third album of new material in seven
years. This. and the fact that the legendary
constancy has been broken by Keith
Moon’s death and by the band’s first U.S.
label change. gives this new LLP added
significance. It's an occasion to see how
the ensemble ages in the context of con-
temporaryrock & roll. The sound of the
Whoisn't as exhilarating orimmediate as
it was when Moon was feverishly flailing
away and Townshend was constructing
songs around expansive chords and high
adrenalin. With maturity has come some
distance: “Face Dances™ has a surface
coolness that is difficult to cut through.

It has been some time since the
Who has made a wholly satisfying album.

Records

The Who:
Rock & Roll

Meets Self-

awareness
by Mitchell Cohen

But, like '75's “The Who by Numbers™
and '78's “Who Are You." the newdisc
hasits rewards. As a crafter of choruses.
of melodies that maintain momentum
while shifting gears, Townshend isin fine
form. The zing of You Better You Bet
comes across behind the mannered vo-
cals of Daltrey (who. more and more. is
singing like an actor—on certain tracks he
is the weakest link). and ever when the
message is as obscure or simplistic as on
Cache Cache or Did You Steal My Money.
the songs are rich in texture.

Most fascinating are Daily Records
and Another Tricky Day. which carry for-
ward Townshend's ongoing conversatior
with himself regarding his relationship to
rock. his position between the leather kids
and the pressed-denim marrieds. Daily
Records is particularly revelatory and par-
ticularly triumphant: Kenney Jones ham-
mersout the beat. the tension builds and
breaks, the guitar has a sinewy twang. and
the lyric is filled with plaguing doubt: “This
could be suffering/ This could be pleas-
ure/I'munaware of any difference.” The
rendering of the lines “*Playin. play out.
fade in. fade out/Making records day in.
dayout” isthe Who at its most subtly dy-
namic. Another Tricky Day. an attempt at
a Big Statement. is nearly as successful. if
more didactic. There is something of the
nagin Townshend (*You can dance while
your knowledge is growing™. but his
grand philosophical ideas are tempered
by his wiser musical ones.

Coming between these two Town-
shend works. Entwistle’s You comes off as
empty bluster. It has considerable instru-
mental urgency. especially from its author
and Jones. who play with a commitment
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Daltrey: mannered vocals

that the words don't deserve. Entwistle's
orher contribution is the mockingly au-
tcbiographical The Quiet One. a direct
rocker of the sort that Townshend doesn't
write any more. with a frantic sound and a
strangulated vocal.

Nothinggoeswrongon “Face
Dances.” Don't Let Go the Coat isa curi
ous piece that would have been right for
“Empty Glass.” How Can You Do It Alone
is a catchy study of various kinds of sexual
isolation. and You Better You Bet has the
steadv rock drive and singability that
made Who Are You run neck and neck
with Emotional Rescue as a summer
single in 1978. Jones. ex (Small) Face.
doesn’t match Moon's maniacal style. but
has a fluid precision of his own. and when
Daltreyisn’t preeningtoo much. he's still
an affectingly muscular singer. For all that.
and for all Townshend’s spiritual curiosity
and songwriting ability. the album just
doesn't have the sharpness of attitude
that it should.

Even before Keith's death. the Who
was fragmenting. Daltrey seemed dissatis
fied being Townshend's mouthpiece. films
beckoned. Townshend more than ever.
was falling into the role of rock’s grand old
man. being challenged on the left by the
punks and questioning his own future.
Moon had energy to burn that was being
wasted during the band's long sabbaticals.
The music. while losing none of its intelli-
gence. lost some of its urgency.

Townshend is too bright not to be
aware of this. but awareness of a problem
isn't the same as solvingit. The key lines
an “Face Dances” are in Daiiy Records:
“Andthey sayit's just a stage in life/But |
know by nowthe problem s a stage/And

II
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they say just take your time and it'll go
away/ But I know by now I'm never gonna
change.” When an artist as dedicated to
the spirit of rock as Townshend reaches a
conclusion like that. what could the future
hold for the Who? With the glaring excep-
tionof “Who's Next.” almost all the
band’s work since Tommy has posed
some troubling questions about rock’s ag-
ing anarchists. and “Face Dances™ is no
exception

Joe Ely: Musta Notta Gotta Lotta
Michael Brouvsky & Joe Ely.
producers

South Coast MCA 5183

by Mitchell Cohen

Rockabillyis a music of expletives,
dropped “g"'s from gerunds (Hard Livin". |
Keep Gettin' Paid the Same. the pro-
totypical Good Rockin’ Tonight). and a
healthy dose of resilient spunk. On all
counts. Joe Ely qualifies as the genuine ar-
ticle. Should the current revival of hot-
headed. hard-bitten rock/country music
take hold on a wide scale. he would be a
real contender from the Texas chapter.
“Musta Notta Gotta Lotta" isn't as good
as Ely can be—he hasn’t put out a studio
albumwith the authoritative drive of
1980's import-only “Live Shots"—but the
best of it zips along like a streamlined
diesel.

Thetitle cut. a rowdy number that
celebrates late-to-bed-early-to-rise party-
ingto aderry Lee Lewis-inspired piano
beat. opens the album at a pace that the
rest of the side doesn’t maintain. The
country shuffle Dallas and Butch Han-
cock’s Tex-Mex ballad Wishin ' for You
(also done by the reconstituted Sir
Douglas Quintet) are musically sluggish
bycomparison. Elyis a believable vocalist
at a rapid clip. but when things slow down
he begins to sound tentative and deriva-
tive: on the "50s rocker Rock Me My Baby.
his singing doesn’t rise above the second-
hand bop of someone like Robert
Gordon.

Remaking Good Rockin" Tonight
wasn't a terrific idea: the song has reached
a point of diminishing returns as a state-
ment of rock principles. no matter how
energetic the performance. But Ely's own
working-man’s lament [ Keep Gettin'Paid
the Same and David Halley's Hard Livin’
are modern songs that reallywork at cap-
turing the essential rock & roll moods of
rebellious complaint and excessive re-
lease (" wish hard livin' didn’t come so

easytome”).

The band. which includes accor-
dion. pedal steel. and sax. can swing as
well as rock. and Ely has a gruff casu-
alness that makes even minor originals
like Bet Me and Hold On worth hearing.
When he cuts a record that captures all his
appeal as a new old-fashioned country
rocker. it should be something special.
Untilthen. “Musta Notta Gotta Lotta"™ will
donicely.

Robert Gordon:

Are You Gonna Be the One
Robert Gordon. Lance Quinn. &
Scott Litt, producers

RCA AFL 1-.3773

by Crispin Cioe

Although he was a major catalyst
forthe late "70s rockabilly revival in Amer-
ica. Robert Gordon never cashed in for
the kind of widespread recognitionthat,
say. Queen did with its clearly out-of-char-
acter, pseudo-rockabilly hit. Crazy Little
Thing Called Love. Instead he has stayed
close to the roots of rockabilly. preferring
to record spirited. authentic classics and
their occasional modern counterparts.
(He was the first to cover Bruce Spring-
steen’s Fire in 1978.) By sticking primarily
with oldies, though. he has run the risk of
sounding a trifle mannered and. let's face
it, a little like a classy Elvis imitator. "Are
You Gonna Be the One" signals not only
a switch in producers for Gordon, but also
a concerted and quite successful effort to
fuse his rockabilly passion with more con-
temporary rock elements.

The musical linchpin here is his new
guitar player. Danny Gatton. a semi-
legendary figure who has been playing in
the Washington. D.C. area foryears. Gat-
ton's technical virtuosity, total command
of rockabilly and related guitar styles. and
driving energy push the album far beyond
merely evoking the '50s. Further substan-
tiatingthe spirit of contemporary rave-up
are the tunes of young New York-based
singer/songwriter, Mark Johnson. His
Lover Boyis a showcase for the singer’s
smooth and deep baritone. (For the most
part. Gordon has abandoned using Sun
Records-style deep echo onhisvoice.)
Take Me Back is a brilliantly down-and-
dirty rocker on which Gordon simulta-
neously reminisces and mourns alost
love: John Gerber's gracefully greasy
saxophone provides just the right foil for
the lyrics’ mawkish self-pity.

What distinguishes Gordon's ap-
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proach throughout "“Are You Gonna Be
the One” is attitude. He understands and
projects perfectly the unique mixture of
detatched cool and blunt, pared-down
emotional expression that is the essence
of the rockabilly style. Excuding tough-
ness but implying vulnerability. he has fi
nally brought his own vision of that style
into contemporary focus

Quincy Jones: The Dude
Quincy Jones, producer
A&MSP 3721

by Sam Sutherland

What's “modest” for veteran pro-
ducer. arranger. and composer Quincy
Joneswould be daunting in its ambitions
for most other pop music makers. “The
Dude" is comparatively straightforward
inits song-form orientation and preoccu
pationwith romance. yet it offers as richly
satisfying an aural feast asJones's more
pointedly conceptual LPs. Of a piece with
the sleek. dance-oriented urban pop and
r&b he has created with Michael Jackson
and George Benson. Jones's final collec
tion for A&M bequeathes the label with
his most commercially potent solo
project yet.

Built around vocalists James Ing
ram and Patti Austin. and a studio vocal
ensemble dubbed Dune. these nine songs
provide a sturdy framework for Jones's
intricately detailed yet always spacious ar-
rangements. The material ranges from in
fectious rhythmic exercises to classic pop
ballads. and all of it reflects his varied
portfolio: His skill at cinematic coloration
shines through vivid string parts. a long-
standing fascination with Afro-American
synthesis vields percolating rhythm sec
tion arrangements. and Jones the jazz
freak supercharges the uptempo mo
ments with brisk brass and reed choruses
and deft instrumental solos

Yetit's Jones the pop stylist who
holds center stage. adroitly balancing all
this dizzying firepower against the emotive
qualities of his singers. On Ingram’s read
ing of a new Barry Mann and Cynthia
Weill song. Just Once. the wash of strings
and punctuating brasses never intrude on
the classic romantic frustration of the lyric.

Even better is Austin’s work. stun
ning throughout but especially moving on
Betcha Wouldn't Hurt Me. a Stevie Won-
der song that provides Jones with a per
fect canvas. In her fevered accusation of
an estranged lover she manages to offset
the tune's propulsive. syncopated pace

through her subdued dynamics. thus
bringing out both the lyrics’ cold fury and
her own naked suffering.

Jones’s long overdue vocal debut is
afunny. funky rap delivered in a subterra-
nean timbre via a vocoder. The track trav-
els well bevond the now-familiar turf of
rap stylings and surrounds Jones's street
wise aphorisms with overlappirg vocal
choruses.

Throughout. the songs reach for
and attain a wealth of detail. and the pro
duction sound is as enticingly full and
clean as we've come to expect from this
popand r&b master. Best of al.. "The
Dude™ does double duty as a preview for
his new Qwest label. which debuted last
yearwith Benson's Jones-produced “Give
Me the Night.” Both Austin and Dune are
signed to the company. and for Austin—a
superb vocalist whose past solowork has
never found the audience it deserves
that prospect is heartening indeed: With
Jones at the helm, triumphs like those
here won't go unnoticed for long.

Chaka Khan:

What Cha’ Gonna Do for Me
Arif Mardin. producer

Warner Bros. HS 3526

by Tom Vickers

Since leaving Rufus in the late Sev-
enties, Chaka Khan's career has been a
hit or miss affair. Her first album “Chaka.™
contained the Ashford & Simpson smash
I'm Every Woman while the second.
“Naughty.” yielded no hit. and put the
solo Chaka on the ropes. “What Cha’
Gonna Do for Me™ marks her returnto
center stage with a jazzier vocal style com
plemented (and sometimes over-
shadowed) by the production of Arif Mar
din. Though they collaborated on her two
previous L Ps as well. the team has now
settled into a more comfortable pop/jazz
balance

Both the material and Chaka's vo
cals are first-rate. Too oftenin the past
she depended on her trademark banshee
wail to pu! a song across. thereby over
powering the lyrics and giving the listener
aheadache from the shrill sameness of it
all. Her high-pitched scream is still in evi
dence. but it is nicely tempered by some
subtle phrasing and thoughtful deliveryon
the jazzier material.

The album opens with an uptempo
reworking of the Beatles’ We Can Work it
Out. Chaka's voice is fairly controlled but
the arrangement is not. Obtrusive horns
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and a galloping rhythm track rush hervo
cal until a synthesized bass line steadies
the pace. Likewise the busy horns on /
Know You. I Live You kick the tune along
but sometimes get in herway. The chorus
of Any Old Sunday. the standout cut. gives
Chaka an opportunityto lilt and bend her
phrasingwith a lazy elegance. We Got
Each Other closes Side 1 with an upbeat
funk /rocker. All goeswell until—once
again—too many trumpets eventually
overpower her

The flip side contains the jazziest
track on the album. a reworking of the
Charlie Parker-Dizzy Gillespie classic
Night in Tunisia. Though Chaka and Arif's
lyrics are a bit corny. they do scan the
complex melody properly. and Chaka's
vocal alternates between wails and chor
dal block singing a la Flora Purim. The
proceedings get bogged down in Herbie
Hancock's clavinet solo. which is totally
devoid of Parker's fluid delicacy. Dizzy
comes in with some bebop licks near the
fade. but it is too little 1oo late. The rest of
the side is marred by a flaccid sense of dy
namics. especially apparent on Heed the
Warning and Father He Said.

While it's true that Mardin has suc
cessfullyeliminated Chaka's excesses. on
“What Cha Gonna Do forMe™ he has
created some ofhis own, sometimes re
sultingin a musical tug of warwhere it's
Chakathat's strugglingto be heard.

David Sanborn: Voyeur

Michael Colina & Ray Bardani.
producers. Warner Bros. BSK 3546
by Crispin Cioe

Over the past eight years. alto saxo
phonist David Sanborn’s gritty-yet-lush.
near-vocal tone and superbly economic
solos have graced countless pop singles
and albums (Linda Ronstadt. Pure Prairie
League. David Bowie). Ironically. his solo
LPs have onlyrecently begun to capture
the real essences of that style. Starting
with last year's “Hideaway ™ and contin
uingwith “"Voyeur.” he and his producers
have finally stripped away the musical ex
cesses and at times flabby over-arrange
ments that weighted down earlier efforts.
What's left are the undiluted. driving pas-
sions that have always propelled his play-
ing and an intense lyricism that is irrevoca-
bly welded to raw. sweaty funk.

Sanborn doesn't just play notes. he
squeezes them out of his horn in a variety
of timbres, shades. approaches. and re
leases. On his own Let s Just Say Good

bye. he enunciates his bluesy. stuttering
lines with a mixture of sarcasm. bitterness,
and childish wit. Though the cut is an in
strumental. its presumed subject of termi
nated love gets a fully developed and ex
plicit treatment. Run for Cover. an elegant
ballad written by bassist Marcus Miller.
best showcases Sanborn’s serpentine me
lodicism. as well as his remarkable sensi
tivity to other musicians. most notable in
his interplay with guitarists Buzzy Feiten
and Hiram Bullock

Sanborn’s greatest skills as a player
and improviser revolve around his own
melodic fusion of pop. rock. and soul ele
ments. Few players today are more ex
pressive within this type of pop instrumen
tal framework. and now that he is evolving
from supporting actor to leadingman.
one anticipates his best roles are yet to
come. Certainly “Voyeur” continues to
point his career in the right direction

The Searchers: Love’s Melodies
Pat Moran & Ed Stasium.
producers. Sire SRK 3523

by Sam Sutherland

Like their first album for Sire of a
year ago. the Searchers’ new set offers
heartening proof that there is indeed rock
after forty. Asvirtual “original wave ™" rock
erswhose mid-'60s singles (Needles and
Pins. Love Potion Number Nine to name
a few) competed with groundbreaking rec
ords by the Beatles and the Hollies. surviv-
ing Searchers John McNally and Mike
Penderhave transcended the hokum that
usually plagues rock reunions. Rather.
they achieve a crisp. deceptively fresh bal
ance between their soaring. signature har
monies and the punchy backingof are
constituted quartet

If anything. “Love’'s Melodies™ is
even stronger than its predecessor. Like
that record. these songs wisely tap con
temporaryrock’s current love affair with
the economical arrangements and jan
gling. guitar-dominated accents launched
duringthe first rock “British invasion.”
Butwhat often verges on rote nostalgia in
the hands of newcomers proves para
doxically convincing here

The I(D\’l tothe album’s brisk pace
and infectious lyricism is its material. The
Searchers honed their style before the ad
vent of rock’s preoccupation with self-con
tained writer-performers. and this incarna
tion continues to shrewdly respect its own
limitations by using potent outside contri
butions. With alist of craftsmen including
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Randy Bishop. Moon Martin. Creedence
Clearwater auteur John Fogerty. the Mo
tors’ Andy McMasters. and Records /Kur-
saal Flyers member Will Burch. the album
proves a virtual primer in strong writing.

Fogerty's Almost Saturday Night is
given a gentler reading than its author’s
mid-"70s solo single. trading rhythmic
hard edges for a more buoyant momen
tum. Martin's She Made a Fool of You col
lects that writer's harmonic debt to the
Searchers’ peer group and in turn hews
closelyto Martin's own rendition. And
Alex Chilton’s obscure but majestic slice
of Byrdsiana. September Gurls. originally
cut by Chilton’s legendary Big Star. fur
ther underlines the Searchers’ rightful
claim as one of the architects of the high
register choral harmonies that have since
become a rock and pop common
denominator.

That those three tracks are
matched and perhaps exceeded by at
least as many others here is one index of
the set's consistency. Topically. “Love's
Melodies™ may be old hat. offering its only
flaw—and a charming one at that—in the
notion of middle-aged men enraptured
with young love. Musically. though. this is
classic melodic rock.

- JAZZ

You Must Believe in Spring
Helen Keane & Tommy Lipuma.
producers, Warner Bros. HS 3504

by Don Heckman

The unexpected death of pianist
Bill Evans last fall makes listening to this
newrelease a particularly poignant experi
ence. Much of his work in the Seventies
had been. for this listener. introspective to
the point of inaccessible. Ironically. and
now sadly. Evans seemed to be coming
out of his shell in the last year or two with
recorded performances that revived the
bright. energetic spirits of his early work
with bassist Scott La Faro.

“You Must Believe in Spring”is a
bit more laidback than his recent record
ings with horn players in attendance. But
despite the dreamy quality of its rhythms.
the music steers well clear of Evans’tend
encies to wander aimlessly. The first side
is a masterful excursion through various
permutations of 3/4 time. Evanswas al
ways particularly adept with waltz-based
rhythms. possibly because of his ability to
superimpose a 2/4 feeling againsta 3 /4
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29999

46959

- 349.99

Audio Techmics ATH-7 - 165.99
o £
VIOED RECOROERS

1099 89 JVC HR-6700 $99.99

PV1750 1099 89 Sony SL500 1099.00

WRITE FOR FREE CATALOG

ORDERING INSTRUCTIONS

All merchandisa s Factory Fresh wiath manufacturers
warranty. Send MONEY ORDER or CASHIER'S CHECK
tor Quick Shippment within 24 Hours. Add Shipping Charges
$4.25 Canada and Puerto Rico add 10% of order. Personal
Checks held for 3 weeks

Lustomer Service HOT-LINE (212) 683-9088

We carry full lines of SHERWOOD, HARMON-KARDON,
NIKKO, SONUS, as well as SONY, MITSUBISHI, CRAIG,

snd CONCORD car stereos.
P =
Auaiomaric Electronics
CALL TOLL-FREE 800-223-2706

In N.Y., Hawsii, Alaska, & Canada  Call (212)686-5500

1263 B(oodwy New York N.Y 10001

Sennhener H0 430 i)
Sannhewser HD-222 New . . .
Sannhewser HO 420 5

Clrcle 4 on Reader-Service Card

" —Moving?-

Be sure and send us your new
address 8 weeks before you move
s0 you won’t miss any copies of
HIGH FIDELITY.

And please include an old mailing
l1abel from our magazine when
writing us about your subscription.
Write to:
HIGH FIDELITY,
1 Sound Avenue, Marion, Ohio 43302
Change of address.
Enter new subscription. 1 yr. $13.95

payment enclosed bill me
AFFIX LABEL
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Add’'l postage: $3 per year outside U.S., its poss

1981 Pro-Line Guide

o A comprehenswe 64 pg. color gunde to all
Carvin Pro-Line equipment includ Ing illustra
tions, technical information and specifica-
tions with Special Direct Prices.

¢ Carvin's new products for the 80's include;

double neck guitars, modular power amps up
tc 700w RMS. Recording and road mixing
boards, JBL Pro speakers, bi-channel tube
guitar amps, Parts, plus much, much more.
* As weintroduce you to the finest Pro Equip-
ment available, you'll appreciate Carvin's
policy of selling Direct for exceptional values.
Write:CARVIN Dept. HF80, 155 Industrial Ave,,
Escondido,CA 92025 » Phone: (714)747- 1710

CARVIN FREE CATALOG
Name
Address

ity

Zip

Circle 10 on Reader-Service Card

State HF80
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HIGH
FIDELITY
CLASSIFIED

MAIL TO: 825 7th Ave., 6th Floor, New
York, N.Y. 10019. Phone: 212-265-8360

GENERAL: All copy subject to publisher
approval. First ine caps. Users of P O. Box MUST
supply permanent address and telephone number
before ad canrun.

CLOSING DATE: Ist of second month
preceding cover date

CLASSIFIED RATES: Regular type, per
word: 1x-52.10; 3x-52.05; 6x-51.90; 12x-51.85
Words in caps- 10¢ extra each. IMPERIAL type,
perword: 1x-52.80; 3x-52.70; 6x~
$2.60; 12x-52.50. Words in caps-15¢
extra each. Minimum 15 words. 8ox numbers
$2.50 addrtional per insertion to cover cost of han-
dling and postage. Display. per inch: 1x-5335, 3x-
$325;6x-5320; 12x-5270.

PAYMENT WITH ORDER: Send check,
M.O.. MASTERCHARGE or VISA No. and expira-
tiondate to: Classified Dept., HIGH FIDELITY, 825
7th Ave., 6th Floor, New York, NY 10019.

FOR SALE

STEREO REPRESENTATIVES NEEDED!! LOWEST POS-
SIBLE PRICESI" OVER 100 BRANDS!H! KRASCO Rep HF,
998 Orange Ave , West Haven, Conn 06516

Leaftweeters, the Wave
Aperture™ system, the
Nestorovic woofer 'l"
system, polypropylene
drivers, ancrp more from
Speakerlab, the highly acclaimed
speaker design/manufacturing company.
Send today for your free catalog of
speaker systems, raw speakers and
design guidelines.

Dept. HF14, P.O. Box C-30325
Wallingford Station-Seattle, WA 98103

ATTENTION: "FOREIGN"” AUDIOPHILES
AND DEALERS! Western World Audio
Exporters can supply virtually ALL
brands of hi-fi components, speakers,
cartridges, etc. (including esoteric lines)
atvery attractive prices. Quotes, terms
and availability furnished uponrequest.
Write to WESTERN WORLD AUDIO, 373
Fifth Avenue, suite 1556, New York, N.Y.
10016. TELEX-423826 SAKIUR.

SAVE 50% BUILD YOUROWN SPEAKER SYSTEM Write
McGee Radio Electronics 1901 McGee Street, Kansas City,
Missoun 61408

ONLY 189 COPIES LEFT! High Fidelity's Silver Anniversary
Treasury will soon be out of print Don’t miss this opportu
nity to get your copy of this 348-page hardcover compila-
tion of the best writing to appear in the magazine over the
past three decades Send$9 95 to Wyeth Press. 1 Wyeth
Street, Marion, Ohio 43302

: ‘ i ; THE GREAT mcmomc‘
l THINGS & IDEAS BOOK!
HUNDREDS OF
UNUSUAL PARTS GADGETS & IDEA ITEMS UNAVAILABLE IN
STORES OR CATALOGS ANYWHE RE' Barqain prices on everything
New ifems in every nsue! Rush pmmm tor your copy’

I uscmomcs I
Depl 318
Plattshurgh, N Y 12901

HIGH FIDELITY

The Thompson Vocal Eliminator can actually remove most or
virtually all of a solo vocalist from a standard stereo record and
yet leave most of the background music untouched! Not an
equalizer! We can prove it works over the phone erte for a
brochure and demo record below. ST: $249.00

YOU SHOULD SEE.US

For:

« Time Delay/Ambience

« Studio Echo/Reverb

» Tape Noise Reduction

» Parametric Equalization
« Electronic Crossovers

* Compressor/Expanders
* Mic Preamp/Mixers

We manufi?um al':uli Iinhe.g: high g .
equipment. You will prol y have to pay as
elsewhere to obtain comparable quality. Only Direct Sales mal(e
our prices and quality possible. Send 1 fora 20 page brochure
and 20 minute mnllrlhon record.

P.O. Box 338,

Wirite to: L Sonnd.DapLHF
Stone Mountain, GA 30086,  Phone (404) 493-1258

HAFLER IN STOCK TRADES ACCEPTED.
Morel Electronics, 57 Park Place, New
York,N.Y. 10007 212-964-4570.

ACCURATE, QUALITY AUDIO. Reason-
able Prices! Car/Home. Send stamp:
Denco Audio, P.O.Box 6104-H, El
Monte, CA91734(213)961-6158. Eve-
nings, weekends. MONTHLY SPECIALS

COLLEGE DEALERS-WRITE for details on college program
Fast shipments, low prices, specify college Sound Repro-
duction, 7 Industnal Road, Farrheld, N.J 07006

IS CASSETTE STORAGE A PROBLEM? You can store 72 cas-
settesmour 11" cube Each cassette has an indwidual stor-
age space whichis fully accessible from one of our 3 spe-
aally hinged drawers Walnut veneer finish with brass
drawer pulls Write for information or send $45 00 {satisfac-
tion guaranteed) To’ Soundtaste, Inc, c/o MW Brown,
1134 W Farwell A, Chicago, Il 60626

SUBSCRIPTION TV DECODERKIT $39 00 INCLUDES
PARTS, MANUAL AND ETCHED BOARD MANUAL ONLY
$4 60 CATALOGS2 00 JOE, DEPT F,PO BOX61,CUM-
BERLAND, R.I 02864

HARMAN/KARDON HIGH TECHNOLOGY SEPARATES,
recemvers, cassette decks Best prices—in stock-immediate
shipment West (213) 243-1168. East {305) 462-1976

CARTRIDGES AT WHOLESALE —PLUS HUGE DISCOUNTS
ON NAME-BRAND EQUIPMENT FREE PRICE LIST AUDIO
COMPONENTS SYSTEMS. 2313H BRENTWOOD PLACE,
OLYMPIA, WA 98532

C CONSUMERS CO.
TAPES — DISCOUNTS — STEREO

10 Audio or 5 Video Tapes, or assorted

Min. Order —

0C-60

0OC 90

Demag 14 50
VIDEO

0DC-90 VY120 14.79

V7-90 13.95
Metal C-60 5.95 | EHF C.90 2.65
Metal C-90 749 | EHF C-60 1.69
FECRC-90 2.89 | LNXC-90 1.62
FECRC-60 2.49 | LNXC-60 110

VIDEO —BETA L-500 10.69 — L-750 13.25 — L-830 15.95

QUALITY AUDIO COMPONENTS,
MULTI-TRACK EQUIPMENT, PROGRAM-
MABLE CALCULATORS, ACCESSORIES.
Competitive Pricing! Prompt Delivery!
Knowledgeable Staff! Service Facility!
Credit Cards Accepted. FREE Catalog.
SOUND IDEAS, Dept. HF, P.O. Box 340,
Cary.N.C.27511. 1-800-334-2483 (NC
919-467-8462).

LOWEST PRICES ON STEREO-ESOTERIC
COMPONENTS, cartridges, tonearms,
tapes, car. Free catalog. Audio Unlimited,
1798 Technology Drive, San Jose, CA
95110,408/279-0122. 1-6M-Th.

TO RECEIVE FREE unedited mowies sports, shows, Send
$229 95 for complete ready toinstall AMATEUR MICRO
WAVE TV ANTENNA, or $9 95 for complete plans, re-
tundable on purchase of antenna PHILLIPS-TECH ELEC
TRONICS, Dept Sp-6. 5025 North 68th Street, Scottsdale,
Anzona 85253

MAXELL UDXLlor1C-90  3.30
SANYO CAR STEREO SHURE CARYRIDGES
FT

2400 199.95 M 97 HE 53.9¢
FTC-4 64.50 M9S5S HE 34.99
FTC-8 98.50 VIS HE 83.99

FREE! Cass. Maint'nce Kit w/ orders over $35.
Phone Ovders Call Toll Free

(800) 431-2932
in N.Y.5. Call
(914) 664-2009
nc M.0 . Cert Chech or use Credit Card :

& hdig. add $3.25 lor 1apes &
slste NOCOD's  Free Cata

[ o COHSUHERS CO.

P.0. Box 550 EXEICIZET] mt. Vernon, N.Y. 10551

For prom
rson’l chec!

o0 Equip’t NYS

TOP-NAME AUDIO AT LOW PRICES !!
We carry all of the finest brands of audio
and video equipment at the best possible
pricing. Our audio consultants are avail-
able for phone quotes and additional in-
formation Monday thru Saturday from
10AM-7PM (EST)at 212-254-3125.0r
send $2.00 for our informative brochure
to DIRECT DISCOUNTS LTD., P.O. Box
841-H, Cooper Station, New York
10276. We accept M/C and VISA, will
ship C.O.D., and DON'T charge sales tax
to out-of-state customers.

SPEAKER BUILDERS: JBL, ELECTROVOICE. AUDAX &
more, ncluding tested computer designed plans GOLD
SOUND, P O.Box 14 | HF, ENGLEWOOD, CO. 80151

WOOFERS-MIDS- TWEETERS-CROSSOVERS AT TRE-
MENDOUS SAVINGS £V, 8ECKER, SEAS, POLYDAX. PEER-
LESS, PHILIPS. EMILAR, GAI AND MANY OTHERS IN
STOCK FORIMMEDI!ATE DELIVERY SPEAKERS FOR HI-Fl,
CUSTOM AUTO, REPAIRS, PRO-SOUND AND MUSI-
CIANS. LARGEST SELECTION OF PARTS AND ACCES
SORIES IN THEU S FOR SPEAKER BUILDERS AND HOBBY-
ISTS SEND $2.00 FOR THE ALL NEW ‘81 CATALOG
[REFUNDABLE WITH FIRST PURCHASE) TO SRC AUDIO,
DEPT HF 3, 3238 TOWERWOOD DR, DALLAS, TEXAS
75234
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CABLE TV DESCRAMBLERS AND CONVERTERS Micro
wave antennas and downconverters Plans and parts
Buid or buy For information send $2 00 C&D Company,
PO Box 21, Jerusen, Mi 49428

SAVINGS ON STERFO EQUIPMENT Choose from our
broad selection of quality c artridges, turnt ables, recewers,
ampithers, speakers, and more  at competitive prices Free
catalogue AudioWorld, Box 6202H, Grand Rapids. Mi
49506,616-451-3868. MC/isa

TOP-RATEN CARTRIDGESUP TN 70%
OFF! We offer Acutex, ADC, Dynavector,
Grado, Nagatron, Ortofon, Shure. Sont's
and many more at the lowest pnssible
prices. Justcall 212-254-3125 formnre
information, or write to DIRECT DIS-
COUNTSLTD.P.O.Box 841, Conper Sta-

BEFORE SPENDING ANOTHER
$300 TO $9,000 ON AUDIO

PAY$15 FOR INDIVIDUAL ADVICE
Answer 45 question copyrighted ques-
tionnaire. Computer matches your re-
quirements to files describing best com-
ponents available in 5 price ranges. At
least 2 systems designed for you. Mon-
eyback guarantee. We sell nothing but
advice. Send $ 15 for Complete Kit, or
$1.00 for details. THE ASSESSMENT
GROUP, Box 1280, Rockville, Md.
20850.

3D ACOUSTICS, NAD, Amber, Dynavector, Cizek, Leach,
etc Best sound per doflar Shipping paid AUDIO FILE,
1202 South Congress, Austin, Texas 78704 512-443-
9295

MISCELLANEOUS

DIAMOND NEEDLES and Stereo Cartridges at Discount
prices for Shure, Pickenng, Stanton, Emprre, Grado, Audio
Techrica and ADC Wirtte for free catalog LYLE CAR-
TRIDGES, Dept H, Box 69, Brooklyn, New York 11218 For
Fast Service, call TOLL FREE 800-221-0906

PROTECT YOUR ALBUMS WHITE CARDBOARD RE-
PLACEMENT JACKETS 35¢ PLASTIC LINED INNER
SLEEVES 15¢ POSTAGE $1 25 OPERA BOXES, 78 SLEEVES
AVAILABLE. FREE CATALOG CABCO 301-3,BOX 8212,
COLUMBUS, OHIO 43201

tion,N.Y. 10276.

ATTENTION OWNERS OF SONY RECFIVFRS AN TAPE
DECKS Solid oak or walnut side panels for all current re-
cevers ancttape decks by Sony Specity model number
$1595plus $2 50 tor postage Wood Taloring. P O Box
11314, Portiand, OR 97211

IDEAL ACOUSTIC S Perfarmance Verifisn Equipment
Khpsch, Crown, M(In(r)sh, NAD. Thorens, ADS, Nakamich,
Revox. DBY, Signet, Lixman, many more Outstanding
showroom and service center, 1 10 Willow Rd _ Starkville,
MS 39759 (601) 324-1020 Anytime

TAPES & RECORDS

RARE OPERA, SYMPHONIC MUSIC ON OPFN RFEL TAPE
Historic performanc es. EUROPEAN, DOMEFSTIC Free Cata-
logue Underhilt, Box “L).” Bellport, NY 11713

“"SOUNDTRACKS, SHOW, NOSTALGIA & JAZZ-FREE
Catailog & Offering List-A- 1 Record Finders, P O Box
75071-H,L A CAL 90075

SCOTCHRECORDING TAPE, LOWEST °RICES TAPE CFN-
TER Box 4305C, Washington,DC 20012

“LIVE OPERA TAPES. Reels- Cassettes Unbelievable tre as-
ures since 1926 Over 5,000 selections Free DELUX Cata-
log" MR TAPE, Box 138, Murray Hill Station, NYC 10016 "

SHOW AL BUMS-Rare, out-of-print Ips, 64-page list 1 00
King of Hezrts-onginal castLP $9 95 Broadway-Holly-
wood Recordings, Georgetown, CT C6829

1930-1962 RADIO PROGRAMS, $1 00 HOUR! Professional
200 page catalog, $1 25 AM Treasures, Box 192HF, 8aby-
ton.NY 11702

The best New Stereo Systems Deserve The Best New
Stereo Records (Tapes too!] You need the Monthly
SCHWANN RECORD CATALOG available from record
shops everywhere or. for a sample copy PP, Send $2.50 to
ABC-SCHWANN Single Copy Sales, Dept 2160 Patterson
St Cnannat, Ohio 45214

SLIPCASES for HIGH FIDELITY Magazine.
Simulated blue leather, Holds 6 High Fi-
delity issues. $4.95 single case,$14 for 3
cases, $24 for 6 cases. USA orders only.
Allow 6 weeks for delivery. HIGH FIDEL-
ITY Library Cases, Box 5120, Phila-
delphia, PA19141.

Free Promotional Albums, Concert Tickets, Stereo, Etc in-

formation” Barry Publications, 477 82nd Street, Brooklyn,
NY 11209

COLLEGE STUDENTSI-Improve your grades!-Termpaper
catalog- 306 pages- 10,278 titles-Rush § 1 00 (Re-
fundable!])-Research, Box 259 16R, Los Angeles, 90025
213)477-8226.

NEW YORK PHILHARMONIC GUIDE TO THE SYMPHONY
by Edward Downes This 1,100-page book ts a composer-
by-composer, A to Z compendium of program notes from
the Phitharmonic Send $25 00 plus $1 00 for shipping to
High Fidenty’s Music Listener’s Book Serwice, | Wyeth
Street, Marion, Ohio 43302

NEW EQUIPMENT FOR SALE

BUY DIRECT and save British and Furopean Hi-Fi Attrac-
tve prices Send Reply Coupon for Quote $3 bills for bro-
chures Goodwins. 7 The Broadway, Woed Green, London
N22, Phone 888-0077 VISA/Master Charge Vsitors wel-
come

VIENNESE LIGHT MUSIC SOCIETY-Strauss, [ anner. etc on
Dolby Cassettes, KC Company, Box 793. Augusta, Maine
04330

OPENREEL TAPES Top Quality. 100% money-back quar-
antee Major labels. Classical, pop, rock, quad-direct disk &
video Bank cards accepted. Catalog/order intormation, $1
No other fees, obligations THE REEL SOCIETY, P O Box
55099-H, Valencia, CA 91355

LIVE OPERA ON REEL/CASSETTF THOUSANDS OF PER-
FORMANCES, WORLDWIDE SINCE 1930’s The ONLY
service that prowides the personal attention demanded by
the Vocal Art. Free Gifts, Magnificent Free Catalngue LIVF
OPERA, Box 3141, Steinway Station, LIC . NY 11103

SCHUBERT/DYER-BENNET. The splendid
Tully Hall performance of the Dyer-Ben-
net translation of "Schone Mullerin”
{Characterized by Andrew Porter as "A
‘Schone Mullerin’ which came to life”)
now available in a meticulously pro-
duced studio recording (stereo-two
discs) directly from Dyer-Bennet records,
Monterey Stage, GreatBarrington, MA
01230.517.50 postpald

VIENNESE OPERETTA RECORDS, INC.
Extensive range, superb vocal perform-
ances, on currently available LP's. Free
list. P.O. Box 50-B, Dover, Mass 02030.

OPERA VIDEO—Magnlflcent perform-
ances from Furope. Beta, VHS Formats,
Free catalog. HRE, Box 12, Kew Gardens,
N.Y. 11415,

S —

—————e

QUALITV TAPES AT WHOLLSALE PQV‘ES

118 PANASON [IRE1Y
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[N MOFTE . TEMO10 50

L 3 S 150

QUALITY TAPES, 2035 € #1h St. Dept MH Brooklyn WY 11223

SCTHWANN RECORD AND TAPE GUIDE,
now available by subscription. Inctudes
12 monthly issues of Schwann-1, 2 semi-
annual issues of Schwann- 2, plus Annual
Children’s Catalog. Annual subscription
$25.00, add $ 10.00 for addresses outside
of U.S. Order from: Schwann Record &
Tape Guide, P.O.Box 2131, Radnor, PA
19089.

SOUNDTRACKS-New and out of print fim musi recorel-
ngs Freelictings andinto CINEMONDF RECORDS, 1488
Vllejo St San Franrisen, CA 94109

RARF RFCORD/TAPE COLLFCTOR S DIRECTORY New
enlarged treasury of over 250 adAressed Annntated All
cateqores Send $4 95 DIRECTORY, Dept H, 550 EastRurs
tic Road Santa Monica, Calit 90402

GNLDFN AGE RADIO -your best soniree for radics tapes
Free catalog Bnx 25215-J, Partiand, Oregon 97225

OPFN REFL TAPES from studio masters Phiips, Argo, Tele-
tunken, Vanguard, Unicorn Catalogne $1 00 Barclay
Cincker Room 1470-H, |1 Brnadway, NYC 10004
RFCORD HOUND, BOX 88H. Fagleville, PA 1 9408 Fills
wants Iists ? Dogqgone nght 11 33Y specialist Fast tiendly
service

SFARCHING FOROUT-OF PRINTS? Try tor Discontinued
Records. 444 South Victory, Burbank, California 91502
[2131849 4791

Bravo Beethoven. Sampler. LP$1.98,
Cassette $2.49. Free catalng: Musical
Concepts, Box 53HF 6, Cedarhurst, N.Y.
r1516.

SUPER SOUND RECORD SERVICE Half-
speeds, digitals, Japanese imports, more.
F O Box 4! 1237, Ch'cago, ILL 60641,

(l A“I(Al RF(ORDINGQ FORCOLLECTORS L7, send
S' 50 ARS MUSI('A 29 Knrx Rrat Reayyster, N Y 10509

ELANK RECORD!NG TAPE BARGAINS!
Cassettes. Cartridges. Reels. Audio.
Video. Catalog 25¢. Tower, 2 13F, Dun-
kirk, Md. 20754.

!')00 SLPs, alnypes lrnm I%Os <enavsam st OF O Rer
("dx 2920 Harborvnew Tampa,Fla 33611

OPERA TAPES MAFNIFICENT COL! EC-
TION. Most outstanding service of its
kind. Over 5,000 live performances.
Teatro, Box 189, Kew Gardens, NY
11415,

WELL CARENFOR RARE ( LASSICAL LPs, 50 sto now. of
fered at fixed prices to domes tic colimctors SASE for
monthly it RC . PO Box 89, Relmar, N 107719

OPFN REEL TAPE - Jsertonce lunbcaedl 7 1800 or
2400" Price 100 reels—S80 00 2400 10% reele 1 75
each Samplereel$1 00 AUDIO TAPESING 2OX 9594,
ALEXANDRIA VA 22304

INGC.O

Selection/Val.
Hentage-HF 412 Redt



Free 5.00 T-Shirt
TDX SA C30 288 A ¥ G

TDK AD C90 23
TOK SAX C90

TOK WAR C30
349 TOF VHS VAT 120
.2

T £]
TOX WA C90 "
T 30 169 n
[ 2.8 5.49

| 3.0% .
le Shirt wth u"yovlu over 40.00. Stats size. All nnlm\ be assorted. Add |
3.50 shipping; We will Honer any price ia this boot on e line of Mazelt

Free Cotaleg. 100% guananteed £12 223 ull ums 3 30 ¥rus and MC

TAPE WORLD 220 sprmg St., Butler, PA 26001

CRYSTAL RECORDS, Inc.: Free Chamber
Music Catalog, specializing Brass and
Woodwinds. Sedro Wecelley, Wash-
ington 98284.

TOSCANINL, FJRT\»AN\.LER great conductors, instru
mentahsts. LIVE CONCERTS Reels, cassettes. FREE !ists,
state arusts. WSA Box 1 1 | 2HF, ElCernito, CA 94530

BUSINESS OPPORTUNITIES

MAKE MONEY INCOLLEGE  SELL BRAND NAME AU
DIO ccmponents no nvestment requirec. unbelievable
unrmg fall Mr Kay toll free (800) 241-6270

WANT YOUR OWN RADIC STATION?
Investment/experience un-necessary.
Home operation possible. Free informa-
tion. "Broadcasting,” Box 120-D6. Para-
dise, Calif. 95969.

PUIS| LICATIONS

THE BLIND AND CTHER PHYS' ALLY HANDIZAPPED can

f y f charg
Write CHOICE MAGAZINE LISTENING, Dept. HFC, Box 10,
Port Washington, NY 11050 or cal! S16 883-8280

HIGH FIDELITY'S TEST REPCRTS 1981, 234 faci-fillec
er componel

00 d handhrq Crder frcm High Ficelity’s

GUIDE TO BASIC CLASSICAL RECORD L'BRARY Up-to
date, authoritative, 500 works consitdered 125pp $10 95
postpaid Box 22116, Cleveland, Ohio 44122

Furtwaengler Society, 6112 West 77 Street. Los Angeles,
Caltorria 90045 $10 00 yearly dies, Newsietter quarterly

ELECTRONICS

ELECTRONIC BARGAINS, C1 OSFOUTS, SUIRPI LISI Parts,
equipment. stereo, industrial. edurational Amazing vahies!
Fascinating items unavarable in stores or catalogs any-

Platzcbn

RECEVE "SFCRET" TV ZHANNEI S with inexpensive kit
Details $1 .00 irefundable) NDS Bnx 12652 H. D llas,

jh.NY 12901

SLEEP-LEARNING

SLEEP-LEARNING EQUIPMENT. (apes books Srrange

0

— e ——

INVENTIONS WANTED

INVENTIONS WANTED FREF CONSULTATION NOIDEA

tentis 1 Oy

turers seeking new tdeas For Ireu for
all orwrite AMERI

tes from manufac

CAN INVENTORS CORP 59 Interstate Dr . Dept HF, West
Springfield, MA 01089,(413) 737-5376 A Fee Based Mar
keting C

PERSONAL

SINGLES! Meet new friend<-natraonwide ntroduc ions
many wha travel Wnte Club More. Box 405-HF, Wilmette,
IL 50091 C" call{312) 262-9800

FREF BOOK FOR SINGLE MENI "HOW
TO MEET AND GET DATES WITH
LOVELY GIRLS.” SOUTHERN HEART,
DESK41,BOX 1977, SANFORD, FL
32771.

WANTED TO BUY

WANT mar er Ncrelco fullrange 8- 127 speakers
Some just stamped ‘Mace in Holland” but not stamped
‘Norelco™ Singles C sot Stephens Trusonic 8°- 12" coa
xiat spearers and tweeters Also Grundig portable stereo
radic with casse*te ModelNo RR 1140 or C-9000 Kahish,
5£SWalnut Av, Redlands, Cant 92373 (714) 792-0220

CLASSIFIED

WORK
FOR YOU

CHARGE IT ON MASTER CHARGE OR VISA
USE POST CARD ORDER FORM IN THIS ISSUE
OR CALL CLASSIFIED AD DEPT., (212) 265-8360

BACKBEAT
000000000000000000000

or6 ‘8 rhythm (One recalls his early Waltz
for Debhie and his remarkable accom
paniment work on the Miles Davic “Kinda
Blue” album.) His performances here. on
his original B Minor Waltz and We Will
Meet Again. Michel Legrand’s You Must

Gary's Theme constitute a virtual text
bookin howto improvise in 3/4 time

Evansis aided enormously by the
equal-partnership contributions of bassist
Fddie Gome7 and drummer Eliot Zig
mund. Gomez (listen to his solo on We
Will Meet Again) had plaved with Fvans so
long that the musical interplay between
them here is almost eerily intuitive—like
four hands respondingto the command
of nne imagination. Zigmund plays the
perfect foil. challenging Fvans with unex
pected accents. never quite hitting the
beat that vou expect him to, and providing
just the right amount of provocation for
the pianist’s restless rhythmic impulses

Despite its appealing moments.
however.*You Must Believe in Spring”™
willnot rank among the top Evans per
formances. Yet the sad event associated
with its release has given it a special ca
chet and. predictably enough. a sales ad
vantage. Fortunately. both Warner Bros
and Evans’ producer/manager. Helen
Keane. indicate that much of his music is
stillin the can awaiting release. For those
who admired his unique gifts, that will be
some small consolation

Woody Herman:

A Concord Jam, Vol. 1
Carl E. Jefferson, producer
ConcordJazz CJ 142

by John S. Wilson

This disc represents Woody Her-
man’s first since he signed with Concord
as both performer and producer. He re
turns to basics by playing only the clarinet
his specialty for years before taking up the
alto and soprano saxophones. And. possi
blyin an effort to inspire the players
here—Cal Collins. Scott Hamilton. Dick
Johnson, Dave McKenna. Cal Tjader. and
Warren Vaché among them—his playing is
stronger and more fulfilled than ever. His
solo on Woodchopper's Ball. for instance.
sounds far better than it did when he first
started playing the tune in the late
Thirties

Despite its title, A Concord Jam™
has only two jam pieces in Wood-
chopper’s Ball and Apple Honey. another
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standard for Woody. The remaining six
selections are showcases for the individ:
ual musicians. Johnson, spurred by
McKenna's rumbling piano. plays a
brilliant alto solo on Just Friends that
builds on Charlie Parker's version. Japa-
nese clarinetist Eiji Kitamura recalls the
dayswhen the clarinet was a major jazz in-
strument, using a dark, woodsy tone on
Bodyand Soul. Vaché. a consistently de-
veloping cornetist. reflects [.ouis Arm-
strong’s imaginative attack on Someday
You'll Be Sorrywithout attemptingtn
copy L.ouis’ actual performance.

The New Black Eagle Jazz Band:
Fantasies

Black Eagle BF. Five (Black Eagle
Records, 1 td.. 128 Front St..
Marblehead. MA. 01945)

by John S. Wilson

The New Black Fagle Jazz Band.
those middle-aged New Fnglanders who
have absorbed the classic New Orleans
ensemble style. herein put their best fea.
tures forward: Stan Vincent's broad and
rugged trombone. Stan McDonald's Re-
chet-like clarinet and soprano saxo-
phones. and Eli Newberger's graceful and
explosively rambunctious tuba. The ma-
terial on “Fantasies,” drawn from two
1979 concerts. comes from Ellington,
Jelly Roll Morton. .ouis Armstrong. and
Sidney Bechet. and there are two tunes-
1919 March and When I Grow Too Old to
Dream--that the nld New Orleans musi-
cians still play.

At times the New Black Eagle gets
unintentionally close to authenticity.
When the ensemble quavers. it sounds
like a group of elderly New Orleans play-
erson theirlast legs. Similarly. Tony
Pringle’s muted trumpet suffers from mo-
ments of wobbling uncertainty. And some
precarious sound mixing dooms Bob
Pilsbury’s piano to anonymity and some-
times throws the horns into limbo.

But when Vincent, McDonald. or
Newberger take over, all orderis restored.
McDonald gets a particularly generous
whack at a mixed bag of Bechet material.
from Song of Songs and Indian Summer
to the sinuous and slinky Egyptian Fan-
tasy. Newberger's agile tuba helps to hold
the band together when the recording
problems come up. And Vincent's rough
pufferylends a good deal of funto the
proceedings. [.ed by the broad. consistent
pulse of Pam Pameijer’s drums. the

rhythm section supplies a strongand
steady foundation.

Luckev Roberts and Willie

“the Lion’’ Smith:

lLuckey and the Lion—

Harlem Piano Solos

Lester Koenig, producer

Good Time Jazz S 10035
(Contemporary Records Inc.. P.(). Box
2628, 1 os Angeles, CA. 90028)

by John S. Wilson

These twn sets of definitive piano
solos by Luckey Roberts and Willie “the
Lion™ Smith. one on each side of the disc.
were recorded under the supervision of
Nat Hentoff in 1958. Their1elease is part
of a Contemporary and Gond Time Jazz

reissue series and comes complete with

origina’ sleeve art and liner notes.

Roberts was a commanding musi-
cal figure in Harlem of the "20s. a peer of
James P. Johnson and Willie the Lion. He
is not as well known as they are largely he-
cause he was not recorded as frequently,
but he was a stronglink between ragtime
and stride. This is the only sonlo P that
Roberts made. (He recorded one other
solo session for Circle Recordsin 1946.)
Itis not only an invaluable release. but a
remarkable one. for his plavingis strong
and full of gusto. despite the fact that he
had just suffered a stroke.

Nothin’is a glowing demonstration
of his ability to hridge the gap between
ragtime and stride: it is filled with dancing
treble figures and winds up in a stirring
march. Spanish Fandango is a very per-
sonal exposition of what Jelly Roll Morton
called" the Spanish tinge.” Railroad Blues
is a sophisticated developmient of the train
music that was a favorite of country musi
cians. Mysteriously. Complainin’is cred-
ited to Roberts as composer. but it is close
enoughto Jess Stacy's Complainin’to
have come from the same source. Inner
Space is a rolling waltzwhose inverted in-
tervals keep turninginto Kiss Me Again. It
is a fascinatingly varied collection. as
though Roberts was making sure posterity
would hear the full scope of his compo-
sing and playing.

Similarly. the other side of "Harlem
Piano Solos” shows the range of the
Lion's talents. It includes the jaunty. spir
ited Morning Air, an easy,. lilting Relaxin".
ajourney into stride on Rippling Water.
and his own bit of Spanish tinge. Tango
Le Caprice.

Continued from page 73
being me some kind of pleasure.

Speakers that are sensational for
rock & roll might be terrible for, say. a
Haydn string quartet. And since | can't af-
ford several pairs custom-picked for each
style | listento. [ need neutral repro
ducers-—those that will not make their
own, unwelcome, contributions to the au-
dio mix

In deciding which albums [ would
take with me to find the right unit, lwould
pick those with which [ am the most famil-
iar. Knowing each detail of an [.P’s sound
provides just the reference points one
needs to compare the nontechnical.
purely auditory qualities of different
speakers. For jazz, almost any album by
Weather Report would do: [ know “Heawvy
Weather” (Columbia) quite well and
wouldn’t hesitate touse it. But 'd also like
to hear what could be done with the crisp
rhythm:-section sound that Bob James
gets on virtually all his outings. especially
“H" (Tappan Zee/Columbia). And. to put
things in proper perspective, I'd like to
kearwhat a speaker could do with
Farker's “Complete Savoy Studio Ses-
sions” (Arista).

The Beatles “Sgt. Pepper” (Capi-
tol}is a good test for almost any kind of
rusical style. For pop and rock lwould
vse the Rolling Stones’ early Seventies
“More Hot Rocks" (l.ondon): the range of
rnck here. despite the sometimes muddy
recording, would expose any speaker’s
funk limitations. To cover other aspects of
rop I'd use the soundtrack from Fame
(RSO). Carole King's “Tapestry” (A&M)
because | know it so well. and the Pent-
angle’s “Sweet Child"” (Reprise) for deli-
cate string interplay.

Finally, for classical music I'd use
the Pierre Boulez SQ mix of Barték's
' Concerto for Orchestra™ (Columbia).
While a number of recordings of this mar-
velous work will stretch the limits of any
speaker system, | prefer this one for the
bright. individual clarity of the instru-
ments. Another choice—one that would
reveal a unit's ability to produce clear,
pointed distinctions between sound and
silence—is the Henryk Szeryng recording
of Bach's Partitas and Sonatas for Solo
Violin (DG). &

We're Moving

Effective immediately, all editorial
correspondence should be addressed to
The Editor, High Fidelity, 825 7th Ave.,
New York, N.Y. 10019.
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E.Y. Harburg, 1896-1981

Harburg: as good as his word

We sing his lyrics without
being conscious that we
ever learned them.

n October. 1929, the stock market
lrrash wiped out a small but successful
electrical appliance firmin New York City.
The owner was thirty-three years old and a
financial failure. He was also divorced with
two children to support. But jumping out a
window was not his plan. I had had my fill
of this dreamy abstract thing called busi
ness.” he said later. "and | decided to face
reality by writing lyrics.”

E.Y.("Yip") Harburgwas as good
as his word. and his words were very good
indeed. To name only a few: April in Paris.
It's Only a Paper Moon. Brother Can You
Spare a Dime. Last Night When We Were
Young, What Is There to Say. Happiness
Is Just a Thing Called Joe. Right as Rain.
and. from his collaboration with com-

poser Harold Arlen on the Wizard of Oz
score. the 1939 Academy Award winner
Over the Rainbow. On March 5. 1981,
four days before he was to have received
the Johnny Mercer Award from the Song-
writer's Hall of Fame. Edgar Yipsel Har
burgwas killed in a car crash in California.

Stephen Sondheim has proclaimed
one particular Harburgline as his favorite
of all time: “Ever since that day, When the
world was an onion™ (The Eégle and Me.
from the show Bloomer Girl. 1944).
Gentle irony came easily to the Harburg
pen: he was witty without being acerb.
and. above all. passionately convinced
that social awareness was the first respon
sibility of a creative artist.

There were seven Broadway musi-
cals. and he devoted himself to them as
conceptor and commissionaire. [t was
Harburg's belief that librettist Fred Saidy
must stress the twin issues of women's
rights and Negro rights in Bloomer Girl. a
Civil War play about Amanda Bloomer
and the women's rebellion against wear-
ing hoopskirts. The prize-winning Finian's
Rainbow. in which his lyrics attained their
apogee. was in fact a combination of
two original Harburg plots: One dealt
with racial prejudice. greed. and the plight
of the southern sharecropper. the other
with a stolen crock of gold and a lepre
chaun with three magic wighes. Burton
Lane, who was kind enough to share his
reminiscences with me, was Harburg's
own choice to supply the music. and the
score surpassed anything either man had
done previously or would do in the future.
One has but to listen to Old Devil Moon,
How Are Things in Glocca Morra. When
I'm Not Near the Girl I .ove. Necessity. or
any of the other numbers to recognize
that there is as much inner-direction and
social commentary at work as there is tal-
ent and craftsmanship.

The lyrics of E.Y. Harburg are as
dear and familiar to us as our own names.
We know them. we anticipate them. and
we sing them without being conscious that
we ever learned them. He will be missed.

ELISE BRETTON



The Second
Difference

Active Equalization
in the Bose" Car

Stereo System.

The Bose Car Stereo System Ve
s fundamentally ditferent from
conventional car stereo com-
ponents. Itis designed as an
ntegrated system. ltis tested
to withstand the demanding
requirements of the automo:
tive environment. And itis
engineered to include innova
tions like Direct/Reflecting
Speakers and Active Electronic
Equalization

This is the second in a series
examining each of the fundamental
differences more closely.

The dummy head in the photc
graph was an important part of
Bose's study of automotive sound
High-resolution microphones in

each “ear” analvzed
the acoustics of more than

“50 different cars and vans 1o deter

mine how various combinaticns of
seating, uphalstering, window
shape and placement affect the
quality of reproduced music

This information was pro
cessed by a computer to develop
the sophisticated Active Elecironic

Equalization circuitry in the Bose
140 ™Car Stereo. This circuitry, in
combination with two simple
contrals, enables you to
compensate for these
acoustical effects
with exceptional
accuaracy. ltworks
together with four sepa
rate power amplifiers and four
wll-range speakers to give your
music clarty and detail that can
only be compared 1o a live
performance
Get a live demonstration of
the Bose® 1401/CRC Direct/
Refl=ctng® Car Stereo System
Compare it to even the most expen
sive conventional components. The
difference i1s fundamental
For more information, contact
your local authorized Bose sales
reprasentative or write Bose Corpo-
raticn, The Mountain, Framingham,
Massachusetts 01701

Better sound through research.




The First Discwasher

Tape Accessory &7
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The Perfect Path Difference:

® “Cleaning contact” is made along the
total tape path including guides and
heads, normally untouched oy wiper
cleaners.

® Perfect Path cleans without alcohol or
freon. It will not extract and age pinch
rollers.

® Perfect Path simultaneously cleans tape
heads while removing debris from
along the tape path.

e Perfect Path’s cleaning fiber grid is
non-abrasive. Even after hundreds of
passes, it will not scratch heads.

® Perfect Path restores high fraquency
“air” and transient response of cassette
recordings.

Special non-abrasive cleaning fibers are
backed with an exclusive “capture surface”
designed to trap tiny particies of tape
residue, preventing them from
contaminating tape mechanisms.

'Response in Decibels

2KHz Frequency 20KHz

Playback accuracy of a calibrated test tape. Note that f
after only three hours’ play, high frequency re-

sponse is reduced by as much as 10 dB. One cleaning

with the Perfect Path Head Cleaner restores the

highs to within 1 dB of the original response.

& . 1'
discwasher |

PERFECT PATH. |

Discwasher, Inc., 1407 N. Providence Rd., Columbia, MO 65201

Circle 13 on Reader-Service Card




