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AS WE SEE IT
The Dilemma of Exotica
or "What's a Buyer to Do?"
A persistent complaint from some
of our readers concerns our seeming
preoccupation with exotic components.
(Presumably
what
they
mean
are
scarce, unusual, or hard-to-find components,
because
"exotic"
really
means "from a foreign country," and
there is sure as hell nothing hard-tofind about a Panasonic
receiver.)
"Why," you ask, "do you devote so
much space to reports on components
we can't buy from our local audio
discounter? Why can't we have more
reports about products from the old,
established, reliable companies like
KLH,
Harman-Kardon,
Electro-Voice
and Sansui, whose stuff we can listen
to at a local dealer before we commit
our hard-earned dollars to a purchase?" One subscriber even cancelled
his
subscription because of
this,
claiming that the unavailability of the
products we review makes our reports
"irrelevant." Well, he had a point, but
not a very good one.
We do on occasion test products
from the larger manufacturers whose
stuff is readily available. We have yet
to find one that we felt to be costeffective in terms of performance in
comparison with what
the
smaller
manufacturers of "exotica" have to
offer. Which is why we seem preoccupied with exotica: it is almost always
better than what comes from the big,
established, reliable companies. It's
that simple.
Certain
brands
of
components,
domestic and exotic, are commonly
available because their manufacturers
make them in very large quantities,
and have the means to promote them in
full-page ads in national magazines and
the distribution network to spread
them far and wide. To do this requires
Big Money, which only a Big Business
is likely to have. And bigness in
business usually (although not always)

implies a number of other things which
almost guarantee that an audio product
will not be very good—things like lack
of imagination and ingenuity, technological inertia, and a design philosophy
shaped by the results of market
research rather than by personal or
corporate views about anything.
The larger the company, the taller
its hierarchy of decision-makers. And
the more levels of decision-making
there are, the longer it takes to make
decisions. This is one reason why
products from large companies are
rarely modified or otherwise changed
once
they
start
rolling
off
the
production line. (Of course we complain about the small manufacturers
when they modifiy their products all
the time—a manufacturer just can't
win.) A designer's request to make any
change in a product must go "through
channels," often all the way to the
president of the company, and his
decision must then descend through
the hierarchy back to its source before
the change can be implemented. And
the answer is usually "No" anyway.
This is not because the president of

bigness in business
usually implies a number of
other things which almost
guarantee that an audio
product will not be very good
the
company
does
not
wish
his
preamplifier's distortion to be reduced
from 0.02 % to 0.01 % (even if his
market research showed that people
can hear distortion of less than .02%).
It is because the emitter resistor
whose value must be changed in order
to
effect
this
improvement
was
stocked in a quantity of 10,000 units
to meet anticipated production, and its
manufacturer will not buy them back.
Then when the product is changed, or
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rather abandoned for a new model, it's
for marketing reasons rather than
some real change in sound quality.
The
small
entrepreneur
doesn't
have
this
problem.
He
buys
in
quantities of a hundred or fewer units,
and has less to lose if they are not
used than he does if his product is
judged by his marketplace to be
inferior
to
the
competition.
The
decision to make a product change is
his and his alone, and can be made in
less time than it takes to blow a fuse.
He can even afford the indulgence of
unpacking and upgrading the three
amplifiers that were ready to ship
when UPS stopped by later in the
afternoon.
It is the speed and ease with which
changes can be made—products designed from scratch and gotten onto
the market—which allows the small
manufacturer to keep abreast of the
latest developments in the audio field.
But this quick responsiveness to the
state of the art can work against him
and the consumer, by increasing the
risk (and the temptation) of starting
to market a new product before it has
been properly field-tested.
Most small manufacturers will build
three or four prototypes of a new
design and farm them out to friends
and reviewers for their reaction. If the
reaction is negative, it's back to the
ol' drawing board (or rather, back to
the soldering iron). If it is positive,
production can start as soon as all the
parts are on hand. (And a quick trip to
the local electronics dealer can get
the ball rolling until the bulk orders of
parts arrive. That's another thing you
can't do at a big company.) But four
prototypes loaned out for two weeks
may not be a representative enough
sample of the product to reveal (for
instance) that some of the filter
capacitors break down at a lower
voltage than others. And by the time
that is discovered, there may be
dozens
of
the
units
already
in
consumers' homes. (This kind of thing
almost killed one manufacturer because the power-supply rectifiers in
their products didn't start breaking
down until they had been in use for
4

several years, by which time there
were hundreds of the units out in the
field and the failure rate approached
95%.)
Unfortunately, this ability of the
small manufacturer to respond rapidly
to changes in the state of the art can
also induce a kind of spastic indecisiveness, as when a designer attempts
to remedy every real or imagined sonic
flaw that
"underground" audio reviewers claim to hear. Because perfectionist
reviewers
tend
to
be
so
quixotic in their tastes, the consumer
who commits himself to the purchase
of a product at any given time is likely
to get something which is less "stateof-the-art" than the version which
becomes current two months later—
although there's a fair chance the
older version sounds better! All of
which means
it
is
impossible
to
actually own a "state-of-the-art" system.
Few small audio manufacturers are
so insecure as to try and track every
shift of their critics' winds. Most highend (exotic) components undergo relatively few modifications during production, relatively infrequently, and very
few of those "upgrades"--manufacturers' claims notwithstanding—yield
sonic improvements even approaching
the "dramatic." Yet the fact remains

the ability of the small
manufacturer to respond
rapidly to changes in the state
of the art can also induce a
kind of spastic indecisiveness

that,
in
a field
that
has
been
advancing as rapidly as audio, the
small, flexible manufacturer has a real
advantage over the big one. This
advantage, however, is largely offset
by
the
treadmill
nature
of
his
technological edge. If the state of the
" So maybe we should stop worrying
about state-of-the-art, an ugly term if
I ever saw one, and save ourselves a
big headache.
LA

art stops advancing for more than a
few months, his small-size competitors
will start catching up, and before long
even the big companies will erod his
lead and, eventually, his reason for
being in the audio business at all.
Audio is not the only field where
easy availability almost ensures a
second-rate product. Flashlights are a
perfect example. How often have you
had to buy a new one because the
switch on your old one fell apart? Are
they all junky? Ask any policeman to
show you the flashlight he uses, then
try to buy one like that. Chances are
there is only one store in a sizable
city that sells them, and none in a
small town. And you'll never find that
store unless you ask someone who has
dealt with it,
because it doesn't
advertise in "consumer" publications.
While you're at it, try to find a really
high-quality screwdriver (that doesn't
bend or chip under stress) or electriclight dimmer (whose knob shaft doesn't
wiggle) or microscope (that gives a
truly sharp, flare-free image) in a
consumer outlet and you'll begin to see
what I'm driving at. There's a supply
"underground" for these, too, because
their
manufacturers
recognize
the
difference
between
consumers
and
professional or industrial users. Just
substitute the word "audiophile" for
"professional"
or
"industrial"
and
you're talking about our field.
This has nothing to do with any
conspiracy to keep quality merchandise
out of the hands of J. Q. Public. It is a
situation that came about through
years of observation by manufacturers
that, given the choice of a quality
product and a piece of junk, most
people will opt for the less expensive
one. So the person who wants a
flashlight—or a preamplifier—that is
better than average must first realize
that better-than-average means harderto-find, and then make the extra effort
to seek out a source for it.
Many
audio dealers
who carry
exotica will mail-order purchases anywhere in the country. Buying an audio
component is not all that simple
though, because more is at stake than
the durability of its switch. Every

serious audiophile has a taste for a
certain kind of sound, and someone
else's recommendation is no guarantee
that its sound will suit your taste. You
can get a good component by simply,
blindly, following a recommendation in
Stereophile, but you may not get one
you like. To ensure that, you must
listen to it first. And there's a way of
doing that, too.
Some mail-order high-end stores
will allow you the option of returning
equipment for full credit (although
rarely a refund) if you don't like it. In
effect, you buy it on approval. Such
stores are the ideal buying sources for
serious audiophiles who don't happen
to live near a nest of high-end dealers.
In fact, mail-ordering components will
often result in greater satisfaction
with your purchases than buying them
from a local store, because you have
the
opportunity
to
live
with
a
component before making a decision to
buy. (A few high-end stores will allow
prospective buyers to borrow components for a few days—over a weekend,
perhaps—but rarely longer. Inventories
tend to be small, and the component
you borrow will probably be the store's
only demo unit.)
Buying any kind of high-quality
product is usually more or less of a
chore. Whether or not it is worth the
extra effort is a decision only ,the
buyer can make for himself, but the
payoff in satisfaction is often directly
related
to
the
amount of effort
involved. And isn't listening satisfaction what audio is all about in the first
place?
JGH
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EQUIPMENT REPORTS
The Quad System:
Model 34 preamp, Model 405-2
Amplifier, Model ESL-63 loudspeakers

WARNING TO PURISTS
Despite certain qualities about the 63
speakers which you will probably like,
Quad
equipment
is
not
designed
primarily
for
audiophiles,
but
for
serious-music (call that "classical")
listeners who play records more for
musical enjoyment than for the sound.
Quad's loudspeakers do not reproduce
very deep bass and will not play at
aurally traumatizing volume levels, and
Quad's preamplifier is compromised
through the addition of tone controls
and filters, all for the purpose of
making old, mediocre, and/or worn
recordings
sound as
listenable as
possible.
The Acoustical Manufacturing Company, better known as Quad, is one of
the few remaining in the world which
still view high fidelity as a service to
serious music rather than an end in
itself. Their products are designed to
meet the needs of classical-record
collectors who frequently play old,
technically primitive (or inept) recordings for the music or the performance
rather than for the sound.
Despite all the improvements in
recorded quality that we have witnessed in recent years (with even RCA
and CBS getting in on the act),
audiophile-quality recordings are still
very
rare.
The
variety
of
fare
represented on good recordings is
exceedingly small, and the performances themselves range from good to
ho-hum. To quote one observer, "Good
sound and inspired performance seem
mutually exclusive." Amen! Dedicated
audiophiles would rather listen to
silence than bad sound; record collectors will put up with awful sound if the
music is worth listening to.
Quad's view is that a system
6

should be able to reproduce everything
of value that is on a recording, while
minimizing
the
irritations
of
the
average (call that "mediocre") recording. Quad's components reflect
that philosophy.
Because these were designed as
the components of an all-Quad system,
Ielected to review them as a complete
system as well as individually. The
units were substituted, one by one, in
a system consisting of a pair of
Acoustat Fours, an Acoustat 200 power
amp, and a Berning preamp. Program
sources were from 15-ips 2-track tape,
Compact Discs from a Sony CD-101
player, and several of our high-rated
cartridges in a modified Rabco arm.
The same signal sources were used to
audition the entire Quad system.
Model ESL-63 Loudspeakers
Full-range electrostatic speaker system. Power capacity: 100 watts (30
volts) signal. Nominal impedance: 8
ohms. Sensitivity: 86 dB out for 2.83
volts
(1
watt)
in
at
1 meter.
Dimensions: 36" I-1 by 26" W by 6" D
(base 10" D). Price:
$2850. IMPORTER: Quad USA, 425 Sherman Ave.,
Suite 130, Palo Alto, CA 94306.
This full-range electrostatic speaker
uses a unique radiating system. The
diaphragm surface is
divided into
concentric circular areas fed by delay
lines. An impulse fed to the speaker
goes first to the center of the circle,
then in turn to each larger ring until it
reaches the periphery. This produces a
close approximation to a spherical
wavefront, similar to that radiated by
an actual sound source of finite size.
In practical terms, the result is a
system that is (1) almost perfectly
phase-coherent, and (2) free from
treble beaming through a very wide
included angle spanning the listening
area.
(There was a more detailed
description of the 63 in Stereophile,
Volume 4, Number 10—available still

as a back issue for $11---starting on
page 13.)
Unlike the original Quad electrostatic, which had a tendency to break
down if overloaded for an instant, the
63
has
a sophisticated
overloadprotection device designed to short
out the input signal if its level
approaches an amplitude which could
do
speaker
damage.
Shutdown
is
claimed to occur rapidly enough to
provide full protection to the speaker,
but some power amplifiers will not
tolerate output shorting and may blow
fuses
or
sustain
serious
damage.
Tubed amplifiers won't be harmed by
this, but some solid state amplifiers
could be. If in doubt about your
amplifier, check with its manufacturer
or, to be safer still, use the speakers
with Quad's own amplifier.
On first listen, two things hit me
right between the ears. First of all,
these speakers have inner detail like
nothing
I have
ever
heard!
And
secondly, of all the electrostatics I
have tested through the years, these
were the easiest to set up for proper
imaging. The speaker reproduces depth
and spatial locations like gangbusters,
almost regardless of where one places
them relative to the listening area.
Like all large-panel dipole systems,
though, their overall balance as well
as the amount and smoothness of their
bass are profoundly affected by where
you locate them in the room. The best
bass is obtained with them toward (but
not in) the room corners, but distant
rf-Forn the listening area) placement
tends to obscure detail because of
multiple
wall
reflections
in
most
rooms.
The 63s have a gorgeously, sumptuously smooth and open high end
without a trace of hardness. I do not
agree with those who have complained
about
these
speakers
not
having
enough high end. As a matter of fact,
it isn't even high end that these
people
are
talking
about,
it
is
brightness, which is a function of the
circa-7-kHz range. These do in fact
have less brightness than most systems,
but
the
result
is
better
reproduction of many instruments—

violins
in
particular—than
one
is
accustomed to hearing anywhere. The
real
high
end,
which
contributes
(among other things) the gutty sheen
of strings, is there in abundance.
Sheffield's Los Angeles Philharmonic recordings, which tend toward
steeliness
through most
speakers,
sound as well balanced through these
as I have ever heard them sound
before. Strings have that combination
of bite and velvety sheen rarely heard
outside of a live performance, but the
sheen seemed a bit exaggerated and
the system sounded oddly powder-dry,
like the texture of chalk. This was the
case with the Acoustat TNT-200 and
with Quad's own 405-2 power amp, and
the dryness persisted even when there
was no preamp in-circuit. What Iheard
sounded like something that might be
completely cured by the proper choice
of electronics, but Ihaven't found the
magical combination as yet.
Surface-noise clicks occurring at
the same pitch indicated some uppermiddle-range ringing, and there were
instances where one speaker's protective circuits seemed to be shutting
down at levels well below where they
ought to, which would suggest a
defect.* Since this shutdown level was
* That speaker subsequently started
arcing, which would suggest that the
problem may originally have been in
one of the elements rather than the
protection
device.
A
replacement
speaker is on its way to us.
7

still
reasonably high,
it did
not
prevent completion of the listening
tests, but it did make it impossible to
check
out
the
validity
of
some
complaints I've heard about the 63's
inability to reproduce high volume
levels.
Quad
rates
the
speakers'
maximum output level in a cryptic form
,
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Frequency Response of Quad ESL-63 in Our Listening Room
that I couldn't decipher, but if we
extrapolate
from their figures for
sensitivity and input-power capability,** we arrive at a figure of 106 dB,
which is very loud.
Incidentally,
Quad's
instruction
booklet for the 34 preamplifier makes
a very good point about listening level,
asserting that for a given recording
there is only one correct volume
setting. I agree generally, but with
qualifications. The "correct" setting is
where the perceived volume of the
instruments "agrees" with their apparent distance from the listener, which
makes perfect sense when the recording was done with "purist" microphone technique—two,
or at most
three, microphones for pickup of the
entire group.
But many multimiked recordings
produce an ambiguous perspective,
** If the specified efficiency is 86 dB
at 1 watt in, and the maximum input is
100 watts, then the maximum output
would be 86 dB plus 20 dB (100 watts
is 20 dB more than 1 met), or 106 dB.
Not all loudspeakers show a linear
increase in output with respect to
input, however, so this calculation of
ours could be off by as much as 3 dB.
8

audiophiles as a group cannot always
bring to a listening session. Some
recordings, such as the ones Flarry
James has done on Sheffield, demand
very high playback levels in order to
sound realistic; for these kinds of
recordings the Quad 63s are simply not
appropriate.
Many audiophiles like to play all
recordings at very high level, sometimes because the loudspeakers are
"slow" and seem to prevent the sound
from escaping from them, sometimes
simply out of a wild and crazy desire
to feel the music (JGH himself is not
totally immune to this temptation ...
LA). And hard-rock enthusiasts are
notorious for playing their systems at
ear-shattering levels for no better
reason than Because. The Quads are
not designed for that kind of abuse,
and although they may not be damaged
by it (unless continued for some time),
they just won't deliver that much SPL.
They are designed primarily for the
classical-music listener who intends to
listen at volumes one would encounter
in a typical (perhaps even distant)
concert hall seat.
Those readers who are familiar with
the startling aliveness of the original
Quad electrostatics are going be very

surprised
by
the
63s,
and
not
necessarily in a pleasant way. They are
far smoother and more extended at the
high end, but while the originals were
somewhat bright and forward-sounding,
the 63s are by comparison warm,
withdrawn and almost overly rich.
The 63's low end extends to just a
bit below 40 Hz and the quality of that
bass is superb. It is tight, detailed,
as solid as oak, and (with the right
room location) excellently balanced
against the upper part of the range.
There is a problem, however. As we
listened to a number of dynamic
recordings in an attempt to locate just
where the 63s would shut down, or
sound threatened, it was always on
low-frequency notes such as bass drum
or
kickdrum
that
problems
were
encountered. For
this
reason
we
recommend subwoofers for those who
listen to music with a lot of impactive
low frequencies, or for those who wish
to listen to wide range synphonic
music at true concert hall levels.
Unfortunately we do not know of a
subwoofer that is psychoacoustically
as "fast" as the Quad's low end and
would thus blend with it. (It would be
almost
impossible
for
a dynamic
woofer of any size to be literally as
fast as the Quad diaphragms.) One
recommendation could be made from
the Chicago CES, with the reservation
that we have not spent time with the
product: the RH Labs subwoofer, made
in Portland, Oregon. A pair of these
were teamed up with the Quads in the
Electrocornpaniet room and the result
was dynamically more satisfying than
the Quads by themselves.
In short, I was impressed with
some of the things I heard from the
63s, but less impressed with their
accuracy. Their persistent dryness and
slight top-end tizz led me to suspect
that they might sound exceedingly
good with the right tubed amplifier. At
the time of this writing the only such
a, -nplifier which have worked well is the
EAR 509 reviewed in Volume 6, Number
3. Catch 22: Iwas able to spend only
two hours with that combination before
the amplifier had to be shipped back to
the distributor. We have the promise of

a further loan and will report on the
results of that and any other successful combinations as soon as we've
spent enough time with them.
Model 405-2 Amplifier
Stereo current-dumping amplifier. Rated output: 100 watts/channel. Frequency response: -1 dB at 20 Hz (12
dB/octave subsonic filter), -0.5 dB at
20 kHz. Sensitivity: 0.5 volts in for
100 watts out. Price: $675.
Current dumping, a Quad invention,
uses two output sections per channel—
one a low-powered one optimized to
reproduce sonic subtleties, the other a
high-powered one whose services are
called on by the other output section
only when the need for brute force
arises. We tested an early 405 some
years ago but were unimpressed, as its
sound was quite dull and, we felt,
"slow."
The
405-2
sounds
like a
different amplifier.
Like all European power amps, this
one has
substantially higher
sensitivity than U.S. and Japanese ones.
(Sensitivity is the amount of input
voltage needed for an amp to produce
its full rated output. The U.S./Japanese standard is around 1 volt; the
European standard is 0.5 volt.) Higher
sensitivity is not always an asset,
because it can effectively raise a
preamplifier's otherwise inaudible output noise up to the point of audibility.
And
since output noise originates
after the preamp's volume control, it
is unaffected by the setting of that
control.
For instance, with loudspeakers of
average efficiency, and every preamplifier I had on hand, the 405-2
produced a faint hiss background that
was clearly audible in the absence of
signal and during the pauses between
CD selections. It was swamped by
surface noise from even the best
analog discs, but with more efficient
loudspeakers, or ones having treble
peaks, that hiss would have been
raised several dB more, to the point of
genuine annoyance.
There are two solutions to this: (1)
use signal attenuators at the power
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amplifier inputs, or (2) use the 405-2
with a European preamp, such as the
one Quad intended it to be used with.
(Construction details for a passive
volume control that would serve as an
attenuator appeared in issue 6-2.)
Also
like most other European
power amps, the Quad has no RCA
input receptacles. Connections are
made via a 4-pin DIN socket. An
adaptor cable is thoughtfully provided,
but the thought would have been
appreciated more if the adaptor cable
had not been defective on delivery. The
RCA-plug ends were so sloppily wired
that the shielding braids were shorting
against the Hot terminal in both plugs.
It
was
easily
remedied,
but
an
annoyance nonetheless.

Sonically, the 405-2 presents a
generally balanced spectrum but with a
trace of lower-treble brightness, a
subtle dryness and a slight deficiency
of low-end impact, probably attributable to the subsonic filtering. Imaging
accuracy and stability are excellent,
10

while depth reproduction was very good
but not superb. Overall, the sound was
very slightly dry.
In other words, as an isolated
component,
this
is
a very
good
amplifier but not a hands-down winner.
It is handicapped at the outset by its
price, the result of its origin in a
country where production costs are
comparable to ours, plus the markup
which must be added when it is
imported. And the fact is, the U.S.
still leads the world in power amplifiers offering the maximum quality for
the lowest price. The American-made
Amber Series 70, for example costs
the same as the Quad (granted, with
no import duties or distributor markups), and is a better-sounding amplifier despite its lower rated power.
Model 34 Preamplifier
Stereo solid-state preamp. Inputs for
Mag Phono (MM or optional MC preamp
supplied), Tuner, Auxiliary, and Tape
Loop. Choice of 3FIF filter curves. Tilt
control.
Bass
boost
and
cut.
Mono/stereo switch. One switched AC
outlet. Dimensions: 12-1/2" W by 101/2" D by 2-3/4" H overall, including
knobs and rear plugs. Price: $595.
This is the Quad component which will
disenchant perfectionists the most,
partly because of its obvious pandering
to
connoisseurs
of
old
and
sometimes lousy-sounding records, and

partly because of its sound.
It
is
supplied with a built-in
moving-magnet-cartridge preamplifier,
and a moving-coil preamp is included
with it for (easy) installation by the
user if desired. (Remove two screws,
pull out the old module, plug in the
new one and replace the screws. The
job takes about 3 minutes.) The MC
preamp supplied is for 20-microvoltoutput
cartridges—contrary
to
the
instruction booklet's statement that
the supplied one is the 100-microvolt
version. Modules having a rated input
level of 100 or 400 microvolts are
available as extra-cost options.

The 34 has sensitivity characteristics complementary to those of the
405. With a rated output of 0.5 volts,
it will be unable to drive most U.S. and
Japanese power amps to full output,
and this time there is no simple
solution comparable to the one referred to above with respect to the
power amp, other than to use it only

dealers carrying Quad, Creek or B&O
coinponents should have in stock).
The Aux input, incidentally, can be
used as either an input or an output
(by
inserting internal circuit-board
jumpers and using a 4-conductor Tape
adaptor cable), but not simultaneously.
Since the inputs and outputs are
common to one another and not the two
sides of an interruptible loop, they can
be used either to feed input signal to a
second recorder or to listen to its
playback, but attempts to do both at
once
will
connect
the
recorder's
outputs to its inputs and may cause a
destructive feedback condition.
The 34 has three pushbuttons on it
for selection of HF filtering. Two of
them provide 6dB per octave attenuation, with -3dB points of 10 and 7 kHz
respectively. (They cannot
be depressed
simultaneously.) The
third
switch increases the sharpness at
which the first two roll off the high
end. The effect of these is not subtle,
but
neither
is
their
efficacy
in
eliminating crud and distortion.
Also unsubtle are the actions of
the bass and tilt controls, which are
incremented in 2-dB steps. The bass
Lift (boost) acts like a Baxendal
control, with the turnover frequency
moving
upwards
as
the boost
is
increased. The bass Step function is
unusual in that, instead of rolling off
the
low
end
(thus
progressively
attenuating the deeper bass), this one
depresses the entire bass range by
about 6 dB relative to the upper

with a European power amp such as the
Quad 405. Its phono inputs are RCA
sockets, but all other connections to
and from it are via DIN receptacles.
Adaptors are provided for the Tape
connections and one high-level input,
but additional sources will require
additional adaptors (which most audio

ranges, introducing a shelf into the
low-end
response. The
amount
of
shelving remains constant, but the
control varies the frequency at which
the shelf cuts in (100, 170 or 200 Hz).
This varies the low-end balance without
affecting its low-end limit.
The Tilt control, which as far as I

We'
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know is unique to Quad's preamps,
does exactly what its name implies: it
rotates
most
of
the
audio-range
frequency response around an 800-Hz
axis, so as to change the overall
balance of the sound from warm to
cool
without
affecting
either
the
apparent volume or the "color" of the
sound. (Figure 1 shows Quad's curves
for
this
control.)
Each
increment

tilt. Thus, the curve showing a 3-dB
rise at 100 Hz and below sounds as if
the low end rolled off below about 50
and the high end tipped up above 12
kHz. This is advantageous, because it
allows a significant amount of adjustment of the overall balance of a
recording without undue detriment to
its frequency extremes.
What all this adds up to is a

—2
—3

40

10K

1K

100

20K

Figure 1: Tonal Balance Changes Possible With Quad 34's "Tilt" Control
changes the 100-Hz level by 1 dB in
the direction opposite to the 10-kHz
level, providing a 2-dB bass/treble
change. Because of the ear's tendency
to latch on to the average signal level
over a wide range as the "normal"
level, the subjective effect of this
control is actually rather different
from what is shown in the curves. The
frequency extremes, although actually
"flat" in terms of the horizontal,
sound as though they curved in a
direction opposite to the middle-range
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preamp/control unit far better able
than most to correct for many of the
worst and most commonly encountered
sonic flaws in recordings. The "lack of
subtlety" in the action of the controls
is no liability whatsoever when the
problems they are correcting for are
so gross.
Aha, but what does the 34 sound
like? And there's the rub.
It is
colored. Not seriously, but signifi-.
cantly. The much-overused term "velvet fog" is appropriate here, for this

t

is a rather forgiving preamplifier,
tending more to errors of omission
than commission. Inner detail is not
very good, its low end is a trifle
woolly and does not shake the floor
(even when it should), and its high end
seems to round off the burrs and sharp
edges of the music much as did the
early Dynaco tubed preamplifiers. It
does not, however, share with those
tubed units their edgy brightness. The
bound is, if anything, too suave and
rich, always eminently listenable but
never palpably real.
As an isolated component, I find
this just too chocolatey-sweet for my
taste. But it does mate well with the
rest of Quad's system.

imaging and detail of the 63s, and
drown those attributes in a sea of
haze strikes me somehow as a moral
felony.
I love the richness and fullness of
live orchestral sound, but I also love
the rough edges that much live musicmaking produces, and it is those that I
miss in this system. I still have the
feeling that the 63s, mated with the
"right" electronics, could deliver that
level of fidelity without sacrificing
their
positive
attributes
(imaging,
balance, detail). But I have not heard
that sound from these speakers as
yet, and until I do I can only say:
Audition them for yourself. You may
disagree with me.
JGH

The System
After all the positive reviews of
the Quad System that I have read
(particularly in the British press,
whose views are generally in accord
with mine), I must confess to some
disappointment now that I have lived
with these components for a while.
First, I must report that the 34
preamp's colorations virtually eliminated the dryness Iheard from the 63s
with other electronics. The system
sounded smooth! But while there is no
denying the musicality and listening
ease of this system, the sound is
simply
not
realistic,
nor
even a
reasonable approximation of that. It is
too smooth, too rich, too polite, and
while certain instruments—fiddles, for
example—are reproduced as well as I
have ever heard them, most other
instrumental sounds are more or less
tainted with an almost cloying warmth
that not even Quad's Tilt control can
cure. Gone is the bite of the trumpet,
the thrum of the cellos, the blat of the
trombone, the twang of the piano's
upper-bass strings.
1 am not speaking here of preferences in reproduced sound, and there
are doubtless many people who will like
this kind of reproduction. Indeed, it is
exactly the kind of sound that many
record collectors, given a choice, will
prefer to the hyperdetailed renditions
of an audiophile-type system. But to
take a $3000 speaker system with the

ADDENDUM TO THE FOREGOING:
After this review was written, the
second speaker of the first pair of
ESL-63s Ireceived started arcing over
on loud passages. Now, one failure out
of two speakers can be attributed to
bad luck. But two breakdowns out of
two is rather pushing the laws of
chance, and would seem to indicate a
real problem. Our first suspicion was
quality control at Acoustical Manufacturing, but Quad U.S.A. was surprised
to hear of our having any problem, and
in fact we have not heard of problems
from consumers—which we certainly
would have if the failure rate were
50%! Sure enough when we talked to
our friend Alan Hill of Plasmatronics
about our experience, he confirmed
that the low atmospheric pressure, low
air density, and extreme lack of
humidity present at 7000 feet (remember we're doing this testing in Santa
Fe, New Mexico) could bring about
significant problems with arcing. Our
second sample pair hasn't had the
arcing problem but we've also been
fairly cautious in our playing of them—
it doesn't help our reputation with
manufacturers
when
two
pair
of
speakers in a row fail, regardless of
the reason.
Unfortunately, we still do not have
a satisfactory explanation of the low
SPL
availability
of
the
63s.
In
repeated tests we get maximum levels
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in the 88 dB range, which simply isn't
enough. This has been true with both
high and low powered amplifiers, tubed
and
solid-state—and of
very high
quality.
Another
as
yet
unsolved
mystery, on which we will be sure to
report in the future. In the meantime
we recommend a careful audition of the
Quads prior to purchase. If they meet
your loudness requirements, that's all
that really matters.

Levitation Speaker Stands
Stands for holding small speakers. 30"
H,
the
base
12"
W by
15"
D.
Manufacturer: Arcici Inc., 173 Wilson
Road, Columbus, OH 43204.
Speaker stands are nothing new; the
introduction of the acoustic suspension bookshelf speaker over 25 years
ago made them a necessity for those
without bookshelves, and there was a
more recent surge of interest with the
introduction of high-performance minispeakers. Almost all speakers sound
best when placed away from room
boundaries, so a small high-quality
speaker on. a stand
is
an
ideal
combination.
The Levitation stands are designed
for
miniature
speakers. Even
the
smallest bookshelf systems are too
large for them. Like all the Ray Shab
designs
I have
seen,
these
are
immensely clever. The main support is
a hollow rectangular steel tube through
which the speaker cable may be run if
desired. (The base of the support is
cut at an angle so the cable will not be
crushed against the floor.) The speaker itself sits on an L-shaped steel
bracket. A long, two-pronged yoke on
the rear of the bracket positions it on
the support ar.ci allows it to slide up
and down for height adjustment. A
plastic-covered bolt passes through
the yoke between the bracket and the
*An exception is the Allison approach,
where the speakers are equalized to
provide flattest response when placed
near a wall.
JGH
14

support post, and the back of the yoke
is closed off with a metal tab through
which a second bolt is threaded. When
the bracket is released it will rotate
forward, the front bolt keeping it from
rotating too far and the rear bolt
"jamming" it in place. By adjusting the
depth of the rear bolt, the bracket's
angle may be adjusted independently
of its height, which allows positive
positioning while still permitting height
and angle to be freely adjusted.
But keeping the bracket in place is
no guarantee the speaker won't fall
off. It is held in place by a flexible Lshaped rod, the long end of which
passes through a large washer welded
to the top of the support post. When
the short end is pressed against the
top of the speaker, the rod flexes and
jams into place. (The end of the rod
has a vinyl cover to prevent cabinet
marring.) Unscrewing the rear bolt
allows the bracket to tip forward,
releasing the speaker. Clever! The
speaker attachment is in fact so
positive that speaker and stand may be
moved together simply by cradling the
bracket in one hand and lifting the
support post with the other.

Two minor points: The vinyl tip of
the holding bracket will burnish the
speaker's finish at the contact point,
particlarly with vinyl-covered
cabinets.
Likewise,
there may
be a
chemical reaction between the rubber
pads on the bracket and the speaker's
finish which will permanently mar the
latter. You may wish to substitute felt
pads, although part of the system's
rigidity
is
doubtless
due
to
the
rubber's springines s.
This is a sturdy, well-constructed
and attractive-looking stand. It does
what it is supposed to do very well,
and is unhesitatingly recommended. (I
bought the review pair.)
BS
* The manufacturer wants to point out
that this slight burnishing is caused by
the pressure exerted by the holding
bracket rather than the material of its
surface, and would likely result with
any material.
LA

Thiel Model 04
Speaker System
Two-way dynamic system with 6-inch
cone woofer in duct-loaded bass-reflex
enclosure,
and
1-1/2-inch
dome
tweeter. Nominal impedance: 8 ohms.
Price $640/pair; S670/pair on West
Coast. MANUFACTURER: Thiel Audio
Products Co.,
1042 Nandino Blvd.,
Lexington, KY 40511.
These speakers inadvertently managed
to put me in a good mood even before I
listened to them, because of a dumb
little
gaffe
committed
by
Thiel's
packing
department.
Each
speaker
came with an Owner's
Information
sheet,
which
is
nice. Each
sheet
included Unpacking (and Repacking)
Instructions, which is nicer. But each
sheet came packed inside the carton,
underneath the speaker, where it was
not accessible until after the speaker
was dumped out of the box, which is
pretty silly!
The Thiel
04's
are
unusual
in
appearance,
as
are most
systems
where time alignment has been at-

tempted. The fact that time alignment
itself has
never been conclusively
proven to matter one way or the other
is probably irrelevant; better to be
safe, and time align, than not to and
risk the possibility that the sound
might be degraded.*
Iwas interested to note that these
speakers use bass-reflex loading for
the woofer. That particular wooferloading system has endured more than
20 years of audiophile scorn, scorn
occasioned
by
the
one-note
boom
common to most early examples of the
technique. Bass-reflex loading is now
getting a second look from a number of
designers seeking ways to wring the
best bass from an enclosure of limited
* We at Stereophile are not given to
open dissension, but Imust profoundly
disagree with this dismissal of time
alignment as a significant factor in
loudspeaker design. Granted, the earliest attempts at time alignment were
not far from marketing gimmicks,
although some of the speakers on
which it was
tried have remained
favorites of the public (the Dahlquist
DQ-I0 eomés to mind) and not merely
because of successful marketing. One
of the problems with early designs was
that the effect of crossover time
delays and phase alteration was not
correctly understood and compensated
for,
nor were the complexities of
driver behavior adequately understood.
I was struck at the last CES by the
fact that the most impressive systems
were all time-aligned; this includes the
various Thiel, the new Spica TC-50
(very impressive), an excellent little
speaker called Triad (manufactured in
Aspen CO), the $35,000 WAMMs, and a
few others. And, of course, our long
term favorites have been the many
electrostatics which do not require
time alignment—they start out timealigned. JGH's overwhelmingly positive
review
does
little
to
dispel
my
conviction that uniform acoustic wavefront arrival,
which is
what
time
alignment is all about, will come to be
an accepted criterion by which to
judge all loudspeakers, much as flat
frequency response is now.
LA
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size. And theory has always held that
a properly designed, properly damped
reflex system need not produce boomy
low end.
I had not been convinced of this.
We've had several reflexed systems inhouse recently, and every last one of
them had more low-end hangover than
the nonreflexed systems we've heard
in
past
years. The Thiel
is
an
exception.
First of all, Imust report that the
Thiel 04s have a serious problem—one
whose magnitude is such that I am
amazed the manufacturer
has
not
picked it up and remedied it, because
it is very easily remedied. On certain
bass notes, the intensity of the breeze
emanating from the reflex ports is
such that it flaps the grille cloth,
causing a most irksome rattle. I was
able to fix this by placing two small
buttons of plasticene (permanently
soft modeling clay) on opposite sides
of the reflex port hole, between it and
the grille cloth, but the result—two
small bumps on the front surface—was
not engaging in appearance. Thiel could
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use some kind of adhesive, and I
cannot advise them too strongly to do
that, because without it the speaker is
unworthy
of
serious
consideration.
Bear in mind, then, that the balance of
this report refers to the 04's sound
after the grille flap was suppressed.
So saying, I can now proceed to
declare that this is one of the most
musically natural-sounding systems I
have heard, combining warmth and
richness with a high degree of detail
and definition through most of the
audio range. Its errors are almost
entirely those of omission, which are
much easier to live with than things
which are there but shouldn't be.
The system is a shade on the
"polite" side, both in terms of bite
and apparent power, and there is a
slight veil over everything, at least in
comparison with the most detailed
systems I have heard. Despite its
modest size (and assumed input-power
limitation), however, it can make a
grand and glorious noise, reproducing
orchestral tutti at surprising levels
without strain. It will not reproduce
symphonic music at row-A type levels
(except in a small, bright room), but
will easily generate the loudest sounds
one is likely to hear from a mid-hall
seat at a live concert. When overloaded, the system tells you so in no
uncertain terms. The woofer lets loose
with a startling BLATIT, which one
would have to be stoned or aurally
impaired to ignore. If you require your
music loud enough to make interpersonal communication almost impossible, this isn't the speaker of choice.
Imaging is
very good but not
fantastic. Despite the obvious care
that went into minimizing enclosureedge diffraction, there is a moderate
amount of
vertical venetian
blind
effect which impairs the uniformity of
the image as one moves across the
listening area, rather than the stability of the image.
Bass/treble balance is just about
perfect, and in terms of perspective
the
04s
are
as
close
to
being
absolutely neutral as any system I
have heard, neither backing things off
nor bringing them forward. On top of

end is broadly humped at 50 Hz and
falls off rapidly below that, it sounds
virtually flat to below 40 Hz. And there
is not a trace of that one-note
drumminess which has so long been
considered
an
earmark
of
reflex
loading.

that (pun intended), their high end is
gorgeously smooth and sweet, albeit a
little softish. Nonetheless, their sound
is remarkably real and alive, with none
of the aggressive middle-range colorations or hardness which one tends to
find in systems having this degree of
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Thiel 04 Frequency Response: note similarity to Quad ESL below 300 Hz.
reach-out-and-touch-someone immediacy.
Instrumental timbres are very well
rendered, allowing (for example) one
to hear the wooden body of the viola
as
well
as
its
strings,
or
to
distinguish easily between a wooden
flute and a brass one. One acid test is
the violin in Sheffield's "Strauss and
Dvorak" album; with these speakers it
sounds not steely-hard (as is common), but like what it actually was: a
brilliantly toned fiddle.
The above attributes aren't bad for
starters, but it is their low end that
really makes one sit up and take
notice. No one would pretend that $640
is cheap for a pair of loudspeakers, or
that a system of this price should not
be able to deliver respectable low end.
But when we consider the size of the
04's woofer (the same size as the midrange driver in many systems) and of
its enclosure, the bottom end performance of this system seems out of
place! Bass drum, double bass, and all
but the lowest pipes of an organ come
blasting through with the kind of floorshaking authority Ihave come to take
for granted from 12-inch woofers but
certainly not from 6-inchers. This is
another one of those cases where
subjectivity conflicts with objectivity,
because while the 04's measured low

It is only in bass detail where the
04s must yield to a lot of other
systems. The melodic bass line is
easily discernible, but some of the
gutsiness of the bass—the THRUMMM
of a bowed bass string, the leatherthroated roar of diapason organ pipes-is glossed over, leaving pitch and
impact but little texture at the bottom.
Now that I have complained, I
should state that I really like the
sound of these speakers. They are a
pleasure to listen to, largely because
they obtrude less than most speakers,
and reproduce the essence of musical
sound as only a handful of other
systems I have heard, including some
embarrassingly expensive ones. Unfortunately, the potential naturalness of
the 04's sound is, like a butterfly's
wing, a delicate thing, readily lost
through
mismatching
with
colored
ancillaries or the use of fotzed-up
program material. The RCA and CBS
recordings which earned those companies an audiophile's derision sound
painfully gimmicked, and the system's
unusual musicality can go right down
the drain through a bad choice of
associated electronics.
Thiel recommends Conrad-Johnson's
massive Premier One as the driving
amplifier of choice, but even if anyone
17

was so wacko as to consider mating a
$4350 amplifier with a $650 speaker
system, I find the speakers better
married to good solid-state electronics
than to tubes. The things that most
tubed amplifiers do—softening of high
end and warming up the overall sound—
can only detract from the performance
of a speaker whose musicality is
already right on the hump, so to
speak. The same goes for preamplifiers
and phono units. The 04s do not need
compensatory anything, so feed them
the most neutral signal you can find.
And that kind of associated equipment
is hard to find in a modest price range.

A final note: the 04's slightly
restricted output-level capability (estimated at around 95 dB, since our
IVIE analyzer/SPL meter is on the
fritz) could prove to be a liability for
a listener who plans to "go digital," or
who
already
uses
the
wide-range
material available on analog disc (in
Volume 5, Number 10 we checked
sources and found the Telarc analogdigital disc of The Flying Dutchman
Overture to have a wider dynamic
range than our most dynamic CD).
While none of the compact discs from
CBS, DG or Decca have challenged the
dynamic range of most speakers, CDs

Bill Sommerwerck looks at
TESTING VERSUS LISTENING
As
an electrical
engineer,
I am
continually irritated by being able to
hear differences that I cannot (or
don't know how to) measure. As a step
towards correcting this deficiency, I
purchased an FFT (Fast Fourier Transform) analysis system for my Apple II
computer.
Besides measuring "static" frequency response and phase, it can also
show how the response of a system
varies with time. (This is the so-called
"waterfall" or "cumulative decay spectrum" display seen in KF_F's literature.) I will be using this system to
look at a wide range of equipment,
with the long-term goal of relating
these
measurements
to
particular
sonic problems.
As the first speaker I reviewed
after getting the FFT, the Fried Q/2
was a good place to start. Bud Fried
has long advocated pulse testing, and
indications were that the speaker's
main problem was probably frequency
response or excessive decay time, not
distortion. It should have shown up
either
as
a simple hump in the
frequency response or as ringing—
excessively slow decay—in the upper
midrange. Would that things were so
simple.
Neither the steady-state response
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nor the initial part of the decay
showed any amplitude error to account
for the speaker's brightness. Over
most
of
the
audible
range,
and
particularly above 1 kHz, the decay
was excessively slow. It was significantly slower than that of the
Infinity RS-4.5s, accounting for the
Q/2's audibly poorer detail and definition. But the decay was well controlled, and pretty much the same at
all frequencies. A markedly longer
delay at a single frequency, which
would have indicated ringing, was
simply not there. This leaves only
harmonic distortion as an explanation,
but
unfortunately
I am
not
now
sufficiently well-equipped to be sure of
this conclusion.
In the future, when I have tested
enough speakers to be able to relate
the
graphs
I produce
with
the
conclusions I make, I will publish
graphs and explanations to aid in
interpreting them. For the present it
would be more misleading to publish
the graphs since there are at the
present no accepted standards for
their interpretation. I have reason to
believe, however, that the FFT will
prove useful in the evaluation of other
equipment, and you'll be the first to
know.

from the audiophile record companies
may
be
a different
story
with,
perhaps, an unhappy ending for many
music listeners. Many of us do not live
where we can take advantage of
unrestricted dynamic- range sound reproduction (there are such things as
noise ordinances), but for those of us
who can, the maximum volume capability of a loudspeaker we are thinking
of buying is a more serious consideration these days than it ever was. If
your listening-level requirements are
not all that high, the Thiel 04s are
worth more than just serious consideration. Just make sure their grille cloth
is anchored next to the reflex port.
JGH

Fried 61/2
Speaker System
Two-way system with 8-inch woofer in
transmission-line enclosure and 1-inch
dome tweeter. Impedance: 8 ohms.
Power requirements: 20 to 100 watts.
Resettable overload circuit breaker.
Frequency range: 45 to 18,000 Hz.
Dimensions: 20" 11 by 10-1/2" W by 9"
D. Price: $350/pair. MANUFACTURER:
Fried Products Co., 7616 City Line
Ave., Philadelphia, PA 19151.

Many designers, however, and Fried
is one, claim it is easier to design a
good two-way speaker than a threeway. While this has always seemed to
me a strange attitude, recent years
have seen increasing numbers of raw
driver manufacturers producing drivers
of different sizes which use the same
cone material in the same shape,
giving them similar colorations for
better acoustical integration. So it is
getting easier to design a system in
which the woofer's sound matches that
of the tweeter-midrange speaker.
It was a real surprise when Iheard
the Q/2s at the 1982 SCES. They did
not sound like good two-way systems,
but rather like good speakers, period.
That they did not sound quite so good
in my home, with familiar program
material, is no surprise, but in some
ways they are really remarkable speak-

mgeN1111111111

I have long held a generic dislike for
two-way speaker systems. Their main
problem lies in the requirement that
two drivers, widely disparate in size,
dispersion and
sonic flavor, must
share reproduction of the critical
middle range. And in the crossover
region,
both
drivers
are
usually
operating near the limit of their
bandwidth.
Two-way systems are, at best, a
compromise for the sake of cost. The
"good-sounding" exceptions only prove
the rule: two-way electrostatics such
as the original Acoustical Quad use
drivers which are inherently wide-band
and have similar colorations. Two-way
"mini-monitors" are actuallx three-way
systems minus the woofer.
* You should take a listen to the twoway dynamic Spendor BC-1.
JGH
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ers, and their introduction bodes well
for the future of 'full-range' two-way
systems in general.
With the grille in place, the Q/2
looks like any other small bookshelf
speaker. With the grille off, it betrays
its
heritage
by
the
narrow
transmission-line-terminating slot at
the bottom, and by the silver plate
with "Fried Signature Series" and
Bud's signature on it. As I have never
met a speaker I didn't prefer undressed, I tested the Q/2s with their
grilles off. The tweeter is covered by a
sturdy metal grille, so naked operation
is safe even in homes with small
children.
These speakers were difficult to
review. What they do well they do very
well indeed; what is poor about them
stands out like a hippy in a Republican
Club. I cannot make a categorical
judgment about them because individual listeners' reactions to them will
vary, but I am inclined to be on the
charitable side since the Q/2s seem to
be a real improvement in two-way
design.
The speakers are both reasonably
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ly heavy (though surprisingly tight)
midbass, and the overall sound becomes strangely boxy and constricted.
Both
problems
are
minimized
by
placing the speakers with their bottoms at least 2 feet above the floor.
This raises the drivers to ear level for
a seated listener of average height.
Both
the
heaviness
and
boxiness
remain, but are far less noticeable and
irritating.
The major problem, however, is in
the tweeter. The upper midrange is (for
this listener) intolerably bright (but
oddly, not at all hard). This brightness
is apparent at all levels but becomes
increasingly irritating at high volume.
This would suggest harmonic distortion
or ringing rather than a bump in the
frequency response.
More than about a half hour of
listening fatigued me. Those owning
soft-sounding electronics or pickups,
or who have not been spoiled by owning
near-SOTA
speakers,
will
not
be
bothered so much by this. Obviously
though, the Q/2s should not be mated
with bright-sounding ancillaries, nor in
an acoustically live room.
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Fried Q/2 Frequency Response in Our Listening Room
efficient (20 watts should be more
than enough) and have good powerhandling ability. The latter is attested
to by their use of a relatively slowacting thermal circuit breaker for
overload protection, rather than the
usual fuse.
And now the problems: The smallness of the Q/2s may tempt some to
place them on short stands near the
floor. Don't. This produces exceptional20

For a critical, picky listener like
myself, this excess brightness would
tend to disqualify the speaker immediately, and there would be no point in
elaborating this review. But what the
Q/2s do well is remarkable! They are
the first speakers I have heard for
under $2000 a pair that do a really
good
job
of
reproducing
musical
dynamics.
Many speakers can play loudly but

seem to reduce the span between the
loudest and softest sounds. At high
volume levels, most sound constricted
and
"gagged."
But a really good
speaker follows the dynamics of the
input signal, without any apparent
restriction on how loud they can get.
Up to now I had heard only four
speakers with apparently unrestrained
dynamics: the Beveridge, Infinity 4.5,
Plasmatronics and Watson
10. The
cheapest of these was $1950 per pair.
The Q/2s match this aspect of those
speakers' performance, at a price that
would be appropriate to "entry-level"
loudspeakers. Recordings of exceptional dynamic range were reproduced
convincingly,
with
quiet
passages
almost
inaudible
and
the
loudest
passages almost ear-splitting put with
virtually no feeling of strain.
The exceptional dynamics contribute to the overall sound of the Q/2s,
which
is
anything
but
the bland
vapidity one expects from inexpensive
systems. It leans
to the "crisp"
(rather than "soft" or "sweet") side,
which has in fact been true of most
polypropylene-coned
speakers
I've
heard. The general level of coloration
is high enough to remind a listener he
is hearing loudspeakers but low enough
for an inexpensive full-range system.
Imaging is better than average.
There is a reasonably good sense of
depth, and the speakers do not have to
be fussed with to produce a fairly
sharp, stable image. Center images
are well focused, and there is less
tendency than usual for other sources
to "bunch up" near the speakers.
All in all, though, a mixed bag.
Experienced listeners will not be happy
with the Q2s, even as extension speakers; there are better mini-monitors for
just a little bit more. Those just
starting out or on a limited budget,
however, will find these to be an
unusually alive-sounding alternative,
certainly better than much of what
sells for $350 per pair. Regardless of

your current needs, these are worth
auditioning, if only to appreciate how
far 2-way speaker design has advanced. The Q/2 suggests that, as
better drivers become available in a
few years, it may be possible to
design a two-way system that needs no
apologies.
BS
JGH Puts In His Two Cents:
I also got to hear a pair of Q/2s (the
same pair Bill tested, asamatterafact), and while I agree with his
assessment, Ifelt the "excess brightness" is rather less severe and less
irritating than Bill reported. I would
describe it as a slight snarl, which
adds a little additional "life" to the
sound in general while adding a little
coloration to most musical sounds. I
observed that the severity of this
snarl seems to increase slightly when
the grilles are removed, and that it
may also be related to the associated
equipment used. Bill and I are both
currently using excellent power amps
(he Luxman, me Acoustat) and both
have access to original 15-ips tapes as
a signal source, so our evaluation of
the Q/28 is probably more on than off.
I completely agree about the lack
of hardness, though. The Q/2s are in
fact quite remarkably sweet and open,
reproducing
stringed
instruments
(among
the
hardest
to
reproduce
properly) with unusual naturalness.
In other words, I think these are a
very good buy at the price, and well
worth a serious listen, particularly
when used with associated equipment
which
does
not
exacerbate
their
problems.

Cathode Follower

Cathode

* Could it be that tweeter distortion
during loud passages is making them
sound LOUDER than they actually are?
JGH
2

Acoustic Electronics Air
2.2 Power Amplifier
Solid state stereo power amplifier.
Rated output: 110 watts/channel at 8
ohms. Weight: 40 lbs. Warranty: 5
years parts,
1 year labor. Price:
$1499. Manufacturer: Acoustic Electronics Corporation, P.O. Box
15,
Highlands, NJ 07732.
AEC is one of those small audiophile
manufacturers which spring up from
time to time to produce truly creative
products which are not just rehashes
of old designs. AEC's first product was
an integrated amplifier-subwoofer utilizing negative feedback in the speaker
loop, and employing variable phase
adjustment of the woofer in relation to
the
main
speakers,
thus
allowing
optimum
subwoofer
placement
for
smoothest radiation into the room
without sacrificing the integration of
the subwoofer and the main speakers.
Their
second
product,
a medium-

1979
CES. The
subject
was
the
measured performance of Berning's BA150 power amp, then being manufactured by Audionics
of
Oregon.
David's amp had rather high measured
distortion. It also had a switch that
would vary the amount of negative
feedback, without changing any other
operating parameter. This caused even
worse distortion measurements when
the feedback was reduced. Yet the
lower the amount of feedback selected, the sweeter and more detailed
the amplifier sounded. This prompted
me to ask, perhaps rhetorically, if any
distortion measurement was relevant
to the way an amplifier sounded.
David's reply was "Only one: linearity." That is, if 1 volt into an
amplifier produces 10 volts out of it,
then 2 volts in should produce 20 volts
out.
The discussion with Berning was
startlingly like some I have had with
Roger Paul, one of AEC's co-owners.
The AE amplifier did not possess the

Acoustic Electronics 2.2 amplifier
powered transistorized amplifier, is
the subject of this report.
There have been endless discussions about the relevance of amplifier
measurements to subjective performance,
most
of
which
have
led
nowhere. I recall one exchange between David Berning and myself at the
22

usual triple-zero solid state distortion
figures. Roger was most concerned
with maintaining linear phase in his
designs. Further discussion revealed
* (This assumes of course that the
amplifier doesn't overload somewhere
between 10 and 20 volts. JGI-1)

that his ideas and David's ideas were
just two ways of saying the same
thing. The correlation between my
positive reactions to the Berning and
the AE amplifiers, and my fascination
with the design philosophies involved,
tempted
me
to
do
some
further
investigation and led ultimately to this
review.

The AE Air 2.2 is a medium-powered
transistorized device rated at
110
watts per channel. Both the AE and the
Berning and a very few other amplifiers (the Esoteric Audio 509, for one)
eschew total-loop negative feedback
from the output to the amplifier input.
Large amounts of feedback from the
loudspeaker outputs reduce measured

Checking Ultrasonic Stability
When an amplifier goes into ultrasonic
oscillation, it produces its full-power
output in a part of the audio range
where most loudspeaker systems have
very little power-handling capability.
Tremendous heat is generated in the
voice coil of the speaker which gets
fed that part of the range, and if the
voice coil is extremely lightweight (as
with all tweeters), burnout can occur

will later connect for the test.
If the speakers don't have their
own fuse, buy an in-line fuse holder
for AGC-type fuses, and attach it
between an amplifier output and one
side of one loudspeaker cable, as
shown. You will use
the
speaker
connected to this cable for the test.
Obtain a fast-blow (normal) 0.25amp fuse, and install one of them in

within a fraction of a second—far too
rapidly
for
you
to
decide
that
something is wrong and pull the plug.
Thus, if there is any possibility of a
power
amplifier
being
induced
to
oscillate with a particular speakercable combination, it is wise to find
this out under test conditions which
will not cream your speakers if the
test is Positive. Here's how to do it.
To
start,
make
sure
neither
speaker is connected to the power
amp.
If the speakers have their own
overload fuse (not to be confused with
a power-supply
fuse,
as
in
an
electrostatic), remove the fuse from
one speaker. This is the speaker you

the fuse holder, but DO NOT
PUT THE
_
CAP
ON THE HOLDER.
_
Leave the preamp turned off. (Plug
the power amp into an unswitched
outlet.)
Turn on the power amplifier and
give it time to stabilize (30 seconds
for a transistor amp, 2 minutes for a
tubed amp).
Being careful not to touch any
metal parts, assemble the fuse holder.
Count to ten, then remove and inspect
the fuse. (Leave the amplifier on.) If
the fuse is blown, your amplifier is
unstable with that loudspeaker/cable
combination, but your speaker will be
unharmed.
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distortion, but there is increasing
evidence that overall loop feedback is
incongruent
with
the
best
phase
response and therefore with the best
amplifier performance on
transient
program information.
One of the easiest places to cut
costs in an amplifier without degrading
its conventional steady-state measurements is in the power supply. The ideal
design assumes that, as an amplifier
is called upon to deliver more power,
the power supply should be able to
deliver this as needed without depletion of supply voltage. Also ideally,
power-supply consumption by one stage
of the amplifier should not affect any
other stage through the power-supply
chain. (A typical example of bad design
here is drawing the early-stage collector supply from the same power-supply
point that the output stages draw their
current from.)
In the real world of commerce,
these conditions are rarely met. Just
check
the number of solid state
amplifiers that can deliver twice their
8-ohm power into a 4-ohm load. With a
perfect power supply, this should be
an exact 1 to 2 ratio; any disparity
indicates power-supply depletion under
high current demands. (This relationship
does
not
hold
with
tubed
amplifiers, as the choice of output
taps keeps the output tubes working
into the same load regardless of the
loudspeaker load.)
In addition to the two passive
power supplies (one negative, one
positive)
feeding the AE's
output
stages,
its
front-end
stages
are
operated from eight separate supplies,
each fully voltage-regulated.
The AE uses another interesting
idea for voltage stability in the front
end. Operating voltages in this section
are
very
high
for
a transistor
amplifier: 200 volts, rather than the
usual 100 for a 10-watt amplifier. This
means that if a certain amount of
voltage drop occurs under load, the
supply depletion is a smaller percentage than it would be if the nominal
operating voltage were smaller. And in
terms of amplifier performance, it is
the percentage of drop rather than the
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actual drop which is significant.
These
theoretical
considerations
would be meaningless if the end result,
the
sound of
the amplifier,
was
undistinguished. The existence of this
review is my reaction to the apparent
validity of the theory. The AE is easily
one of the best amplifiers Ihave ever
heard, and has to be hands-down the
best solid state amplifier I know of.
Sonically, it has no significant flaws.
This doesn't mean it is the perfect
amplifier, nor even that
it does
everything
better
than
any
other
amplifier. But all of its performance
parameters are excellent, and some
are the best I have ever experienced.
It has truly awesome focus, detail
and imaging. The best analogy I can
think of for its performance in these
respects is a visual one: the Viewmaster stereo slides that used to
fascinate us as kids. (Stereo photography in 35-mm still fascinates me as
an adult. JGH) With the Viewmaster,
the focus was sharp, the details
crystal-clear, the images rock-stable.
The only problem was that, even when
the stereo photo was of a real scene,
it seemed crisper and more precise
than life. The 3D effect was
so
striking that the individual elements of
the scene seemed more important than
the scene itself. Both the individual
parts and their integration are necessary to produce a facsimile of reality.*
The AE has the analog of the
Viewmaster's
virtues
without
its
faults. Its focus, imaging and detail
are rounded and spatial rather than
flat
like
cardboard
cutouts,
and
completely integrated like the real
thing—unamplified
sound.
You
can
single out any details in the sonic
* fhe Viewmaster's exaggerations of
depth are due to a disparity between
the focal length of the camera lenses
used to shoot the images, and that of
the viewer lenses used to look at the
pictures. When these are matched (as
in the more expensive Kodak and
Realist systems, the 3D images appear
to be the same size as in real life, and
depth and perspectives are rendered
accurately. JGH

fabric that you choose, or hear the
entire thing as an integrated whole.
This is a hard thing to describe; to
really appreciate what I am talking
about you are going to have to audition
the amplifier. The differences between
the AE and what we are accustomed to
hearing from other amplifiers must be
heard to be appreciated.
The superior sonic virtues of the
AE amplifier extend to all parts of the
audio range. The amplifier exhibits all
of its strong points from the exquisitely sweet, open, airy high end down to
the deepest environmental underpinnings which are felt more than heard.
The entire spectrum comes through as
an integrated whole, with no single
sonic characteristic standing out as
incongruent. I've noted before and I'll
mention again how very important it is
that all the sonic fingerprints of an
audio device come from the same sonic
hand. It doesn't matter how good some
of its performance characteristics are
if they are out of character with its
other attributes; it will sound unnatural, even to a neophyte listener.
The
frequency
response of all
amplifiers made today is always a
straight line into a resistive load. The
Acoustic Electronics amplifier is also
subjectively flat into a real loudspeaker load. And because of its load
tolerance, this lack of coloration was
maintained on every speaker Iheard it
on. It is an unfortunate fact of life
that many otherwise excellent amplifiers are not load-tolerant, and because
the
load imposed by most
speakers is far from uniform across
the audio range, the frequency response of the load-sensitive amplifier
is significantly affected by the particular loudspeakers it is used with.
This is one reason why an audiophile
may love amplifier A with speaker X,
yet prefer amplifier B (which he hates
with speaker X) when it is driving
speaker Y. Many speaker colorations
we hear are as much a fault of the
driving amplifier as of the speakers
themselves.
The overload characteristics of the
AE amplifier are excellent. You'll have
loads of fun with your copy of the

Sheffield "Track Record" and this amp.
The attention to proper power-supply
design really pays off with program
material like that. The only likelihood I
can see of depleting the supply is with
deep, strong signals of long duration,
like organ pedal notes at high volume.
These will eventually drain the main
storage-capacitor bank if you enjoy
abusing your amp and your ears. If the
AE is driven to beyond its power
capacity at higher frequencies, clipping will occur, but unobtrusively and
much like a good tubed amp.
Other observations: the AE amp has
the liquidity, high-end sweetness and
lack of grain of a superb tubed design.
Except in one minor detail, the AE is
that long-awaited combination of a
state-of-the-art transistor design with
the
sonic virtues
of
tubes
AND
transistors and none of their inherent
flaws. Compared with the most highly
regarded tubed amps, the AE is a bit
lean in the mid-bass region, but Idon't
consider this a flaw. I personally
prefer it to the fatter tubed sound. * I
mention this because I know many
listeners prefer a richer sound, and
because Isuspect that this will be the
single most important factor in your
personal
assessment
of
the
AE's
sound.
There is a caveat about the use of
this amplifier. In order to minimize
high-end
degradation,
the
reactive
phase-correction network—used at the
outputs of most amplifiers to maintain
ultrasonic
stability
with
difficult
loads—has been omitted from the AE.
Most speaker cables have high enough
inductance at extremely high frequencies to provide adequate isolation of
the
amplifier
from
the
speaker's
reactive oddities. But some cables,
designed for extremely low inductance,
may cause the AE 2.2 to oscillate. This
will not harm the amp (the 7-amp fuse
will blow), but it will certainly destroy
cont'd. on page 45
* It is arguable whether tubes are fat
and
transistors
neutral,
or tubes
neutral and transistors lean. What you
hear depends on a lot more things than
the amplifier in question. JGH
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RECORD REVIEWS
RICKIE LEE JONES.
"Rickie Lee Jones"
Mobile Fidelity Sound Labs. MFSL 1089.
This is actually a nice record. I was
somewhat surprised to find myself
really enjoying it. All the songs were
written by Miss Jones, who does share
the credit with Alfred Johnson for two:
"Weasel And The White Boys Cool" and
"Company." Her lyrics are fresh and
entertaining, and her music quite good.
The only jarring note to me was her
inept-sounding efforts to assume the
lowah-class South'n accent that is
apparently considered essential for
success in popsingin'. It only muddles
her diction and makes the lyrics even
more difficult to understand.
But there are hints of a good voice
here. Ms. Jones uses her unusually
wide-ranging voice extremely well; at
times it seems almost like another
instrument, as
she switches
from
energetic love songs to wistful ballads. I especially enjoyed "Chuck E's
,

RICKIE LEE JONES

In Love," "Easy Money," and "Danny's
All-Star Joint."
The re-pressing is typical M-F,
which after all these years should say
it all. The balance of the accompaniments was excellent,
and
nothing
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seemed to be lacking. I imagine Miss
Jones performs live frequently, and I
would love to hear a recording of a live
performance. The studio seems to
detract from the impact of her music.
Even if you are not a pop-record
fan, Ithink you might like to hear this
one.
MG
MUSIC FROM FILMS FOR PIANO AND
ORCI-ESTRA
Warsaw Concerto, Rhapsody in Blue,
Cornish Rhapsody, Spellbound Concerto, The Dream of Olwen.
Daniel Adni piano, Bournemouth Symphony Orchestra directed by Kenneth
Alwyn.
Angel/EMI SZ-37757.
During the 1940's there was a rash of
film scores fashioned after the big,
romantic piano concertos which were
so popular then. Some—the "Warsaw
Concerto," for instance—became enduringly popular in their own right as
concert works, while others of equal
merit were heard and soon forgotten by
all
but
film-score
collectors
and
diehard devotees of romantic music.
The works in this collection are the
best known and probably also the best
of the genre, plus one—the "Rhapsody
In Blue"—that was not written as a
film score at all but was later featured
in a Warner Bros. biography of George
Gershwin. Except for
"Spellbound,"
now considered a classic film, all
these scores were far more memorable
than the grade-B films they were
written for. So while you may not know
most of these by name, if you're over
40 Iam willing to bet you'll recognize
most of them when you hear them.
This is not an ultraclose multimikegimmicked soundtrack-type recording,
but a concert-style recording. The
perspective
is
fairly
distant,
the
multimiking is done subtly and unobtrusively,
and the performances
are
authentic. By that, I mean that these

are not the kind of "interpretations"
usually visited upon film-score performances by conductors other than the
original one. They are, instead, virtual
duplications of the original soundtrack
performances, which makes this the
first anthology of these delightful and
shamelessly emotive works worth owning. And as a bonus,
tossed in
gratuitously as it were, the performance of the Gershwin just happens to
be one of the better ones on records:
bouncy, jazzy and insouciant, but just
a shade too romanticized. (On the
other hand, as this is the only one of
these works that
I don't own a
soundtrack recording of (all on 78s), I
can't tell whether or not it was done
that way in the film.)
The Angel sound is quite similar to
that of the English EMI release, but
has slightly less hefty low end, some
audible tape sideband noise in places,
and a slightly bright quality. And there
is the usual subtle murk that whispers
"mastered from a second-generation
tape." As opposed to some Angel
records, from which one shrinks with
revulsion, the Angel version of "Music
From Films" is acceptable. On the
other hand, if the EMI version is
readily available for only a few extra
dollars, by all means buy the EMI.
Surfaces on my Angel pressing were
so-so; free from ticks and pops but
with a slight rushing background during
the quietest passages. In other words,
this is not audiophile showoff fare, but
neither is there anything irritating
about the sound, which is to say it can
be ignored while one wallows hedonistically in the music.
If you have any interest in this
music, by all means get this recording
of it.
RED NICISOLS dc TI-E FIVE PENNIES
At Marineland.
Mobile Fidelity Sound Labs, MFSL 1093.
For those who mourn the passing of
Dixieland, here is an opportunity to
recapture those days. Red Nichols and
his ensemble play a variety of old

favorites, and they play them more
than passably well. The program is
basically
old
favorites,
including
"S'Wonderful,"
"Goodnight
Sweetheart," "Sleepytime Gal," and "Silver
Threads Among the Gold." All of these
are marvelously done here, and the
result is just plain fun.
This is a vintage recording, and

despite Mobile Fidelity's best efforts,
it
shows
its
age.
This
is
not
necessarily a fault, as some of the
records
made
in
the
1950s
had
gorgeous sound. But Idon't think this
one ever had the potential for being an
audiophile
showoff
record.
It
is,
however, easy to listen to and never
assaults the ears. I suspect this is
due to the use of tubed electronics in
the entire (original) recording chain,
and also to the relatively primitive
microphones available then. There is a
wonderful richness to the sound which
may or may not be accurate.
The recording, despite its age, is
good. As it was made in a restaurant,
there is a certain amount of ambient
noise,
but
the
microphones
were
apparently positioned in such a way as
to minimize clinking glasses, shuffling
feet, etc.
For once, the lower brasses are not
slighted, and all the vulgar blats of
the trombone come through. Just listen
to the "St. Louis Blues." Trombonophobia is a continuing problem with
multi-miking. The companies that do it
judge their mixing efforts through
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loudspeakers which exaggerate all the
characteristic sounds of the trombone.
So what sounds to the engineer like a
proper mix ends up sounding through
more neutral loudspeakers as if the
trombones
were
playing
from
the
studio reception room. Since there is
negligible hope of standardizing monitor loudspeakers, this can only be
seen as yet another compelling reason
for abandoning multi-miking altogether.
The M-F re-release is generally
excellent, but my review copy had
more ticks and pops than I have come
to expect from a Mobile Fidelity disc.
Iwill not generalize from one disc, but
this may not be the quietest release
we have had from M-F.
I don't know how many records of
Dixieland are still available, but this
one
should
be
popular
with
the
oldtimers.
MG

VINCE GUARALDI TRIO
Jazz Impressions of Black Orpheus.
Mobile Fidelity Sound Labs. MFSL 1112
The going-underground of jazz to a
great extent has maimed if not killed
the market for this sort of album. No
longer will translations of movie or
theater music into jazz improvisation
sell enough records to make a market.

"CAST YOUR FATE
TO THE WIND"

This is unfortunate, as these albums
always provided "easy listening" and
interesting music. Rock has a long way

to go before it can supply the kind of
intricate rhythmic and tonal improvisational music that we find on a record
like this.
Side One is interpretations of the
film score for the award winning
motion picture "Black Orpheus." These
are haunting interpretations which at
times are meltingly lyrical.
Side Two contains four arrangements of popular tunes: "Cast Your
Fate To The Wind" (which became a
bestselling
single),
"Moon River,"
"Alma-Ville," and "Since I Fell For
You." These are equally enjoyable.
The recording is excellent, but then
a small group of instruments does not
subject the recording engineer to an
enormous burden. The balance is good,
although I felt that the piano could
have
been
slightly
less
forward.
Imaging is excellent. There certainly is
no audiophile reason not to buy this
disc. If the program material appeals
to you, you will not be disappointed.
Finally, Iam compelled to comment
on the jacket notes by Ralph J.
Gleason. They are of such high calibre
that it is worth buying the disc for the
notes alone.
MG

ZOLTAN ROZSNYAI CONDUCTS TIE
PHILHARMONIA ORCFESTRA
The Digital Masterpiece Series, Disc
One.
M&K Realtime Records. Compact Disc
RT-2001.
Even though it is not described as
such, this CD is something of a
classical sampler. Its program comprises
Bizet's
"Carmen"
Prelude,
Chabrier's "Espana," Berlioz' "Rakocski March," Dvorak's "Slavonic Dance"
(Which one? There were only 14?),
Brahms'
Hungarian
Dance
No.
5,
Dukas' "The Sorcerer's Apprentice,"
Rossini's "La Gazza Ladra" Overture
and
Liszt's
"Les
Preludes."
This
extensive program utilizes almost the
entire 60 minutes available for program material on a Compact Disc.
The
music
is
competently
but
perfunctorily performed. The Slavonic
Dance, although energetic, seems to
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be lacking in force. Compared with the
performance available on Pioneer's
Laser Video Disc recorded by the

litanille Diu IAL
The Digital Masterpiece Series

Czech Philharmonic Orchestra, there is
a surprising lack of liquidity and
verve. "The Sorcerer's Apprentice" is
also a good performance which lacks
sparkle and seems to lose impetus
during some of the faster passages. It
is
difficult
to hear
this
without
remembering the original performance
conducted for "Fantasia" by Leopold
Stokowski. The orchestra seems to
have difficulty maintaining a light
quick tempo, and thus there is a
pedantic quality to all these performances.
The recording, as we noted in the
original review, is somewhat muffled.
There seems to be something awry with
the bass, and Iblame it either on hall
or microphones as the master tape was
recorded with a Sony PCM system
which normally does complete justice
to the deep sounds of the kettledrum
and
double basses.
It
is
almost
impossible to recognize the timbre of
the kettledrum, and there is a very
undifferentiated quality to the entire
bass register. Imust say, however, in
comparison with some of the other CDs
we have received, the recording is
extremely creditable.
I hope that M&K plan to produce
some new material for the CD format.
Their standards are high, and they are
30

capable of producing a better sound
than what's on this disc. At least their
effort
comes
far
closer
to
the
audiophile quality than many of the
CBS productions.
MG

AIR SUPPLY
The One That You Love
Mobile Fidelity Sound Labs. MFSL
113.

1-

This record is dull, dull, dull. All the
songs seem to sound the same, and
although the group is probably as
talented as ten thousand others across
the land, they bring nothing new to
either the music or the lyrics. If this
record was popular enough to warrant
an M-F release, it says something sad
about the record-buying public. It
sounds a lot like the more interesting
numbers
on
MTV,
but
lacks
the
redeeming aspect of video to distract
one from the intrinsic dullness of the
music.
The M-F re-release is a silk purse.
The original recording must have been
of good quality, as the individual
instruments can be discerned and

there is nice balance. Imaging is good,
and is made more interesting by some
lateral movements on Band 1 of Side
2, in case you're into that sort of
thing. But I cannot and will not
recommend
this
record to anyone
except a fan of the group.
MG

'the Zeta is the best sounding arm I've tried...capable of
bringing awhole new dimension to disc reproduction.' — HIFI
ANSWERS.
'more dramatic in resolution, dynamic range enhanced, general
sharpening of instrumental positions.' — HIFI NEWS.
'bass was exceptionally good, deep, powerful, tight &
articulate...treble was sweet & transparent.' — HIFI CHOICE.

ZU:t .

probably the best tonearm in the world?

'the sound overall was gratifyingly delicate...stereo imagery Ifrankly
thought superb...good subjective dynamic range...excellent
trackability...the Brier is a superb pickup.' — HIFI NEWS
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hand building sweeter MC cartridges
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Summer 1983 CES
If one tries to assess the significance
of developments in consumer electronics (especially in audio, where
progress usually takes the slow pace
of refinement, rather than the quantum
jumps of breakthroughs), one would be
wise to attend the SCES only every
other year. Alas, the siren song of
high fidelity swamps the quiet voice of
common sense, and the foolish reviewer returns each year (even twice a
year), only to have his hopes for sonic
perfection dashed on the rocks of
reality (or the terrible acoustics of
most hotel rooms).
This reviewer found only one thing
of true significance—the availability
of "perfected" Ambisonic decoders,
via IMF Electronics. About which, more
later. On the other hand, a speaker
whose prototype showed the potential

Many designers have the
strange notion that playing a
recording is supposed to give
the listener an agreeable
musical experience.
of becoming one of the all-time greats
reappeared in a disastrously revised
version. And Linn-Sondek was demonstrating how much "better-sounding"
analog discs were than their CD
versions. This was the show's most
significant non-event,
showing how
designers have little perception of
what high fidelity is all about.
Many designers have the strange
notion that playing a recording is
supposed to give the listener an
agreeable
musical
experience.
And
further,
that
one can
judge
the
accuracy of the reproduction by the
degree of one's emotional involvement
with the performance. Unfortunately
this point of view blocks the development of accurate reproduction.
Why? Well, sound is just vibrations
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of the air. Its "meaning" lies only in
the listener's perceptions (as influenced by his emotional/intellectual
state). Therefore, there is no way to
connect musical enjoyment to the
accuracy of reproduction. (This is
proven by the way people respond to a
good performance, even when heard
over a table radio.) And it is no secret
that reviewers often use recordings of
music they don't like, to keep their
emotional reactions from interfering
with their ability to rationally analyze.
The proper goal of high-fidelity sound
reproduction is the creation of the
illusion that one is hearing live sound.
Musical gratification is not part of
this goal, as it is taken for granted
that live sound is the best sound;
therefore, facsimile reproduction will
automatically give the greatest musical satisfaction.
Paradoxically, the only way to
achieve facsimile reproduction is to
reject it as a desirable goal for the
playback system. High fidelity (as far
as the home listener is concerned)
does not mean fidelity to live sound,
but fidelity to the recording. Likewise,
the recording should reflect the true
sound of the performance, without
corrections
for
supposed
playback
deficiencies. When such recordings are
played on accurate systems, the result
is natural-sounding reproduction, without the need for compensating colorations.
If this line of reasoning does not
make immediate sense, then think of
the classic example of hi-fi gone
wrong—the Bose 901. This speaker
imposes its idea of what live sound is
like on everything it touches, and so
loses the ability to reproduce the true
spatiality of a properly miked recording. Multi-miking, Aphex processing,
and equalization (at the recording end)
are simply more subtle (?) examples of
the approach which seeks to "improve"
the realism of playback by irredeemably
distorting
the
recording
to

compensate for playback deficiencies.
Linn-Sondek's demo is therefore
pointless. Who cares whether analog
disks or CDs "sound better"? All that
matters is which sounds more like the
master tape. With CDs brutally exposing deficiencies of the original
recordings, we just might start seeing
a return to the simply-rniked recordings of the late '50s and early '60s.
(It's gratifying to see those not of the
underground saying the same thing in
the popular press.)
It is particularly strange that LinnSondek attacks CDs, since they are
one of the companies with a vested
interest in the success of digital
recording! There are thousands of
musically irreplaceable analog recordings which will never be transferred to
Compact Discs. Once exposed to the
extreme clarity and low coloration of
CDs, their owners will want to hear
conventional discs reproduced with
comparable accuracy. Engineers will
have increased motivation to resolve
the
mechanical
problems
plaguing
analog disc mastering and playback.
Listeners will gladly shell out les big
bucks for improved arms, pickups, and
'tables. The Compact Disc is ushering
in the Golden Age of analog reproduction.
We shall leave the arguments over
Compact Disc reproduction to the
marketplace, and to those who delight
in killing the messenger who brings the
bad news. The good news from the
show is that IMF will begin marketing
a very sophisticated Ambisonic decoder, thus inaugurating (it is hoped) the
age of spatially accurate reproduction.
There is no room here to discuss
Ambisonics at length. (Gordon and I
will give it a very thorough going-over
by the end of the year.) Suffice it to
say that Ambisonics is a rationalized
recording technology that allows any
kind of
"surround"
effect
to
be
produced and reproduced accurately.
These effects include the correct
reproduction of hall ambiance (even
the vertical component, if desired).
(For reasons that will be covered in a
later article, stereo and quadraphonic
systems cannot reproduce ambiance

correctly.) Ambisonics is not "quadraphonics warmed over"; except for
needing a minimum of four speakers, it
has no relationship of any kind to
quadraphonic recording or playback.
Those
who
read
British
audio
publications are no doubt aware of
Ambisonics and the generally rave
reviews it has received. Having heard
many
Ambisonic
discs,
and
made
several Ambisonic recordings myself, I
can attest it is everything it is
claimed to be, and more. Once you
have heard good Ambisonic reproduction, you will never want to go back to
regular stereo.
Ambisonics is free of the colorations and spatial distortions
that
afflict stereo and quad reproduction.
An orchestra is correctly deployed to
the
front,
with the ambiance all
around, and coherent with the direct
sound (it doesn't sound "tacked on,"
as in quad systems). The speakers
literally disappear. Each instrument is
precisely positioned; there is no "hole
in the middle," nor any tendency for
sounds near a speaker to appear to be
coming out of that speaker. Ambisonics isn't just as good as stereo;
it's much better.
The decoders IMF will be marketing
are from Minim Audio; one sells for
$200,
the other $600. They both
include Variable Directional Preference, a system which removes certain
audible side-effects that occur when
the listener turns sharply to one side,
or faces "backwards." (This is with the
2-channel
version
of
Ambisonics,
called UFO. Even without VDP, UHJ
still gives sharper imaging and a wider
listening area than regular stereo or
"discrete"
quad
systems!
The
3channel Ambisonic system does not
have these side-effects, so it does not
need VDP. Both decoders can handle 3channel Ambisonic recordings.)
The more expensive unit includes a
variety of sophisticated control functions which will be discussed when we
review it. Both decoders include a
Stereo Expand control. Although it has
appeared on previous decoders, its
effects seem vastly improved. Advancing the control widens the frontal
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stage (and, depending on the recording, the sound may eventually "wrap
around"). But there is usually some
intermediate point where the recording's ambiance "pops loose," deploying
all around the listener, without any
loss in front-stage focus or positioning
accuracy.
This
ability
to
extract
ambiance, without using delay ,would
by itself make the unit a worthwhile
addition to most systems.
Ambisonics is the most important
development in recording technology in
over
50
years.
Which
means
all
American audio publications—except
one—will be ignoring it. Stay tuned for
further developments.
Before getting down to specific
products—I assume that Larry and
Gordon will have their own comments
about best sound at the show, and I
doubt that I will disagree. So let me
say something about the most seductive sound. Meridian makes bi- and
tri-amplified speaker systems of a
most unusual design, along with a
modular preamp system that can be
customized for any particular need.
The sound was so "right," and so
appealing, that I left the room in a
slight daze. I was sorely tempted to
replace all my esoteric equipment with
the Meridian system. If you are sick
and tired of the audio rat race, give
Meridian a long, hard listen. You may
live happily ever after. (Also recommended to rich audiophiles who want a
sophisticated
system
for
den
or
bedroom.)

Tumbles, Toneanns, and Pickups

Pickups were no surprise. With the
biggest turnout ever at the SCES,
prices were higher than ever—about
$200 for a simple half-and-half.
The big surprise in 'tables was AR's
reintroduction of their classic beltdrive design. Although now housed in a
cute wooden cabinet, and having a felt
rather than a foam plastic pad, the
'table's inner frame is made with the
same tooling used for the original
model (except for one change which
permits arm interchangeability). No
specific claims are made for sound
quality, except unusual resistance to
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both shock and acoustic feedback.
Projected price is $280 without arm,
$430 with. It's on our test list.
We received an interesting demonstration
from
one
of
the
Stax
representatives. After playing a record, he removed the turntable's belt
and turned the platter by hand. There
was a noticeable reduction in midrange
"grundge"! However, he was turning
the record a bit too fast, and I have
noticed that treble boost tends to
mask midrange distortion. So the case
is not quite proven. On the other hand,
this demonstration would explain a
great many things ab-out the apparent
differences in turntable "sound." Perhaps vibrations in the record are
transmitted through the platter to the
motor, which has its own set of
mechanical resonances. These color
and smear the sound, which then
bounces back to the record surface,
vibrating the stylus in an obscene
parody of the original groove motion.
If this is so, then a belt-drive 'table
would tend to sound "cleaner" than
direct drive, since the motor is betterisolated from the disc and platter.
Another
thought.
Last
year
I
suggested making the platter from
some material whose mechanical impedance matched that of the record
vinyl. In this way, any vibrations of
the disc would pass onto the platter
without reflecting back to the disc. If
the platter were thick enough, all
these vibrations would be absorbed
before they could return to the disc
surface. Much to my surprise, Goldmund had the same idea and was
selling $3000 turntables with methacrylic platters. The application of
these ideas to producing cheap, superb
turntables should be obvious. That
"one word" to "The Graduate" was
never more apropos. Enough
said.
Visions of patents are dancing in my
head.
Nothing in tonearms seemed new.
But both Signet (Audio-Technica) and
Dynavector
have
pickups
with
an
unusual new stylus, shown in the
accompanying drawing. The idea is to
mimic the Van den Hul, without having
its extremely sharp tracing edge. Both

companies claim tracing almost as
good as the VdH, relative freedom
from critical VTA adjustments, and
virtually no change in tracing radius as

the stylus wears. (Which may be moot.
See "Stylast" further on.) Both have
been ordered for review. The comparisons should be fascinating, as one is
MM, the other MC, and both will be
tested with the same preamp (Acoustat).
Goldring is now making a movingcoil pickup (in England), and Stax has
announced the reintroduction of its
CP-Y capacitative pickup.

Tuners

There have been no breakthroughs
in tuner design since Tandberg introduced its 3000-series tuner several
years ago. However, Carver is making
the signal processor of the TX-11
available as an outboard system. Since
it works in the audio band (not at RF),
it could just as well be used to
rejuvenate badly-worn stereo discs
(provided the recording is reasonably
clean when played in mono).

Amplification
It is difficult to rriake assessments
of amps and preamps at a show, where

there are no references, and less time.
There were no claimed breakthroughs,
but two exhibits were interesting.
Electrocompaniet
was
eliciting
the
cleanest, most limpid and relaxed
sound I've yet heard from the ESL-63.
(My reaction here was identical to
hearing Acoustats driven by Bedini,
two years ago.) Gordon, are you sure
tube electronics are necessarily the
best way to drive 'Stats?
New York Audio Labs, the people
who
own
Julius
Futterman's
OTL
vacuum-tube
patents,
were
finally
getting some good sound from their
ESL-63s. (In past years the sound has
been irritatingly dry and grainy.) Iwas
treated to a convincing demonstration
of how simply changing the power
supply can affect an amplifier's sound.
Unfortunately, I preferred the amps
with poorer regulation; they seemed
more
open and detailed.
(It was
suggested that I was responding to
higher levels of IM and hash. Okay.
Maybe I don't know how to listen.)
PS Audio has combined the IV
preamp and Two C power amp into an
integrated unit "with no compromise."
The British have a reputation for goodsounding integrated amps; maybe it's
time for us Yanks to catch up. The PS
Elite
is
less
expensive
than the
separates it replaces, and may also be
the only way an audiophile can get
good equipment past his wife and into
the living room.
Finally, a few words about Audio
Research. Their newest tube amp, the
D-70, sells for about $2000. Recognizing that this is a high price for a 65
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The Small
Yet Surprising
Morel MLP-202.

THESE ARE THE REMARKABLE small
loudspeakers whose smooth response
and open, dimensional sound are at
least on a par with the finest units of
many times the 202's size and price.
Morel has designed and built
speakers and driver units in Israel for
over eight years. Now, with the U.S.
introduction of the model MLP-202,
Morel is prepared to offer the demanding
audiophile the highest possible quality at
an extremely reasonable cost. ($198.
each)
Morel's drivers, manufactured to the
strictest tolerances in our own factory,
incorporate several notable
technological advancements. Utilizing
hexagonal voice-coil wire, unique
magnet structures having no stray
magnetic fields, and special adhesives
and coatings, the Morel drivers are
exceptional in rise time and coherence.
Also, the oversize (3") voice coil in
our woofer and the ferrofluid tweeter will
allow Morels to handle the wide dynamic
range of your digital recordings with
plenty of room to spare.
Please write for details:
morel acoustic ltd
industrial area b, po.b. 140, ness ziona
70 451 Israel. tel 054 -70796, telex 31951

morel

morel acoustic usa
414 harvard street. brookline, mass. 02146
u.s.a. tel. (617) 277-0111

wpc amplifier, they produced a promotional brochure explaining the circuitry
and design philosophy of the D-70.
After a thorough discussion of what
they do and why they do it (marred
only by the lack of a schematic to
clarify the technical points), the paper
ends on a blazing note of "we're right,
just about everyone else is wrong"—
and does so without insulting anyone's
intelligence, or hurting anyone's feelings.
This new aggressiveness from ARC
is welcome. There is a larger market
for ARC products than now exists. The
right kind of advertising and promotion
would make ARC's sales independent
of good reviews or word-of-mouth. sill
Johnson could then send out review
samples without worrying that a so-so
reaction will hurt him. In a marketplace that thrives on purchases made
simply because some reviewer likes
the product (and not because the pur-

Speakers
When high-end manufacturers first
started exhibiting in the Conrad Hilton
last year, the rooms seemed to have
brighter, less bass-heavy acoustics
than those in the Pick-Congress (where
the high end used to congregate). The
situation was reversed this year, with
the C-H sounding worse than the P-C
ever did. This is one of those things
that defies explanation, and Iwas not
the only
person
to notice. When
speakers you know to be of superior
quality sound absolutely horrid, it is
impossible to make reasonable judgments about other products—which is
precisely the reason we go to the CES
in the first place.
Although there were no apparent
breakthroughs in speaker design that
we haven't already heard, there were
certain trends which bode well for the
future of speakers, especially those
under $1000/pair. Specifically:
1. The days of wimpy sound are over.
The Fried Q/2 and the Spectrum 208A
are just two examples of
300/pair
speakers with guts, attack, and life.
And
they
are
basically
accurate
reproducers. The impoverished listener
can now get some exciting reproduction without having to suffer through
high coloration.

PS Audio's Elite Integrated Amp
chaser has made a carefully considered decision), a truly successful
manufacturer must carve out his own
niche. Acoustat has done this, and we
see no reason why ARC can't either.
Yes, it will take a lot of work and
money, but it cannot but help the highend market, Audio Research, and all
its customers. Especially those who
would enjoy owning ARC equipment but
don't know it exists.

2. Speakers are sounding increasingly
"alive." Live sound has a brightness,
attack, and quickness that is rarely
captured in reproduced sound. 'Stats
have traditionally led in this area (and
still do, the only better transducer
being the Plasmatronics ionic driver),
but dynamic systems (in all but the
lowest price ranges) are starting to
show improvements. IMF Electronics'
best
speaker
(the
SACM)
is
a
noticeable improvement over the "accurate" but bland sound of previous
models. And at a more moderate price,
both Dayton-Wright and Pyramid have
speakers that are starting to sound
like "the real thing." This does not
exhaust the list.
3. Two years ago I predicted the '80s
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would be the decade of the 'Stat. I
could not have anticipated just how
right I was. Acoustat is not just one
of
the
most
successful
high-end
speaker companies, but appears to be
growing into a significant force in the
entire speaker business. And although
the recent flood of new electrostatic
designs has slowed to a trickle, it has
not ended. Bob Rieman of Acoustat
cracked that the TWO/MH is their rock
speaker. If that is so, it shows just
how sophisticated even rock listeners
have become, and the effect that
affordable electrostatic speakers have
had on the market.
Acoustat: Larry and I spent a
grueling 3 or 4 minutes comparing the
Acoustat TWO/M with the TWO/MH. The
former is purely electrostatic, while
the latter crosses over the electrostatic panels at l00 Hz to an integral
subwoofer. This makes the MagneKinetic interface so much cheaper
(since there is no need for a big chunk
of iron to handle nonexistent low
frequencies) that a woofer can be
added—and the system still costs less
than the plain electrostatic!

The Acoustat Model 2+2 and 2MH
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We agreed on what we heard.
Although the MH has more low-bass
output, it is not as clean or detailed
as the M's. Further, the MH sounds
noticeably less transparent and "alive"
than the M. It would appear that
whatever is gained in sound quality by
removing the low bass from the main
panels
is
lost
when
a passive
crossover is introduced. So we recommend the pure electrostatic, even
though it costs more than the hybrid.
Fortunately, one can be converted to
the other simply by swapping modules;
a cooperative dealer may let you take
one of each home, and experiment. A
similar bass module is available for
the THREE, although that speaker is
much
less
likely
to
need
bass
enhancement.
Advent: Advent has introduced the
6003, a small floor-standing 3-way
system. Advent once had a good
reputation, and our readers are always
complaining
that
we
don't
review
enough inexpensive equipment, so I'll
be getting a pair. But as Advent is now
owned by Jensen, who knows what the
6003 will sound like?
Dayton-Wright: The XG-8, perhaps
the most fussed-over speaker of all
time, has finally reached a point where
it is worth considering. Mike Wright
has also revived his gas-filled subwoofers. They are not only clean and
detailed, but have the ability to excite
virtually every structural resonance in
a building.
GNP: The GNP sound was muddy and
ill-defined, which was common enough
at the Conrad Hilton. But Bill Gross is
a thoughtful and modest designer who
pays attention to every detail of
speaker design, including some that
other designers don't seem to be aware
of. He goes to great lengths to isolate
each driver from its cabinet. He also
writes interesting papers on a variety
of aspects of speaker design and
performance evaluation. These are not
speakers to be lightly dismissed, and
we would welcome comments
from
dealers or readers who have had
experience with them. By the way, GNP
does stand for Gross National Product;
Bill is looking for potential employees

named National and Product.
Infinity: Infinity did the same thing
it's been doing the past few years.
They showcased a moderately priced
speaker driven with modest but good
electronics, and a decent pickup in a
simple turntable—and managed to have
some of the best sound at the show.
KW: KEF pulled out the big guns.
The KM-1 is a professional monitor
speaker designed to play both loudly

The GNP Valkyrie Speaker System

and
cleanly.
With
4 woofers,
2
midranges, 1tweeter, and 7 amplifiers
per speaker (totaling 1300 W), it ought
to. Running (if such a word applies)
over $23,000/pair, these things would
dwarf even Orson Welles. Notice the
drawing and dimensions. The height is
without the stand.
Magnat:
Magnat displayed their
ionic-tweetered speaker under their
own aegis, rather than Dahlquist's. 1
can
only
assume
Jon
heard
the
"improved" version and said, "No WAY
that turkey's gonna get into MY
exhibit." The focus, detail, and almost
palpable seductiveness of last year's
version were gone. The sound was
bright, tinkly, and disorganized. I can
think of quite a few $300 speakers
that outperform it. It is hoped that all
this is a ghastly accident, for this
speaker has the potential to become
one of the 4 or 5 all-time classics.
Meta-Physics: All loudspeakers project sound in four dimensions: three of
space and one of time. Meta-Physics
feels that this is not enough. Their
"Transcendant" model is claimed to
radiate into 8 dimensions. The stated
purpose is to allow beings on other
planes of existence to enjoy our
music. These speakers will not be sold
to people who listen to rock or disco.
Pyramid: Everything sounded terrible here, and Iknow it was the room,
because I've heard the Metronome 11
elsewhere. It is remarkably "alive"sounding and a real delight to listen
to. The Futuresonics system is a
combination of the MET 7 full-range
compact, the MET 8W sub-woofer, and
the
MET T-9 ribbon module. This
system could be to the '80s what the
Fulton 3-Modular was to the '70s.
Spectrum: Eric Johanson had the
good sense to listen to my criticisms
of the Aurora-3 last year, and has
corrected all the problems I heard. I
can now condescend to give it my
grudging
approbation.
Seriously,
though, the obvious colorations which
disfigured
the
Aurora's
otherwiseoutstanding performance are gone, and
the speaker need make no apologies. It
is one of the strong contenders in the
under-$1000/pair class.
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Acoustat electronics bring you
dramatically closer to the musical source with startling innovations in solid state technology.
Now the limits of bipolar transistors haw been overcome with
afundamentally new FET topology to bring you "tube-like sound that is astonishingly
transparent and pure.
TRANS-NOVA "
PREAMPUF1ER
Designed to meet the demands
of today's audio /video and digital applications. Acoustat's
Trans-Nova Preamp is exceed-

ingly neutral yet versatile. With
moving coil capability and avast
array of switching functions. the
Trans-Nova preamp contains
features not normally found in an
audiophile preamp while preserving the sonic integrity of the
signal path.
TRANS-NOVA •TWIN-200
POWER AMPLIFIER
Two hundred watts per channel
never sounded so pure and
clean. Unique complement
feedback circuitry provides zero
output stage distortion and true
"dual-mom; construction yields

excellent dynamic range and
stereo separation. Complex
loads are comfortably handled
due to infinite damping in a
revolutionary output stage
design.
HEAR FOR YOURSELF
Find out why the most demanding audiophiles choose Acoustat
speakers and electronics for
musical enjoyment that is unequalled at any price. Perhaps in
time all components will be built
this way. Until then, call toll-free
for the name of the Acoustat
dealer nearest you.

The Musical Source

Revolutionary by Design
3101 Southwest First Terrace
Fort Lauderdale, FL 33315
Telephone 305/462-6700
(Toll Free 800(327-3136)

Stax: The ESTA4u is an incredible
product: a self-polarizing miniature
electrostatic
speaker
measuring
a
mere 16 inches square. At $1400/pair,
it is for rich but cramped audiophiles.
The idea of a portable phono system
with these la la the KLH 11) boggles
the mind. Gordon had to restrain me
from shoving them into my briefcase
and running.
Strathearn: The Strathearn ribbon
drivers and complete systems are now
imported by Vans Audio. The ribbons
may be purchased for about $350/pair,
and a complete system, with supertweeters and subwoofer, runs about
$1500/pair. The design seems to be
improved, retaining the detail of the
older
ribbons,
but
without
their
excessive "snap." Worth auditioning.

Tape Recorders
Nakamichi unveiled the DMP-100
Digital Mastering Processor. As if you
couldn't tell by looking at it, it is
actually the Sony PCM-Fl in a black
case. Nakamichi claims superior analog
circuitry
(principally
the
use
of
premium film caps instead of tana-
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talum), and guarantees performance
specs (which Sony does not). They also
have
a remarkably
expensive
car
stereo with auto-reverse and the autoazimuth alignment system (as in the
Dragon).
Dennesen has a processor designed
to compensate for the phase shift
introduced by the sharp-cutoff filters
in digital tape recorders. (It is not
clear if the correction is for playback
only, or includes the phase shift
introduced by the filters used when
recording.) It is principally for the
PCM-F1, but other recorders (as well
as any digitally mastered recording,
analog or CD) should also derive some
benefit.

Signal-Processing Equipment
dbx introduced the PPA-1, a tiny
noise-reduction unit for pocket cassette players. Driven by the regular
headphone outputs, it has its own
amplifier and level control. Both dbx II
and Dolby-B are included at the $50
price. There is also the $99 CA-1
decoder for car stereos, much smaller
than the previous model 21. The idea is
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not so much to bring full dynamic
range and low noise
to Walkman
players, but rather to provide compatibility: you need make only one dbxencoded
tape
for
home,
car,
or
personal use.
In the same vein, AudioControl
showed the EQ-Three, a $40 five-band
equalizer for personal stereos. Where
is one supposed to store these things?
Jogging shorts don't have belts.

Accessories
Several companies have already
announced cleaning systems for Compact Discs. I doubt that anything
special is needed; a lint-free cloth and
90% isopropyl (not rubbing) alcohol
should be OK. Wipe radially, rather
than tangentially, so that inadvertent
scratches will be across the "groove",
and not along it.
LAST claims StyLast effectively
stops stylus wear. Cartridges have
supposedly racked up thousands of
hours of play, with no visible change
in tip contour. LAST says StyLast
slowly
vaporizes,
forming
a gas
bearing between
thf
tip and the
vaporized component. One application
lasts for 30 minutes of play.
LAST
also
introduced
Power
Cleaner, intended for use the first
time the record is played, and claimed
to remove mold-release agent.
(It
seems that LAST and Nitty-Gritty
disagree on how to remove MRA, and
this has caused a rift between the
firms. With any luck it will escalate
into a price war, which can only
benefit the customer.) Power Cleaner
is also supposed to get the records as
clean as a record cleaning machine,
which is unlikely, since there is no
way that wiping up excess fluid can be
as effective as sucking it off. And if
Power Cleaner is more expensive than
"regular" cleaners, it will, in the long
run, be more expensive than a cleaning
machine. Both StyLast and Power
Cleaner have been ordered for review.
dbx has an improved signal routing
system called the 400. It corrects a
* This sounds to me like unmitigated
nonsense!
JGH
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defect in the (still current) model 200--Dolby-encoded tapes may now be
dubbed from dbx sources. With illuminated pushbuttons (rather than rotary
switches), and buffered outputs, it
seems a good value at $299. I'm
getting one to see if the buffering
degrades the sound.
Ray Kimber, of Kimber Kable,
admitted that the ridiculous comments
Ihad caught in his last brochure were
put there to see how many people
would notice them. Few did; Ray claims
at least one other firm has copied
parts of the brochure, chaff and all.
Ray gave me some of his
least
expensive
speaker
cable
to
test.
Acoustat says the best Kimber cable is
their reference so that too,
will be auditioned as soon as possible.
Kimber also claims to have a reference-quality interconnect corning soon,
at 1/3 the cost of other cables.
M.
Berns
Industries
sells
prerniurn-grade phono and tone arm
connectors to those wishing to make
their own cables. Called "Tiffany" and
priced accordingly, they are handsorrbely made and finished. A pair of
phono plugs goes for $25, a single
tone arm plug (female only) for $15.
With
good,
inexpensive record
cleaning machines now common, there
is a trend toward giving the disc a
thorough wet cleaning every 10 or 20
plays, with little or no damp cleaning
(a la Discwasher) before each play.
(The idea is that, once having reduced
the record to a pristine condition, why
put any kind of liquid on the surface?)
So there is need for some good drycleaning system to remove surface
dust. The Hunt-EDA carbon-fiber brush
Ireported on last year was unsatisfactory; it left an enormous static charge.
PS Audio claims to have solved
the problem with their Zero Static
brush. The carbon fibers are highly
conductive (the "zero ohms" claim is
accurate), and run completely around
the holder, rather than being clamped
on just one side. Although the fibers
can still break off, there is now no
way they can fall out.
Unfortunately it still leaves a
charge, which although much less than

the Hunt-EDA's is still too large. The
problem lies with the conductive frame
of the brush. Apparently your body has
enough stray capacitance (to ground)
to retain the charge that separates
from the disc surface. Therefore, hold
the brush with the storage handle,
which is insulated from the frame. This
reduces the charge build-up to a very
low (but still detectable) level, which
must be eliminated with a Zerostat. It
is, however, no worse than what a
Discwasher
usually
leaves,
so
I
shouldn't complain too much. Hesitantly recommended; try before you
buy. For this reviewer, the Decca
Record Cleaner (not the brush) is still
the best way to remove surface dirt. It
works while the record plays, and
never leaves static.

Literature
The Dahlquist brochure "Hearing &
Believing—A Guide to Loudspeakers
for
the
Music
Listener"
is
an
outstanding discussion of the things
which separate a good speaker from a
mediocre one, what to listen for in a
speaker, and how to go about buying
one. All in less than five well-written
pages. It does not promote rlahlquist
products, either directly or subliminally. It is ideal for handing out to
non-audiophile friends who are about to
buy Bose 901s.
New
York
Audio
Laboratory's
"Understanding Tube Electronics" is a
fat little pamphlet loaded with technical articles about tube amplification,
discussions of NYAL's design philosophy, schematics, papers by Julius
Futterman, and every review of his
OIL amplifiers. Regardless of your
feelings vis-a-vis valve amplification,
the book is stimulating reading, and
worth owning. Every serious audiophile
ought to read and ponder Harvey
Rosenberg's introduction. It's good
advice. A visit to a NYAL dealer
should get you a copy, or you can send
$2 to 33 North Riverside Avenue,
Croton-on-Hudson, NY 10520.
Sobering Thought Department
The golden days of high fidelity are
over. They started in the middle '50s

and lasted to the end of the '70s. No
longer is record-playing equipment the
most sophisticated (or desirable) piece
of consumer electronics. Video cameras and recorders, personal computers,
video
disc
players,
pocket
stereos
and video games are all
competing for the consumer's discretionary income.
This is potentially good for the
serious audiophile, and the high-end
market. With less demand for new
products, companies will concentrate
on refining existing models. Less will
be traded in, so the price of used
equipment will stabilize. And audiophiles may start making wiser choices,
rather than jumping at every new thing
that comes along.
The Best Thing At The Show Wasn't At
The Show Department
I wish to express my gratitude to
Jerry Novetsky (a prospective equipment
reviewer
for our great and
glorious rag) for giving us tickets to
the Chicago Symphony. Carlos Kleiber
conducted the most electrifying performance of the Brahms Second any of us
ever heard. It is one thing to hear live
sound; it is quite another when that
sound is a superlative performance of
great music. For the next two days,
everything
at
the
show
sounded
absolutely terrible.
I Could Have Predicted This 20 Years
Ago Department
I had hoped the Compact Disc would
remain an expensive curiosity for at
least a few years, so that we would be
spared the kinds of sonic desecrations
inflicted on the gramophone record in
the name of "giving the public what it
wants." Philips didn't even have the
decency to wait two months. They
admit to compressing (albeit slightly)
the dynamics of their CDs, after
consumer complaints that there was
more range than their systems (or
ears) could handle.
dbx doesn't have this problem with
their encoded discs, because the buyer
knows these recordings have exceptional dynamics. Philips created the
problem by failing to educate the
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targeted
market. As
Al
Menozzi,
Magnavox' Director of Audio Marketing, puts it: "In a lot of shops that
thing is sitting right next to the
washer and dryer. Philips is not a
'tweak' brand in Europe. They are
basically, like Magnavox, a mid-line
brand."
Most of the distortions of conventional recordings (multi-miking, "EQ",
etc.), are there to compensate for the
deficiencies of cheap equipment (poor
frequency response, lack of definition
and power-handling capability, etc.).
It's easy to assemble even a modest
component system without these problems. So there is no excuse for
carrying these analog recorUiirFp-ractices over to digital.
Therefore, I urge all readers with
CD players to return any disc they
don't like—for whatever reason—and
insist on a full refund. Maybe when
Philips, et al., start getting half their
production back, we'll start getting
the carefully produced, simply-miked
recordings we deserve. At the moment
1 can make a more natural-sounding
recording on my cassette deck. (One
exception: Nimbus will release Ambisonic UFO CDs.)
Improvements In Sound Quality Are
Our Only Concern Department
Sony's CDP-101, at $900, is the nextto-the-cheapest CD player. Worried
that this might hurt their image, Sony
announced the CDP-701, at $1500.
There's Something About This That
Bothers Me But ICan't Quite Put My
Finger On It Department
In order to show its modestly-priced
electronics to their best advantage,
PS Audio borrowed a pair of Infinity
IRSs. In order to show its modestlypriced speakers off to their best
advantage, Spectrum used Audio Research electronics.
Just Because We Can't All Be /1,
Doesn't Mean We Have To Be Snitty
About It Department
Tandberg calls their new model
3014 cassette deck "St. George."
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Deja Vu /1
In the '60s, some company produced a lamp with a 6" woofer in its
base
and
a lampshade
that
was
actually a cylindrical electrostatic
driver. (With the advances in materials
and our knowledge of how to apply
them, such a design could be viable.)
The Soundlite Corporation has revived
the idea, except that there is a
miniature loudspeaker under the shade!
The curves supplied show a fairly
smooth
(if
not
especially
broad)
response, but the design is torpedoed
by the use of an overly absorbent
material for the shade. Not only are
the highs muffled, but the reflected
sound creates severe midrange colorations. Soundlite's only claim for their
product is that it is a good idea for
people who don't like to clutter up the
room with speakers. Which it is.'But if
they can't hear how bad the thing is,
and then figure out why, I'm not about
to tell them. (They were so sincere I
had trouble keeping a straight face.)
DEJA VU 12
Another product of the late '50s
was a portable transistor record player
from West Germany that could fit into
a (very large) pocket. The top of the
unit flipped up, you inserted the
record, then closed the lid. Two rubber
pads clamped the disc in place, and it
was rotated, sans turntable, in the
same way a video disc or CD is turned.
A tone arm swung out from the side to
play the disc (electrically, not acoustically). This product has been revived.
Some
bright
person
at AudioTechnica figured
that
if
personal
cassette players are so popular, why
not a record player? (This conveniently
ignores
the rapid displacement of
records by cassettes, and the ease
with which any record may be dubbed
to tape.) The product has the Popeilish cognomen of (you guessed it) "Mr.
Disk," and will be the biggest flop
since Polavision. Grab one at the
inevitable close-out sale (in about 3
months), if only as a collector's item.

Music, The Universal Language Department
Denon introduced yet another of
those little velour-pad record cleaners,
of which the world is in such desperate
need. It's called a "moisture cleaner,"
which is bad enough. But the cleaning
fluid is dispensed from a bottle plainly
labeled "moisture liquid."
I Bwoke It! I Bwoke It! Department
Seoul Electronics is a Korean firm
that wouldn't have been mentioned if I
hadn't tried to move one of the sliders
on an equalizer. It snapped off. It was
just a button glued to the front panel
of a non-working prototype. The glue
was still damp, so I pushed the knob
back and slunk away.
Don't Youse ldjits Know How To Write
English Good? Department
I'm not the world's greatest writer.
But I'm keenly aware of the difference
between good and bad writing. Unfortunately I'm forced to read dozens of
product brochures while preparing a
CES report. They get worse and worse
with each show. (The Pyramid brochures are
not unique,
but
they
manage
to
set
a new
low
for
obfuscation,
jargon,
opacity,
bad
grammar, total disregard for correct
spelling, and an appallingly illiterate
quality.) With word processors
so
common, there is no excuse for bad
writing. To me, the inability to express
oneself clearly mirrors an inability to
reason clearly and listen carefully.
One Out Of Three Isn't Bad Department
Few people are aware that the
NTSC color signal contains 1.5 MHz of
color information, but almost every
set discards all but 0.5 MHz of it!
Two-thirds of the transmitted detail
color is never reproduced. The reason
is one of money (isn't it always?): if
the bandwidth is limited to 0/5 MHz,
the color signals can be demodulated
directly. If the full bandwidth were
used, an extra delay line and more
complex matrixing circuits would be
needed.
I have long wanted to own a high-

resolution monitor, but have been
unable to find one with full color
bandwidth. I discussed the problem
with a TV engineer at the show. He
admitted the deficiency, agreed that
there would be no problem in reproducing the extra color detail, and
blamed a "We've always done it this
way" mentality for the failure of highres monitors to supply the missing
information. The extra circuitry would
add only about $50 to the retail price,
and if a slogan such as "We give you
the color everyone else throws away"
won't sell sets, nothing will.
You have been warned. A ProFeel
may have high B&W resolution, but it
is not a high fidelity color receiver.
Wait before you buy. Also, we are
about a year away from digitallyproduced television. (The IF signal is
converted to digital form, then proces sed
to
extract
video,
sound,
teletext, captioning or other special
services, and to remove ghosts and
enhance the picture.) This technology
will obsolete existing sets, and only
cost
a little
more.
Be
patient.
B.S.

Acoustic Electronics
cont'd from page 25
tweeters within the blink of an eye.
Most cables are safe; ones likely to
cause
problems
are
those
with
multiple-woven, individually insulated
strands that cross each other at right
angles (many "litz" wires). If there is
any question in your mind, a safe and
simple way of checking for stability is
described elsewhere on this page.
At $1499, this is not an inexpensive amplifier. Then again, you can
easily spend a lot more money for a lot
less performance than this one delivers. Let me express my feelings about
it
this
way:
Mobil
Oil
Company
publishes a national restaurant guide
that uses stars for quality ratings.
Five stars is the top rating; a fourstar restaurant is one good enough to
make a special trip for. As far as I'm
concerned, this is a five-star amplifier.
AE
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e can't take all you subscribers
to CES twice a year, but the least we
can do is let you see some of the more
spectacular items on display. Particularly noticeable in Chicago were the
esoteric turntables which seem to
come out of the closet for CES. On the
top left of this page is the Thorens
Reference 'table of which 170 (!) have
been sold for $15,000 each. In person,
this is a truly spectacular device,
massive and sumptuous, accomodating
3 tonearms at once—though still its
only function is to turn a record at 33
1/3 RPM. At the opposite end of the
price spectrum is Acoustic Research's
reincarnation of the AR turntable,
costing a mere $269 without arm.
The Thorens Reference does not sit
alone as a representative of massive
record-turning. Next to the AR on page
47 is the Entec solid granite-based
turntable complete with air suspension
and air bearing, weighing in at 205 lbs.
and costing $4500. Ultra-elegance also
is represented among other turntables,
notably the Michell (page 47, left
center) costing a reasonable $1190;
the Dunlop Systemdek; and the Goldmund Reference from France (right

4()

column above the Granite) which will
set you back approximately $10,000.
Micro-Seiki of Japan was showing the
model
RX-1500
(page
46,
center)
priced at a seemingly reasonable $995
and the now-discontinued BL-91 (top
left) costing $799.
Nor is this a complete list of even
the
fancy
tables:
left
out
are
Nakamichi, VPI, Gale, Lux, Sony, Linn
and Denon—not to mention the inexpensive players which abound at CES.
How can it be worth $10-15,00 just
to rotate a record? Idon't think it can
be, but consider that all the unnecessary vibrations present at the stylus

•O
'Ó
(which these sophisticated and massive machines are designed to prevent)
will be faithfully amplified by the rest
of your home reproduction chain—only
to obscure the music you want to hear.
The turntable could conceivably be the
most important place to spend money
since you can't get rid of those
vibrations once you have them, without
getting rid of some of the music.
Just for balance we've included a
dimunitive JVC Compact Disc player
(page 46, bottom) which for $900 buys
you
the
equivalent
of
turntable,
tonearm, and cartridge.
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THE AUDIO CHEAPSKATE
Leave It Alone
One of the great things about the
Compact Disc is that you don't have to
worry so much about record care and
hygiene.
No more
worrying
about
tracking force, anti-skating, vertical
tracking angle, overhang, stylus wear.
No more worrying about scratches,
fingerprints, ticks and pops, warps.
No more hassling with cartridges!
Hallelujah! Of course, at least one
company is coming out with a product
for cleaning Compact Discs—leave it
to the accessory manufacturers to
come up with superfluous items. (You
want to clean a Compact Disc? Simple!
Take a Q-tip, dip it in isopropyl
alcohol—not rubbing alcohol—and keep
swabbing the disc in a radius from the
center outward. Do not clean the
record along the "grooves," or more
accurately, the tracks.)
The only thing wrong with the
Compact Disc is that it helps to do
away with hi-fi angst—the little rituals
so many audiophiles are fond of
following. In a word, tweaking. You
can't tweak the Compact Disc—unless,
like me, you commit the ultimate
heresy and use tone controls
to
improve the sound. More on that in a
future column, but I'll just say now
that I find that Quad 34 preamp
wonderful with Compact Discs precisely because Ican tame the sound when
it gets aggressive. Actually, the Quad
preamp does not have conventional
tone controls—but rather filtering and
tonal balance controls. I'll go into all
this in a future column. The Quad 405II power amp is excellent too, and is a
real bargain—in Britain. But it's not
the best choice for inefficient lowimpedance speakers—e.g. Acoustats.
Ihave—or had—a friend who drove
himself nearly crazy with hi-fi angst.
He worried about everything. As soon
as he "solved" one problem, another
arose to take its place. If he bought a
cartridge,
he'd
return
it
to
the
manufacturer three weeks later with
some complaint—crooked cantilever,

or whatever. If he used his cassette
deck, he'd worry endlessly about the
biasing and Dolby calibration levels,
instead of accepting the fact that
cassettes are not a hi-fi perfectionist's medium. If he bought some
records, he'd take at least half of
them back to the store—warps, pops,
blemishes. Hi-fi made his life miserable. But that was okay. He was a
bachelor and had no wife to make him
miserable. Actually, I think if he had
been married, none of this angst would
have developed. Anyway, he had long
ago stopped listening to the music.
Another friend of mine, who once
worked for Advent and had to deal all
day with customer complaints, told me
that he himself made a conscious
decision to stop worrying about his hifi and just enjoy the music. If his
system sounded good, he'd leave it
alone. To hell with tweaking!
Good advice! Rega Research, of the
U.K., offers much the same advice on
the sheet that comes with their Planar
turntables. Set the turntable up and
leave the damned thing alone. Don't
even worry too much about cleaning
your records! Julian Vereker, of Nairn
Audio, another British firm, is reported to have recommended letting
your stylus clean your records. Just
let the stylus scoop the dirt away.
(This works well only with cartridges
that track at 1 3/4 grams or higher.) I
don't go along with all of this,
preferring to use moving magnets that
track at low forces—but then again, I
have hundreds of irreplaceable old
records and I'm concerned about wear.
Now some direct advice from Sam.
If you've got a screetchy or
scratchy record of a good performance, go ahead and listen. Use tone
or filtering controls and alter the
sound to your liking—the recording
engineer probably messed around with
the sound in the first place, and
there's no reason why you shouldn't
too. If you can't get rid of the ticks,
(cont'd on page 69)

ON TAPE
Two Noise-Reduction Systems:
Dolby C and dbx Il
Noise reduction systems are the audio
equivalent of perpetual motion. The
idea is to get something for nothing: a
reduction or elimination of unwanted
noise without audible side effects.
There are two basically different
approaches to NR. One is to remove
noise only during
playback
of
a
conventional recording—the so-called
"single-pass" approach—and its obvious advantage is that it will work with
any kind of recording except one
specifically encoded for the other kind
of system. Its disadvantage is that, in
order to remove noise, it must also
remove some of the desired program
material, so some creative fudging is
required in order to make the program
degradations as inaudible as possible.
Some tradeoffs must always be made,
but it is often possible to achieve a
very high degree of noise reduction
with virtually imperceptible depredations on the program material. We've
recently examined several such systems: the Packburn and KLH/Burwen
transient-noise
(tick-and-pop)
eliminators and hiss-reduction units.
The other approach to noise reduction,
the
so-called
"two-pass"
or
encode-decode
approach,
involves
mirror-image processing of the audio
signal both during the record phase
and in playback. Quiet parts of the
program,
during
which
background
noise is most likely to be heard in
playback, are made louder during the
record phase, and loud passages are
reduced in level so that the average
recording level can be increased, to
get things even further above the
noise floor. In playback, the quiet
passages are reduced in level by
exactly the same amount as they were
increased previously, taking the noise
down by the same amount, and loud
passages are expanded back to their
original level, restoring the original

dynamic range of the signal. This twopass approach can provide a dramatic
reduction of recorder-induced noise,
with a minimum of adverse effect on
the signal, but it cannot reduce noise
that was
already present
in
the
program.
Masking
All noise reduction systems rely
heavily on the aural effect called
"masking." As the name suggests, this
is the tendency for noise in any given
frequency range to be obscured by
signal
in
the
same
range.
The
usefulness of masking is that it
eliminates the need to apply noise
reduction all the time.
Single-pass systems reduce hiss
simply by rolling off high frequencies,
with the rolloff increasing as signal
level decreases. The only reason they
are even halfway successful is that
acoustical instruments produce proportionally less high-frequency energy
when played softly. This allows us to
use relatively large amounts of rolloff
when the noise
is
most audible,
without too deleterious an effect on
the music, while opening up the high
end
when
the
increased
overtone
content will tend to cover the hiss. It
is this varying HF limit which makes
dynamic (signal-controlled) hiss filters
so much more satisfactory than fixed
filters.
In a simple two-pass system, treble
rolloff during playback could be offset
by an equivalent amount of treble
boost during the record phase. Unfortunately, simplicity here is impractical, because most
tape-recording
systems simply do not have enough FIF
headroom* to accommodate the normal
overtone content of
loudly played
instruments in addition to extra treble
boost.
On
the
other
hand,
hiss
* This is the amount of space available
between maximum average signal level
and overload.
JGH
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reduction is not needed during loud
passages, which is why all two-pass
NR
systems
use
dynamic
signal
processing—which
is
to
say,
the
amount of processing that takes place
varies according to the demands of the
program.
How They Work--Dolby C
Dr. Dolby's noise-reduction system
was the first modern attempt to lower
tape hiss to inaudibility. As both pop
and
classical
recording
engineers
adopted multi-track mixdowns in the
late '60s, it became apparent that
some kind of noise reduction was
needed if the finished record was not
to be intolerably hissy. Thus was born
the professional Dolby A, which gained
rapid acceptance.
The A system divides the audio
spectrum into 4 frequency bands and
applies volume compression to each
during record and expansion to each
during playback, thus taking maximum
advantage of masking. Dolby A provides a 10 dB improvement in S/N
ratio across the entire audio range.
Dolby B was developed several
years later as a cost-effective NR
system for home use. Instead of 4band processing, it compresses and
expands only the frequency range
above about 400 Hz, where lies most
tape hiss. It too provides up to 10 dB
of noise reduction through that range.
The amount of signal compression
and expansion that take place with
either Dolby system depends on the
signal
level,
so
if
the
playback
dynamics are to correspond exactly to
the original dynamics, playback level
must be accurately adjusted to a
preset
value. This
is
particularly
important with Dolby B, where processing is limited to part of the audio
range, because any discrepancy between the record compression and the
playback
expansion
will
cause an
audible
change
in
high
frequency
response.
Dolby C was developed to meet a
demand for greater noise reduction
than Dolby B could supply. (Increased
consumer
interest
in
dbx-Il
was
doubtless another factor.) The Dolby C
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is essentially 2 Dolby Bs in tandem,
with each circuit covering a different
part of the dynamic range. The low
level one cuts in when the signal level
drops below the range of the high level
one. This
effectively
doubles
the
amount of noise reduction available
from the C. And the frequency at
which boost begins has been lowered
by one octave, extending the noise
reduction to 200 Hz (into the area
where Dolby-Wed cassettes produce a
"whoosh" background.)
The most controversial feature of
Dolby C, at least to this engineer, is
its use of what Dolby calls "spectral
skewing." This jargon refers to a
rolloff of high frequencies introduced
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while recording and a corresponding
boost of the same frequencies in
playback. It effectively reduces tape
overload at high frequencies, which
extends the recorder's effective bandwidth. But it also removes almost all
potential S/N improvement above 10
kHz. Dr. Dolby feels that people are
not too sensitive to noise in that

levels on playback if the tape recorder
inverts polarity. Dolby C supposedly
reads
both
halves
of
the
signal
waveform.
The Dolby C unit 1 tested was a
Nakamichi NR-200, using hand-selected
Dolby B integrated-circuit chips. The
measurements encompassed the encode
and decode functions simultaneously,
and were done without a tape recorder

region, so the gain in headroom is a
worthwhile tradeoff. We shall see.
How They Work—dbx
The original dbx system (now called
dbx I) was a professional NR system
introduced around 1971 and intended to
compete head-on with the professional
Dolby A. Its principal virtues were that
it offered a more than 30-db reduction
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Operation of the dbx Noise-Reduction System
of noise, improved headroom, no levelcalibration requirement, and no potential
for
changes
in
frequency
response errors when out of adjustment.
Several years later, dbx II was
introduced as a consumer version of
the system for use with recorders
(such as cassette machines) having
marginal headroom. Although the two
are not really compatible, they are
more alike than different. Both use the
same principle: a 2:1 dynamic-range
compression across the entire audio
range when recording, and a 2:1
expansion in playback, plus a small
amount
of
fixed
pre-emphasis
in
recording trebles and corresponding
de-emphasis in playback.
Performance
Dolby B has earned the pejorative
name of
"Dullby" because of its
tendency to dull the sound. This has
been correctly attributed to incorrect
level setting, but that is not the only
reason. The level-sensing circuit in
Dolby B responds only to half of the
signal polarity. Because musical signals have asymmetrical waveforms,
Dolby B will "see" different signal

in circuit, so as to preclude any
possibility of the recorder's peculiarities affecting the tests. The tape
recorder was included only for the
listening tests.
Initial
measurements
were
not
encouraging. Dolby B does not function
at 10 dB above the "standard" level (0
dB on the VU meter), and measurements showed flat response out to 20
kHz. Dolby C does work in this region,
and the measured response showed a
shelving error amounting to about +1/3
dB above 1kHz at the +10 dB level. At
the -10 dB level, both systems are
active; B was essentially flat below 4
kHz, while C showed errors starting as
low as 160 Hz (generally about -1/6
dB). Above 1 kHz, most channels
showed a +1/3 dB shelf and all had a 1
dB rolloff by 20 kHz. Both Dolby
systems showed errors approaching +/I dB, over a frequency range that
broadened as signal levels
fell. Most
importantly,
the
errors
were
not
uniform
among
the
four
channels
tested. This means that Dolby NR
could be flat in frequency response but
is unlikely to be in any particular unit
you buy. These errors would be evident
only on direct comparison with the
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Become aperfectionist.
In Two Easy Lessons.

Simply listen to Robertson Audio's remarkable
Forty Ten power amplifier and Electro Research
EK-1 pre-amp system. Their advanced design
elevates the science of sound reproduction to
pure art...satisfying the most critical listener.
Combined with the Forty Ten's unmatched
sonic qualities is unique serviceability. Its modular construction allows replacement of an
entire channel within minutes—at your dealer.
As for the EK-1, it assures the most accurate
response available due to individual calibration of each preamp/cartridge to auniversal
playback standard (cartridge
included). So—you own atrue
pre-amp system, rather than
just acomponent.
These products, which carry a
two-year warranty, prove once
again that Robertson Audio
does more than keep pace with the demands of
discriminating buyers. We set the pace. For full
details on the Forty Ten, EK-1 and the location
of your nearest dealer, write or call Robertson
Audio. Then experience the special sound of this
equipment. As aperfectionist, you owe it to
yourself.

201,A.É40,1,addies

P.O. Box 8449 Van Nuys, CA 91409
Telephone 213/994-9244

The neza soon-to-becompleted North Hollywood headquarters
building of Robertson
Audio.

source, but they would definitely be
noticeable. Although flat response is
not the sine qua non of good noise
reduction, these are the kind of errors
which are considered gross
in a
preamplifier RIAA circuit. Worse still,
the errors vary with the dynamic level
of the signal, and from sample to
sample.
Precise measurements of the dbx
system were not made. Due to the kind
of circuit used and the 1% components
employed, the maximum error possible
through the record-playback loop is +/1/4 dB. Moreover, a concerned audiophile could match resistors in the two
circuits to produce a perfectly flat
response. As discussed below, frequency
response
errors
were
not
noticeable
in
auditioning
the
dbx
system.
Listening
For the listening tests I ran my
Nakamichi 680 at half-speed and with
metal
tape,
thus
approximating a
really mediocre tape deck. This assures you that your results, even with
a tape deck possessing worse S/N
ratio, will be not worse than mine and
probably better. We thus see how these
noise reduction systems work under
extreme conditions.
My findings:
(1) dbx allows more headroom than
Dolby C. This was particularly noticeable with a copy of Sheffield's "King
James
Version,"
where
the
spiky
waveforms of the trumpet immediately
show any high frequency limiting or
compression. With dbx
II
it was
possible to record at a 3 to 6 dB
higher level than with Dolby C before
the trumpet sound became obviously
dulled.
This I found surprising, as the dbx
uses much more treble preemphasis
than the Dolby, but that's what I
found.
(2) dbx sometimes produces audible
"breathing," Dolby C is always wellbehaved. ("Breathing" is an audible
fluctuation
in
the
level
of
the
background noise that tracks signal
level changes, most often noticeable
during low-level passages.) This prob54

lem with dbx does not show up using
open
reel
tape
decks,
and
its
occurrence can be almost eliminated
on cassette decks by use of 70
microsecond EQ, as referred to below.
With most program material, dbx
removed all audible tape hiss with no
side effects. But with some types of
program material, particularly
solo
piano (Telarc 10040, Sonic Arts 01 and
02), breathing was very much audible!
And this was with peak levels hovering
around 0 dB.
The problem is that dbx, being a
single-band
system,
has
to
have
relatively slow compress/expand attack and release times to prevent it
from
tracking low frequency waveforms. Therefore it cannot act quickly
enough to eliminate noise between
individual notes in the music. (Dolby
can and does.)
Switching the Nakamichi deck's
record EQ to 70 microseconds (which
the manufacturer does not recommend
for half-speed recordFD
gave an
initial S/N improvement prior to NR of
about 5 dB, which almost eliminated
the audible breathing without any
apparent dulling or compression! And
there would be almost no possibility of
breathing problems at normal cassette
speed because the added headroom
allows the tape to be recorded at a
level even further above the background hiss.
Considering the fact that dbx II
was not designed for live recording, it
is remarkable how well it works for
that purpose. It is practical to record
a work with tremendous dynamic range,
such as Ravel's "Alborada del Gracioso,"
live,
and
hear
only
the
slightest trace of breathing in the
quietest passages, with the volume set
so that the peaks reproduce at nearlive levels. At the usual "domestic"
level, no breathing was audible at all.
(3) Dolby C's subjective noise
reduction is equal to dbx ll's—almost.
Comparisons were made using the
same live performance recorded with
dbx on an open-reel machine and Dolby
C on a cassette deck. Listening via
headphones,
there was no audible
difference in background-noise levels.

In other words, Dolby C on a good
cassette deck can match the S/N of
dbx on open reel. Except that
Dolby C throws away any possible
improvement in S/N above 10 kHz in
exchange for improved headroom in
that region. And the residual noise is
audible as a high-pitched hiss. Under
comparable
conditions,
dbx
would
either show no noise or a slight
amount of breathing.
(4) Dolby C alters the sound
significantly more than does dbx II.
Optimizing my Nakamichi 680 cassette recorder so that, without NR,
there was virtually no subjective loss
of HF response, I found that the
addition of dbx II caused no audible
change. Dolby C caused a noticeable
loss of detail, definition, openness
and "air." Levels measured as properly
matched, but even an additional 1 dB
in playback did not cause any apparent
increase in detail or FIF output. (It
should have produced a quite noticeable 2 dB increase in high end.) Icould
only conclude that the losses were a
result of the inevitable high-end phase
shift from cassette recordings, which
would
tend to
smear
peaks. The
resultant mistracking would reduce the
level of FIF signals when decoding.
dbx's longer integration time and RMS
level-sensing circuitry would tend to
make it immune to this problem.
Conclusions
These two noise-reduction systems
have quite different design philosophies. Dolby aimed at minimal levels
of breathing, and achieved it at the
expense of a high degree of susceptibility to tape recorder frequency
response errors, level mismatches and
phase shifts.
dbx aimed at maximal noise reduction and immunity to phase shift, and
achieved its goal while leaving the
door open to breathing in specific
circumstances.
In short, neither system is a clearcut winner. Both have, under "certain"
conditions, serious faults.
Open-reel tape has enough headroom and sufficient S/N that dbx II
never breathes under the most demand-

ing conditions. And the greater headroom and noise reduction from dbx Il
make level setting much less critical
when recording material with very wide
dynamic range.
Neither
of
the Dolby
systems
offers any more noise reduction than
dbx II, and both add the complication
of accurate playback-level matching
and the risk of response-error exaggeration. For open-reel recording, either
"live" or from discs, dbx-II is clearly
the NR system of choice.
With cassette recordings, the issue
is less clear-cut. Both Dolby systems
are "safe"; you'll never hear them
breathing under any circumstances. On
the other hand, either may cause highend dulling under conditions where dbx
would not have misbehaved.
And there are other complications.
If you already own a good cassette
deck, you may be reluctant to trade up
to one with dbx Il or Dolby C. But
there are only two outboard Dolby C
units available: the expensive Nakamichi which also includes Dolby B for
playing your old cassettes, and a
cheaper Sony unit which does not.
Clearly, the cost of the Nakamichi NR200 is justified only if you also collect
open-reel tapes and want a better
Dolby B decoder than the Integrex.
The safest course of action is this:
If you want Dolby C for cassette
recording, and don't need either Dolby
system for open reel, trade in your
cassette deck for a good one with
Dolby C. Then add a dbx 222 or 224 to
permit recording dbx Il tape, and
playing dbx II tape and discs. If I
could afford only one high-performance
NR system it would be the dbx II. I
would rather put up with occasional
slight breathing than with the high-end
degradation of the Dolby.
Parting Comments
About 10% of the dbx 120-series
units (models 122, 124, 128) had severe breathing and "pumping" (exaggerated
dynamic-range
variations),
sometimes
right out of the box,
sometimes only after a few years of
use. All 120-series units used skimpy
cont'd. on page 59
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PUZZLER
Answer to Puzzler
The Problem:
In order to cure a bad case of
turntable rumble, Clarence W. needed
to adjust its speed-change yoke so
that it wouldn't rub on the drive belt
(see diagram). The adjustment was
right behind the outer skirt of the
turntable's removable main platter, but
when the platter was removed to gain
access to the yoke, the turntable's
spring suspension raised the whole

suspension then had its normal weight
on it, but the outer platter's skirt was
up out of the way, giving easy access
to the yoke adjustment.
The Winner
Scads of readers were right on this
one. First in, though, and winner of
the free subscription renewal, was
William Y. Tomori, M.D., of Fullerton,
California. Congratulations, Dr. T!
Other correctly-answering subscribers,
disappointed
at
not
winning,

OUTER PLATTER INVERTED
YOKE ADJUSTING SCREW

DRIVE PULLEY

motor assembly so that the belt and
yoke no longer lined up at all. His
problem: How to get at the adjustment
without misaligning the belt and yoke.
The Solution:
He simply put the outer platter on
the
inner
one
upside
down.
The

Belatedly, here is the answer to the
Puzzler posed in Volume 6, Number 1:
The Problem
Tony H., hard-working and underpaid, scrimped for months until he had
saved up enough to buy a coveted
moving-coil cartridge. When he finally
brought it home, installed it and fired
it up, he was almost driven out of the
room by horrendous hum. The volume of
the hum varied when he moved the
cables, and disappeared entirely when
he
unplugged
either
one
or
both

should remember that people receiving
their issues by first class mail have a
tremendous
advantage—Dr. Tomori's
response was received 3 days after the
issue was mailed. We'll
have
the
complete list of other readers answering correctly next month.

tonearm cables from the head amp, but
so did the sound in one or both
channels. And although his cartridge
pins were not color-coded, he ascertained that grounds were going to
grounds and hot pins to hot wires.
What had he overlooked?
The Solution
He
had
both cartridge grounds
going to the cable grounds, but he had
the cable grounds reversed, left for
right. This meant that each output
signal from the cartridge would travel

to the head amp through the inner
conductor of one tonearm cable and
the shield of the other tonearm cable.
Since
there
is
always
some
DC
resistance in the cables and connectors, putting the cable near any AC
power
cord
would
induce
an AC
potential in the signal paths whose
strength is comparable to that from
the cartridge playing a disc. Ergo: very
loud hum.
The Winner
Very few of you readers got this
one. First in with the right answer
was, for the third time in a row, Don

Scott of Houston, Texas, a technological whizzkid who nonetheless forfeits
his prize because we can't keep
handing it out to the same person time
after time just because his mail
service is better than everyone else's.
Under our revised rules of the game,
no one may win more often than once
per
10 issues. Of
the
remaining
eligibles, Herbert Highstone of Oakland, California gets the free renewal
for his correct answer, dated May 9.
Others with the correct answer but
postmarked later were Chard A. Todd
of
Knoxville,
Tennessee
and
Bill
McCann of Waldorf, Maryland.

On Tape
cont'd. from page 54

Live At the Source
cont'd from page 68

power supplies which caused mistracking
and
thereby produced audible
breathing during the quietest passages
of wide dynamic range material. The
220 series has better circuitry, and
tapes made on 120-series machines
play back with less breathing on the
220-series machines. dbx has been
cooperative about repairing or replacing defective
120-series machines,
even to the point of doing the work
free though the units are long out of
warranty. If your dbx does not seem to
be doing what you'd like it to, Iadvise
returning it to the manufacturer for a
checkup.
There is a cheaper dbx Il unit
called the NX-40, which I do not
recommend. Using low voltage dbx
chips developed by Matsushita for
Walkman-type applications, it packs
simultaneous encode/decode and disc
decoding into a dinky 2- by 7- by 9-inch
package for a paltry $140 (versus
almost
twice
that
for
the
224).
Unfortunately the specs are terrible,
particularly with respect to dynamic
range, distortion and frequency response, which doesn't leave much to
be good about it. I don't intend to
review
it,
and
suggest
that
you
approach it with caution.

placing microphones or instruments
will ensure a truly awful recording. The
thing that sets a good hall apart from
a bad one is merely that the bad one
has few if any "sweet spots" while the
good one may have many.
These are truths which people with
recording experience know and accept,
which may be why recording engineers
tend to see perfection in shades of
gray rather than in absolutes. They are
also why anyone who professes to be a
qualified adjudicator of fidelity in
reproduced sound should be prepared
to build his case on a solid foundation
of on-site recording experience. To a
dedicated purist, that experience can
be chastening as well as educational.

MISCELLANY
Irrationale
We recently encountered one of the
choicest examples of audio unreason
that we've come across in ages!
A reader phoned to ask about using
a medium-mass tone arm which he
owned with a cartridge he had just
bought that required a high-mass arm.
We suggested adding some additional
weight to the headshell, to get the
total
effective
mass
up
to
the
requisite 10 grams.
His response to this brilliant idea
was "Oh, but I can't do that." "Why
not?" we inquired. "Because in order
to counterbalance the extra weight I
would have to move the counterweight
too far away from the tone-arm pivot."
"So, what's the matter with that?" we
asked. "It will raise the mass of the
arm," said he.
Think about that.
Virtue Rewarded
Item:
according
to
their
own
accounting (as required by the U.S.
Postal Service), The Absolute Sound's
mail subscribers declined by
1154
during the past year. Stereophile's
circulation, on the other hand, increased by over 2,000 during that
same period, and we'll be going up
much more in the next year. (We do not
have an official statement to back this
up, but we do have the P.O.'s mailing
records as confirmation.)
Item: in TAS's latest issue (as of
this writing), editor/publisher HP asserted that he, not JGH, was first to
adopt "faithfulness to the music" as a
"standard of reference" for sound
reproduction, and that "history belies"
our claim to precedence (which in fact
we did not make). Au contraire, Mr. P!
The "history" is that we first made
this point in Stereophile on pages 2
thru 7 of our August 1964 issue: "The
concept of concert-hall realism—the
sound of an orchestra as heard in a
concert hall—is necessary to provice a
standard for evaluating reproduced
60

sound." If HP was into audio then, he
may even have read it here first. One
of Stereophile's more interesting early
issues, Autumn/Winter-1967, in fact
contains letters from not only subscriber
Pearson,
but
subscriber
and
contributor Edward Dell (editor and
publisher
of Audio Amateur),
and
subscriber Cooledge.
These two items are not entirely
unrelated. In fact, we suspect that it
is things like item 2 which have
contributed to item 1.

Manufacturer's
Comment
Spectrum 208 Speakers
I don't feel that "the bass is
surprisingly
good,
considering
the
(bass-reflex) loading." Bass reflex,
properly done, is the best, simply
because cone motion and therefore
distortion is lower. It is distortion,
not ringing, that muddies bass. By
tuning to 40 Hz, the port controls the
cone over the critical 20-to-80-Hz
region. The results are obvious.
The middle range is where we really
worked long and hard. What sacrifices
we
made—listening
to
Amanda
McBroom 20 times in 2 weeks!
You may be interested in the future
of the 208. It is getting a cosmetic
overhaul right now—something that is
sorely
needed
from
a marketing
viewpoint. (The price will not change.)
Maybe bigger fuses someday . ..
We have an improved version with a
heftier woofer and a new crossover.
The bass and ;nidrange improvements
are so great that the high end now
sounds sorry, so this will probably get
a dome and end up putting the system
in the $400 range.
Richard Saf fran
Spectrum Speakers

LETTERS

About "MAC
Mr. Sommerwerck should not prejudge all TEAC open-reel recorders on
the basis of his experiences with a
cassette deck
and other
people's
opinions.
I have owned both Sony and TEAC
open-reel machines and Technics and
TEAC
cassette
machines,
I have
worked
with
Revox
and Otan i in
professional radio production work,
and in professional choral singing in
Canada I have experienced the sonic
results of Ampex and Studer from
recordings made in the CBC studios in
Vancouver and Montreal. As SHOULD
be expected, the Ampex and Studer
results were "professional quality" ..
if a person overlooks the way the CBC
consistently screws up on the production end of things. The machines
record and reproduce essentially what
is fed into them.
I had occasion to work in an FM
station from the ground up as a new
station. There was originally an Otani
in the studio. Yes, it does have a solid
professional "feel," but I was never
all that impressed with its sound
quality. Then came a Revox. When
compared with the Otan, it seemed to
be lacking in both "feel" and sonics.
Then, for a period of time, there was a
TEAC 3300. It also had the solid feel
of the Otan, but that's where the
similarity ended. It ran circles around
both
Otan i and
Revox
in
sonic

accuracy. I was not the only staffer
who felt this way .. .and it was an
old, used unit to boot.
My own recording hobby started out
with Sony cheapies. They were all right
for the purpose, but I soon tired of
pressure pads and their attendant
problems and stepped up to a TEAC
2300S. After getting a couple of initial
problems squared away under warranty,
it is still going strong after 10 years
of use. Ialso own a 2340SX and a 6100
Mk 11, the latter having been used to
record live performances
of
local
community
orchestras,
choirs
and
Ankara singers, etc. Some VERY clean
recordings have been obtained.
The TEAC 6100 came from the
factory very well calibrated. The 2300
and 2340 did not, but after some very
fussy tweaking they now sound about
as good as the 6100. Perhaps TEAC
pays different degrees of attention to
final factory calibration based on
retail price?
A few years ago, after having
become disenchanted with a Technics
cassette deck, I bought a cheap TEAC
cassette deck which worked quite well.
Based on this and on TEAC's reputation, I bought another TEAC cassette
deck, but on this one the head was
grossly out of alignment.
Unless a person can afford a
Studer, Ampex or Crown, my opinion is
that, dollar for dollar, you can't beat
a TEAC open-reel machine. Someone
who is critical about his recordings is
going to calibrate his own machine
anyway, so the seeming lack of TEAC
factory-adjustment
care
is
of
no
concern
to
him.
When
you
need
consultation on repair work, you can't
beat the knowledgeable service managers at the Factory-Repair Facilities.
One
other
comment
about
Mr.
Sommerwerck's
article:
Why
is
it
necessary to stop a tape's fast wind in
less than 3 seconds? If the brakes
grab hold that quickly, there is a very
high risk of tape stretch when using

small reels or thin tapes. (This is the
voice of experience!)
All in all, Iam sold on TEAC openreel recorders. Any serious recording I
do is on TF_AC open reel; it beats any
cassette cold!
Paul F. Becker

Tuner Reports
Why don't you ever review FM
tuners in Stereophile? Certainly a lot
of your subscribers must listen to FM
and want better sound than they are
getting.
Jeff Hornby
* ¡'rue, a lot of them probably do.
Unfortunately, the godawful sound that
characterizes most FM reception is
not due to sonic shortcomings in
available tuners, but to rotten equipment at the radio stations.
There are
other problems. The
equipment required to test tuners is
expensive,
sophisticated,
and
not
multi-purpose. In some locations simple listening tests might be of some
avail, but in Santa Fe we have one FM
station worth listening to and it
broadcasts, somewhat feebly, from 60
miles away. This is opposite to the
situation of most FM-listening Stereophile readers who live in RF-crowded
cities where a key tuner feature is
selectivity.
All this is a somewhat lame excuse
for why we're not doing something
that's difficult and expensive. There
have been a number of letters asking
the same question as yours, so it
looks like we'll have to get off our
duffs and review tuners. Any volunteer
reviewers??
The Ugly Digital
I suggest you learn to hear the
ugly quality added to winds, brasses,
and strings—solo or concerted—in all
audio signal passed through the A75)
DIA process. Don't be beguiled by the
lack of noise and the lower wow/flutter. Music is made ugly by the
process, in my hearing experience.
Don Sivesend
We find it truly fascinating that digital
(')"_•

sound has no middle ground. Those who
like it believe, on the basis of their
hearing experience, that it is the most
accurate recording medium ever contrived. Those who don't are hysterical
in their condemnation of it, using such
words
as
"horrible,"
"grotesque,"
"filthy", and of course "ugly" to
describe what they don't like about it.
(Whatever happened
to "Not very
good"?)
The impassioned intemperance of
these criticisms should be a tip-off to
any neutral observer that there is
more involved here than the considered
criticism of a new recording medium.
The general tone is in fact surprisingly
like
that
with
which Fundamental
creationists attack Godless Commie
evolutionism.
It
is
the
rage
of
frustration,
born of a completely
unsupportable gut feeling that something ought to be, and made even more
infuriating by the evidence that other
people don't seem to think it is.
So far we haven't received one
letter which says, "I played one of my
favorite analog records,
taped the
preamp output on a digital recorder,
and compared the two. The digital tape
ruined the music and made it ugly."
Stereophile readers will remember that
tha t's exactly what we did
when
testing both the Sony PCM-1 and PCMFl—but we found the digital sound
slightly cleaner even than the original,
presumably because the high frequency
mistracking from the disc was not
preserved on the digital tape. Of
course there are a lot of just awfulsounding digital sources, most of them
analog discs of digital records. We
don't like them any more than anybody
else. But after you've heard live
digital tapes which are exquisite, and
some of the Sonic Arts records which
are gorgeous, you simply have to
conclude that it's not the process of
converting analog waveforms to numbers and back again (phase-shifting
radical filters and all) which make
digital sources sound bad. And if the
digital process does have this potential
for exquisite
reproduction
it
should be pursued for all its worth
since so many of the problems inherent

in analog recording are thereby eliminated.
Audio fundamentalists still have
the
choice
of eschewing
anything
digital, and they will continue to have
it for the foreseeable future (analog
discs will be around for a long time to
come). But their refusal to adopt
digital as a program source will simply
confirm what we at Stereophile have
suspected for lo these many years:
that the purist's salaams at the altar
of accuracy have a ring of hypocrisy.
For the rest of us excellent digital
reproduction is much better than even
unusually good analog sources, with
the
possible
exception
of
30-ips
master tapes which we don't get to
hear (and we don't think they're better
than digital master tapes). On the
other hand,
bad digital recordings
(especially the analog discs of digitally mastered tapes) can be very bad-but if you've heard one good digital
tape, disc, or Compact Disc, and
we've heard many, good in precisely
the things that matter most (preservation of timbrai
accuracy,
dynamic
range, subtle detail, and recording
ambiance), how can it be the AID and
DIA converters that are wrong with the
bad digital recordings? It must be
something else wrong with them.

Questions
Here are some questions I would
like to see answered in Stereophile.
What are the differences between
the Acoustat 3s, 4s and 2+2s?
How do the Acoustats rank with the
Dayton-Wright XG-I0 Mark Ills, which
I own?
How about reviewing more high-end
and fewer middle-fi speakers, amplifiers, etc? Your comments on the midfi stuff just confirm what I already
know: that these items have major
shortcomings which preclude their use
by an audio perfectionist.
Could I see some comments about
Class-AB versus Class-A amplifiers?
Is Class A really
approach?
The

differences

a superior design
Paul A. Brown

between

the

various

Acoustats are in the number of panels
and their configuration. The model
number gives the number of panels; the
"Plus" designation indicates that half
the total number of panels are stacked
above the other half, rather than being
placed side by side (as is the case
with the 6 and 8 models, which more
consistently would be called 3+3 and
4+4).
Generally: The fewer the panels
that are arrayed side by side, the
better the stereo imaging. The more
panels arrayed side
by side,
the
deeper the low-frequency range (that's
good!) and the greater the excitation
of low-frequency standing waves in the
room (that's bad!). Thus, in a room
which tends to be on the bass-heavy
side, it is better to use a narrow
system than a wide one. The bass
range
(how far down the speaker
goes) that was lost through going to a
narrower system can be made up to
some extent by going to a stacked
("Plus") model.
The stacking also confers another
advantage: when the radiating source
is a line extending from floor to
ceiling, the normal tendency for a
vertical
line
to
beam
its
sound
horizontally is minimized; Plus-series
Acoustats produce far less change in
balance than the non-stacked models
when one stands up or sits down.
Since we are not certain that the
latest Dayton-Wright
that we auditioned was a Mark III, we can't give
you a definitive
comparison here.
Generally,
though,
the
D-Ws
have
tended to be very middleish, with a
taut but tapering low end and a
markedly rolled-off high end. This
middleishness (!!) results in DaytonWrights sounding right there, in the
room
with you,
sometimes
to
an
inescapable degree; if this characteristic is what you value greatly
about your D-W's, the Acoustats will
not please you as much.
What's a magazine to do? Every day
we get a letter from someone telling
us to test more affordable components
and another letter from somebody else
telling us to test more high-end (i.e.,
unaffordable by many of us) compo-

nents. Since we obviously can't please
everybody, we will simply continue to
cover both the affordables and the
high-end stuff.
Generally speaking, Class A is a
purer way to run an amplifier, which is
why virtually all preamplifiers are run
Class A. The penalties are in size of
heat sinks, cost, and power consumption (heat generation)—none of which
are significant problems with preamplifiers. Class AB amplifiers always run
in
Class
A some
of
the
time,
depending on where the bias voltage of
the output transistors is set. The
higher the bias voltage, the larger the
portion of amplifying done in Class A.
At a certain point the bias voltage is
so high that the output clips before
the amplifier leaves Class A and this
is when the amplifier can truly be
called a Class A amplifier (it's no
coincidence that most Class A amplifiers have low power ratings). Most
designers have found that a compromise can be reached where a "rich"
(high bias) Class AB amplifier can be
made to sound virtually as good as a
Class A design. Certainly there are
many other factors entering into the
design and manufacture of amplifiers
that make a larger difference than the
bias setting.

Calibrated Neutrik
Have you calibrated your Neutrik
AudioTracer? It is not accurate in the
top octave. Our 208A speaker has a
peak of approximately 4 dB at 15 kHz,
which really doesn't show up on your
curve. If you were far enough off-axis
to kill the peak, the middle range
would not be so flat, so I think it is
your
equipment. Our measurements
were made with IQS/Apple and FFT,
with a calibrated AKG microphone.
Richard Sat fran
Spectrum Acoustics
Ve-ry interesting. We do in fact apply
error correction to our Neutrik Audiotracer,
to take into account
the
presence of exactly the same-shaped
peak in its microphone's high end as
you described in your speaker. The
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error is normally subtracted from all
the curves we run using that mike, but
what probably happened in the case of
the 208A should be fairly obvious if
one thinks about it.
On the 208A curves, the correction
that was done to compensate for the
Neutrik mike's peak left a hump at 15
kHz which looked exactly like what we
get when the correction is not applied.
So,
the
correction
was
evidently
applied again, doing away with the
hump that was supposed to be there.

The following is a copy of a letter sent
to Audio magazine by one of their
subscribers who asked that we print it
because he figures they won't. We are
printing it in its entirety as we
received it.
Jay Butler, Publisher
Audio
1515 Broadway
New York, NY 10036
November 7, 1982
Iwould like to add my voice to those
who have already written to you in
regard to your policy of not permitting
competing audio publications to place
ads in your "Audio" magazine. Irefer
you to "The Absolute Sound," Volume
7, Number 2, page 5; Number 26,
pages 188-191; and Number 27, pages
8-10. In fact, in Number 25: "This will
be a disaster for the underground
publications." The quote is probably
true, at least for "The Audio Critic,"
but it could have added further the
possibility of damaging the customer
or consumer of such magazines. On
March 25, 1981, I sent $30 to "Audio
Critic,"
Box
392,
Bronxville,
NY
10708, based on an ad in "Audio,"
March 1981, page 66. To date, Ihave
received nothing from "Audio Critic,"
even though I wrote them on 1/30/82,
4/14/82 and 7/27/82. They have never
responded to any of my letters. This
does not count the letters Ihave sent
to "Audio" on 4/16/82, 5/26/82 and
10/26/82, and to "Stereophile" on
8/23/82, and to Publishers Clearing

House
on
4/14/82,
5/26/82
and
10/27/82.
Since "Audio" refused to take
(undergrounders') ads after 9/81, a
policy that has infuriated many publications
and customers,
you
have
undoubtedly contributed if not directly
caused the demise of "Audio Critic,"
which has led to my personal loss of
$30, with its attending frustration,
futility of letter writing to irresponsive people, aggravations, etc.
Another viewpoint, from "Stereophile," Volume 5 Number 4, page 28:
"When told about the difficulty that
some subscribers had experienced in
obtaining the promised refund on their
subscriptions, Mr. Aczel blamed the
delays on the lack of good clerical
help. He said all of the requested
refunds had been mailed out by now.
We asked him why he planned to
continue publishing "The Audio Critic"
if it was so unprofitable. His reply was
'What am Igoing to do about all those
people who have already paid money
for the magazine?' It appears to have
never occurred to him that he could
give the money back."
The least you could do is contact
Peter Aczel of the "Audio Critic" to
determine the reason for my lack of
refund. Is it your ad policy or his poor
clerical help or whatever? Please do
not expect me to accept future issues
of his magazines in the event of its
reincarnation. I do not care to deal
with incompetency or irresponsibility.
On the other hand, if you determine its
extinction, bankruptcy or decline is
due to your ad policy, I assume the
responsibility is yours, and you will
provide the refund to me.
Copies of this letter will be sent to
"The Absolute Sound" and "Stereophile" for possible publication. Whatever your response, it will also be
copied and sent to same for the same
reason; to keep the readership fully
informed.
Let's hope you return to your
former superior ad policy so I may
renew,
instead
of
cancelling
my
subscription to "Audio" in May 1983,
the
date
of
my
last
issue.
David L. Gray

'Mere is no law that says a magazine
has to sell advertising space to all
corners.
It
can refuse to accept
advertising for any kind of product it
chooses to, just as it can refuse to
publish articles about a topic it feels
would bore or offend its readers. And
as long as all advertisers of a barred
product are turned down, there can be
no
question
of
discrimination
or
restraint of trade, even though those
prospective advertisers might want to
promote products which could "compete" with the magazine.
Audio had been getting complaining
letters about nondelivery of subscriptions from "underground" advertisers
for years before they elected to
prohibit all such from advertising. Our
own publishing schedule and circulation
department was in such disarray for
many years that we may in fact have
been a major reason for Audio's
decision to boot us all out. All
widergrounders, being understaffed (at
least initially), have had problems
servicing
subscribers
and,
often,
making ends meet. The fact that most
have fallen by the wayside is evidence
that a firm financial foundation is not
one of their characteristic attributes.
But as a magazine carrying "undergrounder" ads, Audio had no legal or
moral obligation to ascertain their
financial stability before accepting the
ads.
The principle of caveat emptor
applies here just as in any other
corner of the marketplace. You "took a
flyer," as it were, when you sent your
money to an advertiser you obviously
did not know enough about. That you
may never see anything for that money
is not Audio's responsibility, any more
than it is their fault if a dealer who
advertises there gives its customers a
hard time. Audio accepts ads in good
faith; if they find that faith unjustified, they refuse to take future ads
from that dealer. It is their right to do
that, too. But their legal responsibility
ends there. Whether Audio Critic's
demise (if indeed it has died) resulted
from mismanagement, denial of Audio's
advertising space, or simple boredom
on the part of its readers, is not only
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going to be impossible to ascertain, it
is beside the point anyway. Audio owes
you nothing. Sorry, but that's the way
it is.
We suspect that Audio Critic's
problems are not a result of Audio's
decision, although that may indeed
have been a factor. But please note
that
it does
not
seem
to have
destroyed any of the other "undergrounders." Stereophile has in fact
been
gaining
circulation
in
past
months, which only goes to show that
Audio's classifieds were not all that
crucial to an undergrounder that has
something
of
substance
to
offer
prospective subscribers.
JGH

Publisher's Note:
in a way it's fortunate that we took so
long to publish this letter, since it's
now possible to test the writer's
hypothesis. As of about a month ago
Audio's new publisher (Marlene F.
Jensen)
changed
the
policy
with
respect to magazine advertising; Audio
now accepts advertising from any
magazine that wants to pay their
rates. If Mr. Gray's hypothesis is
correct, Audio Critic will place ads
anew, and those -era who sent Peter
Aczel our hard-earned dollars, including yours truly, will see the remainder
of our subscriptions fulfilled. I would
suggest that this is extremely unlikely, as witnessed by the fact that a
reprint of an Audio Critic review from
their upcoming issue has been out for
almost a year; and further suggest
with no malice towards Peter Aczel
that anyone who sends more money to
Audio Critic demonstrates great foolishness.
The flap about Audio and magazine
advertising is a false canard. The real
problem for "underground" magazines
ts that they (we) assumed we could get
away with miniscule marketing efforts
for our products, and in fact we could
as long as audio was in its heyday and
it was possible to ride on the coattails
of
Audio's
marketing
efforts.
If
Audi6rFir year boycott of advertising,
which I think was stupid and did Audio
no good, has served to get theses

magazines off our butts it will have
served a useful purpose.

Off the Pile
Shame on you! Calling your record
recommendations "lop of the Pile."
Everybody this side of a hibernating
troglodyte knows that you don't stack
records in a pile unless from an
unconscious desire to warp the bad
ones
at
the
bottom.
So
you're
definitely right about needing a better
title for that list.
We can
probably eliminate the
following at the outset: J. Gordon's
Gems, J. Gordon's Goodies (sounds
vaguely porno!), Superdiscs, lop of
the (Turn)Table, and Platter Picks.
No, I don't care for those either.
What's needed is something short and
snappy, like the names of the really
classy awards—the Oscar, the Ernmy,
the Tony, the Hugo, etc. My proposal:
The Sparkler.
The recommended list would be
called the Sparkler Shelf, and the
award (a used Barbie Doll sprayed
Gold) would be affectionately known as
the Sparkie. Among other things, this
would please both the audiophiles and
the music lovers, because both the
recording and the performance could
be described as Sparkling, so you
wouldn't get any letters complaining
about your favoring one camp over the
other.
If you want to go even farther out,
I suppose the best record of the year
could
be
given
the
Stereophile's
Firecracker award.
Don't throw anything at me! You
implied in Volume 5 Issue 10 that you
were desperate.
Bernard Stekoll
Not that desperate. As for the warps,
conea-ir': the discs at the top of the
pile would be in an honored position,
since they wouldn't get warped the way
the ones at the bottom might.
Come on, people, you aren't trying.
If you can't do better than this, we
may be forced to continue using our
old "Top-of-the-Pile" designation for
outstanding recordings.

Live At the Source
It was January 1982, and the occasion
was the first San Francisco Bay Area's
Other Audio Society cooperative recording session. One of the members,
addressing a recent meeting, had made
a persuasive case for the necessity of
on-location live-recording experience
for judging one's own high fidelity
system, and we had agreed it would be
worth trying.
We had arranged for the use of a
cathedral as the recording site, and a
member whose particular interest was
music by Boccherini had lined up a
string quartet and a classical guitarist
for the occasion. Upon my arrival I
noted
that
the
cathedral's
many
reflective surfaces of glass, hardwood
and marble gave a single handclap a
delay time of almost two seconds, but
the decay was smooth and even, so 1
guessed the acoustics would be fine. I
finished setting up my equipment and
strolled over to where the musicians
had set up on the raised portion of the
altar (location A on the diagram).
I was listening to their warm-up,
and my first thought was "This is it!
The live, unamplified music from which
all audio blessings flow. The real
thing." To me, the sound was superb.
Then Inoticed that WP, a member with

my first thought was
"This is it! The live, unamplified
music from which all audio
blessings flow."

keen ears and experience with onlocation recording, was listening to his
microphone signal (through earphones)
with an expression of some concern.
He removed his phones and started
toward the front of the area. Meanwhile BR, another experienced recordist and a sharp-eared contributor to
"The Audio Amateur," was wearing the
same dissatisfied look while sampling

what his mikes were picking up.
I joined
them
to
hear
them
discussing whether they shouldn't ask
the musicians to move to a different
location. When a movement caught our
eyes, we all
turned
to
see
the
musicians rising in unison and moving
their chairs to a new spot (location B
on the diagram). They had noticed the
same problem with the sound that BR
and WP had.
It seems that, in location A, the
musicians had been near the acoustical
focal point of the apse, and the walls
were acting rather like a parabolic
reflector, producing a boomy, colored
sound. The new location was sufficiently distant from the apse to
minimize this effect.
When Iarrived home from the first
session and played my tape, Inoticed
a three-second burst of what sounded
like severe flutter from one take. I
was even more startled to hear the
same thing during the same passage
from another recorder that had been
taking a parallel feed from the same
mikes
as
mine.
This
was
later
identified
by
a more
experienced
recordist as echo flutter, an acoustical anomaly caused by sound waves
bouncing back and forth between two
parallel surfaces. (This is one reason
why ideal recording locations are hard
to find. JGH)
At a subsequent session we had a
similar situation. We were recording a
string/swing/jazz quartet/quintet at a
local night club whose acoustics were
doing nothing positive for the sound of
the instruments. The stage was a
large, bare-walled enclosure, on a
platform, and the resonant floor was
coupling to the string bass, causing a
heavy, boomy low end audible throughout the whole club. The result was bad
sound, even though as before the
source was that paragon of good
sound: live, unamplified music.
On a later occasion Iwas listening
to a tape produced by
a small

audiophile recording outfit, Audible
Images of Santa Clara, CA. The tape
was a Dixieland jazz collection called
Professor Plum's Jazz Band, and two
friends of mine had been involved in
the recording, each making an independent tape. I noted two things wrong
with the recording. One was a very
hard sound associated with strong
transient energy, which one of the
recordists said he had spent a lot of
time trying to get rid of. He couldn't,
because again it was acoustical in
origin. The recording environment was
hard-surfaced and bright, and the
resulting exaggeration of what is a
normal part of musical sound was
simply uncorrectable.
The other problem was a raspy,
almost bubbly-sounding edge on the
sound of the cornet—something that
sounded remarkably like an odd form of
phono mistracking except that this was
from a tape. A reviewer in a national
audio publication even ventured to
identify the noise as overload of the
sound of the cornet. The recordist who
had been at the session laughed at
this and said, "It sounds like spit,
doesn't it? Well, it was." It seems the
cornetist had put a lot of himself into
his playing, including saliva, and that
was the "overload" from the cornet
sound.
The moral here should be selfevident. While the
sound of
live
instruments may be our Holy Grail, live
sound is not always that perfect. A

bad recording can just as often result
from bad sound at the source as from
bad microphone technique or substandard recording electronics.
The absolute sound of live music is
not always that good, and is not even
absolute. * Different samples of the
same instrument can vary widely in
sound, as any violinist who paid
$50,000 for a Stradivarius will vehemently attest. So if a recorded fiddle
doesn't sound the way you think a
fiddle ought to sound, it could be
because the original instrument didn't
sound the way you think a violin
should.
We all know that some spaces make
better recording environments than
others, but making a recording in the
best acoustical space in the world is
no guarantee of a good recording. It
just improves the odds. Even the best
halls have many spots in them where
cont'd. on page 59
* It's worth noting that this unintentional jibe at one of our competitors
notwithstanding, the problems with live
music are usually different than the
problems associated with microphones,
tapes, and associated playback equipment. In this sense there is an
absoluteness to live sound—but it's
unlikely that we the listeners to tapes
or
discs
are
familiar
with
the
particular and absolute live sound
that's
been
recorded
for
us.
LA

"QUALITY MUSIC AT AN AFFORDABLE PRICE"
The ST-140 is a70 Watts per side Class "A" Power Amplifier at under $500. Designed from alisteners' point of view. the
ST-140 uses acascode differential in the front end, combined
with apower mosfet output stage. To hear the difference, call
us at (716) 652-7667.
B&K Components Ltd.
P.O. Box 331

Orchard Park. N.Y. 14127
(716) 652-7667

Cheapskate
(cont'd from page 48)
pops, and scratches, use the best
filter of all—your mind. Just think the
scratches and the surface noise away
and listen to the music underneath.
One good performance on old analog
discs is worth ten boring performances
on Compact Discs.
If you find you're unable to listen
to the music instead of the sound,
then turn off your system and start
going to concerts. Get back in the
habit of listening to the music. Stop
reading hi-fi magazines for a while,
even
this
one.
(Don't
stop your
subscription, just let issues pile up
until sanity returns.) Above all, stop
talking to other audiophiles (about
audio)! Pretend you've lost interest.
Leave it all alone for a while—then
try coming back to the music!

.1

STOP PRESS - CI-EAPSKATE
If you liked the original Advent 300
receiver, you now have the chance to
buy the Advent 350 receiver. Advent
started making these just before they
went belly-up and were bought out by
Jensen. As a result, they went out of
production before most people even
knew about them.
Stereo Cost Cutters has bought a
number of these units and is selling
them for $299—half list price. If all
you've got is $299 and you need a
tuner, preamp, and power amp it's hard
to see how you could go wrong.
I haven't heard the 350, but I do
own the 300, and can vouch for the
quality of the Holman-design preamp.
The 350 adds a tore defeat switch (to
pacify the purists). The quality of
construction overall is superior to that
of the 300—there are push buttons
instead of cheap slide switches.
The power amp section of the 350
is conservatively rated at 50 watts per
channel with a dynamic headroom of
1.85 db and apparently works well with
low-impedance loads. The tuner is
supposed to be improved over the 300,
which had an annoying tendency to
drift. It's probably not more than
okay, but the quality of most FM

stations obviate the need for state-ofthe-art. The 350 can be used as a
tuner/preamp, just like the old 300.
The number of Stereo Cost Cutters
is 614-889-2117. Availability of the 350
is limited, and it's out of production.
It's now or never.
Publisher's Note: This shameless plug
for a commercial outfit is motivated
purely
by
the
de sire
to
inform
Cheapskate readers of a good buy—we
receive neither commission nor fee,
and guarantee nothing!

Sam Praises a CD
(see Vol.6, Number 5 for the downside)
TCHAIKOVSKY
Symphony No.4, Op.36.
The Pittsburgh Symphony
Andre Previn conducting.
Philips 400 090-2.

Orchestra,

What a difference between the Philips
(and Decca) CD releases and those on
Deutsche Grammophon!
Here is
a
marvelous performance, superbly recorded—a perfect demonstration disc.
There is a slightly steely edge to the
strings (this is not the way the
Pittsburgh sounds in live performance).
But basically the engineers have got it
right—the tonal balance is excellent
(you don't get that overprominent bass
which mars Maazel's uninspired Tchaikovsky 4th on Telarc). On this Philips
recording, the miking is somewhat upclose and the sound is a little dry, but
the clarity is breathtaking. And the
transients, particularly in the fourth
movement are simply awesome (as my
teenage children would put it).
What about the performance? Unusual, and very much to my liking. It
starts out at a slow pace—no desire to
show off. You can relax and really
listen to the music; the structure of
the work comes through. For the fourth
movement, Previn finally pulls out all
the stops, bringing the performance to
a rousing conclusion. Highly recommended on all counts!

AUDIO MART
Rates: Private 35¢ a word; Commercial 75i a word. Multiple insertions must be prepaid; we do not bill
for Audio Mart.

RR SALE
SCHOEPS
CONDENSER
MICROPHONES.
Small,
single-diaphragm,
transformerless;
simply
superb in
stereo pairs. Call or write: Jerry
Bruck,
PO STHORN
RECORDINGS,
142 West 26th St., New York City,
NY 10001.
*212-242-3737*
DIRECT-TO-TAPE RECORDINGS:
REAL TIME DUPLICATED REELS (2or 4-track with optional Dolby B/C,
TypeX noise reduction); CASSETTES
(Dolby B/C, TypeX); and DIGITAL
CASSETTES (VHS and Beta) from
master tapes. Recordings from both
analog and digital masters. Quarterly
newsletter and catalog. Direct-toTape Recording company, 14-L Station Avenue, Haddon Heights, NJ
08035. VHS/Beta digital demonstration recording DTR-8217: $27 shipped.
AUDIO RESEARCH SP6E and 110B,
MINT. $1800 each, $3500 the pair.
Les, (201) 943-8082.
SALE! TECHNICS U205C Mk3 (universal mount) only $149. Also, VSP
Labs,
Spica, Nitty Gritty, David
Berning, C.J. Walker, Fried, Perreaux, SOTA, Quicksilver, Shinon,
Audio Concepts, Caldwell, Strathearn
ribbons. Some demo units available.
The Mountain Ear. Call after 7:30
MDT and on weekends. (303) 9633269.
STF_REOPHILE EQUIPMENT SALE:
Technics SP-10 turntable in massive
Mitch Cotter base with one cut and
one blank tonearm mounting plate,
$1400 or best offer (don't hesitate to

offer);
Dunlap-Clarke
Dreadnaught
250, high-power neandrethal solidstate amplifer with good reliability
reputation, $250. (505) 982-2366.
RECORDS: "MISSING LINC," Sheffield, $400. Mobile Fidelity "Beatles
Collection,"
$400.
"Sgt.
Pepper"
UHQR, $300. All New. (518) 459-1396.
OPEN REEL TAPES from studio masters.
Catalogue
$1.00.
BarclayCrocker, 313-E Mill Street, Poughkeepsie NY 12601.
CARTRIDGES, TONEARM S 40%-50%
off: Technics EPC(U)205CIII $130,
EPAIC011, Stylus Guage; Accuphase;
Koetsu; Keisiki; Denon; Dynavector;
Grace; Supex; Linn Ittok; FR64fx; All
unused/Warranty; CD Disc $17 ea.;
Box 6312, LIC, NY 11106 (212)7842939 (Eves); Box 273179 Boca Raton,
FL 33427 (305)487-1048 (Eves).
MILLER & KREISEL Volkswoofer 1B
and Satellites 1B speakers. Absolutely new. Subwoofer has built-in 400w
amp, 18-125 Hz + 3dB. Satellites
come with stands, adjustments for 36
tonal balances, 70-22,000 Hz, +
3dB. All with polypropylene drivers.
$950. Call (919)868-1206.
WANTED
Wanted AAA: MCINTOSH, MARANTZ,
Quad, Leak, Tube Type Components.
EMT 927DST, 930ST. Thorens TD-124.
Garrard 301. Altec 604's. Old Tannoy
Monitor. JBL 150-4C. EV Patricians.
JBL Hartsfield. Old Western Electric
Equipment (Tubes, Amps, Consoles,
Mixers, Drivers, Tweeters, Horns,
Speakers, Others.) Tel:(213)
5762642, David Yo, POB 832, Monterey
Park, CA 91754.
Wanted: Yamaha
2939 Eves.
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From aTradition
of Excellence
Conrad-Johnson model PV5.

$1485

Offering innovative circuitry, painstakingly implemented,
and executed with highest quality component parts, the
PV5 embodies the current state of art and technology in
vacuum tube audio circuit design. In asystem of reference
quality components, it achieves breathtaking reproduction
of live musical experiences. The PV5 will be a significant
refinement in virtually all audiophile systems.
Circuit description and detailed technical information
available on request.
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