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BUT PIONEER COULDNTI
WELL ENOUGH ALONE

WE'VE REPLACED THE WORLD'S BEST SELLING CASSETTE DECK WITH SOMETHII

For the last two years, the CT-F2121 has
satisfied more people than any other
cassette deck in the world. Because the
major difference between it and much more
expensive front-loading cassette decks was
price. Not performance.

But there remained one highly critical
group of people who were never satisfied.
Pioneer's engineers. Who were constantly
looking for ways to make it even better.

THE DIFFERENCES YOU CAN SEE.

The most obvious improvement over
the old 2121 is the new front end of the
CT-F4242.

What isn't quite as obvious is the
thinking behind it. The new push-button
oil-damped door, for instance, doesn’t tilt in
like the CT-F2121’s, or out like others.
Instead, it slides neatly up over the lighted
tape transport. So it’s easier to get your
cassette in and out of the deck.

This same kind of thinking went
into repositioning the hard Permalloy Solid
tape heads. Vertically. Right at your fingertips
where you want them. So it's no hassle to
keep them free of dust and in good working
order.

Pioneer’s engineers also put a great deal
of thought into features our competitors seem
to have given very little thought to. Features
like a three-position bias and equalization
switch, instead of the more typical two.

and flutter, the flywheel in the new CT-F4242

is massive. (In fact, it's 30% bigger than the
2121's.) Our bigger flywheel reduces wow
and flutter even further. So you get cleaner
and crisper recordings.
Then there's our new Dolby system:.
Practically every decent cassette deck

today has some sort of Dolby syster that adds

clarity to the music by reducing tape hiss. But

the Dolby in the CT-F4242 cuts tape hiss enough

to produce an incredible signal-to- naise ratio
of 62 decibels. A figure comparable to
far more expensive equipment.

And although you'li find
a multiplex filter switch on many
cassette decks, you won't find
oneonthe CT-F4242. [t's built-in.
Which literally means that you
can’'t make a bad FM recording.

If you're beginning to get the
idea that there are vast differences
between the CT-F4242 and other
decks for anywhere near the same
price, you're right.

So visit your Pioneer cealer and
listen to the most sophisticated
cassette deck ever made for the
money. Pioneer’s CT-F4242.

Once you hear it, you'll be glad
Pioneer couldn’t leave well enough

And a six tin tape drive Sha[[[ instead of the ©1977U S Poncer Lieetorics, 85 Otond Dive, Moons hie, New lersey 07074

common three, to hold your cassettes
more securely.

The point s, you'll see a lot on the new
CT-F4242 that you won't see on other
modestly priced cassette decks.

But there’s more to this deck than meets
the eye.

THE DIFFERENCES YOU CAN HEAR.

By far, the most impressive refinements in
the new CT-F4242 are the ones you can’t see.
Inside, for example, where many cassette

decks use small flywheels that can CausSe WOW Wit s wood cabmer opiional o extra cos

d Ione- #high F-dehty Components
WE BRING IT BACK ALIVE.
" — - e ———
Cr§2:28 CT-F4242
HEADS ‘Permalloy Salid” “Hatd Permalioy Solid”
recording /playback head xl.  recordingy playback hoad x).
Fernite erasing head x| Ferrite crasing head xL
WOW AND No more than 0.12% No more than 0.08% IWRMS
FIUTTER:  (WRMS) No more than » 2% (DIN}

IREQUIENCY Standard LH tape: 30 10 Standard LH tpe: 30 1o 14,000

RESPONSE: 13,000 H2 (40 10 11,000 Hz2 (40 013,000 He = T dB),
My« 3 dB., Chramiom type  Ferrichromism type wape: 30 w0
e 3010 16,000 1 {40 16,000 H% 40 (0 15,000 Hz

10 12,000 Ha = 3 di8) 3 dB» Chrormium type tape: 30
t0 16,000 Hz {40 10 15,000 Iz
* 3 dBy
SIGNAL Dolby ON'F- 48 dB {Standard  Dolby (M F: more than 52 dB
TO NOISE  and EH tapes] Dolby ON:  Dulby ON: rnare than 62 dB
KATIO 58 dH (over S kiiz, fover 5 ke standaid and
standard anc LH w@pes) LH wipct. Wihen chromium type
When chremium type tape  Lpe is used, signad-1o nolse
is used, signal-10-noise 1a1io I8 further improved by

atiois turther improved by 4.5 dB aver S kHz
4.3 dB over 5 khly.
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WHEN SOMETHING
WORKS THIS SUCCESSFULLY
MOST PEOPLE WOULDN'T
MESS AROUND WITH IT



THE PIONEER CT-F2121.

THE WORLD'S BEST SELLING
CASSETTE DECK.
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The source

of perfection in
stereo sound...

Sy 305

PICKERING
XSV /3000

Pickering’s new
XSV/3000

M
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The reviewers applaud as never before!

“...we don’t see how you can do better at any price.”
Hirsch-Houck Laboratories. Stereo Review. February 1977

“The new unit offers the stereo performance of the XUV/
4500Q (or perhaps a little better than that) at a lower
price. It seems hard to go wrong with such a combina-
tion.”

CBS Technology Center. High Fidelity. February 1977

‘“Congratulations to all concerned on a fine contender
amongst the world’s best stereo pick-ups.”
John Borwick. Gramophone. United Kingdom 1977

Pickering’'s new XSV/3000 is a remarkable develop-
ment. It possesses a totally new and different design that
makes it the precursor of a whole new generation of so-
phisticated, advanced stereo cartridges.

This has been made possible by technological advances
in two areas. First, it has an unusually tiny, samarium
cobalt (rare earth) magnet of remarkably high power that

permits extremely fow mass, and also offers high output.
Second, this cartridge features the new Stereohedron™
stylus tip, a Pickering first! This extraordinary shape has a
far larger bearing radius, which provides increased con-
tact area in the record groove. This assures gentler treat-
ment of the record groove, longer record life, and also,
far longer stylus life.

This cartridge provides remarkably smooth and flat fre-
quency response; its channel separation is exceptional,
its transient response possesses superb definition.

Truly, Pickering's XSV/3000 represents a whole new
concept of excellence in stereo cartridges . . .the true
Source of perfection in stereo sound.

101 Sunnyside Blivd., Plainview, @ PICKERING

New York 11803 “for those who can near the difference”

PICKERING & CO., INC., COPYRIGHT 1977

For turther information write to
Pickering & Co., Inc. Dept. HF
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Happy Anniversary, ABC

During the past year, much has been written about ABC'’s rocketing
from last to first place among TV nelworks. (Nobody seems to have
connected the corporation’s dramatic rise in fortunes with its acquisi-
tion shortly before of HigH FIDELITY and our sister publication, Mobn-
ERN PHOTOGRAPHY.) But in all the printed stories I read. | came across
no reference to what ABC had contributed to America’s musical life.
Since this month marks the twenty-fifth year since Leonard Goldenson
merged his United Paramount Theaters with the old American Broad-
casting Company to form American Broadcasting Companies, Inc., |
thought I would investigate that subject and, if [ found anything of in-
terest, write about it as a sort of anniversary present to our parent com-
pany. What [ did find surprised me.

Take the ABC Symphony. for example. Never heard of it? Yet for
thirty Saturdays each spring and summer from 1943 through 1948, one
could hear concerts by this orchestra under such conductors as Antal
Dorati. Maurice Abravanel, Roy Harris, Bronislaw Gimpel. Earl Wild,
and Nicolai Berezowsky. Gimpel and Wild also appeared as solo vio-
linist and pianist, respectively. and other soloists included the likes of
harpsichordist Sylvia Marlowe, pianist Gary Graffman. violinist Rug-
giero Ricci, and violist Emanuel Vardi. That it didn't capture the musi-
cal public’s imagination might have been due 1o its lack of a star con-
ductor (NBC. after all, had Toscanini) or even a permanent conductor
(CBS had Howard Barlow). But for six years, it was there.

Or how about the more recent ABC String Quartet? This, at least, |
remembered. for during the mid-Sixties, when New York's WABC-FM
was a major classical station. its top-notch quartet weekly contributed
the only live stereo music of any sort broadcast 1o the Metropolitan
area. The group not only played string quartets, but expanded for
memorable performances of such works as Mendelssohn's Octet,
Chausson's Concert for Violin, Piano, and String Quartet, and Glazu-
nov's Concerto for Saxophone and Strings.

For years until 1963 the ABC radio network was of course the outlet
for the Metropolitan Opera and, during the Koussevitzky era, for the
Boston Symphony Orchestra as well. And ABC-TV made the first tele-
cas!s from the Met: the opening nights of 1948 (Otello), 1949 (Der
Rosenkavalier), and 1950 (Don Carlos).

Perhaps most far-reaching, ABC was the first network to make that
revolutionary decision to transcribe hroadcasts: the Bing Crosby radio
show—on discs in 1946-47 and on tape thereafter. (For the full story,
see John T. Mullin's "Creating the Craft of Tape Recording,” HF. April
1976.) This decision all but transformed American broadcasting, mak-
ing editing possible and a greater variety of programs from a greater
variety of sources more readily available. Ironically. it also led to to-
day's automated and syndicated radio (see HF, September and Oclo-
ber 1977) and to the decline of network radio programming that Gene
Lees described in last month's issue.

Unfortunately, today all symphonic, chamber, and operatic music
remains the domain of independent programmers and broadcasters.
Good music "networks” generally air the shows that link them at dif-
fering times. Only the Met broadcasts remain to remind us of the time
when Americans around the country were bound together as they lis-
tened to the same good music at the same time.

The next quarter-century may change all this for the better. If so. we
ask our parent to remember the best of its past and, in its newly won
success, take the lead in the future.
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It’s time for everybody else
to start playing catch-up. Again.

From the very beginning, experts have acclaimed the
performance and feature innovations of Yamaha receivers
as nothing less than spectacular.

But now, we've outdone ourselves.

Yamaha is introducing a new line of receivers with such

unprecedented performance, it's already changing the
course of audio history.
Real Life Rated™ While traditional laboratory measure-
ments provide a good relative indication of receiver
performance, they simply don't tell you how a receiver
will sound in your living room in actual operation. So
Yamaha developed a new standard for evaluating overall
receiver performance under real life conditions. It’s
called Noise-Distortion Clearance Range (NDCR).
No other manufacturer specifies anything like it, because
no other manufacturer can measure up to it.

We connect our test equipment to the phono inputand
speaker output terminals, so we can measure the per-
formance of the entire receiver, not just individual com-
ponent sections like others do. We set the volume control
at —20dB, a level you're more likely to listen to than full
volume. We measure noise and distortion together, the
way you hear them.

On each of our new receivers, Yamaha's Noise-
Distortion Clearance Range assures no more than a mere
0.1% combined noise and distortion from 20Hz to 20kHz
atany power output from 1/10th watt to full-rated power.
Four receivers, one standard. On each of our four new
receivers, Yamaha reduces both THD and IM distortion
to new lows—a mere 0.05% from 20Hz to 20kH:z into
8 ohms. This is the kind of performance that's hard to
come by in even the finest separate components. But it’s
a single standard of quality that you'll
find in each and every new Yamaha re-
ceiver. From our CR-620 and CR-820
up to our CR-1020 and CR-2020.

What's more, we challenge you
to compare the performance and fea-

tures of our least expensive model, the
CR-620, with anybody else's most

expensive receiver. You'll discover that nobody but
Yamaha gives you our incredibly low 0.05% distortion
and —92dB phono S/N ratio (from moving magnet
phono input to speaker output).

You'll also discover that nobody else starts out with

such a variety of unique features. Independent Input and
Output Selectors that let you record one source while
listening to another. A Signal Quality Meter that indicates
both signal strength and multipath. The extra conven-
ience of Twin Headphone Jacks. Or the accurate tonal
balance provided at all listening levels by Yamaha's special
Variable Loudness Control.
More flexibility. It's consistent with Yamaha's
design philosophy that you'll find the same low distor-
tion throughout our new receiver line. Of course, as
you look at Yamaha's more expensive models, it's only
logical that you'll find the additional flexibility of more
power, more functions, and more exclusive Yamaha
features.

For example, there’s a sophisticated tuner, with unique
negative feedback and pilot signal cancellation circuits
(patents pending), that makes FM reception up to 18kHz
possible for the first time on a receiver. Plus other refine-
ments like a Built-In Moving Coil Head Amp, Fast-Rise/
Slow-Decay Power Meters, and Yamaha's own Optimum
Tuning System
Now’s the time to give us a listen. Our new receiver
line is another example of the technical innovation and
product integrity that is uniquely Yamaha. And your
Yamaha Audio Specialty Dealer is an example of uncom-
mon dedication to faithful music reproduction and genu-
ine customer service. It's time you heard them both.

If your Yamaha Audio Specialty
Dealer is not listed in the local Yellow
Pages, just drop us a line.

© YAMAHA

Audio Division, P.O. Box 6600, Buena Park, CA 90622
©1977 YAMAHA INTERNATIONAL CORP.

CR-1020 0.05% THD 0.05% IM

CR-2020 6.05% THD 0.05% IM
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COMING NEXT MONTH

‘‘Tape and the Shape of Things to Come"’
is the theme of our March issue, as we ex-
plore the long-range implications of the
latest developments in magnetic-tape re-
cording. Audio-Video Editor Robert Long
examines the impact of video cassette re-
corders upon the home-entertainment
field today and tomorrow in VCRs: A Way-
of-Life Revolution in the Making? And
Associate Audio-Video Editor Harold A.
Rodgers takes us into the professional
studio for a peek at Digital Recording—
how it differs from current technology and
what its astonishing capabilities will mean
to music reproduced in the home. Paul
Henry Lang will help us celebrate Vivaldi's
300th Birthday with a critical discography
of the baroque master. BACKBEAT talks to
Todd Rundgren and goes to a Carly Simon
recordirig session to watch Engineer Lew
Hahn in action. There will also be John
Culshaw, Gene Lees, R. D. Darrell, and our
usual complement of news reports and
reviews.
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SOLUTION TO HIFI-CROSTIC NO. 32

[EDUARD] HANSLICK: Vienna's Golden Years
of Music, 1850-1900

It is impossible to speak and think of one-
self more modestly than [Johann) Strauss
[Jr.] did. His elastic figure, unbent by the
years, will be sadly missed in Vienna. He
was a last symbol of cheerful, pleasant
times casting a fading light upon our dis-
rupted present.
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Stoky’s Rescoring

In his review of André Previn's new record-
ing of the Rachmaninoff Third Symphony
[October}, Abram Chipman asserts that
both the late Leopold Stokowski and Eu-
gene Ormandy retouched the scoring in
their versions of the work. one instance
being that violas were added to the instru-
mentation of the opening bars. Fere we
have yet another example of a music critic
writing arrant nonsense about Stokowski.
presumably through having read some-
where that the conductor was known to
make emendations to a composer's text. In
fact. the score and parts Stokowski used for
his recording were hired from a London
publisher and were returned totally un-
marked by any reorchestration. If Mr.
Chipman cannot tell the difference bet ween
violas (in the aggregate) and a solo cello.
then he has no husiness being a record
critic.

He aligns himself with the many writers
(especially American) who have asserted
that Stokowski constantly tampered with
scores when he in fact did no such thing.
Mr. Chipman should examine another of
the great musical myths perpeirated by
American critics: On the one hand they tell
us that Stokowski was a great reorchestra-
tor. on the other that Toscanini practiced
absolute fidelity 1o the printed text. Mr.
Chipman should listen 1o Toscanini's
recordings with a score in hand, starting
with Tchaikovsky's Munfred. *Do as writ-
ten,” said the conductor—and then pro-
ceeded to rescore whole chunks of the
work. to say nothing of making massive
culs in the finale (five minutes!). And lhis
changes to Mendelssohn, Beethoven, Schu-
mann, Debussy. and even Gershwin give
the lie to the myth that surrounds his name.
Perhaps one day the truth will prevail.
though I don't expect to read it from the pen
of Mr. Chipman and his American col-
leagues!

Edward Johnson
London, England

Mr. Chipman replies: Mr. Johnson
prompted some rechecking of the opening
bars in  various HRuchmaninoff Third
recordings. While | still hear the doubling
of the solo cello line in the Ormandy. I'm
prepared to concede that Stokowski may
in fuct have left the scoring ulone. My origi-
nul impression of his retouching was prob-
ably a function of the acoustical vaguries |
noted in that recording und my own expec-
tant “'set” that anything was possible from
the late maestro. Yet I can't agree that crit-
ics exaggerate Stokowski's editorial will-
fulness in general. Surely Mr. Johnson
wouldn't dismiss us insignificant the al-
terations in the closings of either
Tchaikovsky's Romeo aud [uliet or Ravel's
Second Suite from Daphnis et Chloé, on the
current London issues (21032 and 21059, re-
spectively).

Mr. Johnson, I'm afraid, fails to distin-
guish my views from those of critics whose

special adulation of Toscanini is well
known. Americun critics are not mono-
lithic. If I am occasionally too alert to Sto-
kowski’s liberties, that doesn’t uutomati-
cally make me an uriquestioning defender
of everything Toscanini did (nor, for that
matter, are all the Americun critics who
value his art). More important, my ques-
tioning of Stokowski’s revisions of scoring
does not in the leust diminish my recogni-
tion of his priceless contributions to music
through his long and full career, among
them his courageous championing of
twentieth-century masterpieces, his estab-
lishment of glorious standards for orches-
tral sonority, his popularization of good
music for children, his advancement of the
careers of younger musicians, and his mag-
ical interpretations of the music closest to
his own temperament. These will remain
his monuments for veurs to come, long after
the quibhh’ng over textual violations has
heen forgotten.

Brahmin Milstein

Although the beauty of Nathan Milstein's
tone can never be adequately captured on
records. his ideas on music and composers
are not only out of tune with the times—as
the subhead of your article “Nathan Mil-
stein: Brahmin with Violin” [November]
suggests—but ridiculously idiosyncratic.
His limited repertoire also reflects the nar-
row vision of his musical mind. I'm particu-
larly offended by his dismissal of Stra-
vinsky: “[He] wrote for violin, but he wrote
nothing extraordinary.” Music, fortunately,
does not stand still.

J]. P. Adams

Clifton, N.J.

Linear Amp Ban and the Hams

| was disappointed by your comments in
“News and Views" [October] regarding the
FCC's proposal to ban all sales of linear
amplifiers operating above 25 mHz. Illegal
use of such amplifiers by CBers is certainly
a serious problem that must be dealt with,
but the FCC's blanket ban on amplifiers
deals with the situation at the expense of
more than 300,000 American amateur radio
operators (hams) who have a legitimate
need for the equipment.

Radio amateurs, as opposed to CBers
who get their licenses by mail, are required
to pass extensive examinations adminis-
tered by the FCC demonstrating the techni-
cal knowledge necessary to properly oper-
ate an amateur station and to prove com-
petence in the International Morse Code.
Most amateur transmitters do not develop
more than 200 watts; linear amplifiers are
necessary for outputs greater than this.

By 1979 there will be more than 500,000 li-
censed ham operators in the U.S. alone, and
we do not consider our invesiment in indus-
trv “minimal and incidental,” as the Elec-
tronic Industry Association apparently
does. The American Radio Relay League, an
organization of amateur operators, and
several equipment manufacturers are dis-
cussing alternative proposals with the FCC
that would require the presentation of an
amateur license prior to purchasing gear

HIGH FIDELITY MAGAZINE



The new Bose'Model 501.
It shapes the sound to fit your living room
and your music.

The new Bose Model 501
Direct/Reflecting® speaker
captures the realism of live
music by using rocm-waell
reflections to recreate th=
balance of reflected and di-
rect sound you hear at a live
performance.

At the same time, the =x-

clusive Bose Direct Energy
Control lets you adjust the
radiation pattern of the
outward-firing tweeter for
the size and shape of your
room, and for your music.
Broader, for the sweep of a
symphony, or tighter, for the
intimacy of a vocalist.

The Model 501 speaker is design -

to create a life-like balanceof = 2

- reflected and dire%ﬁ gl
e ’ A

e . A -f F

Two extended-range,
3-inch tweeters deliver
crisp, clean hichs, while the
high-pe-formznce 10-inch
woofer procuces very deep,
powerful bass with practi-
cally no d'storzion. And an
innovative Dual Fraquency
Crossover™network lets
tweeters ard woofer play si-
multaneously over more
than an octawe, for smooth,
open midrange.

Hear the new Model 501,
the speaker that shapes the
sound to ft the way you lis-
ten to music at Bose
dealers now.

"he Direa Energy Cont-ol lets vcu
adjust theradiaton pattern of the
outward-ring tweeter.

]

TS E

und through research.

For a detailed description of the Model 501 and t-e technclogy behind it, send $1.0020 - -

Bose Corporation, Dept. PV, The Mountain, Framingham, Mass. J17J1. You will receive a

Yull-color Model 501 brochure,

a 12-page ownes's manual, and a copy of Dr. Amar Bose's article on “Sound Recording and Reproduct ont” reprinted from Technologv Review.
Cabinets are walnut-grain vinyl venieer. Patents issued and pendirg.
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A new Space Program
by Sansul.

Designed to send every audiophile into orbit.

Sansui has conquered space — the space in your
listening room. Our engineers have created a rack
to hold all your high fidelity components in one
place so theyre easily accessible and easy to
operate. And the Sansui GX-5 rack is so elegant
you will be proud to display it in your home.

The Sansui GX-5 rack is about the only EIA 19"
standard-width rack available with casters for
moving your sound system easily from room to
room. Itis 37-1/2 inches tall and can hold
every rack-mountable component. You can
also adjust the height of each unit to meet

your needs.

We have filled the rack with our choice of
outstanding Sansui components. And there’s still
plenty of room for your records. Listen to them
onthe Sansui SR-838 Quartz-Servo direct-drive
turntable, about the most elegant and stable
precision turntable in the world. Even when seton
top of so much power, the SR-838 will
perform free from all noise and
feedback

When your mood changes, listen to
your favorite FM station on the Sansui
TU-717 tuner. Reception, even of the
weakest stations, is outstanding, with
selectivity so high there is never a
problem with adjacent channel
programming.

And, of course, if you want to
preserve these treasured sounds for
years — as clean and pure as they
were the very first time you heard them — it's all
possible with the SC-3110 cassette deck, our
rack-mountable version of the SC-3100, already
well-known for its superior performance and
ultraconvenience including Sansui exclusive
Direct-O- Matic loading.

To match these outstanding components, Sansui
offers you the AU-717 amplifier with the widest
frequency response (from main-in) of any avail-
able DC integrated ampilifier at any price. With
astonishingly low distortion and noise, and wide
overall frequency response, the signal is an
ultra-faithful replica of the original. The AU-717
delivers the brilliance and all the nuance that
makes music so important in your life.

Listen through a pair of SP-L800 (or SP-L 900 or 700)
dual-woofer speaker systems¥ They have been
designed to give you the full enjoyment of the
clean and pure sound that our advanced
technology components provide.

Of course, you can select other components to
meet your own listening needs. You may want
slightly less power; so we offer you the AU-517 DC
infegrated ampiifier, created with the very same
expertise as its bigger brother, the AU-717. If you
wish to spend a little less on your cassette, you can
choose the SC-110.

And for you recordists and musicians we have
something almost out of this world. The AX-7 mixer/
reverb unit is about the finest home recording
console that you can find at such a reasonable
price. Versatility is the key, with up to 6 inputs for
microphones, line level, electrical instruments,
discs, broadcasts or tapes. You get panpots and

20dB input level attenuators on the 4 main inputs.
Reverb is included, as well as circuits for 4-channel,
equalizationand noise reduction. Record the
sounds you create on up to 3 tape decks.

We're sure you'll want to visit your local franchised
Sansui dealer for a complete demonstration of
Sansui's new Space Program. Just think about it.

It will send you into orbit.

"Walnut veneer finish

SANSUI ELECTRONICS CORP.

Woodsidée. New York 11377+ Gardenc, Califomia 90247

SANSUI ELECTRIC CO., LTD., Tokyo. Jagan 5 .
SANSUI AUDIO EUROPE S.A AntwerB. Belgium arnsis
In Canada: Electronic Distributors
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These should not be first loudspeakers.
®
The lcnger you ve lived with oth=zr kinds of scund, We're not new at this, of course. In fact we ve been
the more you'll app-eciate Tannoy. refining our design for over S0 years. We'verefined iz
Thed:fference in Tannoy loudsp=axers iavclwes a so expertly that Tannoy cual co1cencrics ase noow the

dual concentric design that is quite 1nlike any ctherin most widely-used studio monitors ir. Britain.

the workd. And the speabkers we sell to professionais are “he
Simply put. this design means that the hugh- same speakers weoffer to you.

frequ2ncydriver is paysically integrated wit= the Tannoy loudspeakers arz availatle in five moce’s

low-fpequency driver The positioning is sucathatthe —from the shelf-s:zed Eaton to the imposing Arden

sound emerges not just phase corrected, but elso Tofindout wheretoaudit:on a pair,write Henry Roed Jr.,

phase cohzrent Tannoy, Inc., 122 Dupont Street. Plaiaview, NY 11803.
And :kat cohereace is maintained throuzhout your But don’t be hasty. Oaly esperierce wil. tel ycu

listening mom. how good they are.

b 3

The worlds mast refined speaker design.




that could conceivably be used illegally by
CBers. This seems a more reasonable way
to enforce the law without penalizing a
group that has prided itself on more than
sixty years of seif-regulation and service to
the public.

Philip ]. Johnson

Ithaca, N.Y

Here at HF, our main concern is to get the
interference caused by illegal transmitters
out of audio systems and television sets.
Assuming that licensed radio amateurs can
be trusted not to make this equipment
available to CBers, the American Radio
Relay League's proposal, as outlined hy
Mr. Johnson, seems reasonable to us.

Spanish Harpsichord Works . ..

R. D. Darrell speculated in his review of
London’s recording of battle music played
by Jonathan Woods [November] that Fran-
cisco de la Torre and two other composers
may be represented for the first time on
disc. De la Torre's Danza “Alta” has been
available from Musical Heritage Society
for years—MHS 713, MHS 761, and OR 352/
4 (a three-disc set)—and most recently on
our December release of MHS 3693.

Margie Williams

Musical Heritage Society

New York, N.Y.

..and Federico Mompou

Although the five-record set of Federico
Mompou playing his complete piano music,
which received a special citation as part of
the Tenth Annual High Fidelity/Inter-
national Record Critics Award ['Best Rec-
ords of the Year.” December], was not is-
sued by Ensayo in the U.S., these same
performances may be obtained by mail or-
der from the Musical Heritage Society [14
Park Rd., Tinton Falls, N.]. 07724]. The discs
are individually slipcased but sold as a set
as MHS 3462/6.

John W. Trammell

Charleston, W.Va.

Happy Birthday, BACKBEAT

1 have subscribed to Higu FipeLity for
more than twenty years, mainly for the re-
views of John S. Wilson. But now you've
changed your format, and there is no longer
areview section devoted to jazz. Instead, in
any given issue there may or may not be a
review by ].S.W. in a mishmash called
BACKBEAT. | should like to have an answer:
Is the ridiculous new format to be contin-
ued?

William T. Reinick

Tempe, Ariz.

It goes without saying that this format is
one to which we have made a firm editorial
commitment. Readers who share Mr. Rein-
ick’s displeasure will find justification for
our commitment in the editorial in the Feb-
ruary 1977 issue—that of BACKBEAT's de-
but—and Editor Leonard Murcus’ reply to
reader comments in the May 1977 “Letters”
column. As for jazz, in order to cut down on
name-calling by those who refuse to recog-
nize that it is un integral part of popular
music, we have obliged by separating John
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S. Wilson's and Don Heckman's monthly
jazz reviews from the pop and rock
coverage.

I would like to thank you wholeheartedly
for expanding your critical coverage of pop
and rock albums. [ had written a couple of
times requesting that you do so but had al-
most given up. Now your magazine pro-
vides its readers with much more to
experience.

Phil Musso

San Francisco. Calif

Late Strauss on Records
A vear ago Hicx FIDELITY reported that

EMI was producing a recording of Richard
Strauss's Die schweigsame Frau witk Ma-

rek Janowski conducting and a cast includ-
ing Jeanetle Scovotti, Hermann Prey, and
Theo Adam. Since that time [ have heard
and seen nothing of this project. As L have a
very great interest in the as yet unrecorded
late operas of Strauss, | was looking for-
ward to this recording with some enthusi-
asm. Can you tell me what is up?

Also, are any companies considering pro-
duction of Iniermezzo, Die agyptische
tielena, Friedenstag, Daphne. and Die
Liebe der Danae? The lack of recordings of
these operas seems to me a deplorable gap
in the catalog.

Scott Eggert
Chicago. I11.

There is as yet no release date for Die
schweigsame Frau. The recording was he-

1=3+

TANDBERG TR 2075 M I

~B 8. 0.9 5 9B R NEW

a8 e = 8 W

M @ . as

A superior TUNER on its own separdte chassis
A superior PREAMP on its own separate chassis
A superior POWER AMP on its own separate chassis

These add up to three individual & discrete components perfectly
molded into one integrated receiver, the TR 2075 Mk 1, maintaining the
specifications & characteristics that are normally associated with such
components. and challenging systems costing much. much more

In addition, the TR 2075 Mk I ofters features availakle on no other
receiver at any price: Pushbutton diode mode selecticn for silent. positive
program switching. A mini-recording studio function that allows tone &
filter controls to be switched into the Tape 2 output. plus fade between
Phono |1 & Phono 2. Seven different protection circulis. And much more.

TANDBERG

For your nearest Tandberg
decler, call toll-free 800-431-
1506, or write: Tandberg of
America. Inc.. Labriola Court
Armonk, NY 10504
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If you demand nothing less than trye I | Ip I
hi-fi performance, you'll understand the \
advantages and flexibility that resulted
when Technics separated the basic ML
amplifier/control/tuner functions into
the five units we call the Flat Series: The 4
automatically switchable dual IF band e |
ST-9030 FM tuner. The SU-9070 DC FSaaenic STI030
preamplifier. The SH-9010 stereo para- i I
metric/graphic frequency equalizer. B
The SH-9020 peak/peakhold/average !
metering system. And the SE-2060 |
stereo/mono DC power amplifier.

You'll also understand why the i
Flat Series challenges the performance
of the most expensive professional
equipment in the world. And very often
surpasses it.

Look at the graphs. The repro-
duced waveform is virtually true to the

7t

FULE T

Input-

Output Wavefcrm from Technics Flat Series.

TECHNICS ST-9030. THD (stereo):
Wide—0.08% (1 kHz). Narrow—0.3%
(1 kHz). S/N (stereo): 73 dB. FREQ.
RESPONSE: 20 Hz—18 kHz +0.1,

—0.5 dB. SELECTIVITY: Wide—25 dB.
Narrow—90 dB. CAPTURE RATIO: Wide
—0.8 dB. Narrow—2.0 dB. IMAGE and
IF REJECTION, SPURIOUS RESPONSE (98
MHz): 135 dB. AM SUPPRESSION (wide}:
58 dB. STEREO SEPARATION (1 kHz):
Wide—50 dB. Narrow—40 dB.

(10 kHz): Wide—40dB. Narrow—30dB.
CARRIER LEAK: Variable terminal—

65 dB (19 kHz). Fixed—70 dB

(19 kHz, 38 kHz).

TECHNICS SE-92060. POWER OUT-
PUT: 70 watts per channel (stereo), 180
watts (mono) min. RMS into 8 ohms
from 20 Hz to 20 kHz with no more
than 0.02% THD. INTERMODULATION

original. All types of distortion—some LT T 30 oo h v /| DISTORTION (60 Hz: 7 kHz, 4:1): 0.02%.
measurable, some not—are negligible. § O 8 FREQ. RESPONSE: DC100 kHz, +0dB,
And the linear frequency response is 2 | ' 1 —1 dB. POWER BANDWIDTH: 5 Hz
extremely wide. | —50 kHz, —3 dB. S/N: 120 dB (IHF A).
Were confident that the truly dis- £ | RESIDUAL HUM & NOISE: 100 pV, INPUT
criminating critic will recognize the éo.or.i SENSITIVITY & IMPEDANCE: 1V/47kS2.
magnitude of our achievement. Espe- = |- All the specifications of Technics
cially when that achievement is offered ' Flat Series are too numerous and com-
at prices that are unprecedented for o,oo,f____ T LT 2 plex to list here. But their performance
equipment of this caliber. And with the & i %" s too good to miss. So don't. Technics
flexibility to incorporate one or more, THD vs. Output. Power in Stereo SE-9060. Flat Series is now available for demon-
or all five units into your . e, = DI e e T el - ____ stration at selected audio
system. Depending on S Il ew an offpe) 1T 10l T 1 | dealers. For very selective
your needs or budget. § HHHHE AT HHHI 1 ears. And for very selec-
To see how Technics 2 11 '.'?5'12.-':,“;.;,}--‘: it tive eyes there's Technics
achieved the incredible © ol T SH-999. A movable 19”
performance shown in the ~ +120] HImemEniim custom rack with rosewood
graphs, you have to see [T ow ear on 111 veneer side panels.
and compare the incredi- §,+6o|r Ht T\-‘“ T H Technics Flat Series. A
ble specifications that are £ of -l cut o RCIEL LU [T 1T 1] oot tieh Bk autiio
typical of the Technics Flat £ _ g | 111110 T ST 0000 T technology. A new stand-
Series on the facing page. sol T CITHICTT T T T e ’ ard of audio excellence.
(1A} 10 10 100 K 10K 100K

Frequency (Hz)

Gain, Phase vs. Frequency Response, SE-92060 Amp.

TeChniCS Professional Series

by Panasonic
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Atlast. ..

a flawless midrange

built to take full power . ..
300D 3-Way System

THE CORINTHIAN
COLUMN

RTR resolves

point-source radiation
Originators of column loudspeakers in
the United States, RTR has introduced
the most meaningful statement of
column design since 1970. The RTR
300D 3-Way Speaker System.

What makes the 300D immediately
fresh, almost startling, is its “Resolved
Point-Source Radiation Field” which
projects a stable image regardless of
frequency. Musical instruments are
reproduced in a virtually stationary
position — just as they were in

live performance.

This posltive move toward audio reality
is the result of significant technological
advancements in the design and
positioning of each driver within the
3-way system. Primary is the new RTR
soft dome midrange system — the

first to successfully integrate smooth
response and broad dispersion with
outstanding dynamic range and
transient response. In consort with the
two 10” woofers and solid state
supertweeter, this milestone midrange
reproduces music with the highest
degree of audial integrity.

Packaged superbly in an acoustically
transparent, Corinthian column and
affordably priced. Audition the 300D at
your RTR dealer.

RTR Industries, For dealer list,
write: RTR, Dept. HF, 8116 Deering Ave.
Canoga Park, CA 91304
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gun in August 1976 and, assuming no com-
plications. should turn up in the next year,
although we can't say whether Angel plans
a domestic release.

Of the other operas, Daphne has been re-
corded twice. The lovely DG set from the
1964 Vienna Festival (with Hilde Gueden,
Karl Bohm conducting) is out of the U.S.
catalog, but it has been reissued in Ger-
many as DG Privilege 2721 125 and copies
have been imported by German News
Company and others. The 1948 recording
from Buenos Aires’ Teatro Colon (with
Rose Bampton, Erich Kleiber conducting)
has also been reissued, by Educational
Media Associates (IGI 295).

As we go to press, word reaches us of

a major Decca/London Strauss project, to
include Die agyptische Helena; watch “Be-
hind the Scenes” for details.

Berlioz and Italy

It's a pity that one off-the-cuff general-
ization should carelessly slip into Paul
Henry Lang's otherwise well-considered re-
view of Il Matrimonio segreto [November].
‘Splenetic” as Hector Berlioz was on many
subjects, he did contain his venom toward
Italy long enough to set several works there
(particularly those of the 1830s). to extract
musical ideas from its countryside and
people (particularly for Harold in Italy).

and to admire the likes of Spontini's La
Vestale throughout his career. While he
may have despised Rossini and the opera
buffa genre he represented. he did find
cause to admire William Tell and to lament
Rossini’s retiring just when, Berlioz felt, he
had attained artistic maturity.
Otherwise, thank you, Mr. Lang. And, of
course. thank you, Berlioz.
Richard Kassel
Tenafly. N.J.

Poor Linda

Pity Linda Ronstadt. She’s cursed with a
beautiful voice, and some people say she
doesn’t understand what she sings. Now
Stephen Holden, who is obviously a Ron-
stadt fan, is saying that “Simple Dreams,”
her “depressing” new album, "‘shows a ma-
jor talent close to exhaustion” [BACKBEAT,
November]. I won't go that far. Sure. she
made some bad choices in material and she
tried to sing some songs she apparently
doesn't understand. but there's enough
that's good in the album to keep it from
being a total loss. Let's just say she couldn't
grasp what she was reaching for and hope
she learned from the experience. Then, if
the album sells a million. she can cry as she
banks her royalty checks.

Ronald C. Dailey

San Bernardino, Calif.

Where to Find

Several readers have inquired where they
can purchase the recordings discussed in
“Those Limited-Edition Superdiscs” by As-
sociate Audio-Video Editor Harold A.
Rodgers in our December issue. Below is a
list of labels and distrihutors of specialty
records—some discussed in the article.
some not—from whom further information
about availability may be requested.

Audio Lab

A-Train Ltd.

8719 Wilshire Blvd.
Beverly Hills, Calif. 90211

Audiophile Records
Decibel Records

P.O. Box 631
Lexington, Mass. 02173

Celia
See Audiophile Records

Crystal Clear Records, Inc.
225 Kearny St., Suite 200
San Francisco, Calif. 94108

Denon

Discwasher, Inc.

1407 N. Providence Rd.
Columbia. Mo. 65201

Direct-Disk Company
16 Music Circle South
Nashville, Tenn. 37203

Direkt to Disk

Sonic Arts Corp.

665 Harrison St.

San Francisco. Calif. 94107

Those Superdiscs

Gale
348 E. 84th St.
New York. N.Y. 10028

Mark Levinson

Mark Levinson Acoustic Recordings Ltd.
55 Circular Ave.

Hamden, Conn. 06514

M&K Sound, Inc.
8719 Wilshire Blvd.
Beverly Hills, Calif. 90211

Nautilus Recordings
761 Shell Beach Rd.
Shell Beach, Calif. 93449

Reference Recordings
Sumiko. Inc.

P.O. Box 5046
Berkeley, Calif. 94705

Sheffield Records
P.O. Box 5332
Santa Barbara, Calif. 93108

Sonic Arts Recordings
See Umbrella

Telarc Records
4150 Mayfield Rd.
Cleveland. Ohio 44121

Three Blind Mice
See Audio Lab

Umbrella
Audio-Technica

33 Shiawassee Ave.
Fairlawn, Ohio 44313
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THAT NEW BLACK MAGIC.

Soit's gotan
expensive new
look that separctes
it from every ceck
in its class. Nice.
But is that reascn
enough to call it
magic?

No.

But this is: gener-
ally speaking,
over a quarter
century of TEAC
engineering is
wrapped up i
the A-103. Sp=citi-
cally speaking,
the A-1038 boasts
an innovative
design hat re-
places a maze

of wires and dr-
cuit boards w:th
a single circuit
beard. That's one
reasor.

When you press
the Eject buttcn,
your cassette
doesn't pop out at
you like a de-
ranged toaster. It's
cushioned, and
works slowly and
smoothly for
longer deck l:fe.
Thaf's two
reasons.

Buili-in Dolby*
circuitry, High

Dersity Permaflux

head, frequency-
gererated servo-
controlled DC

mo’or, separate
level controls,
wide dynamic
range, and
sw:tchable

bias/equalizazion.
Reasons three
throuch eight.

But hcw do we
offer all these
things (and mrore)
in a d=ck that costs
as little as the
A-103¢

That's the recl
magiz!

*Dolby .s ¢ registe-ed
trademz=rk of Dolb¥
Labora:ories, Inc.

SPECIFICATIONS

(conservatively rated)

Signal-to-Noise Fctio:
50dB(without Do.by)
55dB (with Dolby at 1kHz)

Frequency Response:
30-14,000Hz (CrC2FeC:)
30-11,000He (Normal}

Wow & Flatter: C.10%
(NA3 Weighted)

TEAC

First. Because they kst.

1.“3

TEAC Corporation of Amatica * 7733 Telegraph Road + Montebello, California 90640 « In Canada™EAC 1s distributed by White Electrone Development Corporaton (19663 Ld.




Only JVC offers a built-in
graphic equalizer for more

flexible control of the
entire audio spectrumi.




One of the very special features
you'll find in our three top-of-the-line
JVC receivers is our exclusive SEA
five-band graphic equalizer. It
replaces conventional tone controls
to give you more flexible control over
every segment of the musical spec-
JR-$100 Il trum, from low lows to high highs.

, (And our JR-S100 Il and JR-S200 |l
offer the same professional-style
slider tone controls.)

Our JR-S300 11, JR-S400 Il
and JR-S600 Il give you another
) exclusive feature: you can switch the
JR-S200 I SEA equalizer section into the tape
recorder circuit, so you can “EQ" as
you record, just like the pros do.

JVC’s superb Mark

Professional Series receivers give
you so many useful features. Like
separate power, tuning and signal
strength meters, a team of triple

JR-S3001 power protection circuits, and more

' . - power than ever before (our

JR-S600 Il offers 120 watts{channel,
RMS.* And carries a price of $650,**
for example).

Once you've seen the things we
build in, you'll wonder why others
leave them out.

Sl JVC America Company,
Division of US JVC Corp., 58-75
Queens Midtown Expressway,
Maspeth, New York 11378 (212)
476-8300. Canada: JVC Electronics
of Canada, Ltd., Scarborough, Ont.
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JR-S600 I * @ 8 ohms, both channels driven from 20Hz to 20kHz, with no more than 0.08% total harmonic distortion. **Approximate retail value.




Nikko Audio Puts It All Together
for Your Professional Component System

Nilkko builds more than outstand-
ing professional components and
separates. And for good reason.

Firstly, we don't think stereo
gear of any sort should be spread
willy-nilly over the studio.

Secondly, we've created these
designer-crafted hand-rubbed
walnut veneer equipment racks.
And in keeping with our profes-
sional aftitude, two of the hard.
wood cabinets are 19-inch
standard width.

Thirdly, we've made it possi-
ble for you to assemble three
fantastic custom packages to
fit the cabinet of your choice.

End of commercial on
cabinets.

amplifier has dual filters to elimi-
nate channel crosstalls and improve
stereo separafion. Exterior heat
sinks keep the amp running cool,
necessary when it delivers 110
watts per channel, continuous
power output, minimum RMS into

8 ohms, from 20Hz to 20kHz,

with no more than 0.03% THD.

The heavyweight of the new
Nilsko Audio professional gear is
the Alpha | basic stereo power
amplifier, shown in the bottom
cabinet.

However, there is nothing
really basic infernally about the
Alpha I. It uses a 3-stage Dar-
lingtan direct-coupled OCL,
pure-complementary quad-

We now invite you to read
about a few of Nikko Audio's
newest electronic products.

As with every Nikko Audio
product features abound in
the NT-850 (far top), an AM/
FM stereo tuner.

A switchable (normal/nar-
row) IF band and advanced
circuitry are employed to in-
sure low distortion, signal
stability, maximum stereo
separation and outstanding
reception.

Below the tuner is the NA-
850 integrated stereo amp-
lifier. It delivers 60 watts
continuous power output,
minimum RMS per channel,
driven into 8 ohms from 20
to 20kHz, with no more than 0.05% THD.

Take a hard lools at the cabinet below with the
Gamma | stereo FM broadcast monitoring tuner. A
simply remarkable product.

It has a switchable wide and narrow IF stage for
low distortion, high sensitivity (1.8uV) and the ability
to pull in distant stations with clarity.

Niklko Audio’s ultra-slim stereo preamp, the Beta I,
has both an input equalizer and amp circuit powered
by independently regulated voltage supply to help
eliminate interference distortion. There is no end to
its professional features.

Each dual power supply on the Alpha Il power

ruple push-pull circuit, rarely
found on anything less than
exotic amp circuits.

The Alpha | delivers 220
watts per channel, continuous
power output minimum RMS
per channel into 8 ohms from
20Hz to 20kHz, both channels
driven. THD is 0.08% .

The revolutionary Beta | pre-
amp s circuitry consists entirely
of high-voltage FET’s. It's a
mate to the Alpha | and is DC

and non-coupling for better
frequency response.

The Gamma | stereo FM
tuner also appears in the
lower cabinet below the
Beta | stereo preamplifier.

Now, that's enough product

and specs to satisfy the most discerning audiophile
and professional .

Ask your Nikko Audio dealer for a definitive tour

of the new Nikio product line.

Nikko Audio

For those who take their stereo seriously

Niklko Electric Corp. of America
16270 Raymer St., Van Nuys, Calif. 91406
(213) 988-0105 ©Nikko Audio 1977

In Canada: Superior Electronics, Montreal, Quebec



Wake up, guys. In your November issue, you
claim that the vertical tracking angle of the
Stanton 881S is “distinctly higher than the
nominal standard of 15 degrees.” It is true
that the cartridge is a little off, but by 5 de-
grees, not 10. The standard has been 20 de-
grees for some time now.—Michael D. Riggs,
Cambridge, Mass.

The nominal standard is still 15 degrees.
Though the DIN standard (essentially for
Germany) has been changed to 20 degrees,
no similar change has occurred in the U.S.

| would like to add extension speakers to be
used in another room and to be able to con-
trol the volume independent of the main unit.
| also want to avoid impedance problems. Is it
possible to run a connection thirty feet from
the tape output to a small integrated amp in
the other room? Will there be any adverse ef-
fects; and are there any special considerations
involved in this?—David Daniel, Monroe, La.
Probably you can do so, but we can’t answer
the second question for certain. Even sound
contractors have occasional difficulties. Why
not try it? Sixty feet of shielded cable (with
braided, not wrapped, shield}) and a few
plugs don't seem too great a risk to take.

| recently purchased a Dolby-equipped tuner,
primarily to receive WFMT in Chicago and
other stations that use Dolby encoding. | no-
tice that much the same effect occurs with
non-Dolby stations when | push the Dolby
button. For instance, a heavily limited classi-
cal station in Milwaukee seems to benefit
from increased dynamic range, and also some
noise reduction, when the Dolby decoding is
added. Is this a strange quirk of the combina-
tion of the station’s limiting and the Dolby de-
coding, or is my tuner not really working as it
should?—Brian Gerl, Milwaukee, Wis.

It may be a quirk. You should expect some
noise reduction in playing a nonencoded sta-
tion through the Dolby circuitry, but you
should also expect unnatural sound, with the
highs becoming progressively more exagger-
ated as instantaneous signal levels rise. If
the station's limiting is clipping off the high
frequencies under the same conditions, it
may produce a sort of ‘‘compensation’ for
this effect, though we still would expect care-
ful listening to reveal that response charac-
teristics vary with signal level, making the

improvement” somewhat questionable

| am a novice at high fidelity and am search-
ing for information on how to build loud-
speaker enclosures and match them to raw
drivers. | recently bought two 12-inch and
four 3-inch drivers from which to build a
stereo pair of speakers. | will appreciate any
help you can give.—R. W. Pembuton, Mount
Vernon, I\

Unless you have test equipment (an oscillo-
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scope, an audio generator, and an audio volt-
imeter at minimum) and a good bit of techni
cal knowledge, there isn't much you can do.
The old rules for matching a driver to an en-
closure never really worked except by trial
and error and have been superseded by mod-
ern engineering principles. To do the job
properly, the behavior of the drivers must be
accurately known and a good bit of complex
theory applied. The Loudspeaker Design
Cookbook, published by S.R.A., 3959 SE
Hawthorne, Portland, Ore., 97214, contains
some useful information, and (for a fee)
S.R.A. will analyze a pair of woofers and re-
turn them to you with the data you need.

According to your report on the Dynavector
20-B cartridge [July 1977], you had to lower
the impedance to 100 ohms to smooth out
the highs in the output by 2 dB. Since my
SAE-2800 parametric equalizer lends itself
well to controlling the high frequencies, | de-
creased the level of this section by 2 dB and
sometimes by 8 dB, depending on the record-
ing. But even with recordings from Sheffield
and Crystal Clear a setting of -2 or -4 dB is
not doing the trick, since the voices still emit
a‘‘shh'! sound when they hitansorat. Can|
obtain the same results by maneuvering the
2800 as | would by changing the impedance
of my preamplifier internally?—Gilbert Lopez,
Glen Ridge, N.J.

No. You must foad the cartridge down. But
because of the low impedance, the 100-ohm
resistors can be successfully placed outside
the preamp. The Satin Damping Adgptor SR

60, imported by Osawa, does the job very well
and is compatible with the Dynavector.

| have Suparex PEP-79E electrostatic head-
phones (**4-16 ohms""), which are connected
to the “‘B" speaker outlets of a Kenwood KR-
4130 receiver, with a pair of Dynaco A-25
speakers ('8 ohms'") on the “A" outlets. Oc-
casionally | would like to run both at once
(“A&B'") but fear that the combination might
present an unsafe load (lower than 4 ohms)
to the receiver. Is the combination safe? If
not, can it. be made safe by adding resistance
to either or both outputs?—James H. Swift,
Seattle, Wash.

Unfortunately, we don't have sufficient data
to judge the safety of the combination, but
we suspect you have overlooked a point that
may make your question moot. Since the
phones and the speakers differ in efticiency
and, worse yet, are in such dissimilar posi-
tions with respect to listeners, you are un-
likely to find a single setting of the volume
control that will do for both. Many headsets
have been fried when they were left con-
nected while speakers were playing at high
levels. Itis possible to equalize the levels with
series resistors (as you suggest, this could
prevent any impedance difficulty as well),

FOR
EVERY
SYSTEM
WORTH
MORE THAN

if you've invested $500 or even $5000 in
your high fidelity system, read on. Because
what we have to say can have a lot to do
with the quality of sound you're hearing.

Unfortunatzly, one of the most over-
looked components in a fine sound system
is the cartridge. And all too often, it can be
the one place where you skimped on qual-
ity. {Out of sight. out of mind, as they say).

We sinceraly believe that an invest-
mentin a Sonus cartridge will truly surprise
you with the way it improves the quality of
your record reproduction. The analytical
quality of the Sonus brings out the inner
voices of complex musical passages clearly
and cleanly. Listening fatigue disappears.
And a Scnus introduces no extraneous
coloration of its own.

But what we're talking about is said
even better by Sonus owners. “Excellent
clarity,” “more fulfilling sound,” “open, airy
3.D sound,” “superb depth and definition,”
“clean, accurate and transparent sound,”
are typical of thousands of enthusiastic
comments we have received from owners
of Sonus cartridges.

Mazke sure your cartridge matches
up to the rest of your system. Write us for
further information and the name of the
Sonus dealer nearest you.

Manufactured in the US A, by:
SONIC RESEARCH, INC,,
27 Sugar Hollow Rd., Danbury,Conn.06810

High Definition Phono Cartridges
C/RCLE 55 ON READER-SERVICE CARD
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invents...
—

the Perfect Pre-Amps...

WITH A PUSH-BUTTON PATCH-PANEL,
PLUS OCTAVE-WIDE TONAL CONTROLS,
FOR FANTASTIC FLEXIBILITY IN
PROGRAMMING, SWITCHING, PLAYBACK

the PE2217 ofters more fexibility ard control than preamps costing
twice the price. The 20-band OCTAVE EQUALIZER uniquely
coupled with a versotite combination PUSHBUTTON PATCH
PANEL and advanced phono preomp section( 8448 S/N) allows
you the copabllity of graphic “EQ" during the playback and record-
Ing process. Duol phono and friple tape control with 8 4 and

106 d8 S/N spacs make the FE2217 an unsurpassed preamp

valus, priced trom $529.50

the New Class ‘H' 250w. Amps...

- WITH PATENT-PENDING VARI-PORTIONAL
ANALOG LOGIC CIRCUITRY, AUTO-

CROWBAR® PROTECTION, NON-LIMITING

OUTPUT. ..

\____—-’-— F tc pert b its t Y hew Patent Pen-

p
ding VARI-PORTIONAL? system uses Anolog Loglc Clrcuitry to
anticlpate, controt and supply only the exact amount of power re-
quired tor most efticlent pert e...C lonal Closs AB
amplifiers with 2 SO waot power rafings, operating of ‘% powern
accordance with FTC test raquirements, WiLL CONSUME OVER
— 40% MORE ENERGY than the Soundcraftsmen “NEW CLASS"
amplifier . . . Hate are just 0 tew “NEW CLASS” banefirs:
1. Greatiy reduced overage current droin resulting in SUBSTANTIAL ELECTRIC AL ENERGY SAVINGS.

2. Reduced heot dissipotion for cooler operation assuring trauble-tree reliability and no need for nolsy fans.

3. And perhops the greatest benefit of all, monutacturing cos! savings meuntng more power, and more fegtures for
tewerdoliars . .. SPECIFICATIONS: 2 50 worts per chonnel RMS 20 H 2208 M x both channels driven into
8 ohms,less thon O. 1 % THD. Noise — 10548, Damping foctor 1 00, Siew rote 5O

3 modeis, Power Amp, Meter Amp, Amp-Qualizer® priced from $599.°°

and the Great Equalizers...!

WITH THE ONLY TOTAL-SYSTEM APPROACH -
FOR COMPLETE CLOSED-LOOP EQUALIZA-
TION OF ENVIRONMENT, SOURCE MATERIAL,
AND FINISHED PRODUCT —(TAPES,
PROGRAMS, ETC.)...

We INCLUDE all the accessories and feotures thot are a MUST to moke
equalizing easy, as well 0s an amazingly rewording new exparience . . . An
Environmental Dot-Yourset! TEST RECORD edited and announced by
Soundcraftsmen especlally for use with the Soundcraftsmen equallzer .
COMPUTONE CHARTS for making o record of, ond resefting in seconds, any
desired EQ curve . . . o Full-Channel Frequency SPECTRUM LEVEL CON-

Ml
TROL on each chonnel for Instant “"na distortion” In/out balancing . . . LIGHT- — equO“ZerS
EMITTING DIO DES for precise visuot signat lavel baloncing . . . A Graphle [, = ﬁ mp“ﬂers
Disploy of sach EQ curve . . . Andupto 36 dB ronge ot odjustment tor eoch =1, pre-O -
octave . . . Specitications: S/N: befter than 106 d8 at full output . . . Omp\mers

THD: fess than. 05 %/o @1v priced trom §299 50 nmf‘k%’"”’
oY

: FREE BROCHURE. ... : i—f-é'

Mfg. in USA by Soundcraftsmen, Cal. 92705. For NEAREST DEALER ph. 714 - 556-6192
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THERE IS A DIFFERENCE IN MAIL ORDER. IT’S
CALLED EXPERIENCE! WE HAVE 28 YEARS!

® KENWOOD 5

(3% 44 | KT-5300 AM/FM- Stereo Tuner
KA-3500 Stereo Amplifier
¢#y | 40Watts Per Channel, Min RMS at 8 ohms
e 20-20k Hz no more than 0.2% Total
B Harmonic Distortion

Grei o

ook &

® KENWDOD
K Ben

o

SEND FOR QUOTES AND PRICE LIST |BUY FROM NEW ENGLAND'’S

60 OTHERFAMOUS BhanDs. | LARGEST STEREO HOUSE
146 Old Brokfield Road, Danbury, Conn. 06810

Sedin (203) 744-6421 ((212) 369-6212
ARSTON Mon.-Fri. 9:00-5:30 Sat. 9:00-3:00

CIRCLE & ON READER-SERVICE CARD
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but whichever device gets the resistors is
likely to suffer in performance due to a lack
of damping

The Sansui BA-2000 power amplifier [HF
“Equipment Reports,” September 1977]
seems to be an excellent amp at a good price.
My question is about the amp’s ability to play
into a 4-ohm load. | plan to buy the Phase
Linear Model Il loudspeakers, and your test
report [June 1977] pointed to “a broad [im-
pedance] trough between about 200 and 700
Hz, where [it] falls below 4 ohms and could
give some solid-state amps a problem.” Since
the Sansui amp is only 100 watts [20 dBW],
I'm not sure the combination is a good one. If
not, would two amps do the job?—Leo
Mauno, Torrance, Calif.

Paired BA-2000s will not work, but a single
BA-5000 (for only a little more money)
should be an excellent choice. It is safe with
loads down to 2 ohms, and the extra 5 dB it
can supply (it's rated at 300 watts per side)
should make noticeable difference in
sound with the Phase Linear IlIs, which are
very inefficient.

| own two decks (cassette and open reel), an
expander, and a frequency equalizer, along
with a turntable, and | like to play disc jockey,
making tapes with my components. Is there
anything | can buy that will allow me to mix
sound sources, like blending the end of a
song from a record with the beginning of a
song on a tape, while taping on my second
recorder, and using a microphone for an-
nouncing? As | understand it, a conventional
mixer won't work, but I'm confused.—David
Teves, San Ramon, Calif.

Yes. you are: A conventional mixer will work.
Some of the disco models may be particularly
well suited to your purposes.

I have an ICP eight-track stereo receiver that |
would like to improve. My system has a single
tone control, which I would like to divide into
separate controls for bass and treble. Could
you send me instructions or direct me to a
source of such information?—Steven
Wainwright, Hilisdale, N_J.

What you plan to do is hardly worth the
trouble. If you want the capabilities of true
high fidelity components. you had better
start out with them

I would like to buy a pair of Infinity QLS-3 or
QLS-4 speakers but hesitate because they are
said to be very inefficient. The manufacturer
recommends a minimum of 35 watts per
channel rms for the 3s and 30 watts for the
4s, but no efficiency rating is given in the lit-
erature. | own a Yamaha CR-2020 receiver
(100 watts per channel), and when | audi-
tioned the speakers in a showroom the sales-
man played them through a 100-watt ampli-
fier, which seemed to do fine. Do | have
enough amplifier power to drive them to rea-
sonably loud levels without fear of clipping?—
Tony Biancardi, Monroe, Ga.

For practical purposes, unless your listening
room is significantly larger or more absorb-
ent than the room in which the speakers were
demonstrated. the power of your unit should
be sufficient

We regret that, due to the volume of
reader mail we get, we cannot give
individual answers to all questions.
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WHY MOST CRITICS USE
MAXELL TAPE TO EVALUATE

TAPE RECORDERS.

Any critic who wants to
do a completely fair and
impartial test of a tape re-
corder is very fussy about
the tape he uses.

Because a flawed tape
can lead to some very mis-
leading results.

A tape that can’t cover
the full audio spectrum
can keep a recorder from
ever reaching its full
potential.

A tape that's noisy
makes it hard to measure
how quiet the recorder is.

A tape that doesn't
have a wide enough bias
latitude can make you
question the bias settings.
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And a tape that doesn't
sound consistently the
same, from end to end,
from tape to tape, zan
make you question the
stability of the electronics.

If a cassette or 8-track
jams, it can sugges* some
nasty, but erroneocus com-
ments about the drive
mechanism.

And if a cassette or
8-track introduces wow
and flutter, it's ap- to pro-
duce some test results that
anyone can argus with.

Fortunately, we test
Maxell cassette, E-track and
reel-to-reel tape to make
sure it doesn’t have the

maxell.35-90
| maxelld.81-90]

& Trrck Carvcm Taps

e ]

hii-Jiaat {1LE 1

problems *hat plague other
tapes.

So it's not surprising that
most c-itics erd up with our
tape in thair tape recorders.

Its one way to gucran-
tee the equipment w’ll get
a fair hearing.

MAXELL. THE TAPE THAT’S TOO GOOD FOR MOST EQUIPMENT.

Mazell Corporation of Ame-ica, 13C West Conwnercial Ave., Moonadhie, N.J. 07974
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A Foregathering
of Engineers

In the excitement and anticipation with which most of us
approach a new audio component we tend to forget that
every item of hardware has a long history by the time it
reaches market. That history begins, of course, with a glint
in the eye of a design engineer and continues under the
aegis of engineering and marketing specialists through all
the various stages of development. Thus, the course of au-
diois plotted, at least initially, in the laboratory. It was with
this in mind that we attended the November 1977 conven-
tion of the Audio Engineering Society at the Waldorf As.
toria in New York. (Our BACKBEAT section this month car-
ries additional coverage of AES’s sights and sounds.)

The big news was in digital recording, a technique that
promises hitherto unheard-of freedom from noise, distor-
tion, wow and flutter, and, in fact, just about all of the ills
that have plagued music reproduction. This is a revolution
ary development with such far-reaching ramifications that
it exceeds the scope of this column. A fuller treatment will
be found among our feature articles next month.

But there were other items of interest. A good deal of at-
tention was paid to transient distortion effects—TIM (tran-
sient intermodulation), DIM (dynamic intermodulation),
SID (slewing-induced distortion), etc.—and to techniques
for expressing them numerically. Significiantly, discussion
of the latter emphasized the correlation between measure-
ment and audibility; all agreed that, whatever methods
eventually are chosen, a lower distortion number should
mean a better-sounding amplifier. The fact that conven-
tional THD and intermodulation measurements do not
necessarily reflect sonic quality in this way was one of the
things that prompted research into TIM in the first place.

Despite the apparently negative verdict delivered by the
marketplace, a relatively large number of engineers still is
interested in the problems of quadriphonics, as evidenced

e eus

by the six papers (seven, if you count one on a three-chan-
nel system) dealing with the subject. In particular, sound
localization in a 360-degree field (‘“*surround sound.” if
you will) is still a focus of attention. Unfortunately, the par-
tisanship that has hurt quad so badly in the past is still in
evidence, both in the heat with which systems are de-
fended and in the intemperance with which competitors
are attacked. We hope that future advancements in audio
will not be similarly undermined by this sort of tech-
nological chauvinism.

Another exciting topic is that of electronic music. Devel-
opments in this area are likely to have vast aesthetic con-
sequences. The universe of sound that a composer or per-
former has at his disposal is staggering. And the methods
by which man can manipulate machines are becoming
ever more variad and flexible—making it possible, for ex-
ample, to control a synthesizer by playing a guitar or sing-
ing. Robert Ceely of Beep Electronic Music took the com-
poser’s point of view more than the engineer's when he
examined the ways in which conventional control devices
tend to limit musical imagination rather than enhance it.

In areas perhaps closer to home, Danie! Raichel of Au-
diotron Laboratories Corporation showed that distortion in
loudspeakers can never be totally banished because of cer-
tain nonlinear effects in the air itself. And James White
and Arthur Gust of the CBS Technology Center took a hard
look at phono cartridges, identifying and measuring some
distortion-producing mechanisms that have, up to now, re-
ceived little attention.

The question of the audibility of phase anomalies, par-
ticularly in loudspeakers, naturally came up. Peter Mitch-
ell, whose article on the subject appeared in our October
1977 issue, presented an expanded version of his views:
Robert Berkovitz and Eric Edvardsen of Teledyne Acoustic
Research offered a more general approach. The con-
sensus seems to be that phase matters little, if at all.

There was much more, of course, but that's a quick
once-over of what the technical people in audio are talking
about these days.

i 5 VA . 0 T e S T T T e S S

Dr. Peter Goldmark (12/2/06—12/7/77)

At 7:30 on the morning of December 7, as the HiGH FI
DELITY staff was on its way to Stamford, Connecticut, for
discussions on our test report program at the CBS Tech
nology Center, Dr. Peter Carl Goldmark, until 1971 presi
dent of the Center (then CBS Laboratories), was killed
while driving from Stamford to New York.

It was Goldmark, of course, who led the research team
that developed the LP record. In addition, he had garnered
more than 160 patents and was instrumental in the devel
opment of many areas in communications. He built a suc-
cessful television receiver in the 1920s, invented the color
TV system that was used for probably the world's first

color telecast in 1940, and was responsible for the devel-
opment of Electronic Video Recording, a catalyst in the
growth of the video cassette business. Always more inter-
ested in the human uses of technology than in the tech-
nology itself, he founded Goldmark Communications, with
the purpose of adapting the most sophisticated communi-
cations techniques to educational needs, after his re-
tirement from CBS. Only two weeks before the Budapest-
born scientist's death, President Carter bestowed on him
the National Medal of Science.

Goldmark’s impact on American audio and video will
long be felt.

H1GH FIDELITY MAGAZINE
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The Clean

rd

Lo

SCIENCE

The simplicity of the Discwasher system
belies the extensive research and instrumen-
tation that has produced the world’s leading
record cleaner. Pain staking development
using gas-liquid chromotography, thermal-
sensing instruments, precision weighing
equipment, friction-measuring instruments
and electron microscrophy have all con-
tributed to the evolution of the Discwasher
Record Care System.

This rigorous application of science has
produced an integrated, patented system of
brush and fluid which lifts both fingerprints
and micro-dust from the record grooves
(without smudging them deeper); which
allows all contamination and fluid to be
removed from the record surface; which
preserves the chemical integrity of the vinyl
(unlike many liquids and dry cleaning systems)
and which offers long-term protection against
biological and physical contamination.

EXPERIENCE

Any gadget can be made to “perform” by
using simplistic test criteria instead of long
term use.

Experience, on the other hand, responds
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to the valid questions of science and has
proven that the best, 1nost convenient, and
most effective record cleaning system is the
patented Discwasher.

“Experience” involves consumer intelli-
gence, proper use —and proper evaluation of
results. That's why Experience has made the
Discwasher system the Leader in record
care. Beyond any doubt.

AESTHETICS AND VALUE

What is the proper price for milled, hand
rubbed walnut that will last long after the
“plastic wonders” are cracked and broken?
What is the net evaluation of an incredibly
complex cleaning fluid which is lower in dry
weight residue and yet more “active” and
“safe” in the removal of standard record
contamination than any other cleaner? What
is the value of your record collection as
compared to the protection of approximately
200 cleanings from each small bottle of

D3 fluid?

You can be ripped off by cheaper attempts,
and fooled by more expensive “followers” of
the Leader. But only Discwasher has the
Clean Logic of Leadership.

discwasher®inc. Columbia, Missouri 65201



Introducing the Koss Theor

of loudspe

three new Koss CM ;
systems that prove it.

When Koss invented the
stereophone, music lovers and
audio experts were amazed at the
low distortion, broadband
frequency response, and high
efficiency achieved by the Koss
drivers. Indeed, the resultant
Sound of Koss created a
revolution in the audio industry.
Today, the exciting new Koss
Theory of loudspeaker design
has created another revolution.
By developing a complex series
of audio engineering formulas
and by utilizing the precise
knowledge of modern computer
science, Koss engineers have
created a breakthrough in
loudspeaker technology of such
significance that it heralds the
second major revolution in
loudspeaker design technology.
For the first time, it’s now
possible to scientifically derive
and produce the optimum system
parameters for any loudspeaker.
By computerizing the Koss
Theory and by first selecting
the number of bandpasses
desired in the system, the
system’s desired efficiency, the
f;, low bass cutoff, and the
desired cabinet size; Koss
engineers are able to derive
specific design parameters for
every component in the total
system. In fact, the Koss Theory
is so sophisticated that even the
structural design of the cabinet
and the precise positioning of
the components in the cabinet
for optimum dispersion and
phase coherency are specified.
Of course, what'’s really
important is not the Koss
Theory itself but the sound of
the three new Koss speakers

that prove it. Indeed, with
current technelogy, there are no
speakers available at similar
prices that car match the Koss
CM 1010 two bandpass
loudspeaker, the Koss CM 1020
three bandpass loudspeaker or
the Koss CM 1030 four bandpass
loudspeaker in low distortion,
high efficiency, and broadband
frequency respcnse.

But then, the incredible sound
of these three naw speakers isn’t
surprising when you consider
some of the revelutionary new
features they offer:

Take for example, the CM
1010’s unique mass aligned
10-inch passive radiator that
enhances the lower 2 octaves of
the bass and allows for the use
of a specially designed 8-inch
woofer to reproduce the critical
midrange up to 2 5 kHz. With
the alignment mass in place, the
CM 1010 reproduces a maximally
flat response from an f; of 35 Hz
on outward. However, by

er design and the

speaker

removing the alignment mass,
those who prefer more acoustic
energy in the 50 to 80 Hz range
can create an f; of 40 Hz and a
low bass ripple of 13; dB
centering on 60 Hz.

Or take the CM 1020’s dual
port design that provides an
optimal cross sectional port area
for proper cabinet tuning. Or the
unique parallel midrange design
of the CM 1030. By utilizing
two 424 -inch drivers operating
in parallel, Koss engineers were
able to decrease the excursion
of each driver thus creating a
dramatic decrease in potential
driver distortion and an equally
exciting increase in the overall
brilliance and presence of the
midrange response. Then again
there’s the Koss high bandpass
1-inch dome tweeter and unique
acoustic transformer that
creates an incredible 6 dB
increase in headroom.

And, of course, there’s also
the patented quasi second-order
crossover network that provides
a smooth, acoustically invisible
transition from bandpass to
bandpass.

But those are just some of the
revolutionary features offered by
the new Koss CM loudspeakers.
Why not prove the Koss Theory
of loudspeaker design to
yourself by asking your Audio
Dealer to give you a full
demonstration of the beautiful
Sound of Koss. Or write to Fred
Forbes, c/o0 the Koss Corporation,
for our free, full color CM
loudspeaker brochure. Once
you’ve heard these revolutionary
new loudspeakers, we think
you’ll agree: hearing is believing.

©1977 Koss Comp




IROSS CM SPEAKER SYSTEMS

hearing is believing”

KOSS CORPORATION, 4129 N. Pcrt Washington Ave.. Milwaukee, Wisconsin S3212
Loss Intemnational/London. Dublin, Paris, Frankfurt « Amsterdam « Kess Limited/ Onfario » Kass KK /Tokyo
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With the AD-6550's unique new Remaining Tape Wow and Flutter: Below 0.05% (WRMS)

Time Meteryou never have to worry about The AD-6550 cassette deck achieves an
running out of tape in the middle of recording your ;. ip1e wow and flutter of below 0.05% (WRMS)

favorite music. In the past you monitored your thanks to a newly designed 38-pulse FG servo
tape visually and hoped that the musical passage motor and AIWA's special Solid Stabilized

and tape would finish together. Now, this extremely Transport (SST) system. And because we use
easy to use indicator gives you plenty of warning. Dolby* we zlso improve the S/N ratio to 65dB

It shows you exactly how many minutes remain on . I f
the tape. So that when you record the *'Minute gSei?s-sso PRipandisten to the music instead o

Waltz" it won't end in 45 seconds. The AIWA AD-6550.

% Be forewarned.

RGN  Bias Fine Adjustment
But there's a lot more to the

AD-6550. AIWA has included

aBias Fine Adjustment knok

that permits the fine tuning

of frequency response to give

optimum performance of

any brand of LH tape on the

market.

*Dolby is a Trademark of Doiby Laboratories. Inc

Distributed in the U.S. by: MERITON ELECTRONICS, INC., 35 Oxford Drive, Moonachie. N.J. 07074
Distributed in Canada by: SHRIRO (CANADA) LTD.



Panasonic Set to Dub VHS Video Cassettes

Three authorized duplication centers for VHS software
were set up by the Panasonic Video Systems division late
last year: Magnetic Video Corporation, Farmington, Mich
igan; Bell & Howell, Evanston, lliinois; and Video Software
Production, Yonkers, New York. By the time this is printed,
a fourth center, located in the Los Angeles area, may well
be operational. The centers are to be equipped with the
Panasonic PD-600 VHS duplication system, demonstrated
last November; it is capable of producing twenty copies
from a single master deck. Early indications are that the
output of these centers will, at least at first, be educational
materials. But a Panasonic spokesman did not rule out
software production for the consumer market as well.

Also . ..

Henry Kloss, founder of Advent Corporaticn and pioneer
of projection television, has formed a new company: Kloss
Video Corporation of Cambridge, Massachusetts. It will
manufacture tubes for projection TV and also license its
technology to other manufacturers.

Nautilus Recordings has released a DBX-encoded tape of
Randy Sharp’s “First in Line,” hitherto available as a
directly cut disc. This marks the first commercial issue of a
DBX-encoded tape. Available from Nautilus (P.O. Box 23,
Pismo Beach, California 93449) for $75 each, the new
tapes represent a limited-edition release of second-gener-
ation copies.

N

Nakamichi adds tuner to component line

To complement the Model 410 preamp and Model 420 power amp,
Nakamichi has introduced the Model 430 FM tuner. Its front end is said
to ensure spurious-response rejection of better than 100 dB. Inter-
mediate-frequency bandwidth provides, via a front-panel switch, 60 to
90 dB of selectivity. The 430 utilizes a tuning lamp system, rather than
meters, and a self-lock tuning circuit to prevent drift. Rated frequency
response is +0.5, -1.5 dB, 30 Hz to 15 kHz; capture ratio is said to be
1Y2 dB for normal IF bandwidth, 4 dB tor the narrow mode. The price of
the Model 430 tuner is $400; Dolby FM can be added with the optional
DB-100 plug-in card, $40.
CIRCLE 137 ON READER-SERVICE CARD

The Obelisk: Shape of things to come

The Obelisk speaker, the result of Shahinian Acoustics’ research into
radiation characteristics, provides a prism-shaped environment for its
drivers. Asymmetric mounting of the drivers, according to Shahinian,
enhances the benefits of the enclosure shape by optimizing sound dis-
persion and diffusion. An 8-inch woofer is loaded by a transmission line
terminating in a 10-inch passive radiator. Crossover, to three 1-inch My-
lar dome tweeters, is near 2 kHz. Continuous power-handling rating is
150 watts (213% dBW); rated frequency response is 35 Hz to 20 kHz,
+ 1, -3 dB; nominal impedance is 6 ohms. In walnut or oak finish, the
Obelisk costs $325; teak or rosewood models are $350.
CIRCLE 138 ON READER-SERVICE CARD
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Numark introduces Model EQ-2000 equalizer

Designed to be used either as a room equalizer or in live recording, Nu
mark’s two-channel graphic equalizer offers up to 12 dB of boost or cut
in seven frequency bands (50, 130, and 350 Hz; 1, 3, 6, and 12 kHz).
The EQ-2000 features MAIN and TAPE MONITOR connections. Power con-
sumption is rated at 5 watts and harmonic distortion at 0.05% with a 2.
volt output. The 2000 retails for $149.95; a walnut base is available as
an option.
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Kenwood extends DC amp line

Kenwood Electronics has adapted the design of its high-end DC ampli-
fiers to the new KA-8100 integrated amp. The response down to O Hz
(direct current) is credited with minimal low-frequency distortion, excel-
lent transient response, and improved sonic localization. The KA-8100
uses a separate power supply for each amplifier channel, plus a third
supply for the preamp. Power rating is 75 watts (18% dBW) per channel
into 8 ohms for 0.03% or less harmonic distortion. Controls for tone,
filtering, loudness, and muting all are exceptionally flexible. The price of
the KA-8100 is $375.

An add-on subwoofer for compact models

Miller & Kreisel Sound Corp., which makes several subwoofers, has an-
nounced the Goliath II, with a built-in crossover that can be adjusted for
50, 75, 100, 125, or 150 Hz. Minimum recommended amplifier power is
35 watts (15%2 dBW). The company suggests that the new model is par-
ticularly appropriate for use in conjunction with any of the tiny full
range “‘superspeakers'’ now on the market (one of which, incidentally,
is called David) to rival the overall sound of systems costing considera-
bly more. Goliath I, in a natural wood enclosure, sells for $175.
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Edcor’s back-to-basics mike mixer and extender

The Model M-41 from Edcor is a no-frilis microphone mixer—no controls
except loud and soft for the engineer who doesn't believe in processing
signals. Up to four inputs mix through the master gain. The Model M.
41X, an extender for the M-41, provides six additional inputs. Fre-
quency response of the M-41 is rated at + 12 dB from 20 Hz to 20 kHz,
and the signal-to-noise ratio is specified at 85 dB. Outputs include an
RCA jack for connection into at least 5,000 ohms and a Y-inch phone
jack for connection to impedances down to 250 ohms. Inputs will ac-
cept impedances from 200 to 100,000 ohms. The M-41 costs $97.50,
the M-41X, $59.50.
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Shure’s monitor speaker

One essential factor in a satisfactory on-stage monitor speaker for five
performance is wide-angle high-frequency dispersion. The piezoelectric
tweeter array in Shure’s Model 702 is said to allow performers to move
freely around the stage. The speaker also features controllable bass
rolloff and a boosted midrange to cut through any on-stage ambient
noise. Designed for use with amplifiers that deliver 50 watts into a 16-
ohm load, it has a recessed volume control to prevent breakage and par-
allel phone jacks for interconnecting more than one system from a
single amp cable. The Model 702 costs $238.
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HIGH BIAS.

These cassette deck manufacturers use SA
as their reference for the High(Cr0) bias/EQ setting:

AIWA - AKAI - CENTREX - JVC
'KENWOOD - MERITON - NAKAMICHI
OPTONICA - PIONEER - ROYAL SOUND
SANSUI - SHARP - TEAC - TOSHIBA
UHER - YAMAHA

And are joined by these
in recommending SA for use in their decks:

BANG & OLUFSEN - DUAL - FISHER

HARMAN/KARDON - LAFAYETTE
SANKYO - TANDBERG
AND MANY OTHERS.

There’s been a quiet revolution going on in the cassette world. 0 Leading makers of quality
cassette decks have adopted TDK SA as their reference standard tape for “High” (CrOz2) bias and
equalization settings. Why TDK SA? Because TDK SA’s advanced tape fermulation and super
precision cassette mechanism let them (and you) take full advantage of today’s advanced
cassette deck technology. O In addition, a growing number of other companies are recommend-
ing SA for use with their machines. [ So for the ultimate in cassette sound and performance,
load your deck with SA and switch to the “High” or “CrO2” bias/EQ settings. You'll consistently
get less noise, highest saturation and output levels, lowest distortion and the widest dynamic

range to let you get the best performance from any
quality machine. 0 But you needn’t believe all this
just because we say so. All you have to do is check
our references.

1 The machine for your machine.
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Thorens Isotrack for custom arm mounting

Elpa Marketing Industries has added the TD-16011B turntable, without
tone arm, to its Isotrack line from Thorens. The new model retains the
16-pole synchronous motor, belt drive, and independent drive/arm
suspension of the TD-126 series but is delivered with a blank wooden
arm mount. In addition, Elpa offers predrilled boards for popular arms
frorh manufacturers such as SME, Infinity, Grace, and Stax. The TD-
16011B costs $195 including base and dust cover.
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Flanger from Wasatch Music Systems

The Model 900A is a rack-mountable flanger for studio or stage use.
Controls include SiIGNAL Mix for blending normal with flanged signals,
INPUT LEVEL for gain balancing, and ExT/0sc for switching between an
external modulation source and the internal oscillator. Two LEDs indi-
cate overload and sweep position. Back-panel phone jacks are provided;
balanced XLR jacks are available as an option. The dynamic range of
the 900A is greater than 800 dB with no insertion loss, according to
Wasatch Music Systems. Input impedance is rated at 20,000 ohms, out-
putimpedance at 600 ohms. The price of the flanger is $350, with a foot
pedal and a road case available at additional cost.
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American Acoustic Labs markets Studio line

Among the speakers in American Acoustics Labs’ line is the Studio 2, a
three-way system that can be used either as a bookshelf or floor-stand-
ing monitor. The air-suspension cabinet encloses a 10-inch woofer, 2
inch midrange, and 3-inch piezoelectric supertweeter. The recom-
mended amplifier power range is 10 to 50 watts (10 to 17 dBW), rated
frequency response 27 Hz to 25 kHz, and nominal impedance 8 ohms.
Crossovers occur at 4 and 7 kHz. The Studio 2 is finished in walnut-
grained vinyl veneer and sells for $149.95.
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Universal headshell from Audio-Technica

Audio-Technica's ‘“‘universal’ headshell, which previously had been
available only with a premounted pickup, now can be obtained sepa-
rately. This marketing change was made, according to the manufac-
turer, to meet the demand from an increasing number of owners of re-
placeable-headshell arms who frequently use more than one cartridge.
The AT-N shell, as it is called, retails at $5.95.
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Olympus offers microentertainment

The Pearlcorder Microcassette recorder line from Olympus in the past
has stressed functions and accessories appropriate for in-the-field
recording, as opposed to pure entertainment. The new Model SR-501
incorporates an AM/FM tuner and such features as a sleep switch to
put the miniaturized cassette system into another league. Bandwidth of
the mono tape system, which will record up to 30 minutes per side, is
said to be 300 to 7,000 Hz. The 501, with accessory earphone, wrist
strap, one prerecorded Microcassette, and four alkaline penlight cells,
sells for $199.95.
CIRCLE 147 ON READER-SERVICE CARD

For more reports on equipment and accessories, see “Input Output.”
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Total Energy Response:

The reason why Jensen Lifestyle speakers
sound better than any comparable speaker.

Just what is Total
Energy Response?

Total Energy Response is the uniform
radiation of sound throughout the whole
listening area —at all frequencies. And it
makes an unquestionable difference in
the stereo sounds you hear.

Most speakers are to one degree
or another directional That is, part
of the room in front of the speaker
gets the full sound. Bass, treble and
midrange. While parts of the room
to the sides of the speaker get just a
fragment of the sound. (See Fig. A)

It's precisely this fault we set out
to correct. Because others may tell
only part of the story. Often with
just one response curve measured
from just one position —their
Sptimum position.

However their results don't look
so favorable when the test microphone is
moved "off-axis.’
that is, to the side
instead of directly in
front of these
speakers

. | Figure B illus-
trates this. It is a
|_¥_¥J Total Energy Re-
?q:rk- ADSQdman/ sponse curve, taken
EriEpee with test micro-
phones in all positions. When comparing
the Jensen (blue line) with a comparably
priced “flat” speaker (red line), you can see
how deficient the other speaker is in total
radiated energy in the mid and mid-high
frequencies. This midrange deficiency is
unfortunately very common amongst
speakers, and gives many so-called “flat”

Figure B

Total Energy Response Curve

response speakers a very “thin” sound.
The Jensen Lifestyle speaker, on the

other hand, demonstrates true Total

Energy Response. Uniform radiated

JENSE

power—at all frequencies —throughout
the whole room

These speakers were conceived, de-
signed and tested for this. Tested from
every spot in anechoic “dead” rooms,
reverberation "live” rooms, and
simulated living rooms.

Qur finished products: remarkable dis-
persion for the hard-to-disperse high fre-
quencies. .. 160° or 170° wide, depending
on the model Also expanded dispersion
of the critical midrange response. And full,
rich bass that still perfectly matches the
other frequencies for accurate sound re-
production. The way it's supposed to
be heard. r

You can see how
the sound from a
Jensen is distrib-
uted much more
evenly throughout
a room And when

you're in your - -
own hstemng room FHgureC Jensen Lifestyle
LS-5 Drspersion

you can hear it

What does all this mean to you?

1. It means that with Jensen Lifestyle
speakers, you'll be able to hear all of the
frequencies, all of the time, in almost any

L€ SPEANER VS?:'iTE‘m}

LIFESTY

part of the room. Not just the bass if
you're to the side of the speakers. And
not just the treble if you're in front

of them.

2. Excellent stereo imaging. You
hear everything that both speakers
are putting out. Almost anywhere
in the room. Unlike listeners of oth-
er speakers, who can fall victim to
gaps in the response characteris:
tics, or “hole-in-the-middle” stereo

3. Excellent balance. Many other
speakers are hot on treble, or bass,
or both. But all that really means is
that the midrange is often neglect-
ed. Jensen sends the all-important
midrange throughout a room every
bit as much as the highs and lows.

4. Total Energy Response is
achieved in Jensen speakers with-
out any loss of efficiency. Which
means a moderate output amp or

receiver is still all you need for great
performance. Not a big super-amp

What gives Jensen Total
Energy Response?

A number of features. First, the ex-
tremely wide dispersion of the Lifestyle
Tuned Isolation Chamber™ midranges

Especially important are Jensen's two
tweeters: a 160° dispersion cone direct
radiator, and the 170° dispersion Mylar®
Sonodome® tweeter. The sound input to
each of these drivers is precisely
monitored by Jensen's exclusive
Comtrac® crossover network,
which nsures uniform energy
transfer between the woofer,
midrange, and tweeter.

For final command of the
Jensen Lifestyle’s sound, behind-
the-grille controls are featured.
These controls let you adjust the
treble, and in some cases, the
midrange, to the characteristics
of your individual room.

And with Total Energy Response
there's more music to control.

Hear the difference yourself...
Stop by your local Jensen dealer
and hear for yourself the difference
Total Energy Response makes. It's the
reason why Jensen Lifestyle speakers
sound better than any comparable
speaker.

For the name and location of your nearest Jensen dealer, write
Jensen Sound Laboratories, Division of Pemcor, Inc,, 4136 N. United Parkway, Schiller Park, IL 60176.



Here’s a tip
to make your
records

last longer.

at'system
n M, a new Empirt Phono
cartridge is certain to improve
its performance, three ways.

One, your records will last
longer. Unlike other magnetic
cartridges, Empire’s moving
iron design allows our diamond
stylus to float free of its
magnets and coils. This
imposes much less weight on
the record surface and-insures
longer record life.

Two, you get better
separation. The small, hollow
iron armature we use allows
for 4 tighter fit in its
positioning among the poles.

>0, €Ven the most minute
movement is accurately
reproduced tc give you the
space and depth of the original
recording.

Three, Empire uses 4
poles, 4 coils, and 3 magnets
(more than any other
cartridge) for better balanee
and ‘hum rejection.

The end r=sult is great
listening. Audition one for
yourself or wr:te for our free
brochure, “How to Get the
Most Out of Your Records”.

Cartridges

Empire Scientific Corp.

Garden City, N.Y. 11530
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A CONSUMER'S GUIDE

Model 19,
a Standout Performer
from Altec

The Equipment: Altec Model 19, a fioor-standing loud.
speaker in wood enclosure. Dimensions: 39 by 30 inches
(front, including height of base), 21 inches deep. Price:
$749. Warranty: “full,”” five years parts and labor. Manu
facturer: Altec Sound Products Division, Altec Corp., 1515
S. Manchester Ave., Anaheim, Calif. 92803.

Comment: Loudspeakers traditionally are full of para-
doxes, and the Altec Modei 19, among its interesting prop-
erties, makes a startling contribution in that department.
The system is positively huge, to the point where even arel-
atively modest adjustment in its position is a job for two
reasonably strong people, yet we have encountered few
speakers that fade into the background so convincingly
when they start to play music. A listener is really hard-
pressed to remember that what he is hearing is coming
from those big boxes.

The Model 19 is a two-way system consisting of a pdrted
15-inch woofer that crosses over (at about 1,200 Hz) to a
large sectoral horn fed by a driver that incorporates Altec’s
new radial phase plug. Although the system contains but
two drivers, the crossover network incorporates separate
balance controls for both the midrange and high fre-
quencies. According to data taken at the CBS Technology
Center, maximum use of the midrange control varies the
output level from about 1.6 to 8 kHz by 8 to 10 dB and
from there to 15 kHz by 3 to 4 dB. The high-frequency con-
trol has a maximum effect of about 5 dB from 10 kHz up.
Some overlap between the two controls is thus apparent.

Altec rates the system for an impedance of 8 ohms.
While this is a reasonable approximation of the average
across the band, the curve fluctuates rather widely and
dips to 4 ohms at the point where strict interpretation of
“nominal impedance'’ would place that rating. Since this
dip occurs at 130 Hz or so, which is a rather energetic part
of the musical spectrum, we would advise against running
two sets from the same amplifier.

As befits a ported design with a large woofer, the Model
19 is efficient indeed. Fed with a pink-noise input of 0 dBW
(1 watt), 250 Hz to 6 kHz, it responds with an average
sound pressure level that exceeds 88 dB at 1 meter. A 20-
dBW (100-watt) sine wave at 300 Hz, which the speaker ac-
cepts with no signs of distress, elicits a 114-dB SPL at 1
meter on axis. In the pulse test, the Altec was able to soak
up the full 29%-dBW (900-watt) peak output of the test
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Preparation supervised by

Robert Long, Harold A. Rodgers,

and Edward J. Foster

Laboratory data (unless otherwise noted)
supplied by CBS Technology Center
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HIGH RANGE ADJUST.

MIDRANGE ADJUST

amplifier without clipping the peaks of the waveform, pro-
ducing at the same time a whopping 123%2-dB peak SPL.
This is unusually abundant headroom for music signals.

Distortion below 500 Hz is particularly low; the second
harmonic content remains below 1% almost to 30 Hz at
levels of both O dBW and 20 dBW. The third harmonic is
almost as well controlted, but it starts to rise at a higher
frequency, reaching 1% just above 40 Hz on both large and
small signals. The picture above 500 Hz is less exemplary
but still very good. Bath the second and third harmonics
average right around 1%—somewhat lower at O dBW
higher at 20 dBW. Some of the distortion in the lower mid-
range takes the form of “‘spikes’ that occupy narrow fre
quency regions and may well be related to fundamental
cancellations that occur near crossover. In any event,
these distortion products are far less audible than they
would be if they were not so confined in frequency.

Ignoring minor irregularities (on the order of + 2% dB),
the average anechoic omnidirectional frequency response
(taken in the CBS chamber) is essentially a straight line
that slopes off at roughly 2 dB per octave from 63 Hz to
12.5 kHz and 15 dB per octave above that point. Disper-
sion, as indicated by the front-hemisphere and on-axis
curves, is very good—so good, in fact, that the two curves
are virtually identical over most of the range and just a bit
less regular than the omnidirectional curve.

REPORT POLICY Equpment reports are based on laboratory measurements
and controlied Iistening tests. Uniess otherwise noted, test data and measurements are
obtained by CBS Technoiogy Center, Stamford, Connecticut, a dvision of Columbia Broad-
casting System, Inc.. one of thw nation's deading research orjanizatons The choice of
equipment 1o be tested rests with the editors of HIGH FIOEUTY. Manutaciurers are not
permitied 1o read reports in acvance of pubiication, and no report, or portion thereol
may be reproduced tfor any purpose Or in any form without written permission of the
publisher. All reports should be consirued as applying 10 trie specfic sampies tested;
neither Hisn FIDELITY nor CBS Technolagy Center assumes responsibiity for product
perigrmance or qualty
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Pulse response shows an initial lag followed by a very
sharp rise. This characteristic, which is shared by both
drivers, results in a very crisp response to musical tran-
sients information.

The sound of the Altec is essentially what one would ex-
pect on the basis of the excellent and well-balanced lab
data. The bass is somewhat on the robust side, although
nicely defined and free of boominess. Since the distortion
varies little with level until the input power is exceedingly
high, it becomes a part of the basic color of the speaker.
Thus loud music (including explosive transients) essen-
tially is reproduced with no sense of strain. Since the
power-handling capability is vast and the slopes of the om
nidirectional frequency-response curves are gentle, it is
very easy to tailor the musical balance to taste via tone
controls or equalizers, provided that the. amplifier is able to
supply whatéver extra drive is required. With the balance
controls set to OPTIMUM, the middles have just a touch of
forwardness and the highs are clear and transparent, with
a slight mellowness that might be attributed to the rolloff
above about 12 kHz.

But probably the most striking characteristic of the
Model 19 is its stereo image, which seems three-dimen-
sional to the point of being detached from the speakers.
The center of the image seems to extend forward between
the two speakers and toward the listener rather than rear-
ward beyond the plane of the speakers as is usually the
case. Only at the extreme left and right is there any sense
of flattening, and that is slight. About the only grief the Al
tec 19 gave us in the listening room was in initial setup,

BLOCK SCHEMATIC

AC POWER

HIGH BLEND (AUTO/OFF)
SERVO TUNING & MUTE (ON/OFF)
IF BANDWIDTH (AUTQ/WIDE)

RESPONSE INDB SPL

and that because its spring-loaded connectors are located
on the bottom of the cabinet. (This does, of course, offer
long-term cosmetic advantages.)

Considered in toto, the Model 19 is an outstanding loud-
speaker. The differences between it and others in the
same price class amount more to points of personal pref-
erence than of quality. A particular listener may find the
minor faults of one preferable to those of another: The
only way to tell is to listen—something we can heartily rec-
ommend in the case of the Altec 19. Another point not to
be overlooked, especially with respect to such a large unit,
is its pleasant appearance and impeccable finish.
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ANECHOIC RESPONSE CHARACTERISTICS
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A Tough-Looking Tuner from Technics

The Equipment: Technics ST-9030, an FM tuner in metal
case suitable for rack mounting. Dimensions: 19 by 3%
inches (front panel), 12% inches deep plus clearance for
controls, connections, and handles. Price: $399.95. War-
ranty: “limited,” two years parts and labor. Manufacturer:
Matsushita, Japan; U.S. distributor: Technics by Pana-
sonic, One Panasonic Way, Secaucus, N.J. 07094,

Comment: Although the first impression made by the ST-
9030 tuner is one of no-nonsense styling and rack-
mountable macho, in its heart of hearts the unit is not that
way at all. Its personality is in fact that of an obsequious
servant who anticipates your needs and, unbidden, quietly
turns its electronic wiles to delivering the best-sounding
FM it can. Choice of station is about all this model wili re-
quire of you.

The design strategy seems to be based on equipping the
unit so that it processes FM signals for the best possible
sound, which makes it highly vulnerable to any marginal
signal conditions, and including automatic devices that let
it “defend” itself when necessary. For example, with the
normal (AUTO) setting of the intermediate-frequency band-
width control, the Technics is adjusted for a wide band-
pass, giving low distortion and best capture ratio. Should
an interfering signal intrude or the signal level drop too
low, the tuner automatically switches to narrow band for
better selectivity

Similarly, the ST-9030 is normally set to maintain the
widest stereo separation it can produce; when the input
signal falls below a preset threshold, the high frequencies
are blended so as to cancel noise components that are of
equal amplitude and opposite phase in the two channels.

H1GH FIDELITY MAGAZINE



Both of these switching functions have a well-calculated
overlap between the ‘“on"” and *“off’" thresholds, which
makes them reasonably immune to "*hunting’’ (rapid flip-
ping back and forth) in the presence of fluctuating or bor-
derline input signals. The muting function, controlled by
the same switch that activates the servo tuning, is not as
neat in this respect—audio breakthrough during rapid tun-
ing can be obtrusive.

The SERVO TUNING itself is a joy to use. When a station is
close to the optimum tuning point, a relay pulls in with a
satisfying little clink and locks tuning to the exact center of
the channel. Like other functions, the servo’s normal (and
defeatable) setting is its automatic mode.

The lab data confirm that this Technics tuner is opti
mized for good listening. Distortion is about average with
the narrow IF bandpass and much better in the wide
mode. Capture ratio is likewise adequate with the IF wide
and excellent with it narrow, and IM distortion also is very
good. The sensitivity curves, which at low signal levels are
about average for a fine tuner, seem calculated to make
listening enjoyable, rather than to permit the “‘collecting”
of extremely distant stations. With very strong signals (65
dBf and up), the ST-9030 is the quietest tuner we have
tested. Both noise and distortion, far from being increased
by front-end overload in the presence of very strong input
signals, actually improve a bit under these conditions; the
already superlative noise curve is driven right off the bot-
tom of our graph above 85 dBF.

To help in orienting an antenna for minimum multipath,
the usual oscilloscope outputs are provided. In addition,
the instruction manual explains how the vertical output
(apparently a rectified version of the IF signal) can be
routed to an unused preamp input and evaluated by ear to
determine when the antenna is getting the best signal.
Amplitude modulation of the IF signal, a usual symptom of
multipath distortion, can thus be heard and minimized by
rotating the antenna.

The ST-9030 is, in sonic terms, one of the more endear-
ing tuners we have encountered. Frequency balance is
good even though the response curve falls off a bit in the
extreme low bass. The cancellation (rather than filtration)
of the 19-kHz stereo pilot confines high-frequency droop
to the high side of 15 kHz. (The lab did not confirm the
passband to 18 kHz, but in normal broadcasting there is
no signal there anyway.) Channel separation (with full
strength signals, of course) is astonishing. Some of the
9030's sonic advantages are achieved by processing sig-
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nals automatically in ways that other tuners offer as man-
ual options or not at all, which scotches direct comparison.
(In particular, the lab had to introduce an interfering sig-
nal to keep the tuner in its narrow mode for the appro-
priate measurements.) Be that as it may, the sound is fine
and can be obtained with a minimum of fuss.

Can the Technics ST-9030 justly be called a budget su-
pertuner? The fact that the exemplary performance by
which this category used to distinguish itself is becoming
more commonplace among *‘normal’’ tuners makes it dif-
ficult to say. In our view the Technics sits on the fast-fad-
ing boundary between the two categories, much as it does
on that between a ‘“‘technician’s’’ tuner and a ‘“‘conven-
ience’’ model. More important, its performance is the re-
sult of an elegant balance between conflicting parameters.
Certainly it offers very good value for its price and a
uniquely conceived approach to the interface between hu-
man being and machine.
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INPUT IN MICROVOLTS
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Technics ST-9030 Tuner Additional Data

Capture ratio
narrow mode

% dB
1% dB

Alternate-channel selectivity 25 dB

narrow mode 87 dB

S/N ratio (mono; 65 dBf) 75 dB

THD Mono L ch R ch
80 Hz 0.060% 0.060% 0.055%
1 kHz 0.065% 0.078% 0.075%
10 kHz 0.16% 1.5% 1.6%

THD, narrow mode Mono L ch R ch
80 Hz 0.17% 1.2% 1.2%
1 kHz 0.17% 0.86% 0.84%
10 kHz 0.24% 2.3% 2.0%

IM distortion 0.01%

19-kHz pilot -72 dB

38-kHz subcarrier -69 dB

All data measured in the wideband (normal) mode un-
less otherwise specified.

35



36

INPUT (LINE/MIKE OR DIN}

RECORDING
REWIND

PLAY
FAST FORWARD
STOP

PAUSE

BIAS (CHROME/NGRMAL)
EQUALIZATION (CHROME/NORMAL)
DOLBY (ON/OFF)

RECORDING PILOT
DOLBY PILOT

HEADPHONES

RECORDING LEVEL
MIKE tNPUTS

Teac’s Good-Value A-103

The Equipment: Teac A-103, a stereo cassette deck in
metal case. Dimensions: 16% by 6% inches (front panel),
10%2 inches deep plus clearance for controls and connec-
tions. Price: $250. Warranty: ““limited,” two years parts
and labor. Manufacturer: Teac Corp., Japan: U.S. distribu-
tor: Teac Corp. of America, 7733 Telegraph Rd., Monte-
bello, Calif. 90640.

Comment: Despite the yen's steady strengthening in cur-
rency markets, good values continue to flow from Japan—
the Teac A-103, for example. At a “nationally advertised
value of less than $250," it offers a level of performance
that is surprisingly advanced for a cassette deck at this
price. It also has more than the expected share of features.

The A-103 is a front-loading model with a removable
door for better access to the heads, capstan, and pinch
roller—cleaning those critical components therefore is a
relatively straightforward procedure. The lever array pro-
vides the usual mechanical controls along with the sepa-
rate EJECT that we prefer to the combination SToP/EJECT
found on some decks. Also, you can switch directly be-
tween modes without going via sToP—except, of course,
that you cannot go directly into the recording mode. Mike /
line mixing, headphone and output level controls, and
memory rewind are absent, but we're impressed with what
is there.

Lab tests reveal equally impressive characteristics. The
signal-to-noise ratios—frequently the prime limiting fac-
tors in a cassette deck—are on a par with the best, and a
check of the Dolby action shows that it provides the full 10-
dB noise reduction at the upper frequencies. The erasure
and crosstalk figures also are excellent, and the sensitivity
is adequate for normal operation. The figures for distor-
tion, especially intermodulation, are better than average.

The playback of the standard test tape shows the rising
low-frequency response characteristic of almost all mod-
ern decks that employ the newer 50-Hz equalization point
rather than the *‘standard” (higher-frequency) turnover to
which test tapes still adhere. On the high end, there is a
modest falloff at 10 kHz, more apparent on the bench
than during our listening tests with commercially recorded
tapes. The record/play response curves show the opposite
characteristic, with a 3-dB rise between about 5 and 9 kHz
that is nearly the same with either TDK AD (NORMAL bias
and equalization settings) or TDK SA (in the CRO, posi
tions). Fortunately, Dolby does little to accentuate these

anomalies, and the overall response is within reasonable
limits with or without it.

Mechanically, the A-103 performs well both in the lab
and in the listening room. The peak-weighted flutter is
much better than specified. Fast-winding times are about
average, speed consistency with varied voltage excellent,
and absolute speed acceptable at about one-sixth of a
semitone sharp for tapes recorded at exactly 1% ips.
(Tapes both recorded and played on this deck are, of
course, exact in pitch.)

In the listening room, the Teac certainly reproduced all
we have come to expect from commercially recorded cas-
settes. More to the point, we were pleasantly surprised at

Teac A-103 Additional Data

Speed accuracy 1.1% fast at 105 VAC
1.1% fast at 120 VAC
0.9% fast at 127 VAC

Wow and flutter playback: 0.05%
record/play: 0.08%

Rewind time (C-60 cassette) 79 sec.

Fast-forward time (same cassette) 82 sec.

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

playback L ch: 58 dB R ch: 58 dB

record/play L ch: 56 dB R ch: 56 dB
Erasure (333 Hz at normal level) 71 dB
Crosstalk (at 333 Hz)

record left, play right 48 dB

record right, play left 49 dB
Sensitivity (re DIN 0 VU)

line input L ch: 115 mv R ch: 140 mv

mike input L ch: 0.57 mv R ch: 0.64 mVv

Meter action (re DIN 0 VU)
Lch: 5% dB high Rch: 6% dB high

Maximum output (re DIN 0 VU)

Lch:07V R ch: 0.7 v
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the recording quality that we were able to achieve. The me
ters are the conventional averaging type calibrated from
+ 3 to -20 VU. Though they seem a bit underdamped, it is
relatively easy to attain good recording levels with them.
This, we suspect, results from the generous safety margin
in their calibration (the zero indication corresponds to a
recording level 6 dB below DIN 0) and from the exception-
ally low noise floor of the A-103. As long as we didn't let the
meters bounce far into the red, we were able to get quiet,
low-distortion copies of discs that we selected specifically
for the demands they make on a cassette deck. And the
tonal balance of the recordings proves very good. It is a
trifle bright on the high end, but the brightness is quite
welcome compared with the dull, overloaded copies we of-
ten have made from these discs.

Citation 19 Gives a
“Big 100 Watts”

Citaten Nineteen

The Equipment: Citation 19, a stereo power amplifier, in
metal case. Dimensions: 16 by 4% inches (front panel);
5Y% inches high overall; 13% inches deep plus clearance for
controls. Price: $495. Warranty: “limited,”” two years parts
and labor, shipping paid one way. Manufacturer: Harman
Kardon, 55 Ames Court, Plainview, N.Y. 11803.

Comment: Because designers know more now (and are
learning all the time) about how to make amplifiers per-
form well when reproducing music waveforms, the state of
the art is definitely rising. Unfortunately, the art of writing
specs that define the musical capabilities of amplifiers has
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On the evidence of the A-1C3, Teac’s new construction
technique, which eliminates a good deal of hand wiring,
has promoted economy of production without sacrifice of
performance. It may also contribute to better reliability
and reduced servicing costs. We think that Teac has a win-
ner here.

CIRCLE 136 ON READER-SERVICE CARD

DISPLAY SENSITIVITY
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stagnated in a way that makes it possible for two units with
similar ratings to sound quite different. We are happy to
say that the Citation 19’s performance exceeds considera-
bly what might be expected on the basis of its specs.
According to the CBS Technology Center, the Citation
meets its total harmonic distortion ratings handily at its
full 20-dBW (100-watt) output as well as at 10 dBW (10
watts) and 0 dBW (1 watt). As is often the case, the low-
level distortion is slightly higher than that of the midrange,
but the spurious components are within 2 or 3 dB of the
amplifier's noise floor. In the intermodulation test, the am-
plifier proves itself capable of exceeding rated power into

AC POWER

37



38

NT IM DISTORTION

OUTPUT IN DBW

020 3 710 13 7 20 23 21 3

INTERMODULATION CURVES

—————

T =
g

e ——

0.1 prad -
-ohm load: <0.08% to 23 dBW (200 watts)

0.007 : spimtnalic 4.ohm load: <0072% to 23 BW (225 watts
0005 _o—="" ==~ l6ohmioad: <0.065% to 20% dBW (120 watts)
0.003
0.002

Citation 19 (3)

1 2 L 10 20 50 100 200 500 1K

OUTPUT IN WATTS

4., 8-, and 16-ohm loads without running afoul of the spec-
itied 0.08% distortion level. Frequency response is within
+1 dB from below 10 Hz to beyond 100 kHz. and the ex-
cellent square-wave reproduction confirms this. Damping
tactor, at 113 for an 8-ohm load, surpasses any normal re-
quirement. Signal-to-noise ratio is an excellent 100 dB
with respect to rated output.

So much for steady-state tests, for here the Citation 19
performs much as would any good-quality model of similar
ratings. With music—that is to say, under dynamic condi-
tions—the amp really begins to strut its stuff. Clipping is
evident on an oscilloscope only when it is delivering peak
power on the order of 300 watts. This represents head-
room of close to 5 dB above rated output and seems an
exceptionally generous margin. Clipping is always unpleas-
ant to hear, of course, but the amplitier does not com
pound the problem with gratuitous misbehavior in addi
tion to the overload. On the contrary, its recovery is very
graceful. And the sound does not degrade noticeably as
the peaks in the program material approach the limit.

All of this enables the Citation 19 to deliver music that
sounds clean at levels beyond what one would expect of a
"100-watt” amplitier. Noise is well out of the way; even
with very efficient speakers, the listening ear must almost
touch the tweeter before any hiss becomes audible. The
tront-panel display, which the instructions tell you how to
adjust for speakers of different impedances, is accurate
and quick. When the 0-dB light is set for full power and
stays on for more than a fraction of a second, the amp is
probably being pushed too hard—though it tolerates this
with little complaint.

The Citation offers two minor annoyances along with its
extraordinary capabilities: It pops slightly when turned on
and off, and the output binding posts (suitable for bared
or tinned wires, spade lugs, banana plugs or dual banana
plugs) are recessed between the heat sinks on the back
panel, making them a little hard to reach. On the plus side,
however, the unit is equipped with a back-panel switch for
strapping the two channels together to double the output
power into 8 or 16 ohms.

All things considered. the Model 19 fits squarely into the
Citation tradition of wide bandwidth. low distortion, and
good damping. Most important, the amp delivers its best
where it really counts—on music.

CIRCLE 132 ON READER-SERVICE CARD
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Square-wave response

Harman Kardon Citation 19 Additional Data

Power output at clipping (channels driven simuitaneously)
Lch 21 dBW (124 watts)
R ch 21% dBW (132 watts)

Frequency response +0 dB, 20 Hz to 40 kHz
+ %, -1 dB, 10 Hz to beyond 100 kHz

Input characteristics (tor rated output at tull gain)

Sensitivity Noise S/N ratio
1.32V -80 dBW 100 dB
Damping tactor at 1 kHz 13

S
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Ortofon’s M-20FL Super:
A Sound that Appeals

The Equipment: Ortofon Model M-20FL Super, a stereo
phono pickup with a Fine-Line stylus. Price: $100. War-
ranty: “limited,”’ one year parts and labor. Manufacturer:
Ortofon, Denmark; U.S. distributor: Tannoy-Ortofon, inc.,
122 Dupont St., Plainview, N.Y. 11803.

Comment: The introduction of a new cartridge by a major
manufacturer is itself enough to pique our curiosity. When
that cartridge represents the top of the line, reviewing it
promises to be a pleasurable experience—and so it 1s with
the Ortofon M-20FL Super.

This model and its newly introduced brother, the M-20E,
represent thie pinnacle of the Ortofon VMS line. (The
VMS—for Variable Magnetic Shunt—distinguishes Orto-
fon's ‘““magnetic’’ cartridge line from its moving-coil pick-
ups.) The two cartridges are similar, the major difference
being in stylus geometry and compliance. The M-20FL
sports a Fine-Line stylus—yet another Shibata variant—
while the M-20E uses elliptical geometry. The M-20FL has a
lower compliance and tracks at a higher force than its
slightly less expensive brother

Actually, it remains a very compliant pickup, although
without test data we'll not quibble that the M-20E is even
more so. In the SME-3009 arm that CBS Technology Cen-
ter uses for its testing, the system resonance with the
M-20FL occurs at 5.5 Hz, suggesting that a less massive
arm would be a better choice. (The pickup itself is, at 5.25
grams, relatively light.) Still, we had no ditficulty audition
ing the cartridge with another tone arm of at least equal
mass.

Although the recommended vertical tracking force is 15
millinewtons (1.5 grams)—a force that we and CBS used
for all tests and auditions—the Ortofon cartridge is able to
negotiate the standard torture course at a VTF of only half
that. The recommended shunt capacitance is on the high
side (400 picofarads); the recommended load resistance is
the standard 47,000 ohms. Too late for lab or listening
tests, Ortofon informed us that the M-20FL Super, M-20E,
and VMS-20E will be supplied with a cartridge capacitor of
210 picofarads (CAP-210) bridged across the output pins
of each channel to make proper loading easier. The device
is removable should it prove unnecessary in a particular
installation and apparently can be retrofitted to any of
these pickups or to the Mk. It modetls of the F and FF series.

Each M-20FL Super is accompanied by its own calibra-
tion data. CBS tests indicate that, with the exception of
channel separation—a test in which measurements are
hard to duplicate precisely—our sample exceeded its cali-
bration data. The sensitivity is exceptionally high for a top-
of-the-line cartridge (1.63 millivolts per centimeter per
second), and the channel balance at 1 kHz is superb
(within 1/5 dB).

The frequency response is beautifully flat (within %2
dB) from 20 Hz to 10 kHz, with a separation that is aimost
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RESPONSE IN DB

consistently better than 25 dB over the same span and
better than 30 dB over much of it. Above 10 kHz, the re-
sponse rises (more on the left channei than on the right)
and the separation diminishes, as is to be expected. Yet,
there is still more than 18 dB of separation at 15 kHz. The
square-wave test excites a single cycle of overshoot, fol-
lowed by ringing that is quickly damped out.

The second harmonic distortion is very low (1% or less at
1 kHz), as is the IM distortion—0.6% in the lateral mode
and 1.8% in the vertical. The latter figure is especially good
for a phono pickup. The vertical tracking angle is 20 de-
grees, the customary (and specified), if not *‘standard,”
value. The Fine-Line stylus displays excellent polish and
alignment under the CBS microscope. We would not ex-
pect the 15-millinewton tracking force to increase record
wear significantly, if at all, considering the larger area of
contact that the stylus geometry offers. At the recom-
mended force, it passes the CBS tracking test excellently.
(See “Additional Data.””) On music records, the only evi-
dence of mistracking (and it was rare) occurrec on the in-
nermost grooves of heavily recorded discs and on a direct-
to-disc recording (the Nexus ““Ragtime Concert,”” Umbrella
UMB DD2).

The sound of the M-20FL is appealing. The bass is so-
norous but tight, a characteristic that is very evident in the
lower octaves of the bass viol and on drums. The sound
has warmth but at the same time provides a sense of pres:
ence often lacking in *‘warm’’ pickups. The stereo imaging
is both wide and deep—which, we suspect, adds to the

+10 M-20FL Super
+5 FREQUENCY RESPONSE
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warmth of the sound without detracting from its up-close
presence. We found a slight instability in the exact center
image—noticeable, for example, on a solo violin record-
ing—in which the upper partials seemed to favor the left
channel. Brass reproduction is very brilliant (perhaps a
trifle too much so for some tastes), no doubt because of
the raised response at the higher frequencies. The same
characteristic adds an appealing brilliance to the cymbals
and a less appealing edge to sopranos. The distinction be-
tween instruments is very well drawn, the sound having a
clarity that cartridges with higher distortion usually lack.
Like many audio components, the Ortofon M-20FL of-
fers a series of tradeoffs in performance. Its low-frequency
tracking capability is excellent; high-frequency tracking is
nearly as good. Most important, to our way of thinking, is
the fact that the general sound and stereo imaging of this

pickup are right there among the best—and at what is fast
becoming a modest price for a premium pickup. On the
vast majority of discs, this Ortofon will unveil the musicin a
truly righteous fashion.

CIRCLE 131 ON READER-SERVICE CARD
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Maximum tracking levels
(15 millinewtons VTF; re RIAA 0 VU)

300 Hz >+18dB
1 kHz +9dB
10-20 kHz -5dB

H. GAIN ADJUST.

L. CH. GAIN ADJUST.
L. CH. LEVEL PILOTS

L. CH. EQUALIZER

LEVEL-PILOT TEST
REVERSE STEREQ
MONO

= =
[ Xwr)

H. LEVEL PILOTS

Pttt

R. CH. EQUALIZER
HEADPHONES

=1

SELECTOR (PHONO 1/
PHONO 2/TUNER/AUX)

TAPE 2 INPUT & OUTPUT

BALANCE
TAPE DUB 1p2/201
TAPE MONITOR 1/2
EQUALIZE LINE/TAPE

Soundcraftsmen Integrates Preamp and Equalizer

The Equipment: Soundcraftsmen PE-2217, a preamp/
equalizer in vinyl-clad wood cabinet or optional rack
mount. Accessory AC outlets: 4 switched, 2 unswitched
(1,000 watts total). Dimensions: 19 by 6% inches (front
panel), 11 inches deep plus clearance for controls and con-
nections. Price: $529.50; optional walnut-veneer cabinet,
$49. Warranty: “'limited,” two years parts and labor. Man-
ufacturer: Soundcraftsmen, 1721 Newport Circle, Santa
Ana, Calif. 92705.

Comment: Here is a product that raises the question: Are
the usual preamp response-altering controls really redun-
dant when combined with an equalizer? Tone controls, fil-
ters, and even loudness contours can be closely approxi-
matéd by manipulating the sliders of an equalizer. In the
PE-2217, Soundcraftsmen offers a combination preamp/
equalizer in which all frequency-sensitive adjustments are
made on its ten octave-band controls.

The PE-2217 includes all the normal preamp switching
and connections—even dual headphone outputs—and will
carry the signal straight through from a phono cartridge to
the input of a power amp. Dubbing between tape trans-
ports can be in either direction and can take place while
you are listening to another program source. Note that the
second deck may be connected either to the usual pin
jacks on the back panel or via stereo phone jacks on the
front panel.

There are, in fact, a number of additional features that
will be welcomed by recordists. In particular, the equal-

ization can be switched in either ahead of the decks (tocor-
rect shortcomings in the original signal and allow record-
ing of the result) or in the line output (to equalize playback
of any source—and for use as a speaker equalizer). The
mode switching includes separate right- and left-channel
mono buttons (press both for L + R mono) so that individ-
ual tracks can be played even if the (stereo) deck itself
does not provide switching for the purpose. This last fea-
ture is not uncommon among the better preamps, but
pre/post equalization switching is all too rare.

In addition to the typical balance control (which, be it
noted, lacks a center detent), there are a pair of ZERO-GAIN
sliders and four indicators to facilitate adjustment. As
Soundcrattsmen points out in the owner's manual, an
equalizer is not meant to be an amplifier: Input and output
signal levels should be approximately the same at least
when averaged over the audio band. Obviously, the fre-
quency balance will be affected by the control setting, but
equalization should leave total energy relatively un-
changed by the process. This, incidentally, will allow you to
determine the effect of the equalizer with an A/ B compari-
son. Furthermore, the dynamic range of the equalizer
should be optimized if it is not asked to be a broadband
amplifier as well. To obtain an average unity gain condi-
tion, you adjust the ZERO-GAIN controls so as to match the
brightness of the two indicator lights for each channel.
Program material— preferably wideband pink noise~must
be present for this setup. A supplied test record contains
not only appropriate wideband pink noise, but ten octave
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bands of noise recorded separately on each channel as
well. The record thus provides a convenient means of set-
ting up the unit as a room or speaker equalizer. While the
left channel cycles through the ten octave bands, the right
channel contains a reference noise band centered on 1
kHz. Each octave-band slider is adjusted by ear until the
loudness of the noise band matches the reference. (The
reference level shifts for each octave in accordance with
the Fletcher-Munson curve so that such ‘‘ear matching”
works reasonably well in establishing the correct balance.)
if you have a sound-level meter, the record can be used as
a signal source and each slider adjusted for uniform meas-
ured sound level at the listening position—and the refer-
ence signal ignored. The equalization procedure should be
repeated several times, since the sliders interact some
what. Once your “‘basic room equalization’* settings have
been determined, a template can be made (with materials
supplied by Soundcraftsmen) to aid in returning to them
quickly. Then the sliders can be manipulated about these
“normal’ settings to achieve whatever tonal alterations
are desired for a particular program.

At the lab, the PE-2217 acquitted itself well. The max-
imum output level is more than adequate for any power
amp, and the THD—even with intentionally "“difficuit” set-
ting of the equalization sliders—is low enough not to cause
any concern. IM is a bit higher but reasonably low for such
acomplex device. The frequency response is exceptionally
flat for an equalizer and results in excellent square-wave
response at both test frequencies. Each octave-band slider
provides close to the + 12 dB spread claimed for the unit.
Furthermore, the shape of the curve for each octave is
pretty much the same, and the various center frequencies
are quite accurately spaced.

The phono equalization is excellent. The phono sensi-
tivity is, if anything, on the high side; the overload point is a
bit low but should handle most high-quality cartridges. The
sensitivity of the high-|level inputs is typical of a preamp,
and the signal-to-noise ratio of all inputs is very good, that
of the phono section is equivalent to 83 dB referenced to a
10-millivolt input at 1 kHz.

With the help of the test record, and with our ears as a
meter, we found it relatively simple to adjust the equalizer
to flatten out our listening room's response. Once we had
done so, there was a definite improvement in tonal bal-
ance. As usual, the improvement is greatest in the lower
registers where speakers (and rooms) exhibit their great.
est eccentricities. The smoothed bass response of our sys-
tem was clearly apparent even with casual listening to bass
viols, organ, and such.

|f we have any reservation about the PE-2217, it is that
with our pickups the sound of the phono section—while
certainly good—does not have quite the extra midrange
clarity and definition that we have commented on in re-
viewing some of the separate preamps now on the market.
This is a subject that we approach with diffidence since
some preamps interact with some pickups in unpredic-
table ways, and we obviously can’t try all conceivable com-
binations. Therefore, we urge careful audition and A/B
testing (listen, in particular, to the sound of the upper
strings) by the prospective purchaser. The preamp is, in
any event, quiet and clean by most standards. Our sample
of the test record seemed unduly infested with ticks and
pops, and the power cord seemed a bit lightweight for the
1,000-watt (total) rating of the accessory outlets. Presum
ably, however, Soundcraftsmen’s rating means what it
says, and of course the test record is not meant for listen
ing, so neither of these points should deter the potential
buyer.

For more.reports on equipment, see BACKBEAT.
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And the PE-2217 should attract many. Incorporating
the graphic equalizer within the preamp reduces the
amount of cabling and circuitry through which the signal
must flow. It also places the entire switching logic in the
lap of the designer—a desideratum whose import is easily
underestimated. It allows optimum control of noise and
distortion and the greatest possible functional utility of the
switching itself. Soundcraftsmen has done an excellent job
of achieving such utility while avoiding the often confusing
and needlessly redundant switching of separates. In short,
the PE-2217 is a well-thought-out and capable unit.

CIRCLE 134 ON READER-SERVICE CARD
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Soundcraftsmen PE-2217 Additional Data

Output at clipping (channels driven simultaneously)
L ch 71V
R ch 69V

Frequency response +0dB. 20 Hz to 20 kHz
+0, -% dB, below 10 Hz to 70 kHz

+ %2 dB, 35 Hz to 10 kHz
+1 dB, 25 Hz to 20 kHz

RIAA egualization

Input characteristics (for 2 volts output)

Sensitivity S/N ratio
phono 1 1.4 mV 67 dB
phono 2 1.4 mV 66 dB
tuner 163 m¥Y 93 dB
aux 163 mV 93 dB
tape 1, 2 163 mY 93 dB

Phono overtoad (clioping point) 85 mV at 1 kHz

IM distortion (2 volts output) 0.157%
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A selected — and selective — bestiary of disc-care accessories

by Edward J. Foster

AMONG THE FAUNA, so to speak, of high fidelity,
record-care accessories might be compared to the
insects: They're relatively small, theyre ex-
ceedingly numerous, and telling the “good bugs”
from the ones that will sting sometimes requires
the services of an expert. And the "good hugs”
serve as ecological agents whose importance to
record survival is difficult 1o overestimate. while
the look-alikes may be no better than pests. We are
only beginning to understand the workings of this
microcosm. but—nothing daunted—we plan, in
this article. to let vou in on our observations of it.
Be warned that it is one in which mutants occur
with a rapidity unknown in nature. forestalling de-
finitive classification of specie and genus; we will
simply be describing the specimens in our collec-
tion and sketching in the broader lines of classifi-
calion as they appear at the moment.

Successful products are quickly imitated. For
this reason, the many gizmos in our collection fall
into relatively few categories. By far the most pop-
ulous group is the hand-held velvel pad to be used
either with or without some special fluid. Such
solutions often are acclaimed for their ability to
deep-clean a record. deposit an antistatic coating.
and leave no residue. (How the latter two attrib-
utes can exist simultaneously stymies our logical
instincts.) Some of the products are specifically
designed to leave a lubricating film.

Besides the manual velvet-pad devices. several
similar items swap the velvet for a fine-bristle
brush—or mav supplement the velvet for a douhle
whammy. And the newer tvpes collect the dus!
and lint onto an adhesive roller.

To loosen the grip that a statically charged
record exerts on dust and lint, there are several
jonization guns on the market. They use a piezo-
eleciric high-voltage generator, charging a sharply
pointed needle. The electrostatic ficld at the tip of
the needle “ionizes” (unbalances the electric
charge of) the air molecules. which then conduct
awav the record’s static charge.

For really dirty records. there are several soak-
'em-and-scrub-'em approaches and at least one
foaming cleanser. And of course. the vacuum.
cleaner concept has not been totally ignored.

All of these devices clean the record before it is
plaved. For automatic cleaning during play, a vari-
ety of auxiliary devices resembling tone arms (in-
tended to “preplay” the disc and wipe it clean)
have appeared. Some of these also are equipped to
drain off any static charge that builds up during
the listening session. Antistatic mats serve the
same purpose. If your stylus should develop a case
of the cruds. there are all sorts of cleaning fluids
and brushes to strip the dirt from the diamond.
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With Net and Magnifier

It would require virtually unlimited time and re-
sources to perform a series of tests sufficient to
judge conclusively the practical effectiveness of
the many available products. So we attacked the
problem in a roundabout way, deducing—rather
than measuring—the effectiveness in most re-
spects.

We checked the residue left by each cleaning
fluid by dropping some of it onto a clean glass mi-
croscope slide. After it had dried, we inspected it
visually, noting the amount of residue and its na-
ture: dry, sticky. or oily. (If a residue is left, it
would seem best that it have no tendency to hold
dust deposits on the disc surface.) We judge any
claims that the fluids we checked had permanent
antistatic effects to be hyperhole.

Velvet pads and brushes were examined under a
25X microscope to determine the relative size and
uniformity of the bristles or pile. and whether they
were separale or intertwined. We also determined,
hoth by microscopic ohservation and by feel.
whether the pile had a preferred orientation. Vel-
vet pile generally feels smoother in one direction,
that in which it tends to lie. It is logical to assume
that passing the pad along the record grooves in
the “rough” direction would direct the fibers into
the groove and aid in dislodging embedded dirt.

Antistatic guns were evaluated comparatively
by determining how brightly they would cause a
neon bulb to flash. how much ozone was gener-
ated in the nozzle. and how well they discharged a
record. The latter is what really counts and fortu-
nately is relatively easy to determine. We charged
a disc by rubbing it briskly with a rabbit fur,
checked its level of charge with an electroscope.
zapped it with the gun. and rechecked the charge
level. All guns passed with flying colors.

Our Collection

Our sampling is. once again, far from complete.
Some species are hard to trace to their hreeding
grounds: many record-care products are marketed
hv companies other than their manufacturers and
hence may show up from more than one source—
and at more than one price. (Dealer practice also
varies; the same device may appear as both a
come-on hargain and as a premium accessory.)
Distribution is sometimes irregular, and not all
distributors would send us samples for evaluation;
nor. surely. did we manage to reach ail of them. As
the company-by-company listing that follows
makes plain, our collection already was so large as
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to be barely wieldy. But here is what we found
with the samples at our disposal.

® Audio-Technica. The AT-6008 Rotary Disc
Cleaner ($9.95) is a 3'%-inch-diameter plush velvet
pad mounted in a holder with a center handle
knob. Since the pad rotates with respect to the
knob, the velvet pile remains aligned with the
groove as it sweeps around the disc, thus reducing
the possibility of redepositing the dirt. The pile is
short, is relatively matted, and has no apparent
wale or preferred direction.

The AT-608 Record Cleaning Solution packed
with the cleaner is applied with a delicate eye-
dropper (also included) through a hole in the
handle. It permeates the pad in a reasonably uni-
form manner, leaving the pad barely damp. Its
ability to discharge a record is deemed good. The
solution left a slightly oily residue. (The kit also
contains a holder for the cleaner and a stiff-bristle
brush with which to clean the velvet.)

The PDQ System ($18.95) consists of the AT-
6002 Grounded-Brush Autocleanica ($9.95). the
AT-6010 Manual Disc Cleaner ($5.95)—both of
which also use AT-608 fluid—and the AT-607
Stylus Cleaner ($2.95).

The AT-6002 Autocleanica, a tone-arm-type au-
tomatic disc cleaner, has a velvet plush roller and
a sof!. electrically conductive brush. The well-fin-
ished metal arm adjusts to the desired height and
has an integral armrest. The base attaches to the
turntable top plate via a double-sided adhesive
ring, and the arm is grounded to a metallic part of
the frame to drain off the static charge.

The cleaning fluid is injected into an internal
storage reservoir with the supplied eyedropper
and, from there, metered to a roller made of essen-
tially the same material as that in the AT-6008. The
brush has soft. reasonably separate bristles.

The AT-6010 record cleaner is a rectangular vel-
vet pad (1 by 3% inches) with a hollow handle into
which the cleaning liquid is applied. Fluid spreads
over the surface of the pad unevenly. with wet
spots apparent. The manufacturer provides a
holder for the pad (and double-side tape to mount
it) along with astiff foam pad to clean the velvet.

The AT-607 Stylus Cleaner mixture includes
isopropyl alcohol and leaves virtually no residue.
It comes in a nail-polish-style bottle with a brush
in the cap.

® Audiotex Laboratories. The Total Concept ($12.95)
kit comprises a foaming record cleanser (Record
Basic) and a less aggressive cleanser (Record Plus)
that also contains a silicone lubricant. Each is
packaged in a 7-ounce aerosol can. Also included
are a half-dozen lintless wiping towels (12 by 17
inches), a velvet plush pad (3% by 1% inches), and a
bristle brush for cleaning the velvet. The pad has a
short, waleless pile with no preferred orientation.
The heavy-duty Record Basic left a substantial but

nonoily residue on our microscope slide, while
Record Plus left a slight but very oily residue. Au-
diotex recommends that Record Plus always be
used after Record Basic.

® Ball Corporation. Sound Guard Record Cleaner
Kit ($7.99) consists of a 2-ounce bottle of record-
cleaning solution with a pump spray top, a velvet
pad (1% by 4% inches), a sponge, and a grooming
pad. You apply the liquid to the velvet pad and
wipe lightly soiled records. Badly soiled discs re-
quire direct application, followed by a rinse with
the wet sponge and a buffing with the pad. In our
tests, the fluid left practically no residue. The vel-
vet pile is very short and random in orientation.
When we followed the “light cleaning” directions,
the system did a good job of discharging static.

The Sound Guard Record Preservation Kit
(87.99) supplies a bottle of dry lubricant, intended
to reduce wear (we altempted no substantiation of
this claim), in a liquid carrier. The solution is
sprayed onto the surface of the record., which is
then buffed with a velvet pad. Ball claims that the
2 ounces of solution provided should be enough to
treat both sides of thirty to thirty-five LPs and that
the lubricating properties will last through ap-
proximately twenty-five plays. The slight residue
will cause no degradation in frequency response,
judging from tests I made earlier at Diversified Sci-
ence Laboratories. Applied according to direc-
tions, the solution reduces static charge reason-
ably effectively; after fifteen minutes, the charge is
reduced even further.

The velvet pad supplied with this kit looks simi-
lar to that with the Sound Guard cleaner, but the
pile actually differs greatly. There is a relatively
tight wale with reasonably separate fibers that
have a preferred orientation along the rib. which is
determined by touch.

® Bib. The Bib Anti-Static Record Care Kit ($24.95)
contains a Groov-Stat ionization gun, an electro-




scope, and a Bib Record Dust Off. The electro-
scope detects static: When brought near a charged
record, the two metal foils in the cylinder will sep-
arate; near a neutral disc. they remain together. It
can also be used to check the ionization gun. As far
as we know, the electroscope is unique to the Bib
kit; in any event, it is very handy. The gun itself op-
erates easily and effectively. The needle is reason-
ably well protected in the barrel of the gun. al-
though a small finger could still reach inside and
get pricked.

The Dust Off is a velvet pad (1% by 5% inches)
that has a relatively deep pile with a preferred di-
rection along the ribs of the wale. Although the in-
structions don't say so, the Bib Dust Off appears to
be more effective when used in one direction than
when used in the other. The velvet pad rests in a
plastic housing with a foam pad on the base. The
velvet can be made barely damp by bringing it in
contact with the moistened foam. No fluid is in-
cluded.

® Decca. The Decca Record Brush ($14.95) consisls
of two 4-inch rows of extremely fine conductive
bristles—a million of them all told, according to
the literature. (We didn't count.) No fluids are to be
used with the brush. A single light pass of the
brush totally discharged our record and wiped it
clean of surface lint and dust. It is not designed to
do much with fingerprinis or other greasy resi-
dues.

The “tone arm” version of the record brush is
the Decca Record Cleaner. It is mounted to the
baseboard by an adhesive pad and grounded to the
turntable frame. The height of the arm is roughly
adjustable via an assortment of spacer blocks. A
magnet holds the arm in its rest position.

e Discwasher. This line of record-care products in-
cludes the D-3 Discwasher System, the Zerostal
ionization gun, the D’Stat-Il antistatic mal, and the
SC-1 Stylus Cleaner.

The D-3 System ($15) consists of a wide-wale
fabric mounted on a handsome burled walnut
handle. The hollow handle stores a 1-ounce bot-
tie of fluid, which left a barely apparent resi-
due. The pile of the fabric is quite stiff, quite long.
and definitely oriented in one direction. (The di-
rection in which the pile is to be used is indicated
by an arrow on the handle) Microscopic exam-
ination reveals that the individual fibers are uni-
form and well separated, so they are likely to reach
well into the groove to pry out dirt. The wide wale
of the fabric leaves plenty of room to collect the
dust so it isn't just rearranged on the record.

The fluid is applied in a bead along the leading
edge of the fabric pad, which presses against the
rotating disc for 5 to 10 seconds. Then the brush is
rocked so that the trailing edge contacts the record
to dry it and collect the debris. This procedure al-
so relaxes the static charge.
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The D'Stat-11 antistatic mat ($7.95) is a thin con-
ductive-fiber turntable pad meant to neutralize the
static charge of a disc resting on it in playing posi-
tion. In use. we found it reasonably effective in di-
minishing the charge on the upper surface of the
record.

The Discwasher Zerostat ($20) was the first of
the ionization guns to come onto the market. It is
the only one tested with a mechanical means of
protecting the piezoelectric generator from over-
stress. In practice, the Zerostat completely elimi-
nates surface charge. The pointed needle that
ionizes the air is reasonably well protected from
little fingers.

The SC-1 Stylus Cleaner ($6.00) is composed of
an extremely dense mass of fine bristles that have
been sheared to a smooth surface. A few drops of
D-3 fluid are applied to the brush, which is then
wiped against the stylus—moving from the rear of
the cartridge to the front. A magnifying mirror on
the reverse side of the brush aids in cartridge
alignment.

e Empire Scientific. Among the items in the Audio
Groome line are the Static Eliminator ($39.95), an
ionization gun with two barrels, and the Dust
Eliminator ($19.95)—a cleaning brush with con-
ductive carbon-fiber bristles, similar in construc-
tion to the Decca brush. (The claimed bristle count
is more modest—just “thousands.”) A light pass of
the Dust Eliminator removes surface dust from a
disc and markedly reduces static as well.

The Static Eliminator has its sharp points rea-
sonably well protected from finger contact, al-
though it is just possible to touch the lower one
(and receive a shock). Like its competitors, it is
very effective in neutralizing static. (With nor-
mally charged discs. the extra barrel somewhat
suggests overkill, but that's better than underkill.)

e Fidelitone. Fidelitone's Record Conditioner with
Purifier Fluid ($10.95) resembles the Discwasher
system in appearance and operation. It, too, sports
a hollow wooden handle (in this case, cherry) that
holds a %-ounce bottle of fluid. When nol in use,
the Conditioner rests in a wooden holder. On our
microscope slide test, the Fidelitone mixture left a
very slight but oily residue. The pile, which has a
relatively wide wale and a preferred orientation
(indicated by an arrow on the handle), is some-
what random in length and the fibers are not well
separated. Our sample’s pile does not run parallel
to the handle and so is hard to orient well with re-
spect to the grooves. The brush also tends to apply
excess f{luid. The system discharges static effec-
tively.

The Fidelicare Spin & Clean ($19.95) is meant to
wash very dirty records. The record is suspended
vertically on adjustable rollers so that the grooves
are immersed in a tank of cleaning solution form-
ulated from tap water and the Fidelicare Record
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Wash. As the record rotates in the tank. brushes
force the solution into the grooves to lift out em-
bedded dirt. Our tests indicate that, although the
fluid leaves a noticeable (nonoily) residue, it does
a better than average job.

® Le-Bo. The Stat-Brush ($24.95) is an ionization
gun but with a difference. The ionized air is gener-
ated within a large cavity surrounded by a velvet
pad. Dust released by the discharge is swept up by
the brush and collected by the pile. The brush
bristles appear relatively coarse under the micro-
scope, and the pile is random in character. The
Stat-Brush does an excellent job of neutralizing a
charged record, but the ionization needle is unpro-
tected in the large cavity—a definite safety hazard
in our opinion.

® Memorex. The tape company has two products in
the disc field: the Record Cleaner ($2.59) and the
Record Care Kit ($5.49). The major ingredieni of
each is a velvet plush preening rod 4 inches long
and % inch in diameter. The pile is uniform in
length and random in orientation. It is not as con-
venient as using the pad-with-handle types. The
simple Record Cleaner may be used dry or mois-
tened slightly with water. The Record Care Kit
provides a bottle of flutd and a brush with which
to clean the preener. The fluid has an isopropyl al-
cohol base and leaves very little residue.
Memorex advises weekly use of the cleaning so-
lution to dampen the foam pad on which the
cleaner rests and keeping the lid closed between
uses o maintain humidity. Since isopropyl alco-
hol evaporates very quickly and the case is hardly
air-tight, the device generally turns out to be dry.

® Radio Shack. The Realistic label offers something
in just about every category of record-care prod-
uct from clip-on record brushes (42-1073. 39c.
without arm lift; 42-1072, 79¢, with one) to the Dis-
cotron ionization gun (42-109. $19.95). There are
also replacement inner record sleeves both for 45s
and LPs (42-104. $1.49 for ten: 42-132. $1.99 for ten.
respectively) as well as a turntable-mounted brush
(42-746, $1.19) to capture the dust from a stylus as it
passes by.

Of the record-cleaning aids, the least expensive
is a sponge cleaning pad (42-121, 88¢). Dampened
with water. it does wipe the record clean of sur-
face litter and discharge the static. It also leaves it
wet—which is not desirable.

Stepping up the line, there is a Record Cleaning
Kit (42-1085. $1.98), consisting of a bottle of antista-
tic fluid, a furry “powder-puff” pad. a clip-on tone-
arm brush, and a stiff brush (presumably to clean
the pad). The fluid, which left only a slight residue,
is effective in neutralizing (but not in preventing)
static buildup. It also left the disc wet and
sprinkled with fur.

For a penny more, you can get a round rod-type

disc cleaner (42-135), evidently meant for dry use.
The wale is relatively wide but not oriented to
capture debris, nor is there a preferred direction to
the pile.

The 78/45/LP Record Cleaner (42-130. $2.99) of-
fers a better approach. This rolterlike device has a
convenient hollow handle into which a few drops
of waler are added to humidify the pile; a tight
plastic cover helps retain the moisture. The damp
pile does a good job of discharging the disc and
picking up and holding lint and dust. (Because of
the relatively wide, coarse wale and the fiber ori-
entation—or lack of it—it will not do the job very
well when dry.) The record may emerge from this
treatment slightly damp but certainly not wet.

Radio Shack's Hydro Stor Cylinder (42-101,
$5.95) and Hydro Stor Professional (42-102, $9.95)
use the same record-cleaning fluid—one that we
find leaves a relatively substantial oily residue.
Each Hydro Stor device has a hollow core filled
with glass beads that “trap” the iluid. (The method
is less than successful: each of our samples leaks as
soon as it is loaded.) The Cylinder model has a
round. roller-shaped plush pad stored in a plastic
cylinder. The Professional system has a wooden-
handled rectangular pad. Each wets the record ex-
cessively but effectively neutralizes static. The
plush pile has a relatively tight wale with no pre-
ferred orientation.

The Discotron ionization gun proves much more
successful. Its two ionization needles are well
shielded from intruding fingers. and it does an ex-
cellent job of neutralizing static.

Radio Shack offers two tone-arm-style cleaners,
the Discoclean (42-107, $9.95) and the Discostat
(42-106, $19.95). Each has a coarse, long-haired
roller to collect debris. The fibers are relatively
soft and appear unlikely to pick up any but surface
lint and dust. The Discoclean has a bristle brush in
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addition to the roller. while the Discostat features
a group of fine copper wires to discharge the sur
face of the record. The charge is carried down the
length of the arm and grounded to the turntable
frame. We harbor some reservations about tracing
a groove with a mass of copper wires. Each arm
mounts on the base via a double-sided adhesive
pad. and the Discostat design includes an integral
arm rest absent from the Discoclean.

The cleaning fluid used with the Realistic Phono
Cartridge Maintenance Kit (42-108, $5.99) has an
isopropyl alcohol base, and left little residue. An
applicator brush. tweezers, a jeweler's screw-
driver, and a stylus microscope complete the kit.
The microscope—though somewhat beyond the
scope of this survey—does not have good enough
optical quality to be very useful.

An alternate Stylus Cleaning Fluid and Brush
(42-1074, $1.39) also is available. The isopropyl al-
cohol liquid again left virtually no residue.

e Recoton. The company offers us two record-
cleaning products: Clean Sound ($15), a half-cylin-
der velvet pad, and Magic Twins ($7.49), a four-
sided rectangular velvet pad. Each uses an entirely
different cleaning solution. That with Clean
Sound left a relatively large, oily residue; the
Magic Twins solution. largely isopropyl alcohol,
left the least residue of any liquid we tested.

The fibers of the Clean Sound pad are reason-
ably well separated and have a definite ori-
entation, determined by feel. The pile on our
sample does not run parallel with the sides of the
holder. The Magic Twins pad has a soft, short pile
with no particular grain orientation. Each is effec-
tive in neutralizing static.

e Robins. Included in its extensive accessory line is
the Stylee phono-stylus and cartridge main-
tenance kit (41-039. $10), essentially the same as
the Radio Shack Phono Cartridge Maintenance
Kit. The stylus microscope sells separately at
$3.75.

e Rotel. There are four record-care accessories in
the line. none of which relies on special cleaning
fluids. The RK-66 ($3.50) is a rectangular velvel
pad. used dry to preen the record. The RK-77W
($7.00), a similar, somewhat larger. unit designed
for barely damp operation, is kept humid by mois-
tening a foam pad in the bottom of the holder. A
brush. integral with the holder. cleans the RK-77W
pad: a separate piece of hard foam serves the same
purpose for the RK-66. The RK-77W is effective in
discharging a disc, while the RK-66, being dry, is
not.

The RK-88A ($15) is a tone-arm-style automatic
cleaner having a soft-bristle brush and velvet
roller. You can easily adjust the arm height. and
(since only the roller head pivots vertically) no
arm rest is required. The velvet pad of all three de-
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vices exhibits a tight, random shear and appears
matted under the microscope.

The RK-100 Rolling Cleaner ($16) employs an
elastomeric sticky roller to pick off surface dust.
We saw no traces of residue when the roller was
applied to a microscope slide. The roller effec-
tively removes surface lint but does nothing to re-
move static. Accordingly. the record tends to at-
tract new debris as soon as it has been cleaned
unless an ion gun is used as well.

e Sonic Research. The Pixoff ($17.50) also is an ad-
hesive roller, with a sticky tape similar in appear-
ance (o that of double-sided masking tape. When
its surface becomes corntaminated, the tape is
stripped off to reveal a fresh surface. A roll con-
tains five feet of tape, and replacements are avail-
able. The Pixoff iseffective at removing surface lit-
ter. It does nol reduce static charge, however. so
the litter soon reaccumulates; again, an ion gun
will help. No traces of adhesive remain behind.
After each use, a vinyl strip must be wrapped
around the roller to prevent contamination during
storage—perhaps a minor nuisance.

e Sound Guard. See Ball Corporation.

e Vac-O-Rec. To use the Model 100 ($44.95). the disc
is placed vertically in a slot and spun by a motor.
Brushes at the mouth of the slot sweep the surface
free of dust, which is sucked up by a vacuum
cleaner. The unit appears to be designed for 12-
inch LPs.

Vac-O-Rec is adequate for removing surface lit-
ter. Its drawback, like that of several other devices
we tried, is that it doesn't lower static: and in fact
in a dry almosphere, it charges a previously neu-
tral disc. A new model (1100) was not available in
time for the tests.

Similarly. the Duotone Groovac ($89.95), a “pre-
playing” arm that vacuums a disc as it plays, did
not come to our attention in time to be included.

e Watts. This line of record-care products is one of
the widest and oldest in the industry. Watts take a
systems approach to record care by offering a vari-
ely of related products.

For a very dirty record, there is the Record Wash
Brush ($5.50)—3% inches long with an array of fine
nylon bristles in a wooden holder. The bristles are
sufficiently stiff, small, and separate to reach deep
into the groove. The brush is meant to be used with
a solution of liquid detergent and water.

For less contaminated discs (and for drying a
disc after washing), the Parastat ($14.95) employs a
record-washing brush sandwiched between two
velvel pads. The bristles extend slightly above the
surface of the pads to penetrate the groove and dis-
lodge dirt. The velvet is relatively smooth and ran-
dom in orientation but we deem it adequate to col-
lect and hold the dirt.
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For automatic cleaning of the record during
play, Watts offers the venerable Dust Bug ($7.95).
the progenitor of the tone-arm type. A simple plas-
tic arm. pivoted from an adjustable stand. sup-
ports a long, stiff-fibered pile roller. A nylon-
bristle brush rides ahead of the roller 1o loosen the
dirt. Two bases are provided—one with a suction-
cup mount, the other with an adhesive mount.

To clean the preening pads and the Dust Bug
rollers, there is the Humid Mop ($4.50) with Anti.
Static Fluid ($3.00). The former consists of an as-
sortmen! of foam sponges forced into a perforated
plastic tube, through which the sponge hulges to
form a rough surface. A few drops of Anti-Static
Fluid humidify and condition the foam. As the Hu-
mid Mop works against the surface of the preening
pads or Dust Bug roller, it collects the debris and
distributes a microscopic layer of the liquid. You
clean the Humid Mop itself by forcing it into a
bottle stuffed with foam sponge. which can be
washed as necessary. Although the Watts Anti-
Static Fluid left a considerable residue, the
amount that would actually reach a record in this
long tran'sfer chain should be negligible. The Para-
stat/Humid-Mop system proves reasonably effec-
tive in cleaning surface litter from a disc. but it
does little to relieve a static charge.

Mounting the Specimens

What conclusions can be drawn from these exper-
iments? Is there one universal record-care prod-
uct? In our opinion, no. Too much depends upon
that state of the record prior to cleaning. Just how
dirty is it? What causes the dirt to adhere to the
record? Is it deep within the grooves or merely on
the surface?

A record that is basically in good shape but has
static-held surface litter is set to rights simply. Any
of the ionization guns will neutralize the charge so
that the dust can easily be swept off—and effec-
tively kep! off, during play, by any of the tone-arm-
type devices. But (with the exception of the Le-Bo),
the guns won't do the sweeping. The Decca Record
Brush drains off the charge and will sweep away
surface litter as well, but its soft bristles are of
questionable value for removing dirt captured by
chemical (rather than electrical) attraction.

Any of the humid velvet pads also will dis-
charge static and do the sweeping—at leas! of sur-
face litter. Dampened with a solvent. they should
also remove dirt that adheres chemically. How
well they do that depends largely on the ahility of
the solution to break the chemical bond and the
ability of the pile to get the solvent into the groove
and then pull out the dirt. But the solutions (in-
cluding plain water) can also attack chemical
bonds within the record’s surface. Alcohols are
particularly dangerous in this respect. but it seems
that any fluid in quantity is a threat. From the best
information we have been able 1o get on the sub-

ject of vinyl breakdown, we would have to recom-
mend those systems that only dampen the disc for
short periods over those that really wet it for any
length of time. (The finer points—such as the threat
imposed by excessively high alkalinity in the solu-
tion—also seem to have been established, though
since we are not chemical engineers we must defer
to the opinions of those with expertise in this
field.)

There are, as well, large differences in the
amount of residue left by the fluids. The least was
left by Magic Twins (Recoton), D-3 (Discwasher).
Sound Guard Record Cleaner (Ball). Memorex.
and Purifier Fluid (Fidelitone), in that relative or-
der. The Magic Twins and Memorex fluids have a
high alcohol content. an excess of which may, as
we have said. remove stabilizers from the vinyl
compound and make the record surface more
brittle and subject to disintegration under the
poundings of the stylus. The Fidelitone product's
slight but oily residue would seem less desirable
than a dry deposit.

Wet-playing systems (a prime example is Lenco-
clean) appear to contribute to destruction of the
record surface in yet another way. New evidence
collected with a scanning electron microscope
suggests that a liquid film causes the stylus to skid,
instead of keeping close contact with the groove
walls. In applying the large forces necessary to re-
capture the errant stylus, the vinyl can be irrep-
arably damaged. This warning pertains in some
degree to any device that applies liquid to a disc
while it is being played.

The type of velvet pad used on the cleaners
varies widely in fiber type and orientation. Those
with a matted surface whose fibers look tangled
under the microscope may pick up surface litter
but will do little to penetrate the grooves for more
deeply embedded dirt. Other velvets have a stiffer.
more individual fiber structure and a preferred lie.
which should make them more effective deep
cleaners. Of these, Discwasher's stands out from
the crowd. The Watts Parastat is comparable in
loosening embedded dirt, which can then be
picked up on the velvet. Similar-looking devices
vary in the quality of the pile, as noted in the tests.
The unaided eye is not a good guide.

If a record is really grimy. it probably will have
to be wet-cleaned—for better or worse. Both the
Watts Record Brush and the Fidelicare Spin &
Clean seem well designed for this chore, which
we'd consider a “last hope” for the disc.

Although there is no single record-care product
for all seasons, keep in mind the adage about an
ounce of prevention. Dust that becomes ground
into the vinyl—or the “goo’ that you have failed to
remove—can he as deleterious to long-term sur-
face quality as solvents that rob vinyl of plasti-
cizers. So the maintenance of a fine recorded
library requires care: in the selection of disc-main-
tenance products and in their use. as well as in
their design or formulation. ®
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THE INSIDE
STORY ON
AKAI'S GREAT
PERFORMANCE.

AKAI GXC730D

Wow and Flutter:
less than 0.08% WRMS

Frequency Response:
30 to 17,000 Hz (*3 dB using
FeCr tape)

Distortion:
less than 1.5% (1,000 Hz,
uon VU)

Signal-to-Noise Ratio:
better than 60 dB using LN
tape with Dolby on (measured
via tape with peak recording
level of +3 VU)

Bias Frequency:
100 kHz

Heads:
(3) one GX recording/
playback head for forward and
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Currier and lves captured The Mikado’s “'three little maids from
school” as they appeared in the first American production
of the opera (1885) to be given with the authors’ sanction.

We Mikado (1885)

by Richard Dyer

A
Gilbdert
Sullivan

“Discography

“Part I

YuM-Yum: Yes, | am indeed beautiful! Sometimes I sit and
wonder, in my artless Japanese way, why it is that I
am so much more attractive than anybody else in
the whole world. Can this be vanity? No! Nature is
lovely and rejoices in her loveliness. | am a child of

Nature. and take after my mother.

Early in 1890, Arthur Sullivan presented Ethel Smyth
with a copy of the full score of his oratorio The Golden
Legend, remarking, “I think this is the best thing I've
done. don’t you?" Recalling the incident in her memoirs,
Impressions that Remained, Dame Ethel records that
candor compelled her to say that she thought The Mi-
kado Sullivan's masterpiece. “He cried out: ‘O you
wretch! But though he laughed, I could see he was dis-
appointed.”

Connoisseurs may argue about what Sullivan's mas-
terpiece is (though no one has suggested The Golden
Legend lately), but the public has always agreed with
Dame Ethel. The Mikado enjoyed the longest initial run
of any of the operas, and it continues to be by far the
most popular. In his twenty seasons with the D'Oyly
Carte, Kenneth Sandford has performed the part of
Pooh-Bah more than 2,000 times.

Yum-Yum’s consciously naive speech tells us some-
thing about why The Mikado is so well loved. The opera
Mr. Dyer, music critic for The Boston Globe, here con-
cludes his consideration of the thirteen G&S operas on
recordings. the initial portion of which appeared in
our May 1977 issue. All the complete recordings he men-
tions herein are on two discs unless otherwise specifie.

is beautiful in the directness and simplicity of its
ironies, the cleverness of its irritability. the hreadth and
charm of its characterizations, the range of its wit—and,
yes, its human feeling. William S. Gilbert's text has been
criticized in his day and in ours for its bloodthirstiness;
capital punishment is not the most agreeable of sub-
jects. But this is offset by the vigor of Gilbert’s humor
and, surprisingly, by the delicacy of his feeling—which
is exposed not only in the obvious places (like the chorus
“Comes a train of little ladies™ or the madrigal “Brightly
dawns our wedding day”), but also in the rounded char-
acterjzation of the elderly and ugly Katisha. Sullivan
had demanded a “probable plot.” He didn't get one, but
he did get probable and sympathetic characters.

Yum-Yum is the most irresistible of the heroines, and
the town of Titipu produced exaggerations of what any
English village could plentifully supply. The tailor Ko-
Ko is a common man for all of his uncommon resource-
fulness; and in Pooh-Bah, Gilbert found a name for a
personality that had always existed and that will con-
tinue to exist as long as committees meet.

Sullivan, too, worked with vigor and delicacy in his
score. The concerted numbers are among the most in-
genious he ever wrote, for he does not simply pit tunes
and rhythms against each other, but also injects person-
ality: He found music for Gilbert's people. The Mikado
is artifice so skilled and intricate that it seems artless:
for all its absurd removals from reality, it does in fact
take after Mother Nature.

The Mikado has been recorded ten times, and eight of
these versions are still available. The earliest of them is
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the electrical recording of 1926, conducted by George
Bynge (Pearl GEM 137/8). The second electrical version
was that, from 1936, by Isidore Godfrey conducting the
D'Oyly Carte; it has several times been transferred to LP
but has not been available for many years. Then in 1950,
Godfrey returned to the studios with Martyn Green and
Darrell Fancourt to re-create what they had done four-
teen years before (Richmond RS 62004).

In 1956, Green, who had left the D’Oyly Carte, went to
Hamburg to record Mikado again; that version, origi-
nally on Royale, recently reappeared on Everest (3412),
the first—and one hopes the last—Mikado to be forced
onto a single disc. (It plays more than forty minutes to
the dim-sounding side.) Richard Korn’s conducting
commands respect, though he does not seem to be using
the standard orchestration; the chorus and some of the
principals are German (“If you want to know who we
are, we are chentlemen of Chapan”).

A year later Sir Malcolm Sargent made the first stereo
recording (Angel SBL 3573) with his usual cast of opera
singers, and, in 1958, Godfrey made his third D'Oyly
Carte recording (London OSA 1201, hereafter London I}.
Then in 1962, the Sadler's Wells company—now the
English National Opera—recorded its highly acclaimed
production that Alexander Faris conducted (now on
Rod McKuen's Stanyan label, 28R 9009). Finally, in 1975,
Royston Nash made the best-recorded version of all
(London OSA 12103, hereafter London II); there is a ter-
rific sharpening of the ax in the first-act finale.

Nash's set completes a circle, for his tempos are the
liveliest (and the closest to the metronome markings in
the score) since Bynge's nearly fifty years before. Faris
gets some particularly lovely woodwind playing but
curiously substitutes a clumsily assembled overture for
the one that Hamilton Clarke prepared under Sullivan’s
direction. Sargent's version has slow tempos and ex-
quisite detail; Godfrey's 1958 account has even more
emphatic weight. Some curious set of chances has de-
termined that none of these includes the spoken dia-
logue.

Pearl’s avid annotator speaks of the artistic superior-
ity of Henry Lytton’s Ko-Ko, but I do not hear it on the
records. The great veteran seems to be making such an
effort to “sing” that he neglects to characterize fully; he
also jumbles the words more than once. Still, there's
somefthing very touching about his ongoing, vigorous
“Tit-willow”—there is poignancy in the gargled octave
echo that arises from the suicide’s grave.

Peter Pratt (London I) seems to me the best of all Ko-
Kos. He sings with the greatest liveliness of rhythm, mu-
sical accuracy, and apt vocal coloration. Can one resist
the besotted way he sings of how he adores himself with
“passion tenderer still"? Geraint Evans’ Ko-Ko is the
best of his performances in the Sargent/EMI series, but
the pointedness of his delivery of the list song is offset
by an excessively lachrymose “Tit-willow”; his timbre
is also close enough to those of Pooh-Bah and Pish-Tush
to cause some occasional confusion of identity.

John Reed (London II) has a tendency to rush the beat,
and he oflen resorts to the kind of cockney mannerism
that Sullivan deplored in the work of some of the early
Savoyards. His echo from the suicide’s grave is a gim-
micky electrical one, and he spoils an otherwise pleas-
ing version of the song by bursting into sobs at the end.

The actor Clive Revill (Stanyan) takes out after most
of the words with real zest; he makes a droll exception

FEBRUARY 1978

in “The criminal cried” when he seems almost afraid to
utter the dread word “snickersnee.” The recording
makes very odd stereo shifts in the middle of the tra-la-
las in “The flowers that bloom in the spring,” bouncing
them from speaker to speaker—perhaps in this emulat-
ing one of Green's funniest vocal effects, for he makes
this passage sound as if emerging from different throats.

Green's three recordings of Ko-Ko document a pro-
gressive deterioration of voice and abandonment of ar-
tistic conscience. The 1936 version is his finest recording
of any of his roles. The voice is youthful and very beau-
tiful (one tends to forget that Green had been before the
public for thirty years and a D'Oyly Carte regular for
sixteen years before he made the Richmond recordings
for which he is best known) and “Tit-willow" has sur-
passing simplicity and eloquence; the patter he man-
ages with aplomb and accuracy. For some reason,
Green didn’t like Ko-Ko's listing of that “singular ano-
maly, the lady novelist™: In 1936 he went after “the pro-
hibitionist,” and in both of the later recordings he chose
to place upon the list “the girl that's never kissed.”

There is not much characterizing to do in the music of
Nanki-Poo, but the sections of his “Wandering Min-
strel” song do want differentiation. Derek Oldham
(Pearl), Leonard Osborn (Richmond), and John
Wakefield (Stanyan) do this most completely, and of the
three Wakefield is the most accomplished vocalist.
Richard Lewis is at his most pallid on the Sargent set;
Colin Wright (London !1) has slovenly musical manners
and a baa-ing kind of voice that refuses to blend with
anyone else's. Thomas Round (London I) is characteris-
tically direct and pleasing. One “Karl Brock” is identi-
fied as the Nanki-Poo of the Royale set (Everest pro-
vides no identification at all); the tenor sounds very like
Round, who in 1956 had temporarily left the D’Oyly
Carte.

Yum-Yum has a lot of skittery music that almost any-
one can sing, but her song is one of Sullivan’s most diffi-
cult. The soprano must sing over the most minimally
supportive—but magical—of accompaniments and
somehow turn an even series of notes into a supple line
by letting the words decree the rhythm; she must differ-
entiate between the verses, and the tone must vie with
the sun and the moon.

Elsie Griffin (Pearl) is properly mischievous, and she
has all the right ideas, though hardly the technique to
implement them; Elsie Morison (Angel) is ideal. Marga-
ret Mitchell (Richmond) and Barbara Troxell (Everest)
have healthy voices and project personality. Jean Hind-
marsh (London I) sings metronomically and uninter-
estingly; Marion Studholme (Stanyan) is brittle and
unappealing, while Valerie Masterson’s tone color (Lon-
don 1) is unvaryingly bright.

Bertha Lewis (Pearl) is predictably the best of Ka-
tishas, delivering her invective with terrific bite and en-
ergy, yet singing the rest more meltingly than any Orfeo.
Ann Drummond-Grant (London I) and Monica Sinclair
(Angel) have vivid personalities, though they do better
as termagant than as woman wronged. Ursula Boese
(Everest), for years a Bayreuth regular, swoops im-
posingly through the music, but her English is imper-
fect. Ella Halman (Richmond) is dull, and the others are
just awful.

Fancourt's Mikado, unlike Green’s Ko-Ko, develops
in resourcefulness and broadly sketched subtlety over
the years (he is heard in the 1926, 1936, and 1950 D'Oyly
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Caricature of

Arthur Sultivan (1880)
by Sir George Henschet,
German-British singer
and conductor who
became the first
conductor of the
Boston Symphony
Orchestra.

Carte sets), though there is obvious deterioration in ac-
tual vocal quality. Donald Adams (London 1) is Fan-
court-plus, though all of the recorded Mikados have
been adequate. Owen Brannigan (Angel) gets many
lively effects by purely musical means—he briefly
sounds like the kind of amateur tenor one would desire
to shirk—and he has the most elaborate Mikado laugh.,
spanning (wo octaves. James Pease (Everest), a famous
American Hans Sachs, sings the music most hand-
somely, but he sounds just like Pooh-Bah.

That's because he sings Pooh-Bah's music as well. (It's
not quite clear what happens in the glee, when the Mi-
kado and Pooh-Bah must occasionally sing at the same
time!) It is Kenneth Sandford, with a magnificen! voice
(London I and, somewhat attenuated, London I1), and
Leo Sheffield (Pearl), with almost no voice at all, who
make the most of the Lord High Everything Else.
Sheffield has a very funny bit when he runs out of
breath in his big cadenza in the first-act finale.

There are brisk, vigorous Pish-Tushes from George
Baker (Pearl) and Michael Rayner (London I1), but John
Cameron (Angel), working within Sargen!’s almost
stately Handelian tempo, tells the story with the most
detail. Patricia Kern (Stanyan) is the only Pitti-Sing to
suggest that this was once a star part for Jessie Bond.
though the anonymous young lady who sings for Ever-
est knows what she’s about, and Beryl Dixon (London 1)
does a Baby Snooks number that may bring a few
smiles.

Each of the three Mikado selections in “The Art of the
Savoyard,” Pearl’s three-disc collection (GEM 118/20)

“Ruddigore (1587)

of recordings by singers with ties to the earliest years of
the D'Oyly Carte Company, tells us something inter-
esting. Richard Temple, the original Mikado, makes a
very pompous and lugubrious effect (it should be re-
membered that he was long past his prime by the time of
his few recordings), but it is significant that there is no
Mikado laugh. Walter Passmore’s “I've got a little list " is
mostly spoken, not sung (that got started early), and for
the “lady novelist” he substitutes “lady motorist’ " —al-
ready, in 1907

C.H. Workman's “Tit-willow is the most absurd disc
in the entire survey. He sings most of the song very
beautifully, but then—perhaps fearing that we won't
have noticed the comic aspects of Ko-Ko's situation—he
sallies into a cadenza as elaborate as one of dotty Lucia
di Lammermoor's.

The Mikado has been much-adapted. In 1939 there
were simultaneous productions of The Swing Mikado
and The Hot Mikado on Broadway. Apparently no orig-
inal-cast recordings were made, though Mildred Bailey
did a “Tit-willow" that year that | would dearly love to
hear. In 1962, Michael Winner made a movie called The
Cool Mikado, and, in 1975, London had a stage hit in the
reggae version of the opera called The Black Mikado. A
recording is available on Transatlantic TRA 300. The
rhythmic insistence of the Titipu Town Band. which
played on-stage, gets to you after a while. but some of
the singers do skillful and entertaining things; Val
Pringle’s Mikado laugh leaves everyone else in the gen-
teel-titter class.

Cleo Laine did her own baroquely ornamented ver-
sion of Yum-Yum's song about this time (British RCA
LPL 1-5026), but by far the most bizarre of all Mikado
recordings is the soundtrack of the television version
Green produced in the late '50s. The Columbia LP has
long since vanished. but a few tracks from the perform-
ance survive on a British Harmony record (30060) called
“Gilbert and Sullivan's Greatest Hits.” If you can get
through Nelson Eddy singing “I am the monarch of the
sea,” you will shortly come 10 a unique version of “As
some day it may happen” in which the one and only
Groucho Marx delivers all manner of original inflec-
tions (such an “irritating laugh™) with the most endear-
ing indifference to all notions of pitch, rhythm, tone.
and style.

MAD MARGARET: Mad, I?
Yes, very!
But why?
Mystery! ..
But see, they come—Sir Despard and his evil
crew! Hide, hide—they are all mad—quite
mad!
ROSeE:  What makes you think that?
MARGARET:  Hush! They sing choruses in public.

“Take it away—give us back The Mikado'" shouted the
gallery on Ruddigore’s first night: one of the subsequent
headlines called the new opera Gilbert and Sullivan’s
“FIRST FLAT FAILURE.” Ultimately, though, the opera

ran 288 nights, and Gilbert said he could use more fail-
ures like that.

But both of the collaborators knew that something
had gone wrong with Ruddigore; the second-night au-
dience saw a much changed show with a sharply re-
duced second act, and the next opera represented a ma-
jor departure. Still. Gilbert had had a bright idea when
he decided to satirize the conventions of melodrama.
opera, and the Shakespearean stage. But when he tried
to cross these conventions with those of Savoy opera. he
cornered himself into situations he couldn’t write him-
self out of.

There are senses in which Gilbert was in fact giving
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audiences back The Mikado: Here are madrigals and
ballads and failures in etiquette. Dick Dauntless' boat is
called the Tom-tit, and Dame Hannah's song about the
little flower and the great oak tree uses the same method
(nature allegory) and serves the same function (reconci-
liation of characters) as “Tit-willow.” To reassuring fa-
miliarities like these, Gilbert adds the shameless exag-
gerations of melodrama, a mad figure from Hamlet, and
a simpleminded sailor who descends from all those sea-
faring, openhearted cousins in Restoration comedy (and
collaterally from Tristram Shandy's Uncle Toby). The
plot has everyone falling in and out of love with every-
one else with a ready will, and it takes a stroke of mad-
ness to bring about an ending. Basingstoke.

Sullivan’s accomplishment was likewise uneven. He
was tired of doing all the usual things, and when they
turned up in the text his music lacked energy and inven-
tion and melodic distinction. (One excepts Dame Han-
nah's lovely ballad and that most dizzying of all the pat-
ter numbers—331 straight eighth notes—the trio “My
eyes are fully open.”) On the other hand. the scene in
which the family portraits come to life awakened Sulli-
van's imagination, and he wrote a full-scale operatic
scene that is at once legitimately effective and cleverly
parodistic. (The portraits start to sing in the melody of
Schubert's “Wanderer,” and soon we’ve moved to We-
ber's Wolf-Glen.) Gilbert thought this was too much—
but today this section of the score is the one audiences
are likely to respond to most warmly.

After that initial run of 288 performances, Ruddigore
disappeared from the D'Oyly Carte repertory until the
company revived it in Glasgow in December of 1920; for

Miss Jessie Bond as Mad Margaret and Rutland Barrington
as Sir Despard in the first production of Ruddigore (1887).
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that revival the conductor Geoffrey Toye had produced
a still further revised edition. Gilbert and Sullivan had
already shortened the second-act finale until all that re-
mained was a reprise of the first-act finale; Toye also
took out a section of the duet, No. 17, “Happily coupled
are we,” Robin's patter song, “Away, remorse!,” the
melodrama, and a few other short passages. Since some
of this music appears in the original overture, he sup-
plied a new one of his own, which is now the one usu-
ally played. It is a skillfully put-together parade of hits
and makes a brilliant effect, but it gives away too much
too early and misses the best joke of the original, the di-
rect parody of the opening of Il Trovatore—timpani roll,
string octaves, horn call. (The original overture is
played as an entr'acte in Godfrey's 1962 London set,
OSA 1248.)

The 1924 recording now on Pearl (GEM 133/4) is vir-
tually an original-cast recording of the Toye version.
Ruddigore has always appealed to performers, because
the characters get to change from good to evil and back
again, and change is challenge; even the static charac-
ters like Dick Dauntless are rather more colorful than
their counterparts in the other operas. It is the Pearl cast
that is most successful in these kinds of character-
izations—and in singing.

Darrell Fancourt and Bertha Lewis make a thing of
extraordinary beauty of their ballad, and Fancourt puts
on a fabulous display of melodramatic evil in Sir Rode-
ric's song. Leo Sheffield is an idiosyncratic Sir Despard,
and Elsie Griffin brings a delightful little tea-rose voice
to the music of the heroine. She cleverly differentiates
the speakers in her song and communicales the sense
that she is somehow thinking all this up and figuring it
out as she goes along.

George Baker and Derek Oldham deliver their music
with typical panache, and Eileen Sharp brings a good
glassy giggle to the part of Mad Margaret; the brides-
maids do a delightful bit of babysing. There is one scrap
of dialogue, something unique in the acoustic series, but
it gives you nothing to generalize upon since it is deliv-
ered by Baker, who did not perform his roles on-stage.

Godfrey's 1952 version (Richmond RS 62014) makes
even more cuts than Toye, but it is something to have
because of the matchless Dick Dauntless of Leonard Os-
born (this, apparently, was his favorite role)—he alone
sings the song about the encounter with the “parley-
voo” in the kind of accent that is implicit in the text.
Martyn Green is also excellent as Robin, singing grace-
fully, accurately, even bashfully in the duet and with
great spirit later on.

Ann Drummond-Grant is the most vivid of Mad Mar-
garets, but she sounds far older than the sympathetic
Dame Hannah of Ella Halman; Margaret Mitchell brings
considerable personality to Rose. Fancourt, although
now in leathery voice, sings Roderic's song with unri-
valed energy. This performance, even more than any of
his three recorded Mikados, lets you hear what the Ilus-
trated London News was talking about when it spoke of
his “priceless gift of attack,” something like “watching
high tide flooding across the beach: It is an irresistible
swell-and-surge.”

Sargent’s 1962 set (EMI SXDW 3028, imported by
Capitol) restores most of the music the Rich mond God-
frey set omits, and it boasts superior recorded sound
(something more important here than in any of the other
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operas but lolanthe). There is some exceptionally good
work here by Monica Sinclair and Owen Brannigan.
Sinclair sings Dame Hannah's first song as if it were
“Condotta ell'era in ceppi” (which it almost is) but also
manages the ballad beautifully: Brannigan is superbly
hammy as Sir Despard.

Pamela Bowden's Mad Margaret blends beautifully
with the instrumental textures, but the singing hasn't
much character. Richard Lewis and Elsie Morison are
pallid as Dick and Rose, and this may be Baker's least
fortunate characterization. He was nearly seventy-eight
when he recorded Rohin, and the performance is all dic-
tion and no singing tone—after a while one thinks un-
kindly of those windup sets of false teeth.

Sargent's reading takes the fast music faster than any-
one else, which makes for something marvelous in the
madrigal, but he also tends to linger excessively over
the rest. The portrait scene is full of weight and color.

Godfrey's second set is also a good one, with John

‘@ic “Yeomen of the Guard (1858)

Reed and Kenneth Sandford at their best as the Murga-
troyd brothers—Reed has a spectacular success with his
smarmy delivery of “As pure and blameless peasant " in
the first-act finale. Donald Adams makes a fearful roar
as Sir Roderic, and [ean Hindmarsh makes a neatly em-
broidered Rose.

Jean Allister is bland and innocent as Mad Margaret.
which is the way Jessie Bond, the creator of the role.
thought it ought to be played. Both Thomas Round (ele-
gant and buoyant) and Gillian Knight (comfortably em-
bosoming the music) are in excellent form as Dick and
Dame Hannah, and Godfrey gets superb playing out of
the Covent Garden orchestra.

The D'Oyly Carte has reportedly been experimenting
with restoring more of the original score: it is to be
hoped that Nash and company will give us, for the first
time, the Ruddigore that Gilbert and Sullivan wrote.
That we do not yet have such a thing is madness. Bas-
ingstoke.

Jack POINT:  For, look you, there is humour in all things, and
the truest philosophy is that which teaches us to
find it and to make the most of it . . .
2Np CImiZEN: A kiss for that, pretty maid . ..
POINT:  Back, sirs. back! This is going too far.
2Np CiTizeN:  Thou dost not see the humour of it, eh? Yet there

is humour in all things—even in this.

Gilbert was waiting for a train in Uxbridge Station
when he saw a poster advertising the Tower Furnishing
Company—and, in it, the subject for his next libretto.
The beefeater pictured in the station in two flat dimen-
sions set him to thinking about what turned out to be his
most three-dimensional text, The Yeomen of the Guard.
At last Gilbert gave Sullivan what the composer had
kept saying he wanted: “No topsy-turvydom,” Sullivan
wrote approvingly of this text, “very human, and funny
also.”

“Very human' is usually taken to refer to the fact that
Yeomen is the only Gilbert and Sullivan opera that does
not have a happy ending. Phoebe—attractive, sighing
Phoebe—loses her Fairfax and has to marry the odious.
dull-witted Shadbolt; Dame Carruthers snares Sergeant
Meryll on blackmailer's terms.

And, of course, jesting and gibing Jack Point loses his
Elsie and “falls senseless" at her departing feet. George
Grossmith, the original Point, used to kick his leg up in
the air during those last measures of music and wiggle
his foot to let everyone know there was life in the pri-
vate buffoon yet; it was with the next generation—
Henry Lytton in London and George Thorne simulta-
neously in the provinces—that the now-prevalent tradi-
tion of a dead Point was established.

But the rich humanity of Yeomen arises from some-
thing more than these destinations of its plot. There is
little comic distancing in this opera; these characters do
not prettily pose in their feelings while Gilbert satirizes

them. Instead they express legitimate emotions of frus-
tration and loss, act out of understandable human mo-
tive, experience the pain of loving the wrong person or
of loving the right person at the wrong time.

The dialogue uses its ingenuities not as abstractions.
easily assigned to other characters, but as indicators of
personality and situation. The commonplace exchanges
of conversation—"Why, how you've grown' I did not
recognize you —are not simply the amusing rattle they
make in the other operas; here they are charged with
urgency and drama.

The verses aspire to, and attain. the condition of
poetry. Gilbert had been rereading Shakespeare for
Elizabethan atmosphere—not, he complained, a “rol-
licking” experience—and there is something of Shake-
speare’s songs in Phoebe’s and in Fairfax’ songs. in El-
sie's and Point's ballad, in the quartet “When a wooer
goes a-wooing.” Even the contrast ensembles empha-
size hopelessness and pain rather than comic conflict of
aim—compare that quartet with something like “The
flowers that bloom in the spring” in The Mikado. Ruling
over everything is the recurrent image of that grim old
fortalice, the Tower itself, keeping watch and ward. a
sentinel unliving and undying, in whose shadow pass
the courses of human lives.

Yeomen was Gilbert's own favorite among the op-
eras. But up to the very day of the premiere he worried
about it because the text and music were so much a de-
parture from the usual G&S manner. The earlier operas,
he well knew, had made their work ““as much a national
institution as Westminster Abbey.” The morning of the
first performance he wrote an urgent letter to Sullivan
about the order of events at the beginning—there were
five dark numbers in a row.

Sullivan, too. had his difficulties with the score. It
took him several tries to get a tune for “Is life a hoon?"
that seemed right: he had a terrible time finding the mel-
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odv for the unusual, “archaic’” meter of the Elsie-Poin!
duet. His music draws on darker orchestral colors than
before: there is a majestic Tower leitmotiv, even a Dies
irae. Evervwhere there are predominantly slower tem-
pos lo give the words, emotions, melodies, voices space
in which to unfurl themselves.

The danger in performing Yeomen is that the conduc-
tor will obscure the work’s lighter qualities and try to
strain its honest sentiment into tragedy. That is why |
prefer Godfrey's reading on the 1951 Richmond set (RS
62012) to either of the available ones of Sargent (the de-
leted Angel set SBL 3596. due for reissue on Seraphim.
and hereinafter referred to as Sargent 11, or the still later
version with D'OQyly Carte forces on London OSA 1258,
Sargent I11).

Godfrey chooses generally brisker tempos than Sar-
gent, and he refuses to dawdle anywhere. (He also
makes an inexplicable cut in the first-act finale, as well
as the more traditional decision to omit the “Rapture,
rapture!” duet for Dame Carruthers and Sergeant
Meryll) Sargent's dawdling permits him to do some
very beautiful things—he brings a most lovely flexibility
to the guartet—but it also tends to degrade sentiment
into sentimentality and to alter the majestic into the
marmoreal.

The key role, of course. is that of the jester Jack Point.
The musical characterization emphasizes his hurt and
bitterness; much of his music is somehow lopsided. It is
apitv. therefore, that none of these sets includes the dia
logue so that one could experience his quick-wit tedness
as well.

Martyn Green's Point was one of his mos! celebrated
portrayals, and the Richmond recording is a fine me-
mento of it—the weariness and inelasticity that had in-
vaded his voice by 1951 can seem a legitimate par! of
this particular characterization. Green can throw a veil
of tears over the sound of his voice. and in a song like
“Oh! a private buffoon” he can use his voice to demon-
strate the way Point uses wit both as weapon and de-
fense.

John Reed (Sargent I11). too, finds in Point one of his
finest roles. He sings that first duet in a nice conversa-
tional manner. not underlining the ironic story that par-
allels his own until the reverses of the end: his voice
here is only a thread. but he manages some musically
very beautiful decrescendos on the sustained notes.
Reed is economical with his special effects in the two
patter songs, and he sings the close of the opera very
movingly indeed, though I could have done without the
Canio-sized sob at the very end.

Geraint Evans (Sargen! 1) has certain advantages in
the crucial concerted numbers—he can join a truly mu-
sical sound to the others in the ensemble. But the quali-
lies intrinsic to his voice make Point sound too lu
gubrious too early on: Evans’ lack of vocal mobility
means that the allegros have to be very “comodo” in
deed—the duet with Shadbolt (Owen Brannigan)
sounds like a grotesque lumbering parody of those
head-over-heels Gianetta-Tessa duets to come.

Elsie Morison (Sargent 1I) and Elizabeth Harwood
(Sargent 111) are simply ideal as Elsie—blooming. pen-
sive. sensitive. spirited—while Muriel Harding (Rich-
mond) sounds stuck-up. Ella Halman'’s Dame Car-
ruthers. on the same set, is one of her best-sung
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characterizations; Gillian Knight on Sargent Il is sim.
ilarly gentle and attractive. and Monica Sinclair (Sar-
gent 11) comes on like a one-woman brass band. which
seems a little beside the point, as does her slavering de-
livery of the refrain about the twisting screw and the
turning rack.

Ann Drummond-Grant (Richmond) sounds hoarse
and old as Phoebe (she also mispronounces “heigh-ho");
both Ann Hood (Sargent 111) and Marjorie Thomas (Sar-
gent 1) are splendid. Hood singing with charming dy
namic sensitivity. Thomas with a gentler kind of tone
and with a delightfully peripatetic, conditional sort of
portamento in “Were I thy bride.

Richard Lewis (Sargent 11}, “bravely coy,” sings "lIs
life a boon?” as if he were asking the question rather
than assuming the answer: Philip Potter (Sargent IlI)
sings with an analogous callow timidity but without
comparably blandishing tone. Leonard Osborn, shoving
his voice up to the noles, at least sounds as resolute as
Fairfax is supposed to be. Kale has almost nothing to do
but come on and sing the crucial soprano line in the
quintet; none of the three ladies sounds attractive
enough.

Several older recordings demonstrate that earlier
generations of performers left the sentimentalizing in
this opera to the audience; their approach is far more di-
rect. Robert Evet!. a tenor especially admired by Sulli
van. sings Fairfax’ two songs with greal clarity and
firmness in the “Art of the Savoyard™ set. and Walter
Passmore. also admired by Sullivan, sings some of
Point’s music laconically and interestingly. (His duet
with Elsie. incidentally. goes without the big acceleran-
do at the end that occurs in all the modern perform-
ances.) C. H. Workman, on his Pearl recital record (GEM
124). sings some of the same music with almost licen-
tious liveliness.

Two bits of George Baker’s straightforward and
touching characterization of Point for the more vigor-
ous Sargent of the 1928 set are on his deleted HMV
recital record. The Derek Oldham recital on Pearl (GEM
125) has most of the role of Fairfax. taken from the 1920
acoustic recording under Bynge: his colleagues include
Baker, again notably effective. Violet Essex, and the
Erda-voiced Nellie Walker

Finally. a real curiosity: A Pearl miscellany (SHE 509)
has Thomas Round and Donald Adams singing the three
“lost” arias from Yeomen (really not "lost’ at all, like so
many others. since it has been known for many years
that the New York Public Library had them all along)—
one for Meryll. one for Shadbolt, and an earlier version
of “1s life a boon?”” The singing is terrible. and the or-
chestrations do not sound authentic.

Nevertheless it is fascinating to hear this music. once.
Meryll's song is martial. conventional, and expendable,
an expression of parental pride. Shadbolt's song in-
trigues more because of its slightly off-color text (it's
about how Phoebe will allow a cat but not an Assistant
Tormentor to lie in her lap) than because of its music.
The alternative “Is life a hoon?” is written in 6/8 time.
Occasionally the melodic contours are the familiar ones
(“Yet one would pray to live another moon”), but mostly
they are not: the lilting rhythm makes hoth music and
text sound more ornamental than they do in the version
we know.
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‘@e Gondoliers (1889)

DoN ALHAMBRA: [ have arranged that you will reign jointly,
so that no question can arise hereafter as to
the validity of any of your acts.

MARco:  As one individual.

DoN ALHAMRRA:  As one individual.

Guuserrk {linking himself with Marco):

Don ArhamBra:  Something like that.

Like this?

‘Something like that,” indeed, for Gilbert and Sullivan
truly wrote as one individual in The Gondoliers, per-
haps the merriest of the operas. Each collaborator set
out to please the other and, in doing so, satisfied him-
self—and the public. After The Yeomen of the Guard,
Sullivan thought he wanted more of the same: he made
it clear that he did not want to return to “the former
type” of collaboration. “The types used over and over
again (unavoidable in a company such as ours), the
Grossmith part, the middle-aged woman with fading
charms, cannot be clothed in music by me. Nor can I
again write to any wildly impossible plot in which there
is not some human interest."

Gilbert made some apparen! concessions—the
middle-aged woman with fading charms makes no ap-
pearance here—but in fact came up with something of
the “former type." (The resolution of the plot depends
on the same switched-baby trick he used in Pinafore.)
But he worked with such ingenuity that the wild impos-
sibilities become “bright, interesting, funny, and very
pretty” (words from Sullivan's diary, written after he
had read the libretto). Gilbert touches no deep emotions
here. but he does work with the universally appealing
theme of people wondering how the other half lives.
‘We're called gondolieri,” Marco and Giuseppe sing,
“but that's a vagary.” Like all Gilbert and Sullivan char-
acters, they are colorfully costumed Englishmen, calling
from the throne room for their afternoon tea.

Everything in Gilbert's book is neatly plotted:
Whether he knows it or not, each of the characters is
suitably married by the end of the first act, and each do-
mestic relationship (the romantic liaison of Casilda and
Luiz, the naive newlywed suburban bliss of the two
gondoliers and their girlfriends. the worldly wise, com-
hative relationship of the Duke of Plaza-Toro and his
Duchess) comments on the others to make a full and
complex statement of Gilbert's views on love and mar-
riage. And these relationships also have thematic af-
finities with the different ideals of political order the
characters espouse.

Best of all, this plotting is full of musical suggestion.
Irked with the star antics of his company, Gilbert was
anxious to write a libretto in which no character
“would stand out more prominently than another.” So
this text provided Sullivan with the opportunity to
write the largest and greatest variety of ensembles in all
the operas—in fact. in The Gondoliers there are only
two real solo numbers. The gondoliers and their giri-
friends alternately sing in unison and tumble all over
themselves to complete each others’ thoughts; in that
wonderful second-act quartet, “In a contemplative
fashion.” the unisons are interrupted by private
thoughts that break down into an ingenious cross-

rhythmic squabble before returning, chastened, into
unisons.

Sullivan had asked for words that would “suggest”
music, not “govern” it. Gilbert obligingly worked with
great metrical variety, so the score of The Gondoliers
teems with dance-forms: There is a waltz, a barcarolle,
agavotte, a tarantella, a saltarello, a cachucha. There is.
in fact, more music in The Gondoliers than in any of the
other operas. The second-act finale, for once, requires
musical elaboration rather than a simple reprise of the
most appealing tune, and all of Gilbert's tumbling
rhymes requires fast music; Sullivan himself explained
to an interviewer that there was “more work" in The
Gondoliers than in The Yeomen for this very reason.

“We leave you with feelings of pleasure,” the cast
sings at the end, and audiences have always recipro-
cated; it is wonderful to think about the “little, squat fig-
ure in black,” Queen Victoria, beating time with her
hand during her command performance while the cast
sang about the advantages of being “a regular Royal
Queen." For all of us, The Gondoliers brings a renewed
sense that life is indeed a “pleasant institution.”

No recording of The Gondoliers has surpassed the
first electrical version of 1927, one never issued on LP.
(Pearl should cast a possessive eye.) That performance
was strongly cast all up and down the line, with particu-
larly lively realizations of the Plaza-Toros by Henry
Lytton and Bertha Lewis: and Derek Oldham sings the
most mellifluous of versions of “Take a pair of sparkling
eyes.” Each of the subsequent recordings only partially
satisfies, though each makes a useful supplement to one
of the others.

The 1950 D'Oyly Carte version (Richmond RS 62010)
boasts a demure and fetching Casilda in Margaret
Mitchell, a vital, bossy Duchess in Ella Halman, and
quite the most energetic Marco in Leonard Oshorn. He
makes heavy weather of his song, but he actually
sounds as if he could oar a gondola instead of just going
along for the ride. Yvonne Dean is the merriest of sou-
brettes as Tessa: her little song benefits from her cute
yodel over the register break. Muriel Hard ing sings Gia-
netta with ladylike, “eccented” vowels that amuse, but
most of the other performers are unattractive. Alan Sty-
ler sounds a very poker-faced Giuseppe, and one with a
tendency to rush the music besides; Richard Watson
seems very pained to be singing Don Alhambra; and
Henry Goodier makes one dull potato of a Luiz.

Martyn Green had extensive experience in this ap-
era—in addijtion to the Duke, he also appeared at vari-
ous times as Antonio, Giuseppe, and Luiz—but too
much of that experience shows. His voice is tired and
tight, and he seems to have grown impatient with what
Sullivan set down; he keeps lifting words out of music
and into Sprechstimme. Some of the inflections are
amusing and show a real gift for mimickry—"Doubtful
propriety!,” he echoes Halman—but Lytton had those
too, and he sang more accurately.

Godfrey sometimes has trouble maintaining order
with this motley crew. but his 1961 remake is one of his
liveliest readings (London OSA 1323, three records to
accommodate the dialogue and a performance of the
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Sullivan and Burnand “triumviretta” Cox and Box).
There are several attractive performances here: Styler,
though singing even more like an aged curate, has the
advantage of the dialogue in creating a livelier charac-
ter, and Kenneth Sandford, dripping condescension,
speaks the dialogue as exceptionally as he sings the mu-
sic of the Grand Inquisitor.

The two sopranos do rather whine, but Joyce Wright
has a nice, simpleminded way with Tessa’s adorably
simpleminded song. Gillian Knight delivers the dia-
logue imposingly, but she has trouble with the Duchess’
singing tirades because her tone is round and the music
needs edges. John Reed, her consort, pulls the rhythms
about, but his voice is in fine needling fettle; if, as usual,
he sounds excessively amused by himself, at least that
can be heard here as part of the characterization.

The latest D'Oyly Carte version is scheduled for do-
mestic release this spring as London OSA 12110; the
performance has the dialogue, slightly cut, and the discs
include a bonus, Sullivan’s fustian but lovable Mar-
mion Overture, after Sir Walter Scott). Nash conducts
the first-class Royal Philharmonic with great élan and
with respect for the score; he plays Sullivan's overture,
ending with the gavotte, rather than interpolating the
cachucha as Godfrey does in both of his versions.
(Apparently that innovation was Godfrey’s, for it does
not appear on Henry Norris' 1927 version.)

A couple of the parts are well cast: Michael Rayner
brings a yare heartiness to Giuseppe, and Julia Goss, the
Casilda, sings with plump and pleasing tone and real
rhythmic liveliness. But Sandford and Reed, even better
than before in the dialogue, must huff and puff to get
through the music, and Lyndsie Holland’s contralto
production is so gummy yeu can’t make out her words.
Geoffrey Shovelton (Luiz) is a suaver vocalist than Mes-
ton Reid (Marco): both deliver dialogue like tenors.

But the great curiosity in the dialogue is Goss's read-
ing of Casilda, who comes out sounding like a cross be-
tween Tweety-Bird and My Friend Irma. Goss isn't con-
sistent about substituting w for r when she sings (the
serious music she sings straight—there is no cry of “O

wapture!”—but she remembers to do it in the comic mu-
sic); wherever it occurs, it is irritating. This turns out to
have a D'Oyly Carte precedent: Green records that his
first Casilda, Miss Mabel Sykes (universally known as
“Bill"” Sykes), delivered all her lines with “surpwise and
indrigation!”

Sargent’s 1957 version, newly reissued as Seraphim
SIB 6103, is a comparative and uncommon disappoint-
ment. His work with the Pro Arte Orchestra is predict-
ably lovely when the tempo can relax a bit and the con-
ductor can play with nuances—the gavotte, for example,
is full of exquisite detail; but too much of the faster mu-
sic is sluggish and lacks sparkle.

There is especially strong casting in the smaller
roles—Helen Watts, for example, makes something
slithery and arresting of Inez’ crucial revelation at the
end, and Alexander Young is the prince among kings of
Barataria. Some of the principal roles are also well
taken: Elsie Morison’s glamorous Gianetta, Monica Sin-
clair’s incisive Duchess, John Cameron’s characteristi-
cally firm and supple Giuseppe.

But there is too much disappointment in crucial
places. Owen Brannigan is quite uncharacteristically
characterless as Don Alhambra; Edna Graham, a little-
known soprano, chips away at Casilda with the voice of
an ice pick; Richard Lewis sounds inappropriately reti-
cent as Marco, particularly when singing alongside the
vigorous Cameron, and Geraint Evans brings to the mu-
sic of the Duke a voice that is a padded boxing glove
when the situation requires a rapier.

There are not many individual recordings from The
Gondoliers, because there are so few extractable num-
bers. C. H. Workman sings bits from two different roles
in his series of solo recordings, but the results here are
without great interest; rather too interesting is Danny
Kaye's grotesque “ga” at “In enterprise of martial kind.”
EMI has recently put together a recital by the tenor
Webster Booth (HLM 7109), who was a British version
of our own James Melton, the record has on it a particu-
larly clear-toned, nimble, and charming account of
“Take a pair of sparkling eyes.”

Utopia,Limited (1893)/ @e Grand Duke (1896)

PHANTIS: Yes—bizarre. is it not?
KiNG: Most quaint. But then it's a quaint world.

PuanTtis: Teems with quiet fun.
Utopia, Limited

The saddest of Gilbert's Bab Ballads is the last of them.
We are supposed to laugh at the dilemma of the
“played-out humorist” of the title who vainly seeks for
jokes that aren’t fifty centuries old. “I’ve come lo the
conclusion that my mine of jocularity,” the humorist
writes, “in present Anno Domini is worked completely
out.” But it isn't easy to smile at Gilbert's assessment of
his own situation—and his recognition of the verdict of
the public on his last works.

The Gondoliers is usually referred to as the last
triumph for Gilbert and Sullivan; for audiences since
the nineteenth century, the last two collaborations,
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Utopia, Limited: Nancy Mclintosh as Zara and Charles Ken-
ningham as Capt. Fitzbattleaxe in the first production (1893).
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Utopia, Limited and The Grand Duke, have been the
great Gilbert and Sullivan “failures” hecause that is
what tradition calls them (though Utopia enjoyed a run
only one performance shorter than that of Princess Ida).
the great Gilbert and Sullivan mysteries because they
remained unheard.

The books mention these pieces hul never discuss
them. contenti to repeat what the last study said: pages
go to analysis of the quarrel about carpets. paragraphs
to the last pair of works the great collaborators acl ually
produced. And those paragraphs usually talk about
how much Utopia cost to put on, and what Melba, “gor-
geous in dark green,” wore to the premiere.

This unsatisfactory situation began changing in the
Sixties. The BBC broadcast performances of both op-
eras, with Peter Pratt as King Paramount and the Grand
Duke; tapes of those performances gained wide circula-
tion among collectors. The D'Oyly Carte Company, re-
luctant custodian of these works, filled out its 1963
Trial by Jury (OSA 1155, one disc) with five excerpts
from Utopia, neatly conducted by Godfrey, with
Thomas Round giving an exceptionally amusing ac
count of “A tenor all singers above,” that wonderful
song about how tenderness of emotion can crack a high
C. (Some writers, incidentally, have seen stratagem in
the way Gilbert assigned the name Arthur to this char-
acter who “can’t do himself justice” in music!)

About the same time, the semiprofessional Lyric The-
ater Company of Washington, D.C., issued a complete
recording (with dialogue) of its production of Utopia,
followed in 1965 by The Grand Duke. More recently
Pearl Records added both operas to its catalog: that
same Lyric Theater performance of Utopia (SHE 505/7,
three discs), and a British amateur performance of
Grand Duke (SHE 516/7, without dialogue). Finally the
1975 centenary celebrations prompted the D'Oyly Carte
to stage Utopiua for the first time since 1893 and to
present a concert version of Grand Duke—perform-
ances that led to the recent London recordings.

Since then, the British G&S enthusiast John Wolfson
has produced a book, The Final Curtain (Chappell/
Andre Deutsch), that analyzes these pieces in detail.
Paradoxically, it is through Wolfson's study of operas
few people properly know that we can find out the most
about how Gilbert and Sullivan actually worked to-
gether and put something on the stage—a nerve-racking
process for both of them. “Another week's rehearsal
with W.S.G..” wrote Sullivan after the premiere of The
Grand Duke, “and I should have gone raving mad. | had
already ordered some straw for my hair.’

All of this activity has established Utopia as a sur-
prisingly solid repertory success; unfortunately, it has
also confirmed what has always been said abou! The
Grand Duke: that it is the one out-and-out Gilbert and
Sullivan failure.

Utopia, in fact, is a wonderful piece. Gilbert got
around his flagging imagination when it came to plots
simply by virtually eliminating that element altogether.
Thecentral situation, a neat reversal of the satiricone in
Montesquieu’s Lettres persanes and Goldsmith's Citi-
zen of the World. creates its own self-perpetuating
comic energy: The residents of Utopia have sel aboul
making themselves perfect. just the way people and in-
stitutions are in England.

In some ways this is Gilbert's richest and most amus-
ing work. because its central situation permits him an

“In lazy languour”: two ladies of the Utopia, Limited chorus.

almost unlimited (utopian?) range for satiric attack—the
work ranges farther than any of the earlier operas, sub-
suming their themes. Not that “themes” are all that im-
portant (“the stage.” Gilbert once said, “is not a proper
pulpit”); it’s the topsy-turvy way he addresses those
themes.

Some of the language of address is familiar. The Duke
of Plaza-Toro. we recall. is “limited,” too: we get “ser-
ried ranks” from Mikado. a “helmet hot” from Ida. a
world of dolee far niente. The King of Utopia is in touch
with the Mikado of Japan, and Captain Sir Edward Cor-
coran, K.C.B,, makes an appearance; the first love duet
turns on the same conditional joke as the one in Mi
kado.

The first audiences delighted in all of this: it was only
critics who complained that Gilbert had mined himself
out, that he was “repeating himself.” Of course he was,
and on purpose. because he always had. That, in fact, is
one of the great delights of knowing more than one of
the operas: Each work is amusing in and of itself, but it
becomes the more so by reference to how these same
counters were played in other games. Here Gilbert's
reminiscences are particularly welcome, because
Utopia is such a summary work.

Sullivan’s score. too, is one of the most varied and
amusing of the series. It quotes from Pinafore. glances
at “"God Save the Queen" (one recalls that Gilbert once
said that he knew only two tunes: “One is 'God Save the
Queen’—the other isn't”), and even parodies Sullivan's
own Lost Chord cadences when the young princesses
sing. "And when | wish to hum a tune/It needn’t be a
hymn one.” It isn't necessary, perhaps, to join Shaw in
considering the mock-banjo and real-tambourine ac-
companiment to the minstrel ensemble (the wonder of
the opera) the equal of Mozart's orchestration in the
farewell trio in Cosi fan tutte to admire it. And of all the
love duets, the nocturnal "Words of love too loudly spo-
ken™ is perhaps the most beautiful. it too with its echo
(of “None shall part us from each other” in lolanthe) but
with something new as well, that lovely backward-
climbing melody of the beginning.

The blame for The Grand Duke’s failure lies princi-
pally with Gilbert, since his words and situations al-
ways generated Sullivan's music. (The finale of Utopia
provides the one celebrated exception: Sullivan got
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stuck, so Gilbert wrote new words to fit the music Sulli-
van was finally able to.write.) The Grand Duke is Gil-
bert’'s worst book. “Dialogue too redundant,” Sullivan
confided to his diary; Gilbert, not a man given to self-
criticism, wrote of his latest “'child": "'I am not at all a
proud Mother, and | never want to see the ugly mis-
shapen little brat again.”

Misshapen it certainly is: The plot is excessively com-
plicated, and everything in it seems to happen more
than once. The subtitle of the opera is "The Statutory
Duel,” but there are two statutory duels in the first act;
and by the end there are who-knows-how-many claim-
ants for the position of Grand Duchess.

The pity of it is that the central situation is so promis-
ing and the central metaphor is, of all that Gilbert tried,
the one he knew the best: the theater. (What, after all,
did he know, or care, about lozenges?) Ernest
Dummkopf's theatrical company lives the roles its
members assuine, and the operation of the company
parallels the operation of the government of the Grand
Duchy of Pfennig Halbpfennig. There is an amusing
bitchiness in the rivalry between the actresses Lisa and
Julia; Ernest's song, Were | a king in very truth,” epito-
mizes Gilbert’s method:

“F claims all hoydens as her rights
{She's played them thirty seasons)
And G must show herself in tights
Fortwo convincing reasons—
Two very well-shaped reasons.”
But the trouble is that Gilbert can’t keep his central
metaphor at the center. He wants to ride off in all direc-
tions but forgets that you have to saddle a horse first.

Sullivan comes up with at least one capital tune—in
the Herald's whimsical proclamation—but mostly he
supplies tired music, compounding all the old formulas,
which this time fail to fizz. But then, who could make
music of rhymes like “chooses” and “shoeses™? (It
doesn’t help that Gilbert calls attention to how far he's
had to reach to come up with this.) Listening to it, one
begins to feel as queasy as the Grand Duke does singing
his Nightmare-Song ripoff, “"When you find you're a
broken-down critter,” over the creepie-crawlies in the
orchestra.

Because The Grand Duke is set in the Ruritanian
world of the Viennese operettas, commentators keep
saying that the influence of johann Strauss Jr. is pre-
dominant here—and then they point to the waltz chorus
at the beginning, torgetting that there is a better one in
The Gondoliers. But the chief influence at work is that
of naughty French operetta in the style of Offenbach.
That line about the “two well-shaped reasons” has an
uncharacteristic leer and wink in it. and there's lots
more of that sort of stuff; there is even a direct reference
to the popularity of La Grande-Duchesse de Gérolstein.
The Prince of Monte Carlo’s “roulette song™ is only the
most obvious attempt of Sullivan to work in Offen-
bach’s gamier manner.

The earlier recordings of both operas are frankly
poor, bhut they have the advantage of reproducing per-
formances that have been properly rehearsed; tempos
are established before a piece begins rather than along
its course. Throughout, the flesh may fail (the singers
are almost uniformly terrible, and the orchestras have
an awtul struggle getting out all the notes and keeping
them in tune), but the spirit is usually right.

The London sets can easily supersede these older
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ones, but frankly it will not take much enterprise for
someone else to supersede them. The Royal Philhar-
monic under the not-always-steady beat of Nash
sounds as if it were sight-reading—it takes a while for
the orchestra to get the hang of too many things: many
errors of enunciation and textual detail are permitted
to pass—Michael Rayner even mispronounces the sub-
title of The Grand Duke.

The casts have the D’Oyly Carte regulars in more or
less predictable roles: John Reed as Scaphio in Utopia
and the Grand Duke, John Ayldon as Phantis and the
Prince of Monte Carlo, Kenneth Sandford as King Para-
mount and Ludwig, Rayner as Mr. Goldbury and Dr.
Tannhauser, Meston Reid as Captain Fitzbattleaxe and
Ernest Dummkopf, Lyndsie Holland as Lady Sophy and
the Baroness of Krakenfeldt. The principal-soprano and
mezzo parts are split: Pamela Field sings Princess Zara
in Utopia, while Julia Goss—Zara’s sister Nekaya in
Utopia—is Julia Jellicoe in Grand Duke: Judi Merri is
Zara’s youngest sister, Kalyba, while Jane Metcalfe is
julia's rival, Lisa.

Most of the cast members of Grand Duke (OSA 12106)
are in representative current form. This is a good thing
in the case of the solid-voiced Ayldon (though his
French is pretty awful for a prince from Monte Carlo)
and Rayner, not a good thing in the case of Holland,
Sandford. and most of the others.

Goss is the most musical and wittiest of the cast, but
she misses the main comic point of the role: The “"Eng-
lishwoman™ julia, as a foreigner among the Pfennig
Halbpfennigers, should have an accent (the role was
written for Ilka von Palmay, a Hungarian countess who
had sung Nanki-Poo in Berlin—her accent. and her be-
witching laugh, can be heard in a song called “But-
terfly” in Pearl's “Art of the Savoyard”); Goss saves her
accent for The Gondoliers. Reed's Grand Duke com-
pletes his cycle of all the patter songs and commemo-
rates his twenty-five seasons as principal comedian; un-
fortunately, this role brings out the italics in him.

The Utopiu recording (OSA 12105) is a more attrac-
tive proposition, with everyone but Sandford (who sang
Phantis to Reed's Scaphio in the 1963 excerpts) in no-
tably better form—that grand veteran makes heavy
weather of Paramount, a part that might once have been
among his best. One must turn to the Godfrey disc to
know what this music can be made to sound like. Both
recordings are slightly but not damagingly cut. The
Utopia set includes a bit of spoken dialogue at the end.
presumably in order to make sense of the finale: since
the opera is without an overture, Nash plays the “Impe-
rial March,” a piece that is unintentionally amusing in
its stodginess. Shaw once said that the music was des-
tined to enjoy a great vogue in the suburbs as a piano-
forte duet.

There are not many historical records of music from
Utopia, but Scott Russell’s “A tenor all singers above”
(in Pearl’s anthology) is of unusual interest because the
artist sang small roles in the original productions of
these last two operas. His singing. compared to Round’s,
or even to Reid's in the complete set, is square, ham-
mering, sturdy in rhythm, marked by fulsome enuncia-
tion; it sounds just like one of those Edwardian tenors
bursting into “Then shall the righteous shine forth”
from Elijah. It is utterly charmless and. for that reason,
utterly charming. Gilbert-and-Sullivanisindestructible,

you see. ®
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Not many tonearms can pass
this simple but very revealing test.

Pivot bearing friction is one of the most important
elements of tonearm design. It is the major source of
resistance encountered by the stylus as it traces the
record groove. And it directly affects the way your
records sound and how long they last

While most tests of tonearm performance require
sophisticated laboratory equipmert, a remarkably
precise test of bearing friction can oe made with only a
%" square of paper, such as the corner of a dollar bill

That piece of paper, placed on the head of a carefully
balanced free-floating tonearm, will cause the tonearm
to lower—or it won't. It depends on whether the bearing
friction of the tonearm pivot is significantly lower than
the 25-milligram weight of the paper

A good place to make this test is at your high fidelity
dealer. You can try it on any turntable you may be
considering. We believe you'll be surprised how
few—even very nigh-priced ones—can pass this
simple test.

We encourage this test with confidence, since even
our lowest-priced modeél, the 1237, has vertical bearing
friction well below the test condition

While making this test, you might examine tonearms
in other ways. Fo- example, are they straight (good) or
curved (not so geod)? Curving the tonearm adds more
mass and makes the arm prone to lateral imbalance

Also, note how smoothly you can balance the arm
the sense of precision you get as you set tracking force
and anti-skating and the overall sense oi quality in the
materials and finish

Then you'll know why Dual wants you to know more
about tonearms. And why others may not.

For the life of your records

United Audio, 120 So. Columbus Ave., Mt. Vernon, NY 10553



Paganini

in 1831—a rare
pre-Daguerreotype
photographic
representation

Bettmann Archive
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by Sol London
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Paganini’'s demonic genius
left its imprint in the annals of
both music and science

NiccoLo PAGANINI a revolutionary? The greatest
showman of his time, the most irresistible lover,
the most incandescent in temperament, yes. But a
revolutionary, and a French revolutionary at that?
The Devil you say!

Well, the Devil is exactly who is said to have in-
stigated the revolution. Paganini’s Paris debut in
1831 came in the aftermath of another revolution,
a piece of political mayhem known as the july
Revolution: In 1830 the good citizens of Paris de-
canted the gaunt and haughty Bourbon, Charles X,
and bottled in his place his cousin Louis Philippe,
the fat and friendly Citizen King. But Paganini’s
preceded two others: a revolution in music led by
the young Hector Berlioz against the dead hand of
eighteenth-century classicism, to which Paganini
might have been expected to contribute but didn't
(except for a thousand or so francs every now and
again), and a revolution in the sciences led by an
angry band of avant-garde experimentalists seek-
ing to uproot the ald-guard empiricists who pre-
ferred to ponder nature rather than tinker with it.
Paganini did, in a strangely convoluted way, con-
tribute handsomely to the latter. For just as things
were going quite nicely for this new breed of
French scientists, along came Paganini with old
Lucifer in tow and threatened to undo all their
hard labor by reviving a kind of medieval Devil
worship in every faubourg and salon of Paris.

Paganini—tall, cadaverous, long-nosed, spider-
fingered, dressed perpetually in black—did, of
course look like the very Devil, especially so when
he began to play: weaving and flailing, spindly fin-
gers cavorting over the strings, contorted shoul-
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Francois Joseph Fétis—
“the thrill of the supernatural”

Granger Collection

ders giving him the appearance of a giant flapping
bat. The effect was intensified by the sounds of
lightning runs and trills, fearsome double and
triple stops, simultaneous pizzicatos and stac-
catos, whole sonatas played on just one string,
unearthly women’s voices screaming from his vio-
lin's sound box. Every motion, every sound
seemed to fulfill the nearly 300-year-old reputa-
tion of the violin as the Devil’s consort and of the
violinist as the Devil himself.

This is to say nothing of the notoriety the rumor
mills of Europe had distilled for Paganini out of a
not unlurid past. Two items that were accepted as
fact want special notice. One was that, when Nic-
colo was only six, his mother made a pact with the
Devil wherein she traded the boy’s soul for his ca-
reer as the world’s greatest violinist. The second
was that no sooner had Niccolo attained puberty
than he automatically became the greatest wom-
anizer of all time, in which exalted state he killed a
woman, imprisoned her soul in his violin, and was
using her intestines as an eternal source of gut for
his strings.

Thus, by the time Paganini left Italy in 1828 to
conquer Europe, the soil had been tilled extremely
well for him—most notably so that of Central Eu-
rope, which he had decided to use as a staging area
for his ultimate goal, Paris. Here the rivers and for-
ests were still inhabited by kobolds and nixies and
the natives had never quite forgotten Dr. Johann
Faust, a real doctor of theology turned magician,
necromancer, and all-around charlatan whom
they had conjured into a Devil’s contractee for his
wickedness. The Satanic Familiar always ran be-
fore Paganini's mortal entourage, preparing the
febrile imaginations of potential audiences for the
violinist's corporeal apparition as well as his daz-
zling music. This supernatural double usually ap-
peared in somber black as a member of the au-
dience, recognizable from the long black locks, the
burning black eyes, and the sardonic smile. But
occasionally he broke the pattern.

In Vienna he happened to have been more brash
than usual, taking to the stage at Paganini’s side
dressed in a red cloak and pantaloons, complete
with horns, hooves, and tail, to guide the violinist's
bow arm through a blazing performance of Le

Streghe (The Witches’ Dance). In Magdeburg, Ger-
many, he merely raised a violent thunderstorm
during a concert and, without appearing himself,
conducted lightning to the free end of the bow. But
in Frankfurt he actually took possession of Paga-
nini's body, according to the testimony of an oth-
erwise stolid Frankfurter, who looked for a cloven
hoof beneath the artist’s trouser leg and, though he
saw only a boot, swore he could discern the out-
line of a hoof within. And so it went throughout
Mitteleuropa—in Prague, Warsaw, Dresden, Leip-
zig, Hamburg, Berlin, Munich—and points west un-
til Paganini, leaving Strasbourg, finally set his path
toward Paris.

With all of these harbingers speeding westward
for more than two years, Paris was properly agog
when his big black brougham clattered up to the Hé-
tel des Princes on the Rue de Richelieu in the early
morning of February 24, 1831. By nightfall he had
received arequest from the Citizen King for a com-
mand performance on March 5 and was being be-
sieged by impresarios brandishing contracts. A re-
currence of his pernicious cough and an old throat
pain had caught him just as he was entering the
city, however, and he was feeling too poorly for
such exertions. Instead, he spent the next day at
the clinic of Dr. Francesco Bennati, medical ad-
viser to the Théatre des Italiens and an old friend
from his Vienna tour who had treated him for the
same ailments in 1828. Together with Dr. Marcel
Miquel, a specialist on the stethoscope (which had
been invented less than twenty years previously
by the great Laénnec, Miquel’s teacher), Bennati
explored Paganini's every inch. When they had
finished their poking and probing, they agreed that
the patient was sound and showed no evidence of
tuberculosis, the disease that had been suspected.

Paganini was sufficiently cheered by this medi-
cal verdict to begin canvassing Paris for a likely
impresaric. He hit upon Dr. Louis Véron, the
newly appointed director of the Royal Academy of
Music—more affectionately known as the Paris
Opéra—and editor and publisher of the Revue de
Paris, who possessed the added virtues of being a
canny manipulator and a physician. The contract
they finally agreed upon called for a series of nine
concerts at the Opéra and an escalating scale of
admission prices for each, with Paganini receiving
a proportion of the box-office receipts.

If the opening concert on March 9 struck Paris
with the force of a storm, the second concert, on
March 13, was even more phenomenal. For this
Paganini had reserved his famous rondo La Clo-
chette (actually the last movement of his first vio-
lin concerto) and his new Concerto in D minor,
which he had made bold to dedicate to the “brave
people of France.” And when he was done Paris
was figuratively in flames. The Devil immediately
began his operations, concentrating on the fash-
ionable salons along the Faubourgs St. Germain
and St. Honoré and achieving an undisputed

HiGH FIDELITY MAGAZINE



triumph when the Comtesse de Lamothe-Langon,
the peerless leader of the salon set, confessed that
Paganini had so excited her drawing room by his
presence that "I glanced involuntarily at his foot to
see if it was cloven.”

More unusual, however, was the reaction of the
literary clique, ordinarily the coolest social en-
clave in the city. Honoré Balzac wrote of “super-
natural talents born of a spark struck from another
world.” Frangois Castil-Blaze, the otherwise dis-
passionate critic for the Journal des débats, had to
apologize to his readers for being forced “to have
recourse to the Devil himself to give you some idea
of what Paganini is like.” None other than the dean
of musicologists and critics, Frangois Joseph Fétis,
likewise abandoned his academic composure and
confessed in the scholarly Revue musictle: "There
is the awesome prestige, the thrill of the super-
natural in these works of fantastic genius.’

It was at this point that the scientists of Paris be-
gan to stir. They—especially the physicians—were
the most avid of the drawing-room crowd and as
such were privy to all the gossip that went twitter-
ing through the faubourgs. At first they were
amused by it all, but matters changed when the hu-
manists, their natural allies in the crusade for a
new world built on scientific reason, showed evi-
dence of losing their cool over Paganini and his
Devil. This defection made the threat of a diablerie
imported from Germany and Eastern Europe—
where a mystic theology of sin and salvation still
whistled through medical philosophy—ominous
indeed.

In mounting the barricades of medical protest,
none stepped higher or shouted louder than Dr.
Bennati. “We consider this foreign invasion as
much an affront to the honor of France as to the
honor of science,” he cried. There was, he insisted,
only one thing to do: organize a special plenary
session of the Academy of Sciences, the official
body that presided over the scientific affairs of
France, at which he would present a paper on
those intimate medical secrets of Paganini’s that
only he knew and that would convince the world
no Devil stood at the violinist’s elbow. Not being
advanced enough in research or teaching to have
merited election to the Academy, Bennati was
forced to act through those who had been touched
by this honor: the surgeon Guillaume Dupuytren,
the toxicologist Mathieu Orfila, the internist Jean
Baptiste Bouillaud, and the great physiologist
Frangois Magendie. Ah yes, they all said, but no
thank you; this would be descending into contem-
porary mudslinging, too demeaning an exercise
for the venerable Academy. There must be an-
other way.

“And so there is,”” wheezed fat and scrofulous
little Dr. Véron, who, sunk deep in his enormous
collars, had replaced the Devil at Paganini’s side.
Publication of Bennati's article in Véron’s Revue
de Paris would reach a far greater audience, lay
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A newspaper illustration purporting to show the satanically
spellbinding effect of Paganini's fiddling on the opposite sex.

and scientific, than any Academy seance could
hope for. “Write the article quickly and give it to
me,” Véron told him in mid-March of 1831. “1 will
have it in print by May 1.

Bennati wrote not only quickly, but effectively,
almost as if he were pouring all his Italianate bent
for histrionics through his pen. “I have,” he pro-
claimed in his prologue, “no intention of analyzing
the magical effects of Paganini’s playing or de-
scribing the enthusiasm of his admirers. | have a
far more difficult task, that of appraising his physi-
cal organism and studying its effect on the devel-
opment of his genius. In this task, furthermore, |
shall not seek the explanation of his marvelous
performances in ridiculous legends: indeed, it is
my firm intention to destroy them for all time. 1
shall instead look for it in the development of his
sensibility and his musical organs.

With that, Bennati launched first into a catalog
of Paganini's past illnesses and habits, a procedure
used in all good medical-case reportage since time
immemorial as a means of setting the mise-en-
sceéne, and then into his major thesis. There were
in Paganini, he said, four major anatomico-physio-
logical characteristics underpinning the clinical
aspects of his genius. First there was the “extreme
sensibility of his nervous system” as manifested
by his rapid but easy breathing, his finely textured
skin with its copious perspiration, and his volatile
temperament. This was linked directly to the sec-
ond, the anatomical hallmarks of his musical gen-
ius as manifested by “the bump of music, which in
Paganini's case is highly developed on the outer
angle of his forehead, as well as in the unusual size

Bettmann: Archive
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of his cerebellum and the broad, deep conch of his
ear, indicating an unimaginable delicacy of hear-
ing.

The third and most revealing of this scientific
tetrad was Paganini’s unusual musculo-skeletal
system and the manner in which it was supervised
by his nervous system: “the hand, which although
of normal size has its reach doubled by the elastic-
ity of the capsular ligaments of the shoulders: the
pliancy of the ligaments joining the hand to the
torearm, the wrist to the metacarpus, and the pha-
langes to each other. Thus he imparts to the first
joints of the fingers of his left hand, which touch
the strings, an extraordinary flexibility which,
without the hand changing its position, enables
them to move sideways withéut abnormal tension,
and this they do with facility, precision, and
speed.”

Fourth, there was Paganini’s leanness: "Accord-
ing to my diagnosis, which is confirmed by Dr. Mi-
quel, his leanness is constitutional and not a symp-
tom of tuberculosis. Were Paganini stout, he could
never twist himself into those acrobatic poses
while he is playing, as when he almost crosses
both elbows and turns himself into a kind of
triangle.’

Then, having reached the finale of his presenta-
tion, Bennati declaimed with the fervor of a
Rienzi, “There, messieurs, is the science of genius.
Ecco Paganini!”

This issue shattered all of the Revue’s sales rec-
ords, foreign as well as domestic. Huzzahs
sounded from all the great medical schools of
France and from the Academy of Sciences, includ-
ing Dupuytren and Magendie—not only bhecause
the article represented a new thrust in medicine.
but also because it had the splendor of timeliness,
Bennati having based his thesis on the new physi-
ological data Magendie had recently uncovered in
his experimental research on the nervous system.
The only facet of the article its scientific readers
could have quarreled with was the business of the
cranial bumps, already being discarded as the
pseudoscience of phrenology. But Bennati's paper
had provided them with a triumph of principle; he
had preserved the revolutionary primacy of
French science, they proclaimed, and nowhere in
the world could Paris be faulted for allowing the
antiscience of medieval diabolism to flourish
cheek by jowl with the science of the future.

The most prestigious huzzah of all came from
far-off Weimar, where the aging lion Goethe wrote
of “this extraordinary article that once again dem-
onstrates how well France is suited to reign su-
preme in the sciences.” As for Paganini, “the talent
of this extraordinary man is no longer based on a
pillar of cloud and flame, but on the incontrovert-
ible fact of his physical organism.”

It was inevitable that this “extraordinary man”
should share in the benefits of the Bennati-Véron
enterprise. The Devil stopped making his rounds
of the salons and no longer gained recognition in

the learned publications. Instead, the Journal des
débats and Revue musicale devoted themselves
solely to argumenls over Paganini's violin tech-
niques with an occasional skirmish over the aes-
thetics of his compositions. And when he left Paris
in late April (richer by more than a million dollars
at today's rate of exchange), he found that the
Devil had pulled in his horns elsewhere as well. In
the north of France audiences were content to en-
dow him with the euphemism of “the Enchanter,”
while in England he was dubbed merely Samiel
(son of Satan) in attacks of spleen over his box-of-
fice avarice. The Irish were considerably more ro-
mantic even if they were equally envious. In order
for Paganini to cross the Irish Sea to Dublin, they
had him book passage aboard the Flying Dutch-
man. Even Mitteleuropa was forced to reconsider
its previous notions, and in Prague and Vienna,
Paganini was shortly converted into a nineteenth-
century analogue of the Wandering jew.

So diametrically had the worm turned, in fact,
that when he returned to Paris in the spring of 1832
his image had shifted to the opposite extreme. The
great cholera epidemic struck the city during this
second concert tour, and rather than take to his
heels like so many of its other visitors Paganini
stood his ground to help calm the panic with his
music. As areward, he was called the Dark Angel.

But this status was to last for only eight years.
Despite Bennati's and Miquel's assurances after
examining him in 1831, Paganini did indeed have
tuberculosis, and he died of it in Nice in 1840—by
coincidence on the tercentenary of Doktor
Faustus’ death. Through an unfortunate quirk of
circumstance, he died without benefit of the
Church’s last sacrament, and the archbishop used
this misfortune to deny him burial in consecrated
ground. Paganini lay in a friend’s villa while his
son Achilline sought to have him transported to
Genoa, and the good citoyens of Nice began to wit-
ness nightly witches’ sabbaths on the premises to
the accompaniment of weird snatches of violin
music. These ghostly fantasies came to a halt only
in 1844, when the two Paganinis, the quick and the
dead, left for Italy. The dead man was compelled
to wait once more for a religious burial—this time
on the grounds of his own Villa Gajona in Parma—
while Achillino negotiated with yet another corps
of ecclesiastics.

For thirty-one years the householders of Parma,
who had never heard of Paganini’s sterling contri-
bution to the French revolution in science, were
terrorized by the same diabolical virtuoso violin
celebrating nightly sabbaths. It was only when
Pope Pius IX consented in 1875 to grant Niccolo
Paganini title to his share of consecrated real es-
tate that the Devil left him for good. To those who
insist that there is a teleology of fate, this could be
considered a just reward—because there is good
historical evidence that the Bennati article in the
Revue de Paris helped the pontiff arrive at his
decision. ®
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Karajan'’s
Triumphant Nine

Herbert von Karajan

and the Berlin Philharmonic
achieve awe-inspiring results in
their new DG Beethoven cycle.

by Harris Goldsmith

FHERBERT VON KARAJAN'S Beethoven-symphony dis-
cography now spans some three decades—irom his
pre-LP recordings of Nos. 5,7, 8. and 9 to the 1975-76
cycle newly released by Deutsche Grammophon.

His first integral cycle was made in London in the
early Fifties with the Philharmonia Orchestra (now
available in an imported reissue, EMI SL'S 5053, No-
vember 1976). Since then, with the exception of 4
Vienna Philharmonic No. 7, all his Beethoven sym-
phony recording has been done with the Berlin Phil
harmonic. Since becoming its permanent director in
1955, he has by his own reckoning performed these
symphonies literally hundreds of times. tlis first re-
corded Berlin cycle was made between December
1961 (No. 1) and October 1962 (No. 3), and between
the two DG cycles a video series was recorded.

Unlike some of the great conductors of the past.
Karajan is obviously interested in leaving accurate
recorded documeniation of his work. To accomplish
this he has been working in close and regular col-
laboration with his recording team—insisting. for ex-
ample, that they all use the same home playback
equipment 1o guarantee that they are all hearing the
same things.

The new Beethoven cycle was the result of the
mos! thoroughgoing preparation. First came prelimi-
nary sessions in which all nine symphonies were
taped. The results were pul aside for several months,
at which time Karajan took these “sketches” one by
one. listening and advising his coworkers of the
changes he planned. Only then did recording begin
inearnes!. (Karajan tells us that the Funeral March of
the Eroica was completely remade at the final ses-
sions because he ultimately decided that he wanted a
slightly difterent tempo.) The editing too was meticu:
lously supervised by the conductor. and we can thus
assume that what we hear on these discs, like it or
not, represents his current views on the music

There is an obvious hazard in the pursuit of “per-

FFEBRUARY 1978

Lauterwasser/ DG

fection: The process can resull in a sculless projec-
tion of notes and patterns. | am coming around more
and more to the view that many of the commercially
issued late Toscanini/NBC Beethoven symphony
performances (preserved in Vicirola VIC 8000) are
cut-and-dried affairs of this sori. capfuring little of
the wonderful humanity of his earlier, less carefully
drilled renditions.

No conductor has been as vulnerable as Karajan to
the charge of glossy superficiality. Indeed, the late
Bruno Maderna made chiding reference to his
‘chocolate Beethoven.' The complaint had some
validity in some of his earlier work. but | am happy
to say that he triumphantly avoids most of the pit-
falls here. Although the Berlin Philharmonic’s play-
ing is even more refined than before. the increased
responsiveness in dynamics, articulation. and
nuance is used to project content and energy to their
fullest.

For all the meticulous planning that went into the
making of these records, seemingly spontaneous de-
tails abound: an undulating violin line in the trio of
No. 7 the first time around but not the second, the
viola/cello line definitior at the end of the trio of No.
9, and so forth. These touches impart a constant
delight and sense of adventure to these stupendously
plaved performances. This is precisely the sort of va
riely thal survives repeated listening. the sort of
subtle elaboration that characterized the best of Tos-
canini's work bu! somehow was expunged from so
many of his later studio performances.

The most conspicuous differences between Kara-
jan’s Berlin cycles (hereafter Berlin | and 11) are Ber-
lin II's greater clarity of texture and frequently faster
tempos. The former undoubtedly owes much to im-
proved recording technigues. but some of the added
clarity is attributable to the acoustics of the orches-
ira’s present home, the Philharmonie. Judging from
the aural evidence, the hall provides as much air
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space as the Jesus Christus Kirche, the Berlin church
where the orchestra used to record. but there is less
jumbling of textures from reverberation. The sound
is uniformly bright and tightly focused; in general it
seems slightly lacking in solid bass, but there are ex-
ceptions, most notably in Nos. 4 and 7.

Another factor in the textural cleansing process is
surely the orchestra's increased sensitization to
Karajan's direction. Berlin I, considered on its own
merits, boasts better than average execution and re-
production, but it is astonishing to compare with this
the miracles of refinement and virtuosity of Berlin 11.
Pianissimos are more delicately graded than before,
but without losing incisiveness as they sometimes
did in Berlin 1. Fortes and fortissimos now have a
cutting edge to them in place of the impactive but
rather blunted weight previously heard. Most impor-
tantly, articulation of fast passages and general into-
nation are much improved.

Naturally changes of this nature vary from sym-
phony to symphony, and while some of the earlier
performances are virtually as well played as the new
ones, such instances in Berlin I as the slightly harried
wind/string teamwork in No. 1's last movement and
the fractionally out-of-tune timpani strokes at the
end of No. 4's second movemen! demonstrate how
the Berlin Philharmonic has been transformed from
a solid. old-fashioned German orchestra into a gossa-
mer virtuoso ensemble. In 1962, after only seven
years under Karajan. the process was well under
way, now, clearly, it is accomplished.

If the refinements in engineering and orchestral
execution might have been predicted. who would
have expected fifteen years ago that the conductor so
associated with effortless gloss, even “superficial-
ity.” would one day champion steady rhythm and
Beethoven’s controversial fast metronome marks? In
a disc interview that accompanies the deluxe edition
of the new set (which I have not seen—a transcript of
the interview was included in the press kit), Karajan
sheds light on the subject. voicing his increasing dis-
taste for tempo fluctuation, and this antipathy is re-
vealed throughou! the performances. One or two of
the old gearshifts survive in highly modified form,
but for the most part Berlin 11 makes good the con-
ductor’s promised intention of delineating structure
by means of color, texture, and accent rather than
crude tempo modifications, and nearly everywhere
the improvement in shape and structure is remark-
able. In only two symphonies. the Eroica and the
Ninth, do | prefer Berlin 1.

Particularly revealing is Karajan's discussion of
No. 7: “Of course, when we were young, the gener-
ation before us conducted it much slower. And I
knew it was wrong, but I couldn’t get out of this be-
cause of the inner content of the music. It did not—
how shall | say—Iend itself to a faster tempo; and
with time, you seem to be able to—as | would say it
very, very grossly—to pack it in a faster tempo. Then
both things were joined: the right tempo and the con-
tent of it.”

Since there are five Karajan recordings of No. 7,
dating from the early Forties to the present. we can
readily trace the evolution of his interpretation. The
Berlin State Orchestra and Philharmonia versions
(the latter from 1953) are both relatively sober and
staid. Already in the 1958 Vienna Philharmonic ver-

sion (London Treasury STS 15107) one can sense
Karajan's desire to increase animation and luminos-
ity: The tempos are still basically steady, but the tex-
tures have greater shimmer, the angles are less severe
and forbidding. With Berlin I the plunge to faster
tempos is made, but the music sounds hysterical and
disappointingly shapeless. In Berlin 1] everything
works triumphantly: The tempos are, if anything,
even brisker than before, bul there is iron in the
rhythm. and structural paragraphs are delineated
with an incontestably firmer, more knowing hand—
an idea has become actuality. Even the Allegretto,
which suffers in all four earlier versions from Kara-
jan's fancy shifting of gears in the maggiore sections,
sounds pretty much an organic whole. This is one of
the finest performances of the symphony | have
heard.

I sense that Karajan's Eroica has heen undergoing
a similar, but not yet completed, metamorphosis. He
warns in the interview that many will be shocked by
his new fast tempo for the first movement. I like the
tempo but for other reasons find the interpretation
unsatisfying. The counterpoint sounds constricted
and trivialized. and much of the expansiveness that
gives this militant music its forward-looking, revolu-
tionary character is missing. (Note the feebleness of
the timpani outburst at bar 266, in the development,
and the matter-of-factness of the cellos” and basses’
climbing figuration beginning at bar 603.) Moreover,
a lack of variety in the articulation takes a consider-
able toll: Why the buttery legato at the start of the
coda (where the tonality drops a whole tone from E
flat to D flat)? And why are the sixteenth notes at
bars 561-62 so weak? While Karajan tells us he is
unequivocally opposed to metronomic playing, | had
the unpleasant sensation that in this movement his
players are indeed chasing the metronome.

The other movements are better: The fugal portion
of the Funeral March builds to a shattering climax
and Karajan's impetuosity pays greater dividends in
the finale. This is far from a poor Eroica, but | prefer
the more expansively conceived Berlin I and Tosca-
nini's great 1953 account, which weds the kind of
nervous intensity for which Karajan is now striving
with appropriate breadth.

No. 1 combines the forthright grandeur of Kara-
jan’s Philharmonia recording with the felicitous
grace of Berlin I. The opening movement. with a
measured introduction and an Allegro slower than in
either of the earlier performances. is followed by an
Andante just as swift as before but with more fluid-
ity of motion and a better sense of transition. The
molding of woodwinds in the development is as im-
pressive as in the Philharmonia recording, and the
last two movements, rollicking in their animated
gusto, are intense and tautly focused. | particularly
admire the way Karajan this time keeps his violins in
tempo—and perhaps even accelerates a shade—in the
thirty-second notes in bar five of the last-movement
introduction.

No. 2 recaptures the blazing solidity of rhythm of
the Philharmonia version. (Berlin I, though tonally
refined, lacked rhythmic backbone.) In this sym-
phony particularly Karajan has come remarkably
close to the late Toscanini manner. The weighty
“monumentality” heard in the Philharmonia ver-
sion’s introduction has given way to a terser. more
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stinging accent, and, though some may find him a bil
rigid in the Alberti-bass passages of the briskly
paced Larghetto, the sophisticated undulation of
string and wind tone, the thoughtful shaping, and the
sheer technical control outshines the perfunctory
jog-trot rhythm of Toscanini’'s similarly paced
1949-51 account. This brilliantly light-textured Sec-
ond surpasses even the admired versions of Kempe,
Szell, and Jochum.

In No. 4, 1 wondered which direction Karajan
would take: Berlin | was a fleet, subtle account in the
Toscanini manner, while his earlier Philharmonia
version was exaggerated and morbidly introspective.
I'm pleased that Berlin 11, although slightly slower
than Berlin [, is interpretively much like it. The in-
creased definition and sharpness of the new record-
ing perhaps makes the opening of the Allegro seem a
bit brutal and blatant (this quality was somewhat
veiled by the more opaque acoustics of Berlin I), but
the new engineering also reveals a wealth of rich col-
oration from the violas and cellos. Karajan, like
Furtwingler before him and now Haitink in his
Philips recording, retains the long appoggiatura at
the beginning of the first-movement development—a
detail | rather like. There is a wealth of communi-
cative phrase-shaping in the Adagio, and the last two
movements romp with unfussy refinement. This is a
marvelous Fourth, and 1 even forgive the indulgence
of the largeritards in the last measures of the finale.

Karajan has always done No. 5 impressively, and
the new account is perhaps springier in rhythm and
more organic in line than the earlier ones. The
scherzo seems a mite tighter and more forwardly im-
pelled than before, and. if the double basses in the
trio are less vehement and a shade overrefined, the
finale now blazes more persuasively, with less arti-
ficial pomp and more breathing space around the
notes. Even the controversial habit of slowing down
for the bassoon and horn phrases at bars 317 et seq.
now seems more natural.

It is symptomatic that Karajan, who used to make
slight (and not bothersome) ritards on the bassoon
phrases in the Pastoral's first-movement develop-
ment, has gradually eliminated even that modest lib-
erty. Berlin 1l improves over both excellent predeces-
sors by including the scherzo repeat and tempering
the cool momentum of Berlin I with some of the Phil-
harmonia version's richer luminosity. The storm
movement makes one want to run for shelter, and the
other movements flow with marvelously unaffected
momentum.

The opening measures of No. 8, hammered with al-
most indescribable brilliance and thrust, immedi-
ately make one sit up and take notice. Some may feel
that Karajan has become a shade too stringent in the
second theme, but I like the way impetus is thus car-
ried through. The Allegretto ticks away with sar-
donic humor, and in the last two movements the new
tempos are a blessed improvement. The Tempo di
menuetto now moves spryly, with judicious expan-
sion and wondrously clear cellos in the trio, while
the finale (already brilliantly performed in both ear-
lier recordings) bounds out of sight at a<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>